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Y ecmammi docaidxcyemocs nonsmms ekgpasucy sk aAimepamypHoeo npuiiomy, w0
CMBOPIOE MINCOUCUUNATHAPHUI 36°A30K Midic @I3yANbHUMU MA 8epOanrbHumu mMooy-
camu y mucmeymsei. Ocobauea ysaea npudinsemocs Oeiniyii mepminy «exgpasuc»
. Xegpgpeprnana ma 0som kaacugpikayism camoeo ghenomery, 3anponoHO8aHUM G4e-
Humu JI. Jlygenw (narrativizing, maieutic, hermeneutic, subversive, elegiac, affective)
ma T. Jlynvosow (peghepeHmHoO-0ecKpunmueHuii, MeoiyMHO-0eCKpUnmueHuil,
PO3SCHI0BANBHO-MAYMAUHULL, IHMepnpemy8anbHo-maymaunuil). Bracnuii ananiz pis-
HUX munie ekppasucy npogedeHo 8 mexncax Xy0oiucHb020 OUCKYPCY HA NPUkAadi demek -
mueHoeo pomary «3aeadka Pagaens» (The Raffael Affair) bpumancekoeo nucomeruu-
xa lena Ilipca. Baxcausicms ma akmyanvricms 00CAi0NCeHHS NOAS2AE Y MONCAUBOCM
BUBHEHHS 83AEMOOII PI3HUX MUNié eKx@pasucy y Xy0odcHbOMy mekcmi, wo 8iokpusac
HOBI nepcneKkmueu aHanizy MiscOUCUUnAIHapHUX 36 ‘93Kie mixc aimepamyporo ma 00-
PA30MEOPHUM MUCMEUMBOM.

Karouoei caosa: exghpazuc, mincoucyunainapricms, izyanvruil i epbanvhuii modycu,
Kaacugixauis exgpasucy.

EKPHRASIS IN THE NOVEL " THE RAFFAEL AFFAIR"
BY IAIN PEARS
Dubrovska-Tomchenko Ye. V.
Postgraduate Student
Odesa I. I. Mechnikov National University

The article explores the concept of ekphrasis as a literary device that creates an inter-
disciplinary link between visual and verbal modes in art. Particular attention is paid to
the definition of the term by J. Heffernan and two classifications of ekphrasis offered by
scholars L. Louvel (narrativizing, maieutic, hermeneutic, subversive, elegiac, affective)
and T. Luneva (referential-descriptive, mediational-descriptive, explanatory-interpre-
tive, interpretive-interpretive). The analysis of different types of ekphrasis is carried out
within the framework of artistic discourse on the example of a described painting from
the detective novel The Raffael Affair by the British writer lain Pears. The importance
and relevance of the research lies in the possibility of studying the interaction of different
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types of ekphrasis in a literary text, which opens up new perspectives for analysing the
interdisciplinary relations between literature and the visual arts.

Key words: ekphrasis, interdisciplinarity, visual and verbal modes, classification of ek-
phrasis.

Beryn. Exdpasuc € 6aratorpaHHUM MOHSITTSIM, HAyKOBII 1OCi 3HaXO-
JAThCS Y TIOLIYKY BAY4HOI AediHilii Ta yHOpMOBaHOi Kiacuddikallii Biamno-
BiTHOTO TepMiHy. Pi3HOMaHITHICTb TpaKTyBaHb Ta BUIiB eKdpa3ucy CBiI-
4yaTh PO Pi3HOACTIEKTHICTh CIPUNAHSTTS JIOAMHOIO Bi3yaJIbHOTO MUCTELITBA
il BILIMBOM Pi3HUX CEMIOTUYHUX UMHHUKIB Ta KOTHITUBHUX MPOLIECIB.

