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Café-concert and music hall
gestures in Soviet silent
adventure films

Abstract. This paper examines how the characteristic behaviors of late 19th-
and early 20th-century café-concerts and music halls shaped the portrayal
of women in post-revolutionary Soviet silent cinema. While some Russian
scholars have noted the relative neglect of performer imagery during this
period, the present study hypothesizes that some female performers in these
films symbolized the vices of the “old world” or highlighted the corruption
around them, while others represented the “new woman,” reinforcing Soviet
ideals. These “imperfect” dancers, through their movements and poses,
either heightened the positive qualities of the perfect Soviet hero or created
a stark contrast.

The primary focus is on Evil Spirit, analyzed here for the first time, along with
© Hayra The Happy Canary and The Bear’s Wedding. For comparative purposes, the
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study also includes The Doll with Millions, The Ice House, and The Devil’s
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Wheel. Furthermore, Soviet films are compared to French and German
silent films from the 1910s and 1920s, which similarly employed cabaret
and variety show imagery.

The study concludes that cabaret and its performers served as both
the setting and the means (locus and modus agendi) for criticizing pre-
revolutionary morals and highlighting the positive aspects of the “new
Soviet man.”

Keywords: silent cinema, anthropological project, reception theory in art,
intermedia studies, audiovisual culture, marginality in culture, adventure
cinema
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XecTtoBas cnctema kade-KoHLepToB
1 MFO3VK-XO1/IOB B COBETCKOM
HeMOM MpUKYeHYeckoM duibme

AHHOTaums. Llens HacToswel nybankauyy — onucanue BANAHVS Nose-
AeHYEeCKVIX NaTTepHOB, XapaKTepHbIx ANs kadellaHTaHOB 1 kabape KoHLa
XIX 1 Havana XX Beka, Ha CO3/4aHMe XEeHCKIMX 06pa3oB B NOCTPEBOMIOLMOH-
HOM HeMOM KMHO. HeobXOAMMO OTMETHTh, HTO HEKOTOPbIE OTEYECTBEHHbIE
MCCneaoBaTeNn yKasblBatoT, 4TO B 1920-e rofbl yaensnv Manoe BHUMaHmne
0bpasy UCMONHUTENbHULEL. B 3TON e CTaTbe npefnaraeTcs cneaytollas
rMnoTesa — HeKoTOPblE UCMONHUTENbHNLBI B COBETCKMX HEMBbIX DUABMAX
MapKMUpOBay «CTapblii MVP» C ero NOPOKaMy, AEMOHCTPUPOBaM NOPOY-
HOCTb OKPY)XeHUs, @ HEKOTOPble MO3BONANM MaHWUDECTUPOBaTb amya
«HOBOVI EHLLMHbI», YCUAVB aHTPOMONOTMYECKII COBETCKMI naean. «Henae-
anbHble» TaHLOBLUWLI CBOUMMU ABVKEHMSMM 1 MO3aMK MacliTabuposanm
NONOXKMTENbHbIE KOHHOTaUMW «MAeaNbHOMo» reposi HOBOTO COBETCKOIO
KVHO, BCTYManu C HUM B pe3kyto KOHPPOoHTaumio. OCHOBHLIMM MaTepua-
namu AN UCCnefoBanms NOCNYKUAN OTODpaHHble BUbMbI: «3101 gyx»,
«Becenas kaHapelika», <Mefgexbs cBafbbar. Ocoboe BHIMaHVEe yaeneHo
onvcaHnto hunbma «3710M Ayx», KOTOPbIM OyAeT BNepBble NpoaHann3rpo-
BaH B HacTosleN nybavKkauum. ns KoMnapaTUBHOIO aHanvisa npviseaens
Takve GunbMbl, Kak «Kykna ¢ MuaanoHaMmny, «/legsgHoit foM» 1 «4epToBO
Koneco». COBETCKME HeMble NeHTbI Takke Dbl CpaBHEHbI C DPaHLYy3CKUMU
U HEMEUKUMUI HeMbIMU brnbMami 1910-1920-X, B KOTOPbIX MCNONb30BaNNCh
00pasbl V1 KeCTbl U3 kabape 1 BapbeTe.

B 1Tore npoBefeHHOIO NCCNeoBaHUs CeNaHbl BbIBOAbI O TOM, 4TO kabape
M apTUCTbl kabape 1 Mio31K-x0nnoB beinn locus v modus agendi, ssnsio-
WMMUCS PYNOPOM KPUTUKI B CTOPOHY I0PEBOMOLMOHHbBIX HDABOB B COBET-
CKOM KIHO 1 330CTPSHOLMMU NONOKUTENbHbBIE HEPTbl aHTPOMONOTNYECKIX
Vfeanos COBETCKOO KMHO.

KntoyeBble cfioBa: HeMOe KVHO, aHTpOI‘\OﬂOFI/MeCKMI;I MPOeKT, Teopmn4d
peuenunn B MCKYCCTBE, MHTepMeralbHble NCCNeNOBaHWA, ayAOBN3Y-
allbHas KynbTypa, aBaHTIOPHO-MPUKIIOYEHYEeCKOe KMHO

BnarogapHoOCTU: 1CCNeaOBaHMeE BRIMOMHEHO NPV MOAAEPIKe rpaHTa PHP
AN Manbix Hay4dHbIx rpynn Ne 24-28-01484 «AHTpOMNONOrMyeckme naeansl
B MPUKIOYeHYeCKMX PrbMax 0Te4eCTBEHHOTO HEMOTO KiHemaTorpada
1910-1920 ronos».
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INTRODUCTION

In cinema, the perception of a film depends on how the body is filmed. Our
perspective—of an active observer, the heroine, the hero, a detached viewer, or
unreliable witness—determines how we perceive what is happening on the screen
and interpret the actors’ gestures and poses. This constitution of corporeality did
not emerge with the invention of cinema; it was fostered by studies of the body in
hospitals and photo studios in the mid-to-late 19th century, which contributed to
the transformation of the body into a tool for performance, operating with specific
gestures and poses.

Early silent cinema, often adventure stories, relied heavily on body language.
This was connected to the freedom of gesture from causality and finality; a ges-
ture in cinema was both a letter in an alphabet and a free category that could be
interpreted (if the audience deciphered it) depending on each viewer’s experience.
A cinematic gesture is communicative, speculative, always directed towards the
Other, towards homo observatorio. While repeated, they are never exactly the
same, varying across time. This explains, | believe, the cyclical nature of the roles
of dancers and singers in pre-revolutionary and Soviet cinema, as Rachel Morley
highlights in Performing Femininity: Woman as Performer in Early Russian Cinema.
She identifies recurring types: the Oriental dancer/beauty, the femme fatale/
Salome, the peasant dancer, the opera singer, the tango dancer, the Gypsy dancer,
and the ballerina. All these heroines of different films by various directors, accord-
ing to Morley, are extremely adventurous; they create their own adventures within
sometimes extremely dramatic storylines. They act as prisms, refracting relation-
ship dramas and life’s twists and turns, even satirizing the “fallen woman” trope of
pre-revolutionary cinema. Though their dances and roles remain consistent, the
researcher notes that they often signify immoral behavior (consider, for instance,
the thoughtless gaiety in the 1934 film The Youth of Maxim by Grigori Kozintsev
and Leonid Trauberg) (Morley, 2023, p. 128).

| would argue that such images, beyond simply marking their otherness,
often served as a plot wobbler,* and the performers themselves were adventurous
heroines, involving the heroes in both positive and (mostly) dramatic adventures.
Their very profession—involving constant to-be-looked-at-ness’—helped the view-
ers focus on the narrative. The very nature of performance instilled adventurous-
ness in the singers: many songs were accompanied by dances for a reason—due to
censorship, gestures and poses were intended to replace words. However, studies

! Awobbleris an advertising technique used to grab the attention of potential customers.

? Recently, there has been a tendency, especially in Russian scholarship, to link the perception
of the body on the screen with Laura Mulvey’s idea of to-be-looked-at-ness, according to which
the female performer’s body is constitutionalized by the male gaze (Smagina, 2019; Smagina,
2023; Gritsenok, 2024).
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of pre-revolutionary and Soviet cinema often overlook the fact that many dance
forms originated from strict rules and cabaret styles, from café chantant poses and
cabaret dances, which marked the perception of the hero as a negative or positive
character. For instance, Oksana Bulgakowa in her book, The Factory of Gestures,
considers bodily behavior through non-sign movements, deliberately omitting
staged, artistic movements (Bulgakowa, 2021). Morley, on the other hand, exam-
ines the symbolism of Salome-like figures and femme fatale dancers, exploring
how audiences viewed the dances of the “new woman.” She correctly concludes
that these unrestrained, energetic dances fueled contemporaries’ anxiety towards
this new type of woman. However, she does not address how this “unregulated”
style was, in fact, shaped by specific rules and norms, and rooted in animalistic,
wild dances initially seen as alien to the civilized world of the late 19th century.

Svetlana Smagina echoes Morley’s interpretations, comparing old and new
portrayals of women in pre-revolutionary and Soviet cinema. She contrasts the
“ideal” and “fatal” female screen images, noting that in the 1920s, artistic young
ladies with delicate sensibilities were overlooked in Soviet cinema—a trend lasting
throughout the decade (Smagina, 2019, p. 244). However, this claim is debatable,
since throughout the 1920s a whole series of films appeared with female per-
formers (dancers and singers): the 1926 film The Happy Canary (Russian: Becénas
KaHapelika) directed by Lev Kuleshov; The Bear’s Wedding (Russian: Medgexes
c8advba) created in the 1926 by Konstantin Eggert and Vladimir Gardin; Sergey
Komarov’s 1928 The Doll with Millions (Russian: Kykaa ¢ munnuoHamu); Konstantin
Eggert’s 1928 The Ice House (Russian: /ledsHot dom); and the 1926 film The Dev-
il’s Wheel (Russian: Yépmoso koneco) directed by Grigori Kozintsev and Leonid
Trauberg. Indeed, in the case of The Happy Canary and The Doll with Millions it is
difficult to speak of “delicate sensibilities” of the heroines. However, the artistry
of gestures and poses in The Bear’s Wedding and, for example, Evil Spirit (1926)
demonstrates that lyrical performances persisted throughout the decade.

My research hypothesis stems from the presence of these female per-
formers in 1920s cinema and suggests that the migration of images of female
performer in Soviet art and culture did not cease; it simply evolved, adapting to
audience expectations. This “migration” can be applied to analyzing the gestures
of Soviet cinema performers, many borrowed from café chantants and cabarets
(Appignanesi, 2004, p. 311). Dance gestures, which had shaped in music halls and
cabarets and were characteristic of various roles of dancers, influenced the female
body movement patterns in cinema. These venues were popular because they
featured rising stars who, due to the censorship ban on social criticism in songs,
used their bodies to express the social issues of the time. By the late 19th century,
each performer developed a unique gestural style tied to their role. Yvette Gilbert,
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for instance, portrayed nervous, uninhibited women, mirroring those charac-
teristics in her movements, as noted by music hall performer and author Louis
Ouvrard (see more on this topic: Ouvrard, 1894). Ouvrard himself, a soldier’s song
performer, incorporated military gestures into his acts. Gilbert, often labeled a
“fortune-teller singer,” used dramatic gestures like arm-raising, eye-rolling, and a
“mystical” demeanor (Gouspy, 2003). Performers like Polaire, known as gommeuses,
favored elegant, fashionable attire, often with elaborate hats and makeup, and
frequently performed the can-can with sharp, extremely theatricalized doll-like
movements. Jane Avril, portraying madness, mimicked the movements of Saint
Vitus’ dance, a style similar to that of épileptique performers. Epileptique dancers
used grimaces, tongue-showing, imitated tics, uncontrolled muscle spasms, tonic
convulsions, and frantic twitching (Pillet, 1992, p. 47-49)—a gestural system devel-
oped by singers Paulus and Emilie Bécat (1871 and 1875). It was one of the most
popular ways to visualize the unspoken emotions of the song, as the “insane” were
considered to be those allowed to freely express their unconscious. Epileptique
performers drew upon the system of nervous and mental pathologies developed
by the Salpétriere physician Paul Richet, detailed in his dissertation (Gordon, 2013,
p. 81-135). Researcher Rae Beth Gordon has established that it was this system,
clear and easily understood across Europe, that later transitioned into early silent
cinema, replacing dialogue (Gordon, 2013, p. 203-220).

Like their 1900s counterparts, some female performers in Soviet silent films
used gestures reminiscent of earlier eras to represent the “old world” and its flaws,
or to highlight the moral failings of their surroundings. Others, on the contrary,
used these same gestures to embody the “new woman.” Scholars often overlook
the development of the Soviet anthropological ideal (or “project,” as Grigorii
Tulchinskii describes it) (Tulchinskii, 2024, pp. 27-29) in early Soviet cinema. The
“new man,” an ideal supporting the new social order, stood in stark contrast to
pre-revolutionary figures, like, for instance, actresses, who now embodied anti-ide-
als. “Non-ideal” dancers, through their movements and poses, actually reinforced
the positive image of the “ideal” hero in new Soviet cinema, creating a pointed
contrast. These binary oppositions of ideals and anti-ideals served as a “means
of building a conceptual picture of the world” (Tulchinskii, 2024, p. 29). There-
fore, 1920s Soviet cinema, much like its pre-revolutionary predecessor, actively
challenged the established types and tropes of the late 19th century. Evil Spirit,
adapted from a late 19th-century work, serves as a prime example, satirizing the
outdated morals and customs of the bygone era.

Consequently, a key—though often overlooked, especially during the first,
cursory viewing—character in these films is the dancer or performer, embody-
ing concepts either opposed to or championed by the new Soviet state. These
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adventurous characters are frequently relegated to supporting roles; however, their
gestures, facial expressions, and body language often serve to illuminate the plot,
highlighting its underlying meaning. This is crucial because, in silent film, audiovi-
suals and gestures were essential for conveying the narrative, with the performers’
movements acting as a kind of cinematic “language.”

This publication aims to explore how the behavioral patterns of late 19th-
and early 20th-century café chantants and cabarets shaped the female characters
in post-revolutionary silent cinema. In this article, a broad definition of “adven-
ture” is adopted, identifying such motifs in films that are not typically classified as
adventure films, understanding adventure as any exciting, unexpected, or pivotal
event.

Chronologically, this study focuses on the 1920s, the heyday of Soviet silent
cinema. The research expands the analysis of silent film, clarifying the origins of
several stylistic patterns, and facilitates interdisciplinary study across philosophy,
psychoanalysis, cultural studies, art history, psychology, and musicology, compos-
ing the relevance of the study. Furthermore, it identifies key cultural and aesthetic
elements of early cinema, which readily adopted the popularimagery of music halls,
café chantants, circuses, and cabarets, explaining the use of performers’ gestural
systems in 1920s Soviet silent films.

This study primarily analyzes three films: Evil Spirit, The Happy Canary, and
The Bear’s Wedding. Evil Spirit receives particular attention due to its previous
scholarly neglect, with only passing mentions in existing monographs and arti-
cles. For comparative purposes, the analysis also includes The Doll with Millions,
The Ice House, and The Devil’s Wheel. Soviet silent films are further compared to
French and German silent films from the 1910s and 1920s that similarly incorpo-
rated cabaret and variety theater imagery and gestures, such as Léonce Perret’s
1912 The Mystery of the Rocks of Kador (French: Le Mystéere des roches de Kador)
and Romeo Bosetti’s 1911 Rosalie and Léontine Go to the Theater (French: Rosalie
et Léontine vont au thédtre).
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MUSIC HALL PERFORMER IN THE HAPPY CANARY:
A TRICKSTER HEROINE

Pre-revolutionary cinema frequently portrayed female performers as fallen
women, femme fatales, temptresses, and neurotics. This portrayal stemmed from
societal perceptions of their profession—often associated with courtesans and
demimondaines—and their alluring appeal to men, who sometimes patronized
them. This perception was further shaped by the history of café chantants, music
halls, and cabarets. Many renowned performers in Russia and Europe incorporated
neurotic and even epileptic-like gestures into their songs and dances, expressing
their subconscious desires (Chadourne, 1889, p. 277). The connection between
Russian film performers and Western dance styles is also evident in how directors
often gave them Europeanized names after a character’s “fall” (e.g., “Manetschka”
becoming “Mary” in The Girl from the Street (Russian: Jums 6016020 20poda))
or assigned them foreign stage names (like the ballerina Lolla in The Love of the
State Counselor (Russian: /1106086 cmamcKo2o cCOBEMHUKQ)).

This negative portrayal of performers is also reflected in pre-revolutionary
caricatures. An 1897 issue of Shut magazine (the title is translated as “Jester”)
featured illustrations titled “Germs of Modern Human Ailments.” Along with
the microbes of gossip, decadence, and flirtation, these was a “café-chantant
microbe” (Mikrob kafe-shantannyy, 1897, p. 16): a grotesquely deformed star-
shaped sage-green figure with a gaunt face, upturned eyes with numerous under-
eye bags, its gaping mouth either singing or screaming—possibly parodying the
singer Thérésa, known for her boisterous behavior and a habit of opening her
mouth wide. This caricature of a “microbe” invading onlookers” mouths mirrors
how variety performers were portrayed in pre-revolutionary and Soviet cinema.
This is humorously echoed in Mikhail Bonch-Tomashevsky’s 1915 film, Mother-
in-Law in the Harem, where the protagonist Vladimir is torn between his fiancée
Nina and a café singer, a Spanish woman named Estrella, whose attempts to
harm him in his sleep are likened to a deadly disease—a parallel drawn to the
then-prevalent Spanish flu.

In pre-revolutionary and early Soviet cinema, the female performer of
the 1910s often served as a mere mannequin, a projection screen for male pro-
tagonists’ desires. In the 1918 Nikandr Turkin’s Chained by the Film (Russian:
3akosaHHas ¢unsmoli), for example, the ballerina’s allure exists only as long as
she remains a figure on a poster—as long as the hero fantasizes of absolute love.
Similarly, in Pyotr Chardynin’s The Love of the State Counselor, ballerina Lolla loses
her exoticism upon marriage, becoming a caged bird. This portrayal of perform-
ers as yearning for freedom and exhibiting a certain “pathological” nature finds a
parallelin Marlene Dietrich’s Lola Lola from the 1930 film The Blue Angel (German:
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Der blaue Engel) directed by Josef von Sternberg. Lola Lola, defying all moral con-
straints, captivates and drives men to madness with her voice and appearance.
This same blend of trickster qualities and ambivalent portrayal is evident in some
of the Soviet films, like in Kuleshov’s The Happy Canary.

