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EK®OPA3NC I METAEK®PA3IC B ECE AXKYAIAHA
BAPHCA ITPO KAPTMHY TEOAOPA JXEPIKO «IIAIT
MEAY3U»: KOTHITUBHO-TIOETO/IOT TYHI AHA /I3

Cmammio npucesueno ugueHH0 KoZHIMUEHO-N0eNOA0ZIUHO20 PaKypCy
63aEM00ii eKPpacmuuHux ma MmemaexPpacmudux KoHmekcmis 6 ece Jxyriana
Baprca npo xusonucte noromio Teodopa 2Kepixo «IIaim medysu». 3anpono-
HOBAHO SUKOPUCHIOBYEAMU TMEPMiH «MemaeKPpacmut il KOHMeKcm» Ha no-
SHAYEHHS maxux —@pazmenmis ece, AKi, He 0ydyuu OesnocepedHim
exPpacmuyHuUM ONUCOM KAPMUHU, MAIOMDb MICHUL CMUCAOBULL 36'130K 3 eK-
Ppacmuurumu onucamu. Y docAidxKerHi 3acmoco6aro MenoodoAIMHILL anapam
KOZHIMUEHOT noemuxu. Y pesyromami anarisy 3’1c06aHo, uy0 CMUCAOBY 63AEMO-
dito exPpacmuuHux ma memaekPpacmudHux KoHmekcmie y mexcmi ece 3ades-
newytomo maxki AIHZE0KOZHIMUGEHI 1l ATHZ60M0€MOA02IUHI  3ac00U  AK
0iaA02iMHICMb, 2inomemuiHa MOOAALHICb A KOHUenmyairbHa memagpopa.

Katouosi caoea: exdppasic; MeTaekppasuc; ece; MUCTELIBKII TBip;
KOTHITIBHa ITOeTHKa.

ITocranoBKa IpoGaeMi1 B 3araAbHOMY BUTAsIAl Ta 1i 3B'5130K i3 BaXKAMBMMM Ha-
YKOBVIMM 91 IIPaKTVYHVIMY 3aBAaHHSIMI. 3pOCTaHH: iHTepecy 40CAIAHUKIB 40 BUBUYEHH:
ek pasicy, sKe IIPOsIBASETLCS B 301AbIIIeHH] KiAKOCTI ITy0iKalliil Ta CIieliaAbHUX BUAAHB,
IIPVICBSYEHNX 1IbOMY SIBUIITY B3a€MOAII BidyaAbHOIO Ta BepOaAbHOIO, KOTPe 3 IO3MIIii Cy-
JaCHOI HayKJ MO>KHa CTICAO OXapaKTepI3yBaTH sIK «OIIC MICTelTbKoro TBopy» (Webb, 2009/
2016, c. 70), symoBaeHe ABoMa OCHOBHMMM unHHMKamu. [To-tiepie, sk Bigsnauae /. I'ene-
paJIoK, «AiTepaTypHi (popMI, 3yMOB.€Hi TPaHCIIO3NULIIEIO Bi3yaAbHUX CTPYKTYP Y BepOaAbHi,
3aBXXAu Oyau mpusadbAUBUMU AAs1 unTada» (2013, c. 50) i Hapasi «1rporiecu 30AMKeHHs i B3a-
€MHOTO 30araueHH:sI MICTeLITB» IlepeOyBalOTh B aKTUBHIII cTadil (Tam camo). Exdpasuc, za
XapaKTepUCTUKOIO L€ A0CAIAHNL, € «OAHUM 3 HaltOaraTIIMX SBUII, 3yMOBAEHIX iHTepaK-
11iOHI3MOM» (TaM CaMoO), BiATIOBiAHO eK(ppasuC OCiga€ BasKAMBe Miclie B CyJacHi KyAbTypi
3araaoM i aitepatypi sokpeMa. Tak, /1. [easep cTBepAKye, 1110 HOHATTS eKPPasUCy «BiAIIO-
BiZa€ 4OMyChb Ba>KAMBOMY AAs Cy4acHOTO IIOIAsAAy Ha AiTepaTypy i1 MucrenitBo» (2002, c. 8).
3 1IOTO BUILAMBA€ HEOOXiAHICTh A0CAIAKEeHHs eK(Ppasucy A1 GOpMyBaHH: LiAICHUX YsIB-
AeHb IIPO 0COOAMBOCTI KyABTYPHOIO (30KpeMa AiTepaTypHOIO Ta MUCTEIIbKOTO) CBiTy AI0-
AVIHU B JIOTO C€MIOTMYHOMY Ta KOTHiTMBHOMY BuMmipax. [lo-apyre, cyuacHa aocaignmiibka
IapaJmurMa, sika Mae iHterpatusHmit Xapakrep (Anapeesa, & beaobopoanko, 2016) i peaai-
3YETBCS 32 MOAEAAIO «eIliCTeMHOro 301paHH:I (aHr4. the jigsaw paradigm pattern)» (Bopo-
oneBa, 2013, c. 44), mo «mepeadadya€ MOXKAUBICTh BiABHOTO KOMOiHyBaHHS TIiIlOTe3 Ta
METOAMK, SIKi AOITIOBHIOIOTh OAHAa OAHY 11 3aIIO3/YeHi 3 Pi3HIX HapaAIM YM Pi3HVX HAIIPSIM-
KiB O/HI€1 ITapasurMu sIK OCHOBU A5 BOYA0OBYBaHH:I SIKiCHOTO HOBOTO IOPAAKY 3 HasIBHOTO
Pi3HOMaHITTs» (TaM CaMo), 403BOAAE 3aAydaTy IHCTpyMeHTapiil Pi3HMUX AVCUNILAIH A5 BU-
BUEHH:I TAKOTO CKAaAHOTO ABMINA, K eKc])paslAc (Anapeesa, & beaobopoarko, 2016).