MeTol0 CTaTTi € JOCTIIKEHHS eK(Dpa3rcy 3 BAKOPUCTAHHSIM ABOX KJla-
cudikalliif Ta po3risia Moro MYHKIINA B KOHTEKCTI XyT0XKHbOIO HapaTUB-
HOTO nucKypcey. JlocsiIrHEHHS MOCTaBIeHO1 METU Mependayae BUKOHAHHS
HACTYIHUX 3aBAaHb. PO3rJsa nediHiliil Ta GyHKUiOHAIbHUX TUIIB €K-
(pasucy Ha ocHoBi knacudgikariii JI. Jlysenb ta T. JIyHbOBO1, aHai3 KOH-
KPETHUX TeKCTOBUX (DparMeHTiB eKdpa3ucy Ha MpUKIIadi Onucy KapTUHU
«Enizaberra ni Jlaryna» (Elisabetta di Laguna) y pomaHi «3araaka Padae-
nsi» (The Raffael Affair) lena Iipca. ITig yac po6oTu OyJiu 3acTOCOBaHi TaKi
METOM AOCJIKEHHS: CITOCTEPEXKEHHS, JTIHTBICTUYHOTO aHaJli3y Ta CUHTe-
3y, MOJICJTIOBaHHS, y3arajJbHEHHS i OMUCY.

O0’eKTOM TOCITIIKEHHST € eK(pa3nc y XyI0KHbOMY IUCKYPCi, a mpe-
MeTOM TOCTiIKeHHs — Kiacuikallisi ekdpa3ucy Ha OCHOBI aHaJli3y KOH-
KpeTHUX hparMeHTiB y poMaHi «3araaka Padaensi» (The Raffael Affair)
lena ITipca.

Hx. XeddepHaH xapakTepusye eKdpasuc sik «BepOajibHy pernpe3eH-
Talito BizyanbHoI pernpeseHTalii» (Heffernan, 1993: 3). /1. Keppiep onu-
Cy€e Horo sk «BepOajibHE BiITBOPEHHS iCTOpii, 300pakeHO1 Ha KapTUHi»
(Carrier, 1991: 103), a JI. TeHepantoK SIK «CJIOBECHUI OMUC Bi3yallbHUX
TBOPiB MUCTELTBA, 1110 CYTTPOBOIXKYETHCS €CTETUYHOIO OL[IHKOIO0 a00 OIU-
COM aBTOPCHKUX MPUIOMIB, 30Kpema oro MaHepu uu ctuio» (IeHepa-
ok, 2018: 188). Exdpasuc onucye abo 3raaye 300paxkaibHUIA TBIp MUC-
TELTBa, SIKMI BXe € MPEACTaBICHHSIM MEBHOI iCTOPil UM CIOXETy y co0i,
BiITBOPIOIOYM OCOOJIMBY JIiHiIO B eK(MpacTUUHII Tpaaullii Mix Ha3BOIO 1po-
conones (prosopopoeia), TOOTO «HaiIEHHSI MOBYa3HOTO 00’€KTa rOJIOCOM»
(Heffernan, 1991: 302). BepbaavHuii 3aci6é (C10BO) CIyrye crocodoMm pe-
Mpe3eHTallii iHIoro 3aco0y — B JaHOMY BUMAAKY, 8i3yanbH020 (KApTUHA).
Tum camuM exdpasuc «3BiIbHSIE HAPATUBHUM IMIYJIbC, SIKUI rpadiuHe
MUCTEUTBO ooMexye» (ibid).
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Buena Jlinian JlyBenb mpomnoHye iCHyBaHHSI HaCTYyMHOI Kiacuikarii
TUTIB eKdpa3ucy, Ki BiApi3HSIOTHCS OAVH Bifl OAHOTO MYHKIIIOHATbHO —
narrativizing, maieutic, hermeneutic, subversive, elegiac, affective.

Narrativizing ekphrasis BUKOHye poJjib TpaHChOpPMallii KUBOMHUCHOTO
OIUCY Y HapaTuB, cripoOy repenayi 3MiCcTy 300paXkeHHs, TUM CAMUM YO~
BUIBHIOIOUM PO3BUTOK MO/ Y TEKCTOBOMY TBOPi. MiHiMasibHe 3ragyBaHHSs
aBTOpPA YW Ha3BU MMCTEILILKOTO TBOPY € JOCTaTHIM JUIS Mepeaadi untadyam
iHdopMallii 11l pO3BUTKY HAapaTUBY U XapaKTepU3YETbCS SIK MIHIMAAb-
Huil exgypaszuc (minimal/model ekphrasis) (Louvel, 2018: 249). SIkmo onuc
OUTbII IPYHTOBHO MPEACTABJISIE CYTHICTh TBOPY MUCTELTBA, 1Or0 MOXHA
oxapakTepusyBaTu sIK demaavHuti exgppasuc (detailed ekphrasis).

