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CATEGORIES OF THE COMIC IN 19TH-CENTURY
PHILOSOPHY AND ART:

ENGLISH CARICATURE

Summary: The article is devoted to an interdisciplinary
analysis of the category of the comic in philosophy and
visual culture of the 19th century. The author explores
the transformation of the theoretical concepts of laugh-
ter (theories of superiority, incongruity and relief) in the
works of G.F.W. Hegel, A. Schopenhauer, A. Bergson and
other theorists, comparing them with the artistic prac-
tice of the era. The main concentration is on the English
caricature of the second half of the 19th century and the
activities of Punch magazine as a unique platform where
abstract philosophical categories (irony, grotesque, sat-

The carefully chosen topic of "Categories of the
Comic in 19th-Century Philosophy and Art" is in-
teresting because it extends the research beyond
the limited confines of art history into the realm
of aesthetics, philosophy, and cultural studies. The
primary objective of our study is to compare how
key philosophical concepts of the comic (humor,
irony, satire, laughter, and the grotesque) were con-
ceptualized in 19th-century aesthetic treatises. We
intend to trace their embodiment in visual culture
and will use an analysis of fine art (English carica-
ture) as a practical example of the implementation
of the century's philosophical concepts. The theo-
retical basis of this interdisciplinary review is con-
stituted by philosophical sources, allowing us to
address the theoretical understanding of the con-
cept of laughter and the categories of the comic
themselves. The key questions raised by the study
touch upon the problem of defining the nature
of laughter and the comic by leading 19th-cen-
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ire) acquired applied significance. The work substantiates
the role of the comic as a tool of social correction, moral
criticism and the formation of public opinion, and also
traces the connection between aesthetic treatises and
the development of mass visual communication. The
presented review suggests the possibility of further thor-
ough interdisciplinary exploration.

Keywords: comic categories, aesthetics of the 19th cen-
tury, English caricature, Punch magazine, social criticism,
philosophy of satire.

tury philosophers (G.F.W. Hegel, A. Schopenhau-
er, A. Bergson). They touched upon the essence of
the distinction between "high" forms of the comic
(humor, irony) and "low" forms (satire, farce, gro-
tesque) in aesthetic theory. Hegel's "Lectures on
Aesthetics" (1835-1838) form an original theo-
ry of laughter in a philosophical context, as does
Schopenhauer's position in "The World as Will and
Representation” (1819-1844).

We will examine the art criticism and historical
literature of the 19th century: the views of Charles
Baudelaire, illustrated by several of his works on
the interpretation of modern art, the practices of
the French Salons, and aesthetic theory, as well
as J. Meredith's essay "An Essay on Comedy and
the Uses of the Comic Spirit" (1877), and aesthetic
treatises on drawing and illustration, as exemplified
by the work of J. Ruskin. In our analysis, we wish
to identify the connection between philosophical
categories and visual material: their reflection in

art criticism and the practice of caricaturists. Cor-
relating artistic practices with philosophical models
of the second half of the 19th century determines
the relevance of the work and forms its context.
We outline the chronological and geographical
framework of the analysis: the 19th century, focus-
ing on British visual culture as a practical example.

The paradox of the comic lies in its ubiquitous
presence in 19th-century culture (mass media, car-
icature), yet its marginalization in academia and
aesthetic theory (Hegel, Kant). The link between
philosophy and art lies in the theoretical writings
of 19th-century art criticism and aesthetics, some
of the most significant texts being those of the
aforementioned Baudelaire and the writer, author,
and editor of Punch, W.M. Thackeray. In addition
to the philosophical approaches to the comic dis-
cussed above, we will review three classical theo-
ries of laughter, described by Victor Raskin, who
proposed the so-called semantic theory of humor,
later expanded upon by Salvatore Attardo in "Lin-
guistic Theories of Humor" (1994). These theories
are: superiority, incongruity (also known as con-
tradiction theory), and relief.

The problem we seek to address in this study
is the definition of the philosophical categories of
the comic and an analysis of how they relate to
the specific techniques employed by 19th-century
English caricaturists. We seek to substantiate that
English caricature in the second half of the 19th
century functioned as a visual laboratory. Within
it, abstract philosophical categories of the comic
(especially incongruity and social correction) were
tested, concretized, and sublimated into the gro-
tesque, principles of metaphor, and irony, which
required a new aesthetic understanding. These po-
sitions are supplemented by reference to a mono-
graph on the history of Punch, which reflects the
embodiment of comic categories in satirical illus-
trations. M.G. Spielmann’s work, "The History of
Punch" (1895), also remains relevant. To provide
methodological support and a contemporary un-
derstanding of the topic, we draw on M. Bakhtin's
works on the philosophy of the comic, "The Works
of Francois Rabelais and the Popular Culture of the
Middle Ages and Renaissance," including his con-
cepts of carnival, grotesque realism, and the "cul-
ture of laughter." Although this work focuses on
an earlier period, Bakhtin's ideas about the "low"
and "high" of humor are applicable to satire. As
we will see, aesthetic theories are characterized

by a dichotomy of art into categories of the sub-
lime and the base.

For an examination of the concept of the comic,
the work of Russian scholar Yu.B. Borev is particu-
larly significant. He is the author of one of the most
comprehensive and significant works on aesthetics,
specifically addressing the aesthetic categories of
the comic: "The Comic, or How Laughter Chastises
the Imperfections of the World, Purifies and Re-
news Man, and Affirms the Joy of Existence." The
author analyzes the diversity of forms and types
of humor, illustrating the narrative with examples
from literature, cinema, and the visual arts. Also
valuable is a reference to A.G. Kozintsev's fun-
damental interdisciplinary monograph "Man and
Laughter," in which the author examines the prin-
ciples of embodying the phenomenon of the fun-
ny, the position of humor in human society, and
analyzes the functions of humor related to the lin-
guistic and symbolic nature of the phenomenon.
The book helps us understand the concept of the
comic from an ontological perspective, revealing
the nature of the object itself (from a philosophi-
cal and psychological perspective) and proposing
its systemic models and forms. The Polish schol-
ar B. Dziemidok also provides an extensive theo-
retical analysis of the comic, which we propose to
address. He conducts his analysis by comparing
the diversity of concepts of the comic, concluding
that deviation from the norm of the object of hu-
mor is a component of most theoretical theories.

Our initial goal is to systematize key philosoph-
ical works applicable to the visual analysis of the
era's satirical art. We believe it would be interest-
ing to explore theoretical concepts and notions of
the comic in relation to the three main theories of
humor, often applied in contemporary interdisci-
plinary research. To encompass the key philosoph-
ical models for understanding aesthetics (and the
related "comic") of the 19th century, we will need
to consider three of the most significant approach-
es to the comic: "Incongruity Theory," "Superiority
Theory," and "Relief Theory," which emerged during
this period. They do not oppose, but complement
each other according to Raskin's vision (“Semantic
mechanisms of humor”). S.S. Melnikov, who men-
tioned this theory in a sociological review, compares
many approaches to the study of the functions and
the very nature of laughter. He cites as examples
the authors J. Morial (“Comic Relief: A compre-
hensive philosophy of humor”), M. Clark ("Humor
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and Incongruity”), E. Oring (“Engaging Humor"),
T. Schultz (“Order of cognitive processing in hu-
mor appreciation”) along with Russian specialists
A.V. Dmitriev, A.A. Sychev in their work "Laughter:
A socio-philosophical analysis” [Dmitriev, Sychev,
2005], who approached a deep understanding of
the problem. The concepts of the cited research-
ers are subordinated to the understanding of the
comic at the intersection of its natural nature, the
human psyche, which is in contact with the idea of
the theory of relief, partly the theory of superiori-
ty (aggressive manifestations) [Melnikov, [2015, p.
216]. The theory of incongruity is associated with
corrective functions aimed at the creation of the
individual or society, the foundations of social or-
der (M. Mulcahy), and even at their deconstruction
(M. Davis) [Melnikov, 2015, p. 216]. Historically, the
author traces the observation to the possibility of
applying the three theories to the times of I. Kant,
and, what is especially important for our analysis,
to the 19th-century theorists A. Bain ("The Emo-
tions and the Will") and G. Spencer ("The Physiol-
ogy of Laughter"), who were in contact with the
"relief theory," seeing humor as a type of physi-
ological release.

Since the 18th and early 19th centuries, a spe-
cial type of romantic irony has been emerging
in European culture, the most intensive critical
studies of which are attributed to the theories
of F. Schlegel, K.W.F. Solger, W. Tieck, and E.T.A.
Hoffmann. These ideas are further developed in
Hegel's fundamental refraction and understand-
ing. A broad field for analyzing the forms of the
comic in aesthetics is provided by his lectures on
aesthetics, which represent a kind of polemic with
the German Romantics. Here are his reflections
on the unique concept of irony, invented by F.
Schlegel: "...the ironic as a brilliant individuality
consists in the self-destruction of everything great
and excellent" [Hegel, 1968, p. 73]. Ironic charac-
ters in artistic depiction represent the yearnings
and contradictions of the soul. In a chapter de-
voted to the disintegration of classical art forms,
Hegel described satire as devoid of epic and lyr-
ical elements [Hegel, 1969, p. 225]. The philoso-
pher viewed it as an example of the discrepancy
between one's own objectivity and empirical re-
ality. Given the impossibility of comprehending
this, Hegel believed it should be perceived as a
transitional form of the classical ideal. In the third
volume, devoted to aesthetics [Hegel, 1971], He-
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gel proposes a classification, a hierarchy of art
forms, based on their degree of proximity to the
Absolute, the historical spirit of the era.

A description of the immediate, rather than
purely theoretical, perception of the comic can
be found in the content of a letter to Maria Hegel
from Prague in 1824 regarding a visit to the theater:
"... this sometimes seems to us extremely strange,
sometimes extremely funny, for it is again very stilt-
ed, moralizing, serious" [Hegel, 1973, p. 522]. Here
the philosopher vividly describes a scene he wit-
nessed of allegorical characters played in the play
“Don Juan." It can be concluded that the comic in
empirical experience was felt by Hegel as belong-
ing to the category of incongruity. In relation to
the concept of the three main theories, the reso-
lution of the comic contradiction is manifested in
the inconsistency of the subjective principle in the
face of the absolute idea. The comic is a manifes-
tation of the untruth of content, consisting in the
contradiction between form and content itself. A
manifestation of the ideological and social func-
tion of caricature, which helps to establish how
the "high" aesthetics of the 19th century treat-
ed a genre that was often considered "unworthy"
of content. Hegel used to analyze the ideological
function of caricature (how it resolves or exposes
social contradictions).

Meredith defined the comic as an intellectu-
al, social model of correction aimed at rectifying
the morals of society. He saw the hallmark of true
comedy in its evoking thoughtful laughter [Mer-
edith, 2025, pp. 87-90]. Laughter should be like a
smile: subtly restrained, revealing the light of rea-
son and intellectual richness, rather than flamboy-
ance and grotesquery. The comic manifests itself
calmly and without malice directed at its targets
for wit, and does not succumb to ardor and pas-
sion. In his view, the comic in English culture is
distinguished by its lack of striving for rudeness
or tasteless exaggeration. According to Meredith,
the existence of reason and common sense ena-
bles the very minds of people to act together. He
urged that the spiritual component in people not
be forgotten. Otherwise, a person loses the ability
both to sense the comic spirit and to find comfort
in it. From the above we can conclude that Mer-
edith's understanding of the comic partly relates
to Hegel, as aimed at correcting the spiritual prin-
ciple of society, the potential for nurturing moral
feeling through art.

We find the comic as an awareness of incon-
gruity in Schopenhauer. The poses and gestures
of characters were part of the understanding of
grace in a work of art, and therefore required a cor-
respondence with the person being depicted. He
conceptualized art through the following proposi-
tions: "Fine art, poetry, and music serve the knowl-
edge of the only real essence of the world; art is a
way of contemplating things" [Schopenhauer, 1999,
pp. 353-354] and "Art, above all, gives consola-
tion, pleasure; it is being embodied for contempla-
tion, but devoid of its suffering and imperfection”
[Schopenhauer, 1999, pp. 481-482]. Further, the
philosopher reveals a model for analyzing such
formal artistic techniques as hyperbolization and
distortion, explaining the reason for the genera-
tion of laughter through artistic deformations: "...
when the characteristic does not set off beauty,
but passes into ugliness, reaching the point of un-
naturalness, then Schopenhauer understood this
as caricature, caricature, exaggeration” [Schopen-
hauer, 1999, p. 417]. According to Borev, these
thoughts are consistent with Hegel's view of car-
icature as a technique when: "... a certain charac-
ter is exaggerated to the highest degree, that is,
real features are depicted, brought to the extreme
degree of expressiveness" [Borev, 2025, p. 232].

Section thirteen of the first volume contains
numerous remarks on laughter as a concept born
of paradox and contrast [Schopenhauer, 1999, pp.
166—171]. The comical arises from the deviation of
the identity of objects from their concept. He ex-
plained that the greater the similarity in some re-
spects between objects and the greater the contrast
between them in other respects, the more power-
ful the comic effect. Schopenhauer urged us to find
evidence of this in any anecdote or amusing mem-
ory. Moreover, there are several variations of such
wit. In the first case, the identity lies in the concept
and the difference in reality, while in the second
case, it is the other way around. He distinguished
two kinds of humor, depending on the nature of its
origin: wit (an intentional act) and stupidity (hap-
pens voluntarily). Speaking about witticisms, the
philosopher used the expressions "calembourg,"
“pun," and "l'equivoque.” Based on these provi-
sions, Schopenhauer concludes that wit is primarily
expressed in words, while the comical nature gen-
erated by stupidity is expressed in actions.