Like Chardynin’s Lolla, the titular character in The Happy Canary, actress
Brio, is depicted as an exotic and carefree woman, a canary. The film, echoing
Western adventure films, shows her boudoir, nocturnal cabaret escapades, bath-
ing scenes, and even a scene where she is auctioned off half-naked—all aspects
that were subject to harsh criticism at the time. This portrayal of the cocotte dif-
fers significantly from other representations of variety and cabaret performers in
1920s films, such as Sergey Komarov's six-part adventure comedy, The Doll with
Millions (1928).

In The Doll with Millions, a millionaire Madame Colly dies, leaving her for-
tune to Maria lvanova, her niece in Moscow, to the shock of her Parisian relatives,
pleasure-seekers Paul and Pierre Cuisinai. The two set off to Moscow to find Maria.
A wobbler fueling their pursuit of the inheritance is Pierre’s dancer girlfriend,
Blanche, brawling about her career. The intertitles reveal that Blanche’s perfor-
mances are weak, since she lacks talent and temperament. To gain popularity,
she tries to talk a journalist into writing favorable reviews (one suggested headline:
“Charming Dancer Blanche Performs at the Moulin Rouge”). However, he demands
money, to which Blanche reacts emotionally: “Couldn’t you pay these scribblers
to recognize my talent and temperament?” When the journalist learns of Madame
Colly’s death and abandons his article to pursue the inheritance story, Blanche
sees an opportunity. She spreads the rumor that Pierre has inherited the fortune,
leading to a throng of creditors and opportunistic hangers-on at his door—the
former aiming to collect debts from Pierre, while the latter swearing allegiance to
the “heir” After learning of his aunt’s will, Pierre sets off for Russia to find the mys-
terious doll with the inherited shares worth millions hidden in it, leaving Blanche a
dismissive note: “Farewell, my little hen! I'm off to find a bride with millions. Don’t
be angry at your rooster.” These scenes portray Blanche as a cunning but foolish
woman driven by greed, status, and fame (Fig. 1), ready to employ deception and
further machinations, as will be demonstrated in further scenes.
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Fig. 1. Blanche and Pierre. Still from The Doll with Millions [07:12]. (1928).
Directed by Sergey Komarov. Author’s screenshot®

The film contrasts the outlandish fashions of the past—extravagant tailcoats,
the archaic makeup of pre-revolutionary film stars, and the ridiculously exagger-
ated movements of Pierre and Paul—with the everyday life of Soviet youth in a
communal house. These pseudo-aristocratic playboys Pierre and Paul, who are
constantly bickering and getting into trouble, are a stark contrast to the unified,
friendly atmosphere among the Soviet students. The difference between Masha
lvanova and Blanche is striking. Masha, a university student, is athletic, studious,
and helpful; Blanche, on the contrary, is self-absorbed and materialistic. This
difference is reflected in their appearances. Blanche, a quintessential flapper,
embodies the Jazz Age—think bright lipstick, thin eyebrows, cloche hats, and
richly embellished, form-fitting dresses. Masha’s simple attire* and selfless actions
highlight her dedication to society and her honesty. Blanche’s extravagant clothing,
stiff, almost mechanical movements of a ball-jointed doll, and theatrical posing
(even when talking to reporters!) reveal her as a manipulative gommeuse, a per-
former playing the part of a frivolous cocotte, unconcerned with life’s hardships
and always seeking personal gain. In the film, it is not a mere way of acting, but
her lifestyle.

3 See the image source: https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbeclca
33&from=wall-139293122_88124 (19.11.2024).

* Masha wears a sokolka, a common Soviet-era jersey, often striped, with lacing on the chest
instead of buttons.



https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124
https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124

This contrast is further emphasized when Blanche confronts Pierre in Russia
and makes a scene. Her affected, cabaret-style movements appear staged and arti-
ficial, even vulgar, within the context of Soviet society. In fact, all the foreigners in
the film are depicted as frantic, puppet-like figures, each resembling a performer
with a specific role. The film thus critiques the illusion of easy wealth, the artifi-
ciality and superficiality of idle lives, portraying Blanche as the main antagonist,
leading the heroes toward deceit and instant gratification.

Kuleshov’s The Happy Canary centers on the fight against counterintelli-
gence. Brio, a cunning and opportunistic café singer, becomes instrumental to the
plot. The story unfolds in an occupied city, where Brianski and Lugovec, tasked
by an underground Bolshevik committee, are assigned to surveil counterintelli-
gence agents. They meet actress Brio (played by Galina Kravchenko) at The Happy
Canary Café, where she is the object of affection for the counterintelligence chief
and his aide. Lugovec is arrested during a routine document check, prompting
Brianski to devise a rescue plan. At a charity auction, he buys the right to Brio’s
affections and then trades it to the aide for a military uniform. Disguised as the
aide, Brianski infiltrates the prison and saves Lugovec.

The film depicts the idle, carefree lives of the White Guards, counterintelli-
gence agents, and those connected to Mademoiselle Brio. Contemporary reviews
were mixed. The filmmakers were labeled class-alien elements, with the Proletar-
ian Cinema magazine (one of the issues of 1931) criticizing Kuleshov’s “formalism”
and stating that the director would not soon be “forgiven” for cultivating American
adventure and bourgeois themes on Soviet soil (A-ov, 1931, p. 85).

The film meticulously portrays Galina Kravchenko’s character as a jazz
dancer, showcasing her mastery of new, often “inappropriate” dance styles like the
foxtrot—a so-called animalistic dance, mimicking animal movements and flout-
ing social norms (see the next section for details). Her easygoing nature, adapt-
ability, and lack of strong convictions—always choosing the most advantageous
situation—represent the perceived moral decay of Western influence. Although
Brio ultimately helps save the day, many of her actions are morally questionable.
She is a complex, ambivalent character, a trickster who undermines both sides in
the film, much like the animalistic dances that shattered early 20th-century moral
codes. Her immoral lifestyle and simultaneous assistance to the Bolsheviks cre-
ated a mixed reaction; unlike Blanche in The Doll with Millions, Brio is not openly
criticized; instead, she is portrayed as the central figure who saves the protagonists.

At the same time, Brio embodies the mass culture of the past—the late
19th and early 20th centuries. This is evident in scenes described by Kravchenko.
She recalled that, when playing Mademoiselle Brio, she had to dance on a wire.
Director Lev Kuleshov had it strung across the enormous studio where the café
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set was built (Kravchenko, n.d.). This wire-walking dance was a popular motif
in 19th-century depictions of cabaret performers (think of Manet’s iconic 1882
work, A Bar at the Folies-Bergére, with its trapeze artist balancing in the back-
ground). Sergei Eisenstein used a similar technique in Wise Man as an “attraction,”
to surprise and engage the audience. Early Soviet films frequently drew parallels
between cinematic scenes and paintings, often creating coded “living pictures”
that echoed pre-revolutionary cinema. For example, the poster for the 1918 film
The Poet and the Fallen Soul—about a man disillusioned by a seemingly honest
woman—echoes the biblical story of Eve and the serpent. It depicts a giant snake,
wrapped around a baluster, approaching a woman in a rose garden. These allu-
sions to earlier art likely resonated with audiences, highlighting the film’s archaic
and frivolous elements. Beyond her animalistic dance moves and embodiment
of the gommeuse, Brio is also a product of her environment. The Happy Canary is
one of the first films to explore character decay through their surroundings.

Kuleshov presents the Red and White conflict playfully, as an adventure. The
Happy Canary features romantic and adventurous scenes: disguises, shootouts,
and humorous dance numbers. This focus on bourgeoais life and entertain-
ment leads us to compare the film to the works of the FEKS® members (“Could
the FEKSes and Eisenstein claim to understand the masses? No, they couldn’t
(Petrov-Bytov, 1929, p. 8)). Their 1922 Eccentrism Manifesto definitized their pro-
gram through the prism of circus, music hall, and pantomime aesthetics (Pronin &
Svyatoslavsky, 2024). This expressive style and eccentric archetypes are evident in
the 1926 adventure-melodrama The Devil’s Wheel, directed by Kozintsev and Trau-
berg. The plot follows a young sailor, lvan Shorin, meeting a girl Valya and going for
a walk with her. He misses his scheduled time to return to the ship, which makes
him a deserter. The two are offered a shelter by a group of performers, who turn
out to be a criminal gang led by the magician Human-Question. The film show-
cases various attractions: a Ferris wheel, tunnels of love, and so on.

»

The filmmakers highlight the criminals and their exemplars: Human-Ques-
tion’s entourage includes dwarfs, blind men, and living skeletons. lvan and Valya
become unwittingly entangled in this bizarre, frightening “Guignol” world. The
setting itself creates an atmosphere of danger and pathology. The amusement
park and its transient culture become the locus agendi, embodying vice and
soullessness.

This parallels The Happy Canary and The Devil’s Wheel with German films
of the 1920s, where cities or landmarks often serve as the main antagonists. Fairs
and cabarets were frequently the major setting. Such is the 1926 film False Shame

° FEKS—Factory of Eccentric Acting—was a group of young theater artists, founded in 1921 in
Petrograd.
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(German: Falsche Scham—Vier Episoden aus dem Leben eines Arztes), written by
medics and filmmakers Nicholas Kaufmann and Curt Thomalla and directed by
Rudolf Biebrach. Two young men watch a cabaret act at a fair before attending a
lecture on syphilis (for more on spatial construction in German films, see: Marty-
nova, 2023b; Salnikova, 2024, p. 120). Similarly, Moral (German: Moral), a 1928 film
directed by Willi Wolff, features a cabaret performer trying to escape her life of vice
by secretly recording compromising evidence on her clients. Even in The Cabinet
of Dr. Caligari, fairground scenes act as triggers for the narrative. In these films, the
cabaret is a place that corrupts its inhabitants and visitors, seeking either to delve
into sin or find a path to redemption.

The vice, grotesqueness, and soullessness in Soviet films featuring cabaret
performers and entertainment reflect the corrupting influence of the city (as, for
instance, of Parisin The Doll with Millions). Cabaret is presented as the antithesis of
morality. This explains Brio’s ambivalent nature; despite her immoral lifestyle, she
retains a desire to help and save others. This contradictory portrayal is probably
the reason for the mixed reactions to her character. The dancers’ vice is empha-
sized not only by their environment but also by their dances—the “fox dance,” fox-
trot, and “bear dance,” which will be discussed further.

LUNACHARSKY’S BEAR DANCE: A DESCENT INTO SAVAGERY

In 1925, Konstantin Eggert and Vladimir Gardin adapted Anatoly
Lunacharsky’s play (Lunacharsky, 1923, pp. 307-342),° The Bear’s Wedding, some-
times also titled The Last Shemet (Russian: Medsexesi ceadsba, or [locreoHut
Wlemem), into a film. The play underwent significant changes, resulting in many
scenes differing greatly from the original. For instance, the play opens with peasant
girl Tuska’s attack by a brutal, animalistic man—a scene absent from the film. The
film’s unconventional plot sparked considerable negative criticism. For example,
futurist poet Petr Neznamov’s 1926 satirical film guide, Kino-Azbuka (The ABC of
Avant-Garde Cinema), quipped about The Bear’s Wedding and its cinematographer,
Pyotr Yermolov: “Some people have got no grain of joy. Yermolov filmed some bear
passions, oh boy” (see: Electronekrasovka).

Set in Lithuania during the first half of the 19th century, the film follows
Count Casimir Shemet, his associates, and his wife, Countess Adelina Shemet, on
a hunting trip commemorating their wedding near his ancestral castle. A dispute

¢ Lunacharsky’s play was, in turn, based on Prosper Mérimée’s novella Lokis.
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erupts between the Count (described in an intertitle as jealous and cruel) and
Countess over Adelina’s contacts with her younger cousin, Olgierd. After a quar-
rel, the Countess rides off alone, only to be attacked by a bear. She faints from
terror. The Count kills the bear. Back at the castle, while Adelina is still uncon-
scious, the Count engages in a sexual act with her. This leaves Adelina insane,
convinced it was the bear with whom she had intercourse. She soon gives birth
to a son, Mikhail. The Count, far from accepting responsibility, suspects Olgierd
is the father.

Mikhail’s strange behavior—as a result of his mother’s terror of the child and
his father’s distrust, he identifies himself with a beast—is evident from childhood.
Intertitles describe him as “amazing everyone with his odd actions and antisocial
nature,” and note that he “shut himself inside during bad weather.” As an adult,
he develops a bloodlust, attacking young peasant women. These attacks are ini-
tially attributed to Lokis, a mythical beast said to have left its lair. Meanwhile, the
film shows Mikhail’s romance with Yulka, a vibrant, cheerful young woman who
embraces her beauty and youth. Yulka loves him in return. Her playful, artistic
nature, and love of dance (dancing is a central wobbler of the film), contrasts
sharply with her sister, Maria, described in an intertitle as “filled with Christian
morality.”

After establishing the characters and their relationships, the film intensifies
Mikhail’s descent into madness. The attacks of girls by the “evil Lokis” continue.
Tuska, a young peasant girl, is bitten, and a fake tow beard is left at the scene—a
clear sign that the attack was deliberate and premeditated. Shemet’s friends cor-
rectly deduce his guilt, horrifying Count Mikhail with their accusation. They try to
dissuade Yulka from marrying Mikhail, warning her sister: “Shemet shows every
sign of DEGENERACY. .. Think what awaits your sister if she marries him.” Adelina,
confined to the castle and driven mad, understands the truth as well, declaring,
that “everyone in this house is a beast in disguise.” Shemet himself, seeing his
father’s portrait, concludes that his mental illness is hereditary.

The Countess’s memories, triggered by lightning during a thunderstorm,
unlock the secret to the young Count’s illness. “Each storm brought back the
ghosts of her past,” explaining Mikhail’s fear and withdrawal during thunder and
lightning. She suffers a seizure, writhing and falling as she relived the attack by
a bear and her encounter with young Olgierd, crying out, “Everyone thinks the
BEAR IS MY SON!” (Fig. 2). Her movements resemble those of an épileptique per-
former—jerky, with nervous twitches—until, realizing her son was a murderer,
she raises her arms heavenward, like actresses playing prophetesses, such as
Yvette Gilbert.

HAYKA TEJIEBUAEHUA 20 (4), 2024 102 THE ART AND SCIENCE OF TELEVISION



Fig. 2. Countess’s fit. Still from The Bear’s Wedding [20:14]. (1925).
Directed by Konstantin Eggert and Vladimir Gardin. Author’s screenshot’

The bright light acts as a trigger, reviving the Countess’s buried memories of
her abuse. Her son becomes a living reminder of the attack, her failed love, and
her domineering husband—she views both her husband and her son as beasts.
This likely shaped Shemet’s own deviant behavior, mirroring her perception of
him. “Conceived by a bear,” he seems to embrace a bearish role in his relation-
ships.

In later scenes, Shemet almost reveals his true nature. Despite his flaws,
Yulka refuses to leave him. He tries to end their relationship, but she distracts him
with conversation and dance, inviting him to perform a folk dance of a bearand a
mermaid. Shemet’s movements mimic a bear’s clumsy gait; he then lungs at Yulka,
trying to bite her neck in surge of passion (Fig. 3).

" See the image source: https://vk.com/video-136471876_456241380 (19.11.2024).
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Fig. 3. Abear and a mermaid dance. Still from The Bear’s Wedding [43:23]. (1925).
Directed by Konstantin Eggert and Vladimir Gardin.
Author’s screenshot?®

Their embrace and kisses shock the onlookers, though Yulka remains
unfazed. Shemet, however, recoils and tries to flee (followed by the girl), his
animalistic side emerging. This dance references popular animal dances of the
1900s and 1920s (Brandstetter, 2010), including the “grizzly bear dance,” common
in pre-revolutionary Russia. These dances involved mimicking animal move-
ments—in the bear dance, partners shuffled and leaned on each other. In the
early 20th century, such physical contact was considered indecent (Martynova,
2023a, pp. 373-375). A woman participating was often seen as promiscuous or
in danger. The raw, animalistic nature of these dances was unsettling. Shemet’s
dance—shuffling and passionately trying to kiss Yulka—was thus a fashionable,
yet socially unacceptable, expression of affection. For Shemet, society’s dis-
approval, however, felt like growing suspicion and a personal rejection. These
fears were reinforced by his traumatized mother, who, watching Yulka dance
and seeing her son trying to jealously pull her away from other men, screamed,
“The bear is carrying off a woman! Shoot!”—once again comparing her son to an
animal.

Shemet and Yulka marry, but on their wedding night, Shemet backslides
and kills Yulka. He has no memory of the event and flees in terror. The villagers,
furious at the revelation of Lokis’s secret, hunt him down. The story ends tragically:

& See the image source: https://vk.com/video-136471876_456241380 (19.11.2024).
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Shemet’s mother burns down the castle, escaping her memories, while Yulka’s sister,
Maria, kills Shemet. The film ends with an intertitle with Shemet’s words: “I must kill
the beast, but it wants life, LIFE!”

Shemet projects society’s judgment onto himself; his violence stems from
his parents’ rejection. However, the film’s climax—the key to understanding Lok-
is’s identity—is the animal dance. While contemporaries linked the film solely to
pre-revolutionary cinema, this dance critiques the aristocrats’ suppression of
their desires. Identifying with the animal unleashes Shemet’s deviant behavior,
leading to tragedy. The dance becomes a release: for Yulka, it is her vitality and
Eros’ passion; for Shemet—a destructive urge for mortido, fueled by rejection by
society and his own family.

This theme of societal rejection of unconventional characters is also
explored in Evil Spirit.

THE ROLE OF GESTURE IN EVIL SPIRIT:
INFLUENCE OF FRENCH CINEMA

The 1926 film Evil Spirit seems quite unusual for its time in the ASSR. It
depicted archaic customs of pre-Soviet Armenia, a common theme in films about
the East. However, it was based on Alexander Shirvanzade’s 1894 story, The Pos-
sessed, which incorporated the references to prejudices and medicine of that era.
Contrastingly, most films of the period focused on the “new Eastern woman’—a
liberated woman fighting for her rights. Scholars note that the Soviet era in Central
Asia brought women’s emancipation and gender equality (Khan, 2021, p. 215),
a trend also seen in Armenia.

Evil Spirit, however, focuses on a woman suffering from the primitive beliefs
and habits of her husband’s family, not a flapper. The numerous dance sequences
and gestures are clues to the reasons for character motivations. Divided into six
scenes, the film follows the heroine’s tragic fate.

Sonia, a blacksmith’s daughter, suffers from seizures, the causes of which
are demonstrated throughout the film. The story opens with images of spring—
flowers, a cow and calf—followed by children playing bat-and-ball, teasing each
other, and dancing by a river. Sonia, however, is isolated, her close-up revealing a
furious laughter at their games (Fig. 4; Fig. 5).
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Fig. 4. Sonia. Still from Evil Spirit [01:16]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot®

' o

Fig. 5. Sonia. Still from Evil Spirit [01:57]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot*®

° See the image source: https://vk.com/video?q=3n011%20ayx%201926&z=video-136471876_
456241251%2Fpl_cat_trends (19.11.2024).

