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ȱɇɌȿɊɉɊȿɌȺɐȱə  ɌȿɆȺɌɂɄɂ  ɌȱɅȿɋɇɈȽɈ 

 

Ɍɟɬɹɧɚ Ʌɭɧɶɨɜɚ 
ɤɚɧɞɢɞɚɬ ɮɿɥɨɥɨɝɿɱɧɢɯ ɧɚɭɤ 

ɉɨɥɬɚɜɫɶɤɢɣ ɧɚɰɿɨɧɚɥɶɧɢɣ ɩɟɞɚɝɨɝɿɱɧɢɣ ɭɧɿɜɟɪɫɢɬɟɬ ɿɦɟɧɿ 
ȼ.Ƚ. Ʉɨɪɨɥɟɧɤɚ 

ɦ. ɉɨɥɬɚɜɚ 

ɅȱɇȽȼɈɄɈȽɇȱɌɂȼɇȱ ȼɂɆȱɊɂ ȿɄɎɊȺɋɌɂɑɇɈȲ 
ɊȿɉɊȿɁȿɇɌȺɐȱȲ ɁɈȻɊȺɀȿɇɈȽɈ ɇȺ ɄȺɊɌɂɇȱ ɌȱɅȺ 

ɅɘȾɂɇɂ ȼ ȿɋȿ ɋȱɊȱ ɏɍɋɌȼȿȾɌ ɉɊɈ ɌȼɈɊɑȱɋɌɖ 
ɎɊȺɇɐɂɋɄɈ ȽɈɃȲ 

ɋɩɢɪɚɸɱɢɫɶ ɧɚ ɲɢɪɨɤɨ ɜɢɡɧɚɧɭ ɞɟɮɿɧɿɰɿɸ ɟɤɮɪɚɡɢɫɭ ɹɤ 
«ɜɟɪɛɚɥɶɧɨʀ ɪɟɩɪɟɡɟɧɬɚɰɿʀ ɜɿɡɭɚɥɶɧɨʀ ɪɟɩɪɟɡɟɧɬɚɰɿʀ» [5] ɿ ɜɨɞɧɨɱɚɫ 
ɜɪɚɯɨɜɭɸɱɢ ɜɢɡɧɚɱɟɧɧɹ, ɹɤɿ ɤɨɧɤɪɟɬɢɡɭɸɬɶ ɹɜɢɳɟ ɟɤɮɪɚɡɢɫɭ 
(ɡɨɤɪɟɦɚ, ɬɚɤɿ ɮɨɪɦɭɥɸɜɚɧɧɹ ɹɤ: «ɥɿɬɟɪɚɬɭɪɧɚ ɪɟɩɪɟɡɟɧɬɚɰɿɹ 
ɜɿɡɭɚɥɶɧɨɝɨ ɦɢɫɬɟɰɬɜɚ» [4, c. 297] ɿ «ɫɥɨɜɟɫɧɢɣ ɨɩɢɫ ɬɜɨɪɿɜ 
ɜɿɡɭɚɥɶɧɢɯ ɦɢɫɬɟɰɬɜ» [1, ɫ. 290]), ɦɢ ɪɨɡɝɥɹɞɚєɦɨ ɟɤɮɪɚɡɢɫ ɹɤ 
ɥɿɧɝɜɚɥɶɧɭ ɪɟɩɪɟɡɟɧɬɚɰɿɸ ɬɜɨɪɿɜ ɨɛɪɚɡɨɬɜɨɪɱɨɝɨ ɦɢɫɬɟɰɬɜɚ 
(ɠɢɜɨɩɢɫɭ, ɝɪɚɮɿɤɢ, ɫɤɭɥɶɩɬɭɪɢ, ɯɭɞɨɠɧɶɨʀ ɮɨɬɨɝɪɚɮɿʀ) ɜ 
ɟɫɟʀɫɬɢɱɧɨɦɭ ɞɢɫɤɭɪɫɿ. Ɇɚɬɟɪɿɚɥɨɦ ɧɚɲɢɯ ɫɬɭɞɿɣ є ɫɭɱɚɫɧɿ 
ɚɧɝɥɨɦɨɜɧɿ ɟɫɟ ɩɪɨ ɜɿɡɭɚɥɶɧɟ ɦɢɫɬɟɰɬɜɨ. Ɇɟɬɨɞɨɥɨɝɿɱɧɢɣ ɚɩɚɪɚɬ 
ɞɨɫɥɿɞɠɟɧɧɹ ɫɬɚɧɨɜɢɬɶ ɥɿɧɝɜɨɩɨɟɬɨɥɨɝɿɱɧɢɣ ɩɿɞɯɿɞ ɞɨ ɜɢɜɱɟɧɧɹ 
ɟɤɮɪɚɡɢɫɭ [6; 2, ɫ. 285-290]. 

