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KuiBchkuiil HalliOHATBEHUH JTIHTBICTUYHHNA YHIBEPCUTET

KOT'HITUBHO-CEMAHTHUYHI OCOBJIUBOCTI 3B’A3KY
MIK EKOPASUCOM I METAEK®PAZNCOM

B ECE ITPO OBPA3OTBOPYE MUCTENTBO

(HA MATEPIAJII AHIVTIOMOBHUX TEKCTIB

ITPO AHTOHEJIJIO TA MECCIHA)

Y emammi pozensinymo KoeHimuero-cemanmuyHi ocobaugocmi 36 13Ky Migkc ekgppazucom i mema-
exppazucom y cyuacHux aneioMOGHUX ece NPo 0OPa3omMeopye MUCMeymeo 6 paMKAX 6UEUEHHS che-
YuUpiKu KOHCMPYIOBAHHS CMUCTIB Y 6epOANLHUX MEKCIMAX, W0 PeNnpe3eHmyiomb MUCMeEYbKi MEopu sIK
cemiomuyti 00 exmu. Mamepian docniosxcenns cknamu 08a ece Jowcona bepoocepa, y axux ioemvcs
npo meopuicme Aumounenio oa Meccina, i cmamms, NPUCBAYEHA YbOMY MUMYeBl, 3 NYMIGHUKA
XY002ICHbOIO 2anepecto. AK THCmpyMeHmu ananizy UKOpUCmano peim i konyenm. 3’s1c068ano, wo
KOSHIMUBHO-CEMANMUYHA CNeyuiKa 36 3Ky Midc eKppacmuunumu i Memaex@pacmuiHumMu KoH-
MEKCMAMU 8 CYYACHUX AH2IOMOGHUX ece npo 0bpazomeopye MUCmeymeo SUIHAYACMbCsa MAaKuMu
MPbOMA OCHOBHUMU PUCAMU: eKCNIKayieto cy6 ekmusHocmi, iHOU8ioyanizo8aHoCmi CHpUUMAHHsL
MUCMEYbKO20 MBOPY ma U020 iHmepnpemayii, MONCIUBICIMIO CMEOPEHH 000AMKOBUX CMUCTIE 3a
PAXYHOK ipOHIL | 080CMOPOHHBLOIO CNPAMOBAHICINIO BEKIMOPA PO32OPMAHHS CMUCIIB 8 ece (8i0 Mema-
exgpasucy 0o exppasucy i 8io exgppazucy 0o memaexgpazucy). Excnaikayia cyo’ekmugnocmi, inOu-

8I0YANI308AHOCII CHPULIMAHHA MUCIEYbKO20 MEOPY PedanizyeEmMbCsa Ni0 Yac CMUCI080I 83A€EMOOIT

MemaexgpacmuyHux Qpeimie «8i08i0Y8aHHs XY00XCHLOI 2anepei negHo 0coboKy, «CMEOPEHHS.
Konii KapmuHu neeHoi0 0co6010» i «Cyd 'eKmugHe CHPULMAHHI XYOOIHCHbOT RPAKMUKU MUY 3 KOH-
MEeKCMamu 0eCKpUnmueHo20 i maymaunozo exgpasucy. Cmeopenns 000amKo8ux CMUCI6 3a paxy-
HOK ipoHii 6i00)y8acmubcsi 34 OONOMO20I0 KOHMPACTTY MIdC MeMAeKppacmudHumMu KOHMeKCmamu,
N08 A3aHUMU 3 OeCKPUNMUSHUM | MIYMAYHUM eKPPA3Ucom, i MemaexghpacmuyHuMu KOHmeKcmamu,
no8 SA3aHUMU TuLie 3 0eCKpunmugHum exppaszucom. 11io wac pozeopmannsa cmuciis 8i0 memaexgpa-
3uUcy 00 exgpasucy 6 ece 30IUCHIOEMbCA aKMyanizayis peimis «8iogioyeanHs Xyo0odiucHboi eae-
pei negnoro 0cobo10y», «CMEopeHHs KOnii KapmuHu NegHoro 0cobo10y i «Cyb €KmueHe CRpUUMAanHs
XYOO02HCHbOI NPAKMUKU MUMYSLY, a Ni0 YaC PO32OPMANHI CMUCTIB 810 exghpazucy 00 memaexkgpazucy
8i00Y8AE€MbCSL GUKOPUCANHA NEGHO20 KOHYENMY, aKMyani308aH020 8 eKQpacmuiHoOMy KOHMEKCMI,

07151 p030Y008U PO30YMI8 ) MEMAeKPPACMUYHOMY KOHIMEKCMI.
Kniouosi cnosa: exgppaszuc, memaexgpasuc, ece, obpazomeopye MUcmeymeo, cemiomuyHull

00 ’€Km, KOHCMPYIOBAHHS CMUCTIB.

IocranoBka npo6iaemu. HeoOxizHicTh cucre-
MaTU4HOTO BHKOPHCTAHHS IOHATTS MeTaeK(ppasucy
[ocraia MmiJ 4ac JiHIBOKOTHITUBHOTO 1 KOTHITUBHO-
MOETOJNOTIYHOTO BHBYEHHS CyYaCHHX AHIJIOMOBHHUX
ece mpo o0pa30TBOpUE MHCTEUTBO. Y TaKUX TeK-
CTax PErysIpHO 3yCTpidaeTbes ekdpasuc, SKUi Ha
OCHOBI Jie(iHIII} aBTOPUTETHUX JOCIIIHUKIB «BEp-
OanmbHa pemnpe3eHTalis Bi3yaJbHOI pemnpe3eHTaLii»
[14, c. 262] i «wriTepaTypHHIA OMUC TBOPIB Bi3yaib-
HUX MHCTETB, CYIPOBOKYBaHHWM 1HOAI €CTETHY-
HOIO OLIHKOIO, 1HOAI ONMMCOM OKPEMHX TEXHIYHHX
NpUHOMIB aBTOpa TBOPY, HOrO MaHEPHU UM CTHIIIO»
[3, c. 117] MoxHa 03HAYUTH AK BepOANBHY perpe-
3EHTaIlil0 MUCTENLKUX TBOpiB. [Topsin 3 exdpazucom
Cy4acHi aHIJIOMOBHI €ce Mpo 00pa3oTBOpYE MHCTeE-

