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VY crarTi 3 BUKOPUCTaHHSIM METOJOJOril KOTHITMBHO-IUCKYPCHBHOI IapajiurMu
npoananizoBano koHuent KOJIIP, BepbanizoBanuii y MucrenTBo3Hasuux ece J»xoHa beprepa
ta [xena Ilepiaa mpo TBOpUiCTH OJHOTO W TOrO0 caMoro XyaokHuka — AHpi Maricca.
Konnent KOJIIP ineHTHdikoBaHO SK aBTOXTOHHMH (3a TepmiHoioriero A. M. [Ipuxonpka)
I MUCTEIITBO3HABUOTO AUCKYpCY. BuzHaueHo 3akoHOMipHOCTI Bepbaizanii konuenty KOJIIP
y JBOX MHCTCITBO3HABYMX €CE€ CyYaCHHX aHINIOMOBHHUX aBTOPIB, 3-IIOCEPEd SKHUX OCOOIMBO
BiJI3HAUCHO MeTaopHUYHY pEMpe3CHTAIil0 3 BUKOPUCTAHHAM sK pKepena koHuenty 3BYK.
InenTudikoBano koHTeKcTH akTyanizanii konnenty KOJIIP, siki BUKOHYIOTh OQHAKOBI (QYHKIIT
B 000X ece. Taka momiOHICTh HO3BOJISAE MPUITYCKATH MOTEHIIIIHY MOXINBICTh 00’ €KTUBHOI,
TOOTO BMOTHBOBAHO] BJIaCHE Xy[JO)KHIMH YHHHHUKAMH, iHTepIpeTanii TBopy MucTenTBa. Takox
npoctexeHo cneundiky MoBHOI penpesenranii konnenty KOJIIP y nux ece, netepmiHoBaHy
IXHBOIO PI3HOIO KOMYHIKaTUBHOIO CIIPSMOBAHICTIO.

Kniouosi cnosa: xoHLEeNT, MECTEIITBO3HABYMII TUCKYPC, €C€ PO MUCTETBO, KOHLIEIT
KOJIIP, akryamnizarisi.
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Introduction. The paper is devoted to the analysis of the concept COLOUR verbalized
in the essays about Henri Matisse written by John Berger and Jed Perl. The context for the
linguistic studies of the concept of COLOUR is provided through a brief outline of the linguistic
approaches to the analysis of this concept and identification of the relation of the research on
the verbalized concept COLOUR with the attempts to solve the question about the connection
between language and thought as one of the key linguistic questions. The conception of
A. Prikhodko about different types of concepts depending on their roles in constituting certain
types of discourse is employed to identify the concept COLOUR as autochthonous, having
the key role in the art-critical discourse. The purpose of the study is reveal the similarities and
differences in the verbalization of the concept COLOUR in Berger’s and Perl’s essays.
Methodological foundations of the research are the principles of the cognitive-discursive
paradigm in modern linguistics. The following methods were used to analyse the data: analysis
of definitions of lexemes, componential analysis, interpretation in the context, cognitive and
pragmatic interpretation, comparative analysis. The study has revealed that the essays share
the positive evaluation of the art of Matisse. However, the essays have different communicative
aims with Berger striving to explain the creative genius of Matisse and Perl intending to get
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the readers interested in Matisse’s retrospective exhibition. Thus the concept COLOUR plays
the key role in Berger’s essays as a means of interpretation of Matisse’s art, whereas it shares this
role with three other concepts in Perl’s essay. The analysis has revealed a number of the similarities
in the actualization of the concept COLOUR in both essays. This concept is verbalized by
the lexeme colour / color or the names of specific colours; in both essays the conceptual metaphor
COLOUR IS SOUND is used; in both essays there are contexts of the actualization of the concept
COLOUR which perform such functions: discussing the main principle of how Matisse used
his colours, placing Matisse in the context of the art styles and comparing Matisse with other artists.
Such similarities make the conclusion that it is possible to provide some sort of objective,
well-grounded interpretation of the works of art plausible.
Key words: concept, art-critical discourse, essay ont art, concept COLOUR, actualization.

®opmyJI0BaHHA NPOGIeMH Ta 00IPYHTYBAHHSA aKTyaJILHOCTI il po3B’s3anns. Konnent KOJIIP
HAJIKHTB JI0 THX MEHTAJIbHUX OIMHUIIb, SIK, 3a1[iIKaBUBILIM HAYKOBIIIB Ha €Talli CTAHOBJICHHsI KOTHITHBHOI
JHHTBICTHKH (SIK OZIHY 3 HalBIIOMIIINX 1 HAWBIUIMBOBIIINX POOIT IIHOTO MEPioy MOKHA BKa3aTH MPaLio
Annn Bex0ouipkoi (1996)), mpogoBKy0Th IPUBEPTATH AOCIHIAHUIIBKY yBary (Tak, koHuent KOJIIP
€ 00’€KTOM BHBUYCHHS HU3KHU JIIHTBOKOTHITHBHHX po3Binok (bemobopomosa, 2000; Penpka, 2006;
Kymunckas, 2013; dyxa; 2016)). JlinrBokoritiBHEM cry/isM konuenty KOJIIP nepemytoTs umcnenHi
po0OOTH, IPUCBSYCHI PO3MISTY HA3B KOJILOPIB 3 HOMIAMY MPOOIEMH MOBHUX YHIBEpCAIil, CEMAaHTHYHOT
TUTIOJIOTIT MOB, HaIlIOHAJIBHO-CIICIIU(IYHUX PUC MOBHUX Mojelneil cBiTy (SIBopchka, 1999, c. 42).
Sk 3ayBakye P. M. ®pymKiHa, “IIboMy (parMeHTy Jiekcuku OyB HagaHuUi HIOM ocoOauBHii cTaryc,
SIKMIH, CXO)Ke, MOYKHA 31CTABUTH JIMIIIE 31 CTAaTyCOM TepMiHIB criopimHeHocTi” (1984, c. 4).

