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[lonTaBchKMH HANIOHAIBHUH TIEJATOTIYHHUN YHIBEPCUTET

imeHi B. I'. Koponenka

KOHUEIIT /KUTTA SAIK KOHCTUTYEHT EK®PAZUCY B ECE
J/KOHA BEPI'EPA «XYIOXKHUKHU ®PAIOMCBKHUX ITOPTPETIB»:

JIHIT'BOKOTHITUBHUI AHAJII3

Y emammi 3acmocosano nineeoxoenimuenuii nioxio o ananisy poni konyenmy KUTTHA 6 xon-
cmpyrosanni exgpasucy Daromcvrkux nopmpemis 6 ece [acona bepeepa. 3’scosano, wo konyenm
JKUTTA axmyanizyemuvcsi 8 CyKynHOCMI C80IX payioHaNbHO-102I4H020, 00PA3H020, MEMAPOPUUHO20
ma axkciono2iuHo2o CKIAOHUKIG I € OOHUM i3 KIIOYOBUX KOHCIUNYEHMIE eKPaA3UCY, BUKOHYIOHUU BANC-
JUBY CMUCLOBY POIb Y CIMBOPenHI gepbanvHux onucie @aromcvkux nopmpemis. Ilo-nepute, xonyenm
JKUTTA € ckraonuxom ingopmayii npo Daromcoki nopmpemu sx meopu mucmeymesa. I[lo-opyee,
yell KOHYenm Cryeye enemMeHmom Onucy npeomMemno2o ceimy, 8iooopasicenoco y @aromcokux nop-
mepax. [lo-mpeme, na akmyanizayiio konyenmy XKHTTH cnupaiomscs po3mipkogyeanis npo meopu
mucmeymea. Ilo-uemsepme, came yeul KOHYenm € Hegid EMHOI0 YACTNUHOIO KOHMEKCMIB, NO8 SA3aHUX
3 emoyitinum cnputnammam PaomcbKux nopmpemis.

Knwuogi cnosa: exippazuc, nopmpem, msip mucmeymaa, ece, KOHYenm, 6epoanizayis, axmyaii-

3ayis.

IlocTanoBka nmpo6jemu. BusueHns exdpasucy
MPHUBEPTAE yBary HacaMIlepe]] THX HayKOBIIB, SIKi
3afMalOThCSl MUTAHHIMHU JIAJEKTHKH Bi3yalbHOTO
1 BepOaIbHOTO, AK€ Y CBOEMY HIUPOKOMY TIyMa-
YCHHI, MOKJIaJICHOMY B OCHOBY HH3KH JIOCJIIJIKCHb,
ek(dpaszuc € «BepOaTbHOK PENMPE3CHTAIIE Bi3y-
ajpHOI penpesenTarii» [18, c. 40; 19]. YzaranapHio-
FOYH TOCBiJ KPUTHYHOTO OTJISIAY CTYMIM eKdpasucy,
P. Bemm Bigmivae, mio 3amikaBlIEHICTh Cy4YacHHX
YYCHHX [HAM SBHUIIEM 3POCTA€ TI€H0 MIpOIO, SKOIO
npoOyieMa CIIBBIJHOIIEHHSI CJioBa U o0Opa3y crae
BaXIMBOIO JUIsI Bce OUIBIIOrO KoJia JAMCUUILTIH
[21]. Huni exdpaszucy npucBSYCH] YUCICHHI JTOCITI-
JOKEHHST HacaMIlepe]| y Taly3siX MUCTEIITBO3HABCTBA
Ta JiteparyposHaBctBa [5; 17, c. 322]. BonHouac
OCTaHHIMH POKaMHU 3’ SIBUJIACS HU3KA JIIHBICTHUHUX
PO3BIAOK, Y SIKHX eK(ppasuc € MperIMEeToM aHaji3y
[1; 11; 12; 20], 110 € HJIKOM 3aKOHOMIPHUM PO3BH-
TKOM Y JIOCIIIJKCHHSX IOT0 CHEIU(IYHOTO SBUIIA,
TOMY IO CYTHICTh eK(pa3nucy — MOBHE IpeICTaB-
neHHsT oOpa3Hoi iHpopMmarrii. Cepen JTHTBICTHIHUX
mpank OKpeMe €BPUCTUYHE Miclle 3alMaroTh Ti, Y
SKUX 3aCTOCOBAaHO JIIHTBOKOTHITHBHY METO/0JIO-
rito pocmimkenns ekdpasucy [20], ockinbku came
KOTHITUBHHMU MiJXij 3 HOro 3700yTKamMu B LapUHI
BUBYCHHSI MHUCJICHHS, TTaM’siTi i 00paszy yMOXKJIHB-
JI0€ HECHPOIIyBalbHUM aHam3 ekdpasucy [3].