IITBO MICTATh KOHTEKCTH, SIKi HE € BJIACHE PEIpe3cH-
TaIli€l0 TBOPIB OOpPa30TBOPYOrO MHCTEITBA, OJHAK
CEMaHTHYHO 1 (YHKLIHHO TICHO 3 HUM MOB’S3aHi.
Y nami#t criimeHiK 3 ipod. O.I1. BopobiioBoro mparrti
MHU 3aIPOTIOHYBJIM HA3WBATH TaKi KOHTEKCTH, y SKUX
MICTATBHCS] «OOTOBOPEHHSI UM PO3AYMH HaJl €K3UCTEH-
LiAHUMH, €CTeTUYHUMH, XYJOKHIMH, KyJIbTYPHHMH,
COL[IQJILHUMHM, TOJITUYHAMHU Ta TICHXOJOTTYHUMH
MUTAaHHSMH, iHCIIPOBaHI PENpe3eHTALIEI0 MUCTELb-
KHX TBOPiB», MeTaekppactuaanmu [18, c. 343]. 3a
HAIIMMH CIIOCTEPEKEHHSIMH, came TICHHHA CMHCIIO-
BUH 3B’A30K MiXK eKdpacTHUHUMH 1 MeTaekdpac-
TUYHUMH KOHTEKCTaMU CTAHOBUTH OJHY 3 T'OJIOBHUX
0COONHMBOCTEH CydYacHHUX AaHIJIOMOBHHX €ce Ipo
00pa30TBOpYE MUCTELITBO.
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3B’A30K MK KOHTEKCTaMH peIpe3eHTalii Muc-
TEIbKUX TBOPIB (eKPpacTUUHUMH KOHTEKCTaMM)
1 KOHTEKCTaMH OOTOBOPEHHS WIMPOKOTO  KoJja
nuTaHb (MeTaeK(ppacTUYHUMH KOHTEKCTaMH), SKHAN
€ 00’€KTOM JOCIIDKEHHS B AaHiil po3Bimii, OyB Bif-
MIYE€HHUH 1€ B MEPLIMX IpaLsiX, MPUCBIYCHUX aHa-
7i30B1 crienUdikK ece K KaHpy, W MPSMO YM OIO-
CEpEe/IKOBaHO BiJI3HAYAETHCS B CyYaCHUX PO3BiAKaX.
Tak, y cBoiii po6oti I. Jlykay, popmMyroun KOHLIEMIIiIO
npuponn i GopMHu ece, BKazap, IO €ce€ B MPHHIIMIIL
MpUTaMaHHO 3BEPTATHCS IO TBOPIB MHCTENTBA (TaK
camo, K i A0 TBOpiB miteparypu) [7, c. 53]. Box-
HOYaC MOCTIJIHUK HAarojocuB, LIO0 TBOPH €cCeEiCTiB
CIpsSIMOBaHI He JMIIEe Ha Te, 00 BUTIyMadyBaTH
KHUTH 1 KapTUHH, a i 1100 BHCIOBUTHCS PO BAXKIUBI
nutaHHsa KUt [7, c. 54]. Ilomi6uo #t T. AmopHo,
3 ogHOTO OOKY, po3BUBaB 1yMKy M. berca mpo Te, 110
ece CTBOPIOE TaKi YMOBH, 32 SIKUX IEBHUH KyJIBTYyp-
HUH 00’ €KT MOXKke OyTH CIIPUHHATHI TTIO-HOBOMY, MIPH
I[OMY IIi YMOBH MarOTh BIIPI3HATHCS BiI THX, SKi
CTBOpUB MuTeIBH-aBTOp [ 10, c. 166], To6TO PpakTHIHO
MIICAaB MPO PENPE3CHTALIII0 MUCTEL[LKOTO TBOPY B €cCe,
a 3 iHmoro OOKy, HaroJIOIITYBaB, IO ece BOUpac B cede
Pi3HI KoHIleNTH, TocBiau Ta Teopii [10, c. 166], ToOTO
BKazyBaB Ha CIPSIMOBAHICTh €ce Ha IIUPOKE KOJIO
nutadb. CyuyacHa nocminauis K. 3aroponsesa, mpoa-
HaJIi3yBaBIIIH €Ce PO MUCTEITBO B aHTIIIUCHKIH JTiTe-
parypi apyroi monosuaH XX CTOMITTS, BACHOBYE, IO
HalBaXXJTUBIIINM CKJIAJIHUKOM LHUX ece € ekdpasuc
[4, c. 6], a Takox 1O Taki ece PO3BUBAIOTH JIETCHAY
PO Xy/JAOKHHKA, IMM TEKCTaM MpHUTaMaHHi Qinocod-
CBKi PO3AYMH PO MPUPOLY MHUCTEUTBA Ta aBTOOiO-
rpadiuni BigcTymu [4, c. 6].

[Tompu Taxi BIy4HI CIIOCTEPEKEHHS MIOAO HasB-
HOCTI B €ce, 0COOJIMBO B €ce IMPO MHUCTELTBO, KOH-
TEKCTIB penpe3eHTalii MUCTEIIbKIX TBOPIB 1 KOHTEK-
CTiB 0OOrOBOpEHHS HIMPOKOTO KOJa MUTaHb, 3B’SI30K
MIX KOHTEKCTaMH MepIIOro 1 JPyroro THIIB, SKi
MH TIO3HadaeMo SK ekdpactudHi Ta MmeTaekdpac-
THUYHI KOHTEKCTH, LIe HE CTaB IPEAMETOM OKPEMOIO
KOTHITUBHO-CEMAaHTHYHOTO aHami3y. JlocmimKeHHs
IBOTO 3B’S3KY YMOXXIIUBHUTH MOTTHUOJICHHS HAYKOBUX
ySIBJIEHb TPO KOHCTPYIOBaHHS CMHCIIB Yy BepOalib-
HUX TEKCTaX, SKi BiI0OpakaroTh MUCTENbKI TBOPH SIK
CeMIOTHYHI 00’ €KTH.