The works of the English critic Ruskin provide
insight into how contemporaries perceived the cat-

E.L. Sambourne. Under the Censor's Stamp. Punch magazine.
1878.

egories of the comic in the context of aesthet-
ic debates. He understood the aesthetic value of
graphic art as the special balance between three
qualities of the artist: skill, beauty, and likeness
[Ruskin, 2024, p. 76]. The theorist, the author of
numerous works, comprehensively analyzed con-
temporary popular culture, emphasizing the sig-
nificance of art's moral function. He understood
the primary function of art as "... serving the real
needs of everyday life" [Ruskin, 2024, p. 86]. For
him, the most important thing was the formative
influence of the visual arts on the moral criteria
of society, the upholding of Christian virtues, and
the reflection of truth.

Bergson's theory of laughter explains the
emergence of persistent humorous types (stere-
otypical images of politicians, dandies, and bour-
geois), who were likened to mechanical puppets.
According to the French philosopher, the ability
to evoke laughter is caused by the repetitive, un-
natural poses of the depicted politicians, resem-
bling wind-up dolls or animals. The inconsistency
of human nature produces an absurd impression
on the viewer, offended by the figure's eccentric
behavior. We indeed observe the application of
this typology in caricature: the ridicule of fashion
and snobbery. Let us quote Bergson himself: "The
comic is that side of personality in which it re-
sembles a thing, those human actions which, with
their completely specific inertia, resemble a real
mechanism, something automatic—in a word, a
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J. Tenniel. The Sphinx Is Silent. Punch magazine. 1876.

lifeless movement. It expresses, therefore, a cer-
tain individual or collective imperfection requir-
ing immediate correction” [Bergson, 1992, p. 59].
The manifestation of the comic (the perversion
of will and character in a person's personality) is
examined by the analyst as "mechanical, super-
imposed on the living," a compensation for in-
ertia and automatism. Bergson's concept of the
"mechanical" as a manifestation of the comic is
consistent in this respect with a similar notion of
"pedantry" (the manifestation of wit due to stu-
pidity), as a characteristic of a spiritually limited
personality who blindly follows moral doctrines
[Schopenhauer, 1999, pp. 169-170].

By emphasizing the artificiality of human exist-
ence, the comic reveals itself as a factor facilitat-
ing correction and social adjustment. Regarding
the application of Bergson's theory of mechani-
zation to visual practice (farce), American sociolo-
gist M. Davis noted that, although the potential of
humor theories for analyzing the comic is overes-
timated, they nevertheless have the ability to ex-
plain theory [Melnikov, 2015, p. 216]. Caricatured
images, according to the researcher's logic, func-
tion as social punishment for inflexibility or imita-
tion. Bergson's essay suggests that laughter, as a
collective activity, fulfills a social and moral role,
forcing people to rid themselves of their vices.
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Nineteenth-century art criticism, exemplified
by Baudelaire and Thackeray, became a bridge
between philosophy and art. This profession-
al perspective offers insights into contemporary
humorous works and their authors, as well as an
assessment of humorous techniques. These texts
demonstrate how philosophical ideas were ap-
plied to visual culture and how the status of car-
icature was defined. Thackeray was a prominent
English satirist, the author of “Flora and Zephyr,"
"Vanity Fair," and other works that served as car-
icatures of society. He also published the ironic
"Notes of a Snob" in Punch magazine, where he
worked closely and served as editor. Thackeray's
"English Humorists of the 18th Century," which is
of interest to us, includes materials from six lec-
tures delivered in England, Scotland, and the Unit-
ed States in 1851, along with annotations. The
writer's assessment of comic art combines mor-
al or aesthetic criteria in essays, including the au-
thor's position: R. Steele, J. Addison, M. Prior, and
A. Pope received approval; Thackeray was more
critical of the satire of T. Smollett, G. Fielding, and
J. Swift, whose understanding of the comic the au-
thor reproached for misanthropy and pessimism.
The moralizing method of presentation predom-
inates in the evaluative judgments of Thackeray;
however, in the course of the narrative, there is
an admission of finding reality not in official his-
torical chronicles and biographies, but in every-
day works that do not belong to the high genres
of art: "From fiction | get an impression of the life
of that time, of morals, of the behavior of people,
of their dress, of the entertainments, witticisms,
and amusements of society ..." [Thackeray, 1977,
p. 584]. Studying the nature of English humor pri-
marily within the literary tradition, Thackeray offers
an insightful look at the difference between hu-
mor and satire as distinct categories of the comic.
Victorian morality, as represented by his authorial
position, defines humor as a perfectly acceptable
form of the comic, compared to early English sat-
ire (J. Swift) or contemporary French (remarks on
the comic gift of W. Congreve, which was not in-
ferior to that of Moliére [Thackeray, 1977, p. 555]).

One of the key positions directly linking philos-
ophy and visual satire can be found in the works
of the French art theorist and critic Baudelaire.
Dedicated to his study of the works of contem-
porary painters, the publication [Baudelaire, 1965]
introduces us to the author's interest in the im-

plementation of art exhibitions in France, which
were a notable cultural phenomenon of the era.
Beginning his critical work with an analysis of the
Salons of 1845-1862, he largely followed the criti-
cism traditions of D. Diderot, Stendhal (the idea of
the ideal), and Delacroix. In these works, Baude-
laire relates notions of the ideal in the visual arts,
embodied through line and color, to contempo-
rary art. The following work introduces us to his
study of the work of French caricaturists (C. Ver-
net, O. Daumier, P. Gavarni, A. Monnier, J. Grand-
ville) [Baudelaire, 1971]. In his criticism, he favored
Daumier, emphasizing the seriousness and moral
depth of his works and their ability to transcend
mere comedy. Daumier depicts horrific scenes (for
example, a cholera epidemic), where the Parisian
sky seems ironic against the backdrop of human
suffering. Baudelaire concludes that the master
is a central figure in modern caricature, whose
work combines journalistic harshness, documen-
tary writing, and profound psychological insight.
The artist's images are thematically charged with
chaos and powerful carnivalesque epics: satirical
scenes, grotesques, and political parodies. Daum-
ier combines serious social chronicles with strong
emotional and artistic force in often dark, brutal
subjects: reprisals, prisons, and trials. The paint-
ings of this era are full of blood and drama, rep-
resenting the grotesque and realistic elements of
satire. Further, Baudelaire considers foreign schools
as important sources of the comic with different
dominants: moral seriousness (W. Hogarth), gro-
tesque energy (J. Cruikshank), expressive-fantas-
tic (F. Goya).

All the satirical methods he presented convey
various forms of the comic: from the moralizing
to the carnivalesque and threatening. For Baude-
laire, the most powerful caricature is one that re-
veals depth of thought, observation, and the ability
to combine the truth of nature with artistic trans-
formation. He compared the Italian and Flemish
schools of art in terms of the comic. Baudelaire
believed that Italian art, despite its liveliness, was
not conducive to the creation of profound comic
art. He also criticized Leonardo da Vinci's carica-
tures for their pedantic approach, claiming they
were too cold and geometric. Italian humor is frank
but not profound. He cited the amusing scenes
of the artist B. Pinelli as an example. Baudelaire
contrasted the Flemish and Dutch schools, with
their distinctive, original character, with the Ital-

ian school. The leading exponent of the elevated
understanding of the comic, in his view, was Pie-
ter Brueghel the Younger. His inherent diabolical
and grotesque world can be explained by a spe-
cial "satanic grace" or a powerful hallucination. The
master's astonishing ability to create such a quan-
tity of "horrific absurdities," according to Baude-
laire, coincides with the historical "epidemic" of
witchcraft and monstrosity. The French critic cer-
tainly preferred the profound, disturbing, and far
removed from fairground buffoonery, comic.

In the context of exploring categories of the
comic, let us turn to the work of M. M. Bakhtin,
whose work has not lost its significance in a number
of positions that serve as a source of debate. His
concept of grotesque realism explains the presence
of a material-corporeal element in culture [Bakh-
tin, 1990, p. 25], which, together with the notion of
laughter's ambivalence, is applicable to the exami-
nation of the grotesque in philosophical discourse
and art of the 19th century. Art, particularly cari-
cature, accordingly engages with these concepts
to critique the "high," moral perfection of society.
The author's vividly presented concepts of carni-
val and the culture of laughter, with their mani-
festations of inner freedom, the abolition of any
hierarchy, and the creation of a playful, deliber-
ately crude, frivolous atmosphere, opposed to the
ordinary behavior of respectable people through-
out the year. Carnival bestows upon the people a
sense of unity and psychological liberation, which
can be correlated with the "theory of relief." This
is consistent with the words of I.V. Goethe that
he quoted: “The Roman carnival is a celebration
that is given, in essence, not to the people, but
by the people to themselves” [cited from: Bakh-
tin, 1990, p. 271].

In book's conclusion, Kozintsev offers a con-
cise, resonant thought: "The comic is a subjec-
tive dialectic, a playful self-negation, a subject's
reflection on their own worldview, perceived dy-
namically, from different levels of development"”
[Kozintsev, 2025, p. 259]. Indeed, the comic is not
simply a reaction, but a complex intellectual pro-
cess. With the development of aesthetic thought
in the 19th century, not only the object of laughter
(what we laugh at) but also the subject of laughter
(understanding who is laughing) became essen-
tial. The very concept of dialectics draws us back
to Hegel's principle of the contradiction between
the supposed (the ideal) and the existent (reali-
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ty). Self-negation, reflection, is a manifest aware-
ness of inconsistency with the ideal image. This is
the function of art, whose images are objects of
comedy for the viewer. And the viewer performs
a subjective dialectic, laughing at fictional char-
acters, reflecting on themselves and their world-
view. This also aligns with Schopenhauer's view of
the sudden awareness of the discrepancy between
concrete and abstract representations, a manifes-
tation of the same purifying reflection. One can
also find resonance with Baudelaire's philosophy,
which spoke of the awareness of our superiori-
ty over the object of laughter, as well as the rec-
ognition of personal limitations, which allude to
self-denial and the acceptance of subjectivity. The
comic, as we see, is endowed not only with an en-
tertaining and social role but also with a philosoph-
ical act of inner rethinking, albeit in a playful form.

Dzemidok defined the concept of the comic
as being based on six main groups: the theory of
superiority, degradation, contrast, contradiction,
deviation from the norm, and mixed theory [Dzem-
idok, 1974, p. 11]. Thus, we will briefly supplement
the currently widespread division into three main
categories with several concepts. The "degrada-
tion theory" proposes considering the comic as a
negative value, consisting of a shift in our atten-
tion from phenomena that are not valuable to us
to those that are truly valuable. Also of interest
is the "contrast theory," where the understanding
of the comic is based on the principle of unjus-
tification, the discrepancy between expectations,
consistent with I. Kant's judgment on laughter as
an affect [Dzemidok, 1974, p. 19]. This position, as
Dziemidok also noted, is determined by the psy-
chological approach to the concept of the comic,
examined by researchers G. Spencer ("The Physi-
ology of Laughter"), T. Lipps ("The Comic and Hu-
mor"), G. Heffding (“Essays on Psychology"), whose
position was later critically assessed by literary the-
orists J. Krzyzanowski ("Studies in the History of
Polish Literature"), G. Pospielow ("Theory of Litera-
ture"). Remarkable is the formulation of the comic,
based on the "theory of deviation from the norm,"
based on absurdity and inappropriateness as the
basis for the comic. Here, satire castigates the in-
dividual for deviating from the norms accepted by
society, rules and customs, fashion and behavior
in the broad sense. Dziemidok includes among the
supporters of this theory K.M. Neihem ("Aesthetic
Experience and Its Prerequisites”), R.K. Eliot (“The
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Power of Satire: Magic, Ritual, Art"), J. Sutherland
("English Satire”) [Dzemidok, 1974, pp. 33-38].

A number of the ideas outlined above can be
confirmed by examining the illustrative material it-
self and providing a brief analysis of comic catego-
ries in English caricature. M. H. Spielmann's book,
“The History of Punch," presents a comprehensive
overview of the British satirical magazine, introduc-
ing the reader to the rich history of this pioneer-
ing publication and observing the evolution of its
publications over the years. He noted the impor-
tance of cultural significance as a platform for po-
litical and social commentary. Notably, the author
weaves into the narrative the magazine's constant
interaction with significant historical events, help-
ing readers to gain a deeper understanding of the
cultural context in which Punch flourished, name-
ly, its reflection of social moods and the political
climate through the prism of comedy. Spielmann
wrote that Punch's fortunate ability, its ability to re-
flect national opinion, gave the magazine the great
power it achieved and earned the respect of each
subsequent government [Spielmann, 2016, p. 188].
This author's phrase illustrates aspects of philoso-
phy and aesthetics in the context of the develop-
ment of the press, public opinion, and the role of
art in society. While stating that the magazine ex-
pressed the national opinion, he emphasized the
understanding of art as a mirror of society, giving
voice to collective sentiment, social desires, pho-
bias, and frustrations. The above suggests that the
aesthetics of the comic's influence on mass audi-
ences was understood pragmatically. Successful
satire and caricature were seen by contemporar-
ies as not only witty but also effective. Their value
was measured not only by artistic merit but also
by their ability to influence attitudes and moods,
evoking a response. Thus, the comic began to be
understood utilitarianly: as a powerful sociopo-
litical tool.

