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KaHouoam inono2iuHux Hayx,

doyenm Kagedpu aneniticbkoi ma Himeyvkoi ginonozii

THonmascvkoeo nayionanbHo2o nedacoziuno2o yrigepcumemy imeni B.I". Koponenka

Y cTaTTi MeTogonoria KOrHiTMBHO-AMCKYPCUBHOI FIHIBICTUKM 3acTOCOBaHa s aHanidy KOrHITMBHWX OCHOB /i KOMY-
HikaTMBHOI peanisavii AUCKYPCUBHOI cTpaTerii iHTepnpeTadii pi3HMX TOYOK 30pYy Ha TBOPYICTb XYAOXKHMKA Y Cy4aCHOMY
MucTelTBO3HaB4YoMy ece [xyniaHa BapHca npo Mepa BoHHapa. 3'acoBaHo, WO KOTHITUBHWUM MNiAFPYHTAM OUCKYPCUBHOI
cTparterii iHTepnpeTauii pi3HMX TOYOK 30py Ha TBOPYICTb XYAOXHMKA € CYKYMHICTb KIMHYOBUX i AOMOMDKHMX KOHLENTIB,
NOB’A3aHKX Y CMUCIOBY EQHICTb CYKYMHICTIO Pi3HUX CMUCMOBYKX 3B’SI3KIB, 10 SIKUX HAanexaTb TEMaTUYHI 3B’13KM, 3yMOBIIEHI
€LHICTIO penpe3eHTOBaHOro MMM KOHLeNTaMu pparmeHTa AiiCHOCTI, 3B’A3KY NPOTUCTaBIEHHS B MEXax KOHTEKCTyarbHO
3HAYMMOI KOHLIENTYyaslbHOI OMo3uLii, @ Takox 3B’A3Ky «3arafibHe — KOHKpeTHe». J1o KIoYoBMX Y LbOMY ece Hanexarb
koHuenTtn XYAOXHUK, KAPTUHA, BIMINB MUCTELILKOIO TBOPY, TBOPYMN PO3BUTOK MUTUA, MUCTELITBO,
MNMPUPOLA, a go gonomixHux — MOOEPHI3M, KYBI3M, MOCTIMMPECIOHI3M, KONIP, MOPTPET, MEN3AX, XIHKA,
HEBO, JIC, MUTOANEBE OEPEBO, OCOBUCTE XUTTA XYOOXHUKA, YYTNUBICTb, WACITMBUWN, CYMHUW. Komy-
HikaTMBHa peani3auis AUCKYPCUBHOI CTpaTerii iIHTepnpeTauii pi3HMX TOYOK 30py Ha TBOPYICTb XyAOXKHMKA B MpoaHanisosa-
HOMY ece BigOyBaeTbCa 3aBASAKM peanisalii AUCKYPCUMBHMX TAKTUK ABOX TUMIB: TAKTUKN BUPOBNEHHS 3aranbHOro nmigxoay
[0 06roBopeHHs TBOPYOCTi Byab-IKOr0 MUTLS | TaKTUK 0BroBOPEHHS Pi3HMX TOHOK 30py Ha mMucTeuTBo came [M'epa BoH-
Hapa. [Jo TaKkTVK NepLIoro TUMy Hanexartb Taki: 0GroBOpeHHs KMOYOBUX KOHLENTIB, BUKOPUCTOBYBAHWX AN15 iHTepnpeTauii
TBOPYOCTI XyAOXHMKA; 4EMOHCTPaLis XMOHOCTI KOHLeNTyanbHOI Ono3uLlii, YacTo 3aCTOCOBYBaHOI ANs iHTepnpeTawii TBOp-
YOCTi XyOOXHMKa; BUPOOEHHSA Takoro nigxogy A0 iHTepnpeTaLii TBOPYOCTI MUTLA, 3a SKOro 0COBUCTE XUTTSA XyAOXKHUKA
He mMae GpaTtucsa Jo yBaru nig vac ornsgy “oro TBOPHOro PO3BUTKY; OBrOBOPEHHS KpUTEPIIB ANs iHTepnpeTaLii TBOPYOCTi
XYOOXHWMKa. TakTUKK Apyroro TUny NpeactaBneHi B ece TakMMy pisHOBUAAMM: IDOHIYHWI Nepekas TOYKM 30py NeBHOIO Kpu-
TUKA; 3iCTaBNEHHSA onucy 306paxeHoro Ha kapTuHax MTepa boHHapa iHWWM aBTOPOM i BNACHOrO CNPUAHATTS LMX KapTuH;
BMCYHEHHS rinoTeaun Woao rmubnHHoro Teopyoro nigxody Mepa BoHHapa 40 CTBOpPEHHS KapTWH Yy BiANOBIAHOCTI 4O 3ade-
KrapoBaHOro CaMUM XyAOXHUKOM MOCTyNaTy; 3iCTaBeHHs iCTOpnYHO BinbLu AaBHIX i Cy4acHUX iHTepnpeTaLii; ipoHiuHe
OMCKYTYBaHHS 3 OLiHKamy TBOpYOCTi BoHHapa; midhonoriaulisi 38’a3Ky MUTLS i3 300pakeHUMM HUM 06’ ekTamMu.

KntouoBi cnoBa: KOrHiTVBHO-AMCKYPCMBHA NIHMBICTKA, MUCTELITBO3HABYMUIA ANCKYPC, ece nNpo 0bpa3oTBopye MUCTe-
LTBO, KOHLENT, AUCKYPCUBHA CTpaTeris, AVCKYPCUBHA TaKTWKa.