Maieutic, a6o BBeneHuil B HayKoBuii o0ir Ixx. XeddbepHaHoM mia Ha-
3BOIO obstetric ekphrasis (Heffernan, 1993: 5), TpakTyeTbcs SIK «BTiIEHHS
MeBHoOI ifei adbo emouii y popmi ButBopy mucteursa» (Louvel, 2018: 250),
3BEPTAIOUYUCh 0 MOHSTTS TPAHCUEHIEHTHOCTI. BiH TicHO MoB’s3aHuii i3
iHTeJIeKTyaTbHUM PO3KPUTTIM ifei yepe3 CIpUNUHSTTS MUCTELTBA, TJI0-
OasibHe YCBIIOMJIEHHS TyMKU Yepe3 CIOCTepiraHHs Bi3yaabHOTO 00’ €KTA.

Hermeneutic ekphrasis BTilo€ eleMeHT 3araaku, SIKUi CIIOHYKa€ 4u-
Taya 10 aKTUBHOI MUCJIEHHEBOI CITiBYYaCTi Y PO3KPUTTI CIOXKETY JliTepa-
TYPHOTO TBOPY Yepe3 MUCTELIbKMI TBip Ta MIPUAHSITTS ynTayeM Ha cebe
JIETEKTUBHOI POJIi.

Subversive, a00 debunking ekphrasis, BUCBIT/IOE€ CyniepeynBi aclieKTU
CYCIUTBHOTO, TOJITUYHOTO a00 KYyJBTYPHOIO XUTTS 3a JOMOMOTOIO MPpU-
XOBaHMX CEHCIB y 300paxkaJbHOMY MUCTELITBI yepe3 MOoro cioBecHe Bif-
TBOopeHHs y TekcTi. [Ipu Bukiani iHdbopMallili aBTOpy 4acTo xapakTepHa
ipOHiYHAa, MPOBOKATUBHA MaHepa.

Meroto elegiac, a6o monumental ekphrasis € ocCMUCIEHHSI MUHYJIOTO Ta
OMUC BaXXJIMBUX MO ab0 mepexuBaHb, BilOOpaXXeHUX Y MUCTELUTBI Ta
OTMMCAHUX Y TEKCTi, 3 METOIO YBIYUHEHHSI Ta 30€peKeHHS.

Affective ekphrasis oniicye eMolliiiHe 3ay4eHHsI i 3JTUTTS TOJIOBHUX re-
POIB 3 TBOPOM MUCTEIITBA, SIKi XapaKTepU3YIOThCSI MOTUBAMU CTBOPEHHS
ineanizoBaHoro obpasy o6’ekra, cxoxumu 10 Hapuuca a6o Ilirmaniona
(Narcissus- or Pygmalion-like).

BukopucToBy10UM KOTHITMBHO-CEMiOTUYHMIA Miaxia, HaykoBuils Te-
TsHa JlyHbOBa aHasli3ye deckpunmu@Huil Ta maymaynuil BUIU ekgpasucy
Ha MPUKJIAJi CydaCHUX aHTJIOMOBHUX €Ce MPO BidyaabHi MUCTelTBa. [le-
CKPUNTUBHUN eKbpasuc CKIanaeThCs 3 peghepeHmHo-0ecKpunmueHo20 —
OMUCY Ta BIATBOPEHHSI 00’€KTIB AIMCHOCTi, iHTErPOBAaHUX Y CTPYKTYPY

68



MUCTEUbKOro TBOPY (JItoau, JaHaiadTu, TBAapUHU i T.i.), Ta MmediymHo-
decKkpunmugno20 — OTVCY TEXHIUHUX acMeKTiB a00 MeliyMiB, BUKOpUCTA-
HUX MUTLIEM I1iJ] YaC CTBOPEHHS €JIEeMEHTY MUCTELITBA, TaKi sIK 0COOJIMBa
KOJIbOpOBa MaiTpa, TeXHiKa, XapaKTepHU# CTUJIb XydoxXHUKa (JIyHboBa,
2022).

