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Summary: The author studies anti-Napoleonic
caricatures in the collection of the Patriotic War of
1812 State Historical Museum. At the beginning of
the 19th century, artists created vivid satirical works,
thereby establishing a tradition of clichés in the im-
age of a military enemy. In the article, the author
identifies the main symbolic trends in image cre-
ation using the example of various materials (en-
graving, porcelain). In painters and engravers’ work
(.Terebenev, A.Ukhtomsky), a borrowing of art ma-
terial in the creation of a Gardner porcelain set is
revealed. In addition, Russian artists formed stere-
otypical images of national patriotism, manifested
in the typological figures of Russian soldiers, par-
tisans, and men. There is a widespread use of text
for caricatures, including proverbs, aphorisms, po-
etic jokes with elements of deliberate vernacular.

Keywords: caricature, museum, war, 19th centu-
ry art, anti-French satire

The Patriotic War of 1812 Museum presents many
historical, fine and decorative art items. Using the
example of the museum exhibition, this work inves-
tigates a variety of artistic portrayals of anti-French
sentiments in the genre of caricature: a comic im-
age of the military enemy, Napoleon |, as well as
brave representatives of the Russian army and the
anti-Napoleonic coalition. The intersection of mean-
ings contained in caricatures, designed by artists,
contemporaries of those times, as an interpretation
of events but now perceived in an epic way, is of in-
terest. First of all, the memorial significance of these
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monuments is indicated to the viewer. The courage
and dedication demonstrated by our Russian com-
manders, as well as that of the entire people, were
embodied in many works of fine art, literature, and
were vividly revealed in folk art. The tragedy that the
fatherland faced in 1812 contributed to the awak-
ening of national consciousness.

The whole variety of materials and types of cari-
catures portraying the events of 1812 was adequate
to the embodiment of a number of images in art
dedicated to those heroic for the Russian people
events. Both professional artists and artisans re-
flected their own ideas in glass, clay, wood, fabric,
and metal. Famous sculptor F.Tolstoy (1783-1873)
became famous for his outstanding collection of
medallions with accompanying motto inscriptions,
which he worked on from 1814 to 1836. Copies of
Tolstoy's medallions are on display in the Patriot-
ic War of 1812 Museum. Craftsmen produced por-
celain sets at the Gardner and Kuznetsov factories,
created lacquer miniatures (Fedoskino, Kholuy) and
works of artistic metal casting (Kasli). There was an
interest in war in folk toys from Bogorodsk, Ser-
giev Posad, Kargopol and Abashevo. It is notewor-
thy that the Patriotic War of 1812 Museum houses
a collection of glass and crystal products, produced
at the Imperial Glass Factory, glorifying the heroes
of the battles.

The Patriotic War of 1812 Museum, opened in
Moscow on the occasion of the bicentenary of the
historical event, displays a number of caricatures. All

images have a clear anti-French focus. The exhibition
introduces the work of English, French, and Russian
artists. Napoleon Bonaparte is the main character of
the caricatures. The personality of the emperor was
subjected to creative interpretation and mytholo-
gization. Pamphlets (Russian and translated ones),
articles and brochures were published about him.
Among the people, artisans created popular prints
and satirical images on boxes and dishes. In addi-
tion, in the public consciousness, the image of Na-
poleon was based on anti-Napoleonic manifestos
and appeals of the state. Ridicule and criticism of
Napoleon was reflected not only in literature. Fine
art fully embodied proposed exaggerated cliches in
the form of illustrative images. A frequent character
was the so-called Napoleon the atheist, Napoleon
the Antichrist, comparable to an unreasonable bar-
barian who violated Christian foundations. In this
context, the Russian-French war was seen as a cer-
tain revelation of John of the confrontation between
the forces of the good and the evil, reproducing a
figurative correspondence with the Apocalypse. Na-
poleon's entire Grand Army was subject to satire.
The soldiers were portrayed as worthless warriors,
not only fighting with difficulty but also literally un-
adapted to everyday field conditions.

According to the official ideology, Russian publi-
cists and pamphleteers repeatedly conveyed a reli-
gious meaning to the fight against Napoleonic army,
understanding the war itself as “sacred” and liberat-
ing. Napoleon was associated with the embodiment
of pan-European godlessness, giving rise to the rev-
olution in France at the end of the 18th century. He
was accused of patronising Muslims in Egypt and
Jews in France, which made it possible to reveal his
unbelief and made him an incarnate apostate of the
church. The defeat of the Napoleonic army in Russia
was attributed to the fact that Russia was a special
country. “This motif of national exclusivity, combined
with religious messianism, became widespread and
developed in Russian journalism and philosophy of
the 19th century” [Ambartsumov, 2009].

Napoleon embodied the image of a destroyer
of respectable old European foundations, posing a
danger to monarchical ideology, aristocratic culture
and the Christian Church. Caricaturists based their
works on the idea of Napoleon who claimed super-
human greatness, comparable in importance to an-
cient heroes. In every possible way, artists sought
to discredit the French emperor, creating the image

of a tyrant and usurper of power. They tried to ex-
plain his innate depravity by ethnic and social origin
in order to subject him to satire, not the institution
of government itself. Since Alexander | himself was
an emperor, it was possible to criticise the power
of another one only by discrediting the enemy re-
garding the legality of his rule and apostasy from
the ideals of Christianity. The pathos of the oppo-
sition of European states and the Russian Empire
to Napoleon, presented by artists, pamphleteers
and other agitators, created two completely oppo-
site figurative poles.

In the museum hall No. 2.4, Preparations for War.
1809-1812, we see a coin box, which is cast in tin and
painted, with a caricature of Napoleon (Great Britain,
circa 1810). The image of the emperor represents a
typical exaggerated deformation of the figure and
external features. It is noticeable that the design of
the image is based on giving it not just funny fea-
tures but the impression of the emperor’s dwarf-
ism. This historical myth was supported for a long
time during the war by the British themselves, for
example, by artist J.Gillray in Napoleon on the Palm
of the English King George lll. The idea of the short
stature of the French emperor persists among the
general public to this day. The grotesque tin figu-
rine of Bonaparte, or ironically "Boney", goes back
to the vessel model of the famous Staffordshire pot-
tery. A clear analogy with the works called Toby jugs
or Phillpot jugs can be noticed. The jugs received
this name from the generalised image of a typical
Englishman, merry drinker Toby Fillpot. It included,
in part, the features of Sir Toby Belch from Twelfth
Night by W. Shakespeare, the hero of the novel The
Life and Opinions of Tristam Shandy, Gentleman by
L.Sterne, and the character in F.Fawkes’' song The
Brown Jug. Such English
ceramic figurines represented a small stout man in a
hat on an exaggeratedly large head. The hero's ap-
pearance was completed by a suit of bright colours,
and attributes could have included a smoking pipe
and a beer mug. The character of Toby was usually
depicted seated, or represented as a ceramic head
portrait of a popular personality. Early figurines of-
ten depicted bizarre figures standing. The coin box
on display in the museum goes back to this type.

An English graphic caricature of the continen-
tal blockade, The Head of the Family in Good Mood,
with an inscription on the label “John Bull laughs
at the threats of European monarchies”, is in the
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Il 1. A cup with the image of the caricature “The French, hungry
rats, are on the team of the elder Vasilisa.” Gardner Factory.
1813-1814.

same showcase. It is a reproduction of an engrav-
ing from an etching coloured in watercolour by
T.Rowlandson (1756-1827) of 1807. In the context
of this caricature, England is mocking attempts to
undermine its strength by imposing a continental
blockade against it. The character John Bull is a
well-known personification of the typical English-
man. Using the example of this caricature, we are
introduced to a generalised satirical image, includ-
ing the British's own exaggerated opinion of them-
selves and their national character. It is, first of all,
directness, stubbornness and perseverance, com-
placency, contempt for everything that is not Eng-
lish. Many aspects of such a nature become clear
owing to the museum caricature, where Bull is de-
picted as a smiling stout man with a ruddy, loose
face, bushy eyebrows and dressed in a white wig
and red clothes. The caricature visualises the right-
eous complacency of the British since, in the end,
the main goal of the blockade was not realised by
Napoleon. Trade and economic obstacles affected
not only England but also the powers that traded
with it. And the so-called Decree of Solid Land of
1810, which proposed destroying British industrial
and household goods found on land, caused sig-
nificant damage to the French Republic itself. The
above caricatures serve as a reflection of the rela-
tionship between the states of England and France
on the eve of the entry of the great army into the
Russian Empire. Like many satirical pieces, a cari-
cature image was distinguished by an expressive
drawing, bright colour, and figurative literary text.
This image format resembles modern comics by the
fusion of literary and fine art.
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On the second floor of the exhibition dedicat-
ed to the events of the war, in the hall No. 3.4,
The Flight of the Conquerors from Russia, a num-
ber of etchings and caricatures by Russian artists of
1812-1813 with watercolour painting can be seen.
The works are completely consonant with the the-
matic concept of the hall. The caricatures are ac-
companied by text, often with ironic content. It is
not such a surprising fact. The culture of that time
demanded that art primarily perform the function
of patriotic propaganda, and did not touch upon
themes of a philosophical and ethical order. Also,
V.Ambartsumov mentioned the importance of ide-
ology in the field of creating works of art [Ambart-
sumov, 2009]. The following works are presented
to the attention of visitors: Soap Bubbles by an un-
known master, Ural Cossack Sila Vihrev by A.Ukhtom-
sky (1771-1852) based on the original by E.Korneev
(1782-1839) of 1812, You Failed to Win Us, Useful
Operation, How Did he Defeat his Enemy? With a
Whip!, French Crow Soup, Destruction of the World
Empire, Russian Scaevola, The Tall Traveller’s Passage
from Warsaw, Napoleon’s Treat in Russia by |.Tere-
benev (1780-1815), The Great French Army... or the
Problem According to the Gallian System About the
Ugly Head, Solved by a Russian Cossack by A.Ven-
etsianov (1780-1847).

The widespread use of Terebenev's works in the
form of etchings on the second floor and then in the
design of sets on the first floor, is understandable
and natural. He has a series of engravings dedicated
to the events of the war with Napoleon, understood
in the spirit of reflecting an entire era. Napoleon
and his army are ridiculed by the artist.

The strength and will of the Russian army and
partisans are successfully conveyed. It has not been
established precisely whether the creation of the car-
icatures was the result of a centralised propaganda
campaign emanating from the state. Also, it is likely
that Terebenev, like other artists, could have turned
to the genre of caricature at his own request. Tere-
benev's caricatures adopted the experience of Eng-
lish caricature; they were influenced by the images
of Russian popular art (comments, explanations in
the form of replicas of caricature characters, styl-
ized by the artist to resemble common speech). It
is known that each engraving was printed in 200-
300 copies, as evidenced by the work of L.Koltso-
va [Koltsova, 2013, pp. 331-358]. The purpose of a
craftsman’s art coincides with the prevailing senti-
ments of the time, the ideas of official propaganda.

The author's participation in the creation of political
caricatures, "flying sheets”, together with A.Venet-
sianov and l.lvanov, who compiled the popular pub-
lication A Gift for Children in Memory of the Events
of 1812, or Terebenevskaya ABC, is not accidental. A
commemorative edition of the alphabet was pub-
lished in 1812 by Plavilshchikov's printing house.

The caricatures on display vividly intertwine grap-
hic images with satirical texts. This connection is
natural. In the spirit of the era, there was an appeal
to the burning topic of war in literature and poet-
ry (G.Derzhavin, N.Karamzin, V.Zhukovsky). All the
material in the exhibition, determined by Russian
graphic artists, demonstrates the extent to which
Russian society moved away from the previously
existing open Francophilism in culture at the be-
ginning of the 19th century.

Based on the purpose of the image, caricatures
by Russian artists can be divided into several main
types. The first expressed the features of demoral-
isation of the Napoleonic army; the second reve-
aled the patriotism and courage of the Russian
people. The Tall Traveller's Passage from Warsaw,
which belongs to the first type, is full of evil irony.
The fate of the defeated enemy is emphasised by
the inscription in the picture: "poe3ab BbicOKaro
MyTewectBeHHWKa oT Bapwasbl Ao MNapuxa, nog
nMeHeM cBoero LLTtanmelictepa, Cb OWMMNaHHbIM
Op/sIOMb U 03HOBAEHHbIMB MamentokoM” (“The pas-
sage of a tall traveler from Warsaw to Paris, under
the name Stallmaster, with a plucked eagle and a
chilled Mameluke").

The second type is presented by the work Rus-
sian Scaevola, which depics a reminiscence of the
heroic act of ancient Roman warrior Gaius Mucius,
who fell into the hands of the Etruscans. Another
example of will and heroism is reflected in the car-
icature Ural Cossack Sila Vihrev, dedicated to an-
other frequently illustrated topic - the Cossacks.
Below the image, there is a text: “lNpouncwectsie
CyuMBLLEECS MO OCBOBOXAEHIN PyCKUMU MOCKBbI
— KO3aK 3axBaTa B NnjieH GpaHLy3ckaro opuLiepa u
ypesb HeCKOJIbKO YL ero NpPoBe3b U JOCTaBUb
ero Bb Kpemb kb Hawmmb Borickamb” ("An incident
happened after the Russians had iberated Moscow:
a Cossack captured a French officer and drove him
through several streets and delivered him to the
Kremlin to our troops”). In the centre of the com-
position, a warrior on a black horse is represented
by Ukhtomsky, grasping a French soldier with one
hand. The composition is quite typical; however,

Il 2. Cup with the image of the caricature “Russian heroine-
maiden, daughter of the elder Vasilisa” Gardner Factory. 1813-
1814.

the artist's use of matching minor symbolic details
of the landscape is interesting. Towers and fortifi-
cations of Russian Orthodox architecture are visible
in the background, while in the foreground, ruins
and fragments of capitals of the lonic order can be
seen. With this contrast, the author emphasises the
idea of the fall of the Western army on Russian soil,
demonstrating the decline of European culture and
its authority in Russia. The Russian people were un-
derstood as a certain only correct integrity based
on religion, language and moral principles, which
neither Napoleon nor any hostile force on the part
of the Western invaders could withstand.

The high level of Russian artists’ artistic skills is
evidenced by the following fact noted by M.Peltzer:
“The British, a nation outstanding for their caricature
creativity, adopted the experience of artists from
Russia. They bought and used Russian engravings
on sheets as samples” [Peltzer, 2007, pp. 119-149].