sk 6aunmo, Ha cydJacHoMy eTarti PO3BUTKY TyMaHiTapHIX HAYK BUBYEHHS exdpasucy
TIOCTa€ K aKTyaAbHe 11 TIOTEHIITHO BUpinTyBaHe 3aAaHHs. OCKiAbKM ek pasuc € B3ae-
MOJI€I0 Bi3yaAbHOIO 11 BepOaAbHOTO, AIHTBICTMYHMI paKypcC BUBYeHH: eK(pasucy Haly-
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Ba€ 0c00AMBOTIO 3HaueHH:1. [ lepcrieKTUBHICTh TaKMX CTYAill 3aCBiA4YIOTH YCIIIIIHI cClIpoOu
3aCTOCyBaTM Cy4daCHMI iHTeTpaTUBHMII KOTHITMBHO-IIOETOAOTIYHUII MiAXia A0 A0cCAai-
AxenHs ekppasucy (Verdonk, 2005; Vorobyova, 2017; Auapeesa, & beao6opoapko, 2016;
[30TOBa, 2018, c. 285-290).

AHaai3 ocTraHHiIX gocaigXxeHb i myOaikamiri, y #AKMX 3all09aTKOBaHO
PpO3B’sI3aHHsA IpO0AeMM 11 Ha sIKi CIIMPa€eThCsI aBTOP. 3AiICHeHIII 3a3Ha4YeHIMY BIIIIe
AOCAIAHMKAMV KOTHITMBHO-TIOETOAOTIYHMIT aHaAi3 BUKOPUCTaHHA eK(ppas3ucy B pisHUX
XyAO>KHIX TBOpax 403BOAUB PO3TASHYTH 1ie sBUIIe KPi3h IPU3MY TaKMX KOTHITUBHO-TIO-
€TOAOTIUYHNX IIOHSTH, K «KOTHITUBHI CTPYKTYypH», a caMe: «MeHTaAbHO 30epe>KeHnI J0-
CBi4, MOB'sA3aHUI i3 pealbHUM CBITOM», «CIIOTagu», «O0pasm», «KaHPOBI 3HAHH:»,
«3a/0BOAEHHS BiJ IIOBTOPIOBAHUX 3pa3KiB», «yTiAeHMII AOCBi4 PyXy», «IIPOCTOPOBE
CHPUIHATTS», «CHiBBigHOmeHHA ¢irypu ta pony» (Verdonk, 2005), «sxip iHTepMesiaan-
Hocrti» (Vorobyova, 2017), «touka 30py» (AHgpeesa & beaobopoarko, 2016), «HapaTus»
Ta «rpa» (Isorosa, 2018, c. 285-290), i 3"s1cyBaTN BigIIOBiAHO PUTOPMYHI €4€MEHTN TeKCTY
Ta IIOB’s3aHi 3 HUMU e(PeKTU CIIPUIHATTSI IOeTUYHOTOo TBopy-eKdpasucy (Verdonk, 2005),
BidyaabHUII acrekT HapaTtusy (Vorobyova, 2017), cMICA0Bi aKIIeHTU Pi3HMX TOETUYHIX
TEeKCTiB-eK(paslCiB, IPUCBIIEHNX OAHOMY 11 TOMY 5K KMBOIIMCHOMY TBOPY (AHApeeBa &
Beaobopoapko, 2016), metadikirionaasHy mpupoay ekdpasucy (Isorosa, 2018, c. 285-290).

