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AHOTamisi. Y CTaTTi 3 MO3UIIN KOTHITHBHO-JIMCKYPCHBHOT JITHTBICTHYHOI MapaaurMu 31ilicaeHo aHani3 konnenty LANGUAGE OF
PAINTING/ MOBA OBPA30TBOPYOI'O MUCTELTBA, BrineHoro B MuctenTBo3HaBuux ece Jxona beprepa. CTpykTypy aHaii-
30BaHOTO KOHIIENITY 3MOJEIBbOBAHO K CKIAaJHY CYKYMHICTh OCHOBHHX KoHIenTyanbHuX onosuuiii TRADITION :: INNOVATION
(TPAJIALILS :: THHOBAILILST), EXCEPTIONAL :: AVERAGE/ TYPICAL (BUHATKOBHU :: ITOCEPEJHIN/ TUIIOBUIA),
VISIBLE :: INVISIBLE (BUJUMMUIA :: HEBUJIUMMIA), TRUTH :: LIE (ITPABJIA :: BPEXHS) i ¢peiimy “Painter’s struggle”
(“BopoTpba xynoxHuKa”). BH3HaYeHO TpH XapakTepHi 0COOIMBOCTI AUCKYPCUBHOTO PO3TOPTAHHS 3a3HAUYEHOTO KOHIIENTY B TEKCTaX

€ce.

Knrwwuoei cnosa: xonyenm, eepoanizayis, Mucmeymeo3Hagui ece, KOCHIMUGHO-OUCKYPCUGHUL, CIPYKMYPA KOHYENnmy.

Beryn. YV cBoili aHaniTHKO-KPUTHYHIN Tpani, IpUCBIYe-
Hilf pO3IJIsAY CY4acHOTO CTaHy KOHIENTOJIOril B Y KpaiHi,
mpo¢. O.I1. BopobiioBa Bka3aia Ha TP MOXKJIHBI ClicHA-
pil PO3BUTKY 1IbOTO HAIPSIMKY JIIHFBOKOTHITUBHHX JOCIIi-
JOKEHb. EKCTCHCHBHHM, IHTEHCHBHHH Ta 1HTEHCHUBHO-
exkcreacuBHU [1, c¢. 10-11]. ExcreHCHMBHHI CIeHaApii
BUTIYMAueHO SK “HAKOMMYEHHsS IAaHUX IMPO KOHIEMTH,
ONHCYBaHI 3a CXOXKHUMH JIeKaiamu~ [TaM camo, c¢. 11],
IHTCHCUBHHI — K “HOIIYK HOBHX paKypciB IOCITi-
JOKEHHS KOHIIENTIB 1 KOHIIENTOCHCTEM Ha OCHOBI €BpHC-
TUYHO BarOMUX y3arajJbHEHb BITHOCHO IXHBOI CTPYKTYpH,
3MICTY, B3a€MO3B’SA3KIB Ta IHIINX KOHCTHTYTHBHHUX 1
KOMOIHAaTOpPHUX NapaMmeTpiB” [TaM caMo], a IHTEHCHBHO-
€KCTEHCUBHHM, 0XapaKTepU30BaHUil Sk HalHOLIbII BipoTi-
JTHUH, 03HAYCHO SIK CUHTE3 HAKONWYEHHS JaHUX PO OK-
peMi KOHIIENTH 3 OAHOYACHUM JIOMiHYBaHHSM KOHIIEITO-
JOTIYHUX CTYAIH MIDKIUCIMIUTIHAPHOTO XapakTepy [Tam
camo]. Cepell TakuMX INEPCIECKTHBHHX MiKIUCIHUILTIHAP-
HUX HANpsAMKiB MOTEHIIHHO MPOIYKTHBHOIO BOAYAETHCS
“MHUCTEITBO3HABYA JIIHTBICTHKA” (Ha3BaHa TaKOX aBTO-
pamu 1i€i kornenmii B.B. ®emenxko i O.B. Kopanewm miH-
I'BOECTETHKOIO, UM JIIHTBOMHCTEIITBO3HABCTBOM), fKa €
“qacTHHOI0 (PYHKI[IOHATBHOI TEopii MOBH Ta XYyIOKHBOI
cemiotukn mucreursa’ [8, c. 335], “cuHTesom Teopiii
MOBH i mucTenTBa” [Tam camo, ¢. 17]. MucrenrBo3Hasua
JIHTBICTHKA Tependayae “OCMUCIICHHS 3 KOTHITOIOTIIHHX
1 JIIHIBOECTETHYHUX IO3UIINA XapakTepy CeMioJIoriuHOT
BIJIIIOBITHOCTI M’k MOBOIO Ta MHCTEI[TBOM” [TaM camo, C.
336]. Y upoMy HayKOBOMY KOHTEKCTI JIIHTBOKOTHITHBHU
aHaJi3 MHCTETBO3HABUMX Mpalb y0A4aeTbCs MOTHBOBA-
HHUM TIEPIIMM KPOKOM Ha MUIXY 10 MDKAMCIMIUTIHAPHUX
KOTHITOJIOTIYHUX JOCHI)KEHb MOBHM 1 MHUCTELTBA, aJKe
MHCTENITBO3HABYAa MOBAa MOXXE PO3MIIAATHCS SK OJUH i3
pizHOBHIIB exdpacucy [8, c. 448], a ocraHHi# € ocoOmu-
BUM BUIIQJKOM CEMIO3HCY, Y SIKOMY BinOyBaeThcs Iepe-
KOJyBaHHS Bi3yalbHOTO y BepOajbHe [TaM camo, c. 448].
IHIIMMY CJTOBaMM, aHajli3 KOTHITUBHUX acCIeKTiB MHUCTEII-
TBO3HABYMX TEKCTIiB K “MICII 3yCTpidi” BIacHE MOBH i
MUCTENTBA € PO3MNISAZAOM TaKUX MEHTaJbHUX CTPYKTYP,
SIKi OJTHOYACHO 3aKOpiHEHI B MOBHiHl CeMaHTHII W CHps-
MOBaHI Ha IHTEpPIPETAIil0 TBOPIB MHCTEITBA. 32 YMOBH
YCHIMIHOCTI TAKOTO aHalli3y MOXHa 3/100yTH €BPUCTUYHO
3HAYyIli JaHi Mpo 3arajibHi KOTHITHBHO-CEMIOTHYHI
TIPHUHITUITH JTFOJICBKOT JIISUTBHOCTI.

