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SOCIAL AND POLITICAL CARTOON BY CHARLES
BRITON BASED ON THE DESIGNS FOR THE
CARNIVAL COSTUMES «LOST LINKS» OF THE 1873
MARDI GRAS MASQUERADE IN NEW ORLEANS

Summary: n the article, the author turns to graphic
material - a series of sketches of carnival costumes by
the American artist of Swiss origin C. Briton. The sketches
were caricatures, on the example of which the intention
of criticism of the political state of New Orleans society,
social problems of the population of the second half of
the XIXth century was traced. The author examines the
history itself, traditions and customs of its holding, the

The caricature genre of the second half of the
19th century reveals a curious combination of repre-
senting criticism of both political and scientific-his-
torical institutions of the state. The Swedish artist,
graphic master and lithographer Charles Briton (c.
1840-1884) gave us a vibrant example of such an
intention in a series of watercolor drawings. Our
study was attracted by the series of sketches “Lost
Links” (1873), painted in connection with the Mar-
di Gras carnival in New Orleans (Louisiana). The pa-
rade’s official name was “Charles Darwin’s Missing
Link." Its organizers were inspired by a published
work on the origin of species by the celebrated
English naturalist.

In total, Briton’s “Lost Links” series consists of
101 sketches. It was a satire on the theory of evo-
lution, which is clear from the title of the series. The
works also criticize acute social problems: populism
of public figures, venality of the authorities, inter-
racial problems.
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difference between the costumes of the masquerade of
1873 and a number of others held in New Orleans. The
article emphasizes the problem of the multidimension-
ality of the semantic component of the caricature imag-
es created by the artist.

Keywords: caricature of the XIX th century, carnival cul-
ture, XVIIIth century art, political satire, social satire, an-
ti-Darwinian caricature, graphic cycles, costume designs

Briton's series of caricature sketches for papi-
er-maché costumes is unusually interesting for our
study, as the designers relied on the mixomorphic
types developed by the graphic artist. And the ob-
jects of irony in this case were their own social
and political realities of everyday life. The carica-
tures reproduced the appearance of popular mod-
ern personalities: politicians and public figures. The
figurative vocabulary inherent in “Darwin’s carica-
ture” was vividly perceived and applied. In a num-
ber of images presented by the artist one can trace
portrait caricature similarities with real personali-
ties - it is Ulysses S. Grant (1822-1885), Benjamin F.
Butler (1818-1893), Henry C. Warmoth (1842-1931),
Algernon S. Badger (1839-1905), and Charles Dar-
win (1809-1882) himself in the form of a donkey.
Mardi Gras 1873 was an occasion for a bold dis-
play of political commentary and artistic costumes.

Briton's series of papers has attracted the at-
tention of researchers such as Leanna Keith, Patrick
Young, and Henri Schindler. Also material for the

study served as information from the website of the
Tulane University of Louisiana Research Collection,
reports by Suzanne Powers [Mistick Krewe of Co-
mus], Eira Tansey [LaRC's Carnival collection in the
news]. The Tulane Manuscript Collection holds, an
impressive collection of paper memorabilia, docu-
ments about the New Orleans Masquerade. These
include invitations, dance cards, printed posters, and
bulletins. The collection contains over five thousand
original designs for parade floats and costumes. A
significant portion represents the “golden age” of
carnival (1870-1930), as written about by critic An-
dree Schindler, who himself was the designer of
a number of carnival costumes [Schindler, 2001].
The collection includes designs by past artists be-
sides Charles Briton himself, Jenny W. White (1865-
1913), Bror A. Wikstrom (1854-1909), and Carlotta
M. Bonnekaz (1887-1930). All were closely associ-
ated with the creative artistic life of New Orleans.
In addition, the collection contains materials from a
younger generation of masters like Andree Schindler,
Patricia Hardin, and Olga Peters. The Manuscripts
Department is one of the most comprehensive ar-
chives in New Orleans, housing documents from
the colonial period to the present day. Among oth-
er things, the department’'s materials reflect topics
in Civil War studies, Louisiana politics, Judaic stud-
ies, women's studies, southern literature, medicine,
and Mardi Gras.

Very little is known about the creator of the car-
toons of interest to us. Briton was an astonishing
artist (lithographer, engraver), a well-known New
Orleans architect and civil engineer who created a
number of projects during his generation. He worked
as a lithographer with John E. Boehler and as an
engraver with Adolph Zenneck. With the former in
1870, and with the latter in 1879. In addition to the
carnival of interest to us, he worked on the design
for Mardi Gras 1870-1871 on the theme of "Twelfth
Night” by W. Shakespeare, the design of the cere-
monial parade in 1882 on the plot of Proteus. He
carried out works not only for New Orleans, also
worked on the design of parades of Cincinnati, Bal-
timore. At the same time about his personality, un-
fortunately, little can be said reliably. The master was
a native of Gothenburg (Sweden). Originally, Briton
came to New York, and then settled in New Orleans.
Partly to shed light on some aspects of his life can
be preserved uniform, which he wore as part of a
military regiment in Mexico under the command
of Maximilian | (1832-1867). There is no other ev-

L 1. Ulysses S. Grant

idence of the artist’s private life. At the time of his
death the late master was forty-three years of age.
His death on July 3, 1884, was mentioned by The
New York Times, The Daily Picayune. They stated
that the remains of the artist were committed to
the ground in Greenwood Cemetery on Wednes-
day morning.

The thematic coverage of the subjects of the pa-
rades of different years in Louisiana is wide: “Phases
of Nature”, "Rubaiyat”, “A Look at the Modern World
of Art”, "“Myths and Cults of the Chinese”, “Tenny-
son”, “Aeneid”, “Language of Flowers". One of the
prime examples of the carnival theme was the story
of Proteus, a mythological character from ancient
Greece. (There are several versions of the origin of
the myth character, sometimes he appears as the
son of Poseidon and Hera, according to other ver-
sions - his mother is considered a nymph). Possess-
ing the ability to metamorphose the character was
able to take a different appearance, which served
as a reason for the embodiment of many impres-
sive artistic images in the thematic design of the
next carnival Briton. This is evidenced by the artist's
drawing of a ship floating on the waves with an-
cient oriental elements of decoration (protomes of
a bull, a ram, a stylized image of a scarab), lotuses
and ibises among the landscape. The drawing was
obviously intended as a sketch for the design of a
platform for a masquerade. It confirms Briton's in-
herent attention to detail, his rich color palette, the
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Ill. 2. Algernon Badger

introduction of a variety of animal and plant image-
ry, and the national flavor of each carnival design.

The artists-decorators in a respectful manner ap-
pealed, as one can judge, to the cultures of many
nations, to mythology and literature. Each masquer-
ade was dedicated to a certain theme, in accord-
ance with which the decoration necessary for the
occasion was created. It is traditionally accepted to
consider carnival from the historical-cultural, an-
thropological, theological, folkloristic, theatrical,
philological, semiotic sides of the study [Kitashova,
2012, p.13.]. Carnival culture is not a phenomenon
inherent in any particular nation. The formation of
carnival culture falls on the period from the early
Middle Ages of the XIlI century to the time of its
blossoming in the XVI-XVII centuries.

Currently, in addition to New Orleans carnivals,
there are carefully organized carnivals in Venice (Ita-
ly), Rio de Janeiro (Brazil), Nice (France), Goa (India)
and many others. Masquerade is a syncretic phe-
nomenon, combines a number of pagan and Chris-
tian manifestations of ritual: liturgical processions of
Christianity and traditions of Roman saturnalia, Lu-
percalia, borrowed by the Germans [Kolyazin, 2002,
p. 88-118]. The parade was supposed to be a sol-
emn procession of participants dressed in carnival
costumes. Processions, demonstrations from ancient
times were an integral part of folk festivals. They
simultaneously realized the religious and theatri-
cal function of the celebration often with famous
characters, masks, elements of buffoonery. Since
a particular procession is usually given a certain
symbolic meaning, the involvement of the people
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in the parade celebration testifies to their spiritual
ideological unity.

Some features of Carnival in New Orleans were
individualized. For example, papier-maché costumes
were first created in New Orleans itself, not in Par-
is. But it is necessary to mention the features and
traits that make this masquerade akin to other sim-
ilar celebrations. Both in its structure, in its tradi-
tion of holding it, and, of course, in a number of its
functions. For example, the motif of festive deco-
ration with flowers and garlands is deeply symbol-
ic, known since antiquity. Carnivals contain certain
formed ceremonies, processions. They are often
accompanied by music, dance, symbolism of the
fire element (fireworks, torches, flambeaux, burn-
ing effigies, etc.), throwing coins or food, wearing
a specific costume and masks. Carnivals are brand-
ed by the inversion of socio-cultural symbols. The
very order of the masquerade, with the frequent
announcement of its own appointed “king” of the
holiday, levels the materiality of the real ruler, any
real hierarchy, socially accepted norms and cere-
monies, and recognized significant values. The mas-
querade literally turns the world upside down, as
if taking the participants out of the ordinary world
into their own, over which the rules of the ordinary
world have no power. Carnival participants can build
different relationships, games with others, some-
times incredible in real life in agreement with the
rules of hierarchy. Carnival is relatively democrat-
ic, in many ways equalizing people of different so-
cial status, and sometimes faith and race. Men and
women also feel more at ease with each other. Like
performance, masquerade is a living and evolving
art form in the space-time continuum, the course
of which sometimes threatens to go beyond the
control of the people who carry it out [Kitashova,
2012. P.13]. Carnival whimsically includes features
of the sacred, seriousness with a playful compo-
nent, a parody of seriousness.

The history and customs of the Mardi Gras Car-
nival in New Orleans deserve special attention. The
national holidays of any country appeal to the cul-
tural meanings and values accepted in that commu-
nity. There are more than forty names on the U.S.
holiday calendar. Celebrated with a grand proces-
sion, balls and feasts, the New Orleans holiday was
formed on the basis of old French traditions, be-
cause Louisiana was once part of the French pos-
sessions in the New World [Zakirova, Kotlova, 2014].

The very name of the masquerade organiza-
tion already requires some deciphering - the Mys-
tic Krewe of Comus Society. Founded in 1856, the
“Mystic Krewe of Comus” (English abbr. "MKC") is
the oldest continuously operating organization, es-
tablished for the most part by Anglo-Americans in
New Orleans. The MKC was famous for its annual
Mardi Gras (French for “Fat Tuesday”) celebration,
celebrated usually before the beginning of Lent for
Catholics. Prior to the founding of the MKS, carni-
val celebrations in New Orleans were largely con-
fined to the Roman Catholic community. Parades
were irregular and mostly informal in nature. Regu-
lar parades were held from 1857 through 1991, ex-
cept during the Civil War period (1861-1865). This
colorful event was accompanied by a costumed per-
formance and music.

