«lIliedennuil apxise» (pinonoziuni HayxKu)
wSouth Archive” (Philological Sciences)

YAK 82-4(=111):75]:811.111°42
DOI https://doi.org/10.32999/ksu2663-2691/2020-83-9

BEPBAJII3OBAHUM KOHIENT OLD AGE/CTAPICTH IK KOHCTUTYEHT EK®PA3UCY
B CYUHACHUX AHIVTIOMOBHUX ECE ITPO III3HIO TBOPYICTbB ITABJIO HIKACCO:
KOTHITUBHO-JIUCKYPCUBHUMN AHAJII3

JlynnoBa Terssna BosiogumupiBHa,

Kanouoam Qinono2iuHux Hayx,

Ooxkmopaum xKagedpu aneniticokoi Qinonozii, nepexkiady i
@inocogii mosu imeni npogpecopa O. M. Mopoxoscvroeo
Kuiscbko20 HayionanbHo20 MiHe8iICIMUUHO20 YHIBEPCUMEmy
lunyovat@gmail.com

orcid.org/0000-0002-7022-0821

V crarti npoanaizoBaHo ocobnuBocTi Bepbamizaiii koHuenty OLD AGE / CTAPICTD sik koHCTHTYeHTa eKkpas3ucy B eceicTHy-
HOMY JICKYpCi Ipo 00pa3oTBOpYE MUCTELTBO.

Meta. Metoro crarTi € 3°siCyBaTH KOTHITUBHO-IUCKYPCHBHI OCOONMBOCTI JIiHTBaNbHOrO BTUICHHS KoHumenty OLD AGE /
CTAPICTD sik KOHCTHTYeHTa eK(pa3ucy B CydyacHHX aHINIOMOBHHMX €C€ TPhOX Pi3HHX aBTOPIB Mo Mi3HI0 TBopuicTh [Tabmo ITikacco.
MeTononoriyHO TOCIIKEHHS CITUpaeThes Ha ineto «enicreMHoro 3oupanus» (O.I1. Bopobiiosa, E. KpxxaHoBcbka-KimroueBcbka) i CHH-
Te3y€ HAPALFOBAaHH B rayy3sX BUBYCHHS THIIB ek(ppas3ucy, THIIB eKYPaCTHIHHX TEKCTIB, KaHPY €ce PO MUCTELTBO, AUCKYPCY PO
MHUCTEITBO, IHTErPyIOUH 1X y METOAOJIOTIYHE MOJIE KOTHITHBHO-AUCKYPCHBHOTO IHCTPYMEHTAPIIO.

MeTtoau. Y po0OTi BUKOPUCTaHI TaKi METOAN: KOMIIOHEHTHOTO, KOHIIETITYaJIbHO-CEMaHTHYHOTO | KOHTEKCTYalIbHO-IHTepIpeTaliii-
HOTO aHAIIi3y.

Pe3yabTaTu. SIK KOHCTUTYEHT IECKPHIITHBHOIO, TIYMauHOIO, IPOCTOTO i 3BEACHOIO THIMIB eKdpa3ucy (BHIUICHUX CIIZOM 3a
O.B. fuenxo) xonnent OLD AGE / CTAPICTbD axrtyanizoBaHo B ece Ipo Ii3HIO TBOpUicTh [likacco B CYKyIHOCTI TakuX CKJaJ-
HHKIB: «IOXHWJICHUH, 3iTHYTHIY, «BY3JlyBaTUi, INUIIKYBaTHil (IIPO YaCTHHY Tijia)», «YTPATUB PEHPOIYKTUBHY CHILY», KIMIIOTCHILSD»,
«BHCOXJIE, 3MOPLIKYBAaTe TiIOY», «CIa0KUil», «3aHEeMNaj, 3racaHHs», «BTPaTa IHTEIEKTyalbHUX 3MI0HOCTEH», «XTHBICTBY, «Bigyai”,
«THIBY», «CaMOTHICTb», «BIIEBHEHICTHY», «BHUKINKae TbOoke 3BopymreHHs». Kornent OLD AGE / CTAPICTD yTtBopioe muckypcuBHi
kxoHGirypamii (y Tepminonorii A.M. [Ipuxoapka) 3 konnentamu YOUTH / MOJIOAICTD, PIGMENT / III'MEHT, FLESH / ITIJIOTb,
DISCOVERY / BIAIKPUTTSI.

BucnoBkn. KornitusHo-anckypcuBHa ocoonusicTs akryanizanii konenty OLD AGE / CTAPICTD sik koHcTHTYeHTa ekdpasucy
B CYyYaCHHX aHTJIIOMOBHHX €C€ IO ITi3HI0 TBOpUicTh [1abio [Tikacco momnsrae B aTpnOyroBaHHI XapaKTEPUCTHK CTAPOCTi, 00’ EKTHBOBAHUX
sik cknagauk koHuenty OLD AGE / CTAPICTD, a6o nroauHi sik Takiit, 800 caMe MUTLEBI, 1110 YMOXJIMBIIIOE PO3TOPTaHHSI BUTBOPIO-
BaHMX B €C€ CMHCIIB Y KUIbKOX IUIOIIMHAX: Y IUIONIMHI OCMHUCIICHHS BIKY JIIOMHHU SIK ITMTOMOI PHCH JIFOACHKOT eK3UCTEHIIT 1 ITonMHI
PO3IyMiB PO TOYKH JOTHKY CTAPOCTi if MUCTENTBA (CTapiCTh SK MPEIMET 300pakeHHS 1 SIK 0COOIHMBI 0OCTaBHHU TBOPUYOCTI).

KutrouoBi ci10Ba: ece, TBip 00pa3oTBOPHOro MUCTELTBA, eK(ppasic, KOHLENT, KOHLUENTYalbHUI CKIaHUK, TUCKYPCHBHA KOHDIry-
pallis KOHIICITiB.
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The article focuses on the analysis of the charactristics of the verbalization of the concept OLD AGE as a constituent of ekphrasis
in modern discourse about the fine arts.

The purpose of the paper is to reveal the cognitive and discursive peculiarities of the verbalization of the concept OLD AGE
as a constituent of ekphrasis in the essays about the late period of Pablo Picasso’s creative activity by three different authors. The
methodology of the research is rooted in the idea of the “the jigsaw paradigm pattern” (O.P. Vorobyova, E. Chrzanowska-Kluczewska)
and is a synthesis of the studies of the types of ekphrasis, types of ekphrastic texts, essays about art as a genre, as well as discourse about
art which are integrated within the cognitive-discursive approach.

Methods. The following methods have been used: componential, conceptual semantic and contextual interpretative analyses.

Results. The concept OLD AGE as a constituent of the descriptive, interpretative, simple and generalizing ekphrasis (following
the classification of ekphrasis by E.V. Yacenko) when actualized in the essays about the late period of Picasso’s creative activity,
includes the following conceptual components: “bent”, “knobby (part of the body”, “lost reproductive power”, “impotence”, “withered
flesh”, “weak™, “decline”, “loss of mental ability”, “lust”, “despair”, “anger”, “being alone, “confidence”, “is deeply moving”.
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The concept OLD AGE develops I the essays discursive configurations (in A.N. Prixodko’s terminology) with the concepts YOUTH,
PIGMENT, FLESH and DISCOVERY.

