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EKCTEPIOPU3ALLIA CUNEHUIAJIBHOINO E®EKTY Y MUCTELBLKOMY
OVNCKYPCI

M. B. bykaTa,
CyMCbKMIA iep>KaBHUIN yHiBepCUTET, M. Cymu

Y cTaTTi BUBYAETbCA CTATYC CUeHUianbHOro edeKTy B MACTeLTBI (My3uka, ApamaTypris, >K1BOMuC).
MpoBOANTLCA aHania CNPUAHATTA LUbOro (heHOMeHy 4Yepe3 Mpu3My NHOACKUX TUMIB BiguyTTA. POKyCyeThCs
yBara Ha iHTpaniHrBasbHUX Ta eKCTpaniHrBabHUX (hakTopax ekcTepiopu3ayii cuneHuianbHoOro epekTy.

KntouoBi  cnoBa:  cuneHuianbHWA  edieKT, MUCTELbKWA — AUCKYpC,  IHTpaniHreanbHuii  dhakTop,
eKCTpaniHrBaNbHWiA (hakTop, T!UM Biguy TTH.

AKTYaJIbHICTb TEMU 3YMOB/IEHA CMPAMOBAHICTIO CyYacHOI TIHIBICTUKM Ha SOCNIAXEHHA
nosliacneKTHOCTI,  MoniMofanbHOCTI  Ta  NONIPYHKLIOHAIbHOCTI  KOMYHIKATUBHOIMO
MoBYaHHs (AHOxiHa T. O., besyrna P. P., Ephrat M.), a TakoX Ha iHTepaucuMnaiHapHi
ocobnmBocTi oro 6yTTa (Jaworski A., Sobkowiak W., Kwiatkowska A., Hafif M.). Ha vaci
iCHye noTtpeba CUCTEMHOrO [AOCNIIKEHHS CUMEHUIaNIbHOrO edieKTy 3  ypaxyBaHHAM
iHAMBIAYaNIbHO-NCUXONOMIYHMX Ta  COLialbHO-KYNbTYPHUX acnekTiB, WO 3yMOB/EHA
TeHAEHUiEl0 [0 MOrAMGMAEHOr0 BUBYEHHS BepbabHUX Ta HeBepba/lbHUX 3aco06iB
crifikyBaHHs. HoBM3Ha nonsdrae B [OCMIMKEHHI iHTepakuii AMCKYpCiB Ha matepiani
aHITIOMOBHMX XYAOXHiX TBOpiB. OO6’€KTOM [AOCMNIAKEHHS € CUMEHUiabHUA edeKT §iK
(heHOMeH HeBepba/bHOT KOMYHIiKaLiT, NpeAMeTOM — /A0ro eKcTepiopm3alis B MUCTELbKOMY
amckypci. MeTa po6oTu nonsrae B OCMUCIEHHI eKCTEPiopr3aLlii CUNeHLiabHOro edieKTy B
MUCTELKOMY [AMCKYpCi Ta B akTyanisauii JOCNig»KyBaHOro (heHOMeHY He nulle 4epes
aygiasibHe CNPUAHATTSA, a i Yepes iHWi Buay BiguyTT.

Y NOACHKI NoBegiHLi 0c06/11Be MiCLEe NOCiAAE KOMYHIKAaTMBHE MOBYaHHS SK TaKe, LU0
Mo3HaYeHe aHTPOMOLEHTPUYHICTIO, CUTYATMBHICTIO Ta MCUXOOTiYHUMMN BUTOKaMu [2].

KomyHikaTuBHe MoBYaHHsA fK homo silence € nepBMHHUM MO BifHOLLEHHIO O nature
silence (MOBYaHHA B NPUPOAI), NEPCOHI(IKOBAHOro HENMOACLKOr0 MOBYaHHS, LU0
BepbanisyeTbCs NpuTamaHH1UMM MOBI 3acobamu [1].

Nature silence — MOBYaHHSI HaBKOJ/IULLIHBOrO CepefloBMLLA Ta apTeakTiB AK OO'EKTIB,
CTBOPeHVX abo MopaudikoBaHUX noguHow [4]. [o apTedhakTiB HaNeXWTb MUCTELTBO.
TakCcOHOMis MWCTELTB rMepefdayac BMKOPUCTAHHA KPUTEPITB XPOHOTOMY: MPOCTOPOBI
(apxiTekTypa, >XMBOMUC, CKYNbMATypa), 4acosi (niTepaTypa, My3uKa, Xopeorpadis),
MPOCTOPOBO-4acoBi (TeaTp, KiHO, ecTpafa, UMPK Towo). PO3BUTOK LmBINi3auii, TEXHIYHUX
3ac06iB, MosiBa HOBMX BUMPAKA/IbHUX MOX/IUBOCTEN 3YMOBIIOKOTb BUHWKHEHHS! HOBUX
BMAiB. KpiM TOro, po3LmproeTbea NpocTip AN B3aEMOBM/UBIB, CUHTE3Y MUCTELTB.