Trnymaunuili exkdpaszuc posnoninsieTbcss Ha aBa Tunu. I[lepuiuii,
PO3’ACHIOBAABLHO-MAYMAYHUIL, TDAHCITIOE OCODJIMBE aBTOPChKE OAYEHHSI 30-
OpaXeHUX Ha KapTHHi (Gi3UYHUX MTPEAMETIB Ta CTa€ iIHCTPYMEHTOM aHaJli-
3y cneundiyHuX Aetajeil onucy. BiH po3kpuBae KOHIENTYalbHUI 3a0yM
aBTOpa I1I0J0 CUMBOJIIYHOTO BUKOPUCTAHHS 00’ €KTiB AiICHOCTI Ha MOJIOT-
Hi, 5IKi y3rO/KYIOThCS 3 OCHOBHOIO ifie€lo TBOPY. Inmepnpemyeaivrno-may-
Mmaynuil exdpasuc MpeacTapisie 3arajbHe TIyMadeHHs inel i KOHUEenuii
MUCTELIBKOTO TBOPY B 3araJlbHOMY KOHTEKCTi, TPAKTy€E «MeCe>K» aBTopa i
BU3HAYaE 1iJlb BUKOPUCTAHHS €JIEMEHTIB MUCTELITBA B TEKCTOBOMY TBODI.

Bukian ocHOBHOro marepiajdy MOCTiIKeHHSA. Y MUCTELTBO3HABUYOMY
netekTuBi «3araaka Padaensi» (The Raffael Affair) 6puTaHCHKOrO MUCH-
MmeHHuKa leHa ITipca ineTbcst mpo po3ciimyBaHHSI reHepaaoM iTaldilichKoi
noJjiuii Tagneo boTTaHno, KEpiBHUKOM Bifaily 00pOTHOM 3 KpaaiKKaMu
TBOPIB MUCTENTBA, 32 aKTUBHOI yJacTi itoro nomiunui ®nagii ni Creda-
HO Ta acripaHTa-MMUCTeUTBO3HaBUs [[>)koHataHa Apraiijia, TaEMHUL 3a-
rankoBoi kapTuHu Padaesns Ta intpur HaBkoso Hei. LlikaBo, nio KapTuHa
«Enizaberra ni Jlaryna» (Elisabetta di Laguna), HaBKOJIO SIKOi po3ropra-
IOThCSI OCHOBHI TOJ1i1 pOMaHY, € BUTaIaHOIO i HE Ma€ peayibHOrO MPOTOTU-
My B icTopii MUCTEUTB. Y nepeaMOBi 10 poMaHy aBTOP 3a3Hayae, 1110 AesKi
OyniBJIi Ta KAPTUHMU, 3rafyBaHi y KHU3i, € peaJbHUMMU, a IeSIKi BUCTYIal0Th
SIK TIJIO/ aBTOPCHKOI (paHTa3ii, Tak caMo $IK i TOJIOBHI I'epoi TBOPY.

VY xoni nociikKeHHs, TPUCBSIYEHOTO XKUTTIO i TBOPYOCTI iTalilicbKOTo
muTUg MaHTiHi, acriipaHT JIx)koHaTaH Apraiii BUCYBAa€ TiloTe3y Mpo iCHYy-
BaHHS mpuxoBaHoro meaespa Padaens mig mapom papdbu onHiel 3 KapTUH
MaHTiHi. 3a CclIOXEeTOM poMaHy li¢ CTa€ CBOEPIAHUM MPOPMBOM B Taly3i
mucteuTBa B ITtanii, BenyTbCsl YMCIeHHI pOOOTU CrelialiCTiB Hajl BUSIB-
JIGHHSIM 11 OpUTIHAJIBHOCTI, a KPUTUKU (HOPMYIOTh 300TaKHU MPO iCTOPilo
JKiHKM, 300pakeHOoi Ha MOPTPETi:

Almost everybody knew by now that underneath the painting by Mantini
there lay a portrait of Elisabetta di Laguna, the mistress of an earlier Marchese
di Parma and, by repute, the most beautiful woman of her age. What someone
like Raphael, who had made much less attractive women look like veritable
Venuses, would have produced with such a sitter was anybody’s guess. Critics

69



from the London Standard to the Baltimore Sun speculated freely. Some even
ventured to suggest that Leonardo’s Mona Lisa would be knocked off its perch
as the world’s favourite painting (Pears, 2001: 29—30).

