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CrarTst IpUCBAYEHA JOCTIDKEHHIO eK(pa3ucy, K MIXMHUCTELLKOTO SBUIIA,
y JIiTepaTypHOMY Ta KiHeMaTorpagiuHOMy KOHTEKCTax. MeTa cTarTi 31iiCHUTH
MOPIBHSUIBHY 1HTEepHpeTalito exkdpasucy Ha NPUKIAAl TBOPY CY4YacHOTO

Opurancskoro nucbMeHHuKa Jleina Ebepcrodda «/liBuuna 3 danii» (2000)
Ta Horo onHoltmeHHoi expaHizauii Toma I'ynepa 2015 poky. TBip HaTXHEHHU
ICTOpi€I0 KUTTS HENEPeCidHUX MUTIIB Mouarky XX CTONITTS: Mei3axucra
Eitnapa Berenepa (JIini Ens6e) Ta #loro apyXuHu, XyI0XKHUII-TOPTPETUCTKH

I'epau Berenep.

B ocHOBi 3anmponoHOBAaHOIO JOCHTIKEHHs JIEKHUTh KOMIAPATUBHUI METON,
110 nependavae NOopiBHUTLHUI aHai3 TiTepaTypHOro Ta KiHemarorpagiaHoro
TBOPIB, SIKi HAJIEXKaTb IO PI3HUX «CEMIOTHUHHMX AMUCKYpciB». s poboTu
3 TEKCTOBOIO CKJIQJOBOIO Ta JUIsI BUOKPEMJICHHS JEKCHUHHX OAMHHIb, IO
BUKOPUCTOBYBAJICh aBTOPOM AJISI CTBOPEHHSI EK(PPACTUYHUX OMHCIB OyIlo
00paHO KOTHITUBHO-CEMIOTHYHUN MeTo[. Takuil miaxil crpusie rudmomy
PO3YMIHHIO IPUPOAM Ta (GYHKIIH exdpasucy sk MUCTEI[BKOTO SIBUIIA, 3 TAKOXK
HiIKPECTIOE HOTr0 BaXIUBICTE y MIKKYJIBTYpPHOMY Ta MIKMHCTEIIBKOMY
nianmo3i. Po3Bigka BUKOHAHA y pyCli iHTEpPMEMiaNbHUX MOCIHIMXKEHB, fKi
nepeadavaroTh PO3yMiHHS eK(ppa3ucy SK I1HTEpPMEAialbHOTO MOCHIAHHS
B MEXax pi3HUX 3HAKOBHUX cucTeM. byrno BusBIeHO, 1m0 ekdpasu y TBOpi Ta
y ¢ineMi, Xoua i MPEACTABISIOTH Ti K caMi MUCTELbKI 00'ekTH (Y HAIIOMY
BUIIQJIKY, )KUBOIIHC), MEPeNaloTh IXHIO MOBHOTY HEOAHOPiAHO. Po3rmsaaroun
pi3Hi THIH exdpaszucy (arpuOyTUBHMHN, 300pakaJbHUN, 1HTEpHpETALiHHNH],
JpaMaTU4yHuii), Oyl0 BiJ3HAYEHO, MIO KOKE€H 3 HUX BHKOHYE CBOIO BIIACHY

IHTOHAI[IIHY pOJIb, 10 JOMIOMArae Kparie 3p0o3yMiTH CIOKET Ta iJiel TBOpYy.

BepOansHo exdpasuc y CTpyKTypi TeKcTy OyB peani3oBaHHi 3a JOIOMOIOIO
JICKCUYHUX OAWHUIb, SIKI MOXKHA BIHECTH A0 OAHIE] TEMATHYHOI TPyIH
JKUBOIINC, SIKA MICTUTh KiNbKa IMiATEM: IHCTPYMEHTH Ta MHUCTEI[bKi TEXHIKH,

KOJIIp, BpaXKECHHS/CIPUHHATTS.

[lepcniekTnBa MOAANBIIMX AOCHIIKEHD MOJSATAE B aHAII31 IHIIMX TBOPIB Ta
iXHIX ekpaHizalliif 3 MUCTEIBKOI0 TEMATHKOIO, Jie eK(pa3uc OXOTUTIOBaTHME HE

JIUIIIE J)KUBOIIHC, alle i apXiTEeKTypy Ud CKYIBITYPY.

“Folium” Ne 4 (2024)
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The article is devoted to the study of ekphrasis as an interartistic phenomenon
in literary and cinematic contexts. The purpose of the article is to make a
comparative interpretation of ekphrasis on the example of the work of the
contemporary British writer David Ebershoff "The Girl from Denmark" (2000)
and its 2015 film adaptation by Tom Hooper. The work is inspired by the life
story of outstanding artists of the early 20th century: landscape painter Einar
Wegener (Lili Elbe) and his wife, portrait painter Gerda Wegener.

