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BBenenue

B COBPCMCHHOM MHUPC HCBO3MOKHO IMPCYMCHBIINTL 3HAYUMOCTb U3YUYCHUA
A3bIKa HJIA CIICHHAJIBHBIX ueneﬁ. Bce y6BICTp$HOIII€CC$[ pa3sBUTHUC HAYKU H
TGXHOHOFHﬁ, 4 3HA4YUT, U UX CIICHHUAJIBbHBIX A3bIKOB, ACIAI0OT KaK HUKOIrJa Ba>XHBIM

FJIY6OKO€ IIOHUMAHHUC ITPOUCXOAANNX B CIICHIUAJIBHOM A3BIKC ITPOICCCOB.

JlanHast paboTa MOCBAIIEHA WCCICJOBAHHUIO MpPOIECca MOMOTHEHUS S3bIKa
M300pa3UTEIHPHOTO HMCKYCCTBA C TOMOIIBIO AaBTOPCKUX TEPMHUHOB, a TaKXKe
CTPEMHTCSI OTBETUTh Ha BOIPOC, YTO MPOUCXOJUT B AHIJIMMCKOM S3BIKE C
ABTOPCKUMHU TEPMHUHAMH TIOCIIE WX TOSBIICHUS, KaK OHHU TEPEXOJAT B pa3psibl
YHUKAIBHBIX W YHUBEPCAIbHBIX TEPMHUHOB, YTO MOXXET TOBJIMITH Ha TO,
3aKPEMUTCS JIM TEPMUH B TEPMHUHOCHUCTEME UM OCTAHETCS Ha €€ TIEpU(EPHH B KaK
B QHTJIOA3BIYHOM TEKCTE MPO(eCcCHOHATBHOTO U HEMPOPECCHOHATBHOTO AUCKYpCa

JAaHHBIE TEPMUHBI QYHKIIUOHUPYIOT.

O0beKTOM JaHHOTO MWCCJIEAOBAHUS SABJISIIOTCA ABTOPCKUE TEPMHUHBI

U300pa3UTEIHHOIO UCKYCCTBA.

HpEHMeT JaHHOTO HCCICOOBAHUA — q)yHKHI/IOHI/IpOBaHI/IG AHTJIOSA3BIYHBIX
ABTOPCKUX TCPMHUHOB I/I306paSI/ITeJIBHOFO HCKYCCTBAa B A3BIKEC HW  pCUH

(mpodeccroHaTbHOM U HETTPO(PECCUOHATBHOM JTUCKYPCE).

I'mnore3a HCCIICAOBAHUA 3aKII0OYacTCd B TOM, 4YTO ABTOPCKHE TCPMHUHLI
ABJIAKOTCA 3HAa4YMMbIM HNCTOYHHUKOM IIOIIOJTHCHUA JJIA TCPMHUHOJIOTHHN
H306paBI/IT€HLHOFO HCKYCCTBd, B TOM YHCIIC JIA AApPa HaHHOﬁ TCPMHUHOJIOTHH.
KpOMC TOI'0, Mbl UCXOOHJIN U3 IIPEAIIOJTOKCHUSA, YTO aBTOPCKUC TCPMHHBI J1OJI?KHBI
HN3y4daTbCA Ha YPOBHC pCYM U UCKIIIOYUTCIIBHO C YUCTOM JIMAXPOHHHU, TAK KaK HX

IMOJIOKCHHUC B TCPMHHOCHCTCMC HECTaOMIIHHO.

AKTYQJbHOCTh JIUCCEPTAIIMU MOXET OBbITh MOATBEPXKACHA C JIBYX TOUYEK
3penusa. Bo-mepBbix, naHHas paboTa aKTyaJlbHa B pyclieé  pa3BUTHS
TEPMUHOCUCTEMBI HMCKYCCTBAa. M3ydeHHEM pa3jIMyHbIX IUIACTOB CIEHHUAIbLHON

JIEKCUKU B psfe o0nacTell HayKH 3aHUMaNHCh Takue ydenble, kKak K.f. ABepOyx,



JI.M. Anekceena, A.I'. AaucumoBa, O.C. AxmanoBa, B.B. Bunorpanos,
I'.O. Bunokyp, H.b. I'Bumuanu, b.H. I'osoBuH, C.B. I'punéB-I puneBuy,
H.H. I'ymosckas, T.JI. Kannenaku, P.}O. Koopun, E.C. KyOpsikoa, B.M. Jleituuk,
H.C. Jlorre, JI.A. Manepxo, T.b. Ha3zaposa, B.H. Hemuenko, E.A.Hukynuna,
H.B. [logonsckas, A.U. Pepopmarckuii, FO.B. Cnoxenukuna, A.B. Cynepanckas,

T.W. TapacoBa, B.A. Tatapunos, W.H. ®omuna, C.[. lllenos, I'. Ponpo 51

JIpyTue.

TeM He MeHee, HE TaK MHOT'O UCCIEJOBAHUM OBLIO MOCBAIIECHO HU3YUYEHUIO
aHIJI0A3BIYHON TEPMUHOJIOIMH W300pa3UTEIBbHOTO HCKYCCTBA, B TO BPEMsI Kak cama
cdepa CTpeMUTENIBHO Pa3BUBAETCA: K MPUMEPY, BCETO 3a MOCJIEIHNUE ABAALATh JIET
BO3HHMKJIO OKOJIO TPHUALATH HOBBIX TEUEHHWH HCKyccTBa (K  HpUMEpY,
JUDKUMOJEPHU3M M JIpyTHE CTWJIM, ONMPAIOIIMECs IPEeKIe BCEro Ha
KOMITBIOTEPHYIO TrpauKy, HOBbIE€ BHUAbI TIpadPuTh). AKTUBHO pa3BUBAETCS U
BBIICIIAETCS UCKYCCTBO OTAENIBHBIX IPYNI — B AHIJIOSA3BIYHOE apT-IMPOCTPAHCTBO
NOMajgaeT Bce Oousbllle XYAOXKHUKOB U3 JPYTMX CTpaH, a 3HA4MUT, U UX A3BIK.
CoBpeMEHHOE HMCKYCCTBO CTaHOBHUTCSI Bce 0oJiee JOCTYIHBIM, Pa3HOOOpPAa3HBIM,
IIOCTOSIHHO PAacTeT €ro IOIyJIIPHOCTb, MY3€H CTaparoTcsd HUATH B HOTY CO
BpEMEHEM — U Henmpo(deccroHalbl BCe MEHBIIIE TOTOBBI OCTaBIATh ‘highbrow art’
HeOonpmoi 3nute. Henb3s HepoOUEHMBAaTh W BIUSHHE, KOTOPOE HCKYCCTBO
OKa3bIBaeT Ha HAyKy — HMMEHHO (YHKIMEN UCKyccTBa sBIseTCs (JOPMUPOBAHME
LEHHOCTEH yenoBeuecTBa. Bee BolenepeunciaeHHbie (pakTopbl NPUBOAAT K TOMY,
YTO pOJIb TEPMHUHOJOTUU H300PA3UTEIIBHOTO MCKYCCTBA B SI3bIKE IOCTOSIHHO

pacTeT, U CaMa OHAa HAXOAUTCs B IIOCTOAHHOM PAa3BHUTUMU.

Bropo#i akTyanpHON CTOPOHOM AAHHOM IHCCEPTALMU SIBISETCS H3y4YECHHUE
aBTOPCKMX TEPMHUHOB B pPaMKaxX TEPMHHOCHCTEMBI aHIVIMMCKOro fA3biKa. MImeHHO
aBTOPCKHE TEPMHUHBI BHECIM OIPOMHBIM BKJaJ B pPa3BUTUE TEPMUHOJIOTHUH
uckycctBa XX-XXI BB. W MPOAOIKAIOT pa3BUBATh €€ O CHX MOp — OynIb 3TO
HOBBI TEPMUH, NIPEIJIOKEHHBIN XYJOKHUKOM JUISl ONIMCAHMS €r0 UCKYCCTBA, WIH

HOBOC CJIOBO B HUCKYCCTBOBCACHHUMU: ((TCpMI/IHBI, KOTOPLIC CO3AAI0TCA YCIOBCKOM



JUIL  BO3MOXKHOCTH  OOIIEHWsT B  Iporecce  npodeccnoHaabHO-HAYYHOU
JEATETHbHOCTH, MPEJACTABIAIOT COOOM OJWH W3 OCHOBHBIX CIIOCOOOB BBIPAKCHHSI
WIM 3alUCH CIENUAIbHOro 3HaHMsA.»' TeM He MeHee, aBTOPCKHME TEPMHUHBI Kak
OTJICJBHBIM THIT TEPMHHOB ITOYTH HE H3YyYaJIUCh HU B OTCUCCTBCHHOH, HH B

3apyOeKHOM JIMHTBUCTHUKE.

Teopernueckasi 6a3a guccepTaIlMOHHOIO MUCCASAOBAHUS BKIIOUYAET pabOThI
OTEUECTBEHHBIX M 3apyOEekKHBIX JMHIBUCTOB. I[Ipexae Bcero, OBLIM H3YyUYECHBI
0a30BbIE TEPMUHOBEIUYECKHE MHCCIEIOBAHUS, BKIIOUAIONIME B ce0s pabOoThI
O.C. AxmanoBoii, A.I'. AuucumoBoii, B.B. Bunorpagoa, I'.O. BuHokypa,
M.H. Bonoauunoii, H.b. I'Bumnanu, A.C. I'epaa, C.B. I'punena, B.I1. [lanunenko,
T.JI. Kanngenaku, JILA. Kanananse, X. Kacapeca, B.H. Komuccaposa,
B.M. Jleituuka, JI.A. Manepko, IO.H. Mapuyka, A.Il. Munssip-benopyueBoi,

T.b. Hazaposoii, A.A. Pedpopmarckoro, A.B. Cynepanckoil U MHOTHX JPYTHX.

Takke  u3ydeHbl  pabOTHI, KacaroUIMecs TEOpUUM  JUCKypca U
npo(ecCUOHANbHO-UHCTUTYIUOHAIBHOTO ~ JIUCKYpCa,  CIEAYIOUIUX  YYEHBIX:
H.JA. Apyttonosa, P. bapr, T.M. barnacapsn, JI.C. beinmacon, Y.B. buue-oou,
H.B. Bapnasckux, T.A. Ban [etik, E.A. Bebep, WU.P. 'anpnepun, A.B. I'ononHoB,
E.N. T'onoBanoBa B.3. [lembsinkoB, B.U. 3a6otkuna, B.U. Kapacuk, A.E. wu
A.A. Kubpuk, B.B. Kpacubix, E.C. Ky6psikoBa, B.M. ManbnieBa, M.JI. Makapos,

O.U. Mockanbckasi, M.U. Connbiiikuna, 3. Xappuc, W. Xeiizunr, B. bxarus, I1.
Hpro u npyrue.

beln n3ydeHsl Takke paboThl B 00J1aCTH HCKYCCTBOBEIUECKOTO JUCKYpCa, B
YacTHOCTH,  paboTel  cieaywomux  ucciaegoarenei:  M.O. benbmecosa,
A.Il. bynaroBa, A.A. eproruna, VY.A.Kapkosa, E.A.Enuna, A.b. Epoxwuna,
E.E. Benbmanona, JI.B. Jlaecuko, E.B. MuneroBa, A.Il. Munbsp-benopyuesa,
H.A. OBUYMHHMKOBA, I'. Po3enOepr, N.I1. PsOkoBa, K.H. Ps6uenrok,

O.H. CemuBanosa, JI.K. Uukuna, A-E. Kpenuro, b. Dmiown.

! Bonomura M.H. TepMHMH Kak s3bIKOBOE BBIPaKEHHE crienuaibHoro monstus / M.H. Bonomuna //

Stephanos, 2019. Ne 4 (36). c. 24



HayuyHass HOBM3HA JHCCEPTALUM 3AKJIKOYAETCs B psfe acrekrToB. Ilpexne
BCET0, AHTJIOA3BIYHBIE ABTOPCKUE TEPMUHBI KaK OTAECIbHBIA TUI TEPMUHOB MOYTHU
HE M3y4YaJuCh HU B OTEYCCTBEHHOW, HU B 3apyOEKHON TUHTBUCTHKE. Takxke B
paboTe BIiepBbIe OBUIO PACCMOTPEHO (PYHKIIMOHUPOBAHME AaBTOPCKUX TEPMHHOB B
CUHXPOHMM M JHAXpPOHUHU, B MPOPECCUOHATILHOM U HEnpodecCHOHATHLHOM

JTUCKypCe.

Teopernueckasi 3HAYMMOCTH PaOOTHI COCTOMT B YCOBEPIICHCTBOBAHUU
3HAaHUN 00 AHTJOS3BIYHON TEPMHUHOJIOTUU H300pa3UTEIBHOTO HMCKYCCTBA IMyTEM
BBIJICJICHUSI B HEW YHHUBEPCAIbHBIX, YHUKAJIbHBIX M AaBTOPCKUX TEPMHHOB U
OTpeACICHUS oco0eHHOCTEN (byHKIIMOHUPOBaHUS MOCJICTHUX B
npodeccuonanbkHOM W HempodeccuoHanbHOM  auckypce.  MccmemoBanwue,
BBITIOJTHEHHOE Ha  Kadeape  aHrIMHCKoro  si3pikodHaHus MIY  uMeHwm
M.B. JlomoHOCOBa, BHOCHUT CBOWM BKJIaJ B Pa3BUTHE OTEUYECTBEHHOTO
TEPMHUHOBEICHUSA, IIOCKOJIbKY BIIEpBBIC OBLIO PAacCMOTPEHO (OpMHpPOBAHHUE
TEPMUHOJIOTHH H300pPa3UTEIHBHOTO HMCKYCCTBA C TOYKH 3PEHUS POJIH, KOTOPYIO

ChIFpaJIA aBTOPCKHE TEPMUHBI B 3TOM IIPOLIECCE.

IIpakTuyeckass 3HAYMMOCTb HCCIENOBaHUA. Pe3ynbraThl, MOJIy4YeHHBIE B
X0JI€ MCCJIEIOBaHUS, MOTYT ObITh BKJIFOUEHBI B KYpChl TEPMUHOBEICHUS, a TaKkKe
WCIMOJIB30BaHbl B Kypcax MPENOJABAHUS AHTJIIMKUCKOIO S3bIKA IS CIICLUATIbHBIX

ueneit (LSP).

IMIUPUYECKYI0 0a3y HCCIEAOBaHMS COCTABIAOT cBbimie 100 aBTOpCKHMX
TEPMUHOB B paMKaxX TEPMUHOCUCTEMbl AHIJUUCKOTO S3bIKA, BBISBICHHBIX B
pe3yibTaTe MNpPOBEJEHHOTO aHaidu3a, u cBbime 300 TepMUHOCO3JAIOUIUX M

TCPMUHOUCITIOJIB3YIOIIUX TCKCTOB.

ue.]'lbIO JaHHOT'O MCCJICOOBAaHMUS ABJISACTCS BBISIBUTD 0COOEHHOCTH ABTOPCKHX
TCPMHUHOB I/I306paSI/IT€JIBHOFO HCKYCCTBa B AHTJIMMCKOM S3bIKE€ KakK B paMKax

TEPMUHOJIOTHH, TaK U B MPOGECCHOHATHPHOM U HEMTPO(PECCHOHATILHOM JAUCKYPCE.



JlocTikeHre BBINICYKA3aHHOM 1EeTH MOTPEOOBAIO PEIICHUS CIEAYIOIINX

3ajgauv:

1) ChopmynupoBaTh ONpeeieHre aBTOPCKOTO TEPMUHA U BBISBUTH €T0

OCHOBHBIC XapPaKTCPUCTUKHU,

2) BbIIBUTE MECTO  aBTOPCKMX TEPMHHOB B  TEPMHUHOCHCTEME

M300pa3UTETHHOTO UCKYCCTBA,;

3) Onpenenuthb NOHUMaHHe npoeccuoHaIbHOTO,
HENMpPO(ECCUOHATILHOTO M HMCKYCCTBOBEIUYECKOIO JHUCKYpCa U ONpPEAEIUTh IO0JIe

MMEPCCCUYCHUA JaHHBIX HOHﬂTHﬁ;

4) Boigenutb 0coOeHHOCTH (YHKUMOHUPOBAHUS ABTOPCKUX TEPMHUHOB

M300pa3UTETHHOTO UCKYCCTBA B TPO(PECCHOHATEHOM JUCKYPCE;

5)  Brigenuts 0cobeHHOCTH (YHKIIMOHUPOBAHUS aBTOPCKUX TEPMHUHOB

M300pa3UTENIHLHOTO UCKYCCTBA B HEMPO(PECCHOHATBEHOM JUCKYPCE.

Jlyist petiieHrs TaHHBIX 337a4 B paboTe ObLT MPUMEHEH KOMIUICKCHBIA MeTO/
WCCIIEIOBAHHUS, BKJIIOYAIOIIMN KOJIMYECTBEHHBIM aHAIU3, KOMIIOHCHTHBIN aHAJIU3
CEMAaHTHUYECKOU CTPYKTYPHI, ne(pUHUIIMOHHBIN aHaus, BJIEMEHTHI
TUMOJIOTUYECKOIO0 aHaIu3a, JJIEMEHThl KOTHUTHBHOIO aHajn3a, a TaKXke Pl
YaCTHBIX METOJMK: ONMHUCATEIbHYI0 METOJIUKY, OMUPAIONTYIOCS Ha HAOJI0JICHHUE, U

MCTOJUKY KOHTCKCTYAJIbHOT'O aHAJIN34a.

Hcxons w3 neneid, METOIOB U 3a7a4 JAaHHOTO HMCCIIEJIOBAHUS, HA 3alUTY

BBIHOCATCH CJACAYHOILIMNE IMOJO0KCHU:

1. ABTOpCKHE TEPMHUHBI HE MIPEACTABIISIIOT COO0H OTIETBHYIO TEPMUHOJIOTHIO,
HO SIBJSIOTCS TIOJIHONPABHOM YacTblO TEPMHUHOJOTHU HCCIETyEMOMN

00J1acTH 3HAHMS.

2. ABTOpCKI/Ie TCPMHUHLI ABJIAIOTCA IMOCTOAHHBIM HCTOYHHKOM ITIOIIOJITHCHMUA
KJIIaCCOB YHHMKAJBbHBIX W YHHBCPCAJIbHBLIX TCPMHUHOB. ITocne 3aBCPIICHUSA

mnpomnecca TCPMHHOJOTIHU3allU aBTOpCKI/Iﬁ TCPMHUH MOXCT HA4YaTb



paciupCHUC CBOCTO 3HAYCHHA B paMKaX TCPMHHOCHUCTCMBI, U B TaKOM
ciIy4dac, Ipu AOOCTHXCHHMHU OIIPCACICHHOIO YPOBHA MIHPOKO3HAYHOCTH,
CccMa aBTOpa TCPpMHHA MOXKET IIOTCPATH KIHOYCBOC 3HAUCHHUC, H,
CJICO0BAaTCIIbHO, TCPMHUH BLIﬁIICT B TCPMHUHOJIOTHYCCKOC IIOJIC TOH WU

WHOI 00J1aCTH 3HAHUS.

3. B mpodeccuoHanbHOM TUCKypce W HENMpo(ecCHOHATBLHOM JHCKYpCce Ha
NEPBBI  IJIAaH  BBIXOAAT  pa3Hble  (QYHKIMM  TepMHHA; IS
npodeCCUOHAIBHOTO  JTUCKypca A3TO HOMHWHATUBHAs, JA€PUHUTHUBHASI,
CUTHHU(UKATUBHAS, KOMMYHHUKAaTHBHAs, MparMaTU4ecKas, B YacCTHOCTH,
WUIOKYTUBHAsI, TPOCBETUTENIbCKAs, JEMOHCTpPAaTUBHAs U aTTpPaKTUBHAas
¢yakiuu. B HempodeccHnoHATbHOM JTUCKYpPCE aBTOPCKHME TEPMHHBI
aKTyaJIM3UPYIOTCS U BBIMIOJHSIOT MPEXKAE BCEro CleAyrolue (QyHKIUU:

HOMHWHATUBHYIO, KOMMYHUKATUBHYIO, IPArMaTH4YCCKYI0, aTTPAKTHBHYIO.

Anpodauuss  padorbl.  OCHOBHBIE  TIOJIOXKEHHUSI  JAUCCEPTALMOHHOTO
uccieoBaHusl ObUIM  MpEJCTaBieHb Ha KoHdepeHuusx «JIoMOHOCOB» Ha
3aceaHuu cekuu «OUnonorusy, opranuzyemMon punosorndueckuM (HaKyiabTETOM
MI'Y umenu M.B. JlomonocoBa B 2017-2020 rr., a Takxe Ha KOH(EPEHIINH
«AXMaHOBCKHE YTEHUS», COCTOsBIIEHCA Ha (uionmorndyeckoM ¢akynprere MI'Y
nmenn M.B. JlomonocoBa B 2019 roay. Takxke monoXeHus UCCIEAOBAHUS HAILIN
OTpaXeHHE B NyOMUKAMSIX B PEHEH3UPYEMBIX HAyYHBIX M3JAHUSAX, U
BKJIFOYEHHBIX B cnucok MIY s nucceprallMOHHBIX COBETOB. BBIBOABI,
MOJIyYEHHbIE B pPE3yJIbTaTE MCCIEIOBAHUS, IPUMEHSIOTCS B IIPOLIECCE MPOBEICHHUS
3aHATHI Ha ropuanyeckoM (dakynbrere MI'Y umenun M.B. Jlomonocosa (c 2017 no

HACTOSIIEe BpeMs).

Pabora coctouT U3 BBEJCHNS, IBYX IJ1aB, BBIBOJIOB IO TJlaBaM, 3aKIIOUCHUS,

oubnmorpaduu U NPUI0KEHUS.

I''TABA 1. Teopernyeckue 0CHOBbI HCCJICIOBAHUSA



§1. HoBeiilmue ucciaegoBanus B 00J1aCTH TEPMHUHOJOTHU H300pa3UTEIBLHOIO
HCKYCCTBA

HccnenoBanusi TEPMUHOJIOTUUA H300pa3UTENBLHOTO HCKYCCTBa HEOOXOIUMO
paccMaTpHBaTh B paMKax OTpacjeBoOil TepMuHoioruu B 1eoM. Ocoboe BHUMaHUE
M3YYEHUIO HE TOJIbKO TEPMHUHOJOTHUU B 1I€JIOM, HO U OTPACJIEBbIM TEPMHUHOJIOTUAM
B YaCTHOCTH YAEJSIIOCH ellle ¢ cepeanubl XX Beka. [macTel ciennanbHON JIEKCUKU
pa3HbIX 00JIaCTel HAYKH U3y4YaJUuCh B TOM YHCIIE CICAYIOIIMMU UCCIEA0BATEISIMH:
O.C. AxmanoBoit, A.I'. AnucumoBoi, A.B. Cynepanckou, JI.M. AnekceeBon,
B.B. Bunorpagoseim, B.M. Jleitunkom, [.0O. Bunokypom, A.U. Pedopmarckum,

10.B. Cnoxenukunoii, T.b. Hazaposoii, H.b. I'Buminanu, I'. Ponno.

Oco0€HHO 3HAaYUMBIM 3TOT MPOLECC CTAl MOCIE «TEPMUHOJIOTHYECKOTO
B3PbIBA», IMPUBEAIIET0 K 3HAYUTEIBHOMY POCTY YHCIIa TEPMHUHOB 3a IEPBYIO
nonoBuHy XX Beka’. OIHAKO IMOJIE M3yYeHHs OKa3alloCh HACTOJBKO BEIMKO, YTO
Ha3BaTb TEMY IIOJHOCTBIO H3YyYEHHOW HENb3s, W HCCIEHOBAaHUS OTPACIEBBIX
TEPMHUHOJIOTHM IPOBOJATCA U 1O ced JneHb. K 1mpumepy, wucciaenoBaHus
tepmunosioruu ¢unocodpun (J. Sager), snexrporexuuku (E. Wiister), si3pika amns
cnermanpHbix  1ener (KA. ABepOyx,  H.H. I'ymosckas,  B.M. Jleiuuk,
T.b. Hazapora), rymanutapueix Hayk (A.I'. AHucuMOBa),  JTMHTBHUCTUKHU
(O.C. AxmanoBa,  H.b. I'Bummanu,  E.C. KyOpsikoBa, = H.B. Ilononsckas),
oOmiecTBeHHO-IonUuTHYeckoro moyst  (M.H. Bormoauna), Hay4HO-TeXHUYECKOM
tepmunosiornn  (C.B. I'punés-I'puneBuu,  T.JI. Kanpenaku, B.M. Jleiiuuk,
J.C. Jlorre, JI.A. Manepko, E.A.Hukymuna), mnpaBa (E.C. KammyTtaps,
A.E. ®enotoBa), MEIULIMHBI (C.JI. MumiaHosa, B.®. HoBonpanosa,
D.A. Copokuna, E.B. ®ununmnoBa) u  Apyrux  OoTpaciieil  MOCBSLIEHBI
TEOPETUYECKHMM W  TPAKTUYECKUM  MpoOjemMaM  HM3YYCHHS  Pa3InYHBIX

TGpMI/IHOHOFI/Iﬁ U TCPMUHOJIOTHYCCKUX CUCTEM.

> Mapuyk FO. H. OcnoBsl TepmunOrpaduu, - M.: ITUU MI'Y, 1992. 75 c.

Mapuyk 0.H., Komneiotepuas aunrsuctuka, - M: ACT; Bocrok-3anaa, 2007, 317 c.



TepMHHONIOTHST MCKYCCTBOBEAEHHS W OTACJIBHBIE €€ JJIEMEHTHl TaKXKe
SBJISIIOTCST  OOBEKTOM HCCIEOBAaHUSI B PsJe JUCCEPTAMOHHBIX paboT. Tak,
TEPMUHBI-3aUMCTBOBAaHUSA W  DKCTPAJIMHTBUCTUYECKUE  MPUYUHBI  JAHHOTO
3aMMCTBOBAHUS HW3Yy4yajJuCh B JuccepTallMoHHOW pabore W.A. BunmHckoin
(«JIMHrBOIMHAMHMYECKHE TIPOLECChl B COBPEMEHHOM HEMEIKON MY3bIKaIbHOM
TepMuHosIoTHI», 2007), KOMIUIEKCHOE W3Y4YEHUE HEOJOTU3MOB M300Pa3UTEIHLHOTO
HCKyccTBa B cBoel pabore mpoBena W.H. Uypunoa («Heomoruzmsl B
T€ATPAIBHOM TEPMHHOJIOTHM AHTJIMHUCKOTO s3blka KOHIA XX-Hadanma XXI BB.»,
2007), TEpMHHOJIOTMYECKUE THUIIbI, Yallle BCEro CIYy)KalllMe HCTOYHUKOM
MOMOJHEHUSI U PACIIMPEHUS] CUCTEMBI AHIJIOS3BIYHBIX HCKYCCTBOBEIUECKHUX
TEPMUHOB, a TaKXKE BAXHEHUIINE THUIOJOTUYECKAE OCOOCHHOCTH POJOBBIX U
BUJIOBBIX TEPMHUHOB MCKYCCTBOBEJEHHUSI ObUIM PAaCCMOTPEHBI B JMCCEPTALMOHHOM
pabore A.T'. AHncumoBon («Tunonorus TEPMUHOB AHIJI0S13bIYHOTO
UCKyCCTBOBeNeHUs», 1994), paccmorpeH MakpodpeiiMm caMoro TepMHUHA
«HUCKYCCTBO», @ TAKXKE €ro KOTHUTHBHBIM M MparMaTUYECKU aHalli3 MPOBEIEH B
pabore FO.A. BopoOwbeBoit («KOrHUTUBHO-NParMaTUYEeCKU acleKT HOBOMU
JEKCUKH UCKycCcTBOBeleHUs: Ha wmarepuane aHriuiickoro ss3bika», 2003),
crieniuuka COBPEMEHHBIX aMEPUKAHCKUX TEPMUHOB U, B YACTHOCTH, OCOOCHHOCTH
UX JIETEPMUHOJIOTH3allMM  BbIJEIEHb B gucceprauuun E.B. AnemmHckoi
(«CoBpeMeHHbBIN aMepUKAHCKUN My3bIKaIbHbIN TepMun», 2008), popmupoBanue u
pa3BUTHE TMOATEPMHUHOJIOTUUA aHUMAIlMM W3Y4YEHbl B JUCCEPTAllMOHHOM pabore
T.A. PomanoBoit  («HccnenoBanme  mporeccoB  (HOpPMHUPOBAHHS  CIOBaps
KMHEMaTorpapuiyeckoil aHuMaIuy B aHTJTUHCKOM si3bIke», 2021), TepMUHOJIOTHS U
TepMuHOrpadusi TOABI3bIKA APXUTEKTYpbl OBUIM PpPAacCMOTPEHBl B paboTe
C.B. JleBuueBoii («IIpuniuner otbéopa ©  JEKCUKOTPadUYECKOTO OIMHUCAHMS
MOJBA3BIKA APXUTEKTYPhl B CIELHUAIbHBIX CJIOBApPAX PA3JIMYHBIX THUIOB: Ha
Matepuale aHMIMICKOro s3bika», 1999), BhnepBble uH3ydyeHa U OMNHUCaHA
TEPMUHOJIOTHS MOJbI M Ju3aiiHa U ee dopmupoBanue B padore T.B. Jloaropoii
(«DopMupoBaHME W PA3BUTHE AHTVIMMCKOW TEPMHUHOJOTHM AW3aiHA ONEKIbI U

MO/IbI B COIIMOJIMHIBUCTHYECKOM acmekTe», 2007), HCKyCCTBOBETUECKUM AUCKYPC
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B 1esioM paccMmatpuBaics B padote A.b. Epoxunoit («IIparmanmHrBucTHYECKHE
acCneKkThl COBPEMEHHOTO MCKYCCTBOBEAYECKOrO0 JUCKypca (Ha Marepuanie

AHTJIOSI3BIYHBIX TEKCTOB, TIOCBSIICHHBIX N300pa3UTEIIBHOMY UCKYCCTBY)», 2018).

I[J'ISI JaHHOT'O HCCJIICOAOBAaHHS B YaCTHOCTH XOTCJIOCH OBI BBIACIIUTL PO

pa60T, IMOCBAIICHHBIX TCPMHUHOJIOI'MU HCKYCCTBOBCICHM.

A. b. Epoxuna 3amutuna B 2018 romy nuccepranvio Ha TEMy
«ITparMaJlUHTBUCTUYECKUE  ACTHEKThl ~ COBPEMEHHOI'O  MCKYCCTBOBEIYECKOTO
JUCKypca  (Ha ~ Marepuale  aHrJOSI3bIYHBIX  TEKCTOB,  IMOCBSAIIEHHBIX
M300pasuTEeIbHOMY HMCKYCCTBY)». B pabore mcciemyercs mpeie BCEro MOJTHIT
MHCTUTYUHOHAIBHOTO HMCKYCCTBOBEAUYECKOTO AUCKYpCAa, KPUTUUECKHM IUCKYpC.
Marepuanom HCCIIeTOBaHUSA SIBISIFOTCS PELEH3UM TaKWX W3aHui, kak ArtForum,
ARTnews, Art Review u Flash Art, kacaromuecsi COBpeMEHHOTO MCKYCCTBa, T.€.
HMCKYCCTBAa BTOPOM IMOJOBMHBI XX BEKa M HACTOSIIETO BpeMeHU. Marepuan

HCCICA0BAHUA OI'PAHUYCH JKHBOIIMCBIO KaK YaCTbIO I/I306pa3I/ITeHBHOFO HCKYCCTBA.

A.b. EpoxuHa paccMaTpuBaeT KPUTUYECKHI MCKYCCTBOBEIUECKUHN IHCKYPC
KaK KOMOWHAITMIO AJIEMEHTOB HAYYHOTO, XYZOXXECTBEHHOT'O, MAaCCMEIUWHOTO H
pPEKIaMHOTO  JIUCKYpPCOB M MpeajaraeT  CICAYIOLIUE  LEJIeyCTaHOBKHU:
WHPOPMHUPOBATh, HWHTEPIPETUPOBATH, OIICHWBATH, BO3/ICHCTBOBaTH HAa MHEHUE
yuTaTeNs, a TaKkKe TMPEekAEC BCEro OLEHUTh MPOU3BEIACHHE HCKYCCTBA.
PaccmarpuBaroTcs Kak KOMMYHHKAILUs agpecaTa-KpUTHKA U aJpecaHTa-4uTaTels
U ee OCOOEHHOCTH, TaK M OCOOCHHOCTHM BepOAJIBHOIO U HEBEpOAIbHOTO

KOMMYHHKATUBHBIX YPOBHEM.

B pabore A.b. Epoxunoii ajis Hac mpeAcTaBiseT 0COObIN HHTEpeC U3yYeHUE
CIICLIMAJIbHON JIEKCUKH B PaMKax CIIOXHOTO JUCKypca MCKYCCTBOBEICHHS. XOTs
CIIeLIMaJIbHAs JIEKCHKA, ITOJ KOTOPOU Mbl IIOHMMAaEM IIPEXKJE BCEr0 TEPMHUHBI, HE
aBisieTcss (OKycoM JaHHOro uccienoBanus, A.b. EpoxyuHa BBIABISET HEKOTOpPHIC
€€ OCOOEHHOCTH B paMKaxX KPHUTHYECKOTO HMCKYCCTBOBEAYECKOrO IHCKypca, K

IMpuMECpPy, HAJINYUC KaK HO3HTHBHOﬁ, TaKk H MCHHOP&THBHOﬁ KOHHOT&HI/II?I B
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HEKOTOPHIX TepMuHax’. Tarke oOpamiaer Ha ce0sS BHUMAHHME MCCIEIOBAHUE
COOTHOIIICHHsI BEPOATLHOTO W HEBEpOATHHOTO KOMMYHHKATHBHBIX YPOBHEH, Tak
KaKk B HeMmpo(ecCHOHATbHOM JHMCKYpCE YacTO HUMEHHO 4Yepe3 CcouyeTaHHe
BepOanpHOM  (TeKcTa) W HeBepOAIbHOM  (WJUIIOCTpAlMi) KOMMYHHUKAIIUU
JOCTHTAETCS  CBSI3b  MEXKIY  YIOMHHAaEeMbIM TEPMHHOM W TOHATHEM
M300pa3UTENHPHOTO HMCKYCCTBA, YTO HE MOXET HE pPacCMaTpUBATHCS —Kak
0COOEHHOCTh (PYHKIIMOHHUPOBAHUSI TOTO WJIM MHOrOo TepmuHa. Kak oTmedeHO B
JIACCepTaLU A.b. EpoxuHon, «MKOHHUYECKHUE cpencTaa ABJIFOTCS

00JIMIaTOPHBIMU IS HCCIIEMYEMOTO KaHpay.*

[TogTun KMCKYyCCTBOBENUECKOTO IOUCKypca, onucbiBaeMblil A.b. EpoxuHOn,
OXBaThIBaeT MPO(ECCHOHATBLHBIN M HAYYHO-TIOMYJIIPHBIN TUCKYpC. B To Bpemst kak
A.b. Epoxuna He craBuia mepen coOoil 3agady THUIOJIOTM3UPOBATh JIaHHBIN
JUCKYpC, B TEKCTax MOXHO OTMETUTh HEKOTOPOE pa3ACICHUE Ha AalbHEHIINE

IIOABUAGL.

Jpyroii paboToi, KOTOPYIO HEOOXOIUMO PacCMOTPETh OTIENBHO, SIBISETCS
muccepranmss  A.l'. AmucumoBor  «Tumosnoruss  TEPMHHOB — aHTJIOSA3BIYHOTO
UCKYCCTBOBeJIeHUs». B naHHOM paboTe n3y4eHbl TEpPMUHOJOTUYECKUE THUIIbI, Yallle
BCETO  CHYJ)KAIIME KMCTOYHHKOM IIONMOJIHEHUS W PACIIUPEHUS]  CUCTEMBI
AHIVIOA3BIYHBIX ~ MCKYCCTBOBEIUYECKMX TEPMHMHOB;  BBIICIEHBI  BaKHEWILHE
THUIIOJIOTMYECKUE 0COOEHHOCTH POZIOBBIX 17} BUJIOBBIX TEPMUHOB
MCKYCCTBOBEJICHHSI, TAKUE KAK MOHOJIEKCEMHAsl CTPYKTypa BHUIOBBIX TEPMHHOB.
A.I' AuucumoBa yCTaHAaBIMBAET, 4YTO «MHOTHE TEPMHUHBI HCKYCCTBOBEIECHUS

34aPOKAAINUCh KaK TCPMHUHBI aBTOPCKHUEC, BBCACHHBIC KOHKPCTHBIM YCJIOBCKOM [ . .],

* Epoxuna A.B. IlparMaJMHTBUCTHYECKHE ACTIEKTHI COBPEMEHHOTO MCKYCCTBOBEIUECKOTO AUCKYpCa : Ha
MaTepHaje aHTJIOA3BIUYHBIX TEKCTOB, MOCBAILICHHBIX M300pa3UTEIbHOMY HCKYCCTBY : JHC. ... KaHAMJATa

¢unonornyeckux Hayk — M., 2018. C. 43-44

* Epoxuna A.B. IIparMaJuHIBUCTHYECKUE aCIIEKTHI COBPEMEHHOIO HCKYCCTBOBEIYECKOIO AUCKYPCa : Ha
MaTepHUaie aHTJIOSI3bIYHBIX TEKCTOB, ITOCBSIICHHBIX H300pa3uTEIbHOMY HCKYCCTBY : aBTOpedepar muc. ...

KaHauaara guiosorndeckux Hayk — M., 2018, C. 18
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WIM KaK TEPMUHBI YHUKAJIbHBIE, XapaKTEPHBIE IS OTAEIBHOrO peruoHa».’ B cuiy
BHEHAIIMOHAJIBHOCTH HCKYCCTBA AaBTOPCKHME M YHHUKAJIbHBIE TEPMHUHBI YacTO
MEPEXOJAT B pPa3psili YHUBEPCAIbHBIX, COCTABISIOIIMX 3HAYUTEIBHYI) YacThb

HCKYCCTBOBCAUYCCKUX TCPMHUHOJJIOINYCCKHUX CJIOBapel?I.

Takxe B JaHHOW JMCCEpPTAlMU PACCMATPUBAETCS YNOTPeOIEeHUE TEPMHUHOB
HCKYCCTBOBEJICHUSI B MCKYCCTBOBEAYECKUX TEKCTax; BBIIEISAIOTCS TPHU TPYIIIBI
TEPMUHOB — TEXHHYECKHE)», OJHO3HAYHBIC U HE MMEIOLIME KOHHOTAlMi HYU Ha
YPOBHE S3bIKa, HU B peueynoTpedieHny; abcTpakTHbIe, 0003HAYaIOUE EPHUOIbI
pPa3BUTHS UCKYCCTBA, HA3BaHUS TEUECHUN U IIKOJ U T.J.; KKPUTHYECKHUE» TEPMUHBI,
0003HayarolMe OTHOIIEHHE MCKYCCTBOBEIOB K AHAIM3UPYEMBIM MPOU3BEICHUAM
UCKYCCTBA. Y CTAHABJIMBAETCS, YTO KOHKPETHBIE TEPMHHBI B TaKHX TEKCTaxX
IPAKTUYECKU HE MPUOOPETAIOT KOHHOTATUBHBIHN 3JIEMEHT CO-3HAYEHMUSI, B TO BpEMsI
KaK B CEMaHTHUKE «KPUTHYECKHX» TEPMHUHOB, O0O3HAYaIOUIUX OTHOIICHHE
HCKYCCTBOBEJIOB K aHAJIM3UPYEMBIM MPOU3BENCHHUIM HCKYCCTBA, IMOLIMOHAIbHBIN

KOMITOHCHT UTPACT 3HAYUTCIIbHYIO POJIb.

B pabote paccmaTpuBarOTCsi HEKOTOPHIE aBTOPCKUE TEPMHUHBI, BBEICHHBIE
TaKUMH UCKyCCTBOBenaMH, Kak J[xon Bapemn, Moie Bapam, Mapk Packunn’, u
JIOKA3bIBAETCS, YTO 3a4acCTyl0 KOHHOTATHMBHBIM KOMIIOHEHT 3HAUEHHS IMOJOOHBIX

TCPMHUHOB OCHOBAH MMCHHO Ha MUPOBO33PCHHH IIPCATIO0KUBIICTO TCPMHUH aBTOpaA.

Takum 00pa3oM, MOMKHO 3aKJIOUWUTh, YTO HCCIIEJOBAHHUE TEPMUHOJIOTUU
M300pa3UTENHHOTO UCKYCCTBA B 1IEJIOM SIBJISIETCS] 3HAUMMOM 1Sl TMHTBUCTUUECKUX
MCCJIEIOBAaHUI 00JIaCThI0, KOTOpask BBI3BIBAET MHTEPEC MHOTHX YyueHBbIX. OmaHAKO
HECMOTpPSL HAa TO, YTO TEPMHUHOJIOIMS MCKYCCTBOBEIAEHHS U, B YAaCTHOCTH, €€

pa3BUTHE SIBISIOTCA MPEAMETOM U3ydeHus yxe oosiee 30 €T, FOBOPUTH O MOJHOU

> Aancumona A.I'. Tumoorust TEPMUHOB QHTJIOSI3EIYHOTO UCKYCCTBOBEACHIS: INC. ... KaH. (hUJIOJ. HAYK:

10.02.04 / AaucumoBa Anekcanapa ['puropsesna. M., 1994. c. 91

® AurcumoBa A.I'. TUIOIOTHs TEPMUHOB AHIJIOA3BIYHOTO HCKYCCTBOBEIEHUS: [IUC. ... KAH/1. (QHIION. HAYK:

10.02.04 / Aaucumona Anekcannpa ['puropreBra. M., 1994, 111-117
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HU3YUYCHHOCTH TCMBI HCIIB3dA BBHAY IIPCKAC BCCIO HIHPOTBI pacCMATPHUBACMOIO

BOIIpOCA.

Btopoii 3HauMmol Uil TeOpeTHYECKOM 0a3bl JaHHOW JuccepTaluu
00JaCThI0 HW3YYEHUs SABISETCS pa3BUTHE TepMHUHONIOTUU. OOIIenpU3HaHHBIM
(dakTOM SIBIISIETCSL TO, YTO JII0OAash TEPMHUHOJIOTHUS, KaK U JIOOOM >KUBOM S3BIK,
HaxOJHUTCSl B MOCTOSIHHOM pPa3BUTHHU. B COBpeMEHHOW HayKe pa3BUTHUIO SI3bIKA U
€ro U3MEHEHUSIM YIESETCA 3HAUUTENbHOE BHUMaHHE. Tak, yueHble 3aHUMAIINCH
nanHoi Temoit eme ¢ 1950-x romos’, korma mnpodeccop B.A. 3Berunues
JIOKa3bIBajJ, 4YTO JIEKCUUYECKUH COCTaB fA3bIKa JUHAMHUYEH M MEHSETCA B
COOTBETCTBUM C HOBBIMM 33JjayaMM KOMMYHHUKAIMA UM  MOPAKTHYECKOTO
UCTONIb30BaHus si3pika. B 1980-x Beimensumnch BHEMHHE (DAKTOPHI Pa3BUTHS
cloBapHOTO (OHIA s3bIKa, TaKuWe Kak 3aMMCTBOBAaHHE, CJIOBOOOpa3OBaHHUE,
JEKCHKAIU3aLus, TOSBICHAE HEOJOTU3MOB, M BHYTPEHHHME®, Takue Kak
B3aHUMOJICMCTBUE JICKCHUYECKHX IUIACTOB, PA3BUTHUE CEMAHTUYECKON CTPYKTYpbI

CJI0Ba, BApUAHTHOCTH CJIOB U T.n.

Pa3BuTtne s3pika B 1€JIOM W TEPMUHOJIOTUM B YACTHOCTH SIBIISETCS
aKTyaJIbHBIM MPEIMETOM U3Yy4YEHUs JJIs1 JIMHTBUCTOB U B COBPEMEHHOU Hayke. Tak,
3aKOHOMEPHOCTH  CTAHOBJICHUS UM  CHOCOObI  (POpMHUpPOBAHUS  OTPACIEBBIX
TepMuHoNIOTH paccmarpuBanu M.B. TokapeBa B cBoelt quccepTranroHHON padboTe
«CTaHOBIIEHHE, Pa3BUTHE U COBPEMEHHOE COCTOSIHHE AHTJIMHCKOW TEPMUHOJIOTHU
Hedposoruu u yposoruu» (2003), B.A. MkonHukoBa B paboTe «BO3HUKHOBEHUE
Y Pa3BUTHUE KYJIbTYPHOTO KOMIIOHEHTA B aHIJIOSI3BIYHOMN IOPUINYECKOM
TEPMUHOJIOTMH: Ha Marepuaine TepmuHocucreM AHrnuu, [lotnanauu u CIIA»

(2014), O.B. lanunenko B auccepTalMOHHON pabdotre « CTaHOBIIEHHE W PA3BUTHE

7 3perunues B.A. BuyTpennue 3akoHbl pasBuTus s3bika / B.A. 3serunues. M.: M31-80 MOCKOBCKOTO yH-

Ta, 1954. - 31 c.

® 3a6orkuna B.W. Ilparmatuka cioBa M ee peanusanus B kKoHtekcte / B.J. 3aGorkuna // Bompocsl

CTPYKTYpPBI aHTJIMICKOTO s3bIKAa B CHUHXPOHUM U AuaxpoHuu, 1985. Beim. 6. —c. 105-110

" Ppnesa I'.I. TenaeHmu pasBuTHs CJI0BA U CIIOBAPHOTO COCTaBa: Ha Matepuaie Hem.s3. / .. Msresa.

M.: Hayxka, 1986. c. 91
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AQHIJIMACKOM  TYPUCTCKOM TEPMHUHOJIOTMM M HUX  OKCTPAJIMHIBUCTUYECKOU
obOycnoBiennoctu» (2011), E.C. Kanmrytaps B pabote « CTaHOBIIEHHE aHTJIMIUCKON
CUCTEMbl TEPMHUHOB YTOJOBHOTO MpaBa U OTPAKEHHE HTOTO MPOIECca B MEPEBOJIE
Ha pycckuit s3e1k» (2017), JL.I'. IIpocBUpHUHA B qUCCEPTAIIMOHHOM MCCIIEI0BAaHUN
«IKCTPATMHTBUCTUYECKAsT OOYCJIOBJIEHHOCTh M OCOOCHHOCTH 00pa3oBaHUS
COKpalIEHU B aHIJIMICKOW 3KOHOMUYeCcKor TepmuHosiorun» (2010), M.H. Jlaty B
paboTe «AHTIIIOA3bIYHAS BOEHHAST TEPMUHOJIOTHS B €€ MCTOPUYECKOM Pa3BUTHM:
CTPYKTYPHO-CEMAaHTUYECKH W KOTHUTUBHO-(QpeiiMoBhIii acnekto» (2009) wu
apyrue yuenble. Ilpomecc mpeBpallleHHs] €AWMHULBI $3bIKA B TEPMHUH B
noApoOHOCTAX omucaH B pabore «TepmuHosorusaius o0IIEYyNOTPEeOUTETLHON
JIEKCUKHU: Ha MaTepualie aHTJIUUCKUX reojorndyeckux tepmMuHoBy» (2013), aBTopom
kotopoit sBigercs T.H. Benukoga. CraHOBJIEHHME TEPMHUHOJIOTMM Kak B
JUaXpOHUYECKOM, TaK M B CHHXPOHHYECKOM acleKkTe ObUI0 H3YyYEHO
N.A. benukoBoit B auccepranmoHHOW pabdote «OcoOeHHOCTH 00pa3oBaHUS
TEPMUHOB-HEOJIOTU3MOB B  TIOABS3BIKE KOMIIBIOTEpHOU TexHUKW» (2004).
OO6pazoBanue TepMuHa uepe3 meTadopy ObLIO OMMCAHO B JUCCEPTALMOHHOM
uccinenoBanun JI.M. AnekceeBoit «Mertagopruyeckoe TEPMHUHOMOPOKICHUE U

GbyHKUIUHU TepMUHOB B TekcTe» (1998).

['ymaHuTapHble TEPMUHOJIOTUM M WX CTAHOBJIEHHE TaKXe IIUPOKO
OCBELIAIUCH YUYECHBIMH: TAK, Pa3BUTHEM TEPMHHOJIOIMU JIMHTBUCTUKHU 3aHUMAJIACH
JI.B. IlonoBa B pabote «IIpobrema kauecTBa JMHIBUCTUYECKOTO TepMuHa: Ha
MaTepualie aBTOPCKUX TEPMUHOCHCTEM (PYHKIIMOHANBbHOU rpammaTtukm» (2004),
E.E. MaTBeeBa B JuccepTallMOHHOM pabore «JIMHIBOKYJIBTYPOJOTHUECKHE
0cOOCHHOCTH (HOPMUPOBAHUS JIMHIBUCTUUECKON TEPMHUHOJIOTUMU: HA MaTepuae
aHTIIMACKUX U pycckuX TepMuHOB poHetukm» (2012), K.A. Msakmma B
JHUCCEPTAIMOHHOM  HCCJIEIOBAaHUM  «JIMaXpOHMYECKUI  ACIEKT aHTJIMHUCKOMU
dbonernueckoit TepmuHosorum» (2009), U.H. ®omuna B padore «CemaHTHUYSCKAs
JepuBanys B GOpMHUPOBAHUHU aHTIUHCKOMN MOJUTHYECKOU TepMuHoiaorun» (2006),

N.A. lertsipeBa B pabore «lccinenoBaHue COBPEMEHHOTO COACpPKAHUA U
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pPa3BUTHUS TEPMHUHOB JINTEpATypoBeacHU: Ha Marepuane aHrIMiCKOW U PYCCKOU

JauTeparypoBeaueckor tepmuHosorun» (2002) u apyrue.

OcoOyio  pomb 1  JAaHHOTO  WCCIENOBaHUS  Chirpaia  pabota
FO.H. AnTiodeeBoit « AHIIIHMIICKHE HOBOOOPA30BaHUS B PA3BUTUU: MMOTEHIIUAIBLHOE
CIIOBO, OKKa3MOHaJIWU3M, Heojorusm» (2004). Marepuaiom naHHOM paOOTHI
ciyxuwin  Oonee 1000  s3BIKOBBIX ~ €AMHUI] KaK CJIOBAapHBIX, TaK W

HENpo(ecCHOHABHOTO AUCKYpCca (Xy10)KECTBEHHAs JTUTEPATypa).

Kak  ormeuaer IO.H. AnTiodeeBa, «mnpuHATHE WIM  OTKa3  OT
HOBOOOpA30BaHUM 3aBHCUT OT OINPEACNICHHBIX COLMAIBHBIX (DAaKTOPOB H
KOMMYHHMKATUBHBIX ~ YCIOBHI»’. ABTOp IHCCEPTAlMU HUCCIELYeT MOJIENH
CIIOBOOOPA30BaHUS AHTJIOS3bIUHBIX HOBOOOpA30BaHUM, 3aKiiO4as, 4YTO OOBIYHO
VCITOJIB3YIOTCSI IPOYKTHUBHBIE CYIIECTBYIOIINE MOJEIIH, U3Y4YaeT pa3sBUTHE HOBOT'O
CIOBAa, OTMEYas pojib «TBOpLA@»  CJIOBA, pPacCMaTpUBacT HW3MCHEHWS,
IIPOUCXOIALINE CO CIOBOM, a TAKKE UCCIEAYET BIMSAHNE KOHTEKCTA HA TIOHUMAHHE
HOBOM JIEKCUKH. Bce 3TO B IIOJIHOM Mepe OTHOCUTCS K aBTOPCKMM TE€pMHUHAM
N300pa3UTEIBHOIO UCKYCCTBA, KOTOpBIE OE3YCIOBHO SIBJISIIOTCS HEOJIOIM3MaMH B

JTAHHOW TEPMHUHOJIOTHH.

ABtopckue TepmuHbl B knaccuukanuu FO.H. AntrodeeBoid, cocrosiieit u3
OKKa3MOHAJIBHBIX «OAHOPA30BBIX» CIJIOB, MOTEHIMAIBHBIX CJIOB U HEOJOTH3MOB,
OTHOCSTCS, O€3yCJIOBHO, K TOCIEAHHM, TaK KaK AaBTOPCKUE TEPMHHBI, JaXKe
SBIISIACH YACThIO MepudEeprn TEPMUHOIOTHH, BCE YK€ SBJISIOTCS YaCThIO SI3bIKA IS
CrenuanbHbBIX 1ened u tepmuHamu. B pabore FHO.H. AHTiodeeBoii aBTOpcKue
TEPMHHBI OTHOCHIIMCh OBl CKOpee K «IOTCHIMAIBHBIM CIIOBaM», TaK Kak
WHAMBHUAyabHAs TMPUHAMICKHOCTh MO €€ KIacCH(PHUKAIMK Yy HEOJIOTH3MOB
OTCYTCTBYET; OJHAKO, B TO BpeMs Kak B JIaHHOH paboTe TEPMHHBI UCCIEAYIOTCS C
MOMEHTa CO3JIaHusl, TO €CTh C UX COCTOSIHUS «MIOTCHIIMAIbHBIX TEPMHUHOBY», K HUM

BCC K€ CJICAYCT OTHOCHUTBCA KaK K HCOJOIM3MaM, TaK KaK OHHM CO3JJar0TCA KaK

° AnmopeeBa 0. H. Ammmiickue HOBOOOpa30BaHWsS B Pa3sBUTHH: IOTEHIMAILHOE CJIOBO,

OKKa3MOHAJIU3M, HEOJIOTH3M: aBTopedepar IHcC. ... KaHauaaTa (QuIoNorHYeckux Hayk. — benropon,

2004.C. 5
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YacTh CHCTEMBI IOHSATHH W OOBIYHO HE3aBHUCHMBI OT KOHTEKCTa. Takke K
ABTOPCKUM TCPMHHAM YallC HC IMPUMCHACTCA MOHATHC SKCIIPECCUBHOCTH, TAK KakK,

o C.B. I'puHeBy, TEpMHH MO CYTH CBOEH CTHIIMCTUYECKH HEUTPAJICH.

Camo MoHsATHE aBTOPCKOr0 TEPMHUHA MOYTH HE U3Yy4aloCh, OJHAKO HEJABHO
ObLIa 3alUIIeHa JUCCEPTAIUS HAa TEMY aBTOPCKUX TEPMHUHOB B PYCCKOM si3bike. B
2018 roay U. 1O. KyxHo 3ammuTuna quccepranuio « ABTOpcKas TEpMUHOIOTUS (Ha
npumepe unuonekra JI.H. I'ymunesa)», rie oHa uccienoBaia NOHATHE aBTOPCKOTO
TepMHUHA U MeTas3blk Teopun naccuoHapHoctu JIL.H. 'ymunesa. Llenbio paGoTh
ABJISIETCSA «J0Ka3aThb TE3UC O CYIIECTBOBAHWHM AaBTOPCKOTO TEPMHUHA TOJIBKO B
IpaHUIAX OPUTHHAIIBHOW HAyYHOW TUIOTE3bI, TEOPUU; OTKIOHUTH TPATUIIMOHHOE
MOHMMAHUE AaBTOPCKOrO0 TEPMHHA KaK CIEIHUATbHON €AWHUIIBI C YCTAaHOBJIECHHOM
arTpulytmei». N.FO. Kyxno npemnoxuiia onpejenenre aBTOPCKOro TepMUHA Kak
«CO30aHHbIU 8 pAMKAX KpeamuHOU HAYYHOU KOHYEenyuu CneyudaibHulll 3HAK,
9eMEHM  CUCMeMbl HOHAMUL, B63AUMOCGA3AHHBIN C OpYeUMU MEPMUHAMU U
NOHAMUAMU OPUSUHATILHOU 2UNOME3bl, COOMHOCUMbIU HOCUMENAMU A3bIKA OJIA
CNeyuanbHeiX yeel ¢ KOHKpemHoU asmopcKol uoeetl, HeoOwenpuHamou HayyHou

KapmuHot mupay.”

Taxxe Qoxycom pabOThl SBISIOCH HUCCIAEAOBAHUE S3BIKOBOW JUYHOCTH,
YYEHOr0 Kak TBOpLA, apryMEHTUPYIOIIEr0 CBOK OTIMYHYIO OT OOLIENPHUHSATOrO
TMIIOTE3y B TOM 4YHCIE IIyTeM CO3JaHMsl COOCTBEHHOW TEPMUHOJIOTHUHU.
N.I0. KyxHo Takke m3yyana CMBICIOBBIE TPYIIIbI, BblIeIeHHbIE B Teopun JI.H.
['ymuneBa, ux OTpax€HHE B TEPMHHOJOTHMM U OINMCaja CIOCOOBI CO3JaHMs

TCPMHUHOJIOTHUH.

Tepmunsl JI.H. ['ymusieBa yacTo KOHCYOCTaHIIMOHANIBHBI (K IPUMEPY, B €TI0
TEPMUHOCHUCTEME MPUCYTCTBYIOT Takue eauHulpl, kak Cmepts, Unean, Kpacora);

OJIHAKO WX 3HAYEHHUE OTJIUYAETCSA OT OOLICYyNOTPEOUTENIbHBIX 3HAYEHUN CJIOB. To

% Cnoxenukuna, F0.B. Asropckuii Tepmun: K onpenenenuio nomstus / 10.B. Cinoxenukuna, A.B.

Pactsraes, U.10. Kyxuo // Ouronorus npoektupoBanus. — 2018, — T.8, Nel1(27). - C.49-57
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e camoe HabJt0/1aeTCsa U B aBTOPCKUX TEPMHUHAX M300pa3UTEILHOTO UCKYCCTBA, K

npumepy, Hard Edge, Concrete Art.

Omnpenenenue, BbyBuHyTOe W.IO. KyxHO, dokycupyercs HMEHHO Ha
aBTOPCKOM TEPMHMHE KaK YacTH AaBTOPCKOM TEPMHUHOJIOTHUH, CHCTEMBI HJIEH
ONPENEIIEHHOr0 YYEHOro. B TO BpeMs Kak Takoe OIPEAEIEHUE COOTBETCTBYET
aBTOpckoMy Tepmuny JI.H. ['ymuneBa, B HeM HE YUHUTBIBAETCS, YTO TEPMUHOJIOTUS
— HE BCerja TePMHHOJOTUs HayKHU, HO U TEPMUHOJIOTHUS ONPEJEICHHOW 00J1acTh

sHaHus''.

Taxoke 1.JO. KyxHo, moapoOHO ucciieIoBaB ClI0Bapy, BKIIOYAIOIINE B ce0s
JTAHHYI0 TEPMUHOJIOTHIO, HE U3yJalla aBTOPCKHIM TEPMHUH BHE CJIOBAps, B PeUH Kak

aBTOpa, TaK U €TI0 KOJIJICT.

Takum 00pazoMm, MOXHO 3aKJIIOYUTh, 4YTO, XOTS KAaK TEPMHUHOJIOIHS
M300pa3UTENBHOTO HMCKYCCTBA, TaK W PA3BUTUE TEPMHUHOJIOTMH U COOCTBEHHO
aBTOPCKUE TEPMUHBI N3YYAINCh U U3yYaIOTCS Pa3IMYHbIMH YYEHBIMU JI0 CHUX IIOD,
HENb3sl CKa3aTb, YTO JaHHbIE OOJACTH HM3y4Y€Hbl IOJHOCTBIO M HE OCTABIISAIOT
BO3MOYHOCTEH Uil JanbHENIINX uccieqoBanui. Tak, He ObLI M3y4Y€H aBTOPCKHIMA
TEPMUH HW300pa3UTEIBHOIO HCKYCCTBA, Kak HE OBbUI0 HM3Yy4eHO U €ro
(GYyHKUIMOHUPOBAHUE B Pa3IMYHbIX TUMAaX JUCKYpCa; TaKXK€ HEJIb3s YTBEPKAATb,
YTO B IOJIHOM MEPE PACKPBIT BONPOC O POJU ABTOPCKUX TEPMUHOB B Pa3BUTHH

TCPMHUHOJIOTHUHN I/1306paSI/ITGJII>HOFO HCKYCCTBA.