Orasig niteparypu 3 Bu3Ha4veHoi Temu. OkpecieHa
BUILlE HAYKOBA 3aja4a KOTHITHMBHOTO aHaJTi3y BepOai3o-
BaHUX MEHTAIbHHUX CTPYKTYP Y MHUCTELTBO3HABYMX TEKC-
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Tax pO3B’s3y€ThCs y JaHil pO3BIALI 3 ONOPOIO HA METO-
JIOJIOTIYHUI amapar cy4acHOi KOTHITHBHO-ANCKYPCHBHOT
NapajiurMy sk “iHTerpabHOI” MapaJUurMH Cy4acHOT JIiHT-
BIiCTHKH [7, ¢. 6], ika BUHUKIIA 3 YTBEPDKCHHIM y HAyIli
JISUTBHICHOTO CTHIIF0 MHUCJEHHS [5, ¢. 4], 3a sikoro MoBa
PO3TIINAETECA HE SAK “IHCTPYMEHT KOMYHIKaIlii-OOMiHy
TOTOBUM 3HAHHSIM, 00’€KTHBOBaHNM B MOBHHX 3HaKax’, a
SIK “KOMYHIKaTHBHA B3a€MOIisl CyO’€KTIB, 3MICTOM SIKOi €
BHPOOJICHHS CIUIBHOI CHCTEMH OpIEHTAIll y KXHUTTEBOMY
MPOCTOPi HA OCHOBi (DOPMyBaHHS MOBHHX 3HAaKiB” [TaMm
camo]. 3-MOMiX pi3HHX MOTEHIIITHO MOXIUBUX MiAXOIiB
JI0O BHBUCHHS KOHIICNTIB y IUCKypCi (30Kpema, aHaji3y
PI3HUX KOHLENTIB B OJHOMY THIII JUCKYPCY YM OIHOTO
KOHIICTITY B Pi3HUX AUCKypcax [7, c. 247]), y maHiit craTri
3peasi3oBaHo MiAXiJ “OKpeMHUil KOHLENT Y NEeBHOMY THIT
JUCKYpCY”’, 3BaKalOUM Ha Te, 10 Taka “‘By3bKa MEpCIeK-
TUBa CIPUAE BUBUYCHHIO MEBHOI'O KOHIENTY B IMUOUHY”
[Tam camo, c. 249]. BiamoBinHO BpaxoBaHO MOCBiI aHAIi-
3y KOHKPETHHX KOHIICNTIB Y NEBHHUX THUIAX AUCKYpcy [6;
9; 3,2, 4rainl].

