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Konnent KAPTHUHA B nukJi onoBizanb A.baiierTt “The Matisse Stories”: no
NUTAHHA PO EHIUKJIONEeINYHICTH KOHIENTIB

JlocniKyroul KOTHITUBHI CTPYKTYpH, SIKI MOTHBYIOTh 3HAYEHHS MOBHHUX
OJIMHHULIb, KOTHITMBHA JIIHIBICTUKA IIOCIYTOBYETHCA MOHATTAM “KOHLENT SIK
OCHOBHMM IHCTPYMEHTOM Takoro anamsy. KoHuent € “iHpopMauiiiHOO
CTPYKTYpPOIO, KOTpa BiioOpakae 3HaHHA Ta JocBig moauHu” [1, c. 90], 1 gk Takuit
MICTUTh “KOMIUIEKCHY, €HIUKJIONEeAUYHY 1H(OpMaILil0 Npo MNpeAMET YH SIBHILE,
AK€ BIJOOpaXaeTbcs, MPO IHTEpHpeTanilo JaHoi 1Hdopmallii CyCHUIbHOIO
CBIJIOMICTIO Ta TPO CTaBJEHHS CYCIUIBHOI CBIJIOMOCTI 10 JAaHOTO SIBHINA YU
npeamera” [4, c. 175]. XapakTepucThka KOHIENTY SK eHYUKIONEeOUUHO20
3aCJIyrOBYyE€ Ha OCOOJIMBY yBary, OCKUIbKH, OyAydd BKIIOYEHOIO 10 aediniii,
SBIISIETBCSI HE TMIPOCTO €IMITETOM, a CYTTEBOIO XapaKTEPUCTUKOIO.

AHaI3yl0ud BXXHMBAaHHSA MNOHATTSA “eHIUKJIONeIUIHHH”, yOadaeThcs
MOXJIMBAM BUIUIATA JBa WIAXoau g0 #oro po3yminHg. Ilepmmii migxin
NOB’SI3aHUI 3 YSBJIEHHSMH IPO EHUUKIONEIII0 K MpPO “HAYKOBE YU HAYKOBO-
MONYJISIPHE JOBIJKOBE BHJAHHS, $KE MICTUTh 3BEJCHHS 3HaHb 31 BCIX
(yniBepcanbHa E.) um oxpemux (ramyszeBa E.) ramyseit 3Hann” [6, c. 425].
BianoBiIHO XapakTEPUCTHKA eHYUKIONeOUdHUL ACOLIIOEThCS 3 YSABIEHHSAMHU MPO:
“l) BmacTUBMI €HUMKIONElT; 2) YCEOCSKHUM, pI3HOOIUHUN, KU OXOIUIIOE BCl
ray3i 3HaHHS® [6, c. 425]. Sk Oauummo, y Mexax UIbOT0 MIAXOAY
CHIUKJIONEIUYHICTh TPAKTYEThCS SK YCEOCSKHE 3HAaHHS (1HIIMMHU CJIOBaMH,
rMOOKe 3HAHHS MPO BCE IMI3HAHE) 1 CTIHKO acCOIIOEThCS 3 HAyKOBICTHO. Takui
M1JIX17] MOYKHA HA3BaTH 3araJibHOHAYKOBHUM.

JApyruii miaxig MoXxHa 03HAYKTH K By3bKOHAYKOBMH. Tak, y ceMiOTHIIl Ta
JIHTBICTHII ICHY€ JaBHS TPaIuIlis MPEICTABIATH 3HAYCHHS MOBHUX OJIMHHMIIb, SIKi
HA3MBAIOTh MEBHUI MpPEIMET, Ta 3HAHHA MPO el MpeaMeT y BUTIIAI OMO3MIII.
3okpema, Y.Eko pdeTalbHO OMUCaB TPAIUIIO MPOTUCTABIATH CIOBHHK Ta
enuukioneniro [10, c. 46-86]; O.O.IlotebHst HarojouryBaB Ha HEOOXITHOCTI
po3pi3HATH “‘Onmrpkue” Ta “‘Aanplue” 3HAYEHHsA cloBa: “Oimkye” 3HaYeHHS
0.0.IloTe0Hsa Ha3uBaB ““‘HApPOJHUM ™, CHUJIBHHUM JUIsl yCIX MOBIIB, a ‘“‘manpiie” —
O0COOMCTHUM, TaKUM, 1110 BIIPI3HIETHCS 3a SKICTIO TA KUIBKICTIO €JIEMEHTIB y PI3HUX
MOBUIB [5, c. 19]. Takum 4urHOM, Oynb-sK€ 3HAHHS PO CBIT PO3IIISIAETHCA SIK
CHIMKJIONEIMYHE Ha BIAMIHY BiJl 3HAHHS 3HAYEHb CJIB SK OJWHHUIL MOBHOI
cucteMu (TOOTO 3HAHHS y3yaJlbHUX 3HA4YEHb CIIIB). Y paMKax LbOro MIIXO01y
CHIIMKJIONICIMYHICTh MEHIIIOI0 MIPOI0 aCOIIOEThCSA 3 HAYKOBICTIO, XO4da CTIMKO
MOB’SI3YETHCS 3 NIMOUHOIO Ta ITUPOTOIO 3HAHHS.