The author's book addresses issues of profes-
sional ethics and civic engagement. Spielmann re-
minds us of the magazine's publishing house's
awareness of its moral responsibility. He suggests
that proof of a cartoonist's power lies in a pro-
foundly respectful attitude toward the smile, which
brings popularity, and toward the ridicule, which
kills [Spielmann, 2016, p. 189]. This respectful at-
titude means that the artist doesn't simply laugh
mindlessly, but is aware of the power of their im-
pact. They treat their satirical tools, which evoke

smiles and ridicule, as something that can have
serious consequences. The author's distinction
between the effects of the comic—smile and rid-
icule—in the context of his analysis of a popular
contemporary satirical magazine anticipates dis-
cussions of elite and mass art.

We find manifestations of comic incongruity in
the magazine's political cartoons and social satires,
for example, in the works of the famous illustrator
J. Tenniel (1820-1914). We also encounter tech-
niques of hyperbole, metaphorical imagery, and
disproportion that generate comic effects in the
works of other prominent caricature artists who
demonstrated their talent during the 19th century,
such as T. Merry (1852-1902), L. Samborne (1844—
1910), and C.H. Bennett (1828-1867). The comic
was clearly constructed through understanding the
gap between real phenomena and their idealized
images in representation, which allows us to say
that the theory of incongruity is most relevant to
art associated with the concept of the comic. Im-
ages balancing on the edge of the comical and
the horrific, often related to social issues or wars,
are consistent with Baudelaire's understanding of
the grotesque. His approach allows for the explo-
ration of grotesque and ironic elements of carica-
ture that lie beyond pure humor.

The boundaries of the comic are extraordinar-
ily broad, encompassing various levels of under-
standing of the functions of laughter and realized
in art from light irony to the grotesque. Political
caricature often employs the grotesque to express
moral horror, embodying tragedy. It sublimates the
“low" genre, striving for its own maximum of ge-
neric possibilities. In critical discourse, the status
of caricature was determined by the accepted hier-
archy of genres (J. Ruskin, Royal Academy), which
contributed to the marginalization of the comic.
Based on the canonical Kantian and Hegelian aes-
thetic ideals, caricature could not be included in
this canon on equal terms. The idea of aesthetic
impartiality and the autonomy of art (l. Kant) de-
fined the understanding of pure aesthetic experi-
ence, the contemplative distance required by the
so-called "high genres." Hegel's concept of art as
a stage of the world spirit, whose monumentality
and true content, according to this logic, are con-
tained in the highest forms of art, close to the Ab-
solute. In the 19th century, the opposition between
"high" art (moral function, beauty) and "low" art
(illustration, satire) was immutable; the complexity

of form and depth of content in the general aes-
thetic rhetoric supported the hierarchy of the arts.

Abstract philosophical notions of the comic are
evident in visual techniques in 19th-century art.
Analyzing how Punch, the most significant Eng-
lish satirical magazine of the 19th century, shaped
public opinion, we discover that its editorial policy,
based on the philosophical and aesthetic norms
of the era, was manifested in this way. Let us turn
to the semantic model of art itself, defined by the
content of the category of the comic. Essential here
are the narrative strategy (of the caricature genre)
and the language of art (style, features of printed
graphics). Thus, Spielmann focused on Punch's role
during the war, emphasizing its ability to provide
laughter ("theory of superiority") and consolation
("theory of relief") in difficult times. These philo-
sophical models can be defined as more relevant
for embodiment in 19th-century art.

It's fair to conclude that caricature not only il-
lustrated philosophical concepts but also served
as a field for their testing and expansion. We see
the concept of the comic as multifaceted and in
need of further research, as we see the origins
of the concepts of humor and laughter, closely
linked to the concepts of the comic, as rooted in
human nature and the structure of society. Thus,
any philosophical understanding and refraction of
the comic in the mirror of art permanently unfolds
within the physiological and psychological realms
of human activity, and has also been a sociocultur-
al construct since ancient times. E.V. Barnashova
notes the controversial nature of the now-stand-
ard proposition that artistic creativity inevitably
emerges from the depths of philosophy: "In reality,
such a straightforward projection does not exist,
if, of course, we are speaking specifically of artistic
practice, and not of the creation of aesthetic doc-
trines." An aesthetic program can be more close-
ly related to a certain philosophical teaching, be
part of it as an integral part (aesthetics as a phi-
losophy of art), and directly grow out of it" [Bar-
nashova, 2014, pp. 139-140].

Our review aims to complement existing schol-
arly discourse on the aesthetic categories of the
comic in 19th-century philosophy and art, syn-
thesizing the foundations of that century's phil-
osophical thought with contemporary concepts
of humor, drawing on visual material from Victo-
rian English caricature as illustrative examples of
the practical application of theoretical theses. We
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believe the most relevant approach is the use of
the category of incongruity, but in combination
with other principles of the comic in artistic illus-
tration techniques. The figure of the 19th-century
artist, especially the caricaturist, who directly ad-
dressed various forms of the comic in his work, is
not reducible to the mere illustrator of amusing
pictures. He is a figure endowed with enormous
power over minds and reputations. His art vacil-
lates between entertainment in keeping with bour-
geois tastes and the weapon of satire, exposing
social vices that were revalued in this era of social
upheaval and shaped the artist's new self-aware-
ness. The development of mass media in the 19th
century transformed the aesthetic function of the
comic: priority shifted from deeper literary wit to
more democratic forms of representation, deter-

mined largely by topicality. The comic, primarily
presented to viewers in the periodical press, rath-
er than the rarely encountered theater, literature,
or more intimate, elite settings, became a tool of
social critique and simultaneously a means of en-
tertainment. The latter materializes the "theory of
relief," articulating public discontent, psychologi-
cally perceiving it, and reproducing it through ar-
tistic forms and practices.

The ability of the mass satirical press (English)
to be the authentic voice of the nation allowed
publications like Punch not only to exert signif-
icant influence on public opinion but also com-
pelled officialdom to recognize their legitimacy
and take them into account. This reflects the es-
sence of the evolving relationship between art, so-
ciety, and the state during this era.
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KATETOPNI KOMWYECKOTIO B ®1JTOCODUNU
N MCKYCCTBE XIX BEKA: AHT/TMNCKAS
KAPUKATYPA BUKTOPNAHCKOTO BPEMEHN

AHHoTauuma: CTaTba NOCBALLEHA MeXANCLUMANHAP-
HOMY aHaAMn3y KaTeropmm KOMmn4eckoro B puaocodum un
BU3yanbHOW KynbType XIX Beka. ABTOp uUccaesyeT TpaHC-
dopmaLuto TeopeTUUeCcKnX KOHLeNUuini cmexa (Teopun
NpeBOCXOACTBa, HECOOTBETCTBUA U 0bneryeHns) B Tpyaax
[.®.B. Terens, A. LLoneHrayapa, A. beprcoHa n Apyrux mbic-
NnTenen, ConocTaBaff UX C XyA0XKECTBEHHON NPaKTUKONM
3noxun. OCHOBHOW aKLIEHT cAieNaH Ha aHIIMIACKON KapuKa-
Type BTOpOW NonoBuHbl XIX Beka 1 AeaTeNbHOCTU XypHa-
na «Punch» kak yHVWKanbHOW naoLasgku, rae abcrpakTHble
dunocodckme kateropum (MpoHUs, rpoTeck, catupa) ob-

N36paHHas B KauecTBe n3yveHus tema «Kare-
ropum Kommyeckoro B punocopun n nckyccree XIX
BEKa» MHTEpPEeCHa TeM, YTO BbIBOAMT UCCNeA0BaHMe
13 orpaHNYeHHbIX PaMOK UCTOPUK UCKYCCTBa B 06-
NacTb acTeTmKn, dunocodun n kyabtyponorun. Oc-
HOBHasA 33/,a4a Hallero nccnefoBaHus 3akao4aeT-
CA B CPaBHEHUW TOTO, KaK KatoueBble dunocodpckmne
KOHULenLmMmM KOMMYECKOro (oMop, MPOHWUA, caTupa,
CMeX, rpoTeck) 6blan OCMbICAEHbI B 3CTETUYECKNX
TpakTtaTax XIX Beka. [lpegnonaraetca npocneantb
WX BOMJIOLLEHNE B BU3YasbHOM KyNbType U No3BO-
JINT ncnonb3oBaTb aHain3 n3obpasnTenbHoOro nc-
KyccTBa (aHrmincKkas kapukaTtypa) Kak npakTu4eckuni
npumMep peanvsaum GUAOCOPCKUX KOHLIEMLUIA CTO-
netus. TeopeTnyeckyro OCHOBY MeXANCLUMANHAP-
Horo o63opa cocTaBAAOT UCTOUHMKK dunocodun,
no3spoJsiftoWwme 06paTUTLCA K TEOPUM MOHMMaHMA
MOHATUA CMeXa N HeNoCPeACTBEHHO caMUX KaTe-
ropui kommyeckoro. Knrouesble BONpOChI, NOA-

peTanun npuknagHoe 3HadeHue. B pabote obocHoOBbIBa-
eTCc poJib KOMUYECKOTO Kak MHCTPYMeHTa CoLMabHOM
KoppeKL K1, MOpanbHOW KPUTUKM 1 GOPMUPOBaHMS 06-
LeCTBEHHOrO MHEHMS, a TakKe MPOCNexnBaeTcs CBA3b
MeXJy 3CTeTUUYeCKMMM TpakTaTaMu 1 pa3BUTUEM Mac-
COBOV BU3yaNibHOW KOMMYHUKaLMK. [peAcTaBaeHHbIN
0630p npesnonaraeT BO3MOXHOCTb Aa/ibHelLlero oc-
HOBaTe/IbHOrO MEeXAUCLIMMINHAPHOTO NCCNef0BaHUA.
KnroueBble cnoBa: kamezopuu KOMUYECK020, 3CMemuka
19 seka, aHenulickas kapukamypa, XypHana «Punch», co-
yuaneHaa kpumuka, unocogus camupei.

HMMaeMble nccaesoBaHNEM, 3aTparmearoT npobae-
My onpegfefnieHns NPUpPobl CMexa 1 KOMUYECKOro
Begywmmmn punocodpamm XIX seka (I.O.B. Terenb,
A. lonenraysp, A. BeprcoH). Imu 3atparvsanach
CYLLHOCTb Pa3anymsa Mexay «BblICOKMMU» dopMamu
KOMWYECKOTO (OMOpP, NPOHMSA) U «HUIKUMU» (CaTn-
pa, dapc, rpoTeck) B 3CTETUYECKOM YUeHUN. «Jlek-
umax no acretmke» (1835-1838) lerena ¢popmupy-
FOT OPUrMHaNbHYHO TEOPUIO CMexa B drnnocodckom
KOHTekcTe. no3nuusa Lonenrayspa B «Mup kak Boas
n npeactaBneHne» (1819-1844).

Hamu byaet paccmoTpeHa UCcKyccTBOBeAYecKas
n Kputnyeckaa nutepatypa XIX seka: Bo33peHusn
L. bBoanepa Ha npvMepax HeCKObKUX ero pabor,
MOCBALLLEHHbIX MHTEPNPETaLMnN NCKYCCTBA COBPEMEH-
HOCTW, NPaKTUKn GpaHLy3cknx CasoHOB, 3cTeTnYe-
CKol Teopuu, a Takxe 3cce [x. Mepeauta «Ouepk
O KOMeAUM U NCMOIb30BAHUN KOMUYECKOTO Ayxa»
(1877), acTeTnyeckme TpakTaTbl O PUCYHKE N UANKO-
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cTpauunmn — Tpyay Ax. PéckuHa. B npouecce aHanu-
3a Mbl XXesflaeM 0603HauUNTb CBA3b GMI0COPCKMX
KaTeropui ¢ BU3yaabHbIM MaTepUanoM: Nx oTpaxe-
HWe B KPUTMKE NCKYCCTBA M B MPaKTUKe KapukaTy-
puctoB. CooTHECEHME XyAOXECTBEHHbIX MPaKTUK €
dunocopcknmmn mogenamm BTOpon nonosuHbl XIX
BEKa onpezensieT akTyasbHOCTb paboTbl 1 popMu-
pyeT KOHTEKCT. HaMmun o4yepumnsarotca XpoHoaornye-
ckve n reorpadpumyeckme pamkmn aHanmsa: XIX ek,
cpeAoTouMe Ha BpUTaHCKOWN BU3yalbHOWN KyNbType
B KayecTBe NPakTU4ecKoro npumepa.

