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OCOBEHHOCTMU PEITPEZEHTALIMU PEAJIBHBIX KUBOIIMCHbBIX
IMOJIOTEH B OK®PACUCHOM KOMIIJVIEKCE
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va. JIvsoeckas, 15, 2. Odecca, Yxkpauna
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B Hacrosimieli ctarbe paccMaTpUBarOTCs 9K(PpacuCHBIE KOMILIEKCHI, BEIPaXEHHBIE COOCTBEHHO YK(PACHCOM, TaHHBIM
B €r0 KOHTEKCTHOM OKPY)XEHHH. ABTOpPHI XyJIOKECTBEHHBIX NMPOU3BEACHU B OOJBITMHCTBE CIy4aeB OMHCHIBAIOT
PEANBHO CYIIECTBYIONINE KAPTHHEI, HO HHOT/A TMOCIEIHUE MOTYT CYIIECTBOBATh TOJBKO B BOOOPAKCHHUH ITHCATEIIS.
[Ipu omucaHWM peaNbHBIX IMOJIOTEH ABTOP OTpaHHUYMBACT CeOs ONpENCICHHBIMU paMKaMH PEabHOCTH U JTOJDKEH
MIPOSIBIIATH YETKO OUYEPUCHHYIO CTEIICHb OOBCKTHBHOCTH.
Kouesvie cnosa: sxgpacuchvlii  kKomniekc, 3K@pacucHoe oOnucavue, u300pazumenvHvill psaod, nepyenmugHvle
Xapaxkmepucmuxu, KyJIbmypHO-UCMOPUeCcKds COCMAaBIioudst.
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OCOBJIMBOCTI PENTPE3EHTAIII PEAJIbHUX )KUBOIIMCHUX MOJIOTEH
Y EKOPACUCHOMY KOMIIJVIEKCI

IBanuenko A. B., k. dimon. H.

Ooecvkuil 0epiicasHull eKoI02iYHULL YHIGepCcUumem
ey JIvgiecoka, 15, m. Odeca, Ykpaina

VY mpezacraBieHil cTaTTi po3nIANAIOThCA eKPPaACUCHI KOMITJIEKCH, BUPaKEeHi BiacHe ekdpacucoMm, MoaHuM y Horo
KOHTEKCTHOMY OTOYEHHI. ABTOPH Xy/JOXHiX TBOPIB y OUIBIIOCTI BUMAAKIB OMUCYIOTh PeajbHi KapTHHH, ajle 1HKOIH
OCTaHHI MOXYTh ICHYBaTH TUIBKM B YsiBI NMUCbMeHHHWKa. [Ipu ommci peanpHHX IIOJIOTEH aBTOp oOMexye cebe
BU3HAYCHUMH PaMKaMH PEajIbHOCTI Ta Ma€ MPOSIBIISATH YiTKO OKPECIICHY CTYIIHb 00’ €KTHBHOCTI.
Kniouosi cnosa: exgpacucnuii komnnexe, exgppacuchuii onuc, 06pazomeopyuil psao, nepyenmueHi XapaKmepucmuxi,
KYIbMYPHO-iCMOPUYHUTL CKIAOHUK.