Ⱦɚɧɚ ɪɨɡɜɿɞɤɚ ɩɪɢɫɜɹɱɟɧɚ ɜɢɜɱɟɧɧɸ ɥɿɧɝɜɨɤɨɝɧɿɬɢɜɧɢɯ ɜɢɦɿɪɿɜ 
ɟɤɮɪɚɡɢɫɬɢɱɧɨʀ ɪɟɩɪɟɡɟɧɬɚɰɿʀ ɡɦɚɥɶɨɜɚɧɨɝɨ ɧɚ ɤɚɪɬɢɧɚɯ ɥɸɞɫɶɤɨɝɨ 
ɬɿɥɚ ɜ ɟɫɟ ɜɿɞɨɦɨʀ ɫɭɱɚɫɧɨʀ ɚɦɟɪɢɤɚɧɫɶɤɨʀ ɩɢɫɶɦɟɧɧɢɰɿ ɋɿɪɿ ɏɭɫɬɜɟɞɬ 
ɩɪɨ ɜɢɞɚɬɧɨɝɨ ɿɫɩɚɧɫɶɤɨɝɨ ɯɭɞɨɠɧɢɤɚ ɏVIII – XIX ɫɬɨɥɿɬɶ 
Ɏɪɚɧɰɢɫɤɨ Ƚɨɣɸ [7]. Ɍɟɪɦɿɧ ɜɢɦɿɪɢ ɫɬɨɫɨɜɧɨ ɞɨɫɥɿɞɠɭɜɚɧɨɝɨ ɹɜɢɳɚ 
ɦɢ ɜɢɤɨɪɢɫɬɨɜɭєɦɨ ɫɥɿɞɨɦ ɡɚ ɘ. ɋ. ɋɬɟɩɚɧɨɜɢɦ ɭ ɡɧɚɱɟɧɧɿ 
«ɩɚɪɚɦɟɬɪ» [3, ɫ. 3]. 

ɍ ɩɪɨɚɧɚɥɿɡɨɜɚɧɨɦɭ ɟɫɟ ɥɿɧɝɜɚɥɶɧɢɦɢ ɡɚɫɨɛɚɦɢ ɟɤɮɪɚɫɬɢɱɧɨʀ 
ɪɟɩɪɟɡɟɧɬɚɰɿʀ ɡɨɛɪɚɠɟɧɨɝɨ ɧɚ ɤɚɪɬɢɧɚɯ ɬɿɥɚ ɥɸɞɢɧɢ є ɜɠɢɜɚɧɿ ɭ 
ɫɩɿɥɶɧɨɦɭ ɤɨɧɬɟɤɫɬɿ ɣ ɨɛ’єɞɧɚɧɿ ɫɦɢɫɥɨɜɢɦɢ ɡɜ’ɹɡɤɚɦɢ  ɥɟɤɫɟɦɢ, ɳɨ 
ɧɚɥɟɠɚɬɶ ɞɨ ɫɟɦɚɧɬɢɱɧɨʀ ɝɪɭɩɢ, ɹɤɚ ɨɛ’єɤɬɢɜɭє ɭɹɜɥɟɧɧɹ ɩɪɨ ɬɜɨɪɢ 
ɠɢɜɨɩɢɫɭ, ɬɚ ɥɟɤɫɟɦɢ ɫɟɦɚɧɬɢɱɧɢɯ ɝɪɭɩ, ɩɨɜ’ɹɡɚɧɢɯ ɿɡ 
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ɤɨɧɰɟɩɬɭɚɥɿɡɚɰɿєɸ ɬɿɥɟɫɧɨɝɨ, ɧɚɩɪɢɤɥɚɞ: “One of Goya’s most famous 

paintings, The Third of May, also includes portraits of slain bodies.” [7, 

c. 94]. ɍ ɧɚɜɟɞɟɧɨɦɭ ɮɪɚɝɦɟɧɬɿ ɥɟɤɫɟɦɢ paintings, portraits ɿ 
ɫɥɨɜɨɫɩɨɥɭɱɟɧɧɹ The Third of May, ɳɨ є ɧɚɡɜɨɸ ɨɞɧɿєʀ ɡ 
ɧɚɣɜɿɞɨɦɿɲɢɯ ɤɚɪɬɢɧ Ƚɨɣʀ, ɚɤɬɭɚɥɿɡɭɸɬɶ ɭɹɜɥɟɧɧɹ ɩɪɨ ɠɢɜɨɩɢɫɧɿ 
ɬɜɨɪɢ, ɚ ɫɥɨɜɨɫɩɨɥɭɱɟɧɧɹ slain bodies – ɭɹɜɥɟɧɧɹ ɩɪɨ ɬɿɥɚ ɜɛɢɬɢɯ 
ɥɸɞɟɣ. 

ɍ ɩɪɨɚɧɚɥɿɡɨɜɚɧɨɦɭ ɮɚɤɬɢɱɧɨɦɭ ɦɚɬɟɪɿɚɥɿ ɞɨ ɥɟɤɫɟɦ, ɤɨɬɪɿ 
ɨɛ’єɤɬɢɜɭɸɬɶ ɭɹɜɥɟɧɧɹ ɩɪɨ ɬɜɨɪɢ ɠɢɜɨɩɢɫɭ, ɧɚɥɟɠɚɬɶ ɡɚɝɚɥɶɧɿ 
ɧɚɡɜɢ, ɧɚɩɪɢɤɥɚɞ paintings, portraits, ɬɚ ɜɥɚɫɧɿ ɧɚɡɜɢ, ɧɚɩɪɢɤɥɚɞ, The 

Third of May, Marat Assassinated, Deposition, Los Caprichos. Ⱦɨ 
ɥɟɤɫɟɦ, ɩɨɜ’ɹɡɚɧɢɯ ɿɡ ɤɨɧɰɟɩɬɭɚɥɿɡɚɰɿєɸ ɬɿɥɟɫɧɨɝɨ, ɜɿɞɧɨɫɹɬɶɫɹ ɫɥɨɜɚ 
ɧɚ ɩɨɡɧɚɱɟɧɧɹ ɜɥɚɫɧɟ ɬɿɥɚ ɠɢɜɨʀ ɬɚ ɦɟɪɬɜɨʀ ɥɸɞɢɧɢ – body ɬɚ corpse 