AHaJi3 ocTaHHIX JocaigkeHb i myOsaikamii.
[TuranHs npo xXapakTep penpe3eHTamii MUCTELBKUX
TBOpIB B ece MOpYyIIEHe 5K Y JiTepaTypo3HaBUHX,
TaK 1 B MOBO3HABUMX CTyIisX. I3 mo3uilii jiTepary-
po3naBms K. 3aremin Big3HAYMB, IO €CEICT, SIKUAH
YHOPSAKOBYE Ta OCMHCITIOE BIIACHUHN JTOCBIJ CIIPHii-
MaHHS 4yXXHUX TBOPIB, (hOpMye BacHe OauyeHHsI CBITY,
AKe CHeUUu(iKyeTbcs SK OCOOHCTE MEepeKHBAHHS
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Ta TPaKTyBaHHsS KyJIbTypHHX CMHCIIB [5]. 3rimHo
3 miHTBicTHYHOIO KoHIemIieo O. by3anscrkoi, ece,
y AKHX BiJOYBa€TbCS OCMHCIICHHS MUCTELBKUX TBO-
piB, CTBOPEHUX IHIIIMMH, MO>KHA BiJTHECTH JI0 TEKCTIiB
3 iHgekcanbHOW pedepenuieto. JlocaiaHuIsg BU3HA-
Yae, 1110 1HJIeKCaIbHa pe(epeHIlis BIaCTHBA TEKCTaM,
sKi chopMyBasMcs Ha OCHOBI BTOPUHHHUX, CKJIAIHi-
IIUX CIIOCTEPEIKEHDb Ta PO3MYMIB aBTOpa, KOTPi Bill-
CHJIAIOTH JI0 BepOabHO KOMOBAHUX (aKTiB KyJIBTypH
(apxiTeKTypH, CKyNbITYpH, My3UKH TOLIO), Ha Bif-
MiHY BiJl JECKpUITHBHOI pedepeHiii, mpuraMmanHoi
TUM TEKCTaM, SIKi BUHUKIU Ha OCHOBI Oe3mocepei-
HIX CTHIOCTepeXeHb aBTopa [2, c. 56]. OckigpKu ece
3 IHIEKCATEHOIO peepeHITieto — Ie MUTOME BTIJICHHS
JOCUTH CKJIAJHUX CIIOCTEPEKEHb TA PO3MIPKOBYBaHb
aBTOpa, MOXKHA MPUITYCTUTH, 10 B CYYaCHUX aHIJIO-
MOBHHUX €ce Mpo 00pa30TBOpYE MHUCTEUTBO 3B’SI30K
MiXK eKPpaCTHYHHMHU Ta METaeKPpPACTUIHUMH KOH-
TEKCTaMH € CKJIJHUM 1 pI3HOBEKTOPHHIM.

JieBuM 1HCTpYMEHTOM aHalizy eK()pacTUIHHX
KOHTEKCTIB y Cy4acHHX aHIJIOMOBHHUX ece Ipo obpa-
30TBOpYE MHUCTEUTBO € 3ampornoHoBaHe O. SueHko
PO3MEXKYBaHHSI JIECKPUIITHBHOTO 1 TIIyMayHOTO
eK(pa3uCiB Ha OCHOBI Ti€l JOMIHAHTH, SIKY aBTOp ece
BHIUISE y MUCTEIILKOMY TBODi [9]. I1ix aeckpunTus-
HUM eK(pPa3ucoM JOCITITHUI PO3yMi€ OIHUC, KUK
nepesae Bi3yalbHi PUCH 300pa)kKEHOr0 Ha KapTUH,
a Mg TIyMadyHdM — iHTEpIpETalilo, CHOpSIMOBaHY
Ha BUSBJICHHS TIMOMHHOTO 0OPa3HO-CHMBOIIYHOTO
3micty TBOpY [9]. Po3MexxyBaHHS AECKPHUIITUBHOTO
1 TITyMagHOTO eK(Ppa3uciB yMOKIUBIIIOE aHATI3 Bep-
OanpHOI perpe3eHTalii MUCTELKUX TBOPIB SIK CeMi-
OTHYHHUX 00’ €KTIB.

JlocBi yCHINTHOTO BUKOPHCTAHHS JIIHTBOKOTHI-
THUBHOTO MiAXOMy A0 BHBYCHHS eKPpPazucCy B XyIOXK-
HixX TBopax [1; 6, c. 285-290; 16; 17] no3Bossie exc-
TPamoIIOBaTH METOJOJIOTII0  JIIHTBOKOTHITHUBHOTO
aHaITi3y Ha JOCIiKEHHs eK(ppacTHYHUX Ta METaeK-
(pacTHYHUX KOHTEKCTIB Y CYYacCHHUX aHIJIOMOBHHX
ece Tpo obpazoTBopye mucTenTBo. Ha mux miacra-
Bax JIO aHal3y KOTHITHBHO-CEMaHTHYHOTO ACIEKTY
ek(dpasucy Ta Merackdpaszucy B ece mpo oOpasor-
BOpYE MHCTELTBO MO)KHA 3QJIyYUTH TaKi MOHATTA
KOTHITUBHOI JIIHTBICTHKH, SIK KOHIIENT (XapaKTepH-
30BaHUH AK «MiHIMaJIbHa CTPYKTypHa OIMHUII 3HA-
HH» [8, c. 38]) 1 peiim (onmcaHWid K «OAMHUIIS
CTPYKTypH3aIlii JoCcBiAy JronuHm» [8, c. 132]).

IMocTtanoBka 3aBmaHHA. Mera Hamoi pos-
BIJKH — PO3KPUTH KOTHITMBHO-CEMAaHTHYHY CIELH-
¢iky 3B’513Ky MK eK)pacTHUHIMH 1 MeTaeKppacTHi-
HUMH KOHTEKCTaMH B CyYacHHX aHIJIOMOBHHX €ce
mpo 00pa30TBOpYE MUCTEITBO HAa MaTepiaji TeKCTIB
po AHTOoHeI10 1a MecciHa.
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Bukaan ocHoBHOTro MartepiaJy. /[ns po3B’si3aHHs
MOCTABJICHOTO B PO3Bi/IIIi 3aBIaHHs Oyl0 00paHo J1Ba
ece BiJJOMOTO aHIIIHCHKOTO KpPUTHKAa MHCTEITBa,
poMaHnicTa, moera i xynoxkHuka /[xona bepmxepa,
MTOB’SI3aHUX 13 TBOPYICTIO BHIATHOTO iTaNIiCHKOTO
xyaokarka XV cTomitTs AHTOHewIo aa MecciHa.
[epme ece, mo Mae HazBy “Antonello da Messina”,
LJIKOM TpUCBsSTYeHO MUTLIO [11], npyre, KoTpe Ha3u-
BaeTbesi “Krakow”, MICTHTh (parMeHT, y SKOMY
WIOeThCs TPO TBOPUICTE AHTOHEIO na MecciHa
[12, c. 6-7]. 3 MeTor0 BUABHUTHU clielU(iKy 3B 3Ky
MiX eK(QpacTUYHHMH 1 METaeKPpPacCTUIHUMHU KOH-
TEKCTaMHU B €ce MOPIBHAHO 3 TEKCTaMH IPO MHUCTE-
IITBO 1HIIIKX aHPIB JI0 aHATI3Y TaKoXK OyJia 3aJIydeHa
CTaTTs 3 MyTiBHUKA XYJOXKHBOIO TaJIEPEEr0, MPUCBSI-
YeHa KapTHHI IIBOTO K XyIOKHHKa [15].

