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AnHOoTanmsi. B crartee mnpencraBineH anamu3 ¢GopMm U
Croco00B  BepOaNbHOM  NpEe3eHTalMd  CTPYKTYphl — 3HAHHUH
«performing arts / 3penuiuHble BUIBI UCKYCCTB» B MPOCTPAHCTBE
XYA0KEeCTBEHHOTO mpousBeneHusd, mosectu k. . Camuumxepa
“Zooey”. CTpykTypa 3HAHHMW SBJISCTCS OJHOW U3 (QopMm
perpe3eHTali ¥ KOHIENTyaln3auud HHOOPMAalUi B CO3HAHUU
yejoBeka. Macitab CTpyKTypbl 3HaHHUI 324acTyi0 MPEBOCXOJIUT
MacmTad MOHATHA MM KOHIenTa. [IpocTpaHCTBOM peanu3aiiu
MOJOOHONH  CTPYKTYpbl ~ MOXET OBITh TEKCT, B T.4. W
XYJOXKECTBEHHBIH, WK 1a)Ke MHTEPTEKCTYyallbHOE MPOCTPAHCTBO.
B ornmume or TpamuumoHHOro aHanmmsa (opm BepOanbHOTO
BBIPQKCHUS KOHIIENITA Ha JICKCHYECKOM WIN (PPa3eosIoTHIECKOM
YpOBHE, B  CTaTb€  MPOBOJUTCA  KOMIIOHEHTHBIH U
KOHTEKCTyaJIbHBIH aHaJIM3 HE TOJNBKO BepOaJbHBIX (HOpM
peanu3anMy CTPYKTYpHl 3HAHUH, HO TaKke M HMMIUIAIIUTHOTO
comepxanusa. Ocoboe BHUMaHHE YOENAETCS BBIACICHUIO H
JIETaJIbHOMY OIMCAaHHIO CyOKaTeropHil MCCIeAyeMOil CTPYKTYPHI
3HAHUI, COOTHECEHHIO WX OOBEMOB, ONPEIEIICHUIO SIEPHBIX U
nepuepuitHpIX ~ COCTaBIIOMNX. B CTpyKType  3HaHHH
BBIJICNIAIOTCS MaTepHaJbHBIE CHMBOJBI M aTpUOYTHI, JIHIA,
JIeCTBUSL M TPOLECCHI, a TaKK€ MapKHUPOBAHHAS JIEKCUKA U
npodeccroHabHBIN KaproH. CooTHECEHHE IUIaHA COJepIKAHU
TEKCTa C PEAJM30BAaHHOM B €ro IpOCTPAHCTBE MacIITaOHOM
CTPYKTYpO#l 3HaHWI NPHBOAUT K BHIBOAY 00 MX B3aUMOCBS3H M
000CHOBBIBAET X KOMIIJIEMEHTAPHOE U3y4eHHE.

KiroueBble ci10Ba: KOTHHUTHBHAS JIMHTBUCTHKA;, KOHIIETT;

V36ekucronga xopmwxuii Tuaaap, 2021, Ne 3 (38), 65-76


https://journal.fledu.uz/
http://creativecommons.org/licenses/by/4.0/

Theory of Language
Cognitive Linguistics

Muzafarova L. U.

DOI: 10.36078/1624858681

Annoranusi. Makona K. JI. Comumkep Oamauuii acapiapw,
Kuccanapuaa “performing arts / wxpo canbati” OHINM TapKUOUHUHT
BepOai udona ycyiuapu Ba TaXJIHII IIaKIapura Oarunuianrad. bumim
TapkuOuW axOOpOTHM MHCOH OHIWJAA KOHIENTYyaJUIAIITHPHII —Ba
HAMOWHIN STHII MIAKJUIApUAaH Oupu caHanmagu. buimMm  TapkuOu
KYNT'MHa XoJUlapAa KOHLENT €KM TylIyHdYa KyJaMura HUCOaTaH KEHT
KaMpoBIM XucoOnaHamu. By kabu TapkuOHM amainra OIIMPUINAA
Gagunii KM MHTEPTEKCTyal MAKOH MaTHA MyXUM axaMuAT KacO 3Tazu.
Maskyp Makonaza KOHLENTHH JICKCHK Ba (PPa3coNIOTHK CaTXIard
aHbaHaBUH TaxIWIHAaH (apKiIu Ymapok, HapakaT OMIMM TapKUOWHHU
BepOa makyutapu HaMOWUINH, Oalku Ma3MyH UMIDIHINAT TapKAOWHU
KOMIIOHGHT Ba KOHTEKCTyal TaxXJIWiW amaira  OLIMPHITraH.
HlyHuHTIEK, TaAKAK  STHIAETraH onnmm TapKUOWHHUHT
cyOkareropusiiiapuau Oatadcun TaBcuuHM Oenrwiamra, sSIpo Ba
nepudeprk  KOMIOHEHTJIAPHM  aHMKJAIra  ajloXuia  JBTHOOP
Kapatuirad. buimm tapkuOuia Moaauid Genru Ba aTpuOyTiap, maxc,
XapakaT Ba jkapa€H, IIyHUHI/IEK, KacOra OMJ| XKaproH Xamja Maxcyc
MapKepllaHTaH cy3nap axpaTuO KypcaTwigud. MaTH Ma3MyHUHUHT
OuaMM TapkuOM JOMpAacHAArd TaxJIWI yJapHH OOFIHK pPaBUINIA
Yprasumn 3apypiaura 6opacuaary xysaocara 0Jau0 KeJau.

Kaaur cy31ap: KOTHUTHB THJIIYHOCIHK; KOHIIENT, OWInM
TapKkuOu; KOTHATUB TaCHHU(]; KOHIICTITHUHT JHCOHUN rdomacu; Oaanuit
MartH.

Abstract. The article presents the analysis of the forms and
methods of verbal presentation of the structure of knowledge
«performing arts» in the context of a literary text, «Zooey» by J.D.
Salinger. The structure of knowledge is one of the forms of
representation and conceptualization of information in the human mind.
The scale of the knowledge structure often exceeds the scope of the
concept. The space for implementing such a structure can be a text,
including a literary one, or even an intertextual space. In contrast to the
traditional analysis of the forms of verbal expression of the concept at
the lexical or phraseological level, the article provides a component and
contextual analysis of the verbal forms of realization of the knowledge
structure, as well as the implicit content. Special attention is paid to the
identification and detailed description of the sub-categories of the
studied structure of knowledge, the correlation of their volumes, the
definition of nuclear and peripheral components. In the structure of
knowledge, material symbols and attributes, persons, actions and
processes, as well as marked vocabulary and professional jargon are
distinguished. The correlation of the content plan of the text with the
large-scale structure of knowledge implemented in its space leads to the
conclusion on their interrelation and justifies their complementary
study.