PECULIARITIES OF REPRESENTATION OF REAL PICTURES
IN EKPHRASIS COMPLEX

Ivanchenko A. V., Candidate of Philological Sciences

Odesa State Environmental University
15 Lvivska str., Odesa, Ukraine

This article describes ekphrasis complexes presented by ekphrasis itself having its own context environment. The
ekphrasis complexes under study include not only the elements of works of art description but also the elements
describing conditions and manner of perception process itself. Impression and influence caused by a painting on a
subject of perception also serves as one of components of ekphrasis complex. Such a multisided approach was never
implemented in previous papers which studied the problem of ekphrasis. The scholars primarily paid their attention
to an image created by a painting and description of models in case of portraits.
Acting as an important linguocompositional unit in texture of literary text ekphrasis complexes have their specific
compositional, architectonic, lexical and syntactic peculiarities: elements of perceptive situation and, more precisely,
contexts presenting them may be combined in literary texts and therefore stipulate multiplicity of modifications.
This allowed to introduce a new term called “ekphrasis complex” and to formulate its definition as follows: an
ekphrasis complex is a specific virtual analogue of a real perceptive situation in literary texts which includes fixation
of different perception processes in literary works in a verbal form. Ekphrasis complex in literary texts has a
linguocompositional dominant — an ekphrasis itself or ekphrasis description and some complementary elements.
Ekphrasis complexes have a number of functions such as characterological, decorative-aesthetic, utilitarian
functions etc. Though in general ekphrasis complexes are adherent elements of the literary work in some texts they
can acquire inherent nature.
It is worth to note a descriptive function of ekphrasis complexes. Their descriptive force facilitates better
transmission of verbal information about works of visual art to readers. Of special interest is an emotional aspect of
comprehension of artistic canvas by an observer when the described objects get a capability to revive on a lifeless
canvas and to exert influence on people around in an effective manner. The same or maximum approximate
influence seemingly contains in ekphrasis itself which is responsible for a qualitative transmission of a visual
component along the route “a visual object — an observer — a text object — a reader”.
In the paper presented special attention is paid not only to paintings itself and their description but also to conditions
under which perception and appreciation take place. The emotional effect of a painting is also of the paramount
importance. That is why its verbal fixation and the process of perception is thoroughly analyzed by different
observers.
The analysis of ekphrasis complexes in the literary works by S. Maugham, Ch. Dickens, J. Galsworthy, A. Christie
revealed that the correlation between the elements of the imagery plane and those of axiological plane appear to be
variable. The imagery elements can be greatly reduced while the axiological elements can cover the greatest part of
the textual body. This correlation between dominant elements belonging to different aspects of ekphrasis complex
depends on particular artistic tasks and individual style of a writer.
Being a widespread instrument for description of visual perceivable artistic objects ekphrasis complexes still remain
to be a little-investigated phenomenon.
Considering this fact they require further examination of their functional peculiarities including the ones related to
interaction with other functional and thematic blocks of literary texts.

Key words: ekphrasis complex, ekphrasis description, descriptive line, perceptive characteristics, historical and

cultural component.

3K(1)pacnc OpCACTaBISACT co0oii omucaHue apTC(I)aI(TOB, T. €. IpCIMCTOB, ABUBIINXCA MMPOAYKTOM
JCATCIIBHOCTH YCJIOBCKA.
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bynydn mmpoko pacpOCTpaHEHHBIM UHCTPYMEHTOM Il OIMCAaHUS BU3YAJIbHO BOCIIPMHUMAEMBbIX
00BEKTOB XY10’KECTBEHHOT'O TBOPUYECTBA, OH BCE KE OCTAETCSI MAJIOUCCIIEA0BAHHBIM SIBICHUEM.

[TpakTUyeckn BO BCEX MPEIBIAYIIMX HCCICIOBAHUAX SIBICHUE dK(pacruca aHATU3UPYETCsS BHE €T
KOHTEKCTHOTO OKPYXKEHHs, 0e3 yuéTa TaKuxX BaKHEHIIMX (PaKTOPOB, KaK OCOOEHHOCTU MEPLENIUU
COOCTBEHHO M300pa3UTEIBHOTO PsAla, B3aUMOJICHCTBHE CyObEeKTa M 00BEKTa HAOIIOACHUS U MPOY.
B HacTosiem ke uccieoBaHUM aHaJIU3UPYIOTCS IK(PACHCHBIE KOMILUIEKCHI, B LIEHTPE KOTOPBIX
HAXOJUTCS M3Y4YEHHE OJHOM W3 pPA3HOBUAHOCTEH OKdpacuca, — OMNHCAHHE IKHUBOIMUCHBIX
MPOM3BEICHUMA, a TaK)Ke PHUCYHKOB, ICKHW30B, KOMHUH W PENPOAYKIHH KapTUH. DK(PpacUCHBIN
KOMIIJIEKC BKJIIOYAET HE TOJIKO SK(pacucHOE ONHMCAaHuE, T. €. COOCTBEHHO ONMMCAHUE KHBOIMCHBIX
MOJIOTEH, PUCYHKOB, CKHU30B, HO U BCE KOHTEKCThI, CBSI3aHHBIE C BOCIPHUATHEM XKUBOIMHCHOTO WU
rpaduuecKkoro n300paKeHusI.

