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AUDIOVISUALIZATION OF CABARET
CULTURE IN SILENT FILMS
OF THE 1900s-1920s

Abstract. This article is based on a presentation delivered at the 51st Ludmila
Verbitskaya International Philological Conference. The study explores the
phenomenon of audiovisualization of cabaret culture in silent films of the 1900s
to 1920s, examining how it conveyed the concept of the tape to viewers. Notably,
there have been no Russian studies dedicated to examining the influence of
cabaret on early cinema. In contrast, Western film critics have predominantly
focused ontherole of cabaret performers, perceiving early cinema as an art form
characterized by hysteria, a logical extension of cabaret and its various forms
of entertainment. This paper aims to demonstrate, however, that the inclusion
of cabaret poses and gestures in films was intentional, serving to enhance the
viewing experience and reflect upon the socio-cultural phenomena of the turn
of the century, as well as to provide a means of exposing mores through a
distinct gestural neurotic system.

The research findings indicate that early cinema, particularly films featuring
cabaret dances, functioned as polycode texts, accumulating blocked or
previously experienced memories through actions and images. It can be
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argued that the tendency and attraction to the primitive, which was popular
in the 1910s and 1920s, first manifested itself in the grassroots dances and
was audiovisually expressed through dance movements. The cancan initially
incorporated a pathological gestural language, which later became associated
with regression in the context of its convergence with African dances, mesmeric
practices, and quack discourse.

Keywords: proto-performance, early cinema, audiovisualization, cabaret,
Georges Mélies, grizzly bear dance, cakewalk, polycode text in culture, cancan,
Alice Guy
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AYONOBUI3YATTN3ALNA
KY/TbTYPbl KABAPE
B HEMOM KNHO 1900-1920-x

AHHoTaumsa. CTaTbs HamwcaHa no maTepwanam BbLICTYMAeHUs Ha KoHde-
peHunn «LI MexpyHapogHas HayyHas dwunonorvyeckas KoHdepeHumus MMeHu
N.A. Bepbuukoi». B cTaTbe paccmaTprBaeTcst GeHOMEH ayamroBM3yanm3aumm Kyb-
Typbl kKabape B HeMOM KMHO 1900-1920-X kak Cnocob peTpaHCAALMN 3aMbICNa NEHTbI
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3puTento. HeobxoanMMo OTMETUTb, YTO B OTEYECTBEHHOM HayKe elle He Obino nccne-
AOBaHWIA, MOCBSLLEHHBIX BAUSAHWIO Kabape Ha paHHWUIA KnuHemaTorpad, a 3anagHble
KWHOBe[bl paccMaTpuMBany pofb Kabape Ans KuHo 1900-1920-x TONbKO B CBSA3M C
VCNONHUTENSMU, NO3NLMOHMPYS PaHHUI KnHemaTorpad Kak ncrtepuyeckyio dop-
MYy WCKYCCTBa, NOrnyecKoe npopfo/mKeHmne kabape v ero passfexaTtenbHbix GopM.
B 3TOM e CTaTbe aBTOP CTPEMUTCS MOKa3aTb, HTO MO3bl W XeCTbl kabape Bbinw BKtO-
YeHbl B KMHOMEHTbl Hecny4yanHo: Ansa ycunerHus addekta oT npocMoTpa Gunsbma,
Kak pedneKkcrs No NoBo/y COLMOKYNBTYPHbLIX DEHOMEHOB pybexa BeKoB 1 0b6nnye-
He COBPEMEHHbIX HPABOB Yepe3 0COBYI0 KECTOBYIO HEBPOTUYECKYHO CUCTEMY.

B vTOre NpoBeAEHHOro UCCNefoBaHWs CeNaHbl BbIBOAbI O TOM, YTO paHHee
KWHO, @ 0COBEHHO KMHO C TaHUaMun kabape, NpeacTasnsano cobol NoanKoaoBbInk
TEKCT, KOTOPbIN AeVCTBUAMM 1 0Opa3aMm akKyMynmpoBan 3abnoKMpoBaHHble UK
YXKe NepexuTbie BOCNOMUHAHWS. MOXHO yTBepXaaTb, YTO MMEHHO B HU30BbIX TaH-
Lax paHblle BCEro nposiBnnach TeHAEHUMS U Tara K NPUMUTUBHOMY, CTOMb MOMy-
napHas B 1910-1920-e, aygnoBn3yanm3vpoBaHHas TaHLEBalbHbIMW ABVKEHNAMN:
B CAMOM KaHKaHe 13HavyanbHo Hbin 3aN0XeH NaToNOrMYECKNIM XKeCTOBbIV S3bIK, KO-
TOPbIV NMO3Xe CTan acCoLMMPOBATLCS C PerpeccoM Ha hoHe conmxeHns C appurKaH-
CKVMMV TaHL,aMW, MECMEPUYECKMMY MPAKTVKaMU U WaPaTaHCKUM UCKYPCOM.

KnioyeBble cnoBa: npoTonepdopMaHc, paHHUiA KnHemaTorpad, ayanoBmy-
anusauns, kabape, Xopx Menbec, MeABEXMIA TaHel, KeKYOK, MOMMKOAOBbIV TEKCT
B KY/NBTYPe, KaHKaH, Anuc v

BnarogapHoOCTM: 1CCEeA0BaHE BbINONHEHO NpY MUHAHCOBOW NOAAEPIHKKE
PH® B pamkax Hay4Horo rpaHTa Ne 23-28-01577

INTRODUCTION

Before delving into the analysis of films and other visual documents
from that era, it is important to clarify the mechanism of audiovisualization in
early cinema. This term is most commonly used in relation to city symphonies.
Scholars tend to perceive such films in terms of a musical analogy, comparing
their formal elements to a musical composition. In cinema, these elements
become an inaudible expression of sound (Schwartz, 2018) through the use of
two techniques: generation of “visual noise” by using high-speed editing and
motion blur, or treating motion as sound, as exemplified in the films of Walter
Ruttmann and Dziga Vertov. As for audiovisualizations in films related to dance
culture, rhythm is conveyed through the movements of the actors.

Emmanuel André discusses this characteristic in her book Subject’s Shock:
From Hysteria to Cinema (19th-21st Century (French: Le Choc du Sujet: De 'Hystérie
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au Cinema (XIXe-XXle Siecles): she suggests that cinema can help eliminate
pathology by suppressing its symptoms (André, 2011, p. 15). Here she refers to
the idea that while watching a dance performance, we experience its pathological
influence, yet “healing” in that moment: the suggestion conveyed by the dancer’s
gestures and movements evokes an urge to imitate. Rae Beth Gordon referred to
this phenomenon as the new theory of spectacle reception (Gordon, 2013, p. 24),
in which convulsions and spasms embody the dominance of the body (low) over
reason (high).

Gordon’s works position cinema as a hysterical form of art, a logical
continuation of cabaret culture and its entertainment forms. The researcher
suggests that if popular performances have encouraged—or even elicited—
imitation of exceptional bodily and mental states, then this tendency to mime
hysterical or somnambulistic gestures would be even stronger in cinema, where
the hypnotic effect was enhanced by the flickering light on a luminous screen in
a darkened room (Gordon, 2013, p. 155). According to her, this amplification was
associated with the fact that the motif of hypnotism-somnambulism served as
the embodiment of the cinematic experience (Gordon, 2013, p. 156). Essentially,
for the early cinema spectators, films were a mechanism to reflect on their
contemporary suggestion, the “decay” of society, and its potential contagion
for the individual. The influence of psychiatric discourse on cinema can also be
observed within cinema itself: the image of Dr. Caligari, controlling the characters
and the audience throughout the film, was inspired by Dr. Charcot, a researcher of
hysteria and a “breeder of hysterics,” as described by Guy de Maupassant (Kaes,
2009, pp. 63-64; de Maupassant, 1882, pp. 2-3).

In this context, it is interesting that researchers connect cabaret dance
culture with psychiatric disorders and point out a direct exchange between them
(Gordon, 1989; Gutsche-Miller, 2015; Pillet, 1992). Gordon wrote that “clinical
observations, and psychiatric theory in late nineteenth-century France furnished
the Parisian cabaret and early film comedy with a new repertoire of movements,
grimaces, tics, and gestures” (Gordon, 2001(a), p. 515). This is confirmed not
only by memories but also by the songs themselves. For example, the 1900 song
The Parisian Epileptic (French: La Parisienne épileptique) by Mistinguett' began
with thewords, “When I hear music, | become epileptic” (French: “Quand jentends
la musique, je deviens épileptique”) (Gordon, 2010, p. 58).

Indeed, voyeurism and bodily control influenced the “low” culture of the
19th century. The cancan, which originated in Montmartre in the late 1820s,
became the dominant dance by the end of the 19th century, largely due to Jane

! French singer, dancer, and actress.
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Avril. Shewas one ofthemost populardancers, who herself suffered from St. Vitus’s
dance and had been a patient of Dr. Charcot. After completing her treatment, Avril
began performing the cancan in cabarets (Bonduelle & Gelfand, 1999). Through
her expressive dances and costumes, Avril provided an audiovisual spectacle for
the audience, narrating the story of a “mad” woman who conquered the stage.
Lisa Appignanesi, a prominent researcher of cabaret, noted that at the Salpétriere
Hospital, Dr. Charcot’s patients diagnosed with hysteria would enact the dramatic
stages of these conditions in front of the camera, much like the early stars of silent
film who could perfectly imitate their expressions (Appignanesi, 2004, p. 311).

When analyzing the works of the aforementioned researchers, a significant
problem arises: none of these scholars thoroughly examines the penetration of
the cabaret gestural system into silent film, nor do they decode its significance for
the film’s structure. Instead, they focus on the role of neuropathological gestures
within the gestural system structures of cabaret and cinema. Furthermore, given
that the interest in such “unconscious” movements and gestures was determined
by legislative restrictions (since the cabaret gestural system itself emerged due to
the 1848 ban on some of the songs: see further), one can engage in a hypothetical
debate with Gordon’s opinion: the imitation of uncontrollable tics of the mentally
ill in cabaret was associated with significant socio-cultural changes in France
during the second half of the 19th century rather than being instinctive.

Based on these premises, the hypothesis of this article is as follows: the
visual connection between the cabaret gestural system and early cinema is
defined by a direct and conscious replication of cabaret gestures with the purpose
of communication with the audience. This thesis is related to the fact that early
cinema was silent, and audiovisual cues and gestures played a significant
role in deciphering the plotlines, and cabaret already had such an audiovisual
language system established. Therefore, the aim of this paper is to analyze and
comprehend the reception and audiovisual representation of cabaret in silent
films from the 1900s to 1920s.

The relevance of this study lies not only in the expansion of the boundaries
of silent film analysis and clarification of the genesis of some patterns within it; it
also enables interdisciplinary exploration at the intersection of cultural studies,
art history, psychology, and psychiatry. It identifies key cultural and aesthetic
dominants that characterized young cinema, actively appropriating significant
cabaret images for mass culture. This article helps to fill the gap in the study of
the gestural system of early cinema and explain the reasons behind the utilization
of the cabaret gestural system in silent cinema of the 1900s-1920s. While
paying tribute to the experience of scholars within the outlined problematics,
the concept of this paper differs: unlike previous researchers, who pointed to
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the uncontrolled copying and exclusively somatic perception of cabaret gestures
and dances by the audience, this study examines the integration of cabaret in
terms of its polycode meaning for the films.

During the research process, documentary and visual sources from
the National Library of France were utilized to reconstruct attitudes of
contemporaries towards cinematic tendencies and shed light on the causes
behind those trends. The works selected for comprehensive analysis include
works by Alice Guy, Georges Mélies, Pathé Freres, as well as several German films
from the 1920s. These films were chosen due to their direct replication of cabaret
gestures, which is evident in both their titles and visual sequences.

FORMATION OF THE CABARET GESTURAL SYSTEM

Priorto analyzing the cabaretasaphenomenon, itsrole in the socio-cultural
environment, and its reception in cinema, let us note a number of important
trends in cabaret culture and identify their key categories which subsequently
found reflection in films.

During the Third Republic (1870-1940), there was an active development
of café-concerts and imported English music halls, referred to by Sarah Gutsche-
Miller (2015, p. 15) as a fundamental tension between elegance and ill repute. In
1877, Jacques Bonhomme wrote,

When payday comes, we spend half, three-quarters, if not all, at
the cabaret. The owner gets merry, but there is no bread or meat at
home,thechildrencry,thewifescolds,wequarrel,weirritateeach other,
and the household becomes hell. Where is the source of this evil? In
the cabaret. (Bonhomme, 1877, p. 31)

Indeed, cabaret was one of the most popular forms of entertainment in
the second half of the 19th century, as evidenced by numerous lithographs and
engravings by French artists such as Henri de Toulouse-Lautrec, Edgar Degas,
Jules Chéret, and others.

It is necessary to clarify that the emergence and formation of cabarets
and music halls were a reaction to the “stupid falseness” of café-concert
(Angenot, 1991, p. 94). This raises the question about the reasons for the
popularity of not only café-concert but also other forms of entertainment in
the second half of the 19th century, as well as their differences. The answer is

HAYKA TENEBUAEHUA 19 (4), 2023 156 THE ART AND SCIENCE OF TELEVISION



quite simple: in café-concerts and later in cabarets, a distinct gestural system
emerged, primarily expressed through dance, which became a sort of language
for interpersonal communication. This system of expression developed as
aresponse to governmental taboos in France in 1848, resulting in the prohibition
of approximately ten percent of songs (Goldstein, 2012, p. 28).

The restrictions led to the emergence of specific dances and gestures
(épileptique,> gommeuse®), in which artists used a highly encoded system of
communication with the audience (Gordon, 2009, p. 36; Conway, 2004, p. 34).
The popularity of this system continued until 1906, when song censorship
was abolished. That is why café-concert became a primarily visual spectacle:
in addition to the special gestures of dancers and singers, there were “living
pictures” (French: tableaux vivants), wrestlers, and mime artists.

Furthermore, café-concert continued the carnival tradition by giving
a central place to the body and its movements, thus abolishing the boundaries
of decency and restrictions of high society within the performance space. As
a result, café-concert became a place for reflection on social, political, and
economic problems, which is why among the popular performances there were
scatological songs, songs about drunkards and women subjected to domestic
violence (visualized both verbally and through gestures and costumes) (Harris,
1989, pp. 335-339). This is where the difference between café-concert and
cabaret lies: cabaret is characterized by ambiguity and satire on social norms and
the political situation of society, expressed through innuendos and visualized in
dance.