The basis of this study is the comparative method, involving a comparative
analysis of literary and cinematic works belonging to different 'semiotic
discourses.' The cognitive-semiotic method was chosen to analyze the textual
component and distinguish the lexical units used by the author to create
ekphrastic descriptions. Such an approach contributes to a deeper understanding
of the nature and functions of ekphrasis as an artistic phenomenon, emphasizing
its importance in intercultural and interartistic dialogue. The research is carried
out in the context of intermedial studies, which involve understanding ekphrasis
as an intermedial reference within different sign systems. It has been observed
that ekphrases in a literary work and its film adaptation, although representing
the same artistic objects (in this case, paintings), convey their fullness
heterogeneously. Considering the different types of ekphrasis (attributive,
depictive, interpretive, dramatic), it was noted that each of them fulfills its own
role, which helps to better understand the plot and ideas of the work.

Verbally, ekphrasis in the structure of the text was implemented using lexical
units that can be categorized into a thematic group related to painting. This
thematic group encompasses several subthemes, including tools and artistic
techniques, color, as well as impressions and perceptions.

Moving forward, the prospect of further research involves analyzing additional
works and their film adaptations with artistic themes. This expanded analysis
will explore ekphrasis across a broader spectrum, encompassing not only
painting but also architecture or sculpture.

Beryn. JKuBonuc HajaexxuTh 10 BUAIB 00pa3oT-
BOPYOTO MUCTELITBA, KU OKpiM CBOET Oe3nocepen-
HBOT 3aTHOCTI BPa)KaTH, CIIPOMOKHUN PO3IOBICTH
HETPHUBIaNbHY iCTOPif0 300pa)XeHOTO Ha IOJOTHI,
MPUBIIKPUTH 3aBiCy TBOPYOi OCOOMCTOCTI MUTILSA
Ta 3MYCHTH DiIfJada NParHyTd Ti3HATUCH IIOTa-
€MHUH 3MICT 3aKOJJOBaHUH y TBOpi, AKHH moIe-
KyIu JUIsl KOKHOTO, XTO CIOIVISIAaE KapTHUHY, Oyae
cBiif. Came TOMy CydacHHWi JIiTepaTypo3HABUUI Ta
kiHeMaTorpadiyHU{ CBITH MICTATh YHMAaJO 3HA-
KOBHUX JITEpaTypHUX Ta CKPaHHUX TBOPIB B SIKUX
MOEIHAHHS «MHTEUb-IIOJIOTHO» CTalOTh 00 €K-
TOM XyIOXXKHbOTo mnepeocmucienns («luromns»
Houna Tapt, «/liBunHa 3 TEPIOBOIO CEPEIKKOIO»
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Tpetici llleBanwe, «/liBunna 3 [anii» esin Eoep-
cropd tomo). JlocmimkeHHs, SKi 3HAXOASITHCSA Ha
MEepEeTUHI JiTepaTypo3HABCTBa, JIHTBICTUKH Ta
KiHemaTorpady Hanexarb A0 chepu 3aliKaBIeHO-
CTi IHTEpPMEIiallbHOCTi, OCKIUIBKH IependadaroTh
BUBYCHHSI PI3HUX CEMIOTHYHHX CHCTEM Ta TOTO, SIK
BOHU TEPEITITAIOTHCS IS Iepeadi MOBiAOMIIeHb
YpTa4aM Yd IIISIIadaM.

AHaJi3 XyIO)KHIX TBOPIB Ta iX €KpaHHUX BTLICHb
3HAXOJIMMO Y poOOTaX HAYKOBIIIB, SIKI MPOCTEKYBATH
3B’SI3KM Ta 1HTEPHpEeTaIiiiHi BiIMIHHOCTI MK TTUCH-
MEHHHUIPKOIO Ta PEKHCEPCHKOIO BEPCIsIMH  poMa-
HiB: bograp, ManumriBcbka, 2023; Jly0inina, 2018;
Bazin, 2000; Elliott, 2003; Hutcheon, 2006.



IaTepMenianpHAN Aiamor MK JiTEpaTyporo Ta
Bi3yaJlbHUM MHCTELTBOM, 30KpeMa >KHBOIIHUCOM,
HE PIJIKO JITaB B OCHOBY JIOCII/KEHB, SIKi BHBYAIIN
ex¢pasuc: borcyHiBcrka, 2013; SAukis, 2017; Brosch,
2018; Yacobi, 1998.

He 3Bakarounm Ha cyTTeBe 3aliKaBJICHHS MIX-
MHUCTELbKUMH SIBUIIAMH, 11032 YBaror0 HayKOBIIIB
3aJIMIIAETHCS TOPIBHSIBHE BUCBITICHHS eK(pasucy,
SIKMH € HEBiJI’€MHOIO CKJIaJOBOIO HE TUIBKHU CaMOro
poMany, aie i fioro expaHizartii.

Mera Haoi HayKoBOi pO3BiIKM ITPOBECTH MOPiB-
HAJIBHWMA aHaii3 ekdpasucy y IiTepaTypHOMY Ta
kiHemaTorpadiyHOMY TpaKTyBaHHI, Ha TPHUKIAI
pomany JleBina EGepcrodda «lipunna 3 lanii» (The
Danish Girl, 2000) Ta #oro omHoiMeHHOI eKpaHi3a-
uii Toma I'ymepa 2015 poxy. Came Takuii migxin, Ha
HaIlly IyMKY, JOIIOMOXE PO3LIMPUTH MEXi CIpUid-
HATTS Ta PO3yMIHHSA YyTJIMBUX TeM (TEHIEpHA iJeH-
TUYHICTh, CAMOYCBIJJOMJICHHS, CEKCYaIbHICTh TOIIIO),
SIKi y CydacHOMY JIiTeparypHO-KiHeMaTorpadigHOMY
CBITI IPOAOBKYIOTh BUKJIMKATH 0arato MUTaHb Ta HE
3aBXKAM MiIITOBXYIOTh JI0 a/IEKBaTHUX BiIOBIIEH.