The article focuses on the analysis of the discourse strategy of the discussion of different interpretations of the painter’s
art in Julian Barnes’s essay about Pierre Bonnard. The research employs the methodology of cognitive-discursive linguis-
tics. The analysis has revealed that the cognitive basis of the discourse strategy of the discussion of different interpretations
of the painter’s art is constituted by a number of the key and subsidiary concepts, which are connected through the semantic
links of different types: thematic links generated by the unity of the fragment of the reality represented by the given concepts,
the link of contrast for the concepts within the contextually relevant conceptual oppositions, and the “general — specific” link.
The key concepts in the analyzed essay are represented by the following ones: ARTIST, PAINTING, INFLUENCE OF THE
WORK OF THE ARTIST, ARTIST'S DEVELOPMENT, ART, NATURE. The subsidiary concepts in the analyzed essay are
the following ones: MODERNISM, CUBISM, POST-IMPRESSIONISM, PORTRAIT, LANDSCAPE, COLOUR, WOMAN,
SKY, WOOD, ALMOND TREE, ARTIST'S PERSONAL LIFE, SENSIBILITY, HAPPY, SAD. The discourse strategy of the dis-
cussion of different interpretations of the painter’s art is realized in the essay through the discourse tactics of two types:
the tactic of the working out of the general approach to discuss the artwork of any artist and the tactic of discussing different
interpretations of Bonnard’s art. The discourse tactics of the first type are the following: discussing the key concepts, which
are used to interpret artworks, demonstrating that the generally accepted conceptual opposition is not actually relevant
for the interpretation of artworks, suggesting not taking into account the artist’'s personal life while interpreting artworks,
and establishing the criteria for the interpretation of artworks. The discourse tactics of the second type are the following:
ironic rendering of a critic’s point, comparing the descriptions of the figures painted by Bonnard provided by someone else
and the author’s own perception, suggesting a hypothesis about Bonnard’s approach to painting based on the painter’'s own
explicitly expressed belief, comparing older and newer interpretations of Bonnard’s art, ironic arguing with the interpretations
of Bonnard’s art, and mythologizing Bonnard’s relationships with the nature he painted.

Key words: cognitive-discursive linguistics, discourse about art, essay about fine art, concept, discourse strategy,
discourse tactic.

IlocTanoBKka npod/ieMu y 3arajibHOMY BULVISAIAI ~ HUM JIHTBICTHYHHM CTYIiSIM TOCTYMANBHUN pPyXx
Ta 1i 3B’A30K 3 BAXKJIMBMMHU HAYKOBHMH UM NPAaK-  yIepes pe3yabTye B OCMHUCIEHHI 00 €KTIB AOCTi-
THYHUMH 3aBAaHHAMH. [IpuTaMaHHWIl cydac-  JkeHHS 3 HOBUX IMO3MINM Ta pO3B’sA3aHHI MPOOIEM-
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HUX NUTaHb 13 BUIUM CTYIICHEM ITOSICHIOBAIBHOCTI
[14, c. 242]. lo akTyanpHUX THUTaHb, sKi mepeOyBa-
I0Th y KOJI 3aIliKaBJI€HHS KOTHITHBHO-IUCKYPCHUBHOT
JIHTBICTHKY, Halle)aTh IMHUTAaHHS CYTHOCTI, CTPYK-
TYPH, TUIOJOTIi TUCKYPCUBHHUX CTpaTeriil sk 3aco-
0iB BepOasbHOI Ta COLIaIbHOI B3a€EMOJIIi MOBIIIB 3a
JIOTIOMOTOI0  JIIHTBaJIbHUX 00 €KTIB. 3ariuOieHHS
y BHBYCHHS IIMX [MUTaHb JIA€ 3MOTY EKCIIJIAHATOPHO
pPO3KpHBATH KOTHITUBHI OCHOBH MOBH, 11 IparMaTuy-
HUH TOTEHIlia] Ta MEXaHI3MU BKJIIOUEHHS y OLIbII
3arajibHy IPaKTHKY COLiajbHOT B3a€EMOJII.

