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Y cTaTTi npoaHaniaoBaHo MexaHi3amu AUCKYPCUBHOTO KOHCTpYtoBaHHst 6iHapHoi onosuuii KPACA/TTOTBOPHICTb B ece
Bigomoro cyyacHoro noeta K. PeliHa npo BUAaTHOro XyaoxHuKa-HeoimnpecioHicta XK. Cepa. Y cTaTTi BUHayeHo, Lo orno-
3uuiss KPACA/MOTBOPHICTb KoHCTpytoeTbCsa B ece 3@ AOMOMOIOK aHcaMbrio CeEMU ANCKYPCUBHUX MEXaHi3MIB: akTyari-
3auii rpynu ecTeTMYHMX Ta eTUYHMX BiHapHMX OMO3WLiN, akTyanisauii KynsTyponoriYHo-MUCTELTBO3HaBYOI BiHapHOi ono-
auuii KIMACULUM3M/MOLEPHI3M, getansHOro onvcy KpacuBux i Hekpacuemx 00’ekTiB, 3006paxeHux y TBopax XK. Cepa,
sictaBneHHs pobit XK. Cepa 3 TBOpamu iHLWMX MUTLIB, NOPIBHSAHHA TBOpYoCTi XK. Cepa 3 MUCTELLKOK AISNbHICTHO iHWNX
MWTLIB, akTyanisauii BUOpaHux MUCTELTBO3HABYMX KOHLUenuin, aktyanisauii koHuenTis IPOHIA, MPABOA, MY>XKHICTb.
Y cTaTTi 3'9c0oBaHo, WO KOHCTpYytoBaHHA GiHapHoi onosuuii KPACA/NOTBOPHICTbD B ece cnvpaeTbCcs Ha akTyanisadito
dparmMeHTiB SIK NOBCSAKAEHHOI, TaK | MUCTELITBO3HABYOI KapTUH CBITY | nepegbayae 3aiiCHeHHS YATa4eM MeHTanbHuX one-
pauin Ha piBHI CIPUAHATTS iHGOpMaLii Ta Ha pPiBHI pedNeKCMBHOIO OCMUCIIEHHS.

Knto4oBi cnoBa: KOrHiTMBHO-AMCKYPCMBHA Napagnrma, MUCTELITBO3HABYUIA AUCKYPC, eCe, KOHLENT, GiHapHa onosuis.

B ctaTbe npoaHanuampoBaHbl MEXaHW3Mbl UCKYPCUBHOMO KOHCTpyupoBaHust GuHapHon onnosvumnm KPACOTA/BES-
OBPAS3VIE B acce nssectHoro coBpemeHHoro noata K. PeliHa o BbigatoLemMcs xygoxHuke-Heommnpeccmonucte XK. Cépa.
B cratbe onpeneneHo, yto onnosuums KPACOTA/BE3OBPA3ME KoHCTpyupyeTcs B acce npu NMoMOoLLy aHcambns cemu
ANCKYPCUBHBIX MEXaHW3MOB: akTyanu3auuu rpynnbl 3CTETUYECKUX U 3TUYECKMX BUHAapHbLIX ONMno3uuMi, akTyanusaumu
KynbTyponormyecku-uckycctesosegyeckonn  6uHapron onnosmumm  KNACCULUM3M/MOLEPHU3M, petanuanpoBaHHoO-
ro ONMCaHUSi KPacuBbIX U HeKpacuBbiX 0OBEKTOB, M300paxeHHbIX B npousseneHusx XK. Cépa, conocraBneHne pabot
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XK. Cépa c paboramm gpyrnx XyooxHUKOB, cpaBHeHue TBopyecTBa XK. Cépa ¢ TBOPYECKON AEATENBHOCTBLIO APYIKX AesTe-
nen UCKYCCTBa, akTyanuaaumm n3bpaHHbIX MCKYCCTBOBEAYECKMX KOHLENUMIA, akTyanu3auum koHuentos MPOHUA, MPAB-
OA, MYXXECTBO. B cTtaTbe BbISICHEHO, YTO KOHCTpympoBaHue GuHapHon onnosuumn KPACOTA/E3OBPA3UE B acce
OCHOBbIBAETCH Ha aKTyanusauum parMeHTOB Kak HaMBHOW, TaK U MCKYCCTBOBEAYECKOW KapTWH MUpa W npegnonaraet
OCYLLECTBMNEHNE YuTaTeneM MeHTanbHbIX Onepaumin Ha ypoBHE BOCNPUATUS UHCpOPMaLMK U Ha YPOBHE PeCOIEKCUBHOIO
OCMbICIEHUS.