Conclusions. The characteristic cognitive and discursive feature of the concept OLD AGE as a constituent of ekphrasis in the essays
about Picasso’s late work is attributing the features of the old age, which are conceptualized as components of the concept OLD AGE,
either to a person in general or to an artist. It enables the development of the meanings created in the essays in different domains: in
the domain of the contemplation on the old age as a stage in the human existence as well as in the domain of reflexions on the old age
as a problem tackled in the fine arts and a predicament old painters find themselves in.

Key words: essay, work of the fine arts, ekphrasis, concept, conceptual component, discursive configuration of concepts.

1. Beryn

[uranns npo BepOaTi30BaHi KOHIEIITH, KOTPi € KOHCTHTYCHTaMH ex¢pasucy B CY4acHOMY aHIIOMOBHOMY eceicTuy-
HOMY ,ZII/ICKprI po 06pa30TBopqe MHCTELTBO, IIOCTA€E K AOCIITHHIbKA 3a/1a4a B pe3an,TaT1 B3a€EMOJIIT KUIBKOX pymnB
PO3BUTKY KOTHITUBHOT JIIHI'BICTUKH, Hacamrepes TeHICHIIIT 10 PO3IIUPEHHs chepr 00’ €KTIB JIIHIBICTUIHOTO BUBUCHHS',
3aBIISKH YOMY JI0 APHHH JIIHIBOKOTHITHBHHX TOCITIIKEHb 3ay4aeThCsl SBHIIE eK(pasucy?, sike TPUBAIHI 4ac pO3IIis-
JIasiocs B Taly3siX JIiTepaTypo3HaBCTBA  MUCTEITBO3HABCTBA, & TAKOXK TSKIHHS JI0 MOIIYKY HOBUX BIJIOBiAEH Ha Tpa-
JIMILIAHI MOBO3HABYI IUTAHHS, SK-OT: CIIIBBIJHOUICHHS MOBU i MHUCICHHS — B KOHTEKCTI HOBHX HAyKOBHX 3J00yTKiB’.
HoBusHa Temu po3Bimky TOB’s3aHa 3 BHOOPOM 00’ €KTa MOCIIIKEHHS, aJkKe HUHI KOHIIENTYyalbHO-CeMaHTHYHI W JHic-
KypCHBHI aCIIeKTH eK(pa3ucy B ece mpo 00pa30TBOpUE MUCTEITBO HE OTPUMAIIH JIETAIEHOTO BUCBITIICHHS. AKTyaJIbHICTh
HAyKOBHX PIIIICHb, 3a[IPOIIOHOBAHUX Y POOOTI, BU3HAYAETHCSI THM, 1110 BOHU € BHECKOM y PO3BUTOK CYy4aCHOI KOTHITHBHO-
JIMCKYPCHBHOI JITHTBICTUKY 1 CIIPUSIOTH 11 MOCTYITy IUISIXOM HOIIMONIEHHS 3HaHb [P0 KOHIIENTYaJIbHO-CEMaHTHYHI i TUC-
KypCHBHI 0COOJIIMBOCTI IEBHOTO Pi3HOBHY IUCKYPCY.

2. MeTtoa010rivHi 3acaiu KOTHITHBHO-AUCKYPCUBHOI'0 BUBYEHHs eK()pa3ucy B ece NPo 00pa30TBOPUYE MUCTELTBO

3 oAy Ha CKIAAHY TPHPONY eK(hpasucy, SKuil MOoemHye BisyalbHe ¥ BepOansHe!, Oymaydn i KOMIOHEHTOM TEK-
CTy, 1 [DKepesIoM HOPOKEHHS HOBHX CMHCIIB®, a TAaKOX NMParHy4 3’sCyBaTH KOHIENTYyaJlbHO-CEMAaHTHYHI U IUCKYp-
CHBHI 3aKOHOMIPHOCTI eK(pa3ucy, BBaxkaeMo 3a JOILUIbLHE PO3POOUTH METOMOJIOTIIO HOCHTIHKEHHS eKdpa3ucy B cydac-
HOMY aHIIOMOBHOMY €CE€ICTUYHOMY JMCKYPCi 32 MPUHIIUIIOM «eTlicTeMHOro 30upanHs» («the jigsaw paradigm pattern»)
(BopoOséra, 2013: 44; Chrzanowska-Kluczewska, Vorobyova, 2016: 20), ToOTO «BUIFHOrO KOMIIOHYBaHHS TilOTE3
Ta METOJWK, SIKi JOMOBHIOIOTE O/THA OJIHY 1 SIKi 3aII03WYCHI 3 PI3HUX MapajiirM UM PI3HUX HAMPSIMIiB OJHI€T Tapa urMHu K
OCHOBH TSI BUOYAOBYBaHHS AKiICHO HOBOTO ITOPSIIKY 31 3MiHIOBaHOI pisHOMaHITHOCTI» (BopoOnéra, 2013: 44).

VY Takmif cnocid MM CHHTE3yEMO HANpAIlOBAaHHS B IapWHAX BUBUEHHS TUMIB ekdpasucy (Sumenxo, 2011), tumir
expactuuHux TekcTiB (MouepHiok, 2014: 294), a Takox xaHpy ece rnpo Mucrenrso (3aropoauesa, 2010) i quckypcy
mpo mucrenTo (bensMecona, 2016; bynarora 1999; XKapkosa, 2011; Kozmosckas 2003; MuetoBa, 2012), iHTerpyrodn
iX y METO/OJIOTIYHE MOJIe KOTHITHBHO-IMCKYPCUBHOIO aHajii3y pizHMX MOBHHX sBuil (Mapruniok, 2012; Tlpuxonsko,
2013; Kak HaprcoBars MOPTPET NTHLHL. . ., 2017) i3 BpaxyBaHHIM 3100y TKiB JIIHTBOITIOETOIIOTIYHOTO ITiTXOY TO BHBYCHHS
ex¢pasucy (Vorobyova, 2014; [3otoBa, 2018: 285-290).

Hocmimpkenns: TUIIB ekdpa3nuciB gamo 3MOry YKJIAcTH iX po3ralykeHy Kiacu@ikaiito, ska BKIOYa€ pi3Hi Kputepil
(Suenko, 2011). Tak, y 3MicTOBOMY acnekTi ekdpazucu NOAUISIOTECS Ha JECKPUIITUBHUIA 1 TiryMaunui (ibid.), a BinnoBinHo
JI0 KUJIBKOCTI Ta MIMPOTH TPAHCIHOBAHOI Bi3yalnbHOI iHpOpMALlii — Ha IIPOCTI («KOIMHUC SKOTOCHh OAHOTO (SIK PaBUIIO, aTPHOY-
HOBaHOTO 32 aBTOPOM UM Ha3BOI0) Bi3yalbHOTO TBOPY a00 300pakeHHs) 1 3BeieH] («onuc 300paKyBalbHUX MOTHBIB KilTb-
KOX TBOPIB OJTHOTO aBTOpA, IIKOJIH, HAMPSMY, SIKi CTBOPIOIOTh Y Pe3yJbTari Iile, IeBHY 30ipHy Moaenby) (Auerko, 2011).
3BeseHNM eKdpasrcaM B iHIIIH TepMiHOIOTII BiNOBIAal0Th KOMOiHATOpPHI ek(ppasucu (Armas, 2005: 22).