MNMapafoKkc KOMUYECKOro 3akatovaeTca B MoBCe-
MECTHOM MPUCYTCTBUN KOMUYECKOro B KyabType XIX
BeKka (MaccoBas npecca, kapukaTypa), Ho noasep-
ranocb MapruHaaMsauunm B akaseMmnyeckon cpe-
ae, actetTndeckon Teopum (Ferens, Kant). Ceasyto-
WMM 3BEHOM MexXay ¢mnnocodpuen n NckyccTBoMm
ABNAOTCA TEOPETUYECKME COUNHEHNA XyAOXKECTBEH-
HOW KPUTUKM 1 3cTeTmkM XIX Beka, OAHUMU U3 Hau-
6onee 3HaUMMBbIX TEKCTOB MPUHaAexXaT yrnomu-
HaBLemyca Bbiwe boanepy, nncartento, aBTopy w
pepaktopy «Punch» ¥Y.M. Tekkepeto. NoMmMmMo 3a-
ABNEHHbIX K pacCMOTpeHnIo dnaocodckmx noaxo-
[0B K KOMUYECKOMY HaMu byaeT npuBegeH 0630p
TPex KJ1acCcn4eckmx Teopuii cMexa, OnmcaHHbIX Buk-
TOpoM PacknHoM, NpeAnoXu Tak Ha3biBaeMyHo ce-
MaHTUYECKYHO TEOPUIO FOMOPA, MO3A4HEee JOMOAHEH-
Hyto CanbBaTtope ATtapgo B «Linguistic Theories of
Humor» (1994). 310 Teopumn NpeBoCXoACTBa, HeCOo-
OTBETCTBMA (TakXXe MMeHyeTCA Teopuer NpoTUBO-
peuns) n obaeryeHums.

MpobnemMow, KOTOPYH Mbl CTPEMUMCA pa3pe-
WINTb B NPeACTaBAEHHOM NCCNEeAOBaHNN ABAAETCA
onpeseneHve Gpnnocopckmx KaTeropuii KOMUYECKo-
ro, aHaam3 Toro, Kakum o6pa3oM OHM COOTHOCATCH
C KOHKPETHbIMU NPUEMaMM, UCMO/b3yEMbIMU aH-
rAMNCcKMMK Kapukatypuctamm XIX Beka. Mol cTpe-
MUMCS 0DOCHOBaTb, UTO aHraMIcKas KapukaTtypa
BTOPOW NonoBuHbI XIX Beka GyHKLMOHUPOBana Kak
BM3yasbHas nabopatopus. BHyTpu Hee Bbian npo-
BEpEHbI, KOHKPETN3NPOBaHbI 1 CybAMMNPOBaHbI ab-
CTpakTHble dunocodckme KaTeropmm KOMMYECKoro
(ocobeHHO HecooTBETCTBME W COLManbHas Koppek-
LmAa) B rpoTeck, NPUHLUMNbLl MeTadopbl N MPOHWUMY,
yTO TPeboBasIO HOBOrO 3CTETUYECKOrO OCMbIC/E-
HWA. DT NONOXEHMSA AOMNOJHEHbI O6palleHneM K
MOHorpadumm no nctopum «Punch», otpaxkasluime
BOMJIOLLIEHME B CaTUPUYECKUX MANKOCTPaLMAX Ka-
TEropuii KOMMYeckoro. He TepsieT akTyasbHOCTU U
Tpya M.I. lWnuabmaHHa «The History of "Punch"»
(1895). ina meTof0NOTMHECKOM MOAAEPXKKM U CO-
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BPEMEHHOrO OCMbICAEHUS TEMbI NMPWBAEUYEHbI TPYAbl
o dunnocodun kommyeckoro M. baxtnHa «TBopue-
ctBo ®OpaHcya Pabne n HapogHas kyabTypa Cpea-
HeBeKOBbA U PeHeccaHca» — KOHLIeNuun KapHaBa-
Na, FPOTECKHOTO peann3mMa, «CMeXoBOW Ky/bTypbl».
Xota dokyc saHHOM paboTbl KOHLEHTPUPYETCA Ha
6onee paHHeM BpeMeHHOM nepuoge, ugen baxtu-
Ha O «HU3e» N «Bepxe» oMopa NPUMEHMMbI K caTu-
pe. TeopusaM 3CTETUKK, Kak Mbl ybeanumcs, npucyLue
BO33pEeHMe O AUXOTOMUN NCKYCCTBA Ha KaTeropuu
BO3BbILLIEHHOrO, TaK Y HU3MEHHOTO.

[ns aHann3za NOHATMA KOMUYeCKoro ocobeH-
HO 3HauMMO NpuBAEYEHUE TPyAa OTEUYECTBEHHOTO
nccnegosatensa HO.b. bopesa — aBTopa ogHOro n3
Hambonee NoJIHbIX, 3HaUNMbIX PaboT 3CTETUKN, 06-
paLlaBLUErocs HemoCpPeACTBEHHO K U3YYEHWIO 3CTe-
TUYECKON KaTeropuii Kommyeckoro «Kommnueckoe,
nam O TOM, KaK CMeX Ka3HUT HECOBEPLLEHCTBO MMPa,
ouuLLaeT 1 OOHOBAAET YeslOBEKa 1 yTBepXKAaeT pa-
AOCTb 6bITUA». ABTOp aHanu3npyeT pasHoobpasve
dbopm 1 posoB HOMOPa, CONPOBOXAas NOBECTBOBA-
HWe NpuMepamu, NPenoAHECEHHbIMU INTEPATYPON,
KWHO, N306pa3ntenbHbIM NCKYCcCTBOM. LieHHO ob6pa-
LeHWe Takxe B GyHAAMEHTaIbHOM MEXANCLMNAN-
HapHoW MoHorpadum «4enosek n cmex» A.l. Ko-
3VHLeBa, B KOTOPOW aBTOp MOABEPrHYTb pa3bopy
NPVHLMNbI BONAOLWEHNS GeHOMEHa CMELLHOTO, No-
3ULMK FOMOPa B YesIOBEYECKOM O6LLeCTBe, aHaIu-
3npyeT GYHKLMM IOMOpPa, CBA3aHHbIe C A3bIKOBOWM,
3HaKOBOW NPUPOAO0N saBaeHNUs. KHura nomoraeT Ham
OCMBICANTE KOHLEMLMI0 KOMWUYECKOTO C OHTONOTM-
YeCcKOW NepCreKTUBbI, PpackpbiBas NPUPOAY CamMoro
obbekTa (c dG1MNocodPckon, NCMXONOrNYEeCKomn CTo-
POHbI) 1 Mpeanaras ero CMCTeEMHbIe Mogenn, pop-
Mbl. Monbcknii nccnegosatens b. zeMnaok Takxxe
JaeT OOLIMPHbBIA TeopeTUYeCcKnii aHaan3 Kommye-
CKOro, C KOTOPOMY Mbl NonaraeM obpatuntbes. OH
BeJeT aHa/iM3 nyTeM COMoCcTaBAeHNAa MHOroobpa-
315 KOHLENLUUA KOMUYECKOro, 3aKato4as, 4Yto oT-
KNOHEHME OT HOPMbl 06bEKTa CMELLHOTO CNYXXWT CO-
CTaBAAOLLEN HONBLUMHCTBA TEOPETUUECKMX TEOPUIA.

Hawwa uenb 3akntovaeTcs n3Ha4vanbHO B cMCTeMa-
TM3aummn KaroueBbix duaocodckux pabort, KoTopble
NPVYMEHWMbI K BU3yasibHOMY aHaan3y caTMpryeckoro
MCKYCCTBA 3MOXM. AHaNN3 TEOPETUYECKMX KOHLIEMLMIA
N MOHATUIA KOMUYECKOrO HaM KaXeTCst MHTePECHbIM
06HapY>XMTb MPUMEHUTENBHO K KOHLIEMLMKN Tpex oc-
HOBHbIX TEOPUIA FOMOPA, YaCTO NPUMEHSIOLLLErocs B
COBPEMEHHbIX MEXANCLMMAMHAPHBIX NCCAEA0BaHN-
Ax. [lns oxBaTa KAtoueBbIX GUNOCOPCKUX MOAenei
NMOHMMaHMA 3CTETUYECKOrO (CONPAXEHHOTO C 3TUM

«KoMmnyeckoro») XIX Beka noTpebyertcs paccMOTpeTb
Tpwv Hanbonee CyLecTBEHHbIX MOAXOAa K KOMUYECKO-
My: “Incongruity Theory" («<Teopus HECOOTBETCTBUA»),
"Superiority Theory" («<Teopus NpeBoCxoAcCTBa») U
"Relief Theory" («<Teopus obneryeHus»), Gopmmpo-
BaBLUMecs B 3TOT nepunog. OHW He NPOTMBOCTOAT,
HO JOMOAHANT APYr Apyra No BuaeHuo PacknHa
(“Semantic mechanisms of humor»). YnomuHasLmni
B coumonormnyeckom o63ope 31y Teopuro, C.C. Menb-
HWMKOB, COMOCTaBASIET MHOIME NOAXOAbl K U3YYEHWIO
byHKLMIA, camon npupoabl cmexa. ViM npusegeHsbl
B npuMep aBTopsbl k. Moppuan («Comic Relief: A
comprehensive philosophy of humor»), M. Knapk
(«Humour and Incongruity»), 3. OpuHr («<Engaging
Humor»), T. WynbL, («Order of cognitive processing
in humour appreciation») Hapsgy C OTe4eCcTBEHHbI-
mMu cneunanmctamun A.B. AmutpuresbiM, A.A. Cbiue-
BbIM B paboTe «Cmex: coumodunnocodpckumii aHanms»
[AmuTpmes, Coiues, 2005], noaxoaMBLIMMM K F1y60-
KOMY NMOHWMaHWto npobaemsl. KoHuenuun npuse-
AEHHbIX nccnesoBatenein Nog4YmMHeHbl NOHUMaHWUIO
KOMMUYECKOrO Ha CTblKe ero eCTeCTBeHHON Npupo-
Abl, YEJIOBEYECKOW MCUXMKE, C YEM COMpuKacaeTcs
naea Teopumn obaeryeHns, OTHacT TeOpUs NPEBOC-
Xog4cTBa (arpeccuBHble npossaeHns) [MenbHNKOB,
2015, c.216]. Teopus HeCOOTBETCTBMA COMPAXEHA
C KOPPEKTUPYIOLLUMUN DYHKLMAMYU, HanpaBAeHHbI-
MW Ha COo3MAaHne NNUYHOCTM MK OBLLEeCTBa, OCHOB
coumanbHoro nopsgka (M. Mankaii), n — gaxke Ha
nx gekoHctpykumio (M. J3asnc) [MenbHukos, 2015,
€.216]. ctopnueckn aBTOp BO3BOAMUT HabatoaeHMe
K BO3MOXHOCTW NPYMEHEeHWs Tpex Teopuii KO Bpe-
MeHaM W. KaHTa, 1, uto 0cobeHHO BaXKHO A1 Halle-
ro aHasiM3a K ConpuKacarLWwmMMmnCs ¢ «Teopuein 0b-
neryeHmsa» Teopetnkamu XIX Beka A. baHom («The
emotions and the will») n I. CneHcepom («®un3no-
norus cMexa»), BUAEBLLMMU B tOMOpe TUn ¢pursno-
NOTNYECKOW pa3psAKu.

Ewe ¢ XVIIl — Hauana XIX BekoB poxaaeTtcs B
€BPONencKol KybType 0CobbIA TUM pOMaHTNYe-
CKOWM MPOHMW, Hanbosee NHTEHCUBHbBIE KPUTUYECKME
nccnesoBaHUA KOTOPOW MPUXOAATCA Ha TEOPUO
®. Wnerens, K.B.®. 3onbrepa, B. Tuka, 3.T.A. Todp-
MaHa. [lanee oHu pa3BopaumBatoTcs B byHAaMeEH-
TaJlbHOM NPENOMIEHUN U OCMbICIEHUM UX [erenem.
LLinpokoe none ans aHanansa GopM KOMUUECKOro
B 3CTETUKE JAPWUT 3HAKOMCTBO C €ro Nekumamm rno
3CTEeTMKE, NPeACTaBAAOLWMMM cObOoI CBOEro posa
NONEMUKY C HEMELKKMMU poMaHTuKamu. Mpusesem
ero paccy>kAeHna o ceoeobpasnm NOHATUA UPOHUY,
n3obpeteHHon ®. LLinerenem: «...npoHMYeCKoe Kak

reHvanbHaa MHAMBUAYabHOCTb 3aK/1H0YaeTCAa B Ca-
MOYHWUTOXEHWUN BCEro BENNKOrO N MPEeBOCXOAHO-
ro» [[erenb, 1968, c.73]. VipoHnueckme xapakrepbl
B XYJ0XECTBEHHOM M306paxkeHUN NpeACcTaBAAOT
TOMJIEHWA N NpOTUBOpPeYna aylwn. B rnaee, nocea-
LLLeHHOW Pa3NoXeHNIo Knaccuyeckon GopMbl 1C-
KyccTBa, 0 catupe [erenb nucas, Kak O JULWEHHOM
3MMYECKOoro 1 ampuyeckoro Havana [lerenb, 1969,
€.225]. dunocod paccmaTpman ee Kak npumep pas-
HOrnacus Mexay CobCcTBEHHOW O6BEKTUBHOCTBIO U
3MNUPUYECKON AENCTBUTENBHOCTLIO. BBMAY HEBO3-
MOXXHOCTHW, A8 MOCTUXKEHNA KOTOPOW, ee cnesyeTt
BOCMPWHNMAaTb, COFNacHO MHeHuo lerens, Kak ne-
pexoaHyto GopMy Knaccnyeckoro naeana. B tpets-
eM TOMe, NocBALEeHHOM acTeTuke [lerenb, 1971], le-
resib npeanaraet knaccmburkaLumio, epapxuro BUA0B
NCKYCCTBA, NCXOAA U3 CTeneHn NpubaMXeHHOCTU K
ABCONOTY, UCTOPUYECKOMY AYXY SMOXM.