Taxwii criiikuii iHTepec 10 BepOanbHuX 3aco0iB onpusiBHeHHs konienTy KOJIIP i camoro koHnenry
KOJIIP nosicHIO€TBCSl TUM, 110 Pe3yNIbTaTh BUBYECHHSI i€ JIIHTBOKOTHITUBHOT OJMHMUII I03BOJISIIOTh
OTpUMATH JaHi, BOXJIUBI U1 PO3B’SI3aHHS OAHOTO 3 (DYHAaMEHTAIBHHUX JIHTBICTUYHUX IHTAHb
TIPO 3B’5130K MOBH 1 MUCJIEHHSI. Y KOHTEKCTI Cy4acHOT KOTHITHBHO-JUCKYPCUBHOI ITApaIUTMHU TUTAHHS
3B’S13Ky MOBH 1 MHUCJICHHS TIOCTA€ SIK MMUTaHHS PO KOHCTPYIOBAaHHSI CMHUCIIIB Y ITpolieci BepOabHOT
komyHikarii. OTxke, mociikeHHs BepOaizoBaHoro kouienTy KOJIIP 3 mo3wuiiif KOrHITUBHO-
JIMCKYpPCHBHOI METOJIOJIOTT JO3BOJISIE 3pOOUTH BHECOK Y PO3B’SI3aHHS aKTyaJbHOTO MUTaHHS MO
3aKOHOMIPHOCTI Ii3HAHHS CBITY JIFOJIMHOIO i MOBHOI pernpe3eHTallii mizHaHuX ()parMeHTiB CBITY.

AHaJi3 ocTaHHIX qocTiTKens i mybdmikamii. L[ po3Binka crimpaeThcs Ha mpari JBOX THIIIB.
[o-neprre, 1ie podOTH, Y SIKUX 3aKIIaJal0ThCSI OCHOBH METOJIOJIOT I KOTHITHBHO-AMCKYPCHBHOTO aHAJi3Y
(Ipuxomnpko, 2013; bornapenko, Mapteiniok, @ponosa, & llleBuenko, 2017); mo-apyre, 11e po3BiaKH,
SIKI MalOTh BY>)K4€ CIIPSIMYBaHHS 1 IIPUCBSIYEH] JOCHIHKEHHIO MUCTELITBO3HABUOTO JucKypey (Bynarosa,
1999; Kosnosckas, 2003; Munetosa, 2012; banskosa, 2014; Xacanosa, Musnerosa, & byraenko,
2014; beneMecosa, 2016; Motosuiens, Cypozeiikina 2017).

3rigno 3 A. M. [IprxoabkoM Oyb-sIKOMY AMCKYpCY MPUTAMaHH| TPH TUITH KOHIIETITIB: METaXTOHHI,
ABTOXTOHHI 1 aJUTOXTOHHI. METaXxTOHHI KOHIICNITH € BU3HAYAJIbHUMH, BOHH (DOPMYIOTH iM’s1 AUCYPCY,
aBTOXTOHHI KOHLIETITH € KOHIIENTYaIbHIMH KOHCTaHTaMH, HOT0 “KITFOYOBUMH KOHIIETITAaMH . AJIIOXTOHHI
KOHLIETITH TIEPEHOCSTHCS B IEBHUI THIT AUCKYPCY 3 1HIIIOTO JUCKYPCY, VIS SIKOTO BOHH € aTpuOyTamu
HOTr0 KOTHITUBHO-CEMaHTHYHOTO MPOCTOPY, 3 METOK BHKOHAHHS NEBHUX KOMYHIKaTHBHUX IIiIel
(2013, c. 201-202).

JlocikeHHs] aBTOXTOHHUX KOHIIETTIB JI03BOJISIE 3’ sICyBaTH KOTHITHBHY Criel(iKy came MEBHOTO
THUITYy AUCKYpCy. Y cBoili npaii A. M. [Ipuxoabko HaBOIUTE aBTOXTOHHI KOHIIENTH YISl OJITHYHOTO,
Ka3KOBOT'0, TIEIArOTiYHOTO, PEITiHHOTO0, CIIOPTHBHOTO aucKypciB (2013, ¢. 202). HaykoBelb He mpuaiisie
OKpeMOi yBaru aBTOXTOHHHUM KOHIIENITAM MHUCTEITBO3HABYOTO NUCKYpCy. JlOCHTIDKEHHS TaKuX
KOHIIETITIB MOXKHA MPOCTEXUTH B CTYHAISX BJacHE MHUCTELTBO3HABYOTO IHMCKYpCYy. ABTOXTOHHI,
3a A. M. [IpuxoapKoM, KOHIIETITH B TAKUX PO3BiAKax Ha3BaHi “By3noBumu’ (Bymarosa, 1999, c. 85,
88; Koznosckas, 2003, c. 75) abo “0azosumu’ (benpmecora, 2016, c. 66), a CKIIQIHUKU “BY3JIOBHX
KoHIIenTiB — “aromapuumu’ (bymarosa, 1999, c. 85, 88; Kosnosckas, 2003, c. 75).
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O. I1. bynaroBa HaBOAWUTH JOCUTDH PO3JIOTHIA CIIUCOK “KOHIENTYAJIBHUX BY3JIB” JJIsl My3UYHOTO
Ta apXiTeKTypHOTO MHUCTENTBO3HAaBUMX MUCKypciB (1999, c. 89-91), BimHocsun konuent KOJIIP
JI0 “‘aToMapHUX’’ KOHIEMTIB sIK My3u4HOro (1999, c. 246), Tak 1 apXiTeKTypHOTO MHUCTEIITBO3HABYHX
muckypeiB (1999, ¢. 209). M. B. Kosnoscrka, 3actocoByroun miaxin O. I1. Bynatoroi, hopMye criricok
“KOHLIENTYyaJIbHUX BY3JiB” JUIsl TUCKYpCY PO 00pa30TBOpYE MUCTETBO, 3iCTABIISFOYH KIACHYIHHUNA
(2003, ¢. 69-70) i cyuachuii (2003, c. 75-77) MUCTeNITBO3HABYI TUCKYPCH. J[0 KOHIIENTYaJIbHOTO By3iIa
“Human perception” KJIaCHYHOTO MHCTEITBO3HaBUOrO Juckypcy M. B. KosmoBceka BimHOCHTB,
3-nocepen iHmMxX, kornenTu “dark”, “bright”, “light” (2003, c. 70). O1xke, 6a4nMO, 110 KOHIIEIT
KOJIIP BBeneHO 10 KOTHITHBHUX CTYIid MUCTEITBO3HABUOTO JUCKYPCY SIK OAWMH 3 aBTOXTOHHHX
koHIenTiB. OnHak aoci koument KOJIIP He oTpuMaB TOKJIAIHOTO OMKCY 3 MOTIAY 0COOTMBOCTEH
Horo MOBHOT 00’ €KTHBAIIil B MUCTELTBO3HABIOMY AMCKYpCi. BianoBinqHo BUHUKAE ToTpeda 3aiiicHuTH
JIOCIITHAIIBKY POOOTY B I[bOMY HampsIMi.