Buaisenus He po3p’si3aHNMX paHillle YacTUH 3araabHOI IIP00AeMy, sSIKMM IIpy-
CBsTYeHO cTaTTIo. [Tompu nmoctyn y BuBYeHHi eKppasicy i3 3aCTOCYBaHHIM KOTHITUBHO-
ITOETOAOTIYHOTO iHCTPyMEeHTapilo, 3AiiiCHeHI Hapasi KOTHITUBHO-IIOETOAOTTYHI CTyAil
eKc])pasmcy He CIIPAMOBYBAAMCS Ha BUBYEHHS CyMIKHIX 3 eKq)pasI/ICOM SIBUIL] — TUX q)par-
MEHTIB TeKCTY, sIKi, He OyAy4M BAacHe eK(])pa3MC0M, MalOTh i3 HUM TiCHI CMICAOBI 3B’ 3K
11 HaOyBaIOTh 3HAYEHHSI caMe y CMICAOBiN B3a€MOAil 3 BaacHe eK(ppacTUIHNMM PpparMeH-
tamu. [Tutannsa ipo Bugisenns Ta aHaAi3 Takux KOHTeKCTiB HaOyBa€ 0cO0AMBOI aKTyaAb-
HOCTI B paKypci 6i4bII1 3aTaAbHOTO MIMTaHHs IIPO PO3MeXKyBaHH: eK(ppasucy Ta oaioHmx
1710My SIBUIIT (FeHepaAIOK 2013). KpiM IIbOTO, BUAAETHCS AOLILABHIIM posmmpuTu MaTepiaA
KOTHITUBHO-TIOETOAOTIYHIX CTy Aii ek pasucy i 3aAy4UT 40 aHaAlsy He ANIIe XyAOXKHi
TEKCTH, a 1 TBOPU iHIINX XaHPIiB, 30KpeMa ece, IO AACTh 3MOTY AT A0 3'ACYyBaHH
AIHTBOKOTHITMBHOI IPUPOAM eK(Ppasducy r100aAbHiIIIe.

DopMyBaHH Liaei cTaTTi. MeTolo cTaTTi € PO3KPpUTYU KOTHITMBHO-IIOETOAOTIY-
HUI PaKypc B3a€MOAII BAacHe eKPPacTUUHIX Ta CyMi>KHIX (Ha3dBaHMX Aaliy poOOTi Me-
TaeKPpaCTUIHNMM) KOHTEKCTiB B ece /KyaiaHa bapHca mpo >KmuBoIlcHe ITOAOTHO
Teoaopa Kepiko «I1aitT meaysm».

Bukaaa ocHOBHOTO MaTepiaay AOCAiAXKeHHs 3 IOBHUM OOIPYHTYBaHHSIM OT-
pUMaHIX HaYKOBMX pe3yaAbTarTis. JxyaiaH bapHc — cydacHmit OpuTaHChKIUI KPUTHK Ta
aBTOp iHTeAeKTyaabHUX poMaHiB (Julian Barnes. Encyclopaedia Britannica). Ao itoro go-
PpOOKY HaJe>kaTb He AMIle XyAOXKHI TBOPH, a I1 ece, 30KpeMa ece IIpo 00pa3oTBOpUe MIIC-
TelTBO, OIly0AikoBaHi y Burasai 30ipku «Keeping an eye open: essays on art» (Barnes,
2017). 1o 36ipKy Biakpusae TekcT «Géricault: Catastrophe into Art» (Tam camo, c. 12-41),
IpucBsI9eHui1 KapTuHi «l1ait meaysu» Teogopa Kepiko — «XyA0XKHIKa, KU CIIPaBUB
BU3HAYaAbHUI BIIAMB Ha PO3BUTOK MUCTelTBa poMaHTuU3My y @pannii» (Théodore
Géricault. Encyclopaedia Britannica). «I1aitT Meaysn», sikuit BusHaHO 1ieaespoM JKepiko,
300paka€ HacAigky rubeai o4HOTO 3 PpaHIy3bKIX KOpaOAiB (TaM caMoO) i € 0AHUM i3
MMUCTeIIbKIX TBOPIB, KU i3 MOMEHTY 110I0 CTBOPEHH:I 40 CbOTOAEHH:I CITPaBAsE IOTYK-
HII BIIAVB Ha KyabpTypy (Harris, 2006).

B ece bapuca «Géricault: Catastrophe into Art» BaacHe ekppacTiaHi KOHTEKCTH PO3-
MiIlleHi B OTOYeHHi CyMIXKHIX, HeBAacHe eK{ppacTUuHIX KOHTeKcTiB. Tak, BaacHe omnuc
300pa’keHoTo Ha KapT1Hi, TOOTO BAacHe ek pasuc (Hanpukaaa, «We see survivors on a raft
hailing a tiny ship on the horizon ...» (Barnes, 2017, c. 29)) caiaye 3a HeBaacHe ek pacTiy-
HJMM KOHTEKCTaMM, a caMe AeTaAbHMM OIVICOM PeaabHOI IT0Ail, sIKa HaguxHyaa JKepiko
Ha CTBOPEHH:I CBOT'O 3HAMEHNTOTO II0A0THA (Harrpukaag, « The raft was made, and well made,
places in the boats were allotted, provisions made ready» (Barnes, 2017, c. 15)) Ta icropii Hanu-
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CaHH:1 KapTMHM XYAOKHUKOM (Haripukaag, «He shaved his head before he started the picture...»
(Barnes, 2017, c. 24)), i nepeaye HeBaacHe eKPpaCTUUHUMU KOHTEKCTaMI, a caMe po3ay-
MaM IIpO A0AIO Ta POAb ITbOTO MUCTEIILKOTO TBOPY (Hanpukaag, «This is no longer Scene
of Shipwreck, let alone The raft of the Medusa» (Barnes, 2017, c. 39)) i 40410 Mucrerirsa
3araAoM (Hampukxaag, «People die; rafts rot; and works of art are not exempt» (Barnes, 2017,
c. 40)). ¥V cykymnHoCTi HeBAacHe eK({pacTU4Hi KOHTEKCTH, TOOTO TaKi KOHTeKCTH, KOTpi
I10B s13aHi 3 eKPpasncoM, ale caMi He € eKPpasncoM y TOMY CEHCI, IIT0 BOHU He € OIIVIICOM
300pa>keHOro Ha KapTUHi, AOMiHYIOTb y po3rasgysaHomy ece. CriiapHo 3 mpod. O.I1. Bo-
pOOII0BOIO POIOHYEMO BUKOPUCTOBYBaTU TePMiH «MeTaeK(ppasdlc» Ha MO3HAUeHH:
TaKMX HeBAacHe eKppacTnuHux KoHTekcTis (Vorobyova & Lunyova 2020).