The term "krewe"” includes the very public organ-
ization that organizes the parades and balls during
the carnival period, financing the necessary costs of
the festivities and decorations. In addition to Mardi
Gras in New Orleans, the term is used in reference
to other Louisiana festivals (Lafayette, Shreveport,
Baton Rouge), as well as the Gasparilla Pirate Festi-
val (Florida), the La Crosse Carnival (Wisconsin), and
the St. Paul Winter Carnival (Minnesota). Accord-
ing to the Encyclopedia Britannica [Cultural Life].
The word "krewe"” was applied in 1857 by a New
Orleans-based organization calling itself “Ye Mis-
tick Krewe of Comus” and is now used as an archaic
affectation. The very tradition of the Mystic Krewe
of Comus charity was inspired by Alabama’s mys-
tic society, the Cowbellion de Rakin Society, from
which the krewe membership system spread to a
number of French and Catholic-dominated cities
like New Orleans. And the reference to the image of
Comus is also multivalent. There are analogies with
the ancient deity Komus, as well as kinship with the
character of the same name libretto for the mas-
querade of J. Milton (1608-1674). In Greek mythol-
ogy, Comus (Komus/Komos) is the god of feasting
and merriment, of nighttime idleness, the son and
cupbearer of Dionysus. Comus is also the name of
the ritual of the procession itself, associated with
chants, dances and music: flutes and kyphars.

In the Latins, Comus was present in the same
hypostasis as a minor deity, largely identified with
Dionysus. His attributes include wine, a torch, flow-
er garlands, and wreaths. And the image itself was
usually reproduced against a background of festiv-
ities in the bosom of nature. In Milton's interpre-

Ill. 3 General Ben Butler

tation of the image, Comus is given the function
of the tempter of the human soul. Pagan motives
of the mystical creature are embodied by the au-
thor in a negative interpretation. Such dualism of
the image gives a vast field for interpretation and
creative thought when addressing directly to the
culture of carnival. “Mystic Krewe of Comus” is the
first and oldest krewe in New Orleans, founded in
1856 by 21 members of the philanthropic com-
munity. According to R. Mitchell, “Americans have
‘Americanized’ New Orleans and its creoles in no
small measure. In doing so, New Orleans “creolized”
Americans. Leadership in organized carnival passed
from Creoles to Americans, just as it did to political
and economic power during the nineteenth cen-
tury. The spectacle of Mardi Gras, in all its forms:
in ballrooms and in the streets, represents a syn-
thetic culture of New Orleans, neither wholly Cre-
ole nor wholly American [Mitchell,1995. P. 25-26].

Indeed, the masquerade of 1873, which inter-
ests us, also had an influential semantic justifica-
tion. The natural-science theme gave rise to the
use of zoomorphic symbolism to criticize a num-
ber of innovations. The costumes of Briton's de-
signs were envisioned to mock the Republicans,
whom the New Orleans elite blamed for efforts to
establish civil equality among the races during Re-
construction (1865-1877). New Orleans society was
multi-ethnic, with locals absorbing French (primar-
ily), Spanish culture from as early as the seven-
teenth and eighteenth centuries. After mixing with
the culture of settlers of Irish and Scottish origin
who settled in the XIX century, by the period de-
scribed by us, the city had formed its own cultur-
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Il 4. Krewe of Proteus 1882 float

al environment with a high position in the light of
Creoles and French-speaking part of the popula-
tion. After the events of the American Civil War, New
Orleans faced severe consequences of social and
political reorganization. The society was gradual-
ly Anglicized, French was removed from the list of
languages taught in schools, and the Creoles them-
selves, in their opinion, were relegated to the level
of ordinary black Americans, leveled in civil rights.

The 1873 parade is also a sad testament to con-
temporary scholars that there were still racist ves-
tiges in society. Although the Slavery Abolition Act
had already been signed into law for a decade on
June 19, 1862, by A. Lincoln (1809-1865), there was
skepticism in the public mind about equality with
former slaves. Part of the acceptance of change
was aided by the fact that several black men served
in responsible public positions during Reconstruc-
tion, such as Louisiana’s Lieutenant Governor from
1868-1871, O. J. Dunn (1822-1871), and politician
Caesar A. Carpetier (1836-1921). Integration was
underway in the public sector, but it had not even
begun in the philistines. The racist stereotypes of
his time guided Briton's sketches. The image em-
bodying the "missing link in Darwin’s chain” was
presented in the form of a humanoid ape. The au-
thor refers to the association between the image of
the ape and a recently enfranchised African Amer-
ican. The rights given to former slaves were re-
jected by American civil society, especially in the
southern states. Recognizing the equality between
dark-skinned and light-skinned people was akin to
accepting the kinship of man and ape. Unable to
argue with hard facts and ordinary humanistic jus-
tice, society was left to resort to caricature as a le-
gitimate form of criticism.
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The inimitable feature of the satire of Briton's
costume design was the blatant declaration of the
superiority of the traditional elites of New Orleans
society. And this cycle of the master’s works is dis-
tinguished by the fact that he was one of the first
to use zoomorphic images associated with Darwin's
theory as an argumentation for the supporters of
white supremacy. In this connection, it is worth men-
tioning the visibly racist caricature of a monkey in a
hat with a peacock feather playing a banjo. As one
of the sketches for the carnival action, this carica-
ture mocked not so much the specific personality
of Carpetier, but the contented life of a liberated
African. The character’s pose is relaxed, conveying
his carefree and triumphant attitude.

As if to counterbalance this image, Briton created
a sketch of a costume of an elderly man, combin-
ing human features in the figure with the guise of
a moth of the revolting moth, a species of which is
also called “Dead Head". The artist’s choice of this
moth is based on the peculiarity of the drawing on
the chest in the form of a human skull characteris-
tic of this species, which, combined with the rath-
er impressive size of the moth (wingspan about 13
c¢m) and the ability to make sounds, gave rise to su-
perstitions and myths associated with bad omens.
This vivid image is embodied in the sketch by an
elderly European man with his back turned to the
viewer in brightly colored clothes with wings and
a skull mask. The character’s gray head with a gray
beard, as well as the striking scythe in his left hand,
evoke associations with Chronos (personification
of time). There is a possibility that the master em-
bodied in this sad image the symbolic death of cul-
ture through the eyes of the European Old World.

Another feature of the cartoon series was the
obvious political focus of the satire, directed at the
leaders of their own state, the state. It was the first
parade that dared to depart from the political neu-
trality that had previously been applied to the de-
sign themes of Mardi Gras Louisiana. The previously
established tradition of carnival did not reflect so
keenly the socio-political mood of the day. Usual-
ly, the themes of the presentations complicated the
interpretation of mythological and literary subjects.
The artists were inspired by fantasy, even some ex-
oticism of the imagery, orientalism in the details of
costumes and decorations. Before the carnival we
are studying, the humorous component of the per-
formances had not yet embodied the social chal-
lenge, acute social satire.

Willym wrote about the Comus [Willym] parade,
indicating that the period after Reconstruction was
accompanied by a wave of political upheaval in Lou-
isiana. Thus the theme of the parade “Charles Dar-
win’'s missing link” was only an occasion for the artist
to realize his creative potential in a vivid satirical
criticism of real people and those historical events,
which he witnessed. The appeal to natural-scien-
tific themes made it possible to expose the criti-
cized party with the help of zoomorphic symbolism.
Such a technique was already used by cartoonists
in Western Europe, criticizing various social insti-
tutions, as exemplified by the images of C.G. Ben-
nett (1828-1867) and E.L. Sambourn (1844-1910),
who embodied Darwinism.

Briton's masks bore a resemblance to famous
personalities from the capital city of Baton Rouge to
the White House of Washington, which it has now
become difficult to ascertain without resorting to a
search for external resemblances, the habits of once
famous personages. Through the torchlight parade,
conducted without platforms, President Grant (a to-
bacco maggot), General Butler (a hyena) were easily
recognized. Other notable images included foxes,
snakes, cats, and other, already fantasy, grotesque
figures. The political overtones of the images were
identified with the images of government officials,
Yankee entrepreneurs from the northern part of the
United States (also called "sackbuilders”), and po-
litical renegades. The Comus parade was held up
on Canal Street by a mob of men, forcing the pro-
cession to turn back.

Let's turn in more detail to a few recogniza-
ble characters in Briton’s cartoons, who have been
identified and provided images on his blog by U.S.
Reconstruction-era history attorney Patrick Young
[Young]. These are the influential figures we men-
tioned above, Benjamin Butler, Henry C. Warmoth,
Algernon S. Badger, and Ulysses S. Grant. Many of
the images are difficult to label for certain; the au-
thor gave no written designations on the obverse.
This was probably not necessary in his time due to
the easy recognizability of the images. Sometimes
there are captions on the drawings that refer to the
idea of a particular animal: salamander, alligator.
Other sketches are not captioned but are also quite
illustrative: lion, fly, elephant, leopard, bat, beetle,
whale, walrus, crayfish, monkey, grasshopper, spi-
der, snail, donkey, coral polyp, and others. There
are sketches of costumes of flowers and plants, they
are not so caricatured, rather perform a decorative

function, demonstrating the diversity of nature and
serving as a true decoration of the carnival.

The image of Union General Ben Butler was iden-
tified with the hyena. So unflattering to the politi-
cian was the image of a carrion-eating beast that
preys on sick, weak, and straggling victims, as well
as the hyena's habit of settling for the leftovers
of stronger predators. In addition to the appropri-
ate coloring, the artist reinforced Butler's demean-
ing attitude by drawing the animal’s tail hanging
down. In addition, Briton introduced telling details.
In the hands of the character is a skull, and on his
belt hangs a saber. These attributes were a refer-
ence to the military career of the depicted, his par-
ticipation in the occupation of New Orleans. In the
management of this city, he showed political firm-
ness and persistence, which caused the residents a
sense of rejection. On September 27, 1862, Butler
formed the first African-American regiment in the
U.S. Army, which was unusual in those days when
most regiments were commanded by white officers.
However, a number of his decisions were received
by the citizens in the bayonet: The Cotton Confis-
cation Act of 1862, the censorship of newspapers,
the execution of William Mumford (sentenced to
hang for treason for removing the U.S. flag from the
New Orleans Mint). Most notorious was Butler’s Ex-
ecutive Order No. 28 of May 15, 1862, which stat-
ed that if any woman showed open contempt for
any United States soldier, she could be treated as
a prostitute. In consequence of such unpopular or-
ders, the general acquired the negative nicknames
“Butler the Monster”, “Spoon Butler.” In connec-
tion with the latter, mention should be made of
the symbolism of the image of the spoon on But-
ler's shoulder. Notorious was the incident in which
Butler discovered a woman from New Orleans at-
tempting to cross the Union border with a 38-piece
silverware set who was using a pass that allowed
only clothing. Butler's persistence in pursuing any-
one helping the Confederacy generated fierce ridi-
cule from the white residents of New Orleans.

Former Republican Governor of Louisiana Henry
Warmoth was showed as a rattlesnake with a Native
American headdress of feathers like those used by a
number of Native American populations - Apache,
Cheyenne, Sioux, Lakota. Warmoth was elected large-
ly with the support of the African American commu-
nity. It is likely that the motifs of traditional Native
American dress recreated by the cartoonist were
a satirical allusion to Warmoth's pseudo-respect-
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ful stance toward the people who elected him. But
his subsequent actions in his newfound position
in relation to the interests of the white elite led to
charges that he had betrayed his black constituents.
The main problem facing Warmoth's party was that
their Democratic rivals rejected the legitimacy of a
government based on black votes.

