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PED®JIEKCUBHI CXEMU EK®PA3UCY SAK JIHI'BOKOTHITUBHA
OCHOBA PO3I'OPTAHHSA EKOPACTUYHOTI O ITPOCTOPY B CYHACHHUX
AHT'JIOMOBHHUX ECE ITPO OBPA3OTBOPYE MUCTEIITBO
(HA MATEPIAJII ECE 1) KOHA BEPT'EPA 1 POGEPTA X’1I03A PO
TBOPYICTD JIJEOHA KOCO®®A)

VY naHOMy JOCHII)KEHHI METOJOJIOTIYHMI amapar KOTHITUBHOI JIIHI'BICTUKH
3aCTOCOBAHO JJIA aHali3y ekdpasucy B ece mpo o0pa3oTBopue (BizyalbHE) MUCTEIITBO
Cy4aCHHMX aHTJIOMOBHHX aBTOpiB. bepyun 3a 0CHOBY Ki1acuuHe BU3HAYEHHS ekadpasucy
AK “JTepaTypHOi penpe3eHTallli Bi3yanbHoro mucreursa’ [5, ¢. 297], y pycial cydacHoi
TEHJICHIII1 A0 PO3MIMPEHHs eK(]Ppa3ucy 3a KiIbKOMa JIHISIMHA, Y TOMY YHCII 1 3a JIHIE0
xaHpiB [3, c. 225], MU EKCTpamnojreMO TNOHATTS eK(pa3sucy Ha ece — TBOpHU
HEXYJIO’)KHBOI JIITEPATypH, BPaxXOBYIOUHM 3ayBaXKEHHS NPO Te, MO eKdpasuc Cciif
pO3MJIsiaTH 1 CTOCOBHO TEKCTIB, SIKI HAJIEKATh JO MHUCTEITBO3HABUOI KPUTHKHU [5, C.
304]. ExdpacTuunHuil mpocTip MU TIyMauuMO fK CKJIaJHE BepOaJbHO OMpHUSBHEHE
KOTHITUBHE SBUILE, TOB’A3aHE 3 MOPOKEHHAM CMHUCIIB y pe3yibTaTl B3aeMOIl
BI3yaJIbHOTO Ta BepOaabHOro. Y po3poOill moHATTs “pediiekcuBHa cxeMa ekdpasucy”
MU CIIUPAEMOCS Ha MOHATTA ‘“‘camopediekcuBHa Jitepatypa” (self-reflexive literature) y
JITepaTypO3HaBCTBl [7] 1 MOHATTS “MeTakorHiuis’ (metacognition) y KOTHITUBHIM
NCUXOJIOTi [4], a TaK0XX Ha MOHSTTS CXEMHU B KOTHITUBHIN JiHrBicTHL [1].

PednekcuBHOIO cXeMor0 ekdpa3ucy B HaIliii poOOTI MU Ha3MBAEMO y3arajibHEHY
BJIACHE aBTOPCHKY KOHIIENTyai3allio ekdppasucy, ska nocrae Ha OCHOBI pedIeKCUBHUX
(METaKOTHITUBHUX) 3yCWJIb aBTOPIB €C€ BUTIIYMAaUUTH 3aCaJHU4l IPUHIUIIN, HA OCHOBI

SAKUX BOHHM CTBOPIOBAJIM CBOI €K(PpacTU4YHI TEKCTH MPO BUTBOPU 0OPA30TBOPUOIO



MUCTELTBA. Y HAIIOMY Marepiali, SKUM CKIIaJlaloTh 30IpHUKU €ce MPOo 00pa3oTBOpUE
(Bi3yaslbHE) MMHCTENTBO CYYaCHUX AaHTJIOMOBHUX aBTOPIB, pe(reKCHUBHI CXeMH
ex(pas3ucy penpe3eHToBaH1 y nepeaMoBax 10 30ipHUKIB, 30kpema, y “Preface’ Jl:xoHa
Beprepa [2, c. xi-xii] 1 “Introduction: The Decline of the City of Mahagonny” Pobepta
X’1o03a [6, c. 3-28].