OTxe, TIHTBOKOTHITHBHUH aHaNi3 ekdpasnucy yTod-
HIOE PO3YMIHHS TOTO, SIK BiOyBa€ThCsI CMHCIOTBO-
PEHHSI TiJ Yac CIOBECHOTO O3HAYYyBaHHS, OMUCY |
iHTepIIpeTanii CipuiiMaHOTO 30POM.

AHadi3 ocTaHHiIX JocCJimKeHb i myOaikaiiii.
OmauM 13 KpUTEpiiB cHCTeMaTh3alii YHCISHHUX
PO3BIIOK PO eKdpa3uc € TUTl 00’ €KTY, OMHUCAHOTO
CJIOBECHO: TBip O0OO0pPa30TBOPUOTO MHUCTENTBA, YU
MY3UYHHI TBip, a 4 Xopeorpadiunuii Tomo. Yn He
HaMOIbII HaNpaloBaHHs HWHI HasBHI B IApHHI
JOCTIDKEHHSI eKPPa3nucy SIK «CIOBECHOTO OIHCY
TBOPIB Bi3yalbHUX MUCTENTB» [4, c. 290]. Ha mymky
OUTBIIOCTI JOCHITHUKIB, SIKI TPAIIOIOTH y IHOMY
HampsMi, «eK(ppa3uc Mae MOABIHHY NPUPOAY: BiH
iHpopMy€e mpo TBip MHUCTENTBa Ta IMPEAMET, Bil-
TBOpeHUH y oMy TBOpi» [4, c. 290]. IIpu upomy
JOCTIIHUKAMH HaroJIOIIYEThCs, MO eK(pasuc Ornu-
CY€ «HE CTUIbKH MPEIMETHUI aclieKT TBOPY, CKIITBKH
fforo cBiT» [2, ¢. 183]. Taka momBoeHa pedepeHTHICTD
ex(dpa3ucy (0IHOYACHUH OMHC 1 TPEIMETHOTO CBITY, 1
HOTO XyI0KHBOTO BiTOOPaYKEHHS) MMOTEHIIHO MOXKE
crioHykatu jo posaymiB [10, c. 25]. Oxpim TorO,
BCTaHOBIICHO, 110 THIIOBUM JUIsI eK(pasucy € «Ipar-
HEHHS BIJITBOPUTH €MOIiiiHE HABAaHTAKEHHS JaHOI'O
TBOpY» [2, c. 186].

Jpyrum  kpuTepieM cucTeMaTH3allii  CTymii
ek(pasucy € THIl TEKCTY, Y SKOMY 3IIMCHEHO CJIO-
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BECHHI OIMC Bi3yaJbHOI perpeseHTaiii. 3a Kiacu-
(hikariero, 3ampornoHoBanoo H. ModepHIok, BUIiIS-
IOTBCSl TPU TUNH €KPPACTHYHUX TEKCTIB: XyIOXKHIH,
KBa3iXyAOXKHIH (eceicTHuHMiA) 1 HEeXyHOXKHIH (MuC-
TeurBo3HaBuuit) [9, c. 294]. 3Baxarounm Ha 3poc-
TaHHS IHTEPECy CYYaCHUX HAYKOBI[IB JO BHUBYCHHS
ece SK 0COOMMBOTO JKaHpPY, HA OKpEMy yBary 3aciy-
TOBYIOTh caMe eceicThuHi ekdpasucu. 3a crocTepe-
keHHssMu H. ModepHIok, B ece-ekdpasncax «OITHC
MHCTELLKOTO TBOPY MO€AHYETHCSI 3 OMOBIIAIO MPO
BJIACHI MEpeXHBaHHs, BIAUYTTS W MOYYTTS, 1HCHI-
poBani HUMY [9, ¢. 294-295]. 3rigHO 3 BUCHOBKAMHU
K. 3aropomHeBoi, sika cTymioBajia e€ce Mpo MHUCTe-
[TBO B aHIIHCHKIN JiTepaTypi ApPYyroi MOJIOBHUHU
XIX cromtta, exdpa3snuc y MUX TEKCTaX — «IiTepa-
TYpHO-XyAOKHS 1HTEpIIpETaIllisi, KOTpa MICTUTh HOBI
cMucan» [6, c. 6].