Y Jleituuk B.M. Tepmunosenenue: [Ipeamer, Mmetoasl, crpykrypa / B.M. Jleituuk. M.: KomKnura, 2006.

ctp. 6
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§2. ABTOpPCKUIT TepMUH: 00beM NMOHATHS U OCHOBHbIE XapAKTEePUCTUKH

[Ipn u3ydyeHHH aBTOPCKUX TEPMHUHOB HCCIICIOBATENIb B TEPBYIO OYEPEIb
JIOJDKEH OTBETUTh Ha BOIPOC O MPEAMETEe M3Yy4YeHUsI — UYTO TaKoe aBTOPCKHUM
TEpPMHUH B COBPEMEHHOU TepMuHOIO0TUH? CaMO MOHATHUE «A8MOPCKULL MepMUuHy Ha
JIAHHBIA MOMEHT SIBJIICTCS CIIOPHBIM: '8blpajdiceHue «a8mMOpPCKUll MepMUH» He
uMeem 3aKpenusule2ocs 3Hadetus. <...> HuU 8 0OHOM JIUHCBUCTUYECKOM Cllo8ape

Mbl He Hall0em onpedenenue CReyuaIbHo20 NOHAMUL «A8MOPCKULL mepmun»’ 2.

MHorue yd4eHble paccMaTpPUBAIOT AaBTOPCKUM TEPMUH Kak TEPMHUH C
W3BECTHOM JTHUMOJIOTMEHN, CO3JAaHHBIM OIPEACIICHHBIM YUYE€HBIM WIH TPyNIoON
yueHbIX. K npumepy, IMEHHO 3TUM IpUHIMIIOM pykoBoacTByeTcs A Il JIpsiueHKo.
Tak, B «CiioBape aBTOPCKHX TEPMHMHOB, IIOHATUI U Ha3BaHMI» ° IIPUBEIEHBI TAKUE
TEpPMUHBI, KaK Aasmpyusm (aemop — O. Koum), Axcuoma (Apucmomery),

ITone (®apaoeir), Hespos (Kynnen)”.

EAMHCTBEHHBIM KpUTEpUEM HpU OTOOPE TEPMHUHOB ISl MOJOOHOTO CIIOBAps
Oyaer TO, W3BECTEH JIM COBPEMEHHOW HayKe aBTOp JAaHHOro TepMuHa. He
MPUHUMAIOTCS BO BHUMAaHKHE HU PAaCIpOCTPAaHEHHOCTh JAHHOTO TEPMHHA, HU MYyTh,
IPOWJIEHHBII UM C MOMEHTa CO3/laHhsd — K MpPUMEpYy, IPH TaKOM MOHWMAHHH
aBTOPCKOTO TEpMHUHA HE OyJIeT YUYUTHIBaThCS, UYTO TEPMUH Anbmpyusm
UCIIOJIB30BAJICSI B PA3HBIX 3HAYEHUSX HECKOJbKMMHM YYEHBIMU, TaKUMHU Kak

I". Cnencep, 2. Jropkreiim, I'. 3ummens, T. ITapconc'.

2 Tabanakosa B. JI. ABTOPCKHIT TEpMHH: 3HAI0, HHTEPIPETUPYIO, IEPEBOKY. — THOMEHD: M31aTenbeTBO
Tromenckoro ['ocynapcrserHoro yausepcurera, 2013, crp. 5
B Nesuenko A. T1. CrioBapb aBTOPCKHX TEPMUHOB, TIOHATHI M Ha3BaHui. — M.: AkageMkuura, 2003

" Ibsiuenko A. I1. CioBaph aBTOPCKHUX TEPMHHOB, OHATHI U Ha3Bauwmit. — M.: Akagemknura, 2003, ctp.

27-105

B breikoB A.B. Ilonstue AJIBTPYU3M B COHUOJIOTUH: OT KIIACCHUYCCKUX KOH].[CHL[PIIZ K HOPaKTUYCCKOMY

3abBenuto / A.B. beikos // Bectauk Poccuiickoro yuusepcutera apyx0s1 HapoioB. Cepusi: Coumonorus,
2015. Ne 1. C. C. 5-18.
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Takxe A.Il. [Ipsi94€HKO OTHOCUT K aBTOPCKHUM TEPMHUHBI, HA3BAHHBIE B YECTh
YYEHBIX, KOTOpBIE BBEJIM B HAYKy COOTBETCTBYIIIee MoHsATHE. [IpumMepom

MOI00HOTO TEPMHUHA MOXET CITy ) XUTh Cox paper:

Cox paper — a type of roughened paper named after the English landscape
painter David Cox (1783-1859) who discovered it. It was based on a Scottish

wrapping paper, which Cox came across by chance, and was hard and firm'°.

CornacHo pganHoW koHuenuuu, Cox paper MOXeT ObITh Ha3BaH aBTOPCKUM
JUIIL HA OCHOBAaHWU TOTO, YTO JAHHOE MOHSITHE, OMpPEAENICHHBbI BHUJ Oymaru,
ObIJI0O Ha3BaHO B 4YeCTh XY/JOKHHMKA, BIIEpBbIE HOBBIM BHJI Oymaru
WCMOJIb30BaBIIero. TeM He MeHee, HaCTOAIIMK AaBTOpP [JAaHHOTO TEpMHUHA
HEU3BECTEH — WCTOPHUS HE 3HAET, ObUT JIU MEPBBIM, KTO HCIIOIH30Ball JAHHBIN

TCPMHUH, CaM ,HSBI/II[ Koxc unn kto-mmubo u3 ero OKPYKCHUAI.

Ha Ham B3riisia, npu onpeAesieHnd aBTOPCKOr0 TEPMUHA 3TUMOJIOTHYECKOT0
INPUHIMOA HEJOCTATOYHO — €CJIM H3y4daTb BCE€ TEPMUHBI, aBTOP KOTOPBIX
U3BECTEH, MO’KHO COCTAaBHUTbH JIMIIb HENOJHBIM CIIOBapb; aBTOPCKUE TEPMHUHBI B
TaKOM CJly4yae OTOMpAaOTCAd HCKIIOYUTEIBHO MO 3KCTPAIMHIBUCTHUYECKOMY
IPUHLUIY, U JUIIb UCTOPUYECKAs CIyYalHOCTh — OCTaJOCh JIM UMs aBTOpa Ha
KaKOM-JIMOO JOKYMEHTe — CMOTYT MOBJIMATH Ha BBIOOPKY; OOIIEr0 y TaKuX
TEPMUHOB OYyJIET CTOJBKO K€, CKOJIbKO, K MPUMEPY, Y TEPMHUHOB Ha OYyKBY «A».
OHM HE MOTyT paccMaTpUBaTbCsl KaK CHCTEMa, TaK KaK B HUX HENb3s Oyjer
BBIJICJIUTh HU OJTHOM JIMHTBUCTHYECKON OCOOCHHOCTH, OTJIEISIONICH aBTOPCKHE
TEPMUHBI OT JAPYTHX TEPMUHOB 'yMaHUTapHbIX HayK. [Io TOMy e NpHHLIMITY MBI
BBIBOJIUM M3 Kpyra HUCCJIEIOBaHUs U TEPMUHBI, HA3BaHHbIE B YECTb TOW WJIM UHOU
MCTOPUYECKON JIMYHOCTH; OTHIOAb HE BCErJa Takasl JUYHOCTH SIBISIETCS aBTOPOM

caMoro TepMHUHA.

B.Jl. TabanakoBa mpenajiaraeT Ipyrod MOAXOJ] K OMPEAEICHUI0 aBTOPCKOTrO

TCPMHUHA. Ee KOHLCIIOHWA BKIKOYACT B cebst PaCIMPCHUC IIOHATHA aBTOPCKOI'O

' Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford:Oxford University Press, 2009, p.
69
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TEpMUHA JI0 JIO0OTr0 TEPMHUHA, MPUHUMAIOIIETO0 0CO00€ 3HAYEHUE B ABTOPCKOM

TEOPUH UIIU CUCTEME:

‘Movt  npednacaem pacuiupumes NOHAMUE «ABMOPCKUU MEPMUHY OO
ABMOPCKO20 OMHOWEHUS, ABMOPCKOU NPeOuKayul, asmopcKol uLmepnpemayuu
CneyuanrbHo20 NOHAMUS 8 meKcme U OUCKypce. Dmo He 3HaA4Uum, Ymo 6ce mepmuHbl
8 mekcme 6y0ym aemopcKumu. AGmMopcKum cmamem yeHmpaibHoe CneyuaibHoe
noHsAmMue, Hecyuee OCHOBHYIO UOel0, KOHYEeNnyur, CMblCI08Y10 HASPY3KY 8 meKCme.
Omo 6ce20a HOBbIU pAKYPC, HOBbLIL ACNEKm, HOBblU, CB0U COOCMBEHHbI
UHOUBUOYANbHBLIL NOOX00 K npedmemy ucciredosanus. OH @vicmpausaem ce0i0

no2uxo-nouamutinyio cucmemy "’

Takum oOpaszom, B.J[. TabanakoBa mpugaeT MEHbIIEe 3HAUCHUE HCTOPHHU
MOSIBJICHUS! TEPMUHA, BBIBOJS Ha TEPBHIM IJIaH CEMAaHTUKY TEpMHUHA — JO0OM
TEPMUH, 0003HAYAIOIINI OCHOBHOE ISl TOTO WJIM MHOIO TEKCTa MOHSTHE, OyJeT
Ha3bIBaThcsl aBTOpckuM. K mpumepy, Structured Content Oynetr cuuTaThCs
aBTOPCKUM TepMHUHOM B pamkax aoknana K. Galinski “The work of today’s TC/37
in the light of ‘content interoperability’ Standardization as an issue of corpus

planning taking eLearning as an example”'

, HO BOBCE He 00s3aTeNlbHO OyIeT
aBTOPCKHUM B JIFOOOM JIpyroM KOoHTekcTe. Takum oOpa3zoM, Wiu TepMuH Structured
Content 10MKEH pacCcMaTpUBAaThCd KaK MHOTO3HAYHBIA, IIPUYEM TOJBKO
HECKOJIbKO 3HA4YeHUHW MOXKHO OyJeT CUMTaTh aBTOPCKUMH, WJIH MbI JIOJKHBI
MPEANOJIOKUTh, YTO CYIIECTBYET CTOJILKO OMOHHMMOB JJAHHOTO TEPMHUHA, CKOJIBKO
U TEKCTOB C ero ymorpeOnenwemM. Ha Ham B3risig, B TO Bpemsi Kak MOI00HOE
ONpEAEICHUE aBTOPCKOTO TEPMHHA MOKET MOMOYb MEPEBOAUYMKY, HA KOTOPOro U

opueHTtupoBaHa kuura B. J[. TabanakoBoi, OHO HE MOKET HMCHOJb30BATHCS MPU

HU3YyUYCHHUHU M aHAJIN3€C AaBTOPCKHX TCPMHHOB B pPaAMKaX TCPMHHOJIOTHH, TAK KaK

Y TaGanakoBa B. JI. ABTOpCKHIi TEPMHH: 3HAI0, HHTEPIPETUPYIO, IEPEBOKY. — TroMeHb, U31aTenbCTBO

Tromenckoro I'ocygapcTBeHHOro yHuBepcureta, 2013, ¢.5

'® TaGanakoBa B. J[. ABTOPCKHIi TEPMHH: 3HAI0, HHTEPIPETUPYIO, EPEBOKY. — TroMeHb, M31aTeNbCTBO

Tromenckoro ['ocymapctsenHoro yuusepcuteta, 2013, ¢.173
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CUCTEMHBIM TMOAXOJ K HM3YyYEHHIO aBTOPCKOTO TEPMHUHA B TaKOM ciiydae Oyjaer

HEBO3MOKCH.

[IpumepomM erie OAHOrO MOJAXO0/AA K MOHATHIO «aBTOPCKUN TEPMHUH» MOTYT
ciyxuth padotel H.A. CrtocapeBoii. IMeHHO OHa BIiepBbIE MPEAJIOKIIA TTOHSITHE
aemopcKo20 TEPMUHA, UCTIOIL30BaB €ro JJis TUIOJOTUH TEPMUHOB JTMHTBUCTUKHU.
B mnpemnoxkenHoit kmaccuukanmuMyd - CymIECTBYIOT TpH THIA TEPMHUHOB:
YHUBEpCaJIbHbIE TEPMHUHBI, 32 KOTOPBIMHU CTOST HanboJiee 00IIKe KaTeropuaabHble
CYIIHOCTH, MPUCYTCTBYIOIIUE B CTPOE JIFOOOTO S3bIKA; YHUKAIbHBIE TEPMUHBI,
o003HavaroIMe SBJICHUS, KOTOpPble OOHAPYKUBAIOTCSA B OJJHOM, HECKOJBKHUX HIIU
TPYIINE S3bIKOB, U aBTOPCKHUE, WM KOHIENTYaJbHbIC, TEPMUHBI, 00BEIUHSIONTNE

TEPMUHEI B IIPOLIECCE 3aPOXKACHUS U JaTbHEHIIEH TEPMUHOIOTU3ALUN .,

A.l'. AnucumoBa, cceutasice Ha H.A. CirocapeBy, BHOEpBbIE IPUMEHMIIA
JIAHHYIO THUIIOJOTUIO K aHTJIOSI3bIYHBIM TEPMHHAM MCKYCCTBOBEACHUS, TOBOPS O

ITOIIOJIHCHHUHU TCPMHUHOJIOTMH UCKYCCTBOBCACHU A

Pazeumue cucmemsl ucKyccmeogeoueckux mepmuHo8 NPOUCXOOUM MAKHCe
3a cuem "asmopckux" mepmuHo8, KOMOpvle CO 8peMeHeM Nepexoosim 6 paspso
VHUBEPCATILHDIX, NONOJHAA, MmaxKum obpaszom, MePMUHOIOSUIO

MCKyCCI’I’l6‘06€0€HM}Z.ZO.

Taxoxe moaxon H.A. CirocapeBoit Bctpewaercst B paborax H.M. AzapoBoii,
Il OHAa, TOBOPS MPO ABTOPCKHE TEPMHUHBI (PUIOCOPUU, HA3HIBAET aBTOPCKUMHU
TEPMHHBI, «NOABUBUIUECS NEPBOHAUANILHO 6 meKcmax o00Ho20 ¢unocopa u

aKmyaauzupyowue 6 HACMosuee 6pemMs Céa3b C MeKCmom 3mozo guiocopa»*'.

B paMKax OJAHHOTO IIOAXOJa INPUHUMACTCSA BO BHHUMAHUC U 3TUMOJIOTHUA, U

CCMAaHTHUYCCKOC TII0JIC, MW IIparMarTuka TCPMHHA. Tem He MCHECC, JAaHHBIC

¥ Cmocapesa H. A. O Tunax TepMuHOB. // Borpocs! s3biko3Hanus. M., 1983, cc. 21-29, ctp. 23

0 Anucumona A.I. Tumonorus TEPMHUHOB aAHTJIOS3BITHOTO MCKYCCTBOBEACHMSI: IHC. ... KaHA. (HION.

Hayk: 10.02.04 / AaucumoBa Anekcanapa [ 'puropsesna. M., 1994. c. 46

! Azaposa H. M. Tumosornveckuii ouepk s3bika pycckux (umocodekux TexkctoB XX Beka. M., 2010.

228 c.
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HCCICOOBATCIIA IIHIOYT 00 dBTOPCKHUX TCPMHHAX HCKIIIOYHUTCIBHO B pPaMKax

ONPEJICIIEHHOW OTPaCiy 3HAHUM.

10.B. Ciio)xeHMKMHA  NpUMEHWIAa TOAXOJ, BKIIOYAIOMMWA B ceOs

BCCCTOPOHHCC ITIOHMMAHHUEC aBTOPCKOI'O TCPMHHA, K TCPMUHOJIOTHH B ICJIOM:

Asmopckuii mepmMuH — CO30AHHBIUL 6 pPAMKAX KpPeamueHOU HAY4YHOU
KOHYenyuu CneyuaibHulll 3HaK, 2J1eMeHm CUCmeMbl NOHAMUL, 83AUMOCEA3AHHbBIU C
OpyeUMU MepMUHAMU U HNOHAMUAMU OPUSUHAILHOU 2UNOMe3bl, COOMHOCUMDbLLL
HOCUMeNAMU S3bIKA Ol CNeYUanbHblX yenel ¢ KOHKPEmHOU a8mMOpCKOU uoeel,

HeoOWenpUHAMOIL HAYYHOU KapmuHou Mupa.”

B To Bpems kak omnpenenenue HO.B. CioxxeHUKHMHOW O€3yCIOBHO
COOTBETCTBYET OOJBIIMHCTBY 00OJaCTel 3HAHMSA, OHO HE BCEr/Aa MOIXOTUT IS
TEPMHMHOB MCKYCCTBa, TaK KaK 3HaYMTEJIbHAsl YaCTh aBTOPCKUX TEPMUHOB BBEJCHA
HE YYEHBIMH, a XyJOXHUKaMu. TakuM o00pa3oM, B cllydyae€ aBTOPCKOM
TEPMHHOJIOTHHM MCKYCCTBA B II€JIOM U M300pa3UTEIbHOIO0 MCKYCCTBAa B YaCTHOCTHU

MOT'YT OTCYTCTBOBATb KaK I'MIIOTC3bI, TAK 1 HAYYHBIC KOHICIIIWH.

Cnenyss 3a H.A.CmocapeBoit u  A.I'. AHUICUMOBOM, MBI Oyjaem
paccMaTpuBaTh ABTOPCKHE TEPMHUHBI B paMKax CHUCTEMbl TEPMHUHOJIOTHMH, B

KOTOpOﬁ IMPUCYTCTBYIOT YHUBCPCAJIbHBIC, YHUKAJIBHBIC U aBTOPCKHUC TCPMUHEI.

Ha wnam B3risig, npu onpeneieHud aBTOPCKOrO0 TEPMUHA HEO0OXOIUMO
NpPUHUMATh BO BHUMAaHUE KaK 3TUMOJIOTHIO, TaK U CEMAHTHKYy W MparMaThKy

TEpMUHA.

Uro xacaeTcss 3TUMOJIOTMH, HAa Hall B3IV, MOHATHE aBTOPCKOTO TEPMHUHA
HEOO0XOMMO OTPAHUYUTh TEPMUHAMM C U3BECTHOW ITHUMOJIOTMEN, TaK KaK TOJIBKO
B TakoM cly4ya€ TepMUH OyJeT oTBeYaTh TpeOOBAaHUIO MPO3PAUYHOCTH,

soiiBuHyTOMY C.B. I'prneBbIM-I prneBryeM™.

*? https://cyberleninka.ru/article/v/avtorskiy-termin-k-opredeleniyu-ponyatiya

“I'punes-I'punesnu C.B. Tepmunosenenue: yuebnoe nocodue / C.B. I'punes-I'punesnu. M.: Akanemus,

2008. C.34
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Ecnu npuHMMaTh BO BHUMaHHWE CEMAaHTHKY, Ha HAIll B3IJISL, 11€JeCO00pa3Ho
o0paTuThcs K MOHATHIO ceMaHTuueckoro mnojs. O.C. AxmMaHOBa BBOJUT MOHSITHE
«CEMAHTUYECKOE TOJIE» KAK «COBOKYNHOCHIb CNI08 U BbIPANCEHUU, COCMABIAIOWUX
memamuyeckull pso, C108a U 6bIPANCEHUS S3blKd, 6 C80ell COBOKYNHOCMU

NOKpbIEAIOWUE ONPEOCNIeHHYI0 00NIACb 3HAUCHUT»

Taxke HEOOXOAMMO TIOMHHTh O HEOOXOJIWMOCTH CYIIECTBOBaHUS
TEPMUHOCHUCTEMBI, B KOTOPYIO OYyJEeT BKIIOUYEH JIIOOOW TEPMHUH — CHUCTEMBI, B
paMKax KOTOPOM TEpPMHH CYIIECTBYET. YUEHbIE HAydyHOW mKOabel MIY
WCIIOJIB3YIOT JUISI BBISIBJICHUSI TEPMUHOB KPUTEPHI T€PUHUPOBAHHOCTH, COTIACHO
KOTOPOMY TpaHHUIIBl HAy4YHOTO TOHATUS  ONPEACNSIIOTCS €  MOMOUIBIO
TEPMUHOJIOTHYECKOTO OMpECIICHUs], Ne(PUHUITNHN, BKIIOYAIOMICH B ce0s MPUHITUTT
genus proximum et differentia specifica. CornacHO JaHHOMY MPUHLNITY, TEPMUH
ONpEENSIeTCS] Yepe3 «POJOBOE MOHATHE» M OTIMYMTENbHBIE OCOOEHHOCTH W,
COOTBETCTBEHHO, JII0OOH TEPMUH BCET/la CEMAaHTHYECKU CBS3aH C JPYyTUMH
TEPMUHAMU TEPMHUHOCHUCTEMbI HEPAPXUYECKUM O0O0pazoM, SBISSACH JUISl JIPYTUX
TEPMUHOB JTUOO POJOBBIM, JTUOO BUJIOBBIM, U YJIEHBI JAHHOW MEpPAPXUU CBSI3aHBI C

CcO000¥i CEMAaHTUYECKHU.

Takum 00pa3oMm, MOXXHO 3aKJIIOYUTh, YTO B JHO00OH TEPMHUHOCHUCTEME,
KOTOpasi cama 1o cebe SIBISCTCS CEMaHTHYSCKHUM I10JIeM, JOJDKEH OBITh PsiI

MCHBIINX CCMAaHTHYCCKHUX HOJIGP'I, COCTOAIMMNX M3 POJOBBIX U BUAOBBIX TCPMUHOB.

be3ycnoBHO, aBTOPCKME TEPMHMHBI TaKXKe CYLIECTBYIOT B  paMKax
TEPMHUHOCHUCTEM U TaK K€, KAK U YHUBEPCAIBbHBIE U YHUKAJIBHBIC TEPMUHBI, BXOIAT
B OTJCJIbHBIE CEMAaHTHUYECKUE IMOJsA. TeM He MEHee, €ClIM Mbl PacCMOTPUM
CEMAHTUKY AaBTOPCKOr0 TEpMHHA, (Urypa aBTOpa [OJKHA HE TOJBKO OBITH
U3BECTHA, HO U WUIPATh 3HAYUTEIIBHYIO POJb B CEMAHTUKE TEPMHHA; TEPMMH,
4TOOBl OBITh aBTOPCKMM, a HE YHUKAJIbHBIM WU YHHUBEPCAJIbHBIM, JOJHKEH

CCMAHTUYCCKHU  OIPCACIIATLHCA UYCPE3  aBTOpa. BO3BpaHIa$ICB K IIOHATHIO

** AxmaHoBa, O. C. O MPUHIIMIIAX U METOAaX IMHTBHCTHYecKoro uccinenoBanus / O. C. AxmanoBa. — M. :

MI'V, 1966. - C. 18
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CEMAaHTUYECKOI0 IIOJs, MOYKHO CKa3aTb, 4YTO aBTOPCKUM TEPMHUH KpoMe
TEPMUHOJIOTUYECKOTO TIOJISI TOM WJIM HMHOM 0O0JIaCTM 3HAHWW W MEHBIIUX
CEMaHTHYECKHUX M0JIeH, 00pa30BaHHBIX U3 POJOBBIX U BUJIOBBIX TEPMUHOB, BXOJIUT

U B y3KO€ CEMAaHTUYECKOE TI0JIe, CTPOSIIEECs: BOKPYT (DUTypHI aBTOPA.

Yro KacaeTcss KpUTEpHsl TMPArMaTUKH, «B8 MbIULIeHUU  4el08eKd
ocywecmenaiomes 06a npoyecca — 8pucmuyeckuti u anarumuyeckuti. Ilepeauiil
obecneuusaem omoop ungopmayuu, pereeaHmuol mexkyweu cumyayuu, mopotl
— gopmupyem cysxcoenue Ha eé ocnoge. OcmanvHas ungopmayus ommopeaemcs,
He O0onyckasco K cmaoduu anaiuza. KoenumusHnviii nooxoo K ucciedo8auuro
AZLIKOBLIX SAGNEHULL NO360JISIeN 2080pUMb O MOM, 4YMO HYel08eK uepe3 CBOll
MHO2000pA3HbII  ONbIM NO3HAEM OKPYICAIOWUL €20 MUp U CMPYKmypupyem
UHOUBUOYANBLHYIO KAPMUHY MUPA KAK ONOPY 015 PA3ZHO0OPA3HOU 0esimelbHOCU, 8
mom uucne nayunot»™. TakuM 06pa3oM, HeJb3s UTHOPMPOBATh U TO, KAK YUEHBIE
MOHUMAIOT U UCTIOJIB3YIOT TEPMUH; JJI TOTO, YTOOBI TEPMUH MOKHO OBLITIO Ha3BaTh
aBTOPCKMM, B KapTHHE MHUpa CIHEIMAIMCTa MO0 JaHHOW 00JIacTH aBTOP JOJDKEH

OBITH HCPAa3pPbIBHO CBA3aH C ITIOHATHUCM, 0603Ha‘-IaIOI]_[I/IMCH JaHHBIM TCPMHUHOM.

Takum 006pa3om, B JaHHOW pabOTE€ aBTOPCKUM TEPMUHOM OYJIET CUUTATHCS
MepMUuH, IMUMONO2USL KOMOopo2co u38ecmua, 6xo0sauull, Kpome
MEPMUHONOSUYECKO20 NOJISl ONpedeNienHoU obaacmu 3HaHusA, U 6 Oojee y3Koe
MepMUHON02UYEeCKoe Nojle, CO30AHHOE U CMposiueecs B0KpYe ONpeoeieHHOl
Queypol, «asmopay, u Hepa3pPvbi8HO CEA3AHHLIL C OAHHOU (QuUIYpoll 8 CO3HAHUU

cneyuanucma mou uiu uHot ooiacmi.

Heo0Oxoaumo Taxke OTMETUThb, YTO ABTOPCKHE TEPMHUHBI B OOJBIIMHCTBE
CBOEM WM OTTOPralTCs TEPMHUHOCUCTEMOMN, €CIIM IIOHATHE, O0003HA4aeMoe
JAaHHBIM TEPMHUHOM, HCYE3aeT WJIM €CIIM HAaXOJIUTCS 0ojiee MOMYJISPHbII TEpPMUH,
0003HaYaloIMKA TO K€ MOHATHE, WIK CO BPEMEHEM IEpPEXOJAT B YHHUKAJIbHbIE U

34TCM, BO3MOKHO, B YHHBCPCAJIBbHBLIC, CCJIM IIOHATHC, 0003HagaemMoe JaHHBIM

* Cnoxenukuna, 10.B. Asropckuii TepmuH: K onpeneienuro noustus / 10.B. Cnoxenukuna, A.B.

Pactsraes, U.10. Kyxuo // Ouronorus npoektupoBanus. — 2018, — T.8, Ne1(27). - C.49-57.
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TCPMHUHOM, PACIIPOCTPAHACTCA, U TCPMHUH IICPCCTACT OBITH CBS3aH I[MparMaTu4CcCKu

¢ ¢urypoii aBTopa.

H.A. CrtocapeBoii, Oblia TipeiokeHa KiaacCuuUKaIis TEPMUHOB, KOTOpas
OTHOCHUTCS MPEXKJE BCEr0 K TEPMUHAM JIMHTBUCTUKU U BKJIIOYAET B CeOsl TP TUIIA
TepMUHOB: «llpu camom nogepxHocmuom 632140€ YEemKO 8blOeNAI0mcs mpu
epynnel mepMuHos. 1) yuueepcanbHvle, KOmopwvie 6 NpuHyune Mmo2ym Oblmb
NPUMEHUMbBL K ONUCAHUAM SGNIeHULl CAMbBIX DA3IUYHBIX SA3bIKO8, 2) VHUKAIbHbIE,
umeHylowue aenenusl, cneyuguueckue Ol Kako2o-1bo A3vika, u 3) asmopckue,
OPUEHMUPOBAHHbIE HA UCNONb308AHUE UL 68 Npedelax 0OHOU meopuu (ux
MOJICHO HA36aMb KOHYenyuaibHo-asmopckumu)y»’®. Kak IpuMep yHUBEPCAIbHbIX
tepmMuHoB H.A. CnrocapeBa MpUBOJIUT TAaKUE SI3BIKOBBIE €IUHUIIBI, KaK npegukc,
noo.nejcaujee; B Ty K€ TPYIIy OHa OTHOCHUT OOIIEHAyYHYIO JIEKCHKY, TaKyH0 Kak
YPOBE€Hb, CHCTeMa; MPUMEpPAMH YHUKAJIbHBIX TEPMUHOB CIyKaT u3aghem,
npozpeccug, cybriamueg; NpuMepaMu aBTOPCKUX, WM KOHIIENIAIbHBIX TEPMUHOB,

CILlyXaT HeKcyc, manzema, hemema.

B TepmmHonornn wuckyccrBozHanus Bcnen 3a H.A. CnrocapeBon Takke
MOXHO BBIJIETIUTh TPHU TPYIINbl TEPMUHOB: YHUBEpPCAJIbHbIEC, YHHUKAJIbHBIE H
aBTOPCKUE, XOTS KPUTEPUM B TaKOM cly4yae I1ejiecooOpa3HO U3MEHUTb.
VYHuBepcalabHbIMM TEPMHHAMH B TAKOM CJIy4yae MpeAJIaraeTcsi Ha3blBaTh, BO-
MEPBBIX, caMmble OOIIME TEPMHUHBI, 0003HauaIue 0a30BbIe MOHATUS O0JACTH
M300pa3uTeNbHOrO MCKyccTBa. [IpuMepamu TakMX TEPMUHOB MOTYT CIY>KUTb, K
npuMepy, Takue TepMmuHbl, Kak Colour, Fine art, Craft. Bo-BTOpbIX, K
YHUBEpPCAIbHBIM TE€PMHUHAM MOKHO OTHECTH TEPMHHBI, 00O3HAYaIOLIUe
MHCTPYMEHTBl XYyIOXKHUKA, Takue Kak Canvas, Brush. B-tpetbux, K TOH Xe
KaTerOpuHU ClIelyeT OTHEeCTH HamOoJiee YacTOTHBIC TEPMHHBI, K nmpumepy, Digital
art, Study. B-4eTBepThIX, K KaTeropuH YHUBEPCAIbHBIX TEPMHHOB BO3MOKHO
OTHECTU OCHOBHBIE POJIOBBIE TEPMUHBI UCKYCCTBO3HAHUS: Realism, Renaissance.

H€O6XO,ZII/IMO OTMCTHUTBb, YTO HCKOTOPLIC M3 3THUX TCPMHHOB MOI'YT O6Jla,IIaTL

*® Cmrocapesa H. A. O tunax repmunoB. // Bonpocs s3biko3Hanus. M., 1983, cc. 21-29, crp. 23
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[IMPOKO3HAYHOCTHIO, U IIIMPOKO3HAYHBIE TEPMUHBI, CKOpEe BCEro, OYayT BXOAUTH

MMEHHO B YHUBEPCAIbHBIE  TEPMUHBI. Cornacho H.H. AmocoBoii,
‘[llupoxosnaunocmye [everysemy| — 5mo JuH2BUCMUYECKOE SBTIEHUE JIeKCUKO-
CeManmu4ecKko20  yYpo8Hs,  KOmMOpoe  Xapakmepusyemcs. — pacuiupenuem

cemanmuuecko2o obvema crosa O 0003nadeHus pasiudnbix oenomamos’ . K

MIPUMEPY, LIUPOKO3HAYHBIM TEPMHUHOM SIBJISICTCS] CAM TEPMUH art:

Art — The most elusive of terms, its validity is only vouchsafed in cultures
which admit to such a concept. Broadly speaking, the term ‘art’ in the visual sense
can be applied to any work/subject which engenders, by intent or otherwise,

aesthetic and/or intellectual appreciation.®®

JIaHHBIA TEPMHUH MOKHO CUMTATh IIIMPOKO3HAYHBIM, TaK KAK CEMAaHTUYECKHUI
00beM CJI0Ba MOXET OBITh pacCHIMPEH IOYTH OE3rpaHMYHO — Ha MPOTSKEHUU
HUCTOPUU TOJ MOHATHEM Art MOHUMAIUCh a0COJIOTHO Pa3IUYHbIC KOHIIEMIIUU, U
ceiiyac JaHHBIM TEPMHUH MOXKET OBITh HCIOJB30BaH 110 OTHOIICHHUIO K JIOOOMY
O0BEKTYy WIM TMPOU3BEICHUIO, KOTOpPO€ OBUIO CO3/1aHO OCO3HAHHO WJIM HE
OCO3HAHHO, M KOTOPOE€ OKa3blBA€T  OIPEICICHHOE 3CTETUYECKOE WU

HHTCIUICKTYAJIbHOC BJIIMAHHUC HAa OKPYIKalOIIHUX.

YHUKaTbHBIMU TEPMHUHAMHU B TaKOM CJIy4dae OKaXXYTCs BUIOBBIE TEPMHUHBI
JUIS.  BBIMIEYNOMSIHYTBIX ~ POJIOBBIX: TEPMHUHBI, O00O3HAYalOIIHE  SBJICHUS,
XapaKTepHbIE JJII UCKYCCTBA OMPEJCICHHONW KYJIbTYpPhl WIM HECKOJIBKUX KYJBTYD

WJIU OTIPEJICJICHHOTO TIEPUO/Ia BPEMEHH, K IPUMEDPY:

Carnations. A term, popular in the i8th cent., for the flesh colours in a

painting.”’

> Amocosa H. H. K Bonpocy o nekcuueckoM 3HaueHuu ciosa. // Bectnuk JIT'Y, 1957, Bom. 2, Ne 1, cc.

152-168
%8 Clarke M. The Concise Oxford Dictionary of art terms. Oxford: Oxford University Press, 2009, ¢ 15

% Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 92
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Soapstone, also called steatite. A variety of talc, a very soft smooth stone
superficially like marble in appearance but with a soapy texture. It will take a
smooth polish, and is so easily worked that it may even be carved with a knife. Its
colour is a dull greenish or bluish grey or sometimes brown. It is vulnerable to
dampness in the atmosphere and will serve only for indoor sculpture. It has been
used <...> in Egypt, Europe, China and Japan, in African Tribal art, and by
American Indians and Eskimos. Soapstone carvings are sometimes sold to the

unwary as jade™.

[lepBoiit TepmuH, Carnations, MUPOKO HUCMOJb30BAICS Tojbko B XVIII
BEKE, TO3TOMY OH HE MOXKET ObITh Ha3BaH YHUBEPCAJIbHBIM. TeM HE MEHEE, B TOT
MEepUOJ BPEMEHHU OH MCIOJIb30BAJICS MHOTUMHU XYJ0)KHUKAMU U UCKYCCTBOBEIAMHU

H HC CBs3aH C (1)I/Il“yp0ﬁ aBTOpa, IIO3TOMY N ABTOPCKHUM €T'0 Ha3BATb HCJIb3.

Bropoil TepMuUH MOXXHO Ha3BaThb YHUKAJIbHBIM, TaK Kak Soapstone
HCITIOJIB30BAJICSI TOJIBKO B PSii€ KYJbTYpP, U, COOTBETCTBEHHO, HE MOXET SIBJIATHCS
YHUBEPCAIbHBIM; IIPU 3TOM KPUTEPHUSIM aBTOPCKOIO TEPMHUHA Soapstone Takxe He
COOTBETCTBYET — aBTOpP TEPMHHA HEWU3BECTEH, U TEPMHHOJOTMYECKOIO OIS

burypsl aBTOpa Tak)Ke HE CYIEeCTBYET.

Cornmacso H.A. CarocapeBoil, yHUBEPCAJIIbBHBIE W YHHUKAJIbHBIE TEPMUHBI
COCTaBJISIIOT SIIPO JIMHTBUCTHUYECKOW (PHIIONOTMH, B TO BpeMsi KakK aBTOPCKUE

TEPMUHBI COCTABIISIOT €€ epudepuio’.

JleicTBUTENBHO, AaBTOPCKHE TEPMHMHBI WIPAIOT BAXHYI0 pOJb B
TEPMHUHOJIOTHH H300pa3UTEIbHOIO HCKYCCTBA; OHHM OOJIAJal0T OYE€Hb TOYHBIMU

SHAUYCHUAMU, K IIPUMCPY:

New objectivity — Movement in German painting of the 1920s and early
1930s reflecting the resignation and cynicism of the post-war period. It continued

the interest in social criticism which characterized much of the prevalent

* Ibid, ctp. 467

! Cmrocapesa H.A. O tunax tepmunoB. / Borpocs! sispikosHanus. M., 1983, cc. 21-29, ctp. 23
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Expressionism, but repudiated the abstract tendencies of the Briicke. The name
was coined in 1923 by Gustav Hartlaub, director of the Kunsthalle, Mannheim, in
connection with an exhibition, held in 1925, of 'artists who have retained or

regained their fidelity to positive, tangible reality'>*

JlaHHBI TEpPMHUH HCMOJB30BAJICA B OIPEJCICHHBIN IMEPUOJ] BPEMEHU B
ONHOU KynbType, U B 1920-Xx romax OBLI TECHO CBS3aH C HMMEHEM 4YeJIOBEKa,
BIIEPBBIC HCIIOJIH30BABIIETO TEPMHH ISl 0003HAUEHUS TPYMIbI XYI0KHUKOB C
YETKO OMNPEJEICHHBIMU KPUTEPUSIMU MPUHAJICKHOCTH K JaHHOW rpymme. Takum
oOpa3omMm, 3HadueHue W cdepa ymoTpeOJCHHS TEepMHHA SIBISIOTCS JIOCTaTOYHO

Y3KHUMHU 110 CPaBHCHUIO C YHUBCPCAJIbHBIMHU UJIM YHUKAJIbHBIMU TCPMHUHAMMU.

SAApo TEPMUHONOTHU COCTaBISIOT 0oJiee MIMPOKO3HAYHBIE H  9acTo

ynotpeoustonuecs: TepMunbl. K npumepy, TepMuH Naive art HAMHOTO IIUPE:

Naive art — Term applied to painting produced in sophisticated societies
but lacking conventional expertise in representational skills. Colours are
characteristically bright and non-naturalistic, perspective non-scientific, and the
vision childlike or literal-minded. The term 'primitive’ is sometimes used more or
less synonymously with naive, but this can be confusing as 'primitive' is also
applied loosely to paintings of the pre-Renaissance era as well as to art of
uncivilized societies. Moreover, naive artists are not necessarily untrained or
amateurs. Sophisticated artists may also deliberately affect a naive style. Interest
in the freshness and directness of vision of outstanding naive artists such as Henri
""Rousseau developed first in France in the early years of the 20th cent. (Wilhelm
Uhde was a notable figure in promoting it), and since then many other naive
artists, for example. Grandma Moses in America and Alfred Wallis in England,

have received critical recognition™.

* Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 354

* Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 349
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B cnoBapHOl cTarbe JAHHOIO TEPMUHA NPUBOIATCS MMEHA XYJIOKHUKOB
Pa3HBIX CTPaH Kak MPUMEPHI XYA0KHUKOB, pad0Ta KOTOPHIX OTHOCUTCS K JJAHHOMY
HANpaBJICHHUIO;, YTO KAacaeTcsi BPEMEHHBIX pPAMOK, OTMEYEH TOJIBKO MOMEHT

Pa3BUTHUA HHTCPCCA K IaHHOMY BHUAY HCKYCCTBA.

Tak kak IIOHATHA, 0003HaYaeMEbIe YHUKAJIbHBIMU W YHUBCPCAJIbHBIMU
TCpMHUHAMH, INIHUPC, YCM IIOHATHUAI, 0003HaYaeMbIe ABTOPCKUMH TCPMHHAMU,

00J1acTh UX IMPUMCHCHMUA TAKIKC 3HAYUTCIIbHO IINUPC.

N Bce ke aBTOPCKHE TEPMHHBI SBJISIIOTCS TOJHONPABHOW YacThIO
TEPMUHOJIOTHH U300pasutTenbHoro uckyccrBa. CormacHo definability test,
chopmynupoBanHomy O.C. AXMaHOBOM, OHM PacKphIBAIOT TOYHOE COJICp>KaHHE
MIOHATHS, ABJISIOLIETOCS HEOTHEMJIEMOW YACThIO MOHATHUMHOIO amniapara JaHHOU
00JIaCTH 3HAHUSA, U CBS3aHBI C JAPYTMMH TEPMUHAMH COTJIACHO MPUHIIMITY genus
proximum et differentia specifica, COCTOs1 ¢ HUMU B POJOBHUIOBBIX OTHOIIEHUsIX. K

puMepy, TaKOBO onpezesieHue tepmuna Arte Povera:

Arte Povera — Term coined by the Italian art critic Germane Celant to unite
certain aspects of Conceptual, Minimal, and Performance art. Celant, who
organized an exhibition of Arte Povera at the Museo Civico, Turin, in 1970 and
edited a book on the subject Arte Povera: conceptual, actual or impossible art?,
1969), hoped that the use of 'worthless' materials such as soil and the avoidance of
the traditional idea of art as a collectable 'product’ would undermine the art
world's commercialism. However, dealers have shown that even this kind of art

can be commercially exploited.’

Omnpenenenue Arte Povera oTBeuaeT BceM KpHUTEpHUsIM JeOUHHPOBAHHOCTH:
OTIpE/ICIICHIE TEPMUHOJIOTHYECKH TOYHOE, TMOHATHE OMPENesAeTCsS depe3 ApyTHe
TEpMHUHOJIOTHYECKUE €IUHMIbI, K mnpumepy, Conceptual Art, Actual Art,

Performance Art v HAXOIUTCS C HUMU B POJOBUIOBBIX OTHOILICHUSX.

* Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 26
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CToUT OTMETUTh, YTO ABTOPCKHE TEPMHUHBI Yallle SBISIOTCS BUIOBBIMU
TEPMUHAMU T10 OTHOIICHUIO K JPYTUM TE€PMHUHAM H300pa3UTEILHOIO0 MCKYCCTBA
(Tak, pomoBbIM TepMHHOM misi Arte Povera w Happening siBnsercss TepMHUH
Conceptualism, KOTOpPBI, B CBOIO O4Ye€pedb, BOCXOIUT K Tepmuny Epathism. B
paMKax Jnamuzma MOXHO BBIJECIUTh HECKOJbKO BHJOBBIX IOHSTHUH,

0003HAYEHHBIX ~HMEHHO AaBTOPCKUMHU TEpMUHAMU  (BBIJACJICHBI  KUPHBIM

mpudTom)):

Fauvism Dadaism (The Dada)
Pop-art “New wave”
Neo pop-art Minimalism  Conceptualism

N

Arte Povera Land Art Actionism
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Performance Happening Body Art

Ha pmanHOil cxeme wu300pakeHa KiaccuduKanus BUIOB OMaTu3Ma,
Epathism. TlonyxupHbiM mpUGTOM BBIJIEICHH aBTOPCKHUE TEPMHUHBI; TaK Kak
paciBeT DnaTu3Ma npuiiesncs Ha XX BeK, BEK TOUCKOB B UCKYCCTBE, B 3TO BpeMs
CO3/1aBAJIOCh 3HAUUTEJIBHOE KOJUYECTBO HOBBIX aBTOPCKUX KOHIIEMIINI, KOTOPHIE
ONpEeNeNsIUCh aBTOPCKUMHM TepMUHaMH: Ha 14 TepMuHOB 6 TEPMHUHOB, T.€
OJIPKOTITIOYTH TOJIOBUHA, MPUXOJIATCS HA aBTOPCKUE TepMUHBI. Jlaxke HeCMOTps Ha
3HAYUTEIbHOE KOJWYECTBO aBTOPCKUX TEPMHUHOB, 4 u3 6 aBTOPCKUX TEpMHUHA
(Fauvism, Minimalism, Arte Povera, Happening) SsBIAIOTCS BUIOBBIMU TIO
OTHONICHUIO K JIPYTUM TEPMUHAM, HO HE SBJISIOTCS POJOBBIMH MOHATHUSAMU HH JIJIS
OJIHOTO TEpPMHHA.

H.A. Cnrocapesa IPUBOJIAT u CJIETYIOLTY IO XapaKTePUCTUKY
JUHTBUCTUYECKUX aBTOPCKUX TEPMHUHOB, KOTOpas BIIOJIHE TPUMEHHMA K
TepMUHAM H300pa3uTEIHLHOTO HMCKYyCCTBA. Tak, HCCIeoBaTellb OTMEYAET, YTO
4acTo «ocobas ponab [asmopcKux| NUHSBUCMUYECKUX MEPMUHO8 3AKII0UAemcs 8
MOM, YUMo HepeoKO UMEHHO OHU CMAHOBAMCS «BUSUMHOU KAPMOUKOUY MO Ulu
opyzotl konyenyuu»™. JIEACTBUTENLHO, U B TEPMHHOJOTHHM H300pa3UTEIHLHOIO
HMCKYCCTBAa MHOTHE, €CJIM HE OOJBIIMHCTBO, aBTOPCKUX TEPMUHOB, TaKhe Kak Art
Brut, Magical Realism, Concrete art SBISIOTCS Ha3BaHUSIMU TEUYCHUN B

COBPCMCHHOM HUCKYCCTBC!

Art Brut — Term coined by Jean *Dubuffet for the art produced by people outside the
estabhshed art world, people such as solitaries, the maladjusted, patients in psychiatric
hospitals, prisoners, and fringe-dwellers of all kinds. Dubuffet claimed that such art —
'springing from pure invention and in no way based, as cultural art constantly is, on chameleon-
or parrot-like processes' — is evidence of a power of originality that all people possess but
which in most has been stifled by educational training and social constraints.”

Magic(al) Realism — Term coined by the German critic Franz Roh in 1925 to describe

the aspect of *Neue Sachlichkeit characterized by sharp-focus detail. In later criticism the term

> Cmocapesa H.A. O tunax tepmuHoB. // Borpocs! s3pikosHanus. M., 1983, cc. 21-29, ctp. 28

*® Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 26
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has been used to cover various types of painting in which objects are depicted with photographic
naturalism but which because of paradoxical elements or strange juxtapositions convey a feeling
of unreality, infusing the ordinary with a sense of mystery. The paintings of *Magritte are a
prime example.”’

Concrete art — Term applied to abstract art that repudiates all figurative reference and
uses only simple geometric forms. The term was coined by van *Doesburg, who in 1930 issued a
manifesto entitled Art Concret, disguised as the first number of a review (no other numbers were
issued), in answer to the formation of the *Cercle et Carre association, to which he had been
vigorously opposed. Max *Bill gave the following definition: 'Concrete painting eliminates all
naturalistic representation; it avails itself exclusively of the fundamental elements of painting,
the colour and form of the surface. Its essence is, then, the complete emancipation of every

natural model; pure creation.”

JlanHbie IpuMepbl 0003HAYAIOT HA3BaHUS OTIECIbHBIX TEUEHUN — BCE TPU
TEPMHUHA TOSBWINCH B NEPBOM MOJOBUHE XX BEKA U OMPEHCISIOT OTIEIIbHBIC
MOAXOAbl K HCKYCCTBY. Tak Kak JaHHbIE TEPMHUHBI CO BpPEMEHEM HalOpaiu
3HAYUTEIBHYIO MOMYJISPHOCTh, KaXIbIi M3 HUX MOXHO Ha3BaThb «BU3UTHOM
KapTOYKOW» TOW WM MHOM KOHIIEIIINU UCKYCCTBA.

Jlaxke ecnu aBTOPCKUI TEPMHUH HAIMpPSMYyI0 HE HA3bIBAET OMPENCICHHYIO
KOHLETIINIO UM HAlPaBJICHHE, OH 3a4acTyl0 MOXKET ObITh TECHO CEMaHTHYECKH C
Hel cBa3aH. [IpuMepom Takoro tepMuHa MOXeET citykutb Metaphysical painting:

Metaphysical painting — A style of painting invented by de Chirico in
about 1913 and practised by him, Carra (from 1917), Morandi (from 1918), and a
few other Italian artists until about 1920. The term (Pittura Metafisica) was coined
by de Chirico and Carra in 1917, when both were patients at a military hospital in
Ferrara. Metaphysical painting started with no inaugural programme, as had been
the case with Futurism, although attempts were later made to define a

'metaphysical aesthetic' in the periodical Valori Plastici (Plastic Values), which

ran from 1918 to 1921.%

* Tan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 305

*1Ibid, ctp. 115
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Metaphysical painting He ABIsS€TCS Ha3BaHUEM TEUCHMS KaK TaKOBOTO — Yy
JAHHOM KOHIICTIIIMKM TBOPYECTBA HET HU MPOTPAMMBbI, HM YETKUX MPUHIMIIOB. Tem
HE MEHee, TEePMHUH OKa3ajcsi HACTOJbKO COOTBETCTBYIOIIMM KapTUHE MHUpPa
HCKYCCTBA TOTO BPEMEHH, YTO HECKOJBKO MCKYCCTBOBEJIOB IIBITAJIUCH IIPEBPATHTH

€TI0 B TBOPYCCKOC IBUKCHHUC.

Hpyrou XapaKTEPUCTUKOMN aBTOPCKOTO TEPMUHA, COIJIACHO
H.A. CnrocapeBoi, SIBISIETCS TO, YTO «HEKOMOpble MEePMUHbl HOCAM HACMOIbKO
BHYMPUKOHYENYUATbHBIL  Xapakmep, Ymo ooOwue Cclo8apu JAUHSBUCTNIUYECKUX
mepMunoé ux, Kaxk npasuno, we ommeyarom»*’. To e MOXKET ObITh OTHECEHO U K
aBTOPCKUM TEPMHHAM M300pa3UTEIBHOT0 HCKyCcCTBa. K pumepy, Takue TepMUHBI,
Kak the End of Art, Assertive art, the Art of cynical reason, nipeiOKEHHbIC
Aptypom [anto, OnaBom Benreiicom u @octepom Xanem, OTCYTCTBYIOT B TaKHUX
cloBapsx, Kak, k npumepy, unu The Oxford Dictionary of Art Wena Illnneepca.
[Ipy STOM CJIOXHO OCTHOPUTH, YTO JIAHHBIC SI3BIKOBBIC CAWHUIIBI SBIISIOTCS
tepMuHamu: coriacHo definability test, copmynupoBannomy O.C. AXMaHOBOH,
OHH PACKPBIBAIOT TOYHOE COJEPIKAHHWE TOHSATHSI, SIBISIONIETOCS HEOTHEMIIEMOM
YacThlO0 MOHATUMHOTO amnmnapara JaHHOW O0JacTH 3HAHMS, U CBS3aHbI C JAPYTUMH
TEpPMUHAMU COTJIACHO MPUHIUNY genus proximum et differentia specifica, coCTOs €

HUMH B POJIOBUJIOBBIX OTHOILICHUSIX.
K npumepy, TepmuH the End of Art nmeet cnenyroliee onpeaeacHue:

The End of Art — a term introduced by Arthur Danto, meaning the advent
of pluralism, the impossibility of excluding a priori anything from the field of art
and of giving a direction to the latter. As a result, it did not simply launch a new
era in art history, but rather, to take up a formula often used by Danto, it launched

a new kind of era—one which lacks stylistic unity, in which the notions of progress

* Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 327

* Cmrocapesa H. A. O tunax TepmunoB. // Bonpocs! si3biko3Hanus. M., 1983, cc. 21-29, ctp. 28
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or overcoming have lost all relevance, and which cannot be read as one stage in a

“grand narrative. "

The End of Art sBnsercs TEPMHUHOM C TEPMHHOJOTMYECKA TOUYHBIM
OTIpEJICIICHUEM U ONpEeNeNsieTCs uepe3 Takue TepMuHsbl, kak Pluralism, Art, Era,
Art History, Stylistic Unity. Taxxe Aptyp [aHTo mpepnaraer paccmaTpuBaTh
tepmud The End of Art xak HOBYIO 3py HCKYCCTBA, OOBEIAMHSISI €r0 B
CEMAHTUYECKOE T0JIE C TaKUMH YCTOSBIIMMUCS YHUBEPCAIbHBIMH TEPMHHAMM,
0003HaYaIOMMH Pa3IUYHbIE TIEPUOABbl B UCTOPUU HMCKYCCTBa, KakK, K IpUMEPY,

Renaissance niu Antique Art.

Hakonen, omnuceiBas mnocnenHior xapakrepuctuky, H.A. CimrocapeBa
3aMEYacT, 4YTO «MEePMUHOMBOPUECKUE «B3PblGbly OmMeuaiom, Kax npasuo,
nepuoo MeopHUecKux UCKAHUL OMOCNbHbIX YUEHbIX U YEblX HAYUHbIX wKoa» . UTo
KacaeTcss TEPMHUHOJIOTUU HM300pa3UTENIbHOIO HCKYCCTBA, ABTOPCKUE TEPMUHBI
OOBIYHO CO3MIAIOTCS XYJIOKHUKAMHU, Yallle BCEro Juisi 0003HaUYe€HUS COOCTBEHHOTO
HaIpaBJeHUs] B UCKYCCTBE U BBIJCJICHUS YEro-Jin00 HOBOIO, MPUBHECEHHOTO B
KYJbTYpY JAHHBIM XYJ0XHUKOM WM HCKYCCTBOBEJAMHU, TAKXKE BBIJCISIOMINMU
ONpENENICHHbIE  [PYNNbl  MPOU3ZBEACHUN, XYJOKHUKOB WU  IPUHLHUIOB
n3o0paxeHuss B 0cOoObIM Kkiacc. I[IMkoM Takux TIOMCKOB JJisg  3amajgHOM
MUBWIM3ANK cTal XX BEK, U B IAaHHON paboTe OOJBITMHCTBO TEPMHUHOB, TAKIM

06p330M, OTHOCATCA UMCHHO K OTOMY IICPHUOOY.

[Ipn TakOM OHMMAaHHMM NOHATHS «aBTOPCKUU TEPMHH» BO3HHUKAET BOIPOC,
ClleyeT JIM CYUTaThb AaBTOPCKMMM TEPMUHBI, COBNajaioniye mno ¢opme ¢
YHUBEPCAIbHBIMU UM YHUKAJIBHBIMA TEPMUHAMM, €CJIU ILUIAH COAEPIKAHUS TaKOTO
TEPMHUHA COOTBETCTBYET KPHUTEPHUSIM ABTOPCKUX TEpMHUHOB. [Ipumepamum takmx
TEPMHUHOB MOTYT CIIyXKUTb €IUHULBI, KOTOPbIE B aBTOPCKUX KOHLEIIUAX
NPUHUMAIOT 3HAYEHUS, HE COBMAJaoIue ¢ oomenpuHaTeiMi. Ha Ham B3ruisia, B

ATOM BOIIpOCE MOXKHO cienoBarh 3a B.JI. TabanakoBoii, yTBepKaas, 4TO TEPMUH,

*! http://www.booksandideas.net/Arthur-C-Danto-or-the-Duality-of-Worlds.html

* Cmrocapesa H. A. O tunax TepmunoB. // Bonpocs! si3biko3Hanus. M., 1983, cc. 21-29, ctp. 28
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SBIIAIOIINNCS «BU3UTHOW KApPTOUYKON» TOW WJIM MHOM KOHUEIIIUH, MOXXHO CUUTATh
aBTOPCKMM, €CIIM C TOYKH 3pEHUS MparMaTUKH TEPMHUH HCHOJIB3YETCS Kak
ABTOPCKUM M OH CEMAaHTHUYECKH OTIIMYAETCA OT YHHUBEPCAJIBHOTO TEPMHHA, JAXKE

CCJIM UX ILJIaH BBIPAKCHUA COBIIAAACT.

K npumepy, B KOHIENIMU H300pa3UTENbHOrO0 HCKyccTBa Aprypa Jlanto
TepMUH Art MOXKHO OMNpPENENUTh CIeIyomuM o0pa3om, corinacHo the Stanford

Encyclopedia of Philosophy,:

Danto's definition [of Art] has been glossed as follows: something is a work
of art if and only if (i) it has a subject (ii) about which it projects some attitude or
point of view (has a style) (iii) by means of rhetorical ellipsis (usually
metaphorical) which ellipsis engages audience participation in filling in what is
missing, and (iv) where the work in question and the interpretations thereof

require an art historical context.”

Cormacno Oxford Concise Dictionary of Art Terms, onpeneleHre TePMHUHA

Art HECKOJIBKO HHOE:

Art — The most elusive of terms, its validity is only vouchsafed in cultures
which admit to such a concept. Broadly speaking, the term ‘art’ in the visual sense
can be applied to any work/subject which engenders, by intent or otherwise,

aesthetic and/or intellectual appreciation.*

B TO Bpems Kak B MCKYCCTBOBEIYECKOW KOHIEMIUU J[aHTO peub HIET O
TOUYKE 3PEHUS aBTOPA MPOU3BEICHHUS, 0053aTEIbHON HEKOTOPOU HEJJOCKa3aHHOCTH,
B3aMMOJICUCTBUH C OKPYKAIOITUMHU U HEOOXOIUMOCTH OIPEICIEHHOTO KOHTEKCTA,
B Oxford Concise Dictionary of Art Terms TOBOPUTCS JUIIIL O B3aUMOJICUCTBUU C

9CTCTUYCCKHUM HJIN MHTCIIJICKTYAaJIbHBIM OTKIIMKOM HY6JII/IKI/I.

* Adajian, Thomas. "The Definition of Art", The Stanford Encyclopedia of Philosophy, London, 2007.
URL.: https://plato.stanford.edu/entries/art-definition/

* Clarke M. The Concise Oxford Dictionary of art terms. Oxford: Oxford University Press, 2009,, ¢ 15
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Cnegyer OTMETUTH, YTO TEPMHH, COOTBETCTBYIOIIUNA BCEM KPUTEPHIM
TEpMHUHA, B paMKax OJHOW TEPMHHOJOTHHM HE MOXET HMETh OO0Jiee OHOTO
3HaueHus. [lo A.A. Pepopmarckomy, «oOHo3HauHOCMb MEPpMUHbL NOYYAIOM He
yepe3  YCI0GUSL ~ KOHMEKCMAd, d  4epe3  NPUHAONEICHOCMb K OAHHOU

mepmunonozuu».

OmHAaKo B TEPMHMHOJIOTMH T'yMaHWTAPHBIX HAyK JaHHOE
NPaBWJIO 4YacTo He COONMIoJaeTcs, TaK Kak OINpEJeIeHue TEpMUHA U,
COOTBETCTBEHHO, CEMAHTHKA MOHATHSA pas3/IMYalOTCSd B 3aBHCMMOCTH OT IIKOJI
rccnenosareneii, kak ormedana H.B. Ieummanu.* ITo cnosam H.A. CirocapeBoli,
«/[15 a8MOPCKUX Jice MEPMUHOE <...> KOHMEKCMOM AGNAEMC KOHYENYUs, pamKu

KOMOPOUL CYICUBAIOM NPEOel MEePMUHOLO2UYECKO20 NONAN" .

Takum 00pa3oM, aBTOPCKUI TEPMUH, IJIaH BBIPAXKEHUSI KOTOPOTO COBHAAAET
C IUIAaHOM BBIPAXKEHUs YHUBEPCAIIBHOTO TEPMHUHA, COTVIACHO MPUHLHUITY TOKIECTBA
3HaKa 1EeJIecOo00pa3HO paccCMaTPUBATh KAK OMOHHMM MO OTHOILLIEHHUIO K MOCIIETHEMY .
K mpumepy, B KOHIIEIIIUU M300pa3UTENBHOTO UCKyccTBa ApTtypa JlaHTo TepMuH

Aesthetics onipenensieTcs CleayomnuM 00pa3oM:

Aesthetics — according to Arthur Danto, a matter of delectation, a
consideration of the way in which things appear to the senses, along with an

argument for the superiority of one arrangement over another®.

[Tpu stom Oxford Concise Dictionary of Art Terms omnpenensieT TEPMUH C

TCM K€ IINIAHOM BBIPAKCHUA KAK CHGI[YI-OIHPIﬁ:

Aesthetics — the philosophy of the beautiful in art and taste. The present
usage of the term originates from its adoption in 1735 by the German philosopher

* Pepopmarckuii A. A. Uro Takoe TepMuH U TepMunojorus. M., 1959, ¢. 10

* H. B. I'Bummany, 36K Hay4HOTo O6IIEHHs (BOIPOCH METOA0IOTHH) — M., “Briciuas mxona”, 1986,

ctp. 20
¥ Cmrocapesa H. A. O tunax TepmuHoB. // Borpock! si3biko3Hanus. M., 1983, cc. 21-29, ctp. 29

*® http://www.booksandideas.net/Arthur-C-Danto-or-the-Duality-of-Worlds.html
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Alexander Gottlieb Baumgarten to distinguish the study of the semnsory, the
beautiful, from that of logic, the study of reason and intellect.”