KomnyectBo ke paboT, MOCBSIIEHHBIX SK(Ppacucy B aHTJOA3BIYHON JIMTEpaTrype, BechbMa
HE3HAYUTENIbHO. B 3TOM MiaHe MOXHO OTMETUTh aucceprannoHHble padotel H. JIoOkoBoit [3] u
E. Sluenko [5], B KOTOPBIX MpEeIMETOM CHEIMAIbHOTO PACCMOTPEHUs SIBHICS OJK(Ppacuc B
TtBOpuecTBe J[. Payisa.

Crour OTMCTUTDH, 4YTO SKq)paCI/ICHOS OIIMCAHHUC MOXKCT OXBATbIBATb KadK PCAJIbHBIC, TaK H
BBIMBIINIJICHHBIC KApPTHUHBI, T. €. IIPOU3BCACHHUA I/I306pa31/IT€JII)HOI‘O HCKYCCTBA, KOTOPBIC CYIICCTBYIOT
TOJIBKO B XYJJOKECCTBCHHOM MUPE aBTOPA, TaK HA3bIBAEMbIC BUPTYAJIbHBIC CYIITHOCTH.

Hacrosimass paboTta mocBsiieHa peadbHO CYIIECTBYIOUIMM KapTHHAM, B OTHOIICHHH KOTOPBIX
aBTOPBI IPUOETAIOT K IK(YPACHCHOMY OMHCAHHUIO.

Onucanue peasbHON KapTUHBI B AK(PACHCHOM KOMILIEKCE IMPEIIOJaracT ONpe/elEHHYI0 CTENEHb
JIOCTOBEPHOCTU TepeAayd H300paXkeHUsl BepOaIbHBIMH CPEACTBAMH. 3[€Ch aBTOPY IPU BCEH €ro
(daHTa3uu U TBOPYECKOW CBOOO/E BOJICH-HEBOJIECH MPUXOIUTCS COXPAHITH HEKOTOPhIe OOBHEKTUBHBIC
ANIEMEHThl M300pa3UTENBHOIO psAAa, NPEKAE BCEro MNpeaMeTsl U (Urypbl, COCTaBIIOLIME
KOMIIO3HIIMOHHO-CIO’KETHBIN KapKac MOJI0THA.

B uaeane nomxHO OBITh OTIIMCAHO BCC, UTO MOXHO YJIOBUTH IIpU peaHLHOﬁ MNEepUCIIIH.

OnHako B XyJ0)KECTBEHHOM TBOPYECTBE MPEJCTABJICHO JHIIb “oToOpaHHOE” [4], T. €. To, 4TO, C
TOYKU 3pEHMsI aBTOpa, MPEACTaBIIsAET ompeesneHHbld uHTepec. [lonbiTku co3nark, XOoTs Obl U B
KaueCTBC OKCIICPUMCHTA, MAKCUMAJIIBHO aJACKBATHOC BUPTYAJIHLHOC OIHNCAHUE 3PUTCIBHOIO
BOCTIPUATHSA 3a()UKCUPOBAHBI HE OBLIH.

B pomane T'oncyopcu “Konen rnaBbl” na€rcst omnucaHue peaibHOM KapTuHbl Barro “XKums”,
n3obpaaronieit neyanbHoro [Ibepo B 10cTaTOYHO TpaUIIMOHHON MaHepe:

Look at the pierrot’s face — what a brooding, fateful, hiding-up expression [8, p. 115].

ITocnenHee MHTEpPECHO HE caMo MO cebe, a KaKk MHAMKATOP ICTETUYECKHUX BKYCOB M MPUCTPACTUH
pasnuuHbIX AeicTByromux aull. [logoOHbIe 3K(ppacucHbIe KOMIUIEKCHI MO3BOJISIOT aBTOPY POMaHa
WIA HOBEJUIbI BBIPA3UTh CBOE OTHOLIEHHME K HCKYCCTBY, K €ro OTAEIbHBIM 00paslam, CTHIIIO,
HaIpaBJIEHUIO, BJIOKUB COOTBETCTBYIOIIME XapaKTEPUCTUKH B YCTa HappaTopa WM MepCOHaXka.

