MUCTELTBO3HABCTBO
ISSN 2410-1915 (Print) « KyabpTypa i MyucTenTBO Y cydyacHOMY CBiTi. Burt. 20 « ISSN 2616-423X (Online)

DOI: 10.31866/2410-1915.20.2019.172467
UDC 792.78:81'221

“PANTOMIMIC CULTURE” AND INTERDISCIPLINARY ASPECTS
OF ITS THEORETICAL UNDERSTANDING

Bohdan Svarnyk

PhD student,

ORCID: 0000-0001-6801-5063, cvarnykl@gmail.com,
Kyiv National University of Culture and Arts,

36, Ye. Konovaltsia Str., Kyiv, 01133, Ukraine

The aim of the article is to identify the essence of the concept of “pantomimic culture”
based on the analysis of the concepts of “culture” and “pantomime”.

Research methods. The main methodological principles of the research are scientific
objectivity and systematic approaches in the use of complementary methods: theoretical
(analysis of cultural, art history and historical literature), empirical and analytical (theoretical
and art historical analysis of the phenomenon of “pantomime”). General culturological research
methods, historical and analytical methods, epistemological principles of cognition of the
essence of the concept of “pantomimic culture” were also used. Scientific novelty. Mutual
integration of the development and transformation of the concepts of “culture” and “pantomime”
has been analyzed in the context of the social and cultural space evolution. The conceptual
and categorical apparatus of the research has been defined, in particular, the definition of the
concept of “pantomimic culture” has been proposed. Conclusions. The social and communicative
significance of pantomime as a cultural phenomenon is difficult to overestimate, since the
pantomime act can be interpreted as an interpretation of national or cosmopolitan culture
codes, a social and cultural message, an eloquent action of self-expression, a form of intercultural
communication, etc. The pantomime culture is positioned as an interdisciplinary concept, the
essential basis of which is the triad: man - culture — gesture that allowed us to define it as
a cultural and anthropological concept; the universal language of culture that is characterized
by a special sign system and uses various artistic signs (icons, indicators and symbols), endowed
with certain properties; a unique means of creative embodiment of emotional collisions between
the man, art and society under the conditions of modern stage space.
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Introduction

Movement, gesture and eurhythmies are non-verbal means of communication
that appeared much earlier than language and music, the elements of communication
through which people communicate with each other and the world. In the social
and cultural space, the human body performs certain symbolic functions that
are vividly reflected in pantomime culture. The language of gestures and facial
expressions plays an extremely important role in this process. To understand them
and comprehend one must have knowledge of a particular code that is a part of this
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type of culture, since the human body, as a part of the system of social relations,
values, meanings, knowledge and symbolism, becomes only social in its content,
character and meaning, but also acquires the status of a phenomenon.

At present, the concept of “pantomime culture” as a generalized whole, having
its own composition, structure and functions, manifested in the behavior and looks
of the man, belongs to cultural gestures performed with a communicative purpose
in the absence of verbal means of communication. The pantomime culture has
a diverse nature of social use, but even in performing arts, this notion is used to
represent a wide range of different genres and functions of the elements of the art
of eurhythmies, which testifies to the problem of terminology and determines the
relevance of the study.

Analysis of research and publications testifies to the presence of solid works
and scientific researches of cultural scientists, art and theater researchers devoted
to the research of various aspects of pantomime culture. For example, P. Pernis
and G. Virlios (“The Bridge of Irony: from the World of Experience to the Language
Experience”, 2014), R. Zhyvychynskyi, S. Vatsevych and M. Siberskaia (“Definition of
Pantomime for the Study of Language Evolution”, 2018), S. Brown and E. Mittermeier
(“How the Pantomime Works: Significance for the Language Origin Theory”, 2019),
and others.

Researchers specify the term “pantomime”, and the concept of “pantomime
culture”, despite its widespread use, has still not received proper coverage.

The purpose of the article

Having analyzed the concept of “culture” and “pantomime”, we aim to reveal
their meaningful essence.

Presentation of the main material

In the context of this study, the definition is positioned as an important part
of scientific discourse that facilitates categorization (performing functions of
generalization, identification, etc.) and captures the state of knowledge at some
point in reality. As the classification in the scientific dimension varies according
to the development of scientific knowledge, the definitions are also constantly
changing. Any definition expresses a certain logical operation in the process of
which the content of a concept is revealed, which contributes to the formulation of
the difference criteria between the object being studied and the specific methods of
its construction and functioning (Zarva, 2003, p. 15).