MerToro cTaTTi € 3’CyBaTH JIIHTBOKOTHITUBHI 0COONMMBOCTI penpeseHranii konuenty KOJIIP
y Cy4acCHOMY aHIJIOMOBHOMY MHCTEITBO3HABUOMY MHUCKYpCi. 3aBOaHHS PO3BIIKH — MPOCTEXUTH
3aKoHOMipHOCTI BepOasizarii koHuenty KOJIIP y nBox ece cydacHUX aBTOPIB i BU3HAUUTH CrIeHU(IKy
MOBHOI pernpe3eHTallii T0Ci)KyBaHOTO KOHIIENTY B aHaJi30BaHUX ece.

MarepiaaoM TOCIIDKEHHS 00paHO Cy4acHi aHITIOMOBHI €ce PO OHOTO 1 TOTO X XyJIOKHUKA —
Anpi Maricca, Hanucani JIxoHom beprepom (2015) i Txenom Ilepmom (2001) — mpoBinHUMHA
Cy4acHUMH XyJIO)KHIMH KpUTHKaMmH i eceictamu. Aupi Maricc, BunarHuii GppaHiry3bKuil XynoKHUK
XIX-XX ct., BiJoMHii HacamIepes CBOIMH MONIyKaMH B IIAPHHI Mepegadi eMOLii 3a JOIOMOT 00
Konbopy. J{1s1 aHaITi3y MOBHOTO Marepiary 3aCTOCOBAHO Taki MeTOH: JAe(iHITUBHOTO Ta KOMIIOHCHTHOTO
aHayi3y (a1s 3°sICyBaHHS CEMAHTHYHHX CKJIAJHUKIB JIEKCEM, KOTpi akTyani3ytoTh koHuent KOJIIP),
KOHTEKCTYaJIbHO-IHTEPIIPETaTUBHOTO aHami3y (AJisl iHTepIpeTalii CMUCIy 3B’SI3HUX BepOaJIbHUX
(parMeHTIB, KOTPi PENPE3EHTYIOTh JaHHI KOHIIETIT) KOTHITUBHO-ITParMaru4Hoi iHTeprpeTartii (Juis
3’sicyBaHHsI (DYHKIIIOHAJIBHOT poITi KOHTEKCTIB aktyaunizanii konmenty KOJIIP B ananizoBaHux ece),
31CTAaBHOTO aHaI3y (IS BUSBICHHs 3aKOHOMIpHOCTEH 1 crienudiku akryanizauii konnenty KOJIIP
y IBOX ece).

Buxiian ocHoBHOT0 MaTepiajty aociimkeHnnsi. Teopuicte AHpi MaTticca B 000X aHaIi30BaHUX
€Cce BU3HAHO BUJATHUM KYJIBTYpHHUM siBUIeM. J[»koH Beprep po3nounHae cBoe ece i3 TBEpIKEHHs
IIpo Te, o Beny Maricca BU3HaHa, OHAK HE JI0 KiHII 3po3yMina: “Matisse’s greatness has been
recognised but not altogether understood. ” (2015, c. 279). lxxen I1epn Ha3uBae Aupi Maricca repoem,
SIKWH 3aKJIaB OCHOBH Cy4YaCHOTO XYJOXKHBOT0 BececBiTy pasoM 3 [1aodio Ilikacco: “Yet both heroes have
rather complicated and even ambivalent relation to the advent of abstract art...” (2001, c. 95).
Taka eKCIUTIIUTHA BUCOKA OIliHKAa TBOpYOCTI Maricca ynomiOHIoe po3nsiaaHi ece OIHE 0 OIHOTO
B IUIaHi BUOOPY OCHOBHOTO MiZXOIY A0 MHUCTEI[TBO3HABYOTO aHaJi3y: CXBAILHOTO YH KPUTUYHOTO.
Sk 6aumMo, B 000X ece MOCIIOBHO 3aCTOCOBaHO cxBaynbHui miaxin. Tak, B ece /hxona Beprepa
TBOpYiCTh Maricca ocMuciroeThes 3a mornomororw kourentie JOCIATHEHHA ta BUHAXI/,
Hanpukian: “‘Matisse’s achievement rests on his use — or in the context of contemporary western
art one could say his invention — of pure colour” (2015, c. 279), a takox I'EHIH, sanpuximazx; “Perhaps
the best way of defining Matisse’s genius [...] " (2015, c. 280). B ece xena [Tepna Takum KOTHITHBHIM
IHCTPYMEHTOM OcCsITHeHHsI TBopuocTi Maticca € xonuent BIJIKPUTTS, nanpukian: “Abstraction
was the promised land of twentieth-century art. Matisse and Picasso discovered it and at moments
defined it [...] " (2001, c. 95). ¥Yci Buokpemiieni konrenty, a came: JJOCIATHEHHS, BUHAXI/,
TEHIN i BIIKPUTTSI, MatoTh y CBOEMY CKIIa/i TO3UTHBHY OLIHKY.