In the final hall of the second floor No. 4.1, Cam-
paign of 1813, dedicated to the theme of the Rus-
sian army’s way to triumph, military campaigns of
1813-1814, there are six French caricatures on the
stand. They are distinguished by no less harsh sat-
ire. These works mainly date back to 1815, and they
are etchings painted in watercolours. These include
Congress, Political Balance, Indigestible Pie, The Pie
of Kings Cut at the Congress of Vienna in 1815, The
Preponderance of the Seesaw, as well as the only work
of 1814, The Game of Four Corners. The artists’ works
emphasise the vulnerable position of France in in-
ternational relations, turning the thoughts of visi-
tors to the events of the Vienna Congress, in which
Russia, France, Great Britain, Austria, Prussia, Swe-

61



e i
e ,E(,‘?, W{,{,,{,(]{;d - e (;4’,; - e - I{.ﬁp&..’f FeFLETIE B PO 08y« Pt [}fﬁ y 7
- P e

S omawees . Aoe ’(-Q;c%ﬂ derIeE, | SO | L] ;,:;’/{fh’;// .-‘
& Fad

inmnin Ao ean,

Ill. 3. Engraving You failed to get us to listen to your horn. Terebenev Ivan I. 1810s

den, Spain and Portugal participated. The interna-
tional position of the countries participating in the
wars, the winning and losing sides, and the distri-
bution of political influence in Europe were large-
ly determined. Almost all the images representing
the personification of states are conveyed in an in-
criminating, subverting spirit of greatness, as pow-
er-hungry, self-satisfied, vain (no less than Napoleon
himself) characters, which is clearly observed in the
works Congress, The Pie of Kings Cut at the Congress
in Vienna in 1815, Political Balance. The heroes of
the satirical drawings are presented in affected pos-
es during the careful process of weighing on scales,
cutting up a map of the world, self-satisfied danc-
ing and similar activities. Caricatures of Napoleon
show him in a derogatory, pitiful form: sitting on a
pot - Four Corners Game, in the image of a short
man crawling out of a pie Indigestible Pie. The last
work presents images of the rulers of the states
participating in the political confrontation at that
time: King of Prussia Frederick William Ill, Emperor
of Austria Franz |, Russian ruler Alexander |, British
commander Arthur Wesley Wellington. The plump
figure of Louis XVIII can be seen from under the
table. The irony of the entire group of exhibited
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French caricatures is equally aimed at representa-
tives of all participants in the war.

In the corner showcase of the same hall, we can
see a rather exceptional work - a round snuff box with
a caricature of Napoleon (Germany, Braunschweig),
dating back to the years of creation 1813-1815. It
was made at the factory of Johann Stobwasser (1740-
1829) from papier-maché, using the technique of
coloured engraving with varnish. Factory products
were usually luxury items, household trinkets such
as pipes, canes, and utensils. Stobwasser's snuff bo-
xes were highly valued also due to a number of
works containing hidden, at first glance, erotic im-
ages under the lid or a false bottom. The image of
Napoleon we are considering goes back to a draw-
ing by .Volz (1784-1858), which contained a pow-
erful metaphorical device - the emperor’s face was
made up of human figures symbolising soldiers’
corpses. In place of the supposed epaulette, there
is a crouched hand. On the chest, the artist placed
a web like the star of the order. All this clearly em-
phasises the predatory intentions of the French rul-
er. And on the head, merging with the image of the
headdress, a black eagle stands out.

The museum’s exposition ends with hall No. 5,
The Memory of the War Hall, also called the Veresh-
chagin Hall, in which, in addition to the Russian art-
ist's various monuments dedicated to the war and the
valour of the Russian people, a number of works of
decorative and applied art are exhibited: memorial
swords of prominent military leaders, a silver casket
for letters patent, a grenadier's uniform, porcelain
sets with scenes on the theme of the War of 1812,
portraits of the rulers of the powers that participated
in it. The decor of the hall focuses attention on the
pathos of historical events. The pathetical context
is emphasised by a series of paintings by V.Veresh-
chagin (1842-1904), demonstrating the final stage
of the war, which is associated with iconic plots. It
is expressed in canvases with scenes of Napoleon's
retreat (On the High Road — Retreat, Flight), a fire in
Moscow (Glow of Zamoskvorechye, Arsonists. Execu-
tion in the Kremlin), images of scenes of atrocities
and looting (In the Assumption Cathedral). Initially,
the artist’s series of works was kept in the Russian
Museum. The further fate of the works was decided
by a decree of Emperor Alexander Il, who transferred
them to the Historical Museum of Moscow, founded
by him in 1872. The paintings of the cycle, exhibited
together, create the effect of a kaleidoscope, where
each individual fragment of the war, like a cinemat-
ic frame, is part of a single panorama of the history
of the Russian people’s greatness. Namely, the pa-
triotic message was primarily assumed by Veresh-
chagin as the main purpose of creating the series.
The artist mentions the embodiment of the Russian
people’s special spirit, as quoted by S.Afonsky, dis-
cussing the archetype of heroism in Vereshchagin's
paintings [Afonsky, 2017, p. 2]. Also, the research-
er highlights a significant difference in the paint-
er's works: “Under the influence of critical articles
by V.Stasov and paintings by Goya, Vereshchagin
began to pay more attention not to depicting the
horrors of war and the atrocities of the conquerors
but to the heroism of the defenders of the Father-
land” [Afonsky, 2017, p. 4].

However, in addition to inspiring painting, the
exhibition of the hall is notable for the caricatures
located in one of the showcases. On several tiers of
shelves, there is a porcelain set from the Gardner
factory (Verbilki, Dmitrovsky district, Moscow prov-
ince), dating back to 1813-1814. Production began
with the activity of Scot F.Gardner (1714-1796) in
1766, who discovered a special type of clay (Gluk-
hovskaya clay) and set up a factory for the creation

of porcelain products in Russia. The plant supplied
both purely luxurious gift sets (“order sets”) and ob-
jects of decorative and applied art, works of gen-
re sculpture for the secular nobility; also, Gardner
included many products for the common people
and utilitarian household items in the production.
A Gardner porcelain set with caricatures of the
great army is decorated with overglaze painting and
gilding. It includes sixteen items: sugar bowl, rinse
bowl, teapot, milk jug, coffee pot and cups. Each
item is decorated with an original caricature image
with corresponding names of the drawings on the
showcase. A sugar bowl with caricatures A Russian
Man, Returning Home, Brought Some Spillikins for
the Fun of Kids and St. Petersburg warrior Hrabrov
were painted by an unknown artist. The image on a
cup, Moscow Region Peasant Sila Bogatyrev, based
on an engraving by A.Ukhtomsky from E.Korneev’s
drawing of 1813, also goes back to a similar scheme
for picturing a plot that we understand as univer-
sal. The iconography of the drawings is similar to
each other, as is the aim of these caricatures - to
demonstrate the physical and spiritual superiority of
the Russian warrior-hero over the enemy. This idea
is confirmed by a cup and a saucer with the image
of “Kirillovets” by an unknown author, attributed
to the years 1812-1813, as well as a milk jug with a
caricature Russian Hercules of the City of Sychovka,
created from an engraving by I.Terebenev. A gallant
warrior, a courageous soldier - the artist could des-
ignate almost any name, the essence of the image
of the feat did not change. The image of the Rus-
sian fighter was elevated to the archetype of heroes
of antiquity, whose feats were compared to those
of ancient legendary characters and real military
figures and went back to the courage of the epic
characters standing in defence of the fatherland.
Notable is a cup with an allegorical caricature -
Russian Peasant Vavila Moroz at a Hare Hunt, based
on an engraving from the original by A.Olenin (1763-
1843) of 1813. The man is an image of a real Rus-
sian hero both in the strength of the figure's build
and in the scale of the image composition of the
enemy’s relatively inexpressive figures. Also, it un-
doubtedly represents the image of Russia itself, tri-
umphantly defeating the French invaders. The image
of French soldiers is combined with zoomorphic
features; the author combines human heads with
bodies of hares, which should be associated with
the forest animal’s agility and cowardice. The State
Russian Museum houses a similar graphic work by
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an unknown artist of 1813. On it, in contrast to the
image on the porcelain set cup, a significant area
of the paper surface is occupied by the characters'’
circled remarks. Brief complaints about a speedy
escape to France come out of the mouths of the
French; peasant Vavila says after the fugitives: "Hey!
Hey! | guess, he is a damn werewolf! If | don't catch
him, I'll get him with a broom! What a debauchee,
playful like a cat, and cowardly like a hare! Lost his
own, and left himself! Came for business! Appeared,
disgraced himself and left - ah! Brothers and neigh-
bours, take care of the field and do not miss him”.

A similar image is found in the caricature on a
cup, St. Petersburg Warrior Khrabrov, of 1813 by
an unknown artist. The heroism and strength of an
ordinary Russian peasant is also emphasised here.
The image dates back to a work of printed graph-
ics from 1810 by an unknown artist, accompanied
by inscriptions: “St. Petersburg warrior Khrabrov.
Hey, Monsieur! | am a Rusak, not a Prusak!”, “In a
concordant herd, nobody is afraid of the wolf and
courage is stronger than walls and towers”. In the
engraving, the image is harsher and rougher. The
French fighter's face looks unsightly; his hair is di-
shevelled, and dirt and bruises are clearly visible on
him. On the cup, the image softens noticeably. And
the image of the defeated enemy is quite neat and
is portrayed younger, even as if detached from the
horror of the situation, when literally in a moment
he is destined to die from an axe of a Russian peas-
ant. It reveals both a decrease in the drama of the
images borrowed from graphic caricatures and a re-
duction in the number of characters and elements
of the composition. Some images are noticeably
abridged and reduced to symbolic interpretation.
The main message of the caricatures on the items
of the set is easily understood. Moreover, the sau-
cers for the cups are accompanied by almost idyl-
lic landscape compositions that are not related to
battle or historical events.

In the showcase, there are also two cups with a
caricature The French, Hungry Rats, in Command of
the Elder Vasilisa. On the label, it is indicated that
the painting was created based on an engraving by
S.Shiflyar (1786-1840) in 1812. This artist was suc-
cessfully talented in various fields of art: he was a
painter, graphic artist, author of a number of lith-
ographs, theatre artist. In the period from 1808 to
1813, the artist worked on orders from the Imperial
Porcelain Factory. It is somewhat surprising to read
a note about the set, which researcher E.Vishlenko-
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va describes in her article, where she gives examples
of caricatures from the collection of the Historical
Museum [Vishlenkova, 2012]. She writes that in the
collection of the State Historical Museum, there are
no female characters (elder Vasilisa with her daugh-
ter) on the dishes. However, it is not true; moreo-
ver, there are several similar cups. On the cups of
the set, there are several versions of comic scenes
with the elder. It is confirmed by a cup with a cari-
cature Russian Heroine - a Maiden, Daughter of the
Elder Vasilisa based on an engraving by A.Ukhtom-
sky from a drawing by E.Korneev of 1813. The car-
icature clearly depicts a female character - a girl in
a shirt, a sarafan, and with a long braid. She is cas-
ually holding a sharp weapon in her hands over the
body of a fallen, aghast French soldier. It is inter-
esting that the elder, presented almost in a folklore
way, was not a fictional character. It was a real her-
oine - a peasant woman from the Smolensk prov-
ince, Vasilisa Kozhina (c. 1780 - c. 1840), glorified
as an activist in the partisan movement of the War
of 1812. Her portrait by A.Smirnov is located in the
exhibition halls.

The decor of a cup and a saucer with the draw-
ing French Guards Escorted by Grandmother Spirido-
novna, based on an engraving from the original by
A.Venetsianov, is also defined by the humour sim-
ilar to the above caricatures. The authors resort to
antithesis to create a more derogatory image of the
French. The essence of the opposition is based on
the contrast between the weakness of professional
soldiers of Napoleon’s army and women, children,
and elderly people, i.e. civilians, partisans, who de-
monstrably gain the upper hand over them. The
artists glorify the people's feat and civilians who
were forced to resort to self-defence. The peasant
population suffered, having to flee from the ma-
rauding actions of the invaders' retreating forces in
need of provisions and forage. The art shows how,
in the light of military events, Alexander | issued a
manifesto on July 6, 1812, calling for the formation
of people's volunteer corps; the resistance that re-
sponded to the appeal of the partisans is present-
ed in caricatures in all its diversity. A statesman and
participant in military events, Count F.Rostopchin,
who distributed propaganda proclamations - post-
ers, also appealed to the masses. He ridiculed the
gallomania inherent in society and promoted the
militia movement. At the same time, calls for the
intercession of faith and the fatherland were heard.
The war became national, nationwide. The carica-

turists and pamphleteers’ tasks included the crea-
tion and moral justification of total hatred of the
enemy. Patriotic ideas, which we can become fa-
miliar with owing to the “Collection of the Highest
Manifestos, Letters, Decrees, Rescripts, Orders to
the Troops and Various Notices that Followed Dur-
ing 1812, 1813, 1814, 1815 and 1816" (1816), were
embodied in a number of posters, popular prints.

The very idea of using caricature etchings in the
decor of Gardner sets is noteworthy. A certain num-
ber of Terebenev’'s works and Venetsianov's draw-
ings repeat the graphic works previously noted in
the other halls of the museum. Thus, on a cup, we
again encounter the caricature You Failed to Win
Us, Basurman, Now Dance to our Tune or Napole-
onic Dance based on the engraving by I.Terebenev
of 1813, or on a coffee pot with caricatures on both
sides How Did he Defeat his Enemy? With a Whip!
and Northern Amur, based on an engraving by |.Ter-
ebenev and A.Martynov. The first engraving under
the same name and with a similar image of the mas-
sacre of a French cavalryman fleeing for his life was
created by several artists from the Sons of the Fa-
therland editorial team. In addition to Terebeney,
similar work was also developed by Martynov and
Korneev.