AHani3 ocTaHHIX aoc/aiakeHb i myOaikamiii,
y SIKHX 3aM04YaTKOBaHO PO3B’S3aHHS Wi€i mpo-
O0semMu, i Ha fAKi cnupaerbess aBTOp. OCKITBKH
MUTaHHS TPO JAMCKYPCHBHI CTpaTerii HaJEeKUTh 10
KOJIa TIPIOPUTETHUX THTaHb Cy4YacHOI JIHTBICTHKH,
CIIOCTEPIraeTbcsl 1HTEHCHBHA PO3pOOKa TEOpETHY-
HUX 1 IPaKTHYHHUX aCHEKTiB IIbOr0 MUTaHHs. Y Teo-
PETUYHOMY IIJIaHI BiJI3HAYEHO MPUHIIMIIOBY MOXKITH-
BicTh MoMiIe(hiHITUBHOCTI IOHATTS CTparerii, TO6TO
OZIHOYACHOTO HE CYIIEPEuINBOI0, & HABIAKH, B3aEMO-
JIONIOBHIOBAJIBHOTO iICHYBAHHS KIJIBKOX Pi3HUX BU3HA-
yeHb ctparerii. Tak, M.JI. MakapoB, BUAIISIOYH 1B
TOYKH 30pY Ha CTpareriio, a came: Mmo-rnepiie, Tpak-
TYBaHHSI CTpaTerii SK <JIaHILOra pillleHb MOBIIS,
KOMYHIKaTUBHUX BUOOPIB TUX UM THX MOBJICHHEBUX
Iifi Ta MOBHHX 3ac00iB», MO-IpyTe, MOB’SI3yBaHH:I
cTparerii 3 «peanizalfiero Habopy IiJIel y CTPYKTypi
CIIKYBaHHS», HATOJIONIY€E HAa TOMY, IO «IIi JABA ITiJI-
XOI¥ HE cymnepeyarb OAWH OJHOMY, HaBIaKH, JIOTO-
BHIOIOUH OJIMH OJTHOTO, BOHH y CYKYITHOCTI Habararto
MOBHIIIIE PO3KPUBAIOTH OaraTopiBHEBY Ta MOMi(pyHK-
LIOHAJBHY TPHUPOAY MPHUPOAHOTO MOBHOTO CIIUIKY-
BaHHS Ta ¥oro OymoBy» [9, c. 193]. [IBoacmekTHUM
€ W BH3HAUCHHS JUCKYPCHBHOI cCTparerii, SKOro
porpumyetsest JI.B. IlyprkoBa, akLEHTYIOYM yBary
Ha KOMYHIKaTWBHIM Ta BepOasbHIi HpUPOMi JIHUC-
KYPCHUBHHUX CTpaTeTii: cTparerii — e «IOTeHIIHHO
MOJKJIMBI IHTEpaKTUBHI CITOCOOM 3/iICHEHHS KOMYHi-
KaTUBHO 3HAYMMHEX JIill y IUCKypCi Ta MOBHI CITOCOOH
iXHbOro BupakeHus» [15, c. 101]. [.€. dponosa posy-
Mi€ TiJ] CTpaTeriel0 «KOMyHIKaTUBHUN HaMip MOBIIS,
chopMOBaHMI Ha OCHOBI BUKOPUCTAHHS KOJEKTHB-
HOTO JTOCBIiIly ISl BIACHUX 1HIWBIIyaJbHUX TOTPEO
Ta OakaHby» 1 «MOBHY 00’ €KTHBAIlil0 IIbOTO HAMIpY,
sIKa HaJae HOMY iHTEPaKTUBHHI CTaTyC 3 ypaxyBaH-
HSM OCMHCJICHHSI BepOaii3oBaHOro Hamipy BciMa
cy0’exramu B3aemomii» [13, c. 157]. Takum yuHOM,
JMICKYPCUBHY CTPAaTETil0 MOXHA PO3IIISIATH SIK KOT-
HITUBHO-JUCKYPCUBHY CyTHICTH [13, c. 157-164].
MeHTanbHUM pecypcoM AMCKYpCHBHOI — cTpare-
rii BU3HA€TbCA KOHLENTYali30BaHE 3HAHHSI, KOTpE
po3mAmaeTbes K OasoBmii koHmenT [13, c. 158],
a MEHTAJIbHUM KOPEJISITOM JAUCKYPCHBHOI cTpaTerii —
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«Ta YacTHHA 3HAHHS, IO HAJIGKUTh J0 TIEBHOTO KOH-
HENTY, AKa € aKTyaJIbHOIO JIJIs BepOalbHOT KOMYyHIKa-
mii» [13, ¢. 160].

3acTocyBaHHS NPAKTUYHOIO MiIXOAY 1O BHB-
YEeHHS TUCKYPCUBHUX CTPATETidl ONMPHUSIBHIOETHCS SIK
ineHTudikaiiss Ta CHCTEMAaTHU3allis JUCKYPCUBHUX
CTpareriii, NpuTaMaHHUX PI3HUM THIIAM JTUCKYPCY,
30Kpema: HayKoBo-akageMmigHoMy [17], XymokHbOMY
[10], memiitHomy [1; 18, c. 83—139], pemniriitHomy
[12, c. 8095, 147-193]. OmHUM 3 acmeKTiB OIMHUCY
JUCKYPCUBHHX CTPAaTeriil y pi3HUX TUMAX JUCKYpPCY
€ BUOKpEMJICHHS Ha0Opy TaKTHK, KOTPi CIyTyIOTh
peanizariii neBHoi crparerii [12, c. 80-95, 147-193;
18, c. 83-139].

VY HamoMy HIOCHiIKEHHI MU CIHUpaeMOCsS Ha
BU3HAHHSA KOHLENTYali30BAaHOTO 3HAHHS SIK MEH-
TaJbHOI OCHOBH JIMCKYPCHUBHOI cTparerii i 3acToco-
BYEMO METOIOJIOTTYHUI MiJXiJ 10 OMHCY CTparerii
Yyepes aHaji3 TaKTUK 1l peaizaliii.

Bupinennss He BupilleHMX paHille YacTUH
3arajlbHoi  Mpo0/ieMH, KOTPHUM HPUCBAYYETbCS
3a3HavyeHa crarTd. [lpoanHamizyBaBIM PO3BIIKH,
30CepeDKeHI Ha TPAKTHMYHUX acTeKTax JOCHIIKSHHS
JICKYPCHBHHX CTpaTeridi y pi3HHX THIAX IHCKYPCY,
BUSIBIIIEMO TICBHY JIaKyHY, TIOB’SI3aHY 3 HENOCTaT-
HIM CTyIEHEM pO3pOOIEHOCTI MUTAHHS JTUCKYpPCHB-
HHUX CTpaTerii y MECTEUTBO3HABIOMY IHCKypci. Tak,
y OUIBIIOCTI HAsBHUX HAyKOBUX POOIT, PUCBIYCHUX
MUCTEUTBO3HABUOMY IUCKYpCy [2; 3; 5; 6; 7; 8; 11; 15],
JOCITITHAIBKY yBary He 30CEpeKEHO Ha JHUCKYpPCHB-
HHUX CTPATErisX, JUIIE B MOOJMHOKIH POOOTI BUILICHO
cTparterii MUCTELITBO3HABYOTO JIUCKYPCY TEMaTHYHUX
PI3HOBHIIIB «MY3HKa» Ta «apxitekrypa» [4, c. 117-163].