BigmosigHo mo po3pobnenoi H. MouepHiok Thmosorii ekppactuayaux TekcTiB (MouepHok, 2014: 294), Bui-
JISIIOTHCS XyJOXKHIHM, KBa3iXylOXKHIH (eceicTUYHMI) Ta HEXYINOKHINH (MUCTeUTBO3HABUMIT) ekdpacTruHi TekcTu. [Ipn
LBOMY HiJl «HEXYJ0KHIM (MUCTEITBO3HABYMM)» €K(PPa3HUCOM JOCTIAHULS, IEBHO, PO3YMi€ BIIaCHE HAYKOBHH TEKCT,
OCKIJIbKH, XapaKTEepHU3YIOUH IIeH THUII TEKCTy, BOHA BKa3ye Ha Te, L0 BiH Hajae aHaJi3, 4iTKO (iKCye MEBHI peajbHi
BJIACTUBOCTI 00’€KTa Ha MPOTUBAry KBa3iXyJOXKHBOMY I XYIOXKHBOMY TEKCTaM, B SKHX «OIUC MHUCTELBKOrO TBOPY
MMOETHYETHCA 3 OMOBIIIIO MPO BIACHI MEpPEXUBAHHA, BITIYTTA W MOUYYTTA, iHCHipoBaHi HuM» (MouepHiok, 2014:
294-295).

JocunimpkeHHs ece PO MUCTEUTBO SIK 0COOJIIMBOIO KaHPy Aajo 3MOTY JAIWTH BUCHOBKY, IO BOXJIMBOIO CKJIAJIOBOIO
YaCTHUHOIO TakKuX ece € exdpasuc (3aropomnesa, 2010: 6), koTpuil Moke HaOyBaTu BUNIAAY «y3arajibHEHOI CIIOBECHOI

! AHaNi3yI041 eBOJIOLIIO TIHTBICTHYHUX ieil y mpyriit monoBuni XX cromitts, O.C. KyOpsikoBa Buainuia y CKiia i IPUHIHUIIOBHX YCTAHOBOK CY4acHOT
JHrBicTHKH ekcnaHcioHi3M (KyOpsikosa, 1995: 207), 3aBasiky sIKOMy JIHTBICTHKA Haramye «BCECBIT, KOTPUH pO3MHPIOEThCs (op. cit.: 209), 1 sxwmit
BUSIBIIIETBCS, 30KpEMa, B TOMY, L0 a[eKBaTHE ITi3HAHHS MOBH HOTpeOye BUXOIIB y pi3Hi o0nacTi rymaHiTapHoro 3uHauHs (op. cit.: 210). Poskpusato-
YM 3MiHH B JIIHTBICTHUI[l HA [OYATKy TPETHOTO TUCSIYOMITT, cepen MoaudikoBaHux napamurmanbHux puc ainrsictuku O.I1. Bopo6iioBa Buokpemuia
MIaHEeKCIIAaHCiOHI3M, OJTHUM i3 BUMIPIB SIKOTO € «IIONIHOIECHH MK IUCIUILTIHAPHOTO XapaKTepy TiHTBICTHYHUX HomrykiB» (BopoOnésa, 2013: 42-43).

2V Haif3arajpHIIINX prcax eKppasnuc OKPECIIIOITH K «BepOallbHy PENpe3eHTalli o BidyanbHOI penpesenTarii» (Mitchell, 1994).
3 [lparHeHHs 3HAUTH HOBI BiJNOBI Ha TpajuLiliHI KapAHHAIBHI MOBO3HABYI MHTAHHS 3yMOBIIFOETHCS EKCIUTAHATOPHICTIO SIK OJIHIEIO 3 IIPHHIMIIOBHX
YCTaHOBOK JIiHrBicTHKH Apyroi monoBuau XX cromitrst (Kyopsikosa, 1995: 207). TsokiHHS 10 eKCILUTAHATOPHOCTI O3HAYAE, LIO JIIHIBICTHKA MA€ MOSICHHU-

TH MOBY sIK 00 €KT CBOTO JOCIIII)KECHHS HE JIMIIIE SIK «caMy B co01 1 uts cebe, a Uis «IMOLIOTo pO3yMIHHS Ta MOSICHEHHS JIFOIMHH 1 TOTO CBITY, B SIKOMY
JrofHa KuBe» (op. cit.: 224-225). JIiHrBicTHII TOYaTKy TPETHOTO THCAUOIITTSA NPUTaMaHHA HeOeKCIIaHaTOpHICTh (BopoOkéra, 2013: 43).

4 Okpim HaBezeHol Bumie aediniuii exdpasucy B.J[x.T. Miruenna, B3aeMoaito BepOaIbHOTO i Bi3yaJbHOTrO B eK(pasuci BioOpaxaroTh i Taki BU3Ha-
YEHHS [[bOTO SIBUIIIA: «JIiTepaTypHa penpe3eHTais BizyansHoro muctenrsa» (Heffernan, 1991: 297), «BepbanbHa penpesenTanis rpadiqnoi penpeseH-
tauiiy (Heffernan, 1991: 299).

3 Tak, y po6oti O.B. SIieHKo T0BOAUTHCS, 110 eKPPasUC € He JIHIIIE «CTPYKTYPHO-CEMAHTHYHOIO OMHHUIIEI0 TEKCTY 1 OJHKM i3 CriocobiB oro opramiza-
uiiy, a i «<MozIeNeI0 MO€EIHAHHS KUBOIIUCY I JIiTepaTypu, siKa SBISETHCS IXKEPEIOM IOPOKEHH HOBUX cMUCIiBY (Suenko, 2011).
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«KapTHHW» TBOPYOCTI XYAOKHHKaA» a00 «IeTali30BaHUX OMHUCIB oKpemux monoren» (ibid.). Lle# BHCHOBOK KOpEIIOE
3 THIOJIOTi€l0 eKpdasucis, 3anpornonosanux O.B. Suenko.

CuHTe3 pe3ynbTaTiB BUIUICHHS €CEiCTUYHOTO eK(Ppa3ucy sSK 0COONMBOro Pi3HOBHIY €K(ppa3ucy 1 BU3HAHHS eK(ppasucy
BaKJIMBOIO CKJIA/IOBOIO YAaCTHHOIO €CE ITPO MUCTEITBO JIA€ 3MOT'Y OKPECIIUTH eK(ppa3nc B €CEICTUIHOMY TUCKYPCi PO MUCTE-
LTBO SIK TAaKe SIBUILE, SIKE 3aCIIyTOBY€E Ha OKPEMY JOCIITHULIBKY YBar'y, OfHaK HHHI TOTPeOy€ MOCIIIOBHUX PO3BIJOK.