Another popular figure to create a caricature
was Algernon Badger, who was the chief of the New
Orleans Metropolitan Police Department. Badger
was particularly hated because of his efforts to sup-
press terrorist groups of white supremacy support-
ers in the region. He was even assassinated in 1874
during the Liberty Place uprising led by the White
League paramilitary organization. Badger led the
Mardi Gras procession in New Orleans more than
once as superintendent of police [Nystrom, 2010,
p. 134]. And the caricature of him presents an obvi-
ously endowed with zoomorphic features. The artist
relied in his work on the characteristic external sim-
ilarities of the depicted with a dog, additionally ex-
aggerating them. In the sketch, the elongated face,
hanging whiskers and thickly protruding eyebrows
are noticeably emphasized. Thus the author wanted
to achieve the realization of the semantic analogy.
Badger's official zeal was given to a comparison with
a dog serving his master. The story testifies to his
really established career as a clerk in various capaci-
ties (official in the district court, tax and customs or-
ganization, postmaster). This circumstance gave the
cartoonist a reason to ironize the character’s per-
formance. In addition, this example demonstrates
a negative symbolic interpretation, as opposed to
the usual image of the dog as the embodiment of
loyalty. Briton depicts the dog in a police uniform,
emphasizing the idea that by being loyal to serving
the government and laws that were frowned upon
by the citizens of New Orleans, the character rep-
resented does not find a moral response from his
fellow citizens. This idea lay on the surface. It was
not just readable by modern audiences, but it em-
bodied their feelings of disagreement with U.S. pol-
icy. We would not want to overlook the fact that by
choosing a dog as an animal for the image-analo-
gy, Briton refused to compare Badger with a badg-
er, which was the first obvious comparison. Based
on the spelling of the cartoon character’s surname,
this was the simplest and most obvious solution.

Known as an avid smoker, Ulysses S. Grant was
depicted by Briton as a caterpillar with limbs shaped
like green tobacco leaves. The head, like the other
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images in Briton's series, is decidedly portrait-like.
Grant is represented in full-face, with a hat on his
head, with a cigar in his mouth. In an 1865 por-
trait of the Norwegian painter O.P. Hansen Balling
(1823-1906), Grant also appears before the viewer
with a cigar, which is, as we see, not a caricatured
exaggeration. Thus, Balling, in a succession of por-
traits of Union Army generals, singled out the cigar
as a distinctive element that reveals Grant's image.
It is interesting to note that both artists chose a
three-quarter portrait with the face to the right. It
can be assumed that this angle was the more ex-
pressive for perception. Briton's later caricature is
a reminiscence of a famous pictorial portrait.

As president, toward the end of his administra-
tion, Grant was losing his former popularity due
to the economic collapse of 1873. In the southern
United States, his personality was understandably
unattractive due to his role in the North-South War.
In the caricature, in addition to the broad hat, Bre-
ton endowed Grant with the distinctive patches of a
military man, once again stating the defining sym-
bolism of the hated image. To the people of New
Orleans, Grant is first and foremost a Union Army
general, not a president. His management of mili-
tary operations in the army caused rejection among
the citizens, as well as his civic position and the fact
that he once accepted the surrender of the South
to R.E. Lee (1807-1870). The very face of the presi-
dent in Briton's sketch is not caricatured, but is em-
bodied quite traditionally, with a thoughtful gaze
directed away through the viewer. The serious na-
ture of Grant is evidenced by facial expressions: re-
duced to the bridge of his eyebrows, compressed
lips. The artist did not hyperbolize the facial fea-
tures in search of crude mockery. This approach is
inherent in other portrait sketches by the master.

The artist’s creative heritage, in addition to the
series of works we have discussed above, deserves
a separate study. The samples of Britons artistic iro-
ny presented to our attention lead to several con-
clusions. One of which manifests itself in a further
confirmation of the existence of political and social
caricature as a single type. It is no accident that re-
searchers in sociology, political science, and history
have turned to the material of caricature, drawing
on them in the course of their works (M. Dorothy
George, J. Paston, G.M. Atherton) [Sherry, 1987]. An-
other essential feature of the works under consid-
eration is the multilevel approach of the figurative
structure of caricatures. In addition to the portrait

caricature level, Briton's satire properly drew on
themes of anti-evolutionary rhetoric. The fact that
the cartoons served to express the anti-democrat-
ic, racialized society of the U.S. South in the second
half of the nineteenth century should be recognized
for them. The very theme of the parade was stat-
ed and embodied as a parody of Darwin's teach-
ing on the origin of man, referring to the concept
of the so-called “missing link”. Formally, the criti-
cism of the cycle of cartoons was directed against

the evolutionary theory of the English researcher.
In fact, the images projected the satire, translat-
ing it into a different context, leading it directly at
the officials of New Orleans. In this way, the car-
toons of the sketch series combined several layers
of depictions of criticism while being highly artis-
tic works. The semantic range of images of fine art
was enriched thanks to the capacity of metaphori-
cal language inherent in Briton's cartoons and the
variety of ways of representation.
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COUNANIBHAA N TTOJINMTUHECKAA KAPUKATYPA
YAPJIb3A BPUTOHA HA NMPMEPE 3CKN30B
«[MOTEPAHHbIE 3BEHbA» A1 KAPHABAJIbHbIX
KOCTHOMOB MACKAPALA MAPAW TPA
1873 TO4A B HOBOM OPJIEAHE

AHHOmayusA: B ctaTbe aBTOp Obpalyaetcs K rpadu-
YecKoMy MaTepuany — Cepun 3CKM30B KapHaBaibHbIX
KOCTHOMOB aMepPUKaHCKOTrO XYAOXHMKa LIBENLLapPCKOro
npoucxoxgaeHuns Y. bputoHa. IcKM3bl HOCUAM XapaKTep
KapukaTyp, Ha npuMepe KOTOpbIX MPOCaeXMBanach UH-
TEHLMA KPUTUKN MNOAUTNYECKOTO COCTOAHMA obLyecTBa
HoBoro OpneaHa, coumnanbHbie NpobaeMbl HaceneHus
BTOpOW NonoBuHbl XIX Beka. ABTOp paccmaTpuBaeT camy
NCTOPUIO, TPAANLMUN 1 0BblUan ero NPOBeAEHNs, OTAN-

KapuvkaTypHbI >XaHp BTOPOW NonoBuHbI XIX
cTonetns obHapy>xmBaeT AtOHOMbITHLIA CUHTES
AEMOHCTPaLMN KPUTUKWN KakK MOJUTUYECKUX, TaK U
Hay4YHO-UCTOPUYECKNX MHCTUTYTOB rocyAapcTBa.
LLIBeaCKnNN XyA0XKHWK, rpaduk, TBOPUBLLUUA B 06-
nactv antorpadum HYapabs bputoH (ok. 1840-1884)
ABWA HaM HarAsAHbIN NpuMep NOJOOHON MHTEH-
LMK B psAje aKkBapesbHbIX PUCYHKOB. Halue nccae-
fOBaHVe NpuBaekaa cepuna 3ckn3os «[loTepsaHHble
3BeHbsA» (1873), HanncaHHaa B CBA3M C NpoBeje-
HVYeM TOp>KeCTBEHHOro kapHasana Mapgau pa B
Hosom Opinieane (wrat Jlymsumana). OdvunanbHoe
Ha3BaHuWe napaga — «Hepocratowee 38eHO Yapb-
3a [lapsuHa». Ero yctpouTtenn 6biam BLOXHOB/EHbI
BbILLEALNM TPYAOM O MPOUCXOXAEHNN BUAOB NPO-
CNlaBJIEHHOrO aHMIMNCKOro HaTypanucTa.

Bcero cepus pabot bpuTtoHa «loTepsiHHbIe 3Be-
Hbsi» coctonT U3 101 ackm3a. OHa npepcTaBasana
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yme KOCTIOMOB Mackapaga 1873 roga oT paga Apyrux
nposogumbix B HoBom OpneaHe. B ctaTtbe noguepku-
BaeTca npobsema MHOronJaHOBOCTU CEMaHTNUYECKOWN
COCTaBAAIOLLEN KapyKaTypPHbIX 06Pa3oB, CO3AaHHbIX Xy-
JOXHUKOM.

Knrouesere cnosa: kapukamypa XIX eexa, kapHasase-
Hasa kynemypa, uckyccmso XVIII eeka, nonumuyeckas
camupa, coyuaneHas camupd, aHmMudapeuHoO8cKas Ka-
pukamypa, epagudeckue Yukabl, 3cKU3bl KOCMHOMO8

o060 caTMpy Ha TEOPUIO 3BOJIFOLMM, UTO ICHO U3
camoro Ha3BaHus cepun. Takxke paboTbl KPUTUKYHOT
oCTpble coLmabHble Npobaembl: NonyamM3m obue-
CTBEHHbIX AeATenew, NPoAaXKHOCTb OPraHoB BAACTK,
MeXpacoBble Npobaembl.

Cepusi KapuKaTypHbIX 3CKM30B AN KOCTFHOMOB
13 nanbe-matle bprToHa HeobbIYaliHO MHTepecHa
415 Halllero nccnefoBaHus, Tak kak obopmMmutenu
Oonupannch Ha paspaboTaHHble rpadrKoOM MUKCO-
Mop®Hble TMnaxu. A ob6bekTaMn MPOHUN B laHHOM
cnyyae ABUINCb COBCTBEHHbIE COLMANbHbIE, MNOMN-
TUYeckme peanmun noescegHeBHOCTU. KapurkaTtypbl
BOCMPOU3BOAMAN OBANK NONYAAPHBIX COBPEMEH-
HbIX JIMYHOCTEW: MONIUTUKOB N OOLLLECTBEHHBIX Aes-
Tenei. Mpw 3ToM BbI/1 XKMBO BOCMPUHSAT U MPUMEHEH
06pazHbIi C1oBapb NPUCYLWNIA «AapPBUHOBCKOW Ka-
pukaType». B psaay npeactaBieHHbIX XyAOXHUKOM
06pa3oB MOXHO MPOCNEANTb MOPTPETHbIE KapyKa-

TypHble CXOACTBA C peanbHbIMN JNYHOCTAMMN — 3TO
Ynucc C. T'paHT (1822-1885), beHaxamuH ®. baT-
nep (1818-1893), l'eHpu K. YopmoTt (1842-1931),
AngxxepHoH C. bagxep (1839-1905) n cam Yapnbs
[JapsuH (1809-1882) B Buae ocna. Mapan N'pa 1873
roga ctan noBOAOM A5 CMENOW AeMOHCTPaLMmM No-
NVTNYECKNX KOMMEHTapPUEB N apTUCTUYECKUX KO-
CTIOMOB.