KniouyeBble cnoBa: KOrHUTUBHO-AMCKYPCMBHAs Napagurma, MCKyCCTBOBEAYECKUIA ANCKYPC, 3cce, KOoHUeNT, bBuHapHas
onno3nums.

The article focuses on the analysis of the mechanisms of the discursive construal of the binary opposition BEAUTY/
UGLINESS in the essay of the famous poet Craig Raine about the great neo-impressionist artist Georges Seurat. It is
revealed that the opposition BEAUTY/UGLINESS is created in the essay with the help of the ensemble of the seven
discursive mechanisms: actualization of the group of aesthetic and ethical binary oppositions, actualization of the art-
critical binary opposition CLASSICISM/MODERNISM, detailed description of the beautiful and ugly objects depicted in
Seurat’s pictures, comparison of Seurat’'s works with the works of other artists, comparison of Seurat’s creative activity
with the activity of other creators, actualization of the selected art-critical conceptions, actualization of the concepts IRONY,
TRUTH, COURAGE. It is determined that the construal of the binary opposition BEAUTY/UGLINESS in the essay dwells
on the actualization of the fragments of both everyday world image and art-critical world image and presupposes that the
reader performs mental operations on the level of the perception of the information given in the essay as well as on the
level of reflexive thinking.

Key words: cognitive-discursive paradigm, discourse on art, essay, concept, binary opposition.

IHocTanoBka npo0/eMu y 3aralbHOMY BHLIAAI  3iCTAaBHOMY acHeKTi, B aHIIIHCHKiH, POCIHCHKIM i
Ta i 3B’A30K 3 Ba;KJIMBHMH HAyKOBMMH 4YM NPaK-  KkabapaunHo-yepKechkiil MoBax [11], aHDmilChKil Ta

THYHMMH 3aBJaHHAMHU. BiHapHi ono3uwii sk «yHi-  a3epOaiipkaHChKiil MOBax [5], HiMeIbKiil Ta pociii-
BepcabHUH 3aci0 mi3HaHHA CBiTY» [8, c. 38], sKkuil  ChbKiii MOBax [7], a TAKOX PO3MIAHYTO YTUICHHS ITi€i
IIPUBEPHY/IN NWIbHY yBary JOCTHIIHHUKIB y XX CTO-  OMO3UWIii B TOETOHIMaX BUOpAHUX IITEPaTypPHHX
mitTi [4, c. 63-184; 10; 9, c. 151-166 Ta inwe], npo-  TBOpiB [2].

JOBXKYIOTb LIKaBUTH BUeHUX nepiuoi uBepti XXI cro- BuniienHst  HeBHMpilleHMX paHime vac-
nitts. CydacHi HayKOBIIl i1HTEPIPETYIOTh «MUTaHHS  THH 3arajbHoOi MPoOGJeMH, KOTPUM MPUCBIYY-
npo OiHApHI OIMO3UINI» SK «IUTAHHS PO YHIBEP-  €ThCSl O3HAYEeHA CTATTd. [ligxoasuu [0 IMTaHHS
CaJbHI BIIACTHBOCTI caMOl MIMCHOCTI Ta YHiBep- mnpo BHBYeHHS OinapHoi omosmmii KPACA/
caibHI 3aKOHOMIpHOCTI ii 300paxkeHHs B moacbkiii  [IOTBOPHICTD 3 MeTOmoMOriYHMX MO3HUIIIH KOTHi-
cBizomocTi» [3, c. 93] i OBOAATH IO OIHAPHICTE —  TUBHO-AMCKYPCHBHOIT MApaurMu, BOayaemMo norpedy