BepbansHuM cHTHAIOM eK(PpacTHIHOTO KOHTEK-
CTY MH BB2)XKa€MO HAsBHICTh €KCILUTIIIMTHOI BKa3iBKU
Ha Te, II0 B TEKCTi OMHUCYETHCS 300pa’keHe y MHC-
TelbKOMY TBOpi. Hampuknan, y momaHomy HUXYeE
¢dparmenrti 3 ece bepmkepa “Antonello da Messina”
IIECTIOBO painted BKa3ye Ha Te, IO HIAETHCS PO CTBO-
pEeHHsI TBOPIB 00Pa30TBOPUOTO MHCTEITBA, iIMEHHUK
Crucifixions BUKOHY€E pOJIb Ha3BU LINX TBOPIB, a IMCH-
HUK Scene CIYrye Al YTOYHEHHS, IO BepOalibHA
perpe3eHTalisi CTOCYETbCS TOTO, K BUIISAAAE 1 IO
o3Hadae 300pakeHe (y po3mIsiAyBaHOMY KOHTEKCTI I1e
CIieHa 3HYIIIaHHA HaJ XPUCTOM i BUTOJIOIIEHHS BUMOT
po3n’arts Xpucta): “Antonello painted, in all, four
Crucifixions. The scene he returned to most, how-
ever, was that of Ecce Homo, where Christ, released
by Pontius Pilate, is put on display and mocked,
and hears the Jewish high priests calling for Cruci-
fixion” [11, c. 20].

Jlns BBemeHHS eKPpacTUYHUX KOHTEKCTIB B ece
BUKOPHCTOBYIOTbCS [Ba crocobu: 1) HeWTpaibHO-
00’€KTHBHHMIA, 2) TMEPCOHATI30BAHO-CYy0’ EKTHBHHUI.
[Tlig HelTpadpbHO-00’€KTUBHUM CIIOCOOOM YBEIEHHS
eK(ppacTHIHNX KOHTEKCTIB B €C€ MU PO3YMIEMO TaKy
pENpe3eHTAIlil0 MUCTEIIBKOTO TBOPY B TEKCTi, sKa
EKCIUTIIUTHO HE TOB’s3aHa 31 CIONISAAHHIM LBOTO
MHUCTEI[LKOTO TBOPY aBTOPOM €ce€, a IONAEThCS SIK
HelTpansHuidi 00’ exTHBHUE (akT. Hampuknan, B ece
Bepmxepa “Antonello da Messina” npo 300paxene
Ha KapTuHi AHTOHETO «brarosimenHs» (“‘Annunci-
ation”) moBioMIII€THCS K TIpo hakt: “In an Annun-
ciation painted by Antonello, the Virgin stands before
a shelf on which there is an open Bible. Theres no
angel. A head-and-shoulders portrait of Mary. The
fingers of her two hands placed against her heart are
splayed open like pages of the prophetic book. The
prophecy passes between her fingers” [11, c. 21].
VY HaBeneHOMY BuIE (parMeHTi AECKPUITHBHUIM

ex(ppasuc BKIIOYAE ITHPOPMAIIIO PO 300paKeHyY
ocoly — miBy Mapiro (the Virgin), nmii 1iei ocodm —
Mapist cToiTh (the Virgin stands), micuie mepeOyBaHHS
300paxeHoi ocobu — Ounst monwmii (stands before
a shelf), BaxnuBuii 00’ ekt — Binkpury bibmito (there
is an open Bible), a Tako Tpo MEpCOHAXKA, SIKHH MIT
6u OyTH 300paXeHUM 3TiTHO 3 KYIBTYPHOIO TPajau-
Ii€r0, aje BiICYTHIW Ha KapTuHi, — aHrena (There'’s
no angel). TnymauHuii ekppasuc eKCILTIKye CUMBO-
JIYHUHA 3MICT KApTUHU — MUCTELIbKHHA TBip 300paskae
MomeHT npoponrea (The prophecy passes between
her fingers).

ITepconaiizoBaHo-Cy0’ eKTUBHUN  CHocid  BBe-
JeHHS eKPPaCTHIHUX KOHTEKCTIB B €ce IOJsITae
B eKCIUTIUTHIA pedepeHIiii 10 0COOUCTOI B3aeMO-
Iii aBTOpa TEKCTy 3 MEBHUM MHCTEIIBKHMM TBOPOM.
Hanpuxnan, B ece bepmkepa “Antonello da Messina”
TIlyMadHOMY eKdpazucy kapTanu «Po3m’strso» (“Cru-
cifixion”) mepenye iH(op™marliis Mpo pilIeHHs aBTopa
€ce y IEBHUM KOHKpeTHUH JeHb — CTpacHy 11" ITHULIIO
2008 poky (Good Friday, 2008) nogusutncs Ha 1l
muctenbkuil Bip (look at the Crucifixion by Antonello
da Messina); us indopMmartis sBisi€ COO0K METaeK-
dbpactuunmii kKouteket: “I was in London on Good
Friday, 2008. And I decided, early in the morning,
to go to the National Gallery and look at the Cruci-
fixion by Antonello da Messina. It's the most solitary
painting of the scene that I know. The least allegori-
cal” [11, c. 17]. Y HaBeneHOMY BUIlle (h)parMeHTI 3a
JIOTIOMOTOI0 BepOaJIbHO1 pernpe3eHTallii Mmeraekdpac-
THIHOTO (hpeiiMy «BIIBITyBaHHS XYIOXKHBOI Tajepel
[IEBHOIO 0CO0OI0» pealli3oBaHO IEePCOHATI30BaHO-
CyO’€KTHBHHUI cmoCi0 BBEOEHHS TIyMaueHHs Kap-
TUHU «PO3M’ATTS K TaKoi, 0 HAHBUPA3HIIIIE Tepe-
Jla€ CaMOTHICTD 3-TIOMIX BiJJOMHX aBTOPY KapTHH, SKi
300pakaroTh CIleHy po3I ATTsS Xpucta (It’s the most
solitary painting of the scene that I know), 1 Ak Haii-
MEHII aJerOPUYHOI MOPIBHAHO 3 1HITUMH MHUCTEIb-
kumu TBopami (The least allegorical).