Y KOTHITMBHIM JIHTBICTHIIl HasBHE CBOEPIAHE PO3YMIHHS TOHSTTS
“ennuknoneanaanii”’. Tak, 3 olHOr0 OOKY, 3HAYEHHS BU3HAHO SHIIMKJIONCINIHUM
3a cBoero mpupogor [11, c. 63; 8, ¢. 189; 9, c. 14], ToOTO PO3IIISMAETHCS SIK
3HauyHO mmupmie (1 mmoIie) MOPIBHAHO 3 TPAAUIIHHUM PO3YMIHHSIM MOBHOI
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CEMAHTHUKH JIMLIE K “OJIMKYOro” 3HaYEHHA. 3 Apyroro OOKy, IUPOKO NPUIUHATUM
€ 3anpornoHoBaHe A.BeXOMIBKOI pO3MEXYBaHHS ‘‘KOHLENTY-MIHIMyMYy  Ta
“KOHLENTY-MaKCUMyMYy~’ $IK 3HAHHS, SKMM BOJIOJIIOTh HaiBHI MOBII, Ta 3HAHHS
MOBIIIB-CITEHIAIICTIB 100 OAHOTO M TOrO X MpeIMeTa 4d sBuiia [aus.: 3, c. 56-
57; 7, c. 43]. bepyun [0 yBaru TakoX CIPSMOBAHICTb KOTHITUBHUX CTYyHAld Ha
MOJICJIIOBAaHHSI HacamImepell CTPYKTyp 3HaHHS HAiBHUX MOBIIB (SICKpaBUM
OPUKIAZAOM YOro € Teopis NPOTOTUMIB K TMpParHeHHsS MPOIEMOHCTPYBATH
cnenudiky TOBCAKIAEHHOI (HAIBHOI) KaTeropu3sailii MOPIBHIHO 3 HAYKOBOIO),
MOXHa 3pOOUTH BHCHOBOK, IO TMiJ EHUUKIONEOUUHICMI0 B KOZHIMUGHII
JiH2eicmuyi po3yMilOTh HAcaMIlepe yClo OaraTorpaHHy CyKYIHICTb 3HaHb, KOO
BOJIOJIIIOTh HAIBHI MOBIIl (MOBIII-HECTICIIAIICTA) MIOAO TMPEIMETIB Ta SBHII
peanbHOI 4K ysBHOI AiificHOCTi. [Ipu 11bOMy BBa)Ka€ThCs, MO MK HaiBHUMHU Ta
CHellalbHUMU 3HAHHSMU HE ICHY€ HENpOXIJHOI MEX1 M cheliajJbHl 3HaHHS
PErYJSIPHO IHTErPYIOTHCS 10 CUCTEMHU HAIBHUX 3HAHb [UB., HAMp.: 2].

