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KuiBchkuil HanioHABHUH JIHTBICTHYHUH YHIBEpPCUTET

®PENM «3YCTPIY I3 MOB’AA3AHOIO 3 MUCTEI[TBOM JIIOJUHOIO»
B EKOPACTUYHOMY ITPOCTOPI CYUACHHUX

AHITTOMOBHHUX ECE ITPO OBPA3ZOTBOPYE MUCTEITBO:
JIHTBOKOTHITUBHU AHAJII3

Y cmammi 3 nosuyiti koeHimueHoi nine8icMUKY NPOAHANIZ08AHO (pelim «3yCmpiy i3 N08 A3aHOK
3 MUCMEYMBOM NIOOUHOIO» K KOHCIMUMYEHM eKPPACTMUYHO20 NPOCOPY 8 CYHUACHUX AH2TOMOBHUX
ece npo obpasomeopue mucmeymeo. Exgpacmuunuii npocmip nompakmoeauo Ak CKiaoHe KO2Hi-
mueHe 6epOAIbHO PEenpe3eHmosane YmeopeHHs, nog A3ane 3 NOPOONCEHHAM CMUCTIB. 3 ONOpoIo HA
CyuacHe po3yMiHHA NPOCMOPY AK CUCTHEeMU BIOHOWEeHb MIdIC Miiamu ppelim «3ycmpiy i3 08 A3aHo0
3 MUCMEYMEOM JIOOUHOIO» PO32NAHYMO AK NEBHUN KOSHIMUGHUL NPOCMIp, AKUL 3 SAGIAEMbCA
3a605KU POPMYBAHHIO cucmeMU GIOHOUEHb MIdC KOHYENMYATbHUMU OOUHUYAMU, SIKI PEnpe3eHny-
oMb 00CBI0, NO8 SA3AHUL 31 CNPULHAMMAM MEOPI8 00PA30MEopu020 Mucmeymed. 3 ’saco8ano, wo
dpelim «3ycmpiu i3 o6 sA3aH0I0 3 MUCIEYMEOM THOOUHOIO» MAC 6 ece NPo 00pa3omeopie mMucme-
YMB0 pe2yIsiPHO 8IOMBOPIOBAHY CMUCIO8Y CIPYKIMYDY, AKY MOICHA 3MO0ENI08amuU Yy 6U2ifoi y3aeaib-
nenozo ¢peima [CHOITAIAY MUCTELIBKOI'O TBOPY 3YCTPIYAE€THCA 3 IIOB A34AHOIO
3 MUCTELTBOM JIFOJJUHOIO B ITIEBHOMY MICI{I ITEBHUM PA3]. Cxnaduuxu yvo2o y3a-
2anbHeno2o (petima nabysaioms 6 ece maxoi xkouwkpemusayii: CIHIOITI/[AY MUCTELIPKOI'O
TBOPY — MUCTEL[TBO3HABELb abo JIFOAUHA, L1]O HIKABUTHCA MUCTEL{TBOM I [TULIIE
IIPO HbOI'O; [1OB’A34HA 3 MUCTELTBOM JIFOOUHA — XV/IO’KHUK abo MUCTEL[TBO3-
HABEI]b,; IEBHE MICLIE — MICTO, XYIOKHA MAUCTEPHA, XY/JO)XHS TAJIEPES, KADE/
PECTOPAH, IF'OTEJIb; IIEBHUM PA3 — BITEPIIIE a60 YEPTOBUU PA3. Pezynapuicmo akmyani-
3ayii cMUCI060i cpyKmypu gpeiima «3ycmpiy i3 noe sa3aHoio 3 MUCIeYmeoM JI0OUHOI0» & ekgpac-
MUYHOMY NPOCMOPI CYUACHUX AHSTIOMOGHUX ece NPO 00pa30meopue MUCMEYmeo € CIOUEeHHAM U020
VKOpIHeHOCMi 8 KoHYyenmyaavbHiti cucmemi asmopis ece. Ilumomoro pucor 3azuauenozo gpetiva
€ 1020 CNPOMOJNCHICIb PO3KPUBAMU Y CBOEMY KOSHIMUBHOMY NPOCOPI MONCAUBOCHI 01 aKmya-
J3ayii Konyenmis, Kio408ux 0Jis iHmepupemayii MUCmeybKux meopie, abo gpeiima « CnputiHamms
U inmepnpemayisa MUCmeybKux meopiey, AKuil, y 6010 4epey, Ciy2ye npoCmopom OJis NOAGU CMUCTS,
BANCTUBUX 0151 MIYMAYCHHS BUMBOPI6 MUCEYMEd.

Knrouosi cnosa: exgpasuc, ¢peiim, ece, exghpacmuunuii npocmip, Kouyenm.