®opmyBaHHA 1ijeil crarTi. Mera 11iei crarti —
3’CyBaTH KOTHITUBHE MiAIPYHTS i BU3ZHAYUTH KOMY-
HIKaTUBHY peaii3alilo AMCKYpCHBHOI —cTparerii
iHTepTpeTanii pi3HUX TOYOK 30py Ha TBOPYICTh
XyAOKHUKA Y CyYaCHOMY aHIVIOMOBHOMY MHCTe-
LTBO3HABUOMY €ce PO 00pa30TBOpUE MUCTELTBO HA
Mmarepiam Tekcry Jlxymiana bapHca mpo TBOpYicTh
[I’epa bonnapa [19]. BinnosigHo, 3aBaaHHsIMH pO3-
BiJikH €: 1) iieHTr(iKyBaTn 0a30Bi KOHIIEITH, K1 CTa-
HOBJISITb MEHTAJILHUN KOPENSAT IUCKYPCUBHOI CTpa-
Terii iHTepIpeTarii pisHIX TOYOK 30py Ha TBOPUICTh
XYIIO’)KHUKA, 1 2) BUSBUTH TaKTHKH, K1 CIIYTYIOTh JJIS
peamizamii AMCKYpPCHBHOI cTparerii iHTepmperarii
PI3HUX TOYOK 30py Ha TBOPUICTH XyI0KHHKA.

Bukian ocHOBHOro Martepiajay AoC/iTKeHHS
3 MOBHUM OOTPYHTYBAHHSIM OTPUMAHMX HAYKOBHX
pe3yJbTaTiB. BUKOPHCTOBYIOYM METON CYIUTBHOI
BUOIpKH, MU ineHTH]iKyBasH B ece Jlxymiana bapHca
nipo TBopuicTh [1’epa boHHapa BepOabHI KOHTEKCTH,
y SKUX peaji3oBaHO IUCKYpPCHUBHY CTparerito iHTep-
npeTanii pi3HUX TOYOK 30py Ha TBOPUICTh XyJI0XKHHUKA.
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Menmanonuuii Kopenam OUCKypcuenoi cmpa-
mezii inmepnpemauii pi3HUX MOYOK 30py Ha MEop-
yicmp Xy00)cHUKA B AaHATII30BAHOMY €CE CTAHOBJISATh
TaKl KJIIOYOBI KOHIENTH:

XYIOXHUK, KAPTUHA, BIUJIMB MUC-
TELIBKOI'O TBOPY, nanpuxnan: “But you might,
if you chose, read the story a different way: work
by a great artist penetrates the soul even when we
dont want it to, when we mentally resist it <...>
Despite all this, the painting makes vou fling your
paddle in the air”. [19, c. 141]. Y HaBeCHOMY TEK-
croBomy ¢parmenti konunent XYIOXHUK Bep-
Oaii3zoBaHo jekceMoro artist, konnent KAPTHUHA
00’€KTHBOBAaHO 3a JIOTIOMOTOI0 JIEKCEMH painting
1 cioBocnoinyueHHst work by a(n) artist, a KOHUENT
BIUIMB MUCTELIBKOI'O TBOPY onpusiBHEHO
3a JIOTIOMOTOI0 CHUHTAaKCHYHUX CTPYKTYp work by
a great artist penetrates the soul Ta the painting
makes you fling your paddle in the air, mpyra 3 sKux
€ MeTahOpUIHOIO;

TBOPYMII PO3BUTOK MMTILIS, HAaIpUKIaa;
“There is, as Larkin pointed out, a totemic empha-
sis nowadays on what is called an artist’s “develop-
ment” <..>"[19, c. 142]. Y naBenenomy (hparmenTi
xornent TBOPUUM PO3BUTOK MUTILA BepOa-
JI30BaHO 3a JIOTIOMOTOIO CIIOBOCTIONYYCHHS artist’s
development;

MUCTELTBO, [MTPUPOJA, HaIpUKIaa:
“Picasso invokes against Bonnard a central antith-
esis of art: is the artist the servant or the master
of nature <..>" [19, c. 150]. Y HaBemeHOMY TeK-
ctoBomy ¢parmenti kounentu MUCTELTBO
i TIPUPOJA 00’ekTHBOBaHI 3a JOIIOMOTOIO JIEK-
ceM art 1 nature BinnoBimHO. OCOONUBICTIO aKTy-
amizanii xonnentie MUCTELITBO i IIPMPOJIA
y KOHTEKCTI €ce € Te, 10 BOHH CTAHOBISITH OCHOBY
koHMenTyanpHoi omo3umii XY/JIOXHUK — IIE
CJIYTA ITPUPOJIU :: XYAOXHHUK — 1IE XA3STH
[NPUPON, onpusBHEHY CHUHTAKCHUYHOIO CTPYKTY-
poro is the artist the servant or the master of nature.
Taka ono3uIist TPaKTy€eThCsI B KOHTEKCTI SIK KIIF0Y0Ba
AHTHTE3a MHUCTEIITBA, [0 EKCIUTIKYETHCS 32 JJOMOMO-
TOI0 CITIOBOCTIONYUEHHS a central antithesis of art.

Y cBOIif CYKYITHOCTI BHUIiJICH]I BUIIE KOHIIENTH CITy-
TYIOTB JIJISL aKTyaJli3allii TOro KOHIIETITyaTi30BaHOTO 3Ha-
HHSI, SIKS BUCTYIIA€ OCHOBOIO JIISI OOTOBOPEHHSI Pi3HHUX
MOTJISIIIB HA TBOPYMH IIUISX Ta JIOPOOOK XyH0KHHUKA, IO
CTaHOBHUTH OCHOBHHH 3MICT aHaJIi30BaHOTO €Ce.