In the scientific sense, there are many interpretations of the notion of “culture”,
which is explained by the complexity and multivariance of the problem, impossibility
of bringing it to a clearly defined and established phenomenon.

The definition of culture, proposed by Yu. Volkov (2003, p.47), as a system
of values, life perceptions, patterns of behavior, norms, a set of methods and
means of human activity, objectified in the object, material carriers and passed on
to the generation to come, makes it possible to position it as artificially created
by means of thinking, verbal and nonverbal forms of communication, as well as
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symbolic meanings of the environment - the basis for interpreting humanity’s own
experience and direction of action.

A brief analysis of the transformational processes of understanding and
interpreting the concept of “culture” in the historical retrospect shows that this
term has become widespread in the sense of the human mind and soul formation in
ancient Rome, thanks to the political person, the speaker and philosopher Cicero,
who, according to S. Corneanu (Corneanu, 2011, p.45), believed that the formation of
mind through contact with various branches of philosophy and art allows a person
to achieve spiritual balance and harmony with the universe. It should be noted that
the association of culture with achievements in philosophy, literature, science and
art was peculiar to the society in the Renaissance era.

Identification of culture with all the achievements of civilization becomes
particularly widespread in the nineteenth century. It involves the division into
material and immaterial culture, and eventually, the concept begins to be interpreted
as a dynamic phenomenon created by people who live in a certain area at a certain
time; a set of human knowledge, values, beliefs and symbols, under the influence of
social interaction, and sometimes as a way of life.

Modern researchers define culture as values and norms of coexistence adopted
by this society; everything created through human thoughts and actions; all works
and achievements in the field of art, science and morals, functioning in the form
of works of art, customs, views, beliefs, and common values - truth and freedom,
justice and equality; a phenomenon that depends on the time and space in which it
occurs, and therefore it is variable and unpredictable (Robertson, 1992, pp. 37-40).

According to D. Turner (2005), culture is a symbolic phenomenon that involves
creation and transmission of the symbols that people use to communicate and
express emotions.

The genesis of cultural processes we have considered includes development
of pantomimes, which has always been a part of the immaterial culture, since it
presents art, customs and cultural symbolism.

In history and theory of culture, art in general and pantomime, as an
independent form of art in particular, are positioned as an element of human
activity; a universal language of culture that functions in social time and social
space. According to the definition of art as the universal language of human culture,
the value of art pantomime is fixed in the artistic and figurative structure of the
design, which makes it, as an art form, one of the most accessible for perception.

Pantomime is defined as a process (involving the entire body or only
its parts) depicting objects and actions — transitive or non-transitive (the
distinctive feature of transitive actions imitation is the fact that the gestures
are performed with hands, with “imaginary objects”); it is characterized by
iconic gestures (a type of a representative gesture that demonstrates a strong
spatial similarity with the referent), carried out with a communicative purpose
in the absence of a language (Brown et al., 2019). The essential features of
pantomime that go beyond its ironicalness are improvisation, integrity and
openness, and accordingly it has a great meaningful potential (Arbib, 2018, p.42).

Long-term representations of stimuli stored in semantic memory, prototypes,
not examples used in simulation, peculiar categorical representations of actions
or objects, which make a pantomime very symbolic, are usually used in it.
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Some researchers position pantomime as a non-verbal, mimic and non-
traditional means of communication, which occurs primarily in the viewer’s
channel through coordinated movements of the entire body, but which may include
other semiotic perspectives, the most important non-verbal vocalization; an
act of improvisational communication, which in general belongs to a potentially
unlimited repertoire of events or sequential events that have been moved “here and
now” (at that pantomime does not depend on semiotic conventions) (Zywiczynski,
Wacewicz, Sibierska, 2018, pp. 308—309).

It should be noted that in ancient Greek culture the concept of “pantomime”
(mavto-pipog (pantomimos) — “everything” “portray”) was applied to actors and
theatrical art in general, and meant “the one who portrays everything”, since it
was believed that besides the skill of transformation in any character (gods, heroes,
etc.), the actor must be an exponent of human passions and characters.