This is why leading cabaret artists devoted significant attention to
constructing their own stage personas: the phantasmal image of May Milton,
the marginal self-representation strategy of Valentin the Boneless (French:
Valentin le Désossé) and Jane Avril, the neurotic repertoire of Yvette Guilbert,
whose stage personas were complemented by gestures unique to them. It was
the neurotic discourse of France during that period that formed and inspired the
gestural system of dancers and singers, which is supported by the reminiscences
of contemporaries. For instance, André Chadourne (1889, p. 277) wrote that
the raison d’etre of the café-concert is “to do away with all decency. For most
of the public, it is the Bicétre asylum where their madness is free to express

2The style known as the épileptique imitated the jerky and chaotic movements observed in
patients of neurological and psychiatric hospitals.

3The term gommeuse was used to designate female singers or dancers dressed in daring yet
elegantand unconventional costumes. There was also a sub-style called the epileptic gommeuse,
which combined elements of both the epileptic and the gommeuse styles (Gordon, 2009, p. 78).
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itself.” According to him, all cancan dancers ended up in psychiatric wards, and
the audience that craved their performances already had “hysterical tastes”
(Chadourne, 1889, pp. 277-278).

This idea was connected to the association of such dances with the space
of the Salpétriere Hospital, where photographs of gestures and poses allowing for
the identification of the insane were first published. Furthermore, the Salpétriére
hosted “proto-performances”: onstage presentations of the so-called Salpétriere
medical theater that demonstrated the possibility of manipulating the body of
the other. Medical professionals would hypnotize patients and publicly make
them recreate poses and gestures from classical works of art. Basically, they
introduced pathologies into artistic discourse. Such performances attracted the
artistic elite of Paris, including Guy de Maupassant, Emile Zola, Sarah Bernhardt,
Auguste Rodin, and many others (Walusinski, 2013, pp. 35-37).

The popularity of Charcot’s performances can be explained by their
intersection with the romantic notion of a supernatural dancing automaton that
captivated audiences with its inexplicable energy while remaining under control.
In the cultural context of the 19th century, the controlled body held particular
fascination, as seen in artworks such as paintings by Edgar Degas, The Man and
the Puppet (1873), and Jean Veber, The Doll Man (1899). It is worth noting that
this theme also found expression in literary works, such as ET.A. Hoffmann’s story
The Sandman. In it, the professor’s daughter is revealed to be an automaton who
seduces the main character through her otherness during a dance, ultimately
leading to his demise. The rational machine undermined the rationality of the
protagonist, entangling his mind through audiovisual stimuli—the automaton’s
dance and the brief phrases—provoking him to consider the inanimate object as
animated (Jentsch, 1996).

The performances played upon this powerful ambiguity: instead of a non-
living object dancing, the dancer behaved as if they were an inanimate object.
Performers sought to harness the power of the automaton to hypnotically
influence the spectators’ consciousness. This was not limited to dancers alone;
any participant in café-concert or the cabaret aimed to fulfill this intriguing role.
One can recall the so-called corbeilles*—a group of half a dozen young women
in evening dresses who sat in a semicircle on the stage throughout the evening,
barely moving. The corbeilles were perceived as an object of voyeuristic pleasure,

* Etymologically, the term corbeille derives from the French word meaning “basket.” In the
context of café-chantantes, it came to be associated with the group of extras or background
performers: in the early days of café-chantantes, performers did not receive regular salaries, so
the best-looking member in the company would pass a basket to the customers between songs
in order to collect cash rewards.
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becoming a non-individualized sexualized mass through the power of public
gaze, reflecting the 19th-century concept of ocularcentrism.®

One of the earliest manifestations of the controlled and ecstatic dancing
body was the romantic ballet, in which female dancers created ambivalent,
otherworldly, and perilous images. The Wilis in Giselle (1841) serve as a vivid
example. These supernatural beings, possessed by the erupting unconscious,
corresponded to the theme of somnambulism and hypnotism, very popular in
thevisual arts of the second half of the 19th century. This is one of those seductive
discourses that was reflected in the cabaret corps de ballet.

Some cabaret performances were also influenced by late nineteenth-
century psychophysical and psychophysiological experiments, which discovered
that watching the movements of others unconsciously triggered a repetition of
the same movements in the observer’s body, involving the vascular, muscular,
and respiratory systems. For instance, in his 1885 work, Introduction to a Scientific
Aesthetics, Charles Henry wrote that there was no idea without virtual and
then real action (Henry, 1885, p. 2). Researchers unanimously concluded that
a dancer’s gestures and poses could, through a kind of contagion, cause similar
symptoms in the observer and invariably induce hysteria in people (Simon, 1877,
p. 98; Gordon, 2010, p. 64). Essentially, dances that rooted in the unconscious
awakened the unconscious in the viewers, immersing them in a wild, primitive
state that was dangerous and exhilarating at the same time. This was achieved
through a particular gestural language that became the subject of study within
the scientific realm of the Salpétriere Hospital.

Thus, cabaret dances were associated with primitive societies and ideas of
degeneration, and served as a kind of way to experience all marginal strategies
that fascinated and frightened the inhabitants of the turn-of-the-century city.
The reason was that precisely at the end of the 19th century, the pre-cultural
art, as Michel Thévoz called it, of primitives, children, the insane, and the
others gained special popularity (Thévoz, 1976, pp. 1-3). It is worth noting that
both the café-concert and cabaret were places where all popular tendencies of
the second half of the 19th century converged: one only needs to recall the
bearded female singer or such cabarets as Cabaret of Heaven (French: Cabaret
du Ciel) and Cabaret of Hell (French: Cabaret de 'Enfer), which embodied the
neurosis and purification concepts of the second half of the 19th century.

The popularity of audiovisualizations in the 19th century reached such
heights that Blind Cafe (French: Café des Aveugles) held particular significance,
featuring blind musicians who, as noted by contemporaries, epitomized society’s

°The dominance of sight, a way of perceiving reality through visuality.
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hidden intentions best of all (Delvau, 1862, pp. 183-187; Tissot & Aude, 1794,
pp. 5-6). Subsequently, the “sonorization” of action became associated with
physicality. According to Gordon, the epileptic aesthetic of late 19th-century
Parisian cabarets was transferred to film by performers who moved from the stage
to the screen (Gordon, 2001(b), pp. 207-214). This continuity can be traced back
to early films about dancers such as 1900 Moulin Rouge and 1896 A Serpentine
Dance (French: Danse Serpentine), but solely because the dancers became actors.

RECEPTION AND AUDIOVISUALIZATION OF CABARET CULTURE
IN CAKEWALK, GRIZZLY BEAR DANCE, AND SILENT CINEMA

The desire for the wild and psychotic was particularly evident during the
late 19th and early 20th centuries—a period that saw the emergence of a large
variety of dances that had a significant impact on visual culture. Many of those
dances incorporated gestures and poses borrowed from the cancan. Two notable
examples are the cakewalk and the grizzly bear dance, which gained popularity
between the 1900s and 1910s. Both of these dance forms developed by drawing
on cultural phenomena from previous decades.

The cakewalk initially started as a competitive and caricature form of
dance culture, where workers parodied the dances of the upper class. It was
characterized by syncopated movements that required considerable physical
exertion, similar to the epileptic dance, involving throwing the upper body back,
kicking the legs up, and imitating running.

The cakewalk gained widespread popularity through its performances at
the 1889 and 1900 World Expositions, as well as the appearances of two touring
American ensembles in Paris from November 1902 to January 1903 (Deaville,
2014, p. 33; Gordon, 2010, pp. 58-59). These events turned the cakewalk into
a major sensation performed not only by African but also by European dancers,
bringing it closer to the cancan. Dancers like Polaire stereotyped the cakewalk,
transforming it into a showy and acrobatic simulation of an epileptic seizure
(the essence of the dance called épileptique), as it aligned with the French
ethnological perceptions of the Hottentots and other “savages” who were seen
as lacking culture and consciousness (Baldwin, 1981, p 205-207; Caddy, 2007,
pp. 288-289). The resulting café-chantant version of the dance was perceived
by contemporaries as the cakewalk only when gestures lost all measure (D’Arc,
1894). The connection between the epileptic dance and the cakewalk was
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also supported by scientific research. American psychologist and psychiatrist
Boris Sidis noted in 1908 that “the lower we descend in the scale of animal life,
the more prominent do the motor reactions become” (Sidis, 1908, pp. 56-57).
The exaggerated motor reactions captivated the audience while remaining safe
and controlled. (However, concerns about the “contagion” of the dance led to
the establishment of a society regulating its performance.)

The ambivalence in the perception of the cakewalk and the audiovisual
discourses surrounding it can be observed in the first film about the dance,
Georges Mélies’ 1903 The Infernal Cake-Walk (French: Le Cake-Walk infernal). For
Mélies, it represented a visual narrative of contemporary reactions to the new
dance form, depicting its genesis and its connection to cabaret and cancan.

In this film, Mélies-Mephistopheles discovers the cakewalk on Earth
and decides to stage it in Hell. He summons two black cakewalk dancers, who
perform with great intensity, executing acrobatic movements and zigzag patterns
reminiscent of epilepsy. Before this, thedancers,dressed in whiteand representing
statues, perform the cancan with rhythmic and almost mechanical movements
(possibly referencing corbeilles). They then clumsily imitate the movements of
the cakewalk dancers. Mephistopheles himself appears, performing the cakewalk
on a small platform resembling a cake (alluding to the dance’s name), arching his
back and lifting his knees high (Figures 1-2).

Fig. 1. Still from The Infernal Cake-Walk [film, 01:23], directed by Georges Mélies, 1903°

® See the image source: Le Cake-walk infernal (1903) Georges Mélies -- YouTube (15.11.2023).
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Fig. 2. Still from The Infernal Cake-Walk [film, 03:24], directed by Georges Mélies, 19037

The message of the film is quite apparent: it portrays the negative
consequences of dancing the cakewalk, which the Mephistopheles himself
performs in Hell. Additionally, Mélies conveys the ethical and social significance
of the dance within a society dominated by Darwinist theories: the association
with a lower culture and mindless mimicking of it are viewed unfavorably. At
the same time, the director demonstrates how easily one can succumb to this
influence: the statue-like girls uncontrollably begin to copy the movements of
the dancers, thus plunging themselves into a fiery abyss.

The epileptic and degenerative gestures of the dancers, appearing as
controlled bodies, are an integral part of aesthetic discourse in Mélies’ films.
Bodies and their executed movements become a sort of alphabet, while the eyes
serve as tactile organs, introducing a proprioceptive function into the viewer’s
visual and, most importantly, auditory experience. One can recall Mélies’ 1904
film titled A Mesmerian Experiment (French: Le Baquet de Mesmer, translated as
“The Mesmer’s Tub”). Again, Mélies plays the main role of the charlatan Franz
Anton Mesmer, the founder of the pseudo-scientific theory of “animal magnetism.”
It was believed to be a special fluid present in every living being. Imbalances or
blockages in this fluid were thought to contribute to illness or disease, and only
a trained mesmerist, by doing passes with their hands over the patient, could

" See the image source: Le Cake-walk infernal (1903) Georges Mélies - YouTube (15.11.2023).
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restore the equilibrium. Mesmerism, the precursor to hypnosis, was one of
the most satirized practices of the 18th and 19th centuries. Cartoonists
depicted patients of mesmerists as animals, alluding to the practice’s name and
the foolishness of those who sought treatment from charlatans.

A resurgence of interest in mesmerism of the late 19th century was largely
influenced by Dr. Charcot’s use of Mesmer’s techniques to exert control over his
patients. It can be presumed that Méliés created this film in response to this.
Mélies-Mesmer, aided by his mesmerist disciples, fills a wooden tub with water,
which then bursts into flames. When the flames subside, Mesmer retrieves
women’s dresses out of the tub, which his assistants drape over a group of
statues adorning the room. After Mesmer’s magnetic passes towards the statues,
they transform into eight girls dancing a frenzied cancan with epileptic-like pas
imitating the gestures of patients hypnotized, for example, of the Salpétriere
Theater (Fig. 3-4).

Fig. 3. Still from A Mesmerian Experiment [film, 00:46], directed by Georges Mélies, 1904

& See theimage source: Le Baquet de Mesmer (1905) A Mesmerian Experiment (Méliés) - YouTube
(15.11.2023).
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Fig. 4. Still from A Mesmerian Experiment [film, 02:11], directed by Georges Mélies, 1904°

After the dance, Mesmer drapes a dress over the central statue that
materializes into a prima dancer. She performs a series of impulsive movements
that demonstrate her flexibility. The dancer then simulates the “arch of hysteria,”
thus portraying a café-chantant version of the cakewalk: she replicates the
movements of cabaret artists who borrowed poses from mentally ill women
(Gordon, 2001a, pp. 515-516). Having finished the dance, the dancers return
to their places and freeze, becoming statues again. Mesmer then tears off their
dresses and throws them into the tub, which his assistants have brought back
in. Flipping the tub, Mesmer transforms the clothing of the dancers into chickens
and ducks, mocking the suggestibility of women and alluding to the alternate
name for mesmerism—animal magnetism (Forsyth, 2002, p. 6).

In this context, another early film comes to mind—the 1907 The Dancing Pig
(French: Le Cochon Danseur), produced by the Pathé studio. It was an onscreen
adaptation of a one-act vaudeville performance of the same name, where
a singer sang while a dancer dressed as a pig visualized the chant. In the film,
a pig in the tuxedo flirts with a young girl who strips the pig of its clothing and
forces it to dance. Soon, the girl and the pig begin dancing together and, in
the end, disappear behind the curtains. But after a few seconds, the pig re-
emerges alone, the camera zooms in, and it reveals its fangs, which might hint at
the pig’s intentions of harming the girl.

° See the image source: Le Baquet de Mesmer (1905) A Mesmerian Experiment (Méliés) - YouTube
(15.11.2023).
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The choice of the costume may allude to mesmerist practices and serve
as a symbol of deception. Depicting the dancer as an animal also signifies the
degeneracy of the performed dance.

Continuity with similar visual imagery can be observed in films that
feature what is known as the grizzly bear dance, or bear dance. It emerged in the
United States around 1910 and gained immense popularity prior to World War I.
The name comes from the similarity of the characteristic syncopated movements
to that of a grizzly bear. Among other animal dances of that period were, for
example, rabbit embraces, frog jumps, and others. Due to the closeness of
the partners, the dance was perceived as the manifestation of lust. As long as
the mimicking of animal movements was presumed to indicate its regressive
nature, public performance of the grizzly bear dance was prohibited.