[lepconanizoBaHO-Cy0’€KTUBHUN  CIIOCIO  BBe-
JICHHS1 eK(QPaCTUYHUX KOHTEKCTIB € XapaKTepHUM
JUIsL TIpoaHajizoBaHWX ece. Tak, B ece bepmkepa
“Krakow” 1 ekpasucy kaptuau AHTOHEIDI0 «Mept-
Buii Xpuctoc, miaTpumyBaHuii aHremom» (“Dead
Christ supported by Angel”), it ekdpasucy monaorna
THIIOTO XYJIO)KHUKA, TIPO SIKE TEK WIETHCS B TEK-
cti («Ilani 3 ropuocraem» (“Lady with Ermine”)
Jleonapno ma Biwui), mepemye MeraekppacTHIHUH
(hpeiiM «CTBOPEHHSI KOTTii KAPTHHU ITEBHOIO 0COO0I0Y,
Hanpuknan: “Another copy? Antonello da Messina? /
Dead Christ supported by Angel, I say. [...] He looks
down again at the sketchbook” [12, c. 6-7]. Hage-
JCHWI BHIE (QpParMeHT SBJIs€ COOOK YaCTHHY
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YSBHOT PO3MOBHU MiXXK aBTOPOM €ce Ta HOro MEpTBUM
YUHUTEIEeM, MPESIMETOM JIJIsi PO3MOBU € Kotis (copy)
KkapTuHH AHTOHEIO (Antonello da Messina) «Mept-
BUi XpHCTOC, MiATpUMyBaHuii aHreirom» (Dead
Christ supported by Angel), BukoHaHa B anpOoOMi
JUTSL 3apUCOBOK (the sketchbook): “Another copy?
Antonello da Messina? / Dead Christ supported by
Angel, [ say. [...] He looks down again at the sketch-
book.” B ece Bepmxepa “Antonello da Messina” i3
ceMH eK(PaCTHYHUX KOHTEKCTIB UYOTHPU BBEACHI
y TIepCOHAI30BaHO-CY0 EKTHBHHMA CIOCIO 3a Jorio-
MOTOI0 MeTaeKk(pacTHUHUX (HpPEeMiB «BiJ[BiTyBaHHS
XyAOKHBOI Tajiepei MeBHOI0 0CO00I0» 1 «CTBOPEHHS
KOIIi1 KapTUHH MEBHOIO 0co00t0». HatomicTs y myTiB-
HUKOBI XYIOKHBOIO Tallepecro yci eKppacTH4Hi
KOHTEKCTH BBOISATHCS B HEUTPaTbHO-00’ €KTHBHHUI
crioci0, Hanpuknag: “... we see him as a dignified
scholar, in a snug wooden carrel erected in a Gothic
building, something between a church and a palace.
Legend attributed to him the miraculous good deed
of another saint, the extracting of a thorn from a lion's
foot, and a tame lion is shown padding in the shadow
to the right” [15, c. 19]. Y HaBemeHOMY (pparmMeHTi
exdppazucam kKaptuHu «CBstudl leponiMm y kemii»
(“Saint Jerome in his Study”) (a dignified scholar, in
a snug wooden carrel erected in a Gothic building,
something between a church and a palace; a tame
lion is shown padding in the shadow to the right)
nepeye aKTyanizamis MeTaeKppacTHIHUX (ppeiimiB
«CTIOTVISIIAaHHS MHCTELBKOTO TBOPY THIIOBUM CIIO-
mspauem» (we see him) 1 «JiereHaapHa ictopis, Bio-
OpakeHa B MHCTENIbKOMY TBOpPi» (Legend attributed
to him).

TakuM YMHOM, eKPPACTHYHI KOHTEKCTH B €ce PO
00pa30TBOpYE MHCTEITBO YacTO MOB’sA3aHI 3 MeTa-
eK(ppacCTHYHUM KOHTEKCTaMH, y SIKHMX BepOalli3oBaHO
JOCBiJT OCOOHMCTOi, TepPCOHaNi30BaHOi, aBTOPCHKOI
B3a€EMOII1 3 KAPTUHOIO.

OkpiM TIHOTO, B €c€ ICCKPUNITUBHHUU eKdpasuc
MOYKE PO3MIIIYBaTHCA B ipOHIYHOMY MeTaeKppacTu4-
HOMY KOHTEKCTi, 1[0 HE XapaKTepHO IJIsl MyTiBHHUKA
XyAOKHBOIO ranepeero. Hanpuknan, B ece bepmxepa
“Antonello da Messina” JnecCKpUNTHBHI eK(ppazucu
kaptuH Benackeca «lloptper kopons @imima Yet-
Beptoro» (“Philip the Fourth) i «Xpucroc B OynuHKy
Mapdu i Mapii» (“Christ in the House of Martha”)
po3MimieHi B MeTaeK(pacTUYHOMY KOHTEKCTi PO3-
MOBHU TEPECiYHHMX BiJBilyBadiB KapTHHHOI ramepei
Ta THIIOBOTO CIIYXKUTENs ranepei: *“ ‘We re looking for
his [Velazquez 5] portrait of a stag.’[...] ‘We have two
portraits of Philip the Fourth — and in the one of them
his magnificent moustache curls upwards, like antlers
do. But no stag, I'm afraid.’/ ‘"How odd!’/ ‘Perhaps
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your stag is in Madrid. What you shouldn t miss here
is Christ in the House of Martha. Martha s preparing
a sauce for some fish, pounding garlic with a pestle
and mortar.”/ ‘We were in the Prado but there was
no stag there. What a pity!”” [11, c. 19]. Y HaBene-
HOMY BHIIe (hparMeHTi BiiBigyBauaMm, sKi IIYKaIOTh
MeBHY KapTHHY — IIOPTPET OJNeHs (portrait of a stag),
CITYXKUTENIb Tajiepel MPOMOHYE TOIITHYTH Ha iHII
KapTHHU — IopTpeTH kopois dinina Yerseproro (We
have two portraits of Philip the Fourth) Ta NonoTHO
«Xpucroc B Oynuaky Mapou 1 Mapii» (What you
shouldn 't miss here is Christ in the House of Mar-
tha). Ilpu 1IbOMY CIYXXHUTENh NETATBLHO OIHUCYE, SK
BHIIsIa€ 300paXkeHe Ha KapTHHI: Byca KOPOJIs 3aKpy-
YeHi IOTOpH, MOB POTH oyieHs (in the one of them his
magnificent moustache curls upwards, like antlers
do), a Mapda rorye coyc s pudbu (Martha's pre-
paring a sauce for some fish, pounding garlic with
a pestle and mortar), He IPUAUTSIIOUN MMOHAWMEHIIIOT
yBard TyMadHoMy ekdpasucosi. [loBHa BiACyTHICTH
TIIyMauHOro ek(ppazucy B LBOMY (parMeHTi pi3Ko
KOHTPAcTy€ 3 HAasBHICTIO TIyMauHUX eK(pa3ucis,
MOB’SI3aHUX 3 MeTacK(ppacTUUHUMH KOHTEKCTaMH,
y SIKUX Bep0alizoBaHO JJOCBIJ] B3aEMO/IIT 3 KAPTHHOKO
aBTOpa ece, B iHMMX ¢parmeHTax ece. OCKUTEKH daii
B €ce CIIy)KHTeNb rajepei MpeacTaBiIeHUH SK Hera-
TUBHHH NIEPCOHAXK, IKOMY Oalayke 10 CMHUCITY KyJlb-
TYpHHX OO’€KTiB, a BaKJIMBO JIMIIC CIiJKyBaTH 3a
JOTPUMAaHHSM BiABigyBauamu (HOpMajbHUX IMPABHI
nepeOyBaHHS B rayepei, MeTaeKppacTHUYHUN KOH-
TEKCT, IOB’sI3aHUH 3 HABEJCHUM BHIIE IECKPUIITHB-
HuUM ekdpasucom kaptuH «lloptper kopons dimina
YetBepToro» i «Xpucroc B Oynuaky Mapdu i Mapii»,
HaOyBa€e ipOHIYHOTO 3a0apBIICHHS, OCKIJIbKU JIEMOH-
CTpYy€, IO XOpOIlEe 3HAHHA JeTaled MHCTEUBKUX
TBOPIB BUSABIIIETHCA OC33MICTOBHHM. Y Takui CIIO-
ci0 B ece 3’SBIAETHCA HOBHM CMHCI — «I1aM’STaTH
Mpo JeTajii 300paXeHOT0 y MHUCTEIBKOMY TBOpi He
O3Hauae po3yMiTH wUeil TBip». [lpuHarizHo Bapro
3ayBa)KUTH, 10 HacMpapii 300pakeHa Ha KapTHHI
«Xpucroc B Oymuaky Mapdu 1 Mapii» cuieHa npu-
TOTYBaHHSI 1KI Ha KyXHI Ma€ CKJIQIHUH CMHCIT — SIK TIe
PO3KpHUTO, 30KpeMa, B onHoMY 3 ece Hopmana bpaii-
cona [13, c. 149].