Tepmin «metaexkdpasuc» («meta-ekphrasis») y>kxuto B psigi pobit, IpuCBIYEHNX eK-
¢pasucy (Armas, 2005, c. 22; Webb, 2009/2016, c. 185-186), mpoTe BiH He Ma€ € AMTHOTO BU-
sHageHHs. Tax, @. ge Apmac Bugiase Meraekppasuc 5K «eKPpasuc, AKUI MOXKe
MicTuTHcs B iHmomy ekgpasuci» (2005, c. 22), a P. Be6G0 nmocayrosyeTbes UM TepMiHOM
AAsl aHaAi3y TaKUX TUIIB eKppasucy, KOTpi MaloTs MeTa(pikTusHY PpyHKIi0 (2009/2016,
c. 185) i € aBTOKOMEHTapsIMI CTOCOBHO CBOE€1 IpupoAu (TaMm camo, c. 186). IliarpyHram
AAsl 3aAy4eHH:I TepMiHa «MeTaeKk(ppasuc» B aKTUBHUI HayKOBUI OOIr € ycTadeHe B yKpa-
THCBKiJ MOBi BXXMBaHH: TEPMiHiB 3 KOMIIOHEHTOM Merma-. 30KpeMa, MilJTHO BKOPEHIBCs
TepMiH «MeTaMOBa» (”MOBa SIKOIO TOBOPSTL PO MOBY”, “MOBa, 00'€KT SIKOI € 3MICT i BU-
paxkenns iHmoi Mmosu” (Fanmu & OainHuk, 1985, c. 125)), PyHKIIIOHYIOTh TEPMiHN «Me-
TaTekcT» (/ebigp, 2012; MaTseesa, 2017), «MeTaxya0>kHir» (OsunHHiKoBa 2002) TOIIO.

IIpuHaaeXXHICTh IeBHOTO KOHTEKCTY 40 MeTaeK(]pas3lucy BM3Ha4Ya€MO Ha OCHOBI
TaKIX CMMCAOBMX KpUTepiiB: 1) 11i KOHTeKCTH He € Oe3IrocepeHiM OIICOM 300pakeHoTro
Ha KapTHHi i BOAHOYAC 2) mepedyBaloTh y TiCHOMY CMICAOBOMY 3B'5I3Ky 3 eKppacTid-
HIIMI KOHTeKCTaMM i1 ITIOBHICTIO (pOPMYIOTD CBOI CMICAN ANIIIE ¥ B3a€EMOAII 3 ekppacTi-
HIIMV KOHTEKCTaMIA.