3a kiacugikauissMu, IpeACcTaBIeHUMHU B CTATTi, JaHUI ekdpa3uc BU-
CcTynae K narrativizing, 60 MOBIIOMJISIE iICTOPilI0 KAPTUHU Ta XiHKM, 30-
OpakeHo1 Ha Hili, MpOTe TaKOX MICTUThb €JIeMEHTU hermeneutic ekphrasis,
aJke CTBOPIOE iHTPUTY HABKOJIO TIOPTPETY Ta 3aIpoIIlye YUTauya POMaHy
IO PO3AYMIB IIOJ0 OPUTIHAJIBHOCTI Ta JOCTOBIpHOCTI KapTuHU. Affective
ekphrasis BUpaXxaeTbcsl Y 3axOIUieHHI MyO0Jiikolo yapiBHol EjnizaberToro
Ha TOPTPETi, imeani3yrouu ii miA MeH37eM BEeJMKOTO0 MUTLIS Ta OMUCYIO-
YU 32 OMOMOTOI0 eMiTeTy «HalBpOMIMBIllIa XiHKa CBOTO yacy» (the most
beautiful woman of her age). MoxHa BBaxatu ekdpasuc subversive aepe3
MPOBOKallillHe MOPiBHIHHS ii 31 cBiTOBUM LueaeBpoM JleoHapno na Bin-
4i, «MoHo1o Jlizo0» — «“Moma Jliza” JleoHapao Oyne cKuHyTa 3i CBOTO
m‘enectaiy (Leonardo’s Mona Lisa would be knocked off its perch). Imoctpo-
BaHa MeTadopa TPAHCIIIOE MOTEHUIMHUI BIUIMB HOBO3HAMIEHOTO MOPTpPe-
Ty Ha iCTOPil0 MUCTELTB Ta KYJBTYPY 3arajioMm, cam eKdpa3zuc HaCUYeHU
IPOHIYHUM TiATEKCTOM.

3a apyrow kiacudikalielo ekdpaszuc MOXHa OXapaKTepudyBaTH SIK
pegepenmuo-deckpunmugnuii, pechepeHTOM Ha TIOJIOTHI BUCTYIIA€ 3rajaHa
B OIMCI KApTUHU (haBOPUTKA OJHOTO 3 MPEeACTaBHUKIB AUHACTI1, KOJMII-
Hboro Mapkisa [Tapmcbkoro — Enizaberra i Jlaryna. Exdpasuc MicTuTh
eeMEeHTH MediymHo-deckpunmugroeo, 00 Tiepenae ocodauBuit ctuiib Pa-
(aenst y BiATBOPEHHI Kpacu Ta €CTETUYHOCTI CBO€1 HaTypHulli. [Ipumyc-
KaeMO, 110 eK(pa3uc 4aCTKOBO MAa€ O3HAKU iHmMepnpemy8aibHo-miaymay-
H020, OCKIIBKM TIPOCTEKYETHCS aHaIi3 MOTEHIIITHOTO BIUIMBY KAPTUHU Ha
CTIPUIHSTTSI MUCTELITBA TTYOJIIKOIO Y KOHTEKCTi KyJBbTYPHOTO XXUTTSI, CTIO-
CTEepIira€ThCs BUXiJI 32 PAMKHU OITHUCY.

Ockinibky ekdpa3uc € eAMHUM CIIOCOOOM, 3a SIKUM YUTAy MOXKE TO-
3Haitomutucs 3 «Enizaberroro ai JlaryHoro» y pomaHi, len Iipc npuainse
0COOJIMBY yBary IeTaJlbHOMY i SICKPAaBOMY BiJITBOPEHHIO OIKCY TOJIOTHA
i yac eKCMo3ullii y My3el:

It was a beautiful painting of a very beautiful woman. From her position,
Flavia could not see very well, but it seemed to be a bust length with the head
turned slightly to the right. Fair hair was gathered loosely at the back of the
head so that the left ear was partly covered. The left hand reached up to touch a
necklace, and the subject was dressed in a closefitting dress of a gorgeously rich
red. The background was con-ventional, but excellently produced. The sitter —
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lean and with none of the fleshy appearance that made many of Raphael’s
Madonnas look just a little overweight —was in a room. In the left background
was a window giving out to a wooded hill, on the right, wall hangings, a table
and some ornaments. The organisation of the figure itself radiated an air of
remarkable tranquillity, with just a hint of the sensuality that the painter so
often brought out (Pears, 2001: 32—33).