Marepian Ta Meronu Aociai:keHHA. B ocHOBI
3aIPOIMIOHOBAHOI0 JIOCIIIKeHHSI JISKUTh KOMIIapa-
TUBHMI METOJ, IO mependayae MopiBHSUIbHUK aHa-
73 JiTEpaTypHOro Ta KiHeMaTorpagidyHOTO TBOPIB,
SIKI HAJIekKATh JI0 PI3HUX «CEMIOTHYHHX IHCKYPCiB»
(Kacnepcrkuit, 2008). ns poOOTH 3 TEKCTOBOIO
CKJIaJIOBOIO Ta JUIsI BUOKPEMJICHHS JIEKCHUYHUX OJH-
HUIb, 110 BUKOPHUCTOBYBAJIHCH aBTOPOM MJISI CTBO-
peHHs ekppacTHUHUX OMUCIB OyII0 0OpaHO KOTHITHB-
HO-CeMiOTHYHHI MeToa. Po3Binka BUKOHaHA y pycii
IHTepMeTiaTbHIX JTOCIHIDKEeHb, sKi TepeadadaroTh
po3yMiHHS ek(ppasucy sK iHTepMeniadbHOrO IMOCH-
JIaHHS B MEXax pi3HUX 3HaKoBUX cucteM (Rajewsky,
2005; Eidt, 2008). 3ayBaxkumo, IO ISl HAIIOTO
JOCITI/PKEHHST PO3YMIEMO 1HTEPMEIiaIbHICTh SIK TEK-
CTOBY Kareropilo, 1o 3 OIHOro OOKY € Ti€l0 Xapak-
TEPHOIO PUCOI0 XyIOKHIX TEKCTIB, sika 0a3yeThCsl Ha
MIEPETHHI Pi3HUX CHCTEM KOJIiB MUCTEIITB, a 3 1HIIIOTO
B CBOill OCHOBI Ma€ Xy/JOKHE yCBiTOMJICHHSI Ta Ipe-
CTaBJICHHS AIMCHOCTI Y PI3HOMaHITHHX MHUCTEIBKHIX
IIPOsIBaX, SIKi BKIIFOYEHI JI0 TEKCTOBOI CTPYKTYPH JIiTe-
paTtypHOTo TBOPY 3a JONOMOIOIO JIIHIBAJIBHUX 3aCO-
0iB ([lemxona, 2019).

PesyabTaTtn Ta 00roBopeHHs. Tpaauiiline po3y-
MiHHs ekdpa3ucy sK BepOasbHOI mepeaadi Bi3yalib-
HOTO 00pa3y, sike OyJo JeTajibHO OOIpyHTOBaHE Ta
nociimkeHe y poborax Heffernan, 1991; Mitchell,
1995; Clitver, 1998 HamToBXy€e Ha IYMKY PO T€, IO
MHCTELBKHUH CBIT Bi3yaJIbHUX TBOPiB OTPUMYE II0Pa3y
HOBI MOXJIUBOCTI JUTsl TX iHTepIpeTaltii, 3a1e:KHO BiJl
TOTO, XTO ONHUCYE Ta B SIKOMY KOHTEKCTi. JlopeuHnm
B 1bOMY pycii OyayTe MipKyBaHHS MiTuenia mono
TPHOX OCHOBHHX ACIEKTIB ek(dpaszucy: OaiimyxocTi,
Hazii Ta cTpaxy. balayxkicTh, MOSCHIOE HAYKOBELb,
Ma€ MicIle TOJi, KOJU 3apOaKy€eTbCs MEPEKOHAHHS,
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110 Mepeaya Bi3yalIbHOro 00pasy clioBaMu — HEMOXK-
JMBAa; Halis, B CBOIO YEPry, O3HAYa€ MpParHEHHS
3HaWTH MOBHI 3aco0u, L0 JO3BOJATH IOJOJNATH
PO3pUB MiX CIIOBOM 1 00pa3oM, a TaKoX 3JIaTHICTh
BUKIIMKATH BiJIOBITHUI 00pa3 y CBiJIOMOCTI YnTaua;
CTpax, MOJIATa€ Y BiAUYTTi, IO PO3PUB MiXK BepOalib-
HOIO 1 Bi3yaJIbHOIO PENPE3CHTAIlIE0, MOXKE 3HUIIUTH
Mmariunicte opuriHany (Mitchell, 1995). Sxmo x
TOBOPHTH IPO EKPpa3uc came y JiTeparypHOMy TBOPI,
TO MOXKHA MIKPECIIUTH, 10 «HaiBaKIUBIILIEC 3aBIaH-
HSIM eK(pa3ucy, He3aJleKHO Bi HOTO BHIY, 3MyCUTH
yuTaya «1odaynuTn» Te, 10 aBTOP ONHKCAB CIOBAMM)
(ManumiBcbka, binuk, [Munsuuk, 2022: 318). IIpore,
oKkpemi HaykoBIi, 30kpema Jlaypa M. Carep Einr,
JIEIO PO3MIMPIOIOTH PO3YMIiHHS eK(ppasucy, 30Kpema,
HaroJIsITaloTh Ha TOMY, IO KiHemarorpadidHe Bif-
TBOPEHHSI TBOPIB MUCTELTBA 3aCIyTOBYE Ha OKpPEMY
iHTepHpeTauiiHy Moaenb i Horo po3yminns (Eidt,
2008). Taka rmo3uilist OlJIbIIE HIX IOpEUHA, OCOOIUBO,
AKIIO TOBOPUTH caMe Mpo eKpaHizamii pomaniB
3 eK(pacTUUHOIO CKIIAAOBOI. BaIMBO 3a3HAYMTH,
110 eKpaHi3allis TBOpY — 1€ 3aBKIH «IHTepMeIianbHe
nepexoayBanHs» (yOinina, 2018), muist SKOTO KITHO-
YOBUM € 30epEeKEHHS, PO3IIUPEHHS YW 3MEHIICHHS
iHpOPMAaTHBHOCTI XyHOKHBOTO TIOCIaHHS TBOPY
JoKepena. binpline Toro, 3Baykaroun Ha Cy4acHHN po3-
BUTOK KiHemartorpady Ta yBech Halip KiHemarorpa-
¢iuHuX 3ac00iB, MOYMHAIOUN BiJ MOCTAHOBKH Kaapy
Ta 3aBEPIIYIOYH TPOIO0 aKTOPiB, MOKHA MPUIYCKaTH,
IO eKpaHi3alis € «BipTyalbHUM YTUICHHAM JiTe-
paTypHOTO TEpIIOKEpena, MO CIYrye iHTOHAik-
HUM JIOTIOBHEHHSM 110 #oro mpouuTanHs» (boguap,
Manumriscrka, 2023: 21).