MoBa 3a1eXXuTb Bifj Pi3HUX BUAIB NOLCHLKOrO BiguyTTa (HIOX, CMaK, JOTUK, 3ip, CMyX,
piBHoBara). Konu aygianbHuii MOBHUIA KOJ € HE3PO3YMiSIMM, PeLunieHT 3BepTaeTbca A0
iHWKUX BUAIB CNpPWAHATTA. MoBa Mo3HayeHa TICHOK iHTepakuielo 3 BidyanbHUM
CMPUIAHATTAM, fKe € HainbinbL iHopmaTMBHUM [8, c. 329]. Agam fABOpCKi 3a3Hauae, Lo
PeuMnieHT CXWNbHWIA AOBIPATM He MOBHOMY, a Bi3yanbHOMY Kogy. Hanpuknag, AKLio
MOBELb FOBOPWUTb, LLIO B HBOTO LLLOCh 60MNTb, @ CaM CMIETLCA, PeLMMiEHT LWBKALLE NOBIPUTbL
Bi3ya/lbHOMY KOAy, aHiX BepbasibHomy [7, c. 382].

OcCKinbKm BidyanbHe CNPUAHATTA € NEPBUHHUM CTOCOBHO MOBM Ta € 6a3MCOM ANd Hel,
CNyX0Be CMPWUIAHATTA MOBYaHHA TakOX Mae MOTeHUian MOJEe/oBaTUCA Ha OCHOBI
Bi3yasbHOro kogy, abo mpuHaiimMHI MaloTb 6yTV MpoBefeHi Mmapaseni MK LyMKU ABOMa
BUAAMW CPUAHATTA. OfHIEI0 3i CNIbHUX PUC Bi3yaslbHOrO Ta ayfia/lbHOro CApUAHATTA €
3[aTHICTb BUAINATY OKpPeMi 06’€KTU i3 3aranbHOro oToueHHs [8, c. 330].

fAK 3a3Hauyae KBATKOBCbKAa, MW MNOMIYAEMO LUBMALIE BiAHOLUEHHS, aHiX 06’eKTu
HaBKO/I0O Hac. BisyanbHa (irypa € 6inbll JoBeplueHO, Ti ferwe BUAINATA 3-MOMIX
nofioHmx. AygianbHa irypa, sk npasuio, € 3ByKOBOK MOCNIAOBHICTIO, IO PO3KpUBaE
CTPYKTYpY MEBHOro MOBIAOMMEHHA B XPOHOMOriYHOMY MpocTopi. Lle noBigoMneHHs
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3’ABNAETLCA HA (POHI TULWWI, SKY JOCUTb BaXKKO BUOKPEMUTM Y YUCTOMY BUNALI SK Ha
CNYX0BOMY, TaK i Ha Bi3yanbHOMY PiBHi. ¥ nosi 30py peuunieHTa NocTiiHO 3HaX0AATbCS
neBHi 06’€KTW Ta MOAil, Xoya He BCi 3 HMX 6ayaTbCs CBILOMO. pUPOLHe OTOYEHHS,
30Kpema apTepakTHe, CMOBHEHE 3BYKIB, AKi 3a3BMYail 04N He MomivaloTb. OfHaK Taka
HeifieanbHa, HeabCoMOTHA TULLIA BCE XX BUKOHYE CBOT OCHOBHI (hYHKLT, cepef AKUX € posb
(hoHY, AWUCKYpPCY ANA MosiBW 6inbll YiTKUX, KOHKPETHMX BepbanibHMX abo Bi3yasbHUX
06’€eKTiB.

PosrnsgHemo KaptTuHy PeHe MarpiTa
“/llognHa 3 raseTor” (pUCYHOK 1), fka
CKNMafaeTbCsl i3 YOTMPbOX  HEBEIMKMX
300paxkeHb. Ha nepwomy — ypounucTo
30[ATHEHWIA YONOBIK CUAWTb 3a CTOMIOM 6ins
BikHa i3 3aHaBiCKaMW | u4uMTae raserty.
KimMHata 3aTuwHa: Ha CTiHAX BUCATb
KapTVHW, Ha NiBIKOHHI — Basa i3 KBiTamu,
6ina ctony — cTapomogHuiA omantoBad. Ha
TPbOX HACTYMHUX 306paXKEHHAX — Ta Ccama
KiMHaTa, fAiKa 30BCIM He 3MiHWnaca, npote
YO/0BIK 3HUK [8, ¢. 332].