A cup with a caricature of the plot “French Ma-
rauders, Frightened of a Goat” can also be high-
lighted. Its painting is based on a caricature of the
plot described in the Sons of the Fatherland journal
in 1812. The three characters involved are presum-
ably taken from Terebenev's 1813 engraving of the
same name but with more characters. The etching
shows the interior of a peasant house with a stove,
against the background of which six characters are
depicted in a variety of poses. On the cup, the action
is transferred to a landscape background; however,
the similarity of the outlined figures with Terebenev's
work can be traced. G.Pavlova notes the artist’s tal-
ent, especially his plastic flair for compositional con-
struction as a sculptor: “The whimsical combination
of integral techniques of the caricature genre (hy-
perbole, exaggeration of forms, caricature) and strict
classical balance of composition makes Terebenev’s
works unsurpassed in beauty and almost poster-like
expressiveness” [Pavlova, 2012, p. 22].

Professional caricaturists borrowed a lot from
folk art and popular prints. They adopted compo-
sitional laconicism, lapidary style, sharp character,
and contrasting colour combinations. To a certain
extent, the artists’ anti-Napoleonic caricatures are

rightly comparable to the art of war posters. They
have common properties: clarity, colourfulness. In
addition, these types of art are focused on com-
mon goals: agitation, propaganda. The works are
designed for the same audience - the masses of
ordinary people. The caricatures also included car-
icatured portraits of war participants. There were
caricature works similar to artistic illustrations. How-
ever, there are not many of them.

To a large extent, the genre similarity of carica-
ture with folk art and popular print is revealed. It
is expressed in the artists’ attention to unusual ap-
pearance, extravagance of action. Unprecedented
events were manifested through the artistic tech-
nique of generalisation, simplifying images for re-
ality. For this reason, artists turned to landscape
sketches, somewhat idealised images of the gen-
re to embody reliable backgrounds of Russian na-
ture and villages. The types depicted by caricaturists
were borrowed from the tradition of genre engrav-
ing. In this way, artists achieved special specifici-
ty, gave importance to the events depicted, and a
certain historical involvement. This task was served
by the introduction of everyday details, objects of
peasant and soldier use.

Also presented in the showcase, a slop-basin
with caricatures Retreat of French Generals, Quar-
antine for Napoleon upon his Return from Russia,
based on engravings by l.Terebenev of 1813, and
a teapot with caricatures Napoleon’s Flight and Ex-
traordinary French Mail to Paris, based on engrav-
ings by A.Venetsianov of 1812, correspond to the
general idea of the exhibition hall concept. In ad-
dition, Venetsianov's etching was used in a slightly
modified form in the design of a cup with the car-
icature Russian Infantry and French Cavalry (1812-
1813). On the museum'’s label, the painting of the
image is attributed to an unknown author. Howev-
er, the similarity of composition and unity of plot
is observed. The artist’s original etching was also
supplemented by the inscription: “Pyckas nexota u
dpaHuy3ckas KoHHuua. Konb Mano Wwiblka Takb BOTb
Te npuknaga” (“Russian infantry and French Cavalry.
If a bayonet is not enough, here is a rifle butt”). The
final part of the inscription is a Russian proverb. In
order to make caricatures popular and accessible
among the people, proverbs, sayings, and deliber-
ately simple speech were often used. Peasants and
simple soldiers usually thought in images, put into
simple forms. The great Russian commander A.Su-
vorov knew and used this feature during his com-
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mand; later, the compiler of the Russian dictionary,
V.Dal, published a collection of phraseological units
and aphorisms, Proverbs of the Russian People, in
1864. "Henpuartenb Ha xBocTe BopBanca”’, “OrHem u
mMeyem. KOHCKMM XBOCTOM nenen pasmectin”, “Myna
Aypa, Wbk Monogel”, “lMpuHecTn HenpuaTens Ha
nnevax” and other similar proverbs were used by
Russian caricaturists of the early 19th century.

All the above caricatures are intended to vividly
reveal the decay of the once victorious French army,
cowardice, looting, showing the shameful flight of
its soldiers. The images created by the artists show
contempt for the invaders who encroached on the
national independence of Russia.

The specific and thematic content of popular
folk arts and crafts, covering the theme of the Pa-
triotic War of 1812, has been significantly enriched.
In the caricatures of artists of past centuries, social
and national ideals were comprehended, as well as
the absolute opposition of the image of the ene-
my to them. In creativity, the values of the Russian
social system were actively formed and formulated:
patriotism, loyalty to the fatherland, cultural con-
tinuity of generations, collective spirit. Caricatured
images were organically perceived; in the popu-
lar consciousness, they embodied the spiritual and
aesthetic ideals necessary for victory. At one time,
caricatures contributed to the growth of national
self-awareness and the unity of Russian society. In
caricatures, the Napoleonic army is presented as
the unequivocal embodiment of evil and the devil.
The image of Napoleon's opponent is glorified as
defending their independence, national identity, re-
ligion and the legitimacy of power. The images of
soldiers and peasants are presented as the embod-
iment of suffering virtue. In relation to this oppo-
sition of countries, the idea of a foregone, the only
right victory of Russia, is strong. In this light, Na-
poleon's defeat is interpreted as an act of heaven-
ly justice. The deliverance of the peoples enslaved
by Napoleon's army was perceived as a triumph of
that virtue and a condemnation of vice.

A well-considered design of the exhibition in
the halls aims to trigger visitors’ patriotic feeling,
to praise military feats, and to show the strength of
the spirit of the people. Organised in chronological
order, the exhibition illuminates the complex theme
of the struggle, understood primarily through the
clash between the Russian and French empires. In
addition, the valour and faith of a common soldier
and military life are demonstrated. The attitude to-
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wards the enemy is clearly manifested precisely in
the images of the caricatures, where there is a de-
liberate contrast between an image of a Russian
soldier and the exaggerated image of an awkward,
cowardly fighter led by the "monster”, Napoleon.
The concept of subverting the image of the enemy
became generally applicable among artists, as it is
much easier to defeat the one you laugh at. And a
humiliated and broken enemy usually evokes nei-
ther respect nor pity among the people. It does
not escape attention that the subject of ridicule
is often a weak, ridiculous opponent. War accus-
toms one to a kind of black humour, allowing one
to mock the situation and characters who usually
evoke sympathy in the viewer. Most of the Russian
caricatures were reproduced, as we see on the ba-
sis of the museum exhibition, after 1812, compre-
hending the dramatic for the country events that
had just been experienced. In our time, these im-
ages are addressed in a new way, generating a de-
sire to reveal the potential of military caricature and
find a new understanding of it.

The variety of materials and techniques used are,
first of all, the main features of the anti-Napoleon-
ic caricature offered to museum visitors. We were
convinced of this by the multifaceted material ex-
hibited in the halls, faced with works of printed sat-
ire and works of decorative and applied art. The war
with the Napoleonic army decisively affected all the
outstanding minds of the fatherland; it was reflect-
ed in the mass art of caricature graphics, in fancy
tableware or single exhibits such as a coin box or
a snuff box.

The national heterogeneity of the collection is
another feature of the caricatures presented. It in-
cludes caricatures by Russian artists, as well as Eng-
lish, French, and German works, which, of course,
testifies to the richness of the museum’s collection.
The originality of the created images, which lies in
their close interaction with the text, is no less sig-
nificant for the study. The caricature itself is a cre-
olized text that actively operates with verbal and
nonverbal means. As the art of posters and comics,
it synthesises political, social and authorial points of
view, presenting its result to a wide audience. An-
other interesting fact is that a number of plot com-
positions of caricatures by Russian graphic artists
Terebenev, Olenin, and Korneev were borrowed in
the process of making a Gardner porcelain set. This
circumstance deserves a detailed study when one
visual material successfully served the main purpos-

es of printed satire - information and communica-
tion, educational, propaganda, aesthetic, in different
technical designs. Thus, the perception of caricatures
on porcelain cups from the Gardner factory does
not detract from the impression and overall signif-
icance of the original source. Of course, the Patri-

otic War of 1812 Museum did not set itself an art
history task, concentrating on specifically historical
information content for visitors. As an exhibit, cari-
cature was meaningfully multifunctional, studied as
a historical monument and a work of art.
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OCHOBHbIE OCOBEHHOCTW
AHTVHATMOJIEOHOBCKOW KAPUKATYPHI
B COBPAHVI MY3ES
OTEYECTBEHHOW BOWHbI 1812 TOAA

AHHomayus: ABTOp nccnesyet cobpaHue aHTu-
HaMoONEeOHOBCKNX KapuKaTyp B KOJNEKLNN My3ed
OteyecTBeHHOM BoViHbI 1812 roaa MocysapcTBeHHOTO
NCTOpUYECKOro Myses. Xyf0oXXHMKM B Havane XIX
BEKa CO3JaBann ApKue catmpuyeckme Nnpon3BeseHus,
TeM caMbIM YCTaHaBAMBas TPajMLMIO KavLle B 0b-
pa3e BOEHHOro NpPOTMBHMKA. B cTaTbe aBTOPOM BbI-
ABNAOTCA OCHOBHbIE CUMBOJIMYECKNE TEHAEHLINN
B CO3jaHnn 06pa3oB Ha NpuMepe pPa3anNyHbIX Ma-
Tepuanos (rpasropa, dapdop). ObHapyxmBaeTcs
3aMMCTBOBaHWe M306pasnTenbHOro MaTtepuana
npv W3roTOBAEHUWN FapAHEPOBCKOro cepsBu3ay
xunsonucues 1 rpasepos (L.WN. TepebeHes, A.T.
YxTOMCKUI). Tak>Ke OTeYeCTBEHHbIMU MacTepamu
dbopmmpoBannch cTepeoTnnunyeckne obpassl Ha-
LMOHaNbHOro NaTpMoTM3Ma, YTO NPOABUAOCH B TU-
nosornyeckmnx Gurypax pycckux congart, naptusaH,
My>xukoB. OTMeyaeTca WNPOKOe NpUMeHeHne Tek-
CTOBOrO COMPOBOXAEHNA K KapuKaTtypam, BKtO-
yaroLee nNocaoBuULbl, abopu3Mbl, CTUXOTBOPHbIE
LIYTKX C 31eMeHTaMW HapO4MUTOro NPOCTOPeYMS.

Knrouessle cnosa: kKapukaTtypa, My3el, BOWHa,
nckycctBo XIX Beka, aHTudpaHLy3ckasa catmpa

B Mysee OteuectBeHHOW BoMHbl 1812 rosa
NpeAcTaBNEHO MHOXECTBO NaMATHUKOB UCTOPUN,
1n306pa3nTeNbHOTO U AeKOPaTUBHO-MPUKAALHOTO
nckyccrea. flaHHaa pabota npegnonaraeT Ha npuMe-
pe 13yyeHus My3emHOM 3KCMO3MLMN O3HAKOMUTLCA C
pa3HOObpPa3HbIM XyJ0XKECTBEHHbIM BOMIOLEHNEM B
KaHpe KapukaTypbl aHTUdPaHLY3CKMX HAaCTPOEHWUI:
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KoMu4yeckoro obpasa BOeHHOro nNpoTmBHMKa Ha-
nosieoHa | n 6paBbIx NpeacTaBUTENEN PYCCKOM ap-
MUU Y aHTMHaMNOJIEOHOBCKOM Koannumun. ViHTepec
npeAcTaBaAseT nepeceyeHne 3akN0UYEHHbIX B Ka-
pUKaTypy CMbICN0B, 3aJI0XKEHHbIX XyAOXHUKaMM-
COBpPEeMeHHMKaMWN B KauecTBe MHTeprnpeTaumm
CObbITNI, HO BOCMPUHMUMAEMBbIX HbIHE B 3MNYECKOM
katoue. MNpexae Bcero ansa 3putens obo3HayaeTcs
MeMOpWaabHOE 3HaUeHNe 3TUX NaMATHUKOB. NposiB-
JleHHOe OTeYeCTBEHHbIMU MOKOBOALLAMU MY>XKECTBO
M CaMOOTBEP>XKEHHOCTb, PaBHO W BCEro HapoAa,
obpenv BOMAOLEHNE BO MHOTUX MNPOU3BEAEHNAX
1n306pasnTenbHOro UCKYCCTBa, MTepaType 1N ApKo
obHapy>eHO B HapoAHOM TBOpUecTBe. Tpareams,
C KOTOPOW CTO/NIKHYAOCh oTeyectBo B 1812 roay,
CoZencTBOBaNa NPOBYXAEHWIO HALMOHaAbHOTO ca-
MOCO3HaHMs.

Bcé MHoroobpasune matepranos 1 TUMNOB Kapu-
KaTyp Ha cobbitna 1812 roaa 6b10 agekBaTHO
BOMJ/IOLLEHMAM psija 06pa3oB B MCKYCCTBE, NOC-
BALLLEHHOM TeM reponYeckM Aas PYCCKOro Hapoza
cobbiTnaAM. Kak npodeccnoHanbHble XYAOXHUKY,
Tak W KycTapu BONAoWann cobCcTBeHHble Uaen B
CTeKNe, TIVHE, AepeBe, TKaHW, MeTane. VI3BeCTHbIN
ckynbntop O.MN. Toncton (1783-1873) npocnasun-
CS BblAatollenica Koanekunen MeaanboHOB C CO-
NyTCTBYHOLWUMM UM HaANMUCAMU-AEBU3AMM, HaZ
koTopbiMu paboTan ¢ 1814 no 1836 roa. KonuiHele
3K3eMnaApbl MeAasbOHOB TONCTOro NpeAcTaBaeHbl
B 3kcno3numm Mysesa OTeuecTBEHHOW BOWHbI

1812 roga. Mactepamun M3roToBaeHbl CEPBU3bI HA
dabpukax lapgHepa n KysHelLoBa, co3gaBaancb
NakoBble MUHMaTIOPbl (PefockmMHO, Xonyi), npo-
N3BEAEHMA XYJO>XKECTBEHHOrO INTbA U3 MeTansa
(Kacnwn). OTMeyancs nHTepec K BOMHE B HApOAHOM
H60OropoACKOW, CeprneBo-nocasCcKom, KapronoabCKom
1 abalwesBckor urpytikax. NMpumMeyatenbHo, UTo B
My3zee OteuecTBeHHOW BOMHbI 1812 roga HaxoamnTcs
cobpaHune n3gennii n3 ctekna n xpycrans, Npous-
BeAEHHbIX Ha VIMNepaTopcKOM CTEKNAHHOM 3aBOJe,
NPOCNaBAAIOLLNX FEPOEB CPAXKEHWNIN.