Takok BaXIUBUMH ISl AUCKYPCHBHOI CTpate-
ril iHTepHpeTalii pi3HUX TOYOK 30py Ha TBOPYICTH
XyJO)KHUKA B JOCIIPKyBAaHOMY €ce € JOMOMIXHI
KOHIICTITH, SIKi JIETali3yF0Th CMHUCIH, PEIPe3eHTO-
BaHI BKa3aHMMH BHIIE KJIFOUOBUMH KOHIlenTaMu. Lle
Takl KOHIIEIITH:
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MOJIEPHI3M, wampuknan: ‘“Picasso is the
bouncer at the door of Modernism. Bonnard may not
have joined the queue, but Picasso barred him any-
way” [19, c. 149], KYBI3M, nanpuknazn: “Cubism
only makes sense by presupposing our conventional
and continuing apprehension of the visual world”
[19,c. 151], Ta [IOCTIMIIPECIOHI3M, manpukia:
“Or you could argue that, for all his post-Impression-
ist camouflage, Bonnard is a Modernist, if a quieter
one than most” [19, c. 153]. V HaBeneHUX TEKCTO-
Bux ¢parmenrax konuentu MOAEPHI3M, KYBI3M
i I[OCTIMIIEPCIOHI3M BepbanizoBaHi Jiekce-
Mamu Modernism, Modernist, Cubism 1 post-Impres-
sionist BIAMOBIMHO. L{i KOHIIETITH YTOUHIOIOTH CMHUCI,
penpesentoBanuii konenrom MUCTELTBO;

[NHOPTPET, nanpuknan: “It takes a while to real-
ise that the repeated presence doesnt add up to
a portrait <...>" [19, c. 146]. Y HaBeneHomy ¢par-
MeHTi 3acobom akryamizanii koHuenty [TOPTPET
€ JIeKCeMa portrait;

HEVIBA)K, Hanpuknan: “Is there any wind in
a Bonnar landscape?” [19, c. 144]. Y upomy ¢par-
MeHTi 3aco6om 06’extuBarii konuenty ITEM3AX
e gekcema landscape. Konmentu [IIOPTPET
i TIEM3AX neranizyloTh CMHCIH, pelpe3eHTOBaHi
konuentoMm KAPTHUHA. Ilomanpma nmetamizamis
BimOyBaeThcsl 3aBmsaku koHienty KOJIIP, a Takox
KOHIIENITaM, SIKi Perpe3eHTYIOTh iH(POPMAII0 PO
00’ekTH, 300pakeHI Ha ToOpTpeTax 1 Nel3axax
XyHAOKHHUKA.

Konnennr KOJIIP 06’ekTHBOBaHO B aHali30Ba-
HOMY ece JIeKceMoro colour, Hampukiam: “As for
colours: Picasso s modernising project favoured dra-
matic simplification;, Bonnard’s, dramatic complica-
tion” [19, c. 153], a TakoX 3a JOMOMOTIOIO JICKCEM,
SIKI HA3WMBAIOTh PI3HI KOJIBOPH, Hampukiam: “<..>
the awakening first to yellows, oranges and greens,
then to pinks and purples” [19, c. 142].

Konmentom, sKwii penpeseHTye iHOpMAIito
Mpo 00’€KTH, 300pakeHi Ha MOPTpPEeTaxX, € KOHIENT
JKIHKA, aktyamnizoBaHHii B €ce 3a IOTIOMOTOIO BJIac-
HUX IMEH NOPTPETOBAaHUX KiHOK — Marthe 1 Renée,
Hampukiam: “‘<..> we can produce as evidence
Young Women in the Garden, a picture reworked
after Marthe's death to show a refulgent Renée out-
shining a sidelined Marthe” [19, c. 148].

Jlo KOHLENTIB, AKi penpe3eHTYIOTh iH(opMalio
npo 00’€eKTH, 300paKeHi Ha INeh3axax XyI0KHUKA,
HaJIe)KaTh TaKi:

HEBO, nanpuxnan: “His skies are dramatic in
their colour, rather than in any present or threatened
action” [19, c. 144]; JIIC, nanpuxnan: “Those dap-
pled woods are like wallpaper <...>” [19, c. 144];
MUTJAJIEBE JOEPEBO, wanpuknan: “Bonnard’s
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last completed painting was Almond Tree in
Blossom” [19, ¢. 152]. YV HaBeneHHX BHIIE TEKCTO-
BHUX (pparMeHTax IiJKPECIICHO JICKCHYHI OJMHUII,
sIK1 BepOai3yIoTh yKa3aHi KOHIICTITH.

Kormenr OCOBUCTE XUTTA XVYIOXKHUKA
CIlyrye OJHHMM 13 3aco0iB PO3KPUTTSA CMHCIY
xonnenty TBOPUMM PO3BUTOK MMTIS.
Kormment OCOBUCTE XUTTA XVIOXHUKA
00’ €KTUBOBAHO, HAIPUKJIAM, Y TAKOMY KOHTEKCTi: “‘If
doesn t really matter whether an artist has a dull or
an interesting life, except for promotional purposes”
[19, c. 148], ne uei koHIIENT BepOaIi30BaHO 3a JI0IO-
MOTOIO0 CUHTAKCUYHOT CTPYKTYpH an artist has a dull
or an interesting life.

Konuent UYTJ/IMBICTD BaxinusBuii B aHaiizo-
BaHOMY €ce JUIsl YTOUHEHHsI KOHTEKCTyallbHO 3Hauy-
mux cmuciiB konnentis XYJIOXKXKHUK, KAPTUHA
i BIUIMB MUCTELBKOI'O TBOPY. Konnenr
UYTIIMBICTD BepbanizoBaHo 3a JOMOMOTOIO JICK-
cemu sensibility, HapuKkiIam, y TakoMy (parMeHTi:
“Maybe there’s some truth in Picasso’s assertion that
Bonnard had an “extra dose of sensibility” <...>"
[19, c. 144]. Koumernru IIIACJIMBUI i CYMHUH,
SIKI yTBOPIOIOTH B €CE KOHLENTYalbHY OMO3HUIIIO,
TAKOXK CIIYTYIOTh YTOYHEHHIO aKTyalli30BaHUX CMHC-
miB xounentie XYJIOXHUK, KAPTHUHA 1 BITJIMB
MUCTELIBKOT'O TBOPY. Konnent IIIACJIMBUIA
ONIPHUSBHEHO B €CE JIGKCEMOI Aappy, a KOHUENT
CYMHMUI — nexcemoro sad; IPUKIAmOM MOXe CITy-
T'yBaTu Takuil pparment: “Are these happy paintings,
or sad ones. can we even answer that?” [19, c. 147].