" See the image source: https://vk.com/video?q=Rosalie%20et%20Léontine%20vont%20
au%20théatre&z=video215284776_456240288%2Fpl_cat_trends (19.11.2024).
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Later, one of the boys gets his face smeared with mud and blames Sonia.
A close-up shows Sonia’s face, exaggerated and distorted as she laughs wildly.
These shots are reminiscent of foreign films portraying a “wicked woman”—like
Romeo Bozetti’'s Rosalie and Léontine Go to the Theater, where women’s defiance
of social norms is depicted with vivid, almost grotesque emotion. This wicked
woman archetype had its own distinct gestures: actresses mimicked drunken
movements and laughed wildly and theatrically, often in public or at the stage.
The director highlights Sonia’s otherness, her alienation from societal norms.
Her isolation and refusal to join in the games lead to her being condemned for
something she had not committed; society rejects her. This rejection triggers her
seizure.

In the next shot, Sonia collapses, convulsing violently (Fig. 6).

Fig. 6. Sonia. Still from Evil Spirit [03:00]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot!

These opening scenes reveal the director’s message: Sonia embodies
spring, a harbinger of new life, a “new woman” who finds joy in the world, not
in social games. She mocks old traditions and lives on her own terms, but her
status as an outsider in this archaic society leads to her being attacked, causing
her seizures. These seizures are a physical reaction to societal pressures that
stifle her vitality and self-expression. The use of epilepsy—a condition linked to

' See the image source: https://vk.com/video?q=3n1011%207yx%201926&z=video-136471876_
456241251%2Fpl_cat_trends (19.11.2024).
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Saint Vitus’ dance, which influenced turn-of-the-century dances like the can-can
or épileptigue—as an expression of a protest is not accidental. Some can-can
dancers, like Jane Avril, suffered from chorea, historically referred to as Saint
Vitus’ dance. Sonia’s seizure can also be compared to tarantism—a frenzied
dance symbolizing release from oppression, like the convulsions after a myth-
ical spider bite.

Crazy Danel, the local madman, witnesses this dramatic event and is deeply
affected. He is crucial to understanding the film’s message. He shoos the chil-
dren away from Sonia, saying, “Show me my Manishak’s house”—clearly seeing
some other girl in Sonia, not Sonia herself. He carries Sonia home to her mother,
Shushan. Her mother worries that if Sonia’s illness is discovered, her daughter’s
life will be ruined. Danel warns the girl to be careful, or “the araba will run her over,”
metaphorically representing society’s rejection of herillness.

The film then explains Danel’s concern. We see him a younger, focused man
watching his daughter, Manishak, play by the river. Frightened, he shouts—appar-
ently ordering her to get off the cliff, but causing her to fall off into the river. The
current sweeps her away, and he cannot save her. He becomes insane (as the inter-
title reads, “From then on, Crazy Danel searched, and searched for his Manishak”).
Later, Danel looks at a bouquet of violets; through double exposure, he sees first
Manishak’s face, then Sonia’s. This is not coincidental; Manishak means “violet” in
Armenian. Sonia becomes Manishak’s double: seeing Sonia triggers Danel’s mem-
ories—the river, the children playing, and the girl he failed to save. He now cares
for Sonia, an embodiment of his lost daughter.

Sonia’s seizures are getting worse. She has had four now, the last one on the
street. Her mother is terrified someone will find out about her illness, so Sonia has
been kept home to avoid gossip. We then see Sonia’s mom, the only one working
to support the family. Sonia’s father, Oskan, is a drunk who destroys their home
and abuses his wife and daughter. During one of his drunken rages, when he is
trying to grab the family’s hidden money, Sonia has yet another seizure. Right after,
Danel shows up with the same violet bouquet—the one in which he saw visions of
his daughter and Sonia. Sonia ends up confined to the house, her only entertain-
ment watching a turkey and a dog with puppies in the yard. There is a powerful
shot of her loneliness: she is behind a gate, off to the side of the frame—a perfect
visual representation of her social detachment.

The film then shifts to the shopkeeper’s family, a stark contrast to Sonia’s.
Their business is introduced to us in slow motion: the money, goods, scales—a
glimpse into their life. The paraphrases with the goods hint at a new type of family.
One son, Sarkis, is married with a child; the other, Murad, is single. Murad rides
into Sonia’s yard and nearly kills her only delight: the chicks. Sonia fiercely defends
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them, her anger and threat clear as she looks directly into Murad’s eyes. Danel,
however, tries to explain Sonia’s situation to Murad, and they both examine her
closely, even as she remains wary of Murad.

Next, we see scenes of a religious festival. Sonia’s mother packs eggs and
bread for the pilgrimage, while Sonia cares for a black hen. We also see the Murad’s
family preparing: Sarkis holds a black sheep, saying, “You will be slaughtered for
God, and my cheating will be forgiven.” Gulnaz, Sarkis” wife, comes out with her
crying baby. Her father-in-law, the merchant, is grumpy because of the baby’s
crying and a headache or toothache (his cheek is bandaged). The scene highlights
the merchant family’s hypocrisy: Sarkis cheats, and Gulnaz blames their baby’s
fussiness for the disfavor of the family patriarch. Murad keeps apart from the family,
and the sacrificial lamb tries to escape his brother.

Near the church, people are dancing, and we see a “miracle healing hole”
where children are passed through to ward off illness. Danel shows up and asks
for the black hen, an intertitle ordering him, “Slaughter it! May St. George heal
our Sonia.” But Danel cannot bring himself to do it and asks for help, and the hen
escapes, causing havoc—knocking over a milk jug and soaking Murad’s father.
Enraged, the merchant throws the man who tried to kill the hen into the crowd.
Throughout the film, black birds symbolize Sonia—like the black hen sacrificed
to heal the girl, or a black crow later in the film. In this context, the hen’s chaotic
actions foreshadow the disruption Sonia will cause when she enters the mer-
chant’s life.

Murad watches Sonia enjoying the party. When Sonia sees him looking, she
leaves the walk-around dance, darkling. Murad approaches his family and says,
“I've liked Shushan’s daughter for a while now. She is the one. It is time we mar-
ried.” His family voices concerns based entirely on rumors about Sonia’s family.
The intertitles reveal their prejudice: “She is not good enough for you, son... Her
mother is a laundress, her father is a drunk...” Murad insists, “I don’t have to live
with her parents. | like HER. Look at her.” The emphasis on her (and other capital-
ized words further on in the film) highlights a key difference between Murad and
his family.

Next comes the viewing of the bride. Murad’s family objects: “.. you’ll shame
our family!” But Danel is thrilled for Sonia, and her father boasts about her upbring-
ing. Sonia is terrified, clutching her knees. The viewing starts badly: a chair breaks
under one of the visitors, and Oskan gets drunk and rowdy, upsetting Murad’s
family and worrying Sonia. It begins with the words, “Show us YOUR goods!”*?
Sarkis with his wife, Murad, and the brothers’ parents—all scrutinize Sonia. The

12 The beginning of the traditional Russian introductory phrase addressed to the bride’s parents
during the viewing, “You have the goods; we have the merchant.”
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merchant is charmed; he smiles, even knocking over his sugar cubes. This worries
Sonia, and echoes the snokhachchestvo® problem depicted in the 1912 film The
Incestuous Father-in-Law (Russian: CHoxay), directed by Aleksandr Ivanov-Gai and
Pyotr Chardynin. Gulnaz’s dislike of Sonia grows. When asked about Sonia’s flaws,
Gulnaz significantly says, “Itis hard to know what is inside...” hinting that Sonia’s
problems will manifest later. The viewing ends with, “If she has no flaws, she is
OUR goods.” This reveals the core difference: Murad cares about Sonia herself—her
personality and inner life, the mysteries of her soul—while his family cares only
about her appearances and whether the future daughter-in-law is able to maintain
the family’s social standing.

Afterward, Oskan causes more trouble, triggering another episode for Sonia.
At the wedding, Sonia cries, leading to gossip; guests assume it is happy tears:
Murad is quite a prize catch for the daughter of a simple laundress. Sonia strug-
gles through the ceremony; her vision blurs, and the camera spins, foreshadow-
ing a seizure. The wedding ends peacefully. We then see Sonia’s new life: she
cares for the household and Murad’s parents while Gulnaz ignores her own child.
Murad’s parents express their approval: the merchant watches Sonia kindly, his
wife, Zarnishan, gives her jewelry. Murad also shows his care, choosing the best
meat for her. Gulnaz notices this, fueling her jealousy and causing her to look for
Sonia’s mistakes.

Sonia’s father visits frequently, “by chance,” according to the intertitles, on
Tuesdays and Thursdays. Oskan eats greedily, messily, grabbing food with his
hands. His indecency upsets Sonia, who feels judged by Murad’s family. Zarnis-
han complains, “My house isn’t a tavern,” further distressing Sonia. Meanwhile,
Shushan prays in church for Sonia’s recovery.

Tension mounts in the new house: Gulnaz makes no secret of her dislike for
the family’s newest member—everyone loves Murad’s young wife except her. The
neglectful mother sets a trap for the heroine: Gulnaz orders Sonia to boil milk, then
pretends not to notice it boils over, later criticizing Sonia in front of the family: “You
don’t belong here... She will starve the child eventually... | do all the housework
anyway!” Murad and his father defend Sonia. (Murad warns, “One more word about
Sonia, and I am leaving... | will move out,” to which Gulnaz replies, “That quiet girl
will break us all up.” The merchant: “Ugh! You are just jealous!”)

These scenes show how meek, helpful, and mysterious Sonia—an enigma
to her in-laws—becomes the wobbler, the catalyst, exposing the family’s prob-
lems. Sarkis, unlike Murad, ignores Gulnaz, who is overlooked by the whole family.

¥ Snokhachchestvo was a controversial practice in some Slavic cultures referring to sexual
relations between a father-in-law and his daughter-in-law, typically occurring during the absence
of the husband.
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Gulnaz, in turn, neglects her own child and avoids housework, seeking to bolster
her self-esteem by targeting Sonia. Unsatisfied with her own status and her hus-
band’s, she envies Sonia.

The conflict explodes when Gulnaz’s son gets sick. The intertitle says it is
just measles, but Gulnaz blames Sonia: “She touched him yesterday with her evil
hand! She cursed him!” They call a faith healer—“a cure-all... treats the evil eye,
curses, tremors, and all sorts of illnesses.” Seeing how the women feel about Sonia,
the healer confirms the curse: “Bvil hands touched him... an evil eye looked..”
“Black, evil eyes...” Zarnishan and Gulnaz believe Sonia is cursed and perform a
ritual the healer suggests: burying a black crow where Sonia walked. Sonia, anx-
ious, clutches her neck with a scarf, triggering her first epileptic seizure in the new
house. She convulses violently, her body almost assuming a tonic curve. To avoid
watching, Murad’s mother covers her with a sheet. Gulnaz, in her rush to see what
is happening, drops a heavy featherbed over her son’s face, accidentally smoth-
ering him (Fig. 7).

Fig. 7. Sonia’s fit. Still from Evil Spirit [43:18]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot*

The child dies, turning everyone against Sonia. Murad’s relatives believe she is
possessed and responsible for their misfortunes. The merchant tells Sonia’s mother,
“Itis simple. Take her and go. We do not want her.” Sonia’s breakdown is seen as a

* See the image source: https://vk.com/video?q=3n1011%207yx%201926&z=video-136471876_
456241251%2Fpl_cat_trends (19.11.2024).
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curse on the family. Only Murad sees that Sonia is not evil; he tells his family, “You
are the ones who are possessed. .. She is a victim of her father’s alcoholism. She
needs help!” He stands apart from their archaic beliefs.

The healer calls Sonia an “evil spirit,” so Gulnaz kicks her in her stomach.
Then she and Zarnishan tell the healer, “Come back tonight... no one will be
home,” planning to kill Sonia. They force the young woman to fetch coals, cov-
ering her head with a rug, suffocating her. Murad, Shushan, and Danel, realizing
something is wrong, rush home, but they are too late. Sonia is dead. Danel grieves
as if he has lost his daughter again, whispering, “Wake up, Manishak, | brought
you violets..”

The film’s ending leaves us pondering the cyclical nature of history and the
consequences of projecting our own desires onto others. Sonia acts as a prism,
refracting the hidden desires and frustrations of every character. Danel yearned
to see his daughter grow and shield her from death; Murad defied his family’s out-
dated beliefs; and for Gulnaz, Sonia represented her own marital disappointments.
Societal expectations fueled Sonia’s seizures, her body’s rebellion against unfair
treatment. The film explores several interwoven metanarratives: generational
conflict, the lingering effects of the past, identity struggles, trauma, and women’s
roles within the family.

Sonia’s physical reactions—as previously noted—resemble the stylized
movements of “nasty women” in early cinema, a type of character Maggie Hen-
nefeld (2024, p. x) analyzes in her work on dance mania, madness, and female
defiance by looking at little-known early films and affect theory. Hennefeld con-
nects these women’s uncontrolled laughter and expressive gestures (like laugh-
ing Sonia’s close-up in the opening scene) to cabaret and music hall performers.
These women represented a new kind of woman—unconstrained by societal
norms, provocative, and uninhibited. Female viewers’ laughter connected them
to the actresses, but also made them targets of criticism, as they were not playing
a role on stage. Similarly, Sonia’s uninhibited behavior draws criticism, but unlike
heroines in Romeo Bozetti’s films, she does not ignore it; instead, she responds
physically, silently rejecting it. This repressed reaction mirrors the heroine in The
Mystery of the Rocks of Kador, who suffers repeated seizures before healing from
past trauma.

In essence, Sonia embodies Hennefeld’s nasty woman, a meek soul who tries
to anticipate others’ desires while simultaneously rebelling against societal norms
through physical expression. Sonia instinctively resists oppression. Unlike the
more progressive Murad, she struggles with new technology (like the gramophone
in her husband’s home), prefers animals to people, and remains cautious around
others. She is reminiscent of the Woman-Earth archetype, as described by Svetlana
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Smagina: a victim of injustice, only finding strength for transformation within her-
self, within her “earthly” resources (Smagina, 2019, p. 142). Sonia similarly draws on

inner reserves to express her dissent. This connects her to épileptique performers

who used simulated fits to release their unconscious. Sonia’s subtle, restrained per-
formance—making her an enigmatic figure until the very end, a fleeting shadow—
allows us to interpret her physical actions as a direct, textual communication with

the viewer. Unlike The Doll with Millions and The Devil’s Wheel, where the city is the

locus agendi, dictating the characters’ actions, in Evil Spirit, Sonia herself becomes

the driving force, the modus agendi, shaping both character behavior and the film’s

depiction of the urban and domestic environment.

CONCLUSION

Obviously, artistic heroes were not depicted solely through unusual behav-
ior or exaggerated poses; gestures typical of cabaret and music hall performers
resonated deeply with audiences on both emotional and physical levels. These
gestures—common among singers, dancers, and actors in the late 19th century—
replaced music and dialogue (absent in silent cinema), becoming a powerful form
of communication. This was not limited to simply creating a character; extreme
makeup, exaggerated expressions, and gestures all aimed to connect and speak
with the audience. Each cabaret or music hall performer had a specific stage per-
sona, defined by unique movements and gestures. Epileptique dancers, for exam-
ple, mimicked the tics and seizures of the mentally ill, while gommeuses imitated
the mannerisms and costumes of high-class courtesans.

Soviet filmmakers of the 1920s used these pre-revolutionary tropes to high-
light the otherness of their “anti-ideal” characters, contrasting them with the ideal
Soviet citizen. Films like The Bear’s Wedding and Evil Spirit directly quoted these
earlier styles to portray the flaws and pathologies of the past. In Evil Spirit, Sonia is
presented as a “nasty woman,” whose epileptic-like seizures alienate her from her
husband’s family and society. Despite her gentle nature, she physically rejects soci-
etal norms, seeking freedom and self-expression, a pursuit that ultimately leads to
her downfall. The film serves as a cautionary tale about superstition and dogma. In
contrast, in The Bear’s Wedding, the protagonist uses a bear dance—imitating bear-
like movements considered indecent at the time—to reveal his inner viciousness,
wildness, and repressed nature. The Happy Canary centers on a cabaret, framing
its main character, Brio, as a cocotte and a type of gommeuse. Her commitment
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to this role is evident in a scene where she walks a tightrope, echoing images of
late 19th-century cabaret performers. This theatrical appropriation of gestures is
a hallmark of the gommeuse character. Brio is ambivalent: immoral due to her
profession, yet she becomes a lifeline for other characters. This use of setting to
define characters is also seen in The Doll with Millions and The Devil’s Wheel, where
late 19th-century cultural tropes are juxtaposed with Soviet reality.

The analysis supports the hypothesis that some female performers in Soviet
silent films symbolized the vices of the “old world” or highlighted the corruption
around them, while others represented the “new woman.” This parallel is found
in Western cinema, in which certain professions visually marked moral failings. In
Soviet cinema, cabaret and its performers served as both the setting and the means
(locus and modus agendi) for criticizing pre-revolutionary morals and highlighting
the positive aspects of the “new Soviet man.”

BBEAEHUE

B KMHO, VCXOAH 13 TOTO, KaK Te10 CHUMAETCA, 3aBUCUT 1 BOCTIPUATIE Kap-
TVIHbI: KAKMMW Ta3aMy Mbl CMOTPUM NPOU3BEAEHNE — C NO3MLUUN aKTUBHOIO
HabntoaaTens, rmasamui repoviHK, rMasamul repost, «OTCTPaHEHHbIM» B3MTIS0M,
B3MSAA0M «HEHAIeXHOro CBUAETENS», — TaK Mbl U OyaeM BOCNPUHMMATL Npo-
MCXOASLLEE Ha IKPaHe 1 MHTEePMPETVPOBATL XECTbI 11 MO3bl akTepos. [NogobHoe
KOHCTUTYMPOBaHWE TENECHOCTI NOSIBUAOCH HE C M300peTEHNEM KIMHO: 3TOMY
HnaronpugTCTBOBaNM MCCAeA0BaHMs Tena B bonbHMLax U QOTOCTYAMAX cepe-
AMHbl — BTOPOI NONOBMHbI XIX Beka, KOTOPble CNOCODBCTBOBANV NPEBPALLEHMIO
Tena B MHCTPYMEHT NPOV3BOANTENBHOCTW, ONEPUPYIOLLNIA 33aHHBIMY KeCTamy
1 NO3aMN.

