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GENERAL DESCRIPTION OF DISSERTATION

Choosing the theme. The thoughtfulness of the dissertation is the result of many
years of professional practice by the author, an Iranian artist and cartoonist with extensive
experience in both traditional and digital media. The author's immediate political
environment and the broad context of the Iranian media, communications and journalism, as
well as his long-term professional interest in studying the expressive possibilities of graphics
and comics, all influenced the choice of the research topic.

The relevance of the study. The study of political cartoons, organically integrated
into the global media space, is crucial today for a number of reasons. The formation of
modern public opinion takes place during the period of mediatization of significant
processes. At the same time, media texts belonging to the category of verbal and visual are
necessary for society as accessible intermediary messages for understanding and interpreting
complex political events, ambiguous issues of history, and social and cultural dynamics: the
pictorial component of a cartoon, due to its communicative features, is perceived easier and
faster than a verbal message and provides an emotionally visual view of the world around it.
Almost a century ago, M. Gorky, in the article "Kukryniksy" (Pravda newspaper,
01/31/1932), defined cartoons as "a socially significant and most useful art to depict various
distortions in the venerable face of modern heroes or hero candidates that are not always
visible to the naked eye." This figurative definition remains relevant during the period of the
theoretically and practically reflected "iconic turn."! The modern scientific understanding of
cartoons is as follows: "a unique author's product, which is a multimodal text with a
pronounced comic effect, based on exaggeration due to verbal and visual metaphors and the
"recognition" of the image."?

In an era of global bifurcation®, political and economic instability, and rapidly
developing technologies, the importance of analyzing political cartoons lies in their ability to
simplify complex ideas, offer social commentary, and promote critical thinking. Cartoons
reflect the contradictions of existence, suggesting prevailing moods and revealing
complexities and problems: peculiar visual comments give an effective idea of society,
culture, and politics. Political cartoons serve as a powerful means of expressing opinions and
as a reason for initiating discussions, thus influencing public discourse. Cartoons are
embedded in social criticism, shaping public opinion.

Political cartoons also act as historical artifacts, providing insight into the prevailing
political, social, and cultural context at the time of their creation. They serve as a means of
social criticism, reflecting the ideologies, beliefs, and concerns of a particular era and a
particular place, while they provide a chance to address the present systematically, taking
into account historical experience. By studying cartoons, scientists gain valuable information
about past events, attitudes, and changing societal norms. Such historical contextualization
helps to understand the modern development of society in changing circumstances.

Cartoons use means of humor and satire, symbolism, and metaphors to concisely and
succinctly convey those messages that would be difficult to express in words and,
accordingly, adequately understand. The visual storytelling format allows artists to reach a
wide audience and attract people who, for various reasons, find it difficult to read written
articles or essays.

At the same time, the authors are charged with high ethical requirements and special
responsibility. Political cartoons, as a rule, are provocative, influence public opinion, form

! Boehm, G., Mitchell, W. J. T. (2009). Pictorial versus Iconic Turn: Two Letters. Culture, Theory and
Critique, 50(2-3), 103—121.

2 Balakina Julia.V. (2021). Political cartoon in foreign media, Bulletin of the Moscow State University. Serie
Journalism, 10(6), p. 97.

3 Elchaninov M.S. (2022). The Era of Global Bifurcation: Planetary Problems and Historical Alternatives.
Sociological Research. No. 4. pp. 124-135.



narratives, and initiate political decisions. They serve as agents of change by identifying
inequalities and injustices, analyzing government policies, and advocating alternative points
of view. Consequently, they function as a public model of journalism and as a form of
activism, encouraging people to critically analyze their surroundings and participate in
democratic events. It should also be noted that the cartoonists in their works offer the
audience their own emotional perspective.

Thus, the relevance of the research topic is determined by a combination of factors.
Firstly, the need to identify and systematize a means of visual and verbal communication,
namely cartoons, in the context of modern socio-political transformations, when effective
work with public opinion is especially necessary. Secondly, it requires the conceptualization
of digital political cartoons as a political discourse embedded in the digital media sphere,
with a shortage of theoretical and empirical work in this area. Thirdly, there is an increasing
interest in Iran and the Iranian media system in the context of globalization, when the
informational and psychological impact increases in the context of the social significance of
the content represented by the studied units.

Modern science has accumulated an insufficient theoretical and applied research base
for conceptualizing the phenomenon of political cartoons in the context of mediatization. At
the same time, the author of the dissertation, who received postgraduate education in Russia,
particularly notes some Russian (Russian-speaking) researchers of the media space, whose
research gave an idea of the degree of elaboration of the problems of the dissertation and
supplemented the systematic understanding of the theoretical basis of the research. This is
about works on visual media* — Kemarskaya I.N., Muratov S.A., Yurovsky A.Ya.; in the
media industry as a whole® — Vartanova E.L., Dzyaloshinsky .M., Zasursky Ya.N.; axiology
of media and psychology® — Pronina E.E., Svitich L.G., Tulupov V.V.; political media
discourse’ — Shomova S.A., Yakova T.S.; media philosophy — Urazova S.L.%; gaming
communications’ — Ilchenko S.N., Volkova 1., Osipovskaya E.A., and others.

The theoretical and methodological basis of the research was made up of the
works of mainly English-speaking scientists, compiled into several blocks. They reflect the
interdisciplinarity of the research, where political cartoons are presented from various
positions of philosophy, semiotics, and the theory of media communications. We are talking
about works on the philosophy of Thomas Hobbes'®, Immanuel Kant!!, and semiotions like

4 See: Kemarskaya I.N. Attraction as a visual meme: a toolkit for screen drama // Bulletin of the Academy of
Media Industry. 2024. No. 1, 109-120; Muratov S.A. The biased camera. Moscow: Aspect Press, 2004;
Yurovsky A.Ya. Television — searches and solutions. Moscow: Iskusstvo, 1983.

> See: Vartanova E.L. Theory of media and social dynamics / Copper@llmanach. 2017. No. 5, 8-12;
Dzyaloshinsky I.M. Modern media space of Russia. Moscow: Aspect Press, 2015. Zasursky Ya.N. High-
quality press in media structures, Moscow: Ikar, 2016.

¢ See: Pronina E.E. New media: the return of journalism // Journalism in 2019 creativity, profession, industry.
collection of materials of the international scientific and practical conference. 2020, 273-274; Svitich L.G.
Changing value paradigms in Russian television content in 2002-2025 // Bulletin of the Peoples' Friendship
University of Russia. Series: Literary Studies. Journalism. 2025. Vol. 30, 329-345; Tulupov V.V. Journalism
and philology: together or apart? Accents. New in mass communication. 2024. No. 7-8, 2-3.

7 See: Shomova S.A. Memes as they are. Moscow: Aspect Press, 2019. 136 p.; World Mass media and
international conflicts. Mediageographic research / ed. by T.S. Yakov. Moscow: Ikar, 2023. 232 p.

8 Urazova S.L. Mediatization as a mode of being in the light of self-isolation // Vestnik VGIK. 2020. Vol. 12.
No. 2 (44), 142-151.

% See: Ilchenko S.N. Fake in the information war: current aspects // Bulletin of the Academy of Media Industry.
2022. No. 3 (31), 27-35; Volkova LI. Homo Ludens of the era of screen communications. Moscow: RUDN
University, 2014; Osipovskaya E.A. The game in the aspect of intertextuality on the example of articles in the
online edition of The Huffington Post // Bulletin of Novosibirsk State University. Series: History, philology.
2015. Vol. 14. No. 6, 126-129.

10 Hobbes, T. (2024, reprinted from the edition of 1651). Leviathan. London: Nelson and Sons Ltd.

! Kant, I. (1983, reprinted from the edition of 1790). Anthropology from a Pragmatic Point of View. Editor
Paul Guyer. The Hague: Martinus Nijhoff Publishers; Kant, 1. (1952, reprinted from the edition of 1790). The
Critique of Judgment. Oxford: Oxford University Press.



Ferdinand de Saussure'?, Charles Sanders Peirce'?, Daniel Chandler'¥, Roland Barthes',
Roman Jakobson'S, Lakoff and Johnson!’; literary criticism: Mikhail Bakhtin'®, Graham
Allen', Julia Kristeva®?’; on the theory of communication by Irving Fung?!, F. D'Angelo?,
the general theory of humor by Victor Raskin?’, S. Attardo®*; theories of political humor by
M. Medhurst and M. DeSousa®® and others.

Research hypotheses. The visual ambiguity of the cartoon is perceived by the
audience according to a set of key features associated with mental images, archetypes, and
visual narratives stored in the minds of the observer-communicator (community of
communicators). Cartoonists, using professional techniques, limit the range of possible
interpretations of images and guide viewers to their preferred understanding while
encouraging them to create their own version of reality in the context of the globalization of
media processes.

The Purpose of the Study. The thesis aims to identify the genesis, communicative,
and rhetorical effectiveness of political cartoons in the era of mediatization and digitalization
of the media space; to reveal the methods used by Iranian cartoonists in developing visual
storytelling as a unique form of digital activism.

To achieve this goal, the following main tasks (ebjectives) were formulated:

1) Studying the art of cartoons first as a semiotic phenomenon, secondly as media
content, and lastly as a communication phenomenon.
2) Clarifying the typology and classification of digital media with the inclusion of the

following components: "Mainstream Editorial Cartoonists" and "Independent Political
Cartoonists."

3) To implement a multimodal and semiotic analysis of the artistic techniques of
Iranian cartoonists, including the author's own work, using the example of an actual political
case.

4) Analyzing the lexical and rhetorical techniques (metaphor, irony, intertextuality,
parody) used by political cartoonists in the context of their influence on the audience.

5) To develop a conceptual framework that represents the fundamental role of humor
in political cartoons.

6) To conceptualize a set of Iranian digital political cartoons as a political
communicative phenomenon in Iran’s media system, particularly in a situation of socio-
political instability.

12 Saussure, F. de (1974, reprinted from the edition of 1916). Course in General Linguistics. Transl. W. Baskin.
London: Fontana/Collins; Saussure, F. de (1983, reprinted from the edition of 1916). Course in General
Linguistics. Transl. R. Harris. London: Duckworth.

13 Peirce, C.S. (1931-1958). Collected Writings (8 Vols.). Cambridge, MA: Harvard University Press.

14 Chandler, D. (2007). Semiotics: The Basics. London: Routledge.

15 Barthes, R. (1977). Image, Music, Text. London: Fontana Press Publ.

16 Jakobson, R. (1971). Language in Relation to Other Communication Systems. In Jakobson, R. Volume II
Word and Language (697-708 pp.). Berlin, New York: De Gruyter Mouton.

17 Lakoff, G, & Johnson M. (1980). Metaphors We Live By. Chicago: Chicago University Press.

18 Bakhtin, M. (1981). The Dialogic Imagination: Four Essays | Translators. C. Emerson and M. Holquist.
London: University of Texas Press.

19 Graham, A. (2000). Intertextuality: The New Critical Idiom. London: Routledge.

20 Kristeva, J. (1967, 1989). Word, Dialogue and Novel. In Moi. T. The Kristeva Reader, 34—61. Oxford:
Blackwell.; Kristeva, J. (1980). Desire in Language: A Semiotic Approach to Literature and Art. New York:
Columbia University Press.

2! Fang, 1. (1997). 4 History of Mass Communication, Six Information Revolutions. Focal Press.

22 D’ Angelo, F. (2010). The Rhetoric of Intertextuality. Rhetoric Review, 29(1), 31-47.

23 Raskin, V. (1985). Semantic Mechanisms of Humor. Boston: Reidel.

24 Attardo, S. (1994). Linguistic Theories of Humor. Berlin: Mouton de Gruyter.

25 Medhurst, M.J, & DeSousa, M.A. (1981). Political Cartoons as Rhetorical Forms: A Taxonomy of Graphic
Discourse. Journal of Communication Monographs, 48(3), 197-236.



7) To substantiate the introduction of the concept of IDPC (Iranian Digital Political
Cartoons) into international scientific circulation.

The Object of the Study is political cartoons as a single semiotic, media, and
communication phenomenon.

The Subject of the Study is Iranian digital political cartoons.

Methodology and Research Methods. The author shares a methodological
approach according to which a cartoon is both a cast of the addressee's mental world and a
channel for dialogue with the outside world (including the addressees). Thus, the visual-
verbal text of a cartoon as a process of communication, the exchange of ideas against the
background of emotional expression and manipulation, has the status of a discourse text
combined with extralinguistic, pragmatic, socio-cultural, and psychological factors. A
cartoon is 1) a text in the event aspect, 2) speech as a purposeful social action and a
component involved in communication, and 3) a mechanism of consciousness of the
participants in the interaction.?

The study begins by using a qualitative methodology to identify themes and patterns
in empirical data, followed by a quantitative analysis to measure the frequency of occurrence
of these themes in various sources or time frames. The research includes critical,
transdisciplinary, and interpretive approaches within the framework of social semiotics, as
well as critical discursive analysis, which focus on the meaning and impact of a message by
analyzing artistic and visual rhetorical techniques. Social semiotics, as a sub-branch of
semiotics, deals with the understanding of signs and the study of how the interpretation of
symbols is influenced by a specific social and cultural context, in our case, the historical
background, general experience, and power dynamics in Iran. Critical discursive analysis is
used to study the functioning of cartoons in the Iranian media system to identify how they
reflect, strengthen, or challenge power structures and dominant ideologies.

Accordingly, to achieve the goal set in the dissertation, mainly qualitative methods
were used, as well as quantitative research methods: Critical Discourse Analysis (CDA),
historical analysis, socio-semiotic, content analysis, and case analysis. Research
methodologies encompass activities such as observation, interpretation, systematization, and
classification to analyze findings. Given the primary emphasis on a large corpus of digital
political cartoons, this study is conducted through desktop study without the need for
fieldwork.

The dissertation also used historical analysis, which involves studying the historical
background of cartoons in order to understand the dynamics of their influence on the
formation or reflection of cultural, political, and social changes. This approach involves
examining archives, historical records, and scientific papers in order to place the cartoons in
a broader historical framework. Considering the cartoons in a historical context, the author
aimed to unravel the complex web of cultural, political, and social elements that played a
role in their formation. Such an in-depth examination allows for a deeper understanding of
how cartoons have both influenced and been influenced by the societies in which they
emerged, specifically Iranian society in this case.

Since the author of the refereed dissertation is both a cartoonist and a friend of fellow
cartoonists, he used the interview method. In-depth and semi-structured interviews helped to
identify and systematize the creative process of creating, perceiving, and understanding

26 See: Ainutdinov A.S. Caricature as a type of depiction of comic intention in modern Russian print media:
Abstract of Cand. Sci. (Philology). Yekaterinburg, 2010. 21 p.; Chaplygina Yu.S. Caricature as one of the
specific forms of creolized discourse / Bulletin of Moscow State Linguistic University. 2007. No. 522. pp.
217-220; Zheltukhina M.R. Comic in political discourse: based on the German and Russian languages:
Abstract of Cand. Sci. (Philology). Volgograd, 2000. 28 p.; Kubryakova E.S. On the concepts of discourse and
discourse analysis in modern linguistics (Review) // Discourse, speech, speech activity: functional and
structural aspects. M.: RAS INION, 2000. P. 7-25.



cartoons. These discussions provided important qualitative information about the driving
motivations, intentions, and points of view of the Iranian cartoonists and their audience.

The empirical object comprises 337 political cartoons, created by Iranian
cartoonists, integrated into the media space of Iran's digital media, websites, and social
networks within the framework of the "Woman, Life, Freedom" movement (the Iranian
political case of Mahsa Amini).

During this period, a significant number of cartoons addressing the anti-hijab and
anti-regime protests were disseminated in the media space. This surge in publications
occurred alongside a dramatic increase in the number of protesters who were arrested,
injured, and, unfortunately, killed during that time.

To conduct a rigorous analysis of the data, a set of criteria was established that an
artwork must satisfy to be considered. Accordingly, a deliberate effort was made to identify
works that, at the very least, incorporated the element of exaggeration. Then, the sampling
was based on a preliminary author's examination aimed at detecting a visual metaphor or a
combination of visual and verbal metaphors. In each cartoon analyzed, there are at least two
areas, X and Y, which are metaphorically connected instead of a literal analogy.

Scientific Novelty of the study lies in the fact that

1) For the first time, the following have been identified and characterized:

- Mechanisms of transmission of meanings in the format of political cartoons in
relation to the works of Iranian artists;

- Conceptual structures based on the metaphorical nature of Iranian cartoons as a
special phenomenon;

- Algorithms for the impact of media messages of Iranian cartoonists on the audience
of digital media in the context of subject-to-subject network communications.

2) For the first time, the following has been tested and systematized:

- a model of self-reflection and introspection of a professional cartoonist working in
the digital media space;

- information obtained by the author from primary sources about the motivations,
intentions and points of view of Iranian cartoonists in the context of mediatized international
processes;

3) For the first time, the study of political cartoons created by independent Iranian
cartoonists during the 2022 "Woman, Life, Freedom" movement was formalized as a case
study (methodology for studying the real scenario). This distinctive approach enables an
exploration of the role and impact of these cartoons as a medium for political commentary
and opposition within a specific and highly charged anti-government moment.