Cepwus pabot bpuToHa npuBaeksa BHUMaHWe
Takux nccnegosaTtener, kak JinanHa Kut, Matpuk
Anr, AHpn Wunpnep. Takxke matepranom Ans nsy-
yeHus nocayxuna nHbopmMaums cainta Konnekumm
nccnesoBaHnin TynenHcKoro yHusepcuteta Jlyusm-
aHbl, coobueHuns CrozaHHbI Mayapc [Mistick Krewe
of Comus], Iripbl TaHcum [LaRC's Carnival collection
in the news]. B TyneiHckoM cobpaHumn pykonucer
XPaHWTCA, BHYLUMTENbHAA KONNEKLMA ByMaXKHbIX Na-
MATHWKOB, JOKYMEHTOB O Mackapage B Hosom Op-
NeaHe. 3TO NpuWraleHns, TaHLeBalbHble OTKPbITKY,
nevaTHble niakaTbl U BtonneTeHn. Konnekuma co-
AepxuT 6onee NATU ThICAY OPUTMHAABHBIX MPOEKTOB
odopmMaeHnsa naatGopm 1 KOCTIOMOB A8 Napaja.
3HaumnTenbHas YacTb NPeACTaBASET «30/10TON Bek»
kapHaBana (1870-1930), o kKOTOpOM Nuncan KPUTUK
AHapu WnHanep, cam BbiBLIMIA AM3aliHEPOM psja
KapHaBanbHbIx kocTtomoB [Schindler, 2001]. B co-
6paHve BXOAAT MPOEKTbI XyA0XKHUKOB MPOLLbIX
neT Kpome camoro Yapnb3a bputoHra, [>xeHHn Y.
Yawt (1865-1913), Bpopa A. Bukctpema (1854-1909),
Kapnottel M. boHHekas (1887-1930). Bce oHM Bbinn
TECHO CBfi3aHbl C TBOPYECKOW XYAOXKECTBEHHOM XMn3-
Hbto HoBoro OpneaHa. Kpome Toro, B cobpaHum
cozep>atca Matepuanbl 6onee MOAOAOro Nokose-
HMA MacTepos Bpoge AHgpu LLnHanepa, Matpucun
XapavH v Onbru Metepc. Otaen pykonucen sBas-
eTcA OZHUM U3 Hanbosee NOAHbIX apxnBoB HoBoro
OpneaHa, B KOTOPbIX XPaHATCA AOKYMEHTbI OT KO-
NIOHWaNbHOTro Nnepuoga 1 Ao Hawwux gHer. Cpean
npoYero marepuanbl OTAena OTpaXkatoT TeMbI UC-
CNelOBaHUI rpaxAaHCKoN BOVHbI, NOAUTUKY Jlyn-
3MaHbl, NyAaunKy, XXeHCKNe NCCNefoBaHmA, FOXKHYHO
nvtepatypy, MeguumnHy, Mapan lpa.

O caMOM co3gaTene NHTePEeCYHOLLMX Hac KapuvKa-
TYP M3BECTHO OYeHb Mano. BpuToH 6bi HeopanHap-
HbIM XYL,OXHUKOM (uTorpad, rpasep), U3BECTHbIM
NPV >XXM3HU HOBOOP/IEaHCKNM apXMTEKTOPOM, MH-
>KEHepPOM-CTponuTeNem, Co3gasLuemM pas NPOeKTOB.
Pabotan kak autorpad ¢ [xxoHom 3. Bénepom, kak
rpasep ¢ Agonbdpom LienHekom. C nepsbim B 1870,
a co BTopbiM — B 1879 roay. Kpome nHtepecytoLiero
Hac KapHaBana oH paboTtan Hag An3ariHoM K Map-

av Fpa 1870-1871 rogoB Ha TeMy «/lBeHaALaTON
Houm» Y. LLlekcnnpa, opopmaeHnem Top>KeCcTBEHHO-
ro napaga 1882 roga Ha ctoxert o lNpotee. OH ocy-
LecTBAAN PaboThl He ToAbKO A HoBoro OpreaHa,
TaKXe Tpyamncs Hag odopmaeHnem napagos LinH-
uMHHaTK, baatumopa. lMpu 3TOM O ero AMYHOCTH, K
COXaNEHMIO, Malo YTO MOXHO CKa3aTb JOCTOBep-
Ho. MacTep 6bin ypoxeHueMm [étebopra (LUseuus).
W3HauanbHo bputoH npuexan B Heto-Mopk, a yxe
3aTem obocHoBanca B HoBom OpnieaHe. OTyactu
NPO/INTb CBET Ha HEKOTOPbIE CTOPOHbI €r0 XM3HU
MOXET COXpaHmBLUaACA yHUDOPMa, KOTOPYHO OH HO-
cun, Byayum B cocTaBe BOEHHOTrO noJka B Mekcuke
noja komaHgoBaHnem Makcummnnnana | (1832-1867).
VIHbIX CBUAETENBCTB O YaCTHOM XKU3HU XYL0XKHUKA
HeT. Ha MOMEHT CMepTN MOKOMHOMY MacTepy uc-
NOJNHUNOCH COPOK Tpu roga. O ero cmepTu 3 ntona
1884 rosa 66110 yNOMAHYTO n3gatenbctBaMu «The
New York Times», «The Daily Picayune». B Hux ro-
BOPWJ/IOCh, YTO OCTaHKM Xy 0XKHMKa OblAn npesaHsl
3eme Ha [puHBYACKOM Knazbvie B cpesy yTPOM.
LLInpok TemMaTMUeCcKunin OXBaT CHOXKETOB NapasoB
pa3Hbix neT B Jlynsnane: «Pazbl npuposbl», «Py-
6anaT», «B3rnag Ha COBpeMEHHbI MUP UCKYC-
cTBa», «Mudbl 1 KyNbTbl KUTAALEB», «TE€HHUCOH»,
«IHeunpa», «A3blk uBeToB». OAHUM 13 APKUX MPU-
MepoB TeMbl KapHaBana 6bis croxet o NMpoTee —
Mudonornyeckom nepcoHaxe JpesHel Mpeunn.
(CywiecTByeT HECKOIbKO BEPCUIN MPOUCXOXKAEHNUS
nepcoHaxa Muda, NOPON OH NpeAcTaeT KakK CblH
MocengoHa v M'epbl, MO APYrUM BEPCUAM €ro Ma-
Tepbto cumnTaroT HUMY). ObnagatoLmnin cnocobHoO-
CTbtO K MeTaMopdo3e NepcoHax ymen npuHMmMaTb
pa3Hblii 061K, UTO MOCAYXXUAO NOBOALOM BOMIO-
LLeHNA MHOTMX BMeYaTAAroLLMNX XyA0XKECTBEHHbIX
o6pa3oB B TeMaTMyeckoM obOopMIEHNN ovepes-
Horo kapHaBana bputoHom. CBUAETENBCTBOM TOMY
ABNSETCA PUCYHOK XYZOXHWKa, MPeACTaBASOLLNIA-
cs coboli NabIBYyLLEe NO BOJAHAM CYyHO C ApeBHe-
BOCTOUHbIMW 3/IeMeHTaMu Zekopa (MPoToMbl HbIka,
6apaHa, CTUIn30BaHHOE M3o0bpaxeHne ckapabes),
noTocamu 1 nbucamm cpean nemnsaxa. OuesmaHo,
PYCYHOK MpefHa3Havancsa B KauecTBe 3ckun3a odopm-
neHva naatdopmbl ans mackapaga. OH noaTeepxaa-
eT npucylwee bputoHy npu pabote Hag An3aliHOM
KaXKZoro KapHaBa/jia BHUMaTe/lbHOe OTHOLLEHME K
AeTanam, 6boraTyro LBETOBYHO NanuTPy, BHeAPEHNE
pPa3HOOBpPa3zHbIX XXMBOTHbIX U PaCcTUTENbHbIX 0bpa-
30B, HaLMOHaNbHbIA KONOPUT.
XyAOXKHNKN-AeKOopaToOpbl B YBaXKUTENbHON Ma-
Hepe obpaLLannch, Kak MOXHO CYANUTb, K KybTypam
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MHOTMMX HapoAoB, K Mudoaornu, nutepatype. Kax-
Abl Mackapag 6b11 MOCBALLEH ONPeAENEHHON TEME,
B COOTBETCTBUM C KOTOPOM BbLNO CO34aHO HEObXoAM-
Moe ciyyato opopmieHme. TpagnLMOHHO NPUHATO
paccMaTpuBaTb KapHaBas C MCTOPUKO-KYbTYPHOW,
aHTPOMONIOTNYECKOW, C Teon0rnyeckon, Gonbkaopu-
CTUYECKOMW, TeaTpabHOW, GUN0NOrMUYECKOl, CeMno-
TUYECKOW CTOPOH nccnegosaHus [Kutawosa, 2012,
¢.13.]. KynbTypa KapHaBana He ABaAeTCA ABNEHNEM
MPUCYLLMM KaKOMY-TO KOHKpPeTHOMY Hapogay. dop-
MWPOBaHWe KapHaBa/ibHOMN Ky/bTypbl MPUXOANTCS
Ha nepuoz ¢ paHHero CpeaHesekoBbs Xl Beka go
BpeMeHu ee pacupeta B XVI—XVII Bekax.

B HacTosLlee BpemMs MOMVMO HOBOOPJ/IEaHCKOTO
[EeVCTBYIOT TLLATENbHO OPraHM30BaHHble KapHaBa-
Nbl B BeHeuun (Utanum), Pro-ae-Xanenpo (bpasu-
nns), Hugue (PpaHums), Noa (MHANA) 1 MHOXECTBO
apyrvx. Mackapag faBnseTcs AB1eHWEM CUHKpeTMYe-
CKUM, OObEANHAET PAS A3bIYECKUX U XPUCTUAHCKNX
NposiBAEHWI OBPAAHOCTU: INTYPruyeckme WecTBus
XPUCTUAHCTBA W TPaAMLIMN PUMCKUX CaTypHanum,
Nynepkanni, 3aMMcTBoBaHHble repMaHuamu [Ko-
na3mH, 2002, c. 88-118]. Mapag npeanonaran cBoen
YaCTbO TOPXKECTBEHHYHO NPOLLEeCccuto 06aaueHHbIX
B KapHaBaJ/ibHble KOCTHOMbI y4acTHUKOB. LLlecTBus,
AEMOHCTPaLMK U3apeBe ABASINCL COCTaBHOM Ya-
CTbO OTMPaBAEHUA HAPOAHbIX NMPa3AHNKOB. B HMX
OZHOBPEMEHHO OCYLLEeCTBAANACh PENUTMO3HAsA U Te-
aTpasbHas QYHKLMA TOPXKEeCTBa YacTo C M3BECTHbIMU
nepcoHaXxaMu, MackaMu, 31eMeHTamm LLIYTOBCTBA.
Tak Kak KOHKPETHOMY LLIECTBUO OObIKHOBEHHO Mpu-
[AeTcs onpeaeneHHbli CUMBOIMYECKUIA CMbICA, TO
BOBJIEYEHHOCTb B NMapajHOe TOPXKECTBO HapoAa CBU-
AEeTeNbCTBYET 06 MX JYXOBHOM UAENHOM €4MHEHUN.