Hamry mocnmimHUIBKY yBary NpUBEPHYIH TEKCTH,
SKi OJJHOYACHO HaJeXKaTh JI0 ONMHCAHUX BUILE JIBOX
THITIB, & came: ece Mpo TBOPH 0Opa30TBOPUOro MHC-
TeLTBA BUJIATHOI'O MMCTELTBO3HABLI M apT-KPUTHUKA
Jxona beprepa, kOoTporo Hepimko Ha3WBAIOTh HaM-
KpalIUM Cy4acHUM aBTOPOM TEKCTIB MPO MHCTELTBO.
[lompu BenmKy yBary 3 00Ky MECTELITBO3HABLIB Ta apT-
KpUTHUKIB, ece /[>xona beprepa He oTpuMaiy HalleK-
HOT'O JIIHTBOKOTHITUBHOTO CTY/IFOBaHHS, 30KpeMa He
BHUBYCHUM 3aJIMIIAETHCS MUTAHHS eK(pasuciB y Muc-
TEITBO3HABYIH eceicturi /xoHa beprepa.

VY ¢oxyci poO3BiIKH 3HAXOMUTHCS €ce «XYIOK-
HUKH DarOMCBKUX TOPTPETiB» 31 30ipKH, 110 Mae
Ha3By «lloprperu. I:xoH beprep mpo MHCTELTBO»
[15]. Came e ece OkpeMo 3raay€eThbesi Maike B ycix
peneHsisx Ha Bkazany KHuTY [13; 14; 15 Tomo]

IlocTanoBka 3aBAaHHsA. 3aBIaHHSIM PO3BIAKH
€ Bu3zHauuTH poib koHuenty JKUTTH B koHCTpy-
toBaHHI ek(dpasucy B ece [xoHa beprepa «Xymox-
HUKH PatoMCBKUX MOPTpeTiB». JJocArHeHHs mocTaB-
JICHOTO 3aBJaHHsS Tmependavyae 3IiHCHEHHS TaKhX
JOCTITHUIBKUX KPOKIB: 1) 3’sicyBaTu pojib KOHIETITY
KUTTA B nepenaui inpopmanii npo dDaromcbki
MOPTPETH SIK TBOPH MUCTEITBA; 2) BHSIBUTH POJIH
kontenty JXUTTS B onuci mpenMeTHOTO CBITY, IO
XyAOKHBO BioOpaxkeHO y ParoMChKUX MOPTPETax;
3) npoctexxutu BUKopucTaHHs koHuenty XUTTS B
CHOHYKaHHI YUTa4iB O PO3AYMiB; 4) PO3KPUTH POJIb
konnenty JKUTTS ans nepenadi nepexnBaHb aBTopa
i IHCTIIpyBaHHS TIEBHUX TOYYTTIB Y UATAUIB.

Buxnan ocHoBHoro marepiaay. Onepyroun Tep-
MIHOM KOHYenm, y NOCIHiIPKEHHI MH CIIHPAEMOCS Ha
BU3HAYCHHSl KOHLENTY SK «iH(opmaumiiHOi CTpyK-
TypH, IO BiJIoOpakae 3HAHHS Ta JIOCBLI JFOIUHN
[7, c. 90] 1 BBakaeMoO CKJIaJIHUKaMH KOHIICTITY paili-
OHAIILHO-JIOTIUHY, OOpa3Hy (MEepBUHHUI MepIern-

20| Tom 29 (68) N2 12018

TUBHUN 00pa3 (ismuHOro CBITY), MeTadopuyHy
(BTOpUHHHUIT 00pa3) Ta akcioNoTivHy iH(pOpMAIIito
(muB. OOTPYHTYBaHHS TaKOTO MIJIXOQy B POOOTI
[8, c. 61-71]). ¥V po3Biaui Mu ZOTPUMYEMOCS MPaK-
TUKHU Ha3WBaHHS KOHIICTITIB MOBOIO JOCIiPKEHHS.

