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PODEPAT

PaboTa 3msmryae: 48 c., 32kpbIHinb, 3 JaAaTKI.

Kmrouaseist  croel:  KECBJIEYCKI, JA2KAJIOI', BOBPA3 CMEPIII,
CEMIETBIKA KIHO, KIHAMOBA, 3HAKABbBIA CICTOMBI,
BI3VAJII3ALIBISI ®PA3EAJIATI3MAY,

MbTa gan3enail paboThl — MpaaHaiizaBallb NPHIEMBI BepOanbHall HaMiHAIIbI
1 Bi3yaJibHail poiamizaieli BoOpa3a cMepill ¥ BBIOpaHBIX (inbMax 3 IBIKITY
«JIpkanor» Kmeimrada Kecbnéyckara.

AOG’exktam nmacnenaBanHsa 3 symsronua ¢uibMbel K. Kechnéyckara 3 1pikimy
«/IpKkanor», y acHOBE CIOKATa SIKIX JISDKBILB CMEpLb reposi, — rata «/kanor Iy,
«pkamor II» 1 «Kapotki ¢iieM mpa 3a01BaHHE».

VY skacui Meranay HaByKoBara JacjelaBaHHS Y JbIIJIOMHAaN paborie
BBIKAPBICTOYBAJICA:CTPYKTYPHBI aHaji3, CEeMISThIUHBI aHaji3, MeTaj] CYLJbHal
BBIOAPK1, KOJIbKACHBI META/I, alliCaJIbHbI META/I.

VY mpanpce paboThl ObUTI aTpbIMaHbl HACTYIHBIS BBIHIKI: IIPbI aHAJI3€ TPOX
¢umpMmay K. Kecbnéyckara ¥ cdepsl BepOanbHBIX CpoAKay Hasipaella 4acTKOBas
TalyipaBaHacilb 1 TOHIIHIIBIA Ma30sTaHHs MTpaMo HaMIHaIbIl CMepITl, y chepsl kKa
BI3yaJbHBIX CpPOJIKAY — HEMacpd[Hasi CMepLb Ha SKpaHE yacTa CylnpaBajKaella
METaHIMIYHBIM aJJIIOCTPaBaHHEM CMEpIl 3 jJamamMoraid mpbiéMa Bizyai3albli
dbpazeanarizma ca 3HaYIHHEM T10ei.

HagizHa aTpbIMaHbIX BBIHIKAY 3aKiioydaella ¥ TbIM, IITO 3 Jarnamorai
CEeMISATbIYHAra aHami3zy ObUIl BBISYJEHbl apBITIHAJIBHBIA  MPBIEMBI,  SKIMI
kapeicTaena K. Kecbnéycki npsl agiarocTpaBaHHIBoOpa3a cMeplli.

Pokamenpanpli  ma  BBIKApBICTAHHI  aTPhIMAHBIX  BBIHIKAY:  BBIHIKI
naciefaBaHHsl BepOaJbHBIX 1 Bi3yaJbHBIX HpbIEMAY y alocTpaBaHHI BoOpaza
CMEPIIl MOTYIIh OBIIh BRIKAPBICTAHBI TIPHI BBIBYUSHHI TBOpUactii K. Kecbnéyckara,
y OTHAIIHTBICTBIYHBIX TIpamax, JacieayrodblX KaHIPIT CMEpIll, Takcama ¥
JIEKUBIMHBIX 1 MPaKThIYHBIX Kypcax Ma CEeMIETHILbI, a MEHaBITa Ma CEMiETHIIbI
KiHeMarorpada.

A¥yTtap paboThl mNauBsp/Kae, IITO TMpala BbIKAHAHA caMacToOWHa 1
OpbIBEA3EHBl ¥ € pasilikoBa-aHAMITBIYHBI MaTAIPbIsUT CiyliHa 1 al'eKThIyHa
aJUTIOCTPOYBae CTaH JacjelaBaHHal 3’SBbI, a YCe 3ama3bluaHblsl 3 JITapaTypHBIX 1
IHITBIX ~ KPBIHII TIAPITHIUHBISA, METAJalariuHblsl MMalaXXd HHI 1 KaHIDIII
CyTpaBaKaIoIIIa CIachlIKaMi Ha iX ayTapay.



PEDEPAT

Pa6ora conepxut: 48 c., 32 ucTouHnKa, 3MPUITOKEHUS.

Kimouessie cioBa: KECBJIEBCKU, JEKAJIOI', OBPA3 CMEPTH,
CEMUOTHUKA KMHO, KMHOA3BIK, 3HAKOBBIE CUCTEMBI,
BU3YAJIN3ALUA OPA3ZEOJIOT'N3MOB.

Llenp gaHHOW paboThl —MpOAaHAIU3UPOBATH IPUEMBI  BepOaIbHOI
HOMUHAIIMU U BU3yaJIbHOW peanu3aiuu o0pa3a cMepTH B U30paHHbIX (DUiIbMax U3
nukna «/exkanor» KmmmrodaKecbnéBckoro.

