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[TonTaBchKuMii HaliOHABHUH Megaroriyanii yHiBepcuteT imeHi B. I'. Koponenka

EK®PA3UC B ECE CIPI XYCTBEIT ITPO KAPTUHY SIHA BEPMEPA:
KOTHITUBHO-IUCKYPCUBHUMN AHAJII3

Y cmammi 3anpononosano ninegicmuunull nioxio 00 6USYEHHs ABUULA eKPPAZUCY 8 CYUACHOMY
AH2IOMOBHOMY eceicmuuHoMy OUCKYPCE npo Mucmeymeo. 3 onoporw Ha memooono2iunull ana-
pam KOSHIMUGHO-OUCKYPCUBHOT NAPAOUeMU NPOAHANI308AHO KOSHIMUBHO-OUCKYPCUBHT MEXAHI3MU,
3a60aku sakum exppasuc ¢ ece Cipi Xycmeeom npo kapmurny Hna Bepmepa «Kinka 3 neprogum
HaMUCMOM» CUHKPEMUYHO BUKOHYE MPU PYHKYIT, a came: nepedae agmopcvbKi NepedCUSants, GUKIU-
Kaui CRPpUtHAMMAM Yici KapmuHu, po3KpUSAe NPUHYUNYU CMUCTOMEOPEHHA 8 KYIbMYpPi MOo2o Yacy,
KOMU JICU8 i Npayiosas XyO0OdiCHUK, BUMBOPIOE HOBI CMUCTU. Bpaxoeyiouu Haykogy OyMKY, 32i0HO 3
AKOI0 eKghpazuc nepegooums y cioso He 00 €km i He KOO, a CnpuliHamms 00 €kma i miymaderus Kooy

(3a JI. I'ennepom), 3’1c08aHO, WO OCHOBHUM KOZHIMUBHO-OUCKYPCUBHUMU MEXAHIZMOM CUHKDEMUYHOT
peanizayii mpvox QyHKyiti € po36y0oea ece 3a NPUHYUNOM N00OY008U icmopii (0nogidi) sk Munoeoi

OJIsL MUCTIEHHA TIOOUHU MEHMANbHOT cmpYyKmypu. Busnaueno, wo numomi 0usi onogionoi MmeHman-
HOI cmpyKkmypu kamez0pii «axmopuy, «ob’ekmuy ma «noodiin (3a M. Tepnepom) npeocmagneni 6
ece 6epOANi308aAHUMU VAGLEHHAMU NPO AGMOPKY MEKCNTY, OXOPOHYs HA MUCMEYbKIl ucmasyi ma
Kypamopa MucmeybKoi UCmasKu (kamezopis «akmopuy), 0anumu npo kapmuny Bepmepa «Kinka
3 NEPILOGUM HAMUCTNOMY (Kame2opis «00 €kmy») ma inghopmayicio npo Cnons0auHs Kapmunu, iHyu-
O0eHm Ha MUCTNeYbKIll GUCTABYI, PO3MOBY 3 KYPAMOPOM GUCIABKU, NOWYK CMUCTY Kapmunu (kame-
eopis «nodiiy). Taxodc 3a3HAUAEMbCA 8ANCIUBA POTL MAKUX KOSHIMUBHO-OUCKYPCUBHUX MEXAHIZMIB,
AK 6epOabHA aKMyanizayis Kiowosux 6 inmepnpemayiiHomy niaHi KOHYenmis, a came: KOHYenmy
«bJIATOBILEHHA », «[[TUBO», « KPACA», « KUTTA», ma 06’ exmusayisi KOHyenmyaivHoi Mmema-
dopu «HEOYEBH[HA IHDPOPMALIA — LE 3AKOIIAHA IHPOPMALIA», saxa cnyeye 3acobom

CMPYKMYPYBAHHs OOHIET 3 4ACMUH ece 3a NPUHYUNOM nobY008u 0emeKmusHol icmopii.
Knrouosi cnosa: exgpaszuc, KoeHimusHo-OUCKypcusHa napaouemd, ece npo MUCTEYMEO,
KapmuHa, onogiob, KOHYenm, KOHYenmyaivHa memagopa.

HocTranoBka npo6emu. [IpuramanHi cydacHiit
HayIli iIHTeTpaTHBHI MTPOIECH BiIOOPAKAIOTHCS B €KC-
MaHCIOHICTCHKOMY XapakTepi aHTPONOLEHTPUYHOT
minrBictuku [5, c. 8]. Lle BusBIsIEThCS, 30KpeMa, Y
MOCHJICHHI JTOCJIITHUIIBKOTO IHTEPECy /10 JIHIBICTHY-
HOTO BWBYCHHS sABUINA ekdpasucy [1; 6; 9; 10; 13],
SKe TPAAMLINHO PO3MILAAIOCS NEPeBa)KHO 3 IO3HU-
miii  JiTepaTypo3HaBCTBA UM MHCTELTBO3HABCTBA
[3, c. 80; 11, c. 322]. JlinrBicTiuHi cTynii exppasucy
IHTETPYIOTBCS Y KOHTEKCTI cTapoi mpoOjeMu CIiB-
BITHOIICHHsI BepOABHOTO 1 Bi3yanpHOTO [6, C. 24],
KOTPa YTOYHIOETBHCS SIK IUCKYCiMHE HHUTaHHS IPO
criBBiHOMIEHHS (HOPM TPUPOIHOI MOBH Ta MeXa-
Hi3MiB TOPOUKEHHS KyJIBTypHHX CMHUCIHIB 3aco0amMu
XyJIOKHBOTO 300paxkeHHs [6, c. 24| i opraHiuHO
BILTITAETHCS Y BHUBYCHHS HAIlIOHAJILHUX MOBHHX 1
XyIOXKHIX KapThH CBITY [6, c. 24-25].