IocTranoBka mpobdaemu. TpamuniitHo aHai3o0-
BaHUU K 00’€KT JITEpaTypO3HaBUMX 1 MHCTELTBO3-
HaBYMX JOCHIKEHb eK(ppasuc, SIKUil y 3aralbHOMY
BUIVISIII PO3YMIIOTH SIK «BepOaJIbHY PEIpPEe3eHTAIlII0
Bi3yasnbHOI penpeseHranii» [18], craHoBuTH 3HA-
YHUH iHTEpeC 1 SIK 00’€KT JIHTBOKOTHITUBHHX CTY-
IIif, OCKUTBKH 32 CBOEK MPUPOAOI0 IMOETHYE Pi3HI
cnoco0u oTpuMaHHs i 00poOku iHopMaii — Bizy-
anpHUil 1 BepOanbHHMU, — a TOMY WHOTO BHBYEHHS
YMOKJIUBIIIOE TIOTIMOJNIEHHS PO3YyMIHHS IPOIIECiB
KOHIICTITyaTi3allii JIIOAMHO MIMCHOCTI H MeXaHi3MiB
MOPOPKEHHSI CMHUCIIB y TPOIECi KOHIENTyami3arii
Ta KOMyHikauii. BUKoprucTaHHS HOHSTTS HPOCTOPY,
AKHN «K 3aci0 MOAEIOBAHHS IIUPOKO IMpeACTaBIe-
HUH y Cy4aCHUX JIIHTBOKOTHITUBHUX JI0CI1JIKEHHSIX)
[5, c. 11] 1 € «<omHNUM 13 TIEPCIEKTUBHUX Y MOBO3HAB-
ctBi» [4, c. 120], nnus BUBYCHHS SBHUINA eK(pazsucy
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7103BOJIsE 3100yBaTH HOBI 1aHi CTOCOBHO NMPHHLUITIB
Ta MeXaHI3MIB B3a€MOJIIl MOBH 1 MHCIIEHHS IIiJ 4ac
cMHUCIIOTBOpeHHs. OTxe, aHali3 ekdpasucy B cydac-
HUX aHIJIOMOBHUX €ce IMpo 00pa3oTBOpYe MUCTeE-
LTBO i3 3aJIy4eHHAM IOHSTTSA NMPOCTOPY SK OTHOIO
3 IHCTpYMEHTIB amapary JiHTBOKOTHITHBHOTO MOjIe-
JIIOBaHHS MOCTA€ aKTyaIbHUM HaIlPSIMOM JIiHTBiCTHY-
HUX JOCIIIKEHD.

AHaji3 ocTaHHiX JocCJTigxkeHb i myOJikamiii.
[MoHATTS eKppacTUIHOTO TPOCTOPY, XOU 1 3aCTOCO-
BY€ETHCSl B HAYKOBIH JiTeparypi, MPUCBIYEHIH SBUIILY
exdpazucy [13; 16; 19; 8, c. 117], mpoTte HE oTpuMao
eKCIUTINUTHOI Aedininii. YacTo AOCHITHUKH MOCITY-
TOBYIOTBCSI TIOHATTSIM €K(PAaCTHYHOTO MPOCTOPY SIK
YUMOCh (Maibke) 1IEHTHYHUM TOHATTIO eK(dpasucy
1/ab0 Ik caMOOYeBHIHIM MOHATTAIM [16; 19; 8, ¢. 117].
B oxpemux pobGotax [13, c. 15] B ocHOBY MOHATTS
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eKk(ppacTUYHOTO NPOCTOPY MOKIAZCHO NOHATTS OJeH-
niary (3a XK. ®@okonse Ta M. TepuHepom) sk iHTe-
rpaiii MEeHTaJbHHX MPOCTOpiB. BomHouac MOHSTTS
MPOCTOPY B KOTHITHBHIHM JIIHTBICTHIN MPOTyKTUBHO
3aCTOCOBAHO JJIA aHAMi3y CEMaHTHUKU XYTOKHIX TEK-
cTiB pi3HuX xkaHpiB [1; 4; 9; 21]. 3amydeHHs 1[HOTO
JIOCBiYy JUIS BUBYCHHS €K(pazucy B ece mpo odpa-
30TBOpYE MUCTENTBO J03BOJISIE PO3MVISIATU eKdpac-
TUYHUI MPOCTIp SIK CKIIaJHE KOTHITHBHE BEpOAIBHO
pENpe3CHTOBaHE YTBOPEHHS, IIOB’A3aHE 3 IOpPO-
JOKEHHSIM CMHCIIB, a TaKOXX Ja€ 3MOTY ITOCTaBUTH
NEPCHEKTUBHE AOCTITHULIBKE 3aBIAHHS BHBYCHHS
eK(pPacCTHYHOTO €CEICTUIHOTO MPOCTOPY.