OnucaHne HeNoCpeaCTBEHHOTO, @ HE UCKIHOYM-
Te/IbHO TEOPETNYECKOrO BOCMPUATUA KOMUYECKOTO
Mbl OBHapY>XMM M3 cogep>kaHus nucbMa Kk Mapum
lerenb n3 MNparn B 1824 roay no nosogy nocetue-
HWA TeaTpa: «...3TO NMOPOM KaXeTCs HaM Ype3Bbl-
YalHO CTPaHHbIM, MOPOM YPE3BLIYAMHO CMELLHbIM,
160 3TO ONATb-TakM BECbMa XOAYNbHO, HPaBOYUM-
TeNbHO, cepbe3Ho» [[erenb, 1973, c.522]. 3peck dm-
Nocod APKO OMMCbIBAET YBUAEHHYIO CLLEHKY ase-
rOpUYeCcKnX NepcoHaXKen, CbirpaHHbIX B CrekTakae
«[loH-XyaH». MOXHO 3aKN0UNTb, UTO KOMUYECKOEe
B SMMNMPUYECKOM OMbiTe MPOYYBCTBOBAHO lerenem
Kak NpUHaANEXHOCTb KaTeropmMm HeCOOTBETCTBUA.
MpVYMeHNTENBHO K KOHLEMLMW TpeX OCHOBHbIX Te-
OpWi paspeLueHne KOMUYECKOro NPoTUBOPeYMa
NPOSIBAEHO B HECOCTOATENBHOCTU CYyOBEKTUBHO-
ro Haydana nepeg avuom abcontotTHomn naen. Ko-
MUYECKOe ABAAETCA NPOABAEHNEM HENUCTUHHOCTM
cofep>KaHus, COCTOALWMM B MPOTUBOPEUYMU MEX-
4y dopmoin 1 camum coaepxaHmem. MNposiBreHne
NAEONOTNYECKON N COLMaNbHON GYHKLMN KapuKa-
TYpPbl, CNOCOBCTBYHOLLEN YCTaHOBUTD, KaK «BblCOKas»
acTteTuka XIX Beka OTHOCUAACH K XKaHPY, KOTOPbIA
4acTo CUMTANCH «HEJOCTOMHbIM» cogep>KaHus. [e-
resb icnonb3oBaTtb A48 aHanM3a naeonornyeckon
byHKUMM KapuKaTypbl (Kak OHa pa3peLuaeT nav 06-
HaXkaeT coLManbHble MPOTUBOPEUNS.

Mepeant onpegenan KOMMYeckoe Kak MHTen-
NleKTyasbHYyt0, COLMaNbHYIO MOAeb KOPPEKLUK, Ha-
npaB/ieHHYt0 Ha UCNpaB/ieHne HpaBoB obLLecTBa.
Mpu3HaK UCTUHHOM KOMeAUW OH BUAEN B TOM, UTO
OHa NpobyxaaeT BAyMumBbIl cMex [Meredith, 2025,
¢. 87-90]. Cmex ponxkeH 6biTb Nof00eH ynblbKe: TOH-
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KO BblAep>XaHHbI, OOHapY>XM1BaOLWMIA CBET pasy-
Ma, YMCTBEHHOe 60raTCTBO, a He APKOCTb 1 rpoTecK.
Komunueckoe nposaBaseTcs CNoKOMHO 1 6e3 3106b|,
HanpaB/ieHHOW Ha CBOU MULLEHU A/isl OCTPOTbI, He
noaAaeTcs NbIKOCTU U cTpacTn. KoMmueckoe B aH-
TVACKON KYNbType, NO €ro MHEHWIO, OTANYaEeTCS
TEM, UTO He CTPEMUTCA K rpybocTn nam K 6e3Bkyc-
HbIM NpeyBennyeHunsm. CornacHo Mepeauty, 6na-
rofaps CyLLecTBOBaHUIO pa3yMa, 34PpaBoro CMblCAa,
camun yMbl Nrogei fericTBytoT coobua. OH nNpu3bl-
BaJl He 3abbIiBaTb O AyXOBHOW COCTABASIOLLEN B NtO-
AAX. B NpoTMBHOM C/iyyae YenoBeK MLaeTcs Cno-
COBHOCTM KaK NOUYBCTBOBaTb KOMUUECKUIA AyX, TakK
1 obpecTn oT Hero yTelleHwue. VI3 nprnBeseHHOro
Mbl MOXEM 3aK/H0UNTb, YTO MOHMMaHUE KOMUYe-
CKOro oT4acTu poAHUT MepeguTa ¢ Ferenem, Kak
HanpaB/ieHHOe Ha KOpPeKLIMIO AYXOBHOTO Havana
obLecTBa, MOTEHLMIO BOCMUTaHNA HPaBCTBEHHOTO
UyBCTBa Yepes UCKYCCTBO.

KomMunueckoe Kak 0CO3HaHMe HeECOOTBETCTBMA
Mbl 06Hapy>xuBaeM y LLloneHrayapa. No3bl 1 Xe-
CTbl NEPCOHAXEW BXOAWAN B MOHWMaHWe rpaumm B
XYAOXXEeCTBEHHOM MPOUN3BEAEHNI, CIef0BaTENbHO,
TpeboBann cobAOAEHNSA COOTBETCTBMSA U30bpakae-
MO ocobe. NckycCTBO OCMbICNEHO UM CAeAYyHOLLM-
MW NMONOXKEHNAMM: «n306pasnTenbHOe NCKYCCTBO,
MO33Us U My3blKa CAYy>XaT MNO3HaHUIO eAUHCTBEH-
HOW AeNCTBUTENbHOM CYLLHOCTU MUPa, UCKYCCTBO —
cnocob cosepuaHusa Belen» [LLoneHraysp, 1999,
¢. 353-354] n «MckyccTBO Npexxae BCEro Aaput yte-
LeHWe, HacnaxzaeHue, 3TO BOMJIOLLEHHOE AN CO-
3epLaHuns bbiTUe, HO INLLEHHOE ero CTpajaHuii, He-
cosepuieHcTBa» [lLloneHrayap, 1999, c. 481-482].
[anee dnnocodom packpbiBaeTca MoAeNb aHaAN-
3a Takmx PopmanbHbIX MPUEMOB MCKYCCTBA Kak rv-
nep6oamn3aLms, NckaxeHne, 06 bACHAIOLLNX MPUUNHY
MOPOXAEHNA CMEXa NOCPEACTBOM Xy0XKECTBEHHbIX
aedopMaLnii: «...Korga xapakTepHoe He OTTeHsieT
KpacoTy, a nepexoaut B 6e3obpasue, foxoaa J0 He-
ecTecTBeHHOCTH, To 310 LLloneHraysp noHMMan 310
KapuKaTypown, Wwapxem, yTpuposkon» [LLloneHray-
ap, 1999, c. 417]. CornacHo bopeBy, 311 MbICAK CO-
rnacyroTcs ¢ Bo33peHueM leresis 0 KapuKaTypHOCTU
Kak npvieme, Korga: «...onpejeneHHblin xapakTep B
BbICLLIEN CTeneHW NpeyBeanyYeH, To eCTb peasibHble
YepTbl N306paxatoTcs, JOBEAEHHbIMU A0 KpaliHei
cTeneHu BblpasutenbHocT» [bopes, 2025, c. 232].

B TpmvHaguaTom naparpade nepBoro Toma npum-
CyTCTBYET MHOXECTBO 3aMeyaHuii O CMexe, Kak Mo-
HATUN, POXAEHHbIM Baarogaps napagokcy, KOH-
Tpacty [lWoneHrayap, 1999, c. 166-171]. CmewHoe
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BO3HMKAET B pe3y/ibTaTe OTKJIOHEHUS TOXAeCTBa
06beKkToB OT UX NOHATUA. OH NOACHAA, YTO YeM
CUIbHEE CXOACTBO B OAHMX MYHKTax Mexay ob6bek-
TaMW 1 KOHTPACTHEl OKaXeTCs HECOOTBETCTBME MX
B APYrMX OTHOLUEHWNAX, TEM CUbHEe peannsyeTcs
addexT kommyeckoro. MoareepxaeHna Tomy LLo-
neHraysp npusbiBas o6Hapy>XuTb B NHOOOM aHek-
foTe, 3a6aBHOM BoCnoMWHaHUK. Mputom bbiBaeT
HECKOJIbKO BapWaHTOB Nog06HON ocTpoThl. B nep-
BOM C/ly4ae TOXAECTBO 3aK/H0UaeTCs B MOHATMM, a
pasnnuve B JeNCTBUTENILHOCTM, @ BO BTOPOM CAy-
Yyae HaobopoT. OH Bblgensn ABa pofa CMELLHOrO,
B 3aBUCUMOCTM OT MPUPOAbI EF0 BO3HUKHOBEHUS:
oCTpoTa (HaMepeHHbIN MNOCTYMOK) U FynocTb (Cy-
YyaeTcs NpPou3BoJbHO). FoBOpsA 06 ocTpoTax, duno-
cod ynotpebaan BelpaxeHus «calembourg», «pun»,
«l'equivoque». Ncxoas 13 3tnx noaoxeHunin LLoneH-
raysp 3akato4aeT, YTo OCTPOYyMME NPENMYLLECTBEH-
HO BbIpaXaeTcs B C/IOBaX, a MOPOXAEHHOE [yno-
CTbHO KOMMYECKOEe — B MOCTYMKax.

MoHMMaHWIO, Kak COBPEMEHHWKM BOCMIPUHUMANN
KaTeropum KOMMUYECKOTO B KOHTEKCTE 3CTETUUECKMX
AVCKYCCUIA CNOCOBHBI O6BbACHUTD TEKCTbI aHMNIA-
CKOTO KpUTMKa PECKMHA. DCTETUYECKYH LLleHHOCTb
rpaduueckoro nckyccTea oH NoHMMan B ocobon
COpa3MepHOCTUN TPeX KauecTB XyAOXHMUKa: YMEHWS,
KpacoTbl n cxoactBa [PéckuH, 2024, c. 76]. Teope-
TUK, IBASISICE @aBTOPOM MHOFOUYMNCIAEHHbIX TPYZAOB,
BCECTOPOHHE aHaAN3MpPOBan COBPEMEHHYH Mac-
COBYIO KY/bTYpy, NOAYepPKMBas 3HAYMMOCTb MO-
panbHOM QYHKLMM UCKyccTBa. [naBHYO GyHKLUUIO
MCKYCCTBa OH NOHMMa, Kak «... CIly>XeHWe AeCTBI-
TeNbHbIM NOTPEBHOCTAM NOBCEAHEBHOMN XU3HU»
[PéckunH, 2024, c. 86]. [naBHOe 3aKkAt04YaNOCh ANS
Hero B $popMoobpa3ytoLLleM BO34ENCTBMM N306pa-
3UTE/IbHOTrO UCKYCCTBA Ha HPABCTBEHHbIE KPUTEPUU
obLecTBa, Noajep>KaHne XpucTmaHckmx jobpoge-
Tenel 1 oTobpaXKkeHne UCTUHBI.

Teopwna o cmexe beprcoHa nosicHAeT BO3HUK-
HOBEHWE YCTONUMBBIX FOMOPUCTUUECKMX TUMAXKEN
(cTepeoTunHble 06pa3bl NOANTUKOB, AeHAN, Byp-
Xya), ynofo6aaBLIMMCA MeXaHNUYEeCKUM MaproHe-
TKaMm. Mo MHeHuto dpaHuy3ckoro ¢uaocoda, cro-
COBHOCTb BbI3blBaTb CMEX Bbl3BaHa MOBTOPAIOLLMNMY,
HeeCcTeCcTBEHHbIMW NO3aMW N306pPaXKeHHbIX MNOAN-
TUKOB Kak 3aBOJAHbIX KyKOJ UAN XUBOTHbIX. Heco-
OTBETCTBME YE/IOBEYECKON CYLIHOCTU NPOU3BOAUT
Henernoe BneyatieHVe Ha 3puTens, 3a4eToro 3KCLEeH-
TPUYHBIM NoBeseHneM ¢urypbl. Mol gencTBUTENb-
HO Hab/ItoJaeM NPUNOXKEHWE AaHHON TUMOAOTN B
KapukaType: BbiIcMenBaHne Moabl, cCHobuama. Mpw-

BeJeM uuTaTy camoro beprcona: «<Komnueckoe —
3TO Ta CTOPOHa JIMYHOCTM, KOTOPOWN OHa NOXOAMNT Ha
Belllb, Te YesoBeYveckme NoCTynKn, KOTopble CBO-
el COBEPLUEHHO CreLmdnUeckor KOCHOCTBIO NMOXO-
AAT Ha HaCTOALLMI MeXaHM3M, Ha HEYTO aBTOMaTH-
yeckoe — C/I0BOM, Ha ABUXeHME Be3XM3HEHHOe.
OHo BbIpaxaeT, cnefoBaTelbHO, M3BECTHOE UHAW-
BUAYaNbHOE WUV KOJIIEKTUBHOE HECOBEPLLEHCTBO,
Tpebytolee HeMeaIeHHOTO ucnpaeaeHus» [bepr-
coH, 1992, c. 59]. NposaBaeHne KOMMYECKOro (13-
BpaLLieHe BONWN M XxapakTepa B IMYHOCTY YeNoBeKa)
nccneayeTca aHaIMTUKOM B KauecTBe «MexaHuye-
CKOTro, HaNIOXXEHHOIO Ha XMBOE», KOMMeHcaLlunen
3a KOCHOCTb 1 aBTOMaTu3M. MNoHATNE «MexaHnye-
CKOro» Kak nposBaeHne Kkommyeckoro beprcoHa
coriacyetcs B 3TOM MyHKTE C aHaNOMMUHbIM Mpes-
CTaB/IeHVWEM O «MeAaHTu3Me» (NPosABAEHNe OCTPOThI
BCNEACTBUE FNYNOCTL), Kak CBOMCTBE AYXOBHO Orpa-
HWUYEHHOM ANYHOCTN CNEMO CNeAYOWUM MOpPab-
HbiM fokTpuHam [Wonenrayap, 1999, c. 169-170].