JI0o OCHOBHMX XapaKTEpUCTUK HAYKOBOI'O 3HAHHS CIELIAIICTIB, HA BIAMIHY
BiJl TOBCSKJICHHOTO 3HAaHHS HAiBHMX MOBIIIB, BIJHOCSTH, 3a3BH4Yail, Taki: 1)
CrieliajibHe 3HaHHS € OUIbII JeTali30BaHUM IMOPIBHIHO 3 HAiBHUM, 2) crelliajibHe
3HAHHS € TJIMOIMM, OUIbII PO3pOOJEHUM, IHTEIEKTYyalbHO OUIbII BUTOHYEHUM,
HIK TOBCSIKJIEHHE 3HaHHS, 3) clieliajibHe 3HAHHS € OUIbII CHCTEMATHU30BAHUM Y
3iCTaBJIEHHI 3 HATBHUM 3HAHHSM, YaCcTO TaKOX Kiacudikarlii B paMKax HAyKOBOi Ta
MOBCSIKJICHHOI KapTUH CBITY BIJIPI3HSIOTHCSA. Y O0ayaeThbCsl BaXKJIWBHM BIJMITUTH
TaKOXX TaKy BIJIACTUBICTh HAYKOBOTO 3HAaHHA SIK pPEQICKTUBHICTH — TOOTO
YCBIIOMIJIFOBaHICTh 3MICTy Ta ¢opmu 3HaHHS. HaiBHil cBitoMOCTI peieKTUBHICTh
HE TpUTaMaHHa — TOOTO MOBII 3HAIOTHh IIOCH MPO CBIT 1 KOPUCTYIOTHCS ITUM
3HAHHSIM, HE 3aMHUCIIOIYHMCHh HAJ THUM, IO CaM€ 1 SK CaMe€ BOHHU 3HAIOTh.
3nivicneHHst pediekcii Haj 3HAHHAMHU MOTpeOye 3HAYHUX 3YCHIb 1 CleliadbHUX
HAaBUYOK. Y I[bOMY BIJHOIIECHHI I[IKABO MPOCTEXUTH, K 8 HEHAYKO8Y KAPMUHY
CB8IMY NPOHUKAIOMb 3HAHHS NPO ceMio3uc, 30KpeMa, 3HaHHsI [IPO CEMIO3UC, Y SIKUN
3aJTy4eHI KapTHHH SK TBOPH MHUCTEIITBA.

HaiBHi MOBLI MaloTh 3JaTHICTh CHPUIMATH KapTUHHU 3aBISKH IPOIECY
cTuxiiHoro (HeBigpedaexkToBaHoro) cemiosucy. Tak, konuent KAPTHUHA vy
CBIIOMOCT1 HaiBHHUX MOBIIIB BKJIIOYa€ 3HAHHS MPO Bi3yalibHE 300pakeHHS Ha
IJIOCKIM TMOBEpPXHI, SIKE BIATBOPIOE MEBHUU MpPEeAMET IIMCHOCTI, 1 € TBOPOM
MucTeuTBa. Takuil BUCHOBOK CIHMPAETHCS HA HASBHICTh BIJAMOBIJIHUX CEM Yy
CEeMaHTHUYHINA CTPYKTYpi CIIB picture, painting, drawing, siki 00’ €KTUBYIOTbH
koHnent KAPTUHA y cyuacHiii aHTHHACBKIA MOBIi: picture — “A painting,
drawing, photograph, or other visual representation on a surface; esp. such a
representation as a work of art” [12]; painting — “1. a. Painted matter; that
which is painted. In later use esp. as a count noun: a representation on _a
surface executed in_paint or colours, a painted picture or likeness; b. The
representing of a subject on a surface by the application of paint or colours”
[12]; drawing — “2. a. representation by lines, delineation; hence, ‘any mode
of representation in which the delineation of form predominates over
considerations of colour’; 3. That which is drawn; a delineation by pen,
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pencil, or crayon, a representation in black and white, or in monochrome, a
sketch” [12].

Ak 6aunmo, konnent KAPTUHA y cBiioMOCTI HaiBHUX MOBIIIB HE MICTUTh
3HaHHS MPO IHTEPIPETALl0 KapTUHU SK HEOAMIHHHMHM acleKT ii CHpUMHSTTS.
Takumu 3HAHHSAMHM BOJIOJAIIOTH CHEI1aTICTU-MUCTEITBO3HABI. Y XYJI0XKHbBOMY
TEKCTI1, KM TOCIyryBaB MatepiasioM st gaHoi po3Biaku (“The Matisse Stories”
Cy4acHOi aHTJIiHChKOT MUCbMEHHUIN A.BalleTT), crocTepiraerbcsi pemnpe3eHTarlis
koHnenty KAPTMHA 1 3 Touku 30py HAiBHUX MOBIB, 1 3 TOYKH 30Dy
cnemianictiB. Ockinbku 1K onoBiganb “The Matisse Stories” aapecoBaHO
IIMPOKOMY KOJIy YHMTadiB, a HE JIMIIE CHeIlialicTaM, CHelialibHi 3HaHHS TIPO
CEeMIO3UC, y KWW 3alydeHi KapTUHM, MPOHMKAIOTh B HAiBHY KapTHHY CBITY.
3BEepHEMOCS JI0 aHAJII3Y TEKCTY.