MeTofoNIOTiYHO ~ BaXIMBUM IS BHUBYCHHS
eKppacTHYHOTO IPOCTOPY €ce € 3alporoHOBaHE
JI. benexoBow BXHUBaHHS TMOHSTTS MPOCTOPY IOIO
SK OKPEMOTO MOETHYHOTO 00pa3y, Tak i BCiel Cykym-
HocTi 00pa3iB amepHukaHchKoi moesii [1, c. 266] Ha
ocHoBi izei B. TonopoBa mpo MOXJIHBICTE MPOCTO-
pPOBOTO TpPaKTyBaHHs MOETHUYHHUX TPOIIB Ta (iryp
THX TEKCTIB, K1 PO3MISAAIOTHCS KPi3h MPU3MY IPO-
cTopoBoCTi [6, ¢. 281]. Excrpamnosoroun 10 11er0
PO MOXIIUBICTD PO3DJISAAY 32 JOINOMOIOIO IOHATTS
NPOCTOpPY SIK IIJIOTO TEKCTY, TaKk 1 HOro OKpeMux
CKJIaJOBHUX YaCTHH Ha BUBYEHHS eK(pa3ucy B ece
npo oOpa30TBOpYE MHUCTEITBO, MOXKHA TIPUITYCTHUTH,
0 KOHCTHUTYEHTH €CEICTHYHOTO eKPPacTHIHOTO
IIPOCTOPY TAaKOX MOXHA 3MOJEJIOBaTH B TEpPMiHAX
npocropy. BinnoBimHui iHCTPYMEHT MOJEIIOBaHHS
3HAXOAMMO B IHCTPYMEHTapii, 3ampornOHOBaHOMY
B KOTHITUBHIM JiHrBicTHI. Tak, yBenenuit Y. dimi-
MOpPOM BIJIOMHUH TepMiH ppeiiv Ha TO3HAUYCHHS
CTPYKTYPH «CXEeMaTH3allii JOCBiy Y IEBHOTO 3Ha-
HH [7, ¢. 54] OyB Bumiymaudenmii Y. Kpodrom
1 A. Kpy3oM 4epe3 MOHATTS MPOCTOPY «SK 3B’SI3HA
0051acTh JMOACHKOTO 3HAaHHSI, a00 sK 3B’sA3Ha 00NaCTh
KOHIETITYaIbHOTO MpocTopy» [14, c. 14]. Ha ocHoBi
BUKJIAJICHOTO BUINE (QpeiiM MOXXHA PO3MISAAATH 5K
MIEBHY CMUCIIOBY ITUTICHICTE Y CKJIaJli eKQPACTHIHOTO
MPOCTOPY €ce PO 00pa30TBOPYE MUCTELTBO.

IMocranoBka 3aBaaHHsl. 3aBIaHHA OAaHOI PO3-
BiJIKM — BU3HAYUTH CMHCIIOBY CTPYKTYPY 1 3’siCyBaTH
XapakTepHi pucu ¢pelimMa «3ycTpiu i3 MOB’s3aHOIO
3 MUCTEIITBOM JIFOJIMHOIO» SIK KOHCTUTYEHTa eK(pac-
TUYHOTO IIPOCTOPY B CyYacHHX AHIVIOMOBHHX €ce
po 00pa3oTBOpUYE MUCTELTBO.

Buxkiaa ocHoBHOro marepiaiy. ®peiim «3ycTpid
3 TMOB’S13aHOK0 3 MHUCTEITBOM JIFOJMHOIOY» aKTyalli-
3y€ThCSl B CyYacHHX aHIJIIOMOBHHX €ce Mpo o0pa-
30TBOpYEC MHUCTEITBO SIK OE3IMOCEepPEeIHbO, TaK 1 OIOo-
CcepenKoBaHO. Y TEpIIOMY BHUMAJAKY aKTyasizallis
o3HaueHoro (QpefiMa BimOyBaeThCA 3a JTOTIOMOTOIO
NPOMO3ULIIHHUX CTPYKTYP, A0 CKIAAy SKUX BXOISITbH

JHTBaJbHI OAMHUII PI3HUX PIBHIB (CJIOBa YU CIIO-
BOCTIOJyY€HHsI) i3 CEMaHTHKOIO 3YyCTpidi, Hampu-
KJan, y Takomy Qparmenti 3 ece J[oHa beprepa
po XyaokHUITo [IBoHH bapnoy akryamizanii ¢pperima
«3yCTpiY i3 TOB’S3aHOI0 3 MHCTEITBOM JIFOMHHOIOY
CIIpUsi€ BXKUBAHHS JIEKCEMU met K npeaukara: “I met
and fell in love with Yvone in 1942. We were students
at the Central School of art, London” [11, c. 402],
a B momaHoMmy HWwxkd4e ¢parmenti 3 ece k. bep-
repa mpo xuBommcis TimiaHa axTyamizarii Bkaza-
HOTO (hpeiiMa CIIPUSIOTh CIOBOCIOIYUYECHHS crossed
paths with 1 found myself beside, siki BUKOHYIOTb
¢yHkuito npeaukariB: “<...> Several times whilst
I was wandering through the exhibition, I crossed
paths with, was followed by, lost sight of, and then
again found myself beside an old man” [11, c. 69].
Y nmpyromy BHITQIKy pO3IJISAyBaHWA (periM akTya-
JI3YEThCA 32 AONOMOTOI0 MIPECYNO3ULii, HAIPUKIAL,
y TakoMy ¢parmenri 3 ece k. beprepa npo xymzox-
Huka Maiikna Kyenna: “Last month in the Paris Metro
he asked me: “You, do you believe in Free Will?”
I mumbled something equivocal” [11, c. 435] cun-
TaKCU4HA CTPYKTypa Last month in the Paris Metro
he asked me 6e3n0cepenHbO BepOatisye hpeitm «po3-
MOBa B METPO» 1 BOJAHOYAC aKTyaJli3y€e MPECYMO3HUIII0
«ByCTpiw».