MoayepkmBaHME NCKYCCTBEHHOCTH YeN0BEYECKO-
ro CyLlecTBOBaHUsA, KOMMUYeCKoe NpoaBaseT cebs Kak
dakTop, CNocobCTBYHOLLMIA UCNPaBAEHNIO, COLMab-
HoW KoppekLmn. OTHOCUTENBHO NPUNOXKEHUA TEO-
pun MexaHu3aunmn beprcoHa npvMeHUMYO B BU3Y-
anbHOM NpakTuKe (Ppapc) aMepuKaHCKMX coLmonor
M. [3B1C oTMeYan, Yto, XOTs BO3MOXXHOCTU TEOPUIA
toMopa A0S aHanm3a KOMUYeCKOro nepeoLeHeHbl,
O/lHaKo 06/1a4ar0T CNOCOBHOCTbIO OOBACHATL Te-
opwuto [MenbHukos, 2015, ¢.216]. KapukaTtypHble
n3o6paxkeHuns, COrnacHo Jornke nccnegoBatens,
bYHKLMOHMPYIOT Kak coLmanbHOe Haka3aHue 3a He-
rmbkocTb Un nogpaxkaHue. B acce beprcoHa dury-
pUpYyeT naes, YTo CMeX Kak KoNeKTMBHasA AeATeb-
HOCTb BbIMOJIHAET COLMANBHYIO ¥ MOPaJIbHYHO POb,
3acTaBnAa ntofen n3baBaATbCA OT CBOMX MOPOKOB.

XygoxectBeHHana kpuTtuka XIX Beka, Ha npume-
pax bognepa, Tekkepes, cTana CBA3YHOLWMM MOCTOM
mexay dunocodurert n nckyccTsoM. [JaHHbl B3rag,
npodeccnoHanoB JeMOHCTPUPYET CY>XAEHNS O CO-
BPEMEHHbIX FOMOPUCTUYECKUX NPOU3BEAEHNAX U UX
aBTOpax, OLeHKa FOMOPUCTUYECKMX MPUEMOB. ITH
TeKCTbl MOKa3bIBatoT, Kak punocopckme naem npu-
MEHSINCh K BM3YasbHOW KyAbType 1 Kak onpege-
NANCA CTATyC KapukaTypbl. Tekkepen ABAANCA APKIM
caTvpuyecknm nucatenem AHranm, asTopom «dno-
pa v 3edbunp», «Apmapka TwecnaBusa» 1 Apyrux Npo-
N3BEAEHWI, CNY>KMBLLUMX KapUKaTypHbIM 13o6paxe-
Hvem obuectBa. OH Ny6MKoBan Takxe B XypHane
«Punch», ¢ KOTOpPbIM TECHO COTPYAHWYAN, ABAAICA
pesakTopoM, MPOHUYHbIe «3annckm cHobax. B co-

AepKaHne MHTePeCyroLmMX Hac «AHTMACKMX FOMO-
puctos XVIII Beka» Tekkepes BoOwWAM MaTepuanbl
LWeCcTn npounTaHHbix B AHravu, LWotnangmn, CLLUA
B 1851 rogy nekuuii ¢ npumedarHmamm. OueHka Ko-
MWYECKOro NCKYCCTBa COYeTaeT y nucatens Mopaib-
HbIW WA 3CTETUYECKUIN KPUTEPUIA B OHepKax B TOM
yncae aBTOPCKON No3uLmmK: 0f0bpeHme NoayUnIm
P. Ctunb, Oxx. AgancoH, M. Mpaiiop u A. MNon, Kpu-
TUUYHen Tekkepelh nogxoaun k catmpe T. Cmonne-
1a, [. ®unbamHra nan Jx. CeudTa, Ube NOHMMaHMe
KOMMYECKOro aBTop yrnpekan B MM3aHTPONMK, nec-
cMMmumame. Mopanns3aTtopckmini MeTos N3N0XKEHUS
npeobiasaeT B OLLEHOUYHOCTU Cy>XAeHUN Tekkepes,
O/iHaKOo B MpoLiecce NOBECTBOBaHMA 3BYUNT NpU3Ha-
HVe B HaXOXAEHUW AeACTBUTENbHOCTU He B OPULIM-
aNbHbIX NCTOPUUECKMX XPOHUKaX, Buorpadusx, a B
npov3BejeHnsx ObbIAEHHbIX, He MPUHaA eXaLl X
BbICOKMM >XaHpaM uckycctsa: «3 bennetpnucrmkm
 BbIHOLLY BreYaTt/ieHne O XM3HN TOro BPEMEHH, O
HpaBax, O MoBeAeHUM Ntogei, 06 Ux naaTbe, O pas-
BJIeUEHUAX, OCTPOTax 1 3abaBax obuiecTsa...» [Tek-
kepen, 1977, ¢.584]. VIayyas npupogy aHrANnCKoro
tOMOpa MNpexzae BCErO B MTepaTypHON Tpaanumnm,
Tekkepel faéT B3rNa4 U3HYTPY Ha pasHULy MexXay
FOMOPOM W CaTUPOW, KakK PazIMUYHbIMU KaTEropusMm
KOMWYeckoro. BuktopuaHckas Mopanb B MLE ero
ABTOPCKOM NO3MLUN OnpesensieT toMop Kak BMOJ-
He npuemaemyto GopMbl KOMUYECKOTO, MO CpPaB-
HEHWUIO C paHHen aHranckor catnpon (Jx. CenoT)
NAN COBPEeMEHHOW paHLLy3CKOW (3ameyaHus o KO-
Muueckom gape Y. KOHrpuBa, He ycTynaBLUUM Ta-
naHTy Mosnbepa [Tekkepewr, 1977, c.555]).

OZHOM U3 KNHOUEBbIX MO3ULMIA, HANPSAMYHO CBA-
3blBarOLLMX GUAOCOPUIO U BU3YasIbHYIO CaTUPY, Mbl
Haxo4MM B TekcTax y GpaHLy3CKOro TeopeTmka, Kpu-
TUKa nckyccrsa bognepa. lNMocssaweHHoe ero nccne-
[0BaHMIO paboT COBPEMEHHbIX XXMBOMUCLIEB, U3a-
Hwe [Baudelaire, 1965] 3HaKOMUWT Hac C MHTEpPECOM
aBTOpa K peannsalmm XyA0XKeCTBEHHbIX BbICTaBOK
BO ®paHLmK, ABAABLUUXCA 3aMETHbIM KYAbTYPHbIM
ABJEHMEM 3Moxn. HaumHas kpuTnyeckyro featens-
HOCTb ¢ aHann3a CanoHoB 1945-1862 roaoB., OH BO
MHOFOM ciegoBan Tpagmuum kputukn 4. Anapo,
CreHpansa (naen o6 naeane) n Jenakpya. B 3tmx co-
yMHeHuAx boasep NPUMEHUTENBHO K MCKYCCTBY CO-
BPEMEHHOCTN COOTHOCUT NpeAcTaBaeHuns ob naea-
Ne B n306pazmTenbHOM MNCKYCCTBE, BOMAOLWEHHbIX
npu NoMoLLM NnHUK 1 LBeTa. Cnegytolas paboTa
y>Xe 3HaKOMUT Hac C UCCef0BaHNEM UM TBOpPYeCTBa
dpaHuy3ckmx kapukatypuctos (L. BepHe, O. [lombe,
M. FaBapHu, A. MoHbe, X. I'paHBuab) [Baudelaire,
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1971]. B cBOEW KpWTMKE OTAaBaN NpeanoyTteHne [o-
Mbe, NoAYEepPKMBas CEPbE3HOCTb U MOpPaAbHYHO Fay-
H6UHy ero paboT, CNOCOHBHOCTb BbIXOAUTb 33 PaMKu
NPOCTOro Komuyeckoro. lombe n3obpaxaer yxa-
carouine cueHbl (HanpuMep, aNUAEMUIO XONepbl),
rae napukckoe Hebo KaxeTcs MPOHWUYHBIM Ha GoHe
yesoBeyeckux CcTpagaHuin. bognep 3akatouaet, To
MacTep — LeHTpasbHasa Gurypa COBpEMEHHOM Ka-
pUKaTypbl, Ybe TBOPUYECTBO coYeTaeT NybaAnLmCcTm-
YECKYH XEeCTKOCTb, JOKYMEHTaAN3M U rNyOoKuni
ncuxosnornsm. N3obpaxkeHuns xyaoXKHWUKa NpUHaa-
nexaT TeMaTuke Xaoca U MOLLHOM KapHaBasibHas
anoneu: caTMpuyeckme CLEeHKK, rpoTeck, NoANTH-
yeckme napogunn. CepbE3Has coumanbHas XpOHMKa
coyeTtaetcs y [loMbe C CUAbHOW 3MOLIMOHANBHOM U
XYZOXXECTBEHHOW CMJI0M B 4acTO MPaYHbIX, XXeCTo-
KWX CHOXEeTax: pacrnpasbl, THOPbMbI, CyAbl. KapTuHbI
3MOXM NOJIHbI KPOBU U ApamMaT3ma, NpeAcTaBas-
FOT FPOTECK U peanncTuyeckoe Havasna B catupe.
[anee boanep paccmaTpmBaeT MHOCTPaAHHbIE LIKO-
Nbl KaK BaXkKHble€ MCTOYHMKN KOMUYECKOTO C Pa3HOW
AOMUHAHTOW: MOpaJsibHas cepbe3HOCTb (Y. XorapT),
rpoteckHas aHeprua (Jxx. KpykiueHk), akcnpeccus-
Ho-daHTacTnyeckas (®. Nona). Bce npeactaBieHHble
MM MeTO/bl CaTMPbl NepeaatoT pasHble GopMbl KO-
MMWYECKOro: OT HPaBOYyUNTENIbHOIO A0 KapHaBasb-
Ho-yrpoxatouiero. Camas cunbHas KapukaTypa Aas
Boanepa — Ta, rae obHapyxusaetcs rnybuHa mbic-
M, HabatoaaTeNbHOCTb M CNOCOBHOCTL coYeTaTb
npaBay HaTypbl C XyA40XeCTBEHHbIM Npeobpaso-
BaHveM. OH cpaBHMBaN UTaNbAHCKYHO U daamaHa-
CKYHO LUKOJIbl MCKYCCTBA Ha NpeAMET KOMUYECKOTO.
Boanep nonaran, uTo MTanbAHCKOE UCKYCCTBO, He-
CMOTPS Ha CBOH XMBOCTb, He COCOBCTBYET CO3-
AaHUIo rT1y6oKoro KOMMYeckoro uckyccrsea. B ne-
AAHTMUYHOM NOAXOAE OH yrpekaeT U KapukaTypbl
JNleoHapao Aa BUHUM Kak CMLLKOM XON0AHbIE, Feo-
MeTPUUHBblEe. VITanbSHCKMIA FOMOP OTKPOBEHEH, HO
He rnybok. B kauecTBe nprvmMepa OH ynoMuHan 3a-
6aBHble cLeHKM Xya0xHWKa b. MuHennn. ®namaHa-
CKas W rofnaHAackas ¢ X ocobbiM, CaMODObITHbIM
XapakTepoMm npoTMBonocTaB/ieHbl boanepom mta-
NbSIHCKOW LWKoJe. Beaywinin npeactaButesib BO3BbI-
LUEHHOro NMOHUMaHNsA KOMWUYECKOro Mo ero MHe-
Huto — 3710 IN. bpenrenb-mnagwni. Mpucywmin emy
AbABONBCKUIA U TPOTECKHBIN MUP 0BBACHUM OCO-
6ON «caTaHWHCKOW rpaumnent» UM MOLLHOW rato-
uMHaumen. Mopaxarowas cnocobHOCTbL MacTepa
CO3/,aBaTb TaKOE KOJIMYECTBO «y>KacaroLmx abcyp-
£0B», N0 MHeHuo boanepa, coBnagaet ¢ nctopuye-
CKOM «3nungemueri» BeOBCTBa N MOHCTPYO3HOCTM.
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OnpeseneHHO MMEHHO T1yH6OKOMY, TPEBOXHOMY,
JanéKomy OT APMapPOYHOro LWYTOBCTBA KOMUYECKO-
My dbpaHLy3CKMIA KPUTUK OTAaBan NpeanoyTeHme.