Posmisaroun HanpanoBaHHS B LAPHHI BUBYSHHS TUCKYPCY IIPO MUCTELTBO B KOHTEKCTI KOTHITUBHO-IUCKYPCUBHOT
METOJIOJIOTI], 3a3HaYa€MO MPOAYKTHBHICTh BUKOPHUCTAHHS KOHIIEMTY® SIK iHCTPYMEHTY aHawi3y: HOCIiTHUKAMH iICHTH-
(ikoBaHi i1 onKcaHi KOHIIENTH K KOHCTUTYEeHTH AUCKypcy npo mucrenrso (benbmecosa, 2016: 64—66; bynarosa, 1999:
84-113; Kosznosckas, 2003: 67-71, 75-78).

[Mopyd i3 MOHATTSIM KOHLIENTY JI0 CKJIaly KOTHITHBHO-AUCKYPCUBHOTO iIHCTPYMEHTAPII0 BXOJAWTH 1 MOHATTS «IUCKYP-
cuBHa KoH}iryparis korentiB» (IIpuxompko, 2013: 199), 3a 10MTOMOT0F0 SIKOTO MOXKHA OTIHCATH «HATIOBHEHHS TUCKYPCY
xoHIenTamm» (ibid.). JluckypcuBHa KOH]Iryparist KOHIIETITIB PO3IISAAETHCS K IEBHA MHOKMHA KOHIIENTIB, CHTYaTHB-
HO BIOPSIIKOBAaHA 32 MPUHIIMIIOM JIOT1YHOT mouinbHOCTI (ibid.), 1 1ae 3MOry MOJENIOBaTH JIaIeKTHKY B3a€MOJIIT KOH-
uenty i auckypcey (op. cit.: 195-201). AkTyaabHUM BHIAETHCS 3aCTOCYBAHHS I[LOTO MOHSATTS JJIS JOCATHEHHS MOCTYITY
y BUBYEHHI eK()pazucy B eceiCTHYHOMY JUCKYPCi, OCKUIBKH 32 HOTO JIOITIOMOTOI0 MOYKHA 3MOZIEJTIOBAaTH B3a€EMOJIII0 KOH-
LICTITIB, a HE JIUIIE YKJIAAATH iX MepeiK.

BpaxyBanHs 3000yTKiB JIIHTBOIIOSTOJIOTIYHOTO MiIX0OMy 10 BUBYEHHS ekdpasucy (Vorobyova, 2014; [30ToBa, 2018:
285-290) yMOXKITUBITIOE aHATI3 eKPpa3nucy B ece Mpo 00pa30TBOpUE MHUCTEITBO B ACIIEKTi KOHCTPYIOBAHHS CMHUCIIIB.

CuHTe3 BUKIIaJICHUX BHIIEC HAYKOBUX HAINPAIIOBAHb 3 MPUHIMIIOM «EIICTEMHOTO 30MPaHHs» J1a€ 3MOTY PO3IVIsIaTH
exdpasuc y Cy4yacHHX aHINIOMOBHHX €ce PO 00pa30TBOpYE MUCTETBO SIK OCOOJIMBE KOTHITUBHO-UCKYPCHBHE yTBOPEH-
Hsl, KOHCTUTYHOBaHE PiI3HMMH KOHIIETITAMH, KOTPi IIepeatoTh iH(popMallito pi3HUX TUIIB PO TBip a00 TBOPH Bi3yaJIbHOTO
MHCTEINTBA 1 BCTYNAIOTh MiX COO0I0 Yy NIEBHI TUCKYypCHBHI KOHQIryparii, 3aBIsSKH YOMY B €ce BiI0yBa€THCSI KOHCTPYIO-
BaHHA cMmuciiB. [Ipy npoMy aHamiz (GakTHYHOrO Marepially — TEKCTIB Cy4acHUX aHIJIOMOBHHX ece Ipo 00pa3oTBOpUe
MHCTELTBO — Iepeabdadyae CHHTE3 TaKHX METOMIB: KOMIIOHEHTHOI'O, KOHIIEITYaJIbHO-CEMAaHTHYHOTO i KOHTEKCTyalbHO-
IHTepIIpeTaliiHOro aHai3y.

Ipenmerom nociimkenns B 1iit po3siani € kornent OLD AGE / CTAPICTD sk BaxiuBuil KOHCTUTYEHT eKdpasucy
B CYYaCHHUX aHIJIOMOBHHX €ce Mpo Mi3HI0 TBopuicTk [Tadmo [Tikacco Tprox pisHux aBTOpiB: Pobepra X’r03a (1987/1990),
Hesina I'okwni (2001) i [)xona Beprepa (2015).

Mertoro 1i€i po3BiAKH € 3’sCyBaTH KOTHITHBHO-THUCKYPCHBHI OCOONUBOCTI JIHTBaNBGHOTO BTiUIeHHS KoHIenty OLD
AGE / CTAPICTb sk xoHCTHTYeHTa eK(pa3sucy B CydyaCHHX aHIJIOMOBHHX e€ce Ipo Mi3Hill mepiox TBopyocti [1abio
[Mikacco. JlocsrHeHHs OCTaBIEHOT METH Niepedayae po3B’si3aHHs TaKUX JOCITITHUIBKUX 3aBAaHb: 1) BU3HAYUTH KOH-
HenrtyanbHo-ceManTryHe HanoBHeHHs koHIenTy OLD AGE / CTAPICTD sik KOHCTHTyeHTa Pi3HUX THUIMIB ekdpasucy:
JIECKPUIITUBHOTO, TIYMa4HOTO, IIPOCTOI'O 1 3BE€ACHOI0; 2) 3MOAIEIIOBATH JUCKYPCUBHY KOH(Iryparifo KOHIENTIB, B SKY
xonnenT OLD AGE / CTAPICTD BxoanuTb Ik KOHCTUTYEHT Pi3HUX THIIIB eK(pasucy.

3. KornituBHo-quckypcuBHi ocodauBocti konuenty OLD AGE / CTAPICTD y ckaani eceictuuHoro exppasucy

Konment OLD AGE / CTAPICTD sk kOHCTHUTYeHT ekdpasucy B ece mpo mi3Hiil mepion tBopuocti [Tadmo Ilikacco
BepOai3yeThCsl 3aB/ISKN CYKYIHOCTI TAKMX MOBHUX 3aC00iB!