ɜɿɞɩɨɜɿɞɧɨ, ɧɚɣɦɟɧɭɜɚɧɧɹ ɪɿɡɧɢɯ ɱɚɫɬɢɧ ɬɿɥɚ, ɧɚɩɪɢɤɥɚɞ, head, face, 

arms, hands, legs, hips, ɫɥɨɜɚ ɧɚ ɩɨɡɧɚɱɟɧɧɹ ɫɤɥɚɞɨɜɢɯ ɬɿɥɚ, 
ɧɚɩɪɢɤɥɚɞ, skin, blood, bone, flesh, ɫɥɨɜɚ, ɹɤɿ ɨɡɧɚɱɚɸɬɶ ɭɲɤɨɞɠɟɧɭ 
ɱɚɫɬɢɧɭ ɬɿɥɚ ɚɛɨ ɭɲɤɨɞɠɟɧɧɹ ɬɿɥɚ, ɧɚɩɪɢɤɥɚɞ, wound, cut, welt, weal, 

injury, stigmata. Ɍɚɤɨɠ ɪɨɥɶ ɡɚɫɨɛɿɜ ɟɤɮɪɚɫɬɢɱɧɨʀ ɪɟɩɪɟɡɟɧɬɚɰɿʀ 
ɡɦɚɥɶɨɜɚɧɨɝɨ ɧɚ ɤɚɪɬɢɧɚɯ ɬɿɥɚ ɥɸɞɢɧɢ ɜ ɤɨɧɬɟɤɫɬɿ ɟɫɟ ɧɚɛɭɥɢ 
ɧɚɣɦɟɧɭɜɚɧɧɹ ɥɸɞɟɣ ɩɟɜɧɢɯ ɬɢɩɿɜ, ɤɨɧɰɟɩɬɭɚɥɿɡɚɰɿɹ ɹɤɢɯ ɜɤɥɸɱɚє 
ɯɚɪɚɤɬɟɪɧɿ ɭɹɜɥɟɧɧɹ ɩɪɨ ʀɯɧє ɬɿɥɨ, ɧɚɩɪɢɤɥɚɞ, ɥɟɤɫɟɦɚ martyr 

ɨɛ’єɤɬɢɜɭє ɭɹɜɥɟɧɧɹ ɩɪɨ ɥɸɞɢɧɭ, ɱɢє ɬɿɥɨ ɛɭɥɨ ɩɿɞɞɚɧɟ ɬɨɪɬɭɪɚɦ ɿ ɹɤ 
ɪɟɡɭɥɶɬɚɬ ɰɶɨɝɨ ɡɚɡɧɚɥɨ ɡɧɚɱɧɨɝɨ ɮɿɡɢɱɧɨɝɨ ɭɲɤɨɞɠɟɧɧɹ; ɞɨ ɫɥɿɜ 
ɰɿєʀ ɝɪɭɩɢ ɧɚɥɟɠɚɬɶ ɭɠɢɬɿ ɜ ɬɟɤɫɬɿ ɟɫɟ ɮɪɚɧɰɭɡɶɤɟ ɫɥɨɜɨɫɩɨɥɭɱɟɧɧɹ 
grand homme (ɤɨɬɪɟ ɦɚє ɜ ɤɨɧɬɟɤɫɬɿ ɟɫɟ ɡɧɚɱɟɧɧɹ «ɜɟɥɢɤɚ ɥɸɞɢɧɚ ɡ 
ɩɪɟɤɪɚɫɧɢɦ ɬɿɥɨɦ») ɣ ɿɫɩɚɧɫɶɤɟ ɫɥɨɜɨ madrileños (ɹɤɟ ɜ ɟɫɟ 
ɚɤɬɭɚɥɿɡɨɜɚɧɟ ɜ ɡɧɚɱɟɧɧɿ «ɿɫɩɚɧɰɿ, ɳɨ ɩɨɜɫɬɚɥɢ ɩɪɨɬɢ ɮɪɚɧɰɭɡɿɜ ɿ 
ɛɭɥɢ ɫɬɪɚɱɟɧɿ ɧɢɦɢ). 

ȿɤɮɪɚɫɬɢɱɧɚ ɪɟɩɪɟɡɟɧɬɚɰɿɹ ɡɨɛɪɚɠɟɧɨɝɨ ɧɚ ɤɚɪɬɢɧɿ ɬɿɥɚ ɥɸɞɢɧɢ 
ɪɨɡɝɨɪɬɚєɬɶɫɹ ɜ ɩɪɨɚɧɚɥɿɡɨɜɚɧɨɦɭ ɟɫɟ ɭ ɬɚɤɢɯ ɬɪɶɨɯ ɜɢɦɿɪɚɯ: 
«ɭɧɿɜɟɪɫɚɥɶɧɟ / ɡɚɝɚɥɶɧɟ – ɿɧɞɢɜɿɞɭɚɥɶɧɟ / ɨɞɢɧɢɱɧɟ», «ɿɫɬɨɪɢɱɧɟ – 