e «IMaHEHTHHUH MiATEKCT €BPONEHCHKOT KYIBTypH»  MPOAHANi3yBaTH OCOOJUBOCTI OMPUABHEHHS ITi€l
[1, c. 8] i «saBnsie cOOOI0 OCHOBY OyTTSI 1 MHCJIEHHS,  OMO3MLII Y PI3HUX TUNAX AUCKypciB. Harry yBary
yHIBepCcaJIbHHI IPUHIIUI OHTOJIOTII 3aXiTHOT IMBUIi-  MPUBEPHYB MHUCTEITBO3HABYMM €CEICTUYHUI aHIJIO-
3amii» [1, c. 8], a TakoX 3MIHCHIOIOTH TOIIYK «HOBUX  MOBHHUH JUCKYPC SAK OIMH 3 THIIB JUCKYPCY, AKHH €
METOIIB aHaji3zy omo3uuii» [6, c. 1]. locmimkenHs  3arpeOyBaHHM YHCICHHHMH CyYaCHUMH aBTOPaMHU.

OlHapHUX OMO3MLINA AAIOTh 3MOTY 3pOOHMTH BHECOK ®opmyBaHHsI MeTH cTaTTi. [[aHa po3BigKa 30ce-
y PO3B’si3aHHS IIUTaHHA [IPO 3aKOHOMIPHOCTI i cme-  pe/keHa Ha aHami3i OiHapHoi omosunii KPACA/
uudiky 300pakeHHs cBity moauHOW0. Bukonani 3 TIOTBOPHICTD, sika BepOanizoBaHa B MHCTEITBO3-
BUKOPUCTaHHAM METOJOJIOrIi JIIHTBOKOTHITUBHOIO  HABYOMY ece Bijjomoro cydacHoro moera K. Peiina
miaxony, cTyaii OlHApHMUX OMO3ULIN YMOXKIMBIIOIOTE  NMPO  BHJATHOTO  XYJAOKHUKA-HEOIMIPECIOHICTa
MOJICTIIOBaHHSI B&XJIMBUX acmekTiB kaptuH cBity, JK. Cepa [13]. MeTolo cTaTTi € BH3HAUUTH MeXa-

HacamIlepes MOBHUX KapTHH CBITY. Hi3MH KOHCTpytoBaHHs OiHapHoi omosunii KPACA/
AHaniz ocraHuix aociaimkens i nmyoaikamii  [IOTBOPHICTD B ece i Bu3HauuTH iXHI QyHKIIII.
3 naHoi Temu. /o OiHaApHUX OMOB3HIIIN, SIKi OCTaH- Bukjanx ocHoBHOro marepiajy AoCJTiIAKeHHS