3a nepiuoto kinacudikalli€ro, 6iblly YaCTUHY eK(dpa3ucy CTAHOBUTh
narrativizing demanvhuil ex@gpasuc, MO XapaKTePU3YETHCS PETEIbHUM
OMUCOM KiHKU Ta 11 OTOYEHHS 32 BUKOPUCTAHHS EMiTETiB «uyaoBa Kap-
THHA» (a beautiful painting), «ayXe BpPOIJIWBA XiHKa» (a very beautiful
woman), 300paXkallbHUX JeTajeil «CBiTie Bojioccs» (fair hair), «00THCTA
CyKHSI» (a closefitting dress), «3BUYaliHUIA, ajle MaliCTEpHO BUKOHAHMI
(on» (conventional, but excellently produced background), «cTpyHka ¢irypa
0e3 KOIMHUX O3HAK OIPSIHOCTI Moneli» (lean and with none of the fleshy
appearance sitter). Ekppasnc XxapaKTepu3y€eThC i IK peghepenmHo-0ecKkpun -
mueHuil 3aBASIKUA AeTaJIbHIN BepOatizallil 00’€KTiB KAPTUHU Ta BUKOPUC-
TaHHS KOHKPETHOI JICKCUKH TSI CTBOPEHHSI OIJTBII YiTKOTO YIBIICHHS TIPO
300paXkeHy XiHKY, ii BOJOCCS, CTaTypy, MO3ULII0 Tijla, OIS, TPUMIlLIEHHSI.

Ineanizaiiist mopTpety Ta eMoLiifHe 3aXOTUIeHHS CIIOKIHOI0 aTMocde-
pOIO KapTWHU, BUpaXeHow MeTadopolo «atMocdepa BUHSITKOBOTO CITO-
KoOIo» (an air of remarkable tranquillity), cBimuaTh Mpo 3aJTy4eHHS O3HAK
affective ekphrasis.

3ramka Ipo BUKOPUCTAHHS MUTIIEM «PO3KIIITHOTO HACUYEHOTO YePBO-
HOTO KOJIbOpY» (a gorgeously rich red) i 0cOOIMBOrO CTUIIO BUPAXKaIOThCS
SIK TIPOSIB MeQiyMHO-0ecKpunmugHoeo ek@pasucy. J1o Toro X HasiBHi Xxapak-
TEPUCTUKU P03 ICHIOBANbHO-MAYMAYHO20 eK@pa3ucy, OCKITbKU TPUCYTHS
0oco0JIMBa iHTepIpeTalis il TepoiHi Ha MOPTPETi — XKiHKA MiAHIMAE JiBY
DPYKY, 100 TOTOPKHYTHCS 10 HaMucTa (the left hand reached up to touch a
necklace).

EmouiiiHe 3axoryieHHs1 myOJIikK¥ KapTUHOIO Yy HACTYITHOMY MpUKJa-
Ii exdpasucy CBiTUUTh PO HASIBHICTH affective ekphrasis B omuci 3a no-
TMOMOTOI0 €MiTeTy «HEWMOBIPHO POMAHTUYHA KapTUHa» (extraordinarily
romantic picture), Metadop «HIKHICTb Ma3KiB TIEH3JIsI» (the delicacy of the
brush strokes), «MmaiicTepHe BUKOpPUCTaHHSI TiHeW» (the masterly application
of shading), «TOHKOIIII KOMITIO3ULIii» (the subtleties of the composition) Ta
eMOLiiTHO-3a0apBIIEHHOT JIEKCUKU «3aXOIUTIOBAIUCS» (admiring), «po3-
IUBIsIuCs»  (ogling), <«3axoIieHHS» (enthusiasm), <«Haa3BUYAHO»
(extraordinarily), «3aXOTINTH YSIBY» (capture the imagination):
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But she was most struck by the reaction from the audience. They were not
admiring the delicacy of the brush strokes, the masterly application of shading
or the subtleties of the composition, that was certain. They were ogling. Not a
usual reaction for connoisseurs. She herself was caught up in the enthusiasm.
The picture, both in its history and subject, was extraordinarily romantic. This
most beautiful woman, nearly half a millenium old, had been lost for nearly
three hundred years. It could hardly fail to capture the imagination. She even
felt herself forgiving Byrnes (Pears, 2001: 32—33).