B anaaizosanomy ece bapHca «Géricault: Catastrophe into Art» (2017, c. 12-41) me-
TaeKQpacTUIHI KOHTEKCTHU 3a CBOIM 0OCATOM AOMiHYIOTh HaJj, eKPPpacTUIHIMMU KOHTeK-
cTaM, 1110 A03BOsI€ aBTOPOBi BUKAACTI BAaCHY TOUKY 30py Ha IIUTaHH: IIPO IPYHIIUIIN
OIlpalllOBaHHs peaabHOI TpareAii 3acobaMu MICTEIITBa, sAKe B AalligapHiit ¢popMi ImocTas-
AeHe B Ha3Bi ece: «Catastrophe into Art» i cpopmyaboBaHe y BUTAsAL TTIOBHOTO IIUTaHHS B
TeKcTi ece: «How do you turn catastrophe into art?» (2017, c. 23). Bianiosiab Ha mocrasaeHe
IUTaHHA cpOPMyAbOBaHa B ece 3aBAAKI CeMaHTUYHIl B3a€MOAIl TaKIX KOHTEKCTiB: OINCY
icTopii 3armbeai kopabas «Megysa» Ta CTpalllHUX IIOHEBipsAHD i MYK, SIKMX 3a3HaAU KO-
MaHJa 1 ITacakupu Kopadas, sAKi OyAu 3MyIlleHi criogiBaTiCs Ha IIOPSTYHOK Ha I1AOTi
(MetaexppactiraHmit KoHrekcr) (2017, c. 13-23), ipoHiYHOTO aHaAi3y aBTOMaTUIHOCTI ITPO-
1lecy IIepeTBOPEeHH:I pealbHOl JKUTTEBOI TpareAil Ha MUCTeLIbKIII TBip (MeTaeKppacTud-
HMII KOHTeKcT) (2017, c. 23), aeTasizoBaHOl pO3MOBidl PO pPOOOTY XyAO>KHMKa Had
KapTUHOIO (MeTaeKppacTuaHmii Koutekcr) (2017, c. 24-29, 36-37), onucy 300pa>keHOro Ha
KapTyHi (eKppacTIIHMIT KOHTEKCT) i MPUITYIeHb PO MOTeHIIiHO MO>KAMBI iHIII Bapi-
aHTI KapTUHMY, Hi>XX peaAbHO CTBOPEHMI XyAOKHIUKOM (eK(ppacTiuHMI1 i MeTaeKppacTid-
HMt KoHTekctu) (2017, c. 29-34, 37), iHTepmperallill >KMBOINMCHOIO IIOAOTHa
(exppactiunmit i Metaekdppactuanuii kourekcrn) (2017, c. 34-34, 38-39) Ta excriaikariii
IIparHeHb XyJ0>KHUKa, SIKUI J10r0 cTBOpus (MeTaekppacTtuyHmit Kourekcr) (2017, c. 39).
Bapuc popmyatoe cBolo Bianiosiab Ha mutaHHsA «How do you turn catastrophe into art?» Tax:
«Well, at least it [catastrophe] produced art. Perhaps, in the end, that’s what catastrophe is for»
(2017, c. 23). I moBTOPIOE 1110 BiAIOBiAL 3TOA0OM B ece 111e pas: «Catastrophe has become art;
but this is no reducing process. It is freeing, enlarging, explaining. Catastrophe has become art:
that is, after all, what it is for» (2017, c. 40). Y HaBegeHux suie ¢pparmenrax bapHc Bucaos-
AIO€ BAACHY ITO3UIIIIO CTOCOBHO CMICAY TpareAill y AI0ACbKOMY >KITTi, a caMme: Tpareail
icHYIOTB A4s1 TOTO, 11100 cTaBaTy MuctenTBoM («Well, at least it produced art. Perhaps, in the
end, that’s what catastrophe is for; Catastrophe has become art: that is, after all, what it
is for»). KpiMm 116010, y Apyromy 3 posrasigyBaHux GpparMeHTiB MVCbMEHHNK BUTAyMadye
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IIPUHITAII OCBOEHHS TpareAil MIUCTEIITBOM — HepeAYKIIiHicTs (this is no reducing process),
TOOTO 34aTHICTD TIEPETBOPUTH KUTTEBY TpareAiio Ha I110Ch IiHHiCHO 3abapsaene (It is free-
ing, enlarging, explaining), Beauike (It is freeing, enlarging, explaining) it ocmucaene (It is free-
ing, enlarging, explaining).

Y cBoeMy aHaAi30Bi posrasgysaHoro Hamu ece A. Aaxagedpd (Alhadeft, 2008) zaku-
Aae bapHcy, 1110 BiH IIpOIrHOPYBaB Ba>kKAUBY AeTaab KapTuHu JKepiko (Toit ¢paxT, 10 Ha-
3yCTpid KOpaOAeBi, SIKIiT ITIOTeHIIITHO Mir ITOpATyBaTHU IIOTePIIiANX, Maxa€ Herp, a He Oiaa
AIO,ZI,I/IHa) MalO4/ Ha MeTi BUKOPUCTATH TAyMadeHHs KapTUHI Ha IIATPUMKY CBOET Te3!
IIPO 3B'5I30K XUTTEBOI TpareAii Ta MUCTEITBA, PaAllle HiXX POSKPUTH CMICA BAAaCHe Kap-
TUHU (TaM caMo, c. 285). Ha Hamry aAymky, nparHeHHs1 bapHca 3ammporionysaTtu opuri-
Ha/bHY i4el0 uepe3 aBTOPCHKY iHTepIIpeTariiio MIUCTEIIBKOTO TBOPY a’k HisIK He MO>KHa
3aKVHYTH JIOMY sK X1OY JI0TO TeKCTY, OCKiAbKM IIMICbMeHHIUK BUOpaB >KaHp ece, a He My-
3€IIHOTO KaTaAoIy 4M BAacHe HayKOBOI MMCTeIITBO3HABYOI KpUTHKM. fIK BigOMO, 0AHI€IO
3 BU3HaYaAbHIUX >KaHPOBUX O3HaK ece € BYCAOBAEHHs iHAMBiAyaAbHOI AYMKU: IiAKpec-
AeHO cy0O’eKTUBHe TpaKTyBaHHs TeMu (DmimureiiH, 1988, c. 334), «Bupa’keHHsI HOBOTO,
cy0’€KTUBHOTO CyAKeHH:I ITpo 110ck» (Illebeaict, 2007, c. 49), «po3ropHyTa iHAMBIAyaABHO
oOpaHa 11 yTiaeHa, He CKyTa I1a0AOHHMMM paMKaMM apTyMeHTallis, po3AyM», yTiAeHHs
«igeaay HeTpuBiaabHOCTI» B gyMKax (Isanosa, 2007, c. 19).