PednexcuBny cxemy ekdpasucy [xona beprepa mokHa peKOHCTpyOBaTH Ha
OCHOB1 Ti€i YaCTMHM MOTrO TEPEJIMOBH, SKa A€ BIANOBIAb HA IMOCTaBICHE CAMHUM
beprepom nutanus “Yet what happens when I write — or try to write — about art?” |2,
c. xi], a came: “Having looked at a work of art, I leave the museum or gallery in which
it is on display, and tentatively enter the studio in which it was made. And there I wait
in the hope of learning something of the story of its making. Of the hopes, of the
choices, of the mistakes, of the discoveries implicit in that story. I talk to myself, 1
remember the world outside the studio, and I address the artist whom [ maybe know,
or who may have died centuries ago. Sometimes something he has done replies.
There’s never a conclusion. Occasionally there's a new space to puzzle both of us.
Occasionally there’s a vision which makes us both gasp — gasp as one does before a
revelation.” [2, c. Xi-xil]. Y NOUTQIBHOMY pPEYEHHI 3a JOINOMOIOK JIIHTBAJIBHOI
CTpYKTYypH [ write — or try to write — about art aKTyanai30BaHO KOTHITUBHY CIIOJIYKY
I[TMCATHU I1PO BI3YAJIBHE MUCTELTBO, sika penpe3eHTye ysBJIEHHS NPO SBUILE
exdpazucy. JlinrBaneHa cTtpykrypa Having looked at a work of art akryanizye
kor"iTuBHy crpyktypy AWUBUTUCA HA TBIP BI3YAJIbBHOI'O MUCTELTBA.
JlinrBanbHa cTpyKTrypa [I] tentatively enter the studio in which it was made
perpesentye KoruitTuBHy cmonyky IIITH Y MAWCTEPHIO XYIOXHUKA, a
JIHTBaNbHI CTPYKTYpH [ address the artist 1 Sometimes something he has done replies —
kor"iTuBHy cronyky MATU ATAJIOT 13 XYAOXHUKOM. KornituBaa cnionyka 3
METOIO HAIBHATUCA ITIPO ICTOPIIO CTBOPEHHSA TBOPY BI3YAJIBHOI'O
MUCTELTBA onpusiBHEHa 3a JI0MIOMOTI'O0 JIIHTBaIbHOT CTPYKTYpH [ wait in the hope
of learning something of the story of its making, xornituBHa cnonyka JJOCAT AOUN
HE BUSHAYEHOI'O BUCHOBKY — 3a nonomoroo JiHTBaibHOI CTPYKTYypu There’s
never a conclusion, xortitTuBHa cnonyka HOBE HE3PO3YMUIE — 3a ponomoroo

JIHTBAJIbHOI CTPYKTYpU a new space to puzzle both of us, xouuent OJJKPOBEHHS



aKTyaJli30BaHO IIISXOM Y)KMBaHHS JiekceMu revelation. KoraiTuBHa crHoiyka
I[TAM’SATAKOUU TTPO CBIT 006’exTrBOBaHa 3a AOMOMOTOIO JIIHTBAJIBHOI CTPYKTYpH [
remember the world outside the studio. Ilpu 1pomy beprepoM BUIIEHO YOTHPHU
KJIFOYOBI KOHLEINTH, 32 JONOMOI'OK SIKUX BIH PO3KPUBAE 3MICT KOTHITHBHOI CIIOIYKH
ICTOPIA CTBOPEHHA TBOPY BI3VAJIBHOI'O MUCTELTBA, a came: HAJIA
(hopes), BUBIP (choices), TIOMWUIIKA (mistakes), BIIAKPUTSA (discoveries),
BepOaTizoBaHi 3a JOMOMOTrOI0 BKa3aHUX y AYXKKax JIEKCEM, SIKi BXOJSATH 10 CKIamy
JHTBAJIbHOI CTPYKTYpH the hopes, of the choices, of the mistakes, of the discoveries
implicit in that story. Y uinmomy pediiekcuBHy cxemy ekdpasucy JIxona beprepa
MoxHa pekoHcTpyroBati TakuMm unHoM: [IMCATH I1TPO BI3YAJIBHE MUCTEIL[TBO
— IE HITU Y MAHWCTEPHIO XVJOXHHKA, IIOB MATH JIAJIOI I3
XYAOXHUKOM 3 METOIO JIBHATUCH ITPO ICTOPIFO CTBOPEHHSA TBOPY
BI3YAJIBHOI'O MUCTELITBA (ITPO HAIII, BUBOPH, IOMWJIKH, BIJKPUTTS
XYIOXHUKA), JOCATAKOUYN HE BUSHAUYEHOI'O BUCHOBKY, A HOBOI'O
HE3PO3YMUJIOI'O I OIKPOBEHHSI 1 [TPU LIbOMY ITAM’ATAIKOUU TTPO CBIT

3acTocoByroun MOAIOHY Tpoleaypy, pediexcuBHy cxemy ekdpasucy Pobeprta
X’103a MOKHAa PEKOHCTPYIOBATU Y BUIJIS[I TaKUX YOTHUPHOX B3a€EMOIOB’SI3aHUX
tBepkeHb: 1) BISYAJIBHE MUCTELUTBO 3MIHIOETBCA (nanpuxnan: “First
there had been the Abstract Expressionists ... Then there were slightly younger
painters whom Clement Greenberg and his school had nominated as the continuers of
art history...” [6, c. 3]), 2) JIA PO3YMIHHSA TBOPY BI3YAJIBHOI'O
MUCTELTBA BAXJINBO BAUUTU OPUTTHAIJI (manpuxnan: “Only contact with
the originals could have tested them ...” [6, c. 3]), 3) KYJIbTYPHUI
KOJIOHIAJII3M ~ 3ABAXAE€  CAMOCTIMHO  CIIPUMUMATU  TBOPU
BI3YAJIBHOT'O MUCTEITBA (wanpuxnan: “The essence of cultural colonialism is
that you demand of yourself that your work measure up to standards that cannot be
shared or debated where you live.” [6, c. 4]), 4) Y CYUACHIU KYJIbTYPI [TAHVE
IMITEPIAJII3M PUHKY (wanpuxnan: “The difference today is that instead of an
imperialism of place we have an imperialism of the market, operating internationally.”
[6, c. 5-0]).

