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Crmpatoynch Ha [IMPOKO BU3HAHy JAediHIliI0 ekdpasucy sk
«BepOaNIbHOI penpe3eHTallii Bi3yajabHOI penpe3eHTalii» [5] 1 BogHOUYac
BpPaxOBYIOUM BH3HAYCHHS, SIKI KOHKPETH3YIOTh sBHIIEC eKdpasucy
(30kpema, Taki (GOpPMYTIOBaHHSA SK: <JIiTepaTypHa peEIpe3eHTAIis
Bi3yallbHOTOo MucrtenTBa» [4, c¢. 297] 1 «cIOBeCHHWU OMHC TBOPIB
Bi3yanpHMX MucteurB» [1, c¢. 290]), mMu posrisgaemo ekdpasuc sk
JIHTBAJbHY  PEMPE3CHTAII0 TBOPIB  O00pa3oTBOPYOrO  MHCTEITBA
(kuBomucy, Tpadikd, CKYIBOTYpH, XYIAOKHBOI (oTorpadii) B
eceicTHYHOMY TUCKypci. MarepiasoM Hammx CTyOid € CydYacHi
aHTJIOMOBHI €ce MpO Bi3yalbHE MHUCTENTBO. MeETOHONOriyHui amapar
IOCHIDKEHHSI CTAHOBUTH JIHTBOIIOETOJIOTIYHUNA MIAXIA IO BHUBYEHHS
exdpasucy [6; 2, c. 285-290].

Jana po3Bifka MpHCBAYeHa BHBUYEHHIO JIIHTBOKOTHITHUBHUX BHUMIpIiB
eKk(pasuCTHIHOI perpe3eHTaIlii 3Malb0BaHOI0 Ha KapTHHAX IFOICHKOTO
TiNa B ece BiJOMO1 Cy4acHOI aMmepuKaHCchKoi muchMmeHHuIli Cipi XycTBear
mpo BHAATHOro icmancekoro xyaoxkamka XVII — XIX cromiTh
®panrucko [oiiro [7]. Tepmin eumipu CTOCOBHO JOCIIIKYBaHOTO SIBUIIIA
Mu BuKopuctoByemo ciigom 3a HO. C. CrenaHoBUM Yy 3HauYeHHI
«mmapamerp» [3, c. 3].

VY mpoaHani3oBaHOMY €ce€ JIIHIBaJbHMMHU 3ac00aMu eK(pacTHUHOI
perpeseHTarlii 300pakeHOro Ha KapTHHAX Tijla JIFOMUHU € BXKWBaHI y
CHITEHOMY KOHTEKCT1 i 00’€THaHI CMUCIIOBUMH 3B’SI3KAMH JIEKCEMH, III0
HaJEeKaTh A0 CEMAHTUYHOI I'PYIH, SiKa 00 €KTHBYE YSIBICHHS MPO TBOPU
XKHUBOIHMCY, Ta JIEKCEMH CEMAaHTUYHUX TIpyl, TOB’S3aHUX i3
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KOHIIENTYyaJli3aIli€l0 TUIeCHOro, Hanpukiaa: “One of Goya’s most famous
paintings, The Third of May, also includes portraits of slain bodies.” [7,
c. 94]. Y wnaBenmeHomy (GparMeHTi JIGKCeMH paintings, portraits 1
cnoBocrionnyueHdsi The Third of May, mo € Ha3Bow OnHIET 3
HalBimoMimmx KapTuH [0OHi, akTyadi3yloTh YsIBIEGHHS MpPO XHBOIHCHI
TBOpH, a CIOBOCTONy4YeHHS slain bodies — ysBIeHHS TPO Tila BOUTHX
JIIOJIEN.