HekoTtopble uepTbl kKapHaBana B Hosom OpneaHe
6b11M MHAVBUAYaNbHbI. TakK, KOCTFOMbI U3 Nanbe-Ma-
LWe BrepBble 6blM co3zaHbl B camom HoBom Opie-
aHe, a He B Napwxe. Ho HeEOBX0AMMO YNOMSAHYTb O
CBOWCTBaX W YepTax, AeNatoLLmx 3TOT Mackapas, poa-
CTBEHHbIM C APYrMU aHaNOrMYHbBIMU TOPXKECTBAMMU.
W no cBoel cTpykType, No Tpasmumum NpoBeseHus,
N, KOHEYHO, MO psaAy CBOUX GyHKLMIA. Hanpumep,
MOTUB MPa3fHUYHOIro 0OGOPMAEHUSA LIBETAMUN U TUP-
NAHAAMK rN1y6OKO CUMBOAMYEH, N3BECTEH CO BPEMEH
ApeBHOCTU. KapHaBanbl BKAKOUAIOT OnpeseseHHble
chopmMmupoBaBLUMECs LiepeMoHUN, LecTBus. OHM He-
PeAKO COMPOBOXAAROTCH MY3bIKOW, TaHLLEM, CUM-
BOJINKOW OTHEHHOW cTuxun (Genepsepkm, dakenbl,
bnambo, CoxcKeHme uyyen 1 T.n.), pasbpacbiBaHnem
MOHET WY eAbl, HoLeHeM creundurnyeckoro Ko-
CTHOMa 1 Macok. [1na KapHaBasoB CBOWCTBEHHA WH-
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BEPCUA COLMOKYABTYPHBIX CMMBOIOB. CaM NopAazok
Mackapaga, ¢ 4acTbiM 06bABNEeHVEM COBCTBEHHOrO
Ha3Ha4YaeMoro «Kopo/s» Mpa3gHNKa HUBepyeT
CyLWeCTBEHHOCTb peasibHOro NpaBUTENS, KaKoW-/n-
60 AeNCTBUTENBHOWN MepapxXuu, cCoLumasbHO nNpu-
HATbIX HOPM U LLePEMOHUIA, MPU3HABAEMO BaXKHbIX
LeHHocTen. Mackapag 6ykBanbHO nepeBopayvBa-
€T MUP BBEPX AHOM, C/IOBHO 3abupas y4aCTHUKOB
13 MMpa 06bIYHOTO B COBCTBEHHbIN, Haj KOTOPbIM
He BNIaCTHbI NMpaBuaa 06bIYHOrO MMpPa. YUYaCTHUKK
KapHaBa/IOB MOTYT BbICTPauBaTb PasinyHblie OTHO-
WEHWS, UTPbI C APYTUMU, MOPOI HEBO3MOXHbIE B
peanbHOW XW3HW B COr1acum C npasuiaMu nepap-
xmun. KapHaBas OTHOCUTENBHO AEMOKPATUYEH, BO
MHOFOM ypaBHMWBAET JIF0AeN Pa3HOro CcoLmabHO-
ro MONIOXeHWs, a MOPOoi Bepbl U packl. My>XuUunHbI
N XKEHLLMHbI TakXke YyBCTBYHOT cebs bosee Henpu-
HY>XZLEHHO APYT C APYroM, pasinums Mexay ntoib-
MU cTupatoTcs. NogobHo nepdopMaHcy, Mackapag
>KMBOW U pa3BUBaOLLMINCA B MPOCTPAHCTBEHHO-BPE-
MEHHOM KOHTWMHYYME BUJ, NCKYCCTBA, XOZ, KOTOPOro
NMOPOW rPO3UT BbIMTY 3a NpeAebl KOHTPOAA NHOAEN,
ero ocyuwecreasaowmx [Kutawosa, 2012. C.13]. Kap-
HaBaa MPUYYA/IMBO BKJKOUAET UepThbl CBALLEHHOTO,
Cepbe3HOCTb C UTPOBbLIM 31EMEHTOM, MapoAnet Ha
AEeVCTBUTENIbHOCTb/PeanbHOCTb.

OTzenbHOr0 BHYMaHWS 3aC/y>KMBaeT UCTOPUS 1
obblyan kapHaBana Mapgu 'pa Hoeoro OpneaHa.
HauwvoHanbHble npasgHuKK 1060 cTpaHbl obpalua-
FOTCA K KYJIbTYPHBIM CMbIC/IaM W LLEeHHOCTSAM, NMPUHS-
TbIM B laHHOM coobLecTBe. KaneHaapb Npa3gHUKOB
CLUA BkntouaeT bosiee copoka HavMeHoBaHUR. OT-
Meuarollleecs rpaHAMO3HbIM LWecTBMeM, banamu,
3aCTONbeM HOBOOpP/IeaHCKOe TOPXKeCTBO chopMu-
poBanoCh Ha OCHOBE CTapbiX GPaHLLYy3CKUX Tpaan-
LMK, nockonbky JlynsmaHa korga-To 6biia yacTbto
dpaHLy3ckmx BrageHni B Hoeom Ceete [3akumpo-
Ba, KotnoBa, 2014].

Camo Ha3BaHMe opraHusaunm, 3aH1MMatoLLencs
opraHusaumen Mackapaga yxe TpebyeT HeKoTo-
pon pacwmndpoBkm — obecteo «Muctuka Kpese
n3 Komyca». OcHoBaHHbIn B 1856 rogy «MucTtunk
Kpese 13 Komyca» (aHrn. ab6p. «MKC») — aTo cTa-
pelLwas NoCTOSHHO AENCTBYOLLasA OpraHnsaums,
yupexaeHHasa no 60osbluer YacT aHrNo-aMepu-
kaHuamun B Hoeom OpneaHe. MKC cnaBunacsa exe-
rofgHbIM ycTpoeHnemM npasgHectsa Mapawn Npa (dp.
«KMPHbIV BTOPHWK»), MPa3ZHOBaHWeE KOTOPOro npu-
XOAMNO 06bIYHO Nepes Hayanom Benvkoro nocra
y kaToaunkos. [lo ocHoBaHna MKC kapHaBasibHble
Top>xecTBa B HoBom OpieaHe B OCHOBHOM oOrpa-

HUYMBANNCDb PUMCKO-KaTONNUEeCKOW 06LWmMHO. MNa-
pagbl HOCUIV HePerynsipHbIN 1 NPenMyLLEeCTBEHHO
HedbopManbHbIA xapakTep. PerynspHoe ycTpoeHune
TOP>KECTB OCYLLEeCTBAANOCh B nepuog ¢ 1857 no
1991 roga, 3a UCKNHOUYEHMEM MEPUOAA TPaXKAaHCKOM
BOWHbI (1861—1865). 310 ApKOe cobbITMe conpo-
BO>X/,a/0Cb KOCTFOMUPOBAaHHbIM NMpPeACTaBAeHUEM,
MY3bIKOM.

B noHaTMe «kpeBe» BXOAWUT cama OOLLEeCTBEH-
Haa opraHu3aums, KoTopaa 3aHMMaeTCs opraHu-
3auuern napasos 1 6anoB B Nepuog KapHaBana,
burHaHCcMpysa HeobxoaMMble 3aTpaTbl Ha NpoBeje-
HWe n opopMeHne TopxKecTBa. ITOT TEPMUH MO-
mumo Mapaw 'pa B HoBom OpieaHe npumMeHseTca
npv yNOMUHaHWW UHbIX decTmnBanen Slynsmanol (Jla-
daiiet, Wpusnopt, batoH-Pyx), a Takxe MNMuparcko-
ro dectnsans Macnapunbs (Gaopuga), kapHaBane
B Jla-Kpocce (BUCKOHCWH) 1 Ha 3MMHeM KapHaBane
Cestoro Masna (MuHHecorta). CornacHo 6putaHckon
aHumknoneamn [KynbTypHas XX13Hb]IOBO «KpeBe»
6b1710 NprMeHeHo B 1857 rosy OCHOBbIBatOLLLENCA B
HoBom OpneaHe opraHu3aLmeli, HasbiBaBLUen cebs
«Ye Mistick Krewe of Comus», a HblHe UCnoNb3yeT-
CA B KayecTBe apxanyHol addektaymmn. Cama Tpa-
avumsa 6narotBopuTenbHOCTU «MucTrka Kpese m3
Komyca» 6bina BLOXHOBAEHA MUCTUYECKMM ObLLe-
ctBoM Anabambl «Cowbellion de Rakin Society», oT-
KyZa CMcTeMa UNEeHCTBa «KpeBe» pacnpocTpaHnaach
4,0 psja ropoAos ¢ npeobnagaHnem GpaHLy3CKmx
M KaTonnyeckux Tpagmumii Bpoge Hosoro Opnea-
Ha. A oTcblika K 0bpasy Komyca Takke MHOrosHau-
Ha. BcTpeuaroTcs aHanormm ¢ aHTMYHbIM 60XKECTBOM
Komycom, Tak 1 poACTBO C NepCcoHaxeM OfHOW-
MEHHOro AnMbpeTTo Ana Mackapaga Jx. MuabToHa
(1608-1674). B apeBHerpeveckoin mnponorum Ko-
myc (Kom/Komoc) — 60or nmpLuecTs 1 Becesbs, HOY-
HOro nMpasgHoro BpeMANpenpoBOXAEHMUA, CbiH U
BMHOYepnuin noHunca. Takke KOMYCOM UMEHYHOT
M caM pUTyan LIEeCTBUSA, COMPSAXKEHHbIV C MecHone-
HUAMM, TaHLLAMWU U MYy3bIKOW: GaerTbl 1 Kndapsbl.

Y natvHsaH Komyc npucytcTBoBan B TOM Xe UMo-
CTacu Kak BTopocTeneHHoe 60XKecTBO, BO MHOTOM
oTtoxzaecTasAcs ¢ inoHucom. K ero atpubyrtam ot-
HOCATCA BUHO, daken, LiBeTOUHbIE TMPASHAbI, BEHKM.
A camo n3ob6paxkeHune NpuHATO BbII0 BOCMPOU3BO-
AWTb Ha GOHe npa3gHecTBa Ha JIOHe NpuUpoabl. B
MuAbTOHOBCKOW TpakToBKe obpasa Komycy npu-
faetcs GyHKLMA UCKYCUTEN YeNOBEUECKON AyLUN.
fI3blueckre MOTUBbI MUCTUYECKOTO CO34aHuA BO-
NAOLLEHbl aBTOPOM B HEFraTUBHOW UHTEprpeTaLuu.
MopobHbIN fyannsm obpasa gaet obwmpHOe none

ANS1 UCTONIKOBAHWUS 1 TBOPYECKOM MbICAU Npu 06-
paLLeHNN HEMOCPEeACTBEHHO K Ky/IbType KapHaBaa.
«Mwnctnk Kpeee ns Komyca» — nepBbii n ctapem-
wunii kpese Hosoro OpneaHa, ocHOBaHHbIV B 1856
rogy 21 uneHamm 61aroTBOPUTENBHOINO COOBLLIECTBA.
CornacHo cnoBaM P. Mutuenna, «<AMepuKaHLbl B
HeManol CTeneHn «amMmeprKaHn3npoBaan» HoBbIl
OpneaH n ero kpeonos. [MNpun 3Tom HoBsbi Opne-
aH «KpeoansnpoBan» aMepukaHLes. JIngepcteo B
OpraHnM3o0BaHHOM KapHaBaJjle NnepeLuno oT Kpeo-
OB K aMepurKaHL,aM, Tak Xe, Kak 3TO Mpon30La0
C NOANTUYECKOM Y SKOHOMUYECKOW BNACTLIO B Te-
yeHune AeBATHagLAToOro Beka. 3penuiie Mapau pa,
BO BCex cBoux Gopmax: B 6anbHbIX 3anax U Ha yau-
Lax npeacTaBaseT cobon CMHTETUYECKYHO KYNbTypy
HoBoro OpneaHa, He NOAHOCTBHO KPEeOoJIbCKYH N He
nosHocTb aMepukaHckyto [Mitchell, 1995. P. 25-26].