B Mysee OteuectBeHHOM BOWHbI 1812 roaa,
OTKpbITOM B MOCKBe K MaMATHOW JaTe — ABYXCOT-
NIeTUI0 CO BPEMEHW UCTOPUYECKOro CobbITuS,
OKa3aHO HeKOTOpOe KOMYecTBO KapukaTtyp. Bce
n3o06paxkeHna MMetoT ABHYH aHTUdpPaHLLYy3CKyHo
HanpaBAEeHHOCTb. KCMO3MLMNA 3HAKOMUT C TBOP-
YEeCTBOM aHMMIACKMX, GpaHLLy3CKMX, PYCCKMX Mac-
TepoB. OCHOBHOW NepcoHax kapukaTyp — HanoneoH
BoHanapT. JInuHOCTb MMNepaTopa nozBepranach
TBOPYECKOMY OCMbICAEHUIO 1 Mudonormsayun. O
HEM neyaTtann nambneTbl (OTeUecTBEHHbIE N Nepe-
BOJAHbIE), CTaTbM ¥ Hpowopbl. B HapoaHo cpese
KycTapsMK cOo3faBanncb NyoKku, caTmpmyeckme n3o-
bpaxeHusa Ha Kopoboukax, nocyge. lMommmo Toro,
obpa3 HanosneoHa B 06L,eCTBEHHOM CO3HaHUK
onupancs Ha aHTMHaNOJNEeOHOBCKME MaHUBECTbI
“ BO33BaHMA rocygapcrea. OcmesHne 1 KpUTmnka
HanoneoHa Halwan oTpaxeHne He TO/NbKO B nnTe-
paTtype. V13o6pa3ntenbHoe MCKYCCTBO BMOJIHE
BOMNOTUIO MPeAsOXeHHbIE el YTPUPOBaAHHbIE
WabnoHbl B BUAE UANKOCTPATUBHBLIX 06pa3oB..
YacTbiM nepcoHaxem ABaAaca T.H. HanoneoH-
6e360>H1K, HanoneoH-AHTUXPUCT, CPaBHUMBbIN C
HepasyMHbIM BapBapoM, MNOMpaBLUNM XPUCTUAHCKNE
ycTou. B faHHOM KOHTekcTe pyccko-dpaHLy3cKas
BOMHa paccmaTpuBanach kak ornpesenéHHoe oTkpo-
BeHue VloaHHa — npoTnBo60opCTBO CMA fobpa n
3/1a, BOCNpomn3Bojsliee obpazHoe COOTBETCTBME
¢ Anokanuncucom. Catmpe 6biia NnoaBepKeHa BCs
Benwvkas apmus HanoneoHa. Congatbl n3obpaxanmch
HUKYEMHbIMW BOSKaMW, HE TOJbKO BOROFOLLUMM C
ropem normoJsiam, HO 1 ByKBalbHO HEMPUCNOCOBEH-
HbIMW K 6bITOBbIM MOXOAHbBIM YCNOBUSAM.

CornacHo odunLmansHOM MAEONOTUN, PYCCKNe
nyoeanumctsl 1 namonetTucTel 6opbbe ¢ Hanoseo-
HOBCKOM apMuel HeozHOKpaTHO coobuwanu
PENUTNO3HbIN CMbICA, CaMy BOWHY MOHMMas, Kak
«CBSILLEHHYO», ocBOboAMTENbHYO. HanoneoH ac-
COLMMPOBAJICA C BOM/IOLLEHNEM ODLLLeeBPOMNencKoro
6e360xus, nopoamsluero B koHue XVIII ctonetms

pesoatoumto Bo OpaHumn. EMy ctaBunocb B BUHY
NMOKPOBUTENBCTBO MyCy/bMaHaM B Erunte n nyae-
AM BOo ®PpaHumK, UTO NO3BOAANO BbIABAATbL €r0
HeBepve 1 Aenano BOMIOLWEHHbIM OTCTYMHUKOM
uepkBu. NopaxeHne HaNONEOHOBCKON apMumn B
Poccumn npunuceiBanocb Tomy, 4to Poccmsa — 3To
ocobas cTpaHa. «3TOT MOTMB HaLMOHaIbHOWN UC-
KOUUTENIBHOCTU B COYETAHWM C PEIUTNO3HbIM MeC-
CMaHW3MOM MOAYYNI LUMPOKOE pacnpocTpaHeHve 1
pa3BuTMe B pycckon nybanumnctmke n dpunocodum
XIX Beka» [Ambapuymos, 2009].

HanoneoH Borniowwan obpas paspyLumrens ycroes
AobponopsgouHon ctapon EBponbl, npeactaBsBs-
UM ONACcHOCTb A/ MOHaPXNYECKOW MAe0N0ornu,
apUCTOKPATNYECKOM Ky/IbTYpPbl U XPUCTUAHCKOW LiepK-
BuW. KapvikaTypucTbl onmpanncb Ha npescTaBieHmne o
HanoneoHe, npeTeHaytoLLemM Ha CBepxyenoBeyeckoe
BE/NNYME, COMOCTaBMMOE MO 3HaUYMMOCTU C aHTUY-
HbIMW reposMU. XyAOXKHUKN CTPEMUINCE BCAYECKN
pa3BeHuYaTb GpaHLYy3CKOro umnepatopa, coszgasas
obpas TmpaHa v ysypnatopa Baactu. OHu cTapanmcb
OBBACHNTD €ro BPOXXAEHHYH MOPOYHOCTb STHUYECKUM
1 CoLManbHbIM NMPOUCXOXAEHMEM, UTOObI NOABEPTHYTH
caTvpe MMEeHHO €ro, a He caM MHCTUTYT NpaBaeHns.
Tak kak AnekcaHap | cam 6bia MMNepaTopoM, TO Kpu-
TUKOBAaTb BAACTb APYroro 6610 BO3MOXHO, TO/IbKO
[ANCKPeaUTMPYA MPOTMBHMKA B OTHOLLEHWI 3aKOHHOCTY
€ro NpaBJ/IeHUs N OTCTYMHUYECTBa OT UAeaNoB XPUC-
TnaHcTtBa. Madoc NPOTMBOCTOAHMA €BPONENCKMX
rocygapcte u Poccuinckon nmnepum Hanoneony,
npe3eHTyeMbl XyAOXHUKaMK, naMmdieTmctamu v
WHBIMW arMTaTopamu, co3saBan ABa abConoTHO Npo-
TUBOMONOXHbIX 06pasHbIX NotOCa.

B 3ane my3est NQ 2.4 «[MpurotoBieHNs K BOWHeE.
1809-1812» Mbl BUAMM KOMWUAKY B BUAE KapuKaTypbl
Ha HanoneoHa (Benvkobputanus, okono 1810), koTo-
pas oT/mTa 13 on10Ba M okpalleHa. Obpas nmneparo-
pa npeacTaBAseT TUMUYHYHO TMNePb0aN3NPOBAHHYHO
aebopmaunto GUrypbl n BHELWHWX YepT. 3aMeTHO,
4TO pelleHne obpasa CTPOUTCA Ha NPUAAHUN eMy
He NpocTo 3abaBHbIX YepT, HO BrnevatieHne o Kap-
NIMKOBOCTU MMMepaTopa. ITOT UCTOPUYECKU MU
Jl0/ITOe BpeMsA NojAep>KMBaiCca B NeEPUOJ BOVHbI
CaMUMW aHrIMYaHaMK, TeM e XyA0XHUKOM [Ix.
M'mnpeem «HanoneoH Ha Naf,OHN aHTUIACKOTO KO-
pons [eopra llI». NpeacraBneHne o Manom pocre
bpaHLy3ckoro uMmnepatopa ObITyeT B cpese LUMPOKUX
Macc v Mo celi AeHb. [poTeckHas 0N10BsAHHas Gpurypka
boHanapTa, nan npoHnyeckn «boHn», BOCXOAUT K
MOAENN COCYAOB 3HAMeHNTOM cTabdopaLInpPCKOn
Kepamukn. MOXHO yBUAETb ABHYH aHaloruo C
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NPov3BeAeHNAMMN, MMEHYEMbIMU «KYBLUNHbBI TOBW»,
AN «KyBWUHbI duannoT». Takoe HaMMeHoBaHue
KyBLUMHbI MOAYy4YMAN OT 0606LWEHHOro obpasa Tu-
MUYHOrO aHrAMYaHWHa, BECeNbYaka-BbIMMBOXM To-
61 ®dunnnota. B Hero BowAM OTYaACTM YepTbl C3pa
Tobu benua n3 «/lBeHaguaTol Houm» Y. LLlekcnmpa,
repos pomMaHa «Xu3Hb 1 MHeHuA Tpuctama LerHaw,
AXXeHTAbMeHa» J1. CTepHa, nepcoHaxa necHu 0.
®oykca «KopunuHeBbI KyBLWWH». [Tog06HbIE aH-
rVACKNE KepaMmmnyeckne GUrypkun npeactaBasim
o060 ManeHbKOro NJIOTHOIO YenoBeYKa B LAMNe
Ha yTpupoBaHHO 60blon ronose. O6MK repos
3aBepLuan KOCTHOM SIPKUX LBETOB, aTpubyTamm xe
MOTAN CNY>XUTb KypuUTenbHas Tpybka n nuBHas
Kpy>ka. MNepcoHaxk Tobn 0ObIKHOBEHHO M306pa-
>Kancs cuasaLmnM anbo npeacTaBasaa cobon Kepa-
MWYECKYHO r0JI0BY-NOPTPET NOMYAAPHOM IMUHOCTY.
PaHHMe cTaTyaTkn Hepeako n3obpaxanu crosaimne
npuyygaveble Gurypku. K aTomy Tvny BOCXOAMUT 3KC-
NOHUpyeMas My3eem KOMuka.

B Tol e BUTpUHE pacrnonaraeTcs aHravickas
rpadunyeckas kapukatypa Ha KOHTVHEHTabHYO 6110-
Kagy «[naBa cemelcTBa B XOPOLUEM HAaCTPOEHUM»
C HaANucbIo Ha 3TnkeTke «/xoH bynb cmeétca Hag
yrpo3amu eBpornenckmx MoHapxun». OHa npea-
cTaBnsieT coboW penpoayKLUuto rpaBlopbl ¢ odopTa
C packpackol akBapenbto T. PoyneHacoHa (1756—
1827) 1807 ropa. B KOHTEKCTE JaHHOW KapuKaTypbl
AHIMNVA HacMexaeTcs Haj, NonbiTKaMu NojopBaTth
eé cuay nocpescTBOM BBEAEHUA MPOTMB Heé KOH-
TUHeHTanbHOW H6a0kaabl. MepcoHax AxxoH bynb
npeAcTaBAseT CO60MN M3BECTHYH NEPCOHNDUKALLMIO
TUMWYHOTO aHMANYaHMHA. Mbl 3HaKOMUMCA Ha Npu-
Mepe JaHHOW KapukaTypbl ¢ 060OLWEHHbBIM caTu-
puyecknum obpa3om, BKAKOUaKOLWEM COBCTBEHHOE
YTPUPOBaHHOE MHEHME aHIIMYaH O camux cebe,
HaLMOHaNbHOM XapakTepe. OTo Npexze BCero nps-
MOTa, YNpPAMCTBO M YyNOPCTBO, CAMOJO0BO/bCTBO,
npespeHne KO BCEMY He aHranrickomy. MHorve
CTOPOHbI MOAOBHOW HaTypbl CTAHOBATCSA MOHATHbI
6narofaps MyselriHoW KapukaTtype, rae bynab nso-
Bpa>kéH MAOTHbIM YAblOAOLLNMCA MY>XXUNHOM C
PYMAHbBIM PbIX/AbIM ANLIOM, KyCTUCTbIMU BpOBAMM
n ofeToM B 6enbli MapuK 1 KpacHble oAeXabl.
Kapvkatypa B13yannsmpyet cnpaBeAanBoe camozo-
BOJIbCTBO @Hr/MYaH, Tak Kak B UTOre rnaBHas Lesb
6n0kazbl He 6blna peannsoBaHa HanoneoHoMm.
ToproBo-3kOHOMMYECKME NPENATCTBUS 3aTPOHYAN
He TO/NIbKO AHINMIO, HO W TOpProBaBLUME C HeWn
aepxasbl. A T.H. «[lekpeT TBEpaon 3emam» 1810
roga, npeanonaraslnii NnpesaBaTb YHUUTOXEHMIO

70

obHapy>KeHHble Ha cyLle NMPOMbILIAEHHbIE U XO-
3AMCTBEHHble TOBapbl bputaHuun, HaHocun
CyL,eCcTBEHHbIV yuwepb n camon ®paHLy3ckomn
pecnybavke. MpuBesEHHbIE KapuKaTypbl Cay>XaT
oTOOpa>keHnem B3aMMOOTHOLLIEHWUI TOCyAapcTB
AHIMM 1 @paHUMM HaKaHyHe BCTYMIEHUS BEANKOW
apmum B Poccuinckyro nmnepumto. NogobHO MHO-
XKEeCTBY CaTUPUUECKUX JINCTOB KapuKaTypHbIA
obpas oT/IMYan BbipasnUTENbHbIA PUCYHOK, APKUIA
KOJNIOpUT, 06pa3HbI AnTepaTypHbIA TeKCT. Takown
bopmat n3obpaxxeHnli UMeEeT CXOACTBO CAUSHUEM
NNTepaTypHOro n n306pasnTenbHOro NCKYCcCTBa C
COBPEMEHHbIMUN KOMUKCaMMU.

