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Cmammio MpucesyeHo 8UBYEHHIO JTIH2B80KOHIMUBHUX MexaHiamie, 3a805KU SKUM 8i06y8aembCs KOHCMPYHBaHHS KOH-
yermis, W0 BUKOHYHOMb POIib KITHOBUX Y po36y008i ekhpacmuyHUX y3acarbHeHb Y Cy4yacHUX aHarlOMOBHUX ece fpo
o0bpasomeopyue mucmeymeo. LocnidxeHHs 30ilicHeHO Ha Mamepiani ece Pobepma X'to3a U Cipi Xycmeedm npo meop-
yicmb xydoxHuka [xopdxo MopaHdi i3 3acmocy8aHHAM iH2B80KOSHIMUBHO20 ma NiHegonoemornozidyHo2o nidxodie 4o
sueBYeHHs ekgppasucy. Ha ocHosi cuHmesy yux nioxooie exghpasuc 8 ece npo obpasomeopye MUCmMeymeo po32nsidacmscs
SIK NiH28aTbHO OMNPUSIBHEHE KO2HIMUBHE S8ULLE, M08’a3aHe 3 (hOPMyBaHHAM HOBUX CMUCTTIE y pe3ynibmami 83aemMo0ii 8isy-
anbHo20 U 8epbaribHo20. TepMIHOCMOYYEHHS «eKgbpacmuyHe y3az2aribHeHHs1» 3arporoHO8aHO 8 POOOMI Ha MO3HAYEHHSI
makux ekgbpasucie, Kompi penpe3eHmyroms CyKynHicms meopie neeHo20 XyOOXHUKa. Y npoaHanizogaHux eceicmuyHux
eKgpacmuyHUX y3azanbHEeHHSIX 8UOKPEeMIIeHO OBCSMb KIKHO8UX KOHUenmie i KoHuenmyarbHux knacmepie: MACTE-
LUTBO, XYAOXHWK, KAPTUHA, HATKOPMOPT, 306PAXXEHWN HA KAPTUHI OB’€KT, ®OPMA 30BPAXXEHOIO HA
KAPTWHI OB’€KTA, BIZHOLEHHS MIXK 30OEPAXXEHUMW OB’€KTAMU, APXITEKTYPHUN OB’€KT, BAYEHHS, OBME-
XKEHHS. Cmucnu yux Kmo4o8ux KOHUEMMI8 8UMEOPHIOMbCS 8 MpoaHarizoeaHux ece 3a 00rnomMo2or 00uHadusmu fiHe-
BOKO2HIMUBHUX MexaHi3mig: icmopuyHo20 o2nsady, akmyanidauii yaeneHb y Mexax negHuUX (inocoghCbKuX YU MUCmMeybKux
mevyitl, nopigHsIHHS U 8usierieHHs1 NoGibHOCMI, MOPIBHSIHHSA U 8UsIBIIeHHST 8IOMIHHOCMI, onucy, po3nosidi npo nodii 8 xummi
XyOOXHUKa, po3rnoeidi Npo crpuliHAMms KapmuH XyQOxHUKa, yumyeaHHs iHmepnpemauii kKapmuH XyQoxHuUKa Ha3gaHUM
Yu HeHas8aHUM KpUMUKOM, 8UKOPUCMAaHHS MegH020 abCmpakmHo20 KoHuenmy (MoHssmmsi), peiHmepnpemauii negHo20
MOHSAIMMS, Y>KUBaHHS MOHIMMS 3 iHWOI cucmemu ecmemuku. 3azarbHi CMUCIU eKghpacmuyHUX y3azarnbHeHb 8 060X ece
nodi6Hi i Moxymb 6ymu cghopmyrnbosaHi y 8uensidi 80X 83a€MOIO8 ’A3aHUX MEEPAKEHb. « OOMEXEHHS 8 306paXxeHOMy Ha
KapmuHax He 03Ha4ae 0BMEXEHHS y 8UCH0BMNEHOMY KapmuHamuy i «meopyicmb MopaHOi Mae 8a2ome 3HayeHHsl, 60 8oHa
84umMb 0cobruB020 HecniwHo20 bayeHHs». Pesyrnbmamu docnidxeHHs ceiddamsb, WO ekghpacmuyHi y3azarnbHeHHs1 8 ece
npo obpasomeopye MUCMEUmMeo € CKIadHUMU KO2HIMUBHUM YMBOPEHHSMU, OCKIfTbKU 80HU 8UMEOPIIOMbCS 3a80sKu
83aemodii U020 cnekmpy Pi3HUX JIIH280KOSHIMUBHUX MexaHi3mie;, KOHCMpyt8aHHs MoOibHUX CMUCITi8 eKghpacmu4HUX
y3aearibHeHb y PisHUX ece npo obpasomeopye mucmeymeo 30iliCHIEMBCS WIISIXOM MBOPY020 MOEOHaHHS asmopamu
€Cce HU3KU JTIH280KOSHIMUBHUX MeXaHi3Mie KOHCMPYHBaHHS CMUCTTI8 KITIOHYOBUX KOHUENmiI8, Wo € we 00HUM C8I0YEeHHSIM
meopyoi npupodu MoBU; YHiKarbHicmb eKghpasucy siK NiHe8OKO2HIMUBHO20 s8ula rossieac 8 momy, Wo 6iH € 800HoYac
€rnocobom rnisHaHHsI MuCmeUybKUX meopie sk nesHux ob’ekmig caimy (b6e3nocepedHim nisHaHHsaM) i Mi3HaHHS caimoarsidy,
YMIneHo20 8 Yux MucmeubKux meopax (peghrieKCUsHUM Mi3HaHHSIM).

KntouyoBi cnoBa: ekdpasuc, KoHUeNT, ece, BepbanbHa penpeseHTallis TBOpiB 06pa3oTBOPYOro MUCTELITBA, MIHMBOKOT-
HITUBHWI MexXaHi3M, NiHrBONOETONOMNYHUI aHanis.
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The article explores linguocognitive mechanisms of construing key concepts of ekphrastic generalizations in modern
essays about fine art written in English. The material of the study is the essays about Giorgio Morandi by Robert Hughes
and Siri Hustvedt. Studied within the linguocognitive and linguopetic perspectives, ekphrasis in essays about fine art



is treated in this paper as a linguistically represented cognitive entity involved in generating new meanings through
the interaction of the visual and the verbal. Ekphrastic generalizations in the two analysed essays comprise ten key
concepts and conceptual clusters: ART, PAINTER, PICTURE, STILL LIFE, OBJECT DEPICTED IN THE PICTURE, FORM
OF THE OBJECT DEPICTED IN THE PICTURE, RELATIONS BETWEEN THE OBJECTS DEPICTED IN THE PICTURE,
ARCHITECTURAL OBJECT, SEEING, LIMITNESS. The meanings of these concepts are construed in the essays through
eleven linguocognitive mechanisms: overviewing historical development, actualizing philosophical or artistic conceptions,
comparing and discovering the similarity, comparing and discovering a difference, description, narration about a painter,
narration about a spectator, quoting an art critic, employing an abstract concept, reinterpreting a concept, applying
a concept from another aesthetic system. The overall meanings generated in both essays are similar to each other and can
be reconstructed as two interrelated statements “a limited range of the objects depicted in the pictures does not mean
a limited number of ideas represented by these pictures” and “Morandi’s art is important as it teaches how to see objects
without haste”. The results of the study reveal that ekphrastic generalizations in essays about fine art are complex by
their nature since they appear due to the interaction of several different linguocognitive mechanisms. Besides, the study
provides one more evidence of the creative nature of language with its demonstration that even though different authors
employ the same linguocognitive mechanisms in developing their arguments, they opt for different combinations of these
mechanisms. The results of the study make it possible to claim that the specific feature of ekphrasis is its twofold nature:
ekphrasis is a means of learning about artworks as objects in the real world and a means of learning about worldviews
embodied in these artworks.