B camom fene, MHTepecyoLWmnin Hac Mackapaz
1873 ropa Toxe nmen nog cobor MOLLHOe CMbICNO-
Boe obocHoBaHwWe. EcTecTBEHHO-HayuYHaa TemaTuka
fana noBog NpYMeHeHMs 300MOPPHON CUMBOAN-
KU AN KPUTUKK psija HoBoBBeAeHUN. KocTroMbl
AM3aiiHa bpnToHa 6b1aM NPK3BaHbI BbICMENBATL pe-
cnybavkaHLEeB, KOTOPbIX 311Ta HoBoro OpneaHa 06-
BWHSNA B YCU/IMAX MO YCTAaHOBAEHWUIO FPaXAaHCKOro
paBeHCTBa MeXAy pacaMu B xoAe PeKOHCTpyKL MK
(1865-1877). Obwecteo HoBoro OpsieaHa 6b110
MOAN3THUYHbBIM, MeCTHble Xutean ewe ¢ XVII-XVIII
BEKOB BNuTanu GpaHLy3CcKyro (Npexae BCero), uc-
naHckyto KyabTypy. Mocne cMelleHns ¢ KyabTypou
obocHoBaBLLUMXCA B XIX Beke NoceseHUEB NpAaHA-
CKOrO, WOT/NIaHACKOrO MPONCXOXAEHNA K ONUCbIBa-
€MOMY Hamun nepuogy B ropoge chopmmpoBanacb
cobCTBEHHas KynbTypHas cpeja C BbICOKUM MOJO-
>KEHNEM B CBETE KPeoJsioB 1 dpaHKoroBopsLiemn
yactn HaceneHus. MNocne cobbiTnin MpaxkaaHCKoM
BoWiHbl B CLUA HoBbith OpneaH CTONKHYACA C TA-
KeNbIMW NOCNeACTBUAMMN COLMANBHOTO W NOAUTH-
yeckoro nepeycrporicrea. ObLwecTBO NOCTENEHHO
aHMNLMPOBaNoch, GpaHLy3CKUI A3bIK BbIBENN U3
nepeyvHs NpenogasBaemblx B LLIKOAAX, @ CAMUNX Kpe-
0JIOB, MO VX MHEHWO, HU3BEPT/IN A0 YPOBHA 0ObIK-
HOBEHHbIX TEMHOKOXWX aMepPUKaHLEB, YPOBHSB B
rpakAaHCKMX npasax.

Mapag 1873 ropa saBnseTca AN COBPEMEHHbIX UC-
cnepoBaTenel TakxKe nevanbHbIM CBUAETENLCTBOM
TOro, YTO B OOLLEeCTBe elle OCTaBaANCb PACUCTCKNE
nepexxnTkn. XoTs 3akoH 06 oTMeHe pabcTea Hbin
yXe gecatunetne kak nognucaH 19 nrona 1862 roaa
A. lnHkonbHoM (1809-1865), B 06LLECTBEHHOM CO-
3HaHWW NPUCYTCTBOBAJ CKEMCUC B OTHOLLEHWUW paB-
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HomMpaBws ¢ ObIBWNMY pabamu. OTUACTU NPUHATUIO
nepemeH nocnocobcTeoBan $pakT TOro, UTo HECKOJb-
KO YEPHOKOXMX MY>KUMH CY>KUAN Ha OTBETCTBEHHbIX
roCyZapCTBEHHbIX NOCTax BO BpeMs PekoHCTpykLuK,
Hanpumep, BuLe-rybepHatop Jlynsmnarol B 1868-
1871 rogax O. x. AaHH (1822-1871), noanTuk Lle-
3apb A. Kapnetbe (1836-1921). iHTerpaumsa wna 8
rocyapCcTBEHHOM CeKTOpe, HO B 0ObIBaTE/IbCKOW
cpesie OHa jaxke He Havanacb. Pacuctckmmm cre-
peoTMnamun CBOEro BpeMeHu PyKOBOACTBOBAJICA U
BpuToH npwu coszgaHunm acknsos. Obpas, BonsoLa-
rownn «Hegoctatowee 38eHo uenu [lapBuHa» Obin
npeAcTaBiAeH B BUAe YenoBeKonofobHon obesbs-
Hbl. ABTOp obpallaeTcs K accoumanmm mexay ob-
pa3zamun o6e3bsHbl U HeAAaBHO MNOAYYMBLUMM NpPaBa
adpoamepukaHLeMm. MpaBa, AaHHble ObIBLUMM pa-
6am, Bbi3biBa/N Y rpaxkaaHckoro obuwecrsa Ame-
PUKW, NPeEX/e BCero HXHbIX LLUTaTOB, OTTOPXKEHME.
Mpu3HaHWe paBeHCTBa MeXAY NHOAbMU C TEMHOM
N CBET/ION KOXel BblIO CPOAHM MPUHATUIO daKTa
pOZCTBa YesnoBeka U 0be3bsHbl. He nMes nog co-
60 CUAbI CNOPUTb C HEOMPOBEPXKMMOCTbIO $akTOB
N OB6bIKHOBEHHOM NYMaHUCTUYECKOM CpaBeAaNBO-
CTbtO, 06LLLeCTBY OCTaBanoCh NpmberaTb K Kapuka-
Type, B KauecTBe 3aKOHHOW GOPMbl KPUTUKMU.
Be3ycnoBHOM 0COBEHHOCTLIO CaTUPbI AM3aiiHa
KOCTIOMOB bpuTOHa 6bI10 HENPUKPBITOE YTBEPXKAE-
HWe NPEeBOCXOACTBA TPAANLMOHHbBIX 31UT HOBOOP-
NeaHckoro obuiectsa. U BblgenseTcs faHHbIA LUK
paboT MacTepa GakTOM OLHOro 13 NepBbIX Cayya-
€B MPUMEHEHWNA CTOPOHHMKaMW NPeBOCXOACTBa be-
JIOV pacbl B KayecTBe aprymMeHTaL MM 300MOPOHbIX
06pa3oB., CBA3aHHbIX C JaPBUHOBCKOW Teopuei. B
CBA3U C YeM C/ieslyeT YNOMSHYTb O4EeBUAHO PacucT-
CKOe MO HarnpaB/JeHHOCTN KapukaTypHoe n3obpa-
XeHne 0b6e3bsAHbl B WAANE C NaBAWHbUM NEPOM,
urparoltert Ha 6aHaXo. ABAAACH OAHUM U3 ICKUN-
30B K KapHaBa/lbHOMY eCTBY, AaHHas KapukaTy-
pa BblCMEMBaia He CTO/IbKO KOHKPETHYH IMYHOCTb
KapneTbe, a OBONBHOIO XM3HbK OCBOOOXAEHHO-
ro appwukaHua. lNosa nepcoHaxa paccnabneHa, oHa
nepegaet ero 6€33ab60THOCTb U TOPXKECTBO.
CnoBHo B NpoTMBOBEC 3TOMY 06pa3y bputoH co-
34201 3CKN3 KOCTHOMa MOXWUIOTO MY>XUUWHbI, CoYeTa-
roLero B urype yesoBeyeckme 4epTbl C 061MUYbeM
MOTblbKa BpakHMKa, BUA KOTOPOro MMeHYEeTCs Tak-
e «MépTBas ronoBa». BoIbop Xys0>XKHMKOM 3TOro
MOTbl/Ibka OCHOBaH Ha cBOeobpa3nn xapakTepHo-
ro A1 3TOro BUAAa PUCYHKa Ha rpyAu B BUAE Yeno-
BEYEeCKOro yepena, Yto B COMETaHUM C JOBOJILHO
BHYLUMTE/NbHbIM pa3MepoM 6aboukm (pa3max Kpbl-
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NbeB 0ko10 13 cM) M CNOCOBHOCTBIO U3saBaTb 3BY-
KW MOCNy>KMna NOBOAOM ANS CBA3AHHBIX C AYPHbBIMU
npeA3HaMeHOBaHUAMMN cyeBepuii, MMHOB. ITOT Ap-
Knii obpa3 BOMIOLLAET Ha 3CKN3E MOXKMUION MYy>K-
UMHa-eBponeey, NOBEPHYTbIN K 3pUTEH0 CMMHOM
B APKMX OAEeXAaX C KPbIAbAMM 1 MacKOW-4Yepernom.
Cepas ronosa nepcoHaxa ¢ cefoin 6opoaon, Takxe,
KaK 1 BHYLLIUTENbHAA KOCa B IEBOW PYyKe, Bbl3blBa-
tOT accoumauumn ¢ XpoHocoMm (nepcoHmndukaLmen
BpeMeHu). MpucyTcTByeT BEPOATHOCTb TOFO, YTO
MacTep BOMJIOTWA B 3TOM MNeYasbHOM obpasze cuM-
BOJIMYECKYIO CMEPTb Ky/bTypbl r1a3amun npeacra-
BuTenel esponenckoro Craporo Ceerta.

[Jpyroi ocobeHHOCTbIO cepumn KapuKaTyp cTana
OYeBWAHas NOANTMYECKas HanpaBAeHHOCTb caTu-
pbl, HaNpaB/JeHHas Ha NNAEPOB CBOEro Xe rocy-
JapcTBa, WraTa. 310 ObiN NepBbI Napaj, KOTOPbIN
OCMEJINACS OTOWTM OT MOJIUTUYECKOTO HENTPANNTETA,
KOTOPbIN paHee NPUMEHSCA B TeMax 0bopMaeHUs
Mapgu 'pa Jlynsnansl. [pexae yctaHoBAEHHasA Tpa-
AVLMA NPOBeAEHMsA KapHaBana He oTpakana CToNb
OCTPO COLMaNbHO-MOANTUYECKNE HACTPOEHUS CO-
BpemeHHOCTU. O6bIKHOBEHHO TeMaTunka npeAcTas-
NeHWI Kacanacb MHTepnpeTaunm Mndoaornyeckmnx
N NNTepaTypHbIX CHOXXETOB. XyA0XHUKOB BAOXHOB-
nann dbaHTacTrKa, faxke HeKoTopas 3K30TUUYHOCTb
obpasHoro psga, opueHTanM3M B AeTanAax KOCTHO-
MOB, Zekopauuid. o nucciesyeMoro HaMu KapHasa-
Nla FoMOpUCTMYEeCKas COCTaBAAOLLAN NpesCcTaBaeHWi
He BomnJoLLana ele obLWeCcTBEHHbIV BbI30B, OCTPYHO
coLManbHyto catupy.