Keywords: cognitive linguistics; concept; knowledge structure;
cognitive categorization; concept verbalization; literary text.

BBenenne. B ocHOBE KOTHUTHBHOIO ITOAX0/1a K U3YUEHHUIO SA3bIKA
JIEKHUT «ITOHUMaHWE W W3yYeHHUE SI3bIKa KaK CPE/ICTBA TO3HAHUS MHPA,
¢opMHpPOBaHMsI W BBIPRKEHHE MBICIH, XpaHEHHS M OpraHU3aLuu
3HaHUS B YEJIOBEUYECKOM CO3HaHMM, OOMeHa 3HaHuaAMu» (2, 14).
JeiicTBUTENBHO, MOCPEACTBOM S3bIKA MBI TOJydaeM HWH(OPMAIHIO,
XpaHnM © 1epemaeM ee. Eme Oomee BaXHBIM —SABISETCS  TO
00CTOSITENBCTBO, YTO S3BIK BBICTYNAET CPEICTBOM  YHOPSIOYCHHS
MOJTy4YeHHBIX 3HAHWUH, WX CTPYKTYPHUPOBAHUS U

66 V36ekucronga xopmwxuii Tuaaap, 2021, Ne 3 (38), 65-76



Theory of Language
Cognitive Linguistics

Muzafarova L. U.

DOI: 10.36078/1624858681

KaTeropusaluy. B 3ToM cMbIcie 3aaya KOTHUTUBHOM JIMHTBUCTUKH COCTOUT
MPEeX/Ie BCEro B M3YUYCHUH SI3bIKa KAaK CPEICTBA OPTaHH3aLUHU, OOpPabOTKH M
mepemaun uHdopmarnmu (10, 5). Kak ciencrsue, HCCIeIOBaHHE SBIICHIS
S3pIKA M PEYM C KOTHUTUBHOM TOYKHM 3PEHUS IPEICTaBIACTCA
MEPCHeKTUBHBIM 1 3(QQEKTUBHBIM CPEJCTBOM MO3HAHHS MEXaHHU3MOB
MBILJICHUST YeNIOBEKa, MPUHIMIIOB OCMBICICHHS OKPYXKAIOMIEro OBITHS H
OCO3HAHUS CaMOro ceds, T.K. eIUHCTBCHHO HAJEKHBII TOCTYIl K CO3HAHMIO
obecneyrBaeT TOJNBKO SA3BIK» (2, 22). DTH 00CTOATENBCTBA 00YCIABIMBAIOT
WHTEHCUBHOCTh KOTHUTHUBHBIX HCCIICIOBAaHUN B COBPEMEHHOMN JIMHI'BUCTHKE.
KntoueBbIM TepMUHOM U OOBEKTOM MCCIENOBAaHMS B  KOIHUTHBHOM
JMHTBUCTHKE CIICIYeT CYMTATh KKOTHHIIMIO» (OT aHmI. cognition), kotopas
coderaeT B ceOe Kak caM MO3HABATEIbHBIM Mpolecc MPHOOpeTeHUs] 3HAHUH,
TaK M pe3yabTaT 3TOro mpouecca — camu 3HaHus. llogTBepkaeHue 3Toro
Tesnca Mbl OOHapyxuBaeM B «KpaTkoil (uimocodckoil SHIMKIONEINN,
KOTOpasi OMNpeNeNisieT «KOTHUIMIO» KakK «3HaHWe, mo3Hanue» (4, 214).
Koraunuy MoryT oXBaTblBaTh Pa3iUYHBIA 00BbEM 3HAHHM, HO 3HAYMMBIM
KpUTEPHEM JAHHOW €AMHUIIBI SIBJISIETCS YIIOPSAA0UEHHOCTD €€ COCTABIISIOLINX,
HaJIM4Me OIPEICIICHHON CTPYKTYpPhl. B 3TOH CBSI3M NpakTHUYECKOM 3aaadei
JIUHTBOKOTHUTHBHBIX HMCCIICOBAHHUN SIBIISICTCS M3YYCHHE COOTHOIICHHS U
B3aMMOJCHCTBUS S3bIKOBBIX EOMHUI] M CTPYKTYpP 3HAHHH, KOTOpHIE OHH
BepOAIN3YIOT, MOJECTUPOBAHUE, HA OCHOBE OIBITA HCIIOJIb30BAHNUS SI3BIKOBBIX
€/IMHUII, JTAHHBIX CTPYKTYp, YTOYHEHHE WX COACPIKaHHS U CYHIECTBYIOIIHX
BHYTPCHHUX M BHEUIHUX CBs3eH (2, 24).

B coBpeMeHHBIX HCCIeI0BaHUSX, IPOBOANMBIX B PAMKaX KOTHUTHBHOM
JIMHTBUCTHUKH, B yactHOCTH (1; 5; 6; 11; 12), MOXHO OOHApYKHUTh pa3IHYHbIC
TEPMUHBI, yIIOTpeOIsieMble /Il 0003HaYCHHUS! KOTHUIMN — TOHSATHE, KOHIETIT,
¢bpeiiM, creHapwii, CTpyKTypa 3HaHWH W T.0. Kpurepmem wux
T QepeHnrai MOXKET CIYXXKHTh CIIoco0 penpe3eHTallud KOHIIEeNTa, Ha
OCHOBaHMH KOTOPOTO  BBUICISIFOT  JIGKCHYeckue, (pa3eosoruieckue,
OHOMAaCHOJIOTHYECKHE, cJ10BOOOpa3oBaTesbHbIE, rpaMMaTH4ecKue,
TEKCTOBbIE M CBEPXTEKCTOBbIE KOHIIENTHI (2, 88).