MeTo10 1aHOi PO3BIIKM € 3’SCYBaTH CTPYKTYPY KOH-
nenty LANGUAGE OF PAINTING / MOBA OBPA30-
TBOPYOI'O MUCTELTBA, ekcIIiikoBaHOTO y MHUCTEII-
TBO3HaBuMX ece J[»oHa beprepa, i BU3HAUUTH TUCKYpCH-
BHI ocoOnuBocTi BepOaizalii BkazaHoro koHuenry. Ma-
TepiaJioM JOCII/KSHHSI TOCIYKHIM KOHTEKCTH MOBHOT
o0’extuBanii kounenty LANGUAGE OF PAINTING y
KHH31 OJTHOTO 3 HPOBIJHUX CYYaCHHX JIOCIIHHUKIB MHC-
teursa Jxona Beprepa “Portraits: John Berger on artists”
[10], BubOpani metonom cymiipHOi Bubipku. J{Jst aHami3zy
(axTHUHOTO MaTepiamy OyiH 3acTOCOBaHI MeTOOH KOH-
TEKCTyaJbHOTO aHali3y, JIHIBOKOTHITHBHOTO MOJEIIO-
BaHHS Ta KOTHITHBHO-TIPArMaTHYHOT iHTEPIIPETAIIil.

Pe3yabTaT gocaigzkeHHs Ta ix o6ropopennsi. Muc-
TenTBo3HaBUy KHHUTY “Portraits: John Berger on artists”
CTaHOBJIATh 74 OKpeMmi ece, KOXKHE 3 SKUX NPUCBIUCHO
TBOpUOCTI omHoro xymnoxuuka. Konment LANGUAGE
OF PAINTING ekcmminuTHO BepbamizoBano y 12 ece. ¥V
CBOIH CYKYHmHOCTI 1i KOHTEKCTH CIYTylOThb IS
00’ exTHBALII IIJIICHOT CKJIaJHOT MEHTAIHLHOT OJUHUII, sIKa
y MHUCTEITBO3HaBUMX npamsix /xona beprepa € iHcTpy-
MEHTOM aHali3y ¥ BUTJIyMaueHHs TBOPiB 00pa3oTBOpPHO-
TO MHCTEUTBA. YCi Il KOHTEKCTH KOHLENTYalbHO Yy3T0-
JUKYIOTBCS MK CO00I0, IO CBiJYUTH MPO LUTICHICTh ysIB-
JICHb PO Te, MO SBJIsSE CODO0 MOBa 00Pa30TBOPUOTO
MHCTENTBA SIK NeBHUH crienudidanii peHoMeH, y KapTHHI
cBiTy JI>xoHa beprepa i BiANOBITHO MPO BHYTPILTHIO HE-
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cynepeunicts koHenty LANGUAGE OF PAINTING y
HOTro po3yMiHHI.