The bear dance is also associated with epileptic movements, further
indicating its degenerative nature. This connection to épileptique is evident in
the 1913 The Grizzly Bear (dance) (French: Le Pas de [‘Ours (danse)), where
Mistinguett was dancing with the boxer Georges Carpentier. The grizzly bear dance
was often comically staged. For instance, in another 1913 film, Simple Simon’s
Grizzly Hug (French: Onésime et le Pas de ['ours), the main character attempts to
win a competition organized by the Academy of Fine Arts with a dance that is both
pathological and vulgar.

Fig. 5. Simple Simon’s Grizzly Hug cover, 1913. National Library of France, Paris'

10 See the image source: Onésime et le pas de l'ours : scénario | Gallica (bnf.fr)(15.11.2023).

HAYKA TENEBUAEHUA 19 (4), 2023 165 THE ART AND SCIENCE OF TELEVISION


mailto:On%C3%A9sime%20et%20le%20pas%20de%20l%E2%80%99ours%20:%20sc%C3%A9nario%20%7C%20Gallica%20%28bnf.fr%29?subject=

In the films dedicated to bear dance, regressiveness and degeneracy
were depicted through the imitation of animal movements or, as in the case of
The Dancing Pig, through the humanization of animals. A Mesmerian Experiment,
however, not only demonstrates the influence of suggestion and mesmerism on
performing arts, along with the reflection of medical discourse in contemporary
dances; it also showcases the control over women’s bodies, highlighting
the process of objectification in mass culture. The transformation of statues into
living beings represents boundless control over the body: it is the mesmerist who
decides when the statue comes to life and when it freezes again. Such control and
manipulation reveal the psychology of escapism and the futility of action, as it is
a staged show with a predetermined script. Just as during dance performances
the audience was confident that the erupting unconscious was controlled by
the stage environment itself, the same tropes begin to be employed in cinema.
The contrast between the moving bodies in A Mesmerian Experiment and
the static, mechanized automaton becomes particularly evident when comparing
it to another Mélies 1897 film, Gugusse and the Automaton (French: Gugusse
et [Automate). The latter film showcases the horror of encountering an actual
mechanism.

Mélies explores the boundaries of the subject and their individual body, as
the line between movement and stillness can be likened to that between life and
death. This can also be compared to the popular practice of the “living picture”:
numerous early films depict an inanimate object with a female image or in the
form of a woman which becomes the main character. Among such pictures are
Mélies’ 1906 The Hilarious Posters (French: Les Affiches en goguette) and Alice Guy-
Blaché’s 1905 The Statue (French: La Statue). In these films, the bodies existed in
aliminal state between static and ecstatic, and the interpretation of this liminality
depended on the viewer’s experience and perception of such a narrative: the
audience literally projected their own ideas onto the liminal object, imbuing it
with life and keeping it under their control.

On the other hand, the audience itself could also become the subject of
such control, as vividly demonstrated by the 1911 film Rosalie and Léontine Go
to the Theatre (French: Rosalie et Léontine vont au thédtre) directed by Romeo
Bosetti. In the theater, two women behave inappropriately: laughing loudly,
disturbing other viewers, and gesturing vigorously. The exaggerated poses and
expressions of the heroines tell the viewer about their temperament, social
status, and habits. Bosetti had already ironized the reading of emotions through
gestures and facial expressions in his earlier1907 film The Tick (French: Le Tic),
where the main character, a woman suffering from an involuntary head twitch, is
constantly nodding and winking at men. Here, the issue of misinterpreting body
language, kinesics, is presented, as not all gestures are interpreted the same
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way by different people. However, early cinema not only allowed the viewer to
express their unconscious but also set boundaries for their behavior: Rosalie
and Léontine Go to the Theatre demonstrates the audience how not to behave,
while The Tick shows the importance of controlling the unconscious movements.
Thus, the magic of the screen amplifies the control over the image and bodily
manifestations not only of the on-screen character but also of the viewers.

This healing power of cinema is vividly reflected in the 1912 film The
Mystery of the Rocks of Kador (French: Le Mystére des roches de Kador) by Léonce
Perret. The plot revolves around an orphan, Suzanne de Lormel, who becomes
the heiress to a significant fortune from her uncle. However, until her 18th
birthday, she cannot manage the inherited wealth, which is under the control
of the deceased’s cousin, who seeks to gain full control over it. He decides to
drive the girl insane so that she is unable to manage her wealth. She is forced to
experience a tragic event and falls into hysterical amnesia, which her relatives
strive to cure. A doctor suggests to treat Suzanne with cinematography: she
observes her reactions to on-screen images, which aids in her recovery.
The projection on the screen accumulates her muscle memory, helping to restore
her somatic well-being (Figures 6-7).

Fig. 6. Still from The Mystery of the Rocks of Kador [film, 03:37], directed by Léonce Perret, 1912

! See the image source: Le Mystere des roches de Kador (Léonce Perret, Fr., 1913) - YouTube
(15.11.2023).
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Fig. 7. Still from The Mystery of the Rocks of Kador [film, 03:40], directed by Léonce Perret, 191212

Apart from its healing power, cinema could also provoke unpleasant visual
and bodily sensations. For example, the convulsive seizure caused by the inability
to remove clothing in Georges Mélies’ 1900 film Going to Bed Under Difficulties,
alternatively An Increasing Wardrobe (French: Le Déshabillage impossible)
received special interest from the director’s contemporaries due to its connection
to the body (Danvers, 1925, p. 5).

When comparing films featuring cabaret or other dance styles derived
from it and imitating different deviations (such as Rosalie and Léontine Go
to the Theatre), one can trace the evolution of the reception and audiovisual
representation of cabaret in cinema. In the 1900s and 1910s, cabaret dances
served as metanarratives and explained the plot. In the 1920s, however, the
demonstration of cabaret culture conveyed the message to the audience clearly
enough, and the dances no longer involved intertwining concepts and theories.
In films like Jean Benoit-Lévy’s Il était une fois trois amis (translated as “Once
upon a time there were three friends”) (1928) and Jean Choux’s A Kiss That
Kills (French: Le Baiser qui tue) (1928), the reception of cabaret culture played a
significant role. Cabaret and cancan became reflections of the liminal state of
the main characters, their hidden desires, exposing the ambivalence and
concealed debauchery of both the characters and the events leading up to

12 See the image source: Le Mystere des roches de Kador (Léonce Perret, Fr., 1913) - YouTube
(15.11.2023).
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the cabaret (Danet, 2015, pp. 42-47). Overall, in the 1900s and 1910s,
the connection between cabaret and debauchery was still observed. For instance,
in Alice Guy’s films In the Cabaret (French: Au cabaret) (1899) and The Epileptic
Mattress (French: Le Matelas épileptique) (1906), deviant behavior was associated
with alcohol consumption, and the director sought to demonstrate and condemn
this sinful affiliation (in The Epileptic Mattress, the alcoholic convulsions were
equated with epilepsy). German films of the 1920s explained the debauchery
of the characters by their love for dancing, and the dances themselves were
perceived by the audience as an impending danger. This was related to
the migration of cabaret gestures and poses into pathological dances such as
the cakewalk and grizzly bear dance.

Additionally, through the portrayal of cabaret culture, directors revealed
the boundaries and dangers of the city. The 1926 False Shame (German: Falsche
Scham—Vier Episoden aus dem Leben eines Arztes) is an exemplary film here.
The screenplay, written by actual doctors Curt Thomalla and Nicholas Kaufmann,
includes a story about two young men who plan to attend a cabaret performance
at afair. However, on their way, they are approached by a stranger who invites them
to a preventive exhibition and lecture on syphilis. In that exhibition, the young men
observe bacteria transmitting the disease and witness its progression through
a microscope. This scene reminds of The Cabinet of Dr. Caligari, in which people
also seek entertainment at a fair (Danet, 2015, p. 48). The German film Moral (1928)
by Willi Wolff further explores this theme by narrating the story of a cabaret dancer
who, paradoxically, uses a movie camera to collect compromising material on
male visitors, who put on the face of moral crusaders. Here, the cabaret functions
as a place of purification: a woman persecuted by the society for her “immorality”
exposes the hypocrisy of the society itself. False Shame can be interpreted in
the same vein: it is precisely the viewing of a cabaret performance that prompts
the young men to attend the fair, where they learn about the fatal disease.

Frequently in cinema, there is an integration of sanitary education and
medical actions into popular leisure venues (which is not coincidental, as the
cancan also imitated the movements of the mentally ill), mimicking urban
entertainments. In addition to the aforementioned films, one can also recall
the 1928 film Six Girls and a Room for the Night (German: Sechs Mddchen suchen
Nachtquartier). The interest of 1920s cinema in popular urban amusements led
to non-narrative approaches to depicting everyday life: the city was presented
through gestures and repetitive actions. This is why cabaret began to be featured
as one of the prominent cinematic characteristics of the “debauchery of the city”.
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CONCLUSION

Early cinema, especially films featuring cabaret dances, represented
a polycode text that accumulated blocked or already experienced memories
through actions and images. It was not merely physical imitation that did not affect
the subconscious, as in the case of Rosalie and Léontine Go to the Theatre, but rather
a metadiscourse with a constructed narrative. Through the analyzed films, one can
observe the process of manipulating the audience: disjointed dance movements
were deliberately introduced to make the viewer experience the scenario, embedded
in the film, audiovisually. The dancers’ seemingly automatic gestures hypnotize
the audience, suppressing their consciousness. The viewers could not resist and
somatically and mentally mimicked the mechanical movements happening before
them. This imitation and reverence for the uncontrollable and mechanical were
already present in the romantic adoration of dolls.

Synesthesia contributed to fathoming the secrets of the collective
unconscious. It can be argued that the tendency and attraction to the primitive,
which was popularin the 1910s and 1920s, first manifested itself in the grassroots
dances and was audiovisually expressed through dance movements. The cancan
itself initially incorporated a pathological gestural language, which later became
associated with regression in the context of its convergence with African dances,
mesmeric practices, and quack discourse. As a result, researchers Gordon and
Rabinovitz believed that the viewer was entirely dependent on bodily movements,
mimicking them (Gordon, 2001b, pp. 67-71; Rabinovitz, 2012, p. 141). This
can also explain the large number of deviations in early cinema. Such are, for
example, the 1909 Princess Nicotine; or, The Smoke Fairy, the 1901 The Dwarf and
the Giant (French: Nain et géant), or the 1903 The Dwarfs’ Cake Walk (French: Le
cake-walk chez les nains) by the Pathé Freres: these are all somatic triggers that
help the viewer “read” the underlying meaning embedded in the film.

BBEJAEHWE

Mpexae YeM NPUCTyNaTh K aHanu3y HeNnoCpeaCTBEHHO MUABMOB U APYrX
BM3YyasibHbIX JOKYMEHTOB 3MOXM, CTOUT MOSICHUTb YMTaTEeNto, B YEM 3aK/tovaeTcs
CaM MexaHW3M ayaMoBM3yanu3aummn B paHHEM KMHO. Yalle BCEro 3TOT TEPMUH
NPUMEHUTENBHO K KUHeMaTor pady MCMOMb3YHOT B pa3roBOpe 0 OPOACKMX CUMEO-
HUSX. Y4eHble CKIOHHbI BOCMPUHMMATL Takue hUnbMbl B TEPMUHAX My3bIKaNbHOM
aHanorum, KoTopas CPaBHUBAET MX POPMaNbHbIE INEMEHTbI C My3bIKaNbHbIM MPO-
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13BEEHNEM, B KUHO NOAOOHbIE 31EeMEHTbI CTAHOBATCS HEC/bILINMbIM BbIDAXEHU-
em 3Byka (Schwartz, 2018). 3To BAUSIHKE NPOSBASETCS B IBYX PA3ANYHbIX TEXHUKAX
CO3aHNs HECNBILIMMOTO 3BYKA: reHepaLns «<BU3yanbHOTO WyMa» 33 CHET BbICOKON
CKOPOCTU PeAaKTVPOBaHNSA 1 Pa3MbITUS M306PaXKEHVS B ABMKEHW M 0OpaboTKa
ABWKEHMS KaK 3ByKa (kak B hunbmax Banbtepa PytTMmana 1 [13nrv BeptoBa). Ecnn
e Mbl ByfiemM BeCTu pedb 06 ayanoBmsyanu3aunsx B GunbMax, CBS3aHHbIX C TaH-
LeBabHO KyNbTYPOiA, TO CaM PUTM NEPEefaeTcs HYepes [BMKEHWS aKTEPOB.

06 37O 0COBEHHOCTH NULLET IMMaHy3Nb AHApE B KHUre «LLJok cybbekTa.
OT ncTepum K KHO (XIX-XXI BB.)»: «<KMHO MO0 Hbl MOMOYb M36aBUTLCS OT Na-
ToNnornu, NOAABUB ee CUMNTOMbI» (André, 2011, p. 15). Peyb B 3TOW UMUTaTe NAET
0 TOM, 4TO YeNloBEK, HaXxOAsICh Mepeq «MLOM» TaHLEeBaNbHOTO NpeacTaBneHNs,
UCMbITbIBAN Ha cebe ero naTonornyeckoe BAUsSHME, «MCLeNssicb» B 3TOT MO-
MEHT: NOSIBAANACH TAra NoApaxaTb M3-3a BHYLIEHWS, OKa3blBAEMOTrO XeCcTaMu
W ABWIKEHWAMU TaHLopa Ha 3puTens. P.b. fopaoH Ha3biBana 37O «<HOBOW TEOPU-
el 3pennuiHocTn» (Gordon, 2013, p. 24), BonouwatoLle nocpeacTBOM NoAepri-
BaHWA 1 CyaoPOr IOMUHNPOBaHME TeNa Haf, Pa3yMOM (HWU3LIEro Haf BbICLINM).