Tak, ynmomsuyTblil moptpeT “XKunp” naét noBox s 00CYXIeHUST AJPUAHOM U €ro TUIEMSHHHILIEH
JIMHHM CYTH UCKYCCTBA, €r0 Ha3HAUYEHUS U TEXHUKU UCIIOTHEHUS.

JIUHHU cuMTaeT, uyTo Ais BarTo BakeH He xapakTep, a repejadya BHEIIHUX aTpuOyToB, — Oenoi
onexpl [1bepo, pakTypbl TKaHU U T. A. AJpUaH ke CUUTAET, YTO IIaBHOE JOCTOMHCTBO KapTUHBI —
muuo IIsepo, BecbMa BbIpa3UTEIBHOE U MACTEPCKU UCITOTHEHHOE HA XOJICTE.

OT o0cyxaeHuss KOHKPETHOW KapTHUHBI AJpHaH TMEPEeXOauT K 0o0yiee IMHMPOKUM OOOOIICHUSM:
MHOTHE XYI0’KHUKH, YTBEPXKIAaeT OH, HE YMEIOT BBIJEIUTH IJABHOE, a €CJIM U JENAlT 3TO, TO C
00JIbI1I0H J10JIel TPEeyBENUUEHUS, UTO MMOPTUT POU3BEICHUE:
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“Great books and portraits are so dashed rare, because artists won't high-light the essential, or if
they do, they overdo it” [8, p. 116].

JluHHM ¥ AJjpraH 1o-pa3HOMY OLIEHHMBAIOT U3BECTHYIO KapTHHY BaTTO, YTO MO3BOJIMIO JOMOIHUTH
YUTATEII0 IPEACTaBIeHUEe 00 UX XapakTepe, BKycax, B3rsiaax. Juckyccus o KapTUHE BBIIOJIHSET
XapaKTepoJIOrNYecKyto poiib. OHa TakKe MOMOraeT co3JaTh KOJIOPUT 3MOXH. byayun ogHuM u3
SAPKUX NMPUMEPOB MUMIIPECCHOHMU3MA, KapTHHA CTAHOBUTCS MPUMETOM, MapKepoM ONHUCHIBAEMOIO B
pomane nepuoaa (Anrnus konua XIX — nayana XX B.).

Onucanue peanbHBIX TMOJOTEH TMPEACTaBIseT OcCOOblii HWHTEpec Toraa, Korga B HEM
MIPOCMATPUBACTCS CBEKUM B3IJIS] HA XOPOIIO U3BECTHYIO KapTHHY, KaK 3TO UMEET MECTO B POMAaHE
. bpayna “Kox ma Bunum”, rie aBTop ycMOTpesd nmpucyrcTBue Mapuu MarjganuHbl Ha TalHOU
Beuepe, KOTOPYIO N300pa3mil Ha CBOEM 3HAMEHHUTOM MoJioTHe Jleonapao na Bunym.

JIto60IBITHO OTMETUTD, YTO IIPU CAMOM OIMCAHUU aBTOP HE OCMEJIMBAETCSI HOMUHUPOBATh (PUTYpY
110 TPaByl0 pyKy oT XpucTa, Ha3biBas €€ jkeHUIMHOW. OH 3TO JeNaeT, Korja ONUCHIBAET PEAKIUIO
Ha YBUJEHHOE HAONIOJATENsIMU, CIOBHO CHMMas C ce0s OTBETCTBEHHOCTb 3a HEOOBIYHYIO
TPaKTOBKY YBUJCHHOTO M Bo3Jiaras e Ha mepcoHaxked pomana. Tem He MeHee, MICHTU(UKAIHS
1300pakE€HHOTrO JIMIA HAa KapTUHE, HECOMHEHHO, IPUHAIIISKUT camoMy [[sHy Bpayny.