The interdisciplinary nature of the research expands the scope of the results obtained
in the context of humanities. It is about philosophy, semiotics, theory of media
communications, psychology, sociology, and cultural studies.

The theoretical significance of this research lies in clarifying and expanding the
conceptual approach to the analysis of verbal and visual media communication in the format
of political cartoons. This research goes beyond the traditional theoretical approach, which
focuses on either artistic or political aspects, and delves into the artistic mechanics by which
political cartoons convey complex ideas and engage audiences. The author, relying on
fundamental works in the field of semiotics, philosophy, and media theory, using new
empirical material that had not been studied before, introduces a new theoretical concept of
IDPC (Iranian digital political cartoons) into scientific use. This opens up a new layer of
theoretical research (specialty 5.9.9) related to the peculiarities of the development of the
Iranian media system in a changing world. In the context of an interdisciplinary approach,
the author proposed a new paradigm in the study of cartoons, considering it as a fusion of
art, semiotics, and visual rhetoric, actualizing new research perspectives.

The practical significance of the study lies in the fact that the provisions of the
dissertation will become valuable material for new academic courses in university master's



degree programs (journalists and specialists in public relations and advertising), including
using the latest technologies. For example, "Fundamentals of Cartoon Creation in Digital
Media" and "World Media Cartoonists: The Specifics of Editorial Collaboration." The
author of the dissertation contributes to the development of media education by showing in a
specific media case how to interpret symbols, understand cultural references, and take into
account different points of view when analyzing cartoons. The results of the study, related to
the concretization of the potential of Iranian political cartoons in reflecting and criticizing
socio-political issues through satire and humor, serve as the basis for the creation of the
international media education program "The Intersection of Art and Political Commentary:
How to Understand a Cartoon" for the Moscow State Linguistic University. Analytical
information about how cartoons are created and distributed in Iran and how semiotic tools
and visual rhetoric are used within the specific limitations and capabilities of the media
system, taking into account the cultural and political context, can be used when studying the
Modern Media Systems program at specialized universities.

The provisions to be defended are

1) The art of political cartoon, progressing in the course of historical evolution,
functions in conjunction with the communication technologies of print media (subject-object
model). While maintaining itself as a visual form of political satire, modern Iranian cartoon
acquires digital independence and becomes a self-sufficient means of shaping public opinion
(subject-subject model).

2) A cartoon is a complex semiotic system where visual and verbal components do
not duplicate but complement each other, creating multi-layered meanings that are decoded
taking into account both the intention of the creator, the idea of the work (narrowing
possible interpretations), and the cultural level of the audience (expanding the semantic
field).

3) With the improvement of alternative digital media, Iran's political cartoon,
responding to public demands, is developing as a creative and innovative format of life
attitudes (characteristics of life). At the same time, the traditional editorial model of
cartoons, determined and shaped by editorial policy, retains the features of archaism and
limited rationality.

4) In the digital age, cartoons retain the status of a unique tool of social criticism,
combining traditional techniques of visual rhetoric with the latest formats for the
dissemination of political narratives through the grotesque and metaphor.

5) The analysis of political cartoons requires the audience to be able to interpret
symbols, understand cultural references, and form the skill of considering different points of
view. This process ensures an increase in media literacy among the population: it develops
empathy, creativity, and intellectual curiosity necessary for the perception of different
opinions and the formation of a tolerant society.

The degree of reliability and validity of the dissertation results is ensured through
clear methodological principles; the application of contemporary theoretical and
methodological approaches appropriate to the object, subject, purpose, and tasks of the
research; the alignment of methods with the nature of the studied phenomenon; and the
representativeness of the source base.

Approbation of the work. The materials of the refereed dissertation are presented
by the author in the format of reports at five international scientific and practical conferences
(Lomonosov Moscow State University (MI'Y), RUDN University, Plekhanov Russian
University of Economics, and Russian State University named after A.N. Kosygin), as well
as in the format of master classes at Moscow State Linguistic University (MI'JIY). The
preliminary conclusions and main results of the study are reflected in 9 scientific papers; 5
articles have been published in publications included in the list of journals recommended by
the Higher Attestation Commission and indexed by Scopus. The results are used in the
development of the author's training course "Political Cartoons, as a Means of



Communication." Some of its provisions were presented in the format of a master class for
students of the English-speaking Master's degree in Global and Digital Media in Journalism
at the RUDN University, Faculty of Philology.

Dissertation structure. The dissertation consists of an introduction, four chapters
(three theoretical chapters and one empirical case study), a conclusion, a list of references,
and appendixes. The study is presented in two volumes, 290 pages in volume I and 43 pages
in volume II, including 78 figures, 10 tables, and appendixes. The list of references contains
274 titles.

IMAIN CONTENT OF WORK

Outline of Chapters. In the Introduction, the relevance of the dissertation topic is
argued, and the author also provides some significant subjective reasons for choosing the
topic of the dissertation. The purpose and tasks (objectives) of the research are specified
here, the object and subject, the empirical base and the methodological basis of the refereed
work are indicated. The scientific novelty, theoretical and practical significance of the
conducted research are determined, the provisions submitted for the defense are formulated.
The introduction analyzes and systematizes theoretical sources.

The first three chapters lay the theoretical groundwork for the next explorations of
the empirical study in the fourth chapter.

The first chapter ("Semiotic Fundamentals of the Research of Digital Political
Cartoons") forms the theoretical foundation of the work through the synthesis of classical
and modern semiotic concepts. The author translates complex semiotic concepts and theories
into instrumental concepts, simplifies terms, and adapts them in a peculiar way for media
educational cases. The author introduces and rethinks the Saussure's dyadic and Peircean
triadic models of the sign. Saussure characterized a sign as the integration of two necessary
parts, namely "signifier" and "signified." The relationship between the signifier and the
signified is entirely arbitrary, a manifestation of customary cultural practices, and is derived
from communal consensus. Peirce's triangle encompasses the representamen or sign vehicle
(the form of the sign: how the sign is represented), the interpretant (the sense: how it is
interpreted), and the object (what is represented, what the sign 'stands for'). A significant
notion that will be utilized in empirical analysis is sign types. Peirce, based on how a sign is
related to an object (modes of relationships), classified signs into three categories, including
Symbol, Icon, and Index. This classification helps readers understand the various ways in
which signs can represent meaning. Iconicity is founded on a degree of "resemblance"
between signifier and signified, whereas indexicality is based on, or at least perceived,
"direct connection." The symbolic category, which holds significant relevance in studying
cartoons, outlines a mode in which the signifier and signified are fundamentally distinct
from one another. The connection between them is predominantly arbitrary or entirely
conventional, necessitating that this relationship be acquired through cultural learning.

The novelty of the reasoning lies in the fact that, as a result of a comparative analysis
of classical models and interaction parameters, it is proved that "a sign can be interpreted in
different ways ... as symbolic, iconic, or indexical, that is, signs cannot be classified
according to the canons of classical semiology, but only taking into account the goals of
their users and a certain context.>’ This brings classical semiotics closer to the theory of
media communications.

The chapter traces the leading idea of the need to interpret signs and symbols in
everyday mediatized life, developing critical thinking and a deep understanding of cultural
significance. Following the object of research, the author applies semiotic theory to various
media formats, including visual representations and, in particular, cartoons. Such use helps

27 Shilina, M.G., & Zarifian, M. (2023). Re-thinking Semiotics: A New Categorization of a Sign? RUDN
Journal of Language Studies, Semiotics and Semantics, 14(2), 305-313.



to realize the importance and relevance of semiotics in the analysis of modern media and
communication practices.

The ideas of Roland Barthes are also actualized here. The French philosopher and
semiotician emphasized that images in the process of communication have a three-
dimensional structure in conveying meaning, which is consistent with the triadic model of
the Peirce sign®®: political cartoons, thanks to the fusion of words and images, do not just
repeat information already contained in texts, but generate additional ideas and meanings.
According to Barthes, this thesis discusses the idea that denotative (literal and explicit sign
meanings) elements of a text or image generate less information than connotative (referring
to associations, subtexts, or indirect meanings that go beyond the fundamental definition)
elements. The dissertation emphasizes that connotative elements have a greater
informational value, since they explore the cultural, historical and contextual aspects of the
sign, thereby revealing deeper meanings and interpretations. These connotations, which are
more complex and multifaceted than denotative interpretations, are influenced by the
experience, knowledge of the audience and the socio-political context.

After introducing the core principles of semiotics, we will focus on “Semiotics of
Cartoons: Visualizing the Verbal,” examining how cartoons utilize both verbal and visual
elements to construct meaning and commentary.

In the upcoming discussion, the chapter equips the reader with tools at cartoonists’
disposal to decode visual language, analyzing stylistic and artistic techniques to uncover the
deeper messages embedded within the artwork. In this vein, these techniques will be
scrutinized: Exaggeration for amplifying meaning in two manners: first, by distorting facial
features in caricatures and second, exerting exaggeration in concepts and situations;
Protagonist and Antagonist: constructing narrative and evoking emotion; Personification:
attribution of human qualities to abstract concepts in a metaphorical way;
Anthropomorphism: giving human qualities such as walking, talking, thinking, eating, and
drinking to animals or objects; Zoomorphism, which is the antithesis of anthropomorphism,
involves ascribing animalistic traits and psychological states to humans in order to
undermine and degrade the depicted person; Composition and Positioning: strategic
placement for impact, Stereotypes and clichés: navigating cultural references and shortcuts;
Colors and Pictograms: symbolic meanings and emotional associations.

The word-image fusions in political cartoons are the final scope of research in this
chapter. By exploring the interplay of language and imagery, language and speech as
integral and inseparable components of political cartoons, and examining various written
elements such as title, speech bubble, caption, and label, this thesis aims to cultivate a
deeper appreciation for the influence of political cartoons as a distinctive semiotic system.

The key conclusion is that cartoon is a complex semiotic system where visual and
verbal components do not just duplicate but complement each other, creating multi-layered
meanings. The author substantiates the need to take into account both the intentions of the
creator (narrowing of possible interpretations) and the cultural background of the audience
(expanding the semantic field).

The second chapter explores cartoons as a type of media content, which develops
academic discourse for the subsequent practical interpretation of the phenomenon of
cartoon. It consists of three sections: "The Genesis and Evolution of Cartoon," "Cartoons in
Editorial and Political Context," and "Typology of Digital Media."

Offering a historical perspective, the author analyzes the dynamics of changes in
media communications up to digital media. The chapter traces the genesis and evolution of
cartoon art, starting from their early forms and ending with the present, where it has
advanced to a deeper visual language, gained importance, and performs special functions in
modern editorial, media, and political contexts. The main thesis is that the historical

28 Barthes, R. (1977). Image, Music, Text. London: Fontana Press Publ.



evolution of cartoons, starting from primitive art based on the grotesque and deformity,
brought cartoons into journalism. And now, in special cases, this type of media message sets
the social agenda, as well as reflects the state of political freedom in various societies, and
plays a key role in maintaining a system of checks and balances.

In a holistic approach, the evolution of cartooning is examined from three
perspectives: the Renaissance, which emphasized the importance of the individual; the
invention of the printing press by Gutenberg in 1455; and the influence of Martin Luther's
Reformation ideas on the Protestant movement, which commissioned various artists to
create illustrations that challenged the hegemony of religion and the hierarchy of the
Catholic Church, a practice that is reminiscent of newspaper publishers employing full-time
cartoonists. It is posited that Luther may be considered the pioneer in editorial cartooning,
and cartoons have historically served as a potent medium for capturing and critiquing
societal and political issues. In this way, cartoonists, under the influence of these factors,
contributed to the development of the concepts of "public viewing," "public consciousness,"
and visual protest," thereby serving as a catalyst for social activism.

The following section of this chapter covers the politicized role and function of
cartoons, such as shaping public opinion, setting social agendas, providing a window into
history that illuminates problematic and tumultuous moments, and serving as barometers of
political freedom. Analyzing “Digital Media Typology” in two major classifications,
including “Mainstream: Editorial Cartoonists” and “Independent Political Cartoonists,” is
one of the main research objectives.

Therefore, cartoons that can transform news and commentary into a drawing provide
an easily accessible and instant interpretation of contemporary issues. This is a special form
of journalism that sometimes contrasts with traditional forms of communication. Cartoonists
express information in such a way as to visualize imitative human nature; they humanize the
subject they portray. This is often more effective than writing or video.

Scientific insights of the chapter: The historical continuity between religious
graphics of the 16th century and modern political cartoons has been revealed, the role of
cartoons as a "visual barometer" of freedom of speech has been proved, and an original
typology of digital cartoons has been developed (based on the material of the Iranian media).

The key conclusion is that in the digital age, cartoons retain the status of a powerful
tool of social criticism, combining traditional techniques of visual rhetoric with new
distribution formats. The uniqueness lies in its ability to "humanize" complex political
narratives through the grotesque (through exaggeration) and metaphor.

The third chapter The third chapter ("Cartoon as a Communication Phenomenon")
examines the mechanisms of the communicative impact of political cartoons through the
prism of modern theories of media communication. The chapter includes three sections:
"The communication model in political cartoons (author, message, target audience)", "The
communicative power of cartooning", and "Rhetorical techniques for communicating
messages through cartoons."

The chapter delves into the digital model of communication in political cartoons and
its status in the digital sphere. Echoing the views of Irving Fang’s six distinct periods of
mass communications®, the thesis observes how the information revolution has impacted
the way political cartoons are disseminated and received. Subsequently, attention shifts
towards the digital era, analyzing the impact of the emergence of new media platforms on
the field of political cartooning. This transformation has brought about a redefinition of the
future landscape of the genre, presenting cartoonists with various opportunities and
challenges. Eventually, with examining the rise of new media alternatives, it will be argued
whether political cartoons are a dying form of art. In the following, the study investigates the
communicative power of cartooning. The author examines how cartoonists make

2 Fang, 1. (1997). 4 History of Mass Communication; Six Information Revolutions. Focal Press Publ.



complicated and boring messages more tangible and understandable. They simply come to
the main point and remove all the trivial information, bravely encourage people to
participate in political discourse, and make scary topics less threatening.

As a significant part of the thesis, this chapter will thoroughly examine the various
rhetorical devices employed to convey message, persuasion, and audience mobilization.
These devices include metaphor (the comparison of two unlike things, seeing one through
the lens of the other), parody (playfully or critically mocking those in power, celebrities, and
genres while challenging societal norms), irony (the incongruity between what is stated or
depicted and what is implied; the use of layered meanings and subversive messaging),
intertextuality (the creation of meaning through cultural references by manipulating pre-
existing artworks, symbols, and themes), and, notably, humor.

Three different aspects of humor have been explored, namely superiority,
incongruity, and relief. The idea of superiority proposed by the English philosopher Thomas
Hobbes in his book Leviathan is also considered. He emphasizes the egoistic nature of
humans constantly compete and strive for domination over others, ridicule and contempt.
Hobbes argued that humor allows individuals to feel superior to others, which can be a
source of amusement. Hobbes posited that life in a state of nature, without government or
law, would be "solitary, poor, nasty, and short" due to the constant struggle for survival and
dominance among individuals. In this context, humor, particularly in its superiority aspect,
can be seen as a means for individuals to assert their dominance and establish their position
within the social hierarchy>’.

This chapter touched upon the concept of incongruity exploring the Immanuel Kant
study, which stated that humor arises from the "spontaneous combination of a serious
thought with an absurd one," which can be seen as a foundation to the Incongruity Theory.
The philosophical groundworks of this specific dimension of humor can be linked to Kant's
interpretation of laughter as a phenomenon stemming from the sudden shift of an anticipated
tension into nothing®!.

In order to determine an appropriate theoretical framework for investigating visual
metaphors in political cartoons, the thesis will attempt to outline how the Conceptual
Metaphor Theory (CMT), proposed by Lakoff and Johnson (1980) and later developed by
Forceville (1996) (2006), revolutionized the metaphoric field of study by shifting the focus
of analysis from verbal to conceptual phenomena. The third chapter also highlights the
intertextuality of political cartoons. This research perspective opens up opportunities for a
deeper analysis of visual texts in a cultural context.

It is important to conclude that the interpretation of metaphorical and ironic
messages in cartoons requires a lot of cognitive effort from the audience compared to
explicit forms of communication. Consequently, such increased cognitive activity can
enhance the enjoyment of perceiving and remembering the message conveyed in the
cartoon. In any case, the reader should identify the problem (contradiction) of the topic and
then, perhaps, understand the techniques used to create irony and convey social criticism.

Thus, the key conclusion is that cartoon, as a complex semiotic-rhetorical message,
where humor serves as a key tool of social criticism, achieves effectiveness through
cognitive involvement of the audience, emotional impact, and cultural codes.