1) cnoBocnonyueHus old age, Hanpuknan: “Looking at these late works, 1 yet again think of W. B. Yeats, writing
in his old age ... ” (Berger, 2015: 283); a Takox CIOJNy4YEeHHS IPUKMETHUKOBOI JIEKCeMH 0/d 3 IMEHHUKAMH Ha MO3Ha-
YeHHS 0ci0, a caMe: CIOBOCHONYYEHHS old man, 3aBIISKH SKOMY 3I1HCHIOETHCS peepeHIlis 10 CaMOoro XyI0)KHIKa Ha
MIeBHOMY eTami Horo xuTTs (Hanpukian, “He was becoming an old man ...” (Berger, 2015: 286); “He was an old,
ravening man in a world without resistance.” (Hughes, 1987/1990: 188)) un mo 300pa>keHHs Ha KapTHHI (HAIPHUKIAL,
“... in one way of looking at this picture, the woman seems to be supporting the old man under his arms.” (Hockney,
2001: 22)); cnoBocnonyueHHs old painters (Hanpuknazu: “... the despair of the old painters ... " (Berger, 2015: 288))
1 cioBocnonyueHHs old woman, sixe B IpoaHaIi30BaHOMY (akTHYHOMY Marepiani (QyHKIIOHY€e sSIK Ha3Ba KapTHHH,
Hanpuknan: “Let us imagine this Tintoretto beside a Giorgione painting, An Old Woman, painted about half a century
earlier.” (Berger, 2015: 286);

2) nexcemu dotage, HaipuKIan: “Picasso appeared to have spent his dotage...” (Hughes, 1987/1990: 188);

3) nekcemu senile, nanpuknan: “He was just senile.” (Hockney, 2001: 20);

4) cIOBOCHONYYEHbB 13 MPUKMETHUKOBOIO JIEKCEMOIO late, a came: late Picasso, HaIPUKIIA:
tion of the late Picasso at the Centre Pompidou...” (Hockney, 2001: 16); “... late Picasso has great visceral power...’
(Hughes, 1987/1990: 189) i late works, nanpuxnan: “For both Rembrandt and Titian the contrast between their late
works and their earlier work is very marked.” (Berger, 2015: 288);

5) cioBOCTIONTyYeHb, 10 CKIANy SKHX BXOIUTHh MIPUKMETHHUKOBA JieKceMa last, a came: last period (Hanpukmnan: “The
very last period of Picasso s life as a painter...” (Berger, 2015: 283)), last decade (nanpuxnan: “Actually, Picasso's last
decade contains little that can compare with his work in the thirty years after 1907...” (Hughes, 1987/1990: 187)), last
paintings (Hanpuknan: “The last paintings of Rembrandt...” (Berger, 2015: 288));

6) CHHTaKCHYHOI CTPYKTYPH, SIKa PEIIPE3CHTYE 1/1€10 PO JOBTe XUTTS, Hanpukiazn: “Titian, who lived almost as long
as Picasso...” (Berger, 2015: 288).

‘

‘...there was an exhibi-

’

° He Maroun 3MOTH B paMKax OJIHI€I CTATTi BUCBITIMTH 6araTOMaHITTS ITiIXO/iB 10 TIYMAdIEHHS KOHIIENTY SIK IEBHOTO MEHTAIBLHOTO SIBHINA 1 SIK IHCTPY-
MEHTY aHalli3y, 3a3HauylMO, 1110 B ILiif PO3BIJII MU CIMPAEMOCS Ha BU3HAUECHHS KOHLENITY SIK «MiHIMaJIbHOI CTPYKTYPHOI OXMHUILI 3HaHHs» (MapTHHIOK,
2012: 38).
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HasBHicTb Takoro criektpa Bepbaibaux 3aco0iB moznaueHHs OLD AGE / CTAPICTD, 3a qonomororo siKux BiH pery-
JISIPHO 00’ €KTUBYETHCS B PO3NIITHYTHX €C€, CBITUUTH IPO BaXKIIMBY POJIb YKA3aHOTO KOHIENTY Y BUTBOPEHHI CMUCIIIB ece,
CIIyTY€E JUIsl KOHTEKCTYaIbHOI aKTyaizalil pi3HUX CKJIaHUKIB 3a3HaY€HOT0 KOHIIEITY, a TAKO)K BUKOHYE B €C€ CTHJIICTHY-
HY QYHKIIO.

3.1. KonnenryansHo-cemantuyne HanoBHeHHs koHuenty OLD AGE / CTAPICTbD y ckaaxi exdpasuci
pi3HUX THHIB

VY npoaHai3oBHHX ece ieHTH(]IKOBaHO eK(pa3ucH TaKUX THIIIB: IPOCTHH AECKPUIITHBHUM eK(pasuc, MPOCTHH TITy-
MavHUI ex(pasuc, 3BeJCHUI JeCKPUIITUBHUI eK(ppasuc i 3BeIeHNI TIiyMayHuil eKk(paszuc.

Ilpocmuii deckpunmueruii i RPOCMUIL MAYMAYHUI eKhpazucu CTOCYIOThes onHiei okpemoi kaprunu [likacco (Hock-
ney, 2001: 21-22; Hughes, 1987/1990: 188) uu inmoro xynoxxuka (Berger, 2015: 286) i cTaHOBIIATH CEMaHTHYHO IUTICHI
koHTeKcTH. Tak, B ece [leBina [okHi mpocTrii JeCKPUITUBHUM 1 IPOCTHH TIAYMaYHUH eK(Pa3uCH CTAaHOBIATH HEPO3PUBHY
CMHUCJIOBY LUTICHICT: “For example, there is a painting of an old man, with a woman called Homme et Femme Nus, which
Picasso painted in 1971. I recognized this as relating to First Steps, a picture of a mother teaching her child to talk, which
Picasso painted almost thirty years previously. [...] The painting of the old man with the woman is very similar. He is bent

at his knees; his knees are just circles. They are knobby and he is bending down on his leg. His little balls are hangin
down_on the floor. The woman's hands _are not cupping the old man’s, as the mother’s do the child’s in First Step,; even
so, in one way of looking at this picture, the woman seems to_be supporting the old man under his arms. / I think this is

more in the pictures.” (Hockney, 2001: 21-22). Y HaBeZileHOMY ypHBKY A€CKPUIITUBHUH ekdpasuc (BiAMOBIIHI (pparMeHTr
HiJIKpeciieHl XBUIISICTOIO JIHIEIO) Tepeye TIIyMayHoMY (IIIKPECICHO MYHKTUPHOIO JIiHIEI0). 3aBIsSKU JeCKPUIITHBHOMY
exdpasucy akryanizoBano Taki ckiaagauku konnenty OLD AGE / CTAPICTb: “bent / moxunenuii, 3irnytuii”: He is bent
at his knees; he is bending down on his leg; “knobby (part of the body) / By3nmyBaruii, mumkysaTuii (Ipo 4acTHUHY Tija)’:
They [his knees] are knobby; “lost reproductive power / yrpatuB penpoxyKTuBHy cuiy’’: His little balls are hanging down
on the floor; “needs physical support / motpebye diznmanoi miaTpumMkn™: the woman seems to be supporting the old man
under his arms. Tnymadanuii ekdpasnuc CTOCy€eThCs MOYYTTIB, sIKi BUKIIMKAE KapTHHA, 1 ii ouiHku. Lli mouyTTs KoHIEenTYya-
Ji30BaHo sK “deeply moving / rmnboke 3BOpyLIEHHS, 1 BIJIIIOBIJHY KOTHITHBHY OJJMHUIIIO BEepOaIi30BaHO 32 JIONIOMOTOI0
cioBoctionyueHHs deeply moving. OCKUIBKY B KOHTEKCTI HIIETHCSI PO KapTHHY, 1110 300paxkae came craporo dosoBika (The
painting of the old man), cknanuuk “is deeply moving / BUKIMKae TIIMOOKE 3BOPYIICHHST” B KOHTEKCTI € CKIIaJHUKOM KOH-
menty OLD AGE / CTAPICTD. 3aramsHa BHCOKa IO3UTHBHA OIIHKAa KAPTUHH PENpPE3CHTOBAHA 32 JIOTIOMOTOIO JIEKCEMHU
marvellous. CuaTakcUdHa CTpYKTYpa You can see how Picasso developed the language he was using 00’ €KTHBY€ pariio-
HaJIbHO-aHAIITHYHY IHTEPIPETAIlil0 KAPTHHU SIK BAKOHAHHS 3aBJIaHHS PO3BUTKY XY/I0)KHBOT MOBH (BUPaXKaJIbHUX 3aC001B).

