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Konment  THO3EMHUI/FOREIGN aKTyaJli30BaHO  3a  JIOIIOMOTI'OIO
npukmetHuka foreign y Hassi ece Ixyniana bapraca «Vallotton: The Foreign Nabi»
[1, c.258]. 3aiimaroun KIIIOYOBY IO3HMIIII0O B TEKCTI, BKAa3aHWWA KOHIICHT BiIirpae
BXKJIMBY POJIb B KOHCTPYIOBaHHI CMHUCITY €ce, TPUCBIYEHOTO BUCBITICHHIO TBOPYOCTI
Qenikca Bamnorrona — ¢panyspkoro rpagika 1 KUBONUCHSA IIBEUIIAPCHKOTO
noxopkenHs (1865 — 1925) [2]. 3aiexHO Bia TUIY CIIBBIIHOIICHHS MiXK TEKCTOM i
MUCTEUBKUM BI3yaJIbHUM O0’€KTOM KOHTEKCTH pernpe3eHTauii TBopyocti dDemikca
Bamnorrona MokHa po3aimMTH Ha ekdpactuyHi W metaekdpactuuHi. Ilepun
MOB’sI3aHI 3 <«JIITEPATYPHOIO PEIMPE3CHTAIIEI0 TBOPIB Bi3yaJdbHUX MHCTEHTBY [3,
c. 297], o610 ix omucom um/i THTEpHpETAIi€0; APYTi, 3TiTHO i3 3alPONOHOBAHUM
HaMu criasHO 3 Tpod. O. BopoOiioBoro migxomom, HE Oyaydu BIacHE OMHUCOM YH
TIYMA4Y€HHSIM MUCTEILKHX TBOPIB 1 CTOCYIOUHCH IIUPIIOTO KOJIa ICTOPUYHUX,
KYJbTYPHUX, €CTETUYHUX, €TUUHUX, TICUXOJIOTIYHUX, OCOOMCTICHUX TOIIO ACIEKTIB
JUUCHOCTI, € BaXKIWBUMH Jii PO3YMIHHS BIACHE EK(PPACTUUYHUX KOHTEKCTIB.
Hanpuknan, ekppacTuuHuM € Takuii (parMeHT aHaimizoBaHoro ece: «A man and a