VY TuX yacTHHAX ece, A o0acmuvca iHghopmayin
npo @aromcovKi nopmpemu AK MeOpu MUCHeymad,
xorment KUTTS Bukonye nBi ¢ymkmii. [To-nepire,
BiH CIIyrye s omucy (i3MYHUX XapaKTepUCTHK
DaroMChKUX MOPTPETIB, O-APYTE, — JJIS TOSCHEHHS
0COOIMBOCTEH XYJO)KHBOTO 3HAYCHHS LUX TBOPIB
MHUCTenTBa. Y nepuomMy Bunaaky konuent JKUTTS
pEeNpe3eHTOBaHO 3a JOMIOMOTOI0 HOMIHATHBHOI O/IU-
HUIII [ife B KOHTEKCTI OMKCY pO3Mipy 300pakeHHS Ha
noptpeTi: “In scale the faces are a little smaller than
life” 15, c. 7]. Y xoHTEKcTi BepOati30BaHUX Y [IbOMY
x pedenHi konuentis OBJIMYYSA (faces) 1 MACI-
TADB (scale) axtyamizyerbcsi HacamIiiepen oOpasHa
indopmarlisi, 1O BXOAUTH JO CKJIaly KOHIEHTY
KUTTS. Taxox xonuent XUTTSH onpusiBHEHO B
KOHTEKCTi OIHICY TOTO MOMEHTY B JKHTTI TIOPTPETO-
BaHUX, KOJNM BHUKOHyBaimcs (DaroMcbki TOpPTpeTH:
“Probably they were painted from life (some must
have been because of their uncanny vitality), others,
following a sudden death, may have been done
posthumously” [15, c. 8]. Y HaBemeHOMY TEKCTO-
Bomy ¢parmenTi koHIenT XU TTS criiBBimHOCHUTHCS
3 xormentoM JKBABICTbD (vitality) 1 mporucraBis-
erbest koHUenty CMEPTD (death, posthumously),
0 CHpUsie akTyalizalii HacaMIepesn pauioHaJbHO-
noriyHoro cknanuuka konuenty JXUTTS, a takox
HOT0 aKCioJIOTiYHOTO CKJIaTHHKA.

KoHTeKcT, Jie BUTIyMauy€eThest XyIOKHE 3HAYCHHSI
DaroMChKUX IOPTEPIB, Takwii: “In traditional Egyptian
painting nobody was seen in full-face, because the
frontal view opens the possibility to its opposite: the
back view of somebody who has turned and is leaving.
Every painted Egyptian figure was in eternal profile,
and this accorded with the Egyptian preoccupation
with the perfect continuity of life and death. / Yet the
Fayum portraits, paintedin the ancient Greek tradition,
show men, women, and children seen full-face or
three-quarters full-face. [...] Facing them, we still
feel something of the unexpectedness of that frontality.
It is as if they have just tentatively stepped towards
us” [15, c. 9]. Y HaBeZjeHOMY TEKCTOBOMY (hparMeHTi
xkoHuent KUTTH penpe3eHTOBaHO 3a JOINOMOIORO
nexceMH life. O6pa3Ha iHGOpMAIIis K CKIIATHUK KOH-
nenty JXUTTS akryani3yeTbes 3aBISKH KOHIIETITAM
DAC (full-face; the frontal view, show men, women,
and children seen full-face or three-quarters full-face;
frontality), BUJ| 33A LY (the back view of somebody)
i [TIPO®IJIb (profile). PamionanbpHo-noriuna iHpop-
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Martis sk ckmagauk kKoutenty JKUTTS, a came xon-
nentyaiabHa cronyka BE3SIIEPEPBHICTD XUTTA
I CMEPTI, axryamizoBaHa 3aBISKH CTPYKTYpi the
Egyptian preoccupation with the perfect continuity of
life and death. TlporucraBnenns xonuenty KUTTS
koHnenToBi CMEPTD (death) cnpusie axryamizamii
akcionmoriuyHoro ckianuuka koumnenty KUTTS. Oco-
ONMBICTH XyHOKHBOTO 3HaueHHS DarOMCHKUX TTOpTE-
piB migkpeciroeTses 3aBasiku omosurii TPA JULIIH-
HUI €TUTETCHKUI )XKUBOITUC :: AHTUYHA
I'PELIBKA MAJISIPCBKA TPAJAULIA (traditional
Egyptian painting :: painted in the ancient Greek
tradition). HasBHicTh cnenndiku daroMCbKuX mOp-
TEpiB MiTKPECITIOEThCS 3aBISKM aKTyalli3armii KOH-
nenty HECIIO/IBAHKA: the unexpectedness of
that frontality. s cnenudika iMeHy€ThCS HE TIPSIMO,
a OINOCEepelKOBaHO: pedyeHHs It is as if they have
just tentatively stepped towards us akTyani3zye KOH-
unent CIIIBBYTTSA B ckiaai KOHIENTYalbHOI CIO-
nyku CINIBBYTTS JIFOJEHN, 30BPAXXEHUX HA
OAIOMCBKUX TIOPTPETAX, I CYYACHUX
JIFOJIEN.