Onuc BUKOPUCTAHHS TiHEN, Ma3KiB MEH3Jsl i KOMMO3UILIiiHOT Mo0y-
JIOBU SIK 0COOJIMBOTO CTWIIO Pacdhaesnsa € cBimueHHAM 3aTydeHHS Mediym-
HO-0ecKpunmueHo2o exgpasucy, a 3rajgka «HalBpOUIUBIIIOI XXKiHKW» (1most
beautiful woman) ik pedepeHTy — peghepermHo-0ecKkpunmueHozo.

Ha aykuioni ot 28, «Enizaberra ai JlaryHa», omucyeThCs TOCUTh CTUC-
JIO i JIAKOHIYHO, 110 € MPUKJIAJIOM narrativizing ekphrasis:

It stood there, bathed in light—as one poetic television reporter put it
afterwards—as if it were back on an altar as an object of worship itself.

“Lot twenty-eight. Raphael. A portrait of Elisabetta di Laguna, about 1505.
Oil on canvas, sixty-eight centimetres by a hundred and thirty-eight. I'm sure
many of you know the background to this work, so we will start the bidding at
twenty million pounds. What am I bid?” (Pears, 2001: 35).

3a kiacudikamiero T. JlyHb0BOI ekdpa3rc MOXKXHA OIUCATH SIK Meli-
YMHO-0ecKpunmugnuil, OCKiTbKM BiH TIOBIIOMJISIE TpaaulliiiHy O0a30BY,
My3eliHy iH(opMallilo po KapTUHY, PO3Mip, PiK CTBOPEHHSI, TEXHiKY BU-
koHaHH4. Lleil miaxig Haragye CTWIb My3eMHUX KaTajoriB, Ae AaHHI MPo
MUCTELIBKUI CTUITh TTOIAI0ThCS i3 TOJIOBHUM aKIIEHTOM Ha (hi3UuHi Xapak-
TEPUCTUKU, 0€3 3aTy4eHHs eMOLIIHOTO UM €CTETUYHOTO BIUIMBY OIKCY-
BaHOro 00’€KTY Ha IJIsiiava.

ITpote BukopuctaHHs1 MeTadOpr y MOPiBHSIHHI MTOJIOTHA 3 CAKPaJTbHUM
00°eKTOM TIOKJIOHIHHS (as if it were back on an altar as an object of worship
itself) cxoxxi Ha 03HaKU affective ekphrasis. TAKUM YMTHOM JI€MOHCTPYETHCS
KOHTPACT MiX eMOLIIHUM i (haKTUUHUM OMUCOM Yy TEKCTi.

V TekcTi NpUCyTHi icKpaBuit ipuknan subversive (debunking) ekphrasis
Ha OCHOBI (hparMeHTa CIOXETY, e aBTEHTUYHICTh KapTUHU Padaens nia-
JIAEThCS CYMHiBaM, HE 3BaXKalOUM Ha BiICYTHICTb 0€3MOCEPENHbO OMUCY
noptpety EnizaberTu:

What people find beautiful changes over time; you only have to look at the
pale, flabby women painted by Rubens to realise that. They were reckoned to
be the peak of sensuality in the seventeenth century, now they’re overweight
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matrons,; the modern age prefers the skinny Botticelli types. Even if someone
paints a mock Raphael that is perfect in every detail, there will be some trace in
it of the twentieth-century mind of its creator (Pears, 2001: 74).

