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є  , : “One of Goya’s most famous 

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

c. 94].     paintings, portraits  
 The Third of May,  є  є   

  ,     
,   slain bodies –     
. 

     ,  
’є     ,   

,  paintings, portraits,   , , The 

Third of May, Marat Assassinated, Deposition, Los Caprichos.  
, ’   є  ,   

        – body  corpse 

,    , , head, face, 

arms, hands, legs, hips,     , 
, skin, blood, bone, flesh, ,    

    , , wound, cut, welt, weal, 

injury, stigmata.      
         
   ,   є 

   є , ,  martyr 

’є є   , є       
     ;   

є          
grand homme (  є     «    

 »)    madrileños (    
   « ,      

  ). 
       

є        : 
«  /  –  / », «  – 

 / », «   –  ».  
      ,  

     є  ,  є 
 ,  є    , 

: “In the work Goya produced after his illness in 1792, he was 

repeatedly drawn to depictions of the body in crisis.” [7, c. 94].  
    the work,   
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 ’    Goya produced, ’є є 
   ,   depictions of the body 

є      .   
 ’   Goya є     

«   –  »   «  
»,    «  /  –  / 

» –   «  / »; є  
 produced  was repeatedly drawn      

   in 1792     «  – 
 / »   « ».    

     
   (of the body in art) є   

 «  » (Goya’s vision), «  / 
» (The Third of May), « » (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].  
  «   –  » є 

,         , 
         

 /     , 
   , : “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]. 

     part depiction and 

part sign  David gave his Marat the sign    
,    є  ,  
є   / ,  ,   

   /  . 
    

       
  є   : 

1)       
    , ,   

 “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]  є    « » 
(Since the Greeks, the history of art), «  / » (in 

Western art, the history a painting or drawing, of art), «  
» (every spectator).    є  

: «We are always looking at ourselves.» [7, c. 94],   
  « »   «  –  / 

» є   «  / » (We are always 

looking); 

2)  є   є       «  
»,  « »,     «  »,  

«  / »      , : 
“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].    
 Had Goya chosen to show є    

«  »,  « »,   It commemorates and 

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

them into martyrs for Spain   the viewer doesn’t need to 
know      «  », 
«  / ». 

     
       «  / 

 –  / », «  –  / 
», «   –  » є 

є   ,  є   
   є     

           
 .        

   є ,  
  є       

     . ,   
 «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]    
 «  / » (There are no beautiful corpses 

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

the monstrously human; “I saw it”, he wrote), «  » (“I 
saw it”, he wrote)   « », «  / », 
«  » (we feel within us and recognize in the world 

around us)       
         

 ,    є     
         
  ,   є   ,  

є    . 
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