OcHOBHOE BHUMAaHHE UCCIEOBATeNIell 3a4acTyl0  IMpHBICKAaeT
JIEKCUYECKU M (pa3eosIOTHUECKU YPOBEHb pealn3allil KOHIenTa. B
JAHHOM CJIydae Mbl HAMEPEBaeMCs PaCCMOTPETh Ha MaTepHajle aHIJIHMICKOTO
sI3bIKa  OCOOCHHOCTH pealu3allid MHOTOTPaHHOW CTPYKTYpBl 3HAHWH
«performing arts /3penuiiHble BHUIBI MCKYCCTB» B IPOCTPAHCTBE IEJIOTO
XYJOXKECTBEHHOTO Tipou3Befierns — moBecTH Jx. [[. Canmunmkepa “Zooey”.
OcnoBHasi vyacth. Hamnume B Tekcre moBectu “Z00€Y” pa3BepHYTOH
CTPYKTYpbl 3HaHuii «performing arts / 3penuiHbie BUIbI HUCKYCCTB» HE
ciryyaitHo. Bee pelicTByromue nuia moBecTH, WICHbI ceMbH [ 11acc, B T.4. cam
3yu (3axapus ['macc), ero math beccn, cecrpa @peHHH, — COOTBETCTBEHHO
aKTepbl TEJNEBWICHUS, MY3BIKaJbHOTO TeaTpa M JPaMaTHYECKOTO Tearpa.
3penuiiHble BHIBI HCKYCCTB SIBJISIFOTCS HE TOJBKO HMX Tpodeccuei, HO H
CHOCOOOM CaMOBBID&KEHHMS, a CIIEAOBATEIbHO, COCTABIAIOT 4YacTh HUX
CO3HaHUsI. ITO ¥ 0OBSICHAET, HA HAII B3IUISI, IOJHOTY pealli3alui  JTaHHOH
CTPYKTYpHI 3HAaHHH B MMPOCTPAHCTBE Xy/I0KECTBEHHOTO TEKCTA.

B tekcre moBectu (T.e. HA YpOBHE MaKpOTEKCTa) CTPYKTypa 3HaHUH
«performing arts / 3penumiHble BHIBI HCKYCCTBY»  IpEJCTaBlicHA
MHOT'OIUIAHOBO M OXBATBIBAET B MIEPBYIO OUEPEb TAKHE MTOJICTYKTYPbI 3HAHUMA
(sub-structures of knowledge), kak: 1) MaTepuaIbHBIC CHMBOJIBI U aTPHOYTHI,
B T.U. U TEXHHYECKHE CPEJCTBa, H 00OPYAOBaHME; 2) JIUIA, IPUYACTHBIE K
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OTHUM BUJAaM UCKYCCTB, 3) I[efICTBI/IH " IPOLECCHhI; 4) MapKupoBaHHasA JICKCHUKaA
1 Ipo(hecCHOHATIBHBIN 5KaproH.

HpI/IMeHeHI/Iﬂ MCTOJ0B KOMIIOHCHTHOI'O U KOHTCKCTYAJIbHOTO aHaJIM3a
CTPYKTYPBIL 3HAaHUH B XYHOOXKXECTBEHHOM TEKCTC IO3BOJIMII PAaCHIMPUTL €€ 3a
CYET BKIIIOUCHHS UMIUTMOUTHOI'O  COACPIKAHUSA, aKTYAJIU3UpyeMoro B
MPOCTPAHCTBE XyIO0KECTBEHHOI'O TEKCTA.

Bepbanmzanus cTpyKTypbl 3HaHUH 00€cTIednBaeTCs B IEPBYIO OYEPETh
IIyTeM ynOTpC6J’IeHI/I$[ JJIEKCUYCCKNX CANHUIlI — CJIOB U BBIp&)KGHPIfI,
O603Ha‘laIOHII/IX COCTaBJIAIOMIUEC DJBJIEMCHTBI W MAaTCpPUAJILHBIC anI/I6yTI)I
3pCJIMIIHBIX BUIAOB HCKYCCTB. CI/IMBOJ'II/I‘IHO, YTO MNCPBBIM YIIOMUHACTCA
KIJIACCHYECKUHN TeaTpalbHBIA aTpUOYT — MacKa ApIIeKHHa, Cp.:

I submit that Zooey's face was close to being a wholly beautiful face.
(...) But what was undiminishable (...) was an authentic esprit superimposed
over his entire face — especially at the eyes, where it was often as arresting
as a Harlequin mask, and on occasion, much more confounding (Salinger,
206).

AMimya ApiieKMHa HW3HAYalbHO OTHOCHJIOCH K  UTAIBSIHCKOMY
wionraaaomy Ttearpy dell'arte, ommako co BpeMeHeM MpPEBPaTHIOCH B
YHUBEPCAJILHOC M, KaK CJICIACTBHUEC, MOXCET OBITb OTHECEHO K CTPYKTYpE
3HAaHUM «Te€arp» B LCIIOM. Bwmecte ¢ Tem BBIPpAXKCHHUC «MacCKa ApJIeKI/IHa»
HUMECT OOIMOJHUTEIbHOC UMIUTUIIUTHOC COACPIKAHNE — MaCKa, ABJIAIOUIIAACA
aTpuOyToM 00paza ApJeKrHa, OOBIYHO YepHasi, C IJTMHHBIM HOCOM. MOXKHO
MPEIOI0KUTh, YTO MOJAOOHBIM 00pa30M aBTOP COOOIIAET JOMOJHUTEIbHBIC
JleTajIu NOpPTpeTa NepcoHaxa — 3yH.

3aponuBiieecs u chopmupoBariieecs B Ctapom CBeTe TeaTpalbHOE
HCKYCCTBO YHACJICAOBAJIO HEMAJIO TCPMHUHOB U3 A3BIKOB TEX CTpaH, '€ OHO
IMOJIy4YUJI0 HauOoJIbIIIEE pa3BUTHUC. Kax CJICACTBUC, aHTIINHCcKast TC€aTpajlbHasg
JICKCMKa COHOCPKHUT TEPMHUHBI W  BBIPpAXKCHHA, 3aMMCTBOBAHHBLIC u3
JIPEBHETPEUYECKOTO, UTATBSIHCKOTO U ()PAHITY3CKOTO S3bIKOB. Tak, Harmpumep,
TEPMUH «IIpeMbEpa» 3aUMCTBOBaH nu3 (1)paHI.Iy3CKOFO A3bIKa u
BOCIIPOU3BOJIUTCS B OPUTHHANIbHOM opdorpadum, cp.:

Or will you dream of something a little more cosmic — (...) a
Technicolor production, with stunning battlefield scenes (...) and a World
Premiere at the Winter Garden (Salinger, 212).

D70 Ke OTHOCUTCS W K TepmuHy (€bUut, KOTOpbI HCIONB3YeTCS ISt
0003HaUYeHN nepBOro BbIXOAa Ha CHOCHY HWIHW HWHOIO MIPOSABJIICHUS
APTUCTUYCCKUX CHOCO6HOCTef/'I, Ccp.:

As it happened, Zooey had made a formal and serious début as a public
performer at the age of seven (Salinger, 206).

Tepmun production mosuceMaHTHYeH M HE TOJBKO B MPOCTPAHCTBE
sI3bIKa, HO M B TIpEJIeNiaX CTPYKTYphI 3HaHHi «performing arts», riie oH cirykur
JIA 0003HaYEHHS TOCTAHOBOK CaMBIX PAa3JIMYHBIX BUAOB — TCaTpPaJIbHBIX,
KI/IHeMaTOI‘pa(i)I/I‘-IeCKI/IX, TCIICBU3UOHHBIX. B TCKCTEC IIOBECTHU OH
YHOTpeOIIsieTcss HEOJHOKPATHO, CP.:

Have you ever seen a really beautiful production of, say, The Cherry
Orchard? Don’t say you have. Nobody has. You may have seen «inspired»
productions, «competent» productions, but never anything beautiful
(Salinger, 212).