B onucax npeomemmnozo ceimy, akuit xyoosrc-
HbO 6i0oOpadiceno y DailomMcoKux nopmpemax,
konuenT JKXUTTS BepOanizyeTbcsi OnocepeKoBaHO
3aBASKH Tepeliky npodeciii moprperoBanux (“‘In
reality they are genuine portraits of a professional
urban middle class — teachers, soldiers, athletes,
Serapis priests, merchants, florists. ” [15, c. 8]) 1 ixHix
imeH (“Occasionally we know their names — Aline
Flavian, Isarous, Claudine.” [15, c. §]). YV mpomy
BUTNIAJIKYy akTyamizoBanuii koHuent JKUTTA Buxonye
(GyHKIIIO IHTUMI3ALIT eKkppazucy.

OKpiM IIHOTO, B €C€ CHJIOI0 aBTOPCHKOTO 3HAHHS
Ta ySIBH PEKOHCTPYHOBAHO CaM IPOIEC HAIMCaHHS
DaroMChKUX TIOPTPETIB: there was a special
relationship between painter and sitter. The sitter
had not yet become a model, and the painter had
not yet become a broker for future glory. Instead, the
two of them, living at that moment, collaborated in
a preparation for death, a preparation which would
ensure survival” [15, c. 10]. Y HaBeneHOMY TEKCTO-
Bomy ¢parmenti koHunent JKUTTS akryamizoBano
Oe3mocepeHbO 3aBASKH AIENPUKMETHUKY [iving Ta
iMeHHUKY survival. OCKIIbKU CUTYallil0 OIMCAHO B
3arallbHUX TepMiHax (y TEKCTI BAKOPUCTAHO y3aralib-
HEHI HOMIHAIli painter and sitter, a He KOHKPETHI
iMeHa TeBHUX JIIO/IeH), B aHAII30BaHOMY KOHTEKCTI
3MIACHIOEThCS 200 aKTyaizaiis, ad0 pOo3MIUpeHHs/
30araueHHs pauioHaJbHO-JIOriuHOI iH(popMaLii sK
cknanauka xkouuenty KUTTS B ckimaai KoHIENTY-
aJIbHOT CUCTEMHM 4YHWTa4a 3aJIeKHO BiJ piBHS 00i3HA-
HOCTi OCTaHHBOTO.

Sk G6aummMo, B ommcax MPEAMETHOTO CBITY, BilO-
OpaxkeHoro y @arOMCBKHX [OPTPETaX, KOHIEHT
JKUTTS cnyrye BogHOYAC 1 JUTA parioHATBHO-JIOTIY-
HOro iH(pOpPMAIIfHO HACHYCHOTO IPEIICTABICHHS
neBHOT icTopuuHoi iHhopMallii, 1 171t HagaHHs exdpa-
3UCY 0COONMBOTO IHTUMHOTO 3ByYaHHSI.