AivicHo, TBepaskeHHs bapHca Ipo Te, 110 CMICA TpareAii oAsrae y ixuii TpaHcdop-
Mail B MICTEIIbKI TBOPH, € Cy0'€KTUBHIM i HeTpuBiaabHIM. BOHO BUOPMOBY€ETHCA B TeK-
CTi ece BHACAiAOK CMICAOBOI B3a€MOJii eKPPacTIIHIX Ta MeTaeK(PPaCTUIHIX KOHTEKCTIB,
sIKa BMOKAMBAIOETBCS 3aBASIKU PAAY AIHTBOKOTHITMBHIX i AIHTBOIIO€TOAOTIYHMX 3aCO0iB.

ITepmmm i3 Takmx 3aco0iB € 4iaA0TiYHICTD SIK AIHTBOKOTHITMBHA OCHOBA BMKAaAy B
ece. Tax, i B ekppacTnuHmX, i B MeTaek(ppacTIHIX KOHTeKcTax bapHc craButs nipsami nin-
TaHH:, HallpMKAaZ B ekppactiannx KoHrexcrax («Well, what does it look as if he painted?»
(2017, c. 29); «How would we know about these people on the raft, if some or all of them had not
been rescued?» (2017, c. 30), «However, what if it were sunset?» (2017, c. 30); «(and clawing at
his scalp?)» (2017, c. 32)) i B MeTtaekdppactuanux kourexcrax («Why did it happen, this mad
act of Nature, this crazed human moment?» (2017, c. 23); «How did they feel about posing for this
reprise of their sufferings?» (2017, c. 23); «All that straining — to what end?» (2017, c. 39)).

A. Aaxagedpd yBaka€ Taki MUTaHHS HeAOPEUHMMM 1 PO3IIHIOE iX SIK HeJ0AiK ece
(Alhadeft, 2008, c. 278). OaHak peryAsipHe BUKOPUCTaHHs MUTaHb B ece bapHca cemaH-
TUYHO Y3TOAXKY€ETbCS 3 AiaA0TiYHOIO MaHepOIO OINCY 300pa’keHOro Ha KapTHHi, Ioja-
HOMY B eK(PpaCTUMIHOMY KOHTEKCTi SIK CBO€pigHa AVICKYCist MixK (YsABHIM) HaIBHMM (TOOTO
HeroiH(pOPMOBaHIM) CIIOTAs4adeM Ta OCBiueHNM (TOOTO IOiH(OPMOBaHIM) CIIOTAsAa-
yeM >KMBOIIICHOTO II0A0THA, HallpukAada: «But let us not inform ourselves too quickly. Return
the question to the tetchy ignorant eye. Forget the weather; what can be deduced from the personnel
on the raft itself? Why not start with a head-count. There are twenty figures on board. [...] /
Twenty? Queries the informed eye. But Savigny and Corréard said there were only fifteen sur-
VIVOTS» (Barnes 2017, c. 32). Y naBeageHOMY BUILle KOHTEKCTi BUKAaJ, c])aKTOAorquoro Ma-
Tepiady Ipo KiAbKicTh 300pa’keHNX Ha KapTuHi Qiryp 1ogaHo y ¢popmi ysBHOTO AiaaoTy
(Queries the informed eye) Mmi>xx HaiBHUM (the tetchy ignorant eye) Ta ocsiuennM (the informed
eye) CriorasigadyaMit.

Y4acHMKHM 1IBOTO YSBHOIO 41aA0Ty HaAideHi pi3HMMMI pycaMU XapakKTepy: HalBHUIA
CIIorasigad He OOITbCs pOOUTH IIPUITYIIIeHHs Ha OCHOBI acolliallili, sIKi B HbOTO BUKAMKAE
KapTuHa (Haripukaag;: « The old man’s back is turned away [...] He might have strayed in from
a different period and genre — some Poussin elder who has got lost, perhaps» (2017, c. 34)),
a OCBiUeHNI] CIIOTA514a4 CTaBUTBCs 40 HAaIBHOTO 3BePXHBO Ta ipOHIYHO (Hanpukaag: «Non-
sense, snaps the informed eye. Poussin? Guérin and Gros, if you must know» (2017, c. 34)).

Came 3aBasKu TOMYy, 110 B ece bapHca mocai40BHO BUKOpUCTaHO AiaA0riuHy popmy
BIIKAaAy, 1I0TO OpMUTiHaAbHA igest PO CMIUCA TpareAiil K TpaHCPOPMaIIilo B MUCTEI[TBO
CIIPUIIMAETLCS He SIK HaB sI3yBaHa YMTayeBi ece BOAIOHTapPUCTCHKIMU 3acO00aM, a paallie
SIK IIOTEHIIIITHO BigKp1Ta 40 OOTOBOPeHH:! B 4ia103i 3 yntadamu. Tomy, Ha mpotusary Aa-
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xagedpdy, KNI CTBEPAXKYE, 1110 bapHC He CITOHYKa€ unTada HOCTaBUTU JIOMY 3aIllMTaHHS
IIpo BUKAajeHy B ece AyMKy (Alhadeff, 2008, c. 278), mu BBaskaemo, 1m0 baprc nocaigosHO
roTy€ 4nTada IIOCTaBUTIUCA 4O BIICAOBAEHOL HUM igel 3alInMTaAbHO.