BepOanuzanust CTpyKTypsl 3HaHUM BpAg JHM BO3MOXHa  0e3
y1'IOTp66J'IeHI/I$[ KITFOYEBBIX JICKCUYCCKUX €AWMHUIL], HOMUHHUPYIOIINX KOHIICIIT.
Kak crnencrtBue, B TeKCTE 4acTO BCTPEYAIOTCS €MHMUIIBI, BXOJAIIUE B SAPO
koHuenra — Tearp, Kuno, Tenesunenue. Cp.:
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And I've had the hellish experience of sitting next to you at the theatre.
I can so clearly see you demanding something from the performing art that
just isn't residual there (Salinger, 212).

B manHOM OTpBIBKE TIpEACTaBIEH Kak pomoBoii TepmuH the performing
arts, tak u BumoBoii the theatre.

Cy,[[)l 110 06T>CMy TeMaTUYECKON JEKCUKU B AHAJIM3UPYEMOM TCKCTC,
MOXHO CIO€JIaTb BBIBOJ O TOM, 4YTO CpPE€aW IPOYUX BHUAOB 3PCIUIIHBIX
HUCKYCCTB, HUMCHHO T€aTp, KWHO U TCICBUACHUEC OIPEACIIAIOTCA aBTOPOM Kak
KJroueBnie. Ha 3To YKa3bIBaCT TOT (baKT, YTO B TCKCTEC Bep6aﬂI/I3OBaHLI CaMbIC
pa3JInYHbIC ACHEKTBhl TCATPAJIbHBIX IIOCTAHOBOK, KHHOIIPOU3BOJACTBA U
TEJICBUJCHUS, CP.!

If you do anything at all beautiful on a stage, anything nameless or jay-
making ... (Salinger, 217);

He took me home to dinner once and stopped me in the driveway to ask
me if | remember 'the late Carole Lombard, in the movies.' (Salinger, 264);

... the first script he did for LeSage was pretty good. It was almost good,
in fact. It was the first one we did on film ... (Salinger, 264);

... atleast you didn't feel like slinking home from studio after rehearsals
(Salinger, 246);

You should see Hess and LeSage when they're talking about a new show
(Salinger, 246-247).

Heorbemnemoli 4acTpl0 TeaTpalbHOM M KHHOIIOCTAHOBKH SIBIISIIOTCS
TCaTpajibHad MallIMHEPUs, KYJIUCHI, OCBCIICHUC. TaK, B TCKCTC MPUCYTCTBYIOT
TEPMHHBI, 0003HAYAOIINE OCBETUTEIbHBIE IPUOOPHI, CP.:

... and a World Premiéere at the Winter Garden, under floodlights ...
(Salinger, 212).

B TekcTe Takke 4acTo ymoTpeONAIOTCS SIUTETHI, MPOW3BOIHBIE OT
TCaTpaJIbHbIX TCPMHUHOB, CP.:

... anything above and beyond the call of theatrical ingenuity ...
(Salinger, 217);

I like Hess. Or at least I like him when he's not shoving his  artistic
poverty down my throat (Salinger, 243).

I'oBopst 00 aTprOyTax 3pEIHIHBIX BUJOB UCKYCCTB, U TEATPa B MEPBYIO
ouepesb, MBI YINOMHHANM MacKy ApieKkhHa, KOTOopas aKTyalu3upyer
ACCOLIMAaTUBHO CBA3aHHBLIC 3HAHUA, CTPYKTYpUPOBAHHBLIC B CO3HAHUU
gyurarens. [lo cytu, macka mepcoHaxa komenuu dell'arte BmuceiBaetcs B
00IIyI0 TeaTpaIbHYI0 CEMHOTHYECKYIO CUCTEMY, KOTOpast OEpeT CBOE Hauaio
B [IpeBHeii ['perun. B wactHoCTH, 00pa3sl nepcoHaxkel B APEBHETPEUECKOM
TCaTpe OBIIM MaKCHUMAaJIbHO CTCPCOTHUIIHBI, W I IEpeAavyu XapakTepa
HCMOJIB30BAJIMCh MACKH, KOTOPBIC IMPECICAOBAIN HECKOJBbKO ueneﬁ —
MO3BOJISUTH 3pUTEISIM MACHTHQUIIMPOBATH TEPCOHAX JaKe C HEKOTOPOTo
PacCTOAHUA, npuaaBain (1)1/13I/IOHOMI/II/I OIIPEACIICHHOC, y3HaBacMoe
BBIPpAXKXCHHUEC, IEPCAAIOIICC ONPCACICHHYIO SMOLINIO, YCUIIMBAJIU 3BYK I'0JIoOCa
aKTepa, 4To 6BI.HO BaXXHBIM, T.K. NPEACTABJICHUA NPOXOIUIIN B OGIHPIpHI)IX
OTKphIThIX amputearpax (3). OrTmeTHM, 4YTO B HACTOSIIEE BpeMs
APCBHETPCUCCKUC TCATpaJibHbIC MAaCKH, B 0COOEHHOCTH TparudecCkas u
KOMHYCCKasd, CJlIyKaT YCTOSABIINMCS anI/I6YTOM u CHMBOJIOM TCaTpa.
[Hoxoxxumu aTpuOyTamMu TeaTpasTbHOrO MPECTABIECHUS B COBPEMEHHOM MHUPE
TAKXKC ABJIAKOTCA HCKOTOPBIC IMPEAMETHI OACKbI N OOBEKTHI.

AxTUBU3ans  OJAHHOH  CEMHOTHYECKOH  CHCTEMBI M103BOJISIET
WHTEPIPETUPOBATh KaK YacTH OOIMPHOM CTPYKTYphl 3HAHMH HEKOTOpPBIE
JJICMCHTHI, HC ABJIAIOIIMCCA HEMOCPEACTBCHHO COCTaBJIAOIINMHU
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TEaTpaJbHOM  IMOCTAHOBKM  WJIM  KUHOQWIbMA, HO  TPAJUIMOHHO
CONPOBOKAIOIIME HMX. Tak, HampuMep, TeaTpajibHas  IOCTaHOBKA
NOApPa3yMEBAeT NPEMbEPHBIA IOKa3, KOTOPBIM, B CBOIO  OYEpElb,
o0ycnaBiIMBaeT BEUEPHHE HAPSAIBI 3pUTENEH, 0COOBIC MPEIMETHI OIEXKIIHI,
akceccyapsl M T.I. B paccMaTpuBaeMOM TEKCT€ MbI OOHapyKHUBaeM
(parMeHT, B KOTOPOM B HPOHHUYHOM KITFOUE TIPESICTABIISACTCS CIIEHA IPEMbEPhI
CTIEKTAKJIs, Cp.:

If you do anything at all beautiful on a stage, anything nameless and
joy-making, anything above and beyond the call of theatrical ingenuity, S. and
I will both rent tuxedos and rhinestone hats and solemnly come around to
the stage door with bouquets of snapdragons (Salinger, 217).