XYLOXHUK KOMOiHYe MoTeHuian O4HOro
300paXKeHHA nepefasaTn iH(opMaLito, Lo
CTOCYETLCA MEBHOMO0 MOMEHTY 3i 3[aTHICTIO
KiIbKOX 300paXkeHb MepefaBaTy PO3BUTOK
nogii. OfHak y LUiA KapTWHi nNepegaya
iH(hopMauii  MepepuvBaETLCA  YaCOBUMM
MPOMIXKaMu MiX 306paXKeHHAMM.

PucyHok 1 — Manwith a Newspaper by René Magritte

Came Takuii MPOMDKOK MDK MepLunM Ta LPYrM 3006paXKeHHAMU MPOAYKYE OCHOBHE
NUTaHHA, ke 6yn0 NparMaTuYHo cniaHoBaHe XYLOXHUKOM, a came: “LLo cTanoca?”. Lle
MUTaHHA TaK i 3anMwaetbea 6e3 Bignosidi. XyAoXKHUK He 306paxye, WO cTasocs i3
YO/IOBIKOM, TUM CaMWM CMOHYKalouu peuunieHTa 40 aHaniTWYHOI nepuenuii BUTBOPY
MUCTeLTBa Y BUrNaAi npunyLeHHs: “this question remains unanswered: the artist does not
show us whether the man, when he finished reading, jumped out of the window, walked out
of the room to answer the phone, was shot by some anarchist and taken to hospital, or just
got hungry and decided to have a little something somewhere else [8, ¢. 333].Yonosik
3HVIK i3 306paXKeHHs panToBO i TUX0. KpiM LbOro, XyA0oXKHUK 3aCTOCOBYE CUNEHLiabHI
edekT i3 npuBOZy TOro, SKMIA MPOMIXKOK 4acy PO3LiNsie KOXHe i3 306paxeHb. OTxe,
KapTvHa PeHe Marpita MiCTUTb [Ba 3aMOBYYBaHHS: e MOAIBCA YOMOBIK i CKiflbKW Yacy
MMWHY/I0 3 MOMEHTY /AOr0 3HWKHEHHS.

Buxogsaum 3 TBEPMKEHHS, LIO MOBYAHHA € CBOr0 PoAY BIACYTHICTIO BepbanbHOI
nosefiHky, KBATKOBCbka BUCYBaE AYMKY MpPO Te, LIO ICHYe TaKTWU/bHe Ta CMakoBe
MOBYaHHs. SK BepbasibHe, TaK | TaKTU/IbHE MOBYaHHSA MOXKE MaTh MO3UTUBHE Ta HeraT1BHe
3abapBneHHs. BoHa HaBoguTb NpuKiag, Koau AiTAM He BMCTadae 6aTbKiBCbKOI yBaru y
BUrNA4I 06iliMiB — HeraTMBHe TaKTWIbHe MOBYaHHsA. [1puMKIagoM MO3UTUBHOIO €
[JOTPUMaHHA AWCTaHUIT MiXK He3HailoMUMK NOAbMMW Yy BUTNAAI YHUKAHHA A0TMKIB [8,
c. 335].

CmakoBe MOBYaHHs, Ha AYMKY KBSATKOBCbKOI, € BiACYTHICTHO MEBHMX OYiKyBaHUX
BifUYTTIB Mig Yac mpuiimaHHs Ki. [prknag Takoro MOBYaHHS 3yCTPiYaEMO B HapOAHii
Kasui “Love Like Salt”. Konn Ha 3anutaHHs 6atbka ““How much do you love me, my
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dear?”” HaimeHlIa AoHbKa Bignosina: ““I love you as fresh meat loves salt”, 6aTbko
po3rHiBaBCs, BUrHaB 11 3 JOMY i Ha3aBXAmM 3abys, WO B HbOro 6yna AoHbKa. Yepes b6arato
poKiB BOHa 3anpocuna 6aTbKa Ha BeCifng i Hakasana Kyxapesi: “I want you to dress every
dish without a mite of salt”. Konun 6aTbko CKyLLTYBaB CTpaBu, BiH BUrykHyB: “Oh! | had a
daughter. And | asked her how much she loved me. And she said, “As much as fresh meat
loves salt.” And | turned her from my door, for | thought she didn’t love me. And now | see
she loved me best of all. And she may be dead for aught | know” (12). OTxe, came 3a
[IONOMOrOK0  CMaKOBOIO MOBYaHHS [OHbKa [0Bena CBOK JiH060B 6aTbKOBi. Y LbOMY
NpuKnagi CMakoBWiA cuneHLianbHUiA edekT BMCTyMae B Posi 3acoby ChinKyBaHHS MiX
KOMYHiKaHTaMW. YHacnifok iHTepakuii 3a3HauyeHoro TUMy BUKOHYETHCA [OM0BHA
nparmMaTiuyHa MeTa MoBiJOMIEHHS, AKOT BepbaibHNUMK 3ac06aMm JOCATTU He BAANOCA.