Jlpyroii cmoBaps TepMHUHOB UCKyccTBa, The Oxford Dictionary of Art, naet

CJIEIYIOUTYI0 I€(PUHUIIUIO TAHHOMY TEPMUHY:

Aesthetics — term defined in the Oxford English Dictionary as 'the
philosophy or theory of taste, or of the perception of the beautiful in nature and
art'. It was first used about the middle of the 18th cent, by the German philosopher
Alexander Gottlieb Baumgarten (1714-62), who applied it to the theory of the
liberal arts or the science of perceptible beauty. The scope and usefulness of the
term have been much discussed, and in Gwilt's Encyclopaedia of Architecture
(1842), it was still described as a 'silly pedantic term' and one of 'the useless
additions to nomenclature in the arts' which had been introduced by the Germans.
In the 20th cent., there is no general agreement about the scope of philosophical
aesthetics, but it is understood to be wider than the theory of fine art and to
include the theory of natural beauty and non-perceptible (e.g. moral or
intellectual) beauty in so far as these are thought to be susceptible of philosophical

or scientific study™.

Takum o0Gpa3zoM, B TO BpeMs Kak BCE TpHU ONPEACIICHUS TaHHOTO TePMHUHA
Ha3bIBAIOT YYEHOTO, B3IJISbl KOTOPOIO HA JAHHOE TMOHATHE OTpa)Xaer
OTpeNIeNICHUE, CaMU ONPEICIICHHUS, M, COOTBETCTBEHHO, ITOHSTHS, CTOSIIUE 3a
TepMUHAMU, OTMYaroTca. Kaxngoe U3 STUX MOHATUM BXOJUT B COOCTBEHHOE
MHUKPOTEPMHHOJIOTUYECKOE T10JI€ M CBSI3aHO MapaJurMaTHYECKUMHU OTHOIICHUSIMU
C IPYTMMH 3JIEMEHTaMu Toro ke mons. Tak, Aesthetics duinocodpun MCKyccTBa
JIaHTO MepeKIMKaeTcsl C TAKUMU MOHATUSAMU, Kak Art, Indiscernibility, Embodied
meaning, UTPAOITUMHA BOXXHYIO POJIb B JAaHHOU cucTeMe (priIocoCKUX B3TIISAIOB,

B TO BpeMsl Kak Aesthetics baymrapreHa NepeKIMKaeTcs ¢ MOHATUSAMH Beauty,

* Clarke M. The Concise Oxford Dictionary of art terms. Oxford: Oxford University Press, 2009, ¢.5
*Chilvers 1., Osborne H., Farr D. The Oxford Dictionary of Art. Oxford: Oxford University press, 1998,
c.6
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Reason, Logic. B cBA3U ¢ 3TUM Takue TEPMHUHBI MPEACTABISAETCS MPAaBUIbHBIM

CUuTaTh OMOHHUMAaMHM.

ABTOpPCKHE TEPMHUHBI BBIICIAIOTCS Kak Ha (OHE YHUBEPCATBHBIX W
YHUKAJIBHBIX, TAK U Ha (OHE TIPOTOTEPMHUHOB U TEPMUHOUIOB.

OgHUM W3 OCHOBHBIX OTJIWYHN MPOTOTEPMUHA OT TEPMUHA SIBIISCTCS
OTCYTCTBHE y TIEPBOTO HAYYHOU ACPUHUIIMU: MPOTOTEPMUHBI MOSABISIOTCS HE B
paMKax HayKd, HO B TIpoIlecce CO3JaHHs HaykKu. [IpoTOTEpMHHOM MOXKET
HA3bIBaThCS JIEKCEMA, «3aUMCHBOBAHHASA U3 00WEYNOmpedUmMenbHO20 ClI08APHO20
3anaca u 6 pezyivmame NepeoCMbLCIeHUS PA3BUBAIOWUMCS NPODeCCUOHANbHBIM
MblULIEHUEM NONYYUSUAS CReYUAIU3ayuio céoe20 3Hauenus»’'. B oriuume oT
MPOTOTEPMHUHOB, aBTOPCKHUE TEPMHUHBI UMEIOT Ne)HUHUITIIO WM 1O KpalHeh mepe
MOT'YT OBITh Je(DUHUPOBAHBI.

TepMuHoun — «cneyuanvHas nekcuyeckas eOUHUyd, UCNONb3yemas Ons
HOMUHAYUU HEOOCMAMOYHO YCMOASWUXCA (Dopmupyrowuxcs) u HeoOHO3HAUHO
nonumaemvlx nowamut»’>. B OTaMYMe OT aBTOPCKOrO0 TEPMHUHA, 0603HAYAIOLIETO
YETKO ONpenesieMble MOHATUSA (aXe €CITU OIpeaesieHne MOXKET MEHSThCH),
TEPMUHOU]I TaK K€, KaK ¥ MPOTOTEPMHUH, HE MOKET UMETh OIPEICTICHUSI.

OpnHa W3 caMbIX 3aMETHBIX OCOOCHHOCTEW TUIaHa COJEPIKaHHS aBTOPCKUX
TEPMUHOB COCTOWT B TOM, YTO 3HAUYE€HHE aBTOPCKOTO TEPMHHA HA YPOBHE S3bIKa
qale BCETO SIBJISETCS OYEHb YETKHM, TOYHBIM U JIOBOJBHO Y3KUM. [IpudanHOi
MOJKET SIBJISTBCS TO, YTO aBTOPCKUE TEPMHUHBI, HAXOMICh Ha Tepudepun 001acTu

3HaHHA, 0003HAYaIOT CPAaBHHUTCJIBbHO Y3KHUC CIICHUATIM3UPOBAHHBIC IIOHATHA.

Tak kak MHOTME aBTOPCKHME TEPMHUHBI HAXOJATCA B CMEXKHBIX O00JIACTAX
3HaHUS U OBLIM CO3/]aHbl B COBMAJAIOIINE MEPUOJIbI BPEMEHHU, UX 3HAYEHUS YacTO
B3auMOCBsi3aHbl. K mpumepy, TEKCT Mpo TMOHATHE, 0003HAaYaeMOe OJHHUM U3

ABTOPCKUX TCPMHUHOB, 4allC BCCIO COACPIKUT TAKKE U HCCKOJIBKO APYIHUX:

! 'puHeB-IpuHeBny C.B., CopoknHa 3.A., MaTtBeeBa E.E., MonyaHosa M.A. K Bonpocy 06
onpeaeneHnn NOHATUS «NPOTOTEPMUHY. AKTyarnbHble NpobrieMbl MNonormmn n Nnegarornyeckomn
JIMHrBmncTukK. 2022. Ne 2. C. 71-82.

*2['puHes, C. B. OcHOBbI nekcukorpaguyeckoro onmMcaHmst TEpMMHOCUCTEM : AUC. ... A-pa
dunon. Hayk / C. B. Npunes. — M. : MI'Y, 1990. C. 90
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He did so, however, not with a Futurist or Dadaist delight in destruction but
in order to reassemble these pieces of sound and script into new "word
constructions" suggestive of new meanings. After 1914 Tatlin adopted the term
"counter-relief," as if to signal a dialectical advance in his constructions: just as
the first "painterly reliefs" exceeded painting, so the new "counter-reliefs,"” which

extended from the wall, exceeded the painterly reliefs™.

JIaHHBIA TEKCT B3SIT W3 HCKYCCTBOBEIYECKOM KHHUIH, ONMCHIBAIOIIECH
uckyccTBO XX BE€Ka, U OCHOBHBIM MPEJAMETOM OIUCAHHUS B JAHHOM OTPBIBKE
apisiercs TepMuH Counter-relief. Tem He wmeHee, TepMuH Counter-relief
OOBSCHAETCS Uepe3 Ipyrue aBTopckue TepMunbl — Futurism, Dadaism, Painterly
Relief. [IprunHbI JTAHHOU 3aKOHOMEPHOCTH IS I(E BCETO
SKCTPAJIMHIBUCTUYECKUE W OTHOCSTCS CKOpPEE K MCKYCCTBOBEJAEHUIO, 4YE€M K
JIMHTBUCTHUKE; TEM HE MEHEE, CTATUCTUYECKU JIaHHAsi 0COOCHHOCTh SIPKO BhIpakeHa
— 10 80% TEeKCTOB C pa3BEepHYTHIM OIMCAaHUEM aBTOPCKOIO0 TEPMHUHA
M300pa3UTEIHLHOTO HUCKYCCTBAa OYIyT CBA3BIBATH TaKOM TEPMHH C JPYyTHUMHU

aBTOPCKMMH TEPMUHAMH.

OCco0EHHOCTBI0O aBTOPCKUX TEPMHHOB M300pa3UTEIHLHOTO MCKYCCTBA TaKKe
MOHO CYUTATh 3HAYUTEILHOE KOJIMYECTBO TEPMUHOB, SJIEMEHTHI KOTOPBIX UMEIOT

YMOTHBHYIO OKPACKY:

What is '"The Geometry of Hope'? The title of this exhibition brings together
the two threads that epitomize abstract art from Latin America: on the one hand,
geometry, precision, clarity and reason, on the other, a utopian sense of hope. This
title arose as a contrast to the 'geometry of fear', a term coined by Herbert Read
in 1952 to describe the atmosphere of post-war angst in British art and its
expression through aggressive and unstable geometric forms, as in the work of

Kenneth Armitage, Lynn Chadwick and others.™

>* Foster Hal, Rosalind Krauss. Art since 1900: modernism, antimodernism, postmodernism. — London:
Thames and Hudson, 2004, p. 120

>* Maria Lind Ed. Abstraction: Documents of Contemporary Art, Whitechapel Gallery, London & The
MIT Press, Cambridge, Massachusetts, 2013 p. 14
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B nanHom npumepe aBTopckue TepMuHbsl Geometry of Hope v geometry of
fear conepxat B cebe enunuibl Hope u fear, koTopble HE MOTYT HE BBI3bIBATH

9MOINMOHAIIBHOI'O OTKJIMKA Y JIFOO0T0 HOCHUTEIIS S3BIKA.

Josef Albers was particularly opposed to the name 'optical art', considering
it as nonsensical as 'wood carpentering or foot walking'. He insisted to Stanczak,
who was not consulted by Jackson in naming the show, that the term 'perceptual
painting’ was more accurate. A number of artists immediately disavowed the label
of Op. The painter Ben Cunningham dismissed it as 'public relations' and kinetic
sculptor George Rickey called it 'destructive’. ('"Eye on New York: The Responsive
Eye', CBS broadcast, 1965).”

JlaHHBIA TpUMEp COJIEPKUT KAaK HSMOTHUBHO-HEUTpagbHOE OO0O3HAUCHUE
) > ’ ’ y ’
opttcal art’, TaKk U OIpeaecJICHUE ITaHHOI'O o0o3HaueHusa Kaxk 'destructive' —
XYJIO)KHUKU HE OBLIM TOTOBBI MPHUHATH JAaHHOE OOO3HAUEHHE WM CUUTAIU €ro

BHYTPEHHIOIO TaBTOJIOTMYHOCTD Pa3pyIIUTEIbHOMN.

The makers of what I am calling, for semantic convenience, eccentric

abstraction, refuse to eschew imagination™

B nannom mpumepe TepMUH eccentric abstraction Takxe MOXHO Ha3BaThb
OMOTUBHBIM, TaK KaK CJIOBO eccentric, SKCUECHTPUYHBIHA, TaKkKe€ HE MOXKET

BOCIPUHUMATBHCS B OTPBIBE OT SMOLIMOHAJIBHON COCTABIISIIOLIEH.

Takxe, XOTb U B MEHBIIIEM KOJIUYECTBE, BCTPEUAIOTCS TEPMHUHBI, SJIEMEHTHI
KOTOPBIX UMEIOT CTHIIMCTUYECKYIO OKpacKy. K mpumepy, M. Mainoru npeanoxui
JUIsL CBOETO HCKyccTBa TepMuH Wannabe Art, npoTuBOpedaliuii B TOM 4HUCIIE U

SI3BIKOBOM HOpMC AQHTJIMMCKOTO SI3bIKA:

The acknowledged masters of these new black arts are the ex-Goldsmiths'

fixers, Hirst and Maloney. Martin Maloney's story is well-known, but like an old

> Maria Lind Ed. Abstraction: Documents of Contemporary Art, Whitechapel Gallery, London & The
MIT Press, Cambridge, Massachusetts, 2013 p. 80

*® Lucy R. Lippard, 'Eccentric Abstraction', Art International, vol. 10, no. 9 (November 1966) ctp. 28-40.
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morality tale, grows in the re-telling. He left Goldsmith's college in 1993, aged 32.
He turned his flat into a gallery, including his bathroom and kitchen — which he
called Lost in Space, where he showed the art of friends and contemporaries
which, like any shrewd popular journalist, he branded with his own name:

Wannabe Art.”’

Uto kacaeTcs IUTaHa BBIPAKEHHs, HEKOTOPhIE OCOOCHHOCTH AaBTOPCKHUX
TEPMUHOB H300pa3UTEIBLHOTO HCKYCCTBA MOKHO BBISIBUTH, MPOAHAIU3UPOBAB

npoiiecc 00pa3oBaHUs TEPMHUHA.

K nmnpumepy, aHIIoOsA3bIYHBIE AaBTOPCKHE TEPMHUHBI, B OTIHYUE OT
YHUBEPCAIbHBIX U YHUKAJbHBIX, PEAKO HAMpPSIMYIO O0pa3yloTcs CEMaHTHUYECKUM
IIyTEM 4Yepe3 Cy:KeHue 3HadeHud. [Ipumepom TaHHOW CTpaTeruu CiIyKMT TEPMHUH

Automatism:

Automatism I — a method of painting or drawing in which conscious
control is suppressed, allowing the subconscious to take over. Andre Breton wrote
in the Surrealist manifesto of 1924 of ‘pure psychic automatism’, of art being

produced in the state of a dream.”

Automatism I — the action or condition of being automatic; mechanical or

involuntary action.”

B mannoM npumMmepe OCHOBHasi ceMa SI3bIKOBOM €MHHUIIBI aHTJIMHCKOTO SI3bIKa
B HECIIEUMAIBHBIX LEISAX COXPAHIETCS B ONPEACICHUN TepMUHA; il Automatism
Takol ceMoil OyJleT MEXaHUCTUYHOCTh MCIOJHEHUSI KaKoro-ianbo aeictBus. Tem
HE MEHEE, B TEPMHUHOJIOTHYECKOM ONPEJICIICHUH TAaHHASI CEMA OTHOCUTCS TOJIBKO K

IMPOU3BCACHUAM UCKYCCTBA.

> https://static1.squarespace.com/static/588b77c0b8a79be9aed248bc/t/5¢c8e025471c10bded9c2alaa/
1552810580774/HOW+TO+BE+A+CRITIC%3A+A+BEGINNER%27S+GUIDE+TO+
%27ARTBOLLOCKS.%27+Brian+Ashbee.pdf

*% Jan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 20

> https://www.dictionary.com/browse/automatism?s=t

42



Taxkxe HepalMOHAIBHO TOBOPUTH O 3aMMCTBOBAaHWM TEPMHUHA U3 TOW WIIH
WHOM 00J1aCTH HayKH, TaK KakK, €CJIM aBTOPCKUN TEPMUH IMPUCYTCTBYET B ABYX WIH
0oJiee TEPMUHOCUCTEMAX Pa3HbIX HAYK, BHICOKA BEPOSITHOCTH, YTO 3TU TEPMUHBI
UMEIOT OJIHOTO M TOTO K€ aBTOpa, 3aHMMABIIETOCS HECKOJIbKUMH O00JIaCTAMHU
3HaHUs. B TakoMm ciydyae W 3HAYEHHS TEPMHUHOB pACXOIATCS TOJBKO B
He3HauuTeNbHbIX Aetansax. K npumepy, onpenenenus noustus Magic(al) realism
B HUCKYCCTBOBEJECHHM U  JINTEPATYPOBEAECHUHU  OTJIIMYAKOTCA  TOJIBKO

(bopMyIHpPOBKAMU; TEPMUHBI BKIIIOUAIOT OJHU U TE K€ CEMBI:

Magic(al) Realism I. <...> various types of painting in which objects are
depicted with photographic naturalism but which because of paradoxical elements
or strange juxtapositions convey a feeling of unreality, infusing the ordinary with a

sense of mystery.”

Magic Realism Il <...> Their work was marked by the use of still, sharply
defined, smoothly painted images of figures and objects depicted in a somewhat

surrealistic manner. <...> [Cuddon: 477]

U B TomM, 1 B apyrom ciyudae cemamu Magic Realism Oynyt, ¢ oaHOU

CTOPOHBI, KJTACCUYECKUH MOAXO/I, C APYTOi, STIEMEHTBI CIOppeaIn3Ma.

Bropas crpareruss TepMHHOOOpa3oBaHHsS, MOpP(OJIOrHYecKas, 4acTo
UCTIONIB3YETCS IPU 00pa30BaHUU TEPMUHOB, COCTOAIIUX M3 OJHOTO ClIOBa. Takum
o0Opa3oM, Mopdoorudyeckas CTpyKTypa CIIOBa MEHSETCS; TAKKE MOXKET MEHSAThCA
M 1jaH BblpaxeHus. KoHBepcus A CO3[aHHMS  ABTOPCKUX  TEPMHUHOB
M300pa3UTEIBHOIO HCKYCCTBA HCIOJB3YETCSl CPAaBHUTEIBHO PENKO; MPUMEPOM

KOHBEPCHHM MOXET CIIyKUTh TepMUH Mobile:

Mobile — Term coined by Marcel Duchamp to designate certain sculptures

by Alexander *Calder, exhibited in 1932, that consisted typically of flat metal parts

% Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 305
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suspended on wires and moved by a combination of air currents and their own

structural tension.®'

OpHUMEU U3 OCHOBHBIX TyTEW 00pa30BaHMs aBTOPCKUX TEPMUHOB SBIISIOTCS
adhukcarus u npedukcaius, 100aBIsIONIMEe K 0a30BOMY KOPHEBOMY 3HAUYCHUIO

OTTCHKH CMBICJIA.

A.I'. AuucumoBa  BBIZICISCT MATh  HambOojee  MPOAYKTUBHBIX IS

AHTJIOA3BIYHBIX TCPMHWHOB I/I306paBI/IT€J'IBHOFO HCKYCCTBa a(i)(l)I/IKCOBZ

“ing’ — no0aBisieT 3HAUYEHUE JACHCTBHs, Mpollecca WIM pe3yJsibrara

npoiiecca, K mpumepy:

Happening — A form of entertainment, often carefully planned but usually
including some degree of spontaneity, in which an artist performs or directs an
event combining elements of theatre and the visual arts. The term was coined by
Allan Kaprow in 1959 and has been used to cover a diversity of contrived artistic
phenomena. The concept of the happening was closely bound up with Kaprow's
deliberate rejection of the traditional principles of crafismanship and permanence

in the arts.”

Alpers explains that she prefers to use the term ‘picturing’, rather than the
‘usual “picture”’, when referring to her object of study because the former
stresses the active construction of images, rather than the finished product.
‘Picturing’ emphasises the inseparability of maker, picture, and what is pictured.
It is also a term, she notes, that valuably broadens the scope of what can be
studied under the rubric of “visual culture’: pictures painted on canvas, yes, but

also the ‘pictures’ of mirrors, maps, artificial lenses, and the eye itself (AD: 26)%.

®! Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 335
% Ibid, p. 213

® Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford: Oxford University Press, 2009, p.
183
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Addukc ‘-ing’ nus co3maHus aBTOPCKUX TEPMHUHOB H300pa3UTEIBHOTO

HCKYCCTBA UCIIONB3YETCS CPABHUTENBHO peako (1-2%).

‘-ism’ sBIseTcs HambOoyiee MNPOAYKTHUBHBIM ad@HUKCOM HJIT aBTOPCKHX

TCPMHUHOB U IIPUBHOCUT 3HAYCHUC ITIOHATHUA, UJACU, B3I A4, K IIPUMCPY:

Cloisonnism — Style of painting associated with the *Pont-Aven School,
characterized by dark outlines enclosing areas of bright, flat colour, in the manner
of stained glass or cloisonné enamels {cloison is French for 'partition’). *Anquetin

and *Bernard first developed the style, and *Gauguin also worked in it. The term

was coined by the critic Edouard Dujardin (1861-1949).”

Automatism — a method of painting or drawing in which conscious control
is suppressed, allowing the subconscious to take over. Andre Breton wrote in the
Surrealist manifesto of 1924 of ‘pure psychic automatism’, of art being produced

in the state of a dream.”

Luminism — Term coined in 1954 by John Baur, director of the Whitney
Museum in New York, to describe an aspect of mid 19th-cent. American landscape
painting in which the study of light was paramount. He defined Luminism as 'a
pohshed and meticulous realism in which there is no sign of brushwork and no
trace of impressionism, the atmospheric effects being achieved by infinitely careful
gradations of tone, by the most exact study of the relative clarity of near and far
objects, and by a precise rendering of the variations in texture and color produced
by direct or reflected rays' ('American Luminism', Perspectives USA, Autumn

1954).%

% Jan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 370

® Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford: Oxford University Press, 2009, p.
20

® Jan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 300
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‘-ist, -er, -or’ Jq00aBISAIOT 3HAYEHHUS JEITENSA; OJHAKO JUISI aBTOPCKHUX
TEPMUHOB JaHHBIC aPPUKCHI ABISIOTCS HENMPOIYKTUBHBIMA — IPU ONPEICICHUN
MOHSATHS aBTOPHI MPEAMOYUTAIOT HCIOJIB30BaTh adPUKCH, 0003HAYAIOIIHE HACH

WJIN NTEWCTBUSL.

Takxoke BBICOKOTPOIYKTUBHBIMU adPuKcaMu 1T TEPMHUHOB TYMaHUTAPHBIX
HayK SBJISIOTCS ‘-ion’ | ‘-tion’, 700aBIAIOMIME 3HAUCHUS IIPOIEcca U pe3yJibTaTa.
Tem He MeHee, cpeau aBTOPCKHX TEPMHHOB JOJS TEPMHHOB, 0Opa30BaHHBIX C
WCIIOJIb30BaHUEM Takux addukcoB, HeBenuka. lIpuMepoM MOXKET CIYKUTh

TepMuH Remediation:

Digital Media such as videogames, Bolter and Grusin suggest, tend to
‘borrow avidly from each other as well as from their analog predecessors such as
film, television, and photography [and animation]’. Such borrowings, termed

‘remediation’ by Bolter and Grusin, can occur in both directions.

Taxke B CO3MaHWM AHTJIOSI3BIYHBIX HEOJOTM3MOB YacTO HCIIOIb3YETCS
npedukcarus. K mpumepy, I aBTOPCKMX TEPMHHOB B 00JIACTH HCKYCCTBa
HauOoJiee 4acTo BCTpedarouMes npedukcom siBisercss ‘Neo-’, 0003HAYAIOIIHIMA
CBS3b HOBOTO TEUEHUS C TPEAIISCTBYIOIMM H «HOBBIA B3IVISII» HA

npeauecTByoulee Hanpasienue: Neo-Impressionism, Neo-Plasticism:

Neo-Impressionism — Term coined by the critic Felix Feneon (1861-1944)
in 1886 for a movement in French painting that was both a development from
*Impressionism and a reaction against it. Like the Impressionists, the Neo-
Impressionists were fundamentally concerned with the representation of light and
colour, but whereas Impressionism was empirical and spontaneous, Neo-
Impressionism was based on scientific principles and resulted in highly formalized

compositions.”

¢ https://www.academia.edu/168038/CGI_Animation Pseudorealism Perception and Possible Worlds

® Jan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 353
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Neo-Plasticism — Term coined by Piet *Mondrian for his style of austerely
geometrical *abstraction. He claimed that art should be 'denaturalized’, by which
he meant that it must be freed from any representational relation to the individual
details of natural objects, being built up solely from abstract elements. To this end
he restricted the elements of pictorial design to the straight line and the rectangle
(the right angles in a strictly horizontal-vertical relation to the frame) and to the
*primary colours together with white, black, and grey. In this way he thought that
one might escape the individualism of the particular and achieve expression of an

ideal of universal harmony.”

Jpyrum BBICOKOIIPOIYKTUBHBIM IpePUKCOM sBiIsieTcs ‘Super-’, K IpUMepy,

Superrealism, Superflat.

Crnenyromuii TpoayKTUBHBIN npeduxkc — ‘Post-*, k npumepy, Post-Black,

Post-Minimalism.

Emie oaHMM  BBICOKONPOAYKTUBHBIM ~ METOJOM TEPMUHOOOpPA30BaAHMS
ABJIIETCSI CUHTaKcHuueckuil Meto] (60-65% Bcex aBTOPCKUX TEPMHUHOB COCTOSIT U3
JIBYX WM Oozee cioB). TepMUHBI W E€IUHUIBI CHEUHUATBHOW JEKCUKH MOTYT
o0pa30BbIBaTh yCTOWYMBOE CJIIOBOCOYETAHHME, KOTOpOEe, TPOWIs Ipolecc
TEPMUHOJIOTU3ALIMKM, CTAHOBUTCS TEPMUHOM, COCTOSIIMM H3 HECKOJIbKUX CJIOB.
Hawnbomee dYacTto HCMONB3yeTCS MOJElNbh, B KOTOPOW TEPMUH COCIUHSET JBa

CYILIECTBUTENBHBIX, OJIHO U3 KOTOPBIX MPUCYTCTBYET B aTTPUOYTUBHON (PYHKITUU:

Action Painting — a technique of painting in which paint is dribbled,
splashed, and poured over the canvas. The term was first used in 1952 by the critic
Harold Rosenberg in his affirmation on the then current belief that a painting

should reflect the actions of its creation.”

Hard Edge painting — term applied to a type of painting (predominantly

abstract), in which forms, although not necessarily geometrical, have sharp

% Tan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 353

7 Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford:Oxford University Press, 2009, p. 3
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contours and are executed in flat colours. The term was coined by the American
critic Jules Langsner in 1958, and although it can be retrospectively applied to
such styles as Purism, it is used mainly of the type of painting that emerged as a
reaction to the spontaneity and painterly handling of Abstract Expressionism.
Major exponents of Hard Edge painting have included Ellsworth Kelly and
Kenneth Noland.”

Taxxe yacto BcTpedaercs Mmoaens [lpunazamenvroe + cywecmsumenvHoe:

Metaphysical painting — A style of painting invented by de Chirico in
about 1913 and practised by him, Carra (from 1917), Morandi (from 1918), and a
few other Italian artists until about 1920. The term Pittura Metafisica was coined
by de Chirico and Carra in 1917, when both were patients at a military hospital in
Ferrara. Metaphysical painting started with no inaugural programme, as had been
the case with Futurism, although attempts were later made to define a
'metaphysical aesthetic' in the periodical Valori Plastici (Plastic Values), which

ran from 1918 to 1921.7;

KonuuecTBO TEpMUHOB, OCHOBaHHBIX Ha MeTadope, Cpeau TEPMHUHOB,
MOJIyYEHHBIX CUHTAKCUYECKUM IIyTEM, CPABHUTEIBbHO Masio. OQHUM U3 IPUMEPOB
Oynmer aBTopckas TepMmuHoJioruss Pyt AcaBa, aMepUKaHCKON XYJIOKHUIIbI-
CKYJIBIITOpa, KOTOpasi Ha3bIBAE€T CBOM ‘‘HEXHBIE” PadOThI, KOTOPHIE OHA BSKET U3

IIPOBOJIOKH, Transparencies. B cBoem HHTCPBBIO OHA PACCKA3bIBACT:

«But we went to a village outside Mexico City. And that’s where I learned to
knit and to knit with wire. And then I saw these transparencies and I went back to
Black Mountain»”. T10sCHsIsl TEDMUH, OHA ONUCBIBAET, Y€M €€ pabOThI MOXOXKH Ha

«mpo3padyHocT»: «You can see through it, the piece does not hide anything. You

! Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 229
72 Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 327

“https://www.aaa.si.edu/collections/interviews/oral-history-interview-ruth-asawa-and-albert-lanier-

12222#transcript

48



can show inside and outside, and inside and outside are connected. Everything is
connected, continuous.»™ Kak Hellb3s1 HUYEro CHpsTaTh 32 4eM-IU00 MPO3PAUHBIM,
Tak U ee pabOThl HUYEro He MpPSYyT, Pa3beIuHss MPOCTPAHCTBO, a, HA0OOPOT,

00BEIMHSIIOT €r0 B cele.

3auMCTBOBaHHUSA nus3 CHGHH&HBHOﬁ JICKCUKHU TAKXKC BCTPCYANOTCA

CPaBHUTCIBHO PCOKO.

Campblii, MoXxanayl, UHTEPECHBIM C TOYKH 3PEHHS JIMHTBOKPEATUBHOCTH
cnocodO — co3gaHue HOBOro cioBa. JlaHHas cTpaTerusi BCTpeyaercs
HUCKIIFOYUTEILHO PEAKO, OJHAKO TEPMHHBI HM300pa3UTEIIbHOIO HCKYCCTBA,
CO3JIaHHBIE M3 TaK Ha3bIBAEMBIX nhonsense words, B IOJABISIONIEM OOJIBITUHCTBE
ciydaeB OyJyT CO3/JaHbl UMEHHO KaK aBTOPCKHME TepMUHBbL. [Ipumepom Takoro

TEpPMHUHA MOXKET CIIyKUTh Merz:

Merz; — a nonsense word invented by the German dada artist Kurt
Schwitters to describe his collage and assemblage works based on scavenged

scrap materials”™

CrneayrommuM METOJOM TEPMUHOOOPA30BAHUS SIBISIETCS 3aMMCTBOBAHHUE W3
JPYTUX SI3bIKOB. JJaHHBINM METOJ SIBISIETCS MPOAYKTUBHBIM OJaroaapsi TEHIECHIUHU K
riiodan3aiy B HayYHbIX Kpyrax. B aHTIIMICKOM $i3bIKE MPHUCYTCTBYET CHIIbHAS
TEHJEHUUS K COXPAHEHMIO IJIaHA BBIPAKEHUS 3aMMCTBOBAHHOI'O (Yalle BCEro W3

(bpaHIy3CKOro) aBTOPCKOr0 TEPMUHA:

Arte Povera — Term coined by the Italian art critic Germane Celant to
unite certain aspects of *Conceptual, *Minimal, and *Performance art. Celant,
who organized an exhibition of Arte Povera at the Museo Civico, Turin, in 1970
and edited a book on the subject of Arte Povera: conceptual actual or impossible

art?, 1969), hoped that the use of 'worthless' materials such as soil and the

7 Jacqueline Hoefer, Ruth Asawa: A Working Life // Daniell Cornell, ed., The Sculpture of Ruth Asawa:
Contours in the Air, San Francisco: Fine Arts Museums in San Francisco; Berkeley: Univercity of

California Press, 2006, c. 16

7 https://www.tate.org.uk/art/art-terms/m/merz
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avoidance of the traditional idea of art as a collectable 'product’ would undermine
the art world's commercialism. However, dealers have shown that even this kind of

art can be commercially exploited.”

Art Brut — Term coined by Jean *Dubuffet for the art produced by people
outside the established art world, people such as solitaries, the maladjusted,
patients in psychiatric hospitals, prisoners, and fringe-dwellers of all kinds.
Dubuffet claimed that such art — 'springing from pure invention and in no way
based, as cultural art constantly is, on chameleon- or parrot-like processes' — is
evidence of a power of originality that all people possess but which in most has
been stifled by educational training and social constraints. In 1945 he began to
make a collection of works free from cultural norms and fashionable or traditional
trends in art, and in 1972 his collection, by then numbering more than 5,000 items,

was presented to the city of Lausanne, where it was inaugurated at the Chateau de

Beaulieu in 1976.”

Tak Kak yaile BCero aBTOPCKUE HEOJOTU3Mbl COXPAHSIOT IJIaH BBIPAXKECHUS,
TPAHCKPUNIMA W TPAHCIWUTEPALUS B AHIJIOS3BIYHOW aBTOPCKOW TEPMHUHOJIOTHUH

HCIIOJIB3YCTCA PCAKO.

Crnenyromieidr OCOOCHHOCTBIO aBTOPCKMX TEPMHUHOB SIBIIETCS 4acTOe
UCIOJb30BaHUE KaBblueK. A.A. 3aMu3HAK oOpaliaercs K CIEAYIOUIMM CBONCTBaM
KaBbIueK: «OHU UCNONL3VIOMCS 8 PYCCKOM NUCbMEHHOM fA3blKe OJiSl 8blPANCEHUS.
WUPOKO20 CNeKmpa 3HAYEHUL, 8 MOM YUCle MAKux, Komopbvle Ha Nepevlil 8327510
AGNAIOMCA  CMPO20  NPOMUBONOAOICHBIMU ——  <...> KABbIYKU O3HAUAIOM,
npubIUZUMENbHO: MO He 5 MaK 2080plo, Mo opyaue max 2oeopam’, u <...>

‘9MO MONBKO 5 MAK 2060pio, Opyaue max e 2060pam’.» "

’® Tan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 26

7 Ibid, p. 26

’® http://www.philology.ru/linguistics2/zaliznyak anna-07.htm
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JlaHHBIE OMpeIeNICHUs, XOTS U SABJISIIOTCS, 1O CloBaM camoil A.A. 3anu3HsIK,
MPUONU3UTEIbHBIMU, MOTYT B TOJHOHW Mepe MPUMEHIThCA K KaBbIUKAM MpPH
HCTIOJIb30BaHWU aBTOPCKUX TEPMHUHOB. B TO Bpems kKak camMu aBTOPbl TEPMHHOB
peaKo TpPHOETraroT K MCIOJIB30BAHMIO KaBBIUCK, MCIOJb30BAHUE HX JPYTHMHU
yKa3blBaeT Ha TO, YTO OHM BOCIPUHUMAIOT JAaHHBIH TEPMHUH KaK HEUYTO
qy>XE€pPOJIHOE, HEYTO, YTO HE BXOJUT B HMX AaKTUBHBIA CJIIOBApHBIA 3amac Kak

npodeccroHarna.

be3ycnoBHO, HCHONIb30BaHME  KaBBIYEK  MOXET  CUUTAThCS  JIMIIb
JIOTIOJIHUTENBHBIM ~ KPUTEPUEM, KOCBEHHO IMOJTBEPKIAIOIINM, YTO TEPMUH
paccMaTpUBAETCA TOBOPAIIUM KaK aBTOPCKUM C TOYKHM 3PEHHS IMapaJUrMaTHKU.
ABTOpCKHE TEPMUHBI MOTYT YIHOTPEONSIThCA 0O€3 KaBblueK (K MIpuUMepy, Bce
PacCMOTPEHHBIE BBIIIE TEPMUHBI YHOTPEOJSUIUCH CO3/aTeNsiMU O€3 KaBbIYEK), U
YHUBEpPCAJIbHbIE TEPMHUHBI MOTYT yIOTPeOAThCS B KaBblukax. K mpumepy, TepMun
Folk Art ne sBnsieTcss aBTOPCKUM TEPMHUHOM HU C TOUYKHU 3PEHUSI STUMOJIOTHH, HU C

TOYKH 3PCHUA CCMAHTHUKH U IIPpAarMaTHUKH.

Folk Art — term describing objects and decorations made in a traditional
fashion by craftsmen without formal training, either for daily use and ornament or
for special occasions such as weddings and funerals. Decorative woodcarving,
embroidery, lace, basketwork, and earthenware are among the typical products of
folk art. The term is not properly extended to include articles which are mass-
produced to appeal to popular taste, such as Christmas cards or Coronation

mugs.”
TeM He MeHee, JaHHBII TEPMHH MOYKET HCIIOJIb30BAThCS B KABBIUKAX:

The brightly painted woodcarvings called alebrijes have become the
quintessential form of "folk art" associated with the southern Mexican state of

Oaxaca.®’

”® Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford:Oxford University Press, 2009,
p.182
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I[aHHBIﬁ TCPMHH 3aKJIIOUYCH B KaBbBIYKHM HMMCHHO KaK TCPpMHH, T.C. JICKCHKA
A3bIKa OJI CIICHHUAJIbHBIX LCJICH. OI[HaKO IIOJIHOCTBIO HMCKIIOYATh UX H3 aHaJIu3a
TAKIKC HC CJICAYCT, TaK KaK KaBBIYKH PCTYJIIPHO MCIIOJB3YHOTCA C aBTOPCKHUMMU

TCPMHUHAMU.

Hpyroii 0COOECHHOCTBIO aBTOPCKUX TEPMUHOB SIBISIETCS MX BbICOKAs

BapHaTHUBHOCTD.

B mmane BBIpaXeHHsT MOXKHO  BBIJCNUTH TPU  OCHOBHBIX  THUIIA
BAPUATHUBHOCTU: Ha JIEKCMYECKOM YpOBHE, Ha ypoBHE Mopdosoruu (T.e.

MCITIOJIb30BaHUE PA3NHUHbIX appuKCcOB) U HA ypoBHE opdorpadum.

BapuaTuBHOCTh Ha JIGKCUUYECKOM YPOBHE SBIISICTCS, HaBEPHOE, CaMOM
XapakTepHOH  OCOOEHHOCTHIO  aBTOPCKUX TEPMUHOB. Bo-lepBbIX, Takas
BApUATUBHOCTh TPOSBIAETCS Kak CUHOHMUMHS. Tak, TepmuH Art Brut,
npeioxkennbid Kanom [ro0ydde, o0o3HauaeT BO MHOTHMX KOHTEKCTaX TO K€

noustue, yto u Qutsider Art, npeanoxennoi Pomxkepom Kapaunanom:

<...> the positing of an absolute art brut, or uncivilized "outsider art," by

Jean Dubuffet and others.*'

Kpowme TOro, ero CMHOHUMaM# HEKOTOPBIE UCCIIEA0BATENIN HA3bIBAKOT Naive

Art, Alienated Art:

Art brut is a French term that translates as 'raw art', invented by the French
artist Jean Dubuffet to describe art such as graffiti or naive art which is made

outside the academic tradition of fine art.*

Kpome Toro, TepMuH npu 3aMMCTBOBAaHWW B AHTJIMMCKUM SI3bIK MOJTYYUI U
JIOTIOJIHUTENIbHBIC BapuaHThl Raw Art u Crude Art, ynotrpeGnstomuecs penko,

OJIHAKO BCE K€ CYILECTBYIOIIHUE.

% Lynn S. Carving Their Niche // Critique Spring, 2004, vol. 13, p31-33, 3p, URL: https://www.english-
corpora.org/coca/

® Foster Hal, Rosalind Krauss. Art since 1900: modernism, antimodernism, postmodernism. — London:

Thames and Hudson, 2004, p. 608

52 https://www.tate.org.uk/art/art-terms/a/art-brut
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Kpome Toro, BapuaTuBHOCTh aBTOPCKMX TEPMHUHOB Ha JIEKCUYECKOM YPOBHE
TaK)Ke MPOSBIBICTCS B U3MEHEHUH KOMITIOHCHTOB IMOJIMJICKCEMHBIX TEPMHUHOB. Tak,
paccMoTpuM TepMUH Op Art, TPEIJIOKEHHBIM KypHanucToM Taiim Nonom
Boprauanepom B 1964 Tomy wum oOo3Hauvaromuii  «a form  of abstract
art (specifically non-objective art) which relies on optical illusions in order to fool

the eye of the viewer. It is also called optical art or retinal art»®.

Kpome cunonuma Retinal Art, BapuaTMBHOCTh JAHHOIO TEpPMHHA
IIPOSIBIISIETCS. U B 3aMEHE WJIM NPOITYCKE BTOPOM JIEKCEMBI Art. B TepMuHONIOrNN
MCKYCCTBOBEJICHUS TpWIaraTelibHble 4acTO HUIPAIOT POJib KIACCU(PUIUPYIOMUX
TEPMHMHODJIEMEHTOBY, U B TAKMX CIIy4asX BIOJHE JOTMYHO, YTO BAPUATHBHOCTH
OyZeT MpOsIBIATHCA 4YEpe3 COXpPAaHEHUWE MMEHHO NIpHiIaraTesibHoro. PaccMorpum
TOJNBKO  BapuaHThl, BCTpPEYAIOIIMECS B  OJHOM  CTaTb€  M3BECTHOIO

MICKYCCTBOBEIYECKOTO UHTEPHET-U3Nanus Artforum®’:

o Op art

[ Op art movement
o Op

[ Op trend

o Op artists
o optical hysteria
o Op hit

[ Op politics

® http://www.visual-arts-cork.com/history-of-art/op-art.htm

¥ Muneropa Exarepuna BiagumMupoBHa. AHITIMIACKOE IIPUIATaTENLHOE B CHELHMAIBHOM JIHCKYPCE:
(YHKIIMOHATBHO-CEMAaHTHUYECKAsT XapaKTepu3alns Ha MaTephalleé HCKYyCCTBOBEIUECKOTO JUCKypca:
nmuccepranus ... kKanaugata Oumonorndecknx Hayk: 10.02.04 / MuneroBa Exarepuna BmamumuposHa,

[Mecro 3ammthl: FOXHEIN (GenepanbHbId yHUBEpCHTET].- PocToB-Ha-/lony, 2016.- 197 c. C1p. 17

® David Rimanelli, SO WHY OP NOW? URL: https://www.artforum.com/print/200705/david-rimanelli-
15209
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[ Op ‘“democratization of art”
o Op experience

o Op micromoment

[ Op logotype
[ Op-ish patterning of said logo

YacTh MepeynCIIeHHBIX BapUAHTOB TEPMHUHA, 0€3YCIOBHO, MCKIIOUUTEIHLHO
KOHTEKCTYaJIbHbI, OJHAKO Ja)X€ KOHTEKCTyaJlbHas BapUaTUBHOCTH I1OKA3bIBACT

3HAYUTEIILHBIN MNOTCHOMAJI TCPMHHA K CO3AAHUIO BAPUAHTOB.

Bropoil THn BapuMaTMBHOCTH BBIACISIETCA MAKCHMAJbHO SIPKO, TaK Kak
JAaHHbIE  W3MEHEHUsS B  IUIaHE  BBIpaXeHUs  OyayT  3aMETHBI  Jaxe
HernpodeccuonanpHOMy YuTaTeno. OaHON W3 MPUYMH JAaHHOW BapUATUBHOCTHU B
AHIJIMACKOM  A3BIKE MOXET SBJATHCA 3aUMCTBOBAHHBIM XapakTep MHOTUX

TEPMUHOB.

K npumepy, tepmun Magic(al) Realism tipon3ouien OT HUAEPIAHIICKOTO
Der Magische Realismus (Taxxe cleayeT OTMETHTh, YTO JaHHOE IIOHSTHE
ob6o3Havaetcsi u Tepmunamu Fabulism u Marvelous Realism) v Obln niepeBeicH

Ha aHTJIMMCKUH A3bIK 1ByMs Bapuantamu, Magic Realism v Magical Realism:

Magic(al) Realism — term coined by the German critic Franz Roh in 1925 to
describe the aspect of *Neue Sachlichkeit characterized by sharp-focus detail. In
later criticism the term has been used to cover various types of painting in which
objects are depicted with photographic naturalism but which because of
paradoxical elements or strange juxtapositions convey a feeling of unreality,
infusing the ordinary with a sense of mystery. The paintings of *Magritte are a

prime example.™

Kopniyc Bputanckoro anrnuiickoro BNC npemnaraer 12 npumepos Magic

Realism un Tonbko 4 npumepa Magical Realism, Takue Kak:

# Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 305
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NICOL's first novel was generally categorised as a South African version

of Magic Realism'.

A blend of charming inventiveness and acute observation characterises the

magic realism of a uniquely-talented artist.

Since then Fleur Cowles has gone on to develop a style which has been
described as "Magic Realism". She first started to include her hallmark, wild cats,
in her paintings when her husband introduced an Abyssinian cat into their London

home.

The director, Thomas de Mallet Burgess, delicately underlines the personal
in April de Angelis's allusive script though he can't assert himself when the play
slithers into magical realism. At the end highway robberies, riots and an

unspecified sense of comeuppance is what we are left with.

The album is rich in representation of the black experience, with raps on
interplanetary funk codes, Afronauts, and white kryptonite bringing a P-funky

magical realism to hip hop.'

The word '"Colombia’ walks across the top of the jacket in bright pink and
blue collage letters, adding a note of surrealism to a work on the country whose
history Gabriel Garcia Marquez claimed corresponded most closely to the magical

realism of his writing.

COCA mnpemmaraer 85 npumepoB TepmuHa Magic Realism n 168 —
Magical Realism; onHako nojaBisoniee OOJIbIIMHCTBO MPUMEPOB CBSI3aHBI HE C
U300pa3UTEIbHBIM HUCKYCCTBOM, TaK KaK TEPMHH C TEM JK€ IUIAHOM BBIPaKEHUS
CYLIECTBYET M B JIUTEpaType, U B My3bIKE, IJl€ MOJIb3YETCS IOIMYJSPHOCTHIO.
[Ipumepamu ynotpeOieHHs TEpMUHA B KOPIIyCE COBPEMEHHOTO aMEpPUKaHCKOIrO

A3bIKA MOT'YT CIIYKHUTB CICOYIOIIHUC IIPUMCPBI:

Jean-Pierre Jeunet proves that "Amelie" was no fluke, but this time he relies

mostly on visual artistry, rather than in magical realism. He also reminds us, by
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displaying the French countryside along with flashbacks of the front lines, that war

is stupid and wasteful. But it's not an obvious, slam-in-your-face reminder.

America is still this diverse and beautiful, but the distance of years lends

these pictures a magic realism. Thank you for this gift.

KonudectBo mnpuMepoB CIMIIKOM Mallo, 4YTOOBI MOXHO OBUIO C
YBEPEHHOCTHIO BBIJCIUTH OTACIbHBIC PA3IUYHBIC CEMbl JJIS JIBYX BapHaHTOB
TEPMUHA; OJHAKO, COOpaHHbIE MPUMEPHI YKA3bIBAIOT HA TO, YTO magic realism
Yarie UCMHOJb3yeTCsl B 00JACTU JIUTEPATYPHI U U300PA3UTENHHOTO UCKYCCTBA, B TO
BpeMsl Kak magical realism yame uCnoyib3yeTcs B OTHOUIEHWH JIUTEPATypbl U
My3bIkH. OJHaKO HEO0OXOJUMO OTMETUTh, YTO magic realism WVCIOIL3YeTCS B
IIeJIOM 3HAYMTENbHO dame, yeM Magical realism — TOWCKOBBIE CHCTEMBI JAIOT
npuomusutenbHo 3500 mpumepoB Magical Realism u 6onee 100000 Magic

Realism.

Jpyrum npuMepoM TepMHuHa ¢ MOP(HOJIOTHIECKON BapHUATUBHOCTHIO MOXKET

CIIy>)KUTb TEPMUH conceptual(ist) art.

Conceptual Art — term embracing various forms of art in which the idea for
a work is considered more important than the finished product, if any. The notion
goes back to *Duchamp, but it was not until the 1960s that Conceptual art became
a major international phenomenon. Its manifestations have been very diverse.
Their common characteristic is the claim that the 'true’ work of art is not a
physical object produced by the artist but consists of 'concepts' or 'ideas'. When a
material thing is hung in a gallery or otherwise presented to spectators, this is
regarded as no more than a vehicle for the communication of ideas or a means of
reference to events or situations removed in space and time from the presentation.
Photographs, texts, maps, diagrams, sound cassettes, video, etc., have been used

as communication media. Most artists in the field of Conceptual art deliberately
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render their productions uninteresting, commonplace, or trivial from a visual point

of view in order to divert attention to the 'idea' they express."’

B To Bpems Kak cCJ0Bapd OOBIYHO IIPUBOAAT OINpEAEIEHHS HMEHHO
Conceptual Art, BNC paer 12 npumepoB conceptual art u 0 mnpumepos
conceptualist art*®, a COCA maer 222 npumepa conceptual art u 1 mpumep
conceptualist art™, HekoTOpEIE CI0BapH BCE JKe NPUBOIAT JABA BAPUAHTA TEPMHUHA
a BapuaHT conceptualist art UCTIONL3YETCs CIENUATMCTAME, K IIPUMEPY, rajiepeit

Tate:

The workshop provided a forum for the discussion of conceptualist art
writing produced by a wide range of artists and thinkers in Britain and elsewhere.
The historical specificity of conceptualist art writing and its more recent
ramifications were examined, as were specific art writing practices as well as
attendant theoretical and practical issues. The importance of and methodological
approaches to archival resources on art writing in Britain was of

special concern.”!

Taxke HEOOXOAMMO OTMETUTh, YTO WHOT/Ia 00a BapHaHTa MCTOIL3YIOTCS B
onHoMm Tekcre. Ilepen wuccrmemoBaTeneM NaHHOTO TEPMHHA BCTAaeT HE TOJBKO
BOIIPOC O CaMOM HAJIWYWHM BApUATHUBHOCTH W €€ TMPUYMHAX, HEKOTOPHIC
CHEIMANKMCTBl  PAacCCMATPWBAIOT  JIaHHBIE JBAa BapuWaHTa TEPMHUHA  Kak
B3aMMO3aMEHsAEMbIC, B TO BpeMs KaK JpPyrue CIENHUaINCThl pPacCMaTPUBAIOT
Conceptual Art u Conceptualist Art kak pa3nuyHble TEPMHHBI, 0003HAYAIOIIKE

Pa3JIUYHBIC IIOHATHA.

¥ Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford: Oxford University Press, 2009,
p.65

8 http://corpus.byu.edu/bne/
* https://www.english-corpora.org/coca/

% AzapoB A. A. AHIJIO-PYCCKHIl SHIIMKIJIONEIMIECKUI CIIOBAPh MCKYCCTB M XY/I0KECTBEHHBIX PEMECEL.

Towm 1. - M.: «®aunaTan, 2007, ctp. 75

°! https://www.tate.org.uk/about-us/projects/art-writers-britain/art-writing-conceptualism
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Tak, Puuapn KaBenn B kuure McLuhan in Space: Cultural Geography
ynoTpeOJiseT BapuaHThl conceptualism v conceptualist art, noaaepxuBas CBOU

cioBa ccbutkoit Ha Posy Jlu [onnGepr, ynorpebnssiryto conceptual art:

A related art form was conceptualism. Just as performances rejected the
traditional spaces of museum and gallery in favour of the body as site and material
for performance, so conceptualist art rejected canvas and paint, chisel and
hammer, and the traditional art object, in favour of the concept of the artwork
itself. As Rose Lee Goldberg remarks, ‘conceptual art implied the experience of
time, space and material rather than their representations in the forms of objects,

and the body became the most direct medium for representation’.’*

Jlazee aBTOp BBIACIISICT HEKOTOPBIE 0COOCHHOCTH conceptualist art, KOTOPbHIC
MOJIHOCTBIO  TOXKJECTBEHHBI  ONpPEACIICHUSIM conceptual art, Takue Kak
dbokycupoBKa Ha HJEsSIX, KOHIIENTaX, HO HE Ha OOBEKTax, 0co00€ BHUMAaHWE,
yaenseMoe si3bIKy B paboTax, paccMarpuBaHue pabOT CKopee Kak MpoIecc, a He
KOHEYHBIM pe3ysibTar U T.J. TakuMm 00pa3oM, MOKHO 3aKIIOYUTh, YTO JAHHBIM
aBTOp HE NPOBOJWT TPAHUL MEXAYy conceptual w conceptualist art n
BOCIIPUHUMAET JaHHbIC JIEKCHUECKHE €AMHUIIBI KaK MOP(HOIOTHUYECKUE BapUAHTHI

OAHOI'0 TCpMHHA.

Jpyroii HCKyCCTBOBEl MPOBOJIUT YETKUE PA3IINUUSI MEXIY conceptualist art
u conceptual art.

Common consensus now is that the full-glare moment of art-world and
public recognition was the 1970 exhibition “Conceptual Art, Conceptual Aspects,”
curated by Donald Karshan at the New York Cultural Center (with Kosuth and
Burn as “ghost curators”). Note that the double has already appeared: yes, there

is core Conceptual art, but there is also art that has some conceptual qualities

(“aspects”), that is, there is also conceptualist art.”

% Richard Cavell, McLuhan in Space: Cultural Geography, Toronto: University of Toronto Press, 200, p.
177
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On the other hand, groups such as Collective Actions and Medical
Hermeneutics and a number of individual artists were, in the 1970s and 1980s,
making art in a context where they were aware of conceptual art before and during
Conceptual art, and were contemporaries with conceptualist art after it, so they

made their choices accordingly.”

Conceptual art B faHHOM TIpUMeEpe MUIIETCS ¢ O0NBIION OYKBBI, B TO BpeMsI
Kak conceptualist art — HeT. BO3M0OXHO, IPUUMHON 3TOTO SBISETCA TO, UYTO aBTOP
CUMTAET conceptualist art HE HAyYHBIM MTOHATHEM, & BUAOM MCKYCCTBA, B KOTOPOM
MIPOCJICIKUBAIOTCS OIpEIeTICHHbIE cienbl KoHuenuuu Conceptual art, xoTopas, B

CBOIO OYepe/lb, CTPOro OrpaHUYEHA BPEMEHHBIM MEPHUOJIOM.

Tpetnii BuA BapHaTHUBHOCTH, CYIIECTBYIONIMH Ha ypoBHE opdorpadun,
IPEXKe BCETo KacaeTcs UCIob30BaHus Aeduca. OH MEHee 3aMETeH I YUTaTes,
YeM MPEIbIIyIIUe THUIIBI, OJHAKO TakKas BapUATHBHOCTh BCE K€ BhIACIeTCA. B
OTJMYHAE OT TEPMHUHOB C MOP(OJIOTHYECKONW BApUATUBHOCTHIO, HCIIOIH30BAHHE
neduica He BIUSCT HA TUIAH COJCPXKAHUS M OCTACTCS 3aMETHBIM HMCKIIOYHTEIBHO

IIpH UCCIICAOBAHNH IIJIaHA BBIPAKCHUA.

OgHuM U3 TPUMEPOB TaKUX TEPMHUHOB MOXET CIYXUTh non(-)objective

[art]:

Non-objective — General term for all abstract art that does not depend on
the appearance of the visual world as a starting-point. The term seems to have
been first used by *Rodchenko, but it was given currency in the West by
*Kandinsky in his book Uber das Geistige in der Kunst (Concerning the Spiritual
in Art) in 1912.%

% http://www.e-flux.com/journal/29/68078/one-and-three-ideas-conceptualism-before-during-and-after-

conceptual-art/
94

http://www.e-flux.com/journal/29/68078/one-and-three-ideas-conceptualism-before-during-and-after-

conceptual-art/

*Tan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford University
press, p. 370
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Heobxoaumo otMeruth, uTo, XO0Ts B padotax O.C. AXMaHOBOW TEpPMUHBI
paccMaTpUBAIOTCS KaK HMMEIOIINE HOMHUHATUBHYIO MNPUPOIY, B JIAaHHOM Cllyyae
TEPMUHOJIOTHYECKOE 3HAYEHHE MOXHO HAWUTH HMMEHHO Yy MpUIaraTeJbHOTo
non(-)objective, IMEIOIIETO PA3NUYHBIE KOJUIOKAIUU, SBIISIFOIIUECS COCTaBHBIMU
TepMuHamu (non-objective art, non-objective painting, non-objective method).
Tak kak BapuaTUBHOCTh  HAOMIOJAETCS WMEHHO B  MPWIAraTeabHOM,

pacCMaTpuBaTbCA 6y,Z[€T IMpCKAC BCCTO UMCHHO OHO.

PaznuuHble MOHOJMHIBAJIbHBIC U IIOJUJIMHIBAIbLHEIC CJIOBapu mnpceajararoT

pa3IuYHbIC BAPUAHTHI HAITMCAHMS:
Non-objective art— 6ecnpeomemnoe uckyccmeo’
Nonobjective — abcmpaxmmubiil, HepenpeseHmamueHulil’’

Nonobjective art is another way to refer to Abstract art or
nonrepresentational art. Essentially, the artwork does not represent or depict a
person, place or thing in the natural world. Usually, the content of the work is its

color, shapes, brushstrokes, size, scale, and, in some cases, its process.”
Kuauru no uckyccTBy yaiie UCIoyb3yoT popmy non-objective:

As in the case of Cercle et Carre and of Abstraction-Creation, which
appeared in Paris in 1930 and 1932 and which, like Circle, were used as platforms
to organize exhibitions, most of the recent art reproduced by Gabo and his
acolytes represents a middle-brow, academicized version of geometric abstraction

that has no programmatic characteristic other than that of being "non-objective,’

to use the vocabulary of the period.”

% Tokmuna E. A. McKycCTBO: aHIIIO-DYCCKHMI M PyCCKO-aHIJIMHMCKUE crnoBaph — Menukc: Pocros-Ha-

Hony, 2009, c. 105

7 A. A. A3apoB AHIJIO-PYCCKHUIT SHIMKIIONEIMIECKUI CIOBAPh MCKYCCTB M XY/I0KECTBEHHBIX PEMECEL.

Tom 2. - M.: «®aunTay, 2007, ctp. 148
% http://arthistory.about.com/od/glossary n/a/n_nonobjective art.htm

* Foster Hal, Rosalind Krauss. Art since 1900: modernism, antimodernism, postmodernism. — London:

Thames and Hudson, 2004, p. 282
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But no one paid attention, and figurative abstract art became a cottage
industry of the cultural elite-notably in the United States, where for a decade it
filled the Museum of Non-Objective Painting (later called the Guggenheim
Museum) and Albert Eugene Gallatin's Museum of Living Art, as well as the
exhibitions of the American Abstract Artists Association, giving abstraction a bad
name until Abstract Expressionism — whose participants loathed the AAA —

would cast it aside. '

BNC mnpennaraer 2 npumepa nonobjective v 12 non-objective. Onnako,
OJIHO3HAYHO  CHeJlaThb  BBIBOJ, YTO BTOPOM BApUAHT  JIMHTBUCTUYECKU
MpEANOYTUTENIbHEE, HENb3s: W3 12 MNpUMEpOB JHUIIbL S5 SBJISIIOTCS TEPMHUHOM

I'YMaHUTApHBIX HAYK:

1) Capitalism and Culture' ranges from T.J. Clark's' The Painting of
Modern Life'to Brecht's'” On Non-Objective Painting';' Aesthetic Theory
and Social Critique'ranges from Benjamin's' Work of Art in the Age of
Mechanical Reproduction'to Greenberg's' Modernist Painting'. They've
got some important, inaccessible texts; but the range is too big; the art is
allowed to get out of focus.

2) Her life-size wax nudes, male and female, hung up on hooks as though
fresh from some abattoir, were horrific standouts in the last Whitney
Biannual. From 2 May until 3 June at Fawbush her latest wax and
papier-mch pieces are on view. In the late Thirties the Baroness Hila
Rebay was busy looking for a name for the new art museum her mentor
Solomon R. Guggenheim was about to found and of which she was about
to become the first director. What she came up with was' The Museum
of Non-Objective Art' and the Guggenheim Museum existed under that
rubric for some years.

3) When the name was officially changed the term' non-objective' fell into

general disfavour, possibly because of a public mis-perception that it

1% Foster Hal, Rosalind Krauss. Art since 1900: modernism, antimodernism, postmodernism. — London:

Thames and Hudson, 2004, p. 284
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4)

)

referred to art without a purpose. Lately in the field of painting, there has
been a groundswell of revived interest in' pure abstraction' but the same
can not be said for sculpture. Young sculptors seem generally indifferent
to its lures and so it is to veterans in the field that one must look for
nourishment. Among those, at Paula Cooper there is new work by Carl
Andr, at Rubin Spangle' Important Works from 1963-1990' by Dan
Flavin (both shows until 30 May), and at Hirschl &, Adler recent
polychromed aluminium pieces by Barbara Schwartz (21 May until 19
June).

Since 12 drawings don't make a show, I borrowed the title The Non-
Objective World, from Malevich and set about preparing for an
exhibition of lesser-known artists of the early period (1914-24). This
show was a great public success, though far from a business success. |
decided to follow The Non-objective World theme through and the
second show concentrated on the years 1924-39. Both exhibitions
travelled, the first to Paris and the second to Paris and Milan. Then we
did a show 1935-55 in which we included the first Americans and quite a
few British artists, since they were fairly late going into constructivism.
We began producing the big catalogues to go with the shows. Did you
travel to the Soviet Union to unearth these works? No. They were mostly
things that had already reached the west. Do you find that your shows get
a warmer reception in Europe? Is the British market more obsessed with
fashions? The British were always very suspicious of abstract art and,
deep down, it is still there. In this country we are always happiest with
figurative art. You are still putting on The Non-objective World shows,
aren't you? Yes. I've just done a show a touring show, for the Arts
Council which opened recently in Kendel having been in Cambridge,
Swansea and Liverpool. But, it's rather dad that it will neither visit
London nor the big towns. Maybe the London art scene is too obsessed

with' the new', the faddish. That's certainly true. Look at Damien Hirst,
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he's everywhere. There are very few of those artists of the 1980s whom [
think will have any standing in a few years. If I take on an artist, for

example, I need to think they will have a future.