B uenom B cBoux Tpyaax fopaoH No3nUMOHMPYeET KuHeMaTorpad Kak ncre-
pudeckyto GopMy MCKYCCTBa, Kak NOrMyeckoe NPoAoMKeHWe HeMmoCcpefCTBEHHO
KyNbTypbl kabape v ee pa3BnekaTenbHbIx GopM. Mccneposatens nuwet: «Ecau
BEPHO, 4TO MOMNYASPHbIE CMEKTaKAM NOOWPSAN — UK aXe BbI3bIBaNN — UMU-
TaUMIO UCKIOUUTENBbHBIX TENECHbBIX U MCUXMYECKUX COCTOSIHWUI, TO 3Ta TeHAeH-
UMS UMUTVMPOBATb UCTEPUYECKME UK COMHAMByNMYecKne WecTbl bbina Obl elle
CUnbHee B KnHeMaTorpade, rae rMnHOTUYECKNA 3P heKT yeunmean MepuaroLmui
CBET Ha SIPKOM 3KpaHe B NonyTeMHoi KomHaTe» (Gordon, 2013, p. 155). Monob-
HOe ycuneHue, No MHeHo FoOpAoH, BbINO CBA3aHO C TEM, YTO MOTUB «TUMHOTK3-
Ma-COMHaMbynmamMa» SBASNACS ONMLETBOPEHNEM KMHEMATOrpadUyeCKoro onbiTa
(Gordon, 2013, p. 156). Mo cyTu, KMHO AN NEPBbIX KMHO3PUTENEN SIBNSNOCH B Ta-
KOM CNly4ae MexaHu3MOoM pedneKcuyt 0 COBPEMEHHOM UM BHYLIEHWN, «Pa3foxe-
HWW» 0BLIECTBA M €70 NOTEHLMANbHOWN 3apa3nTeNbHOCTY ANS HAMBKAA. BAnsHue
NCUXMATPUYECKOTO IMCKYPCa Ha KMHO MOXHO NPOCNEANTb U B CaMOM KUHO: 06pa3
AokTopa Kanurapu, KOHTPONMPYIOWEro repoeB 1 3puTens Ha NPOTSHIKEHUN Ku-
HONEHTHI, ObIN CNKcaH ¢ fokTopa LLapko, ccnenoBaTens UCTEPUN 1 «3aBOAYMKA
ncTepuYeK», No BelipaxeHuio M e Monaccara (Kaes, 2009, p. 63-64; Maupassant,
1882, p. 2-3).

B 3TOW CBSI3M MHTEPECHO, YTO UCCNEA0BATENM CBA3bIBAIOT TaHLEBaNbHYHO
KyneTypy Kabape ¢ ncuxmaTpuyeckuMun 3aboneBaHusMm 1 yKasbiBakoT Ha To,
4TO MEXAY HUMU MPOVCXOAMA NPSMON B3aumoobmeH (Gordon, 1989; Gutsche-
Miller, 2015; Pillet, 1992). TopaoH nNucana, 4TO «KAMHUYECKMe HabnwoaeHus
¥ NcuxmaTpuyeckas Teopus Bo GpaHLmMm KOHLA 1eBATHAALATOro BeKa CHabaw-
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NV NapWKCKoe Kabape 1 paHHWEe KMHOKOMEAWN penepTyapoM ABVKEHWI, rpu-
Mac, TMKOB W XecTurkynaumia» (Gordon, 2001(a), p. 515). 3To noaTBepxaaeTcs
Kak BOCMOMUHaHVSMW, TaK U NeCHIMIU CaMmUX UCMONHUTeNew: Tak, MucTuHreTT!
B 1900 rofly cnena necHto «lapmxaHKa-3nnMaenTuyKa», Kotopas HadyrHanacb co
CNOB: «KOTAA % CAbILWY MY3bIKY, Y MEHS HadMHaeTcs anunencus» (Gordon, 2010,
p. 58).

[lencTBrTENbHO, ByallepraM 1 KOHTPO/b Haf TenoM MOBAUSAAN Ha «HU30-
BYIO» KynbTypy XIX Beka: 3apoamBluviics Ha MoHmapTpe B KOoHLe 1820-x KaHKaH
NpeBpaTUICs B JOMVHMPYIOWMIA TaHel, B KOHLe XIX Beka BO MHOroM bnarofaps
TOMY, 4TO OfjHa W3 CaMblX NONYAAPHbIX TaHLOBLLWL XaHHa ABpWb, CTpagatoLlas
nnsckolt CB. BuTa v saBnsBwascs nauneHTkol goktopa LLapko, nocne okoHva-
HUS NeYEHNs CTana UCNONHATb MMEHHO KaHKaH B Kabape (Bonduelle and Gelfand,
1999). B cBOVIX TaHLax 1 KocTiomMax ABpUAb NPOBOAWAA ayanoBM3yanmn3aumto ans
3pUTENS: paccKasblBana CBOK UCTOPWIO «BE3yMHOM» XEHLLMHBbI, MTOKOPUBLLIEN CLie-
Hy. OfiHa M3 OCHOBHbIX McCneaoBaTeNbHUL, Kabape /ln3a ANNUHbSHE3W nucana,
470 B Canbnetpuep naumeHTsl JoKkTopa LWapKo, y KOTOpbIX 4MarHOCTUPOBanu 1c-
Tepuio, «N0ROBHO PaHHMM 3BE3[aM HEMOTO KUHO, KOTOPbIE BMOHE MOV UMUTH-
pOBaTb VX BblPAXEHWS, OHW NPOXOAMAN ApamaTUyecKue 3Tansl 3TUX COCTOSHMI
nepen kaMmepoii» (Appignanesi, 2004, p. 311).

Mpwv aHann3e TpyaoB NepevncneHHbIx Bblle nccaenoBaTenein BO3HMKaeT
3HaYMTeNbHas Npobnema: Bce ydeHble NoapobHO He paccMaTpmBatoT MPOHUKHO-
BEHME KECTOBOW CUCTEMbI Kabape B HEMOE KMHO U He pacluMdpPOBbIBAIOT €€ 3Ha-
YeHKne ans CTPYKTYpbl drabma, GOKYCUPYSCb Ha POV HEBPOMATONOMMYECKOrO
XKECTa B CTPYKTYPE HKeCTOBOW cUCTEMbI Kabape 1 drnbMa. K ToMy xe, y4nThiBas,
4TO MHTEPEC K NOA0OHbIM «6eCCO3HATENbHbIMY ABMKEHUSM U KeCTaM Obli onpe-
AeneH 3aKoHoAaTeNbHbIMIU OrpaHYeHKIMIU (Beflb XeCcToBas cuctema kabape
cdhopmMrpoBanachk 13-3a 3aKoHa 0 3anpeTe neceH 1848 rofa: cM. 06 3ToM fanee),
MOYHO BCTYNNTb B 3304HYI0 MONEMMKY C MHEHMEM [opAoHa: KonnpoBaHue bec-
KOHTPONbHbIX TMKOB AyLIEeBHOOONbHbIX B kKabape OblN0 CBSA3aHO C BaXHENIMMM
M3MEHEeHMAMU B COLMOKYNLTYPHON cpefe dpaHuUmy BTOPOM NonoBUHbI XIX B.
1 He ABNSN0Ch MHCTUHKTUBHBIM.

UM 1 onpefenderca NoOCTaHOBKa r’mnoTe3bl HaCTOﬂLU'eIZ CTaTbW: BM3yallb-
Has CBA3b MexXay YECTOBOW CUCTEMON Ka6ape M PaHHNM KMHO onpefeneHa np4-
MbIM 11 CO3HATE/IbHbIM KOMMPOBAHNEM XKXeCTOB Ka6ape a4 ananora Co 3puUTeNiem.
BblﬂBVIHyTbII;\ TEe3MC CBA3aH C TeM, 4TO PaHHee KMHO 6bI10 HEMbIM, ayANOBMN3Yyann-
3aUnn NIKeCTbl NTPanmn 3Ha4nNTeIbHYIO POTb ANA paCU_II/IdI)pOBKI/I CPO)KeTHbIXJ'II/IHI/IVI,
N MMEHHO B Ka6ape YKe 6bina CdDOpMI/IpOBaHa TaKas ayAnoBu3yasbHas «A3blKO-

LdpaHLy3cKas 3CTpafHas NeBuLa, TaHLOBLLMLUA 1 aKTpUCa.
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Bas» cUCTEMa. B CBA3M C 3TUM Lenb CTaTbh — aHanu3 v OCMbICNIEHNE peLenumn
1 ayiMoBM3yanm3aLmm kabape B HeMOM KrHo 1900-1920-x.

AKTYaNIlbHOCTb NpefIoXKeHHON TeMbl 3aKMt04aeTcs B TOM, 4To bnarogaps
TaKOMY UCCNeLOBAHNIO MOXHO HE TOMBKO PaCUMPUTb TPaHWLbI aHaNN3a HeMo-
FO KMHO M YTOYHWUTb MreHe3nc paga naTTeEPHOB B HEM, HO U MPOBOANTL MEXANC-
UMMANMHAPHbBIE U3bICKAHNSA HA CTbIKE HECKONBKNX AUCLUMUMINNH: KYJBTYPONOTr UK,
NCKYCCTBOBEAEHMA, NCUXONOTUN 1 NCUXMATPUK. Kpome TOro, CTaTbd MOMOXET
BbIABUTb K/KOYEBbIE KYyNbTYPHO-3CTETUYECKME JOMUHAHTLI, XapaKTepHble Ana
MOIOAON0 KNHOUCKYCCTBA, aKTVBHO anpomnpunpyioLLero BaXKHble 419 MacCOBOW
KynbeTypbl 06pa3bl Kabape, BOCMOMHUB NaKyHY B U3y4eHMM XECTOBOW CUCTEMSI
PaHHero KMHO 1 OODBACHUB PSAA MPUYUH UCNONb30BAHMS KECTOBOW CUCTEMBI
Kabape B HeMbix @unbMax 1900-1920-x. OnbIT WccnepoBaTeneit B paMkax Ha-
MEeYeHHON NpobnemMaTuki yYUTHIBAETCS aBTOPOM, OfHAKO KOHLenuus oTau-
4aeTcs: ecIn paHee B ANTepaType OCHOBHOM OKyC BbiN Ha BECKOHTPOBHOE
KOMMPOBaHWE 1 NCKNIOYNTENIbHO COMaTUYECKOE BOCMPUATIE 3PUTENEM KECTOB
1 TaHUeB Kkabape, TO aBTOP JAHHOMO TEKCTa CTPEMUTCS pacCMOTPETb MHTerpa-
Um0 kabape € TOYKM 3peHns ee MONMKOA0BOIO 3Ha4YeHVs Ang Gubma.

HeobxofMMO OTMETUTB, YTO NPU paboTe Haf CTaTbeli aBTOp MCMOb30BaN
[OKYMEHTasbHble 1 Br3yanbHble UCTOYHMKM HalnoHansHol 6ubnvotekn dpax-
LW, KOTOPbIE MOMOMM PEKOHCTPYMPOBATL OTHOLLEHME COBPEMEHHWKOB K N0A06-
HbIM TEHAEHUMAM B KUHO U TO, KaK 1 13-3a 4Ero 3T TeHAeHUMM NOABAANNCL. MaTe-
puanamu Ang UCCNefoBaHms NOCAYKUAM 0TobpaHHble hunbmbl Anuc v, Xopxa
Menbeca, cTyguu MNate 1 psag Hemelknx punsMos 1920-x. 3T hunbMbl BiOpaHbI
415 KOMMIEKCHOTO aHanw3a, T.K. B HUX HaMpsiMyto KOMUPYHOTCS KeCTbl kabape, 4To
OTPaXEHO KaK B Ha3BaHMAX (UAbMOB, TaK 1 B UX BU3yanbHOM psge.

®OPMUPOBAHUE XXECTOBOW CUCTEMbI KABAPE

[Ons npobnematunsaummn heHomeHa kabape, ero pPon B COLMOKYNETYPHOW
cpefie, a Takke ero peuenumm KNHOUCKYCCTBOM, OTMETUM PSif BaXKHbIX TeHAEH-
UM KynbTypbl kabape, BbISBUB WX K/IHOUYEBbIE KaTEropun, KOTOpble BMOCned-
CTBMW HaLNU OTPaXeHMe B KUHO.

B nepwvog TpeTbeit pecnybnukum (1870-1940) akTVBHO pa3BrBaOTCs Kade-
KOHLIepTbl, kabape, 3aBe3eHHbIN 13 AHMNK MIO3UK-XO/, AEMOHCTPUPYIOLME,
no MHeruio C. lyTwe-Munnep, «byHaameHTansHoe NpoTuBopedmne Mexay ne-
FaHTHOCTBIO U AypHOI penyTaumnen» (Gutsche-Miller, 2015, p. 15). B 1877 rogy
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YKak BOHHOM Hanwcan: «korga NpuxoauT 3apnaaTa, Mbl OCTaBASEM MOAOBUHY,
TPV YETBEPTHU, €C/IM He BCe, B Kabape. X0351H NoBecenen; HO B lOMe HET HU X/le-
6a, HV Msica, JeTU MaYyT, XKeHa pyraeTcs, Mbl CCOPUMCS, pa3aparaemcs apyr
Ha Apyra, U BOT AOMalliHee X034MCTBO CTaHOBMTCS noaobuem aaa. MNpuunHa
3na, rae oHa? B kabape» (Bonhomme, 1877, p. 31). [lelicTBUTENbHO, Kabape BO
BTOPOM NoNoBUHe XIX Beka HbI10 OAHOM 13 CaMbix MONYNSPHbIX GOpPM pa3sne-
YeHKs, 4To noaTBepxaaeTcs HONbWUM KONMYECTBOM NMTOrpacduii 1 rpasop
bpaHLy3CcKmX xygoxHMKoB A. Tynys-/loTpeka, 3. [lera, XK. Cépa v gpyrux.

TyT HeobxoaMMO caenaTh OroBOPKY: NosiBeHWe U GopM1poBaHye Kabape
1 MIO3MK-XONI0B ObINN CNEACTBUEM PEAKLIMM Ha <YYo hanblb» Kade-KoHLep-
Ta (Angenot, 1991, p. 94). B 37Ol CBSA3M BCTAeT BONPOC O MPUYKHAX NONYASPHOCTY
He TONbKO Kadhe-KoHLEepTa, HO U AApYrx opM pa3BaeyeHnii BO BTOPOI MONOBUHE
XIX B. ¥ Ux oTAmumin. OTBET AOCTAaTOYHO MPOCT: BO BTOPOM NonosuHe XIX B. B Ka-
be-KkoHLEpTaX, a No3Xe U B kabape, CNoxunacs ocobas xecToBas cMcTeMa, Bbipa-
XaBLIasiCH NPeVMyLIECTBEHHO B TaHLE, KOTOPas CTana CBOErO POAa «53bIKOM» [Nl
obuleHus cpeaun nopeit. OHa copmrpoBanack B pesynsTaTe NpaBUTENbCTBEH-
HbIx Taby 1848 r. BO ®paHUMU: OKONO AECATU NPOLEHTOB NeceH HbINO 3anpelle-
Ho (Goldstein, 2012, p. 28). HoBble orpaHuyeHns NPUBENN K NOSBAEHMIO OCODbIX
TaHLUEB ¥ XKeCToB (3NUnenTvKka?, roMMésa®), B KOTOPbIX apTWUCTbl MCNOAb30BaNK
CUNbHO 3aKOAMPOBAaHHYIO cucTemy oblleHmns co 3puTenem (Gordon, 2009, p. 36;
Conway, 2004, p. 34). MonynsipHOCTb 3TOM CUCTEMbI MPOAOMKaNack 40 — roga oT-
MEHbI LIEH3YPbl NeceH. MIMeHHO No3ToMy Kade-KOHLepPT — BU3yanbHOe 3penuiue:
NOMUMO OCODBIX XKECTOB TAHLIOPOB ¥ NEBLIOB, 3A€Ch CTABWV XKMBbIE KaPTVHBI, Bbl-
cTynanu 60pLbl, TAHLOPbI, UCMOAHSAV MAHTOMUMbI.