OOBEKTOM ONMHUCAHUS MOXET CIY)KUTh H3BECTHOE MOJIOTHO WM (pecka ¢ YETKOW aBTOpU3AIMEH,
OJIHAKO 3aKOHbI XYJI0KECTBEHHOTO TBOPYECTBA MO3BOJISIIOT MIPUIKMCHIBATh ABTOPCTBO BBIMBILIICHHOMY
XynokHUKY.  [loaroroBiieHHbI — 4yuTareslb  CIOCOOEH  3aMETUTh  MOJOOHBIA  “KamyQuismk’.
CpenHecTaTUCTUUECKUM YUTATENIeM 3Ta 0COOCHHOCTh MOKET OCTaThCsl HE3aMEUEHHOM.

[Tpuseném npumep u3 pomana ‘“JKénteiii Kpom™ O. Xakcnuy, rjae qeTalbHO ONUCHIBAETCS MOJIOTHO,
AKOOBI MpUHAJUIEeXkKAIee OAHOMY U3 IIEpCOHAXeN poMaHa Xy10KHUKY ['om6o0:

For a long time an idea had been stirring and spreading, yeastily, in his mind. He had made a
portfolio full of studies, he had drawn a cartoon; and now the idea was taking shape on canvas. A
man fallen from a horse. The huge animal, a gaunt white cart-horse, filled the upper half of the
picture with its great body. Its head, lowered towards the ground, was in shadow; the immense
bony body was what arrested the eye, the body and the legs, which came down on either side of the
picture like the pillars of an arch. On the ground, between the legs of the towering beast, lay the
foreshortened figure of a man, the head in the extreme foreground, the arms flung wide to right and
left. A white, relentless light poured down from a point in the right foreground. The beast, the fallen
man, were sharply illuminated; round them, beyond and behind them, was the night. They were
alone in the darkness, a universe in themselves. The horse's body filled the upper part of the
picture; the legs, the great hoofs, frozen to stillness in the midst of their trampling, limited it on
either side. And beneath lay the man, his foreshortened face at the focal point in the centre, his
arms outstretched towards the sides of the picture. Under the arch of the horse's belly, between his
legs, the eye looked through into an intense darkness; below, the space was closed in by the figure
of the prostrate man. A central gulf of darkness surrounded by luminous forms [9, p. 96].

I/I306pa3I/ITeHBHBII71 psAA 34€Ch OIMUCAH C MaKCUMaJIbHOM ,Z[OJ'ICI\/'I ACTaliIn3alil KOMIIO3UIIUU KapTUHBI,
B IICHTPE KOTOPOH HAxXOmATCS JBa OOBEKTAa — MYXYHHA, YMABIIMK C JIOMIAIW, U cama JIOMIab.
ABTOp 4€TKO (UKCHpYET MpOCTpaHCTBEHHBbIE mapamerpbl / opueHTupsl (the upper half of the
picture; either side of the picture; in the extreme foreground, to right and left; the right foreground;
the upper part of the picture; the focal point in the centre).

VYka3aHbl TakyKe OTHOCHUTEIIbHBIE pa3Mepsl 00bekToB m3obpaxkenus (huge animal; great body; the
immense body; the great hoofs; the foreshortened figure of a man). B onucanuu nmomuépkuBaeTcs
KOHTpACT MCXKAY OFpOMHOfI Jomagbo U YKOPOUCHHBIM TYJIOBUIIIEM YITAaBIICTO BCaJJHUKA.

OcoOyto ponb B onucanuu urpaet (ukcaius urpsl cBera u teHu (Shadow; white relentless light:
sharply illuminated; the night; the darkness; an intense darkness; a central gulf of darkness;
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luminous forms). Ora urpa cBeTa U TeHH KOMIIEHCHPYET OTCYTCTBHE COOCTBEHHO KOJIOPHCTUUCCKHX
XapaKTePHCTHK.

ABTOp TIpaKTHYECKH HE MpHOEraeT K TPOIEHYECKMM CpeAcTBaM. VICKIIOYEHHEM CITYKUT JIHIIIb
crépras meradopa — relentless light.