PaHHee HeMoe KWMHO OblNI0 aBaHTIOPHO-MPUKTIOYEHYECKMM, NONb30Ba-
NOCh VIMEHHO S13bIKOM XXEeCTOB, 4TO CBS3aHO CO CBOOOOM ecTa OT NPUYnH-
HOCTM 1 OKOHYaTEeNbHOCTY; XECT B KMHO OHOBPEMEHHO SBMSNCS CBOe0bpas-
HOWM OyKBOW andaswWTa, HO NPKU 3TOM ObIN 1 CBODOAHON KaTeropuen, KOTopyHo
KaXObl VHTEpNpeTMpoBan (ecnv cYnThIBaN) UCXoas U3 COOCTBEHHOTO OMbITa.
KIUHOMECT KOMMYHVKaTUBEH, CMIeKyNsSTUBEH, BCeraa OpyeHTUpoBaH Ha [pyroro,
Ha homo observatorio. YXeCTbl NOBTOPSIEMbI, HO HEe TOX/AECTBEHHbI CaMunM cebe
B Pa3Hble BPEMEHHbIE OTPbIBKM. VIMEHHO 3TUM, Ha B3NS/ aBTOPa, Y MOXHO 00b-
SCHUTb CBOE0OPa3HYH LIMKINYHOCT aPTUCTUYECKMX amya TaHLOBLLWL M NeBUL|
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[OPEBOMIOLVIOHHOIO 1 COBETCKOIO KMHO, KOTOPbIE SPKO BbIAE/SET B CBOEM TPy[e
«/1300paas HeHCTBEeHHOCTb: EHUIMHA KaK apTUCTKa B PAHHEM DYCCKOM KUHO»
Paiiyen Mopnwu: BOCTOYHAs TaHUOBLMLA/KpacaBwa, POKOBas eHL|Ha,/onmn-
uerBopervie Canomen, TaHuylollast KDeCTbsiHKa, ONnepHas Nesula, TaHrUCTKa,
TaHUyoWas LblraHka, baneprHa. Bce 3Tu repoviHy pa3Hbix GUIEMOB PasnyHbIX
pexuviccepos y Mop/iv 4pesBbl4aliHO aBaHTIOPHbI, OHW CO3Aat0T BHYTPY NOPOY
npeaensHO APaMaTnyeckux MMHUA CBOW NPUKMNIOHEHYECKIE; Yepes HIX, CIOBHO
CKBO3b NPK3MY, NOKa3bIBANN APaMbl OTHOLWEHWIA, NepuneTn cyaed, BelcMerBani
crneynduky obpasa «pOKOBOW, MafWel XeHUWMHbI» B AOPEBOMOLUMOHHOM KMHO.
HecMOoTps Ha TO, 4TO TaHUbl 1 aMrya UCNONHUTENbHUL OCTAOTCA HeU3MEH-
HbIMV, NOC/EAHME, KaK oTMedan Mopnn, CTaHOBMANCL UHAMKATOPaMU aMOpans-
HOro noBeaeHns (cM. be3aymHoe Becense B dunbme I KosnHuesa 1 /1. Tpaybepra
«HOHoCTb Makcuma» 1934 roga) (Mopnu, 2023, . 128).

Ha Hauw e B3rnsa, 4acTo 06pa3 MCMONHNTENbHWLI, MOMVMO MapKUPOBKM
MHAKOBOCTU VX FTePOVIHb, Oblf1 CBOEODPAa3HbIM CIOMETHBIM «BODNEPOM»!, @ camu
NCMONHUTENBHWLBI — aBAHTIOPHBIMK FEePOVIHAMM, BYTHIBAIOWMMY MEPOEB KaK
B NMOMOXMTENbHbIE, TaK U ApamaThyHble NPUKI0YeHns (MpenmyLlecTBeHHO aApa-
MaTu4Hble). bnarogaps «ObITUIO-NOA-B3rNAA0M»%, NpeaonpeaeneHHoMy npo-
beccriel, OHM NO3BOASNN YNOBUTL CIOXKET, CKOHUEHTPMPOBATL BHMMaHWe 3pu-
Tena Ha Hem. Camo NCMONHWUTENBCTBO 3aK1aAbiBaN0 B NEBULAX aBAHTIOPHOCTb:
M3BECTHO, YTO MHOTME NECHM CONPOBOXAANWCH TaHUaMW He CyYalnHo — 370
HbINO CBA3AHO C LieH3YPHbIMY Npasunamy, B pedystaTe KOTOPbIX KECTb 1 MO3bl
3aMeHann cnosa. OgHaKo nccnefoBatenu, 3aHnmaowmnecs 4opesoMOLNOH-
HbIM 11 COBETCKIMM KNHO, HE Y4MTHIBAIOT, 4TO MHOTMe POpPMbl TaHLLEB MPOM30LWAN
13 4ETKO pernaMeHTMPOBaHHbIX MPaBA, a TakKe NPOMCTEKAIOT 13 KadelaHTaH-
HbIX NO3 1 TaHUEB Kabape, KOTOPbLIE 1 MAPKMPYIOT BOCMIPUSTYIE Tepos KaK Hera-
TUBHOIO MK MONOXKNTENBHOTO NepcoHaxa. Tak, OkcaHa bynrakosa B «@abpuike
KECTOB» pacCMaTPMBAET TeNeCHOe NOBefeHVe Yepe3 He3HaKOBbIe ABVKEeHNS,
HaMePEeHHO YMyCcKad 13 Nond 3peHns NOCTaHOBOYHbIE, apTUCTUYECKME ABIKE-
Hus (Bynrakosa, 2021). Mopnw xe yaenseT 3Ha4uTeNbHOe BHUMaHNe CeMaHTVIKe
CanoMaHmy 1 POKOBbIX TAHLOBLYML, B JOPEBOMOLMOHHOM KUHO, 0b03Ha4aeT npo-
Hnemy BOCMPUSTYS TaHUEB «HOBOW XeHLLWHbI», Aienas 3aKOHOMePHBbI BbIBOS, YTO
HepernameHTVpPOBaHHbIE, SHEPTMYHbIE TaHLbI BbI3bIBANN CTPax COBPEMEHHNKOB
nepef «HOBOW XeHWWHOW». OHa He MUWET, 4TO «HepernameHTMPOBaHHOCTb>

1 OT aHm. Wobbler — HaxwisKa, NprMaHKa — 31eMeHT, 00bIYHO VCMONb3YIOLLMIACS B PeEKIame
ANS NpUBNEYeHNs BHUMaHWS.

’ MNocnepHee BpeMs CyllecTByeT TeHAeHLMs, OCODEHHO B OTEYECTBEHHbIX WCCefoBaHK-
X, CBS3bIBaTh BOCMPUATME TeNa Ha 3KpaHe C vaeell J/lopsl Mansu o «BbITuK-Noa-83rnsgom»,
B paMKax KOTOPOU HeMVHHOE TeNo NCMONHUTENbHULEI KOHCTUTYMPYETCS CMOTPSWMM (Cmarn-
Ha, 2019; CmaruHa, 2023; MpuueHok, 2024).
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Obina Tarxe NpefonpeaeneHa CBOAOM YETKMX MPaBn/ U 3aKOHOB, KaK v bbina
CBsI3aHa C ©KMBOTHbIMU», AVIKMMY TaHLaMK, NePBOHa4anbHO VHTEpPNpeTMpoBaB-
WMMWMCS BO BTOPOM NonoBKHe XIX Beka B KayecTBe Yero-To HyepogHOoro LyBK-
NVI30BaHHOMY MUPY.

K TaKkuM e nHTepnpetaunam, kaky Mopnu, npuxoant C.A. CmarnHa, KoTo-
pas paccMaTpyBaEeT COMOCTaBNEHNS CTAPOro M HOBOMO B repOVHSAX AOPEeBOIO-
UVMOHHOrO 1 COBETCKOTO KuMHemaTorpada, napannensbHo NpoTMBONOCTaBnss
0bpa3bl «MaeanbHO» 1 «POKOBOM» WEHLLMHbBI Ha 3Kpare. [1py 3ToM uccneoBa-
Tefb yKa3blBaeT: <APTUCTUYECKME BapblWHM C TOHKOW AyWEBHOW OpraHm3aLven
OKaXyTCs HEBOCTPEDOBAHHbIMY Ha MePBbIX MOpax COBETCKOrO KnHemaTtorpada.
JTa TeHaeHUMs npoaepxunTcs Bce 1920-e rr» (CMaruHa, 2019, c. 244). C aTum
Te3MCOM Hefb3s COrNacuThCs, T. K. Ha MPOTHKEHMM 1920-x MOABUACS LeNbll
PAA KMHOKAPTUH C UCMONHUTENbHUUaMY (TaHLOBLUMLaMY, NeBnLaMm): «<Bece-
nas KaHapeiira» (1929, pex. /les Kynewos), «Measexbs cafsba» (1926, pex.
KoHcTaHTuH 3rrepT, Bnagnumup Fapavn), <Kykna ¢ MuanvoHamu» (1928, pex.
Cepreln Komapos), «/lefsiHoln foM» (1928, pex. KoHCTaHTUH 3rrepT) 1 «HepToBo
Koneco» (1926, pex. lpuropuin KosuHues, /leoHng Tpaybepr). [leicTBUTeNnsbHO,
B CNydae ¢ «Becenoit KaHapeinkom» 1 «KyKnoi ¢ MUAAVOHaMM» CAOXHO FOBOPUTb
O TOHKOW [yLIEBHO Opranm3aummn repoviHb, HO apTUCTU3M XKECTOB U MO3 aKTpuC
13 GrnomoB «Measexbs cBagbba» 1, Hanprimep, «31oii ayx» (1926) cemaeTens-
CTBYET, YTO NMPUYHOCTb MHTEPNpeTaunm obpasa UCNoNHUTENbHWLbI B 1920-€
HVIKyAa He nc4esana.

cxoas M3 NpucyTCTBuS B eHTax 1920-X MCNONHNTENBbHUL, CTPOUTCH
/I TUNOTEe3a Hallero UCC1e0BaHMa, KOTopas COCTOUT B TOM, Y4TO «MUrpaums
06pa3oB» apTUCTKM B CTOPUK COBETCKIMX MCKYCCTBA U KyNbTYPbl HE 3aKaHYMBa-
eTCs, OHa NMNWb MEHSAET MHTEePNpeTaunio, NOACTPANBALTCS NOA 3pUTeNs; TaKkas
«MUrpaumns obpas3os» MOXET ObITb MPVIMEHeHa 1 18 aHanmn3a XecToB UCNof-
HUTENbHWL, COBETCKOTO KMHO, 3aMMCTBOBaHHbIX 13 KadelaHTaHOB 1 Kabape
(Appignanesi, 2004, p. 311). CucTema TaHLEeBanbHbIX XeCTOB, XapaKTepHas A4
pasnMyHbIX amnaya TaHUoBLUML 1 ChOPMUPOBaBLIAsACS B MIO3WK-x0NMe 1 Kabape,
noBNUSANa Ha NOBEAEHYECKEe NaTTePHbI, OCODEHHOCTV TENOABVKER M MCMON-
HUTeNbHWUL, B KWHO. 3TO ONpefeneHo cBoeobpasnem Kabape 1 MI3NK-XoNna Kax
NOMNYASPHBIX MECT: B HUX BBICTYManu HOBOCHOMYVPOBaHHbIE 3Be3/bl, 0TODpaxas-
WKe colyanbHble Npobaembl 3Noxy CBOVMYM Tenamu U3-3a LieH3ypHOro 3anpeTa
Ha coumanbHble NecHU. Tak, B KOHLE XIX Beka Yy Kaxaoro MCnonHuTens bbina cBos
YHMKaNbHas XeCcToBas CUCTEMa, Nepecekatollascs ¢ ero amnnya: MBeTT Mvnbbep
1rpana HepBHbIX, PACKOBAHHbIX KEHLLMH, NO3TOMY €€ ABVIKEH NS OblIM CTOMb e
HEePBHbLIMW, O YeM MKcan B CBOEN KHUre Mo MOPMUPOBAHMIO 3BE3[ MIO3VK-XO/-
NOB apTUCT 3TOW MHAyCTpuM Jlym YBpap (cMm. nogpobHee: Ouvrard, 1894). Cam
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YBpap ObIN NCMONHUTENEM «CONAATCKUX MeCeH», B CBA3M C YEM BO BPEMS HOMe-
POB MMUTMPOBaN CONAATCKIME XeCTbl U MPUBbLIYKK. Kpome Toro, [Mnbbep YacTo
OMpeaenstoT Kak «nesuyy-2adasiKy», ANs KOTOPOK Dbinv XxapakTepHbl cneayio-
wne ABVKEHNS ¥ AeNCTBMS: BCKUABIBAHNS PYK, 3aKaTbiBaHWA a3, «MUCTUYe-
ckuii» Bua (Gouspy, 2003). Beinn v Takue, kak Monep, BbICTyNatouwve 8 amnnya
nop HassaHueMm gommeuse. OHM V3bICKAHHO OfeBanunch, Mo NocneaHer Moge,
4acTO HOCUAW MPUYYANVIBbIE WASATKKI, NOJYEPKNBANN CBOK KPAcoTy KOCMETY-
KOW. IMEHHO 3TV TaHLOBLUMLBI YaLlie BCETrO UCMONHANN KaHKaH, MX KeCTbl Obinn
OTPbIBMCTbI, HAMOMWHANM ABVIKEHUS KYKOM Ha WapHWpax, Obinv npefensHo
TeaTpanv3oBaHbl. KaHHa ABpUAb e OTbIrpbiBana be3ymMHyio, KOnmpys ABLKe-
HUS NAsACKK cBATOrO Buta. OHa Obina 6a13Ka K apTUCTKE aHpa «3nu1enmuKa.
«3NUNENTUKN» FPUMACHNYaNK, MOKa3blBanu 3pUTeNsM S3blK, UMUTUPOBAN TUKK,
HEKOHTPOMPYEMbIE MblLEYHbIE COKPALLEH NS, U3rMDbI, TOXOXKME Ha TOHUYECKMe
apkw, HenctoBble nogeprvieaHus (Pillet, 1992, p. 47-49). MNogobHyI0 xecToByto
CUCTeMY NS VCMONHUTENEN B 3TOM XaHpe co3gany B 1871 1 1875 rogax nesusl
[Maynioc 1 IMunu bexa. 370 bbin 0ANH 13 NONYASPHENLWNX CMOCODOB BM3yanmn3a-
UMW CKPBITBIX B MECHe CNOB, T. K. 6€3yMUbl CHKTanch TeMU, KTO CBOOOAHO MOXET
BbIPaXaTb CBOE HeCCO3HaTeNbHOE, APTHCTLI-«3MUAENTUKN» ONMPaNMCh B CBOMX
HOMEpax Ha CKOHCTPYMPOBaHHyto [Nonem Puiwe, Bpadom Canbnetpunep, cucremy
KECTOB HEPBHbIX I MEHTANbHbIX NaTONOT I, ONYOAUKOBAHHYIO VM B €0 Anccep-
Taumu (Gordon, 2013, p. 81-135). CoBpemMeHHas 1nccnefoBaTensHua Pari bet
fOpAOH YCTaHOBWAR, YTO MMEHHO 3Ta YeTKas 1 NOHATHas ANs xuTenel EBpons|
cvcTeMa BMOCNeACTBUN NepeKoyeBana B PaHHee HEMOe KIMHO, 3aMeHsis CObol
cnosa (Gordon, 2013, p. 203-220).

Ha Haw B3MAa, KaKk 1 B 1900-e, HeKoTopble NCMONHUTENbH LI B COBETCKMX
HeMbIxX hrbMax C MOMOLLIO UMUTALMI OMUCAHHbIX XXeCTOB apTUCTOK CTapol
3MOXM MapKMPOBan/ «CTapblid M1P» C ero MOPOKaMU UV e AeMOHCTPUPOBaNy
MOPOYHOCTb CBOETO OKPY)KEH NS, @ HEKOTOPbIE, HANPOTUB, MO3BONSNM MaHVde-
CTMPOBATL aMrya «<HOBOW EHWMHbI». Kpome TOro, MHOMAa 3[ech He y4uThIBa-
eTcs hopMMPOBaHIME aHTPOMOOTMYECKOro COBETCKOMO Maeana (MpoeKTa, Kak
yKasbiaeT [L/1. TynbunHckmi) (TynbumnHCckniA, 2024, ¢. 27-29) B paHHEM COBETCKOM
KnHemaTorpade: «<HOBbIV YenoBeKk» Hbl MaeanomM, NOAAEPKMBAIOLIMM HOBbIE
NpaBua XU3HK, a NONYNAPHbIE TepOU OOPEBOMOLUMOHHOMO KMHO, Hanpumep
apTUCTKa, — aHTUMaeanoM. «<HenaeansHble» TaHUOBLMLBI CBOVIMU OBVIXEHW-
AMY M NO3aMU YCUAMBANN NONOKNTENbHbBIE KOHHOTAUWM «1MA€aNbHOTO» repos
HOBOMO COBETCKOrO KMHO, BCTYManu C HUM B pe3Kyto KOHMpPOHTaumto. brHap-
Hble ONNO3MLMN aHTPOMONOTMYECKNX MAeanoB U aHTUKAeanoB buinu «cpef-
CTBOM BbICTPanBaHMsA CMbICIOBOW KapTVHbI Mypa» (Tynb4rMHCKII, 2024, c. 29).
Taknm 06pa3oM, Mo Halel MbICIN — COBETCKOE KMHO 1920-X, NOYTU TaK e, Kak
1 AOPEBONOUMOHHOE, BLICTYMAN0 NPOTUB CHOPMYIVMPOBAHHbIX TUMOB 1 TPOMOB
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BTOPOI NOM0BMHbI XIX BeKa. ApKIM MPUMEpPOM 3TOrO ABASETCS MUnbM «3101 Ayx»,
CHATBIV MO MPOV3BEAEH N0 BTOPOV MONOBMHbI XIX Beka 1 0banyalowmii Hpassl
1 0bbl4aL yCTapesnon anoxu.