o6 cnonykamu uumauie 0o po3dymis, Jxou
beprep ymaBcs 50 TNpsAMHX 3allUTaHb Ha CaMOMY
noyatky ece: “Why then do they strike us today as
being so immediate? Why does their individuality feel
like our own? Why is their look more contemporary
than any look to be found in the rest of the two millennia
of traditional European art which followed them?”
[15,c. 7]. Y mux nurannax koHnent KU TTS onoce-
PEAKOBAHO aKTyai3yIOTh JIEKCeMH: individuality, our
own, contemporary. llinBonssuu unTaya J0 BiIIOBIII
HATPUKIHII €cCe, aBTOp IPOTHCTABISE HAaB S3IUBY
rajaciuBicTh 00pa3iB 00JNY, TIOIIMPIOBAHUX Cydac-
Humu menia (“Meanwhile the media surround people
with an unprecedented number of images, many of
which are faces. [...] ... the images of all these faces
are processed and selected in order to harangue as
nosily as possible... And people come to depend upon
this impersonal noise as a proof of being alive!”
[15, c. 11]), moBya3zHuM OOMMUUsIM i3 DarOMChKUX
noptpetiB  (“Imagine then what happens when
somebody comes upon the silence of the Fayum faces
and stops short. Images of men and women making no
appeal whatsoever, asking for nothing, yet declaring
themselves, and anybody who is looking at them,
alive!” [15, c. 11]). B 0060x TekcToBUX (pparmMeHTax
xonuent JKWTTS BepOamizoBaHo 3a IOTMOMOTOIO
npuKMeTHHKa alive. TIpu 1bOMYy aKTyasi30BaHO SIK
parioHaIBHO-JIOTIUHY 1H(OpMAIIifo, TaK i 00pa3Hy.

Jlure HamaBIIM YUTAa4€Bl MOYKIIMBICTD TIOAyMAaTH
HaJ KOHLENTyaJIbHUM MpoTucTaBieHHssM ObBJINYY S,
KOTPI T'OJIOCHO AOMATAIOTHCA YOI'OCB, ::
OBbJINYYS, KOTPI MOBYATD, [Ixou beprep mpo-
MOHY€E CBOM BinoBiae: “They [the Fayum portraits]
incarnate, frail as they are, a forgotten self-respect.
They confirm, despite everything, that life was and is
a gift” [15,c. 11]. Y HaBeneHOMY ()parMeHTi KOHIIETIT
JKUTTS akryanizoBaHO 3a JIOTIOMOTOO JIEKCEMH [ife
B ckiazi konuenrtyainbHoi Metadopu KUTTSA — LE
JAP (life was and is a gift). Orxe, konnent XXUTTS
€ KIIIOYOBUM SIK Yy 0€3MOocepesiHhOMY CIIOHYKaHHI
YUTadiB 70 PO3MyMIB HaJ 3HaueHHSIM DaroMChKHX
MOPTPETIB ISl CYJacHUX JIIONCH, Tak 1 B Tid Biamo-
BiJli, 1O SIKOT aBTOP TIiIBOIUTH YNTAUIB.

Takuii panioHaNbHO-TOTIYHUN BUCHOBOK Y TEK-
CTi ece eMOLIIHO MOCHUIIIOETHCS B 3aKJIFOYHUX YOTH-
prOX ab3amax, NOB’SI3aHHUX 13 Hepedauelo nouym-
mie i nepexcueans, wio X 6UKIUKAEC CRONAOAHHA
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@Darwomcokux nopmpemie. Jxon beprep mnoun-
Ha€ 3 XapaKTePUCTUKH CyYaCHOTO JKHUTTS: “‘This
century, as has been pointed out many times, is the
century of emigration, enforced and voluntary. That
is to say, a century of partings without end, and a
century haunted by the memories of those partings”
[15, c. 11]. ¥V upomy ¢parmenti xorment KUTTS
OIOCEPENIKOBAHO aKTYyai3y€eThCs 32 JOMOMOTOFO JIeK-
ceM emigration, partings, memories. Y HaCTyIIHOMY
ab3ari Mera)OpUYHO OIMCYEThCS Oifb PO3IYKH,
KOTPY 4YacTO 3MYULICHI MEpeXUBaTU Cy4acHi JIIOIM:
“The sudden anguish of missing what is no longer
there is _like suddenly coming upon a jar which has
fallen and broken into fragments. Alone you collect
the pieces, discover how to fit them together, and
then carefully stick them to one another, one by one.
Eventually the jar is reassembled, but it is not the
same at it was before. It has become both flawed and
more precious. Something comparable happens to
the image of a loved place or a loved person when
kept in_ memory after separation” [15, c. 11]. Buni-
JIeHI TeKCTOBI ()parMeHTH 3MIHCHIOIOTH BepOaizaIiro
koHnentyanpHoi Metadopu BIJIb PO3JIVKU — LE
CKIIAJAHHA JOKYIIM PO3BUTOI'O IJIEKA.
Pemita Tekety chopusie netanizamii  CTBOPEHOTO
o0pasy (Alone you collect the pieces, discover how
to fit them together, and then carefully stick them to
one another... TOIO) Ta HOTO EMOIIfHOMY HacHa-
JKEHHIO TIIISIXOM aKTyai3allil akCiolmoTiuHUX CKIai-
HukiB koHenTiB BAJIA (flawed) i KOLUTOBHICTb
(precious) y 1X KOHTEKCTyaJlbHOMY IPOTHCTABICHHI.
Cawme konuent BIJIb PO3JIYKMU € B ece Tieto cmuc-
JIOBOIO JIAHKOIO, KOTpa IOB’SI3y€ aBTOPCHKE CIIPHNA-
HATTSI PAFOMCHKUX TIOPTPETIB 13 peaisiMi CyJacHOTO
xutts: “The Fayum portraits touch a similar wound
in a similar way. The painted faces, too, are flawed,
and more precious than the living one was, sitting there
in the painter’s workshop, where there was a smell
of melting beeswax. Flawed because very evidently
hand-made. More precious because the painted gaze
is entirely concentrated on the life it knows it will
one day lose” [15, c. 11]. Y HaBeneHOMY TEKCTOBOMY
¢parmenti BIJIb PO3JIVKHM meradopruno koHuen-
Tyaniszyerscst sk PAHA: xoHuentyansHa Metadopa