In theatrical studies, pantomime is generally positioned as a form of movements
of the body, but according to J. Lecoq, this is a means of expression, rather than
a conventionally prescribed theatrical form based on a “bodily representation”,
being a quiet image of real physical activity (Lecoq, 2006, p. 16). It should be noted
that this approach is similar to the body pantomime of E. Decroux or the form of the
physical theater of K. Stanislavskyi, in which the movements of the performer must
naturally arise in the process of improvisation.

It should be noted that under such circumstances, pantomime, although
understood as a dramatic form, is often defined simply as communication through
gestures and movements, rather than words, based on visual and tactile channels
of expression.

The specificity of pantomime culture is also reflected in the intensification of
the study of some of its aspects by anthropologists, ethnologists and folklorists.
For example, in the work “Folklore, Cultural Events and Popular Entertainment”,
edited by R.Bauman (1992), devoted to folk forms of entertainment, the term
“mim” is mentioned along with folk tales and rituals and is present in practically
every intracultural analysis of folklore of a certain group, from Asia and Africa to
America. For example, in Africa, pantomime was often a way of combining the pre-
colonial heritage of indigenous peoples in certain regions, usually in the form of
an original ritual dance with a parody of colonial culture (Kerr, 1995, p. 59). D. Kerr
gives descriptions of one of its most interesting forms — “militaristic pantomime”:
a kind of parody of a military parade (dancers dressed in semi-military clothing,
marching in columns and reproducing the behavior of European colonizers) and
dance “Chama”, in which the participants copy local Arabic battle of swords (1995, p.
60). Note that these forms are similar to some pantomime performances in ancient
Greece and ancient Rome.

It is worth noting that the term “pantomime” has an alternative etymology.

R. Broadbent (Broadbent, 1997, p. 6) states that “pantomime” comes from the
combination of the name of the ancient Greek god Pan - the allegorical god of
wildlife, the shepherd of Arcadia, whose cult has Arcadian origin, and the words
“Mimos” (“mimos” gr.) — “imitator” and literally means “imitator of nature”, since
nature has been the source of art from ancient times. The scientist notes that the art
of pantomime in one form or another (for example, as an element of the religious
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dance of the Assyrians, the Babylonians and the Egyptians) existed thousands of
years ago, and primitive pantomime dances are still practiced among the population
of the South Sea in the authentic form (e.g., martial dances, in which the pantomime
form depicts scenes of chasing, fights, victories, ritual dances in which the habits of
wild animals or birds are imitated, etc.), and even its development contributed to
the human civilization evolution. In this case, “pantomime” (“imitator of nature”)
means mimicry.

This definition corresponds to the concept of “expressive” pantomime, which
emphasizes the connection between pantomime and imitation inherent in human
nature. J. Lecoq (2006, p. 3) makes an analogy between pantomimic performance
and yawning - “uncontrollable and agile”. He sees the origins of a person’s desire to
imitate and parody also in cases of copying the gestures, poses or behaviors of other
people with whom we interact socially. The connection between pantomime and
mimicry is also observed by R. Broadbent, who uses the term “mimicry” in the work
“The History of Pantomime”, arguing that this is “the pantomime of nature, each of us
is endowed with to a degree like we are endowed with a dramatic instinct” ( Broadbent,
1997, p. 14).In this case, the researcher points to the universal nature of pantomime,
noting that the inclinations for the use of pantomime are innate. He refers to
B. de St-Pierre, who noticed that “pantomime was the first language of the man,
known and understood by all peoples, natural and expressive” (Broadbent, 1997,
p. 14). However, . Lecoq (2006, p. 3) rightly states that pantomime is not synonymous
with mimicry - this is not just an imitation, but a way to “seize real”.

The well-known theorist of the theater A.Lust (Lust, 2000, p.19-20)
calls pantomime a “sign language”, whose primary function was to promote
pre-verbal communication: “before the language invention, developed systems of
gestures served not only for communication, but also for promoting the development
of vocal sounds, and later they were included in the first forms of written language,
for example, by the Egyptians, Aztecs and in the pictography of the Jews”.

In traditional semiotics, pantomime is understood as “non-verbal text” endowed
with its own “grammar” (for example, the new grammar of physical pantomime by
E. Decroux), and from the point of view of performance semiotics it is often viewed
along with gestures and movements in choreography.

Pantomime, as the origin of the ritual theater, games, celebrations and
ceremonies, is a peculiar way of reproducing the world with the help of artistic
means (gesture, facial expressions and movement), formed in the traditional culture
of every nation and connected, first of all, with concrete ideas and beliefs.