VIMEHHO NO3TOMY OAHOW 113 OCHOBHbBIX T€POVIHb (XOTb 3TO MOXET ObITh
1 He 04eBUHO Np¥ NepBoM, HErnoM NPOCMOTPe NEHT) B 3TUX PUIbMax CTaHo-
BUTCS TAHLOBLMLA W UCNIONHWUTENbHIULUE, BOMPatouias B cebs psfl KoHUenUyi,
NPOTVBHbIX HOBOMY FrOCYAaPCTBY UM e UM noouipsiemMbix. Camu 3T1 reporHn
ABaAHTIOPHbI MO CBOEM CYTW, Yalle BCEro OHW KaXyTCst BTOPOCTENEHHbIMM, Mano
3HAYALLVIMU 15 CIOWETA, OfIHAKO MMEHHO MXKECTbI, MUMMKA, TENIECHbIe NPOsiB/e-
HUSt CNOCODHbBI MOSCHATL 3HaYEHME CIOKETHBIX NMHUI, PE3KO TaKOBbIE «MO/CBe-
YMBas» 1 apTUKYIVIPYst CKPBITHIA CMBICA. BbIABUHYTHIV TE3KC CBSA3aH C TeM, YTO
PaHHEE KVHO HbINO HEMbIM, ayAMOBU3YaN3aLM 1 KECTbI UTPaNM 3HAYUTENbHYIO
PO/b N5 PACINDPOBKI CIOXKETHbIX IUHUNA, U UMEHHO ABVKEHS VCNOAHUTENb-
HWL CTAHOBWINCh OfHMM 113 CBOEOOPA3HbIX «53bIKOB» KUHOKAPTUHbI.

B CBS3M C 3TVIM OCHOBHas Leflb HaCTOsLLEN NybvKaummn — onncaHmne Bans-
HVS NOBEAEHYECKIMX MaTTEePHOB, XapaKTEPHbIX ANs KadellaHTaHOB 1 Kabape KOoHLa
XIX 1 Havyana XX BeKa, Ha co3faHmne }EHCKMX 06pa30B B MOCTPEBOMIOLMOHHOM
HEMOM KMHO. B paMKax CTaTbl Mbl LUIMPOKO TPaKTyeM NOHATUE «NPUKTIIOHEHYECKIIA»,
BbISBNAA COOTBETCTBYIOLLIE MOTVIBbI B PA3HbIX IEHTaX, 4aCTO He MapKMPyeMbIx KaK
«MPUKITIOYEHYECKOE KINHO», CXO[S 13 3HaYeHWs C10Ba «MPUKITIOYeHe» — 3axBa-
ThIBatOLLIEE MPOUCLIECTBME, HEOXKMAGHHOE CODbITUE N CYYaI BIKM3HU,

XpOoHONOrnyecKme rparuLibl MccneaoBanuns onpeneneHsl 1920-mu, cob-
CTBEHHO OCHOBHbIM MEPUOLOM CO3[aHNSA COBETCKOTO HEMO20 KHO. PeneBaHT-
HOCTb NMpe//IOKeHHOIN TeMbl 3aK/04aeTCs B TOM, YTO 6narofaps Takomy Uccneo-
BAHMIO MOXHO He TONbKO PaCLUMPUTL FPaHNLLEl aHanM3a HEMOTO KUHO 1 YTOYHUTb
reHesnc psaa naTTepHoOB B HEM, HO U NPOBOANTb MEXANCLNNIMHAPHbBIE U3bICKa-
HVS Ha CTbIKE HECKONBKMX AUCUMAANH: (DUI0COMUM, NCUXOaHaNM3a, KyNbTypo-
NOTWK, NCKYCCTBOBEAEHWS, NCUXONOTUN 1 My3blKOBeeHNS. Kpome TOro, CTartes
MOMOXET BbIABUTL KITKOYEBbIE KY/IETYPHO-3CTETNYECKNE AOMVHAHTbI, XaPaKTEPHbIE
A9 MOMOJOTO KMHOWCKYCCTBA, aKTUBHO anponpumupytowero BaKHble Ans mac-
COBOW KynbTYpbl 06pasbl MI031K-x0NM1a, kKadewaHTaHa, UMpka v Kabape, obbsic-
HVB PSS NPUYMH MCNONb30BaHNS XECTOBLIX CUCTEM UCNOAHUTENEN B COBETCKMX
HeMbIx hrnbMax 1920-x.

OCHOBHbIMY MaTepuanamm Ass UCCNefoBaHus NOCIY KUV OTODPaHHble
bunembl: «Becenas kaHapenkar, «Meagexbs cBagsba» v «3101 Ayx», KOTOPOMY
OypeT yaeneHo ocoboe BH1MMaHWe B CBA3M C €r0 Maslon3y4eHHOCTb0. Kpome Toro,
B L|eNsix KOMMNapaTVBHOIO aHanu3a NprBeAeHbl Takne KUHOMEeHTbI, Kak «Kykna
C MUAAVOHaMWY, «/lefsiHoM AOM» 1 «4epTOBO KoMeco». COBETCKME HEMbIE NEHTHI
TaKKe byayT cpaBHeHbl C PPaHLY3CKUMY U HEMELKMMY HEeMbIMU (BUNbMaMm
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1910-1920-%, rae MCronb30BaHsl 0O6Pa3bl ¥ KECTbl 13 KynbTypbl Kabape 1 BapbeTe:
«TaiHbl ckan Kagop» (MHave — «TaliHa nopog Kagop»; 1912, pex. fleoH leppe),
«Pozanw v JleoHTnHa 1ayT 8 TeaTp» (1911, pex. Pomeo bozeTTn).

APTUCTKA MIO3UK-XO/I/1A B ®UJIbME «BECE/IAS KAHAPEKA»:
TPUKCTEPHAA TEPOUHSA

Kak 661710 OTMEYEHO, B AOPEBOSIIOLMOHHOM KMHO UCMOAHUTENBHILE Map-
KMpoBanach NoYTW BCEra Kak «Naallas» vi «pOKOBas» MEHLLVHA, eHWNHa-
NCKYCUTENBbHULA, HEBPOTUK. BO MHOIOM 3TO OMNPEefeneHo caMmmnm BOCNpUsTIEM
npodeccum NCNONHNUTENBHNLbI: KaK KOKOTKM, eMUMOHAEHKN, KOTOPOI NOKPOBU-
TeNbCTBOBANN W KOTOPOM Obl/I 04apOBaHbl MHOTME MY)XYUWHBI. Ha Takoe Bocnpu-
ATVe BNUSINE Y UCTOPUS KaellaHTaHoB, MIO3VK-XO//0B, kKabape 1 Apyrvix hopm
pasBneKaTenbHO KynbTypbl. bosblias 4aCTb CMNOAHUTENBHNIL, NPOCaBNEeHHbIX
B Poccum v eBponeicKux CTpaHax, BO BpeMs NeceH 1 TaHLUeB KonmpoBani HeBpo-
TUYECKNE, IMNNENTIYECKNE HECTbI, KOTOPbIE BbICBOOOXAANN VX BECCO3HATENBHOE,
ObINV 93bIKOM WX MOTaeHHbIX enanuii (Chadourne, 1889, p. 277). CBA3b UCMOMHW-
Te/bHUL, B POCCUIACKIMX hnbMax C 3anafiHbiMu hopMamyi TaHLeB NoaYepKHyTa
M TeM, H4TO PEXMCCEPDI 4acTo NepefensiBatoT 1X VMeHa Ha eBPONencKuii nag
nocne «nageHuns» («Mats» npespatiaetcs B «Mapu» 8 «/InTs 60/bLIOMO ropoaa»)
WK A@HT UM MHOCTPaHHbIe CLeHnYeckre nveHa (6anepunna /lonna s duibme
«/Ttob0OBb CTATCKOrO COBETHMKAY).

Takas NaToNOrv4YHOCTb UCMOAHUTENBHULI Obia 3aneyaTieHa 1 8 JOpeBo-
NOUMOHHBIX KaprKaTypax: B HoMepe xypHana «lyT» 1897 rofa bbina HanevaTaHa
cepus UAMKOCTPaLMIA MO KPaCHOPEYMBLIM Ha3BaHVieM «MUKPOObI COBPEMEHHbIX
NOACKUX Hefyros». Cpean MUKPODOB CN/eTeH, eKafeHcTsa, panpTa nossuncs
1 KadelwaHTaHHbI MUKPOD (HenssecTHbIM aBTop, 21 1ioHs 1897, . 16), KOTOPbIN
ObIN NpefcTaBneH B B1AE CePO-3eNeHON, NpefenbHo AedOpMUPOBaHHON 3Be3b
C OCYHYBLUVMCS INLIOM, B3LEPHYTbIMY BBEPX [M1a3aMu, NOL, KOTOPbLIMU KPACYHOTCA
MHOFOYMCNEHHblE MKW, M PACKPLITbIM TO /1M B NECHE, TO M B KpyiKe pTe. Bepo-
ATHEE BCEro, 3€Ch KapMKaTypPUCT XOTeN CNapoAVPOBaTh KeCTbl NeBULbl Tepessl,
M3BECTHOWM CBOWM rpyObIM MOBEAEHWEM W MOCTOSHHO WVPOKO OTKPbLITIM PTOM.
3TOT MUKPOD, NPObMPatoLMIACH BO PThl 3€BaK, O4eHb MOXOX Ha TO, KaK MHTep-
NPeTnpoBany apTUCTOK BapbeTe B KMHO AOPEBOMOLIMOHHOTO 11 COBETCKOTO Bpe-
MeHN. TaK, B KOHTEKCTEe ONUCaHHOW UNNIOCTpaLmm NpeacTasnseTcs 3abaBHoM
nrpa cnos B unbme «Tella B rapeme» pexnccepa Muxavna BoHY-TomalleBCKoro
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1915 roga, rae report Bnaanmmnp paspbiBaeTcs MeXay ABYMS KeHLWMHAMU — HeBe-
CTOM HMHOYKOM 1 KadelwaHTaHHOW NeBMYKON SCTPENON, CMaHKOM, KoTopas
BO CHe MbITaeTcs 3arybuTh reposi, CIOBHO CMepTenbHas 601e3Hb 3TOro Neproaa,
ApYyras «MCnaHKa» — rpumm.

Kpome Toro, B 4OPEBONOUVIOHHOM 1 PAaHHECOBETCKOM KVMHO apTWCTKa
1910-x — BCEro NUlWb MaHeKeH, OObEKT MPOEKUMIA TaBHbIX repoeB. Tak, B «3aKo-
BaHHoOW unbMoi» (1918, pexk. HukaHap TypkunH) baneprHa 13 dunbma xenaHHa
1 NpUTSTaTenbHa, NoKa OHa He CXOAWT C NaakaTa, 1 repoil MOXET haHTa3vposaTb
0 ee abcoNoTHOW NOBBY, TO e MPOUCXOANT U B «/110DBIM CTaTCKOrO COBETHMKA»
YapabiHuHa: baneprHa /lonna cTaHoBMTCS NTULEN B KIETKE, BLIXOAS 3aMyx OHa
TepsieT CBOI «3K30TUYHOCTb». [1aTONOMMYHOCTb apTUCTOK, X Kaxaa CBODOAHOMN
KM3HM NOXOXa Ha MHTepnpeTaumio NeBuLbl BapbeTe /1o/bl-/10Mbl B UCMOAHER NN
MapneH AnTpux 13 dunema «fonybolt anren» (opur. Der blaue Engel, 1930, pex.
[xo3ed doH LLTepHOepr), KoTopas, oTpuLas Bce MopansHble Npasuna, CBOANUT
CBOWM rOI0COM W BMAOM MY)XYVMH C yMa. TaKas e TPUKCTEPHOCTb 1 aMOMBaneHT-
HOCTb MHTEpNpeTaumny apTUCTKL NPOSBASETCS ¥ B COBETCKOM KWUHO, Hanpumep
B hunbMe «Becenas KaHapelka» /1bBa Kynewosa 1928 rofa.

Kak 1 Jlonna YapfsiHvta, raBHas repornHs, No NoBEAeHUIO KOTOPOA
1 Ha3BaH MuUNbM, akTpuca bpro — aK30TUYHas 1 6e33aboTHas KaHapeiika.
B TeyeHve NeHTbl 3pUTENtO MOKA3bIBAOT, MO aHANOT NI C 3aNaAHbIMK NPUKTO-
YeHYeCcKMMM dunbMamu, byayap apTUCTKK, HOYHOe Kabape 1 HOYHble TYyNsHNS,
CUEHbI B BaHHOM C BP0, PO3bIrpbIL NONYOOHAKEHHOM MEHLLMHbI Ha ayKLMOHE. ..
Bce T0, YTO BbIN0 NPUHSATO KECTKO KPUTUKOBATb. VIHTEpnpeTaLyis KOKOTKY B 3TOM
(bUNbMe pasnTenbHO OTIMYaeTCs OT penpeseHTalyin apTUCTOK BapbeTe 1 kabape
B Apyrux neHTax 1920-x, Hanpumep, B MPUKITYEHYECKOM KOMeANM B 6 4acTaxX MO
HasBaHuMeM «Kykna ¢ MunnnoHammn» 1928 ropga pexunccepa Cepresa Komaposa.
Mo croxeTy hunoma B Maprxke ymypaeT obnagatenbHuLa MUAIMOHHOMO COCTOS-
Hys Mafam Konnu, KoTopas 3asellana CBOW KanwTan nneMsHHuLe Mapyce Vsa-
HOBOW, XVByLLel B Mockse. oAb v IMbep Ky31MH3, POACTBEHHMKM, HaXOAMBLIMECS
PSAOM C MafiaM M OKMBYLLME NPA3AHON XKU3HbLIO, WOKMPOBaHbLI 3TUM pellervieM
1 pellatoT OTNPaBUTLCS B MOCKBY, YTODbI 3abpaTh cebe HacneacTso. Bobnepom,
nofTanKkmneatolLMmM K bopbbe 3a Hac1eACTBO, CTAHOBUTCA TaHLOBLMLA — BaanL,
nofpyra cepfalia boHsraHa lNbepa. IMEHHO ¢ ee cKaHaana no NoBofy cobCTBeH-
HOWM Kapbepbl 1 HaYMHAETCH MOrOHS 3@ HACNeCTBOM. KaK macaT UHTePTUTPbI,
BLICTYNIEHVS BiaHLW HeyaauHbl, OHa Nu1lleHa Kakoro-nnbo TanaHTa 1 Temne-
pameHTa. OHa yroBapyiBaeT 3HaKOMOro XypHanu1cTa n1cath O Hell xBanebHble
CTaTby, Y4TODLI ee y3Hasanu (MprMep XopoLUero, Mo MHeHMIo baaHL, 3aronosKa
NPUBOLAT B UHTEPTUTPE: «B MyneH-Pyx BbICTyNaeT 04apoBaTe/ibHas TaHLOBLMLA
Bnaxw»). OgHako ToT TpebyeT AeHer, Ha YTO BAaHL 3MOLMOHANBHO pearnpyer:
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«Heyxenu Tbl He MOT NNATUTL ATUM N1CaKam, YTOBbl OHW Pa3aaen Mol TanaHT
Vi TeMnepaMeHT?». B 3TOT e MOMEHT peflaKTop y3HaeT o cmepTu Maaam Konnw
VI «MOCBINAEeT K YePTY 38METKM O TaHLOBLIWLEX», enas y3HaTb 1 ObicTpee Haneva-
TaTb, KTO e byaeT BnafeTb MUAAMOHaMI yConwen. YCnbiwas 370, bnaHu noHu-
MaeT, YTO MOXET U3B/eYb BbIrOfY, Beflb OHa 3HaKoMa C POACTBeHHMKoM Konnu.
OHa NyCcKaeT CAyx, Y4TO AeHbI M AOCTaNUCh ee Bo3nobAeHHOMY [bepy. B nome
NocneaHero NOSBASIOTCS TONMbI, Kaxaylime nony4uTs ¢ Meepa fAonr. HekoTo-
pble TPebYIOT CBOW fleHbIV Ha3af, a KTO-TO KASHETCS B BEPHOCTY HOBOSIBNEH-
HOMY «HaC/eflHVIKy». Y3HaB 0 nocneaHeit sone tetu, Meep NnpuH1uMaeT peleHne
0 noesgke B POCCHIO 1 NOKCKe TaM 3arafiouHO KyKI1bl, B KOTOPYIO 3alMTbl KUK,
OH ocTaBnseT baaHuw 3anuncky, BbIBOASLLYIO ee 13 cebs, He npeaynpexaas HenyTe-
BYIO MOBOBHMLY O Moe3fKe B fianexyto Poccuio: «[1potiali, Most kypoura! OTrnpas-
NAKOCh Ha MOUCKN HEBECTHI C MUANVOHaMU. He cepinch Ha CBOEro neTyliKay.
B 3Tux cueHax bnaHuw nokasaHa Kak xutpasi 1 rynas Aama, KoTopylo BONHYIOT
TONBKO fleHbr v, CTaTyC 1 cnasa (puc. 1). Papu H1MX OHa roToBa He TONBKO Ha 0OMaH,
HO Vi Ha VHbIe Max1HaLum, KOTopble ByayT NPOAEMOHCTPUPOBAHbI B AanbHe X
cueHax hunsbma.

Puc. 1. BnaHuw u Mbep. Kagp us punbma «Kykna ¢ MunnnoHamm»,
pex. Cepreii KomapoBs, 1928. 7 MUH. 12 cek. CKpUHLIOT aBTOpa®

3 MIcTouHMK n3obpaweHns cM.: URL: https://m.vk.com/video-162918645_456241923?list=4b63e
c68cfbeclca33&from=wall-139293122_88124 (19.11.2024).



https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124
https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124

DpaKu, apxanyHblil MakvsHx 38e3f LOPEBOMOLMOHHOTO KMHO, Henernble
ABKeHna Mbepa 1 ona — BCe 3TO OTChIIKM Ha MOAY MPOWOro. ITM NCeBAo-
apyCTOKPaTMYHBIM OOHBMBaHAM NMPOTMBOMNOCTaBAEH ObIT COBETCKOV MOMOAENKM
B JOMe-KoMMyHe. COBeTCKME CTYAeHTbI MPeacTaBneHbl KaK efnHbIv U APYXKHbIA
OpraHu3am, Koraa Kak Meep v ok BEYHO CCOPSATCS U BBA3LIBAIOTCS B HENPUAT-
HOCTW. Korfa dpaHLy3bl HaxoasT Mally VIBaHOBY, 3pUTeNb MOXKET YBUAET SBHYIO
pasHULy MeXy Hel 1 baaHw. Malwa — By30BKa, aKTVMBHO 3aHMMaloLLAscs CNOPTOM,
nooSWAas y4MTECS M MOMOoraTh BAVIKHeMY. baHLL e ayMaeT NMb O cebe 1 CBOeM
6NarocoCTOAHUM. ITO OTPAXAETCA 1 B €e BHelHEM Biifje: OHa OfleTa B CTUANCTUKe
ap-AeKo — spKue ryobi-cepaeykn, TOHKME BPOBW, LUAAMKV-KOLW, NPUTaneHHbIe,
HoraTo yKpaleHHble v ipKve nnaTbs ¢ b1cepoM — rgeanbHas NpeacTaBnTeNb-
HUL@ 3MOXM1 A)Ka3a, OXOTHML NPUKNodeHnit. Mala e obnadeHa B COKOMKy* 1 Bce
Aenaet Ha bnaro 0bLeCTBY, OTINYAACh YECTHOCTBIO U VICKDEHHOCTBIO.