BUIb PO3JIVKU — IIE PAHA B KOHTEKCTI OIpHsB-
HEHa 3a JIOTIOMOTor0 pedeHHs1 The Fayum portraits
touch a similar wound in a similar way. Konnenr
JKUTTS B anamizoBaHomy ¢parmeHTi Oesnocepen-
HBbO BepOanizoBaHO [Bivi: 3a JOMOMOTOIO CIiB /iving
i life. TlocuneHHIO eMOLIWHOTO BIUTMBY €K(pasucy
Ha YHATada ¥ aKTyamizamii akCiOMOTIYHOTO CKIJIATHHKA
xorenty JKWUTTS chopuse moBTOpHA akTyamizars
kounentiB BAJIA (The painted faces, too, are flawed)
1 KOILITOBHICTH (and more precious).

B ocrannbomy a03aii ece CTUPAETHCS PO3MEK-
YBaHHS MK CHPHUAHATTAM DalOMCBHKHX MOPTPETIB
SIK TBOPIB MHCTEITBA 1 SIK 300pa)KeHb JItofIeH, KOTpi
Oe3nocepeHbO TOB’S3aHI 13 CyYaCHUMH JIIOIEMHU
Oonem mepexxuroro: “And so they gaze on us, the
Fayum portraits, like the missing of our own century”
[15, c. 11]. ¥V Takuii cnoci0 aBTOp iHCHIpy€e TITHOOKI
nepeXuBaHHA 3 OOKY YMTadiB, KOTPi IPOUYHUTANIHN €ce-
ex(pasuc npo OaroMChbKi MOPTPETH.

BucnoBku i mpono3uuii. 3a pe3yasratamu Ipo-
BEJICHOTO  JIOCTI/DKEHHSI JIOXOJMMO BHCHOBKY, IO
koHrenT JXUTTS akryamizoBaHO B ece «XYIOKHUKA
DaroMCHKUX MOPTPETIBY CYKYITHICTIO BEpOATbHIX 3aC0-
0iB, KOTpi PEINPEe3eHTYIOTh IIeH KOHIICHT MPSIMO (JIeK-
cemu life, alive, living, survival) Ta ornocepeKxoBaHO
(mepeniky Ha3B Tpodeciii, IMeH; JIeKCeMHU emigration,
partings, memories). Kounenr XUTTS € omanm 13
KITFOUYOBHX KOHCTHTYEHTIB €K(PPa3nCy B JOCITIIKCHOMY
ece, OCKLITbKH I1ef KOHIIETIT BiJlirpae BayKJIMBY CMUCIIOBY
POJIb y BCIX YOTHPBOX acreKTax exdpasucy, a came: y
nepenadi inpopmattii mpo ParoMcbKi HOPTPETH SIK TBOPH
MUCTEIITBA; B OITKCI MIPEIMETHOTO CBITY, BiJOOPaKEHOTO
B IIMX TIOpTEPax; Y CTBOPECHHI KOHTEKCTIB JIIsl PO3/IyMiB
1 sl Tiepenadi W iHCIpyBaHHS TICBHUX TICPEKUBAHb.
BukoHaHHS CyKymHOCTI O3Ha4eHHWX BHINe (QyHKITiH
koH1enToM JKUTTS crano MOXIMBUM 3aBISIKH aKTya-
Ji3ari BCiX WOro CKIIaJHUKIB: palliOHATLHO-JIOTTYHOTO,
00pa3HOoro, MeTah)OPUYHOIO Ta AKCIOIOTIYHOTO.