OcTtanbHble TPUMEPHI UCTIONB3YIOT CIOBO non-objective xak clioBO OOIIETO

SI3bIKA B 3HAYCHUM «HEOOBEKTHBHBIN:

Such an approach's insistence on dealing with non-traditional, non-
objective methods points up the ambiguities which characterize psychological
methods, in a persistent and useful way. It also lets feminist psychologists have and

eat their methodological cake.

Students have carried out small empirical investigations using tape
recorders, video equipment and various forms of interviewing and observational

techniques — objective and non-objective, structured and unstructured.

Apply this result to P3/T2, by pivoting as indicated;, we obtain the non-
objective rows of P3/T3. Note that the goal is now achieved.

O,Z[HaKO B JaHHOM KOHTCKCTC H€O6XO,Z[I/IMO pacCMaTpuBaTh JIMIIb TC

PUMEDBIL, TJI€ Peub UAET 00 N300pA3UTENBHOM UCKYCCTBE, K IPUMEPY:
The Painting of Modern Life'to Brecht's' On Non-Objective Painting
The Museum of Non-Objective Art’

When the name was officially changed the term 'mon-objective' fell into
general disfavour, possibly because of a public mis-perception that it referred to

art without a purpose.

Such an approach's insistence on dealing with non-traditional, non-
objective methods points up the ambiguities which characterize psychological
methods, in a persistent and useful way. It also lets feminist psychologists have and

eat their methodological cake.

B TO0 e Bpems, mpumepsl nonobjective OTHOCATCA HCKIIOUHUTEIBHO K

M300pa3uTETHHOMY UCKYCCTBY:
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Artists responded to the outbreak of two world wars in several ways. Many,
such as the Bloomsbury Group, were pacifists and simply disassociated themselves
from hostilities. Others were pure artists, to whom war and other nonaesthetic
factors were quite irrelevant; this applied especially to artists working in the
1930s, such as those associated with nonobjective art and St Ives. A third group
were idealists and enlisted with the Artists' Rifles and other forces, whether or not

they were physically suited for fighting.

Takum oO0pa3oM, MOXKHO 3aKJIIOUUTh, UYTO Honobjective uCTONB3yETCS
UCKIIIOUUTETIFHO KaK TEPMUH H300pa3UTENBLHOTO HUCKYCCTBA, a non-objective
MOXET OBbITb M TEPMUHOM H300pA3UTENBHOTO MCKYCCTBA, M OOIIEHAYYHOM
JIEKCUKOM, W CIIOBOM HECIEHHUATU3UPOBAHHOIO aHTJIMHUCKOTO s3bIka. [Ipu sToM B
TEPMUHOJIOTHH U300pa3UTENbHOIO HCKYCCTBA TEPMUH MOXKET OBITh UCIIOJIB30BAH U

B TOM, U B IpyTOM BapHaHTE.

Ta ke cutyanus HaOIIOJaeTCs B Cydae Jpyroro mpuMepa BapuaTUBHOCTH C

ucrnois3oBanueM neduca, Hard(-) Edge painting:

Hard Edge painting. Term applied to a type of painting (predominantly
abstract) in which forms, although not necessarily geometrical, have sharp
contours and are executed in flat colours. The term was coined by the American
critic Jules Langsner in 1958, and although it can be retrospectively applied to
such styles as *Purism, it is used mainly of the type of painting that emerged as a
reaction to the spontaneity and painterly handling of * Abstract Expressionism.
Major exponents of Hard Edge painting have included Ellsworth *Kelly and
Kenneth *Noland."

B 10 Bpems kak Oxford Dictionary of Art nmoka3plBaeT HalMCaHHUE U3 JABYX
CJIOB, AHIJIO-PYCCKUI SHIMKIONEINYECKUN CIIOBAPh UCKYCCTB U XYI0KECTBEHHBIX

peMECE npeajaract HalmtMCaHue 4€pe3 I[e(l)I/ICI

Hard-edge [ — peskuti (06 abcmpakmHot Hcu8onuc)

1% Tan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 229
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Hard-edge Il (painting) — npousgedeHue abOCMpPaAKmMHOU HCUBONUCU (C

PESKUMU ovEPMAHRUAMU U HACBIUWEHHbIMU b;eemaMu)

Hard-edger — ynuunwlii xyooocnux (0cob. Xyooxcnux-abcmpakyuonucnm)'®

BNC nokasbiBaer 31 npumep Hard Edge, nuib 4 U3 KOTOPBIX — TEPMUHBI;

Takke oH aaet 3 npumepa Hard-Edge, mpuuem Bce OHU SIBIIAIOTCS TEPMHUHAMM:

L

A) Review by Adrian Henri BASHIR Makhoul's paintings at the Bluecoat
are, superficially, in the style known in the 60s as Hard Edge: strongly-
patterned abstracts in flat areas of contrasting colours. Yet this isn't the

whole story.

B) John Copians, co-founder of the journal Artforum and ex-director of the

museums of Pasadena and Akron, made his debut in the Seventies with
Hard Edge abstractions, and in tandem developed a profound interest in
the history and aesthetics of photography which has taken him, over the
course of the past ten years, to the production of self-portraits executed

as universal images.

C) Fast drying enables a rapid overpainting, they are flexible and versatile,

11

adhering to a variety of surfaces and they can be painted in large, flat
blocks of colour, useful in hard edge, pop or optical art painting for
example. The development of liquid acrylics expands the possibilities
further.

A) Following in the footsteps of many avant-garde photographers, the
hard-edge painter Brendan Neiland is much interested in observing and
painting reflections, very often on a curved or waving surface.
Artistically, Neiland is aligned to Monet and the French Impressionists

in being interested in the reflection and refraction of light.

12 AzapoB A. A. AHIIO-PYCCKHUii SHIMKIIONEMYECKUN CIIOBAPh UCKYCCTB M XYI0KECTBEHHBIX PEMECEIL.

Towm 1. - M.: «®aunTay, 2007, ctp. 127
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B) There is a sequence of hard-edge air-brush paintings which tick off the
various stops on the way such as York and Newcastle. More recently
Neiland has achieved a quartet of Cloudscapes. Where the future will

take him is any-one's guess.

C) With the exception of Ad Reinhardt there is no one who was involved in'
pure' or hard-edge abstraction in the Thirties; except for Hopper and
Sheeler there is no realism before (or after) World War 11; and there is

no nod to Depression-era painting.

Taxum 00pa3zom, MOXKHO MPEANONIOKHUTh, YTO B TO BpEMsl, KaK BapuaHThI 0e3
nercoB KOHCYOCTaHUIMOHAIbHBI M 00Jiee NPHUBBIUHBI, BAPUAHTHI € aeducamu
UCIIONB3YIOTCS  pexe, HO HEe MOryT ObIThb OHmMOOYHO MPHUHATHL 34

HCCIICHUAIIN3UPOBAHHYIO JICKCHUKY.

Takum 00pa3om, B JaHHOW pabOTe aBTOPCKUM TEPMUHOM OYJIET CUMTAThCS
TEPMUH, TUMOJIOTHSI KOTOPOI'0 W3BECTHA, BXOJIALLUH, KpoMme
TEPMUHOJIOTMUECKOTO TIOJIsl OIpeAesIeHHONM 00JacTh 3HaHUs, U B Oosee y3Koe
TEPMHUHOJIOTUYECKOE II0JIE, CO3JAHHOE WU CTPOSLIEeCs BOKPYT OIPEIEICHHON
burypsl, «aBTOpa», U HEPa3phIBHO CBA3AHHBIM C JAaHHOW (UTYypOl B CO3HAHUU

CIIEIMAJINCTA TOU WM HHOUM 00JIACTH.

MOXXHO 3aKJIIOYUTh, YTO ABTOPCKHME TEPMHHBI HE TPEICTABISIOT COOOU
OTZIEJIbHYI0 TEPMUHOJIOTHIO, HO SBJISIFOTCS] TIOJIHONPABHOM YacThl0 TEPMUHOJIOTHH
TOM WJIM MHOM 001acTu 3HAHUM. BBIIEIAIOTCS aBTOPCKHUE TEPMUHBI KaK HA YPOBHE
DKCTPAJIMHIBUCTUYECKOM, TaK W Ha YPOBHE CHUHTAKTHUKA W IPArMaTUKU;
BBIJICJICHUIO X B OCOOBIN KJIACC TEPMHHOB TAKXKE CITY>KaT 0COOCHHOCTH aBTOPCKUX

TCPMHUHOB KaK B IINIAHC COACPIKAHUS, TAK U B IIJIAHC BBIPAKCHMU .
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§3. IIpodeccuonanbuplii W HenpodeccMOHAIBHBIA JUCKYpPC B cdepe
U300pPa3uTEIbHOI0 HCKYCCTBA

XOTS BaXHOCTh WCCJICAOBAaHMS JWCKypca HE OCIapuBaeTca HH B
PYCCKOSI3BIYHOM, HA B MEXKIYHAPOJHOW HAyKE HAYUHAA CO BTOPOM IOJOBUHBI XX
BEKa, CaMO OIPEICIICHNUEe MOHATHS «IUCKYPC» JI0 CHX IOp SBJSETCS CIIOpPHBIM. B
pamMKax JaHHOW paboThl HE OyJayT paccMaTpuBaThCs JETATbHO HHU HCTOPHUS
MOHATHUS «IUCKYPC», HH €r0 pa3IMYHbIC TPAKTOBKH, HU TMOAXOABl K H3yYCHHIO
JUCKypca B CBSI3M C OrPaHUYEHHOCTBIO pa3Mepa JaHHOM paboTel U
CYILIECTBOBAHMEM MHOTOUYUCIEHHBIX HCCICAOBAHUM, TOCBSIIEHHBIX HMEHHO
JaHHOMY Borpocy. OJHaKoO HEBO3MOXKHO ¢ HCCJIeAoBaTh, B YaCTHOCTH,
npodeccuoHanbHbIN U HEMPO(PECCHOHATILHBIN JUCKYPC, HE ONPEACIINB TOHNMaHHUE
aBTOPOM JaHHBIX MOHITHH U, MPEXKJIE BCET0, CAMOIO MOHATUS «IUCKYPC».

B pamkax oTedyecTBEHHOM HAayKH OJHUM W3 BAXXHEWIINX BIOXHOBUTEIEH
uccleaoBatTenell TUcKypcea sIBJIIEeTCs HulepiaaHiAckuil auHreuct T.A. BaH [leWik,
paccMaTpHUBAIOIIUN JIUCKYPC KaK «KOMMYHUKAMUBHOE cobbimue, npoucxoosiuyee
MeHcoy  2080pAwUM,  cywlarowum  (Habaodamenem u  0p.) 6 npoyecce
KOMMYHUKAMUBHO20 OelCMBUsL 8 ONPEOESIeHHOM 8PEMEHHOM, NPOCMPAHCMBEHHOM
u npouem Konmexcme»'”.

B cBoro ouepens, O.B. AnexcangpoBa u E.C. KyOpsikoBa mnpemiararot
cleayroIlee ompeaelieHue: «a multifaceted communicative event dependent on
many extra-linguistic levels, such as knowledge of the world, opinions, attitudes
and goals of the producer of a text»'™.

Taxxe Henb3ss HE YINOMSIHYTh onpenenenue, aaHHoe B.B. KpacHbix:

((dUCKpr C no3uuu1] NCUXONUHSBUCTNIUYECKO20 / TUH2B0-KOCHUMUBHO20 NO0X00d

1% Top6ynos A.I'. Jluckypc Kak HoBas juHrBo(uuocopckas napagurma / A.I'. TopOynos. Wkesck: U3 -

BO Y MypTckoro ynuepcuteta, 2013. — 56 c., ctp. 10

% Aleksandrova O.V. Dynamic changes in modern English discourse /O.V. Aleksandrova, E.O.
Mendzheritskaya, V.L. Malakhova // Training Language and Culture. — 2017. — Vol. 1. — Issue 1. — P.
100-117
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Mmoancem ObIMb onpedeﬂeﬂ KakK 8€p6d]ll/l3y€ﬂ/l(1}l pedemvlciumelbHaA
aeﬂmeﬂbHOCWlb, npedcmaiomaﬂ Kak COBOKynmHoCmb npoyecca u pesyibmama u
06]161@61}01/{461}1 KakK coOCmMeeHHOo JUHZBUCMUYECKUM, mak u

IKCMPATUHSEUCIIUYECKUM NAaHamu»'”.

Oco0yr0 BaXHOCTh B KOHTEKCTE JAHHOI'O HUCCJIEAOBAHUS HUMEIOT B3TJISIBI
B.N. Kapacuka, MMOHUMAIOIIETO TIUCKYPC KakK «obueHue Jrooeltl,
paccmampusaemoe ¢ NO3UYULL UX NPUHAONEHCHOCMU K MOl UIU UHOU COYUATbHOU
2pynne unu NPUMEHUmeNIbHO K MOU UMY UHOU MUNUYHOU pedenosedeHuyecKoll

cumyayuu, Hanpumep, UHCMumyyuonaibroe oouenue».'"

OcoOeHHO TMOMYJSPHOM  THUIOJIOTUEM JTUCKYPCOB SIBJIAETCS HUMEHHO
tunosiorus B.B. Kapacuka, B pamMkax KOTOpOH BBIAEISIOTCA JBa THIA JUCKYpCa,
VMHCTUTYIMOHAJBHEIA W NepcoHanbHbIA'".  MHCTUTYLMOHANBHBIA  JAUCKYPC
MOHUMAETCS KaK OOLIEHUE B paMKax TOTO WM UHOTO «COYUANbHO20 UHCIMUMYma
<..> 6 3a0aHHbIX  pAMKaX CMamyCcHO-pONe6bLX omuowenuii»'”,
XapakTepucTUKaMy MHCTUTYLIMOHAJIIBHOTO AUCKYpPCa MOTYT CUMTAThCS HEKOTOpas
KJIIUIIUPOBAHHOCTh OOIIEHUs, YETKO OrPaHUYEHHBIN Kpyr uened oOueHus u
PEUEBBIX CUTYaIlMd, OrpaHUYEHHAs TeMaTHKa OOIICHUS, a TaKXKE MPEACTABICHHE
YYaCTBYIOIINX «O TUIUYHBIX MOJAEJSX PEUYEBOTO MOBEACHUS MPU UCTIOJTHEHUH TEX

WY MHBIX COLMANILHBIX pojeii» '™,

195 28. Kpacubix B.B. Equnnna s3bIka vs. €IUHULE] JMCKypca W JIMHTBOKYJIBTYPHI (K BOIIPOCY O CTaTyce
npeneneHTHHIX GpenoMeHoB U crepeotunon) / B.B. Kpacueix // Bonpocsl ncuxonuarsuctuku, 2008. Boi.

Ne 7. C. 53-58.

1% Kapacuk B.B. SI3bIK0BO# KpyT: IMYHOCTB, KOHIENTHI, Auckypc / B.B. Kapacuk. M.: ['nosuc, 2004. 389

cctp. 194

197 Kapacuk, B. Y. O tunax auckypca / B. W. Kapacuk // SI3bIkoBasi TUYHOCTH: MHCTUTYIIMOHATILHBIN 1

MePCOHANBHBIN MUCKypC: c0. Hayd. Tp. -Bonrorpan: [lepemena, 2000. - C. 5-20.
% ibid, C. 5

19 Tefiranr E.M. CeMHOTHKA TTOIUTHIESCKOTO JCKypca: JucC. ... A-pa ¢uron. Hayk: 10.02.01 / [efiran

Enena HMocudosna. Bonrorpan, 2000. - 440 c., ctp. 59-60
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VIMEHHO WHCTUTYLMOHAJIBHBIA JUCKYpPC Yallle BCEr0 CPaBHUBAETCS C
npo(ecCUOHaNbHBIM, U UMEHHO 4Yepe3 HHCTUTYLHOHAIbHBIM JUCKYPC MOXKET
ONpEAENAThCS  NPO(ECCHOHANBHBI U HEMpOo(hecCHOHANBHBIM  IHUCKYPCHI.
HekoTopble ydyeHble (pakTHUECKH MPUPaBHUBAIOT NMPO(PECCUOHAIBHBIN JUCKYpPC K
MHCTUTYLIMOHAILHOMY WM, 1O KpalHed Mepe, CUUTalT NpodecCHOHATbHBIN
auckype yactbio umHctuTynmoHanbHoro (E.U. IN'omoBanora, A.O. Crebiernona,

Y.B. buue-oon, B.M. MansiieBa u ap.).

Tak, E.W.TonoBanoBa mnpemnaraer ciaeaywmiee omnpenenenue: «l1oo
npogheccUOHAIbHLIM — OUCKYPCOM — Mbl — npediazaem  HOHUMAMb  8epOAIbHO
0NnoOCpPedosanHy10 KOMMYHUKAYUIO Kax npoyecc KOHMPOIUPYEMO20
83aumooeticmeus cyObeKmoa npogeccuonanvrol oesamenbHOCmU,
Xapaxkmepuzylowuics  ONpPeoeieHHbM — KOMNAEKCOM — HOPM,  CMepeomunos

110

MbIUTIEHUS U NOBEOCHUSD . HOpMBI U CTCPCOTUIILI B JaHHOM CJIydac HAIIPsAMYIO

OTCBUIAIOT HAC K MHCTUTYLIMOHAIbHOMY nuckypcey B.U. Kapacuxka.

JI.C. beiinuHCOH TakXe CBS3BIBA€T JBa THIA JUCKYpCa, OMIPEICIIss
npo(heCCHOHATBHBIA UCKYPC 4Yepe3 €ro WHCTHTYIMOHAJbHBbIE, MPO(UIBHBIE H
npeaMeTHble Tpu3Haku' . Kak mHcturynuoHansHbie npusHaku JI.C. Beinuucow,
cienys 3a B.W. Kapacukom, mnoHuMaer GyHKUMH, WU 1€dH, OOILIEHUS:
neppopMaTuBHYl0, HOPMAaTHBHYIO, TPE3€HTALMOHHYIO, mapoibHylo. Kak
npoduIbHBIC IpU3HAKU JI.C. BeitnuucoH BBIJICTISIET ClIeTyroIIee:
«1) mpodeccuoHanbHO OCMBICICHHAs MpeaMeTHas cdepa; 2) UHCTpYMEHTapHii;
3) mpodeccroHanbHble  OIEHKH  KadecTBa  paboThl;  4) mpodeccCHoHaIbHO

MAapKHUpPOBAHHBIC CTpaTerun KOMMYHHKATHUBHOT'O ITIOBCICHMA,

"0 Tomosanosa E.M. TIpodeccHoHaNbHBIN JUCKYpC, CYOMMCKypC, JKaHp NpodecCHOHANbHON

KOMMYHUKanuu: cooTHomenne moHsatnii / E.M. TomoBamoBa // BectHuk YensOWHCKOTO
rocyaapcTBeHHOro yHHBepcutTeta, 2013, Ne 1(292). @unonorus. MckyccrBoBenenne. Bemm. 73. crp. 32-

33

" Beitmuncon JI.C. TIpodeccnoHanbHbIi AUCKYPC: TPU3HAKK, (QYHKIIMHM, HOPMBL: aBToped. AucC. ... A-pa

¢unon. nayk: 10.02.19 / beinuncon Jlro6oBs CemeHnoBHa Bonrorpan, 2009. C. 7
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5) mpodeccroHanbHAsA CaAMOIPE3EHTALM ' ',

Hakonen, mpeameTHble MpU3HAKH
HalpsMYH 3aBUCIT OT OTACJIBHOTO IMOJBHAA NPOPECCHOHATBLHOIO JAUCKypca

(MEIUUMHCKUNA, UCKYCCTBOBEIUECKUH, IOPUINYECKUH U T.1.).

A.O. CtebnernoBa, ¢ OHOW CTOPOHBI, paccMaTpuBaeT MPodecCHOHATBHBIHN
JUCKYPC KaK 4acTh MHCTHTYIMOHAILHOrO'"”, ¢ APYroi, 4eTKO pasielseT JaHHbIE
MIOHSATHUS, OTHOCS TEPBOE MPEXAE BCETO K KOMMYHHKATHBHOW JIMHTBUCTHKE, a
BTOpOE — K COLMOIMHIBUCTHKE''*:  «B  Jiumeeucmuueckom — achekme
npogeccuonanvubili  OUCKYpC — 3MO  NPOQPecCUOHANbHO-OPUSHMUPOBAHHbLU
JIEKCUKOH U NPEOMEMHO-COOEPACAMENbHASL 0ONACMb A3bIKA, NO360ISLIOWASL YEMKO
ougppepenyuposams rpuoudecKull, MEOUYUHCKUL, CHOPMUBHDBLU, MeampPaIbHbIl U

npouue OUCKYPCbL.

Hncmumyyuonanvuuiii Ouckypc, 8 omaudue om npogeccuoHailbHo20, ecmsb
COBOKYNHOCMb COYUAILHO-KOMMYHUKAMUBHBIX NPAKMUK, HOCAWUX, KAK NPABGUTO,
DPYMUHHbLU xapaxmep, 00bEOUHAIOWUX npeocmasumernetl PAa3HbIX
npogheccUoHaIbHbIX CO0bUecms, KoOmopble 83aumMo0eticmayom 6 pamMKax 00HO20

coyuanvro2o uncmumyman'®.

IpukanT Capanru JaeT OIIpELICIICHHUE, HE YIIOMUHAIOIIIEe

I/IHCTI/ITYHI/IOHaJIBHIJﬁ AUCKYpPC, HO IIOBTOPAOMICEC OCHOBHBIC MOMCHTLI €ro

2 Beitmuncon JI.C. TpodeccMOHaNBHBIM JAUCKYpC KaK MpeaMeT JUHrBHCTHYecKoro uzydenus / JI.C.
Beiinuncon // Bectauk Bonrorpaackoro rocyaapcrBeHHoro ynusepeutera. Cep. 2. S3piko3znanue, 20009.

Ne 1(9). ctp.149

B Crebnenosa A.O. HaponanbHas crienuduka Iel10BOro JUCKypea B cdepe BhICIIEro obpa3osanus (Ha
MaTepHualie aHTJIOS3BITHON M PYCCKOSI3bIYHON MICHbMEHHOW KOMMYHHKAIIAN): TUC. ... I-pa (Grtosr. Hayk /

Crebnernoa Arna Onerosaa. Boporex, 2015. - 500 c., c. 28

1 Crebnenosa A.O. HammoHanbHO-KyJbTypHas crenuduka aenoBoro Tekcra: Ha wmarepuane

AHTJIMHACKOTO M PYCCKOTO SI3BIKOB: JUC. ... KauA. ¢uioi. Hayk: 10.02.19 / CrebnenoBa Anna OsneroBHa.
Boponex, 2001. - 212 c., cc. 30-31

5 Crebnenosa A.O. HaponanbHas crienuduka Iei10Boro JUcKypea B cdepe BhICIIEro oopasosanus (Ha
MaTepHaie aHrJIOSI3bIYHON M PYCCKOS3bIYHON MUCHBMEHHONH KOMMYHHKALIUH): JIUC. ... I-pa (DUIIOI. HAyK /

CrebnernoBa Auna Onerosua. Boponex, 2015.. - 500 c., ¢. 30
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onpeneneHus: “what the professionals routinely do as a way of accomplishing

their duties and responsibilities™°

Omnpenenenuss U npodhecCHOHATHFHOTO, U HEMPO(ECCHOHATBFHOTO TUCKYpCa

npemiararoT Y.B. bude-oon u B.M. Mansiesa:

«lIpogpeccuonanvuelii.  OucKypc — 2m0O MUn  UHCMUMYYUOHATILHO20
OUCKYpCa, KOMOPbll NOHUMAEMCl KAK « C8A3HbIU MEKCM» 8 COBOKYNHOCIU C MeMu
IKCMPATUH2EUCTUYECKUMU Gaxmopamu, Komopvwle 00yCN08671eHbl
npogheccuonanvbHou 0esamenbHOCMbIO 2080PAUEe20:; COBOKYNHOCbIO YCHHbIX U
NUCbMEHHBIX MeKcmos, nopodcoaemvlx  A3bIKOBOU  JIUYHOCHBIO 8

npogheccuonanvhoti Kommynuxayuu». '’

«Henpogeccuonanvhviti  Ouckypc — 5mo OUCKYPC, KOMOPbIUL MmModice
crnedyem NOHUMAMb KAK — «CBA3HLIU MeEKCMm» 8 COBOKYNHOCMU C MeMu
IKCMPATUHSBUCUYECKUMY — (hakmopamu, Komopvle  He  C8A3aHbl  C
NpohecCcUOHATbHOU — 0eamMeNbHOCMbI0  2080pAwe2o.  lakum — obpazom, 8
HenpoghecCUOHANbHOM — OQUCKYpce — OMCYMCmEYIom  maxue  obsa3amesbHbule
cocmasnsowue,  Kak — «oOwjeHue - CHeyuanucmosy,  «npogeccuoHanrbHas

0esIMeNbHOCMbY, «NPOpeccUonanbhas cpeday, «cmanoapm oowenusy u m. o.». """

CornacHO JaHHBIM  ONpPENENEHUSM, HMMEHHO HWHCTUTYIIMOHAIBHOCTh
OTJIMYAEeT JaHHble THIBI JAHCKypca. HeoOxonmmo Takke OTMETHUTh, 4YTO, IO
MHEHHUIO YYEHBIX, B HENPO(PECCHOHAIILHOM JIUCKYpPCE MOTYT YIOTPEOISAThCA U
KJIMIIE, U TEPMUHBI; UMEHHO OTCYTCTBUE MPO(PECCUOHATBHOM CpeJibl, CTAHIapTOB

oOIIeHust U T.JA. JIeJal0T JUCKypc HempodeccrnoHaabHbIM. OTHAKO B TOM, YTO K€

¢ Talk, Work, and Institutional Order: Discourse in Medical, Mediation, and Management Settings.

Srikant Sarangi and Celia Roberts,eds. Berlin: MoutondeGruyter, 1999. 529 pp, p.15

" Buue-oon U.B. Ilpodeccuonanbhblii 1 HENPO(YECCHOHATBHBIN JUCKYPC: K ONPEIEIEHUIO TOHATHH /
bude-oon U.B., B.M. Mansnesa // BectHuk XakaccKoro rocymapcTBeHHOro yHUBepcutera M. H. @.

Karanona, 2017. Ne 21. C. 25— 29.

% Buue-oon U.B. IMpodeccronanbHbiii 1 HEMPOMECCHOHANBHBIA JUCKYPC: K ONPENETEHUI0 OHATHI /
buue-oon U.B., B.M. Mausiesa / BectHuk Xakacckoro rocyJapCTBEHHOro yHuBepcurera uM. H. O.

Karanosa, 2017. Ne 21. Ne 21. ¢. 25
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HMCHHO ABJIACTCA OTINMYUTCIbHBIMHA IIPU3HAKAMHA HpO(I)eCCI/IOHEU'II)HOFO AUCKYpCa,

YUYCHBLIC BO MHOT'OM PAaCXOAATCA.

HekoTtopeie ydeHbIe, OJHAKO, OMPEICSISIIOT MPO(EeCCHOHANBHBIA JIHCKYPC
uHadye.  bpurr-Jlyu3 ~ ['yHHapcCOH  CcUMUTaeT  OCHOBHBIM  KpHUTEpUEM
npo¢eCCUOHANILHOTO JAUCKYypca TO, YTO aJPECaHT sBJsAETCs mpodeccuoHaaoMm (B
IIIUPOKOM CMBICIIE CJIOBa): «professional discourse includes written texts produced
by professionals and intended for other professionals with the same or different
expertise, for semi-professionals, i.e. learners, or for nonprofessionals, i.e. lay

people. It also means that it includes talk involving at least one professional.""*”

JI.C. belsIMHCOH B TOM € TOJly MPENJIOKUIA CIEAYIONIEe ONMPEICICHUE, B
3HAYMTEIIFHON Mepe COBITAIAIOIICE C MPEII0KEHHBIM BEIIIE: «npodeccuonanbHblil

Ouckypc Oazupyemcs Ha CneyuanibHol Ho020MOBKe KAK MUHUMYM OOHO20 U3

YHUACMHUKOE6 MaKoco ()uCKprCl u memamu4eCKom oeparnuieHuu 061/1481-!14}1 pamKamu

coomeemcmayouiell npedmemuoll desmeavbHocmuy' >,

I1. Jlunenn Takke CUYMTAET OCHOBHBIM KpUTEpHEM MpOheCcCHOHAIN3M
aZipecaHTa M pa3inyaeT «UHTPAnpo(ecCHOHANBHBIA AUCKYPC» (KOMMYHUKAIUIO
MEXIY CIEeUATUCTAMU OJHOU MPOQPECCUN), KMHTEPIPODHECCUOHATBHBIN TUCKYPCH
(KOMMYHHMKALMIO TPEACTABUTENECH pa3IMYHBIX MPOQEeccuil) U «IUCKYpC MEXKIY

po(eCCHOHAIOM U JUIETAHTOMY ',

J.P. Kouemacosa, E.b. Boponuna JTAI0T Ba OIpEICIICHUS

npodeccHoHaTbHOTO TUCKYpCa:

% Gunnarsson B.-L. Professional discourse. Cornwall: MPG Books, 2009., ctp. 5

120 Beimncon JI.C. TpodeccMOHANBHBIN JAUCKYpC KaK NpeaMET JUHrBHCTHYeCKoro uzydenus / JI.C.
beitnmuacon // Bectauk Bonrorpaackoro rocymapctBeHHoro yauBepentera. Cep. 2. SI3siko3nanue, 2009.

Ne 1(9). C. 145-149, ctp.146

! Linell, P. Discourse across boundaries: On recontextualizations and the blending of voices in
professional discourse / P. Linell // Text & talk : an interdisciplinary journal of language, discourse &

communication studies. — 1998. — Vol. 18, Ne 2. — P. 143
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1) «llpogheccuonanvuoviti  ouckypc —  39moO  A3bIK,  CO30AHHbIU
npogheccuoHaamu co CneyualbHbiM 00pa3oeanuem, Ymoovl bINOJIHAMb OelCMBUS

Ha pabouem mecmen' >

2) «Bxpamuye, npogheccuonaibHvlil OUCKYPC MONCHO ONpeoeiums Kak aobvle
cemuomuyeckue @Gopmbl — paze080pHble, NUCbMEHHbIE UL  BU3YATbHbIE,
cocmasnsiemvie U COCMAGAIOWUe COYUATbHbIE U OOMEHHble KOHMEKCmbl, U
ucnonvzyemvlie  npogeccuoHaramu  co - CHeYudaibHol  NOO20MOBKOU  OJis
00CMUdICEHUsI MPAH3AKYUOHHO20 B3AUMOOCUCMEUs, A MAKJHCe COYUANUIAYUU U

HopmamueHvie QyHKkyuu'>».

Oba ompeneneHUs: MOXKHO CBECTH K JBYM ITyHKTaM, TO, YTO aJpPECAHT U
azpecar SABIAIOTCS NpodeccHOHalaMH, a TaKKe MPOCTPAHCTBEHHbBIE W

GyHKIHOHATBHBIE PAMKH OIpaHUYEHbI MPOGECCUOHANIBHON e TENHHOCTHIO.

Hakonen, B.B.CrenanoBa mnpeiaraer cuMtarb OpOPECCHOHATBHBIM
TUCKYPCOM «npoyecc KOMMYHUKAyuu 8 onpeoeieHHol cgepe npogeccuoHaibHou
oesmenbHOCmU YenoseKka, xapakmepuzyowuica <...>: 1) naruuuem npooyyenma
u peyunuenma uH@opmayuu <...>, U3 KOMOpPbIX XOoms Obl OOUH ABIAEMCA
cneyuanucmom <...> 2) Hanuuuem HNpo@eccUOHANbHO20 NPOCMPAHCMBA <...>;
3) ucnonv3osanuem CHeyuaibHou JeKcuku <..>; 4) O0emepMuHupo8aHHOCMbIO
KOMMYHUKAMUBHOU AKMUSHOCU NPOOYYEHMA peyu BO3N0HCEHHLIMU HA He20

00A3aHHOCMAMU, YENAMU €20 NPOPECCUOHANLHOU desimenbHocmu».' >

BmmenepeqncneHHHe ABTOPLI HU3y4dain HCKIIIOYHUTCIIBHO

npoecCHOHanbHBI  AUCKYpC;  HEmpo(ecCHOHambHBIM, TakuM  0o0Opa3om,

22 Kouemacosa JI.P. IIpodeccuonansubiii muckype / JI.P. Kouemacosa, E.B. Boponuna // BecTnuk

Mapuiickoro rocyaapctenHoro yuusepcureta. 2018. T. 12. Ne 2. C. C. 146151, c. 146
2 1bid, c. 147

2% Crenanosa B.B. O tunax orpaciesoro npodeccruonanbHoro auckypea / B.B. Crenanosa // Ussectus
I'omenwckoro rocynapcrseHroro yuuepcutera umenu @. Ckopunsl. Cep.: ['ymanutapusie Hayku, 2019.

~Ne1(112). - C. 137-140.

73



BBIACIACTCA «II0 OCTATOYHOMY IIPUHIUITY>» W OIPCACILICTCA OTCYTCTBHUEM OIHOI'O

WJIM HECKOJIBKUX KPUTEpUEB MPOGeCcCHOHANIBHOTO TUCKYpCa.

Takum 06pa3zom, KOMIWIHPYS OTpeIeTICHUsT OOJIBITUHCTBA UCCIEA0BATEIEH,
JUIS TieJed JaHHOM paboThl MOYKHO BBIJICTUTH CIAEAYIOUIME KPUTEPUH IS

OTIpEICIICHIS] KOMMYHHMKAIIUN B paMKax MPo(ecCHOHATLHOTO AUCKypCa:
1) [To xpaitHeit Mmepe agpecaHT IOJDKEeH OBITh MPOGECCHOHAIOM;
2)  WMEHHO B TOW 00JACTH, KOTOpas SBISETCS TEMOM pa3roBopa;

3) nOpudyeM  fAaHHas ~ KOMMYHUKATUBHAasT  aKTHUBHOCTh  JIOJDKHA
COOTBETCTBOBATh POJIAM aJ[pecaHTa M ajpecaTa B paMKaxX MPOQPECCHOHAIBHOTO

o0IIeHNUA U

4) pemaTth 3ajayy, IOCTaBJICHHYID B paMKax HNpoQecCUOHAIbHOU

KOMIICTCHIINH I10 MEHBIIIEH MEpPEC OJHOTO U3 YHACTHUKOB.

CdopmynupoBaB KpUTEpUH NPO(PECCHOHATHLHOTO U HEMPO(PECCUOHATBLHOTO
JTUCKypca, HEOOXOJAMMO TakKe€ pPacCMOTPETh IUCKYPCHUBHBIE HCCIEIOBaHUS,
CBSI3aHHBIE HEMOCPEJCTBEHHO C M300pa3UTENIbHBIM HCKYCCTBOM. PaccmarpuBas
MOCJEAHUE, HEBO3MOXXHO HE CTOJIKHYThCA C TOHSTHEM «UCKYCCTBOBEIUYECKUI
JTUCKYpC», B pab0OTaXx MHOTHX YYEHBIX CUMTAIOIMIUNCS CUHOHUMUYHBIM TOHSATHIO
«IUCKYpC HM300pasutenbHOro uckyccrBay. Tak, Y.A. XKapkoBa numet: «Koeoa
npou3seo0eHUs UCKYCCmea CMAHOGAMCs NPeOMemom NpousseoeHull 8epoOaibHbIX,
COBOKYNHOCMb, 83aUMOOelucmeue U QYHKYUOHUPOBAHUE NOCIEOHUX CMAHOBUMCSL

0COObIM  6UOOM  OUCKYDCA —  UCKYCCMBOBeOUecKum».'

Takum oOpazom,
OTIPEISIISIFONIUMHU  XapaKTEPUCTUKAMH HCKYCCTBOBEIUYECKOTO JUCKypCa SIBISETCA

ero BepOasibHasl MPUPOJIa U HEBEPOAIbHBIN TIPEIMET.

[pyroe  omnpeneneHue  NOHATUA  HACKYCCTBOBENUECKMU  JTUCKYpPC»

MPUHAJICIKUT E.A. Enunoii: «JIrob6oe HUCBMEHHOE MPEACTABICHUE

% Kapxoa VY.A. BomomieHne 3HaKOBOW  IPUPOABI  HM300pa3sUTENLHOTO  HCKYCCTBA B

HCKYCCTBOBEIUECKOM JIUCKYpce (Ha MaTepralie HeMEIKOs3bIUHBIX My3elHbIX KaTanoroB) / ¥Y.A. Xapkosa

// BectHuk YenssOnHCcKoro rocyaapctBeHHoro yuusepcurera, 201 1. Boim. 60. Ne 33. 2011.— C.49-50.
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M300paKEHHOr0 00BEKTA — 3TO YXKE €ro UHTepIpeTanys ~*». [1o MHEHHIO aBTOPA,
MMEHHO  «MEAUATOP», BOCIPUHHAMAIOIIMM M  OLIEHMBAIOUIMU  HCKYCCTBO
HEBEpPOAITBHO, a 3aTeM TMEPEBOJISININIA CBOIO OIICHKY B BepOAIbHBIN TIJIaH, UTPAET B

JUCKYPCE KITIOYEBYIO POJIb.

B pa6ote A.Il. BynaToBoil HICKyCCTBOBEUECKUI JUCKYPC OMPEALIAETCS KaK
«BepOaTM30BaHHBI OMBIT MBIIUICHUS OTHOCUTEIBHO O0OJAaCTH  OOBEKTOB,
OBITYIOIINX KaK MPOM3BEICHUS MCKYCCTBA, OPTaHW30BAaHHBIM B paMKaX CTPaTerHid
BOCIIPUATHSI, ABTOPHUTETA, OIEHOYHOCTH W JIPYTUX HCKYCCTBOBETYCCKUX
crpareruii»'”’. 3mech TakKe UIpaeT O0COOYyI0 pOJb BOCHPHATHE 3PUTEIEM

IMPOU3BCIACHHNA HCKYCCTBA.

E.B. MuneroBa BbIIENs€T JBa BHIA HCKYCCTBOBEAYECKOTO JUCKYpCa,
BepOAIbHBIA M HEBEpOAIbHBINA, OINpEAess MEpBbI KaK «leJeHAPaBICHHYIO
NEeATENbHOCTh MPUMEHUTENBHO K C(epe HCKYycCTBa, OCYIIECTBISEMYIO €€
y4acTHUKaMd B (¢OpMe YCTHOM U TIMCHBMEHHOW peYH, B COOTBETCTBUHU C

IPHMHATHIMU B OOIIECTBE IIPABUIAMU, HOPMaMH, CTAHIapPTaMK' ~ .

be3ycnoBHO, AMCKYypC UCKYyCCTBa MPEACTaBIsET COOOM MHTEPECHBIN OOBEKT
UCCIIEIOBAHUM W I MHOCTPAHHBIX aBTOPOB. Tak, pyCCKOSI3BIYHOMY TEPMUHY
«HMCKYCCTBOBEAUYECKUM JUCKYPC» B 3HAUUTEIHHON MEpEe CHHOHMMHYHBI TEPMHUHBI

Artspeak u International Art English, ucnons3yembie TakumMu ydeHbIMH, Kak Poit

1 Enunma E.A. BepOanbHble HHTEpIpPETAMH NPOM3BEIEHMN M300pPA3UTENBHOIO  MCKYCCTBA

(HOMMHATHBHO-KOMMYHHKATUBHBIN acmekT): auc. ... J-pa ¢uion. Hayk: 10.02.19 / Enuna Esrenus

ApxkanseBna. Bonrorpan, 2003, cTp. 5

Bynarosa A.Il. JIMHIrBO-KOTHUTHMBHBIM aHAIM3 HCKYCCTBOBEIUECKOTO JHUCKypca (TEMaTHYECKHE
Pa3HOBHIHOCTH — MY3bIKa, apXUTEKTypa): auc. ... kaua. ¢umoin. Hayk: 10.02.01 / BynaroBa Anekcanapa

[TerpoBna. M., 1999., cTp. 44

128 MurnetoBa E.B. JIMHrBUCTHYECKHE 0COOEHHOCTH COBPEMCHHOI'O AHTJIOA3BIYHOI'O

UCcKyccTBOBemueckoro nuckypca / E.B. MuneroBa // AkryanbHble mpobnembl ¢utonoruu: matep. |
MexayHnap. Hayd. koH]., T. [lepmb, oxTs10pp 2012 1. [Tepmb: Mepkypuii, 2012. — C. 67-75. — URL:
https://moluch.ru/conf/phil/archive/28/2791/ (nara oopamenus: 01.07.2021).
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Xappuc'®”’, Bpaiian Dmou’, Amukc Pyn u [loBux Jlesun"', J[xumiuan

Creitaxaysp'*.

BONBIIMHCTBO TEKCTOB, PACCMOTPEHHBIX B JaHHON paboTe, O€3yClIOBHO,
MOXHO OTHECTH K HCKYyCCTBOBETYECKOMY  IHUCKypcy. JIroOoW  Tekcr,
NpUHAIISKAIMK ~ MpodeCCHOHANBPHOMY  JUCKYPCY — XYJIOKHHKOB WM
HCKYCCTBOBEJIOB, 3aHMMAIOIINXCA H300pa3UTENbHBIM HCKYCCTBOM, O€3yCIIOBHO,
OyZeT COOTBETCTBOBATH JIOOBIM KPHUTEPHUSM JHUCKypca HCKYCCTBOBEIUYECKOTO.

OOpaTHOE YTBEPKJICHHUE, TEM HE MEHEE, BEPHBIM HE SIBISICTCS.

Tak, Y.A. XapkoBa oTAeIbHO 3aME€YaeT, UYTO UCKYCCTBOBEIYECKUN JUCKYPC
B €€ TOHMMaHUM HE OYyJIEeT TOXJICCTBEHEH TUCKYPCY UCKYCCTBOBECHUS, TOHUMAS
MOCJIETHUM KaK JUCKYPC UCKIIOUHUTEIBHO HAYYHBIM, a MEPBBIM — KaK CIOKHYIO
IucKkypcuBHy0 cuctemy. E.B. MwuieroBa Beimenser 3 cmocoba mepenadu
nHpOpMaIMK: CHEeNUATN3UPOBAHHBIE HAYUYHBIE HCKYCCTBOBEIUECKHE KYpPHAIBI,
COOTBETCTBYIOIIHE ITPOPECCHOHATLHOMY JUCKYPCY, MyOIUIIMCTUICCKUE Ta3eThl U
KypHaibl, a Takxke VHTepHeT-pecypchl, COOTBETCTBYIOIIUE  JAUCKYPCY
HenpodeccuonaibHoMy. A.b. EpoxuHa oTMedaeTr, 4YTO HCKYyCCTBOBEIUECKUMN
JIMCKYPC SIBJISICTCSI CHHTE30M XYJI0’KECTBEHHOTO, IMTyOIMITUCTHYECKOT0, HAyYHOTO 1

PEKIIAMHOTO JUCKYpPCOB'>. PacCMOTpEHHBIE aHTIIOA3BIYHBIE MCCIIEI0OBAHUS TAKKE

2% Harris, R. (2003). The Necessity of Artspeak. The language of the arts in the Western tradition.

London, New York: Continuum.

Ohttps:/staticl.squarespace.com/static/588b77c0b8a79be9aed248bc/t/5¢c8e025471¢10bded9c2a0aa/
1552810580774/HOW+TO+BE+A+CRITIC%3A+A+BEGINNER%27S+GUIDE+TO+
%27ARTBOLLOCKS.%?27+Brian+Ashbee.pdf

B! Rule, A. &. Levine (2012). International Art English. On the rise—and the space—of the art-world
press release. Triple Canopy, Issue 16 > International Art English [07.30.2012] rtr. from

http://canopycanopycanopy.com/16/international _art_english

132

Steinhauer, J. (2010). How to read International Art English. Hyperallergic, rtr. from
http://hyperallergic.com/55500/how-to-readinternational-art-english/

3 Epoxuna A. B. OcOGEHHOCTH COBPEMEHHOIO HCKYCCTBOBEIUECKOTO JHMCKypca (Ha Marepuaie

aHTJIOSI3BIYHBIX PELICH3UMN, IMOCBSIICHHBIX H300pa3sUTEIBHOMY HCKYCCTBY) [DieKTpoHHBIA pecypc]| //
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OTMEUAIOT, YTO AHTJIOA3BIYHBIA HMCKYCCTBOBEMUECKHM TUCKYPC XapaKTepHU3yeTCs
HAJIMYUEM MHOKECTBA CJIOB M3 Pa3iIMUHBIX S3BIKOB: «IAE appears to be more than
a technical variety of English; it has probably been adopted by people of the art
world, with different mother tongues, hoping that the Internet will make their
writings reach an international audience»'™*.

Kpome Toro, TepMuHbI H300pa3uTEIHLHOTO UCKYCCTBA MOTYT YIIOTPEOIATHCS
U OTIEIBHO OT HCKYCCTBOBEIUYECKOIO IUCKypca Jake B CaMOM LIMPOKOM €ro
nMoHMMaHUHU. Tak, UCIOJb30BaHUE TaKMX TEPMHUHOB, K MPUMEPYy, KakK MpeaMmeTa
JMHTBUCTUYECKOTO MCCIIEI0BaHMS, KaK B JaHHOW padote, OyAeT sIpKUM MPUMEPOM
po(heCcCHOHATBFHOTO, HO HE MCKYCCTBOBEIYECKOTO JUCKYpCa, B TO BpeMs KakK UX
UCTIIONB30BaHUE B XYJOXKECTBEHHOW  JIUTEpaType  MOXKET  OJHO3HAYHO
paccMaTpuBaThCs Kak (DYHKIIMOHUPOBAHUE B JIMCKypce HEMpo(ecCHOHaTbHOM U
HE MCKYCCTBOBEIUECKOM.

Tem He MeHee, MOHITHUE «UCKYCCTBOBEAUYECKUN NUCKYPC» B 3HAUUTEIBHOU
CTENIEHU MOXKET MOMOYb IIPU CO3AaHUM BEIOOPKU TEKCTOB, HA OCHOBAHUH KOTOPBIX
n3ydaetcs QyHKIIMOHUPOBaHNE TEPMHUHOB. Kpome Toro, TepMUH SBIISIETCS IIAPOKO
OPUHATBIM B HAYYHOM  COOOIIECTBE, ©  OOJNBIIMHCTBO  HCCIEIOBaHUM,
3aTParvBalIIMX TEPMHUHOJOTHIO HW300pa3UTEIBbHOTO MCKYCCTBA, OIMNEPHUPYIOT
MMEHHO WM. bynydn B HEKOTOPOM CTENEHW HW3YyYEHHBIM, MCKYCCTBOBEIYECKUU
JUCKYPC U €ro OCOOEHHOCTH MOTYT CIIYKUTh HEKUM fertium comparationis nis
U3y4YeHUs1 O0COOEHHOCTe  mpodecCHOHANBbHOTO UM HenpodhecCHOHATbHOTO
JTUCKYPCOB.

Takum oOpa3zoM, B JaHHOUW paboTe 4acThi0 MPO(PECCHOHATBLHOTO IHUCKYypca

OyJeT CUUTaThCs TEKCT, OTBEYAIOLIUI CIEIYIOIUM TPEOOBAHUSIM:

Moscow University Young Researchers’ Journal: Languages, Cultures and Area Studies (ISSN 2307-
3063). —2015. — Ne 4

B Cret iu, A-E. (2013). ‘Artspeaking’ about art. discourse features of English for Art Purposes. Retrieved
from
https://www.academia.edu/10359422/ Artspeaking About Art. Discourse_Features of English for Art

_Purposes
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1) ampecaHT nOKEH OBITH MPOGECCUOHATIOM;

2) aapecaHT JOJDKeH ObITh MpodecCHOHaOM HMEHHO B TOM o00iacTw,

KOTOpas SIBJISIETCS TEMOM Pa3roBopa;

3) JdaHHasaA KOMMYHHUKATHBHAsA daKTUBHOCTb JOJIKHA COOTBETCTBOBATH POJISAM

aJlpecaHTa M ajipecara B paMKax mpoeCCHOHATLHOTO OOIICHUS;

4) TekcT  JOMKEH  pelmarh  3aJady, I[OCTaBJIECHHYHO B  paMKax
npodeccuoHanbHON KOMIETEHIIMM 10 MEHbIIEH Mepe OJHOro U3

Y4aCTHHKOB.

Bce paccmorpenHble TeKCThl MpPOGECCHOHATBHOTO JUCKypca TakKke
SIBJISTFOTCSI TEKCTaMH HCKYCCTBOBETICCKOTO JTUCKypca, pUIeM
HCKYCCTBOBETUECKUN TUCKYPC B €T0 OCOOCHHOCTH MOTYT CIIYKUTh HEKUM «tertium
comparationis» IS M3y4eHUS  OCOOEHHOCTEeH  MpPO(PECCHOHATBLHOTO H

HeTpo(eCCHOHANTBHOTO AUCKYPCOB.
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BriBoanl mo I'i1aBe 1

JlanHast r7aBa mMOCBsIIEHa 0030py W OCMBICICHHIO TEOPETHYECKUX U
MPAaKTUYECKUX PabOT CMEXKHONW TEMaTHKH, a TakXe BBISIBJICHUIO OCHOBHBIX
XapaKTepUCTUK  KJIIOYEBBIX 11 pabOThl  MOHSTUH:  TEPMHUHOJIOTUU
M300pa3UTENHHOTO MCKYCCTBA, COOCTBEHHO TOHSTHS aBTOPCKOIO TEPMHUHA, a

TaK)Ke MOHATHUS MPOPECCUOHATILHOTO U HENPO(ECCHOHATBLHOTO AUCKYpCa.

[Ipexne Bcero ucciemayercsi TEPMUHOJIOTHUSI M300pa3UTENBLHOTO HCKYCCTBa
KaK oOTpaciieBas TEPMHHOCUCTEMA, KpPOME TOrO, BBLACISIOTCS HEKOTOPBIE
ocoOeHHOCTH €€  (pyHKuMOHUpoBaHus. BrTopoii  00sacThi0O  H3Yy4YEHHS,
paccMaTpyMBaEeMOW B IAHHOM IJIaBE, ABJISETCS Pa3BUTHE TEPMUHOJIOTUMU. B 1aHHYIO
00J1acTh BXOJST MCCIIEOBaHUs KaK Tpoliecca GopMUPOBAHUS TEPMUHOJIOTHH, TaK
U €€ JalbHeillllee pacuIMpeHHe, pa3BUTHE M, B CBOK OYEpelb, OOOraiieHue

HCCIICHUATIN3UPOBAHHOI'O CJI0BAPS A3bIKA.

Bropoit maparpad mnocBsieH aBTOPCKOW TepMuHOJOTHH. I[IpoBoauTtcs
aHAJIN3 HEMHOTMX HMEIONIUMXCA MCCICIOBAHUN, KACAIOWMXCS aBTOPCKOrO
TEPMUHA; TIpeajaraeTcsi 1 000CHOBBIBAETCA ONpE/IETICHUE aBTOPCKOTO TEPMHUHA, a

TAKIKC BBISABIIAIOTCS €0 XapaKTCPUCTUKN HAa YPOBHC SA3bIKA.

B HacTosmiem uCCIeNOBaHUMM HCIOJIB3YETCS CIEAYIOIIEE OIPEACIICHUE
aBTOPCKOI'0 TEPMUHA: TEPMHUH, STUMOJIOTUS KOTOPOI'0 U3BECTHA, BXOAALINN, KpOMe
TEPMUHOJIOTHUECKOr0 T0JI1 ONpeAETeHHON 00JiacTu 3HaHusA, U B Oosiee y3Koe
TEPMUHOJIOTUYECKOE II0JIE, CO3JAHHOE M CTpOosALIeecs BOKPYI OIPEAEICHHON
(burypsl, «aBTOpa», U HEPa3pbIBHO CBA3AHHBIM C JaHHOW (UTypol B CO3HAHUU

CHEUAIIMCTA TOW WJIM UHOU 00JIACTH.

MOXXHO 3aKJIIOYHTh, YTO ABTOPCKHME TEPMHHBI HE MPEJCTABISIOT COOOM
OTACJIbHYIO TEPMUHOJIOTHIO, HO SIBJISIFOTCS MMOJHOINPABHOM YaCThIO TEPMUHOJIOTUU
TOM WM UHOW 00JaCTH 3HaHUN. B 4acTHOCTH, B TEPMHUHOJIOTUN N300Pa3UTEIHHOTO
HMCKYCCTBAa aBTOPCKHE TEPMHHBI COCTaBIISIIOT €€ Tepudepuro, 4aiie SBISTIOTCS
BUJIOBBIMH TEPMHHAMHU IO OTHOIICHUIO K JAPYTrMM TEPMUHAM H300pa3UTEIHLHOIrO

HUCKYCCTBa, TaKXe€ HEPEJKO OHU CTAHOBSTCS  «BU3UTHOM  KapTOUYKON»
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OIIPpCACIAICHHOI'O TCUCHHUA W YallC IIOABIIAIOTCA B I/ICTOpI/I‘-IeCKI/II\(JI 18(570)5(0 11

TBOPUYCCKUX HCKaHUM KaK OTACJIBbHBIX XYJ0XKHUKOB, TaK M IIEJIbIX HIKOJI.

OpHa W3 cambIX 3aMETHBIX OCOOCHHOCTEW TUIaHa COJEPIKAHHS aBTOPCKUX
TEPMUHOB COCTOMT B TOM, YTO 3HAYEHHUE ABTOPCKOTO TEPMHHA 4Yalle BCETrO
SIBJISIETCS OYEHb YETKUM, TOUYHBIM U JJOBOJIbHO Y3KUM, IPUYEM aBTOPCKUE TEPMUHBI

MOI'YT UMCTb KaK BMOTHBHBIﬁ, TaK U CTUJIMCTUYECKUI KOMIIOHEHT.

OCHOBHBIMHU CTpaTCrusiMu TepMI/IHOO6p330BaHI/I}I SABJAIOTCA CHHTaKCHUYCCKasd
u MOpCl)OJ'IOFI/I‘IeCKaH; BBIACIIACTCA MECTOH CO34aHHUsA HOBOIO CJIOBa OJIA

0003HaYEeHUsI HOBOTO ITOHATHSA.

Taxxe 0COOEHHOCTSIMH ABTOPCKHUX TCPMHUHOB SABIISACTCS qacTofC

HCIIOJIb30BAHNEC KABBIUCK U UX BAPHMATHUBHOCTD.

Tperuii mnaparpad TMOCBAIIEH MCCIEIOBAHUAM MPOPECCUOHAILHOTO U
HENPO(ECCHOHATIBHOTO JIMCKYypCa, a TakKe HCKYCCTBOBETUYECKOTO AMCKYypca, H

ONPEJICIICHUIO EPECCUCHUS JAHHBIX TOHSITUN.

Yactbto mpodeccuoHalbHOrO  JAMCKYypca OyJeT CUMTAaTbCsl  TEKCT,

OTBEYAIOIINN CIEAYIOIMINM TPEOOBaAHUSAM:
1) ampecaHT nOJKEH OBITH MPOGECCHOHATIOM;

2) aapecaHT JIOJDKEH OBbITh MpodeccHoHajioM HMMEHHO B TOM 001acTw,

KOTOpas SIBJISIETCS TEMOM Pa3roBopa;

3) naHHAas KOMMYHUKAaTHBHAas aKTHBHOCTh JIOJDKHA COOTBETCTBOBATh
poisiM ajpecaHTa W aapecata B pamMKax MpodeCCHOHAILHOTO

OOIIICHHS;

4) TeKCT JOJDKEH peliarbh 3ajJady, IIOCTABICHHYIO B  paMKax
npoeCCUOHANIbHOW KOMIIETEHIIMM MO MEHbIIeH Mepe OJHOro U3

YYaCTHUKOB.

Bce paccMoTpeHHBIE TEKCTHl TPO(ECCHOHATBHOTO TUCKypca TaKKe

ABJIAKOTCA TCKCTaMH HNCKYCCTBOBCIYCCKOTI'O AUCKYypcCa, npu4cMm
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UCKYCCTBOBEIUECKHUI JUCKYPC U €T0 OCOOCHHOCTH MOTYT CIIy>)KUTb HEKUM fertium
comparationis Uil  U3y4eHUsT  OCOOEHHOCTEW  MPO(PECCHOHATBHOTO |

HeTpo(eCcCHOHATBHOTO TUCKYPCOB.

81



I'JTABA 2: ABTOpCKHME TEPMUHBI B pe4H

§1. ABTOpCKHE TEPMHHBI B IMAXPOHUHA

N3ydeHre aBTOPCKHX TEPMHHOB CJEAYET MPOBOJUTH C TOYKU 3PEHUS
CUHXPOHHH U AuaxpoHuu. Jro0ast TepMUHOCUCTEMA, SBIISIIONIASICS YaCThIO )KUBOTO,
a 3HAYUT, MMOJIBEP>KEHHOT0 U3MEHEHUSM SI3bIKa, U caMa MOCTOSIHHO U3MEHSAETCS —
TO, 4YTO OBUIO Ha TEepUPEpPUr TEPMHUHOJIOTUYECKOTO IO, MOXKET 3aHSITh
IIEHTpaJbHOE MeCTO, U HaoOopoT. Tak, Hampumep, TepmMuH Biedermeier,
OTMMCHIBAIOIINKN MCKYCCTBO ABCTpUHM U ['epMaHuU OMPEENICeHHOTO TEPHO/a, ObLI

co3JlaH aBTopaMu xypHana Fliegende Blatter:

Biedermeier — Term used to describe German and Austrian art and
architecture between the Congress of Vienna (1815) and the Revolution of 1848.
Gottlieb Biedermeier was a somewhat ludicrous fictional character from the
journal Fliegende Blatter (Flying Leaves), who personified the solid yet philistine
qualities of the bourgeois middle classes. The art to which he has lent his name
shares these qualities: the magic poetry of *Romantic landscape painting is
replaced by sober realism; heroic themes give place to the illustration of fairy-
tales or legends, and portraits concern themselves with the minutiae of appearance
and costume rather than the imaginative projection of personality. <...> The term

is sometimes extended to cover the work of artists in other countries, for example,

Kobke in Denmark. '**

CnoBo Biedermeier w3HadaibHO WCIIONB30BATIOCH KakKk WMS OJHOTO U3
repoeB XKypHajla U Jake MOCjIe Havalia IMporecca TepPMUHOJIOTH3AIMH HE TIOTEPSI0
OTPHUIIATEIHHBIX KOHHOTAITHH:

The name Biedermeier was derogatory because it was based on

the caricature “Papa Biedermeier,” a comic symbol of middle-class comfort’".

5 Tan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford
University press, p. 67

¢ https://www.britannica.com/art/Biedermeier-style
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Tonbko gcpe3 CTOJICTUC, KOI'ld UCKYCCTBOBCABI HAYAJIXM U3y4aTh HCKYCCTBO
TOr0O BpEMCHHU U IIOHAJIM €ro H€HHOCTb, TCPMHUH CTaJl HCﬁTpaHBHBIM K BBIIICIT U3

nepudeprur TEPMUHOIOTHU:

Toward the beginning of the 20th century the leaders of the Vienna
Secession and Wiener Werkstitte embraced Biedermeier as a precedent for their
unornamented designs. Over the years interest and respect mounted, but the

rehabilitation did not gain serious force until the 1970s."’

ABTOpCKI/Ie TCPMHUHBI ABJIAIOTCA HNOCTOAHHBIM HCTOYHHWKOM IIOIIOJIHCHUA

KJIACCOB YHUKAJIbHBIX U YHUBEPCAIbHBIX TEPMUHOB.

3HaueHUE aBTOPCKOIO TEPMHMHA Yalle BCETO SBIIETCS OYEHb YETKHM,
TOYHBIM M JOBOJIBHO Y3KHMM. [IpMUYMHON MOXKET SABIATHCA TO, YTO ABTOPCKHUE
TEPMUHBI, HAXOSICh Ha Tiepudepun o0JacTH 3HAHMS, 0003HAYAIOT CPABHUTEIHHO
yY3KHE CIIELUAIU3UPOBAHHBIE MOHATHA. TeM He MeHee, IOCIE 3aBEpPIICHUS
IIpoLecca TEPMHUHOJIOTU3AMM aBTOPCKUM TEPMHH MOXKET HadyaTb PACIIMPEHUE
CBOEr0 3HAYEHHS B pAMKaX TEPMHUHOCHCTEMBI, U B TAKOM CIIy4ae MpU JTOCTUKEHUH
ONPENEIIEHHOI0 yPOBHSA IIMPOKO3HAYHOCTHM CEMa aBTOPA TEPMHUHA MOXKET
IIOTEPATh  KJIIOUEBOE 3HAYEHWE, MU, CIENOBATEIIbHO, TEPMUH BBIMACT B
TEPMUHOJIOTUUECKOE TI0Jie TOW WM HMHOM oOyiacTh 3HaHuA. Tak, Hampumep,
aBTOphl TepmuHa Fin de Siécle — Komney Beka, BnepBbie nosiBuBmierocst B 1886
roJly, U3BECTHBI, HO, TaK KaK 3HAYEHUE TEPMHUHA CO BPEMEHEM CTaJI0 3HAYUTEIBHO
IMpe W3HAYaIbHOTO M yke B 1890-x rogax crano HMCHOJIb30BaTHCS HE TOJIBKO B
KayecTBe OOO3HAUYEHHs BPEMEHHOTO0 IMPOMEXKYTKa, HO U 0co00il aTtMocdepsl,
0Cc000ro UCKyCCTBa TOTO Mepuoja He Tobko Bo dpanuuu, HO u 1o Bcet EBpore, B

CJIOBAPHBIX CTATbhAX aBTOPCTBO YallC BCCI'O HEC YKA3bIBACTCA.