Taxkmuxu, axi cayeyrome 01 peanizayii OUCKyp-
cugnoi cmpamezii inmepnpemauii pizHUX MOYOK
30py HA MEOPUICMb XYOOIHCHUKA, B AHATIZ0BAHOMY
ece HaJle)aTh JI0 JIBOX THIIIB: TAKTUKH BUPOOJICHHS
3arajJpHOrO0 MiAXOMy 1O OOTOBOPEHHS TBOPYOCTI
(Oy/b-sIKOr0) MHUTIIS 1 TAKTUKA OOTOBOPEHHSI PI3HUX
TOYOK 30py Ha mucteuTBo came [1’epa bonnapa.

Jo TakTHK BUPOOJIEHHS 3arajibHOTO MiIXOAy 10
00roBOpeHHsI TBOPUOCTi (Oyb-SIKOTO) MUTIIS B aHa-
JII30BaHOMY €Ce HaJle)KaTbh TaKi:

TaKTHUKa OOTOBOPEHHSI KIIIOUOBHUX KOHIEIITIB, BUKO-
PHUCTOBYBaHUX JUISl IHTEPIIPETaIlil TBOPUYOCTI XYIOXK-

antithesis is largely false, and largely disappears
with time. Even the most timorous, floppy-hat-
ted hedgerow copyist is operating a rough system
of selection, order and control — of supplanting by
reinvention — when crouched over the pussy-willows.
This is what Art in its various major and subsidiary
forms, from painting to fiction to landscape garden-
ing to cookery, is about. Throwing sand in Nature's
face, setting up as rival creator of a parallel or tan-
gential universe is macho aesthetics, but all artists’
universes depend for their effect on the primary one
we inhabit” [19, c. 150-151]. Y HaBeneHOMY TeK-
CTOBOMY ()parMeHTi OOIPYHTOBYETHCS HETIPOTYKTHB-
HicTh BukopuctanHs omno3utii XY/OXHUK — 1IE
CJIYTA IIPUPOJIN :: XYAOXHUK — LIE XA34IH
IMTPUPOIN;

TaKTHKa BUPOOJICHHS TAKOTO IIXOMy IO iHTep-
mperarii TBOPYOCTi MUTIIS, 32 SIKOTO 0COOMCTE KUTTS
XyJAOKHUKA HE Mae OpaTucs 0 yBard Iij| 4ac Oris Ly
HOTO TBOPYOTO PO3BUTKY, Hampukian: “It doesnt
really matter whether an artist has a dull or an inter-
esting life, except for promotional purposes. <...>
In Bonnard’s case, imagine if the Monchaty story
turned out to be a hoax: Would we then read the pic-
tures differently? Isn t there something slightly disap-
pointing about out need to equip all artists with a cer-
tificate of darkness? " [19, c. 148—149]. Ha npuknani
HaBEJICHOTO TEKCTOBOTO (pparMeHTa MOXKHA MPOCTE-
JKUTH OCHOBHUH MPUHIUN (DYHKIIOHYBaHHS TaKTHUK
BUPOOJICHHS 3arajbHOTO MiIXOAY OO0 OOTOBOPEHHS
TBOPUOCTI (Oy/Ib-SIKOT0) MUTIISI B aHAIII30BAHOMY €ce,
SIKUM TIOJISITa€ B TOMY, IO 3alpONOHOBAHUN 3arajb-
HUH miaxig (y upoMy pasi — 1e He Opartu A0 yBaru
0COOHMCTE MKHUTTS MUTIIS I1iJ] Yac OLIHKH HOro TBOP-
4Or0 JIOPOOKY) B KOHTEKCTI ece 0ofipa3y * BHKOpHC-
TOBYETBCS Ui aHami3zy TBopuocTi [I’epa BonHapa,
SIKOMY BJIaCHE 1Ie ece i MpHCBSYCHE;

TaKTHKa OOTOBOPEHHS KPUTEPIiB IJIA IHTEpIpe-
Tanil TBOPUOCTI XyNOXKHHKA, HaNpuKian: “You could
refuse Modernisms setting of the terms: What does
it_matter whether Bonnard was a great Modernist
painter as long as he was still a great painter? You
could ask why an artist must be so narrowly of his

HUKa, HanpuKiIam: “<...> whereas an artist s true devel-
opment may be less a discussable succession of stvles
than a determined readdressing of visual truth, a fret-
ting at the way in which beauty emerges from form, or
form develops out of beauty” [19, c. 142]. Y HaBene-
HOMY (parMeHTi TPOMOHYEThCS PO3YMITH KOHIICTIT
TBOPUMIA PO3BUTOK MUTLIS me sk mociinos-
HICTh CTWIIIB, y SIKMX IPALIOBaB XyIOXKHHK, a SIK BiJ-
JIaHICTh OJIHOMY TIEBHOMY TTiJIXOTY;

TaKTHKa JIEMOHCTpaIlii XHOHOCTI KOHIENTyallbHOT
OI03M1ii, YacTO 3aCTOCOBYBaHOI AJIsl iHTEpHpeTamii
TBOPUOCTI XYyNOXXHHKA, Hanpukian: “But the great

time <..>" [19, c. 151]. YV HaBenenomy (parmenri
CTaBHUTBCS il CYMHIB MPOIYKTUBHICTb CIPOO OIli-
HIOBaTH TBOPYICTh XYJO)KHUKA 3a KpUTEpIEM HOTo
MIPUHAJIEKHOCTI 10 IOMiHYFOYOTO B TIEBHY iCTOPUYHY
€roXy HarpsiMy.