3yNMHUMOCH JIeTallbHIlIE Ha THIMAaX eK(pasucy,
gkl BHOKpemuna EinT. B3sBim 3a ocHOBY KilacH4Hi
TpakTyBaHHs XeddepHena Ta Miruena, a TaKoK,
noroBHUBIH X Teopissimu Peucker, 2003, Poulton,
1999, axi posmnsaanu ekdpasuc came y KOHTEKCTi
KiHeMarorpagiuHuxX CTyIid Ta HamlpaloBaHHSIMH
Robillard, 1998 ta Yacobi, 1998 B poGoTax sikux 3Ha-
XOJMMO TEOPETHYHY CKJIAaJOBY AOCIIKEHHS (QYHK-
il Ta TUNONOTIi eK(pasucy, JOCTITHULS TPOIIOHYE
qoTHpH 0a30Bi MiABUAN eK(pasucy, sIKi MOKYTh OyTH
NPUCYTHI, SIK B KiHeMarorpagiuHomy, Tak i B JiTe-
parypHoMmy BapianTi. HaykoBuiisi, 3Beprae ysary,
o KiHemarorpagivyHa penpe3eHTanisi MUCTELBKOTO
TBOPY, HE OOMEKY€ThCS HOro BepOaTbHUM Ta Bi3y-
ANbHUM TIPE/ICTABICHHSM, a MOXKE OyTH JAONOBHEHA
e ¥ ayniajabHUM (My3HKa), IOTEHIIHHO 11e OibIie
MOCWJIIOIOYH HAlPyTy Ta B3a€MO3B'SI30K MIX 3HAKO-
BUMH cucTeMamu. binmbiie Toro, «kiHemaTorpadiu-
HUH eK(pazuc MoXKe BiJIMOBHUTHUCS Bifl OyAb-sSKOTO
BepOaIbHOTO AMCKYpCY Ha KOPHUCTH aydioBi3yalib-
Horoy (Eidt, 2008: 21).