B ece Pobepra X’r03a npocTuii JECKPUNTUBHUH 1 MPOCTUI TIAyMauHHH eK(pa3uCH TaKOK YTBOPIOIOTH CEMaHTHYHO
LTICHUN KOHTEKCT, a came: “The picture that may be destined to become the most famous late Picasso (his supposed

1987 1990: 188). Y HaBeneHOMY (hparMeHTi IECKPUNITUBHUH eK(pa3uc MiAKPECICHO XBIISICTOIO JIiHIEI0, a TIIYMaYHUH —
MMyHKTHPHOIO. 3aBASKU JIECKPUIITUBHOMY eK(ppaznucy BepOaTbHO penpe3eHTOBAHO JOMIHYIOUi KOJBOPH KapTUHH (green
and mauve) 1 00’ extuBoBaHo ckinanHuk konnenty OLD AGE / CTAPICTb: “withered flesh / Bucoxue, 3mMopiukyBare
Ti10” (on the withered, tight ape flesh). Tnymaunuii ekppasuc nepeaae KpUTHUHY OIHKY KapTuHU: merely banal in its
theatricality.

36edenuit deckpunmuenuii ekppazuc pysakuionye B ece Podepra X’103a, a came: “When the Palace of the Popes in
Avignon was filled with Picasso § last paintings in the summer of 1973, they caused as much disappointment as surprise.
Picasso appeared to have spent his dotage at a costume party in a whorehouse. The walls were covered with seven-
teenth-century dwarfs and musketeers, puffing on pipes and goggling at pudenda.” (Hughes, 1987/1990: 186). V Hage-
JIeHOMY (hparMeHTi 3a JOIMOMOIOIO JIEKCEMH dofage aKTyai30BaHO CKIaaHWKU “weak / cnabkuit”, “decline / 3anenan,
sracanHs” i “loss of mental ability / Brpara intenekryanphux 3aionocrei” konuenty OLD AGE / CTAPICTD’. [ixkpec-
JIeHI XBIJICTOIO JITHI€I0 CEMAaHTUYHO 1 CHHTAKCHYHO TOB’s3aHi MK COOO0I0 JISKCHYHI OIMHUII PEIPE3CHTYIOTh 00’ €KTH,
300pakeHi Ha kapTuHax Ilikacco mi3HBOTO Tepiony. Y HACTymHOMY ()parMeHTi 3 TOTO XK ece MiTKPECICHUH XBIIICTOIO
TiHi€0 (ParMEeHT TaKOXK CIYTY€ U BepOabHOI penpe3eHTallii 00’ ekTiB, 300paxkeHnx Ha kKapTuHax Ilikacco mi3HbOTO
niepiony: “Except for a few intense and controlled still lifes, all the paintings in this show are of the human figure, usually
centered glaring outward with the dilated mania of the eye that first transfixed its audience in the preparatory paintings
for Les Demoiselles d’Avignon three generations before. No exhibition in memory has been so full of eves (or of anuses
and genitals, his other fetish objects)” (Hughes, 1987/1990: 188).

B ycix mpoaHami3oBaHHX €ce 3a 00CSITOM i CMHCIIOBOIO 3HAYMMICTIO JOMIHY€E 368€0eHuil myMauyHUil exgpasuc,

ITyHKTHPHOIO JIIHI€I0 ()parMeHTH 00 €KTHUBYIOTH IOJISIPHI OLIHKH Mi3HBOI TBOpYOCTI [likacco Sk eneMeHTH TIIyMayHOro
eKxdpasmucy.

7 Vka3aHi CKIAJHUKH y3yalbHO PENPE3CHTYIOThCS JIEKCeMOIO dofage, 110 BifOOPaXECHO B TIyMAayHHMX CIOBHHKAaX: CKIAJHUK “weak / crraOkuii”:

“If someone is in their dotage, they are very old and becoming weak” (Collins Dictionary); cknaguuk “decay / 3aHenan, sracanus”: “a state or period

of senile decay marked by decline of mental poise and alertness” (Merriam-Webster); cknaguuk “loss of mental ability / Brpara iHTeNneKTyansHUX
I

3nibHOCTE”: “0ld age, especially with some loss of mental ability” (Cambridge Dictionary), “a state or period of senile decay marked by decline of
mental poise and alertness” (Merriam-Webster).
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VY ¢parmenTax, y SKAX MPEACTABICHO 3BEACHUN TIyMauHH exdpas3uc, 00’€KTUBOBAHO TaKi CKJIQJHUKH KOHIICTITY
OLD AGE / CTAPICTb:

“impotence / imnoTeHmis”, Hanpuknaa: “‘He was becoming an old man, he was as proud as ever, he loved women as
much as he ever had and he faced the absurdity of his own relative impotence” (Berger, 2015: 286);

“lust / xtuBicTs”, HanpukiIan: “Looking at these late works, I yet again think of W. B. Yeats, writing in his old age: /
You think it horrible that lust and rage / Should dance attention upon my old age ... ” (Berger, 2015: 283);

“weak / cabkuit”, “decline / 3aHenan, sracanus’, HanpukiIan: “An old man'’s frenzy about the beauty of what he can
no longer do” (Berger, 2015: 288);

“loss of mental ability / Brpara inTenekryansHuX 30i0HOCTeN”, Hanpukia: “He was just senile. He didn t know what
he was doing” (Hockney, 2001: 20);

“despair / Bimuait”, nanpuknan: “This continuity qualified and reconcile — to some degree — the despair of the old
painters; the desolation they felt became a sad wisdom or an entreaty” (Berger, 2015: 288);

“anger / ruiB”, Hanpuknan: ‘“‘Those who dismiss them as the repetitive rantings of an old man understand nothing
about either love or the human plight” (Berger, 2015: 289)8;

“being alone / camoTHicTh”, HanpuKIad: “And so he was alone — like the old always are” (Berger, 2015: 288);

“confidence / BneBHeHicTh”, HanpuKnan: “This happens in all marvellous painters. They get older. They seem to get
unbelievable confidence — and they get looser” (Hockney, 2001: 20).