Xoya 3arajibHe OIlIHHE MUCTEITBO3HABYE CHPSMYBaHHS 000X aHAJII30BAaHHUX €CE € OJJHAKOBUM,
XHs1 KOMyHIKaTHBHa CIIPSIMOBAHICTb Bifpi3HseThes. Ece beprepa mae Ha MeTi 3’sicyBaTu 1 JOKITaaHO
TIOSICHUTH, Y YOMY K caMe ToJisirae He30arHeHHa Bend Maricea sik xynokauka. Ece [lepna cnipsmoBato
TOJIOBHO Ha Te, 00 MPEJCTAaBUTH OIHY 3 PETPOCIEKTUBHHUX BHCTaBOK Maricca, sika Ha MOMEHT
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HaIMCaHHS €ce roTyBajacs J0 BikputTs. Came i€l0 BiIMIHHICTIO B KOMYHIKaTHBHIN CIIPSIMOBAHOCTI
MOXKHa TIOSICHUTH pi3Hy poib koHuenty KOJIIP y nBox ece. ¥ Tekcti beprepa 1eii koHmenr Bigirpae
KJTFOYOBY POJIb, OCKIIBKH CaMe BiH CIIyTy€ 3aC000M IHTEPIPETAIlil TBOPUOCTI XyI0KHHUKA, HATIPUKIIAT:
“Matisse’s achievement rests on his use — or in the context of contemporary western art one could
say his invention — of pure colour” (2015, c. 279). Beprep dokycyerbcs Ha TBopuocTi Maricca
SIK IIUTICHOMY M YHIKQJIBHOMY KYJIBTYPHOMY SIBHIII i BUTIIyMauye ii YHIKaJIbHICTh 32 JOIOMOTOO
OJIOTO KIIFOYOBOTO KOHIIENTY, MPOIOHYIOYM YUTa4deBl YiTKO c(hopMoBaHe i siICKpaBe OaueHHs
TBOPYOCTI XYJOKHHKA.

VY rekcri Ilepna xonnent KOJIIP Takok BUKOHYE BaXKJIMBY POJIb, OMHAK BiH HE € €IUHUM
3aco00M iHTepIpeTanii TBOPYOCTI MUTIS, a (QYHKIIOHYE TOPsA i3 TPhOMA IHIIMMHU KOHIETITAMH:
ABCTPAKIIIOHI3M (nanpukian: “Even as Matisse and Picasso bring European art to the brink
of abstraction, their work remains firmly grounded in the world around them” (2001, c. 95)),
IMMPOCTOTA (uwanpuxnan: “There has always been a tendency to explain Matisse s career in terms
of a striving for simplicity” (2001, c. 97)) ra CKJIAJJHICTb (nanpuxnaxn: “If [ were to diagram
the entire career, I would say that its large movement is simplicity-complexity-simplicity” (2001, c. 100)).
[lepi roTye untadya 10 IEPEVIAAY BEIUKOI BUCTABKH, a BiITAK IPOIIOHYE YATA4YEBI HAOIp KOTHITUBHUX
pecypciB Ui CIPUAHATTS 1 PO3YMiHHS €KCIIOHOBAaHHUX TBOPIB XyJIOKHHKA.

PosmistHeMo foknajHo, sk akryaitisyerses koHuent KOJIIP B ece beprepa. MoBanmu 3acobamu
OIPUSIBHEHHS LHOTO KOHIENTY € JIeKceMa colour, a Tako)X HaliMEHYBaHHs PI3HUX KOHKPETHHX
KOJTBOPIB, HANPHKIIAN: “reds, blacks, golds, cerulean” (2015, c. 280). L1i nekcrdHi 3aco0U (yHKITIOHYIOTb
y CKJIaJli MEHIIHX 1 OLIBIIHNX 32 00CSTOM BepOaIbHUX KOHTEKCTIB, 1[0 BUKOHYIOTh Pi3HI KOTHITHBHO-
JIMCKYPCUBHI poiti. Po3mistHeEMo 11i poJii B TOMY HOPSZIKY, Y SIKOMY BOHH peai3oBaHi B TEKCTI:

1) BUTIIyMaueHHs CyTi XyJIOXHBOTO Mijaxomy Maricca 10 Konbopy, Harpukian: “Pure colour
as Matisse understood it had nothing to do with abstract colour. He repeatedly declared that colour
‘must serve expression’. What he wanted to express was ‘the nearly religious feeling’ he had
towards sensuous life — towards the blessings of sunlight, flowers, women, fruit, sleep” (2015,
¢. 279). Y naBenenomy ¢parmenti kormenT KOJIIP akTyanizoBaHO TpHUi 3@ JOIMTOMOTOI0 BKUBAHHS
JeKkceMu colour. Y ABOX i3 1uX TphoxX ykuBaHb KoHIlenT KOJIIP yTo4HEHO 3aBISKH CMUCIOBUM
38’s13KaM 3 arpubyramu YUCTUM (pure colour) i ABCTPAKTHH (abstract colour). CyTh XyIoXKHBOrO
miaxomy Maricca 10 KOJIbOpPY €KCIUTIKYETBCS 3a JIOTIOMOTOI0 IIUTYBaHHSI BUCIIOBJICHHSI CaMOTr0O
XyIOXKHHKA, KE B TEKCTI rpaghivHO BUILICHO 3a IOMIOMOTOFO JIatnok (colour ‘must serve expression’).
Ile BucnoBNeHHS CHOPMYIHOBAaHO aOCTPAKTHUMH TEPMIHAMH, aJKEe HWIEThCS JIUIIE MPO KOJIp
1 Ipo BUpakeHHs (expression). Y HaCTYITHOMY KOHTEKCTI 3allpOIIOHOBAHO YTOYHEHE TIyMadeHHS
HaBEJICHO] ITUTaTh: beprep moscHroe, 110 XyNOKHUK MPArHyB MepenaTy CBoi NouyTTs (he wanted to express
was ‘the nearly religious feeling ") o710 IEBHOTO (pparMeHTy peaabHOCTI — 11 pealbHUX (Di3HUHUX
NPUHATHKUX acnieKTiB (e had towards sensuous life — towards the blessings of sunlight, flowers, women,
fruit, sleep). TakiM YUHOM, y pO3TIITHYTOMY KOHTEKCTI akTyasizallii kontenty KOJIIP ButBoproeThes
cmucn “anst Maricca kodip OyB 3ac000M BUpa)keHHsSI OYYTTIB 10 (Hi3MYHUX TPUHAM PEabHOCTI”;

2) IOSICHEHH I 3arJIbHAX MPUHIMIIB (PYHKIIOHYBaHHS KOJIbOPY B MUCTELILKOMY TBOPI, HAPHKJIIA:
“When colour is incorporated into a regular pattern — as in a Persian rug — it is a subsidiary element:
the logic of the pattern must come first " (2015, ¢. 279). Y nHaBeneHoMy (hparMeHTi 3aco00M 00’ €KTHBAIII T
xonnenty KOJIIP Tex € nexcema colour. Y KOHTEKCTI Ha TIPUKJIAJI MIEPCHKOTO KUIMMA TOSCHEHO,
110 32 HasIBHOCTI TIEBHOTO ITOBTOPIOBAHOTO Bi3epyHKa (a regular pattern) Komip BUKOHYE NPYTOPSIAHY
poib (it is a subsidiary element) mono BizepyHka (the logic of the pattern must come first);

3) po3mIsL KUTBKOX PI3HUX XYAMKHIX (DYHKI[IH KOJILOPY HA MPUKIIal poOiT KOHKPETHUX MHUTIIIB,
Hanpuknaa: “When colour is used in painting it usually serves either as a decorative embellishment
of the forms — as, say, in Botticelli — or as a force charging them with extra emotion — as in van Gogh.
In Matisse's later works colour becomes the entirely dominant factor.” (2015, c. 280). ¥V upomy
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¢parmenTi xourent KOJIIP Takok ONmpusiBHEHO 3a JOIOMOIOI0 JeKceMHu colour. Y KOHTEKCTI
3iCTaBISIETHCS POJb KOJIbOPIB Ha KapTuHax borriuemni i Ban Iora: nexoparuBHuit 3aci6 4m 3acio6
HaJIaHHsI 300paKEHOMY MPEAMETY NOAATKOBUX €MOIliH BIATOBIIHO, — 1 POJIb KOJBOPY B podoTax
Maricca, e came KOJIip CTAa€ BHHATKOBO JOMiHAaHTHUM (aktopom (colour becomes the entirely
dominant factor);

4) yrounenHsi (yHKIIi KoJIpopy B pobotax Maricca, Hanpuknan: “His colours seem neither
to embellish nor charge the forms, but to uplift and carry them on the very surface of the canvas. His
reds, blacks, golds, cerulean flow over the canvas with the strength and yet utter placidity of water
above a weir, the forms carried along on their current” (2015, c. 280). Y HaBeneHomMy parmeHTi
(yHKIIiT KOJTbOPIB Ha KapTHHAX Maricca BUTIIyMadeHo 3a JOTOMOTOI0 JIBOX KOHIIENITYyaIbHUX MeTadop:
KOJIIP MATICCA — I{E IIJAOMHA CUJIA (“His colours seem [...] to uplift and carry them
on the very surface of the canvas) i KOJIIP MATICCA — L{E TIOTYXHUI TTIOTIK (“His reds,
blacks, golds, cerulean flow over the canvas with the strength and yet utter placidity of water above
a weir, the forms carried along on their current”),