AtpubyTtuBHumii (attributive) ekdpasuc nependa-
yae BepOanbHy 3rajKy KapTHHHU B Omuci abo mianosi
TBOpY uH (inbMy, TOOTO CLEHH, B SKUX MHCTELbKI
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pobotn mokazaHi abo 3rajmaHi, ane iXHIN AeTanb-
HUH omnwmc BifAcyTHIN. Takuii exdpasznuc 4acTo ciayrye
JOTIOBHEHHSIM IO 3araJlbHOTO BPaXKEHHS BiJ] IEepco-
HaXIiB a0o, IMMJICHIIIOE PO3YMIHHS IXHIX XapakTepiB.
3o0paxanbHuii (depictive) exdpasuc mnependavae
OlIbII JETaJIbHUH ONMC TBOPY MMCTELTBA: SKILIO
1Ie TBip, TOJI B OMHCI MPHUCYTHI HOMIHAIII OKPEMHX
JeTallel 41 eJeMEHTIB 300pakeHHs, a y QiibMi
Taka JeTali3alisi peai3yeThCsi 3aBISKH BiAIOBIA-
HOMY IUIaHM 3HOMKH Ta NOBUIBHOMY PYXy KaMmepH,
TOOTO Kamepa 3aTpUMyBaTHMETbCS HA YaCTHHAX
300pakKeHHs, a He Ha CaMOMY 300pa)KeHHI B LIJIOMY.
IaTepnperaniiiauii (interpretative) exgpasuc, B CBOIO
Yepry MOKIWKAaHWK OUTBII JIETaIBHO PO3MOBICTH
YUTauy Mpo MUCTELbKUIA apTedaxT. Y TBOPI MPUCYT-
HIll JeTambHIMHA ONnuC 300paKeHHs, a B KiHEMaro-
rpadivyHOMY KOHTEKCTi, KapTHHA 9aCTO HEMOB «PO3i-
IPY€ETHCA», TOOTO AKTOPH MOBTOPIOIOTH 300pakeHe
Ha nonotHi. pamarnynwmii (dramatic) exdpasuc mae
MicCIle TOJi, KOJM MHUCTEUbKHA TBip (PaKTHYHO TOB-
HICTIO PO3UMHSETHCA Y TBOPI UM (ibMi, a 300paxy-
BaHE BUXOAUTH 33 PAMKH MPOCTOrO OMHUCY YH KaJpy,
MTOYMHAIOYH KUTH CBOIM >KUTTSM 1 «IIPOUUTYETHCS SIK
eK(pasuc JUIIC TUMH YUTaYaMHU YU IISAa49aMHU, SKi
3HAWOMI 3 TBOPUICTIO MHUTIIS, OCKUTBKH JIpaMaTHIHAN
ex(pa3uc Mae TSHICHIIiI0 PUXOBYBATH CBii eKkdpac-
TUYHAN JTUCKYPC, Male MOBHICTIO aO0copOyrodnch
y JiTeparypHUil 4 KiHEeMarorpaQiqHud IMPOCTip»
(Eidt, 2008: 63).

Poman HeBina Ebepcrodda «/liBunHa
3 Jlanii» — e crpoba Kpizb MPU3My MUCTEITBA PO3IIO-
BiCTH HEMPOCTY ICTOPIFO )KHUTTS HEMEPECITHNX MUTIIIB
noyarky 20 cromitrs: neizaxucra Eitnapa Berenepa
Ta HOro Ipy>KUHHU, XYAOKHHULI-HOPTPETHCTKU lepau
Berenep. EitHap Berenep crtaB npyroro odiriiiHO0O
3apeecTPOBAHOIO 0CO00I0, SIKA 3MIHMJIA CTaTh.

Poman aBTOpa mepm 3a Bce PO3MILAAIOTH

B KOHTEKCTI TpaHcreHaepuux cryaiid (Pukosa, 2019;
Rodriguez-Salas, 2022; Saputra, Bahar, 2020) npote
caM NHMCbMEHHUK B OJJHOMY 31 CBOiX iHTEpB’I0 Haro-
jourye, o (OKyC TBOPY XOoda 1 30CEpeKEHUI Ha
npodnemi (i3UYHOTO Ta MCUXOJIOTIYHOTO MEPEXOLy
MDXK CTaTsIMH, IIPOTE€ HE OOMEXKYETHCS LUM: «B HiH
€ Habararo Oijblue, sIK 1 B KOKHOMY 3 Hac. Hiume
KHUTTS HE MOJKHA 3BECTH JI0 OJHOTO pedeHHs. Tox 1e
TAKOXK iCTOpisl KOXaHHS, LUTI00Y Ta JTOBIpH, a TaKOX
icropist mucrenTsa (Ebershoff, 2019: 320-326). I1ucs-
MEHHHK, HAaTXHCHHHH IoAcHHMKamMu JIimi (iM’s1, sike
BHOpaB co0i Elinap), siki BoHa Bena mij 4ac nepexomy
BiJl 4OJIOBiKa JIO IHKH, CTBOPUB HETPUBIaIbHY OIO-
BiJb, SIKa MPHUBIJKPHUBAE 3aBiCy HE3PO3YyMIJIOCTI, 11O
MOBCSKYAC OKYTY€E TEMY TPAHCTEHAEPHOCTI.

Expanizanis TBopy y 2015 poui Bukimkana 0ypx-
JMBY PEAaKIil0 K KPUTHUKIB, TaK 1 MIAAa4iB, PO IO
CBiYaTh YMCJIEHHI HAaropoxu, 30Kpema 1 mpemis
Ockap y HOMiHamil HalKpamia >XiHoua pOJib, SIKY
orpuMana Amicis Bikanzgep 3a ekpaHHE BTiICHHS
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npyxuan Eitnapa I'epnu (y TBopi Ta ¢impmi im’s
3mineHe Ha I'pera). TBopui ¢imbmy BiaMiTHIH, 1O
KapTUHH, a came moptpetH Jlini namanmboBani ['ep-
JI010, CTAJIM KJIIOYEM JI0 PO3MOBifi, OCKIIBKY BOHH HE
TINBKM 1UTtocTpyBaiu nopopox Jlimi, ane i meBHUM
YHHOM UmrocTpyBaiu ixHi xutTs (Garcia, 2015). s
¢inemy Oyno BimiOpaHo Ta BigTBOpeHO 70 MOJOTEH,
KO)KHE 3 SIKMX 3irpajo CBOIO pOJb AJSl CTBOPEHHS
HETOBTOPHOI atMocdeprn OOreMHOTO KUTTS MHUTILIIB
MOYaTKy MHHYJIOTO CTOJIITTA.