Jlpyrum nOpuMepoM H3MEHEHHs CEMaHTHKHM TEpPMHUHA, MPUBEAIINM K
nepexoay TEpMHHA W3 KAaTeropud aBTOPCKUX B KATETOPUIO YHUBEPCAIbHBIX,
MOXET CIIyXKUTb TepMUH Assemblage — Accamonarnc, BBeneHHbli JKaHoM

HMwo0ydde. CemanTuka TEepMHHAa MEHsUIACh HECKOJIBKO pPa3 B  IMPOIECcCce

Y7 https://www.nytimes.com/2006/12/01/arts/design/01bied.html
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TEPMHUHOJIOTH3AallMM M IE€peXoJa TEePMHMHA U3 aABTOPCKOM TEPMHUHOJIOTMUA B
yHuBepcaibHyto. Tak, B 1953 romy TEepMUH HCHOIB30BAJICS aBTOPOM IS
o0o3HaueHus Jutorpaduii, CO3JaHHBIX Ha OCHOBE KoJutaxed w3 Oymarw; B 1954
rojy B CEMaHTUKy TEpMHUHA ObUIM BKIIOYEHBI U MPOU3BEICHUS, CO3JAaHHBIE C
MOMOILBIO MCMOJIb30BAHMS TAKUX OOBEKTOB, KaK Mallbe-Malle, I€PEBO U JIPYTUX
matepuasioB. B 1953 roxy Beimina cepust padot Jro0ydde «AccamOIsKu cieoBy,

a B 1955 3a Heit nocnenoBana u cepus «KapTuHbl accamOIsHKER.

Accambnaxc SBIAETCS BUIOBBIM TEPMUHOM [0 OTHOIICHUIO K KOJUIAXKY,
cymectBoBapmieMmy emie B Anonun XII Beka. B konme XIX - Havane XX Beka
KOJUIQXK Hadall aKTUBHO HCIIOJIb30BAaThCA XYJIOXXHUKAMU W CKYJbINTOpAaMU — B
1880-1881 rr. Durap Mera co3nman ckyinbntypy Manenbkas Tanuosmuua, Little
Dancer, ¢ ucrionb30BaHUEM TNapUKa U3 YEJIOBEYECKHUX BOJIOC, ATJIACHOW JIEHTHI U
Nayky U3 MyciivHa, a B 1912 rogy YMOepTo bouunonu roBopuii, 4YTo XyA0KHUK
MOXXET HCIIOJIb30BaTh B paboTe <«OKeIe30, IEMEHT, BOJIOCHI, TKaHb, 3€pKaja,
AJIEKTPUYECKUIN CBET U T.1»"%, 3aTem B 1910x - 20X rogax JaaaucThl POAOJKUIIN
Ty Tpamuuuio. Tem He MeHee, [00ydde oTka3piBajics cUUTaTh CBOM PabOTHI
KOJUIa)KaMd M TPU  OMNPEIEICHUU CO3JaHHOIO UM TMOHSTUS YTOYHSJ, 4YTO
MaTepualbl, U3 KOTOPBIX CO3/ae€TCSl KOJUIAX, HCIOJIB3YIOTCS B IEPBO3JAAaHHOM
BHUJIE, B TO BpeMs KaKk MaTepHalbl accamOJisbka W3MEHEHBI, a 3HA4YuT, B

XYAOKCCTBCHHOM CMBICJIC CO3/JdHbI CAMHUM aBTOPOM.

Tepmun Assemblage MOXXHO C YBEpPEHHOCTBIO Ha3bIBaTh aBTOPCKUM 10 1961
rofa, korna B Hero-Mopke Gbina nposenena BoictaBka «The Art of Assemblage»,
KoTopasi, kpome pabdor ioOydde, BrIoUana, cpeau MNPOUYUX, U acCaMOJISDKU
Mapcenss Hromamna, J[xozeba Kopuyomna u Ilabno Iluxacco. Ilonumanue
tepmuHa Assemblage B 1961 rony yxe oraudanocs ot ero aeuauimu ot 1954 —
caMm J[ro0ydde B 1950-x otHOCU paboThl [Iukacco kK KoJiaxaM, MOTUYEPKUBAs UX

OTJINYKE OT accaMOisbkel, HO K 1961 romy mpunsan padotsl [lukacco Ha cBoei

¥ Boccioni U. Futurist painting: Technical manifesto (1910) // in C. Harrison and P. Wood (eds), Art in
Theory 1900-1990: An Anthology of Changing Ideas. Oxford, 1992, p. 149-152
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BbICTaBKe. Takum oOpa3oM, ObuUla U3MEHEHa CEMaHTUKa TEPMHUHA, YTO

CIIOCOOCTBOBAJIO €r0 MEPEXOY B YHUKAIbHBIE TEPMUHBI.

Yxe B 1964 tony /xon Koruranc mmcam 06 ocobod Bapuanuu FOKHO-
kanudopHuiickoro Assemblage, eme ynomMuHas H3HAYAIbHOE 3HAYEHUE, HO

MOAYEPKUBAs OTINYNE aMEPUKAHCKOTO Assemblage oT GhpaHIly3CKOTO:

Southern Californian assemblage, completely autonomous, is full of rich
narrative and the loosest development to true surrealist root in the American

vernacular art.'”

B 1960-x ITutep [1narenc roBopui 06 aMepuKaHCKOM accaMOJIsKe, yKe He
BCIIOMUHAs O €r0 aBTOpE:

Asemblage is the first home-grown California modern art.'”

Taxxe Ilmarenc HaIIpsAMYIO OTpHULAJI, YTO accaMOJIsIK HOJDKCH COXPAaHATb

KaKyI0-JTM00 CBSA3b C UCTOPUYECKON POJIUHOM:

The natural home of assemblage — its spirit more than its physical form —
must be San Francisco, a wedding-cake fantasyland of tightly packed,
conglomerate esthetics: ocean, hills, mansions, town houses, neoclassic granite,

trolley tracks, folkisms, ethnic communities, and ‘imported’ culture*

Hanuuue moHATHS B HECKOJIBKHX SI3bIKAX M BXOXKICHUE JAHHOTO IOHSTHUS B
JIPYTUE KYyJIbTYpbl, HECOMHEHHO, YKa3blBaeT HA TO, YTO TEPMHUH OKOHYATEIHHO
YKOPECHHWIICS CPeId YHUKAIBbHBIX TepMHHOB. B 1980-x 'opmon Baruep, roBops o
TEOpUH HCKYCCTBa accamOJIshKa, BBEN JBa HOBBIX BUIOBBIX TepmMuHa — Poetic
Assemblage w Protest Assemblage, Tne mnepBelii 0003HAYAT ACTECTHUCCKH
KOH(DOPMUCTCKHUI accaMmOJIsK, a BTOPOH — HAMEPEHHOE HapyIIeHHWE KaHOHOB

HPEKPacHOTO.

39 Coplans, John, ‘Circle of styles on the West Coast, Art in America 52/3 (June 1964), pp. 36-7. ctp 73
10 Jillian Whiteley. Junk: Art and the Politics of Trash. London: 1.B. Tauris, 2010 c¢tp 105

“! Plagens, Peter, Sunshine Muse, Art on the West Coast 1945-70 [1974], re-issued with introduction
(Berkeley, 1999).ctp 273
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31ech HEOOXOIUMO OTMETUTh, YTO B paMKaX YHUBEPCAIbHBIX U YHUKAIbHBIX
TEPMUHOB O0Opa30BaHWE BHUJAOBBIX TEPMUHOB-CIOBOCOYETAHUNA HMMEET JIBOSKYIO
(YHKIMIO: TTOKA3bIBAET, YTO TEPMUH 3aKPEMUIICS B TEPMHUHOCUCTEME, U BMECTE C

TEM OIrPAHUYMBAET HIMPOKO3HAYHOCTH TepMUHA' Y,

B cinywyae ¢ aBTOpckuMU
TepPMUHAMHU BEPHO TOJBKO TEPBOE, TaK KaK aBTOPCKHWE TEPMHUHBI HM3HAYaJIHLHO

PCAKO O6J'IaI[aIOT IMUPOKO3HAYHOCTBIO.

Ho »T0 He okazanoch HoCJICAHNUM HU3MCHCHHCM B 3BOJIOIMK CCMAaHTHUKH

Assemblage. B suuukinonennu Britannica 3HaueHrne TepMHUHA CIIEYIOIIEE:

Assemblage — in art, work produced by the incorporation of everyday
objects into the composition. <...> The term assemblage, as coined by the artist
Jean Dubuffet in the 1950s, may refer to both planar and three-dimensional

constructions.

Although artworks composed from a variety of materials are common to

many cultures, assemblage refers to a particular form that developed out

of intellectual and artistic movements at the beginning of the 20th century™.

Assemblage paccmaTpuBaeTcs Kak BHUJ TNPOU3BEICHHS HCKYCCTBA C
HEKOTOPBIMU  (DOPMANIbHBIMM ~ XapaKTEePUCTUKAMU, HO TaKXe OIpeaesstonei
YepTON TMOHATUSA SIBISETCA €ro CBS3b C MHTEIUIEKTYaJIbHBIMH M 3CTETUYECKUMHU
MOUCKaMH XYIOXHHUKOB OMpeesreHHoro nepuoga. [logqo0Hoe cyxeHne 3HaYeHHs
YACTUYHO BBIBOJUT TEPMHUH W3 TEPMHUHOJIOIMH COOCTBEHHO HMCKYCCTBAa M BBOJIUT

€TI0 B TCPMHHOJIOTUIO HCTOPHUU NCKYCCTBA N HCKYCCTBOBCACHMN.

OmnpeneneHue B clioBape M300pa3uTeIbHOIO HCKyccTBa 1994 roga, Kak u B
sHIIMKJIONeanu Britannica, BKItoYaeT B ce0sl YIOMHUHAHHMS W aBTOpa, U YETKOTO
HMCTOPUYECKOTO MEPUOJIa; TEM HE MEHEE, OTMEUAETCs] U MHOTO3HAYHOCTh JIAaHHOTO

TEpMHUHA:

2 Gapienko P. Semantic diffuseness in Art History terminology // Professional Discourse &

Communication, 2020, v. 2, Ctp. 50

3 https://www.britannica.com/art/assemblage
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Assemblage — Term coined in the 1950s by Jean Dubuffet to describe
works of art made from fragments of natural or preformed materials, such as
household debris. The term is not usually employed with any precision and has
been used to embrace photomontage at one extreme and room environments at the
other. It gained wide currency with an exhibition called 'The Art of Assemblage'

staged at the Museum of Modem Art, New York, in 1961

B croBapHoii neyMHUIIMM TEPMUH OTHOCUTCS KaK K pad0TaM, CO3JaHHBIM I10
OTIPEJICTICHHOMY TPHUHITUIY BHE 3aBUCUMOCTH OT BPEMEHH CO3JIaHUS, TaK U K
paboTamM OIpEJEICHHOTO TEYCHHUS, CBS3aHHOTO C BbICTaBKOM 'The Art of

Assemblage’.

Takum o0pa3zom, M3 TEepMHHA COOCTBEHHO H300pa3HTEIHLHOTO HCKYCCTBA
Assemblage nepeiien ckopee B MOATEPMUHOJIOTHIO UCTOPUH M300pa3UTEIBHOIO
UCKYCCTBA, TJ€ JUIsl €r0 CEMaHTUKHU BaXXHYIO pOJIb UIPAIOT KaK OCOOEHHOCTH
CTWISI, TAK U BPEMEHHOW MPOMEKYTOK €ro aKTUBHOTO yrnoTpeOieHus. B manHom
3HAYEHUU TEPMUH MOKHO CUUTATh YHUBEPCAIbHBIM — HAJIMYUE TAHHOTO MOHATHUSA
XapaKTEepHO Il TEPMUHOJIOTUH UCTOPUM UCKYCCTBA B JII0OOM si3bike. K npumepy,
JAHHBII TEPMUH MOKHO HANTH B CJIOBapsAX TEPMHUHOB HCKYCCTBAa PYCCKOTO,

HIBECKOT0, (PaHIly3CKOIr0, UTANbSHCKOIO S3bIKOB:

ACCAMBIIAK — (om gppanyyszcrkozo assemblage — coeounenue, coopka,
MOHMAMC) 6UO NPOU3BEOEHUS COBPEMEHHO20 UCKYCCMEd, pPAa3HOBUOHOCb
"uckycemea obvexkma', unu apmegaxm, npedcmasnaOwull OO0 MpPexmepHyIo
KOMNO3UYUIO, COCMAGIEHHYI0 U3  KAKUX-TUOO NpeomMemos ymuiumapHozo
HA3HA4eHus. Ul CHeyualbHO CO30AHHbIX O00BbEeKMOo8 U  3aKIIOYEHHYIO 8
NPOCMPAHCMBO KAKO20-TUOO AWUKA UTU KOPOOKU, Cl00a dHce OMHOCAMCS U makK
Haszvlgaemvle "nadarowue kapmunvl" (MOHmMadC npeomemos HA BePMUKAILHOU
niockocmu). Tepmun 6vin 66eden 6 1953 2. Kanom /robroghghe. B 1961 2. 6 nvio-

ﬁOpKCKOM My3ee COBPEMEHHO20 UCKYCcCcmea COCMOANLACb 6blCnABKA ((HCK)/CCWIGO

4 Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford: Oxford University Press, 2009, p.
29
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accamonaxicay, 6KIUABUIAS 8 CB0U COCMAB8 KOLANCU U ACCAMONANC NO3OHUX
Kyoucmos, 0aoaucmos, @Qymypucmos, cioppeanucmos, peou-meio [HowaHa,
npouseeoenusi e Kynumea, Paywenbepea, Temeenu, Cmanxesuua, Kumn-xonvya,

cnpeccosannvie asmomodunu Llezaps barvoauuunu u m. n.'"”

Assemblage —  Skulptur  av  hopplockade  delar. Som  ett
tredimensionellt collage. Ibl ackumulationer el bricollage. Bla av Joseph Cornell,

Arman och Niki de Saint Phalle.’*

L'assemblage est un procédé artistique qui consiste a assembler différents
objets trouves dans le cadre d'une composition en trois dimensions, exprimant et

renouvelant le sens artistique de ces objets.

L'origine du mot (dans son sens artistique) date du début des années 1950,
avec l'eeuvre de Dubuffet, assemblage d'empreintes, dans laquelle il réalisa le
collage d'ailes de papillons. Cependant, bien avant Dubuffet, Marcel Duchamp a

travaillé sur les «ready-made» ("Roue de bicyclette”, 1913).""

Assemblage (fr.) Termine introdotto da Jean Dubuffet nel 1953 a indicare
una estensione del collage, che consiste nel mettere insieme oggetti diversi per
provenienza, spesso recuperati dai rifiuti, per ricomporli in un insieme coerente.
In senso lato [’assemblage puo essere fatto risalire ad alcune opere dadaiste, tra
cui i collages tridimensionali che Kurt Schwitters defini Merz. Il termine
assemblage entro nell’uso corrente con la mostra del MoMA di New York dal
titolo The Art of Assemblage (1961), che dimostro come questa tecnica fosse

penetrata nelle pratiche di artisti di correnti diverse.'”

15 Cnosaps TEPMUHOB n300pa3uTENBEHOTO HCKYCCTBA, 2012. URL:

https://slovar.cc/isk/term/2476852.html (nata obpamenus 20.01.2021).

¢ http://orebrokonstskola.se/konstordbok/
7 http://dictionnaire.sensagent.leparisien.fr/Assemblage%20(art)/fr-fr/

% https://www.edatlas.it > documents
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Takum o6pa3zom, 3a 40-50 et Tepmun Assemblage U3 aBTOPCKOTO TEPMHUHA,
CO37aBaBIIErOCS  HMCKIIOYUTEIBHO KaK  Ha3BaHUE psaAa  IPOU3BEACHUH,
OOBEMHEHHBIX M0 MaTepuasy, W3 KOTOPOTO WX CHelalid, MPEBpPaTHIICS B
YHUKQIBHBIH ~ TEPMUH  COOCTBEHHO  HM300pasUTENIBHOTO  HCKycCTBa U

YHUBEPCAIBHBIM TEPMUH UCTOPUH UCKYCCTBA.

Eme omHuM npuMepoM TEPMHHA, YAaCTUYHO [MEPEIICANIET0 B PSIbI

YHUKAJIbHBIX U YHUBEPCAIbHBIX, MOXKET CIIYKUTh TepMUH Superflat:

The term is Murakami's own, his manifesto on the way various forms of
graphic design, pop culture and fine arts are compressed — flattened — in Japan.
The term also refers to the two-dimensionality of Japanese graphic art and

animation, as well as to the shallow emptiness of its consumer culture.'”

I[aHHOG IIOHATHUC OXBATbIBACT HCCKOJBKO BHIAOB H306p33HT€JII>HOPO

UCKYCCTBA:

The show suggests the unity of so many of the visual arts, Strick says later,

"it seems to exemplify a great deal of what we are attempting to do at the new
gallery”.

[Ipexne, vemM TOBOpUTh OO0 OCOOCHHOCTSX HCIIOJIB30BAaHUSA TEpPMHHA
Superflat, He00OX0IUMO OTMETHTH, YTO, K&K U y MHOTUX aBTOPCKUX TEPMHHOB, Y
JJAaHHOT'O TePMHHA BO3HHUKIIO HECKOJIBKO BapHaHTOB. Hanbosee 9acTOTHRIN U3 HUX

— Superflat, 3a Hum cienyet Super flat, u cam aBTop ucnonb3yet Super flatness:

Superflat has successfully and significantly blurred the lines between fine art
and commercial art with work that ranges from traditional painting and sculpture
to digital art, graphic design, and film to fashion and product design and

development.'™

In a final article, Martin Parker elaborates on the idea of ‘super flat’ and

what this concept would mean for hierarchy, culture and dimensions of organizing.

% http://www.artnet.com/Magazine/features/drohojowska-philp/drohojowska-philp1-18-01.asp

0 https://www.theartstory.org/movement-superflat.htm
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For this, he first refers to the work of a famous Japanese artist, Murakami, since it
goes against established wisdoms, challenges structures and processes, and
questions hierarchy."'

152

The world of the future might be like Japan is today — super flat.

Society, customs, art, culture: all are extremely two-dimensional. It is
particularly apparent in the arts that this sensibility has been flowing steadily
beneath the surface of Japanese history. Today, the sensibility is most present in
Japanese games and anime, which have become powerful parts of world culture.
One way to imagine super flatness is to think of the moment when, in creating a
desktop graphic for your computer, you merge a number of distinct layers into

one.'”

Hanwune BapuaHTOB HAaNMCaHUST MOXHO CYHMTATh MPU3HAKOM TOTO, YTO
TEPMUH €IlI¢ HAXOAWUTCS Ha TMepUPepud TEPMHUHOIOTHMA U HE SBISICTCS
OOIIENPHUHATHIM, YTO B MOJHOW MEpPe COOTBETCTBYET aBTOPCKUM TepMHUHAM. B 1o
BpeMs KaK BapHaHTHl HANMCaHHS HE BCET/Aa CBS3aHBI C TEM, YTO TEPMHH MOYKHO
Ha3BaTh aBTOPCKUM (K npumepy, No or noh, a traditional form of Japanese drama
characterized by highly ritualized chant and gesture, and its use of masked
actors™®), cpemm aBTOPCKUX TEPMHHOB YaCTO BCTPEYAIOTCS TEPMHHBI C

Pa3IM4YHbIMU BapHaHTAMU I1JIaHA BBIPAKCHHA!

Magic(al) Realism — term coined by the German critic Franz Roh in 1925
to describe the aspect of *Neue Sachlichkeit characterized by sharp-focus detail.

In later criticism the term has been used to cover various types of painting in

151

Diefenbach T., Todnem R. Reinventing Hierarchy and Bureaucracy: From the Bureau to Network

Organizations. New York: Emerald Group Publishing, 2012, 252 p.

52 Superflat, Murakami, Takashi, (Ed.). — Last Gasp, 2001.
133 Superflat, Takashi Murakami, Madra Publishing Company, Madras, 2000, p. 3

% Chris Baldick. The Concise Oxford Dictionary of Literary Terms. - Oxford: Oxford University press,
2001, p. 207
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which objects are depicted with photographic naturalism but which because of
paradoxical elements or strange juxtapositions convey a feeling of unreality,
infusing the ordinary with a sense of mystery. The paintings of *Magritte are a

prime example.””

B ornuune ot Assemblage, Superflat c camoro Hayana o0oO3Hayal u
HalpaBJeHUE, TMPEACTABICHHOEC KApTUHAMU U CKYJbOTYypaMH, B paMKax
TEPMHHOJIOTHH HWCKYCCTBAa, M TEOPUIO JTOTO HAmNpaBlIeHUS B  paMKax
TEPMUHOJIOTHH MUCKYCCTBOBEIEHUS. Y JAHHOTO SIBJICHHUS €CTh Kak (hOpMabHBIMH,
Tak ¥ (UI0coCKUil mIacT, ¥ aBTOp ¢ CaMOro Haudajga OOpoJica 3a MPHUHSTHE €ro

TEPMUHA B PO AHTJIOA3BIYHON TEPMUHOCUCTEMBI H300PA3UTETBLHOTO UCKYCCTBA.

Bnepseie Tepmun Superflat Oblnl WCTIONB30BaH B HA3BAHUHU BBICTABOK B

My3esix PARCO B Tokuo u Haroiie B 1998-1999 ronax.

Tem He MeHee, MHOTHE HCCIEAOBATEIM OTMEYAIOT, YTO B IOJHOW Mepe
nerxenue Superflat 3aponunocs Toabko B 2000 roly Ha OJHOMMEHHOW BBICTaBKE,
npomeamed B Tokuo u 3atem mpuexasmied B CIIA. Mypakamu BO MHOTOM C
caMOTro Hadaja OPUEHTUPOBAJICA HA 3aMagHyI0 ITUBHIW3AIMIO, TIO3TOMY KaTaJor
BBICTaBKH Superflat Obl1 COCTaBJIEH TaKXe Ha JIBYX fA3BIKAX, YTO YIPOCTHIIO
BHEJIPEHUE TEPMHUHA. 3a KaTaJoroM mociieqoBana kaura Mypakamu A Theory of
Super Flat Japanese Art (2000), a 3aTemM ObUTH IIPOBEICHBI €I1Ie JIBE TEMAaTHUUECKHE

BBICTaBKH.

A Theory of Super Flat Japanese Art ctana maHu(ecToM BHAECHUS HOBOTO
ATIOHCKOT'O MCKYCCTBA, OMMMPAIOIIETOCS KaK Ha TPOU3BEJCHUS MOXU D70, TaK U Ha
TBOPUYECTBO 0OJie€ COBPEMEHHBIX SIMMOHCKUX XYJOKHHUKOB — SIMOHCKOE aHUME,

MaHry, BUJIEOUTPbI, MOy U IpapUUeCKUil JU3aliH.

Superflat co3naBaiica B yXKe€ OTIMYHYIO OT 310oxXu Assemblage smoxy c
JIPYTUM KYJbTYpHbIM IUIaCTOM. B Hauane u cepeamHe XX BeKa XYHOKHUKH C

IIOMOIIIBIO HOBBIX ABTOPCKHX TCPMHUHOB IMOJYCPKUBAJIN YHUKAJIbHOCTb

> Jan Chilvers, Harold Osborne, Dennis Farr, The Oxford Dictionary of Art, Oxford: Oxford University
press, p. 305
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COOCTBEHHOTO HCKYCCTBA, MPOTHUBONOCTABIISIS ero TOCIIOICTBYIOIIEH
cymiecTBytomei cucteMe. OCHOBHBIM HHTEpecoM MypakaMu, Ha4aBIIero padoTy
c Superflat na pyoexe XX m XXI BekoB, cTana He KPUTHUKA CYIIECTBYIOIICH
CHUCTEMBbI, HO €€ U3MEHEHHE, INEepPeco3JaHue BCEH CUCTEMbl COBPEMEHHOIO
MypakamMu SMOHCKOTO M300pa3UTEIbHOTO HCKYCCTBA W €ro KOoMMepYecKas
nomyJisipu3anusi B 3amafgHoil KyneType. [loatomy, ecnu [io0ydde nzHauambHO
MIPOBOIMII YETKYIO TPAHUITY MEXIY acCaMOJIsHKEM U YKe MOIYJISIPHBIM B TO BpeMs
KOJIJIAXKEM, TOBOPSI O CO3JaHHOM MM HampaBieHWH, MypakaMu BKIIIOYald B HErO
cpa3y HECKOJbKHX XYH0KHUKOB — KaK M3BECTHBIX, K NpuMepy, Ecumorto Hapa
wi Illureitocn Oxu, Tak M HAUYMHAIONIMX, Takux Kak Uumxo Aocuma uiau Alis
Takano. Takke B €ro BbICTaBKax NMPUHUMAIM YYaCTHE IU3aWHEPhl U MAHTaKH:

Xwuromu Tomuzasa, Bome, Macaxupo Hakarasa u ap."°

B 2007-2008 romax asuxenue Superflat Ob10 HACTOJIBKO MOMYJIPHO, YTO
npousBeaeHne Mypakamu My Lonesome Cowboy (2008) oka3amock cambIM
JIOPOTOCTOSIIIIUM  SITTOHCKUM TPOM3BEICHUEM HCKYCCTBAa M OBUIO MPOJAHO Ha
aykuuoHe 3a 15 mwuimoHoB nosutapoB. B ToT ke mepuon Bpemenu Superflat
MPOHUK B 3alaJHOE MAacCoOBO€ MCKYCCTBO: K MPHUMEPY, aBTOP AaKTHUBHO
COTpyJHHYAT C TaKUMHU KOMIIaHusMHU, kKak Louis Vuitton. Ha nanHblii MOMEHT
nBrkeHue Superflat He SBIAETCS ONPEACISIONIMM, OJHAKO TEPMHUH IIHPOKO
yHoTpeOIIsieTcsl Mpu OMUCAaHUU COBPEMEHHOTO HCKyccTBa SIMOHMM U SABISETCS
BAKXHBIM MOHATHEM B MCTOPUM COBPEMEHHOTO HCKycctBa Amepuku'’. B
KaTajorax COBPEMEHHOTO0 HMCKYCCTBAa W Ha WH(MOPMAIMOHHBIX TOpTaiax Cpeau
XYJI0KHUKOB, WJUTFOCTPUPYIOLIUX JAHHOE JBH)KEHUE, YIIOMUHAETCSI HE TOJIBKO Cam
MypakamMu, HO W ApyrHe XyHOXKHHKM M CKYJIBITOPH, K TIpHMeEpy, Ecutomo

Hapa'®.

3¢ Emerging from flatness: Murakami Takashi and superflat aesthetics, Marc Steinberg, Master of Arts

dissertation paper, 2002, ctp 14

Y7 Theories and Documents of Contemporary Art, Kristine Stiles, Peter Selz, Univ of California Press,

2012

% https://www.theartstory.org/movement-superflat.htm
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Taxum oOpa3om, HECMOTpPS Ha TO, UTO IAHHOE MOHSATHE SIBISIETCS «BU3UTHOM
KapTOYKoW» Bce KynbTypbl Anonun nepuona 2007-2008 rr. m Ha TO, 4TO OHO
OKa3aJ0 3HAYUTENIbHOE BIMSHHE Ha KyJIbTYpy AMEpHUKH, B JIO0OW CTaThe,
uccnenywoieid Superflat, ynomunaercst aBrop. Takum o0pa3om, ¢ TOUKH 3pEHMUS
CEMAHTHUKH aBTOP TEPMHUHA BCE €IIE 3aHUMAET JOCTATOYHO OOJIBUIYIO POJIb, YTOOBI
aBTOPHI JAJIbHEUIINX TEKCTOB CUUTAIM MH(OPMALIMIO O TEPMHHE HEJOCTATOUYHOM

0e3 YIIOMUHAHUA aBTOpa CaMOro TCpMHUHaA.

Ecnu oOparutrbess k Koprycy aHriuiickoro saseika 7The Corpus of
Contemporary American English (COCA), Bce pe3ylnbTaTbl OYIyT CBS3aHbBI

MMEHHO C TBOpUECTBOM Mypakamu:

Murakami clearly finds youth-oriented subcultures to be the more visually
vibrant part of Japanese society. This position is articulated in "Superflat," an
exhibition Murakami curated that is touring the United States. As well as
elucidating the contemporary background of his own work, Murakami's show and
catalogue argue for a certain continuity in Japanese visual culture. The catalogue
opens, for instance, by drawing parallels between Hokusai's 36 Views of Mount
Fuji and a cartoon called "Galaxy Express 999" by TV animator Yoshinori
Kanada. On the most obvious level, the term "superflat" refers to the two-
dimensional style of Japanese television animation, which has been a major
influence on Murakami and the other artists in the exhibition. (Electronics buffs
may already know the term as applied by Panasonic to its new flatscreen
televisions.) But, as critical theorist Hiroki Azuma points out in the "Superflat”
catalogue, the term can also refer to the "leveling of high culture and subculture,
the dissolving of borders between genres." Azuma also hints at a connection to

Rauschenberg's"."”

Hpyrue HamboJiee TOJHBIC aHTJIOA3BIUHBIE KOopmychl — Cambridge corpus,
Oxford corpus, British National Corpus — He mgaroT pe3yJbTaToB MO JaHHBIM

3aIIpocam.

9 https://www.english-corpora.org/coca/
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HecMmoTtpst Ha TO, uTO TepMuH Superflat Bce eiie TeCHO CBsi3aH ¢ purypou
aBTOpa, ucciaenorareab Mapk CreitnGepr yxxe B 2002 rogy MCHoyib3yeT TEPMUH,
npujaBas €My OTJIWYHOE OT aBTOPCKOIO 3HAYEHHWE, TEM HE MEHEE YYyBCTBYS
HEOOXOJMMOCTh YINOMSHYTh, YTO OCHOBHBIM 3HAYE€HUEM BCE €IIE SBISETCS

uHTepnperauus Mypakamu:

The [term] superflat, in this case, and unlike Murakami’s suggested use of
it, would be used as a descriptive term for a group of contemporary artists —
Japanese or otherwise — who have an open relationship with commodity culture,
work according to the logic of media convergence, entertain a serial relation to the
past (or no relation to the past), and display an interest in characters, surface,
metamorphosis and transformation. The superflat artist, in other words, is an
artist that expresses the new relations between art and commodity, artists and
producer, past and present, human and character, and form and transformation

that characterizes the postsubjectifying semiotic'®.

[Superflat is] a logic of intensification, a flattening onto intersecting planes,
and an immanence to commodity flows that renders the modernist distance-based
critique impossible, alters out conceptions of subjectivity, and brings the human

into relation with the posthuman'®'.

Takum oOpaszom, Superflat ¢ TOukM 3peHUs KaK CEMaHTUKH, TaK U
parMaTHKA BCE K€ MOXKET CYHTAThCA aBTOPCKUM. [Ipu 3TOM HE0OX0IuMO
OTMETHTb, YTO, €CJT TOBOPUTH O TEPMHUHE KaK O SI3BIKOBOM CAMHHMIIC CIIEITHATBLHOM
JIEKCUKU UCTOPUHU MCKYCCTBA, TEPMUH MOKHO HAa3BaTh YHUBEPCAIBHBIM JAXKE MPH
OTCYTCTBHHM TIEpEBOJa — JIaHHOE SIBJICHHE H3y4alloch BO MHOTHUX CTpaHax W

UTPAET BAXHYIO POJIb JUII MUPOBOW KYJIBTYPBI B LENOM. TaK, MOKHO IPUBECTH

' Emerging from flatness: Murakami Takashi and superflat aesthetics, Marc Steinberg, Master of Arts

dissertation paper, 2002, ctp 28

¢! Ibid, ctp 30
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CTaTbU II0 JaHHOMY HCKYCCTBY W3 Hay4yHOM Jureparypsl Snonuu, ['epmanum,

AMEpUKH:

Wakasa, M. 2000, Takashi Murakami, Journal of Contemporary Art,

<http://www.jca-online.com/murakami.htm!>.

Azuma, H. 2000, 'Super Flat Speculation’, in Super Flat, Madra, Tokyo,
Japan.

Darling, M. 2001a, 'Plumbing the depths of superflatness', Art Journal, 60
(3), Fall, p. 76.

Igarashi, T. 2000, 'Superflat Architecture and Japanese Subculture'’, in M
Kira & M Terada (eds), Japan towards totalscape: contemporary Japanese

architecture, urban planning and landscape, NAi Publishers, Rotterdam.
Rubinstein, R. 2001, 'In the realm of the superflat’, Art in America, 89 (6).

Jloka3aTenbCTBOM TOTO, YTO KAK TEPMUH UCKyCCTBOBeneHUs Superflat crain
YacCThIO YHUBEPCAIbHONW TEPMHUHOJIOTMU U KYJIBTYPHOIO MOJIsI, MOKET CIIYXKHUTbh TOT

dbakT, 4TO JAaHHOE JBWIKEHHME IIOBJIUSJIO M Ha JpYrde BUJBI TBOPYECTBa, K
puMepy, JIUTepaTypy:

Drawing on themes traditionally found in such science fiction classics as
Huxley’s Brave New World or Orwell’s 1984 as well as less fortunate spin-offs
such as Nolan and Johnson’s Logan’s Run that depict a nightmarish and
totalitarian version of modern society, Matthew Derby’s collection of short stories
entitled Super Flat Times (2003) addresses such minor issues as ethnic cleansing,
mass production, eugenics, genetic manipulation and political control applied on a
global scale, the key notion being the frightening normalization, or leveling off of a

“super flat world”.'*

Eme omHuM TepMHMHOM, HEpEIEAIIMM W3 pas3pslla aBTOPCKUX B paspsij

YHUKAJIbHBIX, ABJISICTCS TEPMUH Action Painting:

1% https://journals.openedition.org/transatlantica/5096
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Action Painting — a technique of painting in which paint is dribbled,
splashed, and poured over the canvas. The term was first used in 1952 by the critic
Harold Rosenberg in his affirmation on the then current belief that a painting

should reflect the actions of its creation.'®

JlaHHBIN TepMUH OBLT BIEPBBIE MCIOJIB30BAH MCKYCCTBOBEIOM [ aposibaom
Pozen6eprom B 1952 rony B acce «The American Action Paintersy, rae aBTop 3cce
Mycajl 0 BO3HMKHOBEHHMH HOBOI'O BHJA HCKyccTBa, roBops o Hpro-Mopkckoit

IOKOJIC XYO0KHHUKOB!:

«The sum of the artist’s actions with his materials, not the results of
sensations translated into paint or of an ideal of form. The artists have narrowed

art down to recording present events, the events of making the pictures»'**

Tak, aBTOp TeKcTa paccMaTtpuBal Action Painting Kak TPUHIUIIHAIBHO
HOBBIM BHUJI MCKYCCTBa, BO3HUKIIMN B Cpe/le COBPEMEHHBIX €My aMEPUKAHCKUX
XYJIO’)KHUKOB; Oyay4du TMpexae BCEro HCKycCTBOBenoMm, PoszenOepr mpennaraer
HOBBIM TEPMUH, YBUJIEB YK€ CYIIECTBYIOIIYIO JIAKYHY» B TEPMHHOJIOTHH, a HE

HOBOC ITIOHATHUC, KOTOPOC MOKCT BOWTHU B CymCCTBYIOIICC I10JIC NCATCIIbHOCTH.

Cnenyer ormeTuth, 4TOo Action Painting — HE €IUHCTBEHHBIM TEPMUH,
WCTIOIB3YIOIIUICS 11 0003HAYEHUs TBOPUYECTBA XYJ0KHUKOB JAHHOM IIIKOJIBI.
Hapsny ¢ HMM HCHOJIB30BalUCh TaKUE TEPMHUHBI, KaK YHUKAJIbHBIM TEPMUH
Abstract Expressionism n yHuBepcalbHblii TepMUH Gestural Painting. JlaHHble
TPU TEPMHUHA MHOT]Ia UCTIOIB3YIOTCSI KaKk CHHOHUMUYHBIE, K IPUMEPY, KOT/1a pedb
uner o Jxekcone Ilomnoke; TeM He MeHee, MX CEMAHTUYECKUE TIOJsl HE

NICHTUYHBI.

Abstract Expressionism. A term which came into common use from ~1950 to
describe a movement in *abstract art that developed in New York in the 1940s. The

term had originally been applied to some of *Kandinsky's early abstract paintings,

163 Michael Clarke. Oxford Concise Dictionary of Art Terms. - Oxford: Oxford University Press, 2009, p.
3

'** Art and Pluralism: Lawrence Alloway’s Cultural Criticism, Nigel Whiteley, p.121

96



but first came into vogue when applied to the work of Arshile *Gorky and Jackson
*Pollock. It was soon extended to the work of other New York painters, even when
it was neither abstract (*de Kooning, *Gottlieb) nor *Expressionist (*Rothko,

*Kline).

Action painting. Term describing a technique and style of painting — made
famous by Jackson Pollock — in which paint is dribbled, splashed, and poured
over the canvas. The term, which was first used in 1952 by the art critic Harold
Rosenberg, emphasized the view — popular at that time — that a picture should be
not merely a finished product but a record of the process of its creation, i.e. the
actions of the artist in painting it. It is sometimes used as an alternative name for
Abstract Expressionism, but such usage is inexact, as Action painting represents

only one form of Abstract Expressionism.

Gestural painting. A term near synonymous with Action painting, but used
more broadly and not envisaging a specific school of American painting. It carries
an implication not only that a picture is the record of the artist's actions in the
process of painting it, but that the recorded actions express the artist's emotions
and personality, just as in other walks of life gestures express a person's feelings.
The name 'gestural' is applied particularly to painting in which the visible sweep
and manner of applying pigment has been deliberately emphasized. It has

sometimes been used as a synonym for Art Informel or Tachisme.

Takum  oOpazoM, B TO Bpems Kak Abstract Expressionism,
MOMYJIIPU3UPOBAHHBIN, K TpUMEpPY, UCKyccTBOBeAoM Kimmmentom ['punGeprom,
UMeJl HEKOTOpble (OpMalIbHbIE KPUTEPUHM, HO OTHOCHWJICA HCKIIOUUTEIBHO K
paboTamM HBIO-MOPKCKHUX XYJIOKHUKOB OINPEIECNCHHON IIKOJbI OIMNPEIeICHHOTO
nepuonaa, Gestural painting ucnionb3yeTcs IS ONpeaeiceHus padoT, Tjae yalie
BCET0 3aMETHBI U UTPAIOT BAXKHYIO POJIb JKECThI XY/I0KHUKA, BHE 3aBUCUMOCTH OT

BpPEMCHH CO3JaHMA pa6OTBI.

JloBonbHO 4acTo TepMHUH Abstract Expressionism WCIOIB3YETCA Kak

pONOBOM TEpMHMH il BHIOBOrO Action Painting. K npumepy, KHura mno
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aMEpPUKAHCKOMY HMCKycCTBY XX BEKa CPaBHUBACT >KMBOIMUCH XyHOKHMKAa Mapka
Potko ¢ Action Painting v puxoAUT K BBIBOJY, YTO UX MOXHO OOBEIUHUTH IO

TepMUHOM Abstract Expressionism:

The movement began in the middle forties, as an accompaniment and formal
openness; it is ironic that the two movements should have emerged together under

one label — Abstract Expressionism.'®

I'anepen Tate, pacnonararomuecss B BenukoOputanun 1 AMepHUKe, Takxke
IUIIYT O IBYX OCHOBHBIX TeueHUsX Abstract Expressionism, oqHUM U3 KOTOPBIX

aBisiercs Action Painting:

Within abstract expressionism were two broad groupings: the so-
called action painters, who attacked their canvases with expressive brush strokes;
and the colour field painters who filled their canvases with large areas of a single

colour.'%

OmHako B HEKOTOPHIX HCTOYHHKAX, HA000poT, Abstract Expressionism

SABJISIETCS. OHUM U3 NPOSBIECHUN Action painting:

Acton Art’ suggests varying practices of ‘action painting’, such as Abstract
Expressionism from the US, Tachisme and/or Art Informel from France and

Aktionismus from Austria.'”

TeM He MeHee, Bce TpU TEPMHUHA SBISIOTCS HEOTHEMIIEMOM 4YacCTbhiO
TEPMUHOJIOTUH  M300pa3UTENIBHOIO HMCKYCCTBA: B  KOPIYCE COBPEMEHHOM
aMEpUKAHCKOW JIeKCUKU Action Painting naer 26 pesynbratoB, Abstract

Expressionism — 282 pe3ynbrara, Gestural painting — 4 pe3ynbTara.
B 1952 roay cam Po3enOepr nucan o HOBOM (eHOMEHE:

«The new American painting is not ‘pure art’, since the extrusion of the

object was not for sake of the aesthetic. The apples weren’t brushed of the table in

1% Art & Artists of 20" Century America Linda A. Myers, Judith Stedman, p. 45
1% https://www.tate.org.uk/art/art-terms/a/abstract-expressionism

'°” Histories and Practices of Live Art, Deirdre Heddon, Jennie Klein, p. 67
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order to make room for perfect relations of space and colour. They had to go so
that nothing would get in the way of the act of painting. In this gesturing with
materials the aesthetic, too, has been subordinated. Form, colour, composition,
drawing, are auxiliaries, any one of which — or practically all, as has been

attempted logically, with unpainted canvases — can be dispensed with».'®®

Tak, aBTOp oOmpenenss HOBOE MCKYCCTBO IPEXKJE BCEro OTHOUIEHUSIMU
MEXAY XYJOKHUKOM W MaTepuajoM, MpeBaTUPYIOMIMMU HaJ 3CTETUKOH, GopMoii,

IIBETOM U KOMIIO3UIIHAEH.

B 1958 rony tepmun Action Painting y»e WCIOIL30BANCA U 00CYXKIayCs

HCKYCCTBOBCIaMU:

Action Painting has to do with self-creation or self-definition or self-
transcendence; but this dissociates it from self-expression, which assumes the
acceptance of the ego as it is, with its wound and its magic. Action Painting is not

'personal,’ though its subject matter is the artist's individual possibilities.'®

B nmawmnom  orpeiBke  Tomac  I'ecc,  pemakTop  HM3BECTHOIO
HMCKYCCTBOBEIUECKOrO KypHana Art News, yTOUHAET omnpeaeneHue Action
Painting, nenast akieHT He Ha (OpMe U OTHOLICHUU XYJOXKHUKA C MaTepHallaMHu,
Kak B omnpenesneHun Po3zeHOepra, a Ha B3aMMOCBSI3M M, B HEKOTOPOW CTEIEHH, €€
OTCYTCTBUM Yy XYIOXKHMKAa M IPOMU3BEIEHUS B IeIoM. Takum o0Opa3om, B
CeMaHTUKe TepMuHa Ha 1958 roxm MOXKHO OTMETUTHh 3HAUYUTEIbHYIO

BapUAaTUBHOCTD.

Ha 1960-e roasr mpuxoauTcst paciBeT caMoro uckycctBa Action Painting, u
MHOT'OYHCIJICHHBIE HCKYCCTBOBEIBI M XYJOKHUKHA I10-CBOEMY KOMMEHTUPYIOT
naHHbld TepMuH. Tak, B 1961 romy Aman Kampoy, roBopst 0 XdIIEHMHTrax,
CBS3bIBacT UX C Action Painting, ykas3piBas KOHKPETHYIO CTpaHy, 00 MCKYCCTBE

KOTOpOﬁ T'OBOPHUT. Yka3aHue OTACJIBHEBIX CTPAaH U KYJbTYP SABJISACTCA 3HAKOM TOTIO,

18 Modern Art: A Critical 9, Pam Meecham, Julie Sheldon

' H.R., "A dialogue with Thomas B. Hess." Catalogue of the Exhibition: Action Painting, 1958, The
Dallas Museum for Contemporary Arts.
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yto s Kanpoy Action Painting He SBISETCS UCKIIOYUTEIBHO aMEPUKAHCKUM
BHUJIOM MCKYCCTBA, a 3HAYUT, OH pacCMAaTPUBAET JIaHHBIM TEPMUH KaK YHUKAIbHBIN

TEPMUH:

These events are essentially theater pieces, however unconventional. That
they are still largely rejected by most devotees of the theater may be due to their
uncommon power and primitive energy, and to the fact that the best of them have

come directly out of the rites of American Action Painting."”’

OmuH W3 HCKYCCTBOBENOB, 3aHUMaBIINXCA Action Painting, sBIAETCS
Jlopenc Amnoysii. OH Take BHEC CBOM BKJIAJ B ONpEEICHHEe TEPMHHA, OTMETHB
MHOT'03HaYHOCTbh TaKOT'O UCKYCCTBA!

There is, however, in Action Painting, an emphasis on the extensive or

multiple meanings of the work of art.”'"!

bonee Toro, Amnoy’ii KpUTHUKOBAJI TMOHUMaHue Action Painting

Pozenb6eprom:

For Alloway, an undoubted limitation of Rosenberg’s emphasis of Action
Painting was that the final outcome of the action — painting — was not especially

esteemed, either conceptually or aesthetically."”

Annoysii oOpaTui BHUMaHHME€ Ha TO, 4TO Jyisi Po3eHOepra BakeH JHIIb
IpoIecC TBOPUECTBA; M3 JABYX 3HAUCHHUU TepMuHa Painting — «kapTuHa» H
«pucoBanue» — PozenOepr oOpaian BHUMAaHHE JIMIIb Ha BTOpoe. Takum
oOpazomMm, Aoy’ paszjessieT aBTopa M €ro TePMUH — JUIsi AJIJIOY3sI ¢ TOYKH
3peHHs MparMaTukKyu He Ba)KHO, KTO SIBJISIETCSI aBTOPOM TEPMHUHA, U TEPMHUH BaKeH

cam 1o ceoe.

7% Allan Kaprow, “’Happenings’ in the New York Art Scene”, Art News (May 1961)
! Art and Pluralism: Lawrence Alloway’s Cultural Criticism, Nigel Whiteley

2 Art and Pluralism: Lawrence Alloway’s Cultural Criticism, Nigel Whiteley
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AJOy31 KPUTUYECKH OLIEHUBAET JAHHBIA TEPMUH, BBIJETSAA MEPBYIO YacTh
JJAHHOTO COCTaBHOTO TEPMHMHA M OLICHMBAs KaK MOTHUBALIMIO, CTOSIIYIO 32 JAHHBIM

IUIAHOM BBIPAXXCHUS, TaAK U IIPAIrMaTHUYICCKHUEC aCIICKThI JaHHOI'O HAMMCHOBAHMA!

‘action’ was a good word to stress the importance of the creative action
of the artist [but] it has been mistaken as a full description of the art instead of
recognized for what it is, a polemical, melodramatic label. What I needed to
discover was that action was not the end result but a process in the discovery of

aesthetic order.'”

Tak, Amnoysil yTBepk’aaeT, 4To TepMHUH Action Painting, HeECMOTps Ha
HIMPOKOE PACIpOCTPAHEHHUE B CPeJie HCKYCCTBOBEIOB U XYJI0)KHUKOB, HECET B ceOe
AMOIMOHATBLHYIO OKPACKY M HE COOTBETCTBYET KPUTEPUIO MPO3PAUYHOCTH, T.€. HE B
MOJIHOM Mepe OTpakaeT 3HadeHue NOoHATHS: ‘Action’, «JIeWCTBHE», MEPBBIM
AJIEMEHT COCTAaBHOI'O TEPMHUHA, OMUCHIBAET HE CAMO MPOMU3BEIECHUE UCKYCCTBA, HO
MPOIIECC ICTETUYECKOTO MOUCKA XYIOKHHUKA. 37IeCh HEOOXOIMMO OTMETUTh, YTO B
COBPEMEHHOM TMOHMMAaHUM TEPMHUH O00O03HAYaeT MPEXKIE BCEro HaIpaBieHUE B

HCKYCCTBC, KaK ITOKa3bIBAIOT IIPUBCACHHBIC BBIIIC CJIOBAPHBIC OIIPCACIICHUS.

Takum 00pazomM, AIOy?i XOTh U pacCMaTpUBAET JAHHBIM TEPMUH UMEHHO
KaK aBTOPCKUHM, OH mMpu3HAeT, uro Action Painting sBisieTcss MOJHONIPABHOM

JaCTbIO TCPMHUHOJIOTUU, U AUCKYTHUPYET C aBTOPOM JAHHOI'O TCPMHHA.

Taxxe B 1960-x ronax Actpua boyToH onuchiBaia co31aHue MPOU3BEACHUS

JaHHOI'O HAIIpaBJICHUWA:

[...] he painted an auto-destructive ‘action’ painting on nylon with a brush,
his face unprotected against the acid. The effects of the acid made the nylon peel

away and dissolve before his and his audience’s very eyes."”

Ynorpebnenne Actpun boyton kaBeiuek (‘action’ painting), Takum

o0pa3om, TOBOPUT O TOM, UYTO TEPMHUH B CPAaBHEHUHU C AJJIOy?€M OHA MOHUMAET

173 ibid
7% Histories and Practices of Live Art, Deirdre Heddon, Jennie Klein p. 68
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MHaye: BO-TIEPBbIX, TEPMUH €M HE KaXETCAd AOCTATOYHO OPTaHMYHO BXOJMSIINM B
TEPMUHOJIOTHIO, YTOOBI HE MAPKUPOBATh €T0 KaBBIUKAMU, COOTBETCTBEHHO, MOYKHO
MPEANOJIOKUTh, YTO C TOUKHU 3PEHUS TparMaTUKU TEPMHUH OHA BOCIIPUHUMAET KaK
aBTOPCKUM, XOTs U HEe yrnomuHaeT camoro Poszenbepra. Bo-BTopbix, Tak Kak
KaBbIlYKAaMH  BBIJICJIEHO TOJBKO OJOHO CJOBO, Action Painting boytoH

paccMaTpUBaET HE KaK COCTABHOW TEPMHH, a KaK JIBa OT/ICJIbHBIX TEPMUHA.

Takum oOpa3zom, B 1960-x rojax TEpMUH UCIIOJIH30BAJICS UCKYCCTBOBEIAMHU
JOCTAaTOYHO WIMPOKO, OJHAKO BCE JK€ PACCMATPUBAIICA NPEKIE BCEro Kak
aBTOpckuii. B TO Ke BpeMms, €ro CEMaHTHYECKOE TIOJIE MEHsUIOCh U

CTAOMIM3UPOBAJIOCH.

Opnnako yxe B 1950-x ronax Bo3HUK BUJI0BOM miia Action Painting TepMuH
Jazzaction painting, co3nanubiii Texom JI)koHCOM U 0003HAYAIOMUM OCOOBIN BU/T
JKuBonucu AelcTBUs, XapaKTepHbIA sl appoaMEepUKAHCKUX XYIO0KHUKOB (W,
npexzae Bcero, camoro Tema Jlkonca). TakuMm o0pa3oM, cpeau XyI0KHHUKOB

TCPMUH TAKKE NCIIOJIB30BAJICA, IIPUYCM YIKC HC paCCMATPUBAJICA KAK aBTOPCKHﬁ.

K 1980-m nonyssapHOCTE Action Painting xax HanpaBlIeHUS B HUCKYCCTBE
3HAYUTENbHO CHU3WJIACh, U AUCKyccuu yTuxid. Ilpu ananuse toro, cuutaercs Jju
TEPMHH aBTOPCKUM Ha JaHHBIA MOMEHT, OyAyT HCIOJIB30BAaThCS LUTATHl W3
TekcToB 1990-x m Oosiee IO3MHUX TEKCTOB, TaK KakK IIOCIE HWCYC3HOBCHUS
HanpasieHusi Action Painting cemaHTUKa U NapagurMaTika TEpMUHA YXKE€ He

MCHAIUCH.

B Tekcrax 1O HCKYCCTBOBEICHHIO, OCOOEHHO Mpo(dhecCHOHATBHOTO

AUCKYpCa, TCPMHUH BCC CIIC pACCMATPUBACTCA KaK aBTOpCKI/Iﬁi

Rosenberg’s theory of what he called ‘action painting’ (in relation to the
paintings of Jackson Pollock and Willem de Kooning) hinged on the belief that the
instinctive and spontaneous action of painting is the truest expression of an artist’s

individuality.'”

7> Modern Art: A Critical 9 , Pam Meecham, Julie Sheldon
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B nmanHoM npumepe To, YTO TEPMUH CUUTAETCS aBTOPCKUM, MOAYEPKUBACTCS
HE TOJBKO MPUTSKATEIbHBIM Rosenberg’s, HO u dpazoit what he called, nocioBHO
«TO, 9TO OH Ha3bIBAI», MOJYCPKUBAIONICH BaKHOCTh JIMYHOCTH Po3enOepra mis

tepmuHa Action Painting.

OpHako B TeKcTax HeNnpo(ecCHOHANBHOTO AMCKYpca, OOpallleHHBIX, K
IpUMEPY, K JETAM, KaK B CIEAYIOLIEM IPUMEPE, TEPMUH HE TOJBKO MCIOJIb3YyETCA
cam 1o cebe, HO U CBsI3bIBaeTCs mnpexae Bcero ¢ JlxexkcoHoMm IlomnokoMm kak

CaMOM M3BECTHOM IipencraButeneM Action Painting:

Because of the way Jackson moved around the canvas, pouring paint from a
brush stick, his artwork was labeled “drip painting” or “action painting, ” this
the nickname “Action Jackson.” He and other abstract painters of his generation

are called Abstract Expressionists.'”

Ecnu paccmarpuBath TEKCTBI W3 MNEPUOAUYECKUX W3JAHHUM, TEPMHUH B
OCHOBHOM HCIIOJIb3YETCA KaK YHUKAJIbHBIA, MPUHAICKAIIUN OINPEICICHHON

KYJIbTYpE U ONPEJCICHHOMY NIEPUOJy BPEMEHH:

Years later, Osvaldo Sanchez declared that "the ideological orgy seemed to

contaminate the tropics. It couldn't be more ironic, futurism and action painting to

represent Cuban stagnation”. (2013)

When Time-Life was busily promoting such "American Scene" painters as
Thomas Hart Benton and Grant Wood, Cole was reconsidered as, yep, a kind of
prophet of American Scene painting. Later, in the 1960s and' 70s, when New

York action painting was internationally triumphant, scholars chose to stress the

"violence" of his brushwork as if Cole, to quote New York's Museum of Modern
Art, had helped to break "the native soil from which abstract expressionists

grew. (1994 200)"”’

76 Acton Jackson, Jan Greenberg, 2002 Brookfield, Conn. : Rring Brook Press p. 29

Y7 https://www.english-corpora.org/coca/
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B o6oux cinywasx TtepmuH oOo3HayaeT mnpeBaiupyromee B 1960-x romax
HalpaBlieHUE UCKYCCTBA, XapaKTEpU3YIOIee CBOE BpEeMs U SBIISAIONICECS PeaKIe

Ha HETO.
OI[HEIKO HHOT'Ia TCPMHUH HCIIOJIB3YCTCA KaK YHI/IBepCEUIBHLII\/'II

Like an action painting, the novel is its own subject matter and a record of

its own occurrence (as provided by the final "Summary of Discourse"). It displays
a plurality of narrative discourses which can be linked to the idea of "mullti-

performance."” (1997)

B namnom Ttekcre poman Double or Nothing Peiimonma ®denepmana
CpPaBHUBAETCS C >KMBONMCHIO JIEUCTBUS, TaK KaK poMaH, KaKk U KapTuHa Action
Painting, sBnsercs n300paXE€HUEM HE OINPEAECICHHOIO0 OOBEKTa WA CHOXKETa, HO

B3aMMOJIEMCTBHSI aBTOPA ¢ COOCTBEHHBIM ITPOU3BEICHUEM.
B npyrom npumepe onmcsiBaercs kaptuna 1913 ropa:

2014 The worst painting in the show is The Dancer (1913), an alleged self-

portrait done in gouache and pencil. It is an action painting, striving for kinesis,

but resembles a flayed portrait of musculature for Vesalius, defaced by a vandal.
The face is disguised with paint and lines. The gouache is arbitrary. The pencil
line is everywhere jerky, overemphatic and wayward, creating a hectic multitude

of mistakes.

B nannom otpeiBke Action Painting — >xMBONIMCH NEUCTBUS B OyKBaJIbHOM
CMBICIIE, KapTUHA, U300paxkarolas JeicTBUe, IBUKEHNE. B TakoM ciydae pa3Hulia
MEXIY TEPMHUHOJIOTHYECKUM ompeseneHrnemM Action painting WU CEMaHTHKOM,
3aJI0)KEHHOW B JJAHHOE CIIOBOCOYETAaHUE B TEKCTE, HACTOJIBKO BEIUKA, YTO MOXKHO

TOBOPUTH CKOPEE O CIIyHYaHOW WIIA, CKOPEE, COZHATEIbHON OMOHUMMUH.

Tem He MeHee, HENb3s yTBEPXKIaTh, YTO JIFOOOW aBTOPCKUNM TEPMHUH CO
BPEMEHEM CTAHOBUTCSl YHUKAJIBHBIM WJIM YHUBEPCAIBbHBIM. Pacuinpenue 3HaueHus

TCPMHUHA, KOTOPOC U IMPHUBOJIUT K €I'0 USMCHCHUAM B TCPMHUHOJIOTHICCKOM II0JIC U
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JIpyroMy MeCTy B TEPMHUHOJIOTHH, UMEET MecTo He Bcerga. K mpumepy, B 1919

HeMmenkui XyaoxxHuk Kypr [lIBurreps npennoxun repmun Merz:

Merz — the combination, for artistic purposes, of all conceivable materials
and, technically, the principle of the equal distribution of the individual materials
<...> A perambulator wheel, wire-netting, string and cotton-wool are factors

having equal right with paint <...>'"
JlaHHBIH aBTOPCKMI TEPMUH, OHAKO, HE 0Opes MOMyJISPHOCTh ¥ OCTANCS Ha

nepupeprur TEpPMUHOIOTUU.

CpaBHUBasl 3HaUYCHHE NAHHOTO TEPMHUHA C MOHATHEM Assemblage, MOXHO
3aMETUTh 3HAYUTEIBHOE CXOJCTBO. JHUMKIONenus Tate ompenenser TepMuH
Merz, xotopbiM onuchiBan cBoe TBopuecTBO Kyprt IlIBUTTEP3, Yepe3 TEepMHUHBI

Assemblage n Collage:

Kurt  Schwitters made large numbers of small collages and more

substantial assemblages in this medium. He is said to have extracted the word
Merz from the name Commerz Bank which appeared on a piece of paper in one of

his collages'”.

Tepmun  Assemblage BcTpewaeTcs B Kopiyce AMEpPHUKAHCKOTO
Anrnuiickoro 1341 pa3, u Ha nepsbeie 100 npumepoB 22 OTHOCATCS K UCKYCCTBY
Assemblage, v 11 B omHOM TipuMepe He ynomuHaetcs Jro0ydde. Tepmun Merg
BcTpevaercs 80 pa3, u u3 HUX 3 oTHOcsATcA K ucKyccTBY Kypta IlIButrepsa (77

MPUMEPOB KacaroTcs Jatoaei no pamminu Merz).

Takum  00pa3oM, MOXKHO 3aKJIIOUHWTh, 4YTO TEepMHH Assemblage

y1'IOTp66JI}I€TC}I SHAYUTCIIbHO YallcC, 4YEM TCPMHUH Merz.