Kpome Toro, kade-KoHLepT Npofo/MmKan KapHaBanbHyto Tpaguumio: Teny
N ero ABWMKEHNAM OTBOAMIOCH LEHTPalbHOE MECTO, YTO OTMEHSANO PaMKu Npu-
AVYMIA N OFPaHMYEHNs CBETCKOro obLecTBa B MPOCTPAHCTBE MNpeacTaBneHus.
B nTore Kache-KoHUEPT — MecTo pecneKcun Hafl CoUuManbHbIMU, MOANTUYECKAMM
11 SKOHOMUYECKMMU NPobaemMamu, NO3TOMY B HeM Bblvi MOMYNSiPHbI CKATONOMMYe-
CKME NECHW, NECH MbAHWL, XKEHLLWH, Haf KOTOPbIMK COBEPLLANM JOMallHee Hack-
nvie (B13yann3npoBaHHOE Kak YCTHO, TaK U KecTamu, U KocTioMamu) (Harris, 1989,
p. 335-339). B 3TOM ¥ NposiBASETCS OTAMYMe Kade-KoHLepTa U Kabape: xapakTe-
PU3YeTCs ABYCMbICIEHHOCTBIO U CaTUPOW Ha HPaBbl ¥ MOAUTUYECKYIO CUTYaLMIO
006ULeCTBa, HO NPOSIBASETCS 3Ta CaTpa Yepes NoyHaMEKH, BU3yanv3vpoBaHHbIe
B TaHUe.

2 CTUNb «anunenTuka» KOMMpPOBan OTPbIBUCTbIE N XaOTUYHbIE ABMXEHUA NaLMEHTOB HEBPOJ10-
TMYECKNX U NCUXMATPUHECKNX OTLl'eﬂeHl/HZA

3 foMMé3a — coBpeMeHHas eHLUVHa, OfeTas B OTKPOBEHHYIO, HO 3M1eraHTHY0, HeObbIYHYO

opexay. B 3ToM cTune 6bin NOACTANL — 3NWAENTUYecKast TOMME3a, B KOTOPOM COBMELANNCh
anunenTrKka v rommésa (Gordon, 2009, p. 78).
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B cBS3M C 3TUM BegylLve apTUCTLI Kabape yaensnv 3HaYnTenbHoe BHUMa-
HVE KOHCTPYMPOBaHUIO COBCTBEHHOTO CLEHMYECKOro obpasa: «Mpu3payHblii»
06pa3 Mait MUnbTOH, MapriHanbHas cTpaTervs camopenpeseHTauny BaneHtu-
Ha BeckocTHOro 1 XaHHbl ABpUb, HEeBPOTUYeCKoe amnnya MBeTT Mnsbep, Ybh
CUEHNYeCKMe 0bpasbl AOMOMHAANCE NPUCYLWMMY TONBKO UM XecTamu. XKecTo-
Bas cMCTeMa TaHLOPOB 1 NeBWL, B OCHOBHOM bHbina cchopMmpoBaHa 1 BAOXHOB-
neHa HeBPOTUYECKUM AMCKYPCOM PpaHUMM TOTO Neprosa, YTO NOAKPENNSETCS
BOCMNOMWHAHNAMN COBPEMEHHMKOB. Tak, AHape WagypH nucan 8 1889 r., 41O
«CMBICN Kae-KOHLEepTa B TOM, HTOBbI MOKOHYMTb CO BCEMYM MPUANYUIMU. [ns
bonblient YacTv nybnnku — 3to bucetp, rae oHW MOryT cBO6OAHO BbipaXkaTb
cBoe H6e3zymue» (Chadourne, 1889, p. 277). o ero MHeHMo, BCe TaHLIOPbI KaHKa-
Ha nonaganu B NCUXMATPUYECKME OTAENEHWS, a 3PUTENN, KaxaaBLUME VX Bbl-
CTYNNEHWNN, y)Ke nMenu «ucTepudeckume» Brycol (Chadourne, 1889, p. 277-278).

370 ObINO CBSI3aHO C TeM, YTO MOfOOHbIe TaHLbl acCoLMMPOBaNnCh C
NPOCTpaHCTBOM H6onbHMUbI CanbneTpuep, rae Bnepebie ObiAM OnyennMKOBaHbI
oTorpaduum *ecToB 1 N03, N0 KOTOPbLIM MOXHO BbIN10 MAEHTUDMILMPOBATL be-
3ymua. Kpome Toro, B CanbneTpuep Obian NocTaBneHsl «MpoTonepdopMaHchI»:
NpefcTaBNeHNs Ha CleHe Tak Ha3biBaeMoro «TeaTpa CanbneTpuep», B KOTOPbIX
AEMOHCTPUPOBaNYN BO3MOXHOCTb MaHWUMYNMPOBaHUsS Tenom «[pyroro». Meau-
KV 3acTaBnsnv NauyMeHToK ny6arM4yHO ¢ MOMOLLbBIO TMNHO3a KOMMpPOoBaTb MO3bl
V1 XKeCTbl C MOMAOTeH CTapbix MacTepoB. TaknM 0bpa3om, OHKM BBOAWAM NaToNo-
MUY B XyBOXECTBEHHbIA ANCKYPC, U NoA0oOHbIe NpeAcTaBneHus nocellan Becb
apTucTuyeckuii Mapwx: M ae MonaccaH, 3mMunb 3ons, Capa bepHap, OrtocT Po-
aeH u MHorne apyrune (Walusinski, 2013, p. 35-37).

MonynspHOCTb NOCTaHOBOK LUapko obbsAcHAeTCa Tem, YTO OHU nepe-
CeKanuchb C POMaHTUYECKUM NpefcTaBaeHNeM O CBEPXHECTECTBEHHOW TaHLy-
lOLLEN KMBOW MaLLMHE, KOHTPONMPYEMON 1 NPK 3TOM 3aBOPaXMBatOLLEV 3pu-
Tenen cBoel HeoOBACHUMOW 3Hepruelt. B LenomM NOoAKOHTPONbHOE KOMY-TO
Teno 6bi1o nonynspHbiM 06BEKTOM B KynbType XIX Beka, O0CTaTO4HO BCMOM-
HUTb NONOTHA «Myx4MHa 1 Kykna» (1873) Sarapa [lera v «Myx4mnHa ¢ Kyknamm»
(1899) XaHa Bebepa. CTOUT OTMETUTb, YTO NOJ0OHas TeMa 0Tpasuiach U B n-
TepaTypHbIX MPOV3BEAEHMAX, HanpuMep, B pacckase 3. T. A. focdmaHa «[ecoy-
Hblil YeNOoBEK», B KOTOPOM A0Yb Npodeccopa Ha CaMOM fene Okasanach aBTo-
MaTOM, COONa3HUBLIMM CBOEW MHAKOBOCTbIO [aBHOTO repost BO BpeMs TaHLa v
AOBEALNM ero Tem CamblM 1O CMepPTY. PalyMoHanbHas MallvHa H1Cnposeprna
paLMOHaNbHOCTb MaBHOTO repost. Pasym repos 6bin 3anyTaH aygnoBmnsyanmsa-
LMeit: TaHLeM 1 KOPOTKMMK (bpa3aMu aBToMaTa, KOTopble BBOAUIN HEOAYLLEB-
NeHHbIN NpeaMeT B KaTeropuio oaylesnerHoro (Jentsch, 1997).
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MepdopMmaHc XIX Beka Takke Urpan Ha 3TOW MOLLHOM ABYCMbICIEHHOCTU:
BMECTO TaHLUYyOLero HeodylWeBNeHHOro 0ObeKTa TaHLUOBLUVK/Ua Ben/a cebs
TaK, Kak ecnu bl OHa AKX OH BbINK HeoayLeBNEeHHbIM 0ObEeKTOM. Mpu 3TOM 1C-
NOAHWTENN MbITaNNCh UCMOMB30BaTb MOLb aBTOMaTa, YTObbl OKa3biBaTh M1M-
HOTUYEeCKoe BO3AENCTBME Ha CO3HaHMeE 3puTeNs. 3TO OTHOCKUIOCH He TOMbKO
K TaHLOBLLMKaM; B LienloM Noboi aesTens kade-koHuepTa nnn kabape ctapan-
CSl UCMOMHATD 3TY OfIHY M3 CaMbIX HTPUTYIOWMX ANS 3pUTENs pPofeit: MOXHO
BCMNOMHUTb [ATENbHOCTb TaK Ha3biBaeMblx corbeille* — rpynnel 13 nonyato-
XNHbI MONOABIX XKEHLLUMH B BEHEPHUX NAATbsX, KOTOPbIE CUAENN NONYKPYIrOM Ha
CUEHe B TeYeHMe BCero Bevepa, MoYTY He WenoxHyBWrcs. Kopbelnnu Bocnpu-
HVYManuChb Kak 06BEKT ByallepmncTCKOro yaoBoAbCTBMSA, CUNON 0BLIECTBEHHOIO
B3IN94a OHW CTAHOBWANCh HEMHAMBUAYANBHOW CEKCyan3npoBaHHOW Maccow,
4TO SIPKO OTPaxano KOHLENLMIO OKynspLeHTpru3mMa’ XIX Beka.

OfHWM 13 NepBbIX NPOSBASHWIA YIPaBASEMOro U 3KCTaTUYHOIO TaHLyHo-
lero Tena bl POMaHTMYECKNI KopaebaneT, B KOTOPOM TaHLOBLMLbI CO3AaBa-
Ny aMbuBaneHTHble, MOTYCTOPOHHME 1 OMNacHble 0bpasbl, APKUM NPUMEPOM 5B~
nstoTcs Bunucel B «Kmsenum» (1841). MoTyCTOPOHHME CyllecTBa, 0bypeBaemble
NPOpPbIBaOLLMMCS 6ECCO3HATENbHbBIM, KOPPEAMPOBanM C NONYASPHOW TeMOiA
COMHaMObyn 1 3arMnHOTV3NPOBAHHbIX B M3006Pa3nTENbHOM NCKYCCTBE BTOPOM
NONOBMHbI XIX BeKa. ITO ONH M3 Tex COBNasHUTENbHbIX AMCKYPCOB, KOTOPbIA
¥ OTpaswcs B kopaebaneTax kabape.

Ha elle psig npeactaBneHuii B kabape nosausam ncuxodmdnyeckune
1 NCUXOU3MONOrMYEeCKMEe IKCNEPUMEHTbI KoHLa XIX Beka. OHM NoKasanw, 4To
HabnoaeHne 3a ABMKEHUSMU APYruX Ntofel Bbi3biBaeT 6ecco3HaTenbHoe no-
BTOPEHYE B TeNe 3pnTeNs COCYANCTOM, MbILIEYHOW U AblXxaTeNbHOW CUCTEMaMU.
Tak, Hanpumep, Wapnb AHpn B 1885 rogy BO «BBeAEHUN B HAYHHYIO SCTETUKY»
nucan, 4To «HEeT naen 6e3 BMPTYanbHOro, a 3aTeM U peanbHOro ABMIKEHMS»
(Henry, 1885, p. 2). iccnepqoBatenyt B YHUCOH NMPUXOAMAN K BbIBOAY, YTO XKECTb
¥ No3bl TAHLOBLIMKA «MOryT, Bnarofaps CBOEro pofa 3apa)eHuto, Bbi3biBaTb
AHaNOrMYHble CUMMATOMbI Y CMOTPSALLErO» U «4eN0BEK HEM3MEHHO BMNagan B UC-
Tepuky» (Simon, 1877, p. 98; Gordon, 2010, p. 64). o cyTw, TaHUbl, onupatoLme-
Csi Ha beccosHaTenbHoe, Npobyxaany 6ecco3HaTeNnbHOe 3pUTENs, BBOAUIN ero
B «AMKOE», «MepBOObITHOE» COCTOSIHME, OMacHOe U B TO e BpeMs byfopaxa-

*3TrMonornyeckmn cnoso corbeille nponcxoanT OT «<kop3KHa». Mo OTHOLWEHWIO K CTaTUCTaM 3TO
CNOBO CTano ynoTpebasTbCs B CBA3M C TEM, HTO B PaHHMI 3Tan Kade-WwaHTaHOB PyKOBOACTBO
He NAaTVUNO PerynsipHyIo 3apnaaTy UCNONHUTENSAM, U OHM BbIW BbIHYKAEHbI BbIOMPATh CaMo-
O CUMMATUYHOrO NPEeACTaBUTENS FPYNMbl, KOTOPbIV NepefaBan KOP3vHy NOCETUTENSAM MeXay
NeCHAMM 415 NONYYeHUs AEHEXHOTO BO3HArpaXaeHus.

° [NaBeHCTBO 3peHus, CNocob BOCMPUATUS AENCTBUTENBHOCTY Yepes BU3yanbHOCTb.
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wee. Npoucxoamno 3Tto Hnarogaps 0cobol MeCTUKYNaLUMKM, KoTopas cTana
npeaMeToM HabaeHUs B Hay4YHOM NPOCTpaHCTBe: bonbHYLe Canbnetpuep.