AHaJi3 oCTaHHIX JocHaiIkeHb i myOsaikauii.
Crmparouuch Ha METOIOJIOTIUHI 3acay KOTHITUBHO-
JUCKYpPCUBHOI mapaaurmu [5; 8], Mu 3ocepenuncs
Ha BHMBYCHHI siBUIIA eK(pasucy B AUCKYpCl MEBHOTO
THITY, 30KpeMa y CydaCHOMY aHTJIOMOBHOMY eceicTHY-

HOMY JIUCKypci Tipo muctenTBo. Hapasi exdpasuc B
€ce PO MHUCTENTBO SIK OKPEMHUH 00’ €KT AOCIHIPKEHHS
HaOyB JIMIIIE MOOJAMHOKOTO BUCBITICHHS [4, ¢. 6, 78,
16—-17]. Y cBoiii mpari, MpHUCBSYEHINI BUBYECHHIO 3
TTO3UIIINA JTITepaTypO3HABCTBA €Ce PO MHCTEITBO B
AHTITINACHKIN JiTepaTypi Apyroi momoBuHH XIX cTo-
mitrsa, K. B. 3aropommeBa miifmia BHCHOBKY, IO
eK(pasuc y HuX TEKCTaxX — Le JITepaTypHO-XYI0KHS
iHTepIpeTaLis, KoTpa MiCTUTh HOB1 cMuUCIH [4, c. 6].

BonHouac € HaykoBi HampalOBaHHS Yy IIUPLIMX
chepax, 0 SIKUX BHUIICHUH BUIIEe 00 €KT IOCIIi-
JUKCHHSI BXOJIUTB Y TOMY UH 1HITIOMY PaKypci, 30KpemMa
CTyZii eceicTHYHOTO eK(pazucy Ta BHUBUYCHHS MHC-
TENTBO3HABYOTO eKk(paszucy. Tak, Ha OCHOBI JiTepa-
TYPO3HABUOTO MiAXOMy eK]pasucH B €CEICTUYHUX
TekcTax BimHeceHi H. ModepHIOK 10 OKpemoi KaTe-
ropii BogHOYAC 3 ek(ppa3ucaMu y XyIOKHIX Ta HEXy-
TMOXKHIX TekcTax [7, c. 294-295]. JlocnmigHuI Ha3u-
Ba€ €CeiCTHYHI TEeKCTH-eK(Pa3UCH KBa3i-XyTOKHIMU
[7, c. 294-295], BOayarouu OLUIBIIE CITUTLHOCTI MiX
eKk(pazucamMy B €CTEICTUUHHX Ta XyHOXKHIX TEKCTaX,
HIK MK eK(pazucamMu y eceiCTHUHHX Ta HEXYIOKHIX
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BepOanbHUX TBOpax. Jlo HeXyqOKHIX y il KOHIEeNii
BiJIHECEHO MHUCTEIITBO3HABYI TEKCTH [7, ¢. 294], ToOTO
BJIACHE HAYKOBI TEKCTH PO MHUCTEITBO. JlociaHuls
3a3Hava€, MO Yy KBa3i-XyJOKHBOMY 1 XyHZOKHBOMY
TEKCTaX OIMC MHUCTELBKOTO TBOPY IOEIHYETHCA 3
OTIOBI/UIF0 TIPO BJACHI TEPEKUBAHHS, BITIYTTS WU
MOYyTTs, iHCIipoBaHi HUM [7, c. 294-295].

AHanizyrouu ek(pasuc i3 MO3MIINA JIHTBICTUKH,
O. B. KoBanb roBoputh, Mo eKppazuc MOKIHKaHUHI
PO3KpPHUTH MeXaHi3MH O00pa3HOTO CMHCIOBHPOOHU-
LTBA, 3aJMINAIOYUCH BOJHOYAC CEMIOTMYHOK MOB-
HOIO JII€I0 Ta IHCTPYMEHTOM BiJOOPaXKEHHS KYIbTYp-
HOTO CMHCITY, O(hOPMIICHOTO 3ac00aMHU XYII0XKHBOI,
Bi3yalibHO1 300paxyBasibHOCTI [0, c. 25-26]. ABTOD
HATroJIOIIYE, 10 3 YCIX TUIIB eK(pasucy JInIIe aBTop-
CHKHU Ta MUCTENTBO3HABYMN BUCTYMAIOTH K aHAIi-
TUYHUM IHCTPYMEHT, HaJalUTOBAaHUN HA BUSIBIICHHS
CEeMIOTUYHOI Ta 3MICTOBOI MPUPOAH 3HAKIB XyHOXK-
HbOI (opmu, 1 nume i aBa eKk(ppasucu SBISIOTH
MEXaHi3MU MOJEJIOBAHHS KYJIBTYPHUX YHiBepcalii,
a He JIMIIe CIYTYIOTh BIPABOK B PUTOPUYHIHN, (iso-
JIOTIYHIN UM ecTeTHUHii 00cTaHoBIII [6, c. 26].

Ha ocHOBI omIsiHyTHX BUILE Npallb, 3BAXKa04N Ha
JKAHPOBY cHeuu(iKy Cy4acHOrO aHIJIOMOBHOIO €ce
PO MHUCTEUTBO IMOEJHYBaTH PUCH XYAOKHBOTO Ta
HAyKOBOTO (MHCTEUTBO3HABUOTO) JUCKYPCIB, HAMH
Oyma chopMmyimbOBaHa MOCITITHHIBKA TIMOTE3a PO
Te, MO eKkdpa3uc y CydacHOMY aHITIOMOBHOMY €ce
PO MUCTELTBO CUHKPETUYHO BUKOHYE TpH (PyHKuii
1 ciyrye 3aco0oM aist Takux Aid: 1) mepenadi aBrop-
CbKMX TIEPEKUBAHb, BUKIMKAHUX CIOISAaHHIM
TBOPY MHCTEITBA, 2) PO3SKPHUTTS CMHUCIOTBOPEHHS B
KyJbTypi, 3) MOPOKEHHS HOBUX CMHCIIB. [list epe-
BIpKH IIi€1 TIIIOTE3W MU 3aCTOCYBAJIA iIHCTPyMEHTapPii
KOTHITUBHO-IMCKYPCHUBHOI MapagurMy, BpaxyBaBIIH
take cnocrepexxenns JI. ['emnepa: «Exdpasuc mepe-
BOJHTH Yy CJIOBO He 00’ekT <...> i He Koj <...>, a
CHpUIHATTS 00°€KTa 1 TIyMaueHHs Koay» [2, ¢. 10].