SAx Gaunmo, JBa aBTOPH KOHCTPYIOIOThH PI3HI pedIeKCUBHI CXeMHu eKdpaszucy.



AKTyanizamisi IMX CXeM Y KOHKPETHUX €ce€ pe3yJIbTy€ y IMOsB1 TEKCTIB, SIKI O-PI3HOMY
BiJI0OpakaroTh TBOPYICTH OJIHOTO M TOro X XymoxHuka. [IpomemoHcTpyeMo 1ie Ha
npukiaal anamizy ece Jlxona beprepa i PobGepra X’io3a mpo TBOpuicTh JleoHa
Kocodda [2, c. 410-421; 6, c. 343-435].

Jlxon beprep posmnounHae cBo€ ece 3 TOro, 1mo (QOKycye yBary Ha icTopii
(mpouenypi) ctBopenHs kaptuH Jleonom Kocoddom, Hampuknaa, y HaCTyNmHOMY
KOHTEKCTI BepOanizoBaHo KorHiTUBHY crnoiayky [ICTOPISI CTBOPEHHSA TBOPY
BI3BYAJIBHOI'O MUCTEUTBA: “The way he paints his forms depends partly upon
colour and tone, but also upon his digging into this mass of paint and so making
indented lines, as in a relief. Textually his pictures look as if they were made of
coloured, solidified engine grease as put into a grease gun.” [2, c. 410].

PoGepr X’i03 oOupae iHIIY CTpaTeriro 1 Ha TMOYATKy €cCe CIHPAEThCA Ha
BepOamizarito korHituHux crpykryp JJISI PO3YMIHHSA TBOPY BI3YAJIBHOT'O
MUCTELTBA BAXIJIMBO BAUUTU OPUTTHAJI (manpuxnan: “The English
painter Leon Kosoff, now sixty-two, is hardly known in the United states, and his
show at the Robert Miller Gallery is his first in New York City.” [6, c. 343]) Ta ¥V
CYYACHII KVJIBTVYPI ITAHYE IMITEPIAJII3M PUHKY (nanpuxnan: “He is one
of the two tortoises (the other, Frank Auerbach, also English) who cross the finish line
just when so much of the short-winded art promoted in the eighties shows signs of
flagging.” [6, c. 343]).

VY tekcTti ece J[xxoHa beprepa Takox akTyasli30BaHO KOTHITUBHY croiyky [1PU
HbOMY TTAM’ATAIOYN I1PO CBIT (nanpuknan: “The general mood of Kosoff’s
work is profoundly pessimistic and might be compared to Beckett’s the same hatred of
any sensuous pleasure, the same modesty, the same belief in the equality of
hopelessness — which in a ruthless, self-seeking society looks like compassion, but in
factisn’t.” [2, c. 410]), a B ece Pobepra X’103a — KorHITUBHY CTpykTypy BI3YAJIBHE
MUCTELTBO 3MIHIOETbCA (nanpuxnan: “When Neo-Expressionism arrived in

»

the early eighties...” [6, c. 343], “... his sin (so to speak) was premature Neo-
Expressionism, back in the fifties and sixties.” [6, c. 344]).
Obunsa aBTopH 3raaytoTs npo yuutens Jleona Kocodda — xynoxnuka Jlesina

bomb6Gepra. Ilpu mpomy B ece [lxona beprepa akryanizoBaHO KOTHITUBHY CIOJYKY



JNOCATAIOYM HE BU3HAYEHOI'O BUCHOBKY (wanpuxnax: “His idiom is
Expressionist, but at the same time more analytical of spatial structure than, say,
Rouault or Soutine. Probably his studies with Bomberg taught him to be analytical in
this way.” [2, c. 410]), a B ece PobGepra X’103a — xkoruituBHy cTpykrypy BI3YAJIBHE
MUCTELTBO 3MIHIOETHCSA (nanpuxnan: “... he studied under David Bomberg —
once a prodigy of the Vorticist movement, but by 1947 a forgotten man, a failure ...
Bomberg gave him [...] a training in the relations between modernism and tradition
.. [6, c. 343-344)).

Takum unHOM, pediekcuBHI cxeMu eK(dpas3ucy, CKOHCTPYHOBaHI y mepeaMoBax
no0 30Ipok ece Mpo 00pa3oTBOpYE MHUCTEUTBO CYYAaCHUX aHIJIOMOBHUX aBTOPIB,
CTaHOBJISITH JIIHTBOKOTHITUBHY OCHOBY JJIS PO3TOpPTaHHS €K(PpPacTUYHOTO MPOCTOPY B
IIUX €Cce 1 BU3HAYaI0Th aBTOPCHKY CHenudiKy eK(ppacTHIHOTO IPOCTOPY Ta CMUCTIB, K1
y HbOMY BUTBOPIOIOTHCSI.
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