Takum 06pa3oM, TaHUbl kabape CBA3bIBaNNCh C MPUMUTUBHbBIMYK 0bLLe-
CTBaMU, NAesMu O BbIPOXAEHMW, by CBOEro poda CrnocoboM UCMbITaTb BCe
MapruHanbHble CTpaTerv, 3aBopaxuvBatowme u nyrarowme xuTens ropoga
pybexa XIX-XX BekoB. ITO onpefeneHo Tem, 4TO Kak pa3 B KoHLe XIX cTtoneTtus
NPUMMUTUBHOE, KaK ero HasbiBan Muwens TeBo3, «AOKYNbTYPHOE WCKYCCTBO»
NPUMMUTUBOB, AETEN, CyMacCLleALnX, <MHAKOBbIX» MNOb3yeTcs 0coboi nonynsp-
HocTbto (Thevoz, 1976, p. 1-3). TyT CTOUT y4nTbIBaTb, HTO Kak Kade-KoHUepT, Tak
v kabape BbINM MeCTOM COCpeioTONYEHWS BCEX MOMNYSPHbIX TEHAEHLMI BTOPOIA
NONOBWHbI XIX BeKa: [OCTaTOYHO BCMOMHMUTL NeBuLy ¢ 60pofo nan Takue Ka-
6ape kak «An» (Cabaret du Ciel) n «Pain» (Cabaret de l’Enfer), B KOTOpbIX BONAOLLa-
AMCb KOHUEMLMM O COBPEMEHHOM «HEBPO3E» U «O4MLLEHNM» BTOPOW MONOBUHBI
XIX Beka.

AyanoBM3yanmn3aLmy CTanm HacToNbKO NOMYASPHbIMU, YTO OCOBYIO POfb
B XIX Bexe cTan urpath Kade-waHTaH «Cnenbix» (Café des Aveugles), rnaBHbIMK
3Be37aMn KOTOPOro ObIAN CeMnble My3blKaHTbl, KOTOPbIE, MO MHEHMWIO COBpe-
MEHHVKOB, yaauHee BCEro BOM/OWANM CKPbITble OT COBPEMEHHWUKOB MHTEHLMN
obulecTa (Delvau, 1862, p. 183-187; Tissot & Aude, 1794, p. 5-6). Bnocneacteum
«03BYYMBaHME» 1ENCTBUS ObINO CBSA3aHO C TENECHOCTLI0. [OPAOH Npeanonara-
eT, YTO 3NUNENTUYECKas 3CTETUKA NMapUIKCKOro Kabape koHua XIX Beka bbina
nepeHeceHa B KMHO UCMOMHUTENSIMU, KOTOPble NMepeLiin co CLEHbI Ha 3KpaH
(Gordon, 2001(b), p. 207-214). 3Ta NPeeMCTBEHHOCTb MPOCNEXMBAETCA B PaH-
HUX PUNbMax o TaHuopax: MyneH Pyx» (opur. Moulin Rouge) 1900 rogaa, «TaHel
cepnaHTuHa» (opwr. Danse Serpentine) 1896 rofia, HO UCKIOYUTENBHO 13-3a
TOrO, YTO TAHLOPbI CTAHOBU/IUCH aKTepamu.

PELEMUMA N AYANOBU3YAIN3ALUNA KY/IbTYPbI KABAPE
B KEKYOKE, MEABEXXbEM TAHLIE U HEMOM KMHO

CTpeMneHume K «AMKoMy», HepBHOMY 0COD0 MPOSIBMNOCH Ha pybexe XIX-XX
BEKOB, B Neprof, Koraa nosiBUAOCk 60/blIoe KOAMYECTBO pa3HbIX BUAOB TaHLEB,
KOTOPbIE OKa3blBaNv 3Ha4YUTENbHOE BIUSAHNE Ha BU3YabHYHO KyNbTYPY. 3TU TaHLbl
NPenMyLLECTBEHHO 3aMMCTBOBANM XKECTbI M MO3bl U3 KaHKaHa. Peyb NaeT O Kekyo-
Ke 1 TaHLe MeaBefs rpu3fu, KoTopble CTanu nonyaspHsl B 1900-1910-e. Oba 3Tu
BMaa oopMuancs bnarogaps onope Ha psf KynbTypHbIX GEHOMEHOB NMPOLWbIX
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aecsaTuneTnit. ECv roBopuTs O KEKYOKE, TO 3TO M3HAYaNbHO COPEBHOBATENbHbI
1 B NepBYIo o4epefb NapoaninHbIi B TaHLEeBanbHOM KynbTypbl (paboyme na-
POAVPOBaNY TaHLbl FOCMOA), KOTOPbIA NpeacTaBaseT coboin CUHKOMMPOBAH-
HbIl TaHel, Tpebytolwnii 6onblnx hU3nYecKkux 3aTpaT (Kak 1 aNunenTuKa): oT-
KUAbIBaHWS BEPXHEN YacTu Tena, noabpachiBaHme Hor BBEPX, UMUTaLMs bera.

MonynsipHbIM TaHew cTan bnarofaps ero NoCTaHoBKaM Ha BceMypHbIX Bbl-
cTaBkax 1889 1 1900 rofloB, a Takke 6narofaps BbICTYNNEHMIO 1BYX racTPOANPY-
tOLLMX aMepUKaHCKMUX aHcambnein B Mapuke B Hosibpe 1902 - sHBape 1903 ronos
(Deaville, 2014, p. 33; Gordon, 2010, p. 58-59). Mocne 3Tnx CobbITUI KEKYOK CTan
rMaBHOW CeHcalyel, ero UCNOAHAAN He TONbKO adpuKaHCKKeE, HO U eBponeil-
CKVe TaHLOBLUWLbI, TPUBAN3UB €ro K KaHKaHy. [10 cyTw, Takve TaHLOBLUMLbI, Kak
Monep® cTepecTnnM3npoBany Kekyok. OHW NpeBpaTUIM ero B noKasaTesbHblii
aKpobaTMYeCKnit BUA CUMYASLMM SNUNENTUYeCKoro npunagka (cyTb TaHua nog
Ha3BaHMeM «3NuAenTrKay), TaK Kak B TaKOM BU1Ae OH OTBEeYa 3THONOMMYECKIM
npefcTasneHnsm GpaHLy30B, KOTOpble CHMTanu roTTeHTOTOB W Apyrne Hapo-
bl AVKAPSAMU, NPOSBASIOWMMI CBOM OTCYTCTBME KYNBTYPbI 1 Becco3HaTenbHoe
(Baldwin, 1981, p. 205-207; Caddy, 2007, p. 288-289). B utore kadellaHTaHHas
BEPCUA KeyoKa BOCMPUHMMANACh COBPEMEHHUKAMU, TONbKO ECIN WKECTbI TEPS-
0T BCsikyto Mepy» (D’Arc, 1894). MoaobHas CBA3b 3NUNENTUKM C KEKYOKOM bbina
onpefeneHa 1 Hay4YHbIMU U3bICKaHUSMU: aMePUKAHCKIMI MCUXONOT 1 NCUXMATP
Bopuc Cangunc B 1908 rogy 3aMeTUN: «HEM HVDKE Mbl CMYCKaeMcsl Mo NecTHULE
KN3HW KUBOTHBIX, TeM Bonee BblpaxeHbl ABUraTenbHble peakummn» (Sidis, 1908
p. 56-57). MpeyBennyeHune ABnraTenbHbIX peakLyin ofHOBpeMeHHO Byaopaxu-
N0 3pUTens v Npu 3TOM 6bIN10 A1 Hero abcontoTHO e3onacHbIM, MOAKOHTPONb-
HbIM (MPY 3TOM MAes «3apaKeHus» OT KEKyOKa BCe paBHO NOsiBUAACH, U B UTOre
6b1110 CO3AaHO OBUIECTBO MO KOHTPOJIO 32 TAHLEM).

AMBMBANEHTHOCTb BOCMPUSATUS KeKyoKa W ayavoBW3yann3nmpoBaHHbIe
CBSI3aHHbIe C HUM AMCKYPChl MOXHO YBUETb B NEPBOM GUIbME Ha TEMY Keky-
oKa «AfCKMIA kekyok» (opur. Le Cake-walk infernal) opxa Menbeca 1903 roga.
Menbec CHsN 3TOT PUbM KaK B13yanbHbli pacckas o peaKkLmn COBpeMEHHUKOB
Ha HOBBIV BM/ TaHLa, U306pa3uB, MO CyTU, €ro reHesunc v CBs3b C kabape U KaH-
KaHOM. B 3Tol Komeaumn Menbec-MeducTodenb NOCMOTPEN Ha 3eMie KeKyoK
Y pelnn NocTaBnTb ero B ady: 3pUTeNb CTAHOBUTCS CBUAETENEM MaHUMYINPO-
BaHWs MedbucTodens 4yxnmm Tenamu, Toro, Kak [Ba HepHOKOXKMX TaHLOBLUMKa
KEKyOKa HauMHaloT HEMCTOBO BbICTYMNaTh, COBEpLUas pasnuyHble akpobatunye-
CKUe 3TI0bl W BbIMONHSAS 31Mr3aroobpasHble ABVIKEHUS, CBOUCTBEHHbIE anunen-
Tuke. Mepen 3TM obnaveHHsle B benoe, Nnapoavpytolime cTaTyii TaHLOBLLMLbI

® dpaHLy3cKas acTpagHas neemua, TaHUOBLLMLA 1 aKTpuca.
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TaHUYIOT KaHKaH, COBEPLLIAS PUTMUYHbIE, MOYTU MEXaHWYECKNe ABVKEeHUSs (BO3-
MOXHas OTCbINIKa 1 Ha Kopbeitnei). Mo3xe OHW HeyMeno HaunHaT NoApPaxaThb
ABVIKEHMAM TaHLIOPOB KekyoKa. [locne HeckonbKkux na nosisnseTcs cam Medu-
cTobenb, KOTOPbIA HaYMHAET TaKKe MCNONHATL KeKYyOoK Ha HebonblioW nnaT-
bopme, Noxoxen Ha TOPT (OTChbIIKa Ha Ha3BaHMe TaHUa), BbIrHYB CMUHY Ayro
W BbICOKO MOAHSB KONeHN (puc. 1-2).

Puc. 1. Kagp 13 punbma «Agcknin kekyok» (opur. Le Cake-walk infernal),
pex. opx Menbec, 1903 rog. 1 MUH. 23 cek. CKPUHLLOT aBTopa’

OCHOBHOW NoCbIN hrNbMa CHMTLIBAETCS CPasy XKe: 3TO HeraTMBHbIE No-
CNefCcTBUs KeKyoKa, KOTOPbIA TaHUyeT cam Meductodens B agy. Kpome 3Toro,
Menbec nepefan aTMHeCKoe 1 colmanbHoe 3HaveHne TaHua: B 0bLiecTBe, B KO-
TOPOM OCHOBHbIMU Dbl JAPBUHWCTCKUE TEOPWW, CBSA3b C HU3LEN KyNbTYpO
v Be3gymMHOe nofpaxarue el He B haBope. MNpu 3TOM pexnccep nokasbisaer,
KaK N1erko MOXHO NOABEPrHYTHCS 3TOMY BAVSIHUIO: AEBYLUKN-CTaTyW HAauNHAIOT
HECKOHTPONBHO KOMMPOBATb ABWIKEHNS TAHLIOPOB, TEM CaMbiM BBepras cebsi B
OFHEHHYIO MYYMHY.

"NcTouHrK n3obpaxerus cm.: URL: Le Cake-walk infernal (1903) Georges Mélies — YouTube
(15.11.2023).
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Puc. 2. Kapp u3 dunbma «Agckuin kekyoks (opur. Le Cake-walk infernal),
pex. opx Menbec, 1903 rog. 3 MUH. 24 cek. CKpUHLLOT aBTopa®

SnunenTuyeckne v AereHepaTvBHblE XeCTbl TAHLOBLUMKOB a, CKopee,
KOHTPONVPYeMbIX Ten ObiN HeOTHEMNEMON YaCTblO ICTETUHECKOrO AWCKYpCa
vnbMoB Menbeca. 3TO CBA3aHO C TeM, 4TO Tena U UCMONHSEMbIE UMK ABVKe-
HUS CTaHOBMAMCL CBOEro pofa «bykBamu» andasuTa, YTO MPYBHOCKMAO MPO-
NPUOLIENTUBHYIO DYHKLMIO B 3pUTEbHbIV 1, 4TO CaMOe BayKHOE, CIYXOBOW OMbIT
3puTens. 30ecb MOXHO BCMOMHUTL hunbM Menbeca 1904 rofa noa Ha3BaHWeM
«BaHHa Mecmepa» (opur. Le Baquet de Mesmer, B aHIMUICKOM BapuaHTe huibM
OWMBOYHO Ha3biBalOT «MecMepoBCKMIA IKCMEPUMEHT», MO BCEN BUAMMOCTMU,
AN5 ynpolyeHuns). Menbec BHOBb UrpaeT rMaBHYo pob — WwapnataHa Mecmepa.
®.A. MecMep — ocHoBaTenNb NCeBAOHaYYHOM TeOPUYM O KMBOTHOM MarHeT13Me,
CyTb KOTOPOW 3aKntoyanach B TOM, H4TO N06OI Yenosek NponycKaeT 0cobblil
dnona 1 coctonT 13 aTmx hatonaos. Ecnm banaHc hnovaoB HapylaeTcs B op-
raHv3me, 4enoBeK MOXET 3a00NeTb, 1 TONBKO OCOObIN Bpay-MeECMEepPUCT CMOXKET
MCNpaBUTb CBEPLIMBLWIMIACS AncOanaHC B OpraH13Me, HanpaswB CBOW PYKM Ha
60NbHOrO 1 TEM CaMbiM Nepeaas eMy CBOM dhntona. Mecmepram — npapoanTens
FMMHO3a, O4HA U3 CaMbIX BbICMenBaeMblx NpakTuK XVIII-XIX BeKOB: KapuKkaTypu-
CTbl M306paxany NauveHToB MeCMEPUCTOB B BUAE XMBOTHbIX (OTCbINIKA Ha Ha-
3BaHWe NPaKTUKL U FYNOCTb Tex, KTO NeYnncs y WapnaTaHos).

8 cTouHmK n3obpaxerus cm.: URL: Le Cake-walk infernal (1903) Georges Mélies — YouTube
(15.11.2023).
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B koHLe XIX Beka Npov3oLen HOBbIV BCAECK MHTepeca K MecMepuamy
bnarogaps goktopy Lapko, KOTOpbIM MCNONb30Ban NpakTnky Mecmepa ans
TOro, 4TOHbI KOHTPONMPOBATH CBOWX MAUMEHTOB. MOXHO NPeanonoXuTh, YTO
MMEHHO 13-3a 3Toro Menbec 1 co3pan dhunbM. Menbec-MecMep € MOMOLLbIO
YYEHMKOB-MECMEPUCTOB BepaMun HamMoHSeT CTOSWMIA B LeHTpe 3ana aepe-
BSIHHbI YaH, BHYTPY KOTOPOTO 3aropaeTcs nnams. Korga nnams notyxaet, Mec-
Mep LOCTAET XEHCKME MNaThba, KOTOPbIE MOMOLHWNKN HAKUAbIBAKOT HA TPynny
CTaTyR, yKpalatowmx 3an. Mecmep genaeT MarHeTU4ecKumii nacc B CTOPOHY CTa-
TYW, ¥ OHV CTAHOBSATCS BOCbMbIO AeBYLIKaMW, TaHLYIOWMMN HENCTOBbIV KaHKaH
C «anunenTuyecknmm» na. OHM KOMMPOBANW Te XEeCTbl, KOTOPble BOCMPON3BO-
LNV MAUMEHTKM, Haxoaalmecs nog rmnHo3om, Hanpumep, B Teatpe Canbne-
Tpuep (puc. 3-4).