Emuanner  tuxedo u  (rhinestone) hat (cMokunr u  HuIHHAD,
COOTBETCTBEHHO) MAapKUPYIOT BEUEpHUH Hapsl] JKEHTIbMEHOB (OTMETHUM,
YTO aBTOP 3aMEHsET OMpeeJeHHe TOJIOBHOrO yoopa — rhinestone Bmecto
y3yanpHOro Silk Ha ocHOBaHHMH OONIHOCTH TMpH3HAKa — OJECK TKaHM).
JononHeHueM K BeUEpHEMY KOCTIOMY SIBISIFOTCS OYKETHl JIBBHHOTO 3€Ba
(bouquets of snapdragons), ¢ KOTOpbIM TOKJIOHHHKHA TPaJHIIHOHHO
MOJDKUIAIOT aKTepoB y Bhixoa (Stage door). Takum oOpa3om, Mbl HaXOIUM
MOATBEP/KIACHUE TOMY, YTO PeaIU3alus CTPYKTYpbl 3HAHUN I0Jpa3yMeBacT
BepOaIM3alMi0 HE TOJBKO CAMOTO KOHIIENTA W €r0 COCTABIISIOIINX, HO M
JOTIOJTHUTENBHBIX  DIIEMEHTOB, (OPMalbHO BBIXOAAIMUX 32  IPENeIIbl
KOHIIETITYaJIbHOTO MOJIS.

Besxas mpodeccuonanpHas cdepa AEATENBHOCTH, KakK IPaBHIIO,
MOJIpa3yMeBaeT CyIECTBOBAaHHE U YIIOTPEOICHUE CTICIM(UUSCKHX S3BIKOBBIX
SIMHHUI], KOTOPBIC OMPENEISIOTCS MOCPSACTBOM PA3IMYHBIX TEPMHHOB —
npodeccnoHaIbHO MapKUpOBaHHbBIE CJIOBA, Mpo(heCcCHOHATHI3MEL,
npodeccroHanbHbIi clieHr W skapron u mpou. (8, 88-104). Peanuzaums
CTPYKTYpBI 3HAHHI, OXBATHIBAIONIECH MPAKTHYECKH BCE (POPMBI 3PEIUIIHBIX
BUJIOB HMCKYCCTB, TaKKe IOJIpa3yMeBaeT ynoTpeOieHue mpodeccrHoHaIBHO
MapKUpPOBaHHBIX eIWHHUI. Tak, B peun 3yH, Mpo(ecCHOHAIFHOro aKTepa,
BCTPCHAIOTCA CHe]_[I/I(bI/I‘-IHBIe CJIOBA U BBIpAXXCHUA, CP.:

Will you be content with that standard box-office schmaltz? (Salinger,
212);

“You listening to this? ...”

Mprs. Glass, bristling, said, “Certainly I'm listening!”

“All right— I don't want any party poops around kere ” (Salinger, 245);

“... the first script he did for LeSage was pretty good. ... It had some
nice bits”, he said (Salinger, 264);

“It was fresh enough, at least, and it was his own, it wasn't a part of a
hackneyed trend in scripts” (Salinger, 264).

Jlexcuueckas enunuia schmaltz Hocut xapakrep npogeccHoHaIbHOTO
xaproumsma u B cioBape ‘“The New Prestige Dictionary of Slang and
Inconvenient English” onpenensercs ciemyromm odpasom: (from German
schmaltz (fat, lard) via Yiddish, with a suggestion of something too greasy to
be easily digested) — excessive sentimentality, especially in music, writing
etc. (13, 664). lanupiv TepmuHoM bagnu, Opar 3yu, onpenenser cianaByro,
CCHTHMEHTAJIILHYIO TIOCTAaHOBKY, C KOTOPOH MOXHO pacCUMTHIBATH Ha
rapaHTHPOBAHHBII KAacCOBBIM ycmeX. YmoTpeOsJeHne ITaHHOTO CJIoBa B
KOHTEKCTE OTpa)KaeT MPOHUIHOE OTHOIICHHE banmu k oOIeil TeHIeHITNN B
cdepe TeaTpasbHOrO ¥ KHHOIIPOH3BO/ICTBA.

Oo0parmasice Kk MaTepH, 3y XoueT yOeIuThCsi B TOM, YTO OHA CITyIIaeT
ero m mpuOeraeT K BhIpaXEHHIO Party poops, mMes B BUAY  3pHUTENEH,
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MOKHUJIAIOIINX 3a7l JI0 OKOHYaHWsl TpeiacTaBieHus. JlaHHOE BBIpaXXKeHUE,
BEpHEE, €ro BapuaHT Party pooper mmeeT cienyiollee ONpeAcieHUEe B
“Cambridge Academic Content Dictionary”: “Someone who spoils other
people's enjoyment by disapproving of or not taking part in a particular
activity” (9). Kak BuIHO U3 IpUBEIEHHOTO ONPEACICHUS, BEIpA)KEHIE HMEET
JOBOJILHO OOIIMI XapakTep M MOXET 00O3Ha4aTh 4YeJloBeKa, He
MPUHAMAIOIIETO YIacThs B 00IIEM BeCeNbe MIIM MOKUIAOMIETO BEYSPHHKY B
ee paszrape. OgHako oOMmKI KOHTEKCT, B YACTHOCTH Pa3BOPAYMBAIOLIAsICA B
MPOCTPAHCTBE MOBECTH CTPYKTYpa 3HAHUN «3pENUIIHBIC BHIBI HCKYCCTBa»,
JIETEPMUHUPYET aKTyadu3aIllii0 3HAYEHUS BBIPAKEHUS NMPUMEHHTEIHHO K
TeaTpaJbHON TOCTAHOBKE MM KHHOCEAHCY.

Jlekcuueckas enuuuna bit MHOrosHaysHa, U B caMOM OOIIEM
TOJIKOBAHWHU TIOHMMAETCS Kak «(parMeHT, HeOOJbIIas YacTh YEero-mubo»,
OJTHAKO B IAHHOM JIEKCHYECKOM M TEMAaTUIEeCKOM OKPYKEHHH — 3YH ASTUTCS
BIIEYATJICHUSAMH 00 OJHOM M3 IbeC, B KOTOPOU OH Urpajl, — aKTyaJu3yeTcs
KOHKpETHOE 3HaueHHe: 3130/ (1beckl, GpuibMma) (7).