VY pomani, sk 1y GpisibMi Ha IEpeTHBLOMY IIaH1 CBO-
€pIAHUN eMOLIHHO-)KUTTEBUI TPUKYTHUK, B OCHOBI
SIKOTO JIBI TIOCTATI, SIKI HAIIPUKIHIII PO3IIOBIl CTalOTh
onuuM 1inum: Eitnap Berenep Ta Jlini Ensbe. Bep-
HIMHOIO TPUKYTHHKA € ApyxuHa Eitnepa ['pera, skiit
JIOBEJIOCH NPUIHATH MPaBUIIa [P — 3AJIUILATHCH APY-
JKUHOIO Ta cTaTd noapyroto. Okpim Tpancdopmaniii-
HOTO TIpoliecy, sikuil BinOyBaetbes 3 EitHapom (Jlimi)
cama ['pera 3 XyIOKHULI-IOPTPETUCTKH, TBOPH, SKOT
Oynu He HaxaTo 3aTpedyBaHi, MOCTYIOBO MEPETBOPIO-
€THCS HA XyAOKHUIIIO 3 BIACHUM CTHJIEM Ta MaHEPOIO
Mojadi, sika CTa€ Mi3HaBaHOIO B MUCTEIBKHX KOJaX.

Kapruna, ska craja CBOEpIZHMM KaTallizaTo-
pPOM HE3BOPOTHHX 3MiH, IO BiAOYIHCH y JKUTTI
repoiB, Oyna nmoprperom Oanepunu Ymnu Iloynscen
ctBopeHuM lepmoro y 1927 poui. Came 110 Kap-
TUHY, a TOYHILIE 3JIeTKa MOAN(DIKOBAaHY PEILTIKY MH
0aunMO y KIHOCTpIYLli Ta CIIOCTEPIraeMo 3a THUM
AK, T 10 OyJ0 CTaTUYHUM Ta TUIBKU HATSAKAIO Ha
MEePeIiCTOPilI0 CBOTO CTBOPEHHS, TOCTA€E MEpex Is-
JlayaM¥ JKUBUM BTUICHHSM BUTOHUYEHOCTI 1 Tparfiii-
HOI COpPOM’SI3TUBOCTI, SIKA YUTAETHCA Y HECMIIMBUX
pyxax Eiinepa, koiu BiH mo3ye AJsl APYKUHHU, OJIST-
HEHMH Ha 11 MpOXaHHs y CYKHIO Ta MaHYOXHU. Y TBOPI
JIAHUH eri30]l M030aBICHUN SK(PPACTUUYHUX OIIHCIB,
yBara 30cepe/KeHa Ha BITUyTTSAX Teposi, Ha TOMY, 1110
caMme BiH TIEpEeKUBA€, TOPKAIOUHCH CYKHI Ta MaH4iX
«Einar could concentrate only on the silk dressing his
skin, as if it were a bandage...the silk was so fine and
airy that it felt like a gauze — balm-soaked gauze lying
delicately on healing skin» (Ebershoff 2015: 12). Kap-
THUHA Y POMaHi 3ragyeTbecsi MOOKHO, MU HE MOXKEMO
VSIBUTH, 110 came Oynio 300pakeHe Ha Hil, OCKIIbKH
JUIL aBTOpa BaXJIMBIIIAM [OCTA€ Te, IO TMPOLEC
CTBOPEHHS KapTUHM BHSBHBCS 3HAYHO IPOMOBHCTI-
MM HDK came mnojiotHo. HatomicTe y disibMi, 3aB-
JSIKK TIOCJTIIOBHOMY MOHTa)Ky Ta KaJpaM BEIHUKOTO
uiany, mo ¢ikcyBanu emouii EfiHapa Ta Kagpam Mak-
poILIany, siKi OyJid 30CEPe/PKEHI Ha TAaKUX BaXKIMBUX
JeTaJsIX, K Kpail CyKHI YH TOMY, SIK TAaHYOXH [TaBHO
TOPKAIOThCSl HIT Tepos, BIAJIOCh CIIOBHA BIATBO-
putn Oe3mocepenne 300paKeHHs] KapTHHHU, 1HIIUMH
CIIOBaMHU TepOl IMEpeBTIMUBCS Ha 300pa)kyBaHe Ha
NoJ0THI. TOMy B TaHOMY BHIIaJIKy MOYKEMO TOBOPUTH
npo iHTepHpeTauiiHui exdpasuc, amke Mo3yBaHHS
Eitnapa maiike MOBHICTIO CITIBIIAIAJIO 3 TUM, 1110 0YJ10
HaMaJbOBaHE Ha KapTHHI.