Jlo TakTHK OOTOBOPEHHSI PI3HHX TOYOK 30py Ha
MucTenTBo came I1’epa borHapa Hanekars Taki:

TaKTHKa IPOHIYHOTO IepeKasy TOYKU 30py MeB-
HOTO KpUTHKa, Harpuknan: “A second London critic
found it “incredible” that Bonnard was still painting
Marthe in the bath five years after her death. Time
to move on, old chap! Just because shes your muse,
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vour obsession, your prime subject, doesn t mean you
have to carry on after she's dead. Find a new hobby.
What about thinning out your garden for a start?”
[19, c. 144-146]. V upoMy (parMeHTI aBTOp ece
Jbxymian bapHC ipoHi3ye i3 3ayBayK€HHsSI OIHOTO
3 KPUTHKIB 3 MPUBO.Y TOTO, 1110 I1’ep BoxHap pokamu
HE 3MIHIOBAB TOJIOBHUH 00’ €KT MUCTEIHKOTO 300pa-
JKEHHS Ha CBOIX KapTUHAX;

TAKTHKA 3ICTABJICHHS OMKHCY 300paKCHOTo Ha
kapruHax [I’epa BoHHapa iHIIMM aBTOpOM 1 BIac-
HOTO CIIPHHHSATTS IUX KapTHH, HapHUKIam: “It takes
a while to realise that the repeated presence doesn 't
add up to a portrait — or, at least, not a portrait which
might tell us, as, say, a Lotto or an Ingres might, that
there is a wise ruler, a domestic tyrant, a skilled cour-
tesan. What, after such multiple exposure, is Marthe
“like”? We dont know in any traditional sense.
After seeing her around so much, a verbal account
of her, such as the one in Timothy Hyman's excel-
lent Bonnard, comes as a complete surprise. She
was, he tells us: // a “touchy elf”, whose speech was
“weirdly savage and brash”, who dressed eccentri-
cally, who hopped about on very high heels like some
bright-plumaged bird. // We get no sense of Marthe

happy things, surely?” [19, c. 147 —148]. Y nHaBene-
HOMY (hparMeHTi 3iCTaBISAE€THCS MO/ HA TBOPUICTh
Bonnapa ceperiHi MUHYJIOTO CTOJITTS 1 Cy4acHe Mpo-
YHUTaHHS Ti€l IHTeprpeTartii, sike 200 BKa3ye Ha MOTEH-
[iiiHy JBO3HAYHICTH BHCIIOBIEHOTO, a00 pPO3KPHBAE
KPUTHYHY Cy4acHY OLIIHKY TaKoi iHTepIpeTarii;

TaKTHKa 1POHIYHOTO JUCKYTYBaHHS 3 OIlIHKAMH
TBOpuocTi bonnapa, Hanpuknan: “Picasso declared
that Bonnard was “‘the end of an old idea, ” not really
“a_modern_painter’. The stern John Berger con-
curred: the work contained “very little of the post-
1914 world”. Yet strangely, Bonnard refused to lie
down, a sleek and pattable presence like his dachs-
hund Ubu”. [19, c. 151]. Y mpomy ¢parmenTi 3ampo-
MOHOBAHO IPOHIUHY BiNNOBigL Ha 3akuau Ilikacco
ta Jxona Beprepa, mo bonnap OyB mMuTIieM MHUHY-
JIOTO 1 HE Ma€ 3HAYEHHS B CY4acCHOMY CBITI;

TaKTHKa Migosorizamii 38’ 13Ky MUTL 13 300paxe-
HUMU HUM 00’€KTaMu, Hanpukian: ‘“‘Bonnards last
completed painting was Almond Tree in Blossom.
<...> He had barely signed the picture when he died.
On the day of his funeral, 23 January 1947, snow
fell on the pinkish brightness of the almond, as it did
on the yellow brightness of the mimosas. Quite obvi-

being “like” this from the paintings, except, perhaps,
for her taste in shoes” [19, c. 146]. Y HaBeneHOMy
¢parmenTi [xynian bapac 3ictaBnse onuc Maptu,
3aMPONOHOBAHUI XYJTOKHUKOM 1 TMHChbMEHHUKOM
Timoti XaiiMaHoM, Ta BiacHe Cy0’€KTHBHE CHpHUIi-
HATTS 00pa3y Maptu, sk BOHa 300pakeHa HA KapTH-
Hax bonHapa;

TaKTUKa BHCYHEHHS TillOT€3W IMIOA0 IJIHOWH-
Horo TBopuoro miaxomy [I’epa Bonnapa no ctBo-
PEHHSI KapTUH Y BIJIOBIIHOCTI JI0 38]JICKJIapOBAHOTO
CaMUM Xy/JIOKHUKOM ITOCTYIATy, HalpUKIan, “And/or
the reason could be formal. Bonnard believed that
“a figure should be a part of the background against
which it is placed”. Among the jugs and table-
cloths, shutters and radiators, tiles and bathmats,
Marthe has become — in the nicest, most vibrant way,
of course — part of the furniture”. [19, c. 146-147].
VY 1ipomy (hparMeHTi, UTYIOUH TBEpIKeHH boHHapa
po Te, 1110 300pakeHa (irypa Mae cTaTH 4YaCTUHOIO
(hony, Ha AKOMYy BOHa 300pakeHa, bapHc mpomnonye
rinoTesy mpo Te, 1o noprpetu MapTu BiacHe i pea-
JII3yBaJIM TIOBHOKO MIpPOIO ITH0 TE3Y;