CnoBo hackneyed onpenensiercst cinoBapem “Cambridge Academic
Content Dictionary” kak: “used or said so often that it seems ordinary,
meaningless, or not sincere, e.g. a hackneyed plot” (9). O6paraer Ha cebs
BHAMaHHE TO OOCTOSTENBCTBO, YTO B KadecTBE IMpHMepa B OOINBIIMHCTBE
CllydaeB MPHUBOIUTCS HMEHHO yrnoTpeOienue cioBa hackneyed ¢
JIEKCUUECKUMHU EIMHUIIAMH, OTHOCAIIMMUCS K cepe Tearpa u KuHo. JJaHHOE
MIpUJIaraTelbHOE Yallle BCETO XapaKTepU3yeT CIICHAPHUH, CFOXKET IMOCTAHOBKU
VI TIPOU3BEICHMSL.

Kak BUAHO W3 TpPUBENEHHBIX IMPUMEPOB, pEATU3AlUS CTPYKTYPHI
3HaHUH B TIPOCTPAHCTBE XYAOKECTBEHHOTO TEKCTa IO/pa3yMeBacT M|
BepOaTM3aIiio He TOJIBKO CTAHIAPTHOM, 00IIEyTTOTPEeONTEIHHON JIEKCUKH, HO
n crnenupuyeckorr mpodeccnoHambHOU. Bmecte ¢ Tem uaeHTH(UKAUA
CTPYKTYpPBl 3HaHUW B TEKCTE CIIOCOOCTBYET aJCKBAaTHOM WHTEpPIIPETALIUU
MOJIMCEMHNYHLIX JICKCUYCCKUX C€AUHUI], KOTOPLIC AKTYyaAJIU3UPYIOT 3HAYCHHUC,
CBSI3aHHOE C KOHIIETITOM, PEaTU3yeMbIM B TEKCTE.

BepbOanuzanusi TOW WM WHOW CTPYKTYpHl 3HaHHHA B TEKCTE B
00s13aTeIbHOM TMOPSAAKE MOJpa3yMeBacT YIOMHHAHUS JACHCTBYIOIIUX JIHII,
MIPENMYIIIECTBEHHO 33/IeWiCTBOBAHHBIX B JaHHOU cdepe. [IpumennTensHO K
HaIlleMy CITy4aro JISHCTBYIONIHNE JIUIa OOBETUHSIOTCS B JIOBOJIEHO OOBEMHYIO
TpyIIy.

B nepByro ouepenb MHOTOKpPaTHO AKTYAJIU3HPYETCS B  Pa3IMYHBIX
KOHTEKCTaX KITFo4YeBas JIEKCHYecKasi eIMHUIIA TAaHHOW CTPYKTYPhl 3HAHUH —
actor, ¢GyHKIMOHUPYIOIIAs U KaK CYIIECTBUTEIbHOE, H KaK SIUTET, CP.:

I wish to God | had some idea what will happen to you as an actor
(Salinger, 211);

By profession, Zooey was an actor, a leading man, in television, and
had been for a little more than three years ... (Salinger, 206);

His voice had no conspicuous actor's mannerisms, but it was rather
excessively vibrant; it “carried” implacably when he had no interest in
controlling it (Salinger, 219).

B Tekcre Ttakxke BepOalM30BaHB CHHOHMMUYHBIE 00O3HAUYCHUS
akTepckoi npodeccun, cp.:

... as a public performer ... (Salinger, 206).

... and all the male leads intermittently rippling their jaw muscles to
show they're under great emotional stress (Salinger, 212).
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OTMGTI/IM, 4YTO B MPUBCACHHBIX NpHUMEpaX MPEACTABICHBI HE TOJIBKO
neicTyromue nuiia Boobie (actor, performer), Ho u ux cnenupuUecKue
¢byuximu (a leading man, male leads), a raxxe amrutya, cp.:

The dissenting group ... consists of the three featured players
themselves, two female, one male. We'll take the leading lady first, who, |
believe, would prefer to be briefly described as a languid, sophisticated type
(Salinger, 203);

The other lady of the ensemble, a svelte twilight soubrette ... (Salinger,
203).

B npoctpancTBe Beeit moBecTH «Z00€Y» BepOann30BaHbl  pa3iuvHbIC
JIMIA, BXOSIINE B COCTAaB CTPYKTYPhI 3HaHHi «performing arts/s3penumimbie
BUJbI UICKYCCTB», OTHOCAIIUECA MPAKTUYCCKHU KO BCEM C(bepaM: TCaTp, KUHO
U TeneBujeHNe. B yacTHOCTH, yITOMUHAIOTCS TPOoQecCHOHABI JaHHBIX cdep
ACATCIIBHOCTH U APYTUEC NPUYACTHBIC JIMIa, Cp.:

He wore a frown behind his cigar, as though the stunning lightning
effects had been “created” by a stage director whose taste he considered more
or less suspect (Salinger, 252);

I make everybody feel that he doesn't really want to do any good work
but that he just wants to get work done that will be thought good by everyone
he knows — the critics, the sponsors, the public, even his children's
schoolteacher (Salinger, 261).

IIpuMmeyaTenbHO, YTO B aHAIM3UPYEMOM TEKCTE AAHHBIE JIEKCUYECKUE
CIUHUIIBI HEC BCEraa ynOTp€6J'I${IOTC$I B CUTYyallUsX, HAIIPSIMYIO CBA3aHHBIX C
mpohecCHOHANBHON JesTeThbHOCThI0. Tak, HampuMep, CIOBOCOUYETaHHE a
stage director ymorpebnsercss B pamMKkax 0OpasHOro CpaBHEHHS — 3yH
XMYpHIICS, KaKk OyATO depecuyp OpocKHe CBETOBBIE dPQEKTHI «IIpUIyMAa»
TeaTpalbHbIN PEXKUCCED, Ul BKYC BBI3bIBANI Y HETO HEKOTOPbIE COMHEHUS. Bo
BTOPOM IIPUMEPE aBTOP UPOHUYHO BBICTPAUBACT MEPCUNCICHUC, BKIIIOYASA B
HETO «9y>KEPOJHBIE» DIIEMEHThI — Ka)JIbIii HOPOBUT BBIIATh TaKyl0 padory,
qTOO0BI BCC, KOIO OH 3HACT — KPUTHUKH, 3aKa34YHKH, r[y6m/n<a, Jaxe
yuuTelabHULIA €TO JCTUIICK, — CUUTAIA OBl ee XOpOH.IQfI. Ha nam B31J1414, 9TO
CIIYKUT J0Ka3aTejiIbCTBOM TOro, 4YrOo B Macoiradbax BCell IMOBECTH
OCYIIIECTBIISICTCS pa3BEpHyTasd peain3alds UMEHHO CTPYKTYpPhl 3HaHUM, a HE
TOr0O HWJIW HWHOTO KOHKPETHOI'O0 KOHICIITA. JIEMEHTEI aKTyaHHSpreMOﬁ
CTPYKTYpBl ~ 3HAHUH IPOHHUKAIOT BO BCE YPOBHM  IIPOCTPAHCTBA
XYAOKCCTBECHHOI'O TCKCTA, HEC OrpaHUYMBAsACh MPEAMETHBIMU CUTYyallUSAMU.

