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KuiBcbkuil HalliOHATBEHUH JTIHTBICTUYHMN YHIBEPCUTET

ABTOBIOTPA®GIUHUIA HAPATUB SIK ®OPMA METAEK®PA3HUCY:
KOTHITUBHO-IOETOJIOTITYHUN AHAJII3
ECE K1I0JI OJIIIOBKOTI'O ITPO BJIACHY TBOPYICTbD

Y emammi poskpumo ocrosHi KoeHImueHoO-noemonoziuni enacmugocmi asmodioepagpiunoco napa-
Mugy AK (Popmu Memaek@ppasucy 6 ece 6i00OM020 aAMEPUKAHCLKO2O0 XYOOICHUKA-AOCMPAKYIoHicma
Krona Oniybkoeo npo érachy meopuicmo. s po30oy00eu memooono2iuHoi 0CHO8U OOCHIOHCEHH 34Ty -

YeHO CYYACHI TiMmepamypo3Hasyi 1l NCUXON02IUHI 00CHIONCeHHs agmobioepahii, Hapamonoziuni cmyoii

ma meopiio menmanvHux npocmopis. Texcm K. OniybKkoeo 8U3HAUACMbCA K MEMACKPPACMUUHUL HA
OCHOBI KPUMEPII0 3AKOPEHEHOCI CMUCTY Yb020 ece 8 NOMEHYIUHO MONCIUBOMY [ TO2IYHO He0OXIOHOMY
exppazuci 3a 6iocymnocmi enacue ekgppazucy. 3 ’sicosaro, wo aemobioepaivnomy Hapamusy K opmi
memaexgpasucy 6 ece JK. Oniybkoeo enacmugi eubipkosicms y nooaui ¢axmie 61acHO20 Hcummsl,
peghnexcuenicmv ma ipouiunicme. B ece nopyweno npobnemy mpueanozo HeGUIHAHHI Mumysl, sKa
PO32NA0AEMbCA Y 080X BUMIPAX: ABMODIOZPADIUHO-0COOUCIICHOMY Ul V3420 IbHEHO-YHIBEPCATLHOMY),
i € CeMaHmMU4HOI0 8iCClo, HABKONO AKOI Y2PYNOBYIOMbC S MEHMANbHI MEMAEKOPACMUYHI RPOCMOpU ece:
MeHmanbHuil npocmip peanvro2o xcumms XK. Oniybko2o, MeHmanbHuli npocmip OA3CAH020 (OMpis-
H020) MBOPU020 YCHIXY 3a80AKU NIOMPUMYT apm-Ounepa/2ailepucma, MeHmMaibHull npocmip inmep-
npemayii 61aCHO20 HCUMMSL KPi3b NPUSMY NEeBHOI KYIbMYPHOI MOOE, MEHMANbHULL NPOCIP HCUMNISL
BULAOAHO20 XYOONCHUKA, A MAKONHC MEHMANLHUL RPOCMIP NOOIlL Y 8USAOAHOMY XYOOMCHUKOM (DLnbMi.
Bumeopeni 6 ece menmanvHi npocmopu HanoGHIOIOMbC NEGHUMU HAPAMUBAMY, AKI CKAAOAIOMbCA
3 i0IOpaHUX pakmie peanrbHO20 HCUMM XYOONHCHUKA AO0 8I000padicaoms 3Micm 1020 yaeu. Yci men-
MAIbHI NPOCMOpY 8 ece nepedy8aiomv Mid co0010 8 MICHOMY CMUCTOBOMY 36 SI3KY. 3a605KU 0806U-
MIpHOCMI NOPYUIEHOT 6 ece npodreMu Mpuanoco HesusHanua mumysa mexem JK. Oniyvroeo nabysae
NOMEHYINIHO20 iHmepecy He auute 01 WAHYBAIbHUKIE | O0CTIOHUKIE MBOPUOCHT XYOOIICHUKA, a U O/

WUPULO2O KON YUMAYi6, SKUX XGUIOHMb NPOOIeMU eK3UCHEeHYIT MUMyis.
Knrouosi cnosa: exgpasuc, memaexppasuc, ece, obpasomeopue mucmeymeo, agmodiozpagis,

Hapamug, MEHMAanbHULl NPOCMIp.

IlocTranoBka mpo6Jemu. JlocmimkeHHs exdpa-
3UCy, SIK 1 OyAb-SKOTO IHIIOTO SBHUINA, 0E3yMOBHO,
nependayae HEOOXiMHICTh WOTO BiIMEXKYyBaHHS BiJl
MOJIOHUX, CYMIKHUX, CIIOPiIHEHUX sBHI. Ha Bax-
JIMBOCTI BCTAHOBHTHU YiTKI MEXi eK(ppa3ucy HaroJyo-
mrye JI. Tenepaiiok, po3pizusiroun ekdpasuc i rimo-
tunozuc [3]. JocmimHuns Bu3HaAYae ekdpazuc s[K
«TiTEpaTypHHUI OIHC TBOPIB Bi3yallbHUX MHUCTEITB,
CYNPOBOJKYBaHUH 1HOJI €CTETHYHOK OI[iHKOIO,
1HOZ1 OMMCOM OKPEMHUX TEXHIYHUX MPHHOMIB aBTOpa
TBOpY, HOTO MaHepu uu cTHiIo» [3, c. 54], a mix rino-
TUTIO3UCOM PO3yMi€ «OMHC HACTUIBKH Bi3yaJbHO
IOCTOBIPHMIA, 10 BiH CTIIPUHAMAETHCS K 3pUMa 1JTI0-
3ist peanbHOCTI» [3, c. 53]. €. [opogHUIIBKUI yKa3ye,
mo «ekdpasuc, Ha BiAMiHY BiJl MEH3a’KHOTO OITUCY,
TICHIIIIE MOB’SI3aHUM 13 CIOXKETHUMH KOJI3isIMH JIiTe-
paTypHOTO TBOPY, YaCTO Ma€ B HHOMY CIOKETOTBIpHE
3HaueHHs» [4, c. 14]. O3HaueHuidd BHINE MiIXia 10
BUYWICHOBYBaHHS eK(Ppa3uCy 3 TOIS CYMIKHUX SIBUIIL
30Cepe/KEeHNi B OCHOBHOMY Ha JECKPHIITHBHOMY

exdpazuci (y tepminax O. Suenko [10]), sxwuii 3a
CBOIM 3MICTOM, TOOTO «3a TI€I0 HOMIHAHTHOIO, SIKY
aBTOp BHIUIAE y BizyampHOMY TBOpi» [10], mpotn-
CTaBISIETBCSl TIIyMauHOMY eK(pPa3ucoBi — «iHTEp-
mperanii, cupsMoBaHiili Ha 3’siICyBaHHS TIIMOWHHOTO
00pa3HO-CUMBOJIIYHOTO 3MicTy TBOpy» [10]. Skmro
Opatu mo yBaru 3amponionoBanuii O. fAneHko posro-
I exdpa3ucy Ha NECKPUNITUBHUN 1 TIIyMadHUH, Ha
SIKAW 3BaXKatoTh [6, ¢. 293-294] yu sikoro A0TpUMY-
FOThCS 1HIIN JochigHuk [5, ¢. 130], 3puHae nmutaHHs
PO3MEKYBaHHS TIIYMaqHOTO eK(ppasucy Ta CyMiKHHX
SIBUILL TIOAIOHO 0 PO3PI3HEHHS JCCKPHUIITUBHOTO
exdpazucy i onucy (TiMOTHIIO3HUCY ).