HIM 9acOM IPHUBEPHYIHN yBary OUJIOTO PALY AOCIIA- 3 MOBHMM OOIPYHTYBAHHSIM OTPHMAHHMX HAyKo-
HUKiB, HajexuTh ectetnyHa omno3uuis KPACA/  Bux pesyabratiB. bBinapua omnosumis KPACA/
[IOTBOPHICTb. Baxuusicte nocmimxenns uiei  TIOTBOPHICTD Bigirpae kito4oBy posib y JUCKYP-
Ono3ulii yMOTUBOBY€ThCSl ii NMPHUHANEKHICT 0  CHBHOMY KOHCTpyloBaHHI cmuciy B ece K. Peiina
3arajJbHONIIOACHKHUX IIHHOCTEH, siKi posmsaaoTtbess  mpo JK. Cepa. EnemenTr BKasaHOi OMO3HMINT — KOH-
AK OCHOBa OyTTs jioncTBa Ta 060B’sa3koBa ymoBa  1rentu KPACA i [IOTBOPHICTD, siki BepOanizoBaHi
rioro icayBanHA [12, c. 198]. Hapa3i mpoanamizo- B ece yekceMamu beauty, beautiful 1 ugliness, ugly
BaHO OCOONMBOCTI KOHIenTyamizamii ecrermyHoi  BiamoBigHo. Omnosuimiss KPACA/IIOTBOPHICTb
6inapaoi ono3uuii KPACA/IIOTBOPHICTD y ¢ppa-  KOHCTPYIOETBCS B pO3IVISAIYBaHOMY €C€ 3a JONOMO-
3€0JI0TiuHill cucTeMi ykpaiHCbkoi MOBM [12] Ta, B TOKW aHCaMOJIO TaKUX IUCKYPCHBHUX MEXaHi3MiB:
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1) axryamizamii rpynd €CTETHYHUX Ta ETHYHHUX
OiHapHUX oOMO3WIiK; 2) aKTyamizamii KyJIbTypo-
JIOTIYHO-MHCTENTBO3HABUOT ~ OiHAPHOI  OMO3MIIil
KITACULIM3M/MOAEPHI3M; 3)  nmerampHOTO
ONUCY KpacuUBUX 1 HEKpacHBHUX 00 €KTiB, 300pa-
xeHux y tBopax JK. Cepa; 4) 3icraBieHHs poOiT
XK. Cepa 3 TBOpaMH iHIIUX MUTIIB; 5) MOPIBHIHHS
tBopuocTi K. Cepa 3 MHCTEUBKOIO MisIIbHICTIO
IHIMX MUTLIB, 6) akryamizamii BHOpaHWX MHCTe-
LITBO3HABYMX KOHIIETIIIif; 7) aKTyali3allii KOHIeNTiB
[POHIA, ITPABJA, MYXKXHICTB.

OsHadyeHi BHIIE JUCKYPCHBHI  MEXaHi3MH
KOHCTpytoBaHHS ~ OiHapHoi  omosunii  KPACA/
ITOTBOPHICTb mepebyBatorh Mik cO00I0 y Tic-
Hill B3aemomii. Hampuxitan, y neprmomy a0zari ece
3aCTOCOBAHO I’ATh MEXaHI3MiB: aKTyaJli3aliio rpynu
€CTeTUYHUX Ta €TUYHUX OiHAPHHMX OMO3WLIH, aKTy-
amizaifiro BUOpaHMX MHCTELTBO3HABYUX KOHIICII-
i, 3icraBiaenna poOiT XK. Cepa 3 TBopamu iHIINX
MHUTIB, TopiBHAHHAS TBopUocTi JK. Cepa 3 MUCTEIh-
KOKO MISITBHICTIO 1HIIMX MHUTIIIB, aKTyali3allifo KOH-
uenty [IPOHISA. Came 3Bakarouu Ha Te, 110 B YCbOMY
TEKCTI JOCTIDKYBAaHOTO €Ce JIMCKYPCHUBHI Mexa-
HI3MHU KOHCTpyroBaHHS OiHapHOi onosuiiii KPACA/
ITIOTBOPHICTb mnepebyBatorh MiX cO00I0 y Tic-
Hil B3aeMofii, y JaHii po3BiAmi IXHIO CYKYITHICTB
Ha3BaHO aHcamonem.

3 METOI0 JeTaJbHOTO aHaIli3y PO3IISTHEMO KOKEH
i3 BUILICHUX MEXaHi3MiB OKpeMo. Y JaHill cTarTi y
LUTaTax 3 €Ce MiJKPECICHO Ti MOBHI OJMHHUIN, sKi
BepOami3yloTh Ha3BaHI B aHaJi3l KOHIIETITyaJIbHI
OIUHUII.

B ece akmyanizoeano maxi ecmemuuni ma
emuuHi 6inapui ono3uuii:

CAKPAJIBHE/ CBITCBKE (“Its hazy colours

HoBaHUU aBTOpoM ece K. PeiiHom, a came: BHCHO-
BOK Tpo 3acamuudi npuHiunu tBopuocti XK. Cepa
pOOHUTHCS Ha OCHOBI YiTKOTO ¥ ITOCIiJOBHOTO IIPOTH-
CTaBJICHHS IMUTOMOTO JIJISl Xy[OXKHHKA TOMY, IO HE
OyJI0 XapakTepHUM JUIS [IBOTO MUTIIS.

