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GENERALIZATION OF ARTS: POETRY AND ILLUSTRATION

The purpose of the article is to define the conception of perception of poetic texts and illustrations by
generalizing these forms of arts. The methodology is based on the functional approach to verbal and non-verbal text
comprehension. The scientific novelty of the work lies in understanding the process of generalization of two forms of
arts, such as poetry and illustration that proves the idea of their twofold nature. The developed typology of poetic texts
with a basic parameter “antithesis” and classification of the forms of illustrations are founded on the correlation of
projecting and conceptual principles of reality reflection in verbal and non-verbal texts, and on the explicitness degree
of evaluative characteristics. Conclusion. The generalization of two forms of arts contributes to developing a course of
action for an artist-illustrator. The significance of the scientific research results can clarify the elements of ambiguity,
uncertainty, obscurity in the process of perception of any work of arts.

Key words: work of art, illustration, poetic text, functional approach, generalization, perception.

I'onuap Onena Banemmumnisna, rxaumouoam inonociyHuUx HayK, OOKMOp Ne0a2o2iuHux Hayk, npogecop,
NPOpPeKmop 3 HAyKo80-00CHiOHOI pobomu Xapkiecvrkoi Oepoicasnoi axademii ouzaiiny i mucmeyms; Cobo.1€6
Onexcandp Banepiiioeuu, xanouoam mucmeymeosnascmea, npoghecop, epagix-ousaiinep, nepuiuti NPOPeKmop 3
Haykoso-nedazoziunoi pobomu Xapxigcokoi Oepaicagnoi axademii ousauny i mucmeyms, Toxkap Mapuna Isaniena,
KAHOUOAm MUCmeymseo3Hascmed, 00yeHm, 0eKan axyivmenty ayoiogizyarbho2o Mucmeymea XapKiecokoi depcagnoi
axkademii ousatiny i mucmeyms, JdJumeuntox JIroomuna Kocmanmuniena, xanouoam mMucmeymeo3Hascmed, 0OyeHm
kageopu epagiunoeo ousaiiny Xapkiecvroi 0epoicasHoi akademii Ouzauny i Mucmeymes

I'enepasizaniss MucTenTB: noe3is i inocTpanis

MeTo10 CTATTi € BU3HAYCHHS KOHIICIII[IT KOMIJICKCHOTO CIPHUIHSATTS MOSTHYHOIO TEKCTY Ta UIFOCTPAIliif 10 HHOTO
LUIIXOM y3arajbHEHHs LUX ABOX (opM Mucrenrsa. MeTomoJIorisi IpyHTYEThCS Ha (YHKLIOHAIBHOMY MiIXOIi 10
CIIPUAHATTS BEpOAILHOTO Ta HeBepOaIbHOTO TekcTy. HaykoBa HOBH3HA POOOTH TMONSTae y MOCITiPKEHHI MPOLECy
CHPHUHHATTS TEKCTY Yepe3 PO3YMIHHS CHHTE3y JBOX ()OPM MHCTENTBA, HOSTUYHOI'O TEKCTY Ta LIIOCTparii, 0 J0BOAUTH
ineto ix moxBiiiHOT mpupoau. B ocHOBY 3ampoBa/KEHOi THIOJIOTiSI HNOSTHYHOTO TBOPIB 3 0a30BMM MapaMeTpoM
«aHTHTE3ay, SIKY MOJ]aHO B Kopeusuii i3 po3pobiieHoro kinacudikariero Gpopm LmocTpaiiid, HOKIaAeHO CIiBBIAHOMICHHS
MIPOEKTUBHOTO M KOHLENTYaJIbHOTO NPHHIMIIIB BiOOpaKEHHS NIHCHOCTI y BepOaJbHOMY Ta HEBepOAILHOMY TEKCTaX,
CTYNEHb EKCIUIIUTHOCTI omiHOK. BucHOBKH. CHIBBIIHOIIGHHS THIIB HMOSTHYHOTO TEKCTY i3 (opMamu imocTpanii
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CHpHsi€ BIOCKOHAJICHHIO METOJAWKHM POOOTH XydOXKHHUKA-UTIocTpaTopa. Pe3ynpTaTh HayKOBOTO OCHIIKEHHS MOXYTh
TaKoX OyTH BHKOPHUCTaHI IS 3'SICYBaHHS €JIEMEHTIB, SKi TOPOKYIOTh HEOJHO3HAYHICTh Ta HEBU3HAYEHICTH MPOIIECY
CHPUHHATTS OyIb-IKOTO TBOPY MUCTELITBA.