06’ extuBoBaHi B ece cknanuuku koHenty OLD AGE / CTAPICTD sk koHCTHTYeHTa ek pa3ucy KOPETIOTh i3 BUi-
neHuMH pociignukaMu cxiaaankamu kontenty OLD AGE / CTAPICTD sk ckiafiHUKa KapTHHH CBITY aHIJIOMOBHOTO
couiymy (JIucrparkuna, 2012; domuna, Konoranoga, 2015: 108—193; Kynpsiosa, 2018). 3aBasiku ToMy, 110 B aKTyai-
3anii konnenty OLD AGE / CTAPICTD sk koHcTUTYyeHTa exdpa3ucy 3a1isHi KOHIENTyalbHi CKIaJHUKH, BIJIOMI WieHaM
AHTJIOMOBHO] JIIHTBOCITUTPHOTH, BKa3aHHUI KOHIIENT HE MOTPeOye TOAaTKOBOI KOHTEKCTYaIbHOI EKCILTIKAIl 1 TOMY e(ek-
THBHO CIIYTY€ 3aCO00M 5K JIECKPHIITHBHOTO, TaK i TIIyMa4HOTo eK(pasucy.

Vkazani Bume cknagauku koHnenty OLD AGE / CTAPICTD arpubyrorotees B ece abo Oyap-sKiil momuHi B3ara-
J1i, 00 XYJO’)KHHKOBI. Y MEpIIOMY BHIIA/IKy BOHH HE OTPUMYIOTh JOAATKOBUX CMHUCIIB — II€ XapaKTepHO YISl MPOCTOTO
JECKPUIITUBHOTO eK(ppasucy, MpOoaHaIi30BaHOTO BHIIE, 33 JOIOMOIOI0 SIKOTO OMHMCAaHO CTapy JIIONUHY, 300pa)KeHy Ha
KapTuHi. Y ApyroMy BHNAJKY, kou Bka3aHi ckiagauku koHienty OLD AGE / CTAPICTD arpu0yroroThcst XyI0KHUKOBI,
B ece 00’ €eKTUBYIOTHCSI JOIATKOBI CMHCIIH, SIKi yTOYHIOIOTH 3HAYCHHS IEBHOTO CKIJIAJHUKA, HAITPUKIAM, CKIQIHUK “being
alone / caMOTHICTE” po3KpHBaeTheA K “impossibility to join cultural tradition / HEMOXIUBICTh HaJNEXKATH KYIBTypHii
Tpamuwii”: “And so he was alone — like the old always are. But he was unmitigatedly alone because he was cut off from
the contemporary world as a historical person, and from a continuing pictorial tradition as a painter. Nothing spoke
back to him, nothing constrained him ... (Berger, 2015: 288), a ckiagnuk “confidence / BieBHeHicTh” — sik “developing
a looser style / HaOyTTs OLIBII BUTBHOTO, HEBUMYIIICHOTO CTHJIIO”, Hanipuknan: “They are quite different: things get looser
and looser. This happens in all marvellous painters. They get older. They seem to get unbelievable confidence — and they
get looser. Think of Titian, Rembrandt, and Goya: it happened with all of them. And it happened with Picasso” (Hockney,
2001: 20).

3.2. Konnent OLD AGE / CTAPICTD y ckjaai iMcKypcuBHUX KoHbirypauii

VY npoanainizoBanux ece koHuent OLD AGE / CTAPICTD yTBoproe qucKypcrBHI KOH(Iryparii 3 TaKUMH KOHIECTITAMH:

xonnenT OLD AGE / CTAPICTD nepebyBae y BinHomeHHsIX npoTtrctaBineHHs 3 konentom YOUTH / MOJIOJICTD,
Hanpuknan: “[quoting W.B. Yeats] You think it horrible that lust and rage / Should dance attention upon my old age; /
They were not such a plague when I was young; / What else have I to spur me into song?” (Berger, 2015: 283). V HaBe-
neaomy (parmenti kornent OLD AGE / CTAPICTb BepbanizoBanuii cinoBocnionydeHHIM old age, a kortient YOUTH /
MOJIOOICTbD — nekcemoro young. Y mpotuctaBHi BigHomeHHs 3 kouientoM YOUTH / MOJIOAICTD konrent OLD
AGE / CTAPICTD Bcrynae y ckiaai i I€CKpUNTHBHOTO, 1 TiIymMauHoro exgpasuci. Ockinbku nporucrasieHas OLD
AGE / CTAPICTb :: YOUTH / MOJIOJICTD Hanexutb A0 yCTaJeHUX B aHIIOMOBHIM JIIHFBOKYJIBTYpHIH CHIJIBHOTI
(®Pommuna, Konosanosa, 2015: 194-199), #ioro akryamnizaiis Takox He IOTpeOye JT0JaTKOBOTO KOHTEKCTYaJILHOTO TT0sIC-
HEHHsI; BOIHOYAC aKTyaJli30BaHE KOHIIENTYaJIbHE NPOTHCTABICHHS B €ce aTpUOYIOEThCS MHUTILEBI i IHTEPIPETYEThCS HE
JUIIe SIK 0cOOMCTa BiKOBa, a i TBopua npobdnema (What else have I to spur me into song). ATpuOyroBaHHS KOHIETITyaJIb-
Hoi ono3uii OLD AGE / CTAPICTD :: YOUTH / MOJIOAICTD B npoaHanmizoBaHHX ece XyAOKHHKOBI 3/1iHCHIOETH-
cs 3aBasiku KoHIentyaibHid ono3umii LAST WORK / OCTAHHSA POBOTA :: EARLY WORKS / PAHHI POBOTH,
Hanpuknan: “When you think of the first works in 1895, of what painting was in Europe then, and of the last one, 1973, it
is incredible” (Hockney, 2001: 19), ne konnent EARLY WORKS / PAHHI POBOTU Bep6anizoBaHO cI0BOCHONYYCHHSIM
the first works in 1895, a kornient LAST WORK / OCTAHHS POBOTA — crioBocrionydeHHsM the last one, 1973,

Y CKJafi i JeCKpUIITUBHOTO, 1 TTyMagHoro ekdpasuciB kornent OLD AGE / CTAPICTD BcTynae y cMUCIIOBI BiTHO-
mienns 3 kormentamu PIGMENT / IIIT'MEHT i FLESH / IIJIOTbh, Bep6anizoBaHuMH BiAIOBITHO 3a TOMIOMOTO0 JIEKCEM
pigment i flesh, 3aBISKH YOMY B €Ce PO3KPHUBAETHCS MTUTAHHS TIEpeiadi CTapoCTi 00pa30TBOPYMMHU 3aCO0aMHU K OCOOITH-
BOT Xy[IOXKHBOT 3a11aui, Hanpuknan: “Perhaps no words could ever register like this painting does the sadness of the flesh
of an old woman, whose right hand makes a gesture which is so similar and yet so different from that of the woman
painted by Tintoretto. Why? Because the pigment has become that flesh? This is almost true but not quite. Rather, because