Chapter four, "Iranian Political Cartoons: A Case Study," brings the developed
theoretical framework to real life (narrative history) by focusing on the socio-political
context of Iran. Moving beyond theory, it demonstrates the author's method of decoding an
array of cartoons related by a single theme. The chapter systematically investigates the
functionality and communicative peculiarities of IDPC based on themes, styles, and
distribution platforms, as well as its specifics, typology, and semiotics. Semiotics assumes a

30 Hobbes, T. (2024, reprinted from the edition of 1651). Leviathan. London: Thomas Nelson and Sons Ltd.
31 Kant, 1. (1983, reprinted from the edition of 1790). Anthropology from a Pragmatic Point of View. The
Hague: Martinus Nijhoff Publishers.



decisive role in this chapter as it analyzes the universal and social symbols and meaning-
making strategies employed by Iranian cartoonists.

An empirical analysis of the IDPC during the 2022 “Woman, Life, Freedom”
Movement in Iran will be conducted. This feminist and anti-regime protest was sparked by
the tragic death of Mahsa Amini, a 22-year-old Kurdish girl, in police custody after being
arrested in Tehran by "morality police" for allegedly wearing her headscarf inappropriately
and not following the country's mandatory hijab rules.

Through an empirical analysis of a specific corpus of cartoons, focusing on a
particular theme or event within the Sep. 2020-Sep. 2023 timeframe, the thesis provides
concrete insights into how Iranian cartoonists operate in practice and analyzes which
techniques introduced in the theoretical parts are utilized by cartoonists in developing visual
storytelling. By analyzing the semiotic and visual rhetoric employed, the study will uncover
how Iranian independent cartoonists captured the essence of the movement's demands for
human rights and gender equality. The analysis can reveal how cartoonists served as a
depicted calendar and tried to be the voice of the people, expressing solidarity with Iranian
women and men fighting for their rights. By examining the artistic and rhetorical strategies
used, this study can shed light on how IDPC documented the movement's dynamics, in
which ways depicted bravery as well as the brutal crackdown of the government. The
Iranian cartoonists contextualized the current topics and visualized the events from the
perspective of specific political messages.

In the fourth chapter, with a project-based research approach, the dissertation
proposes its own research algorithm based on design, and strategies for measuring and
analyzing the effectiveness of Iranian political cartoons in achieving their communication
goals have been developed. Thus, this chapter is a methodological embodiment of the
scientific results of the previous three chapters.

The results of the research in this chapter demonstrate: new forms of visual
resistance in authoritarian contexts, the transformation of traditional art into the digital age,
and the potential of cartoon as a historical source.

Of particular importance is the concept of IDPC introduced into scientific use, which
opens up new perspectives for research on digital activism and visual political
communication. Theoretical insights: conceptualization of IDPC as a special form of digital
activism, a tool of "soft resistance", a platform for an alternative historical narrative;
development of a model of "digital carnivalization" of protest (hyperbolization, inversion,
layering).

Thus, the key conclusion is that IDPC has formed a unique visual language of
protest, has shown the effectiveness of visual metaphors as a means of circumventing
censorship, and has become an important tool for constructing collective memory.

General conclusion summarizes the key ideas discussed throughout the study. It
presents the main conclusions derived from the intermediate findings of the four chapters,
highlighting how visual and digital modalities shape meaning-making and resistance
practices.

Furthermore, it suggests several prospects for further research: (1) adapting and
testing Kress and Van Leeuwen’s visual grammar®® for reading political cartoons by
integrating representational, interactive, and compositional metafunctions (2) conducting
focused historical and empirical investigations to gain deeper insights into the women’s
rights movement in Iran and the role of digital political cartoons in mobilizing gendered
claims; and (3) conceptualizing IDPC as a distinct form of digital activism—a tool of “soft
resistance” and an alternative historical narrative—and finally, drawing on Mikhail
Bakhtin's concept of carnivalization, developing and testing a model of “digital

32 Kress, Gunther, u Theo van Leeuwen. [1996] 2006. Reading Images: The Grammar of Visual Design. 2nd
Ed. London: Routledge.



carnivalization” of protest (including hyperbolization, inversion, and layering) to examine its
mechanisms, reception, and effects.

The appendix contains supplementary material collected by the author of the
dissertation that supports the main text and core arguments presented in the fourth chapter.
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Zarifian Mohsen (Iran)

Digital Political Cartoons: Where Art, Rhetoric, and Semiotics Meet
in Iran's Media System

The dissertation research is devoted to a comprehensive analysis of Iranian digital
political cartoons (IDPC term introduced by the author) as a unique phenomenon at the
intersection of art, semiotics, and media communications. The thesis explores cartoons first
as a semiotic phenomenon, then as media content, and lastly as a communication
phenomenon. The main goal of the work is to identify the historical background,
communicative mechanisms, and rhetorical strategies of this phenomenon under the
conditions of digital transformation of media space. The study uses an interdisciplinary
approach combining methods of communication theory, social semiotics, critical discourse
analysis, and case studies. The dissertation provides a comprehensive understanding of
political cartoons as an important form of visual journalism. The scientific novelty lies in the
development of an original typology of IDPC in two major classifications, including
“Mainstream: Editorial Cartoonists” and “Independent Political Cartoonists,” and the
systematization of their specific functions in the Iranian media landscape. The results of the
research can be used in the practice of journalism, in teaching specialized disciplines of
"media communication" and "journalism," in media education courses, and in scientific
research of visual political communication.

Keywords: political cartoon, digital media, semiotics, Iran, visual rhetoric, IDPC
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CeMHOTHKA M KOMMYHHKATHBHBIE CTPATEerHU
MOJMTHYECKUX KAPUKATYP: HPAHCKHUH Keiic

JuccepTanlnoHHOE HCCIeI0BaHUE MOCBALIEHO KOMIUIEKCHOMY aHAJIN3Yy MPAaHCKHUX
U(PPOBBIX MOMUTHYECKUX Kapukaryp (TepmuH IDPC BBenéH aBTOpOM) Kak yYHHUKAIBHOTO
SIBJICHUSI Ha TEPECEUECHUH MCKYCCTBA, CEMUOTUKH U MEAHMAKOMMYHHKAMi. OCHOBHAS LIENb
paboThl — BBIABICHHWE MCTOPUYECKUX TPEANOCHIIOK, KOMMYHHUKATHBHBIX MEXaHU3MOB H
PUTOPUYECKHAX CTpaTeTHid JaHHOTO (pEeHOMEHa B YCIOBUSX IHM(POBOIl TpaHCOpMAITUH
MEIMaIlpOCTPAaHCTBA. B  WCCIENOBaHWM MPUMEHSAETCS MEXAUCIMIUIMHAPHBIN IOIXO0J,
COYETAIOIHA METOABl TEOPHUH KOMMYHMKAIWN, COLHUAIBHOM CEMHOTHKH, KPHTHYECKOIO
IUCKypCc-aHalm3a M KeWc-ctagu. Juccepranuss TAa€T BCECTOPOHHEE MPEACTABICHHE O
MOJMUTUYECKUX KapUKaTypax Kak BaKHOW (hopMe BH3YalbHOHW XypHAaIHCTHKU. HayduHas
HOBH3HA 3aKJIIOYaeTCs B pa3paboTke opurnHampHON Tumnoioruu IDPC um cucremaruzamu
nx cnenuduyecknx (GpyHKIMA B MpaHCKOM Memuananamadre. Pe3ymbraTel nccienoBaHUs
MOTYT OBITH MCIIOJIB30BaHbl B MPAKTHKE XXYPHAJIMCTHUKH, B MPENOAABaHUN MPOGHIBHBIX
JUCIMIUIMH HalpaBiICHUH «MEAMAKOMMYHHMKALUM» U <OKypPHaJIMCTHKa», Ha Kypcax
Meanao0pa3oBaHUs M B HAYYHBIX MCCIEJOBAaHUSAX  BHU3YaJbHOH  MOJUTHYECKOM
KOMMYHUKAIUH.

KitoueBble cioBa: monuTHyeckas KapukaTypa, HU(poOBble Meaua, CEMHUOTHKA,
Wpan, BusyansHas puropuka, IDPC
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I. OBIIASA XAPAKTEPUCTUKA PABOTHBI

Boioop Tembl. O0lyMaHHOCTh U BBICTPAJAHHOCTH MPOOIEMAaTUKH pedepupyeMoit
JHCCepTallii — Pe3yJIbTaT MHOTOJIETHEH Mpo(ecCHOHATBHOM NMPaKTUKKU aBTOpa, HPAHCKOTO
XyA0KHUKA, peJaKTOpa-KapuKaTypucTa ¢ OOJbIIMM CTaKEM KaK B TPaJULHMOHHBIX Melua,
Tak ¥ B IMQpoBbIX. HemocpeacTBEHHOE MOJMTHYECKOE OKPYXKEHHE aBTOpa U IIUPOKHUIM
KOHTEKCT HPAHCKUX cpelncTB MaccoBoil wuHpopmanun (CMU), xoMMmyHUKanui w
KYPHAIUCTUKH,  JIOJTOBPEMEHHBIH  NPO(EeCcCHOHANBHBIE  HMHTEpeC K  H3YyYEHHIO
BBIPA3UTEIbHBIX BO3MOXKHOCTEN TpaUKu 1 KOMUKCOB — BCE 3TO MOBJIUAIO HAa BEIOOP TEMBI
HCCIIEIOBAHHUS.

AKTYaJIbHOCTh TeMbl. [lonuTuueckue Kapukatypsl (UTal. caricare — Harpy’Xarb,
IpeyBeIUYNBaTh)  OPraHMYHO  BOHMCAaHHBL B  TJIOOQJIBHOE  MEIHANPOCTPAHCTBO,
CEMMOTHYECKUM IOAXOJ K MX HM3YYEHHMIO UMEET CETOJHS peIlarollee 3HaYeHHE 10 pAdy
npudrH. POpMHUPOBAHUE COBPEMEHHOTO OOIIECTBEHHOTO MHEHHUSI NMPOHCXOAHUT B TIEPHOJ
MeIUaTrh3aluy 3HaYUMBbIX IpoueccoB. [Ipu 3TOM MeauaTeKcThl, OTHOCSIIMECS K KaTeropuu
BepOaIbHO-BU3yaIbHBIX, HEOOXOIUMBI O0IIECTBY KaK JOCTYITHBIE COOOIIECHHSI-TOCPETHIKH
JUIE TIOHWMAHHWS W TPAKTOBKU CJIOXKHBIX TOJUTUYECKAX COOBITHH, HEOTHO3HAYHBIX
BOIIPOCOB HCTOPHUH, COLMAIBHON M KyNbTYPHOU THHAMHUKHN. BU3yanbHBIN S3bIK KapUKaTypPBI,
B CHJIy KOMMYHUKAaTHBHBIX OCOOCHHOCTEH, BOCIpPHHHMAETCS Jerde W ObIcTpee, 4eM
BepOaIbHOE TIOCIIaHUe, 00ECTIEYNBACT SMOLIMOHATBHO-HATIISTHBINA B3TJISA] HA OKPYKAFOIIUI
mup. Iloutn cronetne Hazagm M. ['opbkuii B ctarbe «Kykpbiukcs» (razera «llpaBnmay,
31.01.1932) ompepenun KapukaTypy Kak «COLHMAIbHO 3HAYUTEIHOE W TIOJe3Heilliee
HCKYCCTBO M300pakaTh pa3iWyHbIe, HE BCET/Ia BUAMMBIC IPOCTHIM TJIA30M HCKPHUBIICHHS B
MOYTEHHOM JIMYMKE COBPEMEHHBIX I'e€pOEB WJIM KaHIWAATOB B repom». JlaHHas oOpa3Has
NeQUHUIMS  COXpaHSAEeT AaKTyalbHOCTh B IEPUOJ TEOPETHYECKHM U IMPaKTHYECKH
oTpedIeKCHPOBAHHOTO «MKOHHYECKOro MoBOopoTa»'. COBpeMEHHOE Hay4dHOE MOHMMAHHE
KapHKaTyphl CIEAyIollee: «YHUKaJIbHBIH aBTOPCKUM MPOAYKT, MPEACTAaBIAIOIIMNA cOo00it
MYJbTUMOJAIbHBIH TEKCT C BBIPAXKEHHBIM KOMHYECKUM 3(PQPEKTOM, OCHOBAaHHBIH Ha
IpEeyBeIUUYEHUH 3a C4YeT BepOaJbHO-BU3YalbHbIX MeTapop M «y3HaBaeMOCTH)
M300paKEHUN .

B omoxy rioGameHOM — OM(ypKalMme, MONMTHYECKOH M HKOHOMHYECKOMH
HECTaOMJILHOCTH, CTPEMHUTEIbHO pa3BUBAIOIIMXCS TEXHOJOTMH  BaXHOCTh aHalIM3a
MOJUTUYECKUX KapUKaTyp 3aKJII4YaeTcss B MX CHOCOOHOCTH YIPOINATh CJIOXKHBIE HJIEH,
npeylaraTh COUUANbHBIE KOMMEHTapHH, CHOCOOCTBOBATh KPHUTHYECKOMY MBIIUICHHIO.
Kapukatypsl OTpakaloT MpOTHBOpEYHs OBITHS, Mpeiaras Mmpeodiafaronie HaCTPOCHUS,
BBISIBIISIL  CJIO)KHOCTH M TIPOOJIEMBI: CBOCOOpa3HbIE BH3YaIIbHBIE KOMMEHTapUU JaroT
NEWCTBEHHOE TIpelICTaBlieHne 00 o0mecTBe, KynbType W moduTuke. [lomuTmueckue
KapuKaTyphl CIIy>KaT MOIIHBIM CPEACTBOM BBIPAKEHUS] MHEHHH, BBICTYINAIOT IMOBOJOM MJIS
WHUIIMMPOBAHHUSA JUCKYCCHH, BIHSs TakKuM oOOpa3oM Ha OOIIECTBEHHBIH JUCKYpC.
Kapukatypsl BCTpauBaroTCs B COIUATBHYIO KPUTHKY, (DOPMHUPYS OOIIIECTBEHHOE MHEHHE.

[MonuTryeckne KapuKaTypsl TAK)Ke BBICTYNAIOT B POJIM UCTOPUIECKUX apTe(akTos,
MO3BOJISIIOT TMOJMYYHUTh HPEACTaBICHUE O MPEeOoOIaNalonieM TOJTUTHIECKOM, COIUATEHOM H
KyJbTYPHOM KOHTEKCTE B mepuoa ux co3fganus. OHM CIIy>)KaT CpPEeACTBOM COLMAIbHOU
KPUTHUKH, OTpaxkas HJEOJOrHH, yOexIeHHs M 03a00UE€HHOCTH OIPENEeNICHHON 3MO0XU H
KOHKPETHOTO MeCTa, NPH 3TOM OHHU JAI0T IIAHC OOpaTUTHCS B HACTOALIEE CHCTEMHO, C
y4€TOM HCTOPUYECKOIO OIbITa. M3yuas KapukaTypsl, YYe€HbIE IIOIYy4yarT LEHHYIO

! Boehm, G., Mitchell, W. J. T. (2009). Pictorial versus Iconic Turn: Two Letters. Culture, Theory and
Critique, 50(2-3), 103—121.

2 banakuna [0.B. TlonuTudeckas kapukaTypa B 3apy0exHbIX Meaua // BecTHuk MOCKOBCKOTO YHUBEPCUTETA.
Cepus 10. Xypnanuctuka. 2021. Ne 6. C. 97.

3 Enpuamunos M.C. Dnoxa mio0aibHOM OM(ypKalMM: IUIaHETApHBIE IIPOOJIEMbl M HMCTOPUYECKHE
anprepHatuBsl / Counonorundeckue uccnenopanus. 2022. Ne 4. C. 124-135.



MHGOPMALIMIO O MPOLUIBIX COOBITUAX, B3MVIAAAX M MEHSIOUIMXCS OOLIECTBEHHBIX HOpPMax.
Takast wucTOpHYecKas KOHTEKCTyalu3alMs IOMOraeT IOHATh COBPEMEHHOE pa3BUTHE
00I11eCTBa B MEHSIOIIUXCS 00CTOSITENbCTBAX.

Kapukarypsl MCIONB3yIOT CpeACTBa IOMOpA U CATUPbI, CUMBOJIMKY U MeTa(opsl,
9TOOBI JTAKOHUYHO M €MKO TEepeAaTh T€ MOCIaHHs, KOTOphle ObLIO OBl CI0XHO BHIPA3UTh
CJIIOBaMHU M, COOTBETCTBEHHO, aJ€KBAaTHO MOHATh. Dopmar BHU3yaJIbHOrO MOBECTBOBAHUS
MO3BOJISIET XyJ0KHUKAM OXBaTHTh MIMPOKYIO ayJUTOPHIO U MPHUBJIEYB JIIOJCH, KOTOPHIX B
CHIIYy Pa3NIMYHbIX IPUYUWH 3aTPYAHSIOT TPaIUIUOHHBIE MMCEMEHHBIE CTATbU MM 3CCe.