5) ommc BIUTMBY KONBOpIB Maricca Ha misifava, Hanpukiaax: “The numerous drawings that
Matisse always made before he arrived at his final colour-solution are evidence of the paints he took
to preserve the essential character of his subject whilst at the same time making it ‘buoyant’ enough
to sail on the tide of his colour scheme. Certainly the effect of these paintings is what he hoped.
Their subjects invite, one embarks, and then the flow of their colour-areas holds one in such sure
equilibrium that one has a sense of perpetual motion — a sense of movement with all friction removed”
(2005, c. 280). Y upomy ¢parmenrti kourent KOJIIP, BepOastizoBaHuii 3a JOIIOMOTOIO JISKCEMH colour,
MeTadopuyHo KoHItenTyamizyerses sik moTik: KOJIIP — I{E TTIOTIK i onpHsiBHIOETHCS B KOHTEKCTI
nBidi: ‘buoyant’ enough to sail on the tide of his colour scheme; the flow of their colour-areas. Ys
KONbOpiB Maricca Ha Tisfaaya, SIKMi CIODISAAAa€ WOro KapTHHH, TEXK MEepeaaHo MeTa(opHdIHO:
CITIOTTIA AT KAPTHHU MATICCA — LIE TIEPEBYBATU B BAJIAHCI IIIJ] YAC PYXY
ITIEPEXKVBATH BIIUYTTS BIYHOI'O PYXY, KOJIM HEMAE XKXOHOI'O TEPTSI (then the flow
of their colour-areas holds one in such sure equilibrium that one has a sense of perpetual motion —
a sense of movement with all friction removed). SIk 6aunmo, y 1l KOHIENTYaIbHIH MeTadopi JayxKe
JIOKJIaJJTHO BU3HAYEHO I[APHHY JDKepesa, 3aBIsIKH YOMY TaKUi CKIIQJHUH JJS PO3YMIHHS U OIHCY
MpoIIeC K peakilis misgada Ha KapTHHY OTPUMYE JTOCUTh KOHKPETHE 1 YiTKe BU3HAYCHHS,

6) PO3KpUTTS OCHOBHOT'O NPHUHIMITY BUKOPUCTAaHHS KOJIbOpiB Mariccom, Hanpukian: “Nobody
who has not painted himself can fully appreciate what lies behind Matisse'’s mastery of colour.
1t is comparatively easy to achieve a certain unity in a picture either by allowing one colour to dominate
or by muting all the colours. Matisse did neither. He clashed his colours together like cymbals
and the effect was like a lullaby ” (2005, c. 280). AxTyanizoBaHH{ y IbOMY KOHTEKCTi KOHIICIIT
KOJIIP (colour) BxoauTh 10 ckiany kKoHrenryansHoi Meragopu MATICC BUKOPUMCTOBYBAB
KOJILOPH, HIBM TPAB HA TAPUIKAX, I JIOCAT 3BYUAHH 1 KOJIMCKOBOI. V niii cknamiit
KOHIIENITYaJIbHIA CTPYKTYPi CITOCTEPITaETHCA B3aEMOIIs KoHIenTyanbHUX Metadopu (MAJTFOBATHU
KOJIBOPAMMU — IIE I'PATU HA MY3UYHUX IHCTPYMEHTAX) ta oxcumopony (TAPIJIKU
3BYUATD, SIK KOJIMCKOBA). Taka ckiiajjHa KOHIIENITyaJIbHA CTPYKTYpa CIYTY€E B ece [Ulsl epenadi
CMHUCITY TIPO CHPaBKHIO IHHOBAIIIFHICT, BUKOPUCTAHHS KOJIHLOPIB MariccoMm;

7) 3icraBieHHS TBOpYOCTI Maricca 3 poOOTamMy IHIIMX XYAOKHUKIB, SIKi MPUAIISUTH BETUKY
yBary KoJibopy, Harpuknan: “‘Perhaps the best way of defining Matisse’s genius is to compare him
with some of his contemporaries who were also concerned with colour. Bonnard’s colours could
hardly be more present, more blatant, and yet achieve a peace which is without a trace of nostalgia.
Braque has cultivated his sensibility until it has become precious. Matisse broadened his sensibility
until it was as wide as his colour range, and said that he wanted his art to be ‘something like a good
armchair’. Dufy shared Matisse's sense of enjoyment and his colours were as gay as the fétes he
painted; but Matisse’s colours, no less bright, go beyond gaiety to affirm contentment. The only
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man who possibly equals Matisse as a colourist is Léger. But their aims are so different that they can
hardly be compared. Léger is essentially epic, civic artist; Matisse essentially a lyrical and personal
one” (2005, c. 280-281). fIx GaunMmo, Leil KOHTEKCT € JOCHTh PO3JOTUM. Y HbOMY Ha OCHOBI
MOKPOKOBOTO 3iCTABJICHHS BUKOPHUCTAHHS KOJHOPiB MariccoM 3 TBOPYMMH IMiAXOJaMU YOTHPHOX
IHIIUX XyOOKHUKIB (Bonnard, Braque, Dufy, Léger) 3po0neHo BUCHOBOK TIpo IiepeBary Maricca
Maibke Haja yciMa iHmmMu kostopuctamu (The only man who possibly equals Matisse as a colourist
is Léger) i nepenaHo cyTb MUCTEIBKOTO MeToay Maricca — JIpUYHICTh Ta iHTUMHICTh (Matisse
essentially a lyrical and personal one);

8) po3mIsiT BUKOpUCTaHHSI KOJIbopiB MaTiccoM y KOHTEKCTI IIEBHUX XYI0XKHIX CTHIIIB, HATPUKIIA;
“Fauves, whom Matisse led, recorded sensations. Their paintings were (and are) fresh and stimulating,
but they depend upon and evoke a forced intoxication. When Matisse painted red flashes against
ultramarine and magenta stripes to describe the movement of goldfish in a bowl, he communicated
a pleasurable shock; one is brought up short by the climax, but no solution follows. It was for this
reason, I think, that Matisse finally abandoned fauvism and returned to a more disciplined from
of painting” (2005, ¢. 281-282). V HaBeZicHOMY YPHUBKY BUKOPHUCTAHHSI KOHKPETHUX KOJILOPIB MaticcoMm
(red, ultramarine, magenta) po3UISIHYTO B KOHTEKCTi Teii poBizmy (Fauves, fauvism) it 0OrpyHTOBaHO
SIK 3aJTyYCHICTIO XYIOMKHHKA JI0 IbOTo CTWiO0 (Fauves, whom Matisse led), Tak i pillieHHAM BiTidTH
Bin HBOTO (Matisse finally abandoned fauvism and returned to a more disciplined from of painting);