Kio4oBi cioBa: BUTBip MHCTENTBa, LTIOCTpALis, HOSTHYHUH TEKCT, PYHKUIIOHATHHHUN MiAXiJA, y3arajabHEHHS,
CIIPUMHSTTSL.

T'onuap Enena Banemmunoena, xanouoam uionocuueckux HAyK, 0OKmMop nedasocudeckux Hayk, npogeccop,
NPOPEKMOop NO HAYYHO-UCCLE008AMENbCKOU pabome XapbKoSCKOU 20CY0apcmeenHoll aKaoemuu OU3atiHa u UcKyccme,;
Coobonee Anexcanop Banepvesuu, kanouoam uckyccmeosedeHus, npogeccop, epapuk-ousaiinep, nepewlii NPOPeKmop
no HAyYHO-nedazocuueckol pabome XapbKoscKoll 20Cy0apCcmeeHHoU akademuu ousaina u uckycems, Toxkape Mapuna
Heanosna, xanouoam uckyccmeogeoenus, 0oyenm, 0ekan Qaxkyivmema ayouosu3yaibHo20 UCKyccmea XapbKoscKol
eocyoapcmeennou  akademuu ouzauna u uckyccms, Jlumeunwk Jlwoomuna Koncmanmunosna, xanouoam
uckKyccmeoseoeHus:, 0oyeHm Kageopul epaguueckozo ousaiina XapbKoscKkol 20cy0apCcmeeHHOU aKademuy OusaiHa u
uckyccme

IeHepanu3anus HCKYCCTB: M033Us M MILTIOCTPALUS

Heabio cTaThbu — ONPEICIUTh KOHIICHIMIO KOMIUIEKCHOTO BOCHPHSITHS MOATHIECKOTO TEKCTa U WILIFOCTPALMN K
HeMy myTem 0000IeHns 3THX ABYX (GopM mcKkyccTBa. MeT0q0JI0rHsI HCCIIe0BAHMSI OCHOBBIBACTCS HA MOJIOKESHHUSIX
(YHKIMOHAJIBHOTO MOX0/Ja K IOHUMAHHUIO BepOANFHOTO M HeBepOambHOro TekcTa. HaydyHash HOBU3HA pPabOTHI
3aKII0YACTCS B HCCICIOBAHHWHM MpOLECCa BOCIPHATHS TEKCTa IMOCPENCTBOM OCMBICICHHS CHHTE3a IBYX (GOpM
HCKYCCTBa, MO3TUYECKOTO TEKCTA W HMJUTFOCTPALIMM, YTO JOKa3bIBAaeT HJCI0 MX JBOWCTBEHHOH mpupojbl. B ocHOBY
CO3/IaHHOW THUIIOJNOTHH MO3THYECKUX MPOU3BENCHUH C 0a30BbIM I[apaMETPOM «aHTHTE3a», MNPEICTABICHHOW B
KOppeNsIuu ¢ pa3paboTaHHON kiaccudukanueil GopM HUTIOCTPAIHA, MOJOXKEHO COOTHOIICHHE MPOCKTHBHOTO U
KOHIICNITYaJbHOTO MPUHIIMIIOB OTPaKCHUSI ICHCTBUTEIPHOCTH B BepOaJbHOM M HEBepOAIbHOM TEKCTaX, CTEICHb
eKCIUTMIUTHOCTH OUCHKHA. BbIBOAbL. COOTHOIICHHE THIIOB MOITHYECKOTO TEKCTa ¢ (OpMaMH HILTIOCTPALUA
CHOCOOCTBYET  COBEpIICHCTBOBAHUIO METOAMKK pabOThl  XyIOXKHUKA-WIUTIOCTPATOpa. Pe3ynbTaThl  HAyYHOTO
HCCIIEJOBAaHHUSI MOTYT TakKKe ObITh HCIOJB30BaHbBI /ISl YTOUHECHHUS 3JIEMEHTOB, MOPOXKIAMOIIMX HEOJHO3HAYHOCTh U
HEOMPEIeICHHOCTh MPOIIECCa BOCHPUSITUS TFOOOT0 MPOU3BEICHHS HCKYCCTBA.