Ha aBTOpOB mpm 3TOM BO3/IararoTCs BBICOKHE JTHUECKHE TpeOOBaHUS M 0ocodas
OTBETCTBEHHOCTh. [lonmuTuyeckne KapuKaTyphl, Kak MPaBHJIO, UMEIOT MPOBOKAIIMOHHBIN
XapakTep, BIUSIOT Ha OOIIECTBEHHOE MHEHHE, (OPMHPYIOT HAppaTUBBI, WHHIUUPYIOT
noyutTuueckue peweHus. OHU CIy’KaT MPOBOJHUKAMH TEPEMEH, BBISABISAS HEPAaBEHCTBO U
HECIPaBEUIMBOCTh, aHAIM3UPYS MOJIUTUKY NPABUTEIbCTBA M OTCTaMBasl allbTEPHATUBHBIC
Toukn 3peHus. CremoBaTenbHO, OHM (DYHKIMOHUPYIOT KaK O00WecmeeHHdas MOoOoeib
JoHcypHanucmuxy M Kak GopMa akTHBHM3MA, MOOYXJasl Jr0AeH KPUTHUECKH aHAIU3UPOBATh
CBOE OKpYXKEHHME M Yy4acTBOBaTb B JEMOKPAaTHUECKUX MEpONpHiATHAX. Takke ciemyer
OTMETHUTh, YTO KApUKATypUCTBl B CBOMX aBTOPCKUX paboTax MpeasararoT ayAuTOpHU
COOCTBEHHBIN SMOLIMOHANBHBIN paKypc.

Taxkum 00pa3oM, akTyaJIbHOCTb TEMbl MCCIIEJOBAHUS ONPEAEIIETCS] COBOKYITHOCTBIO
¢dakTopoB. Bo-mepBbIX, HEOOXOIUMOCTHIO BBISIBIEHHS M CHCTEMAaTH3allUd CpPEACTB
BU3YaJIbHO-BEpOAIbHBIX KOMMYHUKAIIUH, & UMEHHO KapUKaTypbl, B YCIOBHSIX COBPEMEHHBIX
COIMATILHO-MIOJUTHYECKUX TpaHcopMalmid, Korja oco0eHHO HeoOxoanma 3¢ ¢ eKTHBHAS
pabota ¢ 00LIeCTBEHHBIM MHEHHEM. B0-BTOpBIX, TpeOyeTcs KOHLEeNnTyanu3auus 1udpoBoii
MOJIUTUYECKON KapUKaTypbl Kak MOJIMTHYECKOrO AMCKYpCa, BCTPOEHHOIO B LHU(POBYIO
Menuachepy, Npu  JACPUIUTE TEOPETUUYCCKMX W OMITUPHUYSCKUX pabdoT B JIAHHOM
HalnpaBleHUN. B-TpeTpux, Bo3pacTaeT uHTEpec K MpaHy W HpaHCKONW MEIUacucTeMe B
YCIOBHAX  TIIOOANM3alWM, KOTJ@ YCWIMBAeTca HMH(POPMAIMOHHO-TICHXOJIOTHIECKOEe
BO3JICHCTBHE B KOHTEKCTE COLMAJIBHONW 3HAYMMOCTH PENPE3CHTUPYEMOr0 HCCIEAYEMBIMU
CAMHULIAMH COACPKAHMUS.

CoBpeMeHHOI HayKOW HAaKOIUIEHa HEJOCTATOYHAs, B YCIOBUSIX MEIUaTH3allNy, 0a3a
TEOPETUYECKUX W TPHUKIATHBIX HCCICJOBAHUI Ui KOHIENTyauu3alud (eHOMEHa
MOJINTUYECKON KapuKaTypbl. [Ipy 3TOM aBTOp AMcCCEpTalUy, MOIYYUBIINN OCIETUTIIIOMHOE
obpazoBanne B Poccum, 0co00 OTMEYaeT HEKOTOPBIX POCCHHUCKUX (PYCCKOS3BIYHBIX)
HCCIIeoBaTeNel MEeIUanpOCTPAHCTBA, YbM M3BICKAHUS AAlU NPEACTABICHHUE O CTelNeHH
pa3padoTaHHOCTH MTPOOIEMAaTHKHU TUCCEPTALUH U JONOJIHUIN CUCTEMHOE MPE/ICTaBICHHE O
TeopeTHYecKoM 0a3nce MCCJIeA0BAHMS.

Peur uaér o pabotax mo Bu3yanbHbIM Meama‘~ Kemapckoit M.H., Myparosa C.A.,
IOposckoro A.Sl.; mo meauaoTrpaciu B neiom® — Bapranosoii E.JL., Izsanomunckoro U.M.,
3acypckoro S1.H; akcuonoruu memua um mcuxosoruu’® — Ilpomunoit E.E., Ceutuu JL.T.,
Tynynosa B.B.; nonuruueckomy Meamaauckypcy’' — Illomosoit C.A., Skosoii T.C.;

4 Cm.: Kemapckas V.H. ATTpakuuoH Kak BH3yalbHBI MEM: MHCTPYMEHTApHil SKpaHHOW apamaryprum //
Bectauk Axamemunn memumamagyctpud. 2024. Ne 1. C. 109-120; MyparoB C.A. Ilpuctpactaas xamepa. M.:
Acmexr [Ipecc, 2004; FOposckuit A.Sl. TeneBunenue — nmovcku u pemenus. M.: Mckycctso, 1983.

> Cm.: Bapranosa E.JI. Teopus Memua 1 00IIeCTBEHHAs MMHAMUKa // Meau@abmanax. 2017. Ne 5. C. 8-12;
Jzsmommackuit 1.M. CoBpemennoe meauanpoctpancTBo Poccun. M.: Acniekt Ilpecc, 2015. 3acypckuit S.H.
KauectBeHnnas nmpecca B MeIMHHBIX cTpykTypax M.: Ukap, 2016.

¢ Cm.: Ilponuna E.E. HoBble Meaua: Bo3Bpalienue xypHanuctuky // XKypnanuctuka B 2019 roay TBopuecTso,
npodeccust, HHIYCTPHUsL. COOPHUK MaTEpPHATIOB MEXIYHAPOIHOH HayIHO-MpaKkTHUeCKOH koH(pepenuun. 2020.
C. 273-274; Ceutny JI.I'. I3MeHeHHEe [ICHHOCTHBIX MapaiurM B pOCCHHCKOM TenekoHTeHnTe B 2002—2025 rr. //
Bectauk Poccuiickoro yHusepcutera apyxObl HaponoB. Cepus: Jlurteparyposenenue. XKypHanucruka. 2025.
T. 30. Ne 2. C. 329-345; Tynynos B.B. Xypnanucruka u ¢unonorus: BMecte uin nopo3us? AxueHtsl. HoBoe
B MaccoBoil kommyHukanuu. 2024. Ne 7-8. C. 2-3.

7 Cm.: MupoBBIE MacCMenMa M MEKIyHApOHble KOHGIUKTHL. Menuareorpaduueckue UCCIeNOBaHusS / e
T.C. SxoBa. M.: Uxkap, 2023. 232 c.; [llomoBa C.A. Memsl kak oHu ecTb. M.: AcniekT npecc, 2019. 136 c.
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TeopeTHKO-MeTOT0JIOTHYECKYI0 OCHOBY HCCJEIOBAHHMS  COCTABUIN  TPYIbI
IIPEUMYIIECTBEHHO AHTJIOA3BIYHBIX YYEHBIX, CKOMIIOHOBAHHBIE B HECKOJNBLKO 06110KOB. OHH
OTPAXAIOT MEKIUCIUIUIMHAPHOCTh MCCIEOBAHUS, TIJe IOJHTUYECKHE KapHKaTyphl
NpeACTaBIeHbl ¢  PAsIMYHBIX  MO3MIMI  (QUIOCODMH,  CEMHOTHKH,  TEOPUH
MeMaKoMMYyHHKaIuii. Peus 0 padorax no ¢punocopun T. Fo66ca'®, . Kanra!!, cemuoruke
®. ne Coccropa'?, U.C. IMupca'®, /1. Yananepa'4, P. Bapra'®, P. SIko6cona'®, JI. Jlakopda u
M. Jlxoncona!’; nureparyposenenuto: M. Baxrtuna'®, A. I'pama'®, 0. Kpucrepoit?’; mo
Teopun KomMyHukamuii M. ®osmra’!, @®. J['Ammxeno’’, obmeii Teopunm iomopa B.
Packuna®, C. Arrapno®*; Teopun nmonutuueckoro omopa M. Meaxepcra u M. Jlecyza® u
JIPYTHX.

Tunore3sa  HWccaeloBaHMsl.  BusyaipHas  MHOrO3HAUHOCTh  KapUKaTyphl
BOCIIPHMHUMAETCS ayJUTOpHell 110 COBOKYIMHOCTH KJIIOYEBBIX IIPH3HAKOB, CBA3aHHBIX C
MEHT&JIBHBIMH  00pa3aMH, apXeTUNaMH, HAappaTUBaMM, XPAHALUIMMHCA B CO3HAHUH
Habo/aTeN-KOMMYHHKaTopa  (cooOIlecTBa  KOMMYHHMKaTtopoB).  KapuKaTypHCTBHI,
WCTIONb3ysl  MPO(ECCHOHAILHBIE  TPUEMBI, OTPAHMYMBAIOT  JMANA30H  BO3MOMKHBIX
MHTEpIpeTaluii H300paXkeHHii, HATIPaBIISIOT 3pUTeNell K MPeANoYTUTEILHOMY TOHMMaHHIO,
OJIHOBPEMEHHO MOOYXK/Iasi CO3/aBaTh CBOK COOCTBEHHYIO BEPCHIO PEATLHOCTH B KOHTEKCTE
rJ106aIM3aMK MEMIHBIX TIPOIIECCOB.

Ileib MCCIeI0BAHUS — BBISBUTH T€HE3MC, KOMMYHMKATUBHYIO M PUTOPUYECKYIO
>((EKTUBHOCTh TMONMTHYECKUX KAPUKATyp B SMOXY MEIMATH3alMH M LU(PPOBM3ALUH
MEMATPOCTPAHCTBA; PACKPBITH METOJIBI, MCTIOJIb3yEMbIE MPAHCKMMH KapUKaTypUCTaMHU MU
pa3paboTKe BU3yalbHOIO MOBECTBOBAHUS KaK YHUKAIBHON (OPMBI IU(PPOBOTO aKTHBU3MA.
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OO0o03HaueHHas 1IeTb TOCTUTAeTCs MYTEM pPEIleHHs CIEAYIOINX 3a1a4.

1. Paccmotperp KapukaTypy B KOMIUIEKCE: KaK CEMHOTHYECKUW, MEIUWHBIA U
KOMMYHHUKATHBHBIH (DeHOMEH.

2. YTOYHHUTH THUIOJOTHIO M KJacCUpUKAIMIO IHU(POBBIX MeAHa C BKIIOUEHHEM
CIIEIYIOIINX KOMIIOHEHTOB: «peNaKIHOHHBbIE MEHHCTPUM-KAPUKATYPbD, «HE3aBUCHUMBIC
MOJINTUYECKUE KApUKATYPhI».

3. PeanuzoBaTh MyJIbTUMOJANBHBII W CEMHUOTHYECKUIH aHAIN3 XYHOXKECTBEHHBIX
MPUEMOB HPAHCKUX KapHKATypUCTOB, BKJIOYas COOCTBEHHOE TBOPYECTBO aBTOpA, Ha
MpUMepe aKTyaJIbHOTO MOJUTHIECKOT0 Kekca.

4. TlpoBectn aHanMHM3 JEKCHKO-PUTOPHYECKHX TpHEMOB (Meradopa, HPOHUS,
HHTEPTEKCTYAJIbHOCTh, TAapOJusl), HCIOIb3YyEMbIX IMOJUTUYECKUMH KapUKaTypHUCTaMU B
KOHTEKCTE UX BIMSIHUA HA ayJUTOPHIO.

5. PazpaboraTth  KOHIENTYyaJbHYIO cXemy, KOTOpasi  PEIpEe3eHTUPYET
(byHIaMEHTATBHYIO POJIb IOMOPA B TIOJUTUIECKUX KaPHKATypax.

6. Konnentyanu3upoBars Kak KOMMyHHKaTHBHOE SIBJIEHHE COBOKYIHOCTh MPAHCKUX
IUGPOBBIX MOJUTHYECKUX KapUKaTyp B UPAHCKOW MeIuacucTeMe, OCOOEHHO B CHUTYalLlUH
COLMAJIbHO-TIOJIUTUYECKONW HECTAaOUIBHOCTH.

7. ObGocHOBaTh BBEJCHHE B MEXKIYHApOJHBI HAay4HBIH 000poT mousTus IDPC
(Iranian Digital Political Cartoons, npanckue nudpoBble MOTUTUYECKUE KAPUKATYPHI).

O0beKkT HcCIeI0BAHUSI —  IOJIUTHYECKHE  KApUKaTypbl KakK  €QUHBIN
CEMHOTHUYECKH, MEMIHBIN 1 KOMMYHUKAIIMOHHBIN ()eHOMEH.

IIpeamer — npaHckue nU(pPOBbIE NOTUTHUYECKUE KAPUKATYPBI.

MeTonos10rusi 1 MeTOAbl MCCJEI0BaHMA. ABTOp pas3jieiseT METOI0JOrMYeCKH
MOJIXO/1, COTJIACHO KOTOPOMY KapHKaTypa — 3TO OAHOBPEMEHHO CJIETIOK MEHTaJIbHOTO MHUpPa
aZipecaHTa M KaHaJ BeICHUS JUallora ¢ OKPYXaroUM MUPOM (BKIIIOUYas agpecaToB). Takum
00pa3zoM, BH3yalbHO-BEpOATEHBIN TEKCT KApUKATYpPhI KaK MpoIecc KOMMYHHKAIMK, OOMEHa
uaesMU Ha OHE BBIPAKCHUS SMOILUI U MaHUITYJIALUN, HIMEET CTaTyC OUCKYPCA — TEKCTa B
COBOKYITHOCTU C 3KCTPAJIMHTBUCTHYECKUMH, TNPArMaTHY€CKUMH, COLUOKYJIbTYPHBIMU U
ncuxonornueckumu (akropamu. Kapukarypa — 310 1) TeKCT B COOBITHITHOM acmekTe, 2)
peub Kak IeJieHaNpaBiIeHHOE COLUANbHOE [EHCTBUE M KOMIIOHEHT, YYacTBYIOIIMM B
KOMMYHHKAIUM, 3) MEXaHH3M CO3HAHHUS YJAaCTHUKOB B3aUMOeHcTBUS S,

UccnenoBanne HaYMHAETCS C HWCIHOJb30BAaHUS KAueCTBEHHOW METONOJIOTUU ISt
BBISIBJICHHSI TEM M 3aKOHOMEPHOCTEH B AMIMPUYECKUX JAHHBIX, 3aTeM CIeAyeT Iepexoi K
KOJIMYECTBEHHOMY aHalu3y AJIS U3MEPEHHsI YacTOThl MOSBIEHHUS 3TUX TEM B Pa3IMYHBIX
UCTOYHUKAX WJIM BPEMEHHbIX paMmkax. VcciaenoBaHue BKIIOYAET KPUTHUUECKUH,
TPaHCAMCHUILIMHAPHBIN 1 MHTEPIIPETaTUBHBIN MOAXOAbI B paMKaxX COLIMAIbHON CEMUOTHKH,
a TaKKe KPUTHYECKUHM IUCKYpPCHBHBIN aHaiIM3, KOTOpble (DOKYyCHPYIOTCS HAa 3HAUYEHUH U
BO3CHCTBUM COOOLICHUS, aHAJIU3UPYS XYJOXKECTBEHHbIC U BHU3YyaJbHbIE PUTOPHUYECKHE
npuemsl. ColManbHas CeMHOTHKA, KaK MOJOTPACb CEMHUOTHKH, 3aHUMAEeTCs MOHMMaHUEM
3HaKOB M M3Y4YCHHEM TOro, KakuM o00pa3oM Ha MHTEPIPETALMI0 CHMBOJIOB BIIHSET
KOHKPETHBIN COLMANbHBIN M KyJIbTYPHBI KOHTEKCT, B HallleM Cilydae MCTOpUYecKuil ¢oH,
oOmuii ombIT W JAuHaMWUKa Bnactd B Mpane. KpuTmueckuil TUCKYpCUBHBIN aHAU3
NpUBJIEUEH AN HM3ydeHUs (YHKIMOHMPOBAHHMS KapUKaTyp B HMPAHCKOM Meauacucreme,
BBISIBJICHUSI TOTO, KaK OHHU OTPaXKaroT, YKPEIUIIOT WM OpocaioT BbI30B BIIACTHBIM
CTPYKTypaM U JTOMHHHPYIOLIUM HICOIOTUSIM.