Nature silence sk 04uH i3 BEKTOPIB CUNEHLIaNbHOIO eeKTY aKTyani3yeTbCsa Yy PisHUX
BMAAX MUCTELTBA. 3-NMOMIX YCiX BUAIB MUCTELTB My3MKa € Haib/IMXKYOH0 40 MOBMEHHS. Lie
3yMOB/IEHe TWM, L0 BOHW anentoroTb [0 OAHOMO i TOro Camoro BUAY BiguyTTa — ClyXY;
ayfiia/lbHWiA acnekT nepuenuii foMiHye. IX MUCbMOBA NPEACTABNEHICTb € BTOPUHHOM
CTOCOBHO 3BYKOBOI. CuneHLianbHUiA e(heKT SK OAMH i3 3aC06iB CMiNKyBaHHs BigmnoBigHO
TPaHCHOPMYETLCA | HA MY3UUHWIA JOMEH.

Po3ginoBi 3HakKM Ha NUCbMi  NO3HAYalOTb  3YMWUHKY MOBMEHHA. LI 3ynuHKu
PO3pi3HATLCA 3a TPMBaNICTHO. HalikopoTLua 3ynmnHKa No3Ha4yaETbcs KOMOH, A€o AoBLIa
— Tvpe i T. 4. AHanoriyHa TaKCOHOMIsi CUMEHLianbHOrO eqeKTy MPUCYTHA | B My3MUL.
3aeXxHo Bif, TPUBAIOCTI May3n MarloTb Pi3Hi MO3HAYeHHA Ha MWUCbMi. Taki 3yNWHKWU B
MOB/IEHHI Ta My3uui € (i3ionoriyHo0 HeobXiAHICTIO, HE HOCATb KOMYHiKaTUBHOMO
XapakTepy i B3arafi € HEenoMiTHUMW ANA peuunieHTa, agke BOHM € JOTIYHUMK 1
nepeabavyBaHnMun. OfHaK iCHYIOTb i HecrnogiBaHi nakyHu, fiKi € 3Ha4YHO AOBLUMMM 3a
TPUBANICTIO Ta MOXYTb BYTY AK 3an1aHOBaHUMK, TaK i He 3annaHoBaHUMM BifNPaBHUKOM.

B aHrniiicbKiii MOBI Ha MO3HAYeHHS MY3WYHOI May3wn BXWBAETLCA MeTasHak rest [4,
c.592]. KomyHikaTuBHUIA XapakTep HOCATb May3u foHra Ta Opesic, fiKi TpUBalOTbH
BiANOBIAHO 4 Ta 2 TakTW. BOHW HagineHi nparmaTU4HWM MOTeHUianoMm, 6yBaloTb
HacnifKoM aBTOPCbKOT iHTEHLIT abo iHAMKATOPOM MCUXOMONiYHOro CcTaHy Mosusd /
BKOHaBLg: Is too dempty at my piano. Oh, God, | tried, but | for some strange reason
those kissed fingers on ivory keys make no sound. Something had happened. They remained
frozen over the keys. Mozart had vanished. My world had stopped for Rosaline. Love had
somehow stopped my sound. It had stolen my sound (11, p. 53).

Y My3uui peneBaHTHUM Mpuknagom € CumgoHia Ne5 y C miHopi BetxoseHa. Mpo
MoYaToK CBOro TBOPY CaM aBTop nucas: “Tak foNs CTYKae y asepi”.

LVCKYPCUBHI XapaKTepUCTUKM MY3UKW NPOSBAAIOTLCA Y Tpiadi My3uKaHT (afpecaHT) —
MY3WUHWIA TBIp — ciyXad (peuunieHT), IX CTUAsX, 3ac06aX MO3Ha4eHHS, eKcTepiopr3aul.

My3urKa MOXe BUCTYNaTh K 06’€KTOM, TaK i Cy6’€KTOM KOMYHIKaTUBHOI cuTyauii: The
man started playing the flute (06’ekT). Gradually the music calmed her soul (cy6’ekT), and
she managed to concentrate on the rose (10).

3a [40MOMOroH OMnMCy 3BYYaHHA MY3UYHUX iHCTPYMEHTIB BUPaXatOTbCA eMOoLiil Ta
BiguyTTs: Phantom cymbals clashed in my head (11). Hammers inside my head had started
to pound reality away (11, p. 29).Now I could clearly hear the distant drumming that had
always echoed somewhere in the back of my mind (11, p. 144).