KaioueBble cj10Ba: MPOM3BEICHUE UCKYCCTBA, MIUTIOCTPALIUS, MO3THYECKHN TEKCT, ()YHKIHUOHAIBHBINA MOAXOI,

0000111eHIE, BOCTIPHSTHE.

Introduction. The modern system of arts is an
area of intersection of various types of artistic
creativity. The emergence of new types of visual
practices, the development of computer
technology raises new questions about the
relationship between old and new kinds and forms
of arts, and also presents the full depth of the
aesthetic needs of modern society.

The complex study of artworks and their
interpretation has been a controversial and much-
disputed subject within the field of arts. A large
and growing body of literature has investigated
the problem of the preferable tendency, whether it
should be the stream for the synthesis of arts, on
the one hand, or the independence of each
individual art, on the other. Even in the Bible,
there are indications of a similar contradiction
reflecting, to a certain extent, in different
historical periods. At the dawn of civilization in
the primitive communal system, there were signs
of a complex character of man’s creativity,
activities, and thinking. In ancient Egypt, it
became customary to present spells and hymns on
papyrus accompanied by images.

Both reading literary works [2] and watching
visual artworks [4] presuppose cognitive, visual,
evaluative, effective processing. So far, however,
there has been little discussion about the
perception, interpretation of a poetic text and its
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illustrations by the generalization of these forms
of arts.

The study attempts to define the concept of
perception of poetry and illustrations by
generalizing these forms of arts. The questions
addressed in the research are:

1. What is an effective way of setting up the
typology of poetic texts determined by a
functional analysis of lexical micro-systems
(paradigms) in the framework of the functional
approach to text perception?

2. What is the specificity of the
generalization of the arts?

3. What forms of illustrations can be singled
out in correlation with the defined typology of
poetic texts?

2. Methodology. The methodological basis of
the study was the philosophical position on the
inextricable connection of language, thinking,
perception, and reality. Within the framework of a
functional approach to the problem of analysis of
art or poetic texts (M. Berns (1990) [1], M.
Halliday (1990) [3], Yu. Lotman (1998) [11],
A. Levitskiy (2010) [9], O. Lisina (1998) [10],
M. Pravdin (1991) [12], Yu. Sorokin (1985) [13],
I. Stepanchenko (1990) [14], A. Zalevskaya
(1981) [7] ) the theoretical propositions of this
paper concern the existence of certain text models.
The variety of concepts of the text content can be
reduced to two main directions: static and
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dynamic. In this study, we use a functional-
typological approach relating to a dynamic
direction, so a text is considered as a unit of a
communicative act.

The basis of the functional approach is a
certain model of a text, which involves the
mechanism of its perception as a process
of binding the linguistic units and units of
thinking in a recipient's mind. Thus, the
perception of the text occurs in his mind on two
levels of the content structure — linguistic and
non-linguistic. According to this approach, the
content of the text is a thinking process of
transition from verbal images (the image of the
material form of the word, the sequence of letters
or sounds) to other wverbal and non-verbal
(‘subject’) images, phenomena and situations of
non-textual reality. In comparison, the content of
any visual artwork is a process of thinking, the
transition from visual images (the image of the
material form of an illustration, the sequence of
visual signs) to other verbal and non-verbal
(‘subject’) images. An illustration is a unique kind
of art that provides a visual interpretation of the
author's concept.