SIK1mo roBopuTH Mpo 00uABa TBOPH B KOHTEKCTI
JpaMaTUYHOrO eK(ppa3nucy, TO MOXKHA CKas3aTH, IO
(aktnyno Jlimi, sk MHCTElbKe TBOPIHHS aBTOPA,
B MeXax TBOPY 3 (i3MYHUX BHYTPIIIHIX Ta 30BHIIII-
HiX pamMoK Tija EfiHapa, BUXOAWTH Ha BOJIIO B MOMEHT
BnacHe nepepriieHHs «He’d begun to think of his
make-up box as his palette. Brush-strokes to the brow.
Light dabs to the lids. Lines on the lips. Blended
streaks on the cheeks. It was like painting — like his
brush turning a blank canvas into the winter Kattegat»
(Ebershoft 2015: 86). Takuit onuc Haramye MOKpOKoO-
BUH ONKC CTBOPEHHSI KAapTHHH, JI€ 3aBISKH YiTKHUM
BKa3iBKaM aBTOp HAMAaraeTbCs MaKCUMalbHO Bi3ya-
Ji3yBaTu TPOLEC CTBOPEHHS 300pa)KCHHS, B SAKOMY
MUTEIh TIEPETBOPIOETHCS Y CBOE TBOPIHHSA. Y (PiIbMi
cnocrepiraemo, sik Jlim 3 xaptuH I'perm oxuBae:
OJISIT, TIOCTAaBA, MAaJiTpa KOJBOPIB TOILO, BCE L€ BXKE
HE MPOCTO BUTOHUYEHI 300paXKeHHs HAaTXHEHHI HEOop-
muHapHicTio Jlimi, a BoHa cama — KHBa, TIOBHOIIIHHA
0COOHUCTICTH 31 CBOIMH CITA0KOCTAMU Ta OaKaHHSIMH.

[IpukmeTHo, 1m0 aTpuOyTHMBHMH eK(pasuc
3ycTpidaeTbes 1 B KiHOCTpiuli, i B pomaHi. [lefizaxi
Efinepa 3ragyroThCcsi B KOHTEKCTI PO3KPHUTTS HOTO
XY[IO’)KHIX BIOAO0OAHb Ta MeTa(hOPHUYHO HATIKAIOTH
Ha NOXMYPICTb, siIKa aHyBaja B HbOMY 1O MOMEHTY
niepeTBopeHHs Ha Jlim: «...painting from memory a
winter scene of the Kattegat Sea...Einar knew just
how dark to mix his paints: grey enough to swallow
a man, like that, to fold over like batter his thinking
growl» (Ebershoff 2015: 3) abo «...his little dark
paintings of moors and storm...no more than grey
paint on black» (Ebershoff 2015: 64). Ha ekpani
3rajjaHi rensaxi 4acto Oyau Ha 3aJIHBOMY TLIaHi,
30Kpema y cueHax, ae Eitnap posmosinsB 3 [petoro
y CBOI# cTyuii. BibI TpOMOBUCTHM aTpuOyTUBHUN
ek(dpasuc €y cueHi, jae JIisi cToiTh B OTOYEHHI CBOIX
noptpetiB aBropcta ['pern. Bonu yci nozany Hei,
kaMmepa cdokycoana Ha Jlini, sika BigBepTO Haco-
JOMKY€EThCS THM, 0 I'peta Oaumna y Hil KIHKY —
BiJIBEPTY, COPOM SI3NIUBY, 3aragkoBy. [ peta y pomani
3aiiMa€e BaromMy IO3MLII0, L€ YUTAETHCS 3 MEPIIUX
naparpadis. Came BoHa Bigdyna 3MiHU Ta HiATPHU-
MaJia 4OoJIOBiKa y HOro CKiaaHil TpaHchopmaliiiaii
nonopoxi «His wife new first» (Ebershoff 2015: 3).
IT Bnachy Tpanchopmaliro sk XymTOKHHIN, MOXKHA
MPOCTEKUTH 32 3MIHOIO 11 XyJOKHBOTO CTHIIIO. X0o4a
BOHA HE 3MiHIOBaIa NpeaMeT 300pakeHHs, TOOTO 1ie
3aBKAM OyNlu MOPTPETH JIoAEH, MPOTe 3HAYHO 3Mi-
HUJIAach MaHepa Ta KojipHa rama. Hampuxman omuc
noJiotHa 3 Ha3Boro «Lili Thrice», skui HaIEKUTD 10
300paxkaqbHOTO eK(pasucy, SICKpaBO JIEMOHCTPYE,
SIK MUCTKHHI 3a JqomomMoror ¢apd Bmamocs mepe-
natu HacTpiid. «It was a triptych, painted on hinged
boards. It was three views of a girl’s head at full
scale: a girl removed in thought, her eyelids tired
and red; a girl white with fear, her cheeks hollow; a
girl over-excited, her hair slipping from its clip, her
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lip dewy. Greta had used a fine rabbit’s hair brush
and egg tempera, which gave the girl’s skin a trans-
lucence, a nightworm’s glow. On this painting, she
decided not to apply the shellac» (Ebershoft 2015:
64). Came g poboTa mpuBEepHYIa A0 aBTOPKH yBary
KPUTHKIB 1 3Mycwia ii caMmy TOBIpUTH Y BJacHi
TBOpYl cuiu. /1 MOBHOTH eKppacTHIHOrO 300pa-
JKeHHS MUCHbMEHHUK OKPIM ONHCY KapTHHH, J10JA€
ONHC BPaKEHHs, Sike BoHA crpaBmia «A wild and
rhapsodic imagination. Her painting of a young
girl named Lily would be frightening if it wasn’t so
beautiful» (Ebershoff 2015: 64).