HeoOxigHiCTh Takoro pO3MEXKyBaHHS TIymad-
HOTO eK(pa3ucy Ta CIOBECHUX KOHTEKCTIB, KOTpI
OB’ s13aH1 32 CMHUCIIOM 3 eK(Pa3ucoM, OJJHAK HE € Hi
BJIACHE ONMHKCAMH, Hi TIYMa4eHHSIMH KapTHH, [10cTaja
nepes HaMH B XOJ1 BHMBYEHHsI eKk(pa3ucy B cydac-
HUX aHIJIOMOBHHX ece Mpo 00pa3oTBopue MUCTeE-
urBo. Tak, y tekcti XKromst Ominbkoro mpo BIacHY
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TBOPYICTb, SKHH JETalbHO  PO3MIAAATHMETHCS
B PO3BIlli, € TEKCTOBI (parMeHTH IECKPUITHBHOTO
ex(pasucy, Hanpukian: ... he painted his pictures
of tractors, buxom maidens, stalwart workers, Red
Army heroes ... " [15, c. 317], Tmymadnoro exgpasucy,
Hanpuknan: ‘“‘Here was a breakthrough that would
make the New York art scene spit” [15, ¢. 317], koH-
TEKCTH, sIKi He MO)KHA 3apaxyBaTy Hi 10 AECKPUIITHB-
HOTO, Hi JI0 TIIyMa4yHOro ek(pasucis, HapuKIag: ...
he [Mr. Egan, the gallerist] looked at my paintings
and said, “Not bad, not bad — as good as any of these
guys.” He waved a hand at the paintings on the walls.
A group show was on; I remembered a de Kooning
and a Franz Kline among others.” [15, c. 312].
VY cninbhiit 3 O. Bopo0OiioBoto poOOTi MU 3arporio-
HYBaJIM PO3MISAAATH TaKi KOHTEKCTH, AKi HE € BIacHE
ekdpasucom, ajge MaroTh i3 HUM TiCHUI CEMaHTUIHUI
3B’s130K, sk MeTaekdpasuc [18, c. 336, 341-343]. 3a
HaIlUMH CIOCTEPE)KECHHSIMH, MeTacK(pasuc € Baxk-
JMBUM CMHCJIOBUM KOMIIOHEHTOM Cy4YacHUX aHIJIO-
MOBHHUX €ce Mpo 00pa30TBOpYEe MUCTEUTBO, & TOMY
mocTtae moTpeda BUBYEHHS WOTO PI3HUX BHSBIB
i Gopm. Po3Bigka TOpKaeThcs MUTAHHS KOTHITHBHO-
MOETOJIOTIYHUX OCOOMUBOCTEH aBTOOiorpadiyHOrO
HapaTuBy SK ofHiel 3 popm MeTaekdpasucy.

AHani3 ocTraHHiX aocjigkeHb i myOsaikamiii.
st po3msaay chopMynboBaHOI BHINE TPOOIEMU
BUJAETHCSA JIOLIJIBHUM IHTETPYyBAaTH HallpaLIOBAHHS
B IIapUHAX JITEPaTypO3HABUMX 1 TICHXOJIOTIYHUX
JIOCITi/PKEeHB aBToOiorpadii Ta iHCTpyMeHTapoi KOTHi-
THUBHOI TOETUKHU.

CyudacHi JiiTepaTypo3HaB4i CTy/ii aBroOiorpadii
3aCBIUYIOTh, 10 aBToOiorpadii mpuTaMaHHi pUCH
CKOHCTpyHOBaHOCTI. Tak, «3amexHOCTI Bixg BHOpa-
HOI CHUCTeMH BIiJUTIKY, CHCTEMHU IIHHOCTEH KHUTTS
OHi€T U Ti€l K JIOAMHU MOXKHA «IIEPETBOPUTI) HA
KUTbKa a0CONIOTHO pi3HUX Oiorpadiii (um aBTOOiO-
rpadiii)» [1, c. 244]. KoncrpyroBanHsi aBrobiorpa-
¢bii 3mIACHIOETBCS «3 TOMISITy MEBHOTO 3aBIAHHS
[2, c. 35] i pearmizyeThes K TT0OymOBa MTEBHOTO Hapa-
TUBY, aJlKe aBTOp aBToOiorpadii «cTaBUTH mepen
c000I0 3aBHaHHS: PO3MOBICTH PO BJIACHE KHTTS,
MOEHATH HOTO PO3pi3HEHI eJIeMEHTH Ta Meperpy-
MyBaTH 1X y €IWHUNA CIOXKET, PO3TaIlyBaTH I MOJii
y BUDIIAL (iTbMy BIAMOBITHO 1O TIEBHOTO CIICHA-
pito» [1, c. 248]. ¥ nporeci Takoi moOynoBH aBTO-
Oiorpadii peanbHi Mofil 3a3HAIOTH MIEPEOCMHUCICHHS:
«OcHOBHUM 3MicTOM aBToOiorpadiqHOl Mpo3u cTae
BUCBITJICHHSI BHYTPIIIHHOTO PO3BUTKY OCOOMCTOCTI;
y CBIJIOMOCTI aBTOpa 3aJOMJIIOETHCS 3OBHIIIHIH,
TTOTI€BHIA OIK KUTTSI 1 IEPETBOPIOETHCA Y (PaKTH HOTO
Oiorpadii, oro BHyTpimHE KUTTD» [8, c. 55]. [lomi-
OHO 1 y paMKax IICHXOJIOTIYHOIO MiJXOAY 0 aHaJi3y
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aBroOiorpadii aBrobiorpadiyHuii HapaTWB PO3IIs-
JAETBCS SIK «CYO €KTUBHO BIOPSAKOBAHHM >KUBHUU
JIOCBIJT )KHTTEBOTO MIIAXY» [7, ¢. 67].