BMmecte ¢ TeM MBI HaOdro/jaeM, Kak B3JIEMEHTHI CTPYKTYPHI 3HAHUI
«performing arts/3penuiiHbie BUIbI HCKYCCTBY» PEATM3YIOTCS KaK B MPSIMOM,
TaK 1 ICPEHOCHOM 3HAYCHUH, CP.:

“Always the heavy”, Zooey said, a trifle too matter-of-factly (Salinger,
280).

B npuBeneHHOM BBICKa3bIBaHUM 3y ONpeeisieT ce0sl B pa3roBope ¢
CECTpOM MOCPEJICTBOM T€ATPATILHOIO aMIlllya U XapaKTepU3yeT Kak pe30oHepa.
B AaHHOM CJIy4a€ Mbl MOXXEM Ha6J’IIOI[aTI> MeTa(l)OpI/I‘lCCKOC cOmmKeHne JABYX
TUTAHOB — MPO(ECCHOHATBHOTO TeaTPAITBHOTO U OBITOBOTO, B KOTOPBIX 3yH
Hpe6BIBaeT OJHOBPCMCHHO. Kaxk CJICACTBUC, MOXHO IPCAIOJIOXUTb, YTO
Jekcuydeckas enunuia the heavy akryanusupyercs cpa3y B IByX IUIaHAX.

Bo Bpems pasroBopa c cectpoii 3yu oTBIeKaeTcs U HaOMoaeT vepes
OKHO, KaK Ha YJHIle MIKOJBHUIA UTpaeT co cBoed cobakoil. Bee crieHa
npornuTaHa €CTECTBEHHOCTHIO, HETIOCPECACTBEHHOCTBIO 3MOI.II/II71 JCBOYKH U €€
IIMTOMIIA, YTO 3aCTaBJIACT 3yI/I HUCKPCHHC BOCXUTUTBHCA YBUJCHHBIM, XOTHd OH
Y TBITAETCS CIPSTATh ATO 3a MPUBBIYHOM MAcKOM MPOHWHU W capkKazMa. JTa
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CIICHKa n300pa)kaeTcsi aBTOPOM Kak ()parMeHT TeaTpalbHOW MBECHl WM
KUHO(HWIbMA, Ha YTO MPSIMO YKa3bIBalOT KOMMEHTapuH aBTopa, cp.: ... he let
his attention be drawn to a little scene that was being acted out sublimely ...
(Salinger, 269).

B aT0li yacTu Halero uccie0BaHus Mbl (POKyCHpyeMcs Ha crioco0ax
BepOanu3anuu B BBIOpAaHHOM (parMeHTe TEKCTa CTPYKTYphl — 3HaHUU
«performing arts/3penuiabie BUAbI HCKYCCTB», B YaCTHOCTH HAMMEHOBAHUS
JIULI, OTHOCALLIUXCA K HEH, Cp.:

... alittle scene ... unhampered by writers and directors and producers
... (Salinger, 269).

B NPUBCACHHOM IPHUMEPE YIOMHUHAIOTCA TBOPUYCCKUC OCATCIN —
[UCATENN, PEKUCEPHI, IPOMIOCEPBI, — KOTOPBIE OTHOCATCA KO BCEM BHUIAM
3pEIIMIIHBIX HCKYCCTB.

PaccmoTtpeB anI/I6yTLI 3PENUIIHBIX BUTOB UCKYCCTB U JINIA, BXOIAIINE
B JAHHYIO CTPYKTYPY 3HAHU, MBI 0OpaImmaeTcs K JeiCTBHIM, KOTOPBIE TaKxKe
SIBJISIFOTCSL COCTAaBHOM YAaCThIO pacCMaTPUBAEMOM CTPYKTYPhI 3HAHUM. AHAIN3
TEKCTa 00HAPYKUBAET, YTO B OOJIBIIMHCTBE CITy4acB JACHCTBUSL BHIPAXKAIOTCS
IIOCPEJICTBOM TIJIaroyioB, KOTOPbIE HOCAT 3BPUCEMMUHBIM XapakTep W, Kak
CJIEACTBUE, aKTYAJIM3UPYIOT KOHKPETHOEC 3HAYCHHUE B COYECTAHUU C TEM HIIHU
HNHBIM CYIICCTBUTCIIbHBIM, OIpeaACICHHO BXOOs1ITUM B COCTaB
paccmaTpuBaeMoul CTPYKTypbl 3HaHuUW. BMecte ¢ TemM B TekcTe cleayeT
BBIICIHUTD PsJ ACUCTBUM U COOTBETCTBEHHO BBIPAXKAIOIIMX HX I[JIarojos,
KOTOPBIE MOXHO CO BCEHl ONMPENEICHHOCTHIO OTHECTU K CTPYKTYpE 3HAHH
«performing arts/3peuinHpie BUIBI HCKYCCTBY.

Briasiennrie TJ1aroJibl BbIpaxaroT I[CP'ICTBI/ISI, COBEpHIaCMbIC
Ppas3IMYHbIMUA YYaCTHHKaMHU TEaTPaJIbHBIX Hpe,Z[CTaBJ'IeHI/Iﬁ U KHUHOKApTHH.
Tak, B 4aCTHOCTH, TIpE/ICTaBISETCS aKTEPCKUH 1e0I0T — TEPBBIN BBIXOA 3yH
Ha CLEHY, Cp.:

As it happened, Zooey had made a formal and serious début as a
public performer at the age of seven (Salinger, 206).

[MocpencTBom riaarona to stalk mpeacrasisiercs: xapakTep MOSIBICHUS U
HNCUYC3HOBCHUA ,Z[efICTBYIOH_II/IX JIUII] Ha BOOGp&)K%lGMOfI CICHC, Cp.:

In all that follows, only the two youngest of the seven children will be
directly seen or heard. The remaining five, however, the senior five, will be
stalking in and out of the plot with considerable frequency, like so many
Banquo's ghosts (Salinger, 206).