CTunb ekcTepiopmsauii 3a1eXnTb Bif XapakTepy My3u4YHOro TBOpY Ta iOro peasnisauii.
KomyHikaHTaMM B My3uLi € My3WKaHT i cnyxad. [pu onuci My3uuyHWX TBOpPIB Y
XYLOXHbOMY AWUCKYPCi aBTOPCbKA iHTEHLiA CNPAMOBaHa Ha Te, W06 yMTava nepeTsopuTy
Ha cnyxaya.

CuneHuianbHW eiekT y My3unLi akTyanisyeTbca 3 NO3ULIA cepegoBulLa (peniriiHe,
MICTUYHe, €e30TepUYHEe, MOHACTWUYHE, KOHTEMMAATWMBHE, pUTyalbHe, NOBYTOBE,
HaljioHanbHe) Ta YMHHUKIB (Xe3WTaLlis, XBUNIOBaHHS, anosionesuc Touwo) [1, ¢. 21]:“God
sings when he plays,” said Gregory. “This man has no need to talk. Harward now calls
him The Mozart Man.” (11, p. 26) (Npuknag My3ukv B pefiriiHomy guckypci). Monpu
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MOBYaHHsl, BIACYTHICTb MOBHOIO KOZY, KOMYHiKaLif eKCTepiopusyeTbCs 3a pPaxyHOK
MY3WUYHOTO KOAY, L0 € MOTYXKHVM 3aC060M BUPEXXEHHSA MOYYTTIB Ta EMOLiNA.

EmouiiiHWin BNAVB Ha unTava MifCUAOETLCA 3a PaXyHOK CUHTE3Y MHOACBKUX BigUYyTTIB.
Hanpuknag, gna onvcy 3amaxy napymiB iHTErpytoTbCs My3uka i TaHeub: Sensation
(Ha3Ba napdymis) curled through the laboratory over the next few hours. We were lost in
the fragrance of creation. The master and his notes. Each nuance intuitively placed, each
aroma building upon another. Father and daughter worked in silent synchronicity as | sat
in wonder by their side. My mind instinctively danced in tune with them; notes whirled,
spirals of silent music slowly together in a fragrant waltz (11, p. 79).

Y HacTynHOMy MpuKnadi NOeAHYETLCA Malke BCA rama MHOACbKMX BiguyTTiB — 3ip
(konbopw), 3anax (nappymu), LOTUK (BITPY), CNYX — i3 MY3MKOIO Y CBiZJOMOCTI, fIKa NOTiM
panToBo 3HMKae: We were met outside by a bright Boston morning, with sun beams
streaming through leaves that were turning into brown. The golden fall highlighted the
auburn of her hair. To this moment now, | have never seen a prettier sight. A slight breeze
blew over us, and | caught her perfume — the light sweet fragrance of white roses and
something else. Something complex. Indefinable. Unique. Natural. It sparked my mind and
the notes appeared instantaneously. Tiny strands of music friskily rode her scent (3anax
HafIMXHYB Ha CTBOPEHHS HOBOI My3ukum). But as | pressed against her the music
inexplicably vanished, and | wondered why (11, p. 51).

3 No3nLiin cuneHLianbHOro eqeKTy My3nKa MOXe Po3rnisgaTuCh Y AeKiNbKOX acneKTax:

- UMHHWK, WO CNpUYMHAE MOBYaHHA: “He stands silent for a moment, struck by
Amadeus’ sensuous accent” (11, p. 45);

- (oH, AKMiA 3anoBHIOE MoBYaHHS: “There is liquid amber and a short silence
between them as they sip the cognac. The music fills the gap between them with its
undertone of unease” (11, p. 157);

- 3acib cninkyBaHHA, KOMM OAMH KOMYHIKaHT rpae, a iHwwuid — cnyxae: “Words came
smoothly off his tongue while | floated silently within erotic whirlpools of music that had
filled my brain, sucking away all my word™ (11, p. 24).

OmKe, MOBa Ta My3/Ka MalOTb HW3KY aArepeHTHUX KaTeropiil, fiki [A03BONANOTb
MPOBECTM Mapanesb: 3BYKN B My3UL,i — MOB/IEHHS, Nay3n B My3ULLi — MOBYaHHS.

Y [gpamaTM4yHOMY [AUCKYPCi LUMPOKO 3acTOCOBYETbCA Bisyanizauis Tuwi. Jlapi
AHJEPCOH Ha NO3HAYeHHS CUMeHLiaNbHOro eqekTy y CBOIX BMCTaBax BUKOPWUCTOBYE rpy
cniB, cnaigun, MantoHKW, inbMu, Bifeo- Ta KOMM’OTEPHY rpadiky.