OxpiM MeTaek)pacTUUHMX KOHTEKCTIB, Yy SKHX
BepOasIi30BaHO J0CBIJ] B3a€MOJIIT 3 KAPTUHOKO aBTOpa
ece, B aHaJII30BaHUX TEKCTaX CTBOPEHO MeTaeKkdpac-
THYHI KOHTEKCTH, Yy SKHX 00 €KTHBOBaHO iH(OP-
Mamilo Mpo XyAOXKHIO NMPAKTHKYy MHTIS. Taki mera-
eKPpacTH4Hi KOHTEKCTH, y SKUX BepOai30BaHO
iHpopMalito mpo mpodeciiiHy iSUTBHICTD XYIOXK-
HUKa, SIBIISIOTH COOOK CYO’€KTHBHY IHTEpIIpeTa-
mito (akTiB aBTOPOM ece: X MOXHA MPEICTaBUTH
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K (peliM «CyO’ €KTHBHE CIpUHMAaHHS XYIOXKHBOI
NpakTUKH MUTIs». Hampuknaz, B ece Bbepmkepa
“Krakow” mpencraBieHo TOUKy 30py yuurens bep-
JDKepa, 3TITHO 3 SIKOK0 XYHIOXKHIN MeTon AHTOHEIUIO
HaragayBaB npykyBauHsA: “He [Antonello] painted
like he was printing words” [12, c. 7]. B ece bep-
okepa “Antonello da Messina” indopmauis mpo mpo-
(eciiiHy isUTbHICTh XyJA0XKHHUKA TI01aHa B KOHTEKCTI
CrorajiiB aBTopa ece npo crpuiiManas CbOMOI CHM-
¢domnii UlocrakoBuua: “It was the same year, 1942,
that Londoners first heard on the radio — in the sum-
mer, I think — Shostakovich’s Seventh Symphony,
dedicated to besieged Leningrad. [ ...] Hearing it, we
told ourselves that the resistance of Leningrad, now
being followed by that of Stalingrad, would finally
lead to the Werhmact's defeat by the Red Army. And
this is what happened” [11, c. 18]; “What is so striking
about the heads and bodies he painted is not simply
their solidity, but the way the surrounding painted
space exerts a pressure on them and the way they
then resist this pressure. It is this resistance which
makes them so undeniably and physically present”
[11, c. 19]. Y nepmomy 3 HaBeneHUX BuUlle (hparMeH-
TiB bepmxkep excrikye inTepnperaniro CboMOi cCHUM-
¢oHii KoIoM OMM3BKUX A0 HHOTO JIIOAEH K YTUICHHS
nependadeHns, mo omip Jleninrpana (the resistance
of Leningrad) npusene o nopasku Bepxmary; y npy-
roMmy (parMeHTi came akTyalli30BaHUIl y TMorepe-
naboMy (parmenti konuent OIIIP (resistance) Buko-
pHCTaHO Uil perpe3eHTauii ¥ iHTepnperauii Toro,
10 caMe 3MaJTIOBaB XyNOXKHUK (he painted is not sim-
ply their solidity [ ...] and the way they then resist this
pressure).

HatomicTe y TyTiBHUKY XYIOKHBOIO TaJepeero
MeTaeK(ppacTU4HI KOHTEKCTH, Yy SIKUX BepOami3o-
BaHO iH(popMaLilo mpo npodeciiHy TisSIbHICTD
XyJIOKHUKA, MalOThb 00’ €KTUBHHI XapaKTep HayKo-
BUX (AaKTIB YM IMOBIPHUX MPUITYIIEHb, HATPHUKIAI:
“Antonello was active in Messina in Sicily, then part
of the Kingdom of Naples, by 1456. In 1475—6 he was
in Venice, working on a large altarpiece. It was once
thought that he taught the Venetians the technique
of building up colours in glazes — thin translucent
layers of pigment suspended in a drying oil medium —
having learned it himself on a trip to Bruges. This
tradition can now be discounted, since we know that
accomplished paintings in this technique were being
produced near Venice by the 1460s” [15, c. 18].
VYV HaBeneHOMY (parMeHTI MOJAHO JOKYMEHTaIbHO
3acBigueHi (hakTh Ipo MpodeciiHy MisTbHICTE AHTO-
HEJUIO: Tepiox HOro TBOPUOI aKTHUBHOCTI B PIi3HUX
Mictax (Antonello was active in Messina in Sicily,
then part of the Kingdom of Naples, by 1456. In

1475—6 he was in Venice), poO0OTy HaJ IEBHUM TBO-
poMm B meBHOMY Mictti (In 1475—6 he was in Venice,
working on a large altarpiece) 1 Hapasi cripocTOBaHe
MPUITYLICHHS PO HOTO BJIMB Ha PO3BUTOK XYAOKHBOT
TexXHIKU meisunry y Beneuii (It was once thought
that he taught the Venetians the technique of building
up colours in glazes [...] This tradition can now be
discounted, since we know that accomplished paint-
ings in this technique were being produced near Ven-
ice by the 1460s).