IlocTaHoBka 3aBmaaHHsl. 3aBIaHHS JAHOI PO3-
BiJIKH — BU3HAYUTH KOTHITHBHO-IHUCKYpCUBHI MeXa-
HIi3MH, 3aB/ISIKH SIKHM €K(pa3uc B €ce MUChbMEHHUII
Cipi XycTBeAT Mpo KapTHHY XyAokHHKa SHa Bep-
Mmepa «OKinka 3 meprmoBuM Hamuctom» [14], Bep-
0albHO ONPUSBHIOIOYM CHPUHHSATTS 1€l KapTHHH
ABTOPKOI0 €CE€ Ta eKCIUNKYIOUM 3HAUCHHS KOIy
XyJIOKHHKA, BUKOHYE 3a3Ha4deHi BUIIE TPH (YHKIIIT,
a caMe: repeaae aBTOPChKi NepeKUBaHHs, BUKJIMKaHI
CHPUIHATTSM KapTHHU, PO3KPUBAE MPUHLIUIIHA CMHUC-
JIOTBOPEHHS B KYJIBTYP1 TOTO Yacy, KOJIU KUB i TBOPHB
XYAOKHUK, T2 BATBOPIOE HOBI CMUCITH.

Buxnan ocHoBHOro marepiaay. KommoswumiitHo
anamizoBaHe ece Cipi XyCTBEAT CKIIAAEThCS 3 IBOX
Maifke piBHUX 32 00csroM yacTuH. ONuc CIPUHHATTS
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KapTUHH aBTOPKOIO €ce 3aiiMae nepuri 5 MoBHUX CTO-
piHok [14, c. 12-17], a mogane MOTIM TIyMadyeHHs
KOy Xy[IO’KHHUKa CTaHOBUTH HACTYIIHI 5 MMOBHUX CTO-
pinok i 1/3 cropinku [14, c. 17-25].

Ha mouarky cBoro ece Cipi XycTBEOT €KCILTi-
IUTHO 33/1a€ 3arajibHy KOTHITUBHY PaMKY JUIs CITPHA-
HSTTS LIBOTO TEKCTY, BKa3ye, M0 AaHE €ce Pernpe3eH-
Ty€ 1CTOpit0 1i 0COOMCTOrO CHOIVISIAHHS KApTHHHU:
“This is my own unfinished story of looking at one
of the paintings.” [14, c. 12]. Y naBeneHomy Qpar-
MEHTI Jiekcema “story” (popMye odiKyBaHHS YWTadiB
CTOCOBHO TEKCTY €C€ SIK TAKOT0, IO MEPEroBiaTHME
MOJIi1 3 )KUTTS aBTOpKH. CrioBocnonyueHHs “of looking
at one of the paintings”’ OKpECIIOE KOJIO MOJIiH, KOTPi
BKITFOUaTUME IS 1CTOPIisl, 30KpeMa Tojii, OB’ s3aHi
31 CHIOTVISIIAHHSIM TIEBHOT KapTUHH. XapaKTepPHCTHKA
1iei ocoducToi icTopii sk He3akiHueHOI (unfinished)
Jla€ YUTA4eB1 3p0O3YMITH, 1[0 €ce rependavyac BigKpu-
TUH KiHelb, HE PETCHAYIOUM HAa BUYCPIHICTh BiIO-
BiJiel Ha MUTaHHS, a OTXKE, BIPOTiJHO, B ece OyayTh
BIJICYTHI aKaJeMi4HICTh 1 TTOBYANBHICTh. Y HACTYTI-
HOMY pEYEHHI MUCHMEHHHMIIS BJIAETHCS JIO y3arallb-
HIOIOYOTO TBepIKeHHs “‘With Vermeers work that
story probably lasts as long as the person who sees
it” [14, c. 12], 3aBAsKM SKOMY BOHA MEPEXOUTH BiJl
BY3bKOTO 1 CYTO OCOOMCTOTO paKypcy CHpUIHATTS
KapTuHU (my own unfinished story) n0 TOTEHIIIHHO
BIIKPUTOTO pakypcy CHpUHHATTS TBOpY Bepmepa
Oynb-kuM (story probably lasts as long as the person
who sees it).

Mopentoroun CBO€E ece 3a MPUHIUIIOM TOOYI0BH
icropii (omoBini/ story), Cipi XycTBeAT (cBiOMO 4H
HE/IICBIIOMO) TIOCIIYTOBY€ETHCS ONHUM 3 0a30BHX
JHTBOKOTHITHBHUX MEXaHi3MIB — MEXaHi3MOM OITO-
BimHOCTI [12, ¢. 67, 12]. Lle, 3 omHOTO OOKY, OTEH-
LIHHO 37aTHE CIPOCTUTH CHPUNHSTTS PO3IIIsTyBa-
HOTO ece HNIMPOKKUM KOJIOM YHTaviB, & OTHKE, 3aTyIUTH
JI0 YUTAHHS TEKCTY BEJIHMKY YUTAIIbKY ayTUTOpIIO, a 3
IHITIOTO, — HAKJIaJla€ TeBHI BUMOTH Ha OPraHi3allito
3MICTy €ce, aJkKe OIOBi/Ib SIK KOTHITHBHA CTPYKTypa
000B’S13K0BO Tepei0avae HasiBHICTh TAKMX MEHTAJIb-
HUX KaTeropii, sik 00’ extH 1 moii (objects and events)
[12, c. 9] Ta akTopwm (actors) [12, c. 10].