O6bexToM uccnenoBanus sapisitorcss GuibMmbl K. KechnéBckoro u3 nmxina
«Jlexaor», B OCHOBE CHOKETA KOTOPBIX JIEKUT CMEPTH I'epost, — dT0 «Jlekanor I»,
«/exainor II» u «Kopotkuit puiabm o yOuiicTse.

B kauecTBe METOIOB HAy4YHOTO HCCIEAOBAaHUS B JUIUIOMHOW paboTe
UCIIOJIB30BAIMCh:  CTPYKTYPHBIA  aHalu3, CEMUOTHYECKHMH aHaliu3, METOJ
CIUIOIIHOM BBIOOPKHU, KOJIMYECTBEHHBIN METOJ], ONIUCATENbHBIA METO/I.

B npouecce paboThl ObUIM MOIYYEHBI CIEAYIOLUINE PE3YIbTAThl: IPH aHATIU3E
tpex ¢unpMoB K. KecbnéBckoro B cdepe BepOalbHBIX CpEeACTB HaOIHOAaeTCA
yacTU4Has TaOyMPOBAHHOCTh W TEHAEHIUS U30eraHuss NOpsIMOM HOMHHALUU
CMEPTH, B cepe ke BU3YyaIbHBIX CPEJCTB - HEMOCPEICTBEHHAs] CMEPTh HA DKpaHe
YacTO CONPOBOXKIAETCS METOHUMHUYECKUM OTPAKEHHUEM CMEpPTH C MOMOUIBIO
npremMa BU3yaiau3aluuu (ppa3eosiorusma co 3Ha4YeHHEM TH0eH.

HoBr3Ha MOJIy4YEHHBIX PE3yJbTATOB 3aKJIIOYAETCS B TOM, YTO C MOMOILBIO
CEMHOTHUYECKOW aHajan3a ObLIM BBISBICHBl OPUTHMHAJIBHBIE NPUEMBI, KOTOPHIMU
nosib3yercst K. Kecbnésckuit mpu oToOpakeHUH o0pa3a CMEpTH.

PexomeHmanum 1o MCrosb30BaHUIO MOJTYYEHHBIX PE3YJIBTATOB: PE3YJIbTAThI
UCCJIEI0BAHNS BEepOANbHBIX M BU3yaJIbHBIX PUEMOB B OTPaXXEHUH 00pa3a cMepTH
MOTYT OBITh HCIONBb30BaHbl Mpu u3yueHun TtBopuecTBa K. Kecwnéckoro, B
ATHOJIMHITBUCTUYECKUNA paboTax, MCCIEAYIONIMX KOHUENT CMEpPTH, TaKkKe B
JIEKIIMOHHBIX M MPAKTHYECKUX Kypcax IO CEMUOTHKE, & UMEHHO IO CEMUOTHKE
KuHemaTorpada.

ABTOp paboOThI MOATBEPKAAET, YTO pabOTa BBHINOIHEHA CAMOCTOSITENILHO U
MPUBEJACHHBI B HEHM PACUCTHO-AHAJUTHUYECKHM MAaTepuaid IPaBUIBHO W
OOBEKTUBHO OTPAXKAET COCTOSIHUE MCCIIETyeMOTr0 SBJICHHUSI, @ BCE 3aUMCTBOBAHHbIE
U3 JIUTEPATypHbIX M JAPYTUX HCTOYHHKOB TEOPETHUUYECKHE, METOJ/I0JOTUYECKUE
MOJIOKEHHS M KOHLIETILIMU COMPOBOKIAFOTCS CCHIJIKAMH Ha UX aBTOPOB.



SUMMARY

The thesis contains 48 pages, 32 sources, 3 appendices.

Keywords: KIESLOWSKI, DECALOGUE, IMAGE OF DEATH,
SEMIOTICS OF CINEMA, LANGUAGE OF CINEMA, SIGN SYSTEMS,
VISUALIZATION OF PHRASEOLOGISMS.

The aim of this paper is to analyze receptions of the verbal nomination and
visual realization of the image of death in selected films from the cycle
«Decalogue» by Krzysztof Kieslowski.

The object of the research is K. Kieslowski's films from the «Decalogue»
series, based on the death of the hero such as «Decalogue I», «Decalogue I1» and
«A Short Film About Killing».

The following research methods were used: structural analysis, semiotic
analysis, method of continuous sampling, quantitative research, descriptive
research.

The obtained results: when analyzing Kieslowski's three films in the sphere
of verbal means, there isapartialtaboo and a tendency to avoid a direct death
nomination, while in visual media, immediate death on the screen is often
accompanied by a metonymic reflection of death using visualization of
phraseology with the meaning of death.

The novelty of the results is that, using semiotic analysis, the original
techniques used by K. Kieslowski in the depiction of the image of death were
revealed.

Recommendations for usage of the obtained results: the results of the study
of verbal and visual techniques in the reflection of the image of death can be used
in the study of K. Kieslowski's creativity, in ethnolinguistic works examining the
concept of death, also in lecture and practical semiotics courses, namely, the
semiotics of cinematography.

The author of the paper confirms that the work was done independently and

the system analysis presented in this paper correctly and objectively reflects the
process status of the under investigation, and all the theoretical, methodological
provisions and concepts borrowed from literary and other sources are accompanied
by references to their authors.