OO0’eKTMBOBAaHMH y MHCTENTBO3HaBUMX ece JIkoHa
beprepa konnent LANGUAGE OF PAINTING wmae
CKJIQJIHY CTPYKTYPY, A0 CKJIQAy SIKOi BXOJSATH TaKi OCHOB-
Hi KOMIIOHEHTH: KoHIenTyanbHi ono3urii TRADITION ::
INNOVATION (TPAOWIIIA :: IHHOBAIILA), EXCEP-
TIONAL :: AVERAGE/ TYPICAL (BUHSATKOBUI ::
MOCEPEJHIN/ TUIIOBUN), VISIBLE :: INVISIBLE
(BUJMMMIA :: HEBUJIMMMUIA), TRUTH :: LIE (ITPA-
BJIIA :: BPEXH:) i ¢peiim “Painter’s struggle” (“Bopo-
Th0a XyaoxHHKa”). KokeH 13 IIMX KOMIIOHEHTIB Ma€ po3-
TOpHYTe cJoBecHe BTiIeHHs. OOHIBa WIEHH KOHIIENTYya-
npHOI ono3unii TRADITION :: INNOVATION exciui-
LMTHO MPEACTABJICHI B TakoMy KoHTeKcTi: (1) “The essen-
tial character of oil painting has been obscured by an
almost universal misreading of the relationship between
its ‘tradition’ and its ‘masters’. Certain exceptional art-
ists in exceptional circumstances broke free of the norms
of the tradition and produced work that was diametrically
opposed to its values: yet these artists are acclaimed as
the tradition’s supreme representatives: a claim which is
made easier by the fact that after their death, the tradition
closed around their work, incorporating minor technical
innovations, and continuing as though nothing in princi-
ple had been disturbed” [10, c. 140]. YV HaBeneHOMY BH-
me TekcroBomy ¢parmenti konuent TRADITION Bep-
Oai30BaHO 3a JOMOMOTOI0 MPsMOT HoMiHalli1 tradition, a
koHrent INNOVATION — onrcoBo 3a A0IOMOTO0 IPo-
no3uuiitaoi crpykrypu Certain artists broke free of the
norms of the tradition. 3mict koxuenty INNOVATION
PO3KPHUTO B PO3TIIILYBaHOMY KOHTEKCTI 32 JOMOMOTOIO
koHnenryainpHO1 omosumii NEW VALUES :: TECH-
NICAL INNOVATIONS (HOBI HIHHOCTI :: TEXHI-
YHI THHOBALIII), a came: mepmmii 4ieH mi€i omosuii
eKCIUTIKOBAaHO 32 JIOIOMOIOK0 CKJIAJHOI CHHTaKCHYHOT
crpykrypu produced work that was diametrically op-
posed to its values, a apyruii — 3aBASKH PO34IEHOBaHIM
HOMiHaTHBHIN oxuHuLi technical innovations.

B inmomy ece aHasi30BaHOiI KHUTH 3MICT KOHIIETITY
INNOVATION BuTiymMadeHO 3a JOMOMOTOK KOHIEHTY-
ansHoi omosurii NEW EXPERIENCE :: STYLISTIC
REVOLUTION (HOBHI JIOCBIJ, :: CTUJIICTUYHA
PEBOJIIOLIIA): (2) “Art is regularly invigorated, not, as
is lazily thought today, by stylistic ‘revolutions’, but by
the introduction into the reserve of a previously shut-out
aspects of human experience” [10, c. 423]. ¥V naBeseHOMY
tekcroBoMy ¢(parmenti konuent INNOVATION Bepba-
JIi30BaHO 3a JomoMororo mponosumii Art isinvigorated, a
konuenty NEW EXPERIENCE i STYLISTIC REVO-
LUTION omnpusiBHEHI BiJIIOBIZIHO 3aBIsSKH aTpUOYTHUB-
HEUM croBocroyueHHsM Stylistic ‘revolutions’ i previous
ly shut-out aspects of human experience.