It’s worth mentioning that the leading theorists and practitioners of pantomime
art of the XX-XXI centuries proposed various definitions of this phenomenon as
a type of stage art, in which the idea and plot, the characters of actors, their actions,
feelings, thoughts and relationships are expressed by eurhythmics means, that is,
through movement, body position, gestures and facial expressions of the actors. At
the heart of pantomime is an action that manifests itself in a series of consistent
and meaningful actions of the actors.

Instead, V. Loskutov (1999, pp. 58-59) positions pantomime as “a form of
eurhythmics expression, the main means of which are the movements and positions
of the body of the individual and the subject, revealed through physical actions,
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gestures and facial expressions, character, content and the idea of “silent” state
of mind, which has a certain level of stress, and also emphasizes the connection
of pantomime with choreography (which is manifested in the clarity of form,
eurhythmics completeness) and drama (meaningfulness and effectiveness of the
gesture, internal references).

E.Decroux defined pantomime as the meaning of a dramatic play method,
in which the actor’s body is a plastic instrument, and not an illustration of
psychological life, since the nature of dramatic development is based on the logic
of sudden events, attractiveness and separation from the realistic principle of the
“life span”.

M. Marso (Yering, Marso, 2008, pp.68-69) noted that the modern art of
pantomime is the art of identifying human beings with objects of the environment
and, at the same time, the art of narratives of history without words by means of
imagination that gives the viewer an impression of a dramatic situation, “a silent
tragedy;, a lyrical recitative, a moon of silence that soundlessly transmits the rhythm
of time”.

Consequently, we can define a pantomime as a statement without words in
which the action is represented by movements and not a single word is pronounced,
but the performance artistic imagery effect on the viewer is extraordinary, since
eurhythmics is the natural language of the man.

Conclusions

Based on the above the pantomime culture is positioned by us as an
interdisciplinary concept, the essential basis of which is the triad: man - culture —
gesture that allowed us to define it as a cultural and anthropological concept; the
universal language of culture that is characterized by a special sign system and
uses various artistic signs (icons, indicators and symbols), endowed with certain
properties; a unique means of creative embodiment of emotional collisions between
the man, art and society under the conditions of modern stage space.

The social and communicative significance of pantomime as a cultural
phenomenon is difficult to overestimate, since the pantomime act can be
interpreted as an interpretation of national or cosmopolitan culture codes, a social
and cultural message, an expressive action of self-expression, a form of intercultural
communication, etc.

We believe that from the cultural point of view pantomime should be
considered not only as an artistic phenomenon, but as a phenomenon of culture.
This foregrounds the need of a thorough study of the problem of pantomime
genesis as an ancient method of figurative reflection of reality associated with basic
fundamental ways of bodily imagery and expression.
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«[TAHTOMIMIYHA KVJIBTYPA» TA MDKAVUCHUIIJITHAPHI
ACIIEKTH II TEOPETUYHOTI'O OCMUCJIEHHSA

CBapHuK bormaH B’ssuecmaBoBuY

Acnipanm,

ORCID: 0000-0001-6801-5063, cvarnykl@gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem Kyaiemypu i Mucmeyms,
Kuis, Ykpaina