Amnauni3 ¢periMa «3yCcTpid i3 TIOB’S3aHOIO 3 MUCTE-
ITBOM JIIOMHOIO» 13 3aCTOCYBaHHSM ITOHSTTS HPO-
CTOpPY HEMHHYYE Tiepe0adac yTOUHEHHS PO3YMiHHS
LBOTO IMOHATTSA, aJ)Ke BOHO € ICTOPUYHO 3MiHHUM
i MaJo pi3Hi TPaKTyBaHHS B Pi3HI ICTOPUYHI €MIOXH
i B KOHIICMIIISX pi3HKUX aBTOPIiB[1, ¢. 265;2, ¢. 10-38].
3MiHW, fAKi HUHI BigOyBalOTECA B TyMaHITapHHUX
HayKaxX y IUIOLIMHI NMEPEOCMHCIICHHS MOHATTS MpO-
CTOpY, IOB’s13aHi 31 3100yTKamu y izumi [2, c. 40],
y sKkili «y XX cT. OyJ0 OCTaro4HO BiKMHYTO KOH-
LENIif0 a0COMIOTHOTO MPOCTOPY SK BMICTHIIMIIA
Marepii, HaTOMICTh 3araJibHONPUHHITAME Y (i3ulli
CTaJ M YSABJICHHS TPO MPOCTIp-dac SK CHCTEMY Bin-
HOIIIEHb MIX TiIaMH, 3MIHHUX y PI3HUX IUISHKaX»
[2, c. 39]. V pesynbrari B ryMaHITapHUX HayKax
mpocTip «Oinbplie HEe CIpUHMAEThHCS SIK HEHTpasibHe
00’€KTUBHE BMICTHIIMILIE BCHOTO CYIIOTO, a HATO-
MICTh PO3IVISIIAETHCS SIK PYyXJIMBUI KOHCTPYKT CBiJIO-
MocTi» [2, c. 40].

Crnmparoounch Ha Take CydYacHE TIyMadeHHS
MOHATTA IPOCTOpPY, NpPOCTip ¢peiima «3ycTpiu i3
OB’ 13aHOIO 3 MUCTELITBOM JIFOIMHOIO» MU PO3YMIEMO
SK TIEBHE KOTHITHBHE YTBOPCHHS, IO 3’ SBISETHCS
3aBISIKA OPMYBAHHIO CHCTEMH BiTHOIICHD Mi’K KOH-
LEeNTyaJIbHAMH OJUHUIISIMY, SIKi pETIPe3eHTYIOTh IEB-
HUH TOCBiM, OB’ I3aHUH 31 CIIPUAHATTSIM TBOPiB 00pa-
30TBOpUOro MucteuTBa. Hampukman, y ¢parmenri
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3 ece [Ix. Beprepa mpo muctkunio Kere Kombin
“The centre of the city of Dresden was still razed to
the ground when [ first met Erhard Frommhold there
in the early 1950°” [11, c. 275] mpocrip dpeiima
«3yCTpiv i3 JIOMUHOIO, TTOB’SI3aHOI0 3 MHCTEIITBOM
YTBOPIOETHCS 3aBIAKH (DOPMYBAHHIO BiTHOMIEHBb MiXK
konnentamu  3YCTPIYATUCS (00’ exTuBOBaHUN
niecniBaoto Jsiekcemoro met), MUCTELITBO3HA-
BELIb (BepOanizoBaHuii 3a IOIMOMOTOIO BIIACHOTO
imeni Erhard Frommhold), CIIOITIAOAY MMUC-
TELIBKOI'O TBOPY (penpeseHToBanuii 3aiitMeHHU-
KOM [, IKH{ Y KOHTEKCTI ece 3iHCHIOE pedepeHIlito
JI0 HOTO aBTOpa; caMe iM’ g aBTopa, SIKUH BeZle OTIOBiAb
BiJl epinoi ocodu, — John Berger, Bka3zaHo Ha 00KIa-
JuHII KHUTH-301pKu ece), MICTO (00’ ekTHBOBaHMIA
3a JIOTIOMOTOI0 3araJIbHOI HA3BH Cify Ta BIIACHOI HA3BU
Dresden) 1 BIIEPIE (npencraBneHwii IprCITiBHAKO-
BOIO JICKCEMOIO first). BimHomeHHs Mix ineHTHI-
KOBaHMMH BHIIE KOHLENTAMHU MOXKHa 3MOJAETIOBATH
3 OMOPOIO Ha akUioHanbHUH ¢Qpeiim 3a C. YKaboTun-
cpKoto [3, ¢. 19-20] sx [CTIOTJIAAAY MUCTELD-
KOIo TBOPY 3VYCTPIHAETHCA 3 MUCTE-
LITBO3HABLIEM Y IIEBHOMY MICTI ITEPLIHI1
PA3]. Y xoraituBHOMY npocTopi hpeiima «3ycTpid i3
MOB’SI3aHOI0 3 MHCTEITBOM JIIOAWHOIO» aKTyai3y-
€TBCSI CMUCIT «OpYTaNbHO TOBHICTIO 3pYHHOBaHHN
(was still razed to the ground in the early 1950s), ssxwii
BiZIirpae KItO4OBY pOJIb B eKQPACTHIHOMY ITPOCTOPI
ece, OCKUIbKH Ha OCHOBI MPHHIUIY MPOCTABICHHS
CHpUsi€ TOCUIICHHIO TIO3UTHBHOI OLIIHKH, SIKa aCOLiI0-
eTbest 3 koHuentoM HAJIIS, sikuit BUKOpHCTOBY€ETHCS
st inTepnperanii TBopuocti Kere Kombsin. Tak,
y bparmenti “Look again at the etching by Kollwitz.
The earring is a small but proud declaration of hope,
yet it is totally outshone by the light of the face, which
is inseparable from its nobility” [11, c. 275] exdpac-
TUYHUI MPOCTIP BUTBOPIOETHCS 3aBISIKH BXKMBaHHIO
JeKCeMH etching, y iboMy mpocTopi korrent HA JI151
00’ €KTUBYETHCS 3a JIOMTOMOTOI0 JIEKCEMH Aope.
[oni6auit mporec ¢GopMyBaHHS KOTHITHBHOTO
npocTopy Qpeiima «3yCcTpid i3 OB’ S3aHOI0 3 MUCTE-
LTBOM JIFOAMHOIO» criocTepiraemo B ece k. beprepa
npo xyaoxHuka Jleona Koccoda, nanpuknaa: “Dear
Leon, / I still remember clearly the first time I visited
vou in your studio, or the room you were then using
as a studio. It was some forty years ago. I remember
the debris and the omnipresent hope. The hope was
strange because it'’s nature was that of a bone, buried
in the earth by a dog. / Now the bone is unburied