Key words: ekphrasis, concept, essay, verbal representation of works of fine art, linguocognitive mechanism,

Cepis [epMaHIiCTUKa Ta MIDKKYNbTYpHa KOMYHiKaLis

linguopoetic analysis.

1. Beryn
Exdpaszuc — sBume «BepOambHOI penpe3eH-
Tanii Bi3yanbHOi pemnpeseHtanii» (Mitchell,

1994) — ocMuCITIOETBCS B Cy4YacHIl Haylll y IBOX
acIIeKTax: «siK opMa B3aEMHOTO TePEKO/IY BAHHST
BHIIB MUCTCITBA — PENPE3CHTALI] OIHOTO BUIY
mucreursa B iHmomy» (boBcyniBebka, 2014:
16) 1 «sk xaHp putopuyHux 3marasby (boscy-
HiBCbKa, 2014: 16). [Ipyruii acneKkT 3aKopiHEHH
B anTn4HOCTiI (boBcyHniBchka, 2014: 16), amxke
TIEPIINI 3pa30K «JIITEPaTypHOi penmpe3eHTarii
BI3yaJIbHOTO MHCTEITBA» MICTUTHCS B TOEMI
T'omepa «Imiaga» (Heffernan, 1991: 297), xonu
PO3MOBiAb MPO MOAIl MEPEepUBAETHCS OMUCOM
mmta Axisuna (Armas 2005: 14); 3atum exdpasuc
HasBHUH y TBopax Dinocrpara Crapiioro (tam
camo; bparunckas, 1994), ®inoctpara Momon-
moro, Kamnimaxa (Armas 2005: 14). Huni cno-
CTepiFaCTBCSI MOCUJIEHHS 1IHTEpECY HayKOBuiB hi ()
aHai3y ekppasucy B NePLIOMY aCTEKTi — SK B3a-
€MHOTO MEPEKO/TyBAHHS Pi3HHUX BH/IiB MHCTCITBA.
CyuacHuM aociiiHuKaM ekdpasucy nputaMmaHHe
YCBIJOMJIEHHS TOTO, IO 1€ MTOHATTS «BIAMOBIIA€
YOMYCh BKJIMBOMY JJIsi Cy4acHOTO MOIVISAY Ha
miteparypy it mucrenrso» (I'emrep 2002: 8). Le
3YMOBJICHO «SIK CY4aCHOI0 CHHKDETH3ALIIEI0 BCIX
BHJIIB MUCTCLITBA, TaK | NPArHCHHSIM BHHAATH
TaKi KaTeropii aHayizy HOBOYTBOPEHUX CHHKpe-
TUYHHX SBUII, SIK1 O 3a710BOJILHSUIN K1JIbKA BUIIB
mucrenTtBa BogHouyac» (boBcyniBceka, 2014:
16). OcobmuBHil TOMITOBX 70 PO3BUTKY CTYil
ex(dpasucy OTpUMaiau y 3B’SI3KY 3 «KOTHITHB-
HUMU 3100yTKaMH B LIAPUHI MUCJICHHS, TIaM’sITi
it obpasy» (boscyHniBcbka, 2014: 16). Otxe,
JOCII/DKeHHST eK(ppa3ucy MOB’S3aHO 3 TOIIH-
OJICHHSIM BUBUCHHSI OJTHI€T 3 KapAUHAIBHUX MPO-
0J1eM JTIHI'BICTHKH — 3B 3Ky MOBU ¥ MUCIICHHS.

HoBu3Ha TemMu poO3BiAKH 3yMOBJEHa 3acCTO-
CYBaHHSIM JIIHTBOKOTHITHBHOTO MiJIXOMy JUIS
pPO3MISALy TIe HE JOCTAaTHBO JOCIIIHKEHOTO Pi3-
HOBUJIy eKk(dpasucy, a came ekdpasucy B ece
mpo 00pa3oTBOpYE MHCTEUTBO. AKTYaJIbHICTh
HAyKOBUX pIIIEHb, 3alpPONOHOBAHUX Yy CTaTTi,
MOB’si3aHa 3 PO3BUTKOM METOJUKH JIIHTBOIIOETO-
JIOTIYHOTO aHaJi3y eK(pasucy, 3armo4aTkoBaHOT
B poborax O.I1. Bopo6iioBoi (Vorobyova, 2014)
ta H.IL. I30T0BOT (2018: 285-290).

2. Eceicruunuii exgpasuc y cBinIi JIHIBO-
KOTHITMBHOIO i JIIHFBOIIOETOJIOTIYHOIO I TX01iB

HuHi JTiHTBOKOTHITMBHUN aCHEKT KOHCTPYIO-
BaHHS eK(pa3ucy B Cy4YacCHHUX AaHIIIOMOBHHX
ece Tpo 00pa3oTBOpYE MHCTEITBO 3aJIHIIIA-
€ThCSI HEOCTAaTHBO JIOCHIKEHOI  cdeporo.
[TocTym y 1iif apyHI YMOMXIJIMBITIOETHCS 3aBISKH
HasIBHUM 37100yTKaM, 3 OJHOTO OOKY, y BHBYCHHI
TuniB ekppactuuHux TekcTiB (MouepHiok, 2014:
294) Ta pizHoBHIIB ekdpasuciB (Suenko 2011),
a 3 1HmIOro OOKy, pe3yJbTaTaMH JIOCIIJHKEHHS
quckypey npo mwucrenrBo (benbmecosa, 2016;
BbynaroBa 1999; Kapkosa, 2011; 3aroponuesa,
2010; Koznosckas 2003; MuneroBa, 2012).
Tak, anani3z ekppacTUYHHUX TEKCTIB J1aB 3MOTY
YKJIACTH X TUIOJIOTriI0, SIKa BKJIIOYA€ TpU Kare-
TOpil: XyIOXKHIN, KBa3iXyIoXKHIN (eceicTUIHMIA)
1 HEXyHIOXKHIN (MHCTeuTBoaHanHﬁ) (MouepHIoK,
2014: 294), a CTYI[II JUCKYPCY MPO MHCTEUTBO
YMOKTHBHITH BUJIJICHHS €CEICTUYHOIO TUCKYPCY
K MOro 0coONMBOrO pisHOBUAY (3aropoaHesa,
2010) 1 mpogeMoHCTpyBaiIH €(hEeKTHBHICTH 3aCTO-
CYBaHHs TOHATTS BEpOAIi30BAHOIO DAY JIEK-
CUYHUX 3aC001B KOHIICTITY SIK IIEBHOI KOTHITHBHOI,
1H(MOpMaIIHHOT OAWHMIN 7S aHATI3y TUCKYpPCY
npo wmmucrentBo (bembmecoBa, 2016: 64-66;
bynatoBa 1999: 84-113; Kosnosckas 2003:
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67-71, 75-78). OTxe, Ha OCHOBI HasIBHUX JIOCIi-
JUKEHb MOJKHA OKpPECIUTH OO0 €KT BHUBUEHHS,
AKHA TOTpedy€e MOJANBIIOTO JIIHTBOKOT'HITHB-
HOTO aHaji3y, a caMe JIIHTBOKOTHITUBHUI BUMIp
eceicTHuHOrO eK(dpasucy B JUCKypCl mpo olpa-
30TBOpYE MUCTENTBO.