Y m’eci “EngliSH” 3a gonomoroto rpu cnis (Ha 0OCHOBi OHOMATOrMET) 3 Ha3BaMM Pi3HUX
MOB CBIiTY BOHA CTBEpPIKYE, O TUWA € CKI3A0BOK YaCTMHOK  KOXHOI 3
HuX:’SHSHSHENgIiSH... FrenSH... SpaniSH... DeutSH... YiddiSH... RusSHian...
SHinese... PoliSH... SwediSH... FinniSH... FinniSH... FinniSH... FinniSH...” Konu
AHEpCOH MOYMHAE rMepenivyBaTM MOBW, 300paXEHHS Ha BENMKOMY €KpaHi 3a Heto
MOBI/IbHO 3HMKAOTb, CBIT/IO B 3a/1i MOCTYMNOBO TbMSAHIE. XPOHOMOTiYHA EKCTEpPiopM3aLlis
CUneHuianbHOTro eheKTy MpeAcTaB/ieHa Ha ayAianbHOMY Ta BisyabHOMY PiBHAX. YpewuTi-
PeLT Ha CUEHI 3anMWwaeTbca abCoMoTHa TeMPABa, SKa CTBOPIOE BPXKEHHA  “BidyasibHOT
™Mwi” [7, c. 31].

IHWa n’eca AHZepcOH Mae Hassy “Empty Places”, wWo CuMMBO/I3ye NOPOXHeuy,
coljianbHe po3LlapyBaHHA Ta i301AUit0, AKi ApamaTypr OTOTOXHIOE 3 KOMYHiKaTUBHUM
CUNeHUianbHUM eeKTOM. Y HOTaTkax Npo CBOK M’ecy BoHa nuwe: ““Like many other
people, I slept through Reagan Era politically. When | woke up, everything looked really
different. Homeless men and women were living on the streets of New York, hundreds of
thousands of Americans were dead or dying of AIDS, and the national mood was
characterized by fear, intolerance, and straight-ahead greed. Suddenly everything seemed
deeply unfamiliar. Was this really my country? | decided to write about this new place, not
because | had any solutions, but because | needed to understand how and why things had
changed” (9, p. 24).

Y ubOMy YpUMBKY AHZEPCOH OMNUCYE, SKUM MPUTONOMLLAMBUM 415 HET 6yNo couianbHe
Ta MONITUYHE XUTTA AMEPUKM HanpukiHui 80-x pp. MUHYMoro ctoniTra. Konm BoHa
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“NpoKuHynacs”, Ti 3ycTpifa Twuwa HeBMi3HaHHS Micus, sike BOHa, K 11 34aBanocs, 3Hana
Oy>xe fobpe. Lifo Tvwy BOHa nepefae MpOCTOPOBO-Bi3yaslbHUMMK onucamu 6e3ntofHMX
By/uub “TI” micTa BHoYi: “Empty places begins with hundreds of images of New York City
which | shot at night... empty warehouses, bombed-out buildings, abandoned car lots
gleaming in cerie dim street lights. Shark light. | didn’t shoot people if | found them” (9).Y
LbOMY KOMeHTapi [0 CBOEl poboTM AHLEPCOH BUKOPWUCTOBYE (OPMY TWLLi, SKY
KBATKOBCbKa Ha3uBae “‘“KOrHiTMBHOW™ [8, ¢. 330]. Tuwa CTBOPHOETLCA 3a [OMOMOrOH
06pasy, KW OUiKyeTbCSA, ane Tak i He 3’IBMISIETLCA B ONKCI CMYCTOLLEHOro MicTa.

CuneHuianbHWin edbekT y MUCTELTBI HaluacTille acoLitOETLCS 3 MOBYAHHAM Y NOesii
(rpachiuHi Mponyckn B ApYKOBaHOMY TeKCTi) Ta B My3uui (iHTepBaaM MiX 3BYKamu).
3HauYHo pigLle NPoBOAATLCA Napaneni i3 XXMBOMUCOM.

YKnBonmuc He nulle 3a CBOEKD NPUPOAOD € CUMEHLiaNbHUM, a Le i 4acTo MpoayKye
OMOBJIEHHA PI3HUX BWUNaAKiB BXWBaHHA MeTa3Haky “silence”. Tlpouec CTBOpPeHHs Ta
nepernsgy KapTvH notpebye MOBYa3HOIO CMPUAHATTA. |, L0 HAWro/OBHiLLE, — XXMBOMUC €
HeBepHa/IbHUM 3aC060M KOMYHiKaLil.

CuneHuianbHWn eieKT y XKMBOMMCI Po3rNsgaeTbes AK: 1) guckypc and nepuenuii
XXMBOMUCY; 2) 3aci6 BNAMBY Ha peumnieHTa; 3) BisyanbHUA KO, AKWIA iHTEpPNpeTyeTbCA
BepbasbHO.