ABtobiorpadiuni Tekctu XX CTONITTS SIK TEKCTH
KYJBTYPHOI €MOXH MMOCTMOAEPHY MarOTh CBOI BU3HA-
YallbHI PHUCH, Cepell SIKUX BaroMol0 € «ycKiaJHeHa
peduexcis HaJ| NIIsIXaMH PEKOHCTPYKIIiT CBOTO MUHY-
soro, cBoro «I» [9, ¢. 54], a TakoK «XHUMEpHE MOE-
HaHHS (QakTorpadivHuX Ta BUTAJaHUX KOMITOHCHTIB,
SK1 O3BOJISIIOTH CY4acHHUM aBTOPaM JOCIHIKYBaTH
m100abpHI MpoOieMu penpeseHTalii 0coOUCTOCT,
qacy, IpocTopy, MexaHi3miB mam’sti» [9, c. 58].

Omnepyrouu TOHSTTSIM HapaTHBY, MU CIIHPAEMOCS
Ha HOT0 BU3HAYCHHS K ICTOPIi, SIKa TTOBIIOMIISETHCS
B HapaTuBHOMY nucKkypci [13, c. 2], i mociyroByemocs
TIIyMaueHHSM HApaTHUBY SIK 3aCHOBAHOIO HA MPUYH-
HOBO-HACITIIKOBHX 3B’sI3KaX, KOTP1 HAaKJIaJaloThCsl Ha
mocaigoBHIiCTh momid [13, c¢. 2]. Jlus gocimiIKeHHs
Ba)KITMBO, 1110 B HAPATOJIOTTYHHUX CTY/ISIX YBAKAEThCS,
10 aBTOOIOTpadivYHIM HapaTHBaM € TMHUTOMHH eKC-
mIaHatopHuii npouec [13, c. 1].

OCKiJIbKY KOTHITHBHA TIO€TUKA BIJKPHUTA J0 3aJTy-
YCeHHSl 1HCTPYMEHTApPil0 KOTHITMBHOI JIIHTBICTHKH
[17, c. 235-236], s ananizy GaKTHIHOTO MaTepiay
MU MOCIYTOBYEMOCS] TEOPI€I0 MEHTAILHUX MPOCTO-
piB [12]. Crnigytoun 3a XK. ®OKOHHBE, MEHTAIBHUM
MIPOCTOPOM YBa)Ka€MO «KOHCTPYKTH, SIKi Bifpi3Hs-
IOTBCSI BIJI MOBHUX CTPYKTYP, OJJHAK BHOYOBYIOThCSI
B OyIb-IKOMY IHCKYpCi BIAIOBITHO MO JIiHIN, TIPO-
KpEeCJIEHUX MOBHUMHM Bupazamu» [12, c. 16]. 3acTo-
COBaHa JUId aHalli3y TEKCTIB Teopisi MEHTaJIbHUX
MIPOCTOPIB J]a€ 3MOTY MOSCHUTH KOTHITUBHI MPOLIECH
CIIIZIKYBaHHS 32 TIEBHUMH CYTHOCTSIMH, BIIIHOCHHAMH
Ta mporecamu [16, ¢. 96]. MeHTanbHI TpPOCTOPU
BUTBOPIOIOTHCS 3a JONOMOIOK0 HU3KH MOBHHUX 3acO-
0iB, SIK-OT: MPUHUMEHHHUKOBHX ()pa3 Ha KINTAIT in
1929, at the factory, from her point of view, npuciiB-
HUKIB, SIK-0T: really, probably niaMeToBO-A1€CTIBHUX

KoMOiHalii, Hanpukian, Max believes , Mary
hopes _ tompo [12, c. 16—-17], a Tako)kx YMOBHHX
KOHCTPYKIiH (if, when) [16, c. 97].

IlocTtanoBka 3aBaaHHs. 3aBJaHHSIM CTAarTl

€ 3’siICyBaTd KOTHITHBHO-TIOETOJIOTIYHI BIACTHUBOCTI
MeTaekpaszucy, mo mae ¢popmy aBrodiorpadiuHOro
HapaTuBy, B ece XynokHuka JKroms OmipKoro mpo
BJIACHY TBOPYICTb.

Bukiaax ocHoBHoro marepiasy. XXromp Ouminb-
Kui (IHIIMA BapiaHT HaNMCaHHS IMpi3BUILA YKpaiH-
CBHKOIO MOBOIO — OIITCBHKi) — aMEPUKAHCHKHIA XYI0XK-
HUK POCIMCHKOTO MOXO/DKEHHSI, SIKOTO0 3apaxoBYIOTh
70 abCTpPaKTHUX EKCIPECiOHICTIB; MPHU HApOKEHHI
MaB mipi3Bumie [lemikoBebkmii (Demikovsky) [14].
Ece XK. Ominpkoro mpo BIacHy TBOPYICTh yMIIIEHO



lTepmaHCbKi MOBHU

B 30ipui “Writers on Artists”, ykiageHiid i3 BuOpa-
HUX TEKCTiB, OmyOnikoBaHUX y XypHani “Modern
Painters” [19]. JIiHIBICTUYHUM CHUT'HAJIOM TOTO, IO
TEKCT XYIOKHHKA € aBrobiorpadigHum, € 3BOPOT-
Hil 3aliMEHHUK himself, BAKOPUCTAHUH y Ha3Bi ece
B 3MicTi 30ipku. Tak, y 3wmicTi, SIKUH MMOOymTOBaHO
3a CXEMOIO «iM’s aBTopa ece + mpo + iM’s XymoXK-
HUKay, Hanpukian, “Julian Barnes on Edgar Degas”
un “A.S. Byatt on Patric Heron”, aHanizoBaHe ece
3a3HaueHo Tak: “Jules Olitski on Himself” [19, c. 5].
YV BiacHe TEKCTI ece CHTHAjIoM aBToOiorpadidHOCTI
€ BUKOPHCTaHHS IMEHI MHTHA [BiYi: 1 K XyHOXK-
HUKA, PO SIKOTO HTHMETbCS B TEKCTi, 1 SK aBTOpa
tekcty: “Jules Olitski by Jules Olitski”, na nporu-
Bary pemiTi ece, y SIKMX iM’sl XyIOXKHHUKa B 3aroyo-
BKY Ta iM’sl aBTOpa €ce BiNIPi3HAIOTHCS, HAPUKIIAT,
“Edgar Degas by Julian Barnes” [19, c. 158], “Patric
Heron by A.S. Byatt” [19, c. 244].