VY mpoananizoBaHOMY (QAaKTHYHOMY MaTepiaii o JIeKCeM, KOTpi
00’ €KTHBYIOTh VYSBIGHHS NpPO TBOPU JKHUBOMHUCY, HAJIEXKATh 3araibHi
Ha3BW, HANIPUKJIAJ paintings, portraits, Ta BIACHI Ha3BW, Hanpukian, The
Third of May, Marat Assassinated, Deposition, Los Caprichos. o
JICKCEM, TTOB’sI3aHUX 13 KOHIICTITYaJIi3aIlI€I0 TUIECHOTO, BIIHOCITHCS CII0BA
Ha MO3HAYCHHS BJIACHE TiJIa )KMBOI Ta MEPTBOI JIIOIUHU — body Ta corpse
BIJINIOBIIHO, HaiMEHYBaHHS PI3HMX YaCTHH Tijla, HANIPUKIIAN, head, face,
arms, hands, legs, hips, cioBa Ha TO3HA4YeHHS CKJIAJOBUX Tija,
Hanpuknaz, skin, blood, bone, flesh, cnoBa, sSIKi 03HAYAIOTH YIIKOKEHY
JacTUHY TiIa a00 YIIKOKEHHS TUTa, HANPUKIAI, wound, cut, welt, weal,
injury, stigmata. Takox ponb 3aco0iB ekdpacTHaHOI pempe3eHTarii
3MaJbOBAHOTO HAa KapTHHAX TUTa JIIOAWHW B KOHTEKCTI ece Habymu
HalMEHYBaHHS JIIOJICH TIEBHUX THITIB, KOHIICNTYyaJli3allisl SKUX BKJIIOYAE
XapakTepHi YSBJICHHS TpPO iXHE TUIO, HANPHUKIAJ, JeKceMa martyr
00’€KTHBYE YABIEHHS PO JIIOAWHY, YH€ TUIO OYyJI0 MiAaHe TOPTypaM i 5K
pe3yapTaT MBOTO 3a3HANO 3HAYHOTO (DI3MYHOrO YIIKOIKEHHS; O CIiB
Ii€T TPYIU HaJIeKaTh YXKUTI B TEKCTI ece (hpaHIy3bKe CIOBOCTIONTYYESHHS
grand homme (KOTpe Ma€e B KOHTEKCTI €ce 3HAYCHHS «BEIMKa JIIOIMHA 3
TIPpEKpacHUM TiIOM») ¥ ICmaHChKe CIIOBO madrilefios (sike B ece
aKTyalli30BaHe B 3HAYECHHI «ICIaHIIi, IO MOBCTATH MPOTH (paHIy3iB i
Oynu cTpayeHi HUMH).