3 PO3BHUTKOM CIOKETY 0a4nMO, 1110 HArojoc 3HOBY
came Ha KoJiipHii rami. «Brighter colours, especially
pinks and yellows and golds, and flatter lines and
even larger scale... Greta’s new style was to paint
with pastel-bright colours, especially yellows and ice
blues» (Ebershoff 2015: 74). I'oBopsiun npo KapTHHH,
aBTOp MakCHMaJIbHO MPSMOJIHIHHUM, BiH BKa3ye Ha
MaHepy XyAOKHHII YiTKO, 11100 eK)pacTUUHUMA OmuUC
HE BTPAaTHB CBOIO €(EKTHUBHICTb, Hampukian «her
previous paintings were serious and straightforward
and official, her new paintings in their levity and
colour, looked like sweets» (Ebershoff 2015: 95).
binpme Toro crmocrepiraeMo 4iTKy BKa3iBKy Ha Te,
Koro came Oyno 300pakeHO Ta Ha sikoMy (OHI, Taki
NOODKHI 3raJKd MOXKHA BBaKaTH aTpuOyTOBaHUM
ek(pa3ucom, OCKUTbKY TiepesTiueHi HOMIHAI[T BUKIIH-
KalOTh 3pO3yMINNI acOLiaTUBHUIM psiA B ysBI UMUTa4a
«...nothing made her happier than painting Lili...
the paintings were large and depicted their subject,...
almost always Lili, outdoors, in a field of poppies, in a
lemon grove, or against the hills of Provence» (Eber-
shoff 2015: 74-75). Okpemo BapTo 3rajiaTu, 0 CTaH
B sIKOMY TnepeOyBaisia [peta, Ko TBOpHIA, a TAKOX
il cTaBIECHHS O JKUBOIIUCY, AOMOBHIOE eKPPaCTHYHI
onucH y TBopi, Hanpukiuan «Painting was like har-
vesting fruit» um «...while she painted...her brain,
her thoughts, felt as light as the paints she mixed into
her palette» (Ebershoff, 2015: 95).

BepOanbHo ekdpazuc y CTpyKTypi TEKcTy OyB
peaizoBaHuil 3a JONOMOIOIO JICKCHYHHX OJIUHHLb,
SIKI MOYKHA BIJTHECTH JIO OJHIE] TEMaTUYHOI TpyIu
JKUBOIIKC, SIKa MICTHTB KiJIbKa MiATeM, 30KpeMa Hal-
MOMITHIIIMMU € Taki: THCTPYMEHTH Ta MHCTEUbKi
texHiku (canvas, hinged boards, egg tempera, brush,
shellak, palette, triptych, brush-strokes, blend); kosip
(pastel-bright, yellows, ice blues, golds, gray, black,
translucence); BpakeHHS/CHIPUHHSTTS, sKi 37€01Ib-
moro OyJau pealii3oBaHi 3a JOMOMOTOK TMOPIBHSHB
(painting like harvesting, her thoughts, felt as light
as the paints she mixed, paintings looked like sweets,
painting would be frightening if it wasn’t so beauti-
ful). CriytbHEMHU JUTS BCIX MIATEM € HASBHICTH Haii-
OUTBIII OUYEBUIHUX JUIS TEMAaTHUUHOTO PSIY (OKHUBO-
MIC» TaKUX JIEKCEM sIK: paint, painting, artist, portrait,
colour, landscape, depict).
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BucHoBku. BpaxoBylounm MIKMHCTELBKY IpH-
pony ekdpasucy, paMKu HOTO JTOCIIHKEHHS TSKIFOTh
JI0 TIOCTiHOTO po3mupeHHs. HaloimbIn mpoxyKTuB-
HUMU € TIOPIBHIBHI JOCIIPKEHHS, SIKi OXOTUTIOIOTh
mitepatypy Ta KiHemarorpad. Ha mpuknami TBOpy
HeBina E6epcxrodda «/liBumnaa 3 [lanii» Ta #oro
eKpaHizarlii Oyyio BUSBICHO, IO eK(pa3uc y TBOpi Ta
y (binmbMi, X04a 1 MPECTABISIIOTh Ti K CaMi MUCTEIbKI
00'exTH (y HAIIOMY BHITJIKy, )KHBOIIHC), TIEPENAIOTh
iXHIO TIOBHOTY HeoJHOpimHO. Posrmsmaroum pizHi
TinM  ekdpasucy (arpuOyTUBHUH, 300paskaibHHUIA,
IHTepIpeTaliiHui, IpaMaTHIHu ), OyII0 BiA3HAYEHO,
1110 KOKEH 3 HUX BUKOHY€E CBOIO BJIACHY IHTOHAIIHHY
POJIB, 110 JTOTIOMArae Kpaiie 3p0o3yMiTH CIOKET Ta el
TBOpY. Ilomanmpmmii HampsiM JOCIHIIKEHb MOJSTae
B aHaJIi31 iHIIUX TBOPIB Ta IXHIX eKpaHi3aIliii 3 Muc-
TELKOIO TEMATHKOIO, JIe eK(pa3nc OXOIUTIOBATHME HE
JIMIIIE )KUBOIIHC, aJle i apXiTeKTypy YH CKYJBIITYDY.
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