Buannum nucan o napage Komyc [Willym], o6o-
3Hayas uTo Nepuoz nocie PeKOHCTPYKLUU COMpo-
BO>X/Za/1Cs1 BOJIHOW MOANTUYECKNX NOTPSACEHNI B
JlynzmaHe. Takmum obpaszom Tema napaga «Hepgo-
cTarolee 3BeHO Yapab3a [lapBrHa» aBMAaChk AnLlb
NMOBOZOM XYZOXHWKY /15 BOMJIOLLLEHWS CBOErO TBOP-
YeCcKOoro noTeHLMana B APKYH CaTUpUUECKyro KpUTu-
Ky peanbHbIX OAEN N TEX UCTOPUNYECKMX COBBITUI,
cBMAETeNEeM KOTOPbIX OH cTan. ObpalleHune K ecte-
CTBEHHO-Hay4YHOl TeMaThKe NO3BOANO N306/11MYaTh
KPUTLKYEMYHO CTOPOHY MPW MNOMOLLY 300MOPOHOW
CUMBOAUKW. Mof06HbBIN NpUEM yxe NPUMEHSCS Ka-
pukaTypucTaMu B CTpaHax 3anagHol EBponbl, Kpu-
TUKYHOLLMX pa3/inyHble ObLWeCcTBEHHbIE UHCTUTYTHI,
Ha NpyYMepe BOMJIOLWABLUNX JapBUHU3M 0bpa3oB
Y.I. beHHet (1828-1867), 3.J1. CambopH (1844-1910).

Macku BpuTOHa nMenn cxoacTBO C U3BECTHbI-
MU IMYHOCTAMMW OT cTonuLbl batoH-Pyx fo benoro
ZoMa BalLMHITOHa, KOTOpble cenyac ctano TPYAHO
YCTaHOBUTb, He Npuberas K n3bICKaHNAM BHeLLHe-

ro CXOACTBa, NMPWBbIYEK HEKOTAA U3BECTHbIX Nep-
COH. Bo Bpems dakenbHOro napaga, npoBogMMoro
6e3 nnatdopM, bblan Nerko yaHaBaembl NpPe3naeHT
lpaHT (TabauHas AnumnHKa), reHepana batnep (rneHa).
Cpean Apyrux nprumMedaTesibHbix 06pa3oB MOXHO
6b110 YBUAETb NINC, 3MEN, KOTOB U UHbIX, yXe daH-
Ta3uHbIX, FPOTECKHbIX ¢uryp. MoanTtuueckas no-
Aonneka obpa3oB oToxaecTBaAsAacb ¢ obpaszamu
npeacTaBUTeNelr BAACTW, MPUEXABLUMX U3 CEBEPHON
yactn CLUA npegnpuHumaTenein-aHKn (MMeHyeMbix
TakXXe B HapoZe «CaKBOAXKHUKaMW»), MOAnUTHYe-
ckux peHeraToB. MNMapag Komyc 6bin 3agep>xaH Ha
KaHan-cTpuT TONMNOM My>UMH, UTO 3aCTaBUIO Le-
CTBVE NMOBEpPHYTb Ha3ag,.

MoapobHee obpaTMMCA K HECKOIbKMM Y3HaBa-
eMbIM MepcoHaxaMm kapukaTyp bputoHa, koTopble
cymen naeHTmomumpoBaTtb 1 NPeAoCTaBUTb N30-
b6paxkeHns B cBOeM Hs10re afBOKaT, 3aHMMaKOLLNIA-
ca nctopveli BpemeH PekoHctpykummn CLUIA MaTpuk
AnHr [Young]. 270 BAMATeNbHbIE AeATEeNN, KOTOPbIX
Mbl yIOMUHanu Bbiwe, beHaxamuH batnep, l'eHpun
K. Yopmort, AngxepHoH C. bagxep n Yauncc C. I'paHT.
MHoruve n3obpaxeHue TpyaHO 0603HaUMTL HaBep-
HAKa, C IMLLEBOV CTOPOHbI aBTOP He AaBai MUCbMeH-
HblX 0603HaYeHNN. BeposTHO, B €ro Bpems B 3TOM
MPOCTO He 6bIN0 HYX/Abl B CBA3M C JIETKOWN y3HaBa-
eMocTn 0bpa3zoB. [Topor Ha pUCyHKax BCTpeYyatroT-
€A NOAMWCHK, KacaroLwmecs 3aMbicla KOHKPETHOro
>KMBOTHOrO: canamaHapa, anavrartop. [pyrve acku-
3bl HE UMEIOT MOAMMCHY, HO TaKKe BMOJIHE Harnaa-
Hbl: IEB, MyXa, C/IOH, Ieonapy, AeTydas Mbillb, XYK,
KWT, MOPXK, paK, o6e3bsfHa, Ky3Heuunk, nayk, yamr-
Ka, ocen, KopaanoBbl Noavn u agpyrue. Bctpeya-
FOTCS1 HAOPOCKM KOCTHOMOB LiBETOB W PaCTEHUI, OHU
ABNAKOTCA He CTO/Nb KapWUKaTypPHbIMW, CKOpee Bbl-
MONHSAIT AEKOPaTUBHYO GYHKLMIO, AEMOHCTPU-
pysi MHOroobpasune Npupoabl U Ciy>Ka NOAJNHHbBIM
yKpalleHneM KapHaBasa.

N306paxkeHne reHepana Coro3a beHa batne-
pa OTOXAECTBAANOCH C rMeHOW. CTONb HENECTHbIM
4NA noanTuka ctan obpas 3Beps, NMTaBLLEroca na-
JaNbto, OXOTALLErocs Ha 60/bHbIX, CNabbix, OTOMB-
LUMXCA OT CTaja XepTB, PaBHO KakK M 0ObIKHOBEHMWE
rveHbl JOBONLCTBOBATLCA OCTaTKaMu A0bbiun bonee
CUABHBIX XULLHMKOB. NTOMMMO COOTBETCTBYHOLLENO
MacTn OKpaca, XyAOXHUK YCUANA YHUUNXKUTENbHOE
OTHoLeHVe K batnepy, HaprcoBaB NoaXaTbIM XBOCT
XWNBOTHOro. Kpome 1010, BpnTOH BBEN roBOpALLME
AeTann. B pykax nepcoHaxa HaxoauTcs yepen, a
Ha nosce BUCUT cabnsa. Yka3aHHble aTpubyThl AB-
NANNCH OTCHIJIKON K BOEHHOW Kapbepe n3obpaae-

MOrO, ero yyactuum B okkynauumn Hosoro OpnieaHa.
B ynpaBnaeHun 3TM ropoomM OH NPOABKA MOAN-
TUYECKYHo TBEPAOCTb M YNOPCTBO, YTO BbI3bIBANO Y
XKUTeNen UyBCTBO OTTOPXKEHUS. 27 ceHTAbps 1862
roga batnep cpopmumpoBan nepsbin appoamepn-
KaHCckmi noak B apmumn CLUA, yto 66110 HEOBBIYHO
B Te€ BPeMeHa, Korga 601bLIMHCTBOM MOJIKOB KO-
MaHzoBanun 6enble odumuepbl. OgHaKo psg ero pe-
LWEeHW Bbln NPUHAT rpaXkAaHaMuy B LUTbIKW: 3aKOH
0 KoHdwuckaumm xnonka 1862 roga, LeH3ypa raser,
Ka3Hb Ynnbama Mamdopgaa (MpuroBopeH K noeetue-
HWFO 3a rOCYapCTBEHHYIO M3MEHY, 3@ TO, UTO CHAN
C MOHeTHoro aBopa Hosoro OpaeaHa ¢aar CLUA).
Hanbonee neyanbHO M3BECTHBIM CTaNo pacnops-
>xeHune batnepa N2 28 ot 15 mas 1862 roga, cornac-
HO KOTOPOMY, eC/I Kakas-NMbo XeHLMHa NposaBuT
OTKPbITOE NMpe3peHune K kakomy-nmbo congaty Co-
efnHeHHbIX LLTaToB, K HEel BO3MOXHO OTHOCUTbCA
Kak K npocTutyTke. B cneacteme Takmx Henonynsp-
HbIX MPVKa30B reHepasn npruobpen HeraTMBHbIE NPO-
3BuLLa «batnep-YyzoBuie», «JloxeuHblin batnep».
B cBf3M ¢ nocneaHuM, ciesyeT YNOMSHYTb O CUM-
BOJIM3ME N306paxKeHNs NIOXKKN Ha naede batne-
pa. VI3BeCcTHOCTb NpOn3BEN MHLNAEHT, B KOTOPOM
batnep obHapyXmn y xeHwWwmHbl 3 Hosoro Op-
NeaHa, NblTaBLUeNncs nepeceyb rpaHunuy Cotosa ¢
Habopom cTonoBoro cepebpa 13 38 NnpeamMeToB,
KOTOpas, NCNnoab3oBaja NPOnyckK, MO3BOABLUNMA
NPOHOCUTbL TOIbKO odexay. YnopcTBo batnepa B
npecnegoBaHuM AtOH60ro YesoBeka, MOMOraroLLe-
ro KoHbeaepaumnmn, nopoamna SspoCcTHble HacMeLw -
KW CO CTOPOHbI Benbix xuTenen Hosoro OpneaHa.

bobiBLIMI pecnybankaHcknin rybepHatop Jlymnsn-
aHbl FeHpn YOpMOT 6b11 M306pakeH B BUAE rpemy-
yen 3Men C yKpalLatowmm ero HAEeNCKMM yo6opom
13 NepbeB Ha roloBe BPOZE NCMOb3yeMblX Y PAaa
KOPEHHOro aMepPMKaHCKOro HaceNeHus — anayen,
LIaNeHHOB, CWy, 1aKoTa. YOPMOT 6bi1 n3bpaH npeu-
MYLLLeCTBEHHO NpwW Nojaepkke adpoameprKaHCcKoro
cooblecTBa. BepoaTHO, MOTVBbI TPAANLMOHHON WH-
LEVICKON 0AeX/bl, BOCCO3aHHblE KapUKaTypuUCTOM,
ABNAAANCE CaTUPUYECKMM HaMeKOM Ha MCeBAO-Y-
BaXUTE/IbHYHO NMO3ULUIO YOPMOTa MO OTHOLLIEHWUIO
K n3bpasLuemy ero HacesneHuo. Ho ero ganbHei-
Lwne JelCTBMSA Ha OBPETEHHON AONXKHOCTM NpuMe-
HWUTENbHO K MHTepecaM H6enon 31UTbl NPUBENU K
06BMHEHNAM B TOM, UTO OH Mpejan CBOMX YepHO-
KOXux nsbupatenen. OcHoBHas npobaema, C KOTO-
PO CTONIKHYNaCh NapTus YopMoTa, 3ak/royanach B
TOM, UTO VX COMEPHUKN-AEMOKPaTbl OTBEPranu ne-
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TMTUMHOCTb MPaBUTENbCTBA, OCHOBAHHOIO Ha roo-
Cax YepPHOKOXMX.