Merta ctatTi. Ha OCHOBi aHasi3y MOHSThH «Ky/IbTypa» Ta «IIaHTOMiMa» BUSIBUTU 3MiCTOBY
CYTHICTb «[TAHTOMiMiuHa Ky/JbTypa». MeTomoorist focimkeHHsI. OCHOBHMMM MEeTOAOMOTIYHUMMI
3acajamMyu OOCTiIKEeHHS € HayKoBa OO’€KTMBHICTh i CMCTEMHICTh IMigXOAiB Y BUKOPMUCTAHHI
B3a€MOJIOMOBHIOIOUMX METOMIB: TEOPETUYHOTO (aHaJTi3 Ky/lbTYPOJIOTiUHOI, MUCTEI[TBO3HABYOI,
icTopuuHoi ~ JiTepaTypu),  €MIipUKO-aHAMITUUYHOTO  (TeOPEeTUUYHO-MUCTELTBO3HABUMIA
aHanmi3 (eHoMeHy «MmaHTOMiMa»). Tako)X BUKOPUCTAHO 3araJibHO KYJIbTYPOJIOTiYHI METOAU
TOOCTiIKeHHS, iCTOPUUHMIA, aHAMITUYHUIT METOAM, eIMiCTeMOJIOTiUHI NPUHIMUIIM Ii3HAHHS
3MIiCTOBOi CYTHOCTi MOHSITTS <«IMaHTOMiMiuyHa KyabTypa». HaykoBa HoBU3Ha. IIpocTeskeHO
B3a€MOIHTETPAIil0 PO3BUTKY Ta TPAHCHOPMAILI0 TOHATh «KYJAbTYpa» Ta <«IAaHTOMiMa»
B KOHTEKCTi €BOMIOLIOHYBaHHS COIIIOKYJIbTYPHOTO TIPOCTOPY; BU3HAUEHO IOHSITTEBO-
KaTeropialbHMiI amapaTr MAOCTi[KeHHS, 30KpeMa, 3allpONOHOBAHO BU3HAUEHHSI TIOHSITTS
«MAaHTOMiMiuHa KyabTypar. BucHoBku. CollianbHe Ta KOMYyHiKaTMBHE 3HaYeHHSI MaHTOMiMMU
SIK (DeHOMEHY Ky/IbTYpU BaXKKO MEPEOLiHUTH, OCKIIbKM aKT MAaHTOMiIMM MOXHA PO3I/ISIIATH
K iHTepHpeTalilo KOHiB HallioHaJbHOI a00 KOCMOIIOMITUYHOI KYJIBTYPM, COILIOKYIBTYPHE
TMOBiZIOMJIEHHSI, €KCIIPECUBHY JIit0 CaMOBUPaKeHHs, GOPMY MDKKYJIbTYPHOI KOMYHiKallii Ta iH.
[TaHTOMiMiUHa KyAbTYpa MO3UL[IOHYETHCS SIK MDKIUCIUITIHADHE TIOHSITTS, CYTHICHOI0 OCHOBOIO
SIKOTO € Tpiaja: MIOAMHA — KYJAbTypa — KeCT, L0 J03BOMMUIO BU3HAUUTHU HOTO SIK KYAbTYpHO-
AHTPOIIOJOTIUHE; yHiBEpCcaJibHA MOBA KY/IbTYPHU, IO BUPI3HAETHCS OCOOIMBOI 3HAKOBOKO
CUCTEMOIO Ta BUKOPUCTOBYE Pi3HOMaHITHI XyIOXHi 3HaKM (iKOHiYHi, IHAMKATOPU Ta CUMBOIN),
HAaJliIeHi MeBHUMM BIaCTUBOCTSIMU; CBOEPiJHMIA 3aCi6 TBOPUYOTO BTi/IEHHS €MOIiITHUX 3iTKHEHb
MisK JIFOIMHOX, MUCTELITBOM Ta CYCITiTbCTBOM B YMOBaX Cy4aCHOTO CLIEHiYHOTO IMPOCTOPY.

Knwouosi cnosa: maHToMiMiuHa Ky/IbTypa; TAHTOMiMa; Ky/lIbTypa; AedilliHis MOHSTTSI.
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«JIAHTOMUMMUYECKAS KYJIBTYPA»
U MEKANCHOUIIJINHAPHBIE ACITEKTbBI EE TEOPETUYECKOTO
OCMBICJIEHN A

CBapHbIk bormaH BsuecmaBoBuy

Acnupanm,

ORCID: 0000-0001-6801-5063, cvarnykl@gmail.com,
Kuesckuti HayuoHanbHolll yHUBEpCcUMem KyJasmypal U UCKYCcCma,
Kues, Ykpauna

Llens craThu. Ha ocHOBe aHaiM3a TOHSTUI «KYJIbTYpa» U ITAHTOMMMAa» BBISIBUTH
cofep>KaTeNbHYIO CYIIHOCTb MTOHSTHS «[TaHTOMUMMUYECKAsT KyJIbTypar.