woman sit in a late-nineteenth-century interior: yellow-and-pink striped wallpaper in
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the background, blocky furniture in shades of dark red in the foreground» [1, c. 260],
y SKOMY 3IIMCHIOETBCS OMKC 300paxkeHOro Ha KaptuHi «The Lie» («bpexus»).
Haromicte y MeTaekdpaCTUYHOMY KOHTEKCTi, IOJAaHOMY HHXK4Y€, HABEJCHO
XPOHOJIOTIYHY iH(OpPMAIliI0 PO Yac CTBOPCHHs BaIoOTTOHOM MHCTEIBKUX TBOPIB
okpemoro 1ukiy «This was the series of pictures from 1897 to 1899 known as
Intimités, of which The Lie was one» [1, c. 266]. 1Is indopmariist 103BoJIsI€ YUTAYEBI
€ce BIJIHECTH MHUCTEIbKI pOOOTH 10 TIEBHOTO 1CTOPUYHOTO MEPIOay, OJHAK 3’ sICOBaHI
JaHI HE €  BJacHe  penpe3eHTalier0  MHUCTelbkux  pobit.  Konment
IHO3EMHUI/FOREIGN akTyani3oBaHO B aHATi30BaHOMY ece 5K B eK(PACTHUHHX,
TaK 1 B MeTaeKk(pacTHyHUX KOHTeKcTax. Hanpuknan, y noganomy Hux4e (pparmMeHTi
kounent THOSEMHUI/FOREIGN, 06’€KTHBOBaHMIA 3a JOMOMOTIOK0 MPUKMETHHKA
foreign 1 crmoBoconmyuenns scarcely a French artist at all, ciuyrye s
MeTaeK(ppacTUUHOI XapaKTepUCTUKH BamnorroHa sk MUTIA, KOTpUM TOMNpU
(dbopMalIbHO 3a/IeKJIApOBaHy MPUHANEKHICTh JO TPYNH (PPAHIY3bKUX XYJTOKHUKIB
«Habi» He craB BinacHe (¢paniy3pkum mutneM: «/.../ for all his marriage and
nationality-taking /.../, and his official Parisian status as ‘the foreign Nabi’, he was
scarcely a French artist at all /.../» [1, c. 262]. B exdpacTuaHOMY OIUCI KApTUHU
«Dinner by  Lamplight»  («Beueps mnpu  cBiTai  JamMmu»)  KOHIEHT
THO3EMHUI/FOREIGN akTyani30oBaHO 3a IOMOMOIO0 KOHTPACTY MiX BKa3iBKaMH
Ha HAaILIOHAJBHICTh 300paKEHUX MEPCOHAXIB: OJHOTO 3 HUX 1JEHTU(DIKOBAHO SK
«be3ymoBHO miBeiapis» (doubtless Swiss), a inmy — six dpaniryxenky (Gabrielle: 3
MOMNEPETHBOI0 METACK(PACTUYHOTO KOHTEKCTY YHWTad JAOBIAYEThCS, 10 ['abpiesb
Masia (paHIly3bKe TOXO/DKEHHS 1 cTaja ApPYKUHOKW Bammorrona (muB., marriage y
uToBaHoMy Buie gparmenTi)): «Dinner by Lamplight (1899) shows the nape of a
(doubtless Swiss) head at the dinner table; to his right, in a pink dress, Gabrielle
gazes across at her elder son Jacques /.../» [1. c. 269].

Meroto po3Binku € 3’scyBarn crenudiky konunenty IHO3EMHUI/FOREIGN
IK 3ac00y KOHCTpPYIOBaHHSA eK(PpacTU4YHOI 1 MeTaeKppacTUUHOI pernpe3eHTaIlin
tBOpuocTi Demnikca Bamnorrona B ece JIxymana bapuca. [{ns anamizy ¢pakTuaHoro

Marepiainy Oymo BUKOPHUCTAHO METOIU JIEKCUKO-CEMaHTHUYHOTO,
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JIHTBOCTHIJIICTUYHOTO, JIIHTBOKOTHITHBHOTO, KOHIIENITYaJIhHOTO, KOHTEKCTYaJhbHO-
IHTEPIIPETALIMHOTO, IHTEPMEAIATBHOTO Ta KOTHITUBHO-TIOETOIOTTYHOTO aHai3Yy.

Y ceMaHTHYHOMY TIUIaHI KOHIIENT [HO3EMHUMN/FOREIGN sk  3aci6
exdpacTruHOi 1 MeTaekdpacTHuHOI perpe3eHTalliii TBopyocti Penikca BamiorTona
KOHTEKCTYaJbHO YTOUHIOEThCS, HAOyBalOuUW B €cCE€ 3HAYYIIMX CKIATHUKIB «HE
MOBHICTIO IHTEIPOBAHUN B I1HINY KYyJbTYpy/ MHCTEIBKUN HAmpsMOK» (HAIPHUKIIAI:
«This is a perceptive self-analysis, marking how distant he is, was, and continued to
be, from his fellow-Nabis; by 1920 he was noting that he and Bonnard still got on
very well ‘despite being now at the opposite extremes of painting» [1, c. 271]),
«YHIKQJIBHUIY, «camMoOyTHii» (Hanpuknan: «/.../ an awkward independent who fits
uneasily into any wider narrative of painting» [1, c. 262]).