SKmo po3yMiHHS BHUAICHUX BHIIE OiHAPHUX
ono3ulliii crnimpaerses Ha ono3uiliro CAKPAJIBHE/
CBITCBKE, xoTpa HamexuTh A0 Tpymu Oa30BUX
OiHapHuX omosutii [4, c. 180; 10; 6] i ToMy Ti€to ym
Ti€I0 Mipor0 MOXke OyTH 3pO3yMilior0 umMTadam 0e3
CreniaiabHOI MiATOTOBKH, TO AKMYani3ayuis Kynbmy-
DONOCIYHO-MUCHEYMEO3HABUOT OiHapHOl ono3uyii
KIIACHIIHU3M/ MO/IEPHI3M nuepenbadae meBHi
criertianbHi 3HaHHA. L[ omo3wiiss po3KpHUBaeThCS B
ece 3aBISKH aKTyalizamii Takol iHdopMarlii: 3 OTHOTO
OOKY «JIJIs KITACUIIM3MY BaXKJIMBA 1/1€51 IOCKOHAIOCTI»:
“the idea of classical perfection” [13, c. 200], «xna-
CUIM3M Tiepedadae ifeaizaimilo JIMCHOCTIM:
classicism s easy, familiar “poetry” ... ”[13, c. 203],
3 Ipyroro 60Ky «MOJEpHI3M He BU3HAE ieai3aliro
nivicHocT»: “Modernism refuses to edit in the inter-
ests of afflatus.” [13, c. 196], «MoaepHI3M HE YHUKAE
HEJIOCKOHAJIOCTeN»: ... impurities are unflinchingly
reported ... [13, ¢. 197]. OTxe, akTyaunizaiiist OiHap-
Hoi omo3uilii KJTACULIM3M/MOJIEPHI3M mae B
pesynbrari akryanizamnii onozumii [JJTEAJII3OBAHE/
PEAJIICTUYHE, JOCKOHAIJIE/TE, IO MAE
HEJOCKOHAJIOCTI. Came Ha 1i omo3wuiiii cou-
PAEThCS aBTOP €Ce, KOJIM BUCIIOBIIIOE BIACHY JTYMKY
npo xapakrep TBopuocti JK. Cepa sIK MHTILIS, SKHi
BIIKMHYB 17€I0 KJIACHITUCTHYHOI JTOCKOHAJIOCTI:
“One argument suggests that Seurat effect an elision
of this classicism with the realities of contemporary
Asnieres. I think this idea is wrong. What takes place
is not an accommodation, but rather a repudiation of
the idea of classical perfection — in favour of the task

recall the fade pigments of a Piero della Francesca
fresco, as do its vivid yet flat figures. The thing is
monumental enough to hint at higher things...”
[13, c. 196] /“Seurat’s preferred note was tougher,
ugly, accurate, secular, ironic.” [13, c. 196]);

CIIOIIAJAHHS/IYXOBHA TIOPOXHEYA
(“... it gestures towards the contemplative...”
[13, c. 196]/ “Its figures are not spiritually naked but
nearer a banal vacancy.” [13, c. 196]);

OCAAHHSA/BE33MICTOBHICTDH (“Seurat
evokes the idea of epiphany, a_transfiguration of the
ordinary ...” [13, ¢. 196]/ “... then settles for a mildly
hedonistic vapidity.” [13, c. 196]);

JOYXOBHE TIEPETBOPEHHS/ TEJIOHI3M

of painting modern life.” [13, c. 200].