ɫɭɱɚɫɧɟ / ɩɨɡɚɱɚɫɨɜɟ», «ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ – ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ». ɐɿ 
ɜɢɦɿɪɢ ɦɨɠɧɚ ɡɦɨɞɟɥɸɜɚɬɢ ɭ ɜɢɝɥɹɞɿ ɬɪɢɜɢɦɿɪɧɨɝɨ ɩɪɨɫɬɨɪɭ, ɭ 
ɹɤɨɦɭ ɤɨɠɟɧ ɟɤɮɪɚɫɬɢɱɧɢɣ ɮɪɚɝɦɟɧɬ ɟɫɟ ɩɨɫɬɚє ɹɤ ɬɨɱɤɚ, ɳɨ ɡɚɣɦɚє 
ɩɟɜɧɟ ɩɨɥɨɠɟɧɧɹ, ɹɤɟ ɯɚɪɚɤɬɟɪɢɡɭєɬɶɫɹ ɡɚ ɬɪɶɨɦɚ ɩɚɪɚɦɟɬɪɚɦɢ, 
ɧɚɩɪɢɤɥɚɞ: “In the work Goya produced after his illness in 1792, he was 

repeatedly drawn to depictions of the body in crisis.” [7, c. 94]. ɍ 
ɧɚɜɟɞɟɧɨɦɭ ɬɟɤɫɬɨɜɨɦɭ ɮɪɚɝɦɟɧɬɿ ɥɟɤɫɟɦɚ the work, ɫɟɦɚɧɬɢɱɧɨ ɣ 



 217 

ɫɢɧɬɚɤɫɢɱɧɨ ɩɨɜ’ɹɡɚɧɚ ɿɡ ɫɢɧɬɚɤɫɟɦɨɸ Goya produced, ɨɛ’єɤɬɢɜɭє 
ɭɹɜɥɟɧɧɹ ɩɪɨ ɤɚɪɬɢɧɢ ɯɭɞɨɠɧɢɤɚ, ɚ ɫɢɧɬɚɤɫɟɦɚ depictions of the body 

ɪɟɩɪɟɡɟɧɬɭє ɭɹɜɥɟɧɧɹ ɩɪɨ ɡɦɚɥɶɨɜɚɧɟ ɧɚ ɤɚɪɬɢɧɿ ɬɿɥɨ. ɉɪɢ ɰɶɨɦɭ 
ɜɥɚɫɧɟ ɿɦ’ɹ ɯɭɞɨɠɧɢɤɚ Goya ɞɨɡɜɨɥɹє ɥɨɤɚɥɿɡɭɜɚɬɢ ɟɤɮɪɚɡɢɫ ɭ ɜɢɦɿɪɿ 
«ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ – ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ» ɧɚ ɩɨɡɢɰɿʀ «ɩɨɝɥɹɞ 
ɯɭɞɨɠɧɢɤɚ», ɚ ɭ ɜɢɦɿɪɿ «ɭɧɿɜɟɪɫɚɥɶɧɟ / ɡɚɝɚɥɶɧɟ – ɿɧɞɢɜɿɞɭɚɥɶɧɟ / 
ɨɞɢɧɢɱɧɟ» – ɧɚ ɩɨɡɢɰɿʀ «ɿɧɞɢɜɿɞɭɚɥɶɧɟ / ɨɞɢɧɢɱɧɟ»; ɞɿєɫɥɿɜɧɿ 
ɥɟɤɫɟɦɢ produced ɬɚ was repeatedly drawn ɭ ɮɨɪɦɿ ɦɢɧɭɥɨɝɨ ɱɚɫɭ ɣ 
ɞɚɬɚ ɜ ɦɢɧɭɥɨɦɭ in 1792 ɥɨɤɚɥɿɡɭɸɬɶ ɟɤɮɪɚɡɢɫ ɭ ɜɢɦɿɪɿ «ɿɫɬɨɪɢɱɧɟ – 
ɫɭɱɚɫɧɟ / ɩɨɡɚɱɚɫɨɜɟ» ɧɚ ɩɨɡɢɰɿʀ «ɿɫɬɨɪɢɱɧɟ». ɉɨɞɿɛɧɨ ɣ ɜ 
ɧɚɫɬɭɩɧɨɦɭ ɬɟɤɫɬɨɜɨɦɭ ɮɪɚɝɦɟɧɬɿ ɟɤɮɪɚɡɢɫ ɡɨɛɪɚɠɟɧɨɝɨ 
ɠɢɜɨɩɢɫɧɨɝɨ ɡɚɫɨɛɚɦɢ ɬɿɥɚ (of the body in art) ɥɨɤɚɥɿɡɭєɬɶɫɹ ɧɚ 
ɩɨɡɢɰɿɹɯ «ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ» (Goya’s vision), «ɿɧɞɢɜɿɞɭɚɥɶɧɟ / 
ɨɞɢɧɢɱɧɟ» (The Third of May), «ɿɫɬɨɪɢɱɧɟ» (a further development): 

“But The Third of May can also be read as a further development of 

Goya’s vision of the body in art.” [7, c. 94].  
ɋɩɟɰɢɮɿɤɨɸ ɜɢɦɿɪɭ «ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ – ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ» є 

ɬɟ, ɳɨ ɟɤɮɪɚɡɢɫ ɦɨɠɟ ɡɚɣɦɚɬɢ ɫɟɪɟɞɢɧɧɭ ɩɨɡɢɰɿɸ ɡɚ ɰɢɦ ɜɢɦɿɪɨɦ, 
ɬɨɛɬɨ ɜɟɪɛɚɥɶɧɢɣ ɨɩɢɫ ɡɨɛɪɚɠɟɧɧɹ ɬɿɥɚ ɥɸɞɢɧɢ ɧɚ ɤɚɪɬɢɧɿ ɦɨɠɟ 
ɩɨɞɚɜɚɬɢɫɹ ɧɟɞɢɮɟɪɟɧɰɿɣɨɜɚɧɨ/ ɫɢɧɤɪɟɬɢɱɧɨ ɿ ɹɤ ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ, 
ɿ ɹɤ ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ, ɧɚɩɪɢɤɥɚɞ: “Christ’s wounds often had a 

double purpose; they were part depiction and part sign, and eventually it 

became enough to suggest his sufferings rather than recreate the realities 

of anatomical damage. David gave his Marat the sign of a fatal injury – 

an exquisite knife wound that produces a single line of blood.” [7, c. 101]. 