Mapcis Xadid, po3rnagatouy MOBYaHHA AK AUCKYpC And  nepuenuii  BUTBOPY
MUCTeLTBa B My3el abo ranepel, nuwe: “In the gallery, I would like to put myself in front of
the painting alone and insilence. | do not want the judgment of any companion with whom |
might have entered the exhibition space. | do not want words around me (npocTip
MoBYaHHS), words which will immediately begin to judge. | do not want to speak to anyone.
In the museum (usually quiet) | do not want even written words which tell me the name of
the artist (if I do not know already), the provenance, the material, the owner. All that is for
later. | do not want to see a painting as some butterfly: killed gently, pinned and identified.
| do not enjoy the work better when | can name it. | prefer to simply put myself in front of
the painting, to live in this aura experiencing it quietly” [6, p. 341]. ABTOp NOPiBHIOE
BTPYYaHHSI MOBHOIO KOAY B CMPUMAHATT KapTUHM 3 06epeXHO BOWUTUM METEeNuKOM,
MPUKpPINAeHUM Y pamui Ta nignucaHum. TakoX y nepuenyii XX1Bonmcy B My3ei NpUCYTHil
ETUKETHUIA cuneHuiaibHWA edekT [1]. 3a ycTaseHMMM HOpMamu, B TaKuX 3aKiafax
NPUAHATHE NLLE CUIEHLiaNIbHE CMINIKYBaHHS MK PELMMIEHTOM Ta BUTBOPOM MUCTELITBA.

CnornagaHHs KapTvH ygoma 308BcCiM iHwe: “A different environment for viewing the
painting exists in the private home. The painting is hung, if it is, on a wall among furniture,
other paintings, windows, on wall paper? Here the dilemma of the painting is not actual
sound which may break its silence (I hardly dare to speak in the museum or gallery) with
music, silence, children, adult voices, but the clutter (visual noise) which may surround it.
Here | know a more extended time in relation to the work. | may confront it intentionally, |
may see it in passing simply aware of its presence, or | may ignore it” [6, p. 341]. ¥
[OMALLHLOMY AMCKYPCI TWLIa He € 061iraTOPHUM YMHHUKOM OS5 CIPUAHATTS KapTWHM,
afbke BOHa MOXXe NOPYLLYBATUNCA 3 Pi3HUX NPUYMH: 3BYKOBYMX (PO3MOBYU AiTei Ta 4opocauX,
TeneBi3op, My3unKa TOLLO) Ta BidyanbHMX (peui, L0 OTOUYOTb KapTuHY, BiABONIKalOTh Bif 1T
nepuenii). Mpouec cnornagaHHa TyT TPMBAE 3HAYHO [OBLUE, HiX Y ranepei (LWoaHS).

CuneHuiaslbHUM KOMMOHEHTOM MOXe OyTW aBTopcbKa iHTeHUis. CyyacHi MuUTL
CTBOPIOKOTb NIIHIBICTUYHY 6a3y ANs CBOIX TBOPIB i HaMaralTbCs nowmputy ii: “They will
talk, give interviews, write, append titles to paintings, make statements which give
indications of the thinking behind the work™ [6, p. 342]. | TyT Mapcis Xadid 3anutye: “But
are they heard?”. IHTeHUis € CuneHLialbHUM KOMMOHEHTOM KapTuHW, SKUIA 3’ABASETLCA
(abo He 3’ABNAETLCA) Y AYMKAX peumnieHTa. Y TOMy, L0 Ha CNPUAHATTA KapTUHW BNINBAE
LUTYYHO CTBOPEHWIA AUCKYpC, B6AYAETbCA CBOTO POAY TUCK Ha peuumnieHTa. BBaxaeTbcs,
Lo fMLie NOMOTHO Mae NpaBO BM/AMBATW Ha rNAfadiB, afpke XMBOMUC € 300paXabHUM
BMAOM MWCTELTBA, | 3BYKOBUIA KOMMOHEHT He € 1i0ro CKNafoBoko.

BisyanbHuid Kog iMAiKye cuneHuianbHuid edekT, SKuiA nepeknagaeTbcs BepbanbHo y
cBigomMocTi peuunieHTa. XXvBonuc Mae HeBep6anbHy npupogy. MNpoTe MOro iHTeHLiE €
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BM/IMB Ha PeuLMnieHTa, L0 BMKMKAE MEBHi AYMKW 1 eMouii, sKi (opmMytoTbca B 0ro
CBIJOMOCTi 3a [OMOMOrOK MOBHMX 3ac00iB. $K yXe 3a3Hayanocsi, (eHOMeH
CUNeHLiaNbHOro edeKTy Mae HeliTpanbHe 3HaueHHs. HabyBatoun NeBHOTO KOHTEKCTY, BiH
OTPUMYE KOHKpeTHe 3abapBfieHHA. CNekTp 3HayeHb CUJeHLialbHOro edekTy Ayxxe
LUMPOKMIA. Lle noB’A3aHO 3 TUM, LLO BiH MPUCYTHIN B YCiX chepax MOACHKOT MOBEAIHKN Vi
KOpEtoe i3 NCMX0EMOLIMHUMUN YMHHKKaMU [3, ¢. 54].