Buiie mu 3’sicyBainy, 1110 MeTacK(ppacTUIHUHN KOH-
TEKCT MOKE CIIyTYBaTH B €ce JUIsl BBEJCHHS ekdpac-
THYHAX (parMeHTiB — TaKUM YHUHOM CTBOPIOBaHI
B €C€ CMHUCIIH PO3TOPTAIOTHhCS B HAIIPSIMY BiJl MeTa-
exdpazucy a0 exdpasucy. Okpim 11poro, Mix exdpa-
3HCOM 1 METacK(PpPa3HCcOM CIIOCTEPIraeThCs i TaKUH
KOTHITHUBHO-CMHUCJIOBUI 3B 430K, KOJIU IEBHUN KOH-
LENT, aKTyalli30BaHUN B EKPPACTUIHOMY KOHTEK-
CTi, BUKOPHUCTOBYETHCS I PO3TOPTAHHSI PO3AYMIB
B MeTaeKk(ppacTHIHOMY KOHTeKCTi. Hanmpukiaz, B ece
Bepmxepa “Antonello da Messina” axtyasnizoBaHHii
B eK()pacCTHUHOMY KOHTEKCTi iIHTepHpeTalii KapTHHH
«Posm’ sty wonnent OIIIP (“It is this resistance
which makes them so undeniably and physically
present.” [11, c. 19]) mMoxe OyTH BUKOPHUCTAHWH
JUTS THTEpIIpeTalii Omrucy MPOTUCTOSIHHS aBTOpa ece
Ta CITy’)KUTEN XyA0KHBOI ranepei, Hanpuknaa: “‘I'm
warning you. That bag cannot stay on the floor.”/ ‘I 've
come to draw this painting because it’s Good Fri-
day.’/ ‘Its forbidden.’/ I continue drawing. / ‘If you
persist,’the security guard says, ‘I’ll call the Super.’/
1 hold the drawing up so he can see it.” [11, c. 20].
VY HaBeneHOMY MeTaeK(ppacTHUYHOMY (parMeHTi Bep-
0aJi30BaHO OJWH 3 €Mi30[iB MPOTHCTOSHHS aBTOpa
ece, SIKMi HaMaraBcsl HAMAITIOBaTH KOIIIO 3 KapTUHH
Antonemno (I continue drawing), CITy>)KATEJIO Talle-
pei, Sk TparHyB WoMmy 3a00pOHHTH 1€ POOHUTH
(‘If you persist,” the security guard says, ‘I’ll call
the Super’). Ilpu oMy U1 aBTOpA ece oro crpoda
HamMaJroBaTu Komito «Po3m’saTTs» Oynna Hacammepen
CEeMIOTUYHOIO (CUMBOJIIYHO 3HAYYIIOI0) AISUTBHICTIO
(bepmxkep BuOpaB came II0 KapTHHY 3BaKAOUH Ha
ocobnmuBuit nerp — CtpacHy m stHUIO (I’'ve come
to draw this painting because its Good Friday.’),
a AN CIOyXWTeNns raiepei BaXJIMBHM Oyjo JuIiIe
JOTpUMaHHS (OPMaIIEHOTO MpaBUjla HE KIACTH pedi
Ha miiory (That bag cannot stay on the floor), sixe
ropymuB bepmkep, o0 3BUTBHUTH PYKH IS MaJTio-
BaHHS.

B ece bepmxepa “Krakow” koHienrom, akrya-
J130BaHUM B €K(PPACTUUHOMY KOHTEKCTi i BUKOpHC-
TaHUM B METaeK()PaCTHUHOMY KOHTEKCTi, € KOHLIEIT
CWJIA. Tak, B exdpacTUYHOMY KOHTEKCTI KOH-
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nent CUJIA akTyami3oBaHO 3a JIOTIOMOTOIO CJIOBA
authority 1 TIOPIBHSHHS 300pak€HOrO0 AHTOHEILIO
3 CHJIOIO / Baroro (BaroMicCTiO) MEPUIMX JIPYKOBAHUX
chiB: “Everything he [Antonello] painted had that
kind of coherence and authority” [12, c. 7]; “You've
caught that tenderness, but not the gravity, the grav-
ity of the first printed words. That’s gone for good”
[12, c. 7]. ¥ nmepiiomy 3 HaBelneHUX BuIlE (hparMeH-
TiB XapaKTepU3yeThCsl TBOPUMH METOA XYAOKHUKA
B iHTEpIIpeTaltii Buntens bepmxepa; y anpyromy ¢par-
MEHTI HAeThCS MpOo Te, IO KOIii 3 KapTUHU AHTO-
HeJ10, BUKOHaHi bepmkepom, Ha TyMKy HOTO BYH-
Tess, OpaKkye BaroMOCTi MEPUIMX JPYKOBaHUX CIIiB.
AxryanizoBanuii koHentT CHUJIA npoructapisieThes
konnenty CJIABKICTD B metaekppacTHuHOMY KOH-
TEKCTI, Y SIKOMY HAEThCS PO KPUTHKY BunTeaeM bep-
JoKepa Horo cripoOu MoXKalliTH cebe B IeBHIM cuTya-
il sIK JIFOACHKOI cnabKocTi, a came: ““I did it last year
in Prado. Until the guards came to chuck me out! /
Anyone has the right to draw there, no? / Yes, but to
sit on the floor. / Then why didn t you draw standing
up! [...] I'm too old now, I tell him, to draw for a long
time standing up. /| He puts down the sketchbook
abruptly without glancing at me. He abhorred self-
pity. The weakness, he said, of many intellectuals.
Avoid it! This was the only moral imperative he ever
imparted to me” [12, c. 7]. Y HaBeneHOMY METacK-
¢bpactnaHOMY (parMeHTi iaeTscs mpo crnpody bep-
JoKEpa 3pOOUTH KOO 3 KAPTUHU AHTOHEIUIO, CUASTYH
Ha MiU1031 B XyAokHbOMY My3ei (I did it last year in
Prado; sit on the floor), o Oyno kareropuyHo 3a00-
poHeHO oxopoHisMu My3eto (Until the guards came
to chuck me out!), po WOTO BUNpPABIAHHS, IO BiH
3aHaJTO CTapui, o0 MamoBatu crossuu (I'm too old
now [...] to draw for a long time standing up), 1 pi3ky
peakiiro BUMUTENs HA TaKy cinaOKicTh (He puts down
the sketchbook abruptly without glancing at me. He
abhorred self-pity). Y po3rmisiyBaHoMy (pparMeHTi
kornent CJIABKICTDb, akryamizoBanuii 3a porio-

MOTOI0 IMEHHUKA weakness, BAKOPUCTAHO LIS KpH-
THKH CXWJIBHOCTI 0araTrbOX IHTENEKTyaiB >KaliTh
cede (The weakness, he said, of many intellectuals)
1l HACTAaHOBUM YHUKATH TaKoi ciadkocri (4void it!).