CMHUCIIOBUM  LEHTPOM  aHaJi30BaHOTO  ece
JK. OnitbKoro € po3misi mpoOaeMu TPUBAJIOTO HEBU-
3HAHHSI MHTI, a came: “‘What I did not foresee was
what it would feel like time after time, vear after year,
for my art to be turned down. In a piece I wrote for
Partisan Review in 1978, I said: “There is value in
long years of obscurity, if one doesn't go insane or
become suicidal, in that, simply because nobody is
looking, the habit of fooling around and trying things
out gets ingrained...” True, but there must be a better
way” [15, c. 310]. HaBenenuii Bumie QparmMeHT
MOXXKHA 3apaxyBaTh 10 MeTaeK(dpasucy, OCKIIbKH
B HBOMY HIeThcs Mpo OaraTopidHe HEBU3HAHHS MHC-
TEUBKUX TBOPIB (time after time, year after year, for
my art to be turned down; nobody is looking) 1 peak-
10 MUTIIS Ha BiJICYTHICTh BU3HAHHA (if one doesn t
go insane or become suicidal ... the habit of fooling
around and trying things out gets ingrained). OTxe,
aHaJi30BaHuN (pparMeHT HE € Hi JECKPUIITHBHHUM,
HI TIyMauyHuM ekdpa3rcoM, OIHAK HOro CMHCIH,
3 OFHOTO OOKY, TICHO TIOB’SI3aHHMM 3 IMITTIKOBAaHIM
(TOTEHIIIHHO MOYKJIMBUM 1 JIOTIYHO HEOOXITHUM)
ek(dpasucom, 3 iHIIOTO OOKy, MOTpedye ekdpasucy,
100 pearnizyBaTy CBOIO CEMaHTUUHY IIHOMHY. ABTO-
Oilorpadi3zm HaBeseHOro BHIE (parMeHTa ece 3a0e3-
MIEIY€ETHCST PO3MOBIIIIO BiA meproi ocodu (I wrote)
PO MEBHY MOJIiI0, a caMe: HAMMCAHHS TEKCTY, OITy-
OJiKOBaHOTO y BiIOMOMY KypHauti (a piece I wrote for
Partisan Review). ABTOp Hajiae JaHi, sIKi CIIPHUAIOTH
JIOCTOBIpHOCTI po3noBini: pik (/978) 1 Ha3By XKyp-
Haiy (Partisan Review). CeMaHTHYHA TIIMOMHA PO3-
ISIAYBaHOTO (hparMeHTa 3a0e3meuyeThCcsl THM, IO
mpobiemMa TPUBAJIOro HEBU3HAHHS MUTI ChopMy-
JIbOBaHA B TEKCTi Y IBOX BUMipax: aBro0iorpadidHo-
ocobucricaomy (What I did not foresee was what it

would feel like time after time, year after year, for
my art to be turned down) Ta y3araabHEHO-YHIBEp-
canbHOMy (There is value in long years of obscurity,
if one doesn t go insane or become suicidal...). ABTo-
OiorpaiyHO-0COOUCTICHUI BHMIp aKTyalli3yeThCs
3aBISIKH BXXHBAaHHIO 0CO00BOTO (/) Ta TPUCBIHHOTO
(my) 3aliMEHHMKIB NepUIOi 0COOM OTHHMHU; y3arajb-
HEHO-YHIBepCAIbHUH BHUMIp aKTHUBYETHCS IIUISIXOM
BUKOPHMCTAHHSI HEO3HAYEHOI0 3aliMEHHUKA one. Po3-
TOpPHYTa y IBOX BUMipax IpoodiieMa poOuTh ece pelre-
BaHTHHUM He JIUIIIE SIK TeKCT, [0 MiCTUTH iH(OpMaIlito
PO TBOPYMH NIISAX XyJOKHHKA-aBTOpa ece, a 1 sK
TEKCT, SIKHH TOPKA€THCA OUIBIN 3arajibHOTO MHTAHHS
eK3UCTEHIIT MHTIIB. Po3misigyBaHOMY KOHTEK-
CTy TpUTaMaHHAa KPUTHYHA DPE(IIEKCHUBHICTB, aJikKe
aBTOp, MPOIUTYBABIIM BJIACHY JAYMKY PO CIpPHUST-
JIMBHH YIUIMB TPUBAJIOTO HEBU3HAHHSI HA TBOpUE CTa-
HoBJIeHHS XynoxHuKa (There is value in long years
of obscurity), cuiepiily TOTBEP/UKYE ICTUHHICTD ITi€l
nyMku (7True), a 3aTUM BHCJIOBIIOE BaraHHs IOJO
JIOTUTBHOCTI CITiyBaTH Takiit momeni (but there must
be a better way).

OsHavyeHa BHIIE MpoOJIeMa TPUBAJIOTO HEBU3HA-
HHS Xy/IO’KHHKA € CEMAaHTUYHOIO BiCCIO, HABKOJIO SIKOT
PO3TaIOBYIOTHCS MEHTANIbHI METaeK(PPACTUUHI MPO-
CTOpH ece, a caMe: MEHTAIILHUH TPOCTIp PeagbHOTO
*KuTTs K. OJipkoro, MEHTAJIBHUNA TIPOCTIp Oaka-
HOTO (OMPISTHOTO) TBOPUOTO YCITIXy 3aBISKH Tif-
TPUMLI apT-AuiIepa/ralepucTa, MEHTAIbHUM IPOCTIip
iHTepIpeTaLii BIACHOTO XHUTTS KpPi3b MPU3MY MIE€BHOI
KyJBTYPHOT MOJIENi, MEHTAJIbHUI MPOCTIP KUTTA
BHTa/IaHOTO XyJOKHHUKA; MEHTAIBHUN MIPOCTIP MOIH
Y BUTQIAHOMY XYIOKHHUKOM (PiITbMi.