Po3pobnennss Tumosorii  exdpasuciB  gano
3MOTy YKJAcTH iX Kiacudikaiiio 3a pi3HUMH
KpHTepiﬂMH 3okpema, Bi,Z[HOBiL[HO JI0 KIJIBKOCTI
i IIMPOTH TPaHCIIBOBAHOT Bi3yalbHOI iH(OpMAILii
ex(dpa3ucy MOAUISIFOTHCS HA TPOCTI, TOOTO «OTIHC
SIKOTOCH OZIHOTO (SIK MPaBUIIO, aTpruOyiHoBaHOrO
32 aBTOPOM YHM HA3BOIO) BI3yalbHOTO TBOPY
200 300paXCHHs, 1 3BEICHI — «OIHC 300paxy-
BaJIbHUX MOTHBIB KIJTLKOX TBOPIB OJHOTO aBTOPA,
IIKOJIM, HAIMPSMY, SIKI CTBOPIOIOTH y Pe3yJbTaTi
ume TeBHY 361pHy MOJIEITb) (HueHKO 2011).
B inmiit Tepminonorii exdpasucu, KOTpi «moe-
HYIOTh JBa 4YM OIiJbII€ MHCTEUBKHX TBOPHY,
Ha3uBalThcsd koMOiHatopHuMu (Armas 2005:
22). BumaeTscsi MOTEHIIIHO TUTIIHUM 3aCTOCY-
BaHHS O3HAUEHOI BUIIE THUMOJOTIi ek(ppas3ucis
70 JOCTI/KEHHS JIHTBOKOTHITUBHOTO BUMIpY
eceiCTUYHOTO eK(pa3ucy B JAUCKYpCi mpo obdpa-
30TBOpYE MUCTELTBO. Y PO3BIALI MU IIOCIYTOBY-
BaTUMEMOCsT poOOYMM TEPMIHOM exppacmuune
y3aeanvHeHHs Ha TIO3HAYEHHS TaKuX eK(Pas3uciB,
KOTpPl PENpe3eHTYIOTh CYKYITHICTh TBOPIB TIEB-
HOTO MHWTLS W amenorTh 10 BCi€l Horo TBOp-
40CTi a00 BETUKOTO Mepioly HOro TBOPUOCTI.

JIIHrBOMOETONOrIYHAN MAXI [0 BHUBYEHHS
exdpazucy (Vorobyova, 2014; I3otoBa, 2018:
285-290) mae 3MoOry pO3IISHYTH JIIHTBOKOTHI-
TUBHUI BUMIp EKPpa3UCy B CyHaCHUX aHITIOMOBHUX
ece mpo 00pa30TBOpUE MHCTEITBO B ACTIEKTi KOH-
CTPYIOBaHHSI CMUCITY (CMHCIIIB) JJaHUX €ce.

Marepian qoCiiPKeHHS CTaHOBIISATh eKdpac-
TUYHI y3araJibHEHHS B €ce JIBOX BIJOMUX ece-
ictiB Pobepra X’ro3a (1987) 1 Cipi XycrtBear
(2006) po TBOpuicTh [Ixopaxxo Mopanai — ita-
niicbkoro skuBonucls Ta rpadika XX CTOMITTS
3 YHIKaJbHUM aBTOPCHKUM XYIOXKHIM CTHJIEM.
MeToro po3BiKH € 3’dCyBaTH, SIKi JIIHTBOKOT-
HITUBHI MEXaHI3MH 3aJlisTHI B Cy4aCHHX aHIJIO-
MOBHHX €C€ PO 00pa30TBOpYE MHUCTEUTBO IS
KOHCTPYIOBaHHS, TOOTO KOHTEKCTYaJIbHOTO (op-
MYBaHHSI CMHCIY KIFOUYOBUX KOHIICTITIB, KOTpi
CTPYKTYPYIOTb  eK(dpacTHyHi  Yy3arajibHEHHS.
3aBnaHHSMU po3BinkH €: 1) imeHTu(iKyBaTH
JIHTBaIbHO ONPUSIBHEH] KJIFOYOBI1 KOHLICTITH
eK(ppacTHYHUX y3araibHCHb B aHATI30BAHHX
ece; 2) BU3HAYUTH JIIHTBOKOTHITHBHI MEXaHI3MH
KOHCTPYIOBaHHS LUX KOHIIEMTIB; 3) PO3KPUTH
B3a€EMOJII0 BU3HAYEHUX JIHIBOKOTHITUBHUX
MEXaHI3MIB  JUIsl KOHCTPYIOBaHHS ~ CMUCIIIB
exk(pacTUYHUX y3araJbHEHb B €ce.

Meton010ris TOCHIKEHHST PO3BIIKA € CHH-
TE30M JIIHFBOKOTHITUBHOTO Ta JIIHTBOIIOETOJIO-
TIYHOTO IMiIXOJIB IO BHBUYEHHS €KPPa3UCy, IO
Jla€ 3MOTY 3MOJICNIOBAaTH €K(Ppa3uc B ece MIpo
00pa30TBOpUYE MUCTEITBO SK JIIHTBAJIBHO OIPH-
SIBHEHE KOTHITUBHE SIBUIIE, TTOB’s13aHE 3 (HOpMy-
BaHHSM HOBUX CMHCIIB Yy pe3yJbTaTi B3aeMOii
Bi3yaJIbHOTO Ta BepOAIBHOTO. Y CTaTTi MU AOTPH-
MY€EMOCSI TPAKTUKH IMCHYBaHHSI BUOKPEMIJICHUX
KOHIICTITyalTbHUX OIMHUIIb MOBOIO 10 CJI1IPKEHHS,
TOOTO HA3UBAEMO BUYJICHOBAHI B pe3yibTaTi aHa-
73y KOHIENTY YKPaiHCHKOIO MOBOIO.