B KOHTeKcTe nccnesoBaHNs KaTeropuin Komuye-
ckoro obpatmmca k nccnegosaHuto M. M. baxTuHa,
He yTpaTUBLLErO CBOEro 3HaUeHWA B psAAe NO3NLUKA,
CNY>KaLLMX MOBOAOM ANst ANCKYCCUIA. BBeAEHHbIV UM
KOHLIeNT rpoTeCcKHOro peanv3ma o6bACHAET Haw-
ume B Ky/JbType MaTepuasbHO-TENeCHOro Havana
[BaxTuH, 1990, c.25], 4To COBMECTHO C NpeAcTaB-
neHvieM 06 aMbrBaNeHTHOCTN cMexa NPUMEHUMO
K pacCMOTpeHuIo rpoTecka B dpnnocopckom gmc-
Kypce n nckyccrae XIX Beka. VickyccTtBo, B ocobeH-
HOCTW KapuKaTypa, COOTBETCTBEHHO COonpuKacaeT-
€A C 3TUMM KOHLLeNTaMu AN KPUTUKM «BbICOKOTO»,
MOpPanbHOro COBEpLLEHCTBOBaHMWS obLuecTBa. Apko
npeAcTaB/eHHble aBTOPOM KOHLLENTbl KapHaBana v
CMEXOBOW KyNbTYpPbl, C NPOABAEHUAMN BHYTPEHHEN
€B0OO/bI, OTMEHbI KaKON-NMbO nepapxuu, cosgaHve
NUrPOBOW, HapounTO rpyboi, GPMBOBHON aTMOC-
bepbl, NPOTUBOMONOXHOM 06bIKHOBEHHOMY MOBe-
AEeHVI0 J06POMNOPAAOYHbIX NHOAEN B TEYEHME TOAa.
KapHaBan fapuT HapoAy YyBCTBO €MHEHUA N NCU-
XO/I0rMYEeCKOro 0CBOBOXAEHMWS, TO MOXHO COOTHe-
CTW C «Teopuei obneryeHus». C yem cornacyetcs
npusBeseHHble UM cnoBa W.B. Tete: «Pumckuia kap-
HaBas — Npas3jHecTBO, KOTOPOe AAETCA, B CYLLHO-
CTW, He HapoAy, NO HapoAOoM caMOMy cebe» [LuT.
no: baxtuh, 1990, c.271].

B 3aknroueHun kHmUrn KosmHues npueen Kpart-
KYH MbIC/Ib, C KOTOPOM MOXHO coriacutbes: «Ko-
MMYeckoe — 3TO Cy6beKTMBHaA AnanekTmka, Urpo-
BOE camooTpuLaHme, pedaekcna cybbekta 0 CBOEM
COBCTBEHHOM MUPOBOCMPUATUN, BOCTIPUHUMAE-
MOM B AMHaMUKe, C Pa3HbIX YPOBHEW pa3BUTNSA»
[Ko3mHues, 2025, ¢.259]. lencTBnTeNbHO, KOMU-
yeckoe — 3TO He MPOCTO peakuus, a CNOXHbINA UH-
TennekTyanbHbl npouecc. C pa3BUTUEM 3CTETUYE-
cko Mblcan XIX Beka CyLLecTBEHHO 3HaUMM CTan He
TO/IbKO OOBEKT CMexa (Haj YeM Mbl CMeeMcs), HO
n cybbekT cmexa (MoHMMaHue, KTo cmeeTtcs). Camo
NOHATME AManeKkTMkM obpallaeT Hac K rereneBcko-
MY MPUHLMMY NPOTMBOPEYNA AOKHOIO (naean) n
cywero (peanbHOCTb). A camooTpuLanue, pedaek-
CWA — 3TO NPOABNEHHOE OCO3HAHWE HECOOTBETCTBUA
ngeansHomy obpasy. B aTom coctont PyHKUmA nc-
KyccTBa, 06pa3bl KOTOPOro ABAAKOTCA O6BbEKTaMU
KOMMWYECKOro Ans 3putens. A 3putenb coBepLiaeTt
CyOBEKTUBHYIO ANANEKTUKY, CMEACH Haj, BbIMbILL-
NEeHHbIMW NepcoHaxamu, pebaekcupyeT Hag cobow
1 CBOMM MMPOBOCNpUATMEM. Takxe 3TO cornacyeT-

cs co B3riagoM LoneHrayapa, kacarolieecs BHe-
3aMHOro OCO3HaHWA HeCOOTBETCTBUA MeEXAY KOH-
KPETHbIMU 1 abCTPaKTHbIMW NPEACTaBAEHUAMM, TO
eCTb MPOoABJIEHME TOW Xe ounLarowen pedaekcmu.
Mo>HO 06HapyXu1Tb co3Byume n dpunocodum boa-
Nepa, nucaBLUero 06 0CO3HaHWM Hallero nNpeBoc-
X0ACTBa HaZ OOBEKTOM CMexa, Tak U NpuU3HaHue
JIMYHON OrpaHNUYEHHOCTH, OTChINAOLLMX K CAMOOT-
PULAHMIO N NPUHATUIO CyObeKTUBHOCTU. Komuye-
CKOe, KaK Mbl BUAWUM, HajeNaeTcs He TONbKO pas-
BJIEKATE/IbHOW 1 COLMaNbHOW POJIbH, HO U ABASIETCA
bunocodckmm akToOM BHYTPEHHETO MepeocMbicae-
HWUA XOTS U B UTPOBOW popme.

[3eMnaok orpaHMymMBan OCHOBHbBIMM LLECTbIO
rpynnamu, Teopetnyeckn 060CHOBbIBAOLLMMM MO-
HATWE KOMUWYECKOrO: Teopua NPeBOCXOACTBa, Aerpa-
Aaunn, KOHTPaACcTa, NPOTMBOPEYMNS, OTKIOHEHUS OT
HOpPMbI, CMelaHHoro Tuna [[A3emunaok, 1974, c.11].
Taknm 0bpasom, pacnpocTpaHEHHOEe HbIHE Aese-
HWe Ha TPW OCHOBHbIX KaTeropuu, Mbl KPaTko A0-
NMONHUM HECKOJIbKUMU KoHLUenuuamn. «Teopusa ae-
rpagauuv» npegsaraet paccMaTpvBaTb KOMUYECKOe
LleHHOCTbIO OTpMLIaTEeNbHOMO MOPAAKa, 3aKAr04aro-
Lencs B nepexoje Hallero BHUMaHWA C He ABAS-
FOLLLErocs LLeHHbIM /151 HacC K AeACTBUTENbHO LieH-
HbIM ABAEHUAM. VIHTepecHa 1 «Teopus KOHTpacTa»,
rae NoHMMaHne KOMUYECKOrO BOCXOAMUT K MPUHLM-
ny HeonpaBAaHHOCTW, HECOOTBETCTBUS OXMNAAHMA,
cornacyrouterocs c cyxgeHvem . KaHta o cmexe,
kak apdpekte [A3emmngok, 1974, c.19]. 3ta nosunums,
Kak 3ameyan n [13eMngok, onpegenaerca ncmxo-
NOrMyeckMM NOoAXoAOM K KOHLIeNTy KOMUYECKOro,
paccmoTpeHHoro ucciegoBatensimu . CneHcepom
(«®usmonorua cmexa»), T. limnncom («<Kommnueckoe
n romop»), I'. FedanHrom («Ouepkm NCMxonormm»),
UblO NO3MLNKO KPUTUUYECKN OCMbBICANAN NO3jHee
TeopeTuku autepatypsl tO. KwmnxkaHosckuid («Mc-
CNefoBaHWs No UCTOPUM MOAbCKOWN NTEPaTYpPbI»),
I. Mocnenos («Teopusa antepatypsbl»). [Npnmeya-
TeNbHa GOPMYANPOBKA KOMUYECKOTO NCXOAALLan
N3 «TEOPUN OTKJIOHEHMA OT HOPMbI», NCXOAALLANA
13 HeNenocTn N HewlenecoobpasHoOCTM B KayecTBe
OCHOBBbI, BbI3blBatoLLEe KOMU3M. 3ecb caTupa bu-
yyeT IMYHOCTb 3a OTCTYMJIEHNE OT HOPM, MPUHATBIX
obuwecTBoMm, NpaBma 1 obbluaes, Moabl 1 0bpa3a
noBejeHWs B LUMPOKOM cMmbicae. K cTOpoHHMKaMm
310N Teopun Azemungok npuumcaset K.M. Helixe-
Ma («ICTeTUYECKN OnbIT U ero NPeanoChINKN»),
P.K. 3nnnota («Cnna catupbl: marus, putyan, uc-
KyccTBO»), 1. CazepaeHaa («<AHrauickas catmpa»)
[A3emupok, 1974, c.33-38].

MoATBEPXAEHWMIO PAja 03BYYEHHbIX Bbille UAEN
NOCAY>XXWUT YNMOMUHaHWE HENOCPEeACTBEHHO CaMOro
WANKOCTPATMBHOIO MaTepuana, KpaTkoro aHaamsa
KaTeropuii KOMUYECKOro B aHMNINCKOM KapuKaTy-
pe. Knura M. X. WnunbmanHa «Mctopma ,Punch”»
npeaCTaBAsieT MHOFOCTOPOHHMI 0630p BpPUTaHCKOro
CaTUPUYECKOrO XXypHana, 3Hakoms umntatens c bora-
TOW MCTOPWEN 3TOrO HOBAaTOPCKOrO M34aHus, Habto-
[,as 3a XOZOM 3BOAOLMM ero nybavkaLmin Ha NpoTa-
XeHun net. OH oTMeYan 3HaUMMOCTb Ky/IbTYPHOTO
3HayeHWA B KayecTBe NAaTPopMbl AN MOANTUYE-
CKMX U COLManbHbIX KOMMeHTapueB. MprmMeyatenb-
HO aBTOpP BMJieTaeT B MOBECTBOBaHWE MOCTOSIHHOE
B3aVIMOJAEWCTBME XYypHasa CO 3HaUNMbIMU UCTOPU-
yeckMMU CcobbITUAMK, MOMOras YnTaTensam raybxe
MOHATb KY/bTYPHbIA KOHTEKCT, B KOTOPOM MpoLiBe-
Tan «Punch», a UMeHHO oTobpaXkeHne coLmanbHbIX
HaCTPOEHWI N NONNTUYECKOTO KAMMaTa Yepes npu-
3My Kommnyeckoro. LLnnabMaHH nucan o Tom, 4Tto
cyactamBas cnocobHocTb «Punch» 3akntovanack B
CNOCOBHOCTU OTpaXaTb MHEHME CTpaHbl U Npuaa-
Na XypHany Ty BEANKYH MOLLb, KOTOPOM OHa A0-
CTUrNa, Y 3aBOeBana yBaXKeHne KaXxaoro nocneayo-
wero npasuTesnbcTBa [Spielmann, 2016, ¢.188]. 3Ta
dpaza aBTOpa NANOCTPUpPYET acnekTbl Grunocopunm
N 3CTETMKM B KOHTEKCTE Pa3BUTUA Npecchl, Nybany-
HOro MHEHMA 1N PO NCKYCCTBa B obuecTse. [0BO-
ps O TOM, UTO XXYPHas BblpaXkan MHEHWe CTpaHbl,
OH MoguepkrBan NOHMMaHWE NCKYCCTBa Kak 3ep-
Kana obLyecTBa, NPesoCTaBAABLLEMY FON0C KOANEK-
TUBHOMY HaCTPOEHUHO, OBLLECTBEHHbBIM XeNaHWAM,
dobusam n dpyctpaunn. lNMpueeseHHoe Bbille NO-
3BO/AET OTMEeYaThb, YTO 3CTETUKA BAUAHUA KOMUYe-
CKOro Ha MaCCOBOTO 3pUTes MOHMMaNach nparMa-
TUYeckun. YcnewHas catmpa v Kapukatypa Buaenacb
COBpPEMEHHMKaMM He TOJIbKO OCTPOYMHOM, HO 3¢-
beKkTMBHOMN. VIX LEHHOCTb N3Mepsiach He TONbKO
XYA0>XXECTBEHHbIMW KayecTBaMu, HO N CNOCOBHO-
CTbIO BO3/€MNCTBOBATb Ha B3r/AAbl U HAaCTPOEHMUS,
BbI3bIBaTb OTKJAUK. TakuM 06pa3oM KOMUYecKoe
CTano MOHMMAaTbCA YTUANTAPUCTKIN: KaK MOLLHbIN
COLMONOANTUNYECKNIA MHCTPYMEHT.

KHura aBTopa 3aTparvBaeT BOnpockl npodeccu-
OHaJ/IbHOM 3TUKM U FpaXAaHcKom no3mumn, LWnunb-
MaHH HanmoMMWHaeT 06 0CO3HaHWM MOpaNbHON OT-
BETCTBEHHOCTM 3a U34aTeNbCTBOM XypHana. OH
NPWBOANT MbIC/Ib O TOM, YTO A0OKa3aTeNbCTBO CUJbI
KapuKaTypucTa — 3TO OYEHb YBaXKNTEIbHOE OTHOLLIE-
HWe K y/blbKe, KOTopas NPUHOCUT NOMYASAPHOCTb, U
K HacMmeLlKam, koTopble ybusatoT [Spielmann, 2016,
c.189]. YBaxkntesibHOe OTHOLLEHME O3HAYaeT, UTo
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XYZOXHMK He NPOCTo He34yMHO CMeeTCs, HO oTAa-
€T OTYET B CWe CBOEro Bo3aenctaus. OH OTHOCUT-
€Sl K CBOMM WHCTPYMEHTaM CaTupbl, Bbl3bIBatOLLUM
YABIOKN M HAaCMELLKU, Kak K YeMy-11b0, UTo MOXeT
NMeTb cepbe3Hble nocneacTens. MNpeacraBaeHHoe
aBTOpPOM pa3genieHne 3¢pdeKToB, MPOMN3BOAUMbIX
KOMMUECKMM, Ha YbIOKY 1 HaCMeLLKY B KOHTEKCTE
€ro aHa/an3a nony/asapHOro COBPEMEHHOro caTUpw-
4YecKkOoro XypHana, npeABocxuLLaeT Anckyccum ob
3/IMTapHOM M MacCOBOM WUCKYCCTBE.