Menmanvnuii  npocmip peanvho2o Hcumms
7K. Oniybkozo KOHCTPYIOETBHCS B €CE 3aBASKH 4aco-
Bili pedepenuii 1o neBHOro poky ( “Starting out in
1940...” [15, c. 310]) Ta aKTHBY€ETHCSI B TEKCTI €ce
3a JOMOMOTOI0 BKa3iBKM Ha PEabHHUNA ICTOPUYHUN
riepion (Hampukian, “after two years in Paris, on
the GI Bill” [ 15, c. 311]), cBiii Bik (Hanpukian, “I was
in my early thirties...” [15, c. 311]), peanbHe micTo
(wanpuknan, New York, Paris [15, c. 311]) uu peanbHy
anpecy (Hanpuknan, “There was a cafeteria on 42nd
Street...” [15, c. 311]). Lle#t mpocTip po30ymOBY€ETHCS
JK. OninbkuM sSK HapaTuB PO BIIACHI MTOHEBIPSHHS
B OIHOCTI B TOW Tepioj, KOIK HOrO TBOPYICTh HE
BusHaBanacs (Hanpukian, “Much as I liked peanuts
and coffee, sooner or later I would get hankerings
after meat, drink, and cigarettes. I stole” [15, ¢. 311];
“...Lcouldnot sleep in the cold-water flat” [15,c.311])
1 YMCIIeHHI HEeB/aJi CpoOM 3HANTH MIATPUMKY apT-
IuiepiB 1 rasepuctis (Hanpukian, “... he [Mr. Egan,
thegallerist] wentontosay, “I' mnotgonnatakeyouon”
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[15, c. 312]). [eTani 0cOOHCTOrO KUTTS MONAIOTHCS
CEJIEKTHBHO W CKYTO, HalpHKJIa, PO CBil MEepIInii
Hepaanuii o0 K. OnminbKuii 3a3Hadac JIIIe Take:
“I was divorced. I had brought my infant daughter
to my parents in Brooklyn to be taken care of until,
euphemistically, as they put it, *You could get back on
your feet”” [15, ¢. 311] — Hi iM s APY’KUHM Ta JOYKHU,
Hi IPUYMHHU PO3ITYUYEHHS, Hi 1HII 00CTaBUTH OCOOUC-
TOTO YKUTTS B TEKCTI HE PO3KPUBAIOTHCS. Binblity yBary
MIPUIITICHO caMe HapaTUBY Mo Oe3pe3ysIbTaTHI HaMa-
rauas JK. OIiIbKoro 3HANTH apT-Tuiiepa/TaJepucTa,
SKWii OM EKCIIOHYBaB 1 IMpomnaryBaB HOTro KapTHHH.
Taki HapaTUBH MICTATH JeTalbHy iHpOpMaLilo Hpo
00CTaBUHHM 3yCTpivi 3 MEBHUM apT-AHJIepoM (Hampu-
knan, “My future took a promising turn at the Tibor
de Nagy Gallery on West 57th Street. There I met
John Bernard Myers. He was working with Tibor
at that time” [15, c. 313]), a TakoX BKJIFOYArOThH Jia-
JOTH 3 apT-Auiepom/rajiepuctoM (Hampukinan, “‘He
[Mr. Egan] wasn t taking on any new artist that year. /
“How about next year?” / “No.” / “Two years, three
years — five years. I don't care how long it takes, just
so I know.” / “Sorry” [15, c. 312]) un uuTyBaHHS CIIiB
apT-auiepis/ranepuctis (Hanpuknazn, “Now I know it
for sure,” she [Mrs. Poindexter| said. “I won't risk
showing you” [15, c. 314]). Sk BUAHO 3 TOZAHHX
BHIIE TEKCTOBUX (ParMEHTIB, B €C€ HABOAITHCS Bill-
MOBH apT-AWJICPIB/TAICPUCTIB BUCTABIIATH POOOTH
K. Ominproro. HaBiTh Konu, 3pemToro, y KiHII ece
PO3IOBIAAETHCST TPO  APT-AMIICPA/TATICPUCTA, SKUN
BJIAIITYBaB-TaKH BUCTABKY KAPTUH XyJoKHUKa (Mr:
lolas), mianor i3 wmicrepoMm lojacoM 3aKiHUYETHCS
eMortitanM «Hi!» (Hanpukian, “Mr lolas has had
enough. “No!” he says. “No! I've never dealt with
a living artist that I did not know personally. I won't
deal with you!”” [15, c. 319]), nuilie B OCTaHHBOMY
peUeHHI ece MIIKPEecICHO HEEMOI[IHUM TOHOM
K. Ominpkuii moBimomisie, mo mictep lomac opra-
HI3yBaB HWOTO TIEPCOHAIBHY BHCTaBKY (HAIPHUKIIAT,
“About eight months later Mr. lolas gave me my first
new York show” [15, c. 319]). Takuii crumicTHIHUN
NpuiioM TOBTOPY BiAIOBIJEH-BiAIMOB  YHAOUHIOE
1 Apamatusye mpobiieMy 0araTopivHOr0 HEBH3HAHHS
TBOPYOCTI MHTIIS.

MenTansHUH pocTip pearbHOro )UTT: XK. Omiib-
KOTO KOHTPACTY€ B €C€ 3 MEeHMANbHUM RPOCHOPOM
oaxicanozo (OMpisan020) meopuo20 Ycnixy 3a80aKu
niompumyi  apm-ounepa/zanepucma. CMUCTOBY
3HAYYIIICTh MEHTAJIBHOMY HPOCTOPY OaKaHOIrO
(OMpISTHOTO) TBOPYOTO YCIIIXy B €C€ HATAHO IIITXOM
Horo axTyamizamii Ha ModaTtky ece, a came: “‘When
1 was young I longed for Kahnweiler [...] What
a Kahnweiler! He would understand my art, and he
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would love me ... [15, c. 310]. Y naBenenomy ¢par-
MEHTI MEHTaJIbHHUI MPOCTip Oa’kaHOTO (BUMPISIHOTO)
CTaHy peueli CTBOPIOETHCS 3aB/SKU BXKUBAHHIO JI€C-
noBa longed, a TakoXX BHWKOPHCTAHHIO yMOBHOTO
cnocody (would be, would understand, would love).
TonoBHOIO iHI0BOKO 0COO00 MEHTAIBLHOTO MPOCTOPY
OaxxaHoro (OMpisSIHOr0) TBOPYOTO YCHIXY 3aBASKH
MiATPUMIIL apT-AWiIepa € BAMPIsTHUN apT-auiep/raie-
PHCT, IPOTOTHIIOM SIKOTO € peanbHa ocoda — Jlaniensb
Amnpi Kanseiinep (My Kahnweiler). J1. A. Kauseii-
Jiep SIK ICTOpUYHA 0c00a YCIaBUBCS THUM, IO €KCITO-
HyBaB IepIi poOOTH KyOiCTiB i B MOJAIBIIOMY MaB
TiCHY Ta JoBroTpuBany crhiBmnpario 3 [Ta6mo Ilikacco
[11]. B ece XK. Omninpkoro HaHBaXKJIUBIIIOK PUCOIO
apr-auiepa/ranepucra, nojionoro a0 Kauseiinepa,
€ HOro 37aTHICTh 3pPO3YMITH TBOPUICTH XYIOKHHKA
i moobutn oro (He would understand my art,
and he would love me). Ponb Takoro apt-auinepa/
raJIepucTa MPUMIPSEThCS B €Ce Ha KOXKHOTO peab-
HOTO apT-Juiiepa/TajJepucTa, sIKH BHCIOBIIOE TPH-
HalMHI MeBHy 3ailikaBieHicTb podoramu XK. Ouiib-
KOTO, Hampuknan: “And who knows, she might turn
out to _be the Bride of Kahnweiler” [15, c. 314],
“This slim, dark, olive-skinned Greek dressed in
a black, elegantly-cut Italian suit — my Kahnweiler?”
[15, c. 319]. V nepuiomy 3 HaBeJICHHUX BHUIIE (par-
MEHTIB 1IeThCSA PO CITOMIBAHHS XYIOKHUKA Ha Te,
o micic Ilyannexcrep (Mrs. Poindexter) ctane s
HBOTO TaKUM apT-TUIIEPOM/TallepUCTOM, kUM KaH-
Beiuiep OyB it KyOicTiB. Y Ipyromy ONHCY€ETHCS
cnpoba mpumipsaTu poibp Kaneiiepa Ha wmictepa
lonmaca (Mr. lolas).