26 Cm.: AiinytamnoB A.C. KapukaTypa Kak THI M300paeHHS KOMMYECKOH MHTEHIMM B COBPEMEHHBIX
poccwuiickux nedataeix CMU: Aproped. auc. ... kaua. ¢unon. Hayk. ExkarepunOypr, 2010. 21 c.; Yamieiruna
10.C. Kapukartypa kak onHa u3 cnenuduiecknx Gopm Kpeolr30BaHHOTO qucKypea // BecTHHk MOCKOBCKOTO
roCyapCTBEHHOIO JMHIBHCTHYECKOro yHuBepcurera. 2007. Ne 522,  C. 217-220; JKentyxuna M.P.
Komuyeckoe B MOJIMTHYECKOM JUCKypCe: Ha MaTepHaje HEMELKOro M PYCCKOTo s3bIKOB: ABToped. muc. ...
kaua. ¢uion. nHayk. Bomrorpan, 2000. 28 c.; KyGpskosa E.C. O moHATHAX AMCKypca M AMCKYPCHBHOIO
aHanmn3a B coBpeMeHHOH smHreuctuke (0630p) // [Auckypc, pedb, peueBas AesTelIbHOCTh: (yHKIMOHAJIbHbIE U
ctpykrypHble acniektsl. M.: PAH MTHMOH, 2000. C. 7-25.



Takum oOpa3om, [Uid JOCTHXKEHHUS IIOCTaBICHHOM B JAMCCepTallUU  LIEIH
IPUMEHSUIUCh IPEUMYIIECTBEHHO KAauyeCTBEHHBbIE METOJbl, a TaKXe KOJIUYECTBEHHbIE
HCCIeIOBATeIbCKUE METOJIbI:  KpUTHUECKUH JucKypcuBHBIA aHanu3 (Critical Discourse
Analysis, CDA), ucropuyeckuil aHaim3, COIHMAILHO-CEMHOTHYECKHH, KOHTEHT-aHAJHU3,
KeHC-aHaIIN3.

JliccepTaHTOM TakXe HMCHOJIb30BAICS HMCTOPUYECKHM aHAJIW3, YTO MPEAIoaraeT
M3yYeHHE HMCTOPHUYECKOTO (hOHA KapHKaTyp, YTOOBI TMOHSTH B JWHAMHUKE HX BIHSHUEC HA
(GbopMHpOBaHUE WM OTPAKEHHE KYJBTYPHBIX, MOJUTHUYECKUX M COIMATBHBIX H3MEHCHHM.
OTOT MOAXO] IPEANoaraeT u3yueHle apXuBOB, HCTOPUUYECKUX 3alMCel U HAYYHBIX TPYAOB,
9TOOBI TTOMECTHTh KapUKaTypbl B Ooyiee MIMPOKHE HCTOPUYECKHE paMKH. PaccmarpuBas
KapuKaTypbl B UCTOPUYECKOM KOHTEKCTE, aBTOp OBLI HALlEJIeH Ha TO, YTOOBI pacmyTaTh
CJIO)KHYIO CETh KYJBTYPHBIX, OJUTHUYECKUX M COLUAIBHBIX 3JIEMEHTOB, KOTOPBIE ChIrpaliu
OTIpENIeNICHHYI0 pOJib B WX (OpMHpOBaHHH. Takoe YriyOleHHOE H3Y4YEHHE IO3BOJIHIO
riry0Ke OHSTh, KaK KapUKATyphl OBIHSUTN HAa HPAHCKOE OOIIECTBO.

ITockonbky aBTOp pedepupyeMoil  auccepTalM — SBISETCS  OJXHOBPEMEHHO
KapUKaTypUCTOM U JAPYTOM KOJUIEr-KapUKaTypHUCTOB, UM HMCIOJIb30BAJICS METO/ MHTEPBBIO.
I'myOuHHBIE M TOJXYCTPYKTypUPOBaHHbIE  HMHTEPBbIO  IIOMOIVIM  BBIIBUTH |
CHCTEeMaTHU3UPOBaTh TBOPUECKHM MPOLIECC CO3JaHMs, BOCIIPUATUS U MOHUMAaHUS KapuKaTyp.
Ot 00CyXJIeHUs Jadl BaKHYI0 KadeCTBEHHYI0 HH(POpPMALUI0 O IBIKYIIMX MOTHBAX,
HaMEpEeHUAX U TOUKaX 3PEHUS] MPAHCKUX KapUKaTypUCTOB U UX ayIUTOPUU.

JMNUPHYECKUl MaTepras UCCJIeJ0BAHUA BKII0YaeT 337, CO3JaHHBIX UPAHCKUMU
XyA0)KHUKaMU-KapUKaTypUCTaMUd  HOJMTUYECKUX  KAapUKAaTyp, HMHTETPUPOBAHHBIX B
MeauanpoctpaHcTBo 1udpoeix CMU Hpana, BeO-caiiToB, COIMANbHBIX CETEH B paMKax
nBkeHHsT <«OKeHIWHA, >KW3Hb, CBO0OJA» (MpaHCKUM momuTHYecKud keic «Maxca
Amunn»). Bpibopka ObUTa OCHOBaHA Ha TPEIBAPUTEIHHONH aBTOPCKOM OJKCIEpTH3e,
HaTpaBJIEHHOW Ha OOHapy)XKeHHE BU3yalbHON MeTa(ophl WM KOMOWHAIIMHM BH3YaTbHOU H
BepOanpHOW MeTadopsl. B Kaknol aHanmM3MpyeMol KapHKaTtype MpHCYTCTBYIOT, IIO
KpaifHe#i mepe, nBe oOmactr, X M Y, KOTOpble BMECTO OYKBAIbHOW aHAJIOTWU CBS3aHBI
MeTadopudecku. XpOHOJOTHUECKUE paMKh: ceHTI0pb 2022 roma — ceHTsiOpp 2023 rona.
Tarke B SMIHUPHUKY BKIIIOYCHBI PacCIIN(pPOBKHU JEBATH MHTEPBBHIO C HPAHCKUMH aBTOPAMHU-
KapuKaTypuCTaMH, COCTOsIBIIMECS B siHBape-utone 2023 roxa.

HayuHast HOBH3Ha KCCIIEJOBAHUSA COCTOUT B TOM, YTO B HEM

1) BmepBbI€ BBISBIEHBI U OXapaKTEPU30BAHbI:

— MeEXaHU3MBI Tepelaydl CMBICIOB B (OpMaTe TIONUTHICCKUX KapUKATyp

MPUMEHHUTENBHO K IPOU3BEICHUSIM UPAHCKUX XYI0KHUKOB,

— CMBICIIOBBIE CTPYKTYpPBI C ONOPOH Ha MeTapOpPUYHOCTh MPAHCKOW KapHUKaTyphl

Kak ocoboro ¢eHomeHa,

— aJrOpUTMbI BO3JEHCTBUS MEIMAINOCIAHUN HUPAHCKUX KapUKaTypUCTOB Ha

ayJUTOPUI0 LU(POBBIX MeAMAa B KOHTEKCTE CYOBEKTHO-CYOBEKTHBIX CETEBBIX

KOMMYHHKaIUH;

2) BHepBble aIpoOMpPOBaHA U CUCTEMATU3UPOBAHA:

— MoJenb caMopequIeKCUd M camoaHajiu3a Npo(ecCHOHAIBHOIO XyJI0’KHHUKa-

KapHKaTypuCTa, paboTaroEro B U(PPOBOM MEIHANIPOCTPAHCTBE

— wuHpoOpMaLus, TNOIy4YeHHas aBTOPOM M3 IEPBOMCTOYHUKOB, O JBIXKYIIUX

MOTHBaX, HAMEPEHUSAX M TOYKAX 3PEHHSI MPAHCKUX KapHUKATYPHUCTOB B KOHTEKCTE

MEIUAaTU3UPOBAHHBIX MEXKIyHAPOIHBIX IMPOIECCOB

3) BmepBble (HOpPMATM30BAHO KaK KEWC-CTaAW H3YYCHHE MOIUTHUYECKHX KapHKaTyp,

CO3/IaHHBIX HE3aBHCHMBIMH HPAHCKHUMH KapHUKaTypUCTaMH BO BpeMs JBHXKEHUS

«Kenmuna, xwu3Hb, cBOOOAa» B ceHTsAOpe 2022 rojma (METOOUKAa H3ydCHUS

peaTbHOTO CIICHAPHS ).



MexauCUUIUIMHAPHBIN XapakTep MCCIeJOBaHUs paciiupsieT chepy HCIOIb30BaHUs
MOJIyYEHHBIX PE3yJIbTaTOB B KOHTEKCTE 'yMaHUTapUCTUKU. Peub o dunocopun, cemuoruke,
TEOPHH MEIMaKOMMYHUKALUH, ICUXOJIOTHH, COLIUOJIOTUH U KYJIBTYPOJIOTHH.

Teopernyeckass 3HaAYMMOCTh pedepupyeMoll AUCCEPTAMUA B YTOYHEHUH U
pacmiMpeHHy  KOHIICNITYaIbHOTO  TMOAXOAa K  aHajum3y  BepOalbHO-BU3YaJbHOTO
MeanacooOmeHuss B popMaTe MOJUTHISCKONH KapUKaTyphl. DTO MCCIIEOBAHIE BBIXOIUT 3a
pPaMKH TPaJUIIMOHHOTO TEOPETUYECKOTO TII0AX0/Ja, KOTOPBIH (oKycupyercs nmbO Ha
XYI0)KECTBEHHBIX, TNOO Ha TOJMTUYECKUX ACIEKTaX, W YIIIyOmsercss B XyIOKECTBECHHBIC
MEXaHHUKH, C MMOMOIIBI0 KOTOPHIX MOJUTHYECKHE KapUKATYpPhl MEPEIAOT CIOXKHBIC HIEH H
MPUBJICKAIOT ayAWTOPHIO. ABTOp, ONHMpasch Ha (pyHIaMEHTaNbHBIE TPYAbI B OOJIACTH
CEeMUOTHKH, (puiocopun W MeauaTeopyu, MPHUBIIEKAs HOBBIN, HE MCCIECIOBAHHBIA TPEKIC
SMIUPUYECKUI MaTepual, BBOJUT B HAyYHBIH 000pOT HOBOE TeopeTrueckoe nonsrue IDPC
(upanckue 1HEGPOBBIE TOJUTHYECKUE KapUKATyphl). OTO OTKPHIBACT HOBBIA IUIACT
TEOPETUYECKUX HCCIEeN0BaTeNbCKUX paboT (Mo crneuuanbHOCTH 5.9.9), CBA3aHHBIX C
0COOEHHOCTSMHU Pa3BUTHsI UPAHCKOW MeIUACUCTEMBI B YCIOBUSIX M3MEHAoLIerocs Mupa. B
KOHTEKCTE MEXKIUCUUIUIMHAPHOTO TMOAXO0Ja aBTOP MpPEeNIOXkKHUI HOBYIO MapagurMy B
U3y4EeHUM KapHKaTyphbl, paccMaTpuBas €€ Kak CIUIaB UCKYCCTBAa, CEMUOTUKH U BU3YalTbHOM
PUTOPUKH, aKTyaJIU3UPYsI HOBBIE HCCIIEI0BATEIBCKUE PAKyPChI.

IIpakTHyecKkasi HEHHOCTh HCC/IEJIOBAHUS 3aKJIIOYAETCS B TOM, YTO IOJIOKEHMS
JMCCEpTAllMM CTAaHYT IIEHHBIM MaTepualoM Uil HOBBIX YYEOHBIX KypCOB BY30BCKHUX
IporpaMM THOJATOTOBKHM MAarkucTpoB (PKYpHAJIMCTOB U CIELUAIUCTOB IO CBS3SAM C
OOILECTBEHHOCTBIO M PEKJIaMe), B TOM YUCJIE C MCIOJIb30BAaHMEM HOBEHMIINX TEXHOJOTH.
Hanpumep, «OcHOBBI coO3/laHMs KapukaTypbl B IM(poBbIX Meaua», «KapukaTypucTsl
mupoBeix CMMU: cneunduka pegakuMOHHOTO COTPYIHMYECTBa». ABTOp JUCCEPTALUH
BHOCHT CBOW BKJIQJ B pa3BUTHE MeIMAaoOpa30BaHUs, IMOKa3biBas HA KOHKPETHOM MeIua-
Kelice, KakuM 00pa3oM HHTEPIPETUPOBATH CUMBOJIBI, TIOHUMATh KYJIbTYPHBIC OTCBUIKH H
YUUTBIBAaTh PA3JIMYHBIC TOUKH 3PEHUS MPH aHAJHM3e Kapukatyp. Pe3ympTarhl uccienoBanus,
CBSI3aHHBIE C KOHKpPETH3alMeH TOTCHIMANa HWPAHCKUX TIMOJMTHYECKHX KapHKaTtyp B
OTPaXCHUU M KPUTHKE COLUAIBHO-TIOUTHIECKUX MPOOIEeM C MOMOIIBIO CATUPHI U IOMOPa,
BBICTYINAIOT B KayecTBE OCHOBBI JJISI CO3JaHMsI MEXIyHAPOIHOM MeanaoOpa3oBaTeIbHOU
nporpamMmel  «llepecedenrne MCKyccTBa M IOJUTHYECKMX KOMMEHTApHeB: Kak IMTOHUMATh
Kapukatypy» s MOCKOBCKOTO TOCYAapCTBEHHOTO JIMHTBUCTHYECKOTO YHHBEpPCHTETA.
Ananutryaeckas HHQOpPMAIHs O TOM, KaK CO3JAl0TCS M PACHpPOCTPAHSAIOTCS KapHKaTyphl B
Hpane, Kak HCIONB3YIOTCS CEMHUOTHYECKHE HWHCTPYMEHTHI W BH3yallbHas PUTOPHKA B
paMKax KOHKPETHBIX OrpaHWYeHHH M BO3MOXKHOCTEH MEIMACUCTEMBL, € YYETOM
KyJbTYpHOTO M IOJUTHYECKOIO KOHTEKCTa, MOXET ObITh HCIOJIb30BaHa MPHU HU3YYEHHH B
NpOoGMIBHBIX By3axX HporpaMmsl «COBpeMEHHbIE MEAMACUCTEMBD).

ITo10:xeHMs1, BBIHOCHMbIE HA 3AIATY:

1) MckyccTBO MONUTUYECKOW KapUKaTyphl, MPOrpeccHpys B XOJle MCTOPUYECKON
IBOJIOIMH, (DYHKIMOHUPYET BO B3aUMOCBA3M C KOMMYHHKAIMOHHBIMU TEXHOJIOTUSMU
nevyatHbix CMU (cyObekTHO-00bekTHaAs Mozenb). CoxpaHsis ce0sl B KauyecTBe BHU3yallbHOU
(GopMBI MOJUTUYECKON CaTUPBI, COBPEMEHHAsl MPaHCKas KapukaTypa oOperaeT LU(pPOBYIO
CaMOCTOSITETIbBHOCTb M CTAHOBUTCSI  CAMOJOCTATOYHBIM  CPEICTBOM  (popMUpOBaHUS
00IIeCTBEHHOTO MHEHUS (CYObEKTHO-CYObEeKTHAS MOJIEIb).

2) Kapukarypa mnpencraBisieT cOOOH CIOXKHYIO CEMHOTHYECKYIO CHUCTEMY, TII€
BU3yaJbHbIC W BepOalbHbIE KOMIIOHEHTHI HE IyONUpPYIOT, a IOMOJHAIOT IpyT Ipyra,
co3/1aBasi MHOTOCJIOMHBIE CMBICIIBI, KOTOPBIE NIEKOAMPYIOTCS C YUYETOM Kak WHTEHIHMH
co3maTens, 3aMbicia TPOW3BEICHUS (Cy)KEHHE BO3MOXKHBIX WHTEpPHpETAlUi), TaK H
KYJBTYPHOTO YPOBHS ayIUTOPHHU (PaCIIMPEHUE CMBICIIOBOTO TIOJIS).

3) 1o mMepe coBepHICHCTBOBAHUS ATbTEPHATHBHBIX HU(POBBIX MeIua MOTUTHIECCKAs
Kapukarypa lpana, oTBedas Ha OOIIECTBEHHBIC 3aIllPOCHI, Pa3BUBACTCA KaK KpeaTHBHO-
HOBATOPCKUI (OpMaT KU3HEHHBIX YCTAHOBOK (XapaKTepUCTUK >ku3HHW). [Ipum s3TOM



TpaJUIMOHHAs pEIAKIMOHHAs MOJEIb KapUKaTypbl, ompenensemMas U (dopMupyemast
pPElaKIMOHHONW  TOJMTUKOM, COXpaHseT 4epThl apXauyHOCTH U  OrpaHUYCHHOM
palMOHATIBHOCTH.

4) B uudpoByro 310Xy KapukaTypa COXpaHseT CTaTyC YHMKaJbHOI'O MHCTPYMEHTa
COLMAJbHOW KPUTUKH, COYETACT TPAJULUOHHbIE NPHUEMbl BU3YAIbHOH PHUTOPHKH C
HOBEWIMMHU (hopMaTaMu pacIpOCTPaHEHUS MOJUTHYCCKUX HAPPATUBOB UYEpE3 TPOTECK H
metadopy.