Konnenryansaa omosuniss EXCEPTIONAL :: AVER-
AGE/ TYPICAL aktyani3oBaHa y MpOLUTOBaHOMY BHILE
TekcToBoMy (parmenTi (1) 3aBASKHM CIOBOCHOIYYCHHIO
exceptional artists i meranbHO PO3KPUTa B HACTYIHOMY
tekctoBoMy (parmenTti: (3) “The two categories of ex-
ceptional works and average (typical) works are essential
to our argument. ... Every exceptional work was the re-
sult of a prolonged successful struggle. Innumerable
works involved no struggle. There were also prolonged
vet unsuccessful struggles” [10, c¢. 140], ne 3acoGamu
BepoOamzamii kounentiB EXCEPTIONAL ta AVERAGE
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€ BIAMOBIHO HOMiHATHBHI oxuHMI exceptional works ta
average (typical) works. CyTs wi€i ono3utiii BU3HaueHa 3a
nonomoroto  koHuenty STRUGGLE (BOPOTLEBA),
00’€KTHBOBAHOT'O 3a JOMOMOTOI0 JiekceMu Struggle; smict
3a3HAYCHOT'0 KOHUECIITY PO3KPUTO B HACTYIMHHUX JIBOX TCK-
croBux (parmentax: (4) “To be an exception, a painter
whose vision had been formed by this tradition, and who
has probably studied as an apprentice or student from the
age of sixteen, needed to recognize his vision for what it
was, and then to separate it from the usage for which it
has been developed. Sngle-handed he had to contest him-
self as a painter in a way that denied the seeing of a
painter. This meant that he saw himself doing something
that nobody else could foresee. The degree of effort re-
quired is suggested in two self-portraits by Rembrandt”
[10, c. 140] i (5) “Each time a painter realised that he
was dissatisfied with the limited role of painting as a cel-
ebration of material property and of the status that ac-
companies it, he inevitably found himself struggling with
the very language of his own art as understood by the
tradition of his calling” [10, c. 140]. ¥V TekctoBux ¢par-
MeHTax (4) i (5) xonnent STRUGGLE Bep6amizoBanmii
BiZIMOBiMHO croBamu contest i struggling. 3acrocyBasiiu
JIIHTBOKOTHITHBHE MOJICIIOBAHHS, 3MICT IbOTO KOHIICHTY,
PENpPEe3eHTOBAHOTO B PO3IIISAYBAaHUX TEKCTOBUX (parme-
HTaxX, MOYKHA TPEJICTABUTH y BUTJAI (peiimy “Painter’s
struggle”. Cnoramu BkazaHoro ¢peiimy € taki (y IyX.Kax
HaBeJIeHO 3acobu X BepOamizamii B Tekcti): [EXCEP-
TIONAL PAINTER/ BUHITKOBUN XVYJIOXXHHK]
((4) To be an exception, a painter, (5) a painter)
[ALONE/ CAM-OJI1H] ((4) Single-handed) [HAD TO/
MYCHUB] ((4) needed to, (5) had to) [SEPARATE
FROM/ BIJAIMTUCS BIA] ((4) to separate from)
[TRADITIONAL APPROACH/ TPAJMIIMHOI'O
HIAXOAY] ((4) the usage for which it has been devel-
oped, (4) the very language of his own art as understood
by the tradition [UNFORESEEABLY/ HEIIEPEJIBA-
YEHO] ((4) nobody else could foresee) [PUTTING IN
EFFORT/ JOKJIIAJJAIOYU 3YCWJIB] ((5) The degree
of effort required).

Sk 6aunMMo, OCOOJIMBICTIO B3a€MOJIT KOHLENTYalbHUX
omosunii  TRADITION :: INNOVATION, EXCEP-
TIONAL :: AVERAGE/ TYPICAL Ta ¢peiimy sik ckiaj-
aukiB koHIenTy LANGUAGE OF PAINTING y mucren-
TBO3HAaB4YHUX €CC I[)KOHa Beprepa € IXHS B3a€EMO3aJICK-
HICTh 1 B3a€MONPOHHUKHICTB: 3MICT IIMX KOHIIENTYaIbHUX
OTO3MIII PO3KPUBAETHCS 3aBASKKA BKazaHOMY (peiimy,
BojHOUac ¢peiim “Painter’s struggle” Bkiouae KoHIEMN-
tyanpHi omo3umii TRADITION :: INNOVATION, EX-
CEPTIONAL :: AVERAGE/ TYPICAL sk cBoi HeoOXiz-
HI CKJIAJIOBI.

Konmenryanpui omosunii VISIBLE :: INVISIBLE i
TRUTH :: LIE sx ckmamaukn konnenty LANGUAGE
OF PAINTING Bep6anbHO TpelCTaBiIeHI B HACTYITHOMY
TekcToBOMY (parmenti: (6) “Basguiat chose a different
strategy. He sensed that hidden truths cannot be de-
scribed in any of the languages commonly employed for
the promotion of lies; he saw every official language as a
code of conveying false messages. His strategy as a paint-
er was to discredit and split open such codes and to let in
some vibrant, invisible, clandestine truths — like a sabo-
teur. His ploy as a painter was to spell out theworld in a
language that is deliberately broken — ontologically bro-
ken” [10, c. 483] 3aBAsKd TaKUM MOBHHM OJMHHIISAM:
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INVISIBLE — hidden, invisible, clandestine, TRUTH —
truths, LIE — lies, false. Cam xornuent LANGUAGE OF
PAINTING BepOaiizoBaHuii 3a JONOMOIOI0 iMEHI XyI0-
kHHUKa Basguiat i texcem painter Ta language.