MenTtansHult  TpoCTip OakaHOTO (OMPISHOTO)
TBOPYOTO YCIXy 3aBISKH MIATPUMIN apT-ausepa/
rajJepucTa KpUTHYHO BilpedIeKkCcTOBYEThCS B ece,
Hanpuknan: “... but I learned along the way that
there never is, or likely to be, a Kahnweiler. Even
the real Daneil Henry Kahnweiler, I suspect, was
not a Kahnweiler” [15, c. 310]. Y HaBemeHOMY
Bume ¢parmenti XK. Ominpkuii 3a3Hadae, MO BiH
cBigomuii Toro, mo Kauseitnep foro mpiii BipizHs-
€Tbes Bin peanbHoro Kauseiinepa (the real Daneil
Henry Kahnweiler, I suspect, was not a Kahnweiler),
a BumpisHuid KanBeiinep He icHye Hacmpasmi
(I learned along the way that there never is, or likely
to be, a Kahnweiler). OkpiM 11b0TO, aBTOp aBTO0i0-
rpagiuHOrO ece KPUTUYHO OLIHIOE BIACHY HaroJie-
IMBICTh y miieKaHHi Mpii npo Kangeinepa, a came:
“Many years ago I heard someone say: “The greatest
cause of human misery lies in confusing expectations
andreality.” Lam a slow learner”. My childish fantasy
lasted well into middle age...” [15, c. 310]. Jlinrsic-
TUYHUMH 3aC00aMH BUPAKCHHS KPUTHYHOI OLIHKH
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B HaBeIEHOMY (pparMeHTi € caMoXapaKTepUCTHKA 5K
JIFOJIMHH, KOTpa MOBLUIEHO HABYAETHCS PO3YMITH BaK-
nuBi xKUTTEBI puHuwnu (I am a slow learner), i po3-
IJIS1T MPiH PO 1/1eaTbHOTO apT-auiiepa/TaJepucTa siK
BHSIB He3piiocTi (childish fantasy).

Taka peduiekcuBHICTE MOKe HaOyBaTH i1pOHiY-
HOTO 3a0apBlieHHS B KOHTeKcTax, Ae K. Ominpkuid
PO3KpHBa€, SIK BiH KOPHUTYBaB CBOi Mpii, KOJH BOHH
HAJTO Cynepedmin JificHocti. Hanpukian, y mpisix
npo apt-muiepa/ranepucta K. ONObKUN HaIiIHB
Micic [lyarnexcTep poyutro BUMpisiHOT HApedeHoi (the
Bride), 3aTuM, OBimaBIINCh PO iICHYBaHHS ii 4OJIO-
Bika (Mr. Poindexter, Elinor s husband), BiH OyB 3my-
HIeHUH npuaymatu micteposi [lyannaekcrepoBi Taky
poJib, sika O SIKOCh Y3rOKyBaslacsi 3 POJUIIO Micic
[Tyannekcrep-Hapeuenoi, mampuknan: “I learned
there was a Mr. Poindexter. Elinor s husband. Maybe
he would be, for me, a loving brother. or maybe
a devoted uncle...” [15, c. 314].

MeHTtanpHuil TpocTip OakaHOro (OMPISHOIO)
TBOPUOTO YCIIXy 3aBASKH MIATPUMII apT-auiiepa/
rajepucrta B TEKCTI ece TIIOB’s3aHHWM, 3 OIXHOTO
00Ky, 3 MEHTAJIBHUM IMPOCTOPOM PEATHHOTO KHUTTS
K. Ominpkoro. Tak, yci mpii XynoKHHKa MAalOTh
peasibHe MIAIPYHTS, a came: pOJIb BHMPISHOTO
Kangeiinepa npumipseTbcss Ha pealbHUX JIIONEH,
K. Ominpkuii BUMPIIOE TTOAOPOXK O MICTa, J€ BiH
HAaCIIpaBIi HaApOmWBCs (HANpUKIad, ‘... we would
journey to Snovsk and find the house where I was
born” [15, c. 314]). 3 iHmoro OOKy, MEHTaJIbHUI
npocTtip 06axaHoro (OMpisSHOrO) TBOPUYOTO YCHIiXy
TOB’SI3aHUN 13 MEHMAAbHUM NPOCHOPOM ROOIl
y euzaoanomy Xxyoodycuuxkom inomi. OcTaHHIN
MPOCTIp KOHCTPYIOETHCS 3a JOMOMOIOK CIIB movie
Ta fake plots 1 MICTUTB OTOBi/Ib PO OiTHOTO XYI0XK-
HUKa Ta HOro pATIBHUKA apT-Aujiepa/ranepucra,
Hanpuknan: “‘When callers asked what movie was on
and what it was about, I made up fake plots: usually
about a starving artist in love with Jean Harlow;
sentenced to die in the electric chair for killing a bank
guard — the gun went off accidentally as the hero
fainted — he is rescued by an art dealer named
Kahnweiler, played by Paul Muni” [15, c. 312]. Sk
0a4nMo, y CIO’KETI BUTQJIAHOTO XYJOKHHUKOM (iIbMy
¢birypye Kanseiinep (art dealer named Kahnweiler),
SIKOMY BiJIB€ZICHa pOJb PATIBHUKA (rescued) Xymox-
HUKa, 1[I0 IOMUpAE 3 ronony (starving artist). O0pa3
igeanizoBaHoro KaHBeiijiepa moB’si3y€ MEHTAJIbHUIH
npoctip 0axaHoro (OMpIisSHOrO) TBOPUYOTO YCIIiXY
3aBOSKU MIATPUMIN apT-AWIepa/TaJepucTa Ta MEH-
TaJbHUA TIPOCTIP MOAIH y BUTAIaHOMY XyTO)KHUKOM
¢inbmi. OKpiM 1BOTO, 3ac00aMU 3B’ 43Ky JBOX 3a3Ha-
YEHHUX IMPOCTOPIB € BKMBAHHS IMEH BIJJOMUX CBOTO

yacy aktopku [xun Xapnoy (Jean Harlow) Ta aktopa
[Mona Myni (Paul Muni), ski B MEHTaJIbHOMY IPO-
CTOpI MOJIH Yy BUTAJJAHOMY XYJIOKHUKOM (iJIbMi 3ra-
JlaH1 AK aKTOpH, AKi (HIONTO) TPAIOTh y OMY (PiITbMI
pomi xoxaHoi XymoxHHKa (a starving artist in love
with Jean Harlow) Ta apT-nunepa-psAtiBHUKa (an art
dealer named Kahnweiler, played by Paul Muni) Bin-
MOBITHO. Y MEHTaJIbHOMY MIPOCTOPi OaskaHOTO (OMpi-
STHOTO) TBOpYOro ycrixy JlxuH Xapioy € KOXaHOoro
2K. Ominpkoro, a BuMpistauit Kanseinep ysaBiaseThCs
sk [lom Mywni, Hanpuknan: “But Kahnwiler stood
by me, and when my art triumphed [...] and finally,
finally, fame and fortune and an adoring Jean Harlow
were mine, he was there, old and bald as a saint.
1 imagined Paul Muni in the part” [15, c. 310].