ITucaTenp BcAYeCKU MOAUEPKUBAET PEAMCTUYHOCTh M300pakeHus. B HEM He mpocMaTpuBaroTCs
CTUIMCTUYEeCKHEe NpuéMbl KyOusma. Durypsl Ha IMOJOTHE BIIOJHE Y3HABAEMbl U JIETKO

UACHTUDUIHPYIOTCS.

Hanee cnenyer ¢parMeHT 3K(PacUCHOTO KOMIUIEKCA, B KOTOPOM 3Ty KapTHHY, IIOYTH 3aKOHYEHHYIO,
BuuT Mopu. [logpoGnoro onucanus yxe HeT. Bc€ BHUMaHue oOpalieHo Ha peakuuio AeBymku. OHa
pazouapoBaHa: BMECTO LIEJEBpa B Jyxe KyOM3Ma OHa BHJMUT JOCTAaTOYHO XOpPOLIO MPOPUCOBAHHBIE
n300paKeHusl 4YeloBeKa W Jomaad. He cMes OTKphITO BBIpasHTh CBOE pa3zodapoBaHue, Mopu
KpUTHKYeT ['oMO0 3a TO, 4TO OH 3710yNOTpeOIAeT TEXHUKON UIPbI CBETA U TEHH:

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

“There’s rather a lot of chiaroscuro, isn’t there?” she ventured at last, and inwardly congratulated
herself on having found a critical formula so gentle and at the same time so penetrating [9, p.104].

[TpakTryecku, Xakcnu onucan (pecKy, MpUHAIeKANTYI0 KHCTH Bennkoro Kapasamko “Bunenne
Capia”, KOTOpBIH OBUI OCHOBOIIOJIOKHMKOM PEaJTUCTUUYCCKOTO HAIpaBJICHUS B EBPOICHCKOM
xuponucu XVII B., HO B poMaHe NPOUCXOAUT U3MEHEHUE aBTOPU3ALMM: IOJIOTHO IPUHAIICKUT
KHUCTH BBIMBIIIJICHHOT'O NepcoHaka ['om6o0.

Kax ormerun I'. Anmpkanapunase, “niepenatb KapTUHY CIIOBaMU — OOJIBLIOE MCKYCCTBO, KOTOPBIM B
IOJTHOM Mepe Biiajgen XakciM, HE TOJIbKO TOHKUM KPUTHK >KUBONMCH, HO M CaM OJApPEHHBIN
xynoxuuk” [1, c. 10].

I'om00 dakThuecku pazodapoBajics B KyOM3Me M BEpHYJCS K peaUCTUYECKOM MaHepe, YTO He
CMOIJIa OLIEHUTD IIyNIeHbKasi, OJBEPKEHHAs BIUSHUIO MOJIbl, Mapu.

Crnenyer OTMETUTh, UYTO peajbHble KapTHUHBI UMEIOT CBOU TOMOJOTUYECKHE XapaKTEPUCTUKH, B
YaCTHOCTU ONPECACIICHHBIC ra6apHTm, KOTOPBIC, KaK IMpaBUWJIO, HE MPEBLIIIAIOT PasMEpPOB CTCHEI B
JOCTaTOYHO TMPOCTOPHOM My3eMHOM TmioMmemnieHun (“3acemaHue TOCYJapCTBEHHOTO coBera”
WN. Penuna, “SBnenue Xpucra Hapoay” MBaHoBa u 1p.). Bmecrte ¢ Tem, cymecTByeT 3HaYUTEIHHOE
KOJMYECTBO KapTHUH CPETHETO M HEOOBIIIOTO pa3Mepa.