Konnenr NEW EXPERIENCE B anamizoBaHux ece
sxoauth He e no omnosurii NEW EXPERIENCE ::
STYLISTIC REVOLUTION, a mo omo3umii TRADI-
TIONAL EXPERIENCE :: NEW EXPERIENCE, xotpa
MATIOPSKOBYEThCA KOHIENTyalnbHiH ono3umii TRADI-
TION INNOVATION. KoHnenryansHa OIO3HITIS
TRADITIONAL EXPERIENCE :: NEW EXPERIENCE
Ma€ YHCJICHHI KOHTEKCTYyalbHi BTUJICHHS B aHATi30BaHUX
ece, 30kpema: (7) “Any professional painter learns a giv-
en language of painting, and this language — when seen
from far away — is always limited because it has been
developed to express and satisfy certain experiences and
not others. Every art-form is intimately related to a type
of life experience” [c. 436], ne excruliUTHO BepOaizoBa-
no konnentt LANGUAGE OF PAINTING (language of
painting), TRADITIONAL EXPERIENCE (certain expe-
riences), xonment NEW EXPERIENCE iMmtikoBaHoO.
[Ipu bOMy TPUHIMITOBA 3MiCTOBA BiAMIHHICTh MiXX KOH-
nenramu T RADITIONAL EXPERIENCE ta NEW EX-
PERIENCE po3skpura 3a momomorow koumenty LIMIT/
OBMEXEHHS, Bep6anizoBanoro jekcemoro limited. ¥V
HACTYITHOMY TEKCTOBOMY (parMeHTi BiAMIHHICTb MiX
konuentamu TRADITIONAL EXPERIENCE ta NEW
EXPERIENCE BuTiiyMaueHa 3a JOIMOMOTOI0 KOHIIENITYa-
npHOT omo3umii EXCLUSION :: INCLUSION: (8) Every
style in art cherishes certain experiences and excludes
others. When somebody tries to introduce into painting a
life experience which the current style or traditional style
exclude, he is always dubbed by the professionals crude,
clumsy, grotesque, naive, primitive ” [10, c. 436-437].

IocnmizoBHE BUKOPUCTAHHS KOHIENTYAJIbHHUX OIO3H-
wiit sk 3aco6iB crpykrypauii konuenty LANGUAGE OF
PAINTING B Tekcrax MHUCTEUTBO3HaBYMX ece J[»oHa
Beprepa BinoOpaxkae CTPyKTypy LBOTO KOHIIENTY B Kap-
THHI CBITY aBTOpa i BOJHOYAC € XapaKTEPHOI 0COOJIMBIC-
TIO JMCKYPCHUBHOI BepOaizalii BKa3aHOTO KOHILEMNTY.
Bona cnyrye eekTHBHIM 3aCO00M, 32 JIOTIOMOTOIO SIKOTO
YUTa4 €Ce MOXKE CKOHCTPYIOBATH CBOE YIiTKE PO3YMIiHHS
(heHOMEHY MOBH 00pa30TBOPYOTO MUCTEIITBA.