9) aHaJti3 Pi3HUX €TalliB Y BUKOPUCTAHHI KOJIbOpy Marticcom, Hanpukian: “Between 1914 and
1918 he produced paintings — mostly interiors — which are magnificently resonant in colour, but
in which the colours seem assembled rather than dynamic — like the furnishings in a room. Then

for the next ten years he painted his famous Odalisques. In these the colour is freer and more pervasive,
but, being based on a heightening of the actual local colour of each object, it has a slightly exotic
effect. This period, however, led him to his final great phase: the phase in which he was able to combine
the energy of his early Fauve days with a quite objective visual wisdom” (p. 281-282). Y HaBeaeHOMY
TEKCTOBOMY (pparMeHTi pi3Hi eTany y BUKOPUCTaHHI KOJIbOPiB IPECTaBIeHO MeTaQ)OpUIHO: TIEPIIHIA
eram: KOJIBOPU — IE 3BYUHMI 3BYK (magnificently resonant in colour), KOJIbOPH —
LE CTATUYHE BMEBJIFOBAHHSI (but in which the colours seem assembled rather than dynamic —
like the furnishings in a room), npyruii erar: KOJIbOPU — I1E BUUIBHI ATEHTU (In these the colour
is freer and more pervasive), Tperiii eramr: KOJIbOPY — LIE [IOEJHAHHS EHEPTIT I MYZIPOCTI
(the phase in which he was able to combine the energy of his early Fauve days with a quite objec-
tive visual wisdom);

10) BUCHOBOK-y3arajibHEHHs IIpo TBOpUicTh Maricca, a came: “But from such a vision he distilled
experience of sensuous pleasure, which, disassociated from their circumstances, have something
of the universal about them” (2005, c. 282). Y HaBeneHOMY TEKCTOBOMY (hparMeHTi, IKUH € OCTaHHIM
PCUCHHSAM B aHAIII30BAHOMY €ce, CTBEPIKYEThCS YHIBepCcalbHa 3HAUYYIICTH TBOPUOCTI Maricca
(have something of the universal about them).

[epeiinemo no po3musiny ocobnuBocter aktyanizanii koHuenty KOJIIP B ece [xena Ilepna.
Sk 3a3HavaNocs B I PO3BiNl, B aHATI30BaHOMY ece MOpiBHAHO 3 ece JI)koHa beprepa 3HauHO
MEHIIIe KOHTEKCTIB akTyatizarlii kourenty KOJIIP. MoBHIMY 3aco00aMu perpe3eHTallii I-Oro KOHIIENTY
€ 1exkceMa color, a TAKOK HAMMEHYBaHHSI PI3HUX KOHKPETHHUX KOJIbOPIB, HAPUKIAM: “‘green and purple
and blue and orange” (2001, c. 98), “blue-green-gray” (2001, c. 98). KonTekcTr akTyai3arii KOHIICOTY
KOJIIP BHKOHYIOTH TaKi KOTHITHBHO-AUCKYPCUBHI POITi:

1) pO3KpUTTSI OCHOBHOTO IIPHHITUITY BUKOPUCTAHHSI KObopiB MariccoM, Hanpukian: “In 1905,
Matisse is pushing the colours that he sees in front of him to jangling extremes — on a face, patches
of green and purple and blue and orange shove against one another startlingly, beautifully” (2001,
¢. 94-95). Y upoMy KOHTEKCTi 0COOIHMBICTh BUKOPUCTAHHSI KOJILOPiB MaTicCOM KOHIETITYalli3yEThCS
sapsiku Metadopi KOJIbOPU MATICCA — LE PI3KI 3BYKW (Matisse is pushing the colours
[...] to jangling extremes);
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2) po3mIsi] BUKOPUCTAHHS KOJIBOPiB MariccoM y KOHTEKCTI MEBHUX XYJOKHIX CTHIIIB, HAIIPUKIIA/I!
“The man on the street’s image of Matisse is of buoyant, simplified color shapes — the charged-up
color of Fauvism, the bold arabesques of The Dance” (2001, c. 98). Y naBeneHomy ¢parmeHri
TBOpYiCTh Maricca po3DISHYyTO B KOHTEKCTI (GoBi3My (Fauvism), IpH I[bOMY HABEIACHO MPHKIIAT
koHKpeTHOI kaptunu (The Dance);

3) 3icTaBlieHHs TBOPUOCTI Maricca 3 poOdoTaM HIIMX XYIOKHHUKIB, HANpUKIa: “More sophisticated
viewers will think of Matisse in terms of the aspect of his achievement that has inspired Richard
Diebenkorn’s abstractions — the severity of such blue-green-gray images as The Piano Lesson”
(2001, c. 98). V HaBeneHOMY KOHTEKCTiI TBOpYiCTh Maricca MOPIiBHIOETHCS 3 TBOpYicTiO Piuapaa
JHi6eukopna (Richard Diebenkorn). IlogibHO 1O TONEPEIHBOTO KOHTEKCTY SK MPUKIIAN 3rafaHo
KOHKpeTHY KapTuRy (The Piano Lesson) i onucaHno ii KoabopoBy cxemy (blue-green-gray);