OcHOBHUM 00’€KTOM OIIOBIJII, BUKJIAJCHOI B €Ce,
€ kaptuHa Bepmepa «KiHKa 3 mepIIoBUM HaMHACTOM.
BepbanpHa pernpeseHTariist 11b0ro 00’€KxTa 37iliCHeHa
B mepuiomy absaui ece: “<...> [ was paging through
the catalogue and turned to Woman with a Pearl
Necklace.” [14, c. 12]. Y HaBeneHOMY TEKCTOBOMY
(bparMeHTi BXHUTO Ha3By KapTuHHU “‘Woman with a
Pearl Necklace”.

T0JTOBHUM aKTOPOM OTIOBIJIi, PE/ICTABICHOT B ece,
€ aBTOpKa TeKCTy, Harpuknan: ‘| had never seen the
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original, although | had admired it in reproduction
many times, but suddenly, for reasons I didnt fully
understand, this painting of a woman holding up a
necklace in the light of a window jumped out at me,
and I walked into the museum already in its grip”
[14, c. 12]. ¥V mpouuroBaHoMy (parMeHTi aBTOpKa
ece BKUBa€ 3aiMEeHHUK nepoi ocodu “/”. Y upomy
JK KOHTEKCTI 3[1HCHEHO CTHCIH OMmuc 00’€KTa Omno-
BiJli, TOOTO CHOMISAAYBaHOI KapTUHU (this painting),
30KpeMa eKCIUTIUTHO BepOabHO BUIIIICHO TaKi TPH
KITFOYOBI aCTEeKTH 300pa)X€HOTO Ha KapTHHI: JKiHKa
(a woman) tpumae niepnoe Hamucto (holding up a
necklace) y cBitii 3 BikHa (in the light of a window).
OKpiM IIFOTO, OMHCAHO EMOIiHY pEeaKIifo aBTOPKH
ece Ha KapTUHY B JIBOX TaKWX acleKrax: Oiaroro-
BilfHE 3aXOTUICHHS, KOTpE BOHaA OaraTo pasiB Iepe-
JKUBAJIa, CIIOTIIAJAI0UN PENponyKIito kaptuau (had
admired it in reproduction many times), Ta HecIoIi-
BaHO OypXJIMBHIA 1 111e CUJIbHIIIHI EMOIIIMHUHN BIATYK
Ha KapTUHY MICIsl Mepenisiay Karajiory 3 pernpomyk-
1i€r0 KapTuHU (suddenly <...> jumped out at me).
IToxii omoBimi, BUKJIAJEHOI B e€ce, HajieKaTh 10
JIBOX TAaKWX THUIIB: TpUBaJi B yaci i panrtosi. Came
PO3MOBi b ITPO MOAIT MEePIIOro TUITY OB’ s13aHa 3 OIH-
COM CIIPUUHSATTSI 00’ €KTa, TOOTO 300paXKEHOT0 Ha Kap-
TuHi, Hanpuknan: ‘I spent four hours in the gallery,
two_of which were spent solely in front of Woman
with a Pearl Necklace. I looked at it from close up.
I looked at it from several feet away. I looked at it
from either side. I counted drops of light scribbled
down the numbers. I recorded the painting s elements,

CTi aBTOpKa IIE pa3 €KCIUIIKY€e BIACHI MEPeKUBaHHS
(3axoruleHHsI), BUKJIMKAHI CIOIISIIAHHSIM KapTHHH
(made an attempt to look less awed). Ilicis 11b0ro
KOPOTKOTO (pparMeHTy rpo Moiro0 3 OXOPOHIIEM T10/1a-
HHUU TOCHUTH BEIIMKUH TEKCTOBUH (PparMeHT, y SKOMY
aBTOpPKa OITMCY€ CBOT IEpeKNBaHHS, HAPOKEH] TPH-
BaJIMM CHIOTIsiAaHHsIM KapTunau: “The more I looked
at it, the more it overwhelmed me with a feeling of
fullness and mystery.” [14, c¢. 12] Ta “<...> it had
become an experience so powerful I felt I couldnt
have lasted another hour without crying.” [14, c. 12].
VY nmepuiomy 3 HaBeICHUX BHIIIE (PparMeHTiB 1 mepe-
JKMBaHHS Ha3BaHO 3a JOIOMOTOIO CIIOBOCIIONYYEHHS
“feeling of fullness and mystery”, a y npyromy — 3a
JIOTIOMOT'0F0 CHHTAKCUYHOT CTpYKTYpH “I felt I couldn t
have lasted another hour without crying”, Ipu ITbOMY
ITiIKPECITIOETHCS TITHOWHA Ta IHTeHCUBHICTH ITOYYTTIiB
(it had become an experience so powerful).

Y UpOMYy € KOHTEKCTI MUCHMEHHHMIS BIIEpIIE
miiHIMAae MUTAaHHS PO IHTENEKTyalbHE OCSTHEHHS
cmuciy Kaptunu: “I knew what I was looking at,
and yet I didn t know. I had to ask myself what I was
seeing <...>" [14, c. 12] i npokiamae cBOEpiIHUIA
KOTHITUBHUM MICTOK 10 JPYroi KOMITO3MLIKHOI Yac-
THUHH ece (TIlyMaueHHsI KOJy Xy/IOXKHHKa), moOyaoBa-
HOI Y BHUIVISIII OMOBi/I MPO PO3CHITyBaHHS IIISIXOM
iMiTamii OCHOBHHX €JIEMEHTIB TEKCTYy >KaHPY JCTEK-
TuBy. lle BiIOyBa€eThCcs y TaKOMy TEKCTOBOMY (par-
MeHTi: “<...> [ couldn t help feeling that the mystery
of the painting was pulling me beyond that room and

working to_decipher the murky folds of the large
cloth in the foreground. I noted the woman's hands,
her orange ribbon, her earring, the yellow of her
ermine-trimmed jacket, the mirror frame, the light.”
[14, c. 12]. YV HaBeneHOMY TEKCTOBOMY (hparMeHTi
BKa3aHO Ha JIOCUTh TPUBAIUN (K JJIs CHOIVISIaHHS
KapTUHHU) TPOMIKOK "acy (two of which were spent
solely in front of Woman with a Pearl Necklace). Ene-
MEHTH 300pakKeHHsI Ha KapTWHI (PYKH KIHKU — the
woman's hands, 11 opanxeBy CTpiuky — her orange
ribbon, cepexky — her earring TOIIO) MOJAHO CaMe
Kpi3b MPHU3MY aBTOPCHKOTO CIHPUHHSTTS, TOOTO SIK
€JIEMEHTH, Ha SKUX MUCHbMCHHHIISI MOCTIIOBHO (iK-
cyBana yBary (I recorded the paintings elements;
1 noted).