Apyrum 3acodoM 3abe3riedeHHsI CeMaHTUUHOIL B3a€MOAil eKPpacTIMUHNX Ta MeTaek-
¢ pacTuHNX KOHTEKCTIB B aHaAi30BaHOMY ece € BUKOPUCTaHH:I I[II0TeTUIHOI MOAAABHOCTI
AAs BUCAOBAEHHs po3ayMiB po Te, mo JKepiko HE 3006pa3us Ha cBOill KapTuHi 11 YoMy
XyAOXKHIK 3po0uB came Takuii Budip (Barnes, 2017, c. 25-29, 38-39). 11i yactunm ece mo-
YIHAIOTHCSI CIIOHYKaHHAM 4MTada 3’ 5ICyBaTl, IO XyAO>KHIK He HaMaAIOBaB, HAIIPUKAAA;
«Let us start with what he did not paint» (2017, c. 25); «So let’s imagine else he didn’t
paint — Scene of Shipwreck with the casting redistributed among the emaciated» (2017, c. 38).
Y nux gacTmHax ece eK(ppacTUyHi Ta MeTaeKppacTU4Hi KOHTEKCTU IleperideTeHi AyKe
TicHO, Hanpukaaa: «Savigny and Corréard, survivors and co-authors of the first account of the
shipwreck, petitioned the government, seeking compensation for the victims and punishment for
the guilty officers. [...] We can imagine a painting of the moment when the tow-ropes are loosed:
an axe, gliterring in the sun, is being swung; an officer, turning his back on the raft, is casually
slipping a knot ... It would make an excellent painted pamphlet» (2017, c. 26). ¥ nHaBegeHOMY
BuIlle pparMeHTi BUKAa4 MaTepialy ITOYMHAETHC 3 MeTaeKPPacTIMIHOIO KOHTEKCTY, Y
SIKOMY J1A€ThCsI ITPO CIIpOOy ABOX YOAOBIKiB, KOTPVM yAaA0Cs BPATYBaTICS Ha I110Ti «Me-
Ay3a», 3HalITU CIIPaBeAAUBICTh i JOMOITHUCSI KOMIIeHCAllil >JkepTBaM KaTacTpodu Ta Kapu
BIHHIM Y Tpareaiil opiniepam: «Savigny and Corréard, survivors and co-authors of the first
account of the shipwreck, petitioned the government, seeking compensation for the victims
and punishment for the guilty officers». 1lei1 KOHTEKCT MICTUTB SIK KOHKPETHY A€KCUKY,
1110 Big0Opa’ka€ CTaH CIIpaB y peaabHOMY CBITi (Survivors, co-authors, shipwreck, victims, offi-
cers), Tak i aOCTpaKTHy A€KCHMKY, KOTpa BKa3y€ Ha MOpPaAbHO-eTMYHI CTOCYHKM MiX
A104pMuU (compensation, punishment). 3a 1uM caigy€e eKppacTUIHII KOHTEKCT, Y IKOMY B
riNOTeTUYHIN MOAAAbHOCTI ONMCAaHO MOKAVBUI BapiaHT KapTuHu: «We can imagine a
painting of the moment when the tow-ropes are loosed: an axe, gliterring in the sun, is being
swung; an officer, turning his back on the raft, is casually slipping a knot». L1ler1 KOHTEKCT MicTUTD
KOHKPEeTHY AeKCHKY, sIKa II03Haua€ MaTepialbHi IpeAMeTH, 1110 ITOTeHIIiTHO MOTAM OyTH
300paskeHMMU Ha KapTuHi (axe, officer, back, raft, knot). 3axinuyeTbcs posrasaysanmii gppar-
MEHT BICHOBKOM-iHTepIIpeTali€lO IIbOrO IIOTeTYHO MOXKAUBOIO, ale B peaabHOCTi He
HaMaAboBaHOTO BapiaHTa KapTuHu (It would make an excellent painted pamphlet); nei
(pparMeHT CMHKPeTIYHO BUSBASIE pUCK MeTaeK]ppaslcy (€ po3ayMOM IIpO Hepeaai3oBaHy
MO>KAMBICTH, @ He OIIVICOM peaAbHOI KapTIHI) Ta eKPpas3ucy (TOUHiIIe — TAYMadyHOTO eK-
¢pasucy 5K ogHOTO 3 pi3HOBMAIB ek(pasucy B TepMminoaorii O. Suenko (2011), TooTo €
iHTepIIpeTalicio iAeIHOIO CIIPsMYBAaHHS TiIIOTETUYHO MOXKAMBOI KAPTUHM).