ɍ ɧɚɜɟɞɟɧɨɦɭ ɬɟɤɫɬɨɜɨɦɭ ɮɪɚɝɦɟɧɬɿ ɫɢɧɬɚɤɫɟɦɢ part depiction and 

part sign ɿ David gave his Marat the sign ɥɨɤɚɥɿɡɭɸɬɶ ɟɤɮɪɚɡɢɫ ɧɚ 
ɩɨɡɢɰɿʀ, ɹɤɚ ɨɞɧɚɤɨɜɨɸ ɦɿɪɨɸ ɫɬɨɫɭєɬɶɫɹ ɯɭɞɨɠɧɢɤɚ, ɤɨɬɪɢɣ 
ɫɬɜɨɪɸє ɡɨɛɪɚɠɟɧɧɹ ɿ ɡɧɚɤ/ ɫɢɦɜɨɥ, ɬɚ ɫɩɨɝɥɹɞɚɱɚ, ɹɤɨɦɭ ɰɟ 
ɡɨɛɪɚɠɟɧɧɹ ɿ ɰɟɣ ɡɧɚɤ/ ɫɢɦɜɨɥ ɚɞɪɟɫɨɜɚɧɿ. 

ɏɚɪɚɤɬɟɪɧɢɦɢ ɥɿɧɝɜɨɤɨɝɧɿɬɢɜɧɢɦɢ ɨɫɨɛɥɢɜɨɫɬɹɦɢ ɟɤɮɪɚɫɬɢɱɧɨʀ 
ɪɟɩɪɟɡɟɧɬɚɰɿʀ ɡɨɛɪɚɠɟɧɨɝɨ ɧɚ ɤɚɪɬɢɧɿ ɬɿɥɚ ɥɸɞɢɧɢ ɜ 
ɩɪɨɚɧɚɥɿɡɨɜɚɧɨɦɭ ɟɫɟ є ɬɚɤɿ ɞɜɿ ɡɚɤɨɧɨɦɿɪɧɨɫɬɿ: 

1) ɱɚɫɬɚ ɡɦɿɧɚ ɬɨɱɨɤ ɥɨɤɚɥɿɡɚɰɿʀ ɟɤɮɪɚɫɬɢɱɧɨʀ ɪɟɩɪɟɡɟɧɬɚɰɿʀ 
ɡɨɛɪɚɠɟɧɨɝɨ ɧɚ ɤɚɪɬɢɧɿ ɬɿɥɚ ɥɸɞɢɧɢ, ɧɚɩɪɢɤɥɚɞ, ɭ ɬɟɤɫɬɨɜɨɦɭ 
ɮɪɚɝɦɟɧɬɿ “Since the Greeks, representations of the human body in 

Western art have been as various and contradictory as our notions of the 

body itself. The body is central to the history of art for the simple reason 
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that every spectator of a painting or drawing is also a person, which 

means that pictures of human bodies inevitably produce a mirroring 

effect.”  [7, c. 94] ɟɤɮɪɚɡɢɫ ɥɨɤɚɥɿɡɭєɬɶɫɹ ɧɚ ɩɨɡɢɰɿɹɯ «ɿɫɬɨɪɢɱɧɟ» 
(Since the Greeks, the history of art), «ɭɧɿɜɟɪɫɚɥɶɧɟ / ɡɚɝɚɥɶɧɟ» (in 

Western art, the history a painting or drawing, of art), «ɩɨɝɥɹɞ 
ɫɩɨɝɥɹɞɚɱɚ» (every spectator). ɐɟɣ ɟɤɮɪɚɫɬɢɱɧɢɣ ɤɨɧɬɟɤɫɬ ɦɚє ɬɚɤɟ 
ɩɪɨɞɨɜɠɟɧɧɹ: «We are always looking at ourselves.» [7, c. 94], ɭ ɹɤɨɦɭ 
ɬɨɱɤɚ ɥɨɤɚɥɿɡɚɰɿʀ «ɿɫɬɨɪɢɱɧɟ» ɩɨ ɨɫɿ «ɿɫɬɨɪɢɱɧɟ – ɫɭɱɚɫɧɟ / 
ɩɨɡɚɱɚɫɨɜɟ» ɡɦɿɧɸєɬɶɫɹ ɧɚ «ɫɭɱɚɫɧɟ / ɩɨɡɚɱɚɫɨɜɟ» (We are always 

looking); 

2) ɪɟɩɪɟɡɟɧɬɚɰɿɹ ɨɞɧɿєʀ ɿ ɬɿєʀ ɠ ɤɚɪɬɢɧɢ ɹɤ ɡ ɩɨɡɢɰɿɣ «ɩɨɝɥɹɞ 
ɯɭɞɨɠɧɢɤɚ»,  «ɿɫɬɨɪɢɱɧɟ», ɬɚɤ ɿ ɡ ɩɨɡɢɰɿɣ «ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ»,  
«ɫɭɱɚɫɧɟ / ɩɨɡɚɱɚɫɨɜɟ» ɜ ɨɞɧɨɦɭ ɿ ɬɨɦɭ ɠ ɤɨɧɬɟɤɫɬɿ, ɧɚɩɪɢɤɥɚɞ: 
“Had Goya chosen to show the soldier’s faces, the painting’s effect would 

have been entirely altered. Each man would have to have been somebody. 