3 MeTol MOJNAIBIIOTO MOIIHONCHHS CTYHiH
ek(dpasucy MOIMIIPHUM Y0adaeThCsl BIOCKOHAICHHS
METOJOJIOTIi KOHIIETITYaJIbHOTO —aHalli3y TEKCTiB,
KOTpl MICTATh eK(pa3uch, 10 MOXKHA 3IIHCHUTH
[UISTXOM JITHTBOKOTHITHBHOTO aHAIIi3y eK(PpPa3HCiB sIK
Ixona beprepa, Tak i iHIIMX aBTOPIB.
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KOHUEIIT ’KH3Hh KAK KOHCTUTYEHT 3K®PACUCA B 3CCE I KOHA BEPI'EPA
«XYITOKHUKHA PAIOMCKHUX ITIOPTPETOB»: TMHI' BOKOTHUTUBHBIN AHAJIN3

B cmamve npeocmasnen onvim npumenenus IUH60KOSHUMUSHO20 NOOX00Ad K AHATUZY POTU KOHYenma
JKU3Hb 6 koncmpyuposanuu sxgpacuca @aiomckux nopmpemos 6 scce Joicona bepeepa. [lposedennwiii ana-
auz nokasan, umo konyenm JKU3HD axmyanusupyemcs 6 scce 6 COBOKYRHOCMU C80UX PAYUOHANbHO-TI02U-
yeckoll, 0Opa3HoU, MEMmapopueckoll 1 aKCUOIO2UYECKOL COCMAGTSIOWUX U SAGTAEMC OOHUM U3 KAIOUEBbIX
KOHCTUMYeHMO8 exhpacucd, bINOIHISL 8ANCHYIO CMBICI080I0 POb 8 KOHCIPYUPOBAHUL 8ePOATbHBIX ONUCA-
Hutt @aromckux nopmpemos. Bo-nepevix, konyenm KU3Hb evicmynaem 6 kauecmee cocmasiaoue2o KOMno-
Henma ungopmayuu 0 ParOMCKUx NOpmMpemax Kax npouzseoeHusx uckyccmad. Bo-emopuix, smom xonyenm
CILYAHCUTN DTLEMEHNOM ONUCAHUS NPEOMEMHO20 MUPA, BONI0UeHH020 6 Daromckux nopmpemax. B-mpemvux, na
axmyanuzayuto konyenma JKU3Hb onuparomes pasmviuiieHus 0 npousgedenusx uckyccmaa. B-uemseépmeuix,
UMEHHO JMOM KOHYENm ABJIAemMCs HeOMbeMAeMOU Yacmblo KOHMEKCMO8, C8A3AHHbIX C IMOYUOHATbHBIM 80C-
npusmuem DaroMcKux nopmpemos.

Knrwouesvie cnosa: skppacuc, nopmpem, npoussedenue ucKkyccmed, scce, Konyenm, eepoanuzayius, akmy-
anu3ayusl.
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THE CONCEPT LIFE AS A CONSTITUENT OF THE EKPHRASIS IN JOHN BERGER’S ESSAY
“THE FAYUM PORTRAIT PAINTERS”: A LINGUO-COGNITIVE ANALYSIS

The article presents the results of the linguo-cognitive analysis of the role of the concept LIFFE in the con-
struction of the ekphrasis of the Fayum portraits in the essay by John Berger. It is revealed that the concept
LIFE is actualized in the essay in the totality of is logical, pictorial, metaphorical, and axiological components
and it is a key constituent of the ekphrasis since it performs an important role in constructing the complex
meaning of the description of the Fayum portraits. First, the concept LIFFE is used to present the information
about the Fayum portraits as works of art. Second, this concept is an element of the description of the world
represented in the Fayum portraits. Third, reflections on the works of art are based upon the concept LIFE.
And fourth, the concept LIFE is essential to the contexts where the emotional perception of the Fayum portraits
is discussed.

Key words: ekphrasis, portrait, work of art, essay, concept, verbalization, actualization.
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