3. lunaMika KOHCTPYIOBAHHSI KJIIOYOBHX
KOHIENTiB eKPpPACTHYHHUX y3arajbHeHb B ece
NMpo 00pa30TBOpPYE MUCTENTBO

B oOpanux mis aHamizy ece imeHTU]IKaIis
XyJIO)KHHMKA, HA YUIH TBOPYOCTI 30CEpPEeHKEHI Il
TEKCTH, 3/IHCHEHA B Ha3Bax €Ce 3aBISKH BXKH-
BaHHIO MTOBHOTO BJIACHOTO iMeHi MUTI Giorgio
Morandi, a came: “Giorgio Morandi” (Hughes,
1987: 183) 1 “Giorgio Morandi: Not Just Bottles”
(Hustvedt, 2006: 121). B obox ece posropra-
I0TBCS eK(pacTHUHI y3araabHEHHS, OCKUIBKH
[l TEKCTU TPHUCBSYEHI HE OKPEMHM KapTHHAM,
a CyKymHOCTI TBOpiB MopaHi, NpeAcTaBIeHuX
Ha BUCTaBKax, a came: ‘‘The untruth of this verdict
can readily be seen at New York's Guggenheim
Museum, where the first American retrospective
of Morandi’s work is on view” (Hughes, 1987:
184); “I hadjust arrived at the Peggy Guggenheim
Gallery in Venice. [...] We had come to look
at the exhibition of Giorgio Morandi's late work.
from 1950 to 1964, the year of the artist s death...”
(Hustvedt, 2006: 122). Y naBeacnux Buie ¢pa-
rmenTtax ece koHuent BUCTABKA axkryanizy-
€THCS 3aBISIKA BXXHBAHHIO JICKCEM retrospective
W exhibition. Ilpu 1BOMY CIOBOCHONYYCHHS
retrospective of Morandi’s work (Hughes, 1987:
184) Ta exhibition of Giorgio Morandi'’s work
(Hustvedt, 2006: 122) niHrBambHO pemnpe3eH-
TyloTh KoHuentyanbHuil knacrep BUCTABKA
POBIT MOPAH/II sk Take KOTHITUBHE YTBO-
PCHH3I, «XapaKTepHa 0COOIHBICTH SKOTO MOISTAE
B CKJIAJCHOCTI 3 OKPEMHX CIIEMEHTIB, SKI
B IPOIIECI CBOET B3a€EMO]Tii BUKOHYIOTH BU3HAYCHI
¢bynkii» (I3orosa, 2009: 9). O3Hauenns the first
American, CHHTaKCUYHO 3aJIS)KHE BiJ JICKCEMHU
retrospective (Hughes, 1987: 184), cnpuse
KOHKpETH3allii  KOHIIENTYaJIbHOTO  KJlacTepa
BUCTABKA POBIT MOPAH/I sk xmacrepa
[MEPIHA AMEPUKAHCBKA PETPOCIIEK-
TUBHA BUCTABKA POBIT MOPAH/II,
a CHHTAKCUYHO MiJMOPSIKOBaHI JeKceMi work
o3HaueHHs late 1 from 1950 to 1964 (Hustvedt,
2006: 122) 3a0e3neuyrOTh KOHKPETH3AIIIIO
koHuenryaapHoro  kinacrepa  BUCTABKA
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POBIT MOPAH/I sax xnacrepa BUCTABKA
POBIT MOPAH/I TIII3HBOT'O TIEPIOAY
TBOPUYOCTI: 3 1950 mo 1964 POKMU. Cio-
BocnionyueHHss at New Yorks Guggenheim
Museum (Hughes, 1987: 184) i at the Peggy
Guggenheim Gallery in Venice (Hustvedt, 2006:
122) penpe3eHTyI0Th KOHIENTYaJIbHUA KIJIacTep
MICLE ITPOBEJIEHHS BUCTABKU, cnpu-
SIOYU  JIOIaTKOBIM KOHKpeTh3alii aKTyaJIi3o—
BaHOI iH(pOpMALT PO BUCTABKY XyIOXKHIX poOIT
MopaHi sk mpeIMeT aHaii3y B ece.

3.1. Axryanizamiss KJIHO4Y0BHX KOHIENTIB
ek(ppacTUYHUX y3arajbHeHb

[Tig KJIFOYOBHMH KOHIIENTAaMU eK(QPaCTHIHUX
y3araJbHEHb MU PO3YMI€MO TaKi KOTHITUBHI O/1U-
HUII1, aKTyaJi3amis SKuX 3a0e31evye BATBOPESHHS
OCHOBHOTO CMHCIYy eceicTUYHOro ekdpacTuy-
HOTO y3arajbHEHHS. Y pe3yabTari 3/1iCHEHOTOo
aHamizy ieHTH(IKOBaHI TaKi KIIOYOB1 KOHIIENTH
B JIOCII/KYBaHUX €ce:

— koHnent MUCTELTBO — niHrBaibHO
aKTyaJi30BaHUI 3a JOMOMOIOI0 JIEKCEeMH art,
Hanpukian: “... Morandi chose an art that could
not frighten or persuade...” (Hughes, 1987:
185-186);

— wxonuent XYIOXHUK — Bepbaii-
30BaHUM 3aB[SIKA  JICKCEMaM pazntmg artist
1 BJIACHUM IMCHaM XyJIOXKHHKIB, HAIPUKIAI;

.. yet another second-hand story that comes
from Nick Carone, an Italian-born painter who
Lives in New York. Carone was with Morandi
at the Venice Biennale in 1948, when the artist
first saw the canvases of Pollock, de Kooning,
and other abstract expressionist painters”
(Hustvedt, 2006: 132);

— xoHuent KAPTMHA — BepbanizoBaHuit
3a JIONOMOTOI0 JIKCEeMHU painting, ii CHHOHIMIB
work (wanpuknan: “Almost every work includes
at least one bottle, although there are paintings
that feature a pitcher or some other quickly
identifiable object” (Hustvedt, 2006: 122))
Ta series, a TAKOXK JIEKCEMU canvas (HapuKIami:
“The boxes and bottles have an architectural
feeling to them, as do objects in many other
canvases”’ (Hustvedt, 2006: 126);

— xonnent HATKOPMOPT - BepGanbHO
OTIPUSIBHEHUH 3aBISKH CTAJIOMY CIOBOCIIOINY-
yeHHto still life, nanpuknan: “And although
they are saturated in historical awareness, they
are unlike most still lifes that were done before
them” (Hughes, 1987: 185)'

—  KoHuenTyanbHud  knacrep  30OBPA-
)KEHUI1I HA KAPTHMHI OB’E€EKT — pempe-
3CHTOBAaHWHM B €C€ JIIHTBAJHLHUMH OJUHHUIIMHU,
SK1 TI03HAYalOTh KOHKPETHI 3MaJlbOBaHI Ha
MOJIOTHAX OO0 €KTH, HacaMIlepell JEKCEeMOIO

“«“

bottle, nanpuxnan: “... Morandi mostly painted
the same things, and he did paint a lot of bottles”
(Hustvedt, 2006: 122), a Takox jekcemamu flask,
tin, bowl, pitcher, nanpuxnan: “The objects
are inorganic and dateless: milky long-necked
bottles and squat flasks, a biscuit tin, a fluted
bowl, some long-beaked metal pitches” (Hughes,
1987: 185);