Exdpactruna penpeseHTarrist 300pakxeHOro Ha KapTHHI Tija JTIOAWHA
pO3ropTacThcss B MPOAHATI30BAHOMY €C€ Yy TaKUX TpPbOX BHMIpax:
«yHiBepcaibHe / 3aralilbHe — iHAWBiAyaJdbHE / OMUHUYHE», «ICTOPUYHE —
CydJacHe / 1mo3a4acoBe», «IOMIs] XyJAOKHUKA — Moy crornsaaday. 1li
BUMIpA MOXKHA 3MOJICNIOBATH Y BHIUIAAI TPUBHUMIPHOTO TPOCTOPY, Y
SIKOMY KOXKEeH eK(ppacTHUHHNA (parMeHT ece MocTae sIK TOUKa, 1o 3aiimae
MEBHE TMOJIOKEHHS, SKE XapaKTepU3YEThCS 3a TphOMa MapaMmeTpami,
Hanpuknan: “In the work Goya produced after his illness in 1792, he was
repeatedly drawn to depictions of the body in crisis.” [7, c. 94]. Y
HaBEJCHOMY TEKCTOBOMY (PparMeHTi Jiekcema the work, CeMaHTUYHO H
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CHHTAaKCHUYHO TOB’si3aHa i3 cuHTakceMor Goya produced, 00’€KTHUBYE
YSIBJIIEHHS MPO KapTHUHM XYJIO’)KHUKA, & CUHTaKkceMa depictions of the body
peNpe3eHTye YSBJICHHS MPO 3MalibOBaHE Ha KapTuHi Tino. Ilpu mpomy
BJIaCHE IM’sl Xy[O)KHUKa Goya TO3BOJISIE IOKATI3yBaTH eK(dpas3uc y BUMIpi
«OTIISAA XYAOKHWUKA — TOTJSI CIOMIAgaday Ha TO3WIIl  «IIOTJsg
XYZIOKHUKA», a Y BUMIpI «yHiBepcajbHe / 3arajbHe — iHAWBiAyalbHE /
OMHUYHE» — Ha TO3UIIi «IHAWBiIyalbHE / OJWHUYHE»;, MIIECTIBHI
nekceMu produced ta was repeatedly drawn y dopmi MuHys0r0o dacy i
Jata B MUHYJIOMY in 1792 10KkanizyroTh ekdpasuc y BUMIpi «iCTOpUYHE —
cydacHe / T03adacoBe» Ha TO3MIii «icTopuuHe». [lomiOoHO W B
HACTYIIHOMY  TEKCTOBOMY  (parmeHTi  ekdpazuc  300pakeHOro
JKUBOIHUCHOTO 3acobamu Tina (of the body in art) NOKali3yeTbcs Ha
MO3UIISX «morsan xyAaoxHuka» (Goya’s vision), «iHIUBigyaabHe /
omuanune» (The Third of May), «icropuane» (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].

Crnenndikor BUMIPY OIS XYAOXKHUKA — OIS CHOTIISIIaday €
Te, MO eKk(ppa3uc Moke 3aliMaTH CepeANHHY TIO3MINIO 3a IIUM BHUMIPOM,
TOOTO BepOambHUN OMUC 300pakeHHS TiIa JIIOAWHM HA KapTHHI MOXKE
nmomaBatucs HenudepeHiiioBaHO/ CHHKPETHYHO 1 SIK MOTJISA XYI0KHHKA,
1 AK TIOTJISAN crorisigada, Hampukman: “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].
VY HaBeneHOMY TEKCTOBOMY (pparMeHTI CHHTaKceMu part depiction and
part sign 1 David gave his Marat the sign nokami3yloTh exdpasuc Ha
MO3MINI, fKa OJHAKOBOIO MIPOI0 CTOCYETHCS XYAOKHUKA, KOTPHl
CTBOPIOE 300pakeHHs 1 3HaK/ CHMBOJ, Ta CIOTJsgada, SKOMY Iie
300pakeHHS 1 11ei 3HaK/ CHMBOJI aJJpeCOBaHi.

XapakTepHUMH JTIHTBOKOTHITUBHUMHU OCOOJIMBOCTSIMHU €K(PPACTUIHOI
perpeseHTalii  300pakeHOro Ha  KapTHHI  Tila  JIIOAWHA B
MIPOAHATI30BAHOMY €C€ € TaKi JIBi 3aKOHOMIPHOCTI:

1) vacra 3MiHa TOYOK JOKami3amii eKdpacTHYHOI permpe3eHTalii
300pakeHOr0 Ha KapTWHI Tila JIOAWHU, HAMPHUKIAA, y TEKCTOBOMY
¢bparmenti “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.” [T, c. 94] ekdpa3uc JIOKATI3YETbCS HA TMO3UILSLX «ICTOPUUIHE»
(Since the Greeks, the history of art), «yHiBepcanbHe / 3arajabHe» (in
Western art, the history a painting or drawing, of art), «OTIAn
corysinada» (every spectator). Llei exppacTHUHHMI KOHTEKCT Ma€ Take
nponoBxkeHHs: « We are always looking at ourselves.» [7, c. 94], y sikomy
TOYKa JIOKaJi3amii «ICTOpHYHE» IO OCl «IiCTOpuYHe — cydacHe /
Mo3a4acoBe» 3MIHIOEThCS Ha «cydacHe / mo3zadacoBe» (We are always
looking);