Apyroi nonynsapHon Gurypon ana cosgaHus
KapukaTtypbl cTan AngxepHoH bagxep, KOTOpbIN
6bl1 HaYaNbHMKOM CTONNYHOM noanumm Hosoro
OpneaHa. bagxxepa ocobeHHO HeHaBMAeNW U3-3a
€ro yCcuanin no nogaBaeHnto TepPOPUCTUHECKINX
rPynNnUpPOBOK CTOPOHHMKOB NPEBOCXOACTBa benow
pacel B pernoHe. B 1874 rogy Bo Bpemsa BOCCTa-
HWA Ha JInbepTun-neiic, BO3rnaBnAsemMoro BOeHu-
3UMPOBaAHHON opraHun3auven «benas avra», Ha Hero
Aaxe 6bI10 opraHM3oBaHO NokylleHwe. bagxep
He pa3 Bo3r/aasasan npoueccnto Mapan 'pa 8 Ho-
BoMm OpJieaHe B KayecTBe CyrnepuHTeHAaHTa no-
aviumm [Nystrom, 2010, p. 134]. U kapwvkaTtypa Ha
Hero npeAcTaBAseT OYEBUAHO HaZeNeHHbI 300-
MOPOHbIMKU YepTaMun 06anK. XyAOXKHUK onunpan-
cs B paboTe Ha xapaKTepHble BHELUHWE CXOACTBA
n306paxaemMoro ¢ cobakom, AONONHUTENIbHO YTPU-
pysa nx. Ha acknse 3aMeTHO BblAeNAeTCs BbITAHYTOE
NU0, NOBUCLLIME YCbl, TYCTO TOpYalme 6posu. Ta-
KM 06pa3oM aBTop Xenan fobutbca peanvsaunm
CMbIcI0BOW aHanorun. CnyxxebHoe pBeHune bagxe-
pa NpuAaBanoCb CPaBHEHMIO C BbICTYXXMBaKOLLMMCS
nepeA xo3anHOM ncom. ictopusa cenaeTenscreyet
0 ero AelCTBUTENBHO C/IOXKMBLLENCSA Kapbepe B Ka-
yecTBe C/y>XKaLlero Ha pasHbiX NonpuLax (YUNHOB-
HWUK B OKPY>XHOM CyZe, HaJlorOBOW M TaMOXXEHHOM
opraHu3auum, NoYTMelcTep). 310 06CTOATENLCTBO
[,apoBano NOBOJ KapuKaTypuCTy MPOHM3MPOBaTb
Hagj MCNONHUTENILHOCTBIO MepcoHaxa. Kpome Toro,
AaHHbIV NpYMep AeMOHCTPUPYET HEraTUBHOE CUM-
BOJIMYECKOE UCTONKOBaHWe, B MPOTUBOBEC 0ObIUHO
npucyLemy obpasy cobaku — BONAOLLEHNIO BEPHO-
CTW. BpUTOH M306paxkaeT cobaky B NONULLENCKON
bopme, noguepkmBas MblC/ib, YTO BEPHbIN CyKb6e
NpaBWTEbLCTBY U 3aKOHaM, KOTOpble He 0J00pAancL
xutensmu Hosoro OpneaHa, NpeacTaBAeHHbIN re-
POV He HaxOAWT MOPaNbHOIO OTK/MKA Y COrpaXKAaH.
OTa naea nexana Ha nosepxHoctn. OHa He Npo-
CTO CYUTbIBaNACb COBPEMEHHbBIMU 3PUTENAMMU, HO
1 BOMJOLL@NA UX YYBCTBA HECOTACcKA C MONNTUKOM
CLA. He xoTenocb 6bl ynyckatb U3 BHUMaHMs, 4TO,
n3bpas ana obpasa-aHanormm B Ka4yecTBe XMBOT-
Horo cobaky, bpMTOH OTKka3sanca oT HanpalmnBaro-
Lerocs B MePBYLO ovepeab OYeBUAHbIM CPaBHEHNA
bagxxepa ¢ bapcykom. Vicxoaa n3 HanucaHma da-
MWANN NepCcoHaXa, NoJBepraBLUEroca kapukaTtype,
370 6bIN0 Hanbonee NPoOCToe U ABHOE pelleHune (B
nep. c aHra. «badger» — 6apcyk).
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M3BecTHbIN Kak 3aaanbli kypuabLimnk Yauce C.
lpaHT 6bIn M306paxeH bpnToHOM B BUAae ryceHu-
Lbl C KOHEYHOCTAMM B hOpMe 3eneHblx TabauHbix
nuncTbes. FonoBa, NOAOGHO APYrM 130bpaxeHnaM
cepumn bputoHa, peweHa nopTpeTHo. [paHT npea-
cTaBsieH B aHdac, Co WAAMNOW Ha roNoBe, C CUrapon
BO pTy. Ha noptpete 1865 roga HOpBEXCKOTO XMn-
Bonucua O.I1. XaHceH bannmHra (1823-1906) paHT
TakKe MnpeacTaeT nepes 3puTenem C CUrapom, Uto
ABAETCS, Kak Mbl BUAUM He KapukaTypHbIM npey-
BeAnyeHuem. Tak, banavHr B upese nopTpeTos re-
HepanoB apmumn Coto3a, BbIAENNA CUrapy B KavecTse
OT/IMYNTENILHOTO 3/IeMeHTa, packpbiBatoLLLero obpas
lpaHTa. HTEpeCcHO OTMEeTUTb, UTO 0ba XyA0XKHU-
Ka n3bpasu NoOpTpPeT B TpW YETBEPTU C n3obpae-
HWeM anua BnpaBo. MOXHO NpeanonoXuTb, UTO
3TOT pakypc ABAancA 6bonee Bblpas3nTeNbHbIM A4
Bocnpuatna. bonee nosgHas kapukartypa bputoHa
BbICTYMaeT CBOEro pofAa peMHUCLLeHLNeR N3BecT-
HOTO XXWMBOMUCHOrO NopTpeTa.

Byayun npesnaeHTOM, K KOHLYY BPEMEHW CBOE-
ro npasieHuns [paHT Tepsaa HblIYHO NONYASPHOCTb
B CBA3W C 9KOHOMMUeckmnm kpaxom 1873 roga. Ha
tore CLLIA ero aiMYHOCTb B CBSI3M C PONIbIO B BOWHE
ceBepa U1 tora no NoHATHbIM NpUYMHam bblia nu-
LWeHa npueekaTenbHOCTW. Ha kapukatype bpuTtoH
MOMMMO LUMPOKOW LWAAMNbI Hageaun paHTa oTaun-
UNTENbHBIMUW HaIMBKaMK BOEHHOTO, IMLLHWIA pa3
KOHCTaTUpPyA onpesenatoLyro CUMBOINKY HEHa-
BUCTHOrO obpasza. Ans xutenen Hosoro OpneaHa
lpaHT — npexae Bcero reHepan Co3HON apMumK,
a He npe3ungeHT. Ero ynpasneHne BOEHHbIMY Ael-
CTBMSMW B apMUM BbI3blBaNO OTTOPXKEHMWE Cpeaun
ropo><aH, paBHO Kak ero rpaxsgaHckas nosuums u
TOT aKT, UTO OH HeKorAa NPUHMManN KanuTyaaLmio
toxkaH y P.3. Jln (1807-1870). Camo anuo npesu-
JleHTa Ha 3ckm3e bpuToHa He KapukaTypHO, a BO-
NIOLLEHO BMOJHE TPAANLMOHHO, C YCTPEMIEHHbIM
BAa/Ib CKBO3b 3pMTeNs BAyMUMBbIM B3rasgom. O ce-
pbe3HOM xapakTepe [paHTa CBUAETENLCTBYET MUMMN-
Ka fMua: cBefileHHble K nepeHocuLe 6poBy, cxaTble
ry6bl. XyfOXHWK He CTan runepboam3npoBaTb YepTbl
nnua B nomckax rpybort Hacmelukn. Tako NOAXOA
npUcyLL, 1 ApYyruM NOPTPETHBLIM 3CKM3aM MacTepa.

OTAenbHOro Nccies0BaHNA 3aCny>KMBaeT TBOP-
yeckoe Hacnejme XyJ0XHVKa, MOMUMO paccMaTpu-
BaeMOW HamMK Bblile cepun paboT. MNpeacraBneHHble
HalleMy BHMMaHMI0 06pa3Lbl XyA0XXeCTBEHHON ca-
TUPbl BpUTOHa NPMBOAAT K HECKONBKMM 3aKatoue-
HUAM. OZHO 13 KOTOPbIX NPOABASETCH B O4EPEAHOM
NOATBEPXKAEHUM CYLLLECTBOBAHUN MOAUTUNYECKOM

M coumanbHOM KapuKkaTypbl Kak eanHoro tuna. He
CNyyaHO NccaesoBaTeNn CoOLMONOTUM, NONNTONO-
rmmn, ncTtopmmn obpallanncb K Matepuany Kkapuka-
Typbl, ONMPaACb Ha HMX B MpoLecce CBOUX TPYA0B
(M. Jopotun xoppx, Ax. MNactoH, .M. ATepToH)
[Sherry, 1987]. lpyron cyLiecTBEHHOW 0COBEHHO-
CTbO paccMaTpuBaeMblx paboT ABASETCS MHOrOY-
POBHEBbIN MOAX0A 06pa3HOro CTPos KapukaTyp.
[MOMMMO NOPTPETHOrO LLAP>KEBOrO YPOBHSA caTnpa
bpuToHa dopmManbHO onvpanack Ha TeMaTUKy aH-
TW-3BONFOLIMOHHON puTopmki. CesyeT Npu3HaTh 3a
HUMMW GakT TOro, YTO KapuKaTypbl MOCAYXXWUAN Bbl-
paXKeHWo aHTUAEMOKPaTUUYEeCKOro, PaCUCTCKM Ha-
cTpoeHHoro obuiecta KOra CLUA BTOpOI NONOBWHBI
XIX ctonetns. Cama Tema napaga bblna 3asBaeHa

M BOMJOLLEHa Kak Nnapoaus Ha yyeHune [lapBuHa
O MPOUCXOXKAEHUN YeNOBEKA, OTCblNana K NMOHS-
TWIO T.H. «HeZOCTatoLLero 3BeHa». PopmanbHO Kpu-
TUKa UMKaa KapukaTyp 6blna HanpaBaeHa NpoTune
3BOJIFOLIMOHHOW TEOPUM aHTIMIACKOrO yueHoro. Ha
fene obpasbl NpoeLMpPOBaNM caTvpy, NepeBoss B
MHOM KOHTEKCT, HanpaB/isis ee HEeNOCPeACTBEHHO
Ha unHoBHMKOB HoBoro OpsieaHa. Takum obpasom
KapuKaTypbl CEpUM ICKM30B COBMECTUIN HECKOJIb-
KO MNacToB OTOBPaXKeHUs KPUTUKK, ABASACH MPU
3TOM BbICOKOXYZAOXECTBEHHbIMU NMPOU3BEAEHNUAMMU.
CemaHTUYeckunii psag obpa3oB n306pa3nTenbHOro
nckyccTBa oboratmacs baarofaps emMKOCTU MeTa-
dbopnyeckoro A3bika NpuUCyLLLero KapukaTtypam bpu-
TOHa, pa3Hoobpa3uno cnocoboB penpeseHTaLmu.
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