— xonnent KOJIIP — BepOanbHO akTyasi-
30BaHMU 3a JIOTIOMOTOIO JieKceMu color (Hanpu-
knan: “He eschewed the sharply abbreviated
shapes, high contrasts of tone and grabby
oppositions of color that can make an image
“memorable” on first sight” (Hughes, 1987:
185)), a Tako)k Ha3B KOJIbOPIB, 30KpEMa JIEKCEM
gray, black, white, brown, yellow, green, pearly,
terracotta-colored 1 CIOBOCTIONYYEHb rusty
red, deep gray, light brown, pale white-gray,
sooty black (nanipuxnan: “The pitcher's handle
follows [...] the line of the yellow bottle’s neck”™
(Hustvedt, 2006: 123));

— KoHuenTtyanepHuii  kimacrep DPOPMA
30BPAXXEHOI'O HA KAPTHUHI OB’€KTA,
HANPUKIIAJ, Y HACTYIHOMY q)parMeHTl el KOH-

HENTyalbHUH KIacTep aKkTyali30BaHUH 3a J0T0-
MOTOI0 JIeKceM symmetrical Ta asymmetrical:
“What is undoubtedly a symmetrical object in
the studio becomes asymmetrical on the canvas”
(Hustvedt, 2006: 123);

— KoHuentyanbHui  kmacrep  BIJIHO-
IEHHA MDK 30BPAXKEHHMMU OB’€K-
TAMMU — BepOanizoBaHUii 3a JTOMOMOTOK JICK-
ceMu relations 1 CEMaHTUYHO 3aJIEKHUX Bl HET
Ta CHHTAKCUYHO MiAMOPSIAKOBAHUX 11 TEKCUYHUX
OUHUIIb, HANpUKIaA: ... they [paintings]
challenge the spectator to work at unpacking
the curious relations among the objects in front
of him” (Hustvedt, 2006: 122—123);

—  KOHIENTyallbHUI KJacTep APXITEK-
TYPHHUI OB’ €KT — miHrBaIbHO eKCIITiKOBAHHiA
y TEKCTI 3aBISIKU JeKceMi architectural y ckinazi
CJIOBOCIIONTYYeHb Ha TIO3HAYEHHSI apXITEKTYPHUX
00’exTiB (Hanpuknan: “One thinks of them not
as manufactured objects but as elements in
a hesitantly ideal architectural scheme” (Hughes,
1987: 185)) i 3araJbHUM 1 BJIaCHUM Ha3BaM
apxiTekTypHux cropyn (Hampuknan: —“The
painting with three boxes in front of three bottles
and a pitcher, for example, looks like towers
behind squat buildings” (Hustvedt, 2006: 126)
1 “Sometimes the slender bottle necks, leaning
together, vaguely recall the towers of Bologna or
San Gimignano” (Hughes, 1987: 185));

— xonnent BAYEHHS — BepbamnizoBanuii
3aBISIKH JIEKceMaM [ook 1 see Ta iX TNOXITHUM,
a TaKOX CIIOBOCTIONYYCHHIO visual experience,
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Hanpuknan: “The first question when you look
at Morandi, which may also be the last question, is
“What exactly am I looking at?”” (Hustvedt, 2006:
122) 1 “... the mans comment resonates with
the experience of seeing the work ...” (Hustvedt,
2006: 122), a Takox JEKCeMl eye, HAIPHUKIA.
“Modestly, insistently, Morandis images try to
slow the eye...”” (Hughes, 1987: 186);

— xoHunent OBMEXEHHSA - onpuss-
HEHWII B ece 3a JIOMIOMOTOK JiekceMu [imited
1 CIB 13 CHHOHIMIYHUM 3HAYCHHSIM: reducing,
narrowness, Hanpukian: “He did not feel
that by reducing the numbers of the objects he
painted, he reduced the range of his vision. On
the contrary, the very narrowness of the field
became the vehicle of his liberatio” (Hustvedt,
2006: 132).

Sk 6aummo, yci KIIFOYOBI KOHIENTH eKdpac-
TUYHUX Yy3araJlbHEHb y TPOAaHATI30BaHUX €ce
MaloTh EKCIUTIIUTHE BepOaIbHe BTLICHHS.

3.2. JIiHrBOKOTHiTMBHI MeXaHi3MH KOH-
CTPYIOBAHHS KJIIOYOBHX KOHIENTIB exdpac-
THYHHUX y3arajibHeHb

3aBISIKH TPOBE/ICHOMY aHANI3y ifCHTH(IKO-
BaHO TaKi OCHOBHI JIIHTBOKOTHITUBHI MEXaHI3MHU
KOHCTPYIOBaHHSI KJTFOUOBUX KOHIICTITIB Y CKJIai
ek(pacTUUHUX y3araJbHEHb B €ce Mpo 00pa3oT-
BOpYE MHUCTEITBO:

—  1CTOpUYHUI ONIA N, HaIIPUKJIIAL;
“Before World War I, the Futurists tried to
marshal art into a relentless machine-age
spectacle. In the twenties and thirties, Mussolini
and his cultural gang strove to coopt Italian
modernism into fascist propaganda — dynamism,
simplification. By the late forties and fifties,
social realism (especially in Bologna, which
took pride in its worker traditions) was trying,
amid clouds of Stalinist polemic, to become
the house style of Italian art” (Hughes, 1987:
184). V naBeneHoMy (hparMeHTI aKTyasli30BaHO
KITIOUOBHMI KOHIIETIT eK(PACTUIHOTO Yy3aralb-
nmenus MUCTELTBO - 3a pgomomororw jiek-
cemu art. Cmucn konuenty MUCTELTBO
KOHCTPYIOETbCS IUIAXOM aKTyani3allii ysSBJICHb
PO ICTOPUYHO 3MIHHI MUCTEIbKI HATIPSMKH (the
Futurists, modernism, social realism), sxi icHy-
BaJM B MEBHUU ictropuuHuii yac (Before World
War I, In the twenties and thirties, By the late
forties and fifties), a TakoX aKkTyasi3arii (41 MoBi-
JIOMJIEHHSI) 1CTOPUYHOI 1H(OopMalLlli Tpo crpodu
MOJIITH3YBaTH MUCTEUTBO — 3aBASKH CHHTaK-
CUYHUM CTpyKTypam Mussolini and his cultural
gang strove to coopt lItalian modernism into
fascist propaganda 1 social realism was trying,
amid clouds of Stalinist polemic, to become
the house style of Italian art,

—  aKTyaji3alis ysBJIEHb Y MeEKaxX IMEBHUX
¢dinocodcbkUX UM MHUCTEUBKHUX TEUiid, Hampu-
knan:  “Looking at Morandi’s work, 1 felt
a lingering Platonism that may well come from
the overwhelming power of the painterly past,
that great translation of Pauline Christianity
into art, which reinvented Platonic thought
through the events of the life of Jesus. The ideas
in these Qainting s feel more real than the things
themselves... (Hustvedt 2006: 131). ¥V upomy
dbparMeHTi aKTyaJi30BaHO KIFOYOBI KOHICHTH
KAPTMHA (3a pmomoMoror JekceM work,
paintings) i MUCTELITBO (arf). 3aBusku nek-
ceMmi Platonism, cnoBocnonyueHHio Platonic
thought i cnoBocnionyuennto Pauline Christianity
aKTyaJli3ylOThCsl YABJICHHS MNpo (inocodchki
KOHIIENIIii TIaToHI3My W maymianctBa. CMUCTH
kouuentis KAPTHUHA # MUCTELTBO koH-
CTPYIOIOTBCS 3aBIISIKM KOHTEKCTYaJIbHIN €KCILTi-
Kallii 3MICTy KOHIIEMIi MIATOHI3MYy SIK TaKoi,
y SAKIH 171esM aTpuOyrO€ThCS pealibHe 1ICHYBaHHS
(ideas feel more real);