KoHcTpyroroun cBoe ece 3a MPUHIIUIIOM OTIOBI/I,
Cipi XyCTBEIT BKJIFOYHWIIA B I} OTIOBI/[b HEOUIKYBaHIi
1 rocuThb apamaruyHi nomii. [lepia 3 Takux momaii —
OXOpOHEIh HAa MHCTEIBKilf BUCTaBIlI HaKa3aB IHUCH-
MEHHWUIII BimiiTH Bin xkaptunu: “He [a guard] waved
me off, and I made an attempt to look less awed and
more professional.” [14, c. 12]. Y 1upoMy KOHTEK-

its solitary woman.” [14, ¢. 12]. Y nHaBenenomy (par-
MEHTI JieKceMa “the mystery” 00’ €KTHBY€ YSBICHHSI
PO TAEMHULIIO, SIKY CIiJ PO3KPHUTH, & CHHTAKCHYHA
CTpyKTYypa “was pulling me beyond that room and
its solitary woman” axkTyali3ye O4iKyBaHHS TIEBHHX
MO,

Komrmosuniiinuii 351aM ece BiOyBaeThCs Ha
MoYaTKy Ioctoi cropinku [14, c. 18], me aBTOpKa
BBOJUTh KJIHOUOBUN KOHIIENT, BUKOPUCTAHUN HEIO
JUIs  iHTeprpeTanii komy Bepmepa, 30kpema KOH-
ment “ANNUNCIATION” («BJIAT'OBILIEHH»).
Po3rissHeMo  BiANIOBIAHMN TEKCTOBUH (PparMeHT:
“While I was sitting on the bench in front of the
painting, a word popped into my head. I didn't
search for it. It just came. Annunciation.” [14, c. 18].
Y naBenenomy (parmenTi ece konuent «bJIATOBI-
LIEHHS1» 00’ exTHBOBaHMI 3a TOIIOMOI'OIO JISKCEMH
“Annunciation”. Ockinbku nexcema “Annunciation”
CTaHOBHUTH OKPEME pPEYEHHsI, BIJINOBIJHO TpadiuHo
odopMIICHE B TEKCTI, a TAaKOX BHUIUICHA KypCHUBOM,
BepOamizoBanuii  koHment «BJIAI'OBIILIEHHS»
Ha0yBa€ CMHCIIOBOTO BUJIUICHHS SIK BYKIIMBHU B €ce
KOHIIETIT.
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Ha meit ke ¢parMeHT mpumnamae apyra HECIo-
JliBaHA JpaMaTHyHa IOJis B OIOBiJI, TpEACTaBie-
Hill B ece, — 3ycTpid i3 KyparopoM BHCTaBKH POOIT
Bepmepa: “When I turned my head, almost as if to
shake out the thought, [ saw one of the exhibition
curators. Arthur Wheelock, standing right beside me
<...>"[14, c. 18]. Came 10 1BOro Kyparopa MUCh-
MEHHHUIISI 3BEPHYJIACS 3 MUTAHHSIM OO0 BaJIiJHOCTI
il 310raJKd 1po Te, 10 CMUCI, 3aKJIaJeHUN y Kap-
THHI Bepmepa, moB’si3aHnid 13 XpUCTUSHCHKUM bira-
roBimeHHsIM: “<...> so [ stood up and boldly asked:
“Has anyone ever thought of this painting in terms of

kaptuhi «KiHka 3 mepnoBuM Hamuctom». Lle Tiy-
Ma4yeHHsl 3[I1HCHIOETbCS UYepe3 MOPIBHSHHS KIHOYO-
BHUX E€JICMEHTIB Ii€i KapTUHH 3 MOMIOHUMU €JICMCH-
TaMU THX KapTHH, KOTP1 300paKyroTh biaropimeHHs.
Came 11i €JIEMEHTH 300paKCHHS CHMBOJIYHO Bi3y-
AIPHO PENpe3eHTYIOTh biaroBilieHHs SK XPUCTHSH-
cbke uyno. Lli eneMeHTH po3MillieHi B ece y TakoMy
MOPSIIKY:

300paKeHHsI TMPOCTOPY, HAMOBHEHOTO CBITIOM,
SIK MicIi, ne BimOyBaeTbest bmaromimenus: “<...>
I turned first to Fra Angelico, who painted several
Annunciations, and in his work among the San Marco

an Annunciation?” [14, c. 18].

Jani onoBiZib pO3BUBAETHCS SK PO3LUIYK JTOKA3iB
Ha MIATBEPPKEHHS 1[bOTO 3/10Ta/ly, 30KpeMa sIK OIHC
CIIpOOW BIMHAWTH B peaqbHOMY JKHTTI Ti KapTHHH,
MEHTaJbHI 00pa3u SIKUX HAIITOBXHYJIM aBTOPKY Ha
3noraj mpo biarosimieHHs Sk cMuch KaptuHU Bep-
mepa: “I knew there were_“Annunciations” buried
in my brain that had been triggered by this Vermeer
painting.” [14, c. 18]. BepbamnizoBana y mipomy ¢par-
MeHTI KoHmentyanbHa Metadopa «HEOUEBUJIHA
[HOOPMAIIIA — IHE 3AKOITAHA TH®OPMA-
LI5» akTyani3yeThCcs TaKOXK 1 B TAKOMY YPUBKY ece:
“After digging more, I discovered that the Virgin is
shown with raised hands in a number of Annunciation
paintings <...>.” [14, c. 21]. IloBropeHa, 111 MeTa-
(hopa ckepoBye OYIKyBaHHS YWTada y HAMPSIMKY
JIETEeKTHBHOI OmoBimi. | crpaBmi, momanbInii TEKCT
noOyA0BaHO SIK ONOBi/Ib PO 1HTENEKTyalIbHE PO3CIIi-
JTyBaHHSI.