Nio60Bb BnaHu K Hapsiaam, «<KyKosbHbIe», BYATO «laPHUPHbIE» AB/KEHWS,
TeaTpasN30BaHHbIE MO3bl OKUBOW KapTUHbI» (NO3MPYeT Aaxe BO BpeMs Nneperoso-
POB COXypHaNVCTaMu), CBUAETENCTBYIOT O TOM, YTO OHa SBASETCS BOM/IOLEHNEM
gommeuse, apTVCTKN, OTbIrPbIBAIOLLEN NErKOMbICIEHHYIO KOKOTKY, He AyMmato-
LWIYIO O TATOTAX HU3HM, CTPEMSALLYIOCS HAUTU TMYHYIO BbITO/Y B 111000 CUTYaLMN.
OpHako B GhuibMe 3TO He MPOCTO amrya, a CTUb KU3HW.

PasHuua MeXAay MaLuen n bnau 3a0CTp4deTCs, Korga nocneHad Hactmraet
Hbepa B Poccnm v 3akaTbiBaeT eMy CueHy. Ee xemaHHble ABMKEH NS apTUCTKN
r<a6ape MOCTAaHOBOYHbI, MCKYCCTBEHHbI, BbITTAAAT HEeCTeCTBeHHO M HeCKO/TbKO
BY/1brapHO B COBETCKMX peandx. B uenowm Bce MHOCTPaHLbI B CbMﬂbMe oTnn4a-
FOTCA CyMaTOWHOCTBIO 1 XaOTUHYHOCTbIO, MapPMOHETOYHOCTbIO LLBI/I)KG‘HMI?], BCe OHM
apTnCTbl C onpeaeneHHbIM amriya. TaKknm O6pa3OM B Cbl/\ﬂbMe noa4epKmMBaeTcH
NNHO30PHOCTb O6OI’8LLL€HI/\$| COMHUTEMbHbBIM MyTeM, NMCKYCCTBEHHOCTb 1 MaTo-
NOTUHYHOCTb npamHo% HKN3HW, a apTNCTKa Ka6ape BnaHLL CTaHOBUTCS raBHOM
BJTOQG% KO, KOTOpad TOJ/IKaeT repoeB Ha NyTb obmMaHa 1 6b\CTpOI’O HacCblLeHNA.

BepHemcs Kk ciokeTy drinbmMa Kynewosa. OH nocssileH 6opbbe ¢ KoHTppas-
BEKOW, Cama bprno CTaHOBWTCA O4epeIHOM XMTPOW U NerKol Ha NoabeM Kade-
WaHTaHHOW NEBWYKOW, KOTOPas NOMOraeT BbINOAHWTL 3aaaHue. CloxeT dbuibMa
TaKOB: rOpPO[] 3aHAT MHTEPBEHTaMMU, MOANOMbHbBI KOMUTET OOMbLIEBNKOB NOPY-
4aeT reposim, Ybu amunmy BpsHCKUIA 1 Jlyrosel, CNeanTb 38 KOHTPPa3Bea4m-
Kamu. OHM 3HAKOMATCS C aKTprcort bpuro 13 kade «Becenas KaHapelika, B KOTO-
pYt0 BNtOOIEHBI Ha4albHVK KOHTPPA3BEAKM U €ro NYHbI aibloTaHT. Bo Bpems
NPOBEPKM NOKYMEHTOB B kade /IyroBLia apecToBbIBaIOT. BpSHCKMIA pelaeT cnacTu
TOBapuula. Ha 6naroTBopuUTENbHOM BeYepe OH NPYOOPETAET C ayKLMOHa NPaBo

* PacnpocTpaHeHHbI B COBETCKOE BpeMs NpeaMeT rapaepoba. TpukoTaxHas, Yalle BCero no-
nocatas, 6y3Ka Co LWHYPOBKOW Ha rPyAM BMECTO MYroBuLl.
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Ha 1106oBb BPUO 1 yCTYNaeT ero agbioTaHTy HavasbHUKa KOHTPPa3BeaKM B OOMeH
Ha BOoeHHYI0 hopMy. 104 BUAOM afbloTaHTa MOANONbUMK NTPOHUKAET B TOPbMY
1 cnacaet Jlyrosua oT rnbenu.

Takvm 0bpa3oMm, Ha 3KpaHe 3pUTento MoKasbiBanu NpasaHyto, «<KaHapeey-
HYI0» V3Hb benorsapaenUes, KOHTPPA3BEAKN W BCEX CBA3AHHbIX C Maam bpuo.
Peakumns coBpeMeHHOM npecchl Ha dhurnbM Obina NPoT1BOpeYMBa: co3aaTenel
Ha3blBaNV «KNACCOBO Yy AbIMM NOAbMIW»; B «[TponeTapckom KnHo» 1931 roga
MOXHO BbINo NpoynTaTh: «C MMeHeMm /1. Kynelwosa BnonHe CrpaBeannso CBs-
3aH KnMHemaTorpadbuyecknii hopmaniam. [axe B nydwem ans Kynewosa cnyyae
eMy He CKOpO “NpocTaT” “Becenyio kaHapeliky”. He NpocTaT KynsTUBKMPOBaHye
Ha COBETCKOW MOYBE aMEPUKAHCKNX MPUKTIOYEHYECKNX, a 3aTEM CaNOHHO-
ByprryasHbix drnem» (A-O8, 1931, c. 85).

[NoapobHoe 3anedat/ieHre TaHLes, NOKa3s reporiHy KpaByeHKo KaK 1xaso-
BOW [EBYLIKM, BNAAEIOWIEN HOBbIMY, 334aCTYIO «HEMPUANYHbIMUY (OpMaMi TaH-
LEB, TaKMMU Kak (OKCTPOT (BU OKMBOTHOTO TaHL@», CBA3aHHbIN C UMUTaLVEN
ABVIXEHNI MUBOTHbIX 1 XaPaKTEPU3YIOLUWIACS HapyLeHeM Npasua NpUAnNYus,
noapobHee o crneurduKe 3TOro TaHLUa CM. B C/IeAYIOLLEM Pa3AeNe), ee NerkocTb
11 COrflacie Ha MHOroe, OTCYTCTBIE NIMYHOV MO3VILVIN 1 NOACTPanBaHe Nof yaoo-
HYHO W TYHLLYIO CUTYaLMIO, — ONMLETBOPEHME MOPOYHOCTM 3aNaAHbIX MPAKTUK 1 1X
Bpena iNs Yenosexa. HecMoTps Ha T, YTO bpro NoMoraeT cnacTu CUTyaLmto, OHa
COBEPLIAET MHOTO MOCTYMKOB, KOTOPbIE HE XaPaKTEPM3YIOT ee C Ny4liel CTOPOHbI.
OpHako Bpro — TpUKCTep, KpaliHe aMbrBaneHTHbIM NePCoHaX, T. K. CBOUMM feli-
CTBYSIMYV OHa MOAPbLIBAET YCTOM 0OEMX CTOPOH B (DU/bME, KAK 11 ©KMBOTHbIE TaHLIbI,
paspyliatoliie HopMbl Mopany 06LLeCcTBa Hadana XX Beka. bpro Kak Bena amopars-
HYH XKW 3Hb, TaK 1 MOMOMa KPACHbIM, CNac/a NoOKeHNE, 4T0, BEPOSTHO, U MOITIO
BbI3BaTb HEraTWUBHbIN OTKANK: OTPLITON KPUTUKKM Bpro, Kak 370 ObINO B Cydae
€ branw 13 «Kyknbl ¢ MUANMOHAM», B DUABME HET, HaNPOTUB, NO OMNKCaHVISM
Bprio — LeHTPanbHbIN, PeLlatoLLnii NePCOHa, CRACLIMIA NPOTArOHUCTOB,

Mpw 3ToM Bprio — repounHs NpoLWNoro, MacCoBOM KynsTypbl pybexa XIX-
XX BEKOB, 3TO MOXHO MOHATH MO OMUCaHMIO CLIeH, MPUBEAEHHbIX UCMONHUTENb-
HYILel ponv KadelaHTaHHOM akTpuchl [anviHbl Kpa4eHKo: «[TOMHI0, MHe, Kak
Mafemyasens bpro (Tak 3Bany MO0 repomnHIO), HyKHO ObINO TaHUeBaTh Ha npo-
BOMOKe. KynewoBs npuKasan NpoTaHyTh ee Yepe3 BeCb rpOMaAHbli NaBuabOH,
B KOTOPOM DOblnla NOCTpOeHa AeKopalns kader» (Kpasuerko, 6. a.). TaHel, npo-
XOf} Ha NMPOBOIOKE — MOMYASAPHbIN MOTUB B MCKycCTBe XIX Beka npw n3obpare-
HVIM apTUCTOK kabape 1 Kade (BCMOMHIM 3HaKoBy paboTy 3ayapaa Mare «bap
B “Gonu-beprep”» (1882), rne Ha 3aaHeM nnaHe B BO3ayxe banaHcvpyeT apTucTKa),
npueM, KOTopbiM NoNb3osanca 1 Cepreit iseHWTelrH B cBoeM «Myapelie» Ang
CO30aHVs YAMBNEHNS, BOBNEYEHNS 3pUTENd, «aTTpaKLVoHa». Takve napannenm
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MEXY KUHOCLEHAMM 1 CHOKETAMU U3 XKMBOMUCH BbINM PACNPOCTPaHEHbI B PaHHMX
COBETCKVIX (DU/IbMaX, BO MHOTOM SBAASC 3aWMMPOBAHHBIMY KVBBIMY KADTUHAMMU,
NEHTaMM, ellle ONMPaIOWMMIMCS Ha TeMbl U 06Pa3bl JOPEBOMOUMOHHOIO KUHO:
Ha nnakaTe K dunbmy «103T 1 nagwas aywa» (1918), NOCBALEHHOM 3HaKOMCTBY
MYXXYVHBI C MUNOV AaMO, KOTOpast OKkasanach He Takow, Kakow oH cebe npeacTas-
NN, N300paxeHa OTCbINKa Ha CBA3b EBbI CO 3MvieM. K AeByLLIKe B pO3apum KpapeTcs
OorpomHas 3Mes, obsuMBatollas 6andacuny. [oaobHbIe napanient ¢ NCKYCCTBOM
NPOLLNOTO BeKa Takke MO ByA0PaKITs NYOMKY, V Tak HaMEKaBLLYIO Ha apxany-
HOCTb 1 DPVBONBHOCTL PENpe3eHTaLn B Grnsme. INoMy Mo TOro, 4170 Bprio MMu-
TVpOBana ABWKEH NS HUBOTHbIX B CBOMX TaHLax, bblna BOMNOLLEHMEM gommeuse,
OHa CTaHOBM/ACh U CO3[aHVeM MeCTa, rie obuTana. «Becenas KaHapeliKa» — oanH
13 NepBbIX PUABMOB, TAE PEXIVCCEP MbITAETCs 0TObPasnTb CBOeOOpa3Hoe pasno-
KEHWe repoeB NOCPEACTBOM VX NOKaLMKI.

Kynelwos nokasbizaeT 60pbby KpacHbIX 1 Oefbix B MPUKIIOHeHYeCcKoM hop-
MaTe, «vrpatodin». [ns aHannsnpyemMoro GuabMa xapakTepHbl POMaHTUYeCKme
1 aBaHTIOPHbIE CLEHbI C MEPEOAEBaHNAMM, NepecTpenKamy, 3abaBHbIMM TaHLe-
BaNbHbIMY HOMepamul. [1ofobHOoe BHMMaHKe K OypxyasHoMy DbITy 1 pa3sneye-
HVSM NPYBENO aBTopa K cpaBHeHMIo hunbMa «Becenas KaHapenka» ¢ aesTensHo-
CTbto DIKCoB («<MoryT N PaKChl 1 IN3EHWTENH CKa3aTb, YTO OHW 3HAIOT MACChl?
HeT, He MmoryT» (lMeTpos-bbiToB, 1929, ¢. 8)). ®IKChI B MaHM(eCTe «IKCUEHTPYI3M»
(1922) KOHKPeTV3MPOBanu CBOK NPOrpamMmmMy Yepes Npu3My 3CTeTUKM LMpKa,
MIO3VIK-XONN0B, NaHTOMUMbI (ITpoHWH, CBaTOoCNaBCKUiA, 2024). BbipasuTenbHble
nnacTyviKa U TUNaXw 3KCUEHTPUKM BONAOTUANCE B MPUKTIOYEHYECKON POMaHTK-
Yeckol Menogpame «4epToBo Koneco» (1926, pex. [puropnii KosnHues 1 /leoHua
Tpaybepr). o ctoxeTy Mmonogont Mopsk VsaH LopriH 3HaKOMWTCS C AeBYLWKOW
Baneli, B pesynsrate rynsHuii onasapieas Ha yXoasWmii K Kpencepy Katep, 4To
NpefcTanco Kak Ae3epTVPCTBO. MBaHa 1 Banio MpuioTVAM apTHCTbl, OKa3aBLuvecs
NpecTynHo rpynmnon noa NpeaBoaAnTeNbCTBOM Henoseka-8onpoca. MIHTepecHo
nobosanve 8 prnbMe pasHbiMy GOpMamyt aTTpaKUMOHOB: YePTOBbLIM KONECOM,
TYHHENSAMU NIOOBU.

Ocoboe BHUMaHWe pexuccepsbl YAENSIOT U NPECTYNMHUKAM, 1 UX TUNaxam:
KapnuKkK, Clenble, XBble CKeneThl — BOT CBKTa Henoseka-sonpoca. Monogsie
noay, MBaH v Bans, HeBONBbHO CTAHOBATCS HaCTbiO MUCTUHECKOTO, CTPAWHOTO,
NYratoLLero, «r’MHBONBEHOrO» MUpa. CaMo OKpyKeHVe 3aaaeT dnep natonormyHo-
CTV 1 ONACHOCTY B HOBBIX /151 MPOTArOHNUCTOB 06CTOSTeNLCTBAX. [1apK aTTpaKLm-
OHOB, bpoasiyas, aApMapoYHas KynbTypa CTaHoBsTCs locus agendi, BonnoleHvem
NOPOYHOCTY 1 BE3AYIHOCTI.

3[€Cb MOXHO NPOBECTY Napanieny Mexpy «Becenoli kaHapenkoi», <4ep-
TOBbIM KONECOMY» U HEMELKUMU hribMamu: B HEMELIKOM KUHO 1920-X OCHOBHbIM
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3M10/4€eM HacTo CTaHOBUTCA rOPOf MM rOPOACKas AOCTONPUMEHaTeNbHOCTb.
[naBHbIMY locus agendi B HUX SBASIOTCA SpMapku nnu kabape: B unsme «HeToipe
anv30aa 13 13HKM Bpadar (opur. Falsche Scham—Vier Episoden aus dem Leben
eines Arztes, 1926, pex. Pynonsd brepbax) Bpayeli-clieHapicTos KypTta ToManssl
1 Hnkonaca KaydmMaHa aBoe oHowel 0TNPaBisioTCs Ha spMapky, YT0bbl MOCMOo-
TpeTb HOoMep Kabape (CM. NoApobHee O KOHCTPYMPOBaHMM MPOCTPAHCTBA
B HemelKnx dunbmax: MapTeiHoBa, 2023b; CanbHykoBa, 2024, ¢. 120). Cpasy nocne
pasBreKaTensHOM MporpaMMbl OHV MAYT Ha eKUMio 0 cuduvce, Kak 1 8 dunbme
«Mopanb» (opur. Moral, 1928, pex. Bunnu Bonsd), roe apTncTka Kabape neitaeTcs
0CBODOANTHLCS OT MOPOYHOW HM3HW, CObMpast KOMIPOMaT Ha KIMEHTOB C MOMO-
LIbI0 CKPbITOM Kamepbl. B «<KabrHeTe gokTopa Kannrapu» cLueHaMmn-«CryCKHbIMM
MeXaHm13MaMu» TatkKe ABAAI0TCS APMapOoYHble CLieHbl pa3siederuin. B npuse-
AEHHbBIX leHTax kabape — MecTo, BCensiolLlee NOPOK B 0bMTaTens v noceTuTens,
cTpemMsierocs MMbo 0cBOOOANTLCS OT HEero, N1MOO B TAKOBOM MOMPYaloLLerocs.

MOPOYHOCTb, TPOTECKHOCTb, HE3/AYWHOCTb repoes COBETCKMX (h1NbMOB
C apTUCTKaMu Kabape 1 cLeHamun 13 pa3BaeKaTeNbHOM KIU3HN — aHanoryHbI i
NoboYHbIN 3hdDeKT, ChopMUPOBaHHbI FOPOAOM (Hanpvimep lNapiem B «Kykne
C MUNNNOHaMW»), MecToM. B Lienom kabape BOCNPUHMMAETCst Kak YTO-TO NpoTH-
BOMOCTaBNEHHOE HPABCTBEHHOCTY, MMEHHO MO3TOMY bpro — aMOnBaneHTHbIN
NepCoHax; HeCMOTPS Ha paboTy B NOPOYHOM MECTe U NPa3/Hyio XM3Hb, B HElt
ellle 0CTaeTCs enaHvie NoMoraTs v cnacaTb. Ha B3rms/ aBTopa, MMEeHHO 13-3a
TaKoW TPaKTOBKM repounHs bpro BOCNpUHMManacs NpoTrBopeYBo. [opoO4HOCTL
apTUCTOK Kabape noaYepK1Bana He TONbKO Cpefa, HO U MCNONHSeMble TaHLbl.
Hanpumep, «<1vcuii TaHeuy, v GOKCTPOT, WA «MEABEXII TaHel», O KOTOPbIX
peyb NoaeT B criedylollei noaTemMe cTaThbi.