5) AmnHanmM3 TNOJUTHYECKUX Kapukatyp TpeOyeT OT ayAuTOpHUH  YMEHHS
MHTEPIPETHPOBATh CHUMBOJBI, TMOHUMATh KyJIbTYPHBIE OTCBUIKH, (OPMHUPYET HaBBIK
pPaccMOTPEHHS Pa3IUYHbIX TOYEK 3pEHHs. OTOT IMpoLecc O0OecnedrBaeT IOBBILICHHUE
MEQUarpaMOTHOCTH CPEOU HaceJleHUs: OH pa3BUBA€T OMIATHIO, KPEaTUBHOCTbD,
MHTEIUICKTYaJIbHOE JIFOOOMBITCTBO, HEOOXOIUMBIE JUIS BOCTIPHSITUS PA3THYHBIX MHEHHU H
(hOpMHPOBaHHUS TOJIEPAHTHOTO OOIIECTRA.

CreneHb /10CTOBEPHOCTH Pe3yJbTATOB TUCCEPTAUN OOCCIICUNBACTCS UYCTKHMH
METOAOJIOTHYECKUMHU  MO3UIMAMHU; MCHOJIb30BAHUEM COBPEMEHHBIX TEOPETHUECKUX MU
METOAOJIOTHYECKUX IOJIX0/I0B, COOTBETCTBYIOUIMX OOBEKTY, NMpeaMeTy, LeNu M 3ajadam
HCCIIeI0BaHNUS; COOTBETCTBHEM METOZIOB pUpoe U3y4aeMoro SIBJICHUS;
penpe3eHTaTUBHOCTHIO HCTOYHUKOBON 0a3bl.

Anpodanusi padorsl. Matepuansl pedepupyemMoil auccepTaldu MpeICTaBICHBI
aBTOPOM B (popMaTe JIOKJIAJ0B Ha MATH MEXKAYHAPOIHBIX HAYYHBIX M HAyYHO-IPAKTUUYECKUX
koH(pepennuax (POY um. [Inexanosa, MI'Y um. Jlomonocosa, PYJIH um. JlymymoOs1, PI'Y
uM. Koceiruna), a taxke B hopmate mactep-kinaccoB B MI'JIY. [IpenBapuTenbHble BEIBOIBI
U OCHOBHBIE HUTOIM MCCIEIOBAaHUS OTpakeHbl B 9 HayuHbIX paboTtax, 5 craTel
oIryOJIMKOBaHbl B M3AHUSAX, BXOAALIMX B CIIMCOK KypHaJloB, pekoMeHJIoBaHHBIX BAK un
MHICKCUPYEMBIX Scopus. Pe3ynbTaTel HCIONB3YIOTCSA B Tpolecce pa3paboTKH aBTOPCKOTO
yaeObHoro kypca «[lomurmdeckas kapukaTypa». HekoTopple ero monokeHus ObLTH
NpeacTaBiIeHbl B (popMaTe mactep-Kiacca Uis CTYACHTOB AHTJIOS3BIYHOM MarmcTparypsl
«[mobGameapie  w  1mudpoBble  Meama»  HampaieHus «Kypnammctuka» — PY/IH,
¢bunonorndeckuii paxympTeT.

CrpykTrypa quccepraumu. Juccepranusi COCTOMT U3 BBEJCHUS, YEThIPEX IVIaB (TpH
TEOPETUYECKUE TJIAaBhl M SMIMPHUYECKOE HCCIEIOBAHHE — KeHc-CTaan), 3aKIIOYeHUs,
CIHUCKAa JIMTEpATypbl M TNpWIOXKeHHs. lccienoBaHue NpencTaBiIeHO B ABYX Tomax: 290
CTpaHull B nepBoM ToMe u 43 ctpanuubl Bo BTopoM ToMme. [Ipencrasneno 78 pucyHkos, 10
TabIuII.

OCHOBHOE COIEPXAHUE JTUCCEPTAIIUMN

Bo BBenennn apryMeHTUpOBaHa aKTyaJIbHOCTh TEMBI IUCCEPTAIINU, aBTOPOM TaKXKe
NPUBOJISTCS HEKOTOPBIE CYLIECTBEHHBIC CYOBEKTUBHBIC MPUYMHBI BHIOOpA MPOOIEMATUKU
AMCCcepTaliy. 37ech )K€ KOHKPETH3MPOBAHBI LIEIb W 33/1a4d MCCIIEAO0BAaHUS, 0003HAYCHBI
O0OBEKT ¥ TpeaMeT, SMIMpHYeckas 0a3za M METOHOJIOTHYECKass OCHOBa pedepHpyeMoro
Tpyzna. OmnpeneneHa HaydHash HOBHM3HA, TEOPETHYECKas M IPAKTHYECKas 3HAYUMOCTh
NPOBEJIEHHOTO MCCIIEIOBAHMS, CHOPMYITMPOBAHBI OCHOBHBIE HCCIIEIOBATEILCKHIE BOIIPOCH U
MOJIOKEHHsI, BHIHOCHMBIC Ha 3aIluTy. Bo BBeJeHUM caenaH pa3dop M cUCTEMaTH3alus
TEOPETUIECKUX UCTOYHUKOB.

[lepBbie Tpu THaBbl OOECIEYMBAIOT TEOPETHUYECKYIO OCHOBY JJISI SMIHPHUYECKOTO
UCCIIEIOBaHMS, TIPE/ICTABICHHOTO B YETBEPTOI! IIaBe.

IMepBas riaaBa («CeMHOTHYECKHE OCHOBBI HCCIIEOBAHUS IHU(DPOBHIX MOTUTUICCKUX
Kapukaryp») (GOopMHpYeT TeOpeTHUECKHi (pyHIaMeHT padOThl Yepe3 CHHTE3 KIaCCHUECKUX
U COBPEMEHHBIX CEMHOTHYECKHX KOHIenmuid. B Tpex pasgenax tiaBel («OCHOBBI
ceMHOTHKN», «CeMHOTHKAa KapHKaTyphl: BU3yalHu3alys BepOambHOro», «CIUSHHUSA CIOB U
n300paKeHNI B TIOJIMTUYECKON KapuKaType») IMOCIEeI0BATEIFHO PACKPBIBAIOTCS: 0a30BbIC



CEMUOTHYECKHE MOJeNH, cleluduKka KapuKaTypbl KaK CEMHOTHYECKOro OOBEKTa,
BepOaJIbHO-BU3YyalIbHBIN CHHTE3 3HAKOB.

ABTOp IIpeICTaBIsI€T U IIEPEOCMBICIMBAET B paKypce MEAMAKOMMYHHUKAIUi
IuannuHyro mogzenb 3Haka @. ne Coccropa U Tpuaguueckyro Moneib 3Haka Y. Ilupca.
CnoxxHbple CEMHOTHYECKHE KOHLEMIMA U TEOPUH aBTOP NEPEBOAUT B MHCTPYMEHTAIbHYIO
IUIOCKOCTh, ~ YIPOIIA€T TEPMHHBI, CBOCOOPa3HBIM  CHOCOOOM  aJanTHPYeT  JUIA
Mennao0pazoBaTebHBIX KeiicoB. HoBHM3Ha paccykaeHWid B TOM, YTO B peE3yibTaTe
KOMIIAPaTHBHOI'O0 AaHAJIN3a KIACCUYECKUX MOJENEH W IapaMeTpoB B3aUMOJCHCTBHS
JTIOKa3bIBAETCA, YTO «3HAK MOKHO MHTEPIPETHPOBATh MO-PAa3HOMY ... KaK CUMBOJIMYECKHIA,
WKOHWYECKHH WM WHACKCAIBHBIA, — TO €CTh 3HAaKW HEJb3s KIacCH(HUIIMPOBATH IO
KaHOHAM KJIACCUYECKOM CEMHOJIOTHMH, a TOJBKO C Y4YETOM IIeJIeM MX IOJIb30BaTelied H
ONpe/IEJIEHHOT0 KOHTEKCTa»?’. DTO NpUOIMKAET KIACCHYECKYH0 CEMUOTHKY K TEOpUH
MEIMaKOMMYHUKAaIHi.

OTcyTcTBHE HCCIENOBAaHUI U TEOPETHUECKUX OCHOB JJISI U3y4deHHUs 0a30BOM TEMBI
(CeMHOTHKH KapUKaTypbl), 00yCIOBHIO HEOOXOIUMOCTb TEOPETHYECKOTO MOTrPY>KEHHs B
¢dbynnamenTanpHbiil Tpyn . Yananepa «CeMHOTHKA: OCHOBBI». DTO 3HAUUTENILHO YIITyOUJIO
TEOPETUYECKYI0 0a3y TIJaBbl, INPEIOCTaBUB MPOYHYI) CEMHOTHUYECKYI0 OCHOBY s
JanpHelIero aHaausa. ABTOp AuccepTaluu oOHapyxuBaeT B pabore Yaniiepa Kypc Ha
MEXIUCHUIUIMHAPDHOCTh M aKTyaJIbHOCTh CEMHOTHKHU: JIMHTBHCTUKA, KYJIbTYpOJOTUS U
MEIUaNuCcCIeI0BaHUsl KPEIKO CBS3aHbl, TaK CKa3aTh, «CEMHOTHYECKW». llepexnmkasce c
Toukol 3peHus YaHmuiepa, IUCCEPTALIMOHHOE HCCIEJOBAHUE IIOJYEPKUBAET BaXKHOCTb
KyJbTypHOTO KOHTEKCTa B MHTEpIpeTanuu 3HakoB. B HEM wuccieayercs mnpobiema
CTaOMJIBHOCTH M HEYCTONYMBOCTH, BEAETCS MOUCK OTBETAa Ha BOMPOCHI: MOYEMY 3HAuEHHE
ABJISICTCS W3MEHUYUBBIM, a HE (UKCHUPOBAHHBIM, HO MOXET IPU 3TOM BapbUPOBATHCS B
3aBHCUMOCTH OT COLUMAIBHBIX M KYJIBTYPHBIX (PaKTOPOB, YTO BaXHO ISl MTOHUMAHHS
KOMMYHHKAIIUU B PA3ITMYHBIX KOHTEKCTAaX.

B rmase nmpocnexena Begymas uaesa 0 HEOOXOJUMOCTH HHTEPIPETUPOBATH 3HAKU U
CHUMBOJIBI B TOBCEHEBHOM MEINAaTU3UPOBAHHON KU3HU, Pa3BUBAsl KPUTUUECKOE MBIIIICHUE
u TiyOOKOe TOHMMaHWE KyJbTYpHOTO 3HaueHus. Ciemyst oOBEKTy HCCIEeNOBAaHUS, aBTOP
MPUMEHSIET CEMHUOTHYECKYIO0 TEOPHUIO K pa3IMYHBIM MeauadopMaTtam, BKIIOYasi BU3yaTbHbIC
peNpe3eHTallid U, B YaCTHOCTH, KapHKaTypbl. Takoe HCIOIb30BaHHWE MOMOTaeT OCO3HAaTh
BAXHOCTh M AaKTyaJlbHOCTb CEMHOTHMKHM IIpM aHAJIW3€ COBPEMEHHBIX Meana |
KOMMYHHKAIIMOHHBIX TPAKTHK.

3nmech xe akTyammsupyrorcs unen P. bapra. @panmysckuit uiocod U CeMHOTHK
MOJYEPKUBAJ, 4YTO H300paKeHHs B Mpolecce KOMMYHHKAIMM 00JalaloT TPEeXMEpHOM
CTPYKTYpO#l IIpH Iepenade CMBICNIA, YTO COIJIACYETCsl C TPHAIWYECKONW MOJENbI0 3HAaKa
[upca®®: nmonutuyeckue Kapukatypsl, Grarofaps CIMSHHIO CIOBA M 00pasa, He IPOCTO
MOBTOPSAIOT MHPOPMALHIO, YK€ COACPIKAIILYIOCS B TEKCTaX, a TEHEPUPYIOT JIOTIOJTHUTEIbHbIE
uzaeu u 3HaueHus. B coorBercTBuU ¢ bapToMm, B 3TOM Te3uce 0OcyKaaeTcs uaes o TOM, 4To
JeHOTaTUBHbIE (OyKBaJlbHOE M SKCIUIMIMTHOE 3HAUEHHE 3HAKa) AJIEMEHThl TEKCTa WIIH
n300pa’keHHs TeHepUPYIOT MeHble MH(OpMalMM, 4eM KOHHOTATUBHbIE (OTHOCSIIHECS K
accoluanysaM, MOATEKCTaM WM KOCBEHHBIM 3HAYEHUSM, KOTOpBIE BBIXOAAT 3a pPaMKH
(GyHIaMEHTaIbHOTO OHpeZeNieHHs) dJeMeHThl. B  nuccepranuu MOT4EPKHYTO, UTO
KOHHOTATHUBHBIE 3JIEMEHTHI 00J1a1al0T OoJbIell HH(OPMALMOHHON IIEHHOCTBIO, MIOCKOJIBbKY
OHM HCCIEAYIOT KYJBTYypHBIE, NCTOPHYECKHE W KOHTEKCTyaJIbHBIC ACHEKTHl 3HAaKa, TEM
caMbIM pacKpbiBas Ooyiee TIIyOOKHME 3HAYCHHS W HMHTEpIpeTanud. Ha 3TW KOHHOTAIWH,
0ojiee CIOXKHBIE M MHOTOTpPaHHBIC, YeM JEHOTATHUBHBIC WHTEPIIPETALMU, BIHSIOT OIIBIT,
3HaHUSA ayIUTOPUH U COLUAIBHO-TTOJINTUYECKAN KOHTEKCT.

27 Shilina, M.G., & Zarifian, M. (2023). Re-thinking Semiotics: A New Categorization of a Sign? RUDN
Journal of Language Studies, Semiotics and Semantics, 14(2), 305-313.
28 Barthes, R. (1977). Image, Music, Text. London: Fontana Press Publ.



OcHoBornoJiararomue akaJeMUIecKre NPUHIMIIBI, ONIPEAEIIIONINE COAEpKAHUE ITOU
IJIaBbl, OCHOBaHbl Ha TMpeJcTaBileHUAX P. SlkoObcoHa 0 QYHKUUAX S3bIKA, KOTOpBIE
MO3ULUOHUPYIOT CEMHOTHKY KaK 6Ceo0bemniowylo HayKy O 3HaKax: S3bIK INPEICTaBIsSET
co0olf cucTeMy 3HAKOB, a JJMHIBUCTHKA SIBJISIETCS BaXKHBIM KOMIIOHEHTOM OoJiee MUpPOKOH
HayKH CEMHOTHKH, YTBEPIKAasl, UTO S3bIK SBISCTCS HEHTPAITBHONW U HanOoIee BaXKHOUW CpeH
BCEX YEJIOBEUECKNX CEMUOTUYECKUX CHCTEM.

BszaumopeiictBue ciaoB M 00pa3oB B MOJMTHYECKUX KapUKaTypax — 3TO Tema
CHUCTEMHO M3y4Y€Ha B 3aBEpIIAOIIEM paszfese TiaBbl. Mccimenys B3auMOAEHCTBUE SI3BIKA U
00pa3HOCTH, A3bIKA U PEUYH KaK HEOTHEMIIEMBIX KOMIIOHECHTOB MOJUTUYECKAX KapHKaTyp, a
TaKKe U3ydas pa3iINYHbIC MMCbMEHHBIE DJIEMEHTHI, TAKME KaK 3aroJIOBOK, PEUYEBOM Iy3BIPb,
MIOAMMNCH U 3TUKETKA, aBTOP PACKPBIBAET MPOLECC BIMSHUSA MOIUTHYECKUX KapUKaTyp Kak
0c000M CEMHOTUYECKON CUCTEMBIL.

Hayunsle paccyxaeHus B 3TOH IJaBe CTPOWIMCH BOKPYT THIOTE3BI O TOM, 4YTO
BU3YaJIbHBIE TEKCTHI MMEIOT TOT K€ YPOBEHb BaXHOCTH, YTO M MX BepOAJbHBIC aHAJIOTH.
[TpuHuMas 3T0 BO BHMMaHHE, BU3yallbHbIE 00pa3bl MOXKHO ONHUCATh KaK «IOJMCEMHYHBIE)
U3-3a UX CHOCOOHOCTH IepefaBaTh MHOXKECTBEHHbIE 3HaueHHs. OHM 00J1a1al0T OCHOBHBIM
3HaKOM, KOTOpBIH CBA3aH C pa3HOOOpa3HbIM HAOOpPOM KOHLENIMH, KOTOpbIE YXKe
IPUCYTCTBYIOT B CyLIeCTBYIoIeH Oa3e 3HaHWM ayauropuu. KapukaTypuCcTbl HaMEpEHHO
BEIyT ayIUTOPHIO K JKEIaeMOMY IOHHUMAHUIO, IIPUIIAIIAs U MOOLIPS CO3AABATH BEPCUIO
peaqbHOCTH, KOTOpas COBMNAJAaeT C MX COOCTBEHHOHM, IOCPEACTBOM HCIOJIb30BaHUS
OINpEAEICHHBIX O3HAYalOIIMX, KOTOPHIE CY)XArOT AMala3oH BO3MOXKHBIX HHTEPIpPETaIUil.
HeoGxomumo uccrnenoBaTb YPOBHH — B3aUMHOCTH, IpeoOiajaioliue MEXIy JByMs
pe)kuMaMy, a He KaTeropu3MpoBaTh BU3yalbHble 00pa3bl Ha JEKOpPAaTUBHBIE U
MHGOPMATUBHBIE MTOATPYIIIIHI.