8 Crutaguuk “anger / THIB” y3yalbHO PEPE3CHTYETHCS ICKCEMOIO Fanting, Mo BigoOpaKeHo B TIyMadHUX CIOBHHUKAX: “the action of speaking, writing,
or shouting in a loud, uncontrolled, or angry way, often saying confused or silly things” (Cambridge Dictionary), “If you say that someone rants, you
mean that they talk loudly or angrily, and exaggerate or say foolish things” (Collins Dictionary).
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the pigment has become the communication of that flesh, its lament” (Berger, 2015: 286) — y HaBejeHOMY (parMeHTi
koHuenT OLD AGE / CTAPICTbD 06’eKTHBOBaHO CIOBOCIOIYUEHHSIM 0ld woman, Ipy 1IbOMY aKTyalli30BaHO CKJIQJHUK
uporo konnenty “withered flesh / Bucoxue, smopriukysare tino” (the sadness of the flesh). Konnentu PIGMENT / ITIT -
MEHT i FLESH / IIJIOTb akryaiizoBaHi, BiAIIOBiTHO, JJeKkceMaMu pigment i flesh. 3aBasKy B3aeMOiT TPhOX O3HAYEHUX
KOHLICTITIB Y PO3IISIYBAaHOMY (DparMeHTi BUTBOPIOETHCS CMHCII «IIITMEHT Ha KapTHHI Mepeaae JIEMeHT CTapoi JIOIUHY,
sIKa 3 CyMOM YCBiJJOMITIOE, IO ii TiJTO BUCOXJIO BiJf CTApPOCTi»;

y ckiani mrymagnoro ekdpasucy koruent OLD AGE / CTAPICTD Bcrymae y ¢CMHCIIOBI BiIHOMICHHS 3 KOHIIETITOM
DISCOVERY / BIAKPUTTS, nanpuknan: “In his old age, Picasso went on making discoveries. He just couldn t stop.
About 1963 he made a whole lot of new discoveries” (Hockney, 2001: 23). V naBenenomy ¢parmenti korment OLD
AGE / CTAPICTb Bep6aitizoBaHo cioBocnonyueHHsM old age, a konuent DISCOVERY / BIJIKPUTTS — nekcemoro
discoveries. Ilpu ipomy B ece pizaux aBropiB koHIlenT DISCOVERY / BIIKPUTTS nabyBae pizHoro yrouHenss. Tak,
B ece Pobepra X’103a 00’extuByeThest KoHuent VISCERAL POWER / HYTPAHA CUJIA anst yToYHEHHsS KOHILIETITY
DISCOVERY / BIIKPUTTS, nanpuknan: “But when, as in The Artist and His Model, 1964, the grinding contradictions
of his formal system lock at last, when the haste and incompletion of the surface are overcome by the tensions of their mas-
sive underpinning, late Picasso has great visceral power — if not, necessarily, the magical efficacy he sought” (Hughes,
1987/ 1990: 188-189). Y naBenenomy ¢pparmenTi kornent OLD AGE / CTAPICTD 06’ €KTHBOBaHO CIIOBOCHOIYYICHHSIM
late Picasso, xonuent DISCOVERY / BIIKPUTTSI — cunTakcu4HOIO CTPYKTYpOIO the magical efficacy he sought; koH-
uent VISCERAL POWER / HYTPAHA CUJIA akryaiizoBaHO 3a JOIIOMOTOIO CIIOBOCIIONYYCHHS great visceral power.
B ece Jlepina T'okni xorment DISCOVERY / BIAKPUTTS yrountoeTbes 3aBasku aktyaiizamii kornenty CUBISM /
KYBI3M, nanpuknan: “I think he found another kind of cubism — different from the cubism of sixty years previously, but
cubism nonetheless” (Hockney, 2001: 20). A B ece JI)ona beprepa yrounenns konnenty DISCOVERY / BIIKPUTTA
3nificHIOEThCS 3a gonomororo koHmenty SWEARING / KIIAATBBA, nanpuknan: “Nobody had ever sworn in paint before
Picasso painted these canvases” (Berger, 2015: 288). Y naBenenomy ¢parmenti konnent DISCOVERY / BIAKPUTTA
aKTyaJIi30BaHO 3a JOIIOMOTOI0 CHHTaKcU4HOI cTpykTypu Nobody had ever before Picasso, a xonuent SWEARING /
KJIAITBBA — niecniBHOIO JIEKCEMOIO SWOFH.

[nsixom opMyBaHHS CMHCIOBUX BigHOMmIEHS i3 KoHIentamMmu PIGMENT / IIITMEHT i FLESH / TIJIOTbD Ta DIS-
COVERY / BIAKPUTTA y npoanasizoBaHux ece Bi0yBacThCsl KOHCTPYIOBaHHS HOBUX CMHUCIIIB, 3aB/ISIKU SIKUM CTapiCTh
PO3IISIIAETHCS HE JIMIIE SIK IIEeBHUN CKIAIHHUN €Tall y JKUTTI JIIOOWHH, a ¥ K 0cOONMBa XyIOXKHS 3a7ada (K IepenarH
CTapicTh Ha KapTHHI) Ta 0COOJIMBI CKJIQJHI YMOBH TBOPUYOCTI (OCKIUIBKH KOJIM MHUTELb CTapi€, mepes HUM MOCTaoTh HOBI
BUKJIUKH).

4. BucHoBkHu

[TpoBeneHe MOCHIHKEHHS ]a€ 3MOTY 3pOOUTH BUCHOBOK, 1110 KOTHITUBHO-MCKYPCHBHOIO OCOOJIMBICTIO aKTyaltizarii
rxonuenty OLD AGE / CTAPICTD sk xoHCTUTyeHTa ek(pa3ucy B CydaCHHX aHIJIOMOBHHUX €ce MpO IT3HIO TBOPYiCThH
[Ta6no Ilikacco € monBiitHe arpuOyrOBaHHS XapaKTEPUCTUK CTApOCTi, 00 €KTUBOBAHMX K CKJIAJHUKK KoHuenty OLD
AGE / CTAPICTHD, 3a sixoro 11i XapaKTepUCTHKH MPHUITACYIOTHCS a0 JIOANHI SK Takiil, a0 came MUTIEBI. 3aBASKH 1IbO-
My BUTBOPIOBaHI B IIPOAHAIII30BaHUX €CE CMHCIH PO3TOPTAIOTHCS B KUIBKOX IUIOIIMHAX: Y IUIOMIMHI OCMHUCIICHHS BIKY
JIFOJMHY SIK TIUTOMOT PUCH JIIOACHKOT €K3UCTEHIIT 1 TUIOLIMHI PO3AYMIB PO TOYKH JOTHUKY CTAapOCTi i MHCTEUTBa (cTa-
PICTB SK TIpeaMeT 300paskeHHS, K 0COOMBI 0OCTaBUHY TBOPUOCTi). Y Takuil crocid ekdpasuc B ece mpo o0pa3oTBopUe
MHCTELTBO CTAE 3aC000M PO3IIISIAY HE JIMIIE CYTO MUCTELBKOTO IMUTAaHHS, a i 3aralbHO3HAYYIIUX JIFOICHKHUX MTPOOIIEM.

[lepcriekTHBY MOANBIINX PO3BIIOK Y IIEOMY HaNpsiMi BOAYAarOTHCS Y MPOAOBKEHHI BUBYCHHS KOHIIENTIB, SIKi KOHCTH-
TYIOIOTh €K(pasuc B ece Mpo 00pa3oTBOpUE MUCTETBO, 10 YMOXJIMBUTH PO30YIOBY IIUTICHOT MOZIENI KOHIIETITYalIbHOTO
BUMIpy e€ceicTHIHOI penpe3enTallii 00pa30TBOPUOTr0 MUCTEITBA.
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