«MEABEXWIA TAHEL|» TYHAYAPCKOIO: BOM/IOLLEHUE AUKOCTU

B 1925 rogy pexuccepamyt KOHCTaHTVMHOM 3rrepToM 1 Bragummnpom [ap-
AMHBIM BbiN CHAT hrnbM No Nbece A.B. /lyHavapckoro 1923 roaa (/lyHavapckumi,
1923, c. 307-342)° noa Ha3BaHueM «MeaBexbs CBaflbba» (BCTpeyaeTcs U Ha3Ba-
Hvie «Mocnearuii LemeT»). MNbeca bbina 3HA4YUTENBHO NepefenaHa, Nno3TomMy
MHOTME CLieHbl B (hVi/IbMe C Hel He COOTHOCSTCS: TakK, B Nbece 1e1NCTBMEe OTKPbI-
BaNOCh C MCTOPUN KPECTbSIHKI TYChKI, Ha KOTOPYO Hanan BobLYLLIMIA, NOXOXIIA

> «Meggexbto cBagbby» A.B. JlyHavapckuii Hanvican no «MoT1BaMm HoBennbl» [lpocnepa Mepu-
Me «/IOKKC».
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Ha 38eps YenoseK. ®WbM BbI3Bas BOHY HErATVBHbIX OT3bIBOB 13-3a HEOOBIYHO-
CTU cioxeTa. Hanpumep, B 1926 rogy nosT-dyTypucT leTp He3HamoB onybnmko-
Bafl MPOHMYHBIN M1 MO NpemMbepam roga noj Hassaxviem «KnHo-a3bykar. Mog
byKBon «E» pocTanocs «<MeaBexbeit ceagbber 1 ee onepatopy leTpy Epmonosy:
«ECTb Moan 6e3 KpyMUHKX c4acTbs. EPMONOB CHANM MeABEXbM CTPACTW» (CM.: Inek-
TPOHEKPaCcoBKa, 6. .).

[elicTBre duabMa NpoMCcxoanT B /InTse B MepBOI NonoByHe XIX Beka. 3pu-
Tenio nokassiBatoT rpada Kasnmupa LLlemeTa, ero NprbAMKEHHbIX U ero XeHy
ALenviHy, BblexaBLMX Ha OXOTY B FOAOBLUMHY CBab0bl CYNPYros, YTO NPOXoAvIa
B MpeaMecTbsx CTapMHHOTO 3aMKka. Bo BpeMs oXOTbl MPOMCXOANT Hebonbluas
ccopa Mexay rpadom (OH, Kak racuT UHTePTUTP, OTANYANCS PEBHUBOCTLIO
1 KECTOKOCTbIO) U rpadurHelt 13-3a 0buieHns nocneaHei ¢ monoasiM Onbrep-
AOM, MAaaWnM ee ky3eHoM. [1ocne ccopbl rpadyviHs OTAeNSEeTCs OT Fpynnbl 1 eaeT
B flec, rae Ha Hee bpocaeTcs MefBeflb, OT KOTOPOro OHa B yKace NbiTaeTcs Cha-
CTUCb. MeaBeab HanaaaeT Ha Hee, 1 OHa BnagaeT B rybokuii 06MopokK. [pad
yovBaeT obmaqmKa. MprbbiBas B 3aMOK, AfleNb BCE elle HaxoANTCs B 0OMOPOYHOM
COCTOSIHMM, HO MY)K BCE PaBHO COBEPLUAET C Hell MONOBOM aKT. M13-3a 3Toro Anens
NVILIaeTCs paccyaKa 1 CTaHOBUTCS YOeXAEHHO B TOM, 4TO MeABedb MMen C Hell
conTue. Bckope nocne 3Toro y Hee poXaaeTcs CoiH Muxaunn; rpad He cymTaeT cebs
BMHOBATLIM, HA0DOPOT, OH MOAO3PeBaeT, YTO 3T0 ChiH Onbrepaa.

13-3a yxxaca MaTepw nepes pebeHKoM U HefloBEPHS OTLA HaCNeAHWK OTM-
4aeTCst CTPAHHOCTSMM: OH OTOXAECTBASET Ccebs CO 3BepeM (B MHTepTUTpax
ynTaem: «E2o celH Muxaun nopaxaem ecex NOCMyNKaMu U CMPAaHHbIM NOBEOEHUEM,
HEMOUMbIM XapaKmMepom»; «3anmnpancs B JOMe 13-3a Henorofsl. ..»). CTas Myx-
YNHOW, Muxann HaudiHaeT MCMbITbIBATL XAy KDOBY 1 HaNaaaeT Ha MOAOMAbIX
KPECTbSHOK, KOTOPbIE 13HAYaNbHO OOBUHSIOT B HanaaeHusx /IoKkca — 3Bepn-
HOMO KHS35, MOKMHYBLIEro CBOK 6epriory 1 Havaslero oxoTy. [lapannensHo
3pUTeNto NoKasbiBaloT Nt0OOBL Mexay Myxannom 1 naHHon FONbKOW — SpKON,
ynbibatoencs v K13HepafoCTHOM AEBYWKOW, OCO3HatoLLel NpenecTs CBoel
MOIOAOCTH 1 KPacoTbl. KONbKa oTBEYaeT emy B3aMMHOCTHI0. HO/bKa Wanosnmaa,
apTUCTVYHA, MOOUT TaHLeBaTb (TaHUbl — MMaBHbIi BOHBAEP 3TOro dunsma), aHTu-
nofom HONbKK sBSIETCs ee cecTpa NaHHa Mapuis, KaK yKa3blBatoT B UHTEPTUTPE,
«MPOHVIKHYTAs [AYXOM XPUCTUAHCKOM MOpanit»,

MO3HaKOMWB 3pUTENS C reposiMu 11 MoKazaB cneunduKy 1x oTHolle-
HUI, peXKmccepbl pa3BuBatoT TeMy 6e3ymus Muxauna: Ha MONOoAbIX AeByleK
B Nlecy Hanagaet 310u JIokMC. KTO-TO yKyCU MONOAEHBKYIO KPECTbAHKY TyCbKy
M Ha MecTe NPecTyneHys ocTaBna HaknaaHyto 6opoay 13 Naknu — o4eBua-
HYIO MacKMpOBKy, MNOKa3blBaloLLyto, 4TO HanaaeHne Hbi10 COBEpPLIEHO Hame-
PEHHO 1 BbINO NPOAYMaHHO. [1py3bs LlemeTa NOHMMaLOT, YTO MMEHHO OH Haman
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Ha TyCbKy, 0OBMHSAS €ero B 3TOM 1 NMprBOAs rpada Myxavna B y»xac CBOWM Bep-
HbIM NpeanonoxeHviem. MocTenerHoO Bce 3HaKoMble MbiTatoTcs yoeauTs HonbKy
He BbIXOAMTb 3aMyx 3a Muxanna vepes ee cecTpy: «Y lemeTa BCe NPU3HAKM
BBIPOXAEHVISA. .. MoaymaliTe, 4TO WAET Bally CecTpy, eCin oHa NPUMET Npea-
noxeHner». 3akntodeHHas B 3amKe 1 obesymeBwas MaTb LemeTa Toxe noHu-
MaeT NnpousoLlefLlee, roBOps, Y4TO «B ITOM [JOME BCe nepeoaeTbie 38epu». Cam
LLemeT, yBMaeB NopTpeT oTua, yoexpaaeT ceds B HaCNeACTBEHHOCTY AYWEBHOTO
PacCTpoWCTBa.

OTBeT Ha 3arajry bonesnu rpaca NponMBaloT BOCMOMVHAHKS ero maTte-
pu-rpacuHu, CNPOBOLMPOBAHHbIE APKMMI BCMbILLIKaMIU MOMHYIM BO BPEMS FPO3bl:
«KaXK[bIM pa3, Korna HavHanacs rpo3a, 8 601bHOM BOODpaxeHu rpadnHm BCTa-
Ba/IM NPU3paKy NPoLnoro» (MMeHHo nostomy Muxarin Bo Bpems rpo3sl 6osncs
v 3amblkancs). [pacuHs BnagaeT B Npyvnafok, nagas 1 N3BMBascs, BCMOMUHaS
monoforo Onbrepaa 1 HanasWero Ha Hee MefBes, NPoV3HOCs: «Bce aymatoT,
410 MEABE/B — MOVI CblH» (puc. 2). [lBmKeHns rpadviHu NOXoxm Ha ABUKEeHNS
APTUCTKM-3NUNENTUKN: OTPBIBUCTbIE, B HEKOTOPbIX 13 HIX OHa HEPBHO NOAEeprii-
BaeTCs, CIOBHO CTPajast OT HEPBHOMO THKA, B MOMEHT OCO3HaHWS, YTO €e CbiH —
yOWiLa, OHa BCKIBIBAET PYKM K HEDY, HTO MOXOXE Ha eCTbl apTUCTOK-NPOPOY WL,
HanpumMep MBeTT Mnbbep.

Puc. 2. Mpunapok rpacdunu. Kagp ns punbma «<Mepsexnbs cBagbba»,
pex. KoHcTaHTuH 3rrepTt n Bnagumup fapauH, 1925. 20 MuH. 14 cek.
CKpVHLLOT aBTOpa®

® NcTouHMK n306paxerms cM.: URL: https://vk.com/video-136471876_456241380 (19.11.2024).
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SIDKVIA CBET ABMSETCS TOUITEPOM A5 CTapo rpaduiHI, BCKObIXHYBLIEM
NOAABEHHbIE BOCMOMUHAHWS O NEPEXMTOM Hacunmm. CoiH A5 Hee — Harmo-
MUHaHWe O HanaaeHuK, HecobiBLIeCs MoOBM 1 AECNOTUYHOM MY)KEe, OHa caMa
CYWUTAET CbiHA 1 MYXa WUBOTHBIMU. IMeHHO nosTomMy LemeT 1 Mor nprobpecTy
TaKylo A€BMNAHTHYIO MOAENb MOBEAeHVS, OT3EPKanVBas NPeacTaBieHns O HeM.
«3a4aTbln OT MeaBeas», OH CaM NMPUMEPSET Ha Cebst «<MeBEXKbIO POSb» B OTHO-
LWEHUAX CIKEHLLUHAMU.

B cneayoumx clerax LLemeT noyTv packpbisaeT cebs. FOnbKa, aaxe NoHu-
Mast OTKIIOHeH Vs BO3/1H0DNEHHOTO, He KenaeT OTryCcKaTb ero. LlemeT noitaetcs
paccTaTbCst C Hel, HO HO/lbKa OTB/IEKAeT ero pasrosopamyi v Taduamu. OHa npu-
rnawaet Muxarvia BMecTe CTaHLeBaTb HaPOAHbIV TaHel MeaBeas v PyCanku.
B npotecce TaHLa LLleMeT uMUTUPYET KoCoNarble ABVKEHVS MeBEAs, BpocaeTcs
Ha HO/IbKy B NOPbLIBE CTPACTM U NbITAeTCs YKYCUTb ee B Leto (puc. 3).

Puc. 3. TaHeu, MegBeas u pycanku. Kagp us punbma «<Mepgsexnbs cBagbba»,
pex. KoHCTaHTUH 3rrepT n Bnagumup FapauH, 1925. 43 MuH. 23 cek. CKpMHLIOT aBTopa’

VIx nouenyn 1 06bATbS NOPULLAIOTCS NPUCYTCTBYOLEN NyonuKon; KOnbKy
3TO He BONHYET, a BOT LLlemeT 3ambiKaeTcs 1 CTPeMUTCS CKPbITCS. BMecTe oHY
yberatoT. B 3T0T MOMeHT B LLlemeTe npockinaeTcs 38epb. Takoh TaHew aBnseTcs
OTChINKOWM Ha nonynapHble B 1900-1920-e )1BOTHbIe TaHUbl (Brandstetter, 2010),
OfHVM V3 NOABMAOB KOTOPbIX ObIN «TaHel MeaBeas rpu3nm», pacnpocTpaHeH-
HbI 11 B 4OPEBOMOLMOHHON Poccui. CyTb XKMBOTHbLIX TaHUEB 3aKnto4anach

VicTouHunk n3obpaxeHus cm.: URL: https://vk.com/video-136471876_456241380 (19.11.2024).
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B KOMMPOBAHVIN [BMKEHU I KUBOTHbIX, B CTy4ae C MEABEKbYVIM TaHLEM NapTHepbI
nepemMmnHanCb C HOrW Ha HOTY U MPUCIOHANMCL APYT K Apyry. B Havane XX Bexa
TaKve TaHLbl C KacaHMSaMU 1 OB bATUSAMMN MHTEPNPETUPOBANNCH KaK HapylleHve
HOPM MPUANYWS, eCM IeBYLIKA VCNOMNHSANA TaKoW TaHel, TO ee MbITannch HacTa-
BUTb Ha «MyTb UCTUHHBIV» (MapTeiHOBa, 20233, ¢. 373-375), 4acTo ee NpuH1Manu
3a [leBYWKy NerKoro NoBefeHns Mnn AesyLwKy, NoNaBLWyo B ONacHOCTb. [AMKOCTb,
KWBOTHOCTb TaHUEB Nyrana. B 3Tom KOHTeKCTe TaHey lLlemeTa, nepemmHaswe-
FOCS C HOMM Ha HOTY M MblTaBWerocs B CTPACTHOM NopbiBe nouenosats FOnbky,
MHTEPNPETNPYETCS MHaYe: OHY UCMONHAM MOAHbI TaHell, He NP13HaBaeMblit
obuecTBoM. ObUIEeCTBEHHOCTL B 3TOT NEprof He NprH1Mana nogobHoe csoboa-
HOe MposiBNeHe YyBCTB, 0AHaKo ans WemeTa 1x HeogobpeHe MapkupyeTcs
Kak HenpuaTMe ero, MoJo3peHye B ero cTopoHy. OnaceHns rpacda nogxkpens-
0TCA M NOAAEDKMBAIOTCS €ro TPaBMUPOBAHHOW MaTepblo, KoTopas, Habmio-
[ast 32 XOPOBOAOM TaHLYyOLMX, Cpean KoTopsix Obina Knbka, KoTopyto rpad
B MOPbIBE PEBHOCTY W XenaHus MbiTancs 0TBAeYb OT APYTrMX MONOAbIX NOAeN,
HauyuHaeT KpuyaTh: «<Measefb YHOCUT eHWmnHy! CTpensiitel», cpaBHKBas CbiHa
COKMBOTHBIM.

B KoHeuyHoM nTore LemeT 1 HOnbKa KeHATCH, OAHAKO BO BPeMS Cynpy-
KecKol Hovu LLlemeT He caepxumBaeT camoro cebs 1 nocne 6amsocTu Konsry
3arpbizaeT. Cam eMeT He MOMHUT 3TOro ¥ B ykace yberaeT. MecTHble xuTenw
BO3MYLLUEHbI OTKPbITMEM TaliHbl /IOKKCa 1 caMnM CODbITMEM, OHM VAYT MO ero
cnepy. B ntore ncTopurs 3aKaHyvBaeTca nevanbHO: MaTh NOMKMIAET 3aMOK, OCBO-
boxpas cebs OT ero OKOB M NaMsTH O TParnyHbIX COOBbITUSAX, CBEPLIMBLINXCS
C HeM, a cecTpa tOnbkn Mapus yorsaeT LlemeTa. B caMOM KOHLE B MHTePTUTPE
nepefatoT cnosa LlemeTa: «3Beps 5 A0/MKEH YOUTb, a OH XWM3HYM xo4eT, KV3HN!»

LLlemeT npoeumpyeT BOCIpUsT1e 06LEeCTBa Ha Cebs, @ er0 aKTbl HeCTOKO-
CTU — pe3y/bTaT TpaBMbl OT OTHOLIEHWS K HeMy poavTenei. OQHaKo B KOHTEKCTe
TeMbl CTATbM UHTEPECHO TO, YTO UMEHHO XUBOTHbIV TaHEL, ABASETCS KybMUHA-
LMEN CIOXETa, KOTOPbI 1 MPUBOAUT K Pa3BsA3Ke, PACKPLITUIO IUYHOCTM SToKNCca.
CoBpEMEHHWKY CBSA3bIBANV 3TOT DUABM UCKITHOYNTENBHO C JOPEBOMOUVOH-
HbIM KMHEMaTOrpadoM, OfIHAKO «BLINTLIE» B CIOXET DuNbMa NPaKTUKK, Takue
KaK XVIBOTHbIE TaHLbl, NOKA3bIBAIOT KPUTUKY apUCTOKPATUYECKIIX COCNOBUNA,
NOAaBASOWMX CBOW WeNaHuns. ACCoUnaLlns cebst C MMBOTHBIM CocobcTayeT
BbICBOOOWAEHWIO AEBUAHTHOTO MOBEAEHWS, YTO 1 NPUBOAUT K TParu4eckmnm
NOCNeACTBYSIM. TaHel, BbICTYNaeT TYT KaK aKT BbICBODOXAEHNS; eCnu B Cydae
C HOnbKOW — ee BUTANbHOCTY, 3poca, To B ciydae ¢ LemeTom — ero ctpemsie-
HVIEM K MOPTUAO, CBSA3aHHbIM C HEMtO0BbI0 cemMby 11 0bLlecTBa. OBLLECTBEHHbIM
NOPULAHNSM, HENPUATIIO apXandHbIX UK OTAUYAIOLIMXCS TePOEB OblN NOCBSLIEH
ellle ofinH MUIbM N0 Ha3BaHUEM «3710M yX».
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POJ1b XXECTA B ®U/IbME «3/I101 AYX»:
B/INSTHUE dPAHLLY3CKOIO KMHO

B 1926 rofay 6bIn CHAT MUNbM «37101 fiyx», KaXyLWMIACa Ha NepBbIi B3
HeobblYHbIM BO BCex oTHolWeHMsx Ans ACCP atoro nepuoaa. CioxeT dhunsma
B OCHOBHOM CKOHLIEHTPMPOBAH Ha penpeseHTauum apxanyHslx 0bblyaes CTapoM,
[AOCOBETCKOM APMEHNM, YTO BbINO TUNUYHO ANs hrNbMOB 0 BoCToke Toro Bpe-
MeHu. OfHako 6a3nc dunbMa bbin CHOPMUPOBAH Ha OCHOBE NUTEPATYPHOIO NPo-
13BefeHVs NPOLWoN 3noxy — pacckasa A.M. LnpeaH3ane «Ogepxvmasn» (1894),
B KOTOPOM DbINI0 MHOTO OTCHINOK Ha CneunduKy npeapaccyaKos 1 MeANLMHEI TOTO
nepvofa. bonbLMHCTBO e h1ABMOB O BOCTOKe 3TOr0 nepuropa Obinv NocBsieHsl
«HOBOW BOCTOYHMLE» — HeHUMHe, DOPIOLLENCs 3a CBOV MpaBa, «3MaHcune». Tak,
nccnefoBaTeny NUWYT, YTO «CTaHOB/EHME COBETCKOM BnacTu B CpeaHelt A3nn
NOMOKMNIO Ha4aN0 3MaHCUNALMM KEHLLMH, @ TakKe 3aM0XUN0 OCHOBbI reHAePHOro
paBHOMpPaBwus» (XaH, 2021, . 215); TO e Kacanoch 1 ADMEHUU,

«371004 lyx» e, KaeTCs, COBCeM He 00 «3MaHCKNe» 1 OCBODOXAEHHOM
0T 0bbl4aeB AeBYWKE, HAaNPOTUB, repoUHs NOCTPafana oOT BO33PEHN ceMbi
Mya. B 3TOM KOHTEKCTE MHTePEeCHO NPoaHan13npoBaTh U ONUCaTb KapTyHY, TeM
bonee 4TO B HEl NPUCYTCTBYET 3HaUYUTENbHOE KONMYECTBO TaHLEBANbHbBIX BCTABOK,
a XKeCTbl ABASHOTCS Pa3rafgKamyi MPUYVIH TeX AW VHbIX MOTUBALIMIA 1 NOCTYNKOB
repoes. /leHTa COCTOWT U3 WECTK CLEH, Kaxast U3 KOTOPbIX fApaMaTyecKn onu-
colBaeT nepuneTun cyaeb repoes.