Takum 00pa3oM, KITIOUYEBOW BBIBOJ: KapHKaTypa MPEACTaBISIET COOOI CIIOKHYIO
CEMHUOTHYECKYIO0 CHCTEMY, TJe BH3yalbHbIE W BepOaJbHBIE KOMIIOHEHTHI HE TIPOCTO
TyOMUpPYIOT, a B3aMMOJIOIIOJNHSIOT IPYT APYTa, CO3/aBasi MHOTOCIOWHBIE CMBICIBL. ABTOD
00OCHOBBIBAa€T HEOOXOAWMOCTh YUMTHIBATh KaK HMHTCHIWU CO3JaTelisi, OOIIMil 3amMbICcel
npou3BeieHUs (Cy’)KeHHE BO3MOXKHBIX HMHTEpIIpPETalnii), TaK W KYJIbTYpHBIH Od3KrpayHHa
ayJIMTOPUH (PacIMpPeHUEe CMBICIIOBOTO TTOJI).

Bropas raasa («Kapukatypa Kak T MEAHMAKOHTEHTa») Pa3BUBAET aKaJIEMUUIECKHUM
IUCKYpC JUIsl TIOCIEOYIoUmIed TMpaKTHYeCKOW WHTEepIpeTanud (eHOMEeHa KapHKaTyphl.
Cocrout u3 nByX paszzuenoB: «['eHe3nuc u 3Bomonus KapukaTypb», « Tumomorust mugpoBbIx
MEINay.

ABTOpOM aH&JIN3UPYETCd B HCTOPUYECKON IEPCIEKTHBE AMHAMUKA W3MEHEHHUH
MeIMaKOMMYyHMKAallMi BIUIOTh 10 LUGPOBeIX Meaua. Kapukarypel B 3TOH IjaBe
paccMaTpuBarOTCs, COIVIACHO HA3BaHMIO, KaK OAMH W3 BHUJOB MEJUAKOHTEHTa. ABTOPOM
MPOCIISKHUBACTCA TE€HE3UC M HBOJIONMSA KapuKaTyp, HauMHas ¢ MX paHHUX (opM H
3aKaH4YMBasg COBPEMEHHOCTHIO, I/l€ OHM OOpeay BaKHOE 3HAYEHUE M BBINOJHIIOT OCOObIE
(GYHKIMHM B COBPEMEHHOM pEIAKLIUOHHO-MEIUIHOM U TOJIMTHYECKOM KOHTEKCTax.
OCHOBHOM TE3UC — UCTOPUYECKAsl OHBOJIOLUSA KapUKaTypbl, BeAyloIlas OTCUYET OT
IPUMUTHBHOIO HCKYCCTBAa, OCHOBAaHHOIO Ha TIPOTECKE, IIpUBENa KapukaTypy B
KypHaIUCTUKY. M Temepp 3TOT BUA MenMAanociaHUs B OCOOBIX CIydasX OHpeAesser
COLMAJIbHYIO TOBECTKY [IHs, a TaKkKe OTpakaeT COCTOSHUE MOJIMTUYECKOH cBOOOIBI B
pa3NUYHBIX OOIIECTBAX, WIPACT KIIOYEBYIO pPOJb B TOIJEPKAHUU CHCTEMBI CICPKEK H
MIPOTHUBOBECOB.

Uctopuuecknii KOHTEKCT B miepuox BospoxaeHus ObUT OTMEUEH BaKHOCTBHIO
JUYHOCTH, a M300pETeHHE TEYaTHOTO CTaHKa M 3aTeM IPOIBIDKEHHE WA pedopmaruu
copMupoBa OOIIECTBEHHBIH 3alpoc Ha CO3JaHUE XYIOKECTBEHHBIX WMILTIOCTpAIMA —
PHCYHKOB H TpaBIOp, OpOCABIINX BBHI30B COBPEMEHHOCTH. DTO M OBLIH IEPBBIE KapUKATYPHI.
I'ereMOHUs penuIuy U Hepapxus KaTOJUYECKON [EPKBU HAIIOMUHAIOT MOJUTHUKY Ta3€THBIX
W3/1aTEeNIbCTB, HAHUMAIOIIMX IITATHBIX KapuKaTypucToB. Cunraercs, uto Jliorepa MOXHO



CUMTaTh NMUOHEPOM B OOIACTH PEAAKIMOHHOM KapuKaTypbl, a KapuUKaTypbl UCTOPUYECKU
CJIy’)KWJIM MOIIHBIM CPEJICTBOM JUIS OCBEIEHHS] U KPUTUKH COLMAJIBHBIX M MOJIMTUYECKUX
npobaem. TakuMm o0pa3oMm, KapuUKaTypHUCThl MOJ BIUSHUEM 3THX (AKTOPOB BHECIM CBOU
BKJI/l B Pa3BUTHE KOHIEMUUH «ITyOJMYHOIO MPOCMOTPa», «OOIIECTBEHHOTO CO3HAHUS) U
«BU3YaJILHOTO MIPOTECTA», TEM CAMBIM MOCITY>KUB KaTaJu3aTOPOM COLMAIBLHONW aKTUBHOCTH.

B nocnennem paszerne BTOPOW IIaBbl paccMaTpPUBAETCS MOJIMTU3UPOBAHHAS POJb U
(GYHKIMU COBPEMEHHBIX KapuKatyp (popMupoBaHue 0OIIECTBEHHOTO MHEHHS, OIIPEICIICHIE
COLMAIFHOW TOBECTKU IHsI, MHOOPMHUpPOBaHWE O TPOOIEMHONH HCTOPHH, BHIOJHEHHE
¢byHKIMi OapoMerpa TONMHTHYECKOW cBOoOOmbI). IlpencraBneHHAas 3/1eCh aBTOpPCKas
TUNOJIOTHA UU(PPOBBIX MeIua B JBYX OCHOBHBIX KIACCHPHUKAIMIX — «MEHHCTPUM:
PEAAKIIMOHHBIE KapUKATypUCTBD» M «HE3aBUCHMBIE TIOJIUTUYECKHE KapUKATypUCThD) —
pelIaeT OJHy M3 OCHOBHBIX 337a4 UCCIIEeAOBaHUS.

Takum  o0pa3oM, KapHKaTrypbl, CHOCOOHBIE TiepepadaThiBaTh HOBOCTH U
KOMMEHTapuHu B PUCYHOK, 00€CIIeUnBaIOT JETKOAOCTYMHYIO 1 MTHOBEHHYIO HHTEPIIPETALIUIO
COBpPEMEHHBIX mpobieM. Ota ocobas ¢opmMa IKypHAIUCTUKM, KOTOpas Iojadac
KOHTPAcTUPYET ¢ TPAAULUOHHBIMU (OpMaMU KOMMYHUKaLUHU. KapukaTypucThl BeIpaxaroT
nHPOPMALIMIO TaKUM 00pa3oM, 4TOOBI BU3YaJIM3UPOBATh MOJPAKATEIBHYIO YEIOBEUECKYIO
IPUPOJY, OHM OYEIOBEUUBAIOT TEMY, KOTOpylo H3o00paxarT. Hepenko 3To momydaercs
6osee 3¢ (heKTUBHO, YeM MUChbMO WM BUJIEO.

HayuHble WHCAWTBl IJIaBbl: BBISABICHA HCTOpUYECKash MPEEMCTBEHHOCTb MEXIY
penuruno3Hor Tpadukoit XVI B. M COBPEMEHHBIMH MOJMTUYCCKHMH KapUKaTypamu,
JI0Ka3aHa poJib KapUKaTypbl KaK «BH3YyalbHOTO O0apomeTpa» cBOOOIBI ClOBa, pazpaboTaHa
OpHUTHHAJIbHAsl TUMOJIOTUS M(POBBIX KapuUKaTyp (Ha MaTepHaje HPAHCKUX MEINA)

KnroueBoil BbIBOJ: B LU(POBYIO 3MOXY KapuUKaTypa COXpPaHSET CTaTyC MOIHOIO
WHCTPYMEHTA COLMAJIbHOM KPUTUKH, COYeTas TPAAMLHUOHHBIE NPHEMbl BHU3yaJbHOU
PUTOPUKH ¢ HOBBIMH (popMaTaMu pacmpocTpaHeHus. Ee yHHKanbHOCTh — B CIIOCOOHOCTH
«OYEIIOBEUNBATHY» CIIOKHBIC MMOJUTHYECKIE HAPPATUBBI YePe3 TPOTECK U MeTadopy.

B Tpetneii rinase («Kapukarypa Kak KOMMYHHKATUBHBIA (PEHOMEH») UCCIEIYIOTCS
MEXaHU3Mbl KOMMYHUKATHBHOTO BO3ACWUCTBUS TOJUTHYECKUX KapHUKaTryp uepe3 Mpu3My
COBPEMEHHBIX TEOpUN MEAMAKOMMYHMKAaIWW. [71aBa BKIIIOYAaeT Tpu paszaena: «Mogenb
KOMMYHHKAIIMH B TOJIMTHYECKON KapuKaType (aBTOp, cOOOIICHHE, IeeBas ayIuToOpHs)y,
«KomMMmyHUKaTHBHAS cHJIa KapUKaTyphl», «PUTOpHUECKUe MpHEMBI Tepeiaud COOOIIEHIH B
KOMMYHHMKAIH C TOMOIIBIO KapUKaTyp».

B ocHOBy monoxeHa KpuUTHYECKash pediekcuss B CBSI3H C MPOOIEeMaTHKOM
MoHorpajpuun M. dsnra. OH mnpemyiaraeT cBo€ BHUAEHHE IMIECTH HHPOPMALMOHHBIX
pesomonmii®’. Kaxas U3 HUX KapAMHAILHO M3MEHSIA METObl KOMMYHHKAIIUH, 3 MMEHHO:
MUCbMEHHYIO PEBOJIOLMIO, PEBOJIOLMIO IeYaTH, pEBOJIOIMIO CPEACTB  MAacCOBOM
nHGOpPMaLUK, PEBOIOLMIO Pa3BIEUECHUN, PEBOIIONMIO B chepe XpaHEHUS MHCTPYMEHTOB
(toma) 1, HaKOHEll, PEeBOJIIOLINIO HH(POPMALIMOHHBIX MarucTpaieil. /lokazaHo, 4To B Mepuoa
BTOpOoi MH(OPMAIIMOHHOH peBoMONNU (KHUTONeYaTaHus ), ¢ pa3BUTHEM HOJIUrpaduyecKoit
MIPOMBIIIJIEHHOCTH, @ 3aT€M B X0JI¢ TPEThel PeBOJIOINHU (CPEICTB MacCOBOM MH(pOpMaIn),
KOI'Jla Ta3eThl M3/1aBAINCh OONBLIIMMU THUPAXKaMHU, KapUKaTyphl CTaJU JOCTYIHBI HIMPOKOM
nyOnuke Kak BaKHas 4YacThb TpaJuIMOHHbIX mnedatHelx CMU, OblcTpo 3aBoeBaM
MOMYJIIPHOCTh U CIIOCOOHOCTBH I'TyOOKOTO BIMSHMS Ha OOLIECTBEHHOE MHEHHE. DTO TaKxkKe
CTaJO HOBBIM HMCTOYHHKOM HH(OPMAIMH M HOBBIM CIIOCOOOM TPOBEICHHS COIMATBHO-
MOJMUTHYECKUX Ae0aToB. Jlajee B MCCIEIOBAaHUN pacCMaTPUBAETCS KOMMYHHUKATHBHAS CHIA
KapuKaTtypbl. ABTOp, C MPHUBJICUYEHHEM COOCTBEHHOTO OIIbITa, IIOKAa3bIBACT, Kak
KapUKaTypuUCThl JCNAIOT CIOXXKHBIE W HEBBIPA3UTENIbHBIE COOOLIEHUS OCSA3aeMbIMH U
MOHSTHBIMHY, [IPEBPAILasi IOAYAC CTPAIIHBIE TEMBI B MEHEE YIPOKAIOIIHE.

2 Fang, 1. (1997). 4 History of Mass Communication; Six Information Revolutions. Focal Press Publ.



B oroif aBe AMCCEPTAllMOHHOTO MCCIENOBaHUS MOJAPOOHO PacCMOTPEHBI
PUTOpPUYECKHE TPUEMbI, KOTOPbIE HCHOJNB3YIOTCS XYAOKHUKaMHU-ITyOIMLIUCTaMU IS
nepegayn uHGopMauu U (GOPMHPOBAHUS OOILIECTBEHHOIO MHEHHUS, YOeXKICHHS WU
MOOWJIN3AIUKN ayAUTOPUM. OTHU MpPHUEMBl BKIIOYAIOT MeTaopy (CpaBHEHHE HEMOXOXKUX
BEICH, BUICHUE OJHOM uepe3 NpU3My IPYroi), mapoauio (UrpUBOE WIIM KPUTHUUYECKOE
BBICMEMBAHHE BJIACTh MMYIIUX, 3HAMEHUTOCTEH H JKaHPOB, Opocasi BBI30B OOIIECTBEHHBIM
HOpMaMm), UPOHHUIO (HECOOTBETCTBHUE MEXKY TE€M, UTO TOBOPUTCS HIIH U300paKaeTcsi, U TEM,
YTO TOJpa3yMEBAETCs; HCIOJIb30BAaHHUE MHOTOCIOMHBIX 3HAUYEHHUH M IMOAPBIBHBIX
COO0OIIeHNH), UHTEPTEKCTYaJIbHOCTh (CO3JaHHE CMBICTA C MOMOLIBIO KYJIBTYPHBIX OTCBUIOK
MyTeM MAaHUMIYJIUPOBAaHUS paHee CYIIECTBOBABIIMMU MPOU3BENCHUSIMH HCKYCCTBA,
CHMBOJIAaMH M TE€MaMH) W, B YaCTHOCTH, IOMOp. ABTOp TEOPETUYECKH OOOCHOBBIBACT
KOMMYHHMKATHUBHYIO CUJIY KapUKaTYPhl: OJIMH U3 Pa3IeIOB TPEThEH IIaBbl TaK U Ha3BaH.

U3ydensl Tpu pa3iauyuHBIX acleKkTa IoMopa, a MMEHHO IIPEeBOCXOJCTBO,
HECOOTBETCTBHE U o0OierueHue. Takke paccmMaTpuBaeTcsi HAEd IPEBOCXOJCTBA,
npeanoxxeHHas anrnmiickuMm Quinocodhom T. ['o66com B ero kuure «JleBmadan». O
[OJYEPKUBAET ATOMCTHUYECKYIO IPUPOLY JIIOAEH, IOCTOSHHO KOHKYPHUPYIOIIHUX U
CTPEMSIILIUXCS K FOCHOJCTBY HaJa APYTMMH, HacMeIlKaM M Ipe3peHuto. ['060c yTBepxnan,
YTO IOMOpP IIO3BOJIAET JIIOASIM YyBCTBOBATh CBOE IPEBOCXOACTBO HAl APYTMMH, YTO MOXKET
OBbITb ICTOUHMKOM Becelibsl. ['000C yTBep kK aai, yTo *KHU3Hb B €CTECTBEHHOM COCTOSIHUH, 0e3
MIPAaBUTENLCTBA WU 3aKOHA, ObLIa OBl «OAMHOKON, OeTHON, HEMPUATHOW U KOPOTKOW» U3-3a
MOCTOSIHHOW OOpbObI 3a BBDKMBaHHWE M JIOMHHHPOBAaHHE CpeAd HHIUBUIOB. B 3ToM
KOHTEKCTE IOMOp, OCOOEHHO B €ro acleKkTe MpPeBOCXOJCTBa, MOYKHO paccMaTpuBaTh Kak
CPEINCTBO IS JIIOAEH YTBEPAUTh CBOE TOCHOIACTBO M YTBEPAUTH CBOE IIOJIOKEHUE B
conuanbHoit nepapxuu’,

B sT0i1 ri1aBe npenapupyeTcss KOHLIENIN HECOOTBETCTBHUS, B KOTOPOH YTBEPKIAETCS
YTO IOMOpP BO3HHMKAeT B pE3yJibTaTeé CIIOHTAHHOTO COYETAHUS CEPhE3HON MBICIH C
abcypanoit. Putocockue OCHOBBI ATOTO CHENU(UISCKOTO U3MEPEHHS FOMOPa MOTYT OBITh
CBSI3aHBl C KAHTOBCKOW WHTEpIpeTanneil cMexa Kak (EHOMEHa, BO3HHKAIOUIETO B
pe3yibTaTe BHE3AMHOTO MEPEX0/ia OKUIAEMOr0 HATIPSKEHHS B HUYTO .