HecneunianicTu cpuilMaroTh KapTHHY Hacamiepena Kpi3b NpU3My OLIHOK
“momobaeThcsa — HE MOA00AETHCSA”, IKI CTOCYIOTHCS B MEPIIY 4Yepry TOTO, MO0
300pakeHo, TOOTO caMOT0 HaMalbOBAHOTO 00’ €KTa Ta HOTro KOJIHOPOBOI raMH.
[Topsn 3 uuM OUIBIIOI YM MEHIIOK MIPOIO0 3 SBJIAETHCS 1HTEpHpeTalis
300paxxenoro. Hampuknan, nepykap Jlycian OyB y 3aXxomjieHH1 BiJi KapTUHHU
Maricca “PoxeBa orojieHa”: oMy moao0anucsi CHOKIA 1 BIIEBHEHICTh y cOO1
300pakKeHOT Ha KapTHUHI XKIHKU Ta JOMIHYIOUHH y TOJOTHI POXEBUH KOJIp;
BOJIHOYAC MOPSJ 3 IMMHU €CTETUUYHUMU MEePEeKUBAHHIMU KapTHUHA BUKJIHUKAJA B
Jlyciana cyTo mparMaTu4Hi MipKyBaHHS PO Te, 1110 MOBICUBIIH ii B cajoH1, BiH
HaJacTh CBOIM MepyKapHi BHUINYKaHOTO CTWio: ‘I thought she was
wonderful,” he said. ‘So calm, so damn sure of herself, such a lovely colour, |
do think, don’t you? I fell for her, absolutely. I saw her in this shop in the
Charing Cross Road and I went home, and said to my wife, I might think of
placing her in the salon, and she thought nothing to it, but the next day I went
back and just got her. She gives the salon a bit of class. I like things to have
class’” (Byatt, c. 4).

Y  cnpudHATTI Ti€i K KapTUHU CHELIallicTOM — BHKJIaJadyeM 1
nepekianadeM Cy3aHHOIO —IOMIHYIOTh PO3YMIHHS Ta 1HTEpHpETallis, a TaKOXK
3MaTHICTh PO3TJSAATH OKpeMi JieTallli 300pa)KeHOro Ta aHaji3yBatH ix: “She
had walked in one day because she had seen the Rosy Nude through the plate
glass. That was odd, she thought, to have that lavish and complex creature
stretched voluptuously above the coat rack, where one might have expected the
stare, silver and supercilious or jetty and frenzied, of the model girl. [...] The
rosy nude was pure flat colour, but suggested mass. She had huge haunches
and monumental knee, lazily propped high. She had round breasts,
contemplations of the circle, reflections on flesh and its fall” (Byatt, c. 3).

Crneundikoro COpUMHATTA KapTHH CHOELIaiCTaMH € 3JaTHICTh JI0
1HTEprpeTranii adCTpaKTHUX KOHLEITIB, PENPE3EHTOBAHUX XYJO0XXKHIMHU 3aco0amu
mansipctBa. Hanpuknana, xygoxxuauk Pobin roBoputs cBoiil npyxuni J{e661, kotpa
TeX Mae npodeciiHy MUCTELbKY OCBITY, PO OAHY 3 KapTUH Maricca siK BTUJICHHS
JIOCBIZLy PENIriiHOro mepexuBaHHs cyTi OyTTsi: “He talked to her agitatedly at
night about Matisse, about paradoxical way in which the pure sensuousness of
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Luxe, calme at volupté could be a religious experience of the nature of things. Not
softness, he said to Debbie, power, calm power” (Byatt, c. 56).

Hagith kosbopu Ta (hapOu cremiagiCTu po3TisiAaloTh pajille B TepMiHax
PO3YMIHHS, HDK CHOIrJsgaHHA. Tak, XyJOXXHUK Ta MHUCTeUTBO3HaBelb lleppi
Hicc roBopuTh CcBOiM Koje3i-npodecopui MOpo HEOOXIAHICTh PO3YMIHHSA
KoJbopiB Maricca: “... if she could have produced worked copies of those —
those masterpieces — those shining — never mind — if she could have done some
work — understood the blues, and the pinks, and the whites, and the oranges,
ves, and the blacks too...” (Byatt, c. 112-113).