Puc. 3. Kagp u3 dunbma «BaHHa Mecmepa» (opwr. Le baquet de Mesmer), pex. Yopx Menbec,
1904 rofi. 0 MUH. 46 ceK. CKpMHLWIOT aBTOpa®

o 3aBepweHnn TaHua MecMep HaKWMObIBAET MaaTbe Ha LEHTPaibHYO
CTaTyto, «CO37aBasi» HOBYIO TaHLUOBLLMLY, NPUMY 3TOro kopaebaneTa, coBeplia-
IOLLYIO PSR UMMNYNBbCYBHBIX ABVKEHWI, KOTOPbIE 1EMOHCTPUPYIOT MMBKOCTL ee
Tena, N UMUTUIPYIOLLYIO «MCTEPUYECKYIO Ayry», pa3birpbiBas KadelwaHTaHHyo
BEPCUIO KeKyoKa. 3Ta TaHLOBLIMLA NOBTOPSIET ABMKEHWS apTUCTOK 13 Kabape,
3aMMCTBOBABLUMX NO3bl NCUXMYECKN BONbHbIX XeHLmnH (Gordon, 2001a, p. 515-
516). 3aBepLMB TaHel, TaHLOBLLMLbl BO3BPALLAOTCs Ha CBOU MECTa, 3aCTbIBalOT

 cTouHmK n3obpaxenns cM.. URL: Le Baquet de Mesmer (1905) A Mesmerian Experiment
(Méliés) - YouTube (15.11.2023).
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1 BHOBb NPEBPALLIAtOTCS B CTaTyu. MecMep CPbIBAET C HUX OAEXKAbl, MOMOLLHUKN
BbIHOCST YaH, 1 OH 6pocaeT B Hero nnatbs. Mepesopaynsas YaH, Mecmep npe-
BPaLlAET OAEKIY TAHLOBLLML, B KyPWL, 1 YTOK, NMOALIYYMBas Haf BHYLWAEMOCTbIO
KEHULMH W OTCbINast 3pUTENs KO BTOPOMY Ha3BaHMIO MECMEPYM3Ma — HKMUBOTHbIN
MarHetunam (Forsyth, 2002, p. 6).

Puc. 4. Kagp n3 dpunbma «BaHHa Mecmepa» (opur. Le baquet de Mesmer), pex. opx Menbec,
1903 rofi. 2 MUH. 11 cek. CKpMHLWOT aBTOpa'’

B 3TOM KOHTEKCTE MOXHO BCMOMHWUTbL elle OAHY PaHHIOK KUHOMEH-
Ty — HEMOW KOPOTKOMETPaXHbIV hubM «TaHLytowas CBUHbs» (opur. Le Cochon
Danseur, 1907), BbINyLeHHbIA PpaHLy3Cckon CTyauein «bpatbs [laTe». 3T0T
unbM BbiN 3KPaHU3aLMeld OAHOAKTHON BOAEBUIBHON NMOCTAHOBKU «TaHLyHO-
Llast CBUHbSI», BO BpeMsi KOTOPOW NneBuLa nena, a TaHLop, NePeoaeTsIVi B KOCTIOM
CBMHbBW, TaHLEBaN NOA 3TW NECHU, BU3yanusmpys nponetoe. CBUHbS, ofeTas
B MO[HbIVi CMOKWHT, MbITAETCS COONA3HUTh MOJOAYH [EBYLIKY, KOTOpas, B
CBO OYepefib, CPbIBAET C HEe OfIEXY, 3aCTaBss TaHLEeBaTh. BCKope AeByLIKa
M CBUHbS HaYMHAIOT ABWUIaTbCs BMECTE, 3aTeM CKPbIBasiCh 3@ 3aHaBECKaMU Mo-
3aam cebs. Yepes HECKONBKO CeKyHA CBUHbS BO3BPALLAETCS B MOHOM OMHO-
4ecTBe, Kamepa NPUBAMKAETCS, U OH OOHaXAET KIbIKKM, HTO HaMEKaeT Ha pac-
npaBsy Hapd 4eBYLKOMN.

BbibOp KOCTIOM@ MOXET OTChiaTb K MECMEPUYECKUM MpaKTMKaM K
6bITb CMMBONOM ObMaHa. 30bpaxeHne TaHLopa B BUAE XKUBOTHOMO CBUeE-

O UcToyHnK n3obpaweHuns cm.: URL: Le Baquet de Mesmer (1905) A Mesmerian Experiment
(Méliés) - YouTube (15.11.2023).
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TENbCTBYET U O AereHepaTMBHOCTM UCMONHSAEMOro TaHua. MpeeMcTBEHHOCTb
C TaK1M BM3yanbHbIM 06Pa30oM NPOCAEXNBAETCS B (hbMaX, B KOTOPbIX OTCHAT
TaK Ha3blBaeMblii MeaBEXUIA TaHeLl.

TaHel MeABeas rpusnv Uan MeaBexuin TaHel nossuncs 8 CoegMHeHHbIX
lllTaTaxokono1910roaa, 0HN0Mb30BaNCs OrPOMHON MONYASPHOCTbIO A0 [epBo
MUPOBOW BOWHbI. Ha3BaHue NpomncXoamnT 13-3a CXOXECTU C ABUMIKEHUSIMY aHano-
TMYHOTO XKMBOTHOTO. [TOMUMO CTUNS MefBeAs rPU3an ObITOBaNMN B 3TOT NepUoS
W APYrve XKUBOTHbIE TaHLbI: 3as4bW 06 BATYS, NAryWaYmin NPbhKOK U Apyrue. Tax-
Libl OTMYANUCh CUHKOMMPOBAHHbIMYU ABVIKEHUSIMU; U3-3a 6AM30CTV NapTHEPOB
UX BOCMIPVHUMANU Kak NposiBNEHNe NMOXOTU, @ UMUTALMS HKUBOTHbIX ABVIKEHNIA
CBMAETENbCTBOBANA O PErPECCUBHOCTM TaHLa, YTO NO3Xe NPUBENo K 3anpeTy
Ha ero McrnonHeHvie B 00LLECTBEHHbBIX MecTax. TaHel, CBA3bIBAOT U C «3nuen-
TUYECKUMU» ABVIKEHNSAMU, HTO TaKKe YKa3blBaET Ha ero perpeccMBHOCTb (CBA3b
C 3NUNeNTUKOW SPKO BUAHA B punbMe «TaHel MeBeAs FPU3nu», opur. Le pas de
l'ours 1913 roga, rae TaHueBana MefBexnii TaHel, MUCTUHIETT BMecTe ¢ bokce-
poMm XopxemM KapneHTbe). Kpome Toro, TaHel, MeABeAs rpU3m H4acTo Komuye-
CKV ObbIrpbIBancs: Hanpumep, B punbme 1913 roga «OHMCUM 1 TaHel, MeaBeas
rpu3nu» (opur. Onésime et le Pas de ['ours, rae rNaBHbI repori NbiTancs ¢ NoMo-
LLbIO MATONOMMYECKOro U BYIbrapHOro TaHLa BbIUrpaTh KOHKYPC, OpraHn3oBaH-
HbI AKaZleMUent U35 LIHbBIX MCKYCCTB).

Puc. 5. 06noxka dunbma «OHUCUM 1 TaHel, MefiBeas rpu3nu». 1913 rog.
HauwvoHanbHas 6ubnuoteka ®paxumu, Napmx*

L YlcTouHnK n3obparerus cm.: URL: Onésime et le pas de lours : scénario | Gallica (bnf.fr)
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OpHaKOo ecnn B KMHO, MOCBALEHHOM MeABEXbEMY TaHLy, PErpecCMBHOCTb
1 QereHepaTVBHOCTb OTPaXanWCh B MOAPAXaHUN KUBOTHBIM ABVKEHUAM 1N,
KaK B Cclydae ¢ «TaHLUyoLen CBUHbe», B yNoaobneHrn YenoBeKa XMBOTHOMY,
TO B «BaHHe Mecmepa» NpOAEMOHCTPUPOBAHO He TOMBKO BAUSHME BHYLIEHUS
M MecMepu3Ma Ha 3penLiHble UCKYCCTBA, 3aBMCHMMOCTb COBPEMEHHbBIX eMy
TaHUEB OT MeMUMHCKOrO AUCKYPCa, HO 1 KOHTPO/b Haf TeNoM AeByLUeK: 34ech
WYTOYHO 06bITPaH NPOUCXOAMBLINIA NPOLIECC OOBEKTVBALMMN B MACCOBOM Ky/b-
Type. NpeBpalieHne CTaTyl B X1Bble TeNa AeMOHCTPUPYET 6e3rpaHnyHbIV KOH-
TPONb Haf TeNOM: MMEHHO MECMEepUCT pellaeT, Korda CTaTys OXMBET, a Korga
BHOBb 3aCTbIHeT. 10f00HbIV KOHTPOMb W YNpaBeHvie pacKpbiBatoT MCKUXOO-
rnio 6erctea 1 6e3pesynsTaTHOCTL AEMCTBUSA, BEAb 3TO NMOCTAaHOBOYHOE WOY C
onpefeneHHbIM clieHapueM. Tak xe Kak BO BpeMst TaHLeBaNbHbIX MOCTaHOBOK
3puTenb ObiN yBEPEH, YTO NpopbIBatoLLeecs becco3HaTeNbHOe KOHTPOANpyeT-
€Sl CAMON CLEHNYECKOM Cpefom, Tak 1 B KMHO HAYMHAOT MCMONb30BaThCs 3TU
e Tponbl. KOHTpacT Mexay ABMXyWmMMMCs Tenamu B hunbme «BavHa Mecme-
pa» U CTaTUYHbIM, MEXaHW3MPOBaHHbLIM aBTOMATOM B ero e dunbme 1897 roaa
«[yrycc v ABToMaT» (opur. Gugusse et [Automate) CTaHOBUTCS O4EBUAHBIM MPU
CpaBHEHWY 3TUX NeHT. B nocnegHem dpunsme Menbec LeMOHCTPUPOBan yxKac oT
CTONIKHOBEHWS C UCTUHHBIM MEXaHN3MOM.

Pexuccep n3yyaeT rpaHnLbl cybbekTa, ero MHAVBKUAYanbHOro Tena, Befdb
Ta rpaHb, KOTopas NEXUT MeXMy ABWMKEHWEM W CTAaTUKOWN, MOXET BbiTb ymno-
A0BNEHA XU3HW U CMEPTU. ITO MOXHO CPaBHUTb W C MONYNSPHOW NPaKTUKOW
OKNBOW KapTUHbI», T.K. paHHUX DWUAbMOB, B KOTOPbIX HEOAYWEBNEHHbIV Npef-
MET C EHCKMM N300paXKeHUEM UM B BU/E XKEHWMHbI CTAHOBUTCS MMaBHbIM
repoem, 0BOMIbHO MHOTO, — HanpuMep, «Becenbie nnakaTbl» (opwr. Les Affiches
en goguette) Menbeca 1906 roga unu «Cratys» (opwr. La Statue) Annc M'm-bnawe
1905 ropa. Tena B 3TUX IEHTax HaXOAUAUCE B IMMUHANBHOM COCTOSHUM: MeXay
CTATMKOM W 3KCTaTUKOW. IHTepnpeTaums 3ToM NorpaHMYHOCTU 3aBucena oT
3pUTENBCKOrO OMbITa U BOCTPUATUS NOAOBHOIO CIOXETa, TO eCThb 3pUTENb DYK-
Ba/IbHO NPOELMPOBAN CBOM NPeACTaBAEHNS Ha NOrPaHUYHbIM 0OBEKT, HaeNss
€r0 XW3HbIO N YAEPHKMBAS N0 CBOUM KOHTPONEM.

TaKol KOHTPOMb MOXHO 6bINIO OCYUWECTBUTL W Hafd 3pUTeNeM B KUHO
— 3TO SIPKO MOXHO NpoCneanTs B dunbme «beTtu 1 [KeliH B TeaTpe» (Opur.
Rosalie et Léontine vont au thédtre) 1911 ropa pexwvccepa Pomeo bozeTTu. [ige
XKEHLWMHbI NOCeLlatoT TeaTp, rae BeayT cebsi HEMPUCTOMHO: TPOMKO CMetoTCs,
MeLatoT APYTrM 3PUTENSIM M aKTUBHO XECTUKYANPYIOT. MMnepTpodrpoBaHHble
no3bl M MUMMKA FEPOVHb «PaCCKa3blBalOT» 3PUTENO O TEMMepameHTe, Couu-
aNbHOM MONOXEHMM U MPUBbIYKAX ABYX XKEHLWMH. [1pn 3TOM pexxmnccep MpoHM-
3UpyeT Hafj CYUTbIBAHMEM 3MOLMI MO XKecTaM 1 MUMIKKE B CBOEN NeHTe «THK»
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(opur. Le Tic) 1907 rofa, roe rnaBHas repomHs — XeHLMHa, CTpafaolias oT
TWKa, 13-33 KOTOPOTO OHa KMBAET M MOAMUTMBAET MY>XYMHaM. 34ech NoKa3aHa
npobnema MHTepNpeTaLyun TENECHOTO A3bIKa, KMHECUKI: HE BCE XKeCTbl MHTEp-
NPeTMPYOTCA Pa3HbIMU NIOAbMU OAMHAK0BO. OfHAKO PaHHEE KMHO He MPOoCTO
NO3BONSANO 3PUTENIO BbIpaXaTb CBOE HECCO3HaTeNbHOe, HO U 3a4aBano emy
paMKy NoBeneHus: B «<beTTn 1 [pkeiiH B TeaTpe» 3puTento HarsaHO NoKasbisa-
10T, KaK He HY)KHO cebsi BeCT, a B dusibMe «THK» — OTHErO HEOHBXOAMMO KOHTPO-
JIMPOBAaTh CBOW Becco3HaTenbHble ABMKEHWS. TakuM 06pa3oM, Marus skpaHa
YCUAMBAET CaM KOHTPO/b Hafd 06pa3oM U TENECHBIMU NMPOSBAEHUSAMI HE TOMb-
KO 3KPaHHOTO NepCoHaKa, Ho U 3puTensi.