— TOpIBHSHHSA Ta BUSBJICHHA TMOMiI0-
HOCTI, Hampuknana: ‘“Giorgio Morandi is in
the business of subverting the conventions
of seeing. It makes perfect sense that he loves
Cézanne, who had arelated desire to strip things
down, to see them again as if for the first time.
Morandi shares Cézanne’s acute attentiveness
and desire to lift off the veil of convention from
visual experience ...” (Hustvedt, 2006: 130).
Y HaBegeHOMYy ¢parMeHTi JIEKCeMHU seeing,
See Ta CIOBOCIOJYYEHHs visual experience
aKkTyani3yoTh kirouoBuil konent bAYEHHS.
Brnacue im’s Cézanne akrtyamnidye€ KOHIIEIT
XYAOXHUK i 3HaHHA 0po XyIOKHHKA
[Tons Ce3anHa, 3 4M€0 TBOPUICTIO MOPiBHIO-
€TbCsl TBOpUicTb Mopanai. CMUCAT KOHLENTY
BAYEHHS KoHCTpyIO€TBCS 3a JIOMOMOTIOIO
KOHTEKCTyallbHOT 00’ ekTHBaIii iHdopmarrii
PO XyIOXKHIHM MOITYK CBIXKOTO OaueHHS peueH,
HE JETePMIHOBAHOIO IOMEPEAHIM JIOCBiIOM
iHTepnperanii nux npenmetiB (who had
a related desire to strip things down, to see
them again as if for the first time);

— TIOpIBHSHHSA W BUSBJICHHS BiJIMIHHOCTI,
Hanpuknan: “And although they are saturated
in historical awareness, they are unlike most

still lifes that were done before them” (Hughes,
1987: 185). Y upomy ¢parMeHTi CI0BOCIIO-
nyudeHHs still lifes aktyalidye KIIIOYOBHU KOH-
nent HATIOPMOPT; cunTtakcu4Ha CTpyKTypa
although they are ... they are unlike cnyrye mis
MOPIBHSHHA ¥ BUSBICHHS BIIMIHHOCTEH MiX
HaTIopMopTamMu MopaHIi Ta HaTIOPMOPTaMH
XyIOKHHKIB, K1 TBOPUIJIM B TIOTIEPE/IHI MEPI0IH.




Cepis [epMaHIiCTUKa Ta MIDKKYNbTYpHa KOMYHiKaLis @

Cmucn xonnenty HATIOPMOPT koucTpyto-
€TBCS 3aBJIKH AKTyalli3allii ysBICHb Tpo Te, 110
Mopanzi OyB CBiZOMHM iCTOPHYHOI Tpa)mun
B JKaHpl HaTopMopTy (they are saturated in
historical awareness) 1 BomHOYaC BUPOOUB CBiit
yHIKanbHUM Tiaxin (they are unlike most still
lifes that were done before them);,

— omwuc, Hanpuknan: ‘“‘The typical still life
of earlier days — the seventeenth-century Dutch
table, say, cascading with parrot tulips and gold
beakers, fur, fruit, fish, feather and dewdrops—was
a symbol of appropriation. It declared the owner's
power to seize and keep the real stuff of the world”
(Hughes, 1987: 185). YHLOMy (parMeHTi TaKoXK
akTyaizoBaHo KiouoBuid kounent HATIOP-
MOPT (still llfe) KUK KOHKPETU3YETBCH SK
KOHLENTYaJbHUI KJIaCTEP FOHHAHJICBKI/H/I
HATIOPMOPT XVII CTOJITTA (still life
of earlier days — the seventeenth-century Dutch
table). CMuca 1bOTO KOHIENTYAIBHOTO KJIacTepa
KOHCTPYIOEThCS 3aBISKU OMUCY THUIIOBOTO 300pa-
KEHHS Ha L[bOMY HaTIOPMOPTI, 31iCHEHOro 3a
JIOTIOMOTOI0 CHHTAaKCHYHOI CTPYKTYpH TEPETiKy
cascading with parrot tulips and gold beakers,
fur, fruit, fish, feather and dewdrops,

—  pO3MOBiAb MPO MOIi B )KUTTI XyIOKHUKA,
Hanpukian: ‘“To make quite sure that nothing
disturbed the precise relationships he put them
in, Morandi drew chalk circles around the bases
of his “models” on the surface of the table”
(Hughes, 1987: 185). V upomy ¢parmMeHTi 3a
JIOTIOMOTOI0 ~ CIIOBOCTIONTYUEHHSI  the precise
relationships he put them in aKTyali30BaHO
koHuentyanpHuil  knacrep  BIJJHOLIEHHA
MIX 30bPA’XKEHVMU OBF’€KTAMMU. Cmucna
L(bOTO KOHIENTYaJIbHOTO KIIACTEPA KOHCTPYIO-
€THCS 3aBISKH PO3MOBIII (HapaTHBYy) TpO T, SIK
Mopanti 36epiras npeMeTH, KOTpi MajloBaB, Ha
CBOIX MICIISIX, OOBIBIIM HABKOJIO HUX KPEHIO0
xona (7o make quite sure that nothing disturbed
the precise relationships Morandi drew chalk
circles around the bases of his “models” on
the surface of the table);

—  pO3MOBib TPO CHOPUHHATTS KapTUH
Xy[IO’)KHUKA, Hanpukiaa: “... as I stood in that
first room, trying to digest what I was seeing,
I heard an exchange between an American
couple. The husband ... looked around him with
a somewhat bewildered expression on his face
and called to his wife, “More bottles!” (Hustvedt,
2006: 122). YV upomy ¢GparMeHTi aKTyalli30BaHO
kmouosuii kKonuent bAYEHHS (seeing, looked)
1 xoHuentyanpHuil kiacrep 30BPAXKEHUU
HA KAPTHUHI OB’€KT, KOHKpEeTU30BaHUHN SK
konnent [IJIALIKA (bottles). Cmuca KoHLENTY
BAYEHHS koHCTpYyIOE€ThCSI 3aBISKHA PO3MOBIAIL

(HapatuBy) 1po pr,Z[HOI_L[l PO3YyMIHHSI KapTHH
Mopanzi, 3 SKMMH 3ITKHYJIAcs aMepUKaHChKa
napa (looked around him with a somewhat
bewildered expression on his face);