CoHst — MOfI0f1as eBYLIKA, 1046 Ky3Hela, CTpafatollas oT NprUnaaxkos
«Mafy4eit», NPUUKHBI KOTOPbLIX PEXMCCEPLI KPaCOYHO MbITAKOTCS MOKa3aTh B Tede-
Hne hrnbma. HavanbHble Kaapbl AeMOHCTPUPYIOT 3pUTENIO LUBETHI, KOPOBY C TENEH-
KOM, @ IHTEPTUTP MacuT O HacTyrnNeHur BeCHbl. CReytouve Kaapbl NoKasbiBaoT
3abaBbl AETBOPLI Y PEKU: TaHLbl, UTPbI B NaNTy, 3aaupanve apyr apyra. OaHako
B M30A5UMM OT 3TON TONMbBI HAXOAUTCS repoviHs dunbma — COoHsl, ee N1LO NoKa-
3bIBAIOT KPYMHbIM Ka1POM, OHa SPOCTHO CMEETCS Haf, MPOUCXOAAWMMMI UTPULLIAMY
CBEPCTHYIKOB (puc. 4; prc. 5).
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Puc. 4. CoHsi. Kagp u3 dunbma «3n0i gyx», pexx. Muxaun frenosanu, 1926.
1 MUH. 16 ceK. CKpMHLWOT aBTopa®

o™

Puc. 5. CoHsi. Kagp 13 dunbma «35101 gyx», pexx. Muxaun lrenosanu, 1926.
1 MUH. 57 ceK. CKpMHLLOT aBTOpa°®

& NcToyHnk nsobparxermns cm.. URL: https://vk.com/video?q=3n1011%207yx%201926&z=video-
136471876_456241251%2Fpl_cat_trends (19.11.2024).

7 WcToyHMK n3obpaxerns cm.. URL: https://vk.com/video?q=Rosalie%20et%20Léontine%20
vont%20au%20théatre&z=video215284776_456240288%2Fpl_cat_trends (19.11.2024).
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https://vk.com/video?q=злой дух 1926&z=video-136471876_456241251%2Fpl_cat_trends
https://vk.com/video?q=злой дух 1926&z=video-136471876_456241251%2Fpl_cat_trends
https://vk.com/video?q=Rosalie et Lйontine vont au théâtre&z=video215284776_456240288%2Fpl_cat_trends
https://vk.com/video?q=Rosalie et Lйontine vont au théâtre&z=video215284776_456240288%2Fpl_cat_trends

BrocneacTsmmn MU0 OQHOTO K3 pebsT v3Masani rpsisblo, U OH 0OBMHSET
B 3ToM CoHto. /Tnuo CoHW, BblieNeHHOEe KPYMHbIM MAaHoM, TMnepTpodrpoBaHo:
OHa 3aMMBUCTO CMeeTCs, 1 ee NMLO WCKaxatoT rprMachkl. Takue Kagpbl MOXOXW
Ha MHOCTPaHHbIe (hrNbMbI C U30DpaXeHeM 0bpasa «Mep3KON KEH LLMHbBI». MOXHO
BCMOMHUTL NeHTy Pomeo bo3eTTtn «Po3anu n /leoHTVHA 1AYT B TeaTp», re PDeXNc-
Cep MoKasblBaeT, KaK WEHLLVHbI HapywatoT counanbHble MpUANYKS, SpKo, MoYTH
FPOTECKHO BbIp@Xasi CBOW 3AMOUMM. TUM «MEP3KOW EHWLMHbI» OblT 0CODLIM TUMOM,
AN KOTOPOTO Takke Obina xapakTepHa CBOS CUCTEMa KeCTOB: apTUCTKM UMU-
TMPOBaNV ABMKEHNS NbSHBIX, SPOCTHO 1 MPEYBENVNYEHHO CMESNNCh, 0DbIYHO
B MyONUYHbIX MECTaX MW Ha CLeHe. Pexuccepsl CTPEMATCS MOAYEPKHYTh MHAKO-
BOCTb, OTHY)KAEHHOCTb COHYM OT OBLLENPUHSATBIX HOPM. V13011MPOBAHHOCTb B Kagpe
repoMHY, ee HeXenaHmne y4acTBoBaTh B 00X Urpax COCOBCTBYET 06NUYEH IO

B HECOBEPLUEHHOM €10 NOCTYNKe: 0bLECTBO OTpULIaeT ee. VIMeHHO 3TO 1 NPOBO-
UMpYyeT NpUNaaoK.

Vire B cnepytoulem kaape CoHsi NafaeT Ha 3emMaio, ee Teno COTPSCA0T KOH-
BY/IbCUN (pUIC. 6).

Puc. 6. CoHsi. Kagp 13 dunbma «3n0oi gyx», pexx. Muxaun frenosanu, 1926.

3 MUH. CKpuUHWoOT aBTopal’

0 VcTtounuk n3obpawenns cm.: URL: https://vk.com/video?q=31011%207yx%201926&z=video-
136471876_456241251%2Fpl_cat_trends (19.11.2024).



https://vk.com/video?q=злой дух 1926&z=video-136471876_456241251%2Fpl_cat_trends
https://vk.com/video?q=злой дух 1926&z=video-136471876_456241251%2Fpl_cat_trends

T HavanbHble CLIeHbI AEMOHCTPYPYIOT MaBHBbI MOCkiN pexmnccepa — CoHs
¥ eCTb Ta camas BeCHa, NpeBeCTHUK HOBOM XV3HW, <HOBas XKeHLLMHa», paayto-
Wjasicst OKPYXKatoLLeMy MUPY, @ He colnanbHbiM 3abaBam. OHa BbiCMerBaeT CTa-
pble VTPbI, VBET CBOVMU MHTEpecamu, Ho ee CTaTyc «6enoi BOPOHbI», OTAUYHOM
OT apxanyHoro obLLecTBa, MPUBOANT K Hamnagkam, CNeAcTBrEM YEro CTaHOBATCS
npuctynel Conn. «Magyyas» — pe3ynsraT co CTONKHOBEHMEM NMPOeKUMIA obLe-
CTBa, COMaTUYecKas peakLuus Ha CTapele 0bblYau, CAepxMBatoLLMe BUTalbHOCTb
VI NPOsBAEHNS CaMOCTV repouHu. VICNonb30BaHve Npunagxa anMnencum, Beipa-
KatoLLero NpoTecT NPOTUB NO3MLMK ODLLECTBA, KOHEYHO, TOXE He CIy4YaiHo:
3NuNencus, Nasacka cBAToro Buta — 60ne3Hn, KoTopble MOAaPWAN ABVKEHNS
TaHuaM pybexa BeKoB: 3NvNenTuKe v KaHKaHy. Pag TaHUOBLUML, KaHKaHa cTpa-
[anwvi OT HaCTOsILIEN NASCKY CBATOrO BuTa, Hanpumep [hxeiH ABpunb. Mprnagok
e COHM MOXHO CPaBHMUTL C CEMAHTUKOM TapaHT13Ma: 3axBaThiBaOLLMM BCETO
YenoBeKa TaHLEeM, OCHOBaHHOM Ha CUMBOMNYECKIX KOHBYNbCUSX Tena oT MUdu-
4eCKOro yKyca nayka, 4To CTaHOBMNOCh CBOEODPa3HbiM aKTOM OCBODOXKAEH NS
OT FHeTYWMX NpobaeM.

3a3TUM ApamMaTUYHbIM CODbITHEM HabAoAaN MECTHbIV Cymacwealunii lax-
3Mb, KOTOPBIN MPUHSA NPOUCLIECTBME BNU3KO K CepaLly. ITOT repoit OyaeT NpuH-
UMNMaNsHO BaxkeH s MOHUMaHMs CneumduKy 1 0CHOBHOTO nockina hunsma. OH
oTroHset getei ot CoHu o cnoBamu «[okaxumTe oM Moelt MaHuiiak» (04eBuaHo,
4To B COHe OH BUAMT He camy ee, a KOro-To ApYroro), NOAHVMaEeT ee Ha pyKy
1 OTHOCKT floMON K MaTepu CoHn LLlywaHe. [loma MaTb nepexusaeT 1 bonTcs
3a CoHlI0, cYMTas, YTO eCnu NaM Y3HaT O ee DOMe3HM, KI3Hb 1o4epu byaeT
paspyleHa. [laHanb xe BbipaxaeT 6ecrnoKoiCTBO, FoBOPS, HTO AEBYLIKA AO/MKHA
ObITb aKKypaTHee, MHadve «apba (Tenera) pasnaBnT». 30eCb MOXHO UHTEpnpe-
TUpOBaTh apby Kak BonnouleHne obLecTBa, KOTOPOe He MPUMET W He MoMMeT
6one3nb CoHn.

[Nanee 3puTento 06bACHAOT NpUYUHbI HecnokoicTea [laHans 3a CoHio.
Moka3biBaloT Hoee MONOAOTO, CTAaTHOTO repost, KOTOPLIA YBUAEN UT Dbl CBOEI
Aoyepy MaHuwak c Apy3bsamMu y TO caMol peku. MicnyraBmcs 3a foyb, [aH-
3Nb KPUYMT Ha Hee, HaJlo AyMaTb, 4TOObI OHa colna ¢ 0bpbIBa, B pe3y/srate
yero MaHwuWak nagaet ¢ HebonbWOoro 0OpbiBa B BOAY, Te4eHMe BbICTPO YHOCUT
Teno AeByWKu, v [laHans He ycnesaet ee cnacTu. C 3TOro MOMEeHTa OH 1 CTaHo-
BUTCS 6e3yMHbIM [laHanem (B nHTepTuTpax Ymtaem: «C Tex nop 6e3ymHbil [aH-
3Nb BCE WLLET, ULLET CBOO MaHunwaky). [lanee [laHans CMOTPUT Ha OykeT duanox,
B KOTOPOM MOSIBASIETCA MO CHavana ao4epw [laHansg Manuuwak, a notom CoHn
C NOMOLULbIO ABOVMHOM 3KCNO3MUMK. Takoe ciusiHue LBeToB 1 06pa3a CoHM Hecny-
YaliHO: C apMsiHCKOro MaHKWaK NepeBoanTCs Kak «duranka». COHst CTaHOBMUTCS
CUMYNSKPOM MaHuwWak: B MOMEHT, koraa [laHans yBuaen ee, B ero rofose Bce
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COWNOCH — peKa, Urpatolyye eTr 1 ynaslias AeBO4Ka, KOTOPYIO eMy yanock cra-
CTU, Ybe TeNo OH CMor yaepxaTs. C 3TOro MOMEeHTa OH HauuHaeT onekaTs COoHIO,
KOTOpas CTaHOBWTCS A8 HETO 3aMeHON NornbLwen Ao4epu.

MNpunaaku COHKM y4allatoTcs, OHa NafaeT Ha ynule, 3TO YeTBepThI ee
npucTyn. Matb 6OKTCS, YTO CKOPO BCE Y3HatOT O 3aboneBaHum godepn, 1 COHIo
nepecTany BbINYCKaTb Ha YL 1M3-3a ONaceHuin, YTo noaet 3nas Monea. Cne-
AytoLLMe Kaapbl AeMOHCTPUPYIOT MaTb COHW, eAMHCTBEHHYIO A00LITHMLY B CEMbE.
Otel COHM NbSIHCTBYET, TPOMUT [JOM 1 Y)KacHO obpatijaeTcs ¢ 6nmskummn. O4epes-
HOW NPUNaAOoK AEBYLIKM ClyYaeTcs BO Bpems aebola oTla, BO BpeMsi KOTOPOTo
OH xoTen 3abpaTb NpunpsTaHHble AeHbr cemsi. Cpasy nocne npvictyna CoHn
npuxoanT [aH3anb, nepefatollnii e TOT camblil ByKeT duranok, B KOTOPOM emy
npusKaenices 06passl fodepy v CoHu. B koHeyHoM viTore CoHs OKasbiBaeTcs
3anepTa B COBCTBEHHOM [JOME, eMHCTBEHHOe ee pa3BedeHne — HabnoaeHve
33 KMBOTHbIMU, MH/IOKOM 1 CODaKoM CO LieHKkamun BO ABope. Kaap, B KOTOPOM
OTPaXEHbl OMHOYECTBO M 130N3UMsA COHM, KPANHE XMBOMUCEH: TEPONHS Haxo-
AWTCS 33 peweTKoll, cama oHa CMellleHa B NeBblil Kaap; Nepef Hamu CUMBOMYe-
CKW BOMJOLLEHHas colnansHas OTCTpaHeHHoCTb CoHM.

3puTento NokaseiBakoT APYrylo CEMbIO, OTVHHYO OT ceMbit COHU — CEMbIO
naBoYHYvKa. C YneHamy cemby 3pUTeNs 3HaKOMST, JEMOHCTPUPYS B 3aMe/ieH-
HOWI CheMKe 1x Cnocob 3apaboTka: AeHbI M, TOBapbl, BECH A/ M3MEPEH NS, CTEHbI
naBKw. MNapadpassl ¢ TOBapaMM yKasblBalOT Ha CEMbIO HOBOTO Tvina. CapKuc, OfuH
113 CbIHOBEI TOPTOBLIA, YXKE NPUBE/ B [IOM XeHy W UMeeT peberKa, Apyrol CbiH
N1BBOYHMIKE HE weHaT. VIMeHHO OH BpbIBAeTCs Ha notwaan 8o ABop CoHM 1 YyTh
He yb1BaeT ee eMHCTBEHHYIO ycnaay: NTeHUoB. CoHs 3alMLLAET VX 1 3AeCb BHOBb
AEMOHCTPUPYET CBOU UCTUHHbBIE IMOLVIN: OHa C HEHABUCTbIO U YrPO30I CMOTPUT
NpsiMO B rMa3a Mypagy. [laH3nb xe, HaNPOoTKB, HAYMHAET PaCCKasbiBaTh HOLWE
0 CoHe, 1 OHM BHUMATENbHO OCMATPUBAIOT €€ C HOT [10 TO/I0BbI, B TO BpeMs Kak
OHa BCe ellle YyBCTBYET Yrpo3y CO CTOPOHbI MOMIOAOIO YenoBekxa.

B cnepyiolmx cLueHax nepeq 3puTenemM npeactatoT CleHbl Ha HoroMo-
nbe. YTobbl NoNTY Tyaa, MaTe COHM YKNaabiBaeT B KOP3UWHY aiila 1 xneb, a cama
COHS yXaX1BaeT 3a YePHOM KypuLEN. [IeMOHCTPYPYIOT 1 NPUTOTOBIEHNS CEMbMU
Mypapa: Capkuc NbiTaeTcs 3aTallnTe YepHYH OBLY, rOBOPS: «3apexyT Tebs
BO cnaBy boxuto, a CapKMCy KyNbHMYECTBA NPOCTATCS». BbixoauT [toNbHa3, xeHa
Capkwca, y Hee nnayeT pebeHok, 13-3a nnava Mansia K He N1oxo OTHOCKTCS
oTell CEMeNICTBa, KOTOPbIV CTpafaeT To v OT FTONOBHOM, TO v OT 3y6HOI 6onu:
ero leKa nepess3aHa nnaTkoM. [1okasaHbl Npeapaccyaku 1 danblib cembh
Toprosua: CapKnc NobUT MOLWEHHNYATb, eHa BUHNT pebeHKa, 13-3a Kanpr3os
KOTOPOTO ee HeB3NbuN mMaga cemeicTea. Mypag AepXuTCcs B CTOPOHE OT Poj-
CTBEHHVIKOB, @ KePTBEHHbIV arHell noiTaeTcs yoexaTs oT ero bpaTa.
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B cnepytoujert cleHe, y UepKsu, TOAMbI BOAAT PUTMUYHbIE XOPOBOAbI,
napannensbHo 3pUTENIO MOKA3bIBAIOT «YyAECHYHO, BCRVICLENSIOLLYIO bIPY», CKBO3b
KOTOPYIO MPOTACKMBAIOT ManeHbK1x AeTel, 4Tobbl 3alnTnTb X OT BonesHen
M HecyacTui. Ha npaspHuke nossasercs [aHanb, KOTOPLIN BbiNpawnsaeT
HEPHYIO KypWLY, MHTePTUTP racnuT: «3apexs! [a vcuennt Ce. feopruii Hawy
CoHit0». [laH3anb He MOXET NPUHECTU B XepTBY KypyLYy M MPOCKT eMy NMoMOb,
OfJHaKO MepHaTas BbIPbIBAETCH M HAYMHAET FPOMMUTL NPeAMeTbl BOKPYT, Nona-
Aasi B KPbIHKY C MOMIOKOM 1 0b6nvBas um oTua Capkuca n Mypaaa, KoTopsii
B OeleHCTBE KMAAET MYXKUMHY, NbITaBLIEroCs pacnpaBuTbCs C KypuLei, B ToNMy.
YepHas NTuLa — CMMBOMAMYECKoe BoMouleHe COHM, Ha MPOTSHXKEH UM BCEro
vnbMa YepHble NTYLLI DUTYPYIPYIOT PSAOM C TePOUHEN UK XKe SBASIOTCS ee
CMMBOMNYECKOM 3aMEHOW: YepHYIO KypULY MPUHOCST B XepTBY AN Mclene-
Hus CoHn, fanee B uabMe YepHas BOPOHa Tak xe OyaeT MCnonb30BaThCs Kak
CBOeoOpa3Has 3aMeHa [eBYyLWKX. B 3TOM KOHTEKCTe KypuLa, HapywwBLlas CBo-
VIMW XaOTVHYHbIMY ABVIKEHUSAMUN MVIPHbBIE MOCKAENKM NaBOYHIKa, OTUa Mypaga,
MOXET BOMAoWaTh cobol byayuinii becnopsaoK, KOTOPbIV BHECET NosiBAeH e
CoHu B IOME TOPTOBLa.

Cnepytouine Kaapsl LeMOHCTPUPYIOT Mypaaa, cmMoTpaLlero Ha CoHto, nony-
Yatollylo HacnaxaeHne oT npebbiBaHKsa Ha Npa3aHuKe. 3amedas ero B3