4) mpuItyieHHst o0 JyMOK Maricca B IpoIeci MOIIyKy HOBOTO MiJIXOAY 10 BUKOPHCTAHHS
KOJTbOPIB, a came: ““This is the period of Matisse s great book illustrations, of an increasingly freewheeling
graphic style, and of paintings which, with their plethora of calligraphic black outlines setting off’
areas of acid, high-keyed color, stand (at least so far as I am concerned) as Matisse s most hard-to-
understand works in oil. [...] So I ask questions: Is Matisse thinking about painting in a new way?
Is he thinking of the full color painting as an extension of a drawing? Ought one to regard these
paintings as a Western version of the Oriental brush painting?” (2001, c. 99-100). YV HaBeneHoMy
(bparMeHTi MpUIyIIEHHS 100 MipKyBaHb Maricca BUCJIOBIIEHO y (hOpMi MUTAILHUX pedeHb (Is he
thinking of the full color painting as an extension of a drawing? Ought one to regard these paintings
as a Western version of the Oriental brush painting?). I1pu 11b0My ApyTe TUTaJIbHE PEUCHHS T03BOJISE
PO3IISTHYTH TBOpYicTh Maricca 3 omIsily BUKOPUCTAHHS KOJIbOPIB Y KOHTEKCTI HE JIMIIIE 3aXiHOTO,
a ¥ CXiJJTHOrO MHCTEITBA.

BuCHOBKH ii mepceKTHBU MOTAJIbIIAX A0CTiTKeHb., OTXEe, B 000X ece MPOCTSIKEHO HU3KY
MOIOHMX KOTHITHBHO-ANCKYPCUBHHX PHC, ITOB’s3aHKX 3 akTyasizauieto konuenty KOJIIP, a came:
xoHtenT KOJIIP onpusiBHEHO sIK 3a IOTTOMOTOI0 JieKceMu colour / color, Tak 1 3a IOIIOMOTOIO Ha3B
KOHKPETHHX KOJBOPIB; JJIsl BUTIIyMadeHHsI 0COOJIMBOCTEH KOJbOpiB Maricca BUKOPHUCTOBYIOTHCS
KOHIIETITYaJIbHI MeTadopH; CHUIBHUMH JJIs 000X €ce € KOHIENTyalbHi MeTadopH, IIApHHOIO METH
sxux € konnent KOJIIP, a napuHoto mxepena — xonnent 3BYK; B 06ox ece konnenty KOJIIP
aTprOyIO€ThCS SIKICTh, Ha3BaHA IIPUKMETHUKOM buoyant, sIKUH y KOHTEKCTax 000X ece OJHOYaCHO
aKTyaJti3ye 0OMJIBa CBOI 3HAYCHHS: “TUIaBYYMil” Ta “TIACIMBHUIT”; 000M ece PUTaMaHHI TaKi KOHTCKCTH
axryamizanii koanenty KOJIIP, siki BUKOHYIOTB (hyHKIIiT PO3KPHUTTSI OCHOBHOTO MPHHITUITY BUKOPHCTAHHS
KOJIbOpiB MariccoM, po3riisii BUKOPUCTAHHSI KObOPiB MariccoM y KOHTEKCTI IEBHHUX Xy/IOKHIX CTHIIIB
i 3icTaBIEeHHs TBOpYOCTi Maricca 3 TBOPUICTIO iHIIUX XyAKHHKIB. Came 1i (yHKIIi T030JISI0Th
JIOCTaTHBO 00’€KTUBHO H YMOTHUBOBAHO 3pOOMTH BUCHOBKH ITPO YHIKaIbHICTh Maricca sSIK KOJIOpUCTa.
HasiBHICTB CITIIBHUX KOTHITUBHO-IMCKYPCUBHHX PHC, TIOB SI3aHUX 3 akTyatizauiero konenty KOJIIP,
y JIBOX PI3HUX MHUCTELTBO3HABYMX €CE MOKHA MOSICHUTH HacaMITIepe/l CIIUTBHICTIO TEMH — aHATi30M
TBOPUYOCTI OJHOTO M TOTO CaMmoro XyAOXKHHKa. TakoK Taka MOAIOHICT J03BOJISIE CTBEPIHKYBATH
MOXKJIMBICTh 00’€KTUBHOI, TOOTO BMOTUBOBAHOI BIIACHE XyIO)KHIMU YMHHHKAaMH, a He aOCOJIOTHO
JIOBUIBHOI iHTEpHpeTalii TBopy MucrenTsa. BomHoyac aHai3 moka3as HassBHICTH CHIEU(IKH KOXKHOTO
3 JBOX 3icraBimtoBaHuX ece. Tak, /[oH beprep ymaerbcst n0 OiLIbIIMX y3arajJbHEHb, TOBOPSYM
npo xkaptuHu Maricca B3araii, a ke Ilepn micist TBep/KeHb-y3arallbHeHb HABOJUTH KOHKPETHI
MIPUKIIaJHM KOJNILOPOBHX pillleHb Yy NMeBHUX poborax Maricca. Lli BiAMiHHOCTI IOB’sI3aHi 3 Pi3HOIO
KOMYHIKaTHBHOIO CIIPAMOBAHICTIO PO3INSIHYTHX ece: ece beprepa 30cepemKeHO Ha 3arajibHid
owiHI TBopuocTi Maricca, a ece [lepna — Ha ToMy, 100 MPUBEPHYTH yBary IIsAa4uiB 0 €KCITO3HIIT
KapTuH Maricca.

[epciexTuBu mocmimkeHHs BOa4aeMO B HamlpsMi aHajiizy akryamizanii xonmenty KOJIIP
B MHUCTCITBO3HABUMX €CE€ IHIIUX aBTOPIB 1 MPO IHIIHUX XyJAOKHHUKIB, a TAaKOK y MOIHOICHOMY
BUBUEHHI HIIMX aBTOXTOHHUX JIJIsI MUCTEI[TBO3HABYOTO JIUCKYPCY KOHIICTITIB.
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