HeransHuil onuc Kpacueux i HeKkpacueux
00°cKkmie, 300pajrceHux y meopax XyOO0XHCHUKA,
MOB’sI3aHUI B €ce i3 3ICTABHUM aHali30M KapTHHU
K. Cepa «Kynanbuku y Aw’epi» (Bathers at
Asnieres) Ta MATOTOBYMX PUCYHKIB 10 Hei. B ece
SKCITIITUTHO MPOTHCTABIEHO 00pa3M ilealbHO Kpa-
CHMBUX IOHaKiB Ha MiArotoBunx pucyHkax (“The
nine _drawings for are a miracle of obvious, unsur-
passed. immediate beauty, classical and perfect.
They are unforgettable and flawless.” [13, c. 200]) i
00pasu HerapHHUX XJIOMIIB Ha KapTuHI MaciaoM (“In
the final picture... Beauty, texture. intricacy have

(“Seurat evokes the idea of epiphany,_a transfigura-
tion of the ordinary ... [13, c. 196]/ “... then settles
for a mildly hedonistic vapidity.” [13, c. 196]).
OYHKITIOHATBHO I1i OiHApHI OMO3WII 3a4af0Th
crioci6 ocmucnenHs TBopuocti K. Cepa, 3ampormo-
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the drawings, both figures are naked, more boyish,
slighter, vulnerable — and edited for effect, idealized.
[...] The seated nude, [...], is more fragile — curved
shoulders, narrow neck, a long slim thigh. Knee, calf.
and complicated hands have been silently censored
to keep the simplicity and balance.” [13, c. 200]; a
BIAMOBIMHUN 00pa3 HErapHOTO XJIOIMIIS ONKCAaHO B
Takui criocio: “In the final picture, both these figures
are clothed. The swimming costumes make an enor-
mous difference. The seated figure is deliberately and
systematically deprived of beauty — his profile coars-
ened, the nose enlarged, the upper lip an ungainly

Horo MuTHg — aupurenta K. A66ano Ta 3ramka mpo
nomynsipanii Tenekanan — bi-bi-Ci, omocepenkoBano
BKa3yIOTh Ha aKkTyalbHICTH TBOpUOcTi XK. Cepa mis
Cy4YacCHUX JtoAeil.

OYHKIID YTOYHEHHS TBOPYOTO METOAY XYIOXK-
HUKa BHUKOHYIOTh TaKOX JUCKYPCHUBHO AKMIYAJli30-
eani neeHi mucmeymeosnaeui konyenuyii. K. Peiin
BHKOPHCTOBYE SIK IIPOTHCTABICHHS TBOPUOTO ITiIXOMY
7K. Cepa 3 meBHOIO MUCTENITBO3HABYOIO KOHIICTIITIETO,
30KpeMa, 3 koHuemnuieo boanepa (“He [Georges
Seurat] was a painter of modern life, but one who
ignored Baudelaire's stipulation to heroize the stove-

flap. The hands reappear. The knee turns down into

pipe hat and the pipe-clayed spats.” [13, c. 196]),

an amputated calf, a stump.” [13, c. 200]. HaBeneni
BHUIIIC KOHTEKCTH € juiie (parMeHTaAaMH — JeTallb-
HUH 1 pO3JIOTHIA OITUC B €CE KPACUBHX 1 HEKPACUBUX
00’€ekTiB, 300paxenux y podorax XK. Cepa, cTBOpro€e
JUTS YMTa4a MOXKIIMBICTh 3aIIMOUTHCS B aHAJIi3 TBOP-
YOCTI JAHOTO XYIOKHHKA 1 HaJa€ TEPEKOHIMBOCTI
BHCHOBKaM, 3alIPOTIOHOBAaHHM aBTOPOM ece.

B ece kapmuna Cepa «Kynanvujuku y An’epin
3icmasnacmuca 3 paoom pooim iHUWIUX XYOOIHCHU-
Kis, a came: dpeckamu [1.Opanuecka (“Two meters
by three meters. Bathers at Asniéres fills one wall —
a silent, still, difficult, ironic masterpiece. Its hazy
colours recall the fade pigments of a Piero della
Francesca fresco. as do its vivid yet flat figures.”
[13, c. 196]), TBopamu Mikenanmxkeno (“One thinks
of Michelangelo s idealized heads. Very little else can
begin to compare with Seurat’s frank pursuit of bal-
ance and beauty, poise and perfection.” [13, c. 200]).
Takox B ece 3ailiCHEHO TIOPiBHSHHS 00pa3iB, CTBO-