—  IUTYBaHHS IHTEpIpeTaLii KAPTUH XYI0XK-
HUKa Ha3BaHUM YH HCHA3BaHUM KPUTHKOM, HAITPH-
knan: “The critic Carlo Ludovico Ragghianti is
quoted in the show’s catalogue as saying that
Morandis still lifes are “wholly architectural
so much so that it should prompt us to think
of cathedrals rather than of bottles? (Hustvedt,
2006: 126). Y naBeneHomy ¢GparMeHTi akTyasi-
3oBaHo KiatouoBHi koHIIenT HATIOPMOPT (still
lifes), xonuentyanshuii kmacrep APXITEK-
TYPHHH OB’EKT (archztectural 1 cathedrals),
a TakoX KoHuenryanbnui kmacrep 3OBPA-
KEHUI1 HA KAPTUHI OB’€KT, KOHKpeTH30-
Banuii sik koHIenT [IJIAIIKA (bottles). Llurara
eKCIUTIIUTHO aTpuOyioBaHa KPUTHKOBI 3aBIsSKH
BXKHMBaHHIO oro BracHoro iMeHi Carlo Ludovico
Ragghianti. CMucn akTyalli30BaHUX KOHIIETITY-
aNbHUX OIMHHIb KOHTCKCTYalIbHO KOHCTPYIO-
€ThCS YEPe3 YTBOPEHHS CHIBBIIHOLIEHb MIXK
Humu, a came: 30OBPAXKEHMII HA KAPTHU-
HI-HATIOPMOPTI OB’€KT € APXITEK-
TYPHUM OB’€KTOM; y HactymHOoMy (par-
MEHTI KpUTHKU He Has3BaHi: “Today Morandi’s
renunciation of the art world as a system seems
noble and perhaps inimitable. He disdained
all ambitions that could not be internalized, as
pictorial language, within his art. This earned
him the reputation in some quarters of a petit-
maitre: a man who, although he said it very well,
had only one limited thing to say” (Hughes,
1987: 184). Y upomy (parmMeHTi HaeTbcs Mpo
peryTaIio XyJI0KHHKa cepe]] HeHa3BaHUX KpH-
TtukiB (This earned him the reputation in some
quarters), aKTyalli30BAaHUMHU € KJIIOYOBI KOH-
nentu  MUCTELITBO (art), XYIJOXHHUK
(petit-maitre), OBMEXEHHS (limited), won-
CTPYIOBaHHSI CMUCIY SIKUX BiJIOyBa€ThCs 3aB-
AsKn (hopMyBaHHIO TIEBHOTO KOHTEKCTYalbHOTO
3B’SI3KY MDK HHUMH 4epes YTBOpCHHS OL[IHHOTO
CMHCITy «IIOFaHO, KON 171e1, BUCTIOBIICHI Xy/I0K-
HUKOM Yy CBOill TBOPYOCTI, KITBKICHO OOMEXKEH1»;

—  BHUKOPHUCTAHHS TEBHOTO a6CTpaKTHOFO
KOHILIETITY (TMTOHATTS), Hanpukian: ““The paintings
in this exhibition are also the works of a man's
maturity and require a certain maturity in
the spectator.” (Hustvedt, 2006: 132). Cmucn
aKyTaJi30BaHOTO B IIbOMY (pparMeHTi KIIF04Oo-
Boro koHuenty KAPTWUHA (paintings) xon-
CTPYIOETHCSI 3aBASKH a0CTPAKTHOMY KOHIIETITY
3PUICTb (maturity);

—  peiHTepmpeTaiis  I[EBHOTO  IOHSTTS,
Hanpuknan: “In the series, the shifting happens in
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the space between white objects, from one brown
to another, from one green to another. It made
me think that Morandi was exploring between-
ness itself, asking what constitutes a border”
(Hustvedt, 2006: 128). ¥V upomy ¢parmenri
akTyami3oBaHo kirouoBuid konment KAPTUHA
(the series), xonuentyanbHuil knactep 30BPA-
)KEHUI1 HA KAPTUHI OB’€EKT (objects),
konuent KOJIIP (white, brown, green), KoH-
nentyansHuii kiacrep BIJIHOIIEHHSA MDK
30BPAXKEHUMU OB’€KTAMU (the space
between objects). Peintepnperarii 3a3HaNo
MOHSATTS «TepeOyBaHHS MIiXK» 3aBISKH TOMY,
110 BOHO HAMMCaHo 4epe3 nedic between-ness,
a He pa3oM, AK 3adikcoBaHO B CIOBHHKaX. Lls
aBTOpChKa rpadiuHa ¢popma, BUALICHA KypCUBOM
y TEKCT1 ece, yKa3zye Ha Te, 1110 MOHSITTIO «Iepe-
OyBaHHS MIXK» Ha/laHO 3HAYHOI CMHUCJIOBOI Baru
SIK BIIACHE 3HAYYIIIOMY, & HE JIUIIIE JOTTOMI>KHOMY
noHarTio. Came dyepe3 1€ MOHATTA KOHCTpY?0-
etbest cmucn konuenty KAPTHHA i konnen-
TyansHOro Knactepa 3SOBPAXKEHUIT HA KAP-
THUHI OB’€KT;

—  YXKHUBaHHS TOHSTTS 3 IHIIOI CHUCTEMH
ecTeTuku, Hanpukinan: “Modestly, insistently,
Morandi's images try to slow the eve, asking it
to give up its inattetion, its restless scanning,
and to give full weight to something small. When
Japanese aesthetes spoke of the quality called
wabi, they had in mind something like this;
the clarity of ordinary substance seen for itself,
in its true quality” (Hughes, 1987: 186). Y nage-
JeHOMY (pparMeHTi aKTyali30BaHO KIIIOUOBHIl
korunent BAYEHHS (eye). Tlonarrs 3 iHIIOI,
MOPIBHSHO 3 €BPOIEHCHKOI0, CHUCTEMH ecTe-
THKH BBEIEHO 3aBISKHU JIEKCeMI wabi, BUIIIEHIN
KypCcUBOM. Y KOHTEKCTI BKa3aHO Ha JDKEPEIo
MOHATTS, TO3HAYEHOTO JIEKCEMOIO wabi — SITOH-
CBKy cuctemy ecteTuku (Japanese aesthetes) —
1 PO3KPUTO 3MICT IHOTO TMOHATTA SIK «YITKICTh
OadyeHHsI CIIPaBKHbO1 SKOCTI 3BUUAWHUX peueii»
(the clarity of ordinary substance seen for itself,
in its true quality). 3MiCT IOHATTSI, TIO3HAYEHOT'O
wabi, BUKOPUCTOBY€ETHCS JJI1 KOHTEKCTYaJIbHOTO
KOHCTpYoBaHHsI cMuciy koHuenty BAHEHH.