Y  CTWIICTHYHOMY  IUIaHI  KOHTEKCTYaJIbHO  YTOYHCHUH  KOHIICIHT
THO3EMHUI/FOREIGN onpHsBHIOETECS B ece y CKIaji pi3sHHX 33 CTUIICTHIHUMH
XapakTepuCTUKaMu  (parMeHTiB: y KOHTEKCTI AaHAJITUYHOI I1HTepIpeTallii,
3aIlpONIOHOBAHOI aBTOpPOM ece (Hampukia: «Though a committed Nabi, who painted
modern life and everyday urban happenings, Vallotton was pulled instinctively
towards narrative and allegory, towards hard edges and the north — Germany and
Scandinavia /.../» [1, C. 262]), y KOHTEKCTi BHCJOBJIOBAaHHS CaMOTO0 MHUTIIS
(mampukiian, y jucti: «/...J] he wrote to his friend, the French painter Charles
Maurin: ‘My hatred of Italian painting has increased, also of our French painting
[...]» [1, c. 262]), a TakOX y KOHTEKCTI HApaTHBY — PO3IMOBIII MPO KHUTTS XYA0KHUKA
(mampukian: «/...] Douanier Rousseau, standing in front of it /Vallotton’s painting],
said fraternally to its author, ‘Well, now Vallotton, let’s walk together.” But
Vallotton was always walking along his own path /.../» [1, c. 275]).

Y  KOHIENTyaJIbHOMY IUIaHI  KOHTEKCTyaJIbHO  YTOYHEHHH  KOHIICHT
THO3EMHMI/FOREIGN MPOTUCTABIIAETHCS B ece KOHIIENITaM
ACUMUTLOBAHUI/ ASSIMILATED Ta HATHUBI3OBAHUI/NATIVISED, 3a
JOTIOMOTOI0 ~ SIKMX  XapaKTEPU3YEThCS OCOOMCTE JKUTTS MHTIS, HAIPUKIA:
«Temperamentally, he appeared in his early years to be French, or French enough
[...]» [1, c. 263].
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B  iHTepMmenmianbHOMY TMJaHI  KOHTEKCTyaJbHO YTOUHEHUH  KOHIIENT
THO3EMHUMI/FOREIGN ciyrye mist Bep6anbHOi pelpeseHTalii sk okpemMoi poGoTH
Bannorrona, Tak 1 CyKyImHOCTI MUCTEIIBKHUX TBOPIB MEBHUX XYA0KHUKIB 1 Ha013MY SIK
MUCTEILKOTO HanpsiMKy, Hanpukiaa: «In his daytime landscapes he brought his own
interpretation to the idealising tradition of Poussin and Rubens. /... The results
contain surviving elements of Nabism: the use of cut-out forms and strong colour
contrast» [1, c. 274].

VY KOTHITUBHO-TIOETOJIOTIYHOMY IIJIaHI KOHTEKCTYyaJIbHO YTOYHEHMM KOHIEIT
THO3EMHUI/FOREIGN onpHsBHIOETECS y AKOCTi CKJIAJHUKA SK AKTYali30BaHHX
(dpeliMiB (30KpeMa TakuX SIK «HAOYTTS TPOMAJSHCTBa», «CTAHOBJICHHSI BJIACHOTO
CTHJIIO MUTIUD»), TaK i KoHuentyansaux meradop (ITPOGECIMHE XXUTTS — IE
I[TOJAOPOX, BIIMIHHICTbG — IIE BIJICTAHB).