TaKTUKA 3iCTABJICHHS ICTOPUYHO OUIBII JaBHIX
1 cyuacHUX iHTepIpeTauiil, Hanpuknan: “Fifty vears
ago, things were simpler. Bonnards nephew, Charles
Terrasse, prefacing the catalogue to the 1948 MoMa
show, wrote that his uncle “wished only to paint
happy things”. There is room here for an ambiguity
(he wished to, but fialed), though it probably wasnt
intended. In any case, this isn t good enough nowadays.
Happiness? A great painter doesn t only want to paint
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ously, Nature was bidding farewell not to a grovelling
servant but to a passionate love. What, out of interest,
did Nature do for Picasso when he died? " [19, c. 153].
VY HaBesieHOMY (parMeHTi, TepernoBiBIIM (aKT, M0
OCTaHHBOIO KapTHHOIO boHHapa Oyno «KBityde mur-
JIAJICBE JIEPEBO» 1 1110 B JICHb TIOXOPOH MHUTIIS OLTHI
CHII' BKPUB PO’KEBHUI I[BIT MUTIIAJIEBOTO JiepeBa, bapHc
HEHaB’ sI3ITUBO MPOTIOHYE Mi(hOIIOTi30BaHE TPAKTyBaHHS
poro (axTy K CBiAYEHHs TOro, 1o cama I[lpupona
BU3HAJIA TBOPYY BiIJIaHICTh XyO)KHHKA boHHapa.
BucnoBku 3 nporo aociimxennsi. IIposenene
JOCIIIDKEHHS J1a€ 3MOTY 3pOOUTH BHCHOBOK, IIIO KOT-
HITUBHUM TIIPYHTSIM JTUCKYPCUBHOI CTparerii iHTep-
MpeTarii pi3sHUX TOYOK 30py Ha TBOPYICTh XYIOKHUKA
B ece J[xyniana bapHca nipo TBopuicTs [1’epa bonnapa
€ cykynHicth KrodoBux (XYIOXHUK, KAPTHUHA,
BIUIMB MMCTELIBKOIO TBOPY, TBOPYMIA
PO3BUTOK MUTLS, MUCTELTBO, ITPUPOLA)
i monomixkaux kouientis (MOJIEPHI3M, KYBI3M,
I[TOCTIMIIPECIOHI3M, KOJIIP, ITIOPTPET,
MEM3AX, XXIHKA, HEBO, JIIC, MULJIAJIEBE
JEPEBO, OCOBHUCTE XUTTA XYJOXHUKA,
YYTJIUBICTD, IHACJIUBUI, CYMHUMN), siki nepe-
OyBaroTh MK COOOI0 Y PI3HHUX CMHCIIOBUX 3B’SI3KaX,
a caMe: TeMaTHYHUX 3B’SI3KaX, 3yMOBJICHHX €JIHICTIO
Toro (QparMeHTa midcHOCTI (0Opa3oTBOpUYEC MHCTE-
UTBO), SKUH Ii KOHLENTH PEHpPEe3eHTYIOTh, 3B SI3KY
MPOTHCTABIICHHS B MEKaX BKIIMBUX y TEKCTI KOHIICTI-
TyaJIbHUX OTIO3UIIIH, 3B’ SI3KY «3arajbHe — KOHKPETHEY.
KomymnikaruBHa peamizalis JUCKYpCUBHOI cTpare-
rii iHTeprnperamnii pi3HAX TOYOK 30py HA TBOPYICTH
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XyIIO)KHUKa B IPOAHAIII30BAHOMY ece 3iHCHIOEThCS
gepe3 CyKyINHICTh JUCKYPCUBHUX TAKTHK JJBOX THIIIB:
TaKTUKH BUPOOJICHHSI 3arajlbHOTO MiIXOMy 10 OOr0BO-
PEHHSI TBOPYOCTi Oy/Ib-SIKOTO MUTIIS 1 TAKTUKH OOTOBO-
PEeHHS pi3HUX TOYOK 30py Ha mwcTenTBo came [1’epa
Bonnapa. J{uckypcuBHa crparterisi iHTeprnperauii piz-
HHUX TOYOK 30py Ha TBOPYICTH XYIOKHHKA B €ce MpO
00pa30TBOpYE MHCTEITBO € CKJIAAHUM KOTHITHBHO-
KOMYHIKaTUBHUM YTBOPEHHSIM, OTIPUSBHEHUM Y TEKCTI
CYKYTIHICTIO BepOaJIbHUX 3aCO0IB PI3HMX PIBHIB: OKpe-

MHMH JIEKCEMaMH, CIIOBOCIONYYCHHSIMH, CHHTAKCHY-
HUMH OJIMHUIISIMHU, KOHTEKCTYaJbHUMH IITICHOCTSMH
Ta pUTOpUUHKAMH (irypamu (MeTadoporo i ipoHi€ro).
IMepcnekTHBY MOJAJNBIINX PO3BiIOK Y LLOMY
HampsiMi BOa4arOTbCcsd Yy 3HIHCHEHHI HAyKOBUX
JOCTIKeHb JTUCKYPCHUBHHUX CTpaTeriii, peani3oBa-
HHUX B €ce IIpo 00pa30TBOpUYE MUCTELTBO, 3 METOO
OTPUMATH JIeTallbHy W IPYHTOBHY HAyKOBY KapTHHY
KOTHITHBHO-TIPArMaTUYHOTO CKJIQJHUKA Cy4acHOTO
AHIJIOMOBHOTO MHCTEITBO3HABYOTO AUCKYPCY.
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