3.3. KoncrpywoBanusi cMuciIiB exdpac-
THYHHX y3arajbHeHb B ece Po 00pa3oTBopYe
MHCTENTBO

KoHcTpyroBaHHS 3arajlbHOTO CMHUCITY eK(bpac-
THYHUX y3arajibHeHb y PO3IISAHYTHX €CE MOB -
3aHO 13 3araJIbHOIO OLIHKOIO TBOPYOCTI JLKOPIKO
Mopannai. B 060x ece BoHO BiOyBa€eThCs B Taki
TPHU €Talu: CIEepIly HaBOAUTHCS YHUSACH OIlIHKA
MHCTEIBKOTO  IOPOOKY  XY[IOKHHKA, —3aTHM
OCHOBHA YaCTHHA 3MICTy ©Ce BHOYIOBYETBHCS
B Jiayio3i i3 Li€I0 OIIHKOI, HACaAMKiHeIb ITiJ-

BOJMTHCS MIJICYMOK. Peamizamiss KoxXHOTO 13
[IUX €TarliB BiJOyBA€ThCSA Uepe3 BUKOPUCTAHHS
PI3HMX JIIHTBOKOTHITHBHUX MEXaHI3MIB Pi3HUMH
aBTOpaMH.

JI1st OBIIOMIICHHSI YM€ICh TYMKU MPO MUC-
TEIbKUI 10poOOK Xy[l0)KHUKa B €ce XyCTBe,[[T
BHKOPHCTOBYIOTBCSl  JIIHTBOKOTHITUBHHI  MeXa-
HI3M PO3MOBII PO CIIPUHHATTS KapTUH XYI0XK-
HUKa (BIIMOBIAHWIA (parMeHT TPOIUTOBAHO
Buiie (Hustvedt, 2006: 126)), a B ece X’103a —
JIHTBOKOTHITUBHHUM MEXaHi3M LIUTYyBaHHS 1HTEP-
mperanii KapTHUH XyJIOKHUKAa Ha3BaHUM 4YH
HEHAa3BaHUM KPUTHKOM (1el (parMeHT Takox
nporuToBano Buine (Hughes, 1987: 184)).

[ToxiOHo ¥ BuKIaa Marepiay BUOYOBY€ThHCS
SK YHIKaJbHUHA aBTOPCHKUI MAaJlFOHOK, CTBO-
pEeHUI 3aBISKHU PI3HUM KOMOIHAI[isIM BHOKpPEM-
JICHHX BHIIEC JIHIBOKOTHITUBHMX MEXaHI3MiB,
HaIMpUKJIa, CMUCI HACTYMMHOTO (parmMeHty ‘“‘In
the gallery, I sketched the shapes in a notebook,
a simple act that brings out very clearly
the relations between the neighboring shapes.
The pitcher’s handle follows closely but not
exactly the line of the yellow bottle'’s neck. The
small white vase imperfectly echoes the curve
of the fluted bottle” (Hustvedt 2006: 123) dop-
MYETbCsl 3aBJIKH  B3a€MOJIIl JIHIBOKOTHITHB-
HOTO MEXaHi3My pO3MOBi/I MPO CIPUHHATTS
KapTUH XynoxkHuka (In the gallery, I sketched
the shapes in a notebook) Ta onucy (The pitcher's
handle follows closely but not exactly the line
of the yellow bottle s neck 1 HacCTyIIHEe peUCHHS).

[TincymkoBuii a63ar ece XyCTBEAT BKIIIOYAE
JTIHTBOKOTHITUBHI ~MEXaHI3MHU  PO3MOBIAl  TPO
CHPUIHATTS KapTUH XyJIOKHUKA 1 BUKOPHCTAHHS
MIEBHOT'O a6CTpa1<THor0 KOHIICTTY (HOH;ITT;I) aece
X’103a — JTIHTBOKOTHITHBHI MEXaHI13MHU ITUTYBaHHS
iHTEeprpeTamii KapTUH XyJO)KHUKA HAa3BaHUM
Yl HEHA3BAaHUM KPUTHKOM, Y)KHBAaHHS TTOHSTTS
3 IHIIIOT CHCTEMH €CTCTUKH, ITOPIBHSIHHS W BUSB-
neHas nomioHocti. [Ipu mpomy oOuaBa aBTOpH
ece JOXOISTh MOMIOHOTO BUCHOBKY, SIKHH MOXHA
y3arajibHeHO CGhOPMYIIOBATH Y BUIIAII TaKUX
JIBOX B32€MOIIOB’ SI3aHUX TBEPIKEHb: «OOMEKEHHS
B 300paKCHOMY Ha KapTHHaX HE O3Ha4ae oOMe-
YKEHHsI Y BUCJIOBJICHOMY KapTHHAMM» 1 TBOPYICTh
Mopani Mae Barome 3Ha4eHHs, 00 BOHAa BYUTH
0COOJIMBOTO HECHIITHOTO Oa4eHHs».

4. BUCHOBKH

[IpoBeneHe nocaiaKeHHs Ja€ 3MOTY 3pOOUTH
TaKi BUCHOBKH:

— ek(dpacTU4HI y3arajJbHEHHS B €ce Ipo
00pa3oTBOpUE MHUCTEITBO € CKJIQJHUM KOTHI-
TUBHUM YTBOPEHHSIMH, OCKUIBKH BOHHM BH(Op-
MOBYIOTBCSI 3aBIIIKHM B3a€MOJII IIJIOTO CHEKTPY
PI3HHUX JIIHIBOKOTHITUBHHX MEXaHI3MIB;
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—  KOHCTPYIOBaHHS  TOAIOHHMX  CMHCIHIB
eK(ppaCTUUHUX y3arajbHEHb y PI3HUX e€ce Tpo
00pa30TBOPYEC MUCTEITBO 3IIHCHIOETHCS IIIITXOM
TBOPYOTO MOETHAHHS aBTOPaMH €C€ HU3KH JIIHT-
BOKOTHITUBHUX MEXaHI3MIB  KOHCTPYIOBAHHS
CMUCIIIB KJTFOUOBUX KOHIICTITIB, 1[0 MOXXHA PO3-
IJISIATH SIK CBITYCHHS TBOPYOI MIPUPOTU MOBH;

— exkdpa3uc — chpasal yHIKaJbHE JIHI-
BOKOTHITHBHE SIBHIIE, OCKIJILKU SBJISIE COOOIO
croci® mi3HaHHS He Jumie 00’eKTiB cBiTy (Y
IbOMY BWITQJKy KapTHUH), a ¥ Ti3HaHHS CBITO-
IJISTY, YTUIEHOTO B 00’ €KTax (KapTHHAX ), IHITUMH
cioBaMH, ek(dpazuc € BoJHOUYAC CIIOCOOOM Oe3-
MOCEPEAHBOTO M3HAHHSA CBITY 1 PeIIEKCUBHOTO
Mi3HAHHS 3HAHHSA PO CBIT.

[lepciekTrBa MOJANBIINX JOCIIHKEHb yOa-
YaeThCs HacaMIepel Yy 3alydeHHi IUPIIOTOo
KOJIa TEKCTIB 0 aHaJi3y JIHTBOKOTHITHBHUX
MEXaHI3MIB KOHCTPYIOBaHHSI CMHCIIIB KIIFOUOBUX
KOHIICTITIB Yy CKJIa/li eK(PpacCTUUHUX y3araibHEeHb
y CY4aCHUX aHTIIOMOBHHUX TEKCTax Mpo 00pa3oT-
BOpYE MHUCTEITBO, IO JACTh 3MOTY MOTIHOUTH
YSBIIEHHS. TIPO JIIHFTBOKOTHITUBHY CHEIU(IKY
exdpazmucy.
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