Ha BTOpoM 3Taxke 3KCno3uLmnmn, NOCBALWLEHHOM
HernoCcpeACTBEHHbIM COOLITUAM BOVHBI, B 3a1e NQ 3.4
«bercTBo 3aBoeBaTesiein U3 Poccmm» MOXHO O3Ha-
KOMWUTbCS C pAAOM 0DOPTOB-KapmUKaTyp PYCCKUX
xyfoxHukos 1812-1813 rosoB ¢ akBapenbHOM okpac-
KoW. PaboTbl MOJIHOCTLIO CO3BYYHbI TEMATUYECKOM
KOHLenumm 3ana. KapukaTypbl CONPOBOXAALOTCA TeK-
CTOM, HEPEAKO MPOHMYECKOTO COAEePXKaHMA. ITO He
CTOJ/b YAMBUTENbHBIN GakT. KynbTypa Toro Bpemenm
TpeboBana OT UCKYCCTBa NPEX/e BCEro BbINONHEHVE
bYHKLMM NaTpUOTUUECKOM NponaraHsbl, a He 3aTpa-
rmBana Tembl Gnao0codCcKo-3TMUeCcKoro nopaakKa.
Ewé B.A. AMbapuymoB ynoMuHan ob yaenbHOM Bece
naeonornm B o6aactu cosjaHna NpounsBeseHuni
nckyccrea [Ambapuymos, 2009]. BHumaHuto noce-
TUTenen npeactaBaeHbl paboTbl: «MblbHbIE MNY-
3blpW» HEN3BECTHOTO MacTepa, «YpasnbCkuii Kasak
Cwna Buxpes» A.l. YxTtomckoro (1771-1852) no opu-
rmHany E.M. KopHeesa (1782-1839) 1812 roga, «He
yAanocb Tebe Hac nepenagnTb Ha CBOK MOTYAKY>»,
«lMonesHas onepauyms», «<4em oH nobesmn Bpara
cBoero? Harankoro!», «PpaHLy3CKMiA BOPOHUIA Cyn»,
«Pa3pyLueHmne BceMpHon nmnepmmn», «Pyckon Cue-
Bosia», «[1poe3y BbICOKOro nyTellecTBEHHMKa OT
BapuwaBsbl», «YroweHne HanoneoHa B Poccumn», ..
TepebeHeBa (1780-1815), «bonbliasa ¢ppaHLy3ckas
apmMusa... an 3agada no lannesow cucteme 06 ypos-
JIVBOV TONI0BE, pa3peLlléHHas pyCcckMM Ka3akom»
A.l. BeHeuwnaHoBa (1780-1847).

LLInpokoe npveneueHne pabot TepebeHeBa B Buze
0pOpPTOB Ha BTOPOM 3Taxe, 1 Janee — B 0GOpMaEHNN
cepBuM3a Ha NepBOM, OOBACHUMO 1N 3aKOHOMEPHO.
EMy npuHaanexuT Lunkn rpaBlop, NOCBALLEHHbIX
CObbITMAM BOVHbI C HanoneoHoM, NOHUMaeMbIM B
Jyxe oTpaxkeHus Lenow anoxu. OCMesHMIO XyA0XKHMKa
npuaaérca HanoneoH n ero BOMHCTBO. YaauHO
nepesaHa cuia v BOAS PYCCKON apMuu, NapTu3aH.
TOYHO He 6b110 YCTaHOBAEHO, CIYXXMO 1N CO3AaHNe

KapuKaTyp pe3y/ibTaTOM LeHTPaan30BaHHOW KaM-
naHuK, NCxoasaLLelt OT rocyfapcTBa Mo nponaraxze.
BeposaTHo n T0, uTo TepebeHes, Kak U Apyrue xy-
JOXKHVKM, MOT 06paTUTLCA K XKaHPy KapukaTypbl No
cobcTBeHHOMY XenaHuto. KapukaTypbl TepebeHeBa
BOCMPUHSAAM OMNbIT aHMUACKON KapuKaTypbl, OHN
ncnbiTann BAAHME 06pa3oB pycckoro NybouHoro
McKyccTBa (KOMMEHTapun, NOSICHEHUS B BUAeE
penank KapukaTypHbIX repoeB, CTUIN30BaHHbIE
XYA,OXXHMKOM MOZ MPOCTOHAPOAHYHO peub). M3BecT-
HO, UTO KaXkJas rpaBlopa rneyatanacb KOAMYECTBOM
B 200-300 konuii, 0 YéM cBMAeTenbCTBYET TpyA Jl.
Konbuoeon [Konbuoea, 2013, ¢. 331-358]. Llenb wnc-
KycCTBa MacTepa coBnajaeT C MMeLWMMMN MeCTo
HaCTPOEHMUSIMM TOrO BPEMEHMU, NAEAMU OPULMANBHON
nponaraHabl. YyacTue aBTopa B CO34aHUN MNOAu-
TUYECKUX KapuKaTyp «/eTy4Ynx JUCTOB» BMeCTe C
A.l. BeHeunaHoBbIM, N.A. VIBaHOBbIM, COCTaBMBLUNM
nonynspHoe nsgaHue «ogapok AeTaM B NamsThb
0 cobbiTnsax 1812 roga», unn «TepebeHeBckas as-
byka» He ciyyanHo. MNamsaTHOe n3gaHne asbyku
6bi10 BbiNyweHo B 1812 roay tunorpadwe MNna-
BWJIbLUMKOBA.

Ha npeactaBaeHHbIX B30pY KapukaTypax XX1Bo
nepensieteHbl rpaduryeckme nsobpaxeHus ¢ catm-
puyecknumm Tekctamn. CBA3b 3Ta 3aKOHOMepHa. B
Ayxe 3noxu 66110 obpallieHre K XXMBOTpeneLyL el
Teme BOVHbI B inTepaType, no3sun (I.P. JepxaBuH,
H.M. Kapam3uH, B.A. XXykoBckuin). Becb MmaTepuan
3KCMO3MLMK, ONpesensieMblii pycCKUMMU MacTepamMm-
rpadukamy, JEMOHCTPUPYET CTEMEHb YXOAa PYCCKOro
obuiectBa B Hauane XIX Beka oT ObITytOLLErO Npexae
OTKPOBEHHOTO GpaHKOPUILCTBA B KyNbType.

Mcxoaa n3 uenn nsobpaxeHusa kapukaTypbl
PYCCKMX XYAOXHWNKOB MOXHO pPa3fennTb Ha Hec-
KOIbKO OCHOBHbIX TUMOB. [1epBbIi — BblpaXasn uepTbl
AeMopannsaLmm HanoJaeoHOBCKOW apMun, BTOPOU
— BbIIBAS NAaTPUOTU3M U MY>KECTBO PYCCKOTO Ha-
poga. «[1poe3z BbICOKOro nyTeLlecTBeHHMKa oT Bap-
LWaBbl», MPUHagNeXaLlnin K NepBOMy TUMY, NOAOH
37101 MPOHUW. Yaen NOBep>XEHHOro NMPOTUBHMKA
noJYEpKMBaeT HaAMUCh Ha puUcyHke: «[poe3ab BbICO-
karo lNyTewecTBeHHWKa OT Bapwasbl o MNapuxa,
nog nmeHem ceoero LLitanmencrepa, ¢b owmnaHHbIM
Op/IOMB U 03HOOG/IEHHBIMB MaMeNtoKOM».

Mpov3BeseHNeM BTOPOro Tuna cayxuTt paborta
«Pyckoli CueBona», Npon3BoAsLLas PEMUHUCLEHLMIO
C reponyeckM NocTyrnkom ApeBHEPUMCKOrO BOMHA
las Myuws, nonasLero K aTpyckam. [pyrov npumep
BOJIM M NOZBWIa OTPaXKEH KapuKaTypon «YpanbCckuin
kasak Cuna BuxpeB», NOCBALWEHHON eLLé OA4HOM

4acTo MANIOCTPUPYEMOM Teme — KazadecTsy. [og
n3obpaxeHnem cneayet TekcT: «[powncluecTsie cay-
umBLLEECS MO OCBOBOXAEHIN PyckKMMU MOCKBbI —
KO3aK 3axBaTa B naeH dpaHuy3ckaro obuuepa u
Ype3b HECKOIbKO YAULb €ro MPOBEe3b U AOCTaBUb
ero Bb Kpemsib Kb HalWMb BOMiCKaMb». BOWH Ha
YEPHOM KOHe MpeacTaBJeH YXTOMCKMM MO LEeH-
TPY KOMMNO3MLMM, YXBAaTUBLUMM OAHOW pyKon dpaH-
Ly3ckoro BovHa. Komno3smums 4oBOABHO TUMNYHA,
OAHaKO NHTEPECHO NCMOJIb30BaHME COMOCTaBaAEHWS
BTOPOCTEMNEHHbIX FOBOPSALLMX AeTanel nensaxa
XYZAOXHUKOM. Ha 3agHeM ¢oHe BUAHbI HBallHU U
YKPEnAeHWs pyccKon NpaBoC/aBHOM apXUTEKTYPbI,
B TO BPeMSA KaK Ha nepejHeM rnjiaHe MOXHO 3ame-
TUTb PYMHbI N OBNOMKM KanuTeam MOHUYECKOTO
opAepa. 9TUM NPOTMBOMOCTaBAEHNEM aBTOPOM MO4-
YépkmBaeTca naea nageHuns 3anagHoro BOMHCTBA
Ha PYCCKOW 3eMJie, JEMOHCTPUPYETCS YNaLoK eB-
pOnerckon KynbTypbl 1 eé aBTopuTeTa B Poccun.
Pycckuii Hapog, NoHMMancsa Kak Hekas eAUHCTBEHHO
npaBubHas LLeNOCTHOCTb Ha base pennrmu, a3bika un
HPaBCTBEHHbIX MO3MLMIA, KOTOPOW HU HanoneoH, Hu
Kakas-nnbo BpaxzaebHas cuia co CTOPOHbI 3anajHbIX
3axBaTYMKOB He MOTMAN NMPOTUBOCTOATD.

O BbICOKOM ypPOBHE XY0XXeCTBEHHOWN LUKO/bI
PYCCKMX MacTePOB CBUAETENbCTBYET CeAyHoLW i
baKkT, oTMeueHHbIn M.A. MenbTuep: aHrAnYaHe, caMm
ABNAIOLLMECA BblAAIOLLENCA CBOUM KapUKaTypPHbIM
TBOPUYECTBOM HaLMel, MepeHrManu onbiT MacTepoB
n3 Poccmn. OHM mokynanan n UCrnosib30Baian B Ka-
yecTBe 06pa3L OB pPyCcCKMe rpaBlopbl Ha UCTax
[MenbTuep, 2007, c. 119-149].

B 3akntoumTtenbHoM 3ane BToporo 3taxka N2 4.1
«KamnaHua 1813 roga», NOCBALLEHHOM TeMe nyTu
PYCCKON apMun K Tprymady, BOEHHbIM KamMnaHWAM
1813-1814 rosoB, Ha CTeHAe Pacnoa0XeHO LWeCTb
dpaHuy3ckmx KapukaTtyp. VIx otanyaet He meHee
XKECTKaa caTmpa. DTV NPOU3BEAEHNA MPeENnMy-
LecTBeHHO oTHocATca K 1815 rogy n npeactaBastoT
cobor odopTbl, packpalleHHble akBapenbto. K HUM
oTHocuTcs «KoHrpecc», «Moantuuecknin banaHc»,
«HenepeBapuMblin Nnpor», «Mnpor Koposew, pas-
pe3aHHbIN Ha KoHrpecce B BeHe B 1815 rogy», «[le-
peBec Kaueneln», a Takxke eMHCTBEHHas paboTa
1814 roga «Mrpa Ha yeTbipe yraa». [ponssegeHns
MacTepoB MOAYEPKMBALOT YA3BMMOE NONOXKEHNE
®paHuMK B MeXAYHapOAHbIX OTHOLLEHUAX, obpa-
LLArOT MbICAN MOCeTUTENEN K COBbITUSM BEHCKOrO
KOHrpecca, B KOTOpOM y4actBoBann Poccus, ®paHuums,
Bennkobputanus, Asctpus, Mpyccus, Lseuwns, Vicna-
HUs 1 MopTyranuns. Bo MHorom 6bian onpeseneHsbl
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MeXJyHapOogHOe MONOXEHNE CTPaH — Y4acTHUL, BOWH,
nobeamBLLEN 1 NPOUTPaBLUE CTOPOH 1 PaccTaHOBKY
noanTNYeckoro BanaHus B EBpone. MNpaktnueckn
BCe 0bpa3sbl, MpejcTaBAfoWLne NepCcoHnPuKaL o
rocyfapcre, nepefaHbl B M3061M4NTENBHOM, HU-
cnpoBsepraroLemM Beanyme gyxe, Kak xajHbole 40
BJ1aCTW, CAMOJ0BOJIbHbIE, TLLEeCNaBHbIE (He MeHbLUe
camoro HanosneoHa) nepcoHaxu, YTo OTHYETAMBO
HabaropaeTca B pabotax «KoHrpecc», «[Mupor
KOpoJ/iel, pa3pe3aHHbli Ha KoHrpecce B BeHe B
1815 ropy», «Monntnyeckunin 6anaHc». lepoun ca-
TUPUYECKMX PUCYHKOB MpeAcTaB/ieHbl B apdex-
TUPOBAHHbIX NMO3ax 3a TWaTe/AbHbIM MPOLLECCOM
B3BeLUMBAHWA Ha Becax, paspe3aHnem KapTbl MUPa,
CaMOAOBOJIbHbLIM TaHLLeM W MNOAOOHbBIMU 3aHATUSA-
MU. [leMOHCTpUpYrOTCA KapukaTypbl Ha camoro Ha-
NoaeoHa B YHUUMXKUTENBHOM, XXaJlkoM obunke:
BOCCeAatoLeM Ha ropuke «V/irpa Ha yeTtbipe yrna»,
B o6pase Bble3atoLWEero 13 NMpora KOpOThILKM
«HenepeBapuMbin nupor». MNocnegHas paboTa npea-
CTaB/sieT U300paxkeHNs npaBuTesien rocysapcTs —
YYaCTHNKOB MOJIMTUYECKOro NPoTMBOBOPCTBA Ha TOT
MOMeHT: Kopona lNpyccun Ppuapuxa Bunbrenbma
lll, mnepatopa Aectpun ®paHua |, poccninckoro
npasuTens AnekcaHgpa |, BpuTtaHckoro noskoeozLa
ApTtypa Yacam Bennunrrona. 13-nog crona BuaHeeTcs
nyxnas ¢urypa Jlrogosuka XVII. ipoHus Bcen rpyn-
Mbl 3KCMOHMPYEMbIX GPaHLYy3CKMX KapukaTyp paBHO
HanpaB/eHa Ha NpeAcTaBuTeNel BCeX Y4aCTHUKOB
BOVHBbI.