VY nonieBoMy TiIaHi B IF0 ONOBI/Ib PO 1HTEJIEKTY-
aJbHE PO3CIiAYBaHHSI BKIIOUCHO TaKi MOIii: TOBTOPHE
CTIOTVISiIaHHS/ BHWBYCHHS paHille OadyeHWX KapTHH,
npucBsueHNX brarosimeHHro (Hanpuknan: “‘But the
Annunciation I remembered by Duccio when | saw
it reproduced was Annunciation of the Death of the
Virgin.” [14, c. 21]), nONIyK iHITUX KapTHH, Ha SKUX
300paskeHo bnaromimenus (Hanpuxmam: “‘Because
|_wanted to see more Annunciation paintings, I took
a tour of the Metropolitan Museum, looking for them
at random.” [14, c. 23]), cuigyBaHHs mopaji/ mija-
Kasui apyra (Hampuknan: “At the recommendation
of a friend, I turned to a book by Michael Baxandall
<...>"[14, c. 21]). Y TekcTi ece HITKO cCHOPMYIHO-
BaHO METY aBTOPCHKHX TIOIIYKIB — IOBECTH TilOTE3Y
mpo Te, IO CHONIsAyBaHa KapTuHa Bepmepa cro-
BHEeHA airo3ii Ha baarosiuenus: ‘“‘Nevertheless,
1 am going to push my intuition further and suggest
that the painting is also rife with allusions to the

frescoes in Florence, I found an image as motionless
as Vermeer s Woman with a Pearl Necklace. <...> As
was conventional, the Virgin is on the right as you face
the painting, the Angle on the left, but in this work,
there is nothing between them. The space is filled
by a soft light that comes from the left, illuminating
the back of the angle and the front of the Virgin.”
[14, c. 19]. Y HaBeneHOMY (hparMeHTi aBTOpKa MOBi-
JIOMJISIE, 110 BOHA TI00a4YmIIa MPUHITUIIOBY MOAIOHICT
MiX KapTuHOI0 Bepmepa «OKiHka 3 mepIoBuM HaMuC-
TOM» Ta OJIHI€I0 3 (ppecok iHmoro xynoxanka — Opa
Anmxeniko (Fra Angelico), KOTpuil CTBOPUB HU3KY
poOiT, siki 300paxatoTh brarosimenus (who painted
several Annunciations). {1 noaiOHICTh CTOCYEThCS
1037 300pakeHo1 skiHowoi moctati (I found an image
as_motionless as Vermeer'’s Woman with a Pearl
Necklace). Jlani mucCbMEeHHUIIS BiI3HAYAE, IO HA Kap-
tuHi ®pa Anmxeniko npoctip mix liBoro Ta aHre-
JIOM HE 3allOBHCHUH HISIKUMU Tipeametamu (there is
nothing between them), a nanioBHenuit ceitiiom (7The
space is filled by a soft light). 11i aBi Bi3yanabHI JOMi-
HaHTH KaptuHu Dpa AnHmKeniko (MOPOXHIN mpo-
CTIp Ta CBITJIO) KOPENIOIOTH i3 HAJIAHUM Y TIOTepe-
JIHIM YacTHHI ece OnmMcoM KapTuHu Bepmepa: “<...>
1 realized that I picked it because of its empty center
<..>"[14,c. 15] ta “In all of these paintings women
occupy a space that is illuminated by a far window
on the left as you face the canvas <...>"[14, c. 15];

npomoBucTuil mornsx iBu Mapii Ha KapTuHi:
“But it is also filled by Marv’s gaze. Her eyes,
turned toward Gabriel, are the hypnotic focus of the
work, and although her posture doesn't resemble
Vermeer s woman, it must have been her eves that my
ruminations on Woman with a Pearl Necklace had
called forth.” [14, c. 19];

XapakTepHUi KecT 300pakeHOi JKiHKW: <...>
1 discovered that the Virgin is shown with raised hands
in a number of Annunciation paintings, that the posture

Annunciation. ” [14, c. 19].
HacTynmHuii ypuBOK ece MICTHTh TOCHTiIOBHE
TIyMaueHHs KoIy Bepmepa, BUKOpHUCTAHOTO HUM Y
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does belong to the iconography of gesture in both
Italian and Flemish paintings of the period.” [14, c. 21].
VY nHaBegeHoMy (hparMeHTi eKCIUTIKOBAaHO, IO 300pa-
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skeHHs1 JliBu Mapii 3 migHATAMH pyKaMu B MOMEHT bra-
roBitleHHsl (the Virgin is shown with raised hands in a
number of Annunciation paintings) Ma€ ycTajeHe 3Ha-
4yeHHs B ikoHorpadii Itamiiicbkoro Ta ®MramMaHACEKOTO
YKUBOTIHICY TICPIOMY KUTTS XYIOXKHUKA (the posture does
belong to the iconography of gesture in both Italian and
Flemish paintings of the period),

BU3HAYCHUN Yac, IMIUIIKOBaHUN 300paKeHHSIM:
“He [Michael Baxandall] cites a sermon by Fra
Roberto Caracciolo da Lecce on the Annunciation
<...> One of its categories is time: the Annunciation
took place on Friday, March 25, either in the morning
or at midday, during the spring when the earth was
blooming after winter, an idea only broadly relevant
to the Vermeer painting, in that it is obviously midday
light that pours through the window.” [14, c. 21].
Y HaBeeHOMY (hparMeHTi HIeThCs Ipo Te, 1Mo 300pa-
JKeHUH Ha KapTUHI Bepmepa nepion 100u — nomyneHb
(it is obviously midday), mo BiNNOBia€ KAHOHIYHUM
VSIBIICHHSIM TIPO 4ac, KoM BifOynocs biarosimeHHs;