TaK 1 BiMiyae aHAJIOTIi, HAMPUKIIAJ, Mi>K TBOPUUMH
nornsimamu . Jlapkina 1 XK. Cepa (“Philip Larkin
thought that photography epitomized this tendency
to embrace the awkward and inconvenient: “But o,
photography! As no art is, / Faithful and disappoint-
ing! [...]/[...] / And will not censor blemishes / Like
washing lines, and Hall s-Distemper boards...” And
will not censor blemishes. My argument is that, to the
heartbreaking beauty of the preparatory drawings,
Seurat, in the finished picture, brought blemishes.
Deliberately. ” [13, c. 197]). B octaHHbOMY 3 HaBejIe-
HUX (parMeHTiB miakpecioeTbes, mo XK. Cepa 3po-
OuB CBiZOMUi1 BUOIp CBOTO TBOPYOTO METOAY 300pa-
JKYBATU HEJJOCKOHANOCTI PEaTbHOTO KHTTSL.
JIUCKYpCUBHO akmyanizoeani ¢ ece KOHuenmu
IPOHIA (“Seurat’s preferred note was tougher, ugly,
accurate, secular, ironic.” [13, c. 196]), IIPAB/JIA
(“Seurat was capable of classicism’s easy, familiar
“poetry”, but he preferred the more arduous task of
depicting the truth, the whole truth, and nothing but

perux XK. Cepa i Osigiem (“The figure from Ovid
has been metamorphosed into an ordinary urchin.”

the truth. ” [13, ¢. 203])) i MY2KHICTb ( “These deci-

[13, c¢. 200]). Lli sicTaBneHHsA HAIAKOTh YUTAYCBI
MOXIHBIiCTh TTomIsiHYTH Ha podotu XK. Cepa B KoH-
TEKCTI BUIATHUX TBOPIB 3aximHOI KyasTypu. OKpim
[BOTO TaKi Mapayeni OMOCePENKOBAHO € BHCOKOIO
OIIIHKOIO TBOPUYOCTI XY/IOKHHUKA, OCKUTLKU aBTOP €ce
BBaXkae 3a JolfiyibHe 3ictaBineHHs pooOiT XK. Cepa 3
BHUJIATHUMU JIOCATHCHHSIMH 3aX1JIHOTO MUCTEIITBA.
Iopisniorouu meopuicme K. Cepa 3 mucmeus-
Koto Oisanvhuicmio inuiux mumuie, K. Peiin Bu3Hauae
TBOPUYUIM METON XyMOXKHHKA, SIKUM CBioMO BHOpa-
Huii HuM: “‘When Claudio Abbado had been with the
Berlin Philharmonic for a vear, the BBC screened
a documentary in which the conductor rehearsed a
young violinist protégée. At one point, he interrupted
her playing to tell her she was making a particular
passage too beautiful. “It should be an ugly sound,”
he advised. Seurat’s great picture is a similar dis-
covery — that great art is _not necessarily synony-
mous with beauty.” [13, c. 201]. Buxopucrtanss B
HaBEICHOMY BHIIE (parMeHTI OIOBiII MPO cydac-
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sions show exemplary artistic courage.” [13, c. 200])
CIIYTYIOTB JUIS PO3KPUTTA CYTI Ti€] OI[IHKH, SIKY aBTOP
ece mae TBopuocTi JK. Cepa. YzaraapHEHO ITIO OIIHKY
MOXHa TPEICTaBUTH HACTYHNHHUM 4MHOM: <«JKopk
Cepa cBinomo BuOpaB 300pakaTu MpaBAy KUTTS Ha
BiMiHY BiJ 11 imeanizanii. Ileit BuOip € BUsBOM Muc-
TEIBKOT MY>KHOCTi. Xy/TOKHHK BUKOPHUCTOBYBAB ipo-
HIIO JIJIS peatizarii cBoro BHOOpY».