B yrnosov BUTpMHeE TOro >e 3ana Mbl MOXEM
03HaKOMWTBLCA C JOBOJIBHO UCKNHOUUTENBHBIM MPO-
n3BeseHnem — Tabakepkomn Kpyraon Gopmbl €
Kapukatypon Ha HanoneoHa (FfepmaHus, bpayH-
wBenr), oTHocsAwenca k 18131815 rogam co3gaHus.
BbinonHeHa Ha dabpuke VoraHHa LLUtobBaccepa
(1740-1829) 13 nanbe-malle, B TEXHUKe packpa-
LUEHHOW rpaBlopbl C NPYMeHeHneM aka. V3genns
babpukmn 06bIKHOBEHHO NMpPUHagNexXann K npes-
MeTaM pockolun, 6bIToBbIM Be3aenylikam Bpose
TpyboOK, TpOCTen, NpeaMeToB nocyabl. Tabakepku
LLitobBaccepa HeN3MeHHO LIEHUANCH He B MOCIEAHHOH
ouepesb bnarosaps pagy paboT c cogepxalmmcs
CKPbITbIM Ha MOBEPXHOCTHbIN B3rA4 3pOTUYECKNM
n3ob6paxKeHnem nog KpbIWKOW Ui GanblunBbiM
AHOM. PaccmaTtpuBaemoe HaMu n3obpaxeHve Ha-
nosieoHa BOCXOANT K pucyHKy V. ®onbua (1784-1858)
C CUIbHOAEMCTBYHOLLIMM MeTapopUYeckum NpuEmMom,
Korja Lo nmMnepaTopa COCTaBAAETCA U3 Yenose-
Yeckmx puryp, CUMBOAM3MPYIOLLMX TPYMbI conaat. Ha
MecTe npegnoiaraeMoro anoJsieTa pacnonoxeHa
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ckopumBLUascsa pyka. Ha rpyan, nogobHo 3Be3ge
OpAeHa, XyJOXHWUK PacrnoaoXMA Pa3BeTBAAOLLYHOCA
nayTuHy. Bcé 310 ABHO NoAYEPKMBAET XULLIHUYECKME
HamepeHuna dpaHLy3CKoro Baajbiku. A Ha rosose,
CIMBasiCb C N30bpaxkeHneM ronosHoro ybopa, Bbl-
aensetca purypa YEPHOro opna.

3aBepuiaet 3kcno3unumto my3seq 3aa N2 5 — «3an
namATV O BOMHE», MMEHYyeMbll Takxe «3an Be-
peLuarvHa», B KOTOPOM MOMUMO PasAnYHbIX MaMaT-
HWKOB PYCCKOro MacTepa, NOCBALLEHHbIX BOMHE U
£8,061eCTn pycckoro HapoZaa, AEMOHCTPUPYETCa pag,
npov3BeeHNn eKopaTMBHO-MPUKALHOMO UCKYC-
CTBa: NaMATHbIE MeYM BUAHbIX BOEHA4YaIbHNKOB,
cepebpsaHbIli napel, AN XKaa0BaHHOW rpamoThl,
MYHAMNP rpeHasépa, papdopoBble CEPBU3LI C CHO-
>KeTaMu Ha Temy BoMHbl 1812 rosa, noptpetamu
npaBuTeNen, yuacTBOBaBLUMNX B HeW gepxas. [e-
Kop 3ana pokycmpyeT BHMMaHWe Ha napoce UCTO-
puyeckmx cobblTUn. NaTeTnyecknin KOHTEKCT
NoAYEPKMNBAET Yepesa XMBOMUCHbBIX MPOU3BEAEHNN
B.B. BepewarnHa (1842-1904), AeMOHCTPUPYHOLLMX
3aBepLUatoLLnIA 3Tan BOVHbI, KOTOPbIW CBSi3aH CO
3HaKOBbIMUW N306pas3nTeNbHbIMYK CHOXKeTaMuK. ITO
BbIPa>eHO MOJIOTHaMW CO CLeHaMu OTCTynaeHua
BorMck HanoneoHa («Ha 6onblwon gopore — oT-
cTynneHuve, 6erctso»), noxxapom B Mockse («3a-
peBo 3aMockBopeubs», «[logxuratenn. Pacctpen
B Kpemne»), nsobpaxeHunsmm cueH 6ecUmHCTB n
MapogépcTa («B YcneHckom cobope»). M3HavanbHO
LMK paboT XyAOXKHMKa XpaHuaca B Pycckom mysee.
[JanbHenwasn cyabba nponsseseHmnii bbiia peLleHa
yKasom nmnepatopa AnekcaHgpa ll, nepesasLuero
MX B OCHOBaHHbIN UM B 1872 roay Victopnueckuia
My3ein MockBbl. KapTuHbI LnKAa, 3KCMNOHUpPYeMble
BMeCTe, co34atoT 3GdeKT Kanensockona, rae Kaxapli
OTAENbHbIN dparmMeHT BOWHbI, MOJ40OHO KMHEMa-
Torpadumueckomy Kagpy, ABNAETCA 4YacTbo eANHOW
naHopaMbl UCTOPUN BEANYNA PYCCKOro Hapoga. A
MMEHHO NaTPMOTMYECKUIA NOChI Npexse BCero
npeanonarancs BepelyarvHbiM OCHOBHOW Lie/ibtO CO3-
AaHus cepum. O BONOLWEHMN 0COHOro Ayxa pycckoro
HapoZa YNOMMHaeT 1 caM XYLOXHWK, YTO LMTUpyeT
C.A. ApoHckmI, paccyxkzas 0b apxeTune repomsma
nonoteH BepewarvnHa [AdoHckuid, 2017, c. 2]. Takxke
nccnepgoBaTenb BblgeNseT CylleCTBeHHoe oTanYme
NoNOTeH Xuneonucua: «Moj BAMAHNEM KPUTUYECKNX
ctaTel B.B. CtacoBa v kapTuH [onn BepelwaruH
cTan bonblue yaenaTb BHUMaHNA He N306paxkeHnto
y>KacoB BOVHbI 1 3BEPCTB 3aBOEBATENEN, @ FepON3MY
3awmnTHUKoB OTeyecTBa» [AdoHckuii, 2017, c. 4].

Ho, kpome BoOAyLLIEBAEHHOW XMBOMUCH, 3KCMO-
31LMA 3ana NpuMeYaTenbHa PacnoioXXeHHbIMUN B
OAHOW 13 BUTPWUH KapuKaTypHbIMK n3gennamun. Ha
HECKONbKUX fipycax Mook nokasaH ¢apdopoBbIn
cepBu3 3aBoga MapaHepa (Bepbunkn, AMUTPOBCKMI
ye3za MockoBckol rybepHum), oTHOCUMbIN K 1813—
1814 rogam co3gaHums. [1pon3BoACTBO OTMEYEHO
feATenbHOCTbIO WwoTnangua . lapaHepa (1714-1796)
B 1766 rogy, KOTOpbIit 06HapYy>ua 0COB6bIV TUM FAWHBI
(«rnyxoBckas») U 06yCTPOWUA 3aBOJ, MO CO3JaHUIO
bapdopoBsbix n3gennii B Poccun. 3aBog NocTaBasa 1
cyrybo pocKoLLHble MOAapPOYUHbIE CEPBU3bI («<OpAEH-
CKWe cepBM3bI»), U MPeAMeTbl 4eKOpaTUBHO-MpPW-
K1aZAHOro MCKYCCTBa, MPOU3BeAEeHNSA XaHPOBOM
CKYNbNTYpPbl ANA CBETCKOW 3HaTK, TakxXe lapaHep
BKtOYaN B chepy N3rotoBaeHN MHOXECTBO n3je-
NN N8 NPOCTOro Hapoaa, YTUAMTapHble NpeaMeThl
6biTa.

lapaHepoBckuin cepsm3 13 dapdopa ¢ kapuka-
Typamun Ha BeNKYH apMuIo yKpaLleH HaArnasyp-
HOW poCnucCblo € 30/04eHMeM. B Hero BxoaAT
LecTHaALaTb NpejMeToB: caxapHuLa, MoaocKaTeb-
HULUa, YalHWK, MONOYHUK, KOQENHNK 1N YaLUKW.
Kaxxablli npeaMeT feKoppoBaH OPUrMHaNbHBIM
KapuKaTypHbIM M306paXxkeHnem ¢ COOTBETCTBYHO-
WMMN HAaMMEHOBaHNAMUN PUCYHKOB Ha BUTPUHE.
CaxapHuua ¢ kapukaTtypamu «Pycckuin My>KnK, JOMOiA
BO3BpaLLasnch Ans Kypunosy pebstuiikam brpronek
NpuHEc» n «CaHkT-MeTepbyprckuii paTHUK Xpabpos»
POCMNNCK Hen3BeCcTHOro MacTepa. 13obpaxeHune
Ha yalke «[MoAMOCKOBHbIN KpecTbAHUH Cuna bo-
ratbipes» no rpastope A.l. YXTOMCKOro ¢ pucyHka
E.M. KopHeeBa 1813 roga Toxe BOCXOAMWT K CXOXKeMN
cxeme oTobpadkeHMs CroxXeTa, MOHNMMaeMOoro Hamu
Kak YHVBepcasbHbIi. VIkoHOrpadua pucyHKOB CXO4-
Ha MexXay cobol, Kak M 3asava 3TUX KapukaTtyp
— AeMOHCTpaLma GU3NYecKoro 1 yxoBHOro npe-
BOCXOACTBa PyCCKOro BovHa-b6oraTelpsa Hag npo-
TUBHWKOM. 3Ta MbIC/Ib MOATBEPXAAETCA YaLLKOWN
¢ 6atoauem c nsobpaxerHnem «Knpunnoser», oT-
HocvMmas k 1812-1813 rogam, HenM3BeCTHOro aBToOPa,
Kak M MOJIOYHWK C KapukaTypoi «Pycckuii l'epkynec
ropoga Cbl4OBKMW», CO34aHHbIN No rpastope V.U.
TepebeHeBa. bpaBblil BOWH, My>XeCTBEHHbI conAaTt
— XYAOXHUK MOTr 0603HaunTb NpakTnuyeckn aroboe
M8, CyTb n30bpaxkeHnsa NojBura He N3MeHsaNach.
Obpas pycckoro 6oMua BO3BOAWUACA K apXeTUMy re-
pOeB APEBHOCTU, YbW NMOABUIN CONOCTABAANCH C
NPOV3BOANMbBIMN aHTUYHBIMU IereHAapHbIMU Mep-
COHaXaMu ¥ peanbHbIMW BOEHHBIMU AeATeNAMU U

BOCXOAMNAN K MY>XeCTBY CTOALLMX Ha 3awmTe Ote-
yecTBa boraTblpen.

MpuMeyaTenbHa Yallka C aneropmyeckomn
Kapukatypon «Pyccknii my>cmk BaBuna Mopo3s Ha
3as4beli oxoTe» Mo rpa.tope ¢ opurnHana A.H. OneHnHa
(1763-1843) 1813 roga. My>xuk npeacrtaBaseT HaMm
0bpa3 HacTosLero pycckoro 6oraTblps 1 NO MOLLM
CNoXeHns GUrypbl, U MO MacLTaby eé n3obpaxeHus
B MOCTPOEHUM KOMMO3ULMKN N306paKeHns oT-
HOCWTENBHO HeBbIPa3uUTeNbHbIX GUIYPOK MPOTUBHMKA.
Takke OH nNpepacTaBasetr cobow, beccnopHo, obpas
camoi Poccum, TpuyMbanbHO nosepraroLe ppaH-
Ly3oB-3axBaTumkoB. Obpa3 PppaHLy3CKUX Con-
JaT 06beANHEH C 300MOPOHBIMU YepTaMu, aBTop
coyeTaeT yenoBeyeckne roNoBbl C TENOM 3alLEeB,
YTO AO/KHO aCCOLIMMPOBATLCA C MPbLITKOCTBIO U TPY-
COCTbO NIECHOTO XMBOTHOTO. B TocysapcTBeHHOM
Pycckom My3ee xpaHUTCA aHanornyHas rpaduyec-
kaa paboTa HemsBecTHoro mactepa 1813 roga. Ha
Hel B OT/IMUME OT N306paKeHMs Ha Yallke cepBum3a
3HauuTeNbHYO 061acTb MOBEPXHOCTU bBymaru
3aHMMaroT 0bBesEHHbIE pennku repoes. V13 ycr
dpaHLy30B BbIpbIBAtOTCA KpaTKMe CEeTOBaHMA O
ckopetrilem nobere Bo ®paHumIo, a My>XMK BaBuna
npurosapvBaeT Bcaes berneuam: «Aty! aty! ero —
NpoKkAATbIN 060pPOTEHb. HEBOCH! KON He AOTOH!O,
Takb MET/IOr JOCTaHy! UTO NakoCTHMKD, LWanoB-
NINBB, KaKb KOLLKA, @ TPYC/IMBB Kakb 3aelb! CBOUXb
pa3Tepsaab, Aa M caMb YrHaAb! 3a 4€10Mb NMPUXOAMIB!
ABWJICA, OCTPaMUACA U BopoTuaca — ay! bpaTtubl co-
ceayuwku, bepervTe nosie He Npo3eBaliTe Bbl erol»

MopobHbIN 06pa3 0bHapy>KMBaeTCs B KapukaTtype
Ha yawke «CaHKT-leTepbyprcknin paTHUK Xpabpos»
1813 rosa Hen3BeCTHOro aBTopa. 34eChb TakXe Noj-
YEpPKMBAETCA reponsM 1 cuaa NPOCTOro PyCcCcKoro
My>Kmka. Obpa3s BOCXOAMT K MPOU3BEAEHMIO nevaT-
Hou rpadukm 1810 rosa HEM3BECTHOTO XYA0XHMKA,
conpoBoxgaemMor Hagnucamu: «C. Metepbyprckol
paTHUKb Xpabposb. I Mycbe! f1 Pycaksb, a He
Mpycakb!», «Bb cornacHoM®b cTase BOAKb He
CTpalweHb 1 XpabpocTb Kpenye CTeHb U BalleHb».
O6pas3 Ha rpaBtope bosee XECTKUI, rpybbIi. JInyo
dpaHLy3ckoro 6orLa BbIrAAUT HEMNPUTAAAHO, BO-
NIOCbl BCKJOKOY€EHbI, Ha HEM OTYETAMBO BUAHbI
rpasb U CUHAKK. Ha yaluke nsobpaxeHune 3amMeTHO
cmArvaetca. A o6pa3 NoBep>KeHHOro NPOTUBHMKA
JOBOJIbHO OMpPATEH W NpeacTaBieH 6osee Mono-
AbIM, U flaxke CIOBHO OTPELLUEHHBIM OT y>Kaca CUTy-
aummn, korga bykBasbHO Yepe3 MIHOBEHWE eMy
CY>XZEeHO MOrMbHYTb OT TOMOPa PYCCKOro My>XMKa.
Taknm obpa3om obHapyXMBaeTCa Kak CHUXeHune
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JApamMaTn3Ma 3aMMCTBOBaHHbIX Y rpadnyeckmnx Kapu-
KaTyp 0bpa3oB, Tak 1 COKpaLLEeHMe YNCaa NepcoHa-
el 1 3/1eMeHTOB KOMMNO3uLmK. P nobpaxkeHuii
3aMeTHO COKpPALLAEeTCs, CBOAUTCA K CUMBOJIMYECKOMY
TOoNKOBaHU0. OCHOBHOWM MOCbIN KapuKaTyp ferko
cunTbiBaeTCA Ha npeametax cepsusa. bonee Toro,
61t04L1a K Yallkam COMPOBOXAAOTCA MPaKTNYeCKM
NAVNNNYECKUMUN NEeN3aXXHbIMU KOMMO3ULUAMMU,
He NPMBA3aHHbIMYK K 6aTaNbHbIM, NCTOPUNYECKMM
cobbITMAM.