Y menmansvnomy npocmopi inmepnpemauii
6/1ACHO20 Hcummsa Kpizb NPU3My neeHoi Kynbmyp-
noi moodeni Oniupkuit nocrae sk PoGin ['yx, a came:
“I fancied myself a sort of Robin Hood, stealing from
the rich and giving to the poor: me. I was scared all
the time, even when filching a five-cent Baby Ruth.”
[15, c. 311]. HaBenenomy BwmIe TEKCTOBOMY (hpar-
MEHTY IIPUTaMaHHa ipOHIYHICTb, OCKUTBKHY K. Oib-
KHMH MiIKPECIIOE, 0 MOCTiHO nepeOyBaB y CTpaxy
(I was scared all the time), HaBITh KO 3IHCHIOBAB
Jyxe npiOHI Kpanaibkku (filching a five-cent Baby
Ruth), Mo € TPOTHIICKHICTIO 00pa3y Oe3CcTparTHoro
Po6in I'yma. Oxpim Toro, OminbKuii-aBTOp ece ipo-
HIYHO 3a3Havae, mo Ominpkuid-Pobin ['yn BuOpaB
00’ekTOM CBOro OmaromisiHHs Jjuie cebe, mpo
SIKOTO JyMaB sIK TIPO BTiJICHHs OiTHSKIB (the poor).
Le#t MeHTaNBHUE TIPOCTIpP MOB’S3aHUH 13 MEHTAIIb-
HUM TIPOCTOPOM IO Y BHUTAIaHOMY XYIO)KHHUKOM
(himpMi 32 JONMOMOTOI0 TIOBTOPY KITFOUOBHX IO
HapatuBy Ipo norpaOyBaHHs OaHKy. Tak, y croxkeri
BUTaJaHOTO XYIOKHUKOM (iTbMY OZIMH 13 Haliipama-
TUYHIIIUX MOMEHTIB CTOCYETHCSI HEBJIAJIOl CIpoOu
norpaOyBaHHs 0aHKy (sentenced to die in the electric
chair for killing a bank guard — the gun went off
accidentally as the hero fainted), npumMipuBIIN POJIb
Po6in I'yma, XK. Omiupkuii mmanye mnorpaOyBaHHS
Oanky (Hanpuknan: “While I planned bank robberies
down to the most exquisite details in my mind’s eye
... [15, ¢. 311]) Ta ycBigoMITioe, 0 HE 3MOXKE TIC
3niicauTr (Hampukimam: “... I always saw myself,
right in the middle of everything, pistol in hand,
fainting away from terror on a cold marble floor”
[15, c. 311]). OckinbKu O3S AyBaHHUI MEHTATBHUM
MIPOCTIP MICTHTB HAPATHUB MPO BUYMHKH, siki XK. Oillb-
KU 3[iACHIOBAaB HacTpaBi (stealing, filching a five-
cent Baby Ruth), BiH nepeOyBae B TICHOMY CMHCIIO-
BOMY 3B’SI3Ky 3 MEHTAJIBHHM IPOCTOPOM pEaibHOTO
KUTTS XYIOKHHKA.
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Menmanvnuit npocmip sncummsa 8uU2a0aAH0O20
XYOO0)CHUKA PO3TOPTAETHCS SIK JIpaMaTHYHUNA Hapa-
THB 1Ipo MuATIA Ha iM’s1 Jlemikos (Demikov), kotpuid,
3axonuBiwch 3a0oponernM y CPCP abGcrpakTHuM
MHUCTEUTBOM, 3MymeHud OyB ytikatu no CILIA
i mepexoByBarucsi Bix arentiB OI'IlY, nanpu-
knan: “The OGPU sniffed and scowled. They went
looking for Demikov, enemy of the people. He fled.
Hidden in a barrel, he was put ashore in Brooklyn”
[15, c. 317]. K. Oniupkuii po3poOIIsie 10 iCTOPito
B JIETANIAX, 100 MEPEeKOHATH apT-IUiiepiB/Taepuc-
TiB BHUCTaBUTH KapTuHHU JlemikoBa, sIKi HacrpaBii
Hasexxath camomy JK. Ominpkomy. LlboMy MeHTaIB-
HOMY TIPOCTOpPY TaKoK TpUTaMaHHa pedIeKCuB-
HicTh, amke JK. OTIbKHA KPUTHYIHO OIIHIOE pallio-
HaJBHICTh BUTAJaHOI icTopii mpo /lemikoBa, a came:
“What I had arrived at was a crazy answer, bizarre —
though it seemed profoundly reasonable at the time”
[15, c. 316-317]. 3acobamu 3B’sI3Ky IIHOTO MEHTAJb-
HOT'O TIPOCTOPY 3 MEHTAIBHUM MIPOCTOPOM PEAILHOTO
KUTTS OJIIBKOTO € BepOaibHI — PO3IOBIIL TIPO TE,
SK BiH HAcIIpaBJli TIEPEIOBiaB IO BHTAJaHy iCTO-
pito micrepy lonacy (mampuknan, “I tell Mr. lolas
Demikov's story...” [15, ¢. 318]), 1 Bi3yanbHI — TEKCT
ece CyNpOBOIKYEThCS (OTOPEIPONYKINSIMU  Kap-
tiuH K. Ominpkoro, siki MaroTh Ha3Bu ‘‘Demikov —
One” [15, c. 311] i “Demikov — Two” [15, ¢. 319].
Takox 3a3Ha4eHi MEHTAJbHI TMPOCTOPHU IOEIHYE
BepOasizoBaHe pedeKCUBHE yCBITOMIICHHS PO30iXK-
HOCTI BUTa/IaHOi iCTOpii Ta peanbHOCTI (HApUKIIa,
“I suggested a PO box in Demikov’s name (though
how Demikow can use it if he never leaves his cellar,
1 hope Mr. lolas wont ask)” [15, c. 319]) i posmno-
BiZlb PO CHPOOH SKOIOCH MIPOIO Y3TOIUTH BUTAIKY
3 peanbHicTiO (Hanpukian, “‘When 1 finally did get
a gallery to give me a show I wrote Mr. Barr that
Demikov _had disappeared, probably murdered”
[15,c. 317-318)).