II3EpKAJIO SIK CHMBOJI OJHOTO 3 eTariB biarosi-
meHHs: “But it was the second stage of the Colloquoy
that grabbed my attention: Cogitatio, or Reflection.
The Virgin receives the salutation of the angel and
reflects on it. Knowing this places the mirror_in
Woman with a Pearl Necklace in a whole new context.
Isn't that mirror, contiguous to the radiant window, a
buried allusion to the Annunciation, and very likely to
this second stage — Reflection?” [14, c. 21]. Y naBe-
JeHOMY (hparMeHTi BUTIyMadeHO 3HAYCHHS 3epKajia
Ha KaptuHi Bepmepa (that mirror) sik cuMBOIY po3-
nymiB JliBu Ha ogHOoMy 3 eramiB bnarosimenHs (a
buried allusion to the Annunciation, and very likely
to this second stage — Reflection).

V3arajbpHIOIOUN 11 CIIOCTEPEKEHHS 100 BiJO-
BIJTHOCTI KOAy, BHKOpHCTaHoro Bepmepom y cBoiii
KapTuHi «JKiHKa 3 MepIoBUM HAMHUCTOM», KaHOHIY-
HOMY JKHBOIIMCHOMY KOAy [UIs Tiepemadi briarosi-
IICHHS, aBTOPKa €Ce HArOJIONIYE, [0 CaMe CYKYITHICTh
yCixX jeranedl J03BOJSIE IHTEPHPETYBATH KapTHHY
K 300pakeHHs CBseHHoi monii brarosimeHHs:
“Looking at this painting, it became even more
apparent that my _insight about the Annunciation —
half-conscious as it was — rose out of not one, but
many diffuse references in Vermeer § painting — that
<...> it is this accumulation of detail that produces
the paintings feeling of quiet sanctity.” [14, c. 23].
Ieli BUCHOBOK CIIyTy€ JUIsl PO3KPUTTSI OJHOTO 3 IIPUH-
[UITIB CMUCIIOTBOPEHHS B KYJIBTYPi — IPUHIIMITY KOH-
BEPreHTHOI [ii Oararbox aeraneit mis GopMyBaHHS 1
nepeiadi KyJIbTypHO BOKIHBOTO CMHCITY.

3a UM y3araJbHCHHSM MUCHMCHHHUIIS MOBEPTAa-
€TBCS JI0 ONUCY CBOTO CIIPUHHATTS KAPTUHH 1Y HBOMY

KOHTEKCTI TOBOPUTH NP0 HEOUiKyBaHy AETalb Ha
CTHIOINISIAYBaHiIi KapTHHI — AeTalb, paHillle HIKUM He
nomiueny: “There is one further thing in Woman with
a Pearl Necklace that confounded me from the instant
I noticed it in the gallery. Above the window frame
near the folds of the curtain is a_small egg-shaped
detail. " [14, c. 23]. lliero HEOUYIKyBaHOIO JIETAILIIO €
00’€exT, cxoxkuil Ha siiue (a small egg-shaped detail).
CamMe icHYBaHHS 1Ii€i JeTalli BUKOPUCTAHO B €CE SIK
BOKJIMBUI apryMEHT Ha KOPUCTH 0OCTOIOBAHOI 1HTEP-
npetartii kaptuHU Bepmepa «XKiHka 3 TepioBUM
HaMHUCTOM» SIK 300pakeHHs biaroBimeHHs..

ButnymaunBiim kaptuny Bepmepa «Kinka 3 nep-
JIOBUM HAMHUCTOM» 4Ye€pe3 PO3KPUTTS KOAY KapTHHH,
aBTOpKa €Ce y 3aKII0YHOMY ab3aIli CBOTO TEKCTYy
HaroJjIoIIye, MO TaKa IHTEepIpeTaris He € €IUHOIO:
“Nevertheless, [ want to emphasize that my reading is
not meant to reduce the painting to an annunciation
either.” [14, c. 25]. Jlani BoHa pO3IIUPIOE TIyMa-
YEeHHS! KAPTUHU SIK TaKoi, IO PENpe3CHTYE €IHICThH
(hbizmuHOTO Ta AYXOBHOTO CBITIB: “Woman with a
Pearl Necklace is a painting that makes no distinction
between the physical and the spiritual world.”
[14, c. 25]. 3 onoporo Ha 1el iHTepIpeTaliiHui
KOHTEKCT B OCTaHHHOMY PEUCHHI €Ce BUTBOPIOETHCS
HOBUH CMHCI — iJlesl PO IIHHICTh KUTTS KOXKHOI
JIFOJIMHU, KOTPE € BOJIHOYAC JAMBHUM 1 MPEKPACHUM:
“<...> Vermeer elevates not only his creature — the
woman in the painting — but all of us who look at her,
because looking at her and the memory of looking
at her become nothing less than an_affirmation of
the strangeness and beauty of simply being alive.”
[14, c. 25]. Y maBegeHoMy (QparMeHTi ekceMa
“elevates” 'y CHHTakCWU4YHIA CTpYyKTypi “‘Vermeer
elevates not only his creature — the woman in the
painting — but all of us” aktyanizye ysBICHHS PO
BUCOKY KYJBTYPHY IIHHICTH KOMYHIKOBAaHOTO Kap-
TUHOIO CMUCIHY, JIEKCEeMU ‘‘strangeness’ 1 “beauty”
00’extnByIoTh KoHIentu «JIMBO» i «KPACA», a
nekcema “alive’” — xonuent <« KUTTS».

s imest 3anumieHa ©e3 ETaNIBHOTO JI0Ka3y, IIO
KOpeNIoe 13 3aJaHOl0 Ha [OYaTKy ece He3aBep-
HICHICTIO icTOpii cromisiaHHd KapTuHH Bepmepa
«OKinka 3 mepimoBuM HamucToM». OTKe, YATad Mae
Harogy MPOIOBXKUTH ITIO ICTOPII0 CBOEIO BIACHOIO
ICTOpi€r0 CHOTISaHHS KapTHHH Ta PO3MipKOBYBaH-
HSIM HaJ HEI0, aJDKe ece CIIOHyKae yuTada JI0 TBO-
PEHHSI HOBUX CMUCIIIB.