Ha TO, 49TO OJHMH H3 OTUX TCPMHUHOB, CXOXHUX II0 CCMAHTHUKEC, CTall

YHHUBEPCAIIBHBIM, B TO BpEeMsl KakK JIPyrou OCTajCs aBTOPCKUM, MOTIJIM ITOBJIMSTH

8 Tan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford
University press, p. 31

7% https://www.tate.org.uk/art/art-terms/m/merz
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paznuuHbie ¢akTtopsl, BbiAeraeHHbIe C.B. I'puHeBbIM-I'pHEBHYEM, Takue Kak
OJIHO3HAYHOCTh, TOYHOCTb, COOTBETCTBHE HOpPMaM JIUTEPATYPHOTO S3bIKA,
KPaTKOCTb, OTCYTCTBHE SMOLIMOHAIBHOCTH u AKCIIPECCUBHOCTH,
MOTHUBHPOBAHHOCTb, cucTeMHOCTh'™. CormacHo dTuM KpurepusMm, Merz
OJIHO3HAYEH, TOYEH, KPATOK U JIUIIEH YMOLIUOHAIBHOCTU U 3KCIIPECCUBHOCTHU, XOTh
M HE COOTBETCTBYET HOpPMaM JIUTEPATYPHOTO s3blIKa MU HE MOTHUBUPOBAH, B TO
BpeMsi Kak Assemblage He OAHO3HAY€H, HE TOYEH, MEHEE KpATOK, HO
COOTBETCTBYET HOpPMaM JIMTEPATYPHOTO S3bIKA, MOTUBUPOBAH M TaK K€ HE
BKJIFOYAET SMOLIMOHAIBHBIA U JKCIPECCUBHBIA KOHTEKCTHI, Kak U TepMuH Merz.
MOXHO TPEANoa0XKUTh, YTO POJb TAaKXKE MWIPAIOT IKCTPAIMHIBUCTUUYECKHUE
(dakTopbl. TepMHUHBI TOSBUWINCH C pa3HuUlie mpuMepHo B 40 jeT, a uckycctBo XX
BeKa pa3BUBAJIOCh ¢ OOJbIIeH, 4yeM Korga-inbo, ckopoctbio. Bo3moxkno, 1950-¢
OblTM 0oJiee BOCIPUMMYMBHI K HOBOMY BHIY KOJUIaXKa W TO3TOMY TEPMUH
Assemblage tipuoOpen OOJBIIYI0 TOMYISPHOCTH, BO3MOXKHO, aBTOPHI TEPMHHOB
M0-pa3HOMY OTKJIMKQJIMCh Ha HUCIOJIb30BaHUE MX TepMHHOB — Jl100ydde Obua
rOTOB HAa PACHIMPEHHE CEMAaHTHUKH TEPMHUHA, B TO BpeMsl Kak ceMaHTuka Merz

OCTaJIACh TOYHOM U Y3KOM.

JpyruM TepMHHOM, OCTaBIIMMCS aBTOPCKUM, siBisieTcss TepmMuH POKU,

ABTOPOM KOTOPOI'O TAKXKC SABJIACTCA MypaKaMI/II

The concept of revolutionising art was drawn from Murakami’s early aim to
merge Pop Art with otaku production-consumption practices to create a new form
of popular art, POKU. Otaku refers to groups of anime and manga fan
communities, who are conventionally described as ‘hard-core,” and are prevalent

throughout Japan."”'

¥ T'punes-I'punesuu, C. B. Tepmunosenenue: yue6. mocobue / C. B. I'punes-I'puneny. — M.:

Axanemus, 2008. — 303 c.

8! Emerging from flatness: Murakami Takashi and superflat aesthetics, Marc Steinberg, Master of Arts

dissertation paper, 2002, ctp 21
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Takum o6pazom, POKU — a60peBuatypa, COCTOsIIIas U3 MePBHIX ABYX OYKB
CIOBa pop W TIOCIEIHUX JIBYX — CJoBa otaku, SIOHCKOTO TEpPMUHA,
o0o3Havaromero jroouTene Mmauru u anume. Ot TepmuHa U noustust POKU, B
KOHIIETIIIUIO KOTOPOTO BXOJUJIO KOMMEPUYECKOE pachpeelieHue HCKYCCTBa B
pamMKax MHCTHTYTa OTaKy, MypakaMu B CKOPOM BPEMEHHU OTKa3ajcCs, BEPHYBIITUCH
K Superflat, paccmMaTpuBaBIIeMy IIPOHU3BOJCTBO M TNOTPEOJICHHUE HMCKYCCTBA B
paMKax KOMMEPYECKOM KyIbTyphl. '™ BO3MOKHO, MOTHBAILIUs aBTOPa ObLIa CBA3aHa
C IOHUMaHUEM, 9TO TepMuH Superflat, 6y yau MOTUBHPOBAHHBIM C TOYKH 3PCHHUS
00JIee MMPOKOTO CIIOS 3aMaJHbIX UCKYCCTBOBEIOB, UMEJ OOJIbIIIE IIIAHCOB BOWTH B
JUTEPATYPY, YEM TIEPBBIN BapUaHT, OMMUPAIOIINNCS HA B TO BPEMS UCKIIFOUUTEIHLHO
ATMOHCKYI0 KyJbTypy. Cam aBTOp HE KOMMEHTHPOBAJI CBOM BBIOOp, OJHAKO,
CpaBHHUBas KOJIMYECTBO CCHUIOK B KpYIHEWIIEM aHrosi3bivHOM Kopiyce Google,
MOXHO 3aKJIOUUTh, YTO Superflat ucoab3yeTcs: 3HAUUTENBHO Yalle U OOJbIIUM

KOJIMYECTBOM MPOGECCHOHAIOB U HEMPO(PECCHOHATIOB.

Takum 00pa3oM, MOKHO 3aKIHOYUTh, YUTO ABTOPCKHE TEPMUHBI MOSBIISIOTCS
Ha nepudeprur TEPMUHOJOTMU U 3aT€M MOTYT Pa3BUTHCS B YHHMBEPCAJIBHBIE U
YHUKaJbHbIE TepMHUHBL. [[pUarHaMu TaHHOTO MpoIiecca MOTYT OBITh MIPEXK]IE BCETO
AKCTPAJIMHIBUCTHUECKME  (aKTOoppl —  Tak, 0OoJjiee  3HAUYUMble  JUIs
M300pa3UTEIBHOIO UCKYCCTBA MOHATHSA C OOJBIIEH CTENEHBIO BEPOSITHOCTH CTAHYT
4acThlO SiApa TEPMUHOJIOTHMU. B TepMHHOIOTMH H300pa3uUTENBHOTO HCKYCCTBA
HENb35 OrPaHMYMBATh  HCCIECNOBAHUE JIMIIb TEPMHUHAMH, OCTABIIMMMCS
aBTOPCKUMHU — MHAauU€ OCTaHyTCsl 0€3 pacCMOTPEHHs] MHOTHE TEPMHHOIOTHUECKHE
€IUHUIIBI, WUIPAIOLIME BAXXKHEWIIYK pPOJIb KaK B HUCKYCCTBE, TaK U B CaMOH
TEPMHUHOJIOTHHU. M3 3TOrO Cciemgyer, 4To aBTOPCKHE TEPMHHBI MOTYT HM3y4aThbCs
TOJIbKO B JUAXPOHUU, NMPHUUYEM HEOOXOJUMO YUYUTHIBATH KaK Pa3BUTHE CamMoOro

TEpMHUHA, TaK U 9BOJIOLUIO 0003Ha4YaeMOro ITOHATHS.

¥ Ibid ctp 16
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§2. DOyHKIUOHMPOBAHHE AaBTOPCKMX TEPMHHOB B MNPodecCHOHATbHOM
AUCKYypce

Byayun siapoMm crnenuanbHOW JIEKCUKH, TEPMHUHBI IIPEXKJIE BCErO SBIISIOTCS
YacTbl0 TEPMMHOCHUCTEMBI, TaK KaK BHE €€ OHM TEPSAIOT TaKUE€ OIpENeSIOIIIe
CBOICTBA, KaK J€(PUHUTUBHOCTb, U, TAKUM 00pa3oM, NEPEXOAAT B pa3ps oOLuX
eAUHMI] JIEKCUKH. OJIHAaKO JUIs M3Y4YEHUs] TEPMUHA HEJOCTATOYHO paccMaTpuBaTh
€ro TOJbKO Ha YpOBHE $53blKa, TaK KakK B IOJHOW Mepe CBOICTBAa M KayecTBa

TEPMHHA MOTYT IPOSABUTHCS TOJIBKO B IIPO(YECCHOHATBHOM O0LIEHHH ™,

[Tporto Oosbllie MOJIyTOpa BEKOB C TEX IOpP, KaK Yy4YEHBbIC BIICPBBIC
oOpaTuiiuch K M3y4YCHUIO TEPMHUHA B KOHTEKCTe. Yxke K 1853 romy B cioBape
Webster’s American Dictionary of the English Language s3b1k omnpenemnscs
UMEHHO dYepe3 CIIOBO usage, UCHOIb308aHue WIN ynompebOnenue:. “Language
consists in the oral utterance of sounds, which usage has made the representatives
of ideas. When two or more persons customarily annex the same sounds to the
same ideas, the expression of these sounds by one person communicates his ideas

to another.”'**

, a B 1868 rogy YunbsiM YUTHU, NIEPBbIA AMEPUKAHCKAN TEOPETHUK
A3bIKa, TMHCAl B CBOMX JIEKIUAX, YTO S3bIK OMpENEIseTCs HE MpaBUIaMU
rpaMMaTHKOB M JIeKCHKOrpadoB, a roiocaMu MW MHEHUSIMH TeX, KTO €ro
ucnionib3yet: «The character of a language is not determined by the rules of
grammarians and lexicographers, but by the usage of the community, by the voice

and opinion of speakers and hearers, and this works most naturally and effectively

when it works most unconsciously»'®.

18 Jlanmnmenko B.II. AxTyanbHble HaIpaBICHUS JIMHIBUCTUYECKOIO HMCCIENOBAHMA  PYCCKOM

tepmunosioruu / B.I1. [lanunenko // CoBpemeHHbIe 1podsieMbl pycckoit Tepmunonoruu / [Tox pen. B.I1.

Hanunenxo. M.: Hayxka, 1986. ctp. 21

8 Stephen G. Alter. William Dwight Whitney and the science of language. — Baltimore: The Johns
Hopkins University Press, 2005. Pp. 339. Ctp 74

% Whitney W.D. Language and the study of language: Twelve lectures on the principles of linguistic
science. — N.Y.: Scribner, 1868. Ctp.474

108



TeMm He MeHee, ynoTpebieHHne S3bIKa B IIEJIOM U TEPMHUHOJIOTHH B YaCTHOCTH
BCE eIIe SABISAETCS NPEAMETOM  aKTUBHOIO  M3Yy4YE€HHUs; B  YacCTHOCTH,
(GyHKIIMOHUPOBAHUE TEPMUHOB M300pa3UTEIHHOTO UCKYCCTBA HA TAHHBI MOMEHT
M3YYEHO TOJbKO (¢parMeHTapHo. MCKycCTBOBETYECKHMM JTUCKYPCOM B IIE€JIOM
3aHUMaJUCh  Takue  ydeHole, Kak Brian  Ashbee, A.I'. AHucuMOBa,
M.O. benbmecona, A.Il. bynaroga, 10.A. BopoOneBa, A.A. Jleproruna,
E.A. Enuna, E.A. Epoxuna, VY.A.XapkoBa, Anga Kpeuwuto, JI.B. Ky3nenosa,
JI.B. Jlaeako,  E.B. MuneroBa,  A.Il. Munssap-benopyuesa,  A.B. Onsanuy,
K.H. Pa6uentox, MW.II. PasOkoBa, H.I'. Tkauenko, 3.C. XacanoBa. M3 Hux
TEPMHMHOJIOTHIO XOTA Obl ynomuHamud Brian Ashbee'™, A.I. Auucumona',

M.O. Bensmecona'®®, T0.A. BopoOsesa'®, A.A. Jleproruna'”, E.A. Epoxuna'’,

1% Ashbee, B (Apr. 1999). “A Beginner’s Guide to Art Bollocks and How to be a Critic”. In: Art Review,
pp. 14-15. url: https://staticl.squarespace.com/static/588b77c0b8a79be9aed248bc/t/
5¢8e025471c10bded9c2a0aa/1552810580774/HOW+TO+BE+A+CRITIC%3A+A+BEGINNER
%27S+GUIDE+TO+%27ARTBOLLOCKS.%27+Brian+Ashbee.pdf

187 AmmcumoBa A.I'. Tumonorus TEPMHUHOB aHIJIOSI3BIYHOTO HMCKYCCTBOBEAECHUS: JUCCEpTalUs

KaHauaaTa QuiIonorniecknx Hayk: M, 1994. c. 91

1% Benpmecoa M.O. KitoueBble 0COGEHHOCTH HCKYCCTBOBEMYECKOTO IHUCKYpPCa B PAMKaX TEKCTOBOM
aKTyaJM3allii aHTJINICKOr0 JIMHTBOKYJIBTYpHOTO KOHIenTa «Painting» (Ha marepuane MoHorpadpuu I'.
Peitnonpaca «Turner. World of arty) / M.O. benbmecosa // Becthuk FOVpI'Y. Cepust «JIuHrBucTrka,

2016. T. 13. Ne 1. C. 62-68.

89 Bopo6sesa 0.A. KOrHUTHBHO-IparMaTHYECKHii aCHEKT HOBOM JIEKCMKHM MCKyCCTBOBeNEHHsS (Ha
MaTepuaie aHTIMHCKOro s3bIKa): 1ucC. .. Kaua. ¢umon. nHayk: 10.02.04 / BopobOpea Omus

AnexcannpoBHa. Kanuaunrpan, 2003, 264 c.

% Pa6kosa WU.I1. UcKyCCTBOBEIYECKHUH TEKCT Kak OOBEKT MepeBo/a (Ha MaTepuasie My3eiHBIX TEKCTOB
Ha PYCCKOM, aHTIMHCKOM U ¢uHCKOM s3pikax) / W.II. Psabkxosa, A.A. Jlepiormaa / MHOTOS3BIYHE B

obpazoBarensHOM mpocTpancTse, 2020. T. 12. ¢. 135-141

¥ Epoxuna A. B. OcoGEHHOCTH COBPEMEHHOIO HCKYCCTBOBEIYECKOrO JHMCKypca (Ha MaTepuale
AHTJIOSI3BIYHBIX PELICH3UH, MOCBSIIEHHBIX W300pa3uTEeIbHOMY HCKYCCTBY) [DJEeKTpOHHBIH pecypc| //
Moscow University Young Researchers’ Journal: Languages, Cultures and Area Studies (ISSN 2307-
3063). —2015. - Ne 4
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192 193

Anga Kpenuro'?, E.B. Munerosa'”, A.Il. Munbsap-Benopyuesa', NL.II. Pa6kosa,

H.I". Tkauenko'®.

VY4yeHble pacXxoAsTcs BO MHEHHU O TOM, KakKhue€ MMEHHO (YHKIIMH CUHTATH
OCHOBHBIMU (D)YHKIMSIMU TEPMHUHA B MPO(PECCHOHATIBHOM JTUCKYpPCE, OJJHAKO Yallle
BCErO BBIJCISIOTCS CleAyIolue NATh (YHKIM: HOMUHATUBHAS, Ne(UHUTHBHAS,

CUTHU(DUKATUBHAS, KOMMYHUKATUBHAS U ITparMaTudecKkas’ .

[lepBass (yHKIMS, HOMWHATHUBHAS, WU «PEMPE3CHTATHBHAS», IPHUCYIIA
BCEM SI3BIKOBBIM 3HAKaM M 3aKIF0YaeTCSd B TOM, YTO OHHM O0O3HAYalOT HEYTO
onpenenennoe. Ilpm ymorpebieHMH TepMHHA dalle BCEro 0003HAYaeMbIM
SBIIICTCSI CIICIMAIIBHOE TIOHATHE OTIEIBHOW 00JIacTH 3HaHUS — BEpHEe,
KOHKPETHOE IIPOSIBJICHHUE 3TOTO IOHATHSA. ABTOPCKHI TEPMHUH C TOYKH 3PCHUS

HOMUHATUBHON (YHKIIMHU MOJHOCTHIO TOXKAECTBEHEH JIIOOOMY JAPYTrOMY TEPMHUHY.

Tak, xorma Mapuna AOpamoBuuY mnUIIET «make a living from my
performances», oHa, 6€3yCIIOBHO, TOBOPUT HE O MOHATUU Performance BooOIIE,

HO O HCCKOJIBKUX KOHKPCTHBIX HCp(bOpMchaX, KOTOPBIC OHA CO314aJia.

92 Cret iu, A-E. (2013a). ‘Artspeaking’ about art. discourse features of English for Art Purposes.
Retrieved from
https://www.academia.edu/10359422/ Artspeaking About Art. Discourse Features of English for Art

_Purposes

' Munerosa, E.B. AHIJIOS3bIYHBIN HCKYCCTBOBEMYECKHUIA IUCKYPC: IPUPOIA M IEKCHIECKOE HAMOJIHEHHE
/ E.B. Munerosa // ®uionorudeckue Hayku. Bompocs! Teopun u pakTuk. - 2013, - Beim. 22, Ne 4, 4. 2,

- C. 114-119.

% Munbsap-benopyuesa A.Il. TloamkogoBOCTh HCKycCTBOBemueckoro muckypca / Al Munbsp-
benopyueBa // Bectnuk MNOVYpI'Y. Cepus «Jlunrsuctuka», 2017. T. 4. Ne 4. - C. 16-20. DOL:
10.14529/1°170403

1% Tkauenko H.I'. K Bompocy o TepmMunonoruu u3odpasutensoro uckyccersa / H.I'. Tkauenko // SI3bIk,
cosnanune, kommyHukanus / [Tox pen. B.B. Kpacupix, A.W. U3otosa. M.: lmamor-MI'Y, 1999. Bem. 7. i
136 c. C. 48-56

% Jleitunk B. M. TepMHUHOBEICHHE: IPEMET, METOIbI, CTPYKTYpa. 2-¢ u3a. M.: KomKuura, 2006.
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Jpyrum npuMepoM MOXKET CITyKUTh UCHOJIb30BaHue TepmuHa Kinetic Art, a

TaKXe €ro COKpaIeHHOro BapuanTa «Kinetics»:

Kinetic art is still prevalent today, and styles include mobiles and
mechanical sculptures as well as 2D Op-art paintings, which create optical
illusions appearing to rotate or vibrate in front of the eyes. As with many aesthetic
tendencies, kinetics manifested as a creative culture long before it appeared in fine
art. Probably the earliest example of artistic kinetics is the wind chime, which was
in use at least 5000 years ago throughout Southeast Asia, exemplifying exploration

of the sacred and the interconnectedness of humans and nature."’

Ucnonb3yss Ttepmun Kinetics, aBTOp cTaTbu NOJPa3yMEBAET OTIEJIbHbBIC
OMpeieJICHHbIE TPOU3BEICHUSI UCKYCCTBA, & TaKyKe MPOU3BEICHUS KYJIbTYpPhl KaK

TaKOBOM, U CPABHUBAET UX MEXK]Yy COOOI.

Bropasi, nedbunutuBHas, GQYHKIUS OTIWYAET TEPMUH OT €IAUHUIIBI
o0IIeyTOTPEOUTENHHOM JIEKCUKH M 3aKIIF0YAETCS B TOM, YTO TEPMUH, B OTJIUYHUE OT
CAMHUIIBI OOIIEH JIEKCUKH, SIBJIIETCA HE TOJBKO CIOCOOOM OOO3HAYEHUSI 4Yero-
60O, HO CPEACTBOM JIOTMYECKOro ompeaenenus . Jlas mnpuMmepa BO3bMEM
cienyromui OoTpeIBOK u3 Manupecra Kasumupa ManeBuua, aBTOpa TEepMHUHA

Suprematism:

Under Suprematism [ understand the primacy of pure feeling in creative art.
To the Suprematist, the visual phenomena of the objective world are, in
themselves, meaningless, the significant thing is feeling, as such, quite apart from

the environment in which it is called forth."’

The so called "materialization" of a feeling in the conscious mind really
means a materialization of the reflection of that feeling through the medium of

some realistic conception. Such a realistic conception is without value in

Y7 https://www.marshandparsons.co.uk/blog/kinetic-art/

1% Bunorpanos B.B. Borpocsl Tepmunonoruu. — M.: Usa-so AH CCCP, 1961. — 234 ¢ ctp 12-13

% https://www.sothebys.com/en/articles/who-were-the-suprematists
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Suprematist art... And not only in Suprematist art but in art generally, because the
enduring, true value of a work of art (to whatever school it may belong) resides

solely in the feeling expressed.

<..>

An objective representation, having objectivity as its aim, is something
which, as such, has nothing to do with art, and yet the use of objective forms in an

art work does not preclude the possibility of its being of high artistic value.

Hence, to the Suprematist, the appropriate means of representation is
always the one which gives fullest possible expression to feeling as such and which

ignores the familiar appearance of objects.””

B nanHoMm cnydae moa eauHuled Suprematism TOHUMAETCSd HE MPOCTO
KOHKpETHAasl IIKOJIa, aKT TBOPYECTBA WJIM MPOU3BEIAECHUE HCKYCCTBA, HO CIIOXKHOE
CIELUAJIbHOE TIOHATHE; B paMKax ACHUHUTUBHON (DYHKIIMU TEPMHUH «OTCHLIACT

YUTATCJIA K OIIPCACICHHOMY «MCCTY» B TCPMHUHOCHCTCMC U CUCTCMC MIOHSITUH:

Suprematism — an abstract art movement founded in Russia during the
First World War. Interested in pure abstraction, the Suprematists searched for the
‘zero degree’ of painting, the point beyond which the medium could not go without
ceasing to be art. In order to achieve this point, simple motifs were used which
best articulated the shape and the flat surface of the canvas. The square, circle,
and cross became the group’s favourite motifs. For Suprematist artists, the visual
phenomena of the objective world were in themselves meaningless, what was
instead significant was feeling. The word “Suprematism” was coined to describe
the movement, as one that would lead to the supremacy of pure feeling or

perception in the pictorial arts.*

2% https://www.moodbook.com/history/modernism/malevich-suprematism.html

*%1 https://magazine.artland.com/art-movement-suprematism/
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Takxe cneayer OTMETUTh, YTO, HECMOTPS Ha MPUCYTCTBUE B JAHHOM TEKCTE
BApUAHTOB TEPMHUHA, YTO XapaKTEPHO ISl aBTOPCKUX TEPMHUHOB (Suprematist Art,

Suprematist), TOHATHE, CTOSAIECE 32 HUMHU, OJTHO U TO XKe.

Heob6xoaumo Takxke OTMETUTh, YTO aBTOPCKHE TEPMHUHBI, B OCOOEHHOCTH HE
nepenieie B YHUKaJIbHBIE M HE MEHSIOUME CEeMaHTUKY, Oyaydd dYacTo
HEU3BECTHBIMH JIaXKe YMTATETI0-TIpo(deccronany, 4acTo B TEKCTE MPEAIararoTcs C
camoii neunuimeil. Tak, B KHUTe, ONMUCHIBAIOIIEH pa3BUTHE MEAHA MPOCTPAHCTBA,
ONpPEAEIECHUE aBTOPCKOro TepMuHa hypermediacy crnenyer cpasy 3a caMuUM

TEPMHUHOM:

Bolter and Grusin outline two major strategies in the medial competition
between old and new media. McSweeney’s Issue 16 exemplifies hypermediacy, a
‘style of visual representation whose goal is to remind the viewer of the

medium’>”

B crarbe, HamuMcaHHOW HCKYCCTBOBEIOM M aBTOpoM TepmuHa Eccentric
abstraction Jlrocu Jlunmapn, TOPUBOOUTCA HE  TOJBKO  ONpPEAEICHUE,
nojApasyMeBaroliee NpUHIUIN genus proximum et differentia specifica, HO
HalpsIMyl0 OIHCHIBAETCS MECTO TEpMHHA B TEPMHUHOJOTMM W TIOHATHUS B
MIOHATUMHOW cucTteMme. JUIsi MapKuUpOBaHUS MECTa B CHUCTEME UCIIOJIb3YIOTCS

JIpyrue TepMuHbl — assemblage, abstract painting:

The makers of what I am calling, for semantic convenience, eccentric
abstraction, refuse to eschew imagination and the extension of sensuous
experience while they also refuse to sacrifice the solid formal basis demanded of
the best in current non-objective art. Eccentric abstraction has little in common
with the sculpture of the fifties, since it rarely activates space, nor Wwith

assemblage, which incorporated recognizable objects and was generally small in

2 Bolter, Jay David, and Richard Grusin. Remediation: Understanding New Media. Cambridge:
MIT Press, 1999, p. 272
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scale, additive and conglomerate in technique. In fact, the eccentric idiom is more

closely related to abstract painting than to any sculptural forms.””

Cnenyromast QyHKIusi, CUTHU(PUKATABHAS WIA 3HAKOBAs, 3aKJIFOYAETCS B
CIIOCOOHOCTH TEPMHHA BBIpaXXaTh COJAEpkKaHUE 0003HAYAEMOrO0 UM TMOHATHUS —
«CBOpPAUYMBATHCS» M3 ONPENCICHUA B OJHY JIEKCHYECKYID €IUHUIY U
«pa3BOpAYMBATHCS» 00PATHO B COZHAHWM YUYACTBYIONTUX B KOMMYHUKAIINH JIFOICH.
Heo0xoauMoO OTMETUTBH, YTO MOJHOTA MPOSIBICHUS 3HAKOBOM (YHKUHUU MOMKET
MEHSTBCS, PEXKIAE BCETO, B 3aBUCUMOCTH OT Pa3BUTUS TEPMHHOJIOTUH — YEM
Oojiee pa3BUTa W CTPYKTYpUPOBAHA TEPMUHOCUCTEMA, TEM CHJIbHEE CBSI3aHO B
CO3HAaHWMU TOBOPSIIMX TOHATHE C CHUCTEMOM U TIOJIHEE pPeaau3yeTcs

CUTHH(UKATUBHAS (QYHKITHS.

ABTOpCKI/Iﬁ TCPMHUH MOXKCT OBITH OCOOCHHO I10JIC3CH JJIA CIICOuaInCTa TCM,
qTO B IpoHecCe YCTAaHOBJIICHUA CBOCTO MECTa B CHUCTCMEC OH CHIC HC HMCCT
YCTOﬂBmeﬁCH CCMAHTUKHM H MOXKCT OJHOBPCMCHHO H BbIpaXXaTb COACPIKAHUC
IIOHATHUA KaK TaKOBOI'O, M HCIIOJIB30BAaTbBCA IS 0003HaUeHUsI OOJIBIIETO HIIN

MEHBIIIETO 00beMa MOHSITHSL.

Paccmorpum  pyHkimonupoBanune aBtopckoro tepmmuHa Outsider Art Ha
npuMepe ctatbu Jxeiimca Dnkunca Naifs, Faux-naifs, Faux-faux naifs, Would-be

Faux-naifs: There is No Such Thing as Outsider Art:

The first thing that needs to be said about outsider art (and for the moment |
will lump outsider art with naive art, art brut, raw art, grass-roots art, primitive
art, self-taught art, psychotic art, autistic art, intuitive art, vernacular art, folk
art, contemporary folk art, non-traditional folk art, mediumistic art, and
marginal art) is that it does not exist. At least [ would like to say that, but actually
I can’t: outsider art does exist, and it has been an object of continuous interest
since the beginnings of modernism. In the scope of this brief essay I will say

exactly why I would like to say outsider art does not exist. I will leave it to the

% Lucy R. Lippard, 'Eccentric Abstraction', Art International, vol. 10, no. 9 (November 1966) 28-40.
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many exhibitions, catalogs, and monographs to continue exploring the fact that

outsider art does, in fact, continue to exist.
CnoBapHoe onpenenenne Qutsider Art cienyrouiee:

Outsider art is used to describe art that has a naive quality, often produced
by people who have not trained as artists or worked within the conventional
structures of art production. The art of children, psychiatric patients and prisoners
who create art outside conventional structures of art training and art production is
often categorised as outsider art. In 1964 the French artist Jean Dubuffet started
to collect artworks he considered to be free from societal constraints. This was
termed art _brut (raw art) — another term for outsider art — and in 1948 he

founded the Compagnie de L’Art Brut with André Breton.””

ABTOp cTaTbu «CBOpAaYMBaeT» IMATHAJLATh HANpPABJICHUM B OJHO, HE
SBJISIIONIEECS] HANPSAMYIO genus proximum ajisi Hux (k npumepy, Mediumistic Art
— HCKYCCTBO, Ha KOTOpPOE€ OKa3zaJl 3HAYUTENIbHOE BIUSHUE CHUPUTYAIU3M —
JIOCTaTOYHO  4YacTo, JIEWCTBUTENIbHO, JIeJaeTcss He MNpodecCHOHaTbHBIMU
XYJIO)KHUKaMH, OJHAKO 3TO HE OTJIUYUTENIbHAs OCOOEHHOCTh JaHHOIO BHUJA
HCKYCCTBA), HO JIOTUKA BEPTUKAIHLHOTO KOHTEKCTA, TEM HE MEHEe, HE HapyIlaeTCs:
ABTOPCKHM TEPMHUH XOTh M 3HAKOM MOTEHIIMAJIBLHOMY YMTATENI0, €ro CeMaHTUKa
JIOCTaTOYHO THOKA, YTOOBI PACIIUPUTHCS M B paMKaxX JAaHHOTO TEKCTa 0003HAYATh

EIbIN KJIACC MOHATUM.

Tak kak aBTOPCKHME TEPMHUHBI IO OMNpPEACICHUIO €Ile HEe 3aKpEeIUICHBI B
TEPMUHOCHUCTEME, TIPU OIEHKE CUTHU(PUKATUBHON (PYHKITMU TEPMHUHA HEOOXOIUMO
paccMOTpeTh, BBICTYNMAaeT JW TEPMHUH B JaHHOM CiIy4ae KakK 4YacTh YXKe

CYILLIECTBYIOILEN OTPACIEBON CUCTEMBI WU OTJEIBHON aBTOPCKOM TEPMHUHOJIOTUH.

[TpumepoM repBoro clieHapusi — Korja aBTOPCKUI TEPMUH «BCTPAUBACTCSD)
B yX€ CYIIECTBYIOIIYIO OTPACIEBYI0 TEPMHHOCUCTEMY — MOXKET CIYXHUTh
OTPBIBOK HUHTEpPBbIO ¢ aBTOpoM TepMmuHa Contextual Modernism P. 1lluBa

KYMaPOM, rac XyJdOXHHK OIIMCBIBACT CHUTyallUIO B apT-COO6HI€CTB€ ITOCJIC

2% https://www.tate.org.uk/art/art-terms/o/outsider-art
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OKOHYaHUs Mepruoaa KojaoHu3auuu Muaun AHIIven U No3uuio B HEH yYaCTHUKOB

MHMICKOTO HaIlpaBJiIeHUsl N300pa3uTesbHOro uckyccrna lllanTunukeran:

Interviewer: The exhibition title ‘Making of a Contextual Modernism’ itself
is quite fascinating. My question may appear quite naive, but are you saying that
all modernist programs are not contextual enough and that some are more context

sensitive than others?

R.S.K.: In a sense, yes. But this needs to be explained a little. I am of course
not suggesting that every other modernist programme was ahistorical; that they
were not products of their time and place, or that they were not shaped by social
conditions and so on. What I am trying to emphasize is that the Santiniketan artists

saw one’s modernism as constituted by one’s context both historical and physical.

To the academic artists of the 19th and early 20th centuries modernism was
more a matter of technology, the use of oil paints and the conventions of post
Renaissance representational realism. Even when the subjects they painted were
Indian, the categories or genres these fell into — history, portraits, and
occasionally landscape — were part of the value system <...> The artists of the
Bengal school in reaction to this tried to marry indigenous subject matter with
indigenous style. We might have disagreements about how indigenous or revivalist
this was but this surely made them even more historicist in orientation. Their
modernism was then a form of indigenous neo-classicism, a new art that invoked

the art of their ancestors.

The progressive artists of the 40s saw this as essentially anti-modernist.
Traces of local life can be seen in their work especially their early work, but what
made them modern was their engagement with the formal principles of Western

modernism. In their hands, modernism once again was trans-national.

It is in contrast to these that I would argue that art produced at Santiniketan
was more context sensitive. They did not believe that to be indigenous one has to

be historicist either in theme or in style, and similarly to be modern one has to
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adopt a particular trans-national formal language or technique. Modernism was to
them neither a style nor a form of internationalism. It was critical re-engagement
with the foundational aspects of art necessitated by changes in one’s unique
historical position. Even though cross-cultural contacts were crucial to the
development of modernism and cross-cultural contacts having paved the way to
the dismantling of art traditions at large made modernism, unlike any other period
in art history, international in its scope, to them art produced in one place did not

have to look like art produced elsewhere.

To them [colonisers and colonized] modernism sprang from the new
situation one found oneself in — politically, culturally, and environmentally —

and how one responded it. Modernism was for them not homogenous but generic.

The Santiniketan artists were one of the first who consciously challenged
this idea of modernism by opting out of both internationalist modernism and

historicist indigenousness and trying to create a context sensitive modernism.””

Hecmotpst Ha TO, uTto Contextual Modernism euie He BOIIET HU B OIUH

CJIOBApb, €ro OonpcAcjiICHruC, TCM HC MCHEC, 1dTb BO3BMOKHO:

Developing from the Bengal Schoolin the early-twentieth century,
Contextual Modernism was an independent artistic movement that advocated for
a humanism and cross-culturalism in art along with the incorporation of local
elements. Instituted by Rabindranath Tagore, the movement represented a shift
from the rigidity and insularity of the Revivalist movement of the Bengal School,
instead favouring a community thriving on experimentation, moving closer to art
that responded more widely to contemporary life, nature and Modernist

philosophies.””

Ha momeHT uHTepBbIO aBTOpCKHMi TepMuH Contextual Modernism Obin
CO3/aH COBCEM HEIABHO M, O€3yCIIOBHO, €III¢ HE 3aHSI YETKO OINPEACIICHHOE MECTO

B orpacneBor tepmuHocucreme. P. IlIlmBa Kymap BBIHYyXZE€H BBICTpauBaTh IS

2% http://humanitiesunderground.org/all-the-shared-experiences-of-the-lived-world-ii/

2% https://mapacademy.io/article/contextual-modernism/
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HEro 3TO MECTO M OYepYMBaTh I'PAaHUIBI TEPMUHA B HMHTEPBBIO, JJII YEro OH
BbIOpaJl Takue TEPMUHBI, KaK post Renaissance Representational Realism, Neo-
Classicism, Trans-National Modernism, Internationalist Modernism. He saBissach
aBTOPCKUMHU, HO OYy/Ty4d MOHATHBI COOECETHUKY, TaHHbIE TEPMUHBI MOTYT TOMOYb
BCTpoUTh HOBBIM TepMuH Contextual Modernism B yXe CyIIECTBYIOIIYIO

CUCTEMY.

Jpyroii mpumep JaHHOTO CIiEHapus — peaklus KPUTUKOB Ha BBICTABKY

Primary Structures: Younger American and British Sculptors, npoBeIeHHYIO B

1966 rony B CIIIA:

In 1966, the Jewish Museum hosted an exhibition which introduced a new
emerging trend in sculpture, presented as "New Art". Titled Primary Structures:
Younger American and British Sculptors, the show presented works which
shared general characteristics of scale, simplified geometry and smooth, often
colorful, industrial surfaces. Kynaston McShine, who was the Curator of Painting
and Sculpture at The Jewish Museum at the time, and who later became Curator of

Exhibitions of The Museum of Modern Art, New York, did not attempt to categorize

this new sculpture, but rather to examine the artists' fresh approaches to form and

material and more significantly their use of color. <...>

This  exhibition was a critical and media success as reported
in Time and Newsweek and was soon followed by critical labels for the art
included — "ABC art", "reductive art" and "Minimalism". In his 1966 review for
ARTnews titled Young Masters of Understatement, John Ashbery argued that the
movement looked backward as well as forward, noticing "the influence of
Constructivist monuments like Malevitch’s architectural models, Tatlin’s
Monument to the Third International, Schwitters’ Merzbild and the environmental
sculptures of Kiesler and Moholy-Nagy." He noted that the show made a brilliant

case "for this hitherto diffuse and largely undocumented school. "

%7 Ashbery J. (2018) From the Archives: John Ashbery on ‘Primary Structures,’ in 1966,
ARTnews
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HecMoTpst Ha TO, YTO COCTAaBHUTENb BBICTABKA M aBTOp TepMHUHA Primary
Structures TIpUHSJI pELIEHUE HE KaTerOpU3MpOBaTh HOBOE HAIpPAaBICHUE, B
KOTOPOM OBUIM  CAENaHbl CKYJBNOTYpPBI, HCKyccTBoBen JDkoH Ombeppu
OTpearupoBajl Ha BBICTABKY KMEHHO BBICTPAUBAaHUEM CBS3M MEXJIy HOBBIMU
Primary Structures n yXe MUPOKO HU3BECTHbIMU Constructivist monuments u

environmental sculptures.

TpaluUMOHHO [aHHBIM CIEHapUil TMOMYJSAPEH Cpeau XYyJI0KHUKOB U
HUCKYCCTBOBEJIOB, 3aHHUMAIOLIUXCS COBPEMEHHBIM HCKYCCTBOM M HUCTOpHEH
HUCKYCCTBA, TaK KaK YETKOE OIpeJeJIeHne MecTa MCKyCcCTBa YIPOIIAET
WCIIOJIb30BaHue TepMHUHA JApyruMu. OJHAKO HEKOTOpPHIE aBTOPHI MPEANOYUTAIOT

CO31aHHUC CBOUX COOCTBEHHBIX TCPMHUHOCHUCTCM.

[IpuMepoM Takoro ciieHapusi MOXKeET CIIyKUTbhb pabora XKana ro0ydde "Art
Brut Preferred to Cultural Art", rtae XyJOXHUK CpPaBHUBAET «HUCKYCCTBO
WHTEJUICKTYaJIOBY» M «HACTOSIIEe MCKYCCTBOY», MPOBO3TIIAIIAS TOCIEHEE KaK «an
artistic enterprise that is completely pure, basic, totally guided in all its phases
solely by the creator’s own impulses. It is therefore, an art which only manifests
invention, not the characteristics of cultural art which are those of the chameleon
and the monkey» **®. Hu tepmun Art Brut, nu repmun Cultural Art He ABIAIOTCS
HAa TOT MOMEHT o0men3BecTHpiMU; Tak, JKan JlioOydde BbiCTpanBaeT
COOCTBEHHYIO aBTOPCKYIO TEPMHHOJIOTHIO, IBITasICh OOBSACHUTh, YEM €ro
HUCKYCCTBO Art Brut ornvyaercsi OT BCEro OCTAIBHOTO MHPOBOTO HCKYCCTBA
Cultural Art, Takum 00pa3oM ompenenssi OJHO TOHSTHE Yepe3 Apyroe. Art Brut
3a{yMBIBAJICSI KaK MCKYCCTBO, UIYIIEE Bpa3pe3 ¢ TPAAUIMOHHBIM — M MO3TOMY
XYJIO)KHAK HE XOYeT HCIOJb30BaTh TPAJAWIIMOHHBIE TEPMHUHBI TIPH OIMCAHHUU

CBOEro TEpMHHA.

Bce 6ostee BaXxHBIMU B COBpeMeHHOﬁ TCPMHUHOJOIMU CUUTAIOTCA ITOCICTHHUC

nBe (YHKIUM: KOMMYHHKATHUBHAs, WM KOTHMUTUBHO-MH(POPMALMOHHAS™”, B

2% https://theoria.art-zoo.com/crude-art-preferred-to-cultural-art-jean-dubuffet/

*% Bonoauna M.H. KoruutuHo-unpopMaimonnas npupoja tepmuna. M.: Mza-8o Mock. ya-Ta, 2000.
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paMKax KOTOPOM OCHOBHOM 3aJayeld SBISIETCSA HaJaIUTh KOMMYHMKALUIO,
nepeiatb M MOJYy4YUTh OT CcOoOeceHHKa HEeoO0XoauMylo UHGOpMaIUio, Hu
mparMaTHYeckas, B paMKax Mpo(ecCHOHATBHOTO JHUCKypca TMPEXIE BCEro
3aKJII0YAOLICIC B PELIEHUM ONPEIEICHHOM 3aJayM, IMOCTAaBJICHHOM B paMKax
npo(ecCUOHANbHON  KOMIIETEHIIMM OJHOIO WJIM HECKOJIbKMX  yYaCTHHUKOB

oO01eHus.

C ToukM  3peHUs  KOMMYHMKaTUBHOW  (YHKIMM  TEpMHUHA B
po(eCcCUOHATBHOM JUCKYPCE aHAIM3UPYETCS MPEeXAEe BCEro IMepeaaBaeMast
TEPMUHOM coOeceHUKY MHGOpMAIHs U MOTyYyeHne HHGOpMaIMi B OTBET. 3/1€Ch
HEJIb3s HE OTMETUTh, 4TO, 110 M.H. BosiognHOM, TEPMUH HE TOJIBKO BBICTYIIAET KaK
HOCUTEIh HHPOPMAIMK O CHEIHATFHOM MOHSATHH, HO U MPOSBISETCS B MpoIecce
KOMMYHHUKAIMM KaK 0co0asi KOTHUTUBHO-UH(OPMAIIMOHHAs! CTPYKTYpa, HOCUTENb

KOJUIEKTUBHOU MPO(ECCHOHAIBHO-HAYYHON maMsaTu’ ',

Jlns wWimrocTpan BO3bMEM J[Ba IIpUMEpa YIOTPEOJICHHS aBTOPCKOTO
tepmuHa Drip Painting B pamkax npodecCHOHAIBHOTO AUCKypca. [IepBhIii TeKCT
— OTPBIBOK M3 HAYYHOW CTaThM, UCCIEAYIOLUIEH BOCIHPHUATHE HCKYCCTBOBEIAMHU
TexHUuku Jlxekcona Iloiutoka; BTOpPOM TEKCT — HAY4YHO-IOIYJIApHAs CTaThs,
onmyOJMKOBaHHAs Ha CalTe Tajieped MCKYCCTB M paccKasbiBaroias 00 MCKYCCTBE
Jlxxaner Cobenb, moBmusiBiie Ha [lomioka, HO MOYTH HUKOMY 3a TpeaeIamMu

Kpyra CriciuaJInuCTOB HC U3BECTHOM:

1. In order for such critics as Rubin of Fried then to perceive one of
Pollock’s drip paintings as a totality of sameness, they must transform a particular
observational perspective into an aesthetic value. In other words, what is
conceived of as a ‘“stable art object’ is viewed from a fixed point sufficiently
distant to enable the critic to maintain a single coherent interpretation of the drip

paintings as a totalizing whole of all-over sameness. However, both Pollock’s drip

21 Bomomuna M.H. KorutusHO-MH()OpMAIMOHHAs TNPUPOJAa TEPMHHA WM TEPMHHOJIOTHYECKAS

HomuHaus. AL M., 1998. 35 c. Ctp. 24
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paintings and the phenomenology of perception deny such a distinction between
art work and perceiver. The fact that the scale and dynamism of Pollock’s drip
paintings require the viewer to actively participate in visualizing the immense
expanse of painterly surface, combined with the ever-changing and uncertain
nature of the act of perception itself, means that any interpretation of the painting
is in a state of continual flux, and the viewer is forced to perceptually re-visualize
and re-define the configuration without ever being able to reconcile the endless
variations he perceives. The perceptual act is therefore inherently indeterminate
— both in its relation to the art work and in its interpretations. It insists that the
observer not only literally enact the painting’s own uncertainty but also
fundamentally contribute to its contradictory tensions, thereby expanding the
dimensions and possibilities of the drip painting and further breaking down the
dichotomy between art and life, painting and perceiver. Thus the close proximity
which One demands of the viewer prevents the areas of pigment from appearing to
fuse and blur into an all-over web of sameness, since the viewer is never able to
get far enough away to imagine the painting as a totality or to lose sight of the

dense tactility of the paint.”"

2. In 1945, at age 52, Janet Sobel had the mixed blessing of having her
work curated by Peggy Guggenheim into an exhibition called The Women at The
Art of This Century Gallery. The paintings Sobel included in the show were
created using an “All-Over” drip technique, in which she quickly splattered,
poured and dripped paint onto the canvas in an attempt to achieve a visual
convergence of subconscious feelings and physical actions. The show was a
triumph for Sobel, a self-taught painter. But the experience also led to an infamous
kerfuffle. The influential art critic Clement Greenburg happened to visit the
exhibition along with his friend, the painter Jackson Pollock. Despite having taken

a seminar in 1936 at which the great Mexican muralist Alfaro Siqueiros

21 Ebert, Teresa L. “THE AESTHETICS OF INDETERMINACY: THE POSTMODERN DRIP
PAINTINGS OF JACKSON POLLOCK.” The Centennial Review, vol. 22, no. 2, 1978, pp. 139-163.
URL: www.jstor.org/stable/23738393.
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encouraged students to splatter, drip and pour paint as a way to convey energy in
their work, Pollock had yet to incorporate such techniques into his paintings.
When he saw Sobel doing it, he understood what he had been missing. Two years
later, Pollock created his first “All-Over” drip paintings. In 1955, Greenburg
wrote an essay in which he recalled the experience attending The Women
exhibition with Pollock. “Pollock (and I myself) admired these paintings,”
Greenburg wrote. “Pollock admitted that these pictures had made an impact on
him.” As a self-taught female artist, Sobel fell into obscurity, while as a trained
male artist whose best friend was the most influential art critic in America, Pollock
became internationally renowned as the inventor of the “All-Over” drip painting

technique.”””

[IpuBencHHBIC BBIIIE TEKCTBI € KOMMYHUKATHBHOM TOYKH 3PCHHS
OTIMYAIOTCS TIPEXKJE BCEro aapecaTamu. llenmeBpIM yuTaTeNeM IMEPBOTO TEKCTa
SIBIISICTCS «PaBHBIN», a OCHOBHOM IIEIbI0 OOINCHUSI — OOMeH HH(opMamuei.
Heo0xoauMo yTOYHHUTB, YTO, HECMOTPS Ha MHUCbMEHHBINA XapakTep 000MX TEKCTOB,
OHH BCE €III¢ SBIISAIOTCS YaCThIO TUCKYypca U KOMMYHUKAIIMH, TaK KaK KaKIbIi U3
aBTOPOB, CKOpEe BCEro, OPUEHTHUPYETCSA Ha, MOJB3YySICh TEPMHHOJOTHEH Y. DKO,

«uaeabHOro yntatens» (model reader).

HecMmotpst Ha TO, 4TO TEpPMUH COAEPKUT B cebe «Bce MPOQPecCHOHATBHO-
HAay4yHOE€ 3HAHWE, HAKOIUICHHOE YEJIOBEYECTBOM 3a BEChb MEPUOJ  €ro
CYLIECTBOBAHUS ", TpH OOLIEHMU ABYX CIIELHAIMCTOB OOBIYHO MM HE HYKHO
oOpamaTbCsi  Cpady KO BceMy  Mpo(decCHOHATbHO-HAyYHOMY  3HaHHIO,
coZieprKalleMycs B IOHATUU. B TakoM ciydae Ha NEPBBIN IJIAH MOTYT BBIXOJIUTh T€

WJIY WHBIE €0 IUIACTHI B 3aBUCUMOCTH OT KOHTeKcTa!?,

212
Phillip Barcio, Shedding Light on the Drip Paintings by Janet Sobel, URL:

https://www.ideelart.com/magazine/janet-sobel

8 Bonoguna M. H. KorautuBHO-MH(OPMAIMOHHAS PUPOA TepMHUHA (HA MaTephale TEPMUHOJIOTUH

CpencTB MaccoBoii kommyHukanuu) / M. H. Bonoauna. — M. : U3a-o MI'Y, 2000. — 128 ¢, ctp. 30
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Jlist 0603Ha4YEeHHsI B TEPMUHOJIOTUU BCETO0 HAYYHOTO IMOHATHA, B JAaHHOM
ciny4dae, Drip Painting, i HEpa3pbIBHO C HUM CBA3aHHOTO HAYYHOT'O 3HAHUSI MOXKHO
HCIOJIb30BaTh  MpeajoxkeHHbl  P. Jlanrakepom TepmuH maximal scope,
MaKCHUMAaJIbHBIA KOHIENTYaJIbHBIA «JIMala30H» TMOHATHS, a g 0003HauYeHHUS
HauOosiee «ONMU3KO» HAXOMAIIUXCS M YacTO HCIOJB3YIONUXCS (PparMeHTOB

Hay4YHOW KapTUHLI MUPa — immediate scope, OmybKalIIMii [uana3on””.

Cornacho Teopuu P.Jlanrakepa, mnpu KOMMYHHKAllMM KaKOU-11OO
uHpopMalMK CcHayajga MOPOUCXOAUT TpoilecC (OKYCHPOBKM Ha HYXHOM JIst
YCIIEIIHON KOMMYHUKAaIIUU y4acTKe KOHLIENTYaJIbHOTO JAana3oHa,
HazpiBaromuiicss npodunupoBanueM. Ilo E.C. KyOpskoBoii, B COOTBETCTBUHU C
MOJIYYCHHBIM COOOIIIEHWEeM WJIM 3a/adeil aBTOpa «OCO3HAIOTCS W BBIBOIATCS B
TEKyIIee CO3HAHUE JIUIIIb T€ KOHIIETITHI, KOTOPBIE COMIACYIOTCS C OOIIMM 3aJJaHUEM

aKrta peun’ .

Takum 00pa3oM BBIIETSETCS «AaKTHUBHAS 30HA», TO €CTh Ta «IUIOIIAJIb)»
quanazoHa, KoTopas HeoO0XoauMmMa s JaHHOTO aKTa KOMMYHUKALMM, |
UCIIOJIB3YIOTCSL Haubosee Onu3khe K Hel crnocoObl BepOamusanuu. B gaHHOM
TEKCT€ B paMKaX aKTMBHOMW 30HBI JIJISi aBTOPCKOro TepMuHa Drip Painting Ovuiu
NMoHATUSI, oOO3Ha4YaeMble Kak scale and dynamism, the immense expanse of

painterly surface, a state of continual flux.

Bropoii xe npumep TekcTa UMEeT pa3BieKaTEIbHYI0 U UH(GOPMUPYIOILYIO
(GyHKIUU, a «UACATbHBIM YUTATEIeM» IJisi aBTopa OyAeT CIYXHUTh KTO-TO, KTO
3HAeT B ATOM Te€ME MEHbIIe Hero. B TakoM ciyuyae KOTHUTHBHasi cxeMa paboThI

aBTOpa OYyJIET BBIMJISACTh TaK K€, HO MpoduiupoBaHue OyAeT HalpaBiIeHO WHAYE,

1 Langacker, R. (1987). Foundations of Cognitive Grammar Theorical Prerequest. Standford: Standford

University University.

> Langacker, R.W. Grammar and Conceptualization. Berlin; New York : Mouton de Gruyter, 2000. 430
p.

?1® Ky6pskosa E.C. S3bik u 3nanue: Ha nyTu monayueHus 3HaHWH O s3bIke: YacTH pedyn ¢ KOTHUTHBHOM

TOYKH 3peHus. Poib s3bIKa B Mo3HaHUM Mupa. M.: SI3biku cnaBsiHcKO#M KynbTypsl, 2004, Ctp 348
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a 3HAYMUT, aKTMBHAs 30HAa TaKXK€ CMECTHTCS U OyJeT BepOannM3oBaHa TaKUMU
cpeacTBaMu, Kak The paintings Sobel included in the show, to (quickly) splatter,
pour, drip paint onto the canvas, a visual convergence of subconscious feelings

and physical actions.\ to convey energy in their work.

[Ipn cpaBHeHMHM BepOanM3alUMU AKTUBHOM 30HBI JBYX TEKCTOB MOKHO
3aMETUTh, YTO, HECMOTPS HA SIPKO BBIACIAIOIIMECSA CEMbl SHEPIUU U JBUKECHHS
(IeHCTBUTENIBHO, TaKOW CHOCOO TBOPUECTBA TAK)KE HA3BIBAETCA «KHBOIHCHIO
NBUKEHUS», Action painting), TEpBbIA TEKCT TakXke OYyJIeT HMETb CEMBbI
«TOPKECTBEHHOCTB», IIOYTU «CBALIECHHBIM y’Kac», B TO BPEMs KaK BO BTOPOM Ha
NIEPBBIM IJIAH BBIXOASAT CEMBI «CaMOBBIPAXKEHUSD), «TPAHCIUPOBAHUS». Takum
00pa3oM, MOXXHO 3aKJIIOUUTh, YTO «IHEPIHsD), «JBHKEHUE» SIBISIOTCS YaCThIO
OnmvpKalillero auana3oHa IMOHATUS, a «TOPXKECTBEHHOCTH», «CaMOBBIPAXXEHUEY,
«TPAHCIMPOBAHMUE» HAXOAATCS ONMKEe K JainbHeMy Jauanazony. Ilpm stom B
NEPBOM TEKCTE 3HAYUTENIBHO OOJbIlle BHUMAHUS yAEIsSeTCs JalbHEMY JHAla30Hy,

a BO BTOPOM HCCKOJIBKO pa3 BHUMAHHUC 06pamaeTc;I K 6J'IPI)KEII>1HICMY AUAIIa30HYy.

[Iparmatnueckass (yHKUMS TEpMUHA BO BTOPOM MpHUMEpPE Takxke OyIer

OTJIMYATBCA OT IICPBOI'O OTPBIBKA.

[TparmaTudeckass EHHOCTh TEPMHHA 3aKJIFOYAaeTCs B TOM, YTO cama €ro
CTPYKTYpPHO-CMBICITOBAasl OpPTraHM3AlMs OPHCHTUPYET YHTATeIs Ha aJeKBAaTHOC
BOCTIpUSATHE TIOHSTHS, a TEPMHUHOJOTHYecKass WHPopMaIlusi B  TEKCTax
npoeCCHOHATBFHOTO JHUCKypca HWMeeT s HempodeccHoHanma Mpexae BCEro

HI03HABATENILHYIO IEHHOCTD ' .

M.H. BOJ'IO,Z[I/IHa OoTMCYACT: «MMCHHO B TCPMHHC HanOoJee OTYCTIIMBO
IPOABJIISACTCS COI_[I/IaJIBHO-KOMMYHHKaTHBHBIﬁ mapamMceTp IIO3HaHUA, €ro

KOMMYHHKATHUBHO-IUAJIOTHYCCKOC HN3MCPCHHC, IIOCKOJBKY B OCHOBC JIC)KUT

Y7 Bomomuna M.H. KorHutuHO-MH(OPMAIMOHHAS MPUPOJA TEPMUHA UM TEPMHHOIOTHYECKAS

HOMHUHaLUs : aBropedepar auc. ... JoKTopa ¢umionornuecknx Hayk : 10.02.04 / MI'Y um. M. B.

JIomoHnocoBa. - Mocksa, 1998. - 59 c.
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CTPEMIICHHE 4YEJIOBEKA IIOJAECIUTHECA CBOUM YMEHHEM M OIBITOM C APYTHMH» >,
VMeHHO B paMKax Ipo()eCCHOHAIBLHOTO IUCKYpCa IPU OOIIEHUH IpoQeccHoHaa
¢ Henpo()ECCHOHAIOM IIPOSBIAETCA IO3HABAaTeNbHAas (DYHKLIUS TEPMHUHA.
[TporcXOMUT KOTHUTHBHAs 0Opa0OTKa, WIM KOHIENTyalu3alnus, I0Jy4eHHOM
unpopmaimu’”’. OTaensHble (parMeHThl HAyYHOrO 3HaHMs, O0NagarIue 0coboit
GyHKumel, KnaccupUUUPYIOTCS B ONPENEIEHHYI) CHCTEMY, YTO IPHBOAUT K
reHEepaIU3alUy OIbITa YuTaTend . Jlanee, «3aKpeluB IOJYYEHHYIO YEIOBEKOM
MHGOPMALUIO, TEPMUH CaM CTAHOBUTCS MHCTPYMEHTOM IIO3HAHHMS, IMOCKOJILKY

JTAeT BO3MOXKHOCTh 0000111aTh Hay4yHbIe (DaKThl, YMHOXKATh 3HAHUA M TIEPENIaBaTh

UX CJIEAYIOMIUM HOKOJIEHUAM». !

CpaBHUBas JaHHBIE OTPHIBKU, MOKHO 3aMETHUTh, YTO B TO BPEMSI, KaK aBTOp
MIEPBOTO HCMOJIB3YET TOJBKO OCHOBHOW 3aKpEIUIEHHBIA B CJIOBapsX BapHaHT
dbopmbl Tepmuna — Drip Painting — BO BTOPOM TEKCTE UCTIOIB3YIOTCS BapUAHTHI
BepOanu3anuu noHsATus — drip technique, drip paintings, to drip, drip painting
technique“, a Ttarke no6Oamisiercs TepMHUH «AIll-Overy, YacTo SBISIONIUICS
KoJutokauueu 5 Painting. Tax, mOBTOpSAsI TEPMUH B Pa3IMYHBIX BapUAHTaX, aBTOP
MOKAa3bIBAET BO3MOKHBIE CIOCOOBI YMOTPEOJIEHUs JTAaHHOTO TEPMHUHA B PEYH

qUTATECIIA.

Hpyroii mnparmatudeckod ¢GyHKIIMEH TEpMHUHA, OIMKHCAaHHONW B padoTe
A.B. JlemoBa «Cucrtema, cTpykrypa U (QyHKIMOHUPOBAHUE HAYYHOTO TEPMHUHAY,

ABIIETCA MOOYKIEHHE K AehcTBHIO M yOexnenue™. COormacHo MCCIeI0BaHUIM

% ibid Crp. 24
¥ Langacker R. W. Grammar and conceptualization. Berlin, New York: Mouton de Gruyter, 2000. Ctp
361

20 Bonomuna M.H. TepMUH Kak S3bIKOBOE BBIPAKECHHE CIIENUANLHOrO MoHsATUs // Stephanos, Ne 6 (26),

M: u3narenbctBo @unonorudeckuii pakynsrer MI'Y umenu M.B. Jlomonocoga, 2017, c. 24-36

! Hooapanosa B. ®. KoruutusHble Hayku ¥ TepMUHONIOTHs // Hay4HO-TeXHUYECKAs TEPMUHOJIOTHS:

Hayuno-Texanuecknii pedepatuBHbii ¢0. - M.: U3n-so BHUHKMU, 2000. - Bemm. 2. Ctp. 68

22 JlemoB A.B. Cucrema, cTpykTypa U (QyHKIMOHUPOBAHUE HAYYHOrO TEPMHUHA (HA MAaTepuaie pycCKon

JUHTBUCTHUYECKOU TepmuHonorun). — Capanck: M3a-so Mopos. yH-Ta. — 192 c.
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E.b. EpoxuHoii, B paMkax MCKYCCTBOBEQUYECKOIO JHCKypCa WIUIOKYTUBHAs
(GyHKIUST TEPMUHA MOXKET CIIYXKHUTb TOMY, YTOOBI «yOeIuUTh 4YUTaTeNIsl B CBOEH
BBICOKOM KOMIIETCHIIMA M TaKUM 00pa30M OKa3arh Oosiee d(PPEeKTUBHOE peueBoe

BO3JIeHCTBUE 2.

Tak, B camoM Hawane crtatbu Neo-Concrete Manifesto €ro aBTOpPBI
HCTIOJIB3YIOT CEMb TEPMHUHOB TOJILKO B mepBoM mnpemioxkeHun ('Neo-Concrete’,
non-figurative art, 'geometric’ art, Neo-Plasticism, Constructivism, Suprematism,
Concrete art). B cilydae aBTOPCKOTO T€PMHUHA B HM300pa3UTEIHLHOM HCKYCCTBE
yOeXIeHne TECHO CBSI3aHO C CUTHU(PUKATUBHON (DYHKIIMEH — €CIIi aBTOp XOYer,
9TOOBl WX TEPMHUH CYIICCTBOBAJ, OHU JOJDKHBI YOCIUTh XYJI0KECTBEHHOEC

COOOIIECTBO, YTO JTAHHBIA TEPMHH JICHCTBUTEIHEHO HEOOXOIHM.

The expression 'Neo-Concrete' denotes a new stance in non-figurative

'seometric’ art (Neo-Plasticism, Constructivism, Suprematism and the Ulm School)

and, particularly, in Concrete art, taken to a dangerously rationalist extreme.