STk MU 3a3HaYaM BHIIE, KITFOYOBA IS PO3IIISTY-
BaHoro aprobOiorpadiunoro ece XK. Ominpkoro mpo-
OnemMa TpPUBAJIOTO HEBM3HAHHS MUTIS, TOpYIICHA
B MOT0O TEKCTI y IBOX BUMipax: aBrodiorpagiano-oco-

OucTICHOMY # y3arajbHEHO-yHiBEpCaIbHOMY. Y TEK-
CTI ece 3AIICHIOEThCS TOBTOPHA aKTyami3alis 000x
BHUMIpiB, Hanpukian: “Finally my art would be seen.
1, too, would be seen. Bishop Berkeley had it right:
“To be is to be perceived” — or something to that
effect” [15, c. 314]. YV naBeneHomy (pparMeHTi aBToO-
OiorpadiuHO-0cOOUCTICHUIA BUMIp MPOOIEMHU TpUBa-
JIOTO HEBU3HAHHS MMTIS aKTyaJli3y€eTbCs B MEHTaJlb-
HOMY TIIpocTopi Oa)xaHoro (OMpISTHOr0) TBOPYOTO
YCHiXy 3aBISKH IITPUMIIN apT-Iuiiepa/raieprcra
(Finally my art would be seen. 1, too, would be seen),
a y3arallbHEHO-yHiBEpCaJbHUH BUMIp TpenCcTaBlie-
HUH 1UTaro, arpudyioBanor ditocody Jxopmky
bepxui (Bishop Berkeley had it right: “To be is to be
perceived” — or something to that effect”), i Hane-
XKHTB 10 MEHTAJILHOTO MIPOCTOPY PEaIbHOTO YKUTTH.
BucnoBku i mpono3uuii. [IpoBenene mocimimkeHHS
Jla€ 3MOTY [IHTH BHCHOBKY, IIO aBTOOiOTpadiyHOMY
Hapatusy sK Gopmi Metackdpazucy B ece JKromst Oinp-
KOTO TIPO BJIaCHY TBOPYICTh NMPUTAMaHHI BHOIPKOBICTbH
y nojiadi TOAiH BIACHOTO JKUTTS, peIIeKCHBHICTB Ta ipo-
HiUHICTh. BUTBOpEHI B €ce MEHTaIbHI MPOCTOPH HAIIO-
BHIOIOTBCS] HAPATHBAMH, SIKi CTAHOBIIATH BifiOpaHi (hakTh
PEaNbHOTO YKUTTS XyIOKHHKA YU BiOOPaKAOTh 3MICT
tioro ysiBu. K. OminbKuii TOBHOK MipOI BUKOPHUCTOBYE
MOTEHIiall Cy4acHOTo (TIOCTMOJEPHOTO) pequIeKCHB-
HOTO TiIXOY JIO0 HAITUCAHHS aBTO0IOrpad)iuHUX TEKCTIB,
00 Ha TPUKIIAI BIACHOTO KHTTS K XYAOKHHUKA PO3-
KPHTH CKJIA/IHI aCTIEKTH B3a€MOIiT OMPISTHOTO, OayKaHOTO
1 peaslbHOTO B JKUTTI MHTIIS. Y B3aeMopil MeTaekdpac-
THYHI MEHTaJIBHI IPOCTOPHU B €CE € 32C000M TMOSICHEHHS
CYTHOCTI TpPOONEMH TPUBAIOTO HEBU3HAHHS MHUTIS.
3aBIgKd TOMY IO TOpYIIEHA B €ce mpoldneMa TpHBa-
JIOTO HEBHM3HAHHS MHUTIS PO3IIIIAETHCS Y JIBOX BUMi-
pax: aBtobiorpadiyH0-0cOOUCTICHOMY I y3araibHEeHO-
VHIBEpCAILHOMY, €ce HaOyBae€ 3HAYyNIOCTI HE IHIIe
JUTSL YUTAYiB, SIKi IIKABJIATHCS BIACHE TBOPUICTIO JKromts
Omitpkoro, a i 15 OUTBII MIMPOKOTO 3araiy, KoMy He
OaifTy>xe TIUTaHHS HEMPOCTOi ex3ucTeHIii muti. [lep-
CTIEKTHBHU JTOCIIHKEHHS BOAYAIOTHCS B PO3MIAI 1HITIHX
(hopm MeTaekdpasucy B CydacHHUX aHIJIOMOBHHX €Ce TIPO
00pa3oTBOpUE MUCTELTBO, 30KpEMa ece-LI0ACHHHKA.
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Lunyova T. V. AUTOBIOGRAPHICAL NARRATIVE AS A FORM OF METAEKPHRASIS:
A COGNITIVE POETIC ANALYSIS OF JULES OLITSKI’S ESSAY ABOUT HIS OWN ART

The article reveals the key cognitive poetic characteristics of the autobiographical narrative as a form
of metaekphrasis in the essay by a famous abstract American painter Jules Olitski discussing his own art. The
methodology of the analysis has been developed via synthesis of modern literary and psychological research
on autobiography, narrative studies, and the mental spaces theory. Olitski’s essay has been identified as
metaekphrastic based on the criterion of its content being rooted in potentially possible and logically necessary
ekphrasis though not being an ekphrasis per se. The analysis has revealed that Olitski’s autobiographical
narrative as a form of metaekphrasis has the following main features: it is reflexive and ironical, besides,
the facts from Olitski’s life were purposefully selected by the author for the narrative construction. Olitski’s essay
discusses the problem of a long-term neglection of an artists artworks which is posed in two dimensions: as
a personal challenge for Olitski and as an existential problem of artists. As such this problem is the semantic axis
which holds together all the mental metaekphrastic spaces of the essay. The following essayistic metaekphrastic
spaces have been identified: mental space of Olitski’s real life, mental space of the desired (dreamed of) success
as an artist achieved with the help of an art dealer/gallerist, mental space of the artist’s interpretation of his
life through a certain cultural model, mental space of the life of an imagined painter, as well as mental space
of the events in the plot of the imagined film. All these mental spaces are filled with narratives that include
either facts from Olitski’s real life or pieces of his imagination. All the mental spaces in the essay maintain close
semantic relationships with each other. It is the two-dimensional representation of the problem of a long-term
neglection of an artists artworks that makes Olitski'’s essay of an interest to the readers keen on learning more
about his art as well as for the readers concerned with in the existential problems of artists.

Key words: ekphrasis, metaekphrasis, essay, visual art, autobiography, narrative, mental space.
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