Metoponorust uccnenoBaHusi. OCHOBHBIMM METOLOIOTMUECKMMM IPUHIIUIIAMU
UCCTIeIOBaHUSI  SIBJISIETCST  HayuyHas OOBEKTMBHOCTb U CUCTEMHOCTb  TIOJXONIOB
B MCIIOJNIb30BAaHMM  B3aMMOMOMOHSIOMIMX  METONOB:  TeOpeTMueckoro (aHamaus
KYJIbTYPOJIOTUYECKOM, MCKYCCTBOBEAUECKOW, MCTOPMUUECKON JUTepaTypbl), SMIIUPUKO-
QHAJTUTUYECKOTO (TEOPETUKO-UCKYCCTBOBEAUECKNUI aHamM3 (eHOMEeHa <ITaHTOMUMA»).
Takoke MCIOb30BaHbI O0IIE KYJIbTYPOJIOTMUECKIe METO/IbI MCCIeJOBAHMSI, UICTOPUYECKUA,
QHINTUYECKUIT METOIbI, SMMUCTEeMOJIOTUYeCKe TIPUHIUIIBI TTO3HAHUSI COLEepXKaTelbHOM
CYLIHOCTY TIOHSITUSI «IMaHTOMMMMUECKUX KynbTypar. [IpocieskeHa B3aMMOMHTErpaius
pasBuTus ¥ TpaHchopMauyy IOHSTUI «KYJAbTypa» M <«IIaHTOMMMa» B KOHTEKCTe
SBOMIOLMOHUPOBAHUSI COLMOKYJIBTYDHOTO TMPOCTPAHCTBA; OIpeneneHbl IOHSITUITHO-
KaTeropuabHbIil anmapaTr UCCaef0BaHNus, B YaCTHOCTH, IIPEIJIOKEHO ONpeeneHe TOHITUS
«[MaHTOMMMMUecKkass KyabTypa». HayuHasi HoBM3Ha. IIpociexxeHO B3aeMOMHTErpaluio
pasBuTus ¥ TpaHchopMauyy IOHATUI «KYJAbTypa» M <«IIaHTOMMMa» B KOHTEKCTe
SBOMIOLMOHUPOBAHUSI COLMOKYJIBTYDHOTO TMPOCTPAHCTBA; OIpeneneHbl IOHSITUITHO-
KaTeropMasibHbIl amnmapaT MCCAeOBaHMSI, B UYaCTHOCTM, IPEINIOKEHO OlpeaeneHne
TOHSATUS «IAaHTOMUMUYECKUX KyabTypa». BoiBogpl. ColiMaibHOE M KOMMYHUKATUBHOE
3HAUYeHMe MAaHTOMMMbI KaK (peHOMeHa KyJabTypbl TPYAHO IEePEOI€HUTh, MOCKOIbKY aKT
MaHTOMMMBI MOYKHO pPacCMaTpMBaTh Kak MHTEpIIpeTaliio KOJOB HalMOHAIbHON WU
KOCMOTIOJIUTUYECKOI KYIbTYpPbI, COIIMOKY/IBTYPHOE COOOIIeHME, SKCIIPECCUBHOE AeICTBIE
caMOBbIpakeHMUs, (HOPMY MEXKKYJIbTYPHOI! KOMMYyHUMKAnuuM u 1p. [laHTOMMUMMYecKast
KyJIbTypa MO3ULMOHUPYETCS KaK MEXKIUCLUUIUIMHAPHOE TOHSTHeE, CYL[HOCTHOV OCHOBO
KOTOPOTO BBICTYNAeT TpMUaLa: YeIOBeK — KyJbTypa — KeCT, YTO MO3BOIMIO OIpeneIuThb
ero Kak KyJIbTYpHO-aHTPOIOJOTUYECKOe; YHUBEPCAJbHBIN SI3bIK KYIBTYPbl, KOTODBIH
oTnYaeTcss 0co060¥ 3HAKOBOI CUCTEMOI U UCTIONb3yeT Pa3HOOOpa3HbIe XYI0XKeCTBEHHbIE
3HaKM (MKOHUYHbBIE, UHAMKATOPBI ¥ CUMBOJIbI), HaZleJIeHHbIEe ONpeieJIeHHbIMU CBOVICTBAMMU;
CBOEOOpa3HOe CpeICTBO TBOPUYECKOTO BOIUIOMIEHUS IMOIVIOHAIbHBIX CTOJKHOBEHUI
MEXIY YeI0OBEKOM, MICKYCCTBOM ¥ OOIECTBOM B YCIOBMSIX COBPEMEHHOTO CIIEHUYECKOTO
MPOCTPAHCTBA.

Kniouesbie cnosa: maHTOMMMUYECKast Ky/lIbTypa; MAHTOMMUMA; KYJIbTypa; HeUIVHUS
TIOHSITHS.
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