B BUTpMHE pacnonoykeHbl Takoke ABe Yallku C Uc-
no/b3oBaHeM B 0QOpMIEHNN KapuKaTypbl «PpaH-
Lly3bl, FOJIOZHbIE KPbICbl, B KOMaHAE Y CTapOCTUXM
Bacuancbl». O603HaUEHO Ha 3TUKETaxe, YTO pPocC-
nucb BbiMonHeHa no rpastope C.IM. Wudnapa
(1786-1840) B 1812 rogy. XyAO>XHWK 3TOT YCMELIHO
BOMJIOLWan CBOW TanaHT B pPa3/inuHbIXx 0bnactax
ncKyccTBa: Xxueonucel, rpaduk, aBTop pajga nuv-
Torpaduii, TeaTpanbHbI XyAOXHWK. B nepuog
1808-1813 rogoB MacTep paboTtan Haz 3akazamu
VimnepaTopckoro ¢apdoposoro 3aBoga. Heckonbko
YAMBUTE/IbHO YNTaTb B CTaTbe MCCAeA0BaTENbHNLLbI
E.A. BuwneHkoBoW, NpmBoOAsLLEl NpuMepbl Ka-
pukaTtyp 13 cobpaHus VictTopmyeckoro myses, npu-
MeyaHVe Mo NOBOAY OMUCbIBAEMOTO el JaHHOro
cepBu3a [BuwnerHkosa, 2012]. OHa nuwerT, 4TO B
Kosnekuunm NAM OTCYTCTBYIOT XXEHCKMe NepcoHaXxm
(ctapoctmxa Bacunuca c gouepsto) Ha nocyge. Oa-
HakKo 3TO He TaK, 6bonee TOro, NOAOH6HBIX Yallek
Heckonbko. Ha valukax cepBu3a NpucyTcTeByeT
HECKOJIbKO BapMaHTOB KOMWUYECKUX CLEHOK CO
CTapoCTVXor. TOMY MOATBEPXKAEHNEM CNYXKUT 1 Yalll-
Ka € KapuKkaTypom «Pycckas repovHsa — feBunLa, oYb
cTapocTuxm Bacuancel» no rpastope A.l. YxTom-
ckoro ¢ pucyHka E.M. KopHeesa 1813 roga. Ha xa-
puKaType ABHO M306paXxkEéH XXeHCKMIA NepcoHa
— AeByliKa B pybaxe, capadaHe, C 4/IMHHOM KOCOW.
OHa HenpuHYXAEHHO fepXUT B pyKax ocTpoe
opy>ue Haj TesoM ynaBLUero olwenoMAEHHOro
dpaHLy3ckoro congata. Hebe3sbIHTEepeCHO y3HaTb,
4YTO NpMBEAEHHAA N MCNOJNHEHHAA NMPaKTUYECKH
B PONBLKJIOPHOM KJHOUe CTapoCTMXa He ABAANacCh
BbIMbILLJIEHHbIM MEPCOHaXeM. ITO peanbHas repo-
NHA — kpecTbsiHka CMoneHcKol rybepHum Bacnanca
KoxxmHa (ok.1780 — ok.1840), npocnaBieHHas Kak
JesTeNbHNLA NapTU3aHCKOrO ABUXKEHWS BOMHbI 1812
roga. Eé noptpet pabotbl A. CMMpHOBa pacrnonoxeH
B 3a/71aX 3KCMO3MLMW.

CXOXnIM NpvBeAEHHBIM Bbille KapukaTypam
OMOP onpezensieT U AeKop Yallky C 6aroaLeM C
pUCyHKOM «PpaHLly3cKme rBapaenLbl Mo KOHBOEM
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6abyLukm CNMPUAOHOBHLI», UCMOJHEHHOM MO rpaBrope
c opurmnHana Al. BeHeumaHoBa. ABTOpbl NpuberatoT
415 obpasoBaHuna bosiee YHUUMKUTENbHOTO 0611Ka
dpaHuy30B K aHTUTe3e. CyTb NPOTUBOMOCTaBAEHMUA
3UXKAETCA Ha KOHTpacTe cnaboctn npodeccnoHanb-
HbIX BOMHOB apMuM HanoneoHa v nokasaTenbHO
6epyLMMN Haj HUMUN BEPX XXEHLUMHaMW, AeTbMMU,
MOXWUABIMW NHOABMU, T.€. MUPHBIM HaceneHveM, nap-
TU3aHaMW. XyLOXXHUKM NPOCAABAAKT HAPOAHbIN
MOABUT, MUPHBIX XXUTENeN, BbIHYXXAEHHbIX npuber-
HyTb K camoobopoHe. CTpasano KpecTbAHCKOe
HaceneHve, KOTOPOMY MPUXOAMNOCH CracaTbCs OT
MapoAepCKnx AeNCTBUIA OTCTYMNaroLWMX CUA 3aX-
BaTUMKOB, HY>KAAKOLLKMXCA B NpoBu3nK, dypaxe. Vc-
KYCCTBO MOKa3bIBaeT, Kak B CBETE BOEHHbIX COOLITN
Anekcanap | 6 nrona 1812 roga nsgan maHmdect ¢
npr3biBOM 06pa3oBaHMA HAPOLHOIO OMONYEHUS,
a COMpOTUBAEHMNE, OTKANKHYBLUMXCA Ha BO33BaHWe
napTnsaH BO BCEM MHOroobpasuu npegcraBaeHo
B KapukaTtypax. [1pu3biBan K HApPOAHbIM Maccam
N TOCYylapCTBEHHbIN AeaTeNlb, yUaCTHUK BOEHHbIX
cobbiTnii rpad ®.B. PoctonumH, pacnpoctpaHsaBLUNA
nponaraHANCTCKMe npokaamMaymnm-«abumwkm». OH
BblCMeVBaa NPUCYLLYHO ObOLeCTBY raaaoMaHuio,
COAENCTBOBAN JBUXEHNIO onoadveHLeB. B 1o e
BPeMSs C/bILLIAANCh NPW3bIBbI O 3aCTyMHUYECTBE BEPbI
1 oTevecTtBa. BolHa cTana HaLMoHaNbHOM, obLLeHa-
poaHo. B 3agaumn kapukatypuctos, naMmdaeTncros
BXOAWNO CO3/jaHMe N HpaBCTBEHHOE 0HOCHOBaHMe
TOTa/IbHOM HEHaBWCTW K Bpary. [MaTpuoTmnyeckme naew,
C KOTOPbLIMW Mbl MOXeEM 03HaKOMUTbCA brarogaps
«CobpaHuto Beicouanwimx MaHundectos, pamoT,
Yka3oB, PeckpunTos, Mpurka3oB BoickaM 1 pa3HbIx
N3BELLEHNI, Nocies0BaBLLMX B TedeHne 1812, 1813,
1814, 1815 n 1816 rogos» (1816), BONAOTUAUCE B
pase apuLlek, HapPOAHbIX NyOKOB.

ObpawaeT Ha cebs BHUMaHMe cama uaes
npuBAEYEHMA KapuKaTypHbIX 0GOPTOB K AeKopy
rapAHepOBCKOro cepBun3a. Hekotopoe KoAnyecTso
NCNONb30BaHHbIX paboT TepebeHeBa, pUcCyHka
BeHeuuraHoBa NoBTOPsET NpexAe OTMEUYEHHble B
npeabIAyLLNX 3anax My3esa rpaduyeckme obpas-
ubl. Tak, Ha Yallke Mbl BHOBb BCTpeYaeMcs C Ka-
pukatypoli «He yaanocb Tebe Hac nepenaguTb Ha
CBOIO MOTYAKyY, nonaawm-xe 6acypmaH, nog Hawuy
AyAKy» nnn «HanoneoHoBa nascka» Mo rpastope
N.W. TepebeHeBa 1813 roga, nam Ha KoderiHuke ¢
KapukaTypamu no AByM CTOPOHaM «4eM oH nobeawn
Bpara ceoero? Haravikoto!» n «CeBepHbii AMyp»
no rpastope V.W. TepebeHeBa n A.E. MapTbiHOBa.
MNMepBas rpaBtopa Noj TeM Xe Ha3BaHMWEM U CO

CXOXWM n306paxkeHneM pacnpasbl Hag GpaHLy3-
CKMM cnacarowmmcs 6ercTBOM KaBasepucTom
co3zaBasiacb HECKOIbKMMU XYAOXHUKaMU pesak-
uum «CbiHbl oTevecTBa». Kpome TepebeHeBa,
aHanornyHyto Temy paspabaTtbiBanv Takxke MapTbl-
HoB 1 KopHees.

MO>XHO BbIZEINTb N YaLlKy C KapuKaTypou Ha
ctoxeT «DpaHLy3ckne Mapoaépbl, ncnyraBLumecs
KO3bl». E& pocnunch BbiNOJHEHa MO KapuKaTtype Ha
CHOXKET, ONMUCcaHHbIN B XypHane «CbiHbl OTeyecTBa»
1812 ropa. Tpoe 3aselCTBOBaHHbIX NepCOHaxew
NpeAnoN0XUTENbHO 3aMMCTBOBaHbI 13 OAHOVMEH-
Hou rpaBtopbl TepebeHeBa 1813 roga ¢ 6osblMM
KOIMYEeCTBOM repoeB. Ha odopTe npeacTaBieH WH-
Tepbep KPeCTbsIHCKOro A0Ma C neYbto, Ha GoHe Ko-
TOPOro BO MHOXeCTBe NO3 M306paxkeHbl LWecTb
AencTByOLWMX AnL. Ha vallke AeiiCTBO NepeHeceHo
Ha nen3axKHblil GOH, OLHAKO CXOACTBO OYEPUEHHbIX
duryp c TepebeHeBckon paboTor NPOCNEXMBaETCA.
I. MaBnoBa oTMeYaeT gap XyAOXHMKA, 0COBEHHO
€ro njaacTmyeckoe YyTbe B KOMMO3ULMOHHOM MOC-
TpoeHun Kak ckynbntopa: «[puuyannsoe couetaHve
HeoTbeMEeMbIX MPUEMOB KapuKaTypPHOTro >aHpa
(runep6ona, yTpupoBaHue Gopm, Lapx) 1 CTPOromn
KJ1laccMyeckou B3BELIEHHOCTUM KOMMO3NLUUK fenaet
nunctbl TepebeHeBa HeMPEB30MAEHHBIMM MO KpacoTe
M NOYTU MAakaTHOWM Bblpa3uTenbHOCTW» [[MaBnoBa,
2012, c. 22].

MpodeccnoHanbHble XYAOXKHUKM-KapUKaTypUCTbl
Hemasi0 3aMMCTBOBaM U3 061aCT HAapPOAHOW Kap-
TUHKW, NyHKa. OHU NepeHANN KOMMO3ULIMOHHYHO Na-
KOHWMUYHOCTb, NannAapHOCTb, OCTPYHO XapakTepPHOCTb,
KOHTpaCTHble couveTaHus KonopuTa. [Jo n3BecTHon
CTeneHn aHTUHaMNO/JIeOHOBCKME KapuKaTypbl Mac-
TepOB CrpaBeAANBO CPaBHUMbI C MCKYCCTBOM BOEH-
HOro niakata. Y Hux obHapyXuBatoTcs obLuime
CBOWCTBA: HarNaAHOCTb, KPaCoUYHOCTb. Kpome TOro,
3TV TUMNbl UCKYCCTBA OPUEHTUPOBAHbI Ha eANHbIe
uenun: arntaums, nponaranga. NMpowsseseHuns pac-
CYMTaHbl Ha OfHY W Ty XK€ ayAMTOPMIO — MacCbl NPOC-
TOro Hapoga. B coctaB kapukatyp BXOAUAM Takxke
LaP>XXNPOBaAHHbIe MOPTPETbl YYaCTHNUKOB BOWHbI.
Bctpeuanuch kapukaTypHble paboTbl, CXoxue € Xyao0-
KECTBEHHbIMWU UANOCTPpaUnaMu. Ho nx yaenbHbIn
BEC OTHOCUTENIbHO HEBEJUK.