Working in the fields of painting, sculpture, engraving and writing, the artists

presently showing in this first Neo-Concrete Exhibition have been drawn together

in the light of their own experience, with the contingency of reviewing the

theoretical principles on which Concrete art was founded, since none of these

principles satisfactorily 'understands' the expressive potential revealed through

these experiences. Born as part of Cubism, in a reaction to the Impressionist

dissolution of pictorial language, it was only natural that so-called geometric art

should place itself in diametrical opposition to the technical and allusive features
of current painting. While offering a broader perspective for objective thought, the

latest developments in physics and mechanics stimulate, in the followers of this

2 Epoxuna, Aunekcanapa bopucosHa, I[lparMaJuHrBHCTHYECKHE  aCMEKThI  COBPEMEHHOTO

HCKYCCTBOBEIYECKOTO JIUCKypca : Ha Marephale aHIVIOA3bIYHBIX  TEKCTOB, IOCBSIICHHBIX
n300pa3uTENILHOMY UCKYCCTBY : AMCCepTauus ... Kanauaara ¢uionorndyeckux Hayk : 10.02.04 / [Mecto

3amuThl: Mock. roc. yH-T uM. M.B. JlomonocoBa]. - Mocksa, 2018. - 184 c. Ctp. 131
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artistic revolution, a tendency toward an ever-increasing rationalization of the

processes and objectives of painting.”**

B pamkax mpodeccnoHambHOTO TUCKYpCca OJHOW M3 BAXKHEHIINX IIeJieH, KaK
YIOMUHAJIOCh BBIIIE, CIYXKUT MPOCBETUTENbCKAass. K mnpumepy, OIHOW U3
M3BECTHEUIIMX KHHUI MO MCTOpUM HCKyccTBa siBisiercs «MckycctBo ¢ 1900 rona:
MOJIEPHU3M, AHTUMOACPHU3M, IOCTMOJEPHU3M», aBTOPAMHM CTaTe€d B KOTOPOH
ABJISIIOTCSL  BEIyLIME MCTOPUKM HCKYCCTBA M HCKyccTBOBenbl Xonm docrep,
Pozanunn Kpaycce, B-Anen bya, benmxkamun X. /. byxno u [I3Buzn xocnur. B

riaBe, nocpsameHHon 1906 roay, ctaHoBieHUE CTHIISE MaTucca ONUChIBAETCS TaK:

What one witnesses first in Matisse's Fauve output is the progressive
abandonment of the divisionist brush-stroke: Matisse retains from Signac's

tutoring the use of pure color and the organization of the picture plane through

contrasts of complementary pairs (this is what ensures the picture's coloristic

tension), but he relinquishes the most easily recognizable common denominator of

Cezanne and Seurat: their search for a unitary mode of notation (the pointillist

dot, the constructive stroke) that could be used indifferently for the figures and the

ground. Gogh, flat, unmodulated planes of nonmimetic color and thick contours

with a rhythm of their own; from van Gogh's drawings, a differentiation of the

effect of linear marks through variations in their thickness and their closeness to

one another, from Cezanne, a conception of the pictorial surface as a totalizing

field where everything, even the unpainted white areas, plays a constructive role in
bolstering the energy of the picture. The moment when Matisse "gets" Cezanne —
and stops merely trying to imitate him, as he had done in the past-is also his
farewell to the tedium of pointillism: while Signac had advocated filling the
composition outward from any area (or more precisely, from any line of

demarcation) chosen as a point of departure, the myriad dots being patiently

22 Maria Lind Ed. Abstraction: Documents of Contemporary Art, Whitechapel Gallery, London & The
MIT Press, Cambridge, Massachusetts, 2013, p. 50
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added in a sequence preordained by the "law of contrasts,” Matisse found out that

he could not follow this myopic, incremental procedure. **

B naHHOM OTpBIBKE JJI1 HAarJISIAHOCTU OBUTM MOAYEPKHYTHI BCE TEPMHHBI,
npuyeM aBTOpPCKui TepMuH Pointillist OKpy>XeH YHUBEPCAJIbHBIMU. YUUTHIBAS
HIMPOKHI pa3dpoC B 4AaCTOTE YNOTPEOIEHUS MPEACTABICHHBIX TEPMUHOB, BBICOKAS
TEPMUHUPOBAHHOCTh TEKCTAa C TaKOM CTPYKTYypOll HE TOJIBKO MOXET yOeauTh
YyUTaTeNsd, 4TO CTaThsl HamKcaHa MNPOPECCHOHATIOM, HO M OyAeT BBINOJHATD
(YHKLIHIO TPOCBEIIECHHS, Kakoe Obl KOJMYECTBO MH(POPMALMHU y YHUTATENS HHU

OBLIO.

Ta xe TakThKa MOXXET MPUMEHSTHCS W NpPHU LEJIH, K TPUMEPY, MPHUBJICUb
kiueHTta. Tak, callT oOHJalH-ayKIMmoHa Artsy pachpelenser MnpoJaBaeMbie
MPOM3BEICHUS TI0 TPyINaM M K KaXAOW rpyIie NPUBOAUT KOMMeHTapuil. Tak

BBITJISIIAT KPATKUA KOMMEHTapuii Kk Hanpasiienuto Hyperrealism:

Artworks that appear extremely realistic to the extent that they trick the eye.

(“Deceive the eye” is the literal translation of trompe [’oeil, a French term
historically used to describe these types of works.) Since the ancient Greeks,

intense realism has been an aspiration of Western art, however with the rise and

popularity of abstract painting in the 20th century, such an aspiration became less

avant-garde. At the same time, the late 1960s and ‘70s saw the popularity of
highly-realistic paintings based on photography (what is called Photorealism) and

contemporary art has seen the popularity of sculptures that attempt to precisely

replicate, or "re-create”, objects.”*’

K KOpOTKOMY OINHCaHHIO Take IpWIaraercsi Cnucok u3 10 cBA3aHHBIX C
['uneppeasinsmMoM HampaBieHud, a Takxke 10 CBA3aHHBIX C HUM HW3BECTHBIX

XYI0KHHUKOB.

*» Foster Hal, Rosalind Krauss. Art since 1900: modernism, antimodernism, postmodernism. — London:

Thames and Hudson, 2004, p. 69

22 https://www.artsy.net/gene/hyperrealism
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B n1aHHOM ciydae HACBIILIEHHOCTh TEKCTAa TEPMUHAMH CIY>XUT IJis TOTO,
9TOOBl TMOMUYEPKHYTh BaXXHOCTh JIBIDKEHUS U MOOYIUTh TOTEHIHUAIBHBIX
noKymaresne mpuobpectu KapTuHy. TeM He MeHee, HHPOPMATUBHYIO (DYHKIIHIO
JAHHBIN TEKCT Toke BbinoHseT. Tepmun Hyperrealism nosiBUIICS KaK aBTOPCKUIA,
HO OBICTPO HaOpaJl MOMYJISIPHOCTh U 3aHSUI CBOE MECTO B SIAPE TEPMUHOCUCTEMBI; C
HEKOTOPOl BEPOSITHOCTHIO, HAa Artsy MOTYT MpPOJABaThCs KapTHUHBI, M ceidac
ONKCHIBAEMbIE aBTOPCKUMH TEPMHHAMH, OJIHAKO, CKOPEE BCEro, OMHCAHUN y HUX

He OyJer.

Kak crpaBemymuBo ormeruna E.b. EpoxuHa, yactoe ynoMruHaHWe TEPMHUHOB
W aAHTPOIIOHMMOB, C OJIHOM CTOPOHBI, MOXET OTTAJIKUBATH MOTCHIUAIBHBIX
aJpecaTtoB, C JPYrod CTOPOHBI, BBHITIOJHACT JEMOHCTPATHUBHYIO (DYHKITHIO
TEPMHUHOB, OTCEHUBAasi TEX, KTO HE SBJISETCA LEJIECBOM ayJuTOpHEN ITaHHBIX

TeKCTOB.>?

Crnenytomas 0COOCHHOCTh aBTOPCKUX TEPMHHOB COCTOMT B TOM, 4YTO, IOKa
OHM HE CTAHOBSATCS YHUBEPCAIbHBIMHU, HUX OOBSCHEHHE O0€3 HCMOJIb30BaHUS

MHOTOYHCJICHHBIX TCPMUHOB CTAHOBUTCA ITOYTH HCBO3MOKHBIM.

Bo3bmem caillT, MHCCHEN KOTOPOrO SIBISIETCS HWMEHHO IPOCBELICHHUE,
OOBSICHEHHE  HCKYCCTBa,  IMOBBIIIEHWE  €ro  JOCTYINHOCTH  IOHUMaHUIO

nenpopeccuonanos — The Art Story ipo Art Informel:**®

Responding to the atrocities and traumas of World War 11, artists associated

with Art Informel broke with previous traditions of naturalistic, figurative, and

geometric work to embrace anti-compositional forms, gestural techniques, and

a Surrealist-influenced spontaneity and irrationality. Coined by critic Michel

Tapié, Art Informel was an umbrella term that encompassed an array of styles and

7 Epoxuna A.B. [IparMaJMHrBUCTHYECKHE aCTIEKThI COBPEMEHHOTO MCKYCCTBOBEIUECKOTO JUCKYPCa: Ha
Marepuale aHrJIoA3bIYHBIX TEKCTOB, MOCBSIIEHHBIX M300Pa3UTENBHOMY UCKYCCTBY: JIUC...KaHI. (DHIIOIN.

Hayk: (10.02.04) / MockoBckuit rocynapcTBeHHBIH YH-T. iM. M.B JloMmoHOCOBa. - Mocksa, 2018. - 26 ¢

*? https://www.theartstory.org/movement/art-informel/
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artists who, as Tapié described, were not interested in movements but "in

something much rarer, authentic Individuals."

B nanHOM omnmcaHWM TNOMYEPKHYTHI BCE€ HCHOJIB3YEMbIE TEPMHUHBL B
CpPEIHEM OIpPEAEICHUE aBTOPCKOTO TEPMHUHA HA TAHHOM caiTe coaepkuT oT 20 1o
30 TpOUEHTOB TEPMHUHOB, YTO SIBJISIETCS JOCTATOYHO BBICOKMM PE3yJIbTATOM IO
CPaBHEHUIO C TEPMHUHAMH YHUBEPCAJIbHBIMU WM YHUKaJbHbIMU. Kpome TOTrO, B
TEeKCcTe omuchiBaeTcsi cBsizb Ap HMHdopmens co MHOTMMH JpYrUMU TEUEHUSIMU

HCKYCCTBA.

B JaHHOM OTPBLIBKC LCJIbIO IIPHUMCHCHUA OOJILIIIOr0 KOJHUYECTBA TCPMHUHOB
MOXXHO CYUHUTATb JKCJIAHHUEC COPHUCHTHUPOBATL 4YHUTATCIIA B CJIIOKHOM IICPHUOJC

pa3BUTHS N300pa3UTEIHHOTO NCKYCCTBA.

HeoOxonqumMo OTMETHTb, YTO CaMHUMH COBPEMEHHBIMH XYyJ0KHUKaMH
TepMuH Art Informel B onvcanuu cBoux padOT MOYTH HE MCMOJIB3YETCS, YTO
yKa3blBaeT Ha IIOHMMaHWE MMM TEpMHMHA KakK aBTOpPCKoro. Tak, B ciemyromem
pumMepe BMECTO Art Informel UCIIOJIb3YETCS YHUBEPCAIbHBINA

KOHCYOCTAaHLIMOHAJIBHBIN TepMUH Abstraction:

Abstraction is the bridge for conveying the emotional spirituality that

underlies physical aesthetics.

My work is the expression of unconscious experiences common to all men,

influenced by both folklore and symbols as well as other organic forms.””

be3ycnoBHO, 0c000€ 3HAUYE€HHE B KOHTEKCTE HCCIEIOBAaHUS aBTOPCKHUX
TEPMUHOB UMEET aHAIN3 TEPMHUHOIOPOKIAIONIUX TEKCTOB, TJI€¢ OCOOEHHO CHIIBHO
IPOSBJIAETCS CYOBEKTHOCTH aBTOpa”’. B mpolecce TEKCTONOPOKACHUS OHA

onpeAcsICTCA  AOIMYCTUMOCTBHO OMOINHUOHAJIBHOCTH MW OHOCHOYHOCTH, 4YTO HC

*% https://www.saatchiart.com/art/Painting-Phantasma/687287/2457474/view

20 Jleitunk B. M. TepMHHOBEICHHUE: IIPEIMET, METOMBI, CTPYKTypa. 2-¢ u3a. M.: KomKuura, 2006. 256 c.

c. 146
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OTMEHSIET, OJIHAKO, BBICOKMX TPEOOBaHHI K HOPMATUBHOCTH U JIOTMYECKOU
MIOCJEA0BATENBHOCTH  COAEPKATENBHOM CTOPOHBI TekcTa. Cienyer Takxke
OTMETHTh, YTO OOPA3HOCTh W IKCIPECCHUBHOCTH CICIMAIBHOTO TEKCTa MUMEIOT U
CEMAHTUYECKYI0 Harpy3Ky, IIOCKOJBbKY JONOJHSAKT U  YTOUHSIOT  yXKe
CYIIECTBYIOIIUE TOHSTHUS, BO30YXKJas MBICIUTEIbHYIO JCATEIbHOCTh W

BOOOpaKEHUE YUTATEIIS.

Paccmorpum cratbto Puuapna Yosuixerma, B KOTOPOW OH BBOJUT HOBBIN
TepMuH, Minimal Art, onuceiBasi TBOPYECTBO TAKUX XYyJ0XKHUKOB, Kak Reinhardt,

Rauschenberg, Duchamp:

If we survey the art situation of recent times <...> we find that increasingly
acceptance has been afforded to a class of objects that, though disparate in many
ways <...> have also an identifiable feature or aspect in common. And this might
be expressed by saying that they have a minimal art-content: in that either they
are to an extreme degree undifferentiated in themselves and therefore possess very
low content of any kind, or else the differentiation that they do exhibit, which may
in some cases be very considerable, comes not from the artist but from a

nonartistic source, like nature or the factory.

VYke B MepBOM IMPEAJIOKECHUU MPOCICIKUBACTCA TMEHOpaTHBHAs OKpacKa:
acceptance has been afforded na nexcuueckom ypoBHe (to afford acceptance)
MOTYEPKHUBACT, YTO aBTOP CTABUT CEOS BBIIIC 3TUX «OOBEKTOB» W HMMEET IPaBO
NPUHUMATh X WM HET; JaHHOE COOOIICHHE TOJbKO IMOAUECPKUBACTCS HHBEPCHUCH.
Kpome Toro, ¢ TOUYKM 3peHUs rpaMMaTUKH KOHCTPYKIus do exhibit u, ¢ Touku
3peHust JIEKCHKH, f0 an extreme degree BBICTYNAIOT Kak SMdarnueckue

KOHCTPYKIIUH.

B crnenyromem a63ane P. Yomnxeitm cpaBHuBaetr Minimal Art ¢ mo33uei,
3aJ1aBasiCh BOIPOCOM, 4TO ObUIO ObI, eciau Obl Mannapme, Beipaxasi COOCTBEHHbBIE

9yBCTBA, MIPOCTO OCTABUJI JIUCT IIYCTbIM, 1 3aKaHYNBACT CJICAYIOIINM 06p330MI
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The interest for us of such a gesture is, of course, that it would provide us

with an extreme instance of what I call Minimal Art.*'

ABTOp HCIIONIB3YyeET IMpaTHUECKOE BEIPAKECHHUE an extreme instance, a Takxe

BBOJIMT B TEKCT HAMNPSIMYIO MIpejyiaraeMeiii TepMuH. what I call Minimal Art.

HaKOHeL[, OIMMCBIBAsA NPUYIMHBI CBOCTO OTHOIICHUSA K INIACTY XYAOKHUKOB U

uX paboT, KOTOpbIE OH BhIAEHII Kak Minimal Art, Y onixeliM KOMMEHTHPYET:

1 suspect that our principal reason for resisting the claims of Minimal Art is
that its objects fail to evince what we have over the centuries come to regard as an

essential ingredient in art: work, or manifest effort.

O11leHOYHOCTh JJAHHOTO OTPBIBKA 3aKJII0YaeTcs Mpexie Bcero Bo (pasze fail
to evince essential ingredient in art, Tae fail, OTHOCSIIMIICS K MUHUMAILHOMY
HCKYCCTBY, 00JIaJJa€T SAPKO BBIPAKEHHON HEraTMBHON OKPAacKOH, B TO BpeMs Kak
essential ingredient, KOTOPOTO HE NOCTAET ABMKEHUIO — HA00OPOT, O3UTUBHOM.
Kpome Toro, 3MonuoHaIbHOCTh aBTOpa MPOSBISAETCS B TEKCTE U C MOMOIIBIO
KOHCTPYKIUU resisting the claims, cpenu GpeiiMOB KOTOPOM — «BOWMHA, CIOPHI,
cyneOHas Tsk0a»; TaKMM 00pa3oM, MOYKHO 3aKIHOYUTh, YTO JJIsl aBTOpA MPUHATHE

MHUHHUMAJIBHOI'O HCKYCCTBA — CUTyalUs OTHIOAb HC IIPOCTAasd.

Hecmotps Ha T0, yTo Puuapa Yomnxeim, dunocod u UCKyCCTBOBE, HaMMCal
JaHHOE 3cce NIl mpodeCcCHOHANBHOTO KypHana Arts Magazine January 1965, a
3HAYUT, JAHHBIM TEKCT SBIAETCS NPUMEPOM MPOPECCHOHATBLHOTO TUCKYpCa,
YPOBEHb OIICHOYHOCTH M SMOIMOHAIBHOCTH B HEM 3HAYWUTEIBHO TPEBBIIIACT
oObruHbId. [IpuunHON TOMYy MOXET OBITh KaK TOT (DakTop, YTO «ONMUCAHUE U

HHTCpIIPCTAlld HC  COCTAaBJIAIOT <...> CH@HI/I(bI/IKy HCKYCCTBOBCOAYCCKOI'O

#! Richard Wollhiem. Minimal Art essay, p387, 1965, URL: https://books.google.co.uk/books?
1d=1hMS8Ii73ZkC&pg=PA387&lpg=PA387&dq=richard+wollheim+minimal+art+essay&source=bl&ots
=NeibCRDYED&sig=3SDurltovVAiR5V_mPbKNI6zVUc&hl=en&sa=X&ved=0ahUKEwjPsa350L{fMI
CHAEL CLARKE. OXFORD CONCISE DICTIONARY OF ART TERMS. - OXFORD: OXFORD
UNIVERSITY PRESS, 2009, P. hXqlsAKHeyvAKkQ6AEIHDA A#v=onepage&q=richard%20wollheim
%20minimal%?20art%20essay&f=false
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JHCKypCa, B OTJIMYME OT IE€PENauyd BICYATIEHHS OT apredakra, TEX CaMbIX
«KOHHOTATHBHOTO»  yPOBHS  OIMCAHMWsA,  CTPAT€TMU  OIEHOYHOCTH |
ACCOLIMATUBHOIO PACHIMPEHMS.»> >, TAK U TO, YTO ABTOPCKUM TEPMHUH €ILIEe He
MOJKET B MOJIHOM Mepe OTBeYaTh TPEOOBAHUAM K TEPMUHY, a 3HAYMT, JIAET OOJbILE

BO3MOKHOCTEH JJI1 BBIPAXKCHHA MHCHUSA aBTOPA.

B TCPMHUHOUCIIOJIB3YIOMINX TCKCTAX TAKKES MOXHO OTMCTHUTb HAJINYUC
OIICHOYHOCTH M 3MOIHMOHAJIbHOCTH. TaK, KPpUTHKAaMH BBICOKO OICHHUBACTCA Auto-

Destructive Art, HatipaBlIeHUE, CO3AaHHOE U Ha3BaHHOeE I 'ycraom Menrepowm:

Metzger’s greatest contribution to art history was the Auto-Destructive Art
movement, for which artists were to dismantle and wreck objects as a form of
protest. <...> Metzger continued to explore the impulse to destroy throughout his
career — even in 2009 when he co-curated ‘“Voids,” a show at the Centre

Pompidou that explored works that summoned emptiness or nothingness.”>

Y caMoro TepMHHa W TIJarojoB, BbIPAXAIOLIUX ACUCTBUS XYHOKHHKOB,
0e3yClIOBHO, KOHHOTallMU CKopee oTpunareibHble. OIHAKO B JAaHHOM cllydae
OLICHKAa aBTOPa OYEBMJIHO MOJIOKUTENIbHA, HA UTO SICHO YKa3bIBAIOT (hpasbl greatest

contribution to art history, continued to explore the impulse.

B npyrom mnpumepe 3MOIMOHAIBHOCTH JOCTUTAaeTCcs 3a cueT MeTadopbl

«anocmodt aemodecmpykmueHoeo UCKyccmeay:

Among the founding members of this cooperative — whose original name

was the Centre for Advanced Creative Study — one counts Gustav Metzger, the

apostle of "auto-destructive art. "’

22 YKapkosa VY.A. BomnomeHue 3HAKOBOH  HPHPOABI  M300pAa3sUTENBHOIO  MCKycCTBA B

MCKYCCTBOBEUECKOM JIUCKypce (Ha MaTepralie HeMELKOS3bIYHBIX My3eHHbIX KaTaoros) / Y.A. Xapkosa

// BectHuk YenssOnHCKOro rocyaapcTBeHHOro yausepcutera, 2011. Boim. 60. Ne 33. C. 49-52.
233

https://www.artnews.com/art-news/news/gustav-metzger-artist-and-activist-who-created-auto-

destructive-art-movement-dies-at-90-7879/

% Foster Hal, Rosalind Krauss. Art since 1900: modernism, antimodernism, postmodernism. — London:

Thames and Hudson, 2004, p. 374
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Takum 006pa3zom, UMEHHO B MPO(EeCCHOHATBFHOM JUCKYpCe TEPMUH BOOOIIE
Y aBTOPCKUM TEPMUH B YACTHOCTH PACKPBIBAIOTCS B IOJIHOM Mepe. Y aBTOPCKOro
TEPMHHA B TEKCTE MOXHO BBIIEIUTH MATh OCHOBHBIX (YHKIUI: HOMUHATHBHAs,

,Z[C(bI/IHHTI/IBHaH, CI/IFHI/I(bI/IKaTI/IBHEUI, KOMMYHHKATHUBHAsA, U IIpArMaTUICCKasd.

OcoOblii WHTEpeC M WCCIEIOBAHMS TPEJCTABIAIOT TOCIEIHUE —
KOMMYHHUKAaTHBHasl, WIM KOTHUTUBHO-MH(pOpPMAIMOHHAsA, M IparMaTHdeckas
¢bynkuuu. C  TOYKM 3peHHS] KOMMYHHMKAaTUBHOM (QYHKUMM TEpMHUHA B
npo(heCCHOHATFHOM JTMCKYPCE aHaIM3UPYEeTCsl TPEXAE BCEro IepeaaBaeMast
TEpMUHOM coOeceqHUKY HHpOpMald ¥ ToJlydeHne HHPOpMAIMK B OTBET,
npuyueM, Kak JOKa3biBaeTcsi mo Teopuu P. Jlanrakepa, mpu OOIMICHHH MEXIY
CHELMATUCTAMH TEPMHUH CIY)KUT TMPEXKIE BCEro YMPOIIEHUI0O U YCKOPEHHUIO
KOMMYHUKAIIMH, @ B OOIIEHUH MEXIY MPodhecCHOHAIOM U HEMPOPECCHOHATIOM —
IPOCBEHICHUIO TOCTEeAHEer0. B 3aBHCHMMOCTH OT 1enu OOIIeHHS MEHseTCs
«aKTHBHasl 30Ha» TEPMHHA, TO €CTh Ta YacTh €ro KOTHUTHUBHOTO [Uamna3oHa,
KOTOpas B OOIIEHMH HampsMmyr ydactByer. Kpome TOro, 3HauyumMoil uis
aBTOPCKOTr0 TEpPMHHA B NPO(ECCHOHATBHOM AHMCKypce sBISIETCS (YyHKLIHS
noOyXJIeHUsI K JEWCTBUIO, NPOSBISAIOMIASCS uepe3 OosbIIoe KOJIMYECTBO

ABTOPCKUX TCPMHUHOB B TCKCTC.
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§3. DYHKUMOHHPOBaHHE ABTOPCKUX TEPMHUHOB B HeNnpodecCHOHAIbHOM
AUCKYypce

be3ycinoBHO, OCHOBHasi cpena MPUMEHEHUS TEPMUHOB — HMEHHO
CHEIUANbHBIA  S3bIK, TpOo(eccHoHanbHbI aucKkypc. OIHAKO NPUMEHSIOTCA
TEPMUHBI OTHIOJIb HE TOJIbKO B MPO(ECCHOHAIBHOM JHUCKYpPCE — HMX MOXKHO
BCTPETUTH B JIFOOOM JKaHpPE U TEKCTE, XOTSA JAUCKYCCHS HAa TEMY TOTO, MOXHO JIA
CUMTATh TEPMHUHBI 3a MpeJielaMi HAayYHOT'O0 TEKCTa TEPMUHAMH, HE 3aTyXaeT o

CHX TIOp.

B nmannoit paGore Ml  cinegyem 3a  Teopued  O.1O. llImenesoii,
MPEUIOKUBIICH  MPOBECTH  pa3TpPaHUUYCHUE  MEXKIYy JBYMS  TOHSTHUSAMM:
JETEPMHUHOJIOTH3AINS, 0003HAYAIONIAsT «PACIIUPEHUE CEMaHTUYECKOTOo 00BhEMa
TepMUHA u dbopMHUpOBaHWE HOBOTO IEPEHOCHOTO 3HAYEHUS», u
Jiecrieliiain3alus — «Mpolecc MPOHUKHOBEHUSI TEPMHHA B HECHEIUATbHbBIN
TEKCT TIPU COXPAHEHHH CBOErO0 OCHOBHOI'O 3HAYEHUS», CBSI3aHHBIM «JIUIIb C
u3MeHeHreM cdepbl  (QyHKUMOHUpOBaHMA»™ . B  mamHom mnaparpade Oyner
U3y4yaTbCsl TOJIBKO BTOPOM cClydail, Tak KakK JETEPMUHOJIOTHU3ALUS BBIBOJUT

TEPMUH U3 CIIEIUATIBLHOTO S3bIKA U MIPEBPAIIAET €r0 C SUHUILY OOIICH JIEKCUKH.

OyHKIMOHUPOBAHUE TEPMHHA B  HENMPO(PECCHOHAIBLHOM  JIUCKYpCE
MOJTHOCTBIO COBMAAAET C €ro (PyHKIMOHUPOBAHUEM B MPOPECCHOHAIBHOM TOJIBKO
B HOMMHAIMH. Tam, rne B mpodecCHOHANIbHOM AMCKYpCEe TEPMHH BBICTYIAET
NpeXIe BCErO B KauyeCTBE AJIEMEHTa CHUCTEMBI, B HEMPO(PECCHOHAIBHOM y HETO
YacTO  MOSIBJISIIOTCS  JIOTIOJIHUTEIbHBIE  OTTEHKHM  CMbIC]IA, KOHHOTAllWH,
CTHJICTHYECKast Harpy3ka. Kpome Toro, Ba)kHO OTMETHUTh, YTO KOMMYHUKATHBHAS
U TparMaThHueckas (QyHKIMH TEpPMHHA B HENPOPECCHOHAIBHOM JHCKYpCE
3HAYUTENIbHO OTJIMYAIOTCS OT MPO(PECCHOHAIBHOIO, YTO U OyJET OCHOBHBIM

00BEKTOM UCCJIEAOBAHUA B JaHHOM maparpade.

25 [IImenea O. 0. U3meHenue CYIIHOCTHBIX CBOWCTB TEpMHHA B IpOIIECCE Jie- CIeNHAIM3AlUA U

nerepmuHonoruzaiyu // Becta. MITOY. 2010. No 4. C. 47-53., c. 50-51
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ABTOpCKHE TEPMUHBI JIOCTaTOYHO penKo MOSIBJISIIOTCS B
Henpo(heCCHOHAIBHOM JTUCKypce — cdepa ynoTpeOiaeHusi OONbITMHCTBA U3 HUX
CJIMIIIKOM y3Ka — OJHAKO OHM BCE XK€ BCTPEUAIOTCS W B IMyOJHINCTHKE, W B
XyJOXKECTBEHHON JsmTeparype. Kak ®m B ciydae ¢ YyHHBEPCAIbHBIMU W
YHUKQJILHBIMU TEPMUHAMU, Pa3Iudus MEXIY aBTOPCKHUMH TEPMHUHAMHU B TEKCTax
poecCHOHaNBFHOTO U HEMPO()ECCHOHATBFHOTO TUCKYPCa MOTYT MOSBIISATHCS KaK B
CEMaHTHKEe, TaK M B KOTHUTHBHO-KOMMYHHKAIIAOHHOM U TParMaTu4ecKoM

ACIICKTax.

Jlist BBIZIEIEHUST OCOOCHHOCTEN MCIOJIb30BAHUSI aHTJIOS3BIYHBIX aBTOPCKHUX
TEPMUHOB HEMpPOdECCUOHAILHOIO JUCKypca HEOO0XOJUMO CpPaBHUTh €ro ¢
ynoTtpeOsieHrneM TepMuHa B MpodecCHOHATBHOM aHCKypce. Paccmorpum, Kak
OTIIMYAETCSl aBTOPCKUM TEPMUH B NMPOGECcCHOHATBHOM W HEmpodecCHOHATILHOM

JIMCKypce, Ha npuMepe TepMmuHa Neo-Tantric Art.

Jlo Toro, kak o6cyxmarb Heo-TanTpusmM Kak TEpMHUH U €T0
(GyHKUIHOHUPOBaHUE, HEOOXOAMMO OOpaTUTh BHUMAHHE HA MCTOPUIO CaMoi

TaHTPBI.

TaHTpa, ¢ caHCKpuTa IEpeBOAMMAS KAK «HUTb, HENPEPBIBHOCTH» —
WHJyUCTCKAasl IIKOJIa CaMOCOBEPIIEHCTBOBAHUS, a TaK)Ke COOPHUK JHAJIOTOB —
TaHTp — Mexay O6oramu IlluBoit u [llaktu. Kak u nrobas qpeBHSS pelUTrHO3HAS
KOHIIETIIMSI, TAHTPA HEPa3pbIBHO CBSi3aHAa C MCKYCCTBOM — KaK C MY3BIKOM H
TaHIIaMU, TaK U C U300pa3uTEIbHBIM UCKYCCTBOM. OHAKO, B OTJIUYKME OT MHOTUX
peNUruid, TPAKTUKUA TaHTPHl CUUTAIUCh CIUIIKOM OMNACHBIMH, YTOOBI WX
OTKpbIBaTb, U 00 HCTOPUYECKOW YaCTH MCKYCCTBAa TAHTPbl HM3BECTHBI JIMIIb

HCKOTOPBIC ICTAJIH.

Tak, k mnpumepy, MOXHO YTBEepXKJaTh, 4YTO TaHTpa ObUIa OCOOEHHO
pacnpocrpanena B XVI — XVIII Bexkax™’, Ha KOTOpHIE TAKKe MPHIIENCS PACHBET
PamxmyTcKoil KUBOMHMCH, XapaKTEPU3YIOMIEHCS 0COOBIM COYETaHHUEM IIBETOB; TE

JKC CaMbIC IIBCTA TPAAUIIHMOHHO UCITIOJBb3YIOTCS U B ) KUBOIIMCHU TAHTPBLI.

2% https://blog.britishmuseum.org/what-is-tantra/
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C 1858 mo 1947 rom WMuaus sBiIs1ach KOJIOHUAJIBLHBIM — BJIaJICHUEM
BenukoOputanuu, U B 3TH oAbl TaHTPa MPOSBISIACH B UCKYCCTBE B OCHOBHOM
gyepe3 o0pa3 Kaiau, O0rMHH-BOMTEIBHUIIBI, OTPa)KaBIICH HEJOBOIBCTBO, 3pCIOICE

B CTpaHC.

[Tocne oOpeTeHus HE3aBUCUMOCTHM HCKyccTBO Muaum Havano OypHO
pa3BuBaThcsa. C OHOM CTOPOHBI, cepennHa XX Beka Obljla BpEMEHEM paciBeTa
MOJEpPHU3Ma BO BCEM MHpE; C APYrod — MHOTMX XYJIOXHUKOB, HEIOBOJBHBIX
npucyTcTBueM bputaHuu, wuHTEpecoBajia UMMEHHO COOCTBEHHas, WHIUNCKas,

KyibTypa. Eme B 1916 rogy 6upmanckuii xynoxauk baru Ayar Co nucai:

Modernism is not in the dress of the Europeans; or in the hideous structures,
where their children are interned when they take their lessons; or in the square
houses with flat straight wall surfaces. These are not modern, but merely
European. True modernism is freedom of mind, not slavery of taste. It is
independence of thought and action, not tutelage wunder FEuropean

schoolmasters®’.

OaHUM M3 3aMETHBIX IyTE€Hd pAa3BUTHUA HHIUKUCKOrO H300pa3UTEIBLHOTO
HCKYCCTBA HapsJy C PacCMOTPEHHBbIM Bbllle KOHIENTyalnbHbIM MOJAEPHHU3MOM U
ctran  Heo-Tantpusm, nepexkinukaBmuiics ¢  KyOu3mMoM, AOCTpakTHBIM
DKCHPECCHOHNU3MOM U J1a’)K€ CUMBOJIM3MOM M OJHOBPEMEHHO OJIMIIETBOPSBILHIMA

JPEBHIOI0 MHAYUCTCKYIO PEIUTHIO.

B 1985 B razere Los-Angeles Times B 4ecTb OTKPBITHUS BBICTAaBKH HEO-
TaHTpuueckoil skuBonucu Bbinuia crates “A VIEW OF INDIA’S MODERN
TANTRIC ART”, B koTOopo# coueraincs HempopeCcCHuOHATbHBIN TUCKYPC — aBTOP
HE SIBJIICTCA HM HMCKYCCTBOBEAOM, HU JKYPHAIMCTOM, CHELUAIU3UPYIOIIUMCS Ha
UCKYCCTBE — H MNPOo(deCcCHOHANBHBIA TUCKYPC, NPEICTABICHHBIN [UTaTaMH
paboTHUKOB My3es. MccnenoBaTh ¢ Hay4HOW TOYKHM 3PEHHS, OJHAKO, MOYKHO

TOJIBKO TEPBBIA — pPEeYb KypaTOPOB BBICTABKU MPOLMTUPOBAHA HE IMOJHOCTBIO,

7 Rabindranath Tagore, Nationalism (San Francisco: The Book Club of California, 1917), 93-94.
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OTPBIBKAMHU, A 3HAYUT, «IPOIYLICHA» 4Yepe3 KOTHUTUBHBIM  JUAIa30H

HerpogeccuoHana — aBTOpa CTaThH.

Texct craThb B JAaHHOM CiIy4ae BBIMOJTHSET TpH (PYHKIIUH —
MIPOCBETUTEIIbCKYIO, Pa3BJICKATEIbHYIO M pekiIaMHyr0. Ha mepBwIil miiad B Havase
CTaThU BBIXOJUT pa3BieKaTesibHas (DYHKIMS, YTO MPUBOJIUT K 3HAYUTEIHLHOMY
YIIPOIIEHUIO TEPMHUHOJIOTUM U CIIEIMATIBHOTO SI3bIKA B 11€JIoM. Tak, TepMuHa /Neo-
Tantra, vinu Neo-Tantric Art, ONUCHIBAIONIETO BBICTABKY, HET HU B Ha3BaHUU
CTaThbU, HU B MepBOM ab3are. TeKcT HAYMHAETCS ¢ KPATKOTO OMUCAHUS MOHSATHUS C

CJIBIO 3aMHTCPCCOBATDL YUTATCIIA U TOJIBKO IIOTOM HA3BIBACT CT'O:

Edith Tonelli, director of UCLA’s Frederick S. Wight Gallery, was in a bind.
By exhibiting eight contemporary Indian artists whose work is inspired by tantra

— a philosophy and collection of meditational methods practiced by subsects of

the Hindu and Buddhist religions — she was faced with minting a phrase that

would simultaneously describe the little-known art movement’s heritage and

modernity.

How about neo-tantra?
“The term we were using for a long time was new tantra,”

Takum 00pa3oM, YUTATETIO TPEICTABIISIOT aBTOPCKUN TEPMHUH TTOCTETICHHO,
WCIIOJIB3Yysl HAPPATUBHYIO CTPATETHI0O — KypaTOphl PACCKA3bIBAIOT, KaK MMEHHO
OHU TIPUIIUIA K TIOJOOHOMY HAa3BaHUIO TeueHUs. Bce TepMHHBI, KpOME Camoro
Tantra. wWcHoOAb3yeMblE B JaHHOM  OTPBIBKE, KOHCYOCTaHITMOHAIBHBI
(contemporary [art], artist, art movement, modernity) 1 HE TPEICTABIAIOT

CJIOKHOCTH IJIA CPCAHCTO HOCUTCIIA sA3bIKA.

Tak, MOKHO TIIPEANOJIOKUTh, YTO TepMHUH Tantra B 3arOJOBKE U NEPBOM

a03a1ie BBITIOJIHSIET MPEXKIE BCETO aTTPAKTUBHYIO (DYHKITUIO, BBIIACISISCH HA (poHE
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OCTaJIbHON JIEKCUKH U MIPpUTATHBasd BHUMAHHUC YHUTATCIIA, YTO ABJIACTCA OI[HOﬁ nu3

GyHKIMI TepMHUHA B HETPO(ECCHOHATIBHOM AUCKYpCE™".

[IpocBeTutenbckass (yHKIOMS TEPMHUHOB B TEKCTE BBIpAXKEHA depes
WCIIOJIB30BaHUE HMX B KOHTEKCTe (numerous representations of contemporary
Indian art banded together under the nebulous tantric label; Painters in the neo-
tantric tradition <...> were not recognized as a school until 10 years ago) u
MPSIMBIX OMUCAaHMM TpousBefeHu uckyccra (“The abstract works, which share
threads of symmetry, archetypal figures and geometric shapes, are based <...> on

tantric principles™).

Bropas monoBuHa CTaThu CKOpee HMMEET WUIOKYTUBHYIO (QYHKUIHUIO —
yOeauTh uMTaTeNs] MOWTH Ha HOBYIO BBICTaBKY. ABTOP LUTUPYET CIEIyIOIIee

BBICKA3bIBAHHC OAHOI'O U3 KYypaTOpPOB:

“The thing that interested us about tantra was that we felt it was a universal
art,” Tonmelli said. “The concepts the artists deal with — nature, spirit, the
universe — appeal to a broad range of people. You can look at these paintings

without knowing anything about tantra and have a reaction to them.”

B nannom otpeiBke Tantra ornipenensercs Kak universal art: COBpEMEHHOE
HCKYCCTBO MOXET aCCOLMHUPOBATHCS C YEM-TO HEMOHSATHBIM, JIOCTYIHBIM TOJIBKO
HEMHOTMM, HO KypaTop HOJYEPKHBAECT, YTO JI1 BOCHPUATHS JAHHOTO BHUJA

HCKYCCTBA JOIIOJITHUTCIIbHBIC 3HAHWA HC HYKHBI.

HakoHer, 3akaHYMBAETCS CTAThsi APYTOW ITUTATOW KypaTOpOB, TA¢ TEPMUH
Tantra BcTaer B oguH psia ¢ GpuiocoPcKu-peIurno3HbIM TepMUHOM Spirituality,
o0jaaroIMM B COBPEMEHHOW  KYJBTYpPE  CKOpee  IOJOKUTEIbHBIMH

KOHHOTAIMAMHU, a HCIKCIIATCIIbHBIC KOHHOTAINH KOHIICIITA Vaguencss (HeHCHBIﬁ —

2% Tmsarysmua E.JI., Bognap C.C. OcobenHoctr (yHKIMOHUPOBAHUS MEIMIMHCKAX TEPMHHOB B
00IIIeCTBEHHO-TIOUTHIECKOM JHUCKypce W obOmue mpobiemsl mx mepeBoga / E.JI. I'm3arymmmna, C.C.

Bomnap // Terra Linguae: ¢6. Hay4. ct. — Kazans: U3n-Bo Kazan. yu-ta, 2019. — Bem. 5. — C. 62-69.
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3HAUUT, CJIOXKHBIN, CKYYHBIN) MPU3BAH CMSATYUTh KOJIUYECTBEHHBIN OMPEACITUTED

a little bit:

Tonelli, who has prepared a thorough exhibition catalogue explaining tantra
— neo and otherwise — admits that “tantra is a little bit vague in the sense that

b (X3

spiritual things are.” “It’s metaphysical,” Mullican concluded. “Without the
mystery, who cares about it? There wouldn’t be an exhibition if there wasn'’t a

mystery behind it.”

MOXHO 3aMeTHTh, KaK aBTOP CTAaTbHU IMOCTENIEHHO PACIIMPSET aKTHBHYIO
30Hy KoHuenta 7Tantra. OCHOBHBIMH CE€MaMU — WIH BepOaTHM30BaHHBIMU
DJIEMEHTAaMH aKTUBHOW 30HBI TEPMHHA — TIOKa HE OYEHb 3HAKOMOTO YHTATEIIO
MOHSATUSI B Hauaje CTaTbU CTaHOBATCS philosophy, meditation, art movement,
heritage, modernity, 3aTeM K TIEPEUMCICHHBIM BBIIIE CEeMaM JOOaBIISIOTCS
universal, nature, spirit, understandable u, HakoHel, vagueness, metaphysical,

mystery, spirituality.

Tem He MeHee, NOHMMAaHUWE TEPMHHA BCE K€ B 3HAYUTEIBHOU CTENEHU
yopouieHo — «OOcyXJIeHHe chenuaibHbIX TEM B MEAUIHOM JUCKypCe
«HEen30eXHO yNpoIlaeT NOHATUWHBIN IJIaH U MEPEeBOAUT JUCKYCCHIO Ha OoJiee Win

MEHEE MOIYJISPHBIA, HECTIEUAIN3MPOBAHHBIA YPOBEHL .

CpaBHUM JMaHHBIM TEKCT C TEKCTOM MPOPECCHOHATBHOTO JUCKYpCa, TaKkKe
00JaaroNIMM WITOKYTUBHOM M MPOCBETUTEIHCKON (YHKIMSIMH — OIKMCAHUEM

TEUEHUsI Ha caliTe MHTepHeT-ayKinoHa Sothebys:

The term '"Neo Tantra' was coined by Dr. L.P. Sihare to describe the work of
artists who acknowledged the sacred geometry of Tantra as an inspiration for their
visual language. Neo Tantrism emerged in the 1960s with the work of

K.C.S. Paniker (1911-1977) and his series 'Words and Symbols,' in which the artist

incorporated astrological elements, calligraphic forms inspired by Tamil script

% Jlunrapt A. A. K mpoGieme SI3bIKOBEIYECKOTO OMMCAHMS MyOIUIUCTHYECKOTO (DYHKIMOHATLHOTO
ctuiis // S13pik CMU kak 00BEKT MEKAMCUMIUIMHAPHOTO uccienoBanus. — M.: UsnmatenscTteo MITY,

2003. — C. 161-166.: 165
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and two-dimensional tantric diagrams to expound the concept of unity through
imagery related to mantras or cosmic vibrations and sounds. Although the term
did not categorize a movement, it did serve to define a loose affiliation of key
artistic protagonists from the 1960s, 70s and 80s who mined the vast iconographic

lexicon of Tantra.*

B nanHOM OTpBIBKE Takke MPHUCYTCTBYET JIEKCMKA C TMOJOKUTEIHHBIMU
KOHHOTaLMAMU (Sacred, inspiration, unity, artistic protagonists, vast iconographic
lexicon), OOBSICHEHHE TEPMHHA M HEKOTOPBIE €r0 XapaKTEPUCTHKH, TaKUE Kak
oOpallleHue K pEeJUrHo3HBIM CHMBOJIaM. TeM He MeHee, B JaHHOM TEKCTE B
3HAYUTEIHHO OOJBIIEM KOJIMYECTBE HUCIOIB3YETCS CIEUUATU3UPOBAaHHAs JIEKCHKA
U TepMuHONOTus (K mpumepy, calligraphic forms, Tamil script, two-dimensional
tantric diagrams), a TakXe YETKO pa3rpaHuuyuBaroTcs noHsTuss Neo Tantra wn

Tantra.

HcenenoBaB aHHBIE TEKCThI, MOKHO 3aKJIIOYHUTh, YTO C TOYKHM 3PEHUSA
KOMMYHHUKaTUBHOW (YHKIIMM OCHOBHBIMHM OTJIWYMSMH SIBJISIOTCA TOYHOCTh U
pa3Mep AaxkTHBHOM 30HBI TEPMHUHA, B TO BpeMs KaK C TOYKM 3pPEHHS
nparmMaTH4eckod (yHKIMH B HENpo(pEeCCHOHAIbHOM JIUCKYpCE NpPUMEHEHHE
aBTOPCKUX TEPMHUHOB BBIXOJMT 32 paMKU OOMeHa MH(OpManuend U MOXKET UMETh

HCCKOJIBKO Pa3JIM4YHbIX ueneﬁ OJHOBPCMCHHO.

Hpyroii npuMep UCIIOJIb30BaHUS aBTOPCKUX TEPMHUHOB B
Henpo(ecCUOHaNbHOM JHCKypce — TepMuH Mezapeanusm, Mega-realism,
UCTIOJIB3YIOUIUICS U ONMHUCAaHUs TUIIEPPEATUCTUYHBIX N300paXEeHUIM MPUBBIYHBIX

BelleH:

His artworks include a crushed coca-cola can, a fried egg, a half eaten

sandwich, cheeseburgers and desserts.

They look so real they will make your mouth water. And that’s the point.

% https://www.sothebys.com/en/articles/neo-tantric-art
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Sparnaay is the leading artist in the genre of hyper-realism where paintings

and sculptures are created to resemble a high-resolution photograph.
He’s so good he’s even named his own style “mega-realism’.

His aim is to find items that have never been painted before — things that

we see every day, but we don’t appreciate their beauty.

Sparnaay’s paintings now sell for upwards of $55,000 and are on display in

New York, London and Amsterdam.

“I hope my paintings will allow the viewer to re-experience reality, to re-
discover the essence of the thing that has become so ordinary from its DNA to the
level of universal structure, in all its beauty.

“I call it the beauty of the contemporary commonplace. "

B nannoli cratbe TepMuH “‘mega-realism’” WCNONB3YETCS B 3arojiOBKE U
BCETO OJIMH Pa3 B TEKCTE, KaK U pOAOBOM IJIsl HErO TepMUH hyperrealism; oqHaKO
JTaHHbIE TEPMHMHBI HACTOJBKO BBIAEISAIOTCS Ha (poHE MyOIMIIMCTUYECKOTO TEKCTa,
YTO TAKOTO HKCIOJIBb30BaHUA JOCTATOYHO, YTOOBI MPHUBJIEYh K HUM BHHMAaHHUE, a

3HAYUT, KAKTYaJIU3UPOBATEY JaHHBIA TEPMUH ",

BTopoli OTpBIBOK B3SIT W3 BJEKTPOHHOTO >XYpHaja, IMOCBSIIEHHOTO €€,
OJHAKO HAIKCAaH CHELUAJIMCTKOM, OIMCHIBAIOIIEM CBOW INyTh B JKUBOIIMCH,
NPUBEAIIMA €€ K THUIEPPEATUCTUIHOMY HU300PAKEHUIO €Ibl €€ KYJIbTYPHI.
HecMotps Ha TO, 4TO apecaHT SIBISIETCS CIIENUAIUCTOM, CIIEHAAIU3ALNS KypHAIa
HE CBsI3aHa C M300pa3UTENbHBIM MCKYCCTBOM, a 3HAYUT, TEKCT MOKHO OTHECTH K

Henmpo(ecCHOHATLHOMY JTUCKYPCY:

I have seen more than 1000+ videos on hyperrealism followed by endless

hours of effort to gain confidence. This gave me an opportunity to display my

41 https://www.theaustralian.com.au/life/travel/tjalf-sparnaay-paintings-of-burgers-eggs-are-mega-

realism/news-story/84506e813394574d10dd952870621b32

2 T'aBpanek B. 3amaun 1uTepaTypHOro A3bIKa U €ro KyJabTypa / IIpacKuii IMHIBUCTHYECKUN KPYIKOK. -

M., 1967. - C. 338 - 377.
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initial works on realism at Art expo, New York. Followed this, I gained confidence
to move swiftly forward, but once again faced rejections at various events with the
feedback 'subject is not new or I lack uniqueness'. Back to square, from 2015, 1
spent a year or more on identifying a unique subject and within realism painting
world. This research introduced me to Tjalf Sparnasy's mega-realistic paintings of
foods like burgers, French fries etc. What fascinated me over my previous love for
Jessica Brown's painting was the grand scale of minutely crafted intricacies of
textures and colours on food. Not to undermine anyone here as both the subjects
are very different from each other and their details. I was eager and very
inquisitive to see Indian food as hyper realistic or mega realistic painting, but

couldn't find any.

American and British Pop art has been instrumental in creating a social and
cultural response to food, a relook at consumerist realities and the presence of
food as a motif in everyday life. Similarly, hyperrealism and megarealism present
food to the viewer in a manner that amplifies the impact, and engages them with
the work of art on several levels. The idea of a sensorial engagement appealed to

me and I decided to adopt hyperrealism as an aesthetic tool in my art practice.””

JlaHHBIH OTPBIBOK MOYKHO CpPaBHUTH c OTPBIBKOM TEKCTa
npoecCHOHaNBPHOTO  JUCKypca W3 DJIEKTPOHHOrO  KypHama  Artfixx,
CHIEUATIU3UPYIOIIErocsl Ha OOIIEHWH XYI0KHHUKOB MEXIy C000M M OOMEHe

OIIBITOM:

Sparnaay takes the subjects of his oils from everyday reality to create
images that he calls Megarealism. Trivial items such as a fried egg, a breakfast, a
bag of chips with mayonnaise, a Dutch raw herring with a little flag, a bunch of
tulips still wrapped in cellophane play the lead roles in his pictures. Sparnaay

takes these items out of the context of their day to day surroundings, enlarging

3 https://food.ndtv.com/food-drinks/food-art-an-artists-tale-of-bringing-hyper-realistic-food-paintings-
to-life-2275333
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them so the viewer sees their tiniest details. His intention is to “give these objects a

soul and a presence” "

MOXHO 3aMeTUTh, YTO B HEMPOPECCHOHATBHOM IHUCKYpCE, B OTIUYHE OT
npo(heCCHOHATFHOTO, B OJHOM W3 OTPHIBKOB OTpEJCIICHUE TPEIIIeCTBYET
TEPMUHY, U B 000MX OTPHIBKAX BHUMAHHUE YATATEIIS IPUBIICKAETCS MIPEXKIIE BCETO K
KOHKPETHBIM TIPOM3BEJACHUSIM HCKYCCTBA M CaMOMYy XYIOKHHUKY, HO HE K
0003HAYEHUIO JAaHHOTO HWCKycCTBa. UTO KacaeTcsi KOMMYHUKAaTHBHOW (QYyHKIIMH
TEPMHHA, B HEPOPECCHOHAIBHOM JHCKYpCe aKTHBHAs 30Ha TEPMHUHA HECKOIBKO
MeHble (cp: «paintings and sculptures are created to resemble a high-resolution
photography», «the grand scale of minutely crafted intricacies of textures and
colours on food» n «Sparnaay takes these items out of the context of their day to
day surroundings, enlarging them so the viewer sees their tiniest details»: B
NEPBOM U BTOPOM Ciy4ae, B HENpo(PecCHOHAIBHOM JAHCKYpCE, aBTOP
MoYepKUBaeT (PoTOrpaUIHOCTh HAMpPABICHUS U JIETATbHOCTh, B TPETHEM K€
cilydae, B MPOPECCHOHATHHOM JHCKYpPCE, peub HAET HE TONBKO O KOJUYECTBE
netaneii, HoO W 00 oco0oM B3MISAEC XYIOKHHMKA Ha MHP — XYJOXKHHK
paccMaTpHUBAET PEIMETHI BHE MPUBBIYHOTO KOHTEKCTA, YTO U SBIISAECTCS MPUYUHOM
Takol moApoOHON mnepenaun aeraneit). MHdopmaruBHas (yHKIUS aBTOPCKOIO
TEPMUHA B PACCMATPUBAEMBIX OTPBIBKAX HEMPO(PECCHOHATBLHOTO HCKypca
yCTyMaeT pa3BiIeKaTeNbHOW (B MEPBOM cllydae) M WUIOKYTUBHOW (BO BTOPOM:

aBTOP MUIIET CTAThIO B TOM YHCJIE C LI€JIbIO MTPUBIIC€Yb HOBYIO ayIUTOPHIO).

B  XynoKecTBEHHOW JMTEpaType AaBTOPCKME TEPMHUHBI IIOYTH HE
BCTPEYAIOTCS, OCOOEHHO TEPMHHBI, €IIe He HalleJlue CBOEro MecTa B
TEPMHUHOJIOTHHM, OJHAKO MPU MX HAIMYMM B TEKCT€ OHM HE MOTYT HE WUrpaTh

3HAYUTEIILHOU POJH B TOM HJINM MHOM ACIICKTC ITPOU3BCACHUA.

PaccMmoTpum npumenenne tepmuna Op Art B IpoecCUOHATIBHOM JAUCKYpCE,

B HY6J'H/II_[I/ICTI/IKC H B XYJIOKCCTBCHHOM ITPOHU3BCACHUN.

2 https://dailyartfixx.com/2010/06/11/tjalf-sparnaay-mega-realism/
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[IepBpIM NOpPUMEPOM CIYKUT OTPBIBOK M3 CTAaTbU ON-apT XyAOKHUKA,

OIMMCBIBAIOIICTO, YTO MMCHHO €T0 MHTCPCCYCT B JaHHOM HAIIPaBJICHUM:

The kind of two-dimensional art I am interested in is called Op art, which is

desioned to produce strong optical effects by means of simultaneous contrast,

optical illusionary devices, metallic reflections, etc. I am particularly interested in

the effects of optical illusions produced by a field of closely placed lines around a
central shape. In addition to the array of lines giving an illusion of vibration, the
central shape takes on a kind of new life. For my purpose, I have chosen different
shapes related to those encountered in different domains of science and of
mathematics. I was also influenced in making the selection by my study of gestalt
psychology. Furthermore, it has been found that plane symmetrical shapes give
less of an illusion of three dimensions. On a striped background, the shapes can be
viewed as interruptions of the array of lines. The interplay of the lines on the shape
and of the shape on the lines gives an observer a sense of the passage of time, for
the eyes to perceive the two interplays must change their concentration from one to
the other. An illusion of vibratory motion is given by the array of lines, the central
shape appears to fluctuate in size and a kind of 'psychic' space is perceived that
goes beyond the actual dimensions of the image. My Op paintings resemble
diagrams one can find in the scientific literature. I am especially fascinated by the

phenomenon of optical illusion they produce.””

B nanHOM OTpBIBKE XYAO0KHHUK O€TJI0 YIIOMHUHAET OMpeIeSIiCHHe TEPMUHA, HO
MOXXHO 3aMETUTh, YTO aJpPecaToM JaHHOW CTAaTbH SIBISIOTCS MPOQECCHOHAIBI,
MIOATOMY OT OIpPEIEICHUS B LEJIOM aBTOP Cpa3y MEPEXOJHUT K OINPEIAECICHUIO
AKTUBHOW 30HBI TEPMHUHA — YTO MMEHHO HHTEPECYET €r0 U €ro «HAcaibHOrO
yutatens». [locine neduHuTHBHONW GYHKIMM HA TEPBBIA IJIAaH BBIXOJMT
HOMMHATHUBHAS: OT ONPEICICHUS XYAOKHUK MEPEXOAUT K OINUCAHUIO CBOUX

KOHKPETHBIX padoT (My Op paintings).

%> Op Art Paintings: ‘Metaphenomena’. Milcovitch, Leonardo Vol. 4, No. 3 (Summer, 1971), pp. 267-268
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[Tpumepom nybnuiuctuku spisiercst cratbs B Hero-Mopk TaiiMc o HOBOM

BbICTaBKe, Geometry of Hope:

A must-see for anyone interested in modern art, this quietly groundbreaking

show tells the story of postwar abstraction from a radically different angle: that of

the Latin American artists who, starting in the 1940s, extended their possibilities
without resorting to Surrealism. They delved into new materials before the

Minimalists, gave Op art a helpfully physical twist, pushed form toward function

(and performance) and generally opted for a dancing, off-kilter, open-ended
geometry greatly at odds with the four-square machismo reductivism of many of

their North American counterparts.

B JaHHOM OTPBIBKC IIPCIKAC BCCTO BBIACIICTCS HWIIJIOKYTHBHAA (I)YHKI_II/IH
(KaK H B CJIy4dac caMou CTaThbu, OCHOBHOM 3a11aqel71 TCPMHUHOB B HEU SBISCTCSA

yOeIUTh YUTATEINS IOCETUTh BBICTABKY ).

Haxonen, npumMepoM XyA0KECTBEHHOW JUTEPATYPHI SBJISIETCS OTPBIBOK W3

kauru Different kinds of darkness:

They both got through, though by the count of ten she was terribly white in
the face and he was sweating great drops. So Jonathan felt he had to say ten as
well. “You sure, Jon?” said Gary. "Last time you were on eight. No need to push it
today." Jonathan quoted the ritual words, "We are the ones who can take it,,, and
took the ring-binder from Gary. " Ten. " In between times, you always forgot

exactly what the bogey picture looked like. it always seemed new. It was an

abstract black-and-white pattern, swirly and flickery like one of those old Op Art

designs. The shape was almost pretty until the whole thing got into your head with

a shock of connection like touching a high-voltage wire. It messed with yvour

eyesight. It messed with your brain. Jonathan felt violent static behind his eyes.. an

electrical storm raging somewhere in there.. instant fever singing through the

blood.. muscles locking and unlocking... and oh dear God had Gary only counted
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four? He held on somehow, forcing himself to keep still when every part of him

wanted to twitch in different directions.”*

B 1anHOM OTpBIBKE MEPCOHAKU PACCMATPUBAOT KAPTUHY, HATOMUHAIOLILY IO
uM Op Art; omnpeneneHre TEpPMUHA HE JAETCS, OJJHAKO aKTUBHAs 30HA BCE K€

ouepueHa: KapThHa Ha3BaHa swirly and flickery, 4TO OTpa)xaeT OLIYyILIECHUS

4CJIOBCKA, pPACCMATPUBAIOIICIO IIPOU3BCACHHC JAHHOI'O HAIIPpaBJICHHA. TepMI/IH
AKTYAJIM3UPYCTCA 3a CHUCT ,Z[ﬂJ'II)HCfIHICI‘O OIINCaHuA BO3HCﬁCTBHH KapTHHBI Ha

yeJjioBeKa: «got into vour head with a shock of connection like touching a high-

voltage wire. It messed with your eyesight. It messed with your brainy; B DaHHOM

OTpbhIBKE MeTadopbl OJHOBPEMEHHO M MOAYEPKHUBAIOT YKAac MNEPCOHAXKEU OT

KapTHHEBIL, 1 I[O6aBJ'I$IIOT B aKTUBHYIO 30HY TCpMHUHA CEMY «MJIJIFO3U.

Jlpyroii mpumMep aBTOPCKOro TepMHHA BcTpedaetrcs B KHure 1he Outsider
Puuapna Paiita, rae oqHa U3 TIaBHBIX NMEPCOHAKEH — XyI0KHHUIA, PUCYIOMIAs B
ctuine Non-objective Art. imenHO 0OMEHHBAsICh MHEHUSIMH OO0 3TOM TCUCHHH,

TJIAaBHBIE TEPOU COTM3UITHCH:
“No. I'm a nonobjective painter,” she said modestly.
Cross stared. The wife of a Communist leader painting nonobjectively?

“You don’t like nonobjective painting, do you?” she asked, putting a soft

challenge in her voice.
“But I do; absolutely,” he answered honestly.*”

Tepmun Nonobjective nHanpsimyto He OOBSICHSETCS, OJIHAKO B KHUTE
MPUBOJATCS OINUCAHUS CAMHUX KAPTUH TE€POUHU, KOTOpPbIE MOTYT IMOCTYXHUTh
WUTIOCTPALUSIMU K TEPMHUHY, U Tepou MOAPOOHO OOCYXKIal0T CBOE MOHUMAHHE
JaHHOrO cTujsl. Ilpu mepBoM MOSBICHUU TEPMHHA JJIsl ABTOPA BaXKHO HE CTOJIBKO
M300pa3UTEIHbHOE MCKYCCTBO KaK TaKOBOE€, CKOJIBKO XapaKTepHu3alus MepCoHaxa

qcpe3 9TO HCKYCCTBO. Y nuBieHue I'JIaBHOT'O repos, qTo KCHaA

*% https://www.english-corpora.org/coca/

7 Wright Richard, The Outsider [Kindle Edition], p. 3998
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BBICOKOIIOCTABJICHHOTO KOMMYHHCTa MOKET TIMCaThb B CTWIE nonobjective,
OJHOBPEMEHHO JAET YMUTATENIO0 IIOHATh M TO, YTO TAKOE HCKYCCTBO CIIO)KHO
Ha3BaTh TPATUIIMOHHBIM (M «HE TPAAUIMOHHOE, OYHTapCKOE€ HCKYCCTBO»
SBJISIIOTCSI B JAHHOW KHUTE SJIPOM aKTUBHOM 30HBI TEPMHUHA), U TO, YTO TCPOUHSI
TaK)k€ HWHTEpEeCHa CBOeH HEOObIYHOCTHIO. Bompoc, HpaBUTCA JHU Treporo
nonobjective painting, TakKe HECET W JOMOJHUTCIbHBIA CMBICI — JICBYIIKA
MBITAETCS TMOHSTh, YTO 3a YEJIOBEK Mepe] HeMl CTOUT, U BMECTE C ATUM COOOIIaeT

YUTATENIO0, YTO U MOMYJSPHBIM nonobjective painting Ha3BaTh HEJb3SL.