MoaobHas LennTenbHas cuaa KUHO SIPKO OTpaxeHa v B dunbMe «Tai-
Ha Kagopckux ckan» (opur. Le Mystére des roches de Kador) Neoxca Meppe 1912
roga. CioeT dunbMa 3aBs3aH Ha HacneacTee: cupoTa Cio3aHHa ae /lopMens CTa-
HOBUTCS HaCNefHWLEN 3HAYUTENbHOMO COCTOAHUS CBOEro AR, HO [0 CBOEro
18-neTusi OHa He MOXET PaCcMOoPSHKATLCS NMONYHEHHbIM COCTOSIHUEM: OHO NEPELLOo
B ynpasneHue Ky3eHy NoKOMHOIO, KOTOPbIA XO4ET OKOHYATENbHO 3aBNafeThb f1eHb-
ramv. OH pellaeT CBECTH AEBYLKY C yMa, 4TObbI OHa He bbina cnocobHa pacnops-
KaTbCsl COBCTBEHHbIM GOraTCTBOM. B UTOre ee3aCTaBNSHOT NEPEXUTH TPAruieckoe
CobbITME, Y OHa BNaflaeT B UCTEPUYECKYH aMHE3MI0, OT KOTOPOI ee CTPeMATCS 13-
6aBuTb poacTBeHHMKN. Monaaas K Bpady, Clo3aHHY HAYMHAIOT 1eYNTb KMHEMaTo-
rpacoM: OHa HabntoaaeT 3a CBOMMU PeaKLMaIMU Ha IKpaHHOe N306paxeHie, bna-
rogaps demy viznednsaetca. [PoeKUms Ha IKpaHe akKyMyNMpoBana ee MbllledHyto
namsTb, 4TO MOMOMIO BOCCTAHOBUTb COMATUYECKYIO (purC. 5-6).

Puc. 6. Kagp n3 dpunbma «TaiiHa Kagopckux ckan» (opur. Le Mystére des roches de Kador),
pex. NleoHc Meppe, 1912 rof. 3 MUH. 37 ceK. CKPMHLWOT aBTOpal?

2 cTouHMK n3o6paxenms cM: URL: Le Mystere des roches de Kador (Léonce Perret, Fr., 1913) -
YouTube (15.11.2023).
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Puc. 7. Kapp u3 dunbma «TaltHa Kagopckux ckan» (opur. Le Mystére des roches de Kador),
pex. JleoHc Meppe, 1912 rog. 3 MUH. 40 cek. CKpUHLLOT aBTOpa

MOMUMO LENUTENbHOM CUIbI, KUHO MO0 1 MPOBOLUMPOBATH HEMPUSTHbIE
KaK 3pMTeNbHbIE, TaK 1 TENECHbIE OLYUIEHNS, HANPUMED, KOHBYbCUBHbIV NPW-
NafoK OT HEeBO3MOXHOCTW CHSATb OAeX/abl y repost dunbma Menbeca «Cambiit
HEBO3MOXHbIN Cnocob nevb cnath» (1900) nonb3oBancs 0CobbIM MHTEPECOM
y COBPEMEHHVIKOB PEXMCCcepa 13-3a CBsi3u ¢ «Tenom» (Danvers, 1925, p. 5).

Mpn CpaBHeHWW NEHT ¢ TaHuamu kabape W NpouYMMKM BUAAMU TaHLEB,
KOTOpble MpoM30WNKM OT Kabape, KOMMPYIOLWWX pasnnyHble Aesraumm («bettn
v [KelH B TeaTpe»), MOXHO MPOCNEAWTL 3BOMOUMIO Pa3BUTHS pelenummn u
ayamoBmM3yanu3aunm kabape B kMHo. Ecnm B 1900-1910-e camu TaHLbl Kabape
CTaHOBUNVCH METAHAPPaTUBOM U OBBACHANW CIOXKeT, To B 1920-e neMoHCTpa-
LS KyNBTYpbl Kabape YeTKO AaBana NoHsATb 3pUTENHO, O YeM UAET pedb, B TaH-
Lax bonblie He BbINo NepenneTeHnin KoHLEeNUMIA U Teopuii. Ans Takux hunb-
MOB, KaK «[lyTelecTBue BTpoemM» (opur. Il était une fois trois amis, 1928) XaHa
Benya-/leBn 1 «[louenyi, KoTopbld yousaeT» (opwr. Le Baiser qui tue, 1928)
YXaHa Wy peuenuus KynsTypbl Kabape MrpaeT 3HauyWTeNbHYO ponb: Kabape
W KaHKaH CTaHOBSATCS OTPaXeHWeM TMMUHANbHOTO COCTOSHUS TaBHbIX Frepoes,
UX NMOTAEHHbIX XKenaHnii, obHaxas aMOUBaNeHTHOCTb M COKPBITYHO MOPOYHOCTb
KaK repos, Tak 1 cobblTuii, NnponcxoamBlinx 0 kabape (Danet, 2015, p. 42-47).
B Lenom, csizb Kabape ¢ NOPOYHOCTLIO NpocnexunBaeTcs U B 1900-1910-e: Tak,
B neHTax Anuc fuc «B kabape» 1899 roga 1 «3nunentnyeckuii matpac» 1906
rofa fjeBMaHTHoe noBefeHne 610 CBA3aHO C PacnmMTUEM anKorons, v PeXunc-

2 YcTouHmK n3obpaxeHuns cm.: URL: Le Mysteére des roches de Kador (Léonce Perret, Fr., 1913) -
YouTube (15.11.2023).
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cep CTpeMuUICa NPoAEeMOHCTPUPOBATL U OCYAUTL 3TY NMOPOYHYIO B3aMMOCBA3b
(B «3MMNenTUYeCcKoM MaTpace» anKorofibHble KOHBYNbCUM MbsSHWLbI NPYPaB-
HUBaNUCh K 3anNunenTuke). B Hemeuknx dunbmax 1920-x MOPOYHOCTb repoes
06BsACHSAETCS N0OOBBIO K TaHLaM, a CaMu OHY BOCTIPUHMUMAIOTCS 3pUTeNnem Kak
rpsgylas onacHoCTb. CBA3aHO 3TO C MUrpaLveit XeCToB 1 No3 Kabape B Takume
NaToONOrMYeCKMEe TaHLbl KaK KEKYOK 1 MefiBeXUii TaHell,

MoMMMO 3TOro, Yepes 130OpaKEHNE KybTYPbl Kabape pexucceps! pac-
KPbIBAIOT rpaHuLbl rOpofa, ero OnacHoOCTb. Tak, B uibMe «HeTbipe ann3oaa
3 XU3HW Bpava» (opwr. Falsche Scham—Vier Episoden aus dem Leben eines
Arztes, 1926) Bpaden-cueHapuctos Kypta Tomannsl v Hukonaca KaydmaHa
NOBECTBOBAHWE Pa3BOPAUMBAETCS BOKPYr ABYX MOMOAbIX NtOfel, OTnpaBns-
IOLLMXCS Ha sApMapKy, YTobbl NOCMOTPEeTb HoMep Kabape. OfiHAKO He3Hako-
MeL, NPUINaLaeT Ux Ha NPOMUAKTUYECKYIO BbICTABKY W NeKLMI0 0 cudunmce.
[ByM MONOAbIM NIOAAM NpeanaraeTcs 3arsHyTb B MUKPOCKON, YTOBb MENbKOM
YBUETb MUKPOObI, OTBETCTBEHHbIE 3a 3TO 3aboneBaHvie: OHM BMAST 6onesHb
no Mepe ee NPOrpeccMpoBaHus. 3Ta Mu3aHcueHa cpaBHUMa C «KabrHeTom
pokTopa Kanurapu» (opur. The Cabinet of Dr. Caligari), rae noan Takke nulyT
pa3BneyveHnin Ha apmapke (Danet, 2015, p. 48). Mpogomkan 3Ty Temy huabM
«Mopanb» (opur. Moral) Bunnu Bonba, B KOTOPOM 6biNa pacckasaHa Uctopus
TaHLOBLMUbI Kabape, NCNONb30BaBLIEN KMHOKaMepy Ans cbopa KoMnpomaTa
Ha MYX4YUH-NnoceTuTenel, Kotopble bbinn YneHamum «O6LecTBa HPaBCTBEHHO-
CTu». 3ech Kabape BbICTYNaeT Kak CBOEOOPA3HOE «MECTO OUMLLEH NS »: FOHIMMAn
3a CBOKO aMOPanbHOCTb XeHLMHa pa3obnadaeT nvuemepue COBPEMEHHOTO el
06u1ecTBa. B 3TOM e KOHTEKCTe MOXHO MHTepPNPeTMpoBaTh 1 «HeTsipe 3nn3o-
[1a N3 KM3HU Bpaya»: MMEHHO NPOCMOTP HOMepa Kabape CTUMYANPYET MONOAbIX
MOAEN CXoanTb Ha APMapKy, Ha KOTOPOW OHW y3Hanu o cMepTeNnbHOo 60ne3Hu.

[l0BONBHO 4acCTo B KMHO CaHMTapHOe MPOCBeLLeHVe U MEAVLMHCKIE Aeli-
CTBMS NPOHUKAIOT B NOMNYNSPHblE MecTa Aocyra (M 3To Hecny4aliHo, BeAb KaHKaH
TOXe KOMMPOBan ABWKEHUS NCUXMYECKN BOMbHBIX), UMUTUPYS FOPOACKMUE pas-
BeveHns (MOMMMO YNOMSHYTBIX Bbile GUABMOB MOXHO BCMOMHUTb U hUnbM
1928 ropa «llecTb AeBylleK MLLyT NpucTaHua» (opwr. Sechs Mddchen suchen
Nachtquartier)). UHTepec KnHO 1920-X K FOPOACKMM MONYNSAPHBIM pa3BiedeHu-
SIM NOPOAMA HEeHapPPaTMBHbIE MOAXOLAbI K M3006PaXeH 0 NOBCEAHEBHOM KN3HU:
ropof Npe3eHTOoBaNCs Yepes XeCTbl 1 MOBTOPAIOLLMECS AEVCTBUS, MMEHHO Mo-
3TOMY Kabape Ha4ynmHaeT PUryprpoBaThb KaK OfHa 13 SPKMX XapaKTePUCTUIK «M0-
POYHOCTU» pernpe3eHTUpyeMoro B hunbme ropofa.

HAYKA TENEBUAEHUA 19 (4), 2023 187 THE ART AND SCIENCE OF TELEVISION



3AK/TIOHEHUE

Taknm 06pa3om, paHHee KMHO, a 0COHBEHHO KMHO € TaHUamu Kabape, npef-
CTaBNSN10 cOB0M NOMMKOAOBBIN TEKCT, KOTOPbIV AENCTBUAMMN 1 0Bpa3amm akKy-
My/IMPOBan 3a6N10KNPOBAHHBIE UMK YIKE NEPEXUTHIE BOCTOMUHAHMS. 3TO Obina
HEe TONbKO TenecHas MMUTaLUWS, HUKaK He 3aTparvBatollas noaco3HaTenbHoe,
Kak B cnydae ¢ «beTTu u [DreliH B TeaTpe», a MeTaavCKypC C BbICTPOEHHbIM pac-
cKa3oM. Ha npumepe pa3obpaHHbix Bbile hUAbMOB MOXHO NPOCAEAUTb Npo-
LeCC MaHUNYNSLMU 3pUTENEM: OTPLIBUCTbIE TaHLEBANbHbIE ABVKEHWS NOSBNS-
NVCb CneunansbHo s TOro, YTobbl 3aCTaBUTb 3pUTENS NEPEXUTL CLeHapWiA,
3aN0KeHHbIN B hunbMe, ayanoBm3yansHo. Kaxylmecs aBTOMaTUHeCKUMI Kxe-
CTbl TAHLOPOB FMNHOTU3NPYIOT 3pUTENS, NOAABNSS ero CO3HAHWE; 3pUTeNb He
MO COMPOTUBAATHCS Vi COMATUYECKM 1 NMCUXMYECKM NOAPAKAN MEXAHUYECKM
ABVKEHUSM, MPOUCXOAALLMM Neped HUM. Takoe noapaxaHue 1 bnaroroeHve
nepeg 6€CKOHTPOMbHbBIM 1 MEXaHUYECKIM BbINO 3aN0XKEHO YKe B POMaHTHYeC-
KOM NpeKNoHeHN Y nepes KyKno.

CuHecTe3ns cnocobcTBOBana MPOHUKHOBEHMIO B TalHbl TaK Ha3blBa-
eMOro KONMNEKTUBHOIO Hecco3HaTenbHoro. MoXHO yTBepXaaTh, YTO MMEHHO
B HM30BbIX TaHLAX PaHbllie BCEro NposBMUAACh TEHAEHUMSA U Tara K NpUMUTYB-
HOMY, CToNb nonyndpHas B 1910-1920-e, ayanoBM3yanm3npoBaHHas MMeHHO
TaHLEBaNbHbIMN AB/MKEHNSAMN: B CAMOM KaHKaHe M3HayanbHO Obin 3anoxeH
NaTONOMMYECKNIA KeCTOBbIV $3bIK, KOTOPbIM MO3Ke CTan acCoLMmpoBaThCs
C perpeccoMm Ha hoHe conmKeHns ¢ adbpuUKaHCKMMI TaHL@aMKW, MECMepUYeCKU-
MU NpaKTMKaMu 1 WapnaTaHCKUM AMCKypcoM. B uTore nccnepgosatenv fopaoH
1 PabUHOBWL, CHMTaNN, YTO 3pUTENb NONHOCTHIO 3aBUCEN OT ABVIKEHUI Tena,
nepexuman vx (Gordon, 2001b, p. 67-71; Rabinovitz, 2012, p. 141). 3T¥M MOXHO
06BACHNTb M BONbLIOE KOANYECTBO AEBMALMI B paHHEM KMHO (Hanpumep, «Hu-
KoTuHoBas des» 1909 roaa (opur. Princess Nicotine; or, The Smoke Fairy), <'HOM
u ruraHT» (opur. Nain et Géant) 1901 roaa unn «Kekyok rHoma» (opur. Le cake-
walk chez les nains) komnanwm MNate 1903 roga): Bce 3TO COMaATUYECKUe TpUrre-
Pbl, MOMOTatoL|Me 3pPUTESNHO «NPOYMTaTb» 3aNOKEHHBIA B NEHTY CMbIC/.
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