Jpyroro MUTOMOIO ITUCKYPCHBHOIO CIICITU(IKOIO BTi-
nenHs koHuenty LANGUAGE OF PAINTING y mucre-
urBo3HaBumx ece /xona beprepa € Ta, mo mopa3y y3a-
rajJbHEHe TBEPXKEHHS II0JI0 CTPYKTYPH JOCIIKYBaHOTO
KOHILIENTY Ha KIITAIT PO3MISTHYTHX BHIIE KOHTEKCTIB Mifl-
TBEP/PKYEThCS KOHKPETHUMHU npukiaaamu. i npuknaam
HaJIeXaTh JI0 JIBOX THIIIB: 3 LAPUHU 00Pa30TBOPUOTO MH-
cTeuTBa 1 3 HapuH IHmMX BUAIB Muctenrsa. [lepmii mo-
KYThb BXKHMBATHCS sIK Yy KOMOIHauii 3 ApyruMH, Tak i cami
mo co0i. JIpyri BUKOPUCTOBYIOTHCS JIMIIEC B KOMOiHAIIT 3
nepmuMH. Hanpukiiaza, BUCIOBUBIIM CBOIO TTO3UIIIO IIIO-
JI0O MOBH 00pa30TBOPYOT0 MHUCTEUTBA Ta ii BUKOPUCTaHHS
JUIA TIepeadi HOBOTO JOCBIy — BIAIOBIAHUAN KOHTEKCT
NPOLIMTOBAaHO BHIIE Yy TeKkcToBoMy ¢parmenti (7), —

Jlxon beprep HaBOJUTH IPUKJIAAN 3 MUCTEIITBA MY3UKH 1
BiacHe obOpaszorBopyoro mucreursa: (9) “The difference
between chamber music and jazz is not one of quality,
finesse, or virtuosity but of two ways of life, which the
people involved did not choose but were born into. The
professional skill learnt by an apprentice in Gainsbor-
ough’s studio was ideal for painting feathers and satin
and useless for painting a Pieta” [10, c. 436]. V nacryn-
HOMY TE€KCTOBOMY (hparMeHTi BUKOPUCTAHO TIPHKJIAM JTH-
mie 3 mapuHu MaisipctBa: “In the later painting he [Rem-
brandt] has turned the tradition against itself. He has
wrestled its language away from it. He is an old man. All
has gone except a sense of the question of existence, of
existence as a question. And the painter in him who is
both more and less than the old man has found the means
to express just that, using the medium which has been
traditionally developed to exclude any such question”
[10, c. 142].

TpeTsor0 0COONMBICTIO TUCKYPCHBHOTO TPEICTABICH-
aa koHIenty LANGUAGE OF PAINTING B ece Ixona
Beprepa € 3BOpoTHili 3B’5130K 3 Bi3yaJbHHM, 32Ul iHTEp-
TpeTarlii SKoro, BIacHe, i 37ificHeHa BepOalbHA eKCIDTi-
kanis kornenty LANGUAGE OF PAINTING, xotpwuii
BUCTYIAE OJHUM 3 OCHOBHHUX IHCTPYMEHTIB aBTOPCHKOTO
aHayi3y TBOpiB oOpazoTBOpuoro mucrenrsa. Lleit 3BopoT-
Hill 3B’S130K MPOSBISIETHCS Y HASIBHOCTI PEMPOIYKIIIN OK-
peMHuX 3raJlaHuX y TeKCTI KapTuH (HamnpuKIal, Y KHH3I
BMIIIIEHO JBa aBTONOpPTpeTH PemOpaHATa pi3HUX DPOKIB
[10, c. 141, 142]), a TakOX B TOMY, IO Y SIKOCTI 1IFOCTpa-
1ii HeBHUX TBEPIPKCHb HABOISATHCS JIMIIE MPI3BUIIA XYy-
JOXHHKIB, 0e3 mojansIiol neranizarii, Hampukman: (11)
“This is why Rembrandt or Vermeer or Poussin or Char-
din or Goya or Turner had no followers but only superfi-
cial imitations” [10, c. 140]. V Takux KOHTEKCTaX 4nuTay
Ma€ TIOKJIaJaTHCS Ha CBilf BIacHWHA Bi3yaldbHHU IOCBI,
mo6 3posymitn cyth koHuenty LANGUAGE OF
PAINTING, T0o0TO He nuie BepOaibHe BUKOPUCTOBYETh-
Csl aBTOPOM sIK 3aci0 MOSICHEHHsI Bi3yalbHOTO, a i HaBIia-
KH.