JluccepTaHT akTyaau3upyeT KOHTEKCT HWCCIEeNOBAaHWU B OOJACTH HCIIOIB30BAHHS
FOMOpa B ITOJINTHYECKUX KapUKaTypax, onupasick Ha Tpyasl M. Menxepcra, M. Jlecy3a u P.
Moppuca, BBISBISISI HX 3HAYUMOCTh Ui H3YUYCHHMS M aHaju3a BIMSHHUS [OMOpa Ha
MOJINTHYECKUM JUCKypc. CHcTeMaTH3alusl CIIOKHOTO B3aUMOJICHCTBUS BHU3YaJbHBIX U
BepOAILHBIX DJIEMEHTOB B U3ydaeMoil (opMe KOMMYHHUKAIMH JaéT IMOHMMaHHE
MOJUTUYECKUX KapuKaTyp Kak (opMbl yOeAUTEIbHOW PUTOPUYECKON KOMMYHHKALUH, TIE
IOMOp MTPAET PEeIAIoUy0 poib B (POPMUPOBAHUU OOIECTBEHHOTO MHEHMS U BOBICYEHUH
ayJIUTOpUH B NOJUTHYECKUE AUCKyccuu. CpaBHUBAIOTCS MOHATUS «IIOJIUTUYECKUI IOMOP» U
«TONMTUYECKAs] caTHpa», TaK Ha3bIBAEMBId MOANEPKUBAIOUIMM M IOAPBIBHONH IOMOD.
Hucceptant, pa3BuBas knaccupukanuo Menxepcra u Jecysst (1981) u Moppuca (1993),
BBOJUT COOCTBEHHYIO KIIACCU(UKAILMIO CTHIMCTUYECKUX JIEMEHTOB, WM «UHCTPYMEHTOB
pemeciia», UMEIOIUXC B PacHOpsDKEHUH KapUKaTypUCTOB JUIsl MCIIOJNB30BAaHUSA IOMOpPA B
MOJUTUYECKUX KapukaTypax. Onupasch Ha COOCTBEHHBIH Xy105KECTBEHHBIN OIBIT CO31aHMS
KapuKatyp, aBTOp JHUCCEPTallMd CUCTEMATU3HPYET TAaKUE PUTOPHUYECKUE INPUEMBI Kak
KOHTpAacT, KOMMEHTapHuil, NpoTUBOpeune, JIUHUs, (hopMa, MpeyBeIHueHHEe WIM yCHUJICHUE,
pa3MelleHne, PUTMUYECKHI MOHTaX M THIepKapHaBaiu3auus. Vcmonp3ysh NPUHIMIIBI
obmieii Teopur BepOATBHOTO IOMOpA, aBTOP pa3padaThiBacT KOHIENTYAIBHYIO CXEMy, B
KOTOPO# MPU3HAETCS (hyHOameHmanbHas PO IOMOPA B TIOUTHIECKUX KapUKaTypax.

B Tperbeiti rnmaBe 0cob60 OTMEUEHA HMHTEPTEKCTYAIbHOCTh MOJUTHYECKUX
Kapukarypa. [lomoOHBI pakypc HCCIENOBaHUS OTKPBIBAET BO3MOXKHOCTH Ui Oojee

30 Hobbes, T. (2024, reprinted from the edition of 1651). Leviathan. London: Thomas Nelson and Sons Ltd.
31 Kant, 1. (1983, reprinted from the edition of 1790). Anthropology from a Pragmatic Point of View. The
Hague: Martinus Nijhoff Publishers.



riyOOKOro aHaju3a BU3YalbHBIX TEKCTOB B KyJbTYPHOM KOHTEKCTe. BakeH BBIBOA O TOM,
YTO MHTEpIpeTanus MeTapopuIeckux U UPOHHMYECKUX COOOIIEHHH B KapuKaTypax Tpedyer
OT ayIUTOPUU OONBIIMX KOTHUTUBHBIX YCHIIMI MO CPAaBHEHMIO C SKCIUTMIUTHBIMU (hOpMaMu
KOoMMyHUKaiuy. CienoBaTenpHO, Takas IOBBILICHHAs KOIHUTHBHAs aKTUBHOCTb MOXKET
YCWIINTh YJOBOJBCTBHE OT BOCHPHATHS M 3allOMHUHAHMSI COOOILICHUS, NEPEJaHHOIO B
Kapukarype. B moOoM ciydae duTatenb JOIDKEH ONMpPENeNuTh MpodiaeMy (IpOTHBOpEUHE)
TEMBbI, a 3aTeM, ObITb MOET, MOHATh MPHUEMbI, UCIOJIb3yEeMbIC AJISi CO3JAHHUSI UPOHUH H
neperay CONaTbHOM KPUTHKH.

Takum o00pa3oM, KIIOYEBOW BBIBOA: KapuKaTypa, KaK CIOXHOE CEMHOTHKO-
PUTOPUYECKOE TIOCIIaHWE, TAE IOMOP CIYXKUT KIIOUYEBBIM HHCTPYMEHTOM COLMAbHOM
KPUTHKH, JOCTHTaeT 3(P(EKTUBHOCTH 32 CUET KOTHUTHUBHOTO BOBJICUCHHUS AyTUTOpPUH,
SMOLIMOHAIBHOTO BO3EHCTBUS, KYJIbTYPHBIX KOJIOB

Yerpepras riasa («lpaHckue MONUTUYECKUE KapUKATYpPbl: KEHC-CTaAN») COCTOUT
n3 4eTblpéx paszpenoB: «llogxox K HM3y4EHHMIO KOHKPETHOTO ciydas», «Kenc-craau:
nekeHne «KeHiuHa, )Ku3Hb, cB0Ooaa» B Mpane (ceHTsiopp 2022 - centssOops 2023 rr.)»,
«Bb100p KapukaTyp [UId SMIHMPUYECKOTO MCCIEAOBaHMs», «MeToasl HcciaeJoBaHus». JTa
rjlaBa — IpPaKTUYeCcKas, Ha OCHOBE pa3pabOTaHHON TeopeTHdeckoil 0a3bl MccieloBaTeNb
IpenapupyeT pealbHy0 XH3Hb (HApPATUBHYIO HCTOPHIO), (OKYCHPYSACh Ha COLMAIBbHO-
MOJINTUYECKOM KOoHTekcTe Mpana. OTa riaBa JEMOHCTPUPYET aBTOPCKYIO METOAMKY
JEKOJMPOBAHUS MAacCUBa KapUKaTyp, CBA3aHHBIX €MHOMN TEMOII.

Beixozs 3a paMKku TE€OpuM, TUCCEPTAHT UCCIENYET, KaK MOJIUTUYECKHE KapUKaTyphbI
(GYHKIHMOHUPYIOT M NEpearoT HH(OPMALMIO B paMKax CIIOKHUBILEICS B HACTOALIEE BpeMs
UpaHCKOM MenuacucTeMbl. B 3Toil riaBe aBTOp auccepTanyii BBOAUT B HAY4YHbIH 000pOT U
KOHIIENTYyaJu3upyeT HOBBIK  TepmMuH-ab0peBuarypy IDPC  (upanckue 1udpoBbie
mouTHYeCKue Kapukatypbl). B muccepramuu IDPC umccnemyroTcs CHCTEMHO: TeMaTHKa,
CTHJIb, TIAT(GOPMBI PACTIPOCTPAHEHHUS, BBIIBISICTCS CIIEUU(pUKA C MPUBICUYCHHEM METOIOB
TUNIOJIOTMA W CEeMHOTHKH. B Hel Takke paccMarpuBaroTcs (yHKIMOHATIBHBIE H
KOMMYHHUKATHBHBIE 0COOCHHOCTH HPAHCKUX HU(PPOBBIX MOJUTHYECKUX KapUKATyp B paMKax
upaHckoi MeauacucteMbl. CEMUOTHKA UTPAET PEIIAOLIYI0 POJIb B 3TOM I1aBe, MOCKOJIBKY B
Hel aHaJIM3UPYIOTCSl KOHKPETHBIE CUMBOJIBI M CTPATETHH CO3/IaHUSI CMBICIIA, UCIIOIb3YEMBIC
HMpaHCKUMH Kapukatypuctamu. [IpencraBnensl pe3ynbrarsl smnupudeckoro anamsa [IDPC
B xonme nBmxkeHus <«OKeHIWHa, »XW3Hb, cBoOoma» B Mpane B 2022 romy. OItot
(EMHHUCTCKUI W aHTHIIPABUTEIbCTBEHHBIM MPOTECT OBLI BBI3BAH TPAarHUECKOW THOENBI0
22-neTHed KypACKOHM neBymkn Maxcbl AMUHHM B TIOJMLEHCKOM YYacTKe IOCIE apecTa B
Terepane nosuiueil HPaBCTBEHHOCTH 3a TO, YTO OHA HOCWJIA XUIKaO HEHaJUIekalluMm
o0pa3oMm U He colutro1ana mpaBuiia CTpaHbl 00 00s13aTEILHOM HOIIEHUH XHUKa0a.

Ha ocHoBe sMmupuyeckoro aHajiu3a KOHKPETHOro Habopa KapuKaTyp,
MOCBSIIIEHHOTO OMpeJieieHHOW TeMe (COOBITHIO) B Tiepuoa ¢ ceHTsA0ps 2020 mo ceHTsA0pb
2023 roxa naercs BU3yalbHOE MPEACTaBICHUE O JUHAMUKE MPO(GECCHOHATBHOIO Ipolecca:
KaK HpaHCKHEe KapUKaTypHCThl pabOTal0T, KAKME HHCTPYMEHTHI U MPUEMBI, IPEJICTABICHHbIE
B TEOPETUUECKUX Pa3JiesiaX, UCTIONb3YIOTCS KApUKATypUCTaMU MPHU pa3paboTKe BU3YaIbHOTO
HappaTuBa. AHaJU3UPys HCIOJIB30BAHHYI0 CEMUOTHUYECKYI0 U BHU3YaIbHYIO PUTOPHKY,
aBTOp HCCJICOBAHUSA IIOKa3bIBACT, KAK MPAaHCKUE HE3aBUCUMBIE KAPUKATYpPUCTHI NIEPENAIOT
CyTh TpeOoBaHM aABMxkeHUs «KeHIMHa, KHU3Hb, CBO0O0Ia» B OTHOLICHUHU NIPaB YeJIOBEKa U
TeH/IEPHOTO PABEHCTBA. AHAU3 BBIIBISIET, KAKMM 00pa3oM KapUKaTypUCThl UCIOIB30BAIN
KaJIeHAaph B KauecTBe H300pa)KeHHS M IMBITAJHCh CTaThb TOJOCOM HAapojAa, BbIpaXkas
COJIUAAPHOCTh C MPAHCKUMH JKCHIIMHAMU W MYXKUYHHAMH, OOPIOMIMMHUCS 3a CBOM IIpaBa.
U3y4yeHne ncnoib30BaHHBIX XyI0KECTBEHHBIX M PUTOPUUECKHUX CTPATETHi MOKa3bIBAET, KaK
¢denomen IDPC nokyMeHTHpOBal TUHAMUKY ABIDKCHHS, KaKUMH CIIOCOOaMH H300pakann
XpabpocTh NPOTECTYIOIIMX, & TAaKXe OTBETHBIE PEIpPEcCUU IpaBUTeNbCTBA. lpaHckue
KapUKaTypUCTHl KOHTEKCTYaJTH3UPOBAIN aKTyalbHYIO TEMbI, BU3yaJTH3UPOBAIH COOBITHS C
MTO3UIMHA KOHKPETHBIX MOJUTHYECKUX MTOCTaHUH.



B uderBEproii 11aBe AUCCEPTaHTOM IpeAaaraeTcs cCOOCTBEHHbIHM HCCe10BaTeIbCKUN
QJITOPUTM, OCHOBaHHBIM Ha INPOEKTUPOBAHMHU, pa3pabOTaHbl CTPATEIMU HU3MEpPEHHs U
aHanu3a 3(QQEKTUBHOCTM MPAHCKUX TMOJIMTUYECKUX KapUKaTyp B JOCTIDKEHHM UX
KOMMYHHUKAIlMOHHbIX IHeneil. Takum oOpa3oMm, 3Ta T[J1aBa — METOAOJIOTHYECKOE
BOIUIOIICHNE HAYYHBIX PE3YJIbTATOB MPEABIAYIINX TPEX TIIaB.

PesynpraTthl wWccienoBaHUS B JAHHOW TJIaBe JEMOHCTPUPYIOT: HOBBIE (HOpMBI
BU3YaJIbHOTO  COINPOTHBICHHS B  aBTOPUTApHBIX  KOHTEKCTaX,  TpaHCc(OpMAaIlHio
TPaJUIIMOHHOTO HWCKycCTBa B MH(POBYIO OMOXY, MOTEHIHMAT KapUKaTyphl —Kak
HUCTOPUYECKOT'O UCTOYHHKA.

Ocob6oe 3HaueHne MMeeT BBEACHHOE B HayuyHbId 00opoT mousitue IDPC, koropoe
OTKPBIBACT HOBBIE MEPCIIEKTHUBEI JIJIsl HCCIEAOBAHUI NU(POBOTO aKTUBU3MA M BH3YaIbHOU
MOJINTUYECKON KOMMYHHKanuu. Teopernueckue uHcalThl: konHuentyanuzamus IDPC kak
ocoboii  Gopmbl TM(GPOBOTO aKTHBH3MA, HMHCTPYMEHTA «MSATKOTO CONPOTHUBIICHUS,
wiathopMbl I aTbTEPHATUBHOTO HWCTOPUYECKOTO HappaTHBa; pa3paboTKa MOAETH
«un(ppoBoOi KapHaBAIN3ALMI NIPOTECTa (TUNepOOIn3aIys, HHBEPCHSI, MHOIOCIOMHOCTB).

Takum obpazom, kiroueBoit BeiBoj: IDPC cdopmupoBany yHUKaTBHBIN BU3YaIbHBIN
A3BIK MPOTECTa, MOKa3aau 3(p(EeKTUBHOCTh BU3yalbHBIX MeTadop Kak cpeacTBa o6xoja
LEH3YPHl U CTAJIM BaKHBIM MHCTPYMEHTOM KOHCTPYMPOBAHUS KOJUIEKTUBHOM MaMATH.

B 3akiouyeHum 0000IIEHBI KIIOYEBBIE UAEH JUCCEPTALUHU, MPEICTaBICHBI
OCHOBHBIE BBIBOJIbI, B KOTOPBIX CHeJaH aKLEHT Ha TOM, KaK BU3yaJbHble U LM(POBbIE
cpeactBa (GOpPMHPYIOT HPAKTUKUA CO3JAHMS CMbICIa U compoTuBieHHs. OO003HauyeHbI

HaIpaBJICHUA JalbHEHIINX HCCICAOBAHUMN. HepBoe: aganTaguda MW TCCTUPOBAHUC

BU3yaJIbHON TrpammaTuku Kpecca m Ban Jlesena®? s JEKOIUPOBAHUS IOJUTUYECKUX

KapuKaTyp IIyTeM UHTETPallMy UX PEIPE3CHTATUBHBIX, MHTEPAKTUBHBIX U KOMIIO3ULIMOHHBIX
MeTadyHKIMA. BTopoe: npoBeneHue 1eaeHanpaBICHHBIX UCTOPUYECKUX U SMIMPUYECKUX
UCCIIEOBAHUN AJI1 CUCTEMHOM MpE3eHTAallMK ABY)KEHUA 3a IIpaBa XeHIIuH B Mpane u ponn
B OTOM IIpoIrecce IU(POBBIX IMOJUTHYSCKHX KapHKAaTyp B  KOHTEKCTE MOOMIM3AIUH
reHjepHbIX npurasannii. Tperse: koHnentyammsanus IDPC xak oco6oit popmbr mudpoBoro
AKTHBU3Ma — HWHCTPYMEHTa MSATKOTO CONPOTHBIICHHSA U aIbTEPHATUBHOIO MCTOPUYECKOTO
HapparuBa. YeTBEpTOE: C OMOpPOM HAa KOHUENIUIO KapHaBanu3auum Muxamna baxTuna,
pa3paboTka ¥ TECTHPOBAHWE MOJEIH «UU(PPOBON KapHABATH3ALUN» IPOTECTa, M3YUCHUE
MEXaHU3MOB, PELENIUN U TOCIEACTBUM.

B nmpuiiokeHnu npencTaBieH HHPOPMATMOHHBIA MaTepHal O ACHCTBYIOMINX JIHIIAX
HappaTUBHOW WCTOpPUH, U3YYCHHON B 4eTBEPTOM IJIaBe, a TAKXKE aBTOPCKUE TaOIUIBI MO
cnenuduke Mmertapop B Kapukarype.

32 Kress, Gunther, u Theo van Leeuwen. [1996] 2006. Reading Images: The Grammar of Visual Design. 2nd
Ed. London: Routledge.
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