o bpayn B cBoem pomane “Kon na Bunum™ oOpamjaer BHMMaHuWe Ha HEOOJIBLINE pa3Mephbl
nosiotTHa Jleonapno “Mona JIn3a”, MOCKOJIBKY y Te€X, KTO OpPUIMHAJl KapTUHBI HE BHJIEI, a 3TO
MOJIABJIAIONIEEe YUCIO YUTATEIeH, CIOXKIIOCh HEBEPHOE NPE/ACTaBIECHUE O ee BeauunHe. MHorue
CUMTAIOT, YTO MOPTpeT J[XKOKOHJIBI TOCTATOYHO MacITa0eH: cpabaThIBaeT OJHA U3 OCOOEHHOCTEH
MEHTQJIBHOTO CBOMCTBa. UYenoBeKk CKJIOHEH OTOXIECTBISATh 3HAUUMOCTb, IOMYJISPHOCTH
MIPOU3BEACHUS C MOHATHEM (U3NUECKOH MOHYMEHTATbHOCTH (M3BECTHAs, BBICOKAsl permyTanus —
KpynHorabaputHocth) [2]. Bompeku stomy mnpezacraBieHuto, 3Hamenutas ‘“‘Mona Jluza”
JIOCTaTOYHO HEBEJIMKA 10 pa3Mepy:

Despite her monumental reputation, the Mona Lisa was a mere thirty-one inches by twenty-one
inches — smaller even than the posters of her sold in the Louvre gift shop [6, p. 164].

HNHorpa npu onucaHnuy NpoOU3BEICHUIN KUBOIKMCH MUCATENb HE YKA3bIBAET aBTOPCTBO XY/IOKHHKA,
T. €. YATATENO OCTAETCS JMIIb JOraJbIBaThCsl, Yb€d KUCTU MPUHAJIEKUT ONUCHIBAEMAsi KapTUHA.
Tak, B cBoem pomane “Bonx” [[. @ayn3, He Ha3blBas aBTOpa KapTHH, HIMPOKO HMCIOIB3YET
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HOMUHATUBHbIC TEPEUUCITUTENbHBIE KOHCTPYKIMHU, TJ€ IIBETOBbIE WHJUKATOPhl OTOPBAaHBI OT
onpeieNieHHbIX O00BEKTOB, 00pa3ys CaMOCTOATEIbHbIE HOMHUHATHBHbIE psabl. Ilpeamerst,
M300paXeHHBIC HA KApTHHE, HA3bIBAIOTCA U OOBEAMHSIOTCS B OT/EIbHBIE HOMHHATHUBHEIC PSIBI,
OTOpPBaHHbBIE OT CBOMX KOJIOPUCTUYECKUX KBAIU(PUKATOPOB:

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

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

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

| stared at the one on the left, not the one he had inventoried. It showed a girl by a sunlit window
with her back turned, apparently drying her loins and watching herself in the mirror at the same
time. <...> [7, p. 68].

JlaHHbBIN 5KPPaACUCHBIN KOMIUIEKC OMHUCHIBAET J1B€ KapTHHBI MocTuMIpeccuonucta [Ibepa bonnapa
(1867 — 1947), koTOpBIi CUMTAICS OJHUM U3 JIYUYIIUX KOJOPUCTOB cBoero Bpemenu. Cyns 1o
OIHCaHUIO, Peub CKOpee Bcero uaet o kaprtuHax “Le Nu a contre-jour” u “The Bathroom”.

BoiBoabl. O0BEKT 3K(GPACUCHOTO ONMUCAHKS MOXKET MPECTABIATE COOOM PEaibHO CYIIECTBYIOIIEE
MIPOM3BE/ICHUE )KUBOIKUCH WM MTPOU3BEICHNE, UMEIOIIee BUPTYAIbHYIO IPUPOAY.

B nepBoM ciydae aBTOp XyI0KECTBEHHOI'O INMPOM3BEICHHs HAXOIAUTCS B ONPENEIEHHBIX paMKax
PEATbHOCTH U JIOJDKEH MIPOSIBJIATH ONPENCIEHHYIO CTENeHb OOBEKTUBHOCTH: MKOHMYECKHE 3HAKU
JOJDKHBI  TpaHC(OPMUPOBATHCSI B KOHBEHIMAJIbHBIE BepOaNbHbIE 3HAKW, IO3BOJISIONINE
UACHTU(GUIMPOBATE >KUBOMMCHOE MMOJ0THO. IIpu 3TOM y aBTOpa OcTaércs HmMpoKoe Moje Uit
CYOBEKTUBHOM penpe3eHTalud U3BECTHOIO MPOU3BEAECHUS UCKYCCTBA. VIMEHHO 3Ta CyObeKTHBHASA
COCTAaBJISAIOLIAs! TPEJCTABIIAET COOO0I A3CTETUYECKYIO LIEHHOCTD JJIsl YNTATEIs.