has been realised. You have saved much of what you
love” [11, c. 412]. Y HaBeneHOMY (pparMeHTi BIacHe
iM’st Leon Ta 3aiiIMEHHUK you CHPHUSIOTH aKTyasi3a-
mii xormenty XYIOXHUK, 3alimeHHUK [/ — KOH-
nenty CIIOITIAJAY MUCTELBKOT'O TBOPY,
niecnmiBHa nekcema visited — xonHmenty 3YCTPI-
YATUCS, cnoBocnonyueHHs in your studio — KOH-
nenty XYAOXHSI MAMCTEPHS, cnoBocrony-
yeHHs the first time — xouuenty BIIEPLIE. 3B’ s3ku
MDK yKa3aHMMH KOHIIETITAMH MO)KHA 3MOJEITIOBATH
y Bursgi crpykrypu [CIHOIJISAJAY MUCTELD-
KOI'O TBOPY 3YCTPIHAETHCA 3 XYIOXHU-
KOMY XVJIOXHIM MAWMCTEPHI BIIEPIIE].
VY KOTHITHBHOMY TIpocTopi ¢peiima «3ycTpiu i3
JIIOMHOIO, TOB’S3aHOK0 3 MHCTEITBOM» aKTyawi3y-
etsest kornent HAJIIS, BepOanizoBanuii 3a momomMo-
TOI0 JIEKCEMH /lope 1 KOHTEKCTyallbHO BUTIIyMadeHUH
3a JOTIOMOTI 010 KoHIenTyanbHoi Metadopu HA IS —
IHE 3AXOBAHA COBAKOIO B 3EMJII KICTKA
(its nature was that of a bone, buried in the earth
by a dog; Now the bone is unburied) Ta KOHIIETITY
BPATYBAHHS (redemption; You have saved much
of what you love). Came xonuent HAJIIS Binirpae
BaXUIMBY POJb B €K(PPACTUIHOMY HPOCTOPI ece sK
THCTPYMEHT eKCIUTIKaIlii CMHCIY i 3Ha4eHHS TBOP-
yocrti Jleona Koccoda.

Y3araipHIOIOYH CIIOCTEPEXKEHHS Hall po30ymo-
BOIO KOTHITHBHOTO TPOCTOpY dperiMa «3ycTpid i3
MOB’SI3aHOI0 3 MUCTEITBOM IIIOJMHOI0» B eKdpac-
TUYHOMY IPOCTOpPi Cy4acHUX aHIIOMOBHHX ece [10;
11; 125 17; 15; 20], cTpykTypy 3a3HaueHOro ¢peiima
MOXKHaA 3MmojeaoBarn TakuMm uuHOM: [CIIOITJISA-
JAY MUCTELBKOI'O TBOPY 3YCTPIHAETHCSA
3 IIOB’S3AHOIO 3 MUCTELTBOM JIFOJUHOO
B INEBHOMY MICLII IIEBHUI PA3]. Boxnouac
konnent CIOITIAAAY MUCTELIBKOI'O TBOPY
KOHKpPETHU3Y€ThCS B TeBHOMY ece abo sik MUCTE-
HTBO3HABEILIb (manpukinan, B ece J>xona beprepa
[11]), a6o ax JIIOAMHA, 11O HIKABUTHCS MUC-
TELUTBOM 1 IIMIUIE [MTPO HBOI'O (wampuknarn,
B ece Bimna Cenda [20] ta JleBina bosi [12]). Kon-
nent [IOB’AI3AHA 3 MUCTEL[TBOM JIFOJJUHA
koHKpeTu3yerbess sk XYAOXHUK (mampukiman:
“Just outside Amsterdam there lives an old, well-
known, and respected Dutch painter. He has worked
hard throughout his life — but he has only produced,
as far as the world knows, a few drawings and one
large canvas which is in the National Museum. [ went
to see his second major work, a triptych of the war”