Main Part. 1. What parameter can be basic in
setting up the typology of poetic texts in the
framework of a functional approach to their
analysis?

According to two types of images, there are
two levels of the content structure of the text, such
as the linguistic (the level of operation of verbal
images) and the mental or figurative-conceptual
level of operation of “substantive” images and
concepts.

In the recipient's mind, there is a formation of
ties between the text and reality, which can be
established both at the level of the image (a
specific level) and at the level of connections
between the images, the concept (abstract level).
Here, there are two different (distinct) but,
simultaneously, closely interrelated principles of
reflection of reality in the text. The proportion of
the specific weight of projective (images) and
conceptual elements in poetic texts, varying,
determines the specificity of functioning and its
affiliation to one or another type of texts: mainly
projective or mainly conceptual one. So, the
peculiar ‘algorithm’ defining the process of
perception is the structural organization of the art
(in this case, poetic) text, which involves the
joining text units together in paradigms, and the
presence or absence of an explicit estimation.

Thus, within the framework of text study in
the focus of attention, there are different
interacting with each other lexical paradigms
which are formed in the reader’s mind in the
process of the text perception at the level of
‘object’ images and relationships between them.

The parameter ‘antithesis’, singled out as a ‘basic’
one, serves as a basis for the development of the
typology of texts. This allows consideration of the
vocabulary of a poem as a system of rows
(paradigms) that reinforce one or another side of
the main contradiction of the poetic work.

The category of antithesis is a modification
of the category of collision singled out in literary
criticism that is the dialectical contradiction
existing in the development of a plot of any work
“confrontation, a contradiction between characters
and circumstances, and other forces acting in the
work” [15]. Individuality, the uniqueness of
collisions, as a result, determines the peculiarity
of a collision of an artwork. The collision
organizes the content of a work of any genre,
including a lyrical, but in this case, the ‘collision’
is not so much the basis of action as “the
movement of experiences here is not always
obvious” [8].

Hence, according to the correlation between
the projective and conceptual principles of
reflection of reality in a text and the level of
explicitness of the paradigm of estimation the
proposed typology comprises different types
of antitheses. The antithesis develops in different
ways, depending on which of the principles of
reflection of reality prevails. Poetic works of a
predominantly conceptual nature presuppose the
implementation of two types of antithesis:
ANTITHESIS-CONFLICT AND ANTITHESIS-
ANTINOMY. Here the role of the estimated
paradigm is important. So, in poems based on
ANTITHESIS-CONFLICT, as a rule, there
are clearly presented estimation accents that allow
the reader to determine the author's opinion, while
the antithesis may remain unresolved.

The second type of antithesis is
ANTITHESIS-ANTINOMY.  The  opposing
interconnected origins making up the hull of this
type of poem do not find a solution either within a
particular poem or within the cycle as a whole.
[14] The lack of unambiguous evaluative
characteristics of one of the two sides of the
antithesis shows an uncertain author’s opinion.

A characteristic feature of ANTITHESIS-
SITUATION is the possibility of its
implementation in verbal texts of a mainly
projective nature. In such poetic works,
the relationship of reality with the text in the
recipient's mind is carried out on the mainly
visual\projective level. The nature of its meaning
content is purely variational. The opposite
interconnected starts may appear in various
modifications, namely: statics — dynamics, color
contrasts  (black-white, colored), etc. Hegel
defines such a “situation” as a description of a
certain state that “has no subsequent
consequences” [6, 204], where conceptuality goes
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back to the background, as less significant,

secondary.
ANTITHESIS

Mainly
CONCEPTUAL in

Mainly
IMAGE-BEARING
in character

character

|
| 1
ANTITHESIS- ANTITHESIS- ANTITHESIS -
CONFLICT ANTINOMY SITUATION

Table 1: Typology of poetic texts in the framework of a
functional approach to their analysis.