V 11bOMY KOHTEKCTi 3rafyloThCsl ECTETUUHI BOA0OAHHS iHILIMX MUTLIIB,
TaKUX K HigepaaHacbkuii Mutelp [itep [Taynap PyGeHc i itanificbkuit Xy-
noxHuk Canapo botrivemti. ABTOp miApvBa€e TpaaulliiiHi YIBJIECHHS, Je-
MOHCTPYE €BOJIOLIO0 ifeaiB Kpacu 4Yepe3 MUCTELTBO, KPUTUKYIOUU CYC-
MiJIbHi HOPMU Ta 320X0UYI0YM UMTAUiB 3aMUCIUTHCS PO BJACHI €CTETUYHI
ynono0aHHs. Y TBOPi MPUCYTHI €MIiTETU OMUCY Pi3HUX XKIHOYMX TUIAXiB
30BHIIIIHOCTI Ha KapTUHAX, ipOHiYHE MOPiBHSIHHS 3a JOMIOMOIOIO ermiTe-
TiB repoiHb noJjioreH PybeHca — «bmiai, o6BucHi XiHku PybGeHca» (pale,
flabby women painted by Rubens), «3aHanTo TIOBHI MaTpOHW» (overweight
matrons), Ta botTivemni — «xynopJssi dirypu, sk y borrivenni» (skinny
Botticelli types). MoxinuBe BUKOPUCTAHHSI iHMEPHPEmy8anbHO-MAYMA4HOO0
eKk@pasucy yepe3 apryMeHTallilo TeMU ifiealy Kpacu B MexXaX pi3HUX eMoX.

Pe3synsraTi T2 00rOBOpeHHs. Y XOJIi JOCIiIKEHHS OYJIO 3‘ICOBAHO, 1110
Y XyIOXHbOMY HAPATUBHOMY IUCKYPCi Y TEKCTi MPUCYTHI Pi3Hi TUIIU €K-
(pasucy, noeaHaHi Mixk coboto, 3a11s1 MOOYyI0BU AeTalbHUX 00pa3iB Ta
HapaTuBy. B pamkax naHoi cTaTTi Oy/au pO3IJISIHYTI ABi Kiacudikauii ek-
(pasucy, 3anpornoHoBaHi BueHumu JI. JIysenn ta T. JlyHboBoto. ITin yac
aHati3zy ekdpa3ucy Ha OCHOBI omucy kapTuHu «Emizabetra ai JlaryHa»
y pomaHi «3aragka Padaenst» (The Raffael Affair) lena Ilipca, Oyiro Bu-
SIBJICHO TIPUCYTHICTh TaKWUX TUITIB eKdpasucy, K narrativizing, affective,
hermeneutic, 4yacTKOBO subversive 3a xiacudikauieto JI. Jlyenab. 3rigHo 3
knacugikauieo T. JIyHboBOI, ekdpazuc OyB onucaHuil ik peghepenmmo-
decKpunmug@Huil, MeOdiyMHO-0eCKPUNMUBHUILL, P03 ACHIOBANbHO-MAYMAYHULL |
inmepnpemyeanvHo-maymavnui. B TEKCTI Li TUTIX BUPaXKeHi 3a JOTTOMOT010
eniTeTiB, MmeTadop, eMOoLiliHO-3a0apBAEHOT IEKCUKU.

Koxnuii ekdpasuc He iCHYe 1K OKpeMUIA, i30JIbOBAHUH €JIEMEHT, a € M0~
€HaHHSIM JIeKiJIbKOX TUMiB. BOHU B3a€EMO/IiIOTb i JOMOBHIOIOTH OJWH OHO-
r0, YPi3HOMAaHITHIOIOUN DYHKIIOHATBHY CKJIAIOBY XYIOXHBOTO (DEHOMEHY.

BucnoBku. Exdpa3suc sk 3acib moeHaHHS Bi3yaJlbHOTO Ta BepOalbHO-
ro BUiB MUCTELTB BOJOJIE€ IIMPOKUM MOTEHLiaIOM s TMCbMEHHUKIB
Y CTBOPEHHI ILIMPOKOTO CIeKTpYy 00pa3iB Ta CloxeTy y TBopi. [ToenHaHHs
PI3HUX TUIIB eK(pa3ucy y TeKCTi po3IUpIoe GYHKIIIOHATbHUN MOTEHILi-
aJI IbOTO MOHSTTS. TaKMM YMHOM TIEpPCTIEKTHBA BUBUEHHS (DEHOMEHY «EK-
(pazuc», itoro knacudikauiit i GyHKUIHA y XyT0KHbOMY TEKCTi € BAXKJTUBUM
KPOKOM J1J151 TOAQJ/IbILIOTO MOTIMOAEHHS PO3yMiHHS OT0 PoJIi B IiTepaTypi.
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