As it is, the soldiers are nobodies, and this serves the painting’s cause, 
which is unambiguous. It commemorates and mourns the mass slaughter 

of the madrileños on May 3, 1808, and turns them into martyrs for Spain. 

But the viewer doesn’t need to know a thing about Spanish history to read 

the painting’s story correctly.” [7, c. 100]. ɍ ɧɚɜɟɞɟɧɨɦɭ ɮɪɚɝɦɟɧɬɿ 
ɫɢɧɬɚɤɫɟɦɚ Had Goya chosen to show ɥɨɤɚɥɿɡɭє ɟɤɮɪɚɡɢɫ ɧɚ ɩɨɡɢɰɿɹɯ 
«ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ»,  «ɿɫɬɨɪɢɱɧɟ», ɚ ɪɟɱɟɧɧɹ It commemorates and 

mourns the mass slaughter of the madrileños on May 3, 1808, and turns 

them into martyrs for Spain ɬɚ ɫɢɧɬɚɤɫɟɦɚ the viewer doesn’t need to 
know ɥɨɤɚɥɿɡɭɸɬɶ ɟɤɮɪɚɡɢɫ ɧɚ ɩɨɡɢɰɿɹɯ ɧɚ «ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ», 
«ɫɭɱɚɫɧɟ / ɩɨɡɚɱɚɫɨɜɟ». 

Ɍɚɤɚ ɞɢɧɚɦɿɤɚ ɩɟɪɟɦɿɳɟɧɧɹ ɟɤɮɪɚɫɬɢɱɧɨʀ ɪɟɩɪɟɡɟɧɬɚɰɿʀ 
ɡɨɛɪɚɠɟɧɨɝɨ ɧɚ ɤɚɪɬɢɧɿ ɬɿɥɚ ɥɸɞɢɧɢ ɭɡɞɨɜɠ ɜɢɦɿɪɿɜ «ɭɧɿɜɟɪɫɚɥɶɧɟ / 
ɡɚɝɚɥɶɧɟ – ɿɧɞɢɜɿɞɭɚɥɶɧɟ / ɨɞɢɧɢɱɧɟ», «ɿɫɬɨɪɢɱɧɟ – ɫɭɱɚɫɧɟ / 
ɩɨɡɚɱɚɫɨɜɟ», «ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ – ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ» ɫɬɜɨɪɸє 
ɫɜɨєɪɿɞɧɢɣ ɿɧɬɟɥɟɤɬɭɚɥɶɧɢɣ ɪɢɬɦ, ɹɤɢɣ ɫɩɪɢɹє ɩɿɞɬɪɢɦɚɧɧɸ ɭɜɚɝɢ 
ɱɢɬɚɱɚ ɟɫɟ ɣ ɭɦɨɠɥɢɜɥɸє ɞɟɬɚɥɶɧɢɣ ɿ ɩɟɪɟɤɨɧɥɢɜɢɣ ɪɨɡɝɥɹɞ 
ɩɨɪɭɲɟɧɨʀ ɜ ɟɫɟ ɬɟɦɢ ɤɚɧɨɧɿɜ ɬɚ ɿɧɧɨɜɚɰɿɣ ɭ ɡɨɛɪɚɠɟɧɧɿ ɬɿɥɚ ɥɸɞɢɧɢ 
ɧɚ ɤɚɪɬɢɧɚɯ. Ɍɚɤɨɠ ɬɚɤɚ ɡɦɿɧɚ ɬɨɱɨɤ ɥɨɤɚɥɿɡɚɰɿʀ ɟɤɮɪɚɡɢɫɭ ɭɡɞɨɜɠ 
ɜɢɡɧɚɱɟɧɢɯ ɥɿɧɝɜɨɤɨɝɧɿɬɢɜɧɢɯ ɜɢɦɿɪɿɜ ɫɩɪɢɹє ɬɨɦɭ, ɳɨ 
ɨɛɝɨɜɨɪɸɜɚɧɚ ɬɟɦɚ ɟɤɫɬɪɚɩɨɥɸєɬɶɫɹ ɡɚ ɦɟɠɿ ɬɟɨɪɿʀ ɣ ɿɫɬɨɪɿʀ 
ɦɢɫɬɟɰɬɜɚ ɜ ɰɚɪɢɧɭ ɠɢɬɬɹ ɫɭɱɚɫɧɨʀ ɥɸɞɢɧɢ. Ɍɚɤ, ɡɚɤɥɸɱɧɢɣ ɚɛɡɚɰ 
ɟɫɟ «There are no beautiful corpses here. They spill open. They gush 
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blood. Some have been hacked to pieces. We are in a world haunted by 

traumatic visions of the monstrously human. “I saw it”, he wrote. […] 