B 3HaunTenbHOM cTeneHn obHapy>KMBaeTCA XaH-
poBas 61130CTb KapuKaTypbl K HAPOLHOMY UCKYCCTBY,
Ny6Ky. BbipaXkaeTcsi 3T0 BO BHUMaHUM XYL OXHM-
KOB K HEOObIYHOWM BHELLIHOCTW, 3KCTPaBaraHTHOCTK
noctynka. HebbiBanble COObITUA NPOABAAANCD C NO-
MOLLbIO XYZOXECTBEHHOrO Npnéma o0bobLLeHns,

ynpouieHuns nobpaxeHuni B chepy peanbHOCTU.
MacTepa obpallanncb K NemsaKHbIM 3CKMU3aM,
HEeCKONbKO MAean3npoBaHHbIM M300paXKeHAM
BWJOBOTO XaHpa A/15 BOMIOLLEHNSA JOCTOBEPHBbIX (O-
HOB PYCCKOW Npupoabl, AepeBeHb. OTOOpaXKéHHbIe
KapuKaTypucTamm TUNaxu 3aMmMcTBOBaIUCh W3 Tpa-
JANLMN XXaHPOBOW rpaBropbl. XYAOXHWKM f061BannCh
TakMM 06pa3oM 0cob0oV KOHKPETHOCTH, peasbHOro
Beca n3obpaxkaeMbIM COOBbITUAM, ONpesesEéHHON
NCTOPNYECKOM BOBAEYEHHOCTN. DTOW 3ajaue ciy-
XUN0o BBeAEHWNE BbITOBbIX NOAPOBHOCTEN, 06BEKTOB
KPeCTbAHCKOro 1 CONAATCKOro obmxoaa.
MpeacTaBneHHble B BUTPUHE TakXXe Noaocka-
TeNbHULA C KapukaTypamu «Petupaga dpaHuy3ckux
reHepanoB», «<KapaHTvH Ans HanoneoHa npu Bo3spa-
LeHnn ero 13 Poccnm» no rpastopam V.M. Tepebe-
HeBa 1813 roza 1 YaliHuK ¢ KapukaTypamu «berctso
HanoneoHa» 1 «YpesBbluaiiHas GppaHLy3ckas nouTta
B [Mapwx» no rpasropam A.l'. BeHeunaHosa 1812
rofia COOTBETCTBYOT OOLLEMY 3BYHAHWIO KOHLLEMLMM
3KCno3numoHHoro 3ana. Opopt BeHelmaHoBa Takxke
B HECKOJIbKO U3MEHEHHOM BUJE Obl MPUMEHEH B
PUCYHKe YaLlKu C KapuKaTypou «Pycckas nexoTa u
dpaHuy3sckas koHHULa» (1812-1813). Ha atunkeTke
My3es POCNUChb 306paXKeHNs OTHOCAT HEU3BECTHOMY
aBTopcTBY. OZIHaKO CXOACTBO KOMMO3ULN N €AWH-
CTBO croxeTa HabatogatoTcs. OpurvHabHbli 0odopT
XYAOXHWKa eLLé AonosHANa Hagnuck: «Pyckas ne-
xoTa u ppaHuy3ckas KoHHuua. Konb Mano wblika
Takb BOTb Te MpuKaaga». 3akNtoumTesnbHas 4yacTb
HaANUCK NpeacTaBAseT CO6ON PYyCCKYHO MOCNOBULLY.
B uensx nonynspHOCTM 1 AOCTYMHOCTU KapukaTyp
cpeamn Hapoga 4acTo NPUMEHSAANCh MOCAOBULbI,
MOroBOPKW, HAPO4MTO npocTas peydb. KpectbaHe,
NpocCTble coNAaTbl 06bIKHOBEHHO MbICIMAN 0Bpa3amy,
061e4EHHbIMK B NPOCTble GOPMbI. ITY OCOBEHHOCTb
3Ha/N 1 UCNOAb30BaN NPY KOMaHAOBaHUN BENNKNI
pycckuii nonkosogey A.B. CyBopoB, a no3aHee
coctaBuTenb pycckoro cnosapsa B.W. Janb B 1864
rogy v3gan cbopHuk ppaseonornamMon, ahpopm3mMoB
«[MocnoBuupbl pycckoro Hapoaa». «HenpusaTtenb Ha
xBocTe BopBanca», «OrHem n meyem. KOHCKUM
XBOCTOM nenen pasmectu», «[yns gypa, Wbk MO-
nogeu», «[IpUHECTN HENPUATENSA Ha Maedvax» u
WHble NOAOGHbIE MOCNOBULbI UCMONB30BANNCE OTE-
UYeCTBEHHbIMUM KapukaTtypuctammn Hadana XIX Beka.
Bce npuBeaéHHble Bbile KapuKaTypbl MPU3BaHbl
KMBO OB6HapPYXWUTb pa3sioxXeHne Hekorga nobe-
JOHOCHOW GpaHLy3CKON apMunK, TPYCoCTb, Mapo-
AEpCTBO, BblKa3blBas MNOCTblAHOE H6ercTBo eé conaart.
Co3gaHHble XyA0XKHWKaMn 0b6pa3bl HaCTaBAAOT B
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JyXe Npe3peHnsa 3axBaTUMKOB, MOCATHYBLUMX Ha Ha-
LMOHaNbHYH CaMOCTOATeNbHOCTb Poccum.

3HaumMMo 06oraTMNoCh BUAOBOE 1 TeMaTUyeckoe
cofeprkaHune NonyaapHbIX HAPOAHbIX XyA0XeCTBEH-
HbIX MPOMBbIC/NOB, OcBeLaBluee TeMaTuky OTevec-
TBEeHHOW BOWHbI 1812 roga. B kapukaTtypax mactepos
NPOLUbIX BEKOB OCMbICINBAOTCA OOLLECTBEHHbIE
W HauMoHaNbHble naeanbl, Kak U abCcoNtoTHOE
npoTMBOMNocTaBaeHVe UM obpasa Bpara. B TBOpyec-
TBE aKTUBHO KPUCTaNNN3YHOTCA 1 GOPMYANPYHOTCA
LLeHHOCTM PYyCCKOro obLecTBEHHOro YCTPOMCTBa:
naTpMoTU3M, BEPHOCTb OTEYEeCTBY, KY/lbTypHas
NPeemMCTBEHHOCTb NMOKOJIEHWNIA, KONNEKTUBHbBIV AyX.
KapvkaTtypHble 06pa3bl opraHMyYHO BOCMPUHUMAAWCh
¥ BOMJIOLLLaAW B HAPOAHOM CO3HAHWUM HEOBXOANMble
ana nobenbl [yXOBHbIe U 3CTeTUYECKME naeanbl.
KapukaTypbl B cBOE BpeMsa cnocobcTBoBanu
pOCTYy HAapPOAHOro CaMOCO3HaHWA U efUHCTBaA
pycckoro obuiectsa. HanoseoHoBckas apmua
npezctaB/ieHa B KapukaTypax O4HO3HaUYHbIM BO-
naoleHve 31a n gbasona. Obpas npotnBHmKa Ha-
nofeoHa BOCMNeBaeTCA KakK 3alyMLLatoLWnil CBOKO
HE3aBUCMMOCTb, HaLMOHaNbHY CaMObbITHOCTb,
pennruo 1 3akoHHoCTb Baactu. Obpasbl congar,
KpPecTbAH NPenoAHOCATCA BOMAOLLEHEM CTpaja-
towen jobposetenn. B oTHOLWEHMM Takoro NPOTUBO-
NOCTaBAEHUs CTPaH CUAbHA MbIC/b O NMPEAPELLEHHOW,
eAVHCTBEHHO BepHOM nobeabl Poccuun. B Takom
cBeTe nopaxeHne HanoneoHa TpakTyeTcs Kak akT
HebecHoro npasocyaus. /136aBneHne nopaboLLEHHbIX
HaMno/JIeOHOBCKOW apMMeil HapoA0B BOCNPUHMUMA-
JIOCb TOPXXECTBOM A06pOAeTeNM U OCY>KAEHNEM MO-
poka.

BbiBepeHHOe peLleHne 3KCNo3numm 3aioB cy-
KUT NaTPUOTUYECKOMY YYBCTBY MoceTUTenen,
BOCXBaJIEHNIO BOMHCKOIO MOABUra, CU/bI JyXa Ha-
poga. [TocTpoeHHasa B XpOHOOrMYECKOM NopsajKe
3KCMO3MLMA OCBeLLaeT CNOXHY TeMy 60pbbbl,
MOHATOW Mpexze BCero yepes CTO/JKHOBEHMWE
Poccuinckon n ®paHuysckor nmnepun. Kpome
TOro, AeMoHCcTpupyeTca agobaectb U Bepa npoc-
TOro congaTa, BOeHHbIl 6b1T. OTHOLWeEHMeE K Bpa-
ry oT4eT/IMBO MPOABJIEHO MMEHHO B obpa3sax
KapukaTyp, rae npucyTcTByeT Hapo4mnToe NpoTu-
BOMOCTaB/ieHNe 061Ky OTe4eCTBEHHOro coajarta
rmnepboan3MpoBaHHOro obpasa HecypasHoro, Tpy-
coBaTtoro 6owLa, BO3rnaBaeMoro «4yAoBuLLEM»-
HanoneoHom. KoHuenuna HUcnpoBepXeHMNa
obpa3sa Bpara CTaHOBUTCA 0b6LENPUMEHMMON
cpeav XyLOXHWUKOB, Tak Kak ropa3go npolue cTa-
HOBUWTCA NobexaaTb TOro, Hag KeM Tbl CMe&LbCA.
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A YHUXKEHHbIV 1 CNOMJEHHbI Bpar He Bbi3blBaeT B
Hapoe OObIKHOBEHHO HW YBaXXeHWS, HW >KanoCTu.
He yckonb3aeT OT BHUMaHMs, YTO NpeAMeTOM Hac-
MeLLUKWN 3a4acTyto CTaHOBUTCS cnabbli, Henenbli
NPOTUBHUK. BolMHa e npuyyaeT K cBoeobpasHOMyY
YEpPHOMY HOMOPY, NMO3BOIAET IYMIMBO HaCMeXaTbCs
HaZ cMTyaumen 1 nepcoHaxkamu, 06bIKHOBEHHO Bbl-
3bIBaOWMUMN Y 3puTens codyBcTBue. boabluas yacTb
OTeUeCTBEHHbIX KapukaTyp BOCNPOU3BeAEHa, KaK Mbl
BMAMM Ha OCHOBaHMWMN My3eWHOM 3KCMO3nLuUn, Nocne
1812 roaa, v ABMAACb OCMbICNIEHVNEM MEPEXUTBIX
TOJIbKO UTO ApamaTUyecKkux Ans CTpaHbl COBbITUIA.
B Hawe Bpema nponcxoanT HoBoe obpalleHune K
3TMM 0b6pa3aM, NopoXAatoLLLee XenaHne PackpbiTb
NnoTeHUMan BOEHHOWN KapuKaTypbl, HaWTW eli HoBoe
NOHUMaHWe.

OCHOBHble 0COBEHHOCTM aHTMHAMOJAE0HOBCKOM
KapukaTypbl, Npeanaraemble NoceTUTeNsaM Myses,
COCTOAT, MpexJe Bcero, B MHOroobpasuu npume-
HAEMbIX MaTepuanoB 1 TeXHUK. Mbl ybeanancs B 3Tom
Ha MHOronJaHOBOM MaTepuaie, SKCNOHUPYEMOM
B 3a/1aX, CTONKHYBLUNCb C MPOU3BEAEHUAMMN neyaT-
HOW caTUpbl U NPOU3BEAEHUAMN AEKOPATUBHO-
NpVKAajHOro nckyccrea. BoHa ¢ HaNoNE€OHOBCKOM
apMuven pelunTesibHO 3aTPOHYa BCE BblgatoLLmecs
YMbl OTeYecTBa, OTpasnaacb B MaCCOBOM MCKYCCTBE
KapuKaTypHoM rpadvku, B NpUYyAINBOM CEPBM3E,
eMHNUHbIX 3KCMOHaTax BpoAe Konuakm nau taba-
KEPKW.

[Apyras 0cOBEHHOCTb NPeACTaBAEeHHbIX BHUMAHWIO
3pUTeNs KapuKaTtyp 3akato4vaeTcs B HaLMOHaNbHOM
HEeOAHOPOAHOCTUN KOoANeKuun. B Heé BxoaAT kapw-
KaTypbl OTEUYECTBEHHbIX MacTepOB, HO TakXe aH-
rnnnckne, ppaHLysckme, Hemeukmne paboThl,
UTO, KOHEYHO, CBUAETENbCTBYET O boraTcTBe mMy-
3eiHoro cobpaHusa. He mMeHee 3HauMMo Ans
nccnesoBaHns n cBoeobpasme co3faHHbIX N306-
pa>keHWl, KOTopoe 3akato4yaeTCss B UX TECHOM
B3aMMOJENCTBUM C TEKCTOM. HenocpeacTBEHHO
caMa Kapukatypa ABAAeTCA KPeOJIM30BaAHHbIM
TEKCTOM, aKTUBHO onepupyeT BepbasbHbIMUN 1 He-
BepbanbHbIMU cpeacTBamMu. [of06HO nckyccTBy
abunwm, KoOMuKKCy, NnakaTy OoHa CUHTe3npyet
MOJINTUYECKYHO OOLLECTBEHHYHO U aBTOPCKYHO MO-
3ULUK, Npe3eHTys CBOW pe3yabTaT LWNPOKOMY
3putento. IHTepeceH u dakT 3aMMCTBOBaHMA ps-
[la CHOXKETHbIX KOMMO3ULNIA KapukaTyp pyCcCKmx
rpadpukoB TepebeHesa, OneHnHa, KopHeea B npo-
Lecce M3roToBAEHNA rapiHEPOBCKOro cepausa. 310
06CTOATENBCTBO 3aCNy>KMBaET NoAPOHHOro mn3sy-
YeHus, Koraa OAMH M300pa3nTesbHbI MaTepuan

YCMEeLHO MOCAY>XXUA OCHOBHbIM LeNsiM NeyaTHON
caTmpbl — MHGOPMALVOHHO-KOMMYHWKATUBHOW, MPO-
CBETUTE/IbCKOW, NponaraHANCTCKON, 3CTETUUECKOM
— B Pa3HOM TEXHMYECKOM UCMOHEeHW. Tak, BOCpus-
TVe KapvikaTyp ¢papdopoBbIx Yallek 3aBoga MapaHepa
He ymanseT BreyatseHus 1 obLen 3Ha4YMmMocCTu
nepBonCcTOYHMKa. KoHeuHo, My3eit OTeuecTBEHHOM

BOMHbI 1812 roga He cTaBuAa nepes coboi NcKyccTBo-
BEAUECKON 331a4M, KOHLLEHTPUPYACh Ha crieunduyeckn
NCTOPUYECKON MHPOPMATUBHOCTU NOCETUTENEN.
Torga Kak KapukaTypa B KauecTBe 3KCMoHaTa fBu-
nack cozepkaTtesbHO MHOrodyHKLVOHANbHOW, ncce-
JLyeMOl KakK B KauecTBe MCTOPUYECKOro NaMATHMKA,
Tak 1 NPOW3BEAEHNS NCKYCCTBA.
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