MposBAEHNA KOMUYECKOrO HeCOOTBETCTBNA 06-
Hapy>XMBaOTCA HaMW B NOJNTUYECKUX KapwuKaTy-
pax 1 coumanbHbIX caTpax XypHana, Hanpumep,
B paboTtax 3HaMeHUTOro mantoctpatopa Ax. TeH-
Hu3ana (1820-1914). Mpunémbl runepbonbl, MeTado-
pUYEeCKNX N3006paxKeHn, HeCOpPa3MepPHOCTN NOPOX-
farowmx 3bdekT KOMNUUYECKOro Mbl BCTPeYaeM Uy
APYTUX APKMX MacTEPOB KapuKaTypbl, MPOABUBLLMX
CBOM TanaHT B TedeHwue XIX ctonetus, kak T. Meppu
(1852-1902), /1. CambopHa (1844-1910), Y.T. beHHeT-
Ta (1828-1867). Komnueckoe onpegeneHHO CTpo-
NA0Cb MOCPEACTBOM OCMbICIEHNS Pa3pbiBa MeX-
4y peanbHbIMU ABAEHUAMUN U NAeaIN3NPOBaHHbBIMU
obpaszamu nx B NpeAcTaBAEHUN, YTO NO3BOAET rO-
BOPWTb O TOM, YTO TEOPUA HECOOTBETCTBUA ANA UC-
KyCCTBa, COMPAXEHHOTO C MOHATMEM KOMUYECKOTO,
ABNSETCA Hanbosiee pesieBaHTHON. N306paxxeHUs,
H6anaHcMpyroLme Ha rpaHn CMELLHOro U1 yXacHo-
ro, 4acTo CBA3aHHblE C COLManbHbIMKN Npobaema-
MU 1AM BOMHaMM COOBpPasytoTca C MOHUMaHWEM
rpoTtecka, KoTopoe Mbl oTMe4danun y bognepa. Ero
MOAXOJ pa3peluaeT n3yyeHne rpoTeckHbIX N Npo-
HUYECKMX 1IEMEHTOB KapuKaTypbl, HaX0AALLNXCSA
3a paMKaMu YncToro romMopa.

lpaHMLbl KOMUYECKOTO HEOBBLIYAMHO LIMPOKMK,
BKJIKOYAOT Pa3/IyHble YPOBHU MOHUMaHUA GYHKLNIA
CMexa, PeanunsyroTcst B UCKYCCTBE OT IEFKON MPOHUN
40 rpotecka. Monntnueckas KapvkaTypa 4acro npu-
MEHSET rpoTeCK A5 BblpaXeHUs MOPaSbHOIO yXa-
ca, BorioweHus Tpareaum. OHa cybaMmMmpyeT «Hu3-
KWi» XaHp, CTPeMsACb K COBCTBEHHOMY MaKCUMYyMy
>KaHPOBbIX BO3MOXHOCTEN. B Kputnyeckom anckypce
CTaTyc KapmKaTypbl 06YCI0BANBANCA UCXOAS U3 NPU-
HATOM Mepapxmm xaHpoB (Ix. PéckuH, Koponesckas
akazemus), cnocobCTBOBABLUEN MaprmHaamnsaumm Ko-
Munyeckoro. Mcxoas v3 cTaBLMX KAHOHOM KaHTOB-
CKWMX W rereneBCckmx 3CTETUYECKUX naeanax, Kapmka-
Typa He Moraa 6bITb Ha paBHbIX NPaBax BKAOYEHa B
JaHHbIN KaHOH. Vaes acteTnueckol becnpuctpact-
HOCTW, aBTOHOMUK nckycctea (M. KaHT) onpegenvno
MOHVMaHWe YNCTOro 3CTETUYECKOro OnbiTa, Tpeby-

114

€MOM T.H. «BbICOKMMM XaHpamu» co3epLiaTesbHOM
anctaHumm. MNpeactaBneHve lerens 06 nckyccree
KaK CTyneHW MUPOBOFO Zyxa, MOHYMEHTaIbHOCTb,
NOA/IMHHYHO COAepXXaTeNbHOCTb KOTOPOro, CoAep-
Xart, COrnacHo 3TON NI0TWKeE, BbICOKME GOPMBbI UCKYC-
cTBa 621m3kme k Abcontoty. B XIX Beke Henpenox-
HbIM ABASIOCb MPOTUBOMOCTaB/€HNE «BbICOKOTO»
NCKYCCTBa (MOpanbHasa GyHKLMA, KpacoTa) N «HU3-
KOro» (MAArCTpaLms, catmpa), CI0XKHOCTb GOpMbI 1
rnybuHa cosepykaHus B 06LLEN 3CTETUUECKON pUTO-
puvKe noajep>kuBana nepapxuro NCKyccTB.

AbCTpakTHble punocodckne NpeacrTaBaeHUs o
KOMMYeCKOM 0BHapy>KMBaOTCA B BU3YyabHbIX MPU-
émax B nckyccrtee XIX Beka. AHanun3npys, kak camblil
3HaAUUTE/bHbIN aHINNCKUIA CAaTUPUYECKUI XXYPHan
XIX Beka «Punch» popmuposan obLecTBeHHOe MHe-
HWe, Mbl OBHapy>XX1BaeM YTO Taknm obpa3om Npo-
ABAANACH €70 pefakLUMOHHasA NOANTMKAE, OCHOBAH-
Has Ha GUIOCOPCKMX, ICTETUYECKNX HOPMAX IMOXM.
O6patnMcs K CaMOW CEMaHTUYECKON MOAenun nc-
KyCCTBa, ONnpeAesieHHOro cofepXXaHneM KaTeropum
KOMWUYecKoro. 34echb CyLeCTBeHHa HENOCPEeCTBEH-
HO NMoBecTBOBaTe/IbHasA CTpaTerns (kaHpa Kapukary-
pbl) 1 A3bIK UCKYCCTBA (CTUAb, OCOBEHHOCTM NeyaT-
HoW rpadukw). Tak, LUnuabmaHH yaenan BHUMaHne
poau «Punch» B nepuog BOMHbI, NOgYEPKMBas Cro-
COBHOCTb AapUTb CMeX («Teopuns MPEBOCXOACTBA») U
yTelleHue («Teopusa obaeryeHuns») B TpyaHble Bpe-
MeHa. 9T punocodckme Moaenm MoXHO onpege-
NnTb, Kak bonee peneBaHTHblE 418 BOMIOLWEHNSA B
nekyccrse XIX Beka.

CnpaBeannBo 3akNOUNTb, YTO KapukaTypa He
TOJIbKO MANKOCTPUpPOBaia dunocodckme KOHLENLUK,
HO CAy>XWa NOAEM WX UCMIbITAaHUA 1 pacLUMpeHus.
MNoHATME KOMNYECKOrO BUANTCA HaM MHOTOTPaHHbIM
1 TpebyroLemM AanbHENLIMX NCCAef0BaHUM, TaK Kak
HaMm BUAWTCA MCTOK MOHATUIA FOMOpPa U CMexa, Tec-
HO COMpPsAXXeHHbIe C KOHLeNnTaMm Kommyeckoro, ba-
3UpyeTCA B YENOBEYECKON NPUPOLE U B CTPYKType
obuyecTtBa. Taknum obpasom, ntoboe dunocopckoe
OCMbIC/IEHME W MPeNoMaeHNe B 3epKajle NCKYCCTBa
npeacTaB/iieHVe O KOMUYECKOM, MePMaHEHTHO pas-
BOpaumnBaeTca B GM3NONOTUYECKOW, NCUXNUYECKOW
06.1aCTAX YeNoBeYECKOM AeATeNbHOCTY, HO U C ApeB-
HeNMLWMX BPEMEH ABAAETCSH COLMOKYNbTYPHbBIM KOH-
cTpykToM. bapHaliosa E.B. ynomunHaeT o cnopHocTu
CTaBLUEro XpecToMaTUHbIM NMOJIOXEHUN O Henpe-
MEHHOM MPOou3pacTaHnn U3 Hegp punocodum xy[0-
XeCTBEHHOro TBopyecTBa: «PeasbHO TakoW NPsAMO-
NINHENHOM NPOEKLUUN HET, EC/IN, KOHEUYHO, TOBOPUTb
WMEHHO O XYAO0>XECTBEHHOW NPaKTMKe, a He O CO3-

JaHWWN 3CTETUYECKMX JOKTPUH. ICTeTnveckas npo-
rpaMmmMa MOXEeT ObITb B 60ablUe Mepe COOTHECEHA
C onpegeneHHbIM G1A0COPCKMM yUeHEM, BXOANTb
B Hero Kak coctaBHas 4acTb (3cTeTvka Kak Guaoco-
duna nckyccrTea), HenoCpeACTBEHHO NpouspacrtaTtb
n3 Hero» [bapHawosga, 2014, c.139-140].

Haw o630p npur3BaH AOMNONHUTb CyLLLECTBYHO-
LM HayYHbIN ANCKYPC 06 3CTETUUECKMX KaTeropusx
koMu4yeckoro B dpunocodumm n nckyccree XIX Bseka,
CUHTE3UPYA OCHOBLI GUNOCOPCKOM MbICAN BeKa C
COBPEMEHHbIMW KOHLLeNLUuaMm romopa ¢ npuseye-
HWEM Haris4HOro MaTepuana aHrIMMCKON Kapmka-
TYpPbl BUKTOPMAHCKOM NOpbl B KAYECTBE HarsgHbIX
NPVYMEPOB BOMJIOLLEHNA B NPaKTUKe TEOPEeTUHECKUX
Te3ncoB. Hanbonee peneBaHTHON, HaM NpeacTaB-
naetca, ynotpebaeHve KaTeropun HeCooTBeTCTBUS,
HO B COYETaHMM C APYTUMUW MPUHLMMAMN KOMMNYe-
CKOTO B XYA0>XXECTBEHHbIX NMPUemMax UACTPUPO-
BaHuA. Purypa xygoxxkHuka XIX Beka, 0cobeHHO Ka-
puKaTypucTa, HemocpeCTBEHHO obpallatoLerocs
B paboTe k pa3Hoobpa3HbIM GoOpMam KOMNYECKO-
ro — He CBOANTCA K OObIKHOBEHHOMY PUCOBabLUN-
Ky 3abaBHbIX KapTUHOK. ITO PuUrypa, Hagzensemas
OrPOMHOMW BNACTbiO Haj yMaMu 1 penytaumamu. Ero
NCKYCCTBO KosiebneTcs Mexay cOOTBETCTBYHOLLNM
6yp>KyasHbIM BKycaM pa3BjiedeHVEeM N OpYy>XXneM
caTupsbl, 0HbHaxatoWwmM coumanbHble NOPOKK, UTO

1 6bI10 NepeoL,eHEHHbIM B 3Ty 3MOXY O6LLeCcTBeH-
HbIX MOTPSACEHNA U CHOPMMPOBANO HOBOE CaMO-
CO3HaHWe XyA0XHMKa. Pa3BUT1e MaccoBOW Mneya-
1 B XIX BEeKe M3MEHUI0 3CTeTUYEeCKY0 QYHKLMIO
KOMMYeckoro: npunoputet ot 6osee rnybokoro am-
TepaTypHOro ocTpoyMus nepellen k 6onee geMo-
KpaTuyeckmm popmam 1306paznTesbHOCTY, onpe-
AENABLUMNCSA B 3HAYMMOW Mepe akTyalbHOCTbIO.
Komunueckoe npenmyLLLeCcTBEHHO MosABAstOLLEECS
nepes 3puTesieM B NepuoaMUeckol neyaTu, a He
BCTpeyaemMoe peAKo B TeaTpe, iMTepaTtype, B 6osee
KaMEepHOM, 3/MTapHOW cpeje, CTano UHCTPYMEHTOM
CoUMaNbHOM KPUTUKU U OLHOBPEMEHHO peasiv3a-
Luen pa3siekaTenbHOM GyHKUMK. [ocneaHss — Ma-
TepuanmsyeT «Teopuro obaerdyeHus», apTUKyaNpys
0bLLecTBEHHOE HeZ0BOAbCTBO, MCUXOIOTMYECKM
BOCMPWHMMasN N BOCNPOU3BOASA €ro NMoCpesCcTBOM
bopm 1 NpakTnK ncKyccTaa.

CnocobHOCTb MacCoOBOW caTUpuUeckol neva-
TN (@QHFANICKOM) BbITb ayTEHTUYHBIM FOJIOCOM Ha-
LUM NO3BOJIANA U3JAHNAM, TakuM Kak «Punch», He
TONbKO OKa3blBaTb 3HAUUTE/IbHOE BWsIHME Ha 06-
LLECTBEHHOE MHEHWE, HO 1 BbIHYXAan0 oduLmanb-
HYF BJIaCTb MPU3HaTb UX JIETMTUMHOCTb, CUMTaATb-
CSl C HUMU. DTO OTpaxkaeT CYLWHOCTb 3BOOLUN B
CBS3U MeXJy NUCKYCCTBOM, OOLLLeCTBOM U rocyAap-
CTBOM B pacCMaTpMBaEMYHO 3rOXYy.
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