Tpetim 3acobom 3abes3rieyeHHsI cCeMaHTIYHOI B3a€MOAil eKPpacTUUHMIX Ta MeTaekK-
¢pacTUHIX KOHTEKCTIB y 40CAiAKYBaHOMY ece € KOHIlellTyalbHa MeTadopa, IlapuHa
axepeaa sikoi — gomeH MOPCBbKA HABIT'ALILSL. Hampukaag, y HacTynmHOMY eKgpacTiy-
HOMY KOHTeKCTi BepDaaizoBaHo KoH1enTyaapHy Metadopy ANOACHKI OII'YPU — 11E
OKEAHCDBKI XBUNAL: «The figures on the raft are like the waves: beneath them, yet also
through them, surges the energy of the ocean» (2017, c. 39). Y HaBegeHOMY HIKYe MeTaeKppac-
TUYHOMY KOHTEKCTi ONIpusBAeHO KoHIenTyaabHy Metadpopy KAPTVMHA - IIE KOPA-
BEAD: «What has happened? The painting has slipped history’s anchor» (Barnes, 2017, c. 39).
Slckpasiit 06pa3HOCTI (HAOYHOCTI) TaKMX KOHIIENITYaAbHIX MeTaop CIIPISIE Te, IO B TEKCTi
ece B YIICAEHHNX KOHTeKCTax 00’ €KTMBOBaHO KOHIIEIITH, sIKi HaaexkaTb gomeHy MOPCBKA
HABIT'ALIIA, nanipukaaa: «The seas were mountainous and the raft constantly near to being
overthrown; the officers, clustered by the short mast, ordered the soldiery from one side of the machine
to the other to counterbalance the enerqy of the waves» (Barnes, 2017, c. 16) i «The ship disap-
peared from the sea» (Barnes, 2017, c. 21). Tak, y HaBegeHuUX BuIlle (pparMeHTax Bepoa1izo-
BaHO KoH1entt MOPE (seas, sea), XBVIAS (waves), IIAIT (raft), KOPABEAD (ship).

Bucnoskn. 3ailicHeHe 40CAigKeHHs A03BOASE 3POOUTHU BUCHOBOK, IIJO CMICAOBA
B3a€MOJis eKppacTMUHMIX Ta MeTaeK(ppacTUIHUX KOHTEKCTiB y ece J:Kyaiana bapnca
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«Géricault: Catastrophe into Art», mpucssadenoro kaptusi «I1ait meaysn» Teogopa XKe-
piko, pe3yabTy€ y (popMyAI0BaHHI OPUTiHAABHOI aBTOPCHKOI AYMKM IIPO B3a€MO3B 30K
TpareAin Ta MUCTELITBA B AI0ACBKOMY JKITTi. L1s1 B3a€MOAisl BMOXKAMBAIOETCS CyKYITHICTIO
AIHTBOKOTHITMBHIUX i A1HTBOIIOETOAOIIYHUX 3aCO0iB, cepes AKMUX IPOBIAHNMI € AiaAoTid-
HICTb BUKAaAy, BUKOPYMCTaHH TiIIOTeTUYHOI MOAAABHOCTI Ta BXXVBaHHS KOHIIEIITyaAbHIX
MeTadop, IlapMHa AXKepeaa SKIUX Ma€ PO3TOpHyTe BepOaAbHe BTiAeHH:.

IMepcnekTmBM A0CAiAXKEHHsI BOAa4a€MO B pO3pO01Ii TUIIOAOTII MeTaeK(PppacTUIHNX
KOHTEKCTIB y Cy4acCHill aHI10MOBHIll MUCTeIIbKill eCeICTUII.
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TETYANA VOLODYMYRIVNA LUNYOVA .
EKPHRASIS AND META-EKPHRASIS IN JULTIAN BARNES’S ESSAY “GERICAULT:
CATASTROPHE INTO ART”: A COGNITIVE POETIC ANALYSIS

The article discusses the semantic aspects of ekphrasis and meta-ekphrasis in Julian Barnes’s essay
“Géricault: Catastrophe into Art” from the cognitive poetics perspective. In his essay, Barnes dwells upon
the history and interpretations of Géricault’s masterpiece which represents the survivors of the wreck of a
French frigate in 1816. The aim of the study is to reveal the semantic integration of ekphrastic contexts
(those parts of the essay which provide description of a painting) and meta-ekphrastic contexts (those parts
of the essay which are not descriptions of a painting per se, however they only develop their meaning in con-
nection with ekphrastic contexts). The article suggests using the term meta-ekphrasis to account for the tex-
tual contexts which while being semantically related to ekphrasis, do not offer a painting description but a
narration about some events related with the painting or ideas inspired by looking at the painting. Used in
this meaning, the term meta-ekphrasis is utilised in the paper to reveal the development of Barnes’s original
idea about tragedy and art in his essay. The research is grounded in cognitive poetic approach to ekphrasis
and employs cognitive poetic instruments of analysis. It presents the results which demonstrate that the
main cognitive poetic means that ensure semantic interaction of ekphrastic and meta-ekphrastic contexts in
Barnes’s essay are the following: dialogism, hypothetical modality and conceptual metaphors with the source
domain of SEA NAVIGATION. It is the semantic integrity of ekphrastic and meta-ekphrastic contexts in
Barnes’s essay that allows the writer to present his unconventional treatment of tragedy as being purposeful
since it produces art. The article can be of interest to the scholars of sematic interaction between verbal and
visual texts as well as cognitive poetic facets of prose texts.

Key words: ekphrasis; meta-ekphrasis; essay; work of visual art; cognitive poetics.
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