Goya is perhaps the greatest artist of nonsense – that nonsense we feel 

within us and recognize in the world around us as frightening and 

brutally, sometimes unbearably, real.» [7, c. 118-119] ɡɚɜɞɹɤɢ ɪɭɯɨɜɿ ɡ 
ɩɨɡɢɰɿʀ «ɿɧɞɢɜɿɞɭɚɥɶɧɟ / ɨɞɢɧɢɱɧɟ» (There are no beautiful corpses 

here), «ɿɫɬɨɪɢɱɧɟ» (We are in a world haunted by traumatic visions of 

the monstrously human; “I saw it”, he wrote), «ɩɨɝɥɹɞ ɯɭɞɨɠɧɢɤɚ» (“I 
saw it”, he wrote) ɧɚ ɩɨɡɢɰɿɸ «ɭɧɿɜɟɪɫɚɥɶɧɟ», «ɫɭɱɚɫɧɟ / ɩɨɡɚɱɚɫɨɜɟ», 
«ɩɨɝɥɹɞ ɫɩɨɝɥɹɞɚɱɚ» (we feel within us and recognize in the world 

around us) ɩɟɪɟɧɨɫɢɬɶ ɩɢɬɚɧɧɹ ɩɪɨ ɨɛɪɚɡ ɪɨɡɬɟɪɡɚɧɨɝɨ ɥɸɞɫɶɤɨɝɨ 
ɬɿɥɚ ɡɿ ɫɮɟɪɢ ɨɛɪɚɡɨɬɜɨɪɱɨɝɨ ɦɢɫɬɟɰɬɜɚ ɭ ɫɮɟɪɭ ɪɟɚɥɿɣ ɠɢɬɬɹ 
ɫɭɱɚɫɧɨʀ ɥɸɞɢɧɢ, ɡɚɜɞɹɤɢ ɱɨɦɭ ɟɫɟ ɧɚɛɭɜɚє ɧɟ ɥɢɲɟ ɫɭɬɨ ɦɢɫɬɟɰɶɤɨʀ 
ɡɧɚɱɭɳɨɫɬɿ ɹɤ ɚɧɚɥɿɡ ɠɢɜɨɩɢɫɧɢɯ ɬɜɨɪɿɜ ɿ ɨɞɧɨɱɚɫɧɨ ɹɤ ɩɟɜɧɢɣ 
ɦɢɫɬɟɰɶɤɢɣ ɜɢɬɜɿɪ ɫɥɨɜɟɫɧɨɫɬɿ, ɚ ɣ ɫɬɚє ɡɧɚɱɢɦɢɦ ɹɤ ɬɟɫɬ, ɳɨ 
ɩɪɨɩɨɧɭє ɱɢɬɚɱɟɜɿ ɩɟɜɧɭ ɫɜɿɬɨɝɥɹɞɧɭ ɩɟɪɫɩɟɤɬɢɜɭ. 
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Ɍɟɬɹɧɚ Ʌɹɯ 
ɤɚɧɞɢɞɚɬ ɮɿɥɨɥɨɝɿɱɧɢɯ ɧɚɭɤ 

ȾȼɇɁ «ɍɠɝɨɪɨɞɫɶɤɢɣ ɧɚɰɿɨɧɚɥɶɧɢɣ ɭɧɿɜɟɪɫɢɬɟɬ» 
ɦ. ɍɠɝɨɪɨɞ 

ɌȱɅȿɋɇȿ ȼ ɏɍȾɈɀɇȱɃ ɄɈɆɍɇȱɄȺɐȱȲ ɍɄɊȺȲɇɋɖɄɈȲ 

ɇɈȼȿɅɂ Ʉȱɇɐə ɏȱɏ – ɉɈɑȺɌɄɍ ɏɏ ɋɌɈɅȱɌɖ:  

ɑɍɌɌЄȼȿ VERSUS ȾɍɏɈȼɇȿ 
ɏɭɞɨɠɧɿɣ ɬɜɿɪ ɿɡ ɬɨɱɤɢ ɡɨɪɭ ɩɫɢɯɨɥɨɝɿʀ ɬɜɨɪɱɨɫɬɿ ɹɜɥɹє ɫɨɛɨɸ 

ɩɨɬɿɤ ɫɜɿɞɨɦɨɫɬɿ ɚɜɬɨɪɚ, ɩɨɟɬɢɱɧɟ ɜɿɞɨɛɪɚɠɟɧɧɹ ɧɢɦ ɫɜɿɬɭ, ɜɢɪɚɠɟɧɟ 
ɱɟɪɟɡ ɿɧɞɢɜɿɞɭɚɥɶɧɢɣ ɫɬɢɥɶ, ɳɨ є ɨɡɧɚɤɨɸ ɤɨɦɭɧɿɤɚɰɿʀ – «ɩɪɨɰɟɫɭ 