BucnoBku i mpomo3unii. [IpoBenene nocimi-
JOKCHHS JTO3BOJIMJIO OTpUMAaTH (DakTH Ha MiATBEp-
JUKSHHSI HAIIOi TIMOTe3W MPOo Te, 1o eKkdpasuc y
CydyacHOMY aHTIIOMOBHOMY €C€ TIpO MHCTEIITBO
CUHKPETUYHO BUKOHYE TpH QYHKLII, CIyryiouu
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3ac000M nepenadi aBTOPCHKHUX MEPEKUBAHb, BUKIIU-
KaHUX CIOIISIAHHSAM TBOPY MHCTELTBA, PO3KPUTTS
CMUCIIOTBOPEHHS B KYJIBTYPi Ta BUTBOPEHHSI HOBUX
cMuciaiB. OCHOBHUM KOTHITUBHO-IHCKYPCUBHUMU
MexaHi3MOM peanizamii nux (yHKOiH y mpoaHa-
mizoBanomy ece Cipi XycrBenr npo kaptuHy SHa
Bepmepa «Kinka 3 mepioBUM HaMUCTOM» € po30y-
JIOBa ece 3a MPUHLUIIOM OOy0BH icTopii (omoBimi/
story) SIK y3araJbHEHOI MEHTaJIbHOI CTPYKTYpH,
y SIKiii HasBHI aKTOpH (aBTOpKa ece, OXOPOHEIh
Ha MHUCTEIBKIM BHUCTaBIl, KypaTrop MHCTEIbKOT
BHCTaBKH), 00’ekr (kaprmHa Bepmepa «Kinka 3
NEepJIOBUM HAMHCTOM») 1 monii (crmomisgaHHs Kap-
TUHU, IHIUJCHT Ha MUCTEIbKIN BUCTaBIli, PO3MOBa
3 KypaTopoM BHCTaBKH, TMONIYK CMHCIY KapTHHH).

Tako BaXKTUBUMHU € TaKi KOTHITUBHO-AUCKYPCUBHI
MEXaHi3MH, ik BepOajbHa aKTyai3allis KIHOYOBHX
B iHTeprpeTaniitHoMy miaHi koHuentiB «bJIAT'O-
BILIEHHA», «ANBO», «KPACA», « KUTT» Ta
o0’exTuBanis koHIenTyaiabHoi Meradopu «HEO-
YEBUJHA THO®OPMALIA — LE 3AKOIIAHA
IHOOPMALIS», sxa ciyrye 3acob0oM CTPYKTYpy-
BaHHS BaXXIJIMBOT YaCTHHM 1H(popMallii B ece 3a puH-
ourmoM ToOymoBH AeTeKTHBHOI icTopii. [logampimi
KOTHITHUBHO-TUCKYPCHBHI JOCTIHKCHHS eK(pasnucy
B CY4YaCHOMY AaHITIOMOBHOMY €ceiCTHYHOMY IucC-
Kypci PO MHCTELTBO YMOMKJIMBIISTH MOTINOICHHS
PO3YMIHHSI TOTO, SIKI MEHTaJIbHI MEXaHi3MU 3alisHI
B TIOPO/KEHHI KyJIBTYPHUX CMHCIIIB ITi]1 4ac B3aEMO-
Iii MPUPOITHOT MOBH Ta MUCTEIIHKUX TBOPIB.
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Lunyova T. V. EKPHRASIS IN SIRI HUSTVEDT’S ESSAY
ON JAN VERMEER’S PAINTING: A COGNITIVE-DISCURSIVE ANALYSIS
The article presents a linguistic treatment of the phenomenon of ekphrasis in modern essays on art written

in English. The study is grounded in the methodological framework of the cognitive-discursive paradigm. The
material of the investigation is the essay on Vermeer s painting “Woman with a Pearl Necklace” written by Siri
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Hustvedt. The paper aims to reveal the cognitive-discursive mechanisms which are at work in the essay as it
performs its three functions which are to render the emotions of the author of the essay evoked as she observed the
painting, to uncover the principles of producing meanings in culture of the period when the painted was active
and to produce new senses. Following L. Geller, ekphrasis in the essay is treated as a verbal representation of
the perception of a visual object and the interpretation of its code rather than a representation the object and its
code themselves. The research has revealed that the main cognitive-discursive mechanism which underlies the
essay is that of the story development as one the basic principles of the human mind (according to M. Turner).
In the essay the three key categories of the story as a mental structure get exploited: the categories of actors,
objects and events. The category of actors is represented with the verbalized information about the author
of the essay, the exhibition guard, and the exhibition curator. The category of objects is represented with the
information about Vermeer s painting “Woman with a Pearl Necklace” as perceived by the essay author. The
category of events is represented with the information about the observation of the painting, an incident at
the art exhibition, a conversation with the exhibition curator and the search for the meaning of the picture.
Besides, two more cognitive-discursive mechanisms contribute to the essay construction. One of them is the
verbalization of the concepts “ANNUNCIATION”, “MIRACLE”, “BEAUTY” and “LIFE” which are highly
relevant to the picture interpretation provided in the essay. The other mechanism is that of the objectification
of the conceptual metaphor “UNOBVIOUS INFORMATION IS BURRIED INFORMATION” which supports
the story in the essay being developed as a detective story.

Key words: ekphrasis, cognitive-discursive paradigm, essay on art, painting, story, concept, conceptual
metaphor.
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