BucHoBKM i nepcreKTHBY J0CTiKeHHS. TakuM
YUHOM, KOTHITUBHO-CEMAHTUYHOK  CHEIHU(IKO0
3B’3Ky MiX ek(pacTHYHHUMH 1 MeTaekppacThy-
HUMH KOHTEKCTaMH B TPOaHAII30BAHUX Cy4YacHHX
AHTIIOMOBHUX €c€ Tpo 00pa3oTBOpYe MHCTEITBO
€: 1) ekcrutikamisi cy0’€KTUBHOCTI, 1HIUBiAyai3o-
BAaHOCTI CHOpPUHMAaHHS MHUCTELBKOTO TBOPY Ta HOro
iHTepmpeTanii; 2) MOXJIHMBICTh CTBOPEHHS 0AAT-
KOBHUX CMHCIIB 32 PaxyHOK ipoHii; 3) JTBOCTOPOHHS
CIIPSIMOBAHICTh BEKTOpa PO3TOPTAaHHS CMHUCIIB B €ce
(Bim Meraekdpasucy ao exdpasucy i Bix exppasucy
1o Meraekdpasucy). K. 3anenin Big3Ha4as, mo iHTep-
MpeTallis B ece, SKa € TICHO MOB’S3aHOI0 3 1H/IUBITY-
IBHUM JIOCBiZIOM Ta Oiorpadi€ro, «BHCTYIIAE yMO-
BOIO MOYUIMBOCTI pO3yMiHHS ce0e 1 IHIINX Y KyJAbTypi
i gepe3 KynbTypy» [5]. Llf TeHmeHIlisT B CydacHUX
AHTIIOMOBHUX €ce€ Tpo 00pa30oTBOpYEe MHUCTEITBO
BUSIBIIAETBHCA SIK: IO-TIEpIle, yBara A0 CEeMiOTHYHOL
MPUPOIN MHUCTEIBKOTO TBOPY, TOOTO A0 HoOro Biac-
THUBOCTI MaTH Bi3yaJIbHO cripuiiMany (QizuuHy Gpopmy
1 IeBHe (CMMBOJIIYHE) 3HAYEHHS, 110 PO3KPHBAETHCS
B MeTaeK(ppaCTHIHUX KOHTEKCTaX, CTPYKTYPOBaHHX
3a OTIOMOToi0 (hpeiiMiB «BiIBiTyBaHHS XYJOXKHBOI
rajgepei MEBHOIO OCO00I0», «CTBOPEHHS Komii Kap-
THUHH NIEBHOIO 0C00010» 1 «cy0’€KTUBHE CIIPUIIMaHHSI
XyHOKHBOI MPAKTHKH MHUTIS»; MO-APYre, iHTepIpe-
Tallisl MECTEI[FKOTO TBOPY SIK TAKOTO, [0 «BUXOTUTH
(«mroXomuTEY) 13 KUTTA (CHPSIMOBAHICTH Bill MeETa-
expazucy 1o ekhpasucy) i «IPUBOAUTE» JO KHUTTS
(cripsiMOBaHICTh Bij ekdpazucy 10 Meraekdpasucy).
[lepcriekTuBU JTOCIIPKEHHST BOAYarOThCS B TIOIVIH-
OsieHH1 aHami3y ()eHOMEHY BUTBOPEHHSI HOBUX CMHC-
JIB TIi 9ac B3aeMomii ek(pacTUIHMX 1 MeTaeKkdpac-
TUYHAX KOHTEKCTIB y CYYacHHX aHTIIOMOBHUX ece
po 0Opa3oTBOpUYE MUCTELTBO.
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Lunyova T. V. COGNITIVE AND SEMANTIC PECULIARITIES OF THE CONNECTION
BETWEEN EKPHRASIS AND METAEKPHRASIS IN ESSAYS ABOUT VISUAL ARTS
(BASED ON THE ANALYSIS OF THE ANGLOPHONE TEXTS ABOUT ANTONELLO DA MESSINA)

The article focuses on the analysis of cognitive and semantic peculiarities of the connection between
ekphrasis and metaekphrasis in modern Anglophone essays about visual arts. The study falls within the research
on the meaning construction in verbal texts representing works of art as semiotic objects. The material
of the study comprises two essays which discuss Antonello da Messinas paintings written by John Berger
and an article devoted to the same artist in a Companion guide to the National Gallery. The research has been
done with the help of such instruments of cognitive analysis as frames and concepts. It has been revealed that
the connection between ekphrasis and metaekphrasis in modern Anglophone essays about visual arts exhibits
three main characteristic features: this connection often involves explication of the subjective personalised
perception and interpretation of a work of art, additional meanings can be constructed with the help of irony,
and meanings can evolve from metaekphrasis to ekphrasis and from ekphrasis to metaekphrasis. The
subjective personalised perception and interpretation of a work of art is explicated through the interaction
of the metaekphrastic frames “a person visits an art gallery”, “a person makes a copy of a work of art”,
and “a person interprets an artist s activity in his own subjective way”’ with the ekphrastic contexts. Additional
meanings appear as the result of contrast between those metaekphrastic contexts which are semantically
connected with both descriptive and interpretative ekphrases and those metaekphrastic contexts which are
only connected with descriptive ekphrasis. When meanings in the essay evolve from metaekphrastic contexts to
ekphrastic ones, the frames “a person visits an art gallery”, “‘a person makes a copy of a work of art”, and “a
person interprets an artist’s activity in his own subjective way” are actualised. When meanings evolve from
ekphrastic contexts to metaekphrastic ones, particular concepts are employed.

Key words: ekphrasis, metaekphrasis, essay, visual arts, semiotic object, meaning construction.

187