[TinOuBaroun MiACYMKH IPOBEICHOrO OCIIKCHHS,
MOXEMO 3pOOHMTH Taki BHCHOBKH: BepOaiizoBaHUil Yy
MHCTEUTBO3HaBUOMY auckypci Jxona Beprepa xoHuent
LANGUAGE OF PAINTING Mato ckiafiHy CTPYKTYpY,
sKa BimoOpaxae sSK 0araToacneKTHICTH caMoro (eHome-
HY, PENPE3EHTOBAHOI0 MM KOHLETITOM, TaK i crieludiky
ABTOPCHKOTO PO3YMIiHHS BKa3aHOro (eHoMmeHy. MCKyp-
cuBHe BrijeHHs koHuenty LANGUAGE OF PAINTING
BiZIOMBAaE CKIIaJHYy JAWHAMIKY BEepOaIbHOIO 1 Bi3yalbHOTO,
KOJIM BepOajbHUM KOHCTPYKT 3aCTOCOBYETHCS SIK 3aci0
iHTeppeTalii Bi3yalbHOrO KOHCTPYKTA i, Y CBOIO uepry,
noTpedye Bi3yaJbHOTO JUIsl TOTO, 1100 OYTH 3pO3yMiINM.

[TepcriekTHBa MOJANBIINX JIOCHTI/PKEHb YOAa4aeThbesi y
3aCTOCYBaHHI ~METOIWKH  KOTHITHBHO-IHCKYPCHUBHOTO
aHai3y /0 BUBYEHHS IHIIMX KOHLENTIB MHCTETBO3HAB-
YOro JAWCKYPCY 3 METOI0 MOJICNIOBAHHS KOTHITHBHHX
CTPYKTYP, SKi BUKOHYIOTb pOJb iHTepdeiicy Mix BepOa-
JIBHUM Ta Bi3yaJbHHM.
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The concept LANGUAGE OF PAINTING in John Berger’s essays on art

T.V. Lunyova

Abstract. The article focuses on the analysis of the concept LANGUAGE OF PAINTING represented in John Berger’s essays on art.
The study is grounded in the methodological foundations of the cognitive-discursive linguistic paradigm. The structure of the concept
LANGUAGE OF PAINTING is modeled as a complex interrelation of the conceptual oppositions TRADITION :: INNOVATION,
EXCEPTIONAL :: AVERAGE/ TYPICAL, VISIBLE :: INVISIBLE, TRUTH :: LIE and the frame “Painter’s struggle”. Besides, the
three peculiarities of the actualization of the given concept in the discourse of the essays are determined and described.

Keywords: concept, verbalization, essays on art, cognitive-discursive, structure of the concept.

Konnent LANGUAGE OF PAINTING/ SI3bIK U30BPA3ZUTEJIBHOI'O HCKYCCTBA B nckyccreoBegueckux 3cce Jlxo-
Ha Bbeprepa
T. B. Jlynéna
AHHoOTanms. Mcxons U3 MeTO0JI0rMYECKUX MO3UIMN KOTHUTUBHO-UCYPCUBHON MapaAurMbl JIUHTBUCTUKH, B CTAaThe NMPOAHATIU3U-
posan konuent LANGUAGE OF PAINTING/ SI3bIK U30OBPA3UTEJILHOI'O UCKYCCTBA, BOIUIONICHHBIN B HCKYCCTBOBEIYC-
ckux 3cce [xona beprepa. CTpykTypa yka3aHHOTO KOHIIETITa CMOJIEIHPOBaHA KaK CIO0XKHAs COBOKYITHOCTh KOHIIENTYaIbHBIX OIIIIO-
sumuit TRADITION :: INNOVATION (TPAANLUA :: THHOBALMA), EXCEPTIONAL :: AVERAGE/ TYPICAL (MCKIJIIO-
YUTEJIBHBIN :: IOCPEJICTBEHHBIV/ TUIIAYHbIMN), VISIBLE :: INVISIBLE (BUJUMbIi :: HEBUIUMBII), TRUTH ::
LIE (ITPABJIA :: JIOXb) u ¢peiima “Painter’s struggle” (“Boprba xynoxnuka”). Taxike pacKpbITH TpH XapaKTepHbIE 0COOEHHOCTH
JIUCKYPCUBHOI'O BOIUIOLIEHUS YKa3aHHOT'O KOHILENTa B TEKCTaX 3cce.

Knrouesvie cnosa: xonyenm, gepbanuzayus, uckyccmeogeoyeckue scce, KOCHUMUBHO-OUCKYPCUBHBI, CIMPYKMYpa KOHYenmda.
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