Y cBoiii CyKyHOCTI pO3MIIIHYTH BHIIE aHCAMOITh
MUCKYPCUBHUX MEXaHI3MIB akryami3amii OiHapHOT
ono3uuii KPACA/IIOTBOPHICTDH cnyrye Bomno-
qac 1 sl YTOUYHEHHS Ta MEePEeOCMHUCIICHHS L€l 01o-
3WIi1, 3aBASKA 4YOMY B DPO3IIISTHYTOMY €c€ BHTBO-
proeTbest  ckimammima  omo3uitisi  BE3JIOTAHHA
IJEAJII3OBAHA MUCTELBKM CTBOPEHA
KPACA/TIPABJJVBA PEITPE3EHTALIA HEJO-
CKOHAJIOCTEU JXWUTTSA Y MMCTELTBI. 1z
OTO3HILISI YACTKOBO 3HIMAETHCS 3aBISKH JHCKYp-
CHUBHO CTBOPEHOMY CMHCIY «IpOHiSl JJO3BOJISIE TIOEN-
HaTH HECTPUMHUH MOTAT 10 KPACH Ta CBIIOMHUIA BUOIp
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MIPABAMBOI PEMpPe3eHTAIlI] HETOCKOHAIOCTEH HKUTTS. KJIaJ, CJIEMEHTH HEHayKoBOi (HAIBHOI, IOBCSK-
CeHc «BUOIp HAa KOPHCTH TPABIUBOI PENpEe3CHTalli  JEHHOT) KAPTHHH CBITY Ta €JIEMEHTH CITeIiaJbHOI
HEJIOCKOHAJIOCTEH KUTTS € HeNPOCTUM Ta MOTpedye  MHUCTELTBO3HABYOi KAPTHUHU CBITY, a TAKOXK Hepe.-
MYXHOCTI» OIOCEPEIKOBAaHO aKTyaji3ye KOHLENT  ©0avaroTh 3A1MCHEHHS YUTaueM MEHTaIbHHUX Olepa-
KUTTEBUI BUBIP i ium caMuM po6uTE €ce akTy-  Iiif Ha pi3HUX PiBHSAX, a caMe Ha PiBHi CIIPHAHATTS
QIPHUM HE JIMILIE JUIS YUTadiB, KOTPI LIKABIATBCS 1 pO3yMiHHS MOAaHOi B ece iHdopMalii Ta Ha piBHI
tBOpuicTio JK. Cepa 4u, mupIIe, MECTEITBOM €IIOXA  pe(IeKCHBHOTO OCMHCIEHHs JaHoi iHdopmarrii.
MOZEpHI3MY, a0o0, I1e IupIIe MAIPCTBOM K BusioM  IlepcnekTHBM NMoJajbIIMX NOIIYKIB y JaHOMY
MHCTENTBa, a i A7 OyIb-KOro, XTO Ma€ 3[aTHICTb 10  HAYKOBOMY HANPAMKY. 3 METOI0 YTOUYHUTH POJb
peduiekcii y cBoeEMy KUTTI. O0imapuoi omno3uuii KPACA/IIOTBOPHICTDH y

BucnoBku 3 pociaigkenHs. TakuM YWHOM,  Cy4YacHOMY MUCTEITBO3HAaBYOMY AMCKYpCi i Ha il
MpOBEJCHE JOCHI/PKCHHS  JO03BOJISIE  3pOOMTH  OCHOBI OLJIBIN JCTadbHO 3MOJCITIOBATH MEHTAbHI
BHUCHOBOK, IO JUCKYpPCHUBHE KOHCTPYIOBaHHS  OIepallii, 3IIHCHIOBAaHI YHTa4aMHd MHUCTEITBO3-
6inapuoi ono3umii KPACA/IIOTBOPHICTD B ece  HaBumx ece, IEPCHEKTHBHUM y0adaeThCs PO3TIAL

K. Peiina npo XK. Cepa BigOyBaeThCs 3aBISKH B3a-  OCOOJIMBOCTEH JHUCKYPCHUBHOTO KOHCTPYIOBaHHS
€MOJii LiJIOTo psAy OUCKYPCHUBHHUX MEXaHi3MiB, BKa3aHOi OiHapHOI OMO3HIii B ece Mpo TBOPUICThH
SKi 3a]y4aloTh Pi3HI CTPYKTypH 3HAHHS, HalmpH-  iHIIMX aBTOPIB.
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