2) pemnpe3eHTallist OAHIET i Ti€l ) KapTUHH SIK 3 TMO3MWIINA «IOTIISI
XYJAOXKHHUKA», «ICTOPUYHE», TaK 1 3 MO3MIN «IIOTJISA CIOTJIsaaday,
«cydacHe / 103a4acoBe» B OJHOMY 1 TOMY JXK KOHTEKCTI, HaIlpUKJIAI:
“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 madrileiios 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]. Y nHaBemeHoMy (parmenTi
cuntakceMa Had Goya chosen to show nokanizye ekhpa3uc Ha MO3UILISLX
«TOTIISA XYAOKHUKAY», «ICTOpHYHE», a pedeHHs It commemorates and
mourns the mass slaughter of the madrilefios on May 3, 1808, and turns
them into martyrs for Spain Ta cuHTaKcema the viewer doesn’t need to
know mokamizytoTh ek(pasuc Ha TMO3MUINSX HA «IIOTJISAJ CIOTIISAada,
«cydJacHe / T103a4acoBey.

Taka guHamika TiepemilmeHHsS ekdpacTHUHOI  pempe3eHTarli
300pakeHOro Ha KapTHHI Tijla JIOAWHH Y3/IOBK BUMIPIB «yHiBepcalbHE /
3aranbHe — IHOUBiAyanbHE / ONWHWUYHE», «ICTOpUYHE — CcydacHe /
M03a4acoBey, «IOTIIA XYIOXKHHKA — TOTJST CHOTJIAAaday CTBOPIOE
CBOEPITHUN THTEIEKTYaIbHUN PUTM, SKUH CHpHUSE MIATPUMAHHIO YBaru
yuTaya ece W YMOXIIMBIIOE JACTANbHUNA 1 TEPEKOHIMBHU PO3IIIS]]
MOPYIIEHOI B €ce TeMH KaHOHIB Ta IHHOBAIIii y 300pakeHHI1 TiJla JIOIHHH
Ha KapTuHaX. Tako Taka 3MiHa TOYOK JIOKaJi3alii eKdpasucy y3IoBiK
BH3HAUEHNX  JIHTBOKOTHITMBHUX  BHMIpPiB  CIpUA€  TOMY, IO
00roBOpIOBaHA TEMa EKCTPAONIOEThCA 3a Mexi Teopii W icTopil
MUCTENTBA B IAPUHY JKUTTS CydacHOI JIIOJUHM. Tak, 3aKkitouyHUi ad3ail
ece «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] 3aBasiku pyxoBi 3
no3ullil «iHauBinyanbHe / oguauuHe» (There are no beautiful corpses
here), «icropuune» (We are in a world haunted by traumatic visions of
the monstrously human; “I saw it”, he wrote), «norusag xynoxaukay (“/
saw it”, he wrote) Ha TIO3UIIIIO0 KYHIBEpCAJIbHE, «CydacHE / 1103a4acoBey,
«mornsan cuorisgada» (we feel within us and recognize in the world
around us) TIEPEHOCUTh MUTAaHHS PO 00pa3 pO3TEP3aHOro JIFOJCHKOTO
Tita 31 chepu 00pPa30OTBOPUOrO0 MHUCTEUTBA Yy cdepy peaniil KUTTS
CY4acHOI JIFOJIMHH, 3aBJITKM YOMY ece HaOyBa€e He JIUIIE CYTO MUCTEIBKOT
3HAUYYIIOCTI SIK aHaJi3 J>KMBONMCHUX TBOPIB 1 OJHOYACHO 5K ICBHMIA
MHUCTCLBKHI BHUTBIP CIOBECHOCTI, @ W CTa€ 3HAYUMHM SK TECT, IO
MIPOIIOHYE YMTAUEBI MIEBHY CBITOIVIAIHY HEPCICKTHRY.
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