and the hope has become an impressive achievement.
Except that the last word is wrong, don't you think?
To hell with achievement and its recognition, which
always comes too late. But a hope or redemption
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[11, c. 137]) abo sx MUCTELTBO3HABEIb
(HampuKan, y po3mIsiHyToMy BHmie ece mpo Kere
Komegin [11, c. 275]). Konuent [IEBHE MICLE kon-
kpetusyethest ik MICTO (wanpuknaa, “I knew about
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Peter Peri from 1947 onwards. At that time he lived
in Hampstead and I used to pass his garden, where he
displayed his sculptures” [11, c. 319]), XYIOXHA
MAWCTEPHS (manpuxnan, “So I went back to
Land’s End in June 1996 and spent two days sitting
in the studio” [10, c. 246]), XYIOXXHS TAJIEPES
(nanpuknan, “About twenty minutes before Damien
Hirst arrives at the Serpentine Gallery to talk to me,
the susurration begins” |20, ¢. 122]), KA®E/ PEC-
TOPAH, (manpuknan, “I was nevertheless startled
and delighted when Patrick Heron agreed to _have
lunch to discuss the idea” [10, c. 245]), TOTEJIb
(manpuknan, “It is called the Hotel du Printemps
and was in the 14 th arrondissement. <...> Sven
and I climbed slowly up to this room” [11, c. 386]).
Konmenr ITEBHUI PA3 KOHKpeTH3yeThCS K
YIEPUIE (nanpuknan, “I first met Janos about two
years before he began his journal, at the national
gallery” [11, c. 171]) a6o YEPTOBMIA PA3 (Hamnpu-
knan, “Sometimes I suggested to him [Peter Lazslo
Peri] that we go to a restaurant for a meal. He nearly
always refused” [11, c. 320]).

VYei  KOHLENTH, $IKIi KOHKPETH3YIOTh KOHIICHT
I[MNEBHE MICLE B KOrHiTUBHOMY MpOCTOpi ¢peiima
«3yCTpiY 13 TIOB’S3aHOI0 3 MUCTELTBOM JIFOIUHOIOY,
00’EKTHBYIOTHCS SIK TaKi, 110 MalOTh KOHIIENITYallb-
HMH CKJIAIHHUK «MiCIle, SIKe Ma€ 3B’SI30K 13 MHCTE-
uTBomM». Hampuknan, y HaBeneHoMy Hikue (par-
MeHTi 3 ece Bina Cenda npo xynoxnuka [lem’ena
Xepcra xonuent XYAOXHA TAJIEPES (the
gallery) 00’€KTUBYETBCS K TaKWiA, 110 Ma€ CKJaJ-
HUK «MICIIe JUISI CIIOTJISIIAHHS TBOPIB MHUCTEIITBAY
(to look at the work; examine details of the various
works): “We wander out into the gallery to look
at the work. Conversation is desultory. We examine
details of the various works rather than commenting
on their totality” [20, c. 124]). Kornuent KA®E/PEC-
TOPAH y nactynnomy ¢parmenti 3 ece [[x. beprepa
mpo ckyasnTopa Ocumna Iagkina 00’ €KTUBYETHCS K
TaKul, SIKOMY BIIACTUBUMA KOHIEONTyalbHUH CKIan-
HUK «MiCIe JIUIsl CMIJKYBaHHS MPO KOHIENTYaTbHO
BaxJIMBI pedin: “One day when I was particularly
depressed Zadkine took us out to dinner to cheer me
up. When we were sitting at the table and after we
had ordered, he took my arm and said: “Remember
when a man falls over a cliff he almost certainly
smiles before he hits the ground, because that’s
what his own demon tells him to do”” [11, c. 304].
VYV HaBeneHomy ¢parmenti koHuent KADE/PEC-
TOPAH 006’ekTHBOBaHO 32 JOTIOMOTOK CHHTaKCHY-
HOI CTPYKTypH fook us out to dinner, y KOHTEKCTI
aKTyaJli30BaHO CKJIAJHUK IIHOTO KOHIEITY «MICIIe
JUIS  CIUIKYBaHHS TPO KOHIENTYaJbHO BaXKJIMBi

peui» (he took my arm and said; BUCIOBIIOBaHHS
“Remember when a man falls over a cliff he almost
certainly smiles before he hits the ground, because
that’s what his own demon tells him to do”), sxuit
y TOJANBIIOMY TEKCTI €Ce BUKOPUCTOBYETHCS LIS
PO3IYMIB Hall KOHIICTITYAIbHUM CBITOM XYTOXHHKA.
[oniono # wxouuent I'OTEJIb 06’exTuByeThCS SIK
TaKWUW, SAKOMY BJIACTMBHUM KOHLENTYaJbHUN CKJIAJ-
HUK «MicClle JJIsl CIOTISIaHHs TBOPIB MHCTELTBAY,
Hampukian: “We scrutinised canvas after canvas.
We drank tepid mineral water as we sweat. Perhaps
Room19 of the Hotel du Printemps had never been
filled with such an intensity of looking before. The
unstreatched canvases, with their ragged margins
of white, carrying weeks of looking in Belle Ille, were
they had been painted, and the two of us, studying
each scribble of paint to ensure that nothing false
should pass” [11, c. 389]. Y HaBeneHOMY (hparMeHTi
3 ece JIx. beprepa mpo xymoxuuka CBena biom-
oepra xouuent 'OTEJIb (the Hotel du Printemps)
Ma€ CKIIATHUK «MICIIe JUIsl CIIOTVISIAaHHST TBOPIB MHC-
tentBay (We scrutinised canvas after canvas, such
an intensity of looking).