3nilicHeHe JOCHIIPKEHHS JI03BOJIsiE 3pOOUTHM  BHCHOBOK, WLIO0 KOHIIENT
IHO3BEMHUI/FOREIGN B ece Jlxymiana BapHca € omHuMm i3 3acoGiB TicHOI
CMUCJIOBOI 1HTErpanii eKQpacTUUHOI 1 METaeK(PACTUUHOI penpe3eHTallid TBOPUOCTI
®enikca Bannorrona i 3a0e3ne4eHHsT KOTEpeHTHOCTI ece. L{elt BUCHOBOK KOpetoe 31
cnocrexerHsM T. SIko6i nipo Te, 1m0 B TBopax Icaka JliHeceHa (mceBIOHIM, i IKUM
nucana Kapen biikcen) exkdpasuc € HEBIIIIILHUM BiJi KOMIUIEKCHOTO IIJIOTO, SIKE
perymoe exdpasuc i BUCTyIA€ 3aco00M ioro intepmpertarii [4, ¢. 623]. [Tomanbii
JOCIIKEHHS JO3BOJISITh IETAJIbHO OMKMCATH SIBUILE TICHOT B3aEMO/IIi eK(PpaCTUUHUX 1
MeTaeK(ppacTUUHUX KOHTEKCTIB B €CE€ PO TBOPU Bi3yaIbHUX MUCTEIITB.

/l:kepesia Ta jgiteparypa

1. Barnes J. Vallotton: The Foreign Nabi. Keeping an Eye Open. Essays on Art.
London : Jonathan Cape, 2020. pp. 258-277.

2. Blumberg N. Félix Vallotton. Encyclopaedia Britannica. (n.d.). URL:
https://www.britannica.com/biography/Felix-Vallotton (maTa 3BEpHEHHS:
11.03.2024).

3. Heffernan J. A. W. Ekphrasis and Representation. New Literary History.
Spring. 1991. Vol. 22. No. 2. pp. 297-316.

4. Jacobi T. Pictorial Models and Narrative Ekphrasis. Poetics Today. Winter.

46


https://www.britannica.com/biography/Felix-Vallotton

1995. Vol. 16. No. 4. pp. 599-649.

Jocnioocenns sukonano 3ae0sku epaumy «lIpoepama niompumxu 00CIiOHUKIS,
AKI onuHunuca 6 cumyayii pusuky» 6i0 bpumancekoi axademii ma Paou 3axucmy
HAyKosyis, siki onununucs nio saeposoro (Cnonyuene Koponiecmso Benuxoi bpumanii

ma ITieniunoi Ipranoii).
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Putopuka (oparopcbkeé MHUCTENTBO, KPAaCHOMOBCTBO) — II€ MHCTEUTBO
€()EeKTUBHOTO Ta MEPEKOHJIMBOIO BUCIOBJIECHHSA AYMOK, 11 y MyOII4YHOMY BHCTYII
a00 muchbMOBOMY TeKCTi. BoHa BuBYa€ CrocoOM BIUTMBY Ha ayJIUTOPIIO 3aBASKA
BUKOPUCTAHHIO MOBHHX 3aC00i1B, CTPYKTYypY BHCJIOBJIIOBaHHS Ta PI3HOMaHITHI
pUTOpHUHI mpuiioMu. PUTOpHKa SK Hayka BHBYA€ MPOIECH KOMYHIKAIll Ta BILUTUBY
MOBJICHHSI Ha ayJIUTOPI0, MOOW PO3yMITH Ta BAOCKOHAIIOBATH MOBHI Ta PUTOPUYHI
HaBUYKHU. PUTOPUKY sIK HaBUaJIbHY JUCIUIUIIHY BHBYAIOThH IS PO3BUTKY BMIHb Ta
HAaBUYOK y cepi epeKTUBHOI KOMYHIKAIIi.

Oparopcbke MHCTEITBO B3aeMOji€ 3 OaraThbMa HayKaMHd, 30KpeMa 3
MOBO3HaBYMMH (TPaMaTUKOIO, CTHIIICTUKOIO, KYJIbTYPOIO MOBH, TOETHUKOIO), a TAKOX
13 1HIMMH: im0codi€ro, JIOTIKOI0, ICUXOJIOTIE€I, €TUKOI0, CIIEHIYHOK MaHCTEPHICTIO

[1, c. 16-20], m1o ciayrye momroBXOM ISl PO3BUTKY YCiX HayK, a TaKOXX 30araTuTh
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