I'marox to act B NPpEACTABIICHHOM KOHTCKCTC AKTyaJIU3UPYCT 3HAYCHHUC,
OTHOCSIIIEeCs K 3PENHUIIHBIM BHIAM HCKYCCTB, a HMEHHO — Wrpath (Ha
CIIeHe), Cp.:

And surely you and Franny are the only beauties in the family? But
where will you act? Have you thought about it? The movies? (Salinger, 211-
212).

CHHOHMMHYHBIM B JaHHOM Cjydae sBisercs rimaron to play,
HCMOCPCACTBCHHO BBIpa)KaI-OH_II/Iﬁ AKTCPCKOC BOIUIOMICHUE TOI'0 WJIM HHOTO
nepcoHaxa, cp.:

I played a young farmer in it who lives all alone with his father
(Salinger, 264).

B 3HauuTenrHOM YHCIHE OpuMEpPOB  aKTyaJIrM3allun L[efICTBHfI,
BXOISIIMX B CTPYKTyphl 3HaHWii «performing arts/3penuimHeie  BUIBI
HCKYCCTB», OCYILICCTBIIACTCA 6J1ar0;[ap${ COYCTaHHUIO 9BPUCCMUYIHOTO
rimaroia, Hanpumep to go, to do, to make m ap. ¢ cymeCTBUTEIBHEBIM,
OJIHO3HAYHO OTHOCAIIMMCS K cepe TeaTpa, KHHO WK TeJICBUICHHMS, C.:
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And if you go into theatre, will you have any illusions about that? Have
you ever seen a really beautiful production of, say, The Cherry Orchard?
Don't say you have. Nobody has (Salinger, 212);

“I wish you you'd learn to leave the goddam party when it's over”, he
said (Salinger 248);

“Did you know I may go to France this summer t0 make a picture?”
he asked, irritably. “Did I tell you? " (Salinger, 260);

Zooey smoked his cigar in silence for a moment. “What gets me so down
about Dick Hess”, he said, «what makes me so sad, or furious, or whatever
the hell I am, is that the first script he did for LeSage was pretty good. | was
almost good, in fact. It was the first one we did on film — | don't think you
saw it, you were at school or something (Salinger, 264).

AHanmu3 crnoco0OOB BepOann3anuy JeHCTBHHA, BXOISIINX B COCTaB
CTPYKTYphl 3HaHuMH «performing artS/3penumiHple BUABI  MCKYCCTBY,
TIO3BOJISICT O6H8.py>l(I/ITL, YTO YUCIIO CHGHHQ)I/I‘IGCKHX TJ1arojioB, OAHO3HAYHO
OTHOCSIIIMXCS K JAHHOW CTPYKType, Kak, Hampumep, t0 act, to play,
CpaBHUTCIIbHO HCBCJIMUKO U B 6OJII)HH/IHCTBG CJIy4dacB I[CI\/'ICTBI/IC BbIpaXacTCAa
nmpu oMo IMHUPOKO3HAYHOT'O rjaroJia, CEMaHTHKa KOTOpOTO
aKTyalM3upyeTcs Onaromaps COUYETaHHIO C CYIIECTBUTENBHBIM, OJHO3HAYHO
BXOZSIIUM B JaHHYIO CTPYKTYPY 3HaHH, YTO MPHUBOAUT K 0Opa30BaHUIO
KoHCTpyKImii to make a début, to go into theatre, to leave the party, to make
a picture, to do a script, to do on film u ap. Takum oOpa3om, rIaroiel,
BXOMMIIHE B CTPYKTYpy 3HaHumii «performing arts/3pesmintbie  BHIBI
HCKYCCTB», KaK, BIIPOYEM, U B MHBIX HOILO6HLIX ClIydasax, B KOJIMYCCTBCHHOM
OTHOLICHUH YCTYNArOT CYIHICCTBUTCIIbHBIM.

BrIBOabI. PesynbraTel MPOBEAECHHOT O HUCCIICIOBAHUS,
MPEJICTABICHHBIE B HACTOAIICH CTarbe, YOCOUTENBHO JOKa3bIBAIOT
BO3MOXXHOCTh U HEOOXOJMMOCTh H3YYEHHs CIIOCOOOB U 0OCOOCHHOCTEH
peanu3aluuy pa3BEpHYTOM CTPYKTYphl 3HAHUM B MPOCTPAHCTBE OTIEIBHO
B3STOTO  JINTEPATYpHOrO MNpOU3BENCHUA. PaccMOTpeHHBIN npumep
peanusanMi  CTPYKTYphl 3HaHwii «performing arts/zpenumiaeie  BHaBI
HUCKYCCTB» 06Hapy)KI/IBa€T, YTO YPOBHEM €€ Bep6am/13au1/m CJICAYCT CUUTATh
HUMEHHO TEKCTOBOH. HpOCTpaHCTBO TEKCTa XYAOKCCTBECHHOTI'O IIPOU3BCACHU S
npeaoCTaBIsICT BO3MOXHOCTHL HE  TOJIBKO Bep6aanoro BBIPpaXXCHUA
COCTaBJIAIONIUX CTPYKTYPhI 3HaHI/II>'I, HO W Mnepcaadun UMIIIUIOUTHOTI'O
COZIEpKaHUA CTPYKTYPBI.

HpeILCTaBJIeHHI)Ie B TEKCTEC XYOOKECTBECHHOI'O ITPOU3BCACHUA
MNOACTPYKTYpPbl OXBAaThIBAIOT 3HAYMTEJIBHOE YHCJIO AaCIEKTOB U ypOBHEH
CTPYKTYpHl 3HaHWiA. Bmecte ¢ TemM macmTald peanu3anuu CTPYKTyphl B
XYAOKCCTBECHHOM TCKCTC, 663}’CHOBHO, yCTynacer MNOTCHUIHUAJIbHOMY
MaciTaly pealu3ali CTPYKTYpbl 3HAaHUH B s3blke B esnoM. OjHaAKo
NpeUMYHICCTBOM IMPCACTABICHUA CTPYKTYPhL 3HaHUH B XYAOKCCTBCHHOM
MPOU3BCACHUHN OKA3bIBACTCA LCJIIbHOCTb CTPYKTYPBI U O6yCJ’IOBJ’I€HHaH TCCHas
B3aNMOCBA3b €€ COCTABIIIIOIINX. DTUM 00CTOATEIHCTBOM OIpeaAciIa€TCA, Ha
Hal B3I 1, HCECOMHCHHAas ﬂaJ]BHeﬁmaﬂ TNEPCIICKTHUBA HO}IO6HBIX
HUCCIICIOBAHUH.
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