ɫɩɿɜɬɜɨɪɱɨɫɬɿ ɚɜɬɨɪɚ ɬɚ ɪɟɰɢɩɿєɧɬɚ ɭ ɛɭɞɶ-ɹɤɢɯ ɩɪɨɫɬɨɪɨɜɨ-ɱɚɫɨɜɢɯ 

ɜɢɦɿɪɚɯ, ɤɨɥɢ ɦɿɠ ɧɢɦɢ ɫɩɪɚɰɶɨɜɭє ɫɩɨɞɿɜɚɧɢɣ «ɝɨɪɢɡɨɧɬ 

ɨɱɿɤɭɜɚɧɧɹ», ɮɨɪɦɭєɬɶɫɹ ɟɮɟɤɬɢɜɧɟ ɤɨɦɭɧɿɤɚɬɢɜɧɟ ɩɨɥɟ ɩɪɢ 
ɡɛɟɪɟɠɟɧɧɿ ɤɨɠɧɨɝɨ ɣɨɝɨ ɟɥɟɦɟɧɬɚ» [4, 512]. Ʉɨɦɭɧɿɤɚɬɢɜɧɢɣ ɩɪɨɰɟɫ 
ɜɢɹɜɥɹєɬɶɫɹ ɱɟɪɟɡ ɠɚɧɪ, ɤɨɦɩɨɡɢɰɿɸ ɯɭɞɨɠɧɶɨɝɨ ɬɜɨɪɭ, ɫɬɢɥɶɨɜɿ ɬɚ 
ɦɨɜɧɿ ɡɚɫɨɛɢ, ɱɟɪɟɡ ɹɤɿ ɚɜɬɨɪ ɦɨɞɟɥɸє ɯɭɞɨɠɧɿɣ ɡɚɦɢɫɟɥ. 

ɍ ɞɚɧɿɣ ɪɨɡɜɿɞɰɿ ɩɪɨɚɧɚɥɿɡɨɜɚɧɨ ɬɜɨɪɢ ɭɤɪɚʀɧɫɶɤɢɯ ɧɨɜɟɥɿɫɬɿɜ 
ɤɿɧɰɹ ɏȱɏ – ɩɨɱɚɬɤɭ ɏɏ ɫɬɨɥɿɬɶ, ɭ ɹɤɢɯ ɧɚɣɛɿɥɶɲ ɹɫɤɪɚɜɨ 
ɪɟɩɪɟɡɟɧɬɨɜɚɧɨ ɬɿɥɟɫɧɟ, ɳɨ є ɨɡɧɚɤɨɸ ɦɨɞɟɪɧɿɡɦɭ. Ɍɚɤ, Ɍ. Ƚɭɧɞɨɪɨɜɚ 
ɜɿɞɡɧɚɱɚє «ɪɨɡɳɟɩɥɟɧɿɫɬɶ» ɦɨɞɟɪɧɿɫɬɫɶɤɨɝɨ ɞɢɫɤɭɪɫɭ, ɭ ɹɤɭ 
«ɜɩɢɫɭєɬɶɫɹ ɚɫɢɦɜɨɥɿɱɧɚ ɩɚɦ’ɹɬɶ ɬɿɥɚ – ɛɿɨɥɨɝɿɱɧɿ ɪɢɬɦɢ, ɿɧɬɨɧɚɰɿʀ, 
ɱɭɬɬɹ» [1, 252]. Ɍɿɥɟɫɧɢɣ ɚɫɩɟɤɬ ɦɨɞɟɪɧɿɡɦɭ ɜɿɞɡɧɚɱɚє Ɏ. ɒɬɟɣɧɛɭɤ: 
«ɦɨɞɟɪɧɿɡɦ ɦɨɠɧɚ ɜɢɡɧɚɱɢɬɢ ɹɤ ɬɚɤɢɣ ɫɩɨɫɿɛ ɪɟɩɪɟɡɟɧɬɚɰɿʀ 
ɬɿɥɟɫɧɨɝɨ ɛɭɬɬɹ, ɳɨ ɣɨɦɭ ɩɪɢɬɚɦɚɧɧɚ ɞɨɦɿɧɚɰɿɹ ɮɿɡɿɨɥɨɝɿɱɧɨɝɨ 
ɧɚɱɚɥɚ ɧɚ ɩɪɨɬɢɜɚɝɭ ɧɚɱɚɥɭ ɫɜɿɞɨɦɨɦɭ» [11, 64].  

Ɉɬɨɠ ɩɿɞ «ɬɿɥɟɫɧɢɦ» ɪɨɡɭɦɿєɦɨ ɧɟ ɥɢɲɟ ɜɿɡɭɚɥɶɧɢɣ ɨɛɪɚɡ 
ɥɸɞɫɶɤɨɝɨ ɬɿɥɚ. Ɍɿɥɟɫɧɿɫɬɶ ɧɚɫɚɦɩɟɪɟɞ ɜɿɞɨɛɪɚɠɚє ɚɜɬɨɪɫɶɤɟ 
ɫɜɿɬɨɜɿɞɱɭɬɬɹ, ɮɿɥɨɫɨɮɫɶɤɭ ɚɧɬɪɨɩɨɥɨɝɿɸ ɟɩɨɯɢ ɦɨɞɟɪɧɿɡɦɭ, ɤɨɬɪɚ 
ɫɬɚɜɢɥɚ ɥɸɞɢɧɭ ɭ ɰɟɧɬɪ ɫɜɿɬɨɛɭɞɨɜɢ. ɇɨɜɟɥɿɫɬɢ ɡɥɚɦɭ ɦɢɧɭɥɢɯ 
ɫɬɨɥɿɬɶ ɡɦɿɳɭɜɚɥɢ ɚɤɰɟɧɬ ɧɚ ɜɧɭɬɪɿɲɧɿ ɩɫɢɯɨɥɨɝɿɱɧɿ ɩɪɨɰɟɫɢ 
ɩɟɪɫɨɧɚɠɚ, ɿ ɨɞɧɢɦ ɿɡ ɬɪɚɧɫɥɹɬɨɪɿɜ ɰɶɨɝɨ ɜ ɬɟɤɫɬɿ ɛɭɥɨ ɬɿɥɟɫɧɟ. ɍ 
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