TakumM 4YWHOM, B aHaJII30BAHOMY IHMKJI OIIOBIJIaHb BHOYJAOBYETHCS
OnoO3uUyiss HAIBHO20 CHPUUHAMMSA KApMUuHU SK TPOCTOTO CHOTIISIAAHHS
300pa)keHOTr0 Ta MOTO OI[IHKUA B TepMiHAX “NMOM00aEThCS — HE MOA00aeThCs” i
CNPUUHAMMSA KApMuHy cneyiaricmamy SK PO3YMIHHS BTIJIEHUX XyHOXXHIMHU
3acobamMu KoHUeNnTiB (1ied, cmuciiB). Y Takuil crnocid yBara 4YHUTadiB
OpPUBEPTAETHCA 1O TMpolecy IHTepmperanii KapTHHH, TOOTO uHTaYl
CIIOHYKAIOThCSl /10 YCBIJOMJICHHSI MpoIeCcy cemio3ucy. BinmoBigHO KOHIENT
KAPTUHA y cBigoMocTi HaiBHUX MOBI[IB HaOyBa€ TaKuUX CKJIAJHUKIB, SKi
XapaKTepHl [JIg 3HaHHSA CHEIIaJiCTIB NpO KapTHHU, a caMe: CHPUUHSATTS
KapTUHU BKJIOYA€ PO3YMIHHS CMHCIIB, YTIJICHUX Y 11 KapTHUHI.

Jlo yCBIZOMJIGHOTO PO3YMIHHS IHTEpIIpeTallii KapTHHU SK MPOIECy
BUPOOJICHHS CMHUCJIIB B aHAII30BaHOMY TEKCT1 NpuxoauTh Jlycian. Bin, y momrykax
cercy xurts (“I want more out of life. Life has to have a meaning” (Byatt, c. 8)),
3BEPTAETHCS O MHCTEITBA M PO3yMi€ HEOOXIJHICTH CBIJIOMOTO MOIIYKY CMHUCIY
nieBHoOi Kaptunu: “I’d like to know about art. You know about art. You know about
that pink nude, don’t you? How do I find out?” (Byatt, c. 8).

YutaueBi HAZA€ThCS 3MOra camMoMy MAiHTH MOAIOHOTO BHUCHOBKY. Tak,
npyre omoBimanHs 3 nukiy “The Matisse Stories” mouynHa€THCS OMTUCOM OJHIET
3 KapTuH Maricca Ta ii 1HTepuperanii AOCIIJHUKOM-MUCTEUTBO3HABLEM: “In
1947 Matisse painted Le Silence habité des maisons. It is reproduced in Sir
Lawrence Gowing’s Matisse, only very small and in black and white. Two
people sit at the corner of a table. The mother, it may be, has a reflective chin
propped on a hand on the table. The child, it may be, turns the page of a huge
white book, whose arch of paper makes an integral curve with his/ her lower
am. In front, a vase of flowers. Behind, six huge panes of window, behind
them, a mass of trees and perhaps sunlight. The people’s faces are perfect
blank ovals, features. Up above them, in the top lefthand corner of the canvas,
level with the top of the window, is a chalked outline, done as it might be by a
child, of a round on a stalk, above bricks. [...]The picture, Gowing says, have
extraordinary virility. ‘At last Matisse is wholly at ease with the fierce
impulse” (Byatt, c. 31-32).

Takum ynHOM, y nuki onosimanb “The Matisse Stories” A.baiiert cknan
koHuenty KAPTUHA po3muproeTses 3a paxyHOK CIEl1aJbHO-HAYKOBOTO 3HAHHS
PO 1HTEPIPETALII0 CMUCTY KAPTUHU SIK HEOOXIAHUI KOMIIOHEHT i1 CIIPUHHSATTS.
Xoua 3a1icHeHHs pedekcii HaJ MPOLEcOM CEMIO3UCy NOTpedy€e 3HAUHUX 3YCUJIb 1
cnenianbHuX HaBU4OK, KoHLent KAPTUHA, sik BiH icHye B HaiBHIH CBIJIOMOCTI,
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3/IaTHUI yBIOpaTH 3HAHHSA 31 CHEL1aIbHOI KAPTUHU CBITY IIPO CIPUIHATTS KApTUHU
AK TpO PO3yMiHHS (a HE Juile SK crnoriasgaHHsa). OTxe, eHIUKJIONeIUuYHICTh
KOHULENTIB Yy INOBCAKACHHI KAapTHHI CBITY MOXHa pPO3MBIAATH SK IXHIO
NOTeHUiliHy BiAKPHUTICTL [0 30aradyeHHsi 3HAHHAMH, MLI0 HAaJeXKaThb
creniaJibHO-HAYKOBUM KAPTHHAM CBITY.
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