Hanpuknag, Ha kapTuHi “[sa muTapi” PeiimepcBane MapuHyca Knaca 306paxeH0 ABOX
YO/IOBIKIB, AKi 3aiMatOTLCA MigpaxyHkamy NoAaTkiB. 13 306paxeHHss 6aumMmo, Wo obuasa
MoBYaTb. [pupoja TXHLOrO MOBYaHHA pi3Ha. [ekogytoun BidyasbHe MOBILOMIIEHHS,
OTPUMYEMO BepbasibHe BUPaXKEHHA HeBepbasbHOT MOBEAIHKA  KOMYHIKaHTIB:  OfWH
MOBU/Tb, 60 NKLLIE, a IHLWIWA — TOMY LLIO 60ITbCA i peTenbHO 0OMiPKOBYE, L0 CKa3aTu.

CwneHujianbHWiA ebeKT Y XXMBOMUCI MO3HaYeHWIA AyabHOK MPUPOLOHD. 3 04HOr0 GOKY,
XXMBONWUC Mae NuLle BidyasbHi 3ac06M BNAMBY Ha peumnieHTa. 3BYKOBI XapaKTEpUCTUKM
MOMy HeBnacTMBI, BiH 3aBXAM 3aHYPEHWI y TUwy. 3 iHWOro — KOXEeH Bi3yaslbHWI1 KOf
nignarae AeKoAyBaHHIO /i nepegadi MOBHUMU 3acobamu. Cepef, TakMX KOAIB YiflbHe Micle
nocigae cuneHuianbHUiA edhekT.

OmXe, CuneHUia/lbHWIA eteKT AK HeBif’€éMHa CKNafoBa KOMYHIKaTWBHOI AiffIbHOCTI
MpeaCTaBfeHWA Y PisHUX BuAax MucTeuTBa. ®DeHOMEH TWWI Ta MOBYAaHHS MOXeE
CrpuiiMaTMCA He NnLLIe Ha PiBHI CNyXOBMX BiAuyTTiB, a i1 Ha piBHI 30py, AOTMKY, CMaKy,
3anaxy, TO6TO Mae BE/IMKE 3HAYEHHA Yy MepLenuii HaBKOMULLIHLOMO CBITY Yepes npusmMy
NMOACbKMX BigyyTTiB. [epcrnekTBa NOAANMbLIOrO AOCNIIKEHHSA MONArae Yy BUBYEHHI
iHTerpauii BepbasibHUX Ta HeBepbaibHUX 3HaKIB, & TaKOX TX IHTEPTEKCTYaNnLHOro ByTTA Ha
maTepiasii MUCTeLKOro AUCKYpCY.

SKCTEPMOPU3AUNA CUNEHUMANBHOIO 39®PEKTA B ANICKYPCE
NCKYCCTBA

M. B. BykaTa

B cTaTbe paccmMaTpuBaeTCs CTaTyC CUAEHUMANbHOTO addhekTa B MCKycCTBe (My3sblka, ApamMaTyprus,
>KnBonuchb). TpoBOAUTCA aHanM3 nepuenuunm f[aHHOro (PeHomeHa uepes Mpu3My YefioBEYECKMX TUMOB
BocnpusTus.  POKyCMpYeTCS  BHUMAHME HA WHTPAMHIBANbHbIX U 3KCTPAIMHIBaMbHbIX  (hakTopax
3KCTEepMopU3aLmMm CUneHLMansHoro addekTa.

KntoueBble cnosa: cuneHumManbHbil  apekT, ANCKYPC UCKYCCTBA, WHTPaIMHIBaNbHBIA  (hakTop,
3KCTPaAMHIBa/bHBIN (hakTop, TWM BOCIPUATUS.

SILENCE EFFECT EXTERIORIZATION IN ARTISTIC DISCOURSE
M. V. Bukata

The article deals with the nature of silence effect in artistic discourse (music, drama, painting). Perception of
the given phenomena is analyzed through human senses. The attention is paid to intralingual and extralingual
factors of silence effect exteriorization.

Key words: silence effect, artistic discourse, intralingual factor, extralingual factor, human sense.
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