Tonbko NaB YMTATENIO JaHHYIO HHGOPMAIIMIO, aBTOP BCE KE JAeT HEKOe

00BSICHEHHE TEPMHUHA B BUJAC KTCOPUN» I'IIABHOI'O I'CpoOsi:

“Nonobjective painting expresses the dominant consciousness of modern
man... Sounds corny, hunh? But I mean it.” He hesitated, wondering what
approach would get beneath her reserve. “Modern consciousness is Godlessness
and nonobjective painting reflects this negatively. There is really no nonobjective

painting without either a strong assumption of atheism or an active expression of

it, whether the nonobjective painter realizes it or not...<...> The natural world
around us which cradles our existence and which we claim we know is just a huge,
unknowable something or other... <...> Now, my notion is that since this is true,
that the world we see is the world we make by our manual or emotional projection,

why not let us be honest and paint our own projections, our fantasies, our own

moods, our own conceptions of what things are. Let’s paint our feelings directly.

Why let objects master us? Let’s take forms, planes, surfaces, colors, volumes,

space, etc., and make them express ourselves by our arrangement of them. It’s an

) L«

act of pure creation...” “You’ve said it,”” she exclaimed looking fully at him for the

first time. “I’'m surprised.” “Why?” “Not many people feel like that,” she said.”

be3ycioBHO, maHHAs Teopus HE MOX0XKa Ha CIOBapHOe ompeneneHue Non-
objective art. «a general term that defines abstract art forms that lack adherence

to identifiable, quantifiable, and observable characteristics of the living world »**

8 https://www.widewalls.ch/magazine/non-objective-art
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TeM He MCHCC, OCHOBHBIC CCMBbI COBIIAJalOT; U €CJIM CPABHHUBATH TCOPHIO I'CPOAg C
OIHHWM M3 TCPMHUHOIIOPOKAAIOINX TCKCTOB, HAITMCAHHBIX MaJ'IeBI/I‘ICM, TBOPAIIUM
HMCHHO B 3TOM CTHJIC, 3aMCTCH KaK OIWH W TOT XC YPOBCHb a6CTpaKTHOCTI/I

ONMCaHus, TaK U TJ1aBHas ceMma Non-objective Art — Creation:

I transformed myself in the zero of form and emerged from nothing to
creation, that is, to Suprematism, to the new realism in painting — to non-

objective creation.””

Cross advanced to the canvas upon which she was evidently working and

which rested upon a huge easel. Between irregular volumes and planes was a

feeling of tremendous tension created by points of quiet and steady light, a light

that seemed hardly there, yet tying all of her space into one organic whole. Out of

a_darkly brooding background surged broken forms swimming Ilyrically in

mysterious light stemming from an unseen source. The magical fragility of this
light, touching off surprising harmonies of tones, falling in space and bringing to

sight half-sensed patterns of form, was Eva, her sense of herself... In her work she

seemed to be straining to say something that possessed and gripped her life; she
spoke tersely, almost cruelly through her forms. Her painting at bottom was the

work of a poet trying to make color and form sing in an absolute and total manner.

besycioBHO, ucnonp3oBaHnue TepmMuHa Nonobjective BMecTe ¢ ApyrHMH
TEPMUHAMH TaK)K€ CO3/AlOT PEUYeBOW IMOPTPET MEepCOHaka — 00pa30BaHHOTO,
YMHOTO, TOHKO YYBCTBYIOILIETO YEJIOBEKA, C JIETKOCTHIO BBIPAXKAIOLIETO CBOU

MBICJIH.

Bropoii TepMmuH, Cily)Kalluii I[PUMEPOM HCIIOJIIB30BAaHUSA aBTOPCKHUX
TEPMUHOB B XYJIOXKECTBEHHON nuTeparype — TepMuH Luminism B xuure The
Painting Murders, wnanmcannoit [[»xoan JloHoBaH. B 1eHTpe mNOBEeCTBOBaHUS
HaxXOJMUTCS XYAOKHHUIA ODJUIM, NMUIIYIIAas KapTUHbI UMEHHO B JAHHOM CTHJIE; B

3aBsI3KE CIOKETa B OJUIU IMPOCHIIACTCA TAWMHCTBCHHAA CHJIA, 3aCTaBJIAIOIIAsA €C

** Malevich K., (1926), The Non-Objective World: The Manifesto of Suprematism, p. 7.
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IMAUCAaTb KaPTHUHBI, IIPAMO IIPOTHUBOIIOJIOKHBIC II0 CTHJIIO €C OOBIYHBIM pa60TaM, HO

MpeCKa3bIBaOIINE YOUIMCTBA, TPOUCXOISIINE B €€ TOPO/IC.

OpnHOl W3 WHTEPECHBIX OCOOCHHOCTEH TEPMHHOMCIIOIL30BAHUS B JTAHHOM
pOMaHe SIBJISIETCS TO, YTO CaM T€PMUH Luminism HU pa3y HE HCIIOJb30BaJCs B
JIAAJIOTe, OJIHAKO PETYJISIPHO TMOSIBIAECTCS B KAYECTBE WILIIOCTPALIMU K MPUYAHAM
MOBEJICHUS] TEPOUHU W, O€3yCIIOBHO, MO3BOJSIET HAM Jydllle MOHSTh TJIABHOTO

MMEPCOHAXA, XyAOKHULY, ITIMINYITYIO B 9TOM CTHIIC.

Luminism kax cTWIb OOBSCHSETCSA y>X€ MPU NEPBOM YINOMUHAHUHU, KOI/A
yuTaTeNsl 3HAKOMAT C TJaBHOW repouHed. Tepmunbl Luminism v Luminist
ynoTpebsiseTcss B Ha3BaHUU 1aBbl (The Luminist) u Tpu pa3a B CaMOM €€ TEKCTe,

yYCTaHaBJIMBas CBA3b 'CPOMHU WU HAIIPABJICHUA B CO3HAHWUUN YUTATCIIA.

BHCpBBIG TCPMHUH IIOABJIACTCA IIOCIIC IICPCUHHUCIICHUA TPAIUIHOHHBIX IJIA

HEro MpeIMETOB U300paKEHU:

When he had left her sight, Ellie sighed. As much as she enjoyed the beach
night resorts, martinis, and the boardwalk, it felt good being back home. The
wedding planning had set her back on her daily art commissions, and the
honeymoon added to the delay. She’d already mentally prepared herself for days

of catch-up. Farmhouses, rolling fields, natural springs sparkling in the sunset,

and other art pieces influenced by the luminism movement — Ellie’s artistic niche.

3arem, 3a OIMMCAaHUEM MAaCTEPCKON T'e€pOMHH, CIEAyeT MEPBOE ONpECICHHE
TepmuHa. JlocinoBHO Luminism nepeBOIUTCA KaK <«GKUBOIKCH CBETA», HO CBET 3TOT

B JIAHHOM TE€UEHHUHU — XOJIOAHBIN 1 CIIOKOMHBIN, KaK ¥ KU3Hb T€POUHU, DJUIH:

Ellie stood before the blank linen canvas taking up a healthy portion of her
58-inch wide and 92-inch tall easel. Needless to say, this customized oaken
structure was far from the Walmart special. She put her hand on her hips and
contemplated the best way to paint a mountain vista she’d painted a hundred times

and somehow make it unique. As a Luminist, she didn’t depict nature with awe-

inspiring erandeur, but created quiets moments on old American frontier that
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evoked a sense of somber spirituality, usually through intricately detailed natural

phenomena and the use of cool, hard licht. The result was something orderly

where brush strokes were nearly invisible and realism was paramount. She’d spent

years adopting the style after her parents took her to a small historic art gallery in
Strasburg. Her lower-middle-class parents were supportive of her passion and got
her what she needed, though deep down, they thought Ellie would be the one living

at home at the age of thirty. Her slacker brother Paul took the award for that one.

Ellie grabbed her painter’s palette and some bright colored paint. She

wanted to create something cheerier this evening. Something with bright lights and

wonderful yellows. It would break a few tropes of Luminism, but she didn’t get

famous following the status quo.
Lighting struck followed by a peal of thunder.”

Omnpenenenue,  TaHHOE  TEPOMHEH,  COOTBETCTBYET  CJIOBApPHOMY
ONPEJEIICHUI0 TEPMHUHA, OJHAKO MHUHHUMAJIBHBIM JHANAa30H TEPMUHA B OTPBIBKE

SHAYHUTCIIBHO YIKC!:

Luminism. Term coined in 1954 by John Baur, director of the Whitney
Museum in New York, to describe an aspect of mid 19th-cent. American landscape
painting in which the study of light was paramount. He defined Luminism as 'a

pohshed and meticulous realism in which there is no sign of brushwork and no

trace of impressionism, the atmospheric effects being achieved by _infinitely careful

gradations of tone, by the most exact study of the relative clarity of near and far

objects, and by a precise rendering of the variations in texture and color produced

by direct or reflected rays' ('American Luminism', Perspectives USA, Autumn

1954).7!

C Pa3BUTHCM CHOJKCTA DNy HavyuHAeT B TpaHCC IINCAaTb MHCTHYCCKHC

KapTHHbI, Ha KOTOPBIX I/1306pa)KCHBI CIIC HE COBCPHICHHBIC IIPCCTYILIICHU.

»% Donovan J.S. The Painting Murders [Kindle Edition], p.10

»! Tan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford
University press, p. 300
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KoHTpacT *u3HM OJUIM U Y’KAacOB NPECTYIUIEHHM IOJAYEPKUBAETCS KOHTPACTOM
MEXIy BHYTPEHHEW MOTUBAaLMENd TepMUHA Luminism W ONUCaHHEM €€

muctudeckux Death paintings:

After a few hours on the highway, she took an off-ramp onto a country road
and sped past a horse and buggy. Ellie cracked a smile, knowing she was back in
Amish country. She drove by horse farms and open fields parallel with Strasburg
Railroad. The train on the tracks blew its whistle, and Ellie was reminded her
childhood rides with her father. She would lean into him and look out the window,
watching nature pass her by. It fueled her painting. Heavily influenced by

Luminism, Ellie’s artwork showed the American frontier, not as a grandiose

marvel, but in a somewhat quiet, spiritual way, with heavily detailed natural

phenomenon and soft but impactful lichtnine. Her death portraits were the

complete opposite of that. They were realistic, yes, but the shading was dark with
strong contrasts and the use of many gloomy colors. They were unlike anything

she’d painted. Worse, unlike anything she’d imagined painting.””

Tepmun Luminism B TEKCTE pOMaHa yIOTPeOISETCS HEYACcTO, U ITPU BTOPOM
OTCBUIKE K JJAHHOMY CTHJIIO aBTOP CUHUTAET HEOOXOAUMBIM MTOBTOPUTH OOBSICHEHHE
noHsATus. OAHaKO B MEPBOM OTPHIBKE M TEPMUH, U T€POUHS HaM elle He ObUIn
3HAKOMBI, MOATOMY OIpEAENICHUE 3BYYUT TOPKECTBEHHO M (opManbHO (somber

spirituality, realism <...> paramount, aKTUBHOE WCIOJIL30BAHUE IIACCUBHOTO

3ajiora) Ha 3TOT pa3 oOpaTWB BHUMAHME YHUTATEIs HA TO, KaK CBOE HCKYCCTBO
BUJIUT DJIJTM — U B ONIPEJICIICHUH TOBOPUTCS HE TIPO HE3aMETHBIE Ma3KH KHUCTH, HO
PO THUIIMHY, CIIOKOWCTBHE — TO, C YeM accouuupyercs Jromunuzm y camou

repounu (quiet, spiritual way, soft but impactful lightning). CTuip aBTOpa Takxe

HEMHOT'O MEHSETCS M CTAaHOBUTCS MEHEE BBIUYPHBIM — intricately 3aMeHsIETCS Ha
heavily, 3ansiTeie — Ha but u and, Passive Voice Ha Active Voice. Bo3amoxkHo,
MPUYMHA U3MEHEHUS CTWIS B TOM, 4TO Luminism yXe 3HaKOM HaMm M TeM OoJjee

XOpoIIo 3HaAaKOM I'CPpOHUHC.

2 Jan Chilvers, Harold Osborne, Dennis Farr. The Oxford Dictionary of Art. - Oxford: Oxford
University press, p. 1096
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B tpertnii pa3 Luminism o0bsicusieTcss OMuxke K KOHILy pOMaHa, Korna Jiuiu
cMorja pasrajarb TallHy CBOMX NpPOU3BEACHHI, HO B IMpPOIECCE pacclieJOBaHUs

MIOIAJIa B CMEPTEIBHO OMACHYIO JIOBYIIKY:

She brushed her fingers on the stone walls around her. The simple action
made her hand burn with agony. She turned her palms to the moonlight, seeing the
wealth of splinters stuck into her flesh. She pinched the largest with her fingernails
and drew it out. It was two inches. She sniffled and did the same for the next
splinter. By the time she finished, her hands stung worse than they did before. She
washed them, watching the faint crimson swirl in the water. It was far from
hygienic, but Ellie just needed to get the wood from her body, and the water would
help. Similar to cobblestone, the walls were rigid, but the stones didn’t protrude
out far enough for her to get a good grip. If Ellie had to guess, she was about thirty

feet deep. Understanding depth and distance were an artist's best friends.

Especially as Luminists, where Ellie showed intricate detail natural landscapes

under soft light and full of immaculate detail. She missed those days, the ones from

weeks ago where the idea of barns, woods, and country life filled her with awe,

inspiration, and peace. If she were ever able to get out of this well, she would be

happy to be back in the big city.

B nmanHOM ompeneneHHMHM  TOP)KECTBEHHOCTb CTHJISL  BO3BpallaeTcs,
MOTYEPKHUBAs], HACKOJIBKO Ba)KHA U ONAacHA CUTYyallusl, B KOTOPOW DJUIM OKa3aiach.
CTunb KMBOIKCH, CTOJIb 3HAKOMBIM T€pOMHE W CBSI3aHHBIA B €€ CO3HAHUU U
CO3HAHMM YHUTaTeIs CO CTaTUKOM M CIIOKOMCTBHEM, TIO3BOJISICT TIIyOXKe
MPOYYBCTBOBATh YyKac OJuiM. AKTHUBHAs 30Ha TEpPMHHA YyBEIWYWIACh —
n00aBUIUCh ceMbl depth W distance, TPUCYTCTBYIOIIUE B  CIOBAPHOM
OTpeIeJICHUH, HO HE YIIOMSIHYThIE paHee B TEKCTE — OJHAKO (POKYC OIpeeIcHuUs
Ha OTOT pa3 CMECTWICS BCJEJ 3a HampaBieHUEM MbIcied Oiiu Ha Oonee

MoAPOOHOE OTMCAHUE TIPEIMETOB KUBOTIUCH JICBYIIIKH.

MHorokpatHoe ompeeIeHue TEepMUHA HECeT HECKOJIbKO (QYHKIMH —

Mpexae BCEro, WIJIOKYTUBHYIO (TOKa3aTh YUTATENI0 MUP OJUIM), HO TakKXke H
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WHOOPMATUBHYIO: YOEIUTHCS, YTO YHUTATENh IIOMHUT 3HAY€HHWE TEpPMHUHA
Luminism, xak u mo00ro aBTOPCKOTO TE€pPMHUHA, HE HAXOJSAIIErocs B sApe

TCPMHUHOJIOTHH U C HGKOTOpOﬁ BCPOATHOCTBIO INNIOXO 3HAKOMOI'O YUTATCIIO.

TperbuM DIpPUMEPOM  XYHOXKECTBEHHOTO IPOM3BEIEHUSA, B KOTOPOM
YOOTPEOIISIIOTCS aBTOPCKUME TEPMHHBI, SIBIsSETCS KHUra Oica ATkuHca Robert
B. Parker’s Old Black Magic, B KOTOpOM aBTOpPCKHE TEPMUHBI BpEMs OT BPEMEHU

IMMOABJIAOTCA B IUAJIOTAaX U MBICIIAX I'CPOs.

Cro)KeT KHUTH CTPOUTCS BOKPYT paccieloBaHMs Kpakw kapTuH [lukacco,
['oitn u Onb ['pexo. I'maBHbIM repoil, AeTeKTUB 0 uMeHu CrieHcep, MoIy4aeT Jej0
OT CBOETO YMHUPAIOMIETO KOJUIETH, CIIeIMAIUCTa 0 KpakaM B 00JIaCTH MCKYCCTBa,
U C €ro TMOMOIIBI0 U TTIOMOIIBI0 TUPEKTOpa My3ess Mapmkopu OUILTUTIC TTBITACTCS
HAaWTU TIOTEepsSIHHbIE MIeNeBphl. [TaBHBIA Tepoll Ha3biBaeT ceOs 3HATOKOM
uckycctBa: «Like any serious art connoisseur, I gave a low whistle»; Tem He
MeHee, Tpo(ecCHoHaTbHO C MCKYCCTBOM OH IOYTH HE CBsi3aH. B oTimune oT
NpeabIAYyIero npousBeaeHus, rae Luminism MCHONb30BaAJICA TOJBKO B TEKCTE,
CBS3aHHOM C BHYTPEHHEW HW3HBIO TEPOWHH, B JAaHHOM pPOMAaHE TEPMUHBI

Performance Art u Mannerism UCTIONb3YyIOTCA TOJIbKO B IHAJIOTE.

Performance Art BcTpedaercss B pasroBope TJIABHOIO IEPCOHAXKA C

JTUPEKTOPOM MY3esi:

After I polished off half the sub, I stood up to stretch. I opened the blinds in

my turret and looked across Berkeley Street. A trendy new womenswear shop had

opened on the ground floor, replacing Shreve, Crump, & Low. I watched a comely

young woman in a navy romper and no shoes strip two mannequins and start to

redress one. The young woman was very pretty. The mannequins very naked.

<..>

After reading the Boston Police files front to back and side to side, I

returned to the window. One of the mannequins was covered up now in a very

short red dress. It had been arranged to look as if it was casually talking on a cell
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phone. The young woman, fitting a miniskirt on the other, looked up and saw me

standing in the turret.

With my coffee in my right hand, I waved with my left. She smiled and waved

back. Making friends and not influencing people.

<..>

I was stuck on the North End war at the time, and how that might be
obscuring the tracks of the thieves, when the phone rang.

b

“Spenser,” a woman said. “I need you.’

€

any women do,” I said. “But my heart, and other parts, belong to

b

another.’

“Damn you, it’s Marjorie Phillips,” she said. “Where are you?”

L3

n my office, eating a sub and watching performance art down on Berkeley

Street,” I said. “Some very interesting nudes making social commentary.”

“How long will it take you to get to the museum?”’

“Fifteen minutes,” I said. “What’s the rush?”

“Another letter arrived this afternoon,” she said. “It’s wonderful. So
exciting.”

“What’s so exciting about it?”

“The chase,” she said. “Were on. They want to meet.”

“Okay.”

B namHOM mpumepe, Tak Kak o0a y4aCTHMKa KOMMYHHKATHBHOTO aKTa
MOHUMAIOT, YTO 03HAYAET TEPMHUH, MECTO ONPE/ICTCHUS WM O0BSICHEHUST TEPMUHA
3aHUMAaeT yTOUHEHHE: «Some very interesting nudes making social commentary.».
Yurarens, clieIuBIINNA 3a TeM, YTO UMEHHO CrieHcep Has3biBaeT Performance Art,
MOXXET TIOHSITh UPOHHIO JIETEKTHBA O€3 MOHUMAaHUs TepMUHA: Ton nudes making

social commentary TIOApa3yMeBaeTCs BUTPUHA Mara3uHa, TIJI€ JIeBylIKa
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[IEPEOACBACT MAHEKEHbl. TE€pMUH B [aHHOM Clly4ae HMeEET IMpPexXIEe BCEro
WUIOKYTUBHYIO0 (yHKIMIO — yOeauth uutatens, uro Cnencep u Mapmxopu

JEUCTBUTEIBHO pa30UparoTCs B TEME UCKYCCTBA.

Tem He MCHCC, HCJIb3A CKa3aTb, 4YTO TCPMHH HC IIOAXOAUT K KOHTCKCTY

pasroBopa. O0paTuMcst K ONPEEICHUIO TEPMUHA:

Performance Art — a nontraditional art form often with political or topical
themes that typically features a live presentation to an audience or onlookers (as

on a street) and draws on such arts as acting, poetry, music, dance, or painting.>

B omnpenenenun TepMHMHA MOXXHO BBIICIUTH CEMBI OTXOAa OT
TPAIUIIMOHHOTO MCKYCCTBa, 3J1000/THEBHYIO TEMATUKY, dKHUBOE HUCIIOJIHEHUE U
OTCYTCTBHME HEOOXOJMMOCTH B ayJAUTOPUM, OCO3ZHAHHO MPUIIEAIICH CMOTPEThH
Ha nepdopmanc. Bce 3T ceMbl MOXHO HAaWTHU M B TEKCTE pOMaHa, KpoOMe
3I000THCBHOM  TEMATHKH, IIOSBIISIOMICHCS TOJBKO B HHTEPIPETALNH
MPOUCXOJISIIIETO 3pUTeNieM (COOTBETCTBYIONIME MeCTa B TEKCTE€ MpuMepa

MOAYEPKHYTHI).

BTtopoii aBTOpCKUil TEPMUH, UCTIONB3YIOLIUKCS B poMaHe — Mannerism:

b

Mannerism, Italian Manierismo, (from maniera, “manner,” or “style”),
artistic style that predominated in Italy from the end of the High Renaissance in
the 1520s to the beginnings of the Baroque style around 1590. <...> The term was
first used around the end of the 18th century by the Italian archaeologist Luigi
Lanzi to define 16th-century artists who were the followers of major Renaissance

masters. <...>

Mannerist artists evolved a style that is characterized by artificiality and

artiness, by a thoroughly self-conscious cultivation of elegance and technical

facility, and by a sophisticated indulgence in the bizarre. The figures in Mannerist

works frequently have graceful but queerly elongated limbs, small heads, and

stvlized facial features, while their poses seem difficult or contrived. The

23 https://www.merriam-webster.com/dictionary/performance%20art
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deep, linear perspectival space of High Renaissance painting is flattened and

obscured so that the figures appear as a decorative arrangement of forms in front

of a flat background of indeterminate dimensions. >*

B pOMaHEC I[aHHBII\(JI TCPMHH HCIIOJIB3YCTCA B IICPCCKA3€C KHUT'HU O XYIOKHHUKC

I'IaBHBIM IICPCOHAKEM:

After walking Pearl for the evening, I returned to my kitchen table and
poured a third glass of wine. 1’d checked out a book from the library on El Greco
but over the last few days had little chance to look beyond the cover. As Pearl
snuffled and snored, legs sticking straight up at the ceiling, I looked through the
big, bold images of Christ, the Virgin Mary, many Saints and noble Spaniards.
St. Francis and the stigmata. The view of his beloved Toledo on the hill. I found
out he was born in 1541 in Crete and died in 1614 in Spain. In between, he lived

and trained in Venice and Rome, in post-Byzantine art and something called

mannerism. Being a master detective, I then read that mannerism was about the

askew proportions Locke had told me about. Stylized poses and lack of clear

perspective.

To understand the lack of clear perspective better, I drank some more wine.

Pearl snored as 1 flipped through the pages.

I read that when El Greco first saw the Sistine Chapel, he wasn’t impressed.
He told the pope that Michelangelo was a good man but didn’t know how to paint.
He offered to redo the job himself. Soon El Greco became persona non grata in
Rome and was being called a foolish foreigner. He packed his bags for Toledo,

Spain, where he developed his own style and technique.

B maHHOM OTpBIBKE IPUBOAUTCS ONPENEICHUE TEPMUHA, TaK KaK PAHEE OHO
He ObUIO 3HAKOMO MEPCOHAXKY; OJTHAKO MOKHO 3aMETHUTh, HACKOJIBKO YIPOIIEHHBIM
OHO SIBJISIETCA MO CPABHEHUIO C ONPENEIICHUEM, JAaHHBIM B CIIOBApe, HECMOTPS HA

COBMAJICHHE OCHOBHBIX CeM. BBIXONUT Ha MepBBIM IIaH WHGOPMAIIMOHHAS

»* https://www.britannica.com/art/Mannerism
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GyHKIHUS aBTOPCKOTO TEPMHHA: 4YUTATElNbh Y3HAET €ro BMECT€ C TepoeM

IIPOU3BCACHMN.

Takum oOpazoM, B HEMpPOohECCHOHATHPHOM IUCKYPCE aBTOPCKHUE TEPMUHBI
XapaKTePU3YIOTCS, C OJIHOH CTOPOHBI, YIPOIICHHOCThIO CEMaHTHUKH, C JIPYroW,
CIIOCOOHOCTBIO aKTyaTM3UPOBATHCS, MPUHUMASI Ha ¢€0s1 HOBBIC IIACTHI 3HAYCHHS.
Yamie Bcero TeKCThl HEMPO(PECCHOHATBLHOIO TUCKYpPCa, B KOTOPHIX MCIOJIB3YIOTCS
aBTOPCKHUE TEPMHUHBI, UCIIOJIB3YIOT HHPOPMAIIMOHHYIO ¥ WUIOKYTUBHYIO (DYHKIIHH
TEPMHUHA; OJHAKO aBTOPCKHE TEPMHUHBI MOTYT HCIIOJIB30BAaThCA W B
XYyJI0’)KECTBEHHON JIUTEepaTrype, IJe HX 3HAYCHHE TaKKe akTyaausupyercs. B
XYJI0)KECTBEHHOM IPOM3BEJICHUN ABTOPCKUH TEPMHH MOXET OBITh JaH Kak ¢
neuHUIIE, Tak ®W Oe3 Hee, B 3aBUCUMOCTH OT 3aMbICja aBTopa.
[IpoaHamu3upoBaB NPUMEPHI, MOXKHO 3aKJIFOYHTh, YTO AaBTOPCKUH TEPMHH
JEUCTBUTEILHO MOXET SBIATHCS ITOJTHONIPABHON YacThIO XYJI0KECTBEHHOTO

IIPOU3BCACHUA].
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BriBoarnl o I'itaBe 2

ABTOpPCKHE TEPMHUHBI JOJIKHBI M3Y4yaThCs TOJBKO B JUAXPOHUM, TaK Kak
yalle BCEr0 OHU MOABIIIOTCA Ha nepudepur TEPMHHOJIOTMUA W 3aTEM MOTYT
pPa3BUTBCS B YHUBEPCAIBHBIC W YHHMKaJIbHbIE TE€pMUHBI. [IprumHamMu JaHHOTO
mpolecca MOTYT ObITh TPEXJIE BCEro HKCTPAIMHIBUCTHUECKHE (PaKTOPBHI.
Haubonee 3Haunmble A M300pa3UTEIBLHOTO MCKYCCTBA IMOHSTHS, BBIPAXKCHHBIC
COOTBETCTBYIOIIMMU TEPMHUHAMHU, C OOJBIION CTENEHbIO BEPOATHOCTU CTAHYT
4acThIO AJpa TepMHHONOrMK. OnpeneneHue cTaiuil JAHHOTO MPOLEcca BKIIOYAET
B ce0s MPEX/Je BCEro aHajlu3 ero BapUaTUBHOCTU U BBIPAXKEHHUS OTOXKIECTBICHHUS
TEPMMHA C €r0 aBTOPOM HJIM, HA000pOT, UX pasrpaHuueHus. Takoe nuccieroBaHue
BO3MOXKHO TOJIBKO B KOHTEKCTE — CJIOBApH, KaK TEPMUHOPUKCUPYIOIIUE TEKCTHI,
OTpaXkaroT TOJIBKO YK€ YCTOSIBUIMECS B SI3bIKE IOHATUS U MOTYT HMCIIOJIb30BATHCS
JUIIb Ha TOCIHEOHUX CTAaIuAX I[epexoja TEepMHHA B YHHUBEPCAJIbHbIE WM

YHUKAJIbHBIC.

B npodeccuoHanbHOM JAHCKYpCE MOKHO BBIIEIUTH CIEIYIOIIUE IISTh
byHKUMN aBTOPCKOTO TEPMUHA: HOMUHATUBHAs, ne(UHUTHUBHAS,

CI/IFHI/I(l)I/IKaTI/IBHaH, KOMMYHHKATHBHAsA, U IIparMaTu4cCKasd.

OcoObIii MHTEpeC ISl MCCIENOBaHUS MPEACTABISIIOT KOMMYHUKATHBHAS,
WIHN KOTHUTUBHO-MH(OpMaIMOHHAs, W mparmarudyeckas QyHkmun. C TOYKH
3peHUs] KOMMYHUKAaTUBHOM (YHKIMU TepMHHA B NPO(GECCHOHAIBLHOM JHUCKYpCe
aHAIM3UPYETCAd  MpeXJIe BCEro IepeAaBaeMas TEPMHHOM  COOECEIHUKY

uH(dOopMaIs U oJydeHne nHpopmMaIum B OTBET.

CamMble 3aMeTHBIE Da3IUYUs MEXKIY YHNOTpeOJEeHHEM TEPMUHOB B
npo(ecCUOHAIbLHOM JIUCKYpCEe CBs3aHbl C (UIYpoil ajpecara TEKCTa, B cllydae

IIMCBMCHHOI'O TCKCTA, «MACAJIBbHOI'O YUTATCILSD).

I[J'ISI HCCJICAOBaHUs OaHHBIX (1)YHKIIPII>’I HCITIOJIB30BAaJINCh HpC}IJ’IO)KCHHBIﬁ

P. Jlanrakepom TepmMuH maximal scope, MaKCUMaJbHBIH KOHIIETITYyaJIbHBIH
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«IMamna3oH» TMOHATHA, W immediate scope, OmmKaWIIUK AWANa3OH, a TaKKe
«aKTUBHAs 30Ha», TO €CTh Ta «ILIOIIAb» JHAIla30Ha, KOTopas HeoOXoauma Jyis

JAaHHOI'O aKTa KOMMYHUWKAIIUH.

«AKTHBHasI 30Ha» aBTOPCKOTO TEPMHHA, KaK ObLIO JIOKa3aHO, 3aBUCUT OT
Henel TeKcTa, OT ajapecara W OT caMoro aBTopa. [lpu oOmeHun crenuaaucToB
aBTOPCKUN TEPMHUH C TOYKH 3PEHHS TparMaTUKd UM COXpaHEHUs HHEPTrUu
BBICTYIAET TMPEXKAE BCEro JUIsl YCKOPEHHS W YIPOIICHHWS KOMMYHHUKAIIUU, W B
TaKOM CJIy4ae B OOIICHWHM HE y9YacCTBYEeT MaKCHUMAJIbHBIA JWAMa30H TEPMHUHA: HA
MEPBBIM TUTAH BBIXOAST T€ WJIM WHBIE TUIACTHI €r0 3HAYECHHS B 3aBUCUMOCTH OT
KoHTekcTa. [Ipu oluieHun cnenuanucra U HermpodeccuoHana TepMUH, HA000POT,
MO3BOJISIET YUTATEII0 KOHIENTYyIM3UPOBATh CTOSIIEE 3a HUM HAYYHOE 3HAHHE
MOJTHOCTBIO,  BBITMOJNHSS ~ MPOCBETUTENbCKYHO  (yHknmto. Kpome  Toro,
WCITOJIb30BAaHUE TEPMUHOB BBINMOJTHACT W WIIOKYTHBHYIO (YHKIHIO, yOexmast

qUTaTeNs B MpodeCcCuoHAIN3ME aBTOPA.

B HempodeccnoHanbHOM IUCKYypce TEPMHUH HE MOXET B IOJHOM Mepe
IIPOSIBUTH CBOIO IIPUPONY, TaK KaK TEPMHUH KaK TAaKOBOW CYIIECTBYET TOJIBKO B
paMKax TEPMHHOCHUCTEMBI, a JAHHBIM JAUCKYPC HE IMOAPAa3yMEBACT €€ HaJIU4usl.
Opnako B Henpo(decCHOHATbHOM JUCKYpPCE AaBTOPCKHE TEPMHUHBI MOTYT
aKTyalu3UpOBaThCs, MPUHUMAs Ha ce0s HOBBIC IUIACTHI 3HaueHus. Yaie Bcero
TEKCThl HENPO(PECCHOHAIBHOTO AMCKYpCa, B KOTOPBIX HCIIOJIb3YIOTCS aBTOPCKHUE
TEPMUHBI, UMEIOT HWH()POPMALMOHHYI0 M WUIOKYTUBHYIO (DYHKIIMH; OJHAKO
aBTOPCKHME TEPMHUHBI MOTYT HCIIOJIB30BaTbCS M B XyJOKECTBEHHOM JIMTEpaType,
IIe UX 3HAa4YCHHME TAKXKE AKTYaJIU3UPYeTCsl — 4Yepe3 aBTOPCKUM TEPMUH U €ro

HCIIOJIB30BAaHHUEC ITOKA3bIBACTCA BHYTpCHHI/Iﬁ MUp MCpCoOHAXaA.
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3akiouenue

B pesynbTate NpoOBEAEHHOrO AMCCEPTAMOHHOTO HCCIEAOBAaHUS ObLIU

CACJIaHbI CICAYIOINEC BBIBOABI.

N3yyenue  0OCOOCGHHOCTEH  aQHIVIOS3BIYHBIX  aBTOPCKUX  TEPMHUHOB
M300pa3UTENBHOTO UCKYCCTBA BAXKHO KaK C TEOPETHUYECKOW, TaK M MPAKTUUYECKOM
TOYKHA 3pEHHsT U HE TEPseT CBOEM AKTYAJIbHOCTH, IOCKOJIBKY TEPMHHOJIOTHS
MPOJOJKAET pa3BHUBaTbes. lccienoBaHME aBTOPCKUX TEPMUHOB BaXXHO IS
MOJATOTOBKM KBaJU()ULIHUPOBAHHBIX CHEIUAINCTOB B OOJACTH TEPMHHOJOTUU H
uckyccrBoBesieHusl. C IMpakTHUECKON TOYKU 3pEHHs], pe3ysbTaThl pabOThl MOTYT

OBITH MCIIOJIBb30BaHEI B npernogaBaHun 5[(1)3511(3 JJIA CIICNUAJIbHBIX ueneﬁ.

B nannoil paboTe aBTOPCKHMM TEPMUHOM CUUTACTCS TEPMHUH, ITHUMOJIOTHS
KOTOPOTO U3BECTHA, BXOASIINN, KPOME TEPMUHOJIOTUYECKOTO OIS ONPEAEICHHON
o0jacT 3HaHMS, U B 0o0Jiee Y3KO€ TEPMHHOJOTHYECKOE I0JIe, CO3/JaHHOE U
CTpOsIILIeecs: BOKPYT OIMpPEEICHHON (DUTYPBI, «aBTOpPay, U HEPA3pPhIBHO CBSI3aHHBIN

C TaHHOU (UTYpOH B CO3HAHUHU CTICIIUATMCTA TOM WIJIM MHOW 00JIacTH.

B pamkax wucciegoBaHus ObUIO JOKa3aHO, YTO aBTOPCKHUE TEPMHUHBI HE
MIPEACTABIISAIOT COOOM OTAEIBHYI0 TEPMUHOJIOTHIO, HO SIBJISIOTCS ITOJTHOMPABHOMN
YaCThIO TEPMUHOJIOTUM TOW WM MHOW OOJacTH 3HAHWM. BBIIEnstoTcs aBTOpcKue
TEPMUHBI KAaK Ha YPOBHE OKCTPAIMHIBUCTUYECKOM, TAaK U Ha YpPOBHE
JUHTBUCTHYECKOM, YPOBHE CHHTAKTHKU W MParMaTHUKH; BBIJACICHUIO UX B OCOOBIN
KJIaCC TEPMHUHOB TaKXK€ CIIY>KaT OCOOEHHOCTH aBTOPCKHUX TEPMHHOB KakK B ILJIaHE

COACPKaHUA, TaK U B IINIAHC BBIPAXKCHUA.

O,Z[Ha M3 CaMbIX 3aMETHBIX OCOOCHHOCTEH IIaHa COACPKaHUA AaBTOPCKHUX
TECPMHUHOB COCTOUT B TOM, 4YTO 3HAYCHHUC ABTOPCKOIO TCPMHHA YallC BCCTO
ABIACTCA OYCHb YCTKHMM, TOYHBIM H HOOBOJIbBHO Y3KHM, IIPpH 3TOM aBTOPCKHC

TCPMHUHBI MOT'YT UMCTb KaK 3MOTI/IBHBII\/’I, TaK ¥ CTUJINCTUYCCKUN KOMITOHEHT.
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OaHUMU U3 OCHOBHBIX TyTe 00pa30BaHMs aBTOPCKUX TEPMUHOB SBIISIOTCS
adukcarusi, B ToM uncie npedukcaius, 100aBsIONIMe K 0a30BOMY KOPHEBOMY
3HAUEHUIO OTTEHKU CMbICia. FEIe OJHUM BBICOKOMPOIYKTUBHBIM METOJOM
TepMUHOOOpa30BaHus sBIsieTC cuHTakcuueckuit Mmeroa (70-75% Bcex aBTOPCKHUX

TEPMUHOB COCTOSAT U3 JIBYX WJIK OOJIee CIIOB).

KonndecTBo TepMUHOB, OCHOBaHHBIX Ha MeTadope, a TaK)Ke 3aMMCTBOBAaHUMN

N3 JpYIrux ClicOUuaJIbHBIX A3bIKOB, CPABHUTCIIBHO MaJIO.

BBII[@J'IHGTCH METOO CO34aHUA HOBOI'O CJIOBa 1OJId 0003HaYEHUSI HOBOTO
IIOHATHA. HaHHaﬂ CTpaTterusd BCTPCUHACTCA HMCKIIOYHUTCIBHO pPCAKO, OIHAKO
TCPMUHBI I/1306pa31/ITeJ'IBHOFO HCKYCCTBA, CO3JaHHLIC N3 TaAK HA3bIBACMBIX NONSCNSC
WOI'dS, B IIOAABJIAIOIICM OOJILIIMHCTBE CJIydacB CO3JaHbl MMCHHO KaK aBTOPCKHC

TCPMUHBI.

BaxxHoii 0COOEHHOCTBIO aBTOPCKMX TEPMHUHOB SBJISIETCS WX BbBICOKas
BAPUATHUBHOCTh. B TIaHE BBIPAXKEHUST MOXKHO BBIJIETUTH TPU OCHOBHBIX THUIA
BAPUMATUBHOCTU: Ha JIGKCMYECKOM YpOBHE, Ha ypoBHe Mopdoaoruu (T.e.

UCIIOJIb30BaHuE pa3uyHbIX ad(HUKCOB) U Ha ypoBHE opdorpaduu.

Jns meneit maHHOM pa®OTHI OBUTM BBIJICTCHBI CICAYIONINE KPUTCPUH IS

onpeiesIeHns] KOMMYHUKAIIUUA B paMKax Mpo¢eCCUOHAILHOTO IUCKYypca:
1) aJIpecaHT JOJKEeH OBITh MpodeccnoHanoMm;

2) aZpecaHT JOJDKeH OBbITh MpodecCHOHAIOM HWMEHHO B TOW 00JacTH,

KOTOpas SIBJISIETCA TEMOM Pa3roBOpa;

3) JdaHHasA KOMMYHHUKATHBHasl AKTHBHOCTb JOJDKHA COOTBCTCTBOBATH

poJAM aapeCaHTa U aapecaTta B paMKax HpO(I)CCCI/IOHaHBHOFO 06IH€HI/I}I;

4) TEKCT JIOJDKEH pellarh 3aJady, I[OCTABJICHHYKD B  paMKax

npodeccuoHanbHON KOMIIETEHIIMU TI0 MEHBIIIEH Mepe OJTHOTO U3 YYAaCTHUKOB.

Bce paccMoTpeHHBIE TEKCThl NpPO(ECcCHOHATBHOTO JUCKypca —TaKke

ABJIAKOTCA TCKCTaMH HNCKYCCTBOBCIYCCKOTI'O AUCKYypcCa, npu4cMm
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UCKYCCTBOBEUECKHUI TUCKYPC U €r0 OCOOEHHOCTH MOTYT CITY’KUTh HEKUM «tertium
comparationis» Il  M3y4eHHs  OCOOEHHOCTeM  MpodecCHOHANBHOTO |

HeTpo(eCcCHOHATBHOTO TUCKYPCOB.

HccenenoBanue 10Ka3allo, YTO aBTOPCKUE TEPMUHBI SABIISIOTCS MOCTOSHHBIM
VCTOYHHUKOM IIOINOJHEHUS KJIACCOB YHUKAJIBHBIX U YHHUBEPCAIBHBIX TEPMHUHOB.
Ilocne 3aBepmieHus mponecca TEPMHMHOJOIM3AalMM ABTOPCKUM TEPMHMH MOXKET
HayaTb PACIIMPEHUE CBOECTO 3HAYEHMS B paMKax TEPMUHOCUCTEMBI, U B TaKOM
ClIy4ae IPU JOCTHKEHUU ONPEAEICHHOI0 YPOBHS IIIMPOKO3HAYHOCTH CE€Ma aBTOpa
TEPMHUHA MOXET IIOTEPATH KIOYEBOE 3HAYEHHE, U, CIIENOBATEIbHO, TEPMHUH
BBIMZIET B TEPMHUHOJIOTHYECKOE TOJIe TOW WM MHOW oOnactu 3HaHus. B Takom

CJIyda€ TCPMHH 4YaIllc BCCTO BXOJAHUT B AAPO TCPMHUHOJIOTUH.

Hanmuuue BapuaHTOB HammcaHus MOXHO CYUTAaTh NPU3HAKOM TOTO, YTO
TEPMUH €II€ HAXOAMUTCS Ha nepudepur TEPMUHOJIOTMM U HE ABISETCS
OOIICTIPUHATHIM, UYTO B TIOJHOW MEpe COOTBETCTBYET ABTOPCKUM TEPMHUHAM.
BapuaTtuBHOCTh TEpMMHA MOJKET CYILIECTBOBATh KaK B IUIAHE BBIPAKECHUS, TaK U B

TUTaHE COJICPIKAHUSL.

HccenenoBanne Takke IOKa3ajlo, 4YTO HENb3sd YTBEPKIAaTbh, YTO BCE
aBTOPCKHE TEPMHUHBI MPOXOAAT TaKOW myTh. CyIIECTBYIOT M TE€PMHUHBI, TAK H

OCTaBIIKUCCA aBTOPCKHMMU.

I[J'ISI HU3yUCHUS TCPpMHHA HCIOCTATOYHO pacCCMaTpuBaATh €I0 TOJIBKO Ha
YPOBHC s3bIKd, TaK KaK B TTOJTHOM MCpPC CBOMCTBA M KadecTBa TCpMHUHA MOTI'YT

MPOSIBUTHCS TOJIBKO B MPOGECCHOHATBHOM OOIIIEHHUN.

B mpodeccuonHasbHOM  IHCKypce aBTOPCKHE TEPMHUHBI  BBIIOJIHSIOT
cienyomue (QyHKUMA: HOMUHATUBHYIO, JC(PUHUTUBHYIO, CUTHH(PUKATUBHYIO,
KOMMYHUKATHBHYI0, M IParMarTH4ecKyl0, WJUIOKYTHBHYIO, ITPOCBETUTENIBCKYIO,
JIEMOHCTPATUBHYIO M aTTPAKTUBHYIO. MIX OCOOEHHOCTSIMU SIBIISIIOTCSI BCTPAUBAHUE
HOBOTO TE€pMHUHA B TepMHHOcHcTeMy. OmpenelieHHe aBTOPCKUX TEPMHUHOB 0€3

HCIIOJIB30BAHNA MHOI'OYHCICHHBIX TCPMHUHOB CTAHOBHUTCA IIOYTH HCBO3MOJKHBIM,
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4aCTO BCTPEYAETCS MCIOJIb30BAHME AHTPOIIOHMMOB — JIMYHBIX MMEH JeATelIeH
HCKYCCTBA U KYJbTYPhl, aBTOPCKUE TEPMUHBI 00J1a1al0T BHICOKON CEMaHTHYECKOM
U (opMaIbHONW BApUATHUBHOCTHIO, a TAaK)KE€ MOTYT BBIINOJHSITH OLEHOYHYIO H

AMOTHUBHYIO (QYyHKIIUU.

B HempodeccuoHanbHOM JIUCKYpCE€ AaBTOPCKHE TEPMHHBI BBIMOJHSIIOT
cienytone (QyHKIHN: HOMUHATUBHAYIO, KOMMYHUKATHUBHYIO, MParMaTuiecKylo,
aTTpakTUBHY0. B myOnumucTuke yaiie Bcero MUrparoT HHPOPMATUBHYIO WM
WUIOKYTHUBHYIO POJIb, B XYJO0XXECTBEHHOW JIUTEPATYpE BCTPEUAKOTCS PEIKO,
OJIHAKO MX 3HAYECHHE aKTyaIM3UPYETCs, Yallle BCEro OHU BBHICTYNAIOT B (yHKIUU
pEUEBOM XapaKTEPUCTUKUA TIEPCOHa)xa. TONBKO BBICTYIIas HAa IEPBbIA IUIAH B
MOBECTBOBAHUH, TEPMUH TMOIy4YaeT NeHUHUIINIO; OJHAKO JaK€ B TaKOM CiIydae

,Z[C(bI/IHHHI/IH HMEET CTUJINCTUYECKUI OKpac.
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[MTPMJIOKEHHUE Ne 1

No | Tepmun ABTOp [Ipodeccus Ton/ Crpana Merton
aBTOpa roJbl | CO3JaHUS TEPMHHO00pa30
CO3J1aH BaHUs
ust
1 | Abstract Wassily XY J10KHUK 1910 Poccus CuHTakcuyeck
art Kandinsky 1707
2 | Abstract Robert HCKYCCTBOBE]I 1946 CIIA CHHTaKCHYEeCK
expressioni | Coates ui
sm
3 | Action Allan XY IOKHUK 1950-¢ | CIIIA CHHTaKCHYECK
Collage Kaprow 7074
4 | Action Harold HCKYCCTBOBEN 1952 CIIA CHHTaKCHUYECK
Painting Rosenberg 17071
5 | Aesthetic James Xy A0KHHUK 1870-e | CIIIA CHHTaKCHYECK
Movement | mcNail ui
Whistler
6 | Anti-art Marcel XYJOKHUK 1914 @panuus Mopdornoruuec
Dushamp KM
7 | Antwerp Max HUCKYCCTBOBE] 1915 I'epmanus CuHTakcuyeck
Mannerism | Friedlander um
8 | Art Autre | Michel Tapie | uckyccrBoBen 1952 Opanus 3anMCTBOBaHUE
U3 JIPyTroro
A3bIKa
9 | Art Brut Jean XyI0KHUK 1940-¢ | ®panmmst 3anMCTBOBaHUE
Dubuffet U3 IPyroro
S3bIKa
10 | Art Michel Tapie | uckyccrBoBen 1952 ®paHuus 3auMCTBOBaHHE
Informel U3 Ipyroro
SI3BIKA
11 | Arte Germane HCKYCCTBOBEL 1967 Wramus 3aMMCTBOBaHUE
Povera Celant U3 JIPyroro
SI3BIKA
12 | Assemblag | Jean XYIO0XKHHUK 1950-¢ | ®panmus Cyxenue
e Dubuffet 3HAYCHUS
13 | Auto- Gustav XY IOKHUK 1950-¢ | Benuko6putr | CHHTaKCHYECK
destructive | Metzger aHusl, 17071
art I'epmanus
14 | Automatis | Andre Breton | XyaoxHHUK 1924 Opanmms Mopdomoruuec
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m KU
15 | Biedermei | Adolf writers 1850 | I'epmanus O6benunenue
er Kussmaul, L CIIOB;
udwig 3anMCTBOBaHUE
Eichrodt U3 JIpyroro
SI3BIKA
16 | Cloisonnis | Edouard HCKYCCTBOBE 1888 @Opannus Mopdomoruuec
m Dujardin KU
17 | Combine Robert XY TOKHUK 1950-¢ | CIIIA CHHTaKCUYECK
Art Rauschenber ui
g
18 | Conceptual | Ray Siva Xy IO0KHHUK 1997 Nunus CuHTakcuyeck
Modernis | Kumar 1707
m
19 | Concrete Van Xyn0KHHAK/ 1930 Hunepnann | CuHTakcuyeck
art Doesburg HCKYCCTBOBE/T BI ui
20 | Conseptual | Sol Lewitt XYI0)KHUK 1967 CILIA CHHTaKCHYECK
Art 15471
21 | Contextual | Ray Siva XY IOKHUK 1997 Nuanus CHHTaKCHUYECK
Modernis i L
m
22 | Conversati | Homi K. HCKYCCTBOBE]L 1994 | BenukoOput | CHHTaKCHYECK
onal Art Bhabha aHUs ui
23 | counter- Vladimir XY I0KHUK 1914 Poccus Mopdonoruuec
relief Tatlin KU
24 | Cowboy John Steuart | XymoxXHHK 1980-¢ | CIIIA CuHTaKkcHyecK
Art Curry 1505
25 | Crazy Art | Stephen Gibb | Xym0xHHUK 2019 CIIIA CHUHTaKCHYECK
ui
26 | Croqueton | Georges XY 10KHUK 1880-¢ | ®panuus 3auMCTBOBaHHE
Seurat U3 Jpyroro
SI3BIKA
27 | Cultural Jean XyHn0KHHUK 1993 Opanuys CuHTakcuueck
Art Dubuffet ui
28 | Cynical Li Xianting HCKYCCTBOBE/]I 1992 Kurait CuHTaKCHUYECK
Realism ui
29 | Dada Tristan Tzara | UCKycCTBOBET 1916 Pymbraus, Hogoe ciioBo
®paHuus
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30 | Deconstruc | Jacques ¢bumnocod, 1970-e | ®panmus CyxeHue
tion Derrida HCKYCCTBOBEJ 3HAUYCHUS
31 | Diorama Louis XY JI0KHUK 1822 Opanuus Mopdonoruuec
Daguerre KU
32 | Drip Harold HCKYCCTBOBE] 1952 CLIA CuHTakcuuyeck
painting Rosenberg 7074
(Drip
School)
33 | Digimoder | Alan Kirby HCKYCCTBOBE]I 2009 Benukobput | Mopdonorudec
nism aHus KHH
34 | Eccentric | Lucy UCKYCCTBOBEL 1971 CIIA CuHTakcuueck
abstraction | Lippard ui
35 | Existential | Gabriel ¢bunoco, 1940-e | ®pannus CuHTakcHueck
Art Marcel HUCKYCCTBOBEN 5051
36 | Fauvism Louis HCKYCCTBOBE]l 1905 @pannus Mopdornoruuec
Vauxcelles KAH
37 | Funk Art Peter Selz HCKYCCTBOBE/T 1967 CILIA N3menenune
3HAYCHUS
38 | Fluxus George XY TOKHUK 1961 JlutBa, 3auMCTBOBaHHE
Maciunas CIIA U3 JIPyroro
SI3BIKA
39 | Immediacy | Jay David VYuensiii, 1999 CIIIA CyxeHnue
Bolter, CHEIHAIUCT 10 3HAYCHUS
Richard Meana
Grusin
40 | Happening | Allan XY JI0KHUK 1959 CIIA Mopdomnoruuec
Kaprow 197170
41 | Hard Edge | Jules HCKYCCTBOBE/ 1958 | CIIA CuHTaKCHUYECK
Langsner 15051
42 | Hypermedi | Jay David Media Scientist 1999 CIIA Mopdormoruuec
acy Bolter, KW
Richard
Grusin
43 | Hyperreali | Isy Brachot | uckyccrBoBen 1973 benbrus Mopdomoruuec
sm KU
44 | Japonisme | Philippe HCKYCCTBOBE/]I 1872 OpaHuus 3auMCTBOBaHHE
Burty U3 Ipyroro
SI3BIKA
45 | Jazzaction | Ted Jones XYJI0KHUK 1950-¢ | CIIIA CHHTaKCHYECK
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v

painting ui
46 | Junk art Lawrence HCKYCCTBOBE]L 1961 Benuko6put | CuHTakcu4eck
Alloway aHMsI ui
47 | Kinetic Naum Gabo, | XyI0XKHUK 1920 | Poccus, CHHTaKCHYECK
Art Antoine @pannus, ui
Pevsner CILIA
48 | La Pittura | Italo Mussa HUCKYCCTBOBEN 1983 Uranus 3anMCTBOBaHUE
colta U3 JIPyroro
SI3BIKA
49 | Lowbrow | Robert Xy A0KHHUK 1979 CIIIA CHHTaKCHYECK
Art Williams 1707
50 | Luminism | Jogh Baur HCKYCCTBOBE/]I 1954 CIIA Mopdonoruuec
KU
51 | Massurreal | James XYJI0KHUK 1992 CIIA Mopdodonoruuec
ism Seehafer KU
52 | Magic(al) | Franz Roh HCKYCCTBOBE/]I 1925 I'epmanus CuHTaKCHUYECK
Realism ui
53 | Manierism | Roland Freart | mckyccTtBoBes 1662 Opanms Mopdonoruuec
de Chambray KW
54 | Manneris | Luigi Lanzi | apxeoisior Konenr | Utamus Mopdomoruuec
m XVIII KAN
BEKa
55 | Mass Art | Dwight UCKYCCTBOBE] 1960 CIIA CuHTakcuueck
McDonald 1707
56 | Megarealis | Tjalf XYJIOKHUK 1990-e | Hunepnann | Mopdonoruuec
m Sparnaay bl KM
57 | Merz Kurt XY I0KHUK 1927 I'epmanus Hogoe ciioBo
Schwitters
58 | Metaphysi | de Chirico XYI0)KHUK 1913 Uranus CHHTaKCHYECK
cal ui
painting
59 | Minimal Richard dbunocod, 1965 BemukoOput | CuHTaKCcHYECK
Art Wollheim HUCKYCCTBOBEN aHus 15071
60 | Minoan Arthur Evans | apxeoior 1884 Benukobput | CuHTakcuueck
Art aHus 1707
61 | Mobile Marcel XYJIOKHUK 1932 @panuus Cyxenue
Duchamp 3HAYEHUS
62 | Monochro | Pierre HCKYCCTBOBE]L 1949 Opanuus CuHTakcuueck
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me Restany 15051
Propositio
ns
63 | Neo- Felix Feneon | uckyccTBOBenq 1885 @pannus Mopdomoruuec
Impression KU
ism
64 | Neo- Piet XY TOKHHUK 1920-¢ | Hunepnaun | Mopdomorudec
Plasticism | Mondrian bl KU
65 | Neo-tantric | Dr. L. P. HUCKYCCTBOBE]] 1965 Namna CHHTaKCHUYECK
art Sihare 17071
66 | New Gustav XYy IO0KHHUK 1923 ['epmanus CHHTaKCHYECK
objectivity | Hartlaub ui
67 | New Edmund HCKYCCTBOBE]l 1876 | BenukoOput | CHHTaKCHYECK
sculpture Gosse aHMs ui
68 | Non- Anekcanap XY JI0KHUK 1917 Poccus CuHTaKcHU4ecK
objective Ponuenko ui
Art
69 | Novelty art | Clement HCKYCCTBOBE 1940-¢ | CIIIA CuHTaKCHYECK
Greenberg 7074
70 | Nouveau Pierre HUCKYCCTBOBEN 1960 Opanmms 3anMCTBOBaHUE
realism Restany U3 JIPyroro
SI3BIKA
71 | Op Art Time UCKYCCTBOBE]L 1964 Benuko6putr | CuHTakcuueck
magazine aHus ui
72 | Orphism Guillaume MO3T 1912 Opanuus Mopdonoruuec
Apollinaire KMt
73 | Outsider Roger HckyccTBOBe 1972 Benukobput | CuHTaKCH4eCK
Art Cardinal aHus um
74 | Painterly Heinrch ¢dunocod, 1950 CIIA CyxeHnue
(Post- Wo:lfflin HCKYCCTBOBE]I 3HAYCHUS
painterly)
75 | Performan | Marjorie XY IOKHHUK 1969 CIIA CyxeHnue
ce Strider 3HAYCHUS
76 | Photorealis | Louis K. XY 10KHUK 1968 CIIIA Mopdonoruuec
m Meisel KU
77 | Pittura Giorgio de XYJIOKHUK 1911 Wranusa 3aMMCTBOBaHUE
metafisica | Chirico U3 Jpyroro
SI3BIKA
78 | Pointillism | Felix Feneon | mckyccTBoBen 1886 OpanHuus Mopdonoruuec

187




KUH

79 | POKU Takashi XY J10KHUK 1990-¢ | Anonus Hogoe cioBo
Murakami
80 | Pop art Lawrence HCKYCCTBOBE/]I 1950-¢ | Benmukooput | CuHTaKCH4eCK
Alloway aHUs ui
81 | Post-Black | Thelma HCKYCCTBOBE/]I 1990-¢ | CIIIA CHHTaKCHYECK
Art Golden ui
82 | Post- Roger Fry XyI0KHUK/ 1910 Bemukobput | Mopdomoruuec
Impression HUCKYCCTBOBE]] aHus KU
ism
83 | Presentatio | Johannes HCKYCCTBOBE] 1958 Benrpus CuHTakcuyeck
n drawing | Wilde ui
84 | Primary Kynaston HUCKYCCTBOBEN 1966 CIIA CuHTakcHu4eck
Structures | McShine ui
85 | Pseudoreal | Devajyoti XYJI0KHUK 2003 WNuaus Mopdonoruuec
ism Ray KU
86 | Ready Marcel XYI0)KHUK 1916 Opanmus CHHTaKCHYECK
Made Duchamp ui
87 | Reverse Paul Curtis XY IOKHUK 2000-e¢ | BenmukoOputr | CHHTaKCHYECK
Graffiti aHus ui
88 | Remediati | Jay David YueHsiit, 1999 CIIIA CyxeHnune
on Bolter, CTECIUAHCT 10 3HAYCHUS
Richard Meana
Grusin
89 | Renaissanc | Jules HCTOPUK 1855 Opanius CyxeHue
e Michelet 3HAUYCHUS
90 | Retinal Art | Marcel XYJI0KHUK 1951 @paHuus CuHTakcHueck
Duchamp 707
91 | Second- Andrew HCKYCCTBOBE/ 1997 | Upnanaus CuHTaKCHYECK
order Reali | Darley ui
sm
92 | Section Jacques XY IOKHHUK 1910 Opannms 3auMCTBOBaHHE
d’or Villon U3 JIPyroro
SI3BIKA
93 | Superflat | Takashi XY 10KHUK 1990-¢ | AAnonus Mopdonoruuec
Murakami KHH
94 | Superrealis | Morley, XYJIOKHUK 1960-e | Benukobput | Mopdomoruuec
m Malcolm aHus KMt
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95 | Suprematis | Kazimir XYJIOKHUK 1915 Poccus Mopdornoruuec
m Malevich KMt
96 | Surrealism | Apollinaire HCKYCCTBOBE]L 1917 @paHuus Mopdonoruuec
Guillaume KA’
97 | Tachisme | Michel Tapie | mckyccrBoBen 1952 Opanmus 3anMCTBOBaHUE
U3 JIPYroro
S3bIKA
98 | Tactile Bernard HUCKYCCTBOBEN 1896 CIIA CHHTaKCUYECK
values Berenson ui
99 | Transparen | Ruth Asawa | Xym0XKHHUK 2006 CIIIA Mopdonoruuec
cies KU’
10 | Transparen | Jay David VYuensiii, 1999 CIIA CuHTakcHuyeck
0 |t Bolter, CIICIIUAJIKCT II0 13071
Immediacy | Richard Meaua
Grusin
1011 Vorticism | Ezra Pound | uckyccTBOBe 1920-¢ | Bemuko6pur | Mopdosoruuec
aHUs KU
1021 ' Wannabe | Martin Xy IOKHHUK 1995 | BenukoOpur | CuHTAKCHYECK
Art Maloney aHus ui
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