IIpn onmcaHuM KapTHH, KOTOpBIE CYIIECTBYIOT TOJIBKO B BUPTYaJIbHOM MHpE IHCATENA, Yy
MOCJIETHETO HET HUKAKUX OTPaHWYeHUN OOBbEKTUBHOIO XapaKTepa, YTO 3HAUMTEIbHO YBEINYUBAET
BO3MO>KHOCTH JIJIs1 IPOSIBJIEHUSI CyOBbEKTHBHOI'O TBOPYECKOTO Hayaa.
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NEPEKJIA/IHI TEPMIHOJIOI'TYHI CJIOBHUKHU 3 PAJIIOEJIEKTPOHIKHA
Karum T. B., x. ¢in071. H., TOIIEHT

3anopizoKkuii HaYiOHAILHUL MEXHIYHUL YHIgepCUumem
syn. ’Kykoscwvkoeo, 64, m. 3anopixcoca, Yrpaina
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VY crarTi po3mIAAaloThCS MEepeKIagHi TePMIHONOTIYHI CIIOBHHKH B Tally3l paaiOeICKTPOHIKH, PO3KPUBAETHCS IXHE

MIpU3HAYCHHSI, CTIPSIMYBaHHS, 0COONMBOCTI TOOYIOBHU Ta OMHCY B HUX Marepiaiy. AHANI3YIOThCS ICTOPUYHI BUTOKH,

€BOJIIOLI}{HI TeH/IeHIiT, TUIH CIIOBHUKOBHX cTaTel. Jl0CIiPKy€EThCsl CydacHU CTaH Ta 3aBJaHHS HA IIEPCIECKTUBY.
Knrouogi crosa: mepminonozis, mepmiHoI02TUHI CIOBHUKU, PAOIOENEKMPOHIKA, pAdiOMeXHIiKa, CI08HUKO8A CINAMMAL.

HEPEBOJAHBIE TEPMUHOJIOT'NYECKHUE CJIOBAPH 11O PAIMODJEKTPOHUKE
Katpim T. B., k. ¢imom. H., TOIEHT

3anopodicckuii HAYUOHATLHBIU MEXHUYECKUL YHUBEPCUMEN
ya. Kykoeckoeo, 64, 2. 3anopooicve, Ykpauna

B craree paccMaTpuBarOTCsA TEPEBOAHBIE TEPMUHOJIOTMYCCKUE CJIOBApU B OTpAaCiInd PaJAUO3ICKTPOHUKH,
PACKphIBACTCA HX HA3HAYCHHUC, HAINPaBJICHHOCTD, 0COOEHHOCTU IMOCTPOCHUA W OIHCAaHWA B HHUX Marcpuaa.
AHaHI/ISI/IpyIOTCSI HUCTOPUYECKUE HCTOKU, IBOJTIOHHUOHHBIC TCHACHIIMU, THUIIBI CJIOBAPHUX cTaTrew. I/Iccne,uyeTcsl
COBPEMCHHOC COCTOAHUC U 3aJaHU Ha IICPCICKTUBY.
Kniouesvie cnosa: MePMUHOIocUs, mepmuHolocudecKue ciroeapu, pa()MOSJZQKMPOHMK(Z, paduomexHuKa, cnoeapHas
cmanibAl.

THE TRANSLATED TERMINOLOGICAL DICTIONARIES
FROM RADIOELECTRONICS

Katysh T. V., Candidate of Philological Sciences, lecturer

Zaporizhzhya national technical university
Zhukovsky str., 64, Zaporizhzhya, Ukraine

In scientific and technical, intellectual and cultural level of the state development one of indexes is the state of
national terminology and especially it touches on the terminological state in progressive and newest areas of science
and technology. Terminological forming and becoming is a process of some length consisting of the lexicographic
stages, rate setting and standardization. In Ukraine important line of terminological work is a study of forming
process in term systems of separate branches of knowledge, one of them is terminology of radio electronics.
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