B exdpactuunomy mpocTopi ece mpo oOpazor-
Bopue mucrenTBo KoHient 3YCTPIY sk crpykryp-
HUI KOMIOHEHT (peiiMa «3ycTpiu i3 MOB’sA3aHOIO
3 MHCTEITBOM IFOMUHOIO»  aKTYyali3yeThCs  SIK
PEAJIBHA 3YCTPIU (mampukianm, 3ycTpid i3
xynoxauteto Tpeiici EMin: “She came to Dublin did
Tracey Emin” [12, c. 204]) uu YSBHA 3YCTPIY
(manpukian, 3ycrpiu i3 Timianom (“The first time
1 saw him he was coming back from one of the last
rooms and very decidedly making for the painting
of Christ Carrying the Cross. And there at my side he
stopped” [11, c. 69]) un Eani Bopronom (“Minding
his own business outside the tradesmen's entrance to
the Hayward Gallery last October, Howard Jacobson
was_accosted by a wraith-like, whey-faced figure in
a_skewed, peroxide wig, who thrust a manuscript
into his hands, laughed spectrally, and vanished into
the night” [15, c. 50]). Y nepiioMmy BUNaIKy KOHIIETIT
[NOB’A3AHA 3 MUCTELTBOM JIIOANHA npen-
CTaBJICHWH IMEHaMU Jofied, siKi OyJaM >KMUBUMH Ha
MOMEHT 3yCTpidi 3 HUMH; Y IPYTOMY BUIIAAKY KOH-
nent [TIOB’AA3AHA 3 MUCTEIL[TBOM JIIOJJUHA
MPECTABICHUH IMEHAMU TIOMEPIIUX XYyJIOKHUKIB.
Bukopucranus ¢pelima «3ycTpid 13 TOB’S3aHOIO
3 MHCTEITBOM JIFOJUHOIO» JIJIsi po30ynoBu ekdpac-
TUYHOTO MPOCTOpPY €ce SIK MPO KHMBHX, TaK 1 MPO
TIOMEPITUX MUTIIIB, CBITYUTE PO TIEBHY YHIBEpCalb-
HICTh PO3IJISIYBaHOTO (periMa SK OJHOTO 3 1HCTPY-
MEHTIB OCMHUCIICHHS # iHTepmperauii TBOPYOCTi
XyHAOKHUKIB.
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Haii0inpm 3Ha9y MM B eKPpacTUIHOMY IPOCTOPI
ece KOHIENTyaJbHUM CKJIaJHUKOM JaHOro (¢peiima
BUSIBIIETBCS «3B 30K 13 MUCTEIITBOMY, SIKUH CHIpUSIE
PO3TOPTaHHIO KOTHITHBHOTO IIPOCTOPY, CTPYKTYpOBa-
HOTO (peMOM «CHPHHHATTSA W IHTEpPIIpPETarlisl MHUC-
TEIBKUX TBOPiIBY», y MpocTopi (peiima «3ycTpid i3
NOB’S13aHOI0 3 MUCTELTBOM JIFONMHOIO». Hanpukman,
B ece npo TiliaHa CUHTaKCHYHA CTPYKTypa he said
fo me aktyainizye (peliM «CIpUHHATTS U iHTeprpe-
TaIlisl BIACHUX MHCTEIbKHX TBOPIB CaMHM XYIOX-
Hukom»: “He didn't need to turn around to know
that I was following him, and as we passed a group
of visitors who were listening to their guide, he said
to me out of corner of his mouth, as if it were a joke: /
“Dogs, rabbits, sheep, they all have their fur to keep
them warm, and me, I want to imitate them with my
brushes!”” [11, c. 69]. Y cBoto uepry (ppeiim «crpwii-
HATTS ¥ IHTEpOpeTallis BIACHUX MHUCTCILKUX TBOPIB
CaMHM XYIOXXHUKOM) CTa€ KOTHITUBHUM IIPOCTOPOM,
y SIKOMY aKTyali3ylOThCs KOHIENTH 1 (opMyIOThCsS
CMHUCIIM, KJIIOUOBI il IHTepIperamii TBOPYOCTI
uBonucIa. Tak, y HaBeneHOMY BHIIE (PparMeHTi
YTBOPIOETHCS CMHCI «IIPArHEHHS IMITYBaTH XyTpO
KUBHX icToT y KaptuHax» (“Dogs, rabbits, sheep,
they all have their fur to keep them warm, and me,
1 want to imitate them with my brushes!”). Y nactyn-
Hi 9acTHHI €ce B KOTHITHBHOMY IIpocTopi (hpeitma
«CTIPUHAHSATTS ¥ 1HTEpIIpeTaIlisl BIACHUX MUCTEILKUX
TBOPIB CaMHM XYJOKHUKOM» (OPMYETHCS CMHCIT

«yHIKaJlbHa 3IaTHICTH MepeJaBaTH BOJOCCS Ha Kap-
TUHAX», Hanpukiaan: “Nobody else painted men's
beards like that!” — he said. “They 're soft as monkey's
hair”. [11, c. 70].

BucnHoBkn i mpomosumii. [IpoBemene mocimi-
JDKEHHS JI03BOJISIE 3pOOMTH BUCHOBOK, IO (peiim
«3yCTpiU i3 TOB’S3aHOI0 3 MHUCTEITBOM JIFOIUHOIOY»
Ma€ B Cy4acHUX aHIJIOMOBHHX €ce PO 00pa3oTBOpUE
MUCTELTBO PETYISIPHO BiATBOPIOBAHY CMHCIIOBY
CTPYKTYPY, IO 3aCBiUy€e HOTO MEBHY YKOPiHEHICTh
y KOHIIETITYaJIbHil CUCTEMi aBTOPiB ece Ipo 00pa3or-
BOpYE MHCTELTBO; XapaKTEPHOIO PHUCOI0 AOCIHiKe-
HOTO (periMa € WOTo 3AaTHICTh BHOCUTH CMHCIOBHIM
BKJIaJ] B eK(pPACTUIHUN TPOCTIP 3aBASKHA CITPOMOXK-
HOCTI PO3KPUBATH Y CBOEMY KOTHITUBHOMY IIPOCTOPIi
MOJKJIMBOCTI JIJISl aKTyallizamii KJIFOUYOBUX JJIS 1HTEp-
mpeTanii MUCTEBKMX TBOPIB KOHLENTIB 4K (peiima
«CTIPUAHATTS ¥ IHTEpIIpeTAallisi MUCTELILKUX TBOPIiB»,
SIKH, Y CBOIO Yepry, CTa€ MPOCTOpoM (GopMyBaHHS
CMUCIIIB, 3HAYyIIUX MJIs iHTepmperarii BUTBOPIB
MHCTELTBA.

Takox mpoBeneHWH aHai3 AEMOHCTPYE, ILIO
eKPPaCTUYHUHN MPOCTIP CyyacCHUX aHITIOMOBHHUX €ce
po 006pa3oTBOpYE MUCTETBO € CKJIaJIHUM KOTHITHB-
HUM YTBOPEHHSIM, CTPYKTYPOBaHUM IIJIOI0 HHU3KOO
TTOB’I3aHUX OJIUH 3 OJJHUM KOTHITHBHHUX TIPOCTOPIB.

Y mnopanpmoMy NEpPCIEKTUBHUMHU BOA4arOThHCS
JeTajgbHa po3poOKa W yTOUYHEHHS METOIUKH aHali3y
eK(pa3ucy 3 BAKOPUCTAHHIM MOHSATTS IPOCTOPY.
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Lunyova T. V. FRAME “MEETING AN ART PERSON”
IN THE EKPHRASTIC SPACE OF MODERN ESSAYS ON FINE ART WRITTEN IN ENGLISH:
A LINGUO-COGNITIVE ANALYSIS

The article employs the methodology of cognitive linguistics to analyse the frame “meeting an art person” as
a constituent of the ekphrastic space of modern essays on fine art written in English. Ekphrastic space is treated
in the paperas having cognitive nature, verbal representation and being related to generation of meanings. The
frame “meeting an art person” is studied with the help of the concept of space which is viewed as a system
of relationships between bodies. Thus the frame “meeting an art person” is discussed as a cognitive space
that appears when the relationships between concepts representing the experience of perception of artworks
are established in an essay. The analysis has revealed that the frame “meeting an art person” possesses
the structure which is regularly objectified in the modern essays on fine art. This structure is modelled in
the article as the generalised frame [SPECTATOR OF AN ATRWORK MEETS AN ART PERSON IN SOME
PLACE FOR THE N™ TIME]. Components of this generalised frame are represented in the modern essays on
fine art by more specific concepts, namely: SPECTATOR OF AN ARTWORK — AN ART CRITIC or A PERSON
WHO IS INTERESTED IN ART AND WRITES ABOUT IT; AN ART PERSON — A PAINTER or AN ART CRITIC;
SOME PLACE — CITY, ARTIST’S WORKSHOP, ART GALLERY, CAFE / RESTAURANT, HOTEL; FOR THE
N™ TIME — FOR THE FIRST TIME or AGAIN. The regularity of the actualisation of the frame “meeting
an art person” in the ekphrastic space of modern essays on fine art testifies to this frame being entrenched in
the conceptual systems of the authors of the essays. The characteristic feature of the frame “meeting an art
person” is its potential for lending its cognitive space for the concepts and meanings which are crucial to
the interpretation of an artwork to emerge.

Key words: ekphrasis, frame, essay, ekphrastic space, concept.

169