2. What is the specificity of the generalization
of the arts? While reading of any artistic work,
each reader perceives its meaning and describes
characters or events in his or her own way,
depending on the personal background
knowledge, experience, the system of value
orientations, readiness for empathy, etc. This
raises the question of the quality of an illustrator's
work, often a graphic artist, since his work is, in a
certain way, an intrusion on the author’s idea, and
on a personal variant of its perception by each
reader. Any illustration begins to influence the
perception of readers by imposing the illustrator's
vision, thereby violating the associative space left
by the author of the poem for the free imagination
of the recipients. Thus, one can speak of the
existence of the interaction of arts. Such a
generalization of these two arts makes it possible
and explains the emergence of a new work of art
with a plurality of new variants of its perception.
Another form gets the right to life through the
conception of generalization with the so-called
congenial art, which isone that does not have
specific, substantive artistic qualities. Here the
problem field lies in the sphere of the activity of
the artists who establish the options of font,
ornament, general style, etc. And in fact, it is the
artists who implement them.

Additionally, the problem of the interaction
of arts lies in the fact that such generalization
affects the process of co-creation of the author of
the work with its reader which is already directly
mediated by the text itself. Perception of a poetic
work through the prism of illustration can either
enrich or, conversely, impoverish the associative
field of readers. Thereby it affects the quality and
the number of variants of an essentially new
reality of a new version of the poetic text. Thus,
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such a process generates a new personalized
unified creative product.

3. Against this background, touching on the
problem of illustration of art (poetic) works, one
can note the correlation of the choice of forms of
illustration to the typology of antitheses. An
author of a poetic text comes into co-creation with
each reader, spreading the associative circle and
generating the number of new variants of reality.
Thus, the illustration can open new ways to
realize the idea ofthe poem, its additional
comprehension, and the reproduction of visual
images. Such a newly created variant is not one of
those which were subject to the process of
generalization.

And, on the contrary, the illustration, playing
the role of the forerunner, narrows the associative
field, throwing out its vision, imposing its version
of perception. Although the modern graphic
already possesses a sufficiently wide range of
possibilities to create a certain equivalent version
of an artistic (poetic) work, ut all the same, it is
just one option. But any illustration is much
poorer than several variants that may occur to a
reader's mind because of his ability to create or
reproduce images graphically on the basis of
complicated combinations of different
associations.

In  accordance with the  relationship  of
projecting and conceptual principles of reality
reflection in verbal and non-verbal texts, and on
the  explicitness  degree  of  evaluative
characteristics such as theoretical items, there
can be worked out the classification of forms of
illustration. Taking into consideration the
generalization of two kinds of arts, poetry, and
illustration, such classification can be correlated
with the types of poetic antisepsis.

The first form involves strict imitation of the
author’s ideas by an artist, such as the
reproduction of the characters” appearance,
description of the city, and the situation where
events took place, etc. The artist tries to position
himself as the “decoder” of the information,
without touching on the author’s style,
characteristics of the heroes, the main idea of the
work or psychological atmosphere, etc. This form
of illustration seeks for historical and visual
accuracy, with  high  correspondence to
the objective reality at the projective level. It does
not impose an ideological-stylistic or artistic-
plastic component. Such illustration does not
reduce the high level of co-creation of the reader
and the author of the poetic work, but only opens
new associative vectors. An illustrator's
background knowledge helps him to clarify the
projective image. That facilitates the perception of
the text for representatives of another culture. This
form of illustration correlates more often to the
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poetic texts that belonged to the ANTITHESIS-
SITUATION type. A great example of such a
correlation can serve an illustration by E.
Kapustin to the poem ‘A White Birch’ by the
Russian poet S.Yesenin. The second form covers
the illustrations appealing to the implicit level of
perception. When creating such illustrations an
artist-illustrator is more affected by the subtext of
a poetic text. Thus, for the proper transmission of
the main idea, of the style of the poetic work the
illustrator faces a problem of choice of art means
of presentation, namely, the use of etching (eau
forte, Italian acquaforte, aquaculture, pencil
drawing, engraving techniques or computer
graphics, etc.). The illustrator uses all the visual
arts resources, complicates the illustration by
detailing it in order to reveal the idea of the work
and pull out the implicit author’s estimates onto
the surface. This form of illustrations correlate
with the ANTITHESIS-CONFLICT, which
implies an unambiguous unigueness at the
conceptual level, and the variability of
associations on the projective one. A successful
example of such a correlation can become an
illustration by E. Kurbatov to the sonnet 90 by
outstanding English poet W. Shakespeare.

The third form of illustration mainly
correlates to the poetic texts of the ANTITHESIS-
ANTINOMY type. It differentiates with the use of
a pictorial metaphor, full of mediated, sometimes
contradictory images. Here much depends on the
level of development of the illustrator’s general
abilities (imagination, verbal ability, color
sensitivity, a type of verbal-logical thinking,
ability to analyze), his experience, systems of
values, and background knowledge. Thus, both
projective and conceptual images of the poem are
becoming importantin turn. Here comes the
illustration which is mainly peculiar to the poetic
texts with a practically hidden or shaded storyline
or plot. Nowadays, one can argue for
everyday considerable increase of the humanly
possible associations. The modern poem has
become trickier. Thus, both projective images and
a plotline of the poem are becoming less
important. An illustration, full of symbolic hints
or signs, touches the poetic lines in passing. The
range of casual, purely metaphorical images opens
to the reader a boundless space of perception of
the poetic work at all the levels. Such illustrations
can be connected with the definite verbal text only
through very soft and even strange associations.
An interesting example of such a correlation is an
illustration by the modern Ukrainian illustrator
and artist Kh. Lukashchuk to the poem ‘Swim,
Fish, Swim...” by the young talented Ukrainian
poet S. Zhadan.

It can therefore be assumed that the upper
suggested correlations are conventional in

character, so the mechanism of creation of
possible variants and combinations is the tool of
an illustrator. Scientific novelty and conclusions.
Hence, the developed typology of poetic texts
with a Dbasic parameter “antithesis” and
classification of the forms of illustrations are
founded on the correlation of projecting and
conceptual principles of reality reflection in verbal
and non-verbal texts, and on the explicitness
degree of evaluative characteristics. Such a
generalization of two kinds of arts can become the
basis for improvement of verbal and non- verbal
perception and contributes to the work of graphic
artists, illustrators of poetic works. Therefore,
both explicitly expressed judgments showing the
uniqueness of the perception of poems at the
conceptual level (ANTITHESIS-CONFLICT) and
their variable perception at the projective level
emphasize a poet's certain point of view (for
example, obedience to fate or, on the contrary,
determination). Conversely, implications, the
ambiguity of evaluative characteristics at the
conceptual level (ANTITHESIS-ANTINOMY)
makes it possible to feel duality, the uncertainty of
sight, hearing, sensation, conceptual variability of
poetics. In addition, an illustration often reveals a
poet's idea by appealing to sensory experience and
affect the memory of a reader. The process of
generalization of two forms of arts, such as poetry
and illustration, proves the idea of their twofold
nature, understanding the mechanism of which
helps the comprehensive perception of verbal and
non-verbal texts. The results presented in the work
need further development since the interrelation of
literature and illustration only emphasizes the
opening of new spaces for the appearance of
variants of their perception by a recipient (reader,
viewer, and listener). However, more theoretical
research and experimental verification on this
topic to be undertaken before the problem of
synthesis of arts is clearly understood. The
proposed typology of ‘antithesis’ correlated with
the forms of illustration is only an initial stage in
realizing the process of generalization and
perception of arts. The practical significance of
the results of scientific research in the given
aspect canbe used to clarify the elements of
ambiguity, uncertainty, obscurity in the process of
perception of any work of arts. The results can be
useful in scientific research on the history and
theory of arts, problems of perception of a poetic
text within the improvement of the practice of
linguistic-stylistic text analysis. The correlation of
the poetic text types (antithesis typology) with the
forms of illustrations contributes to developing a
course of action for an artist-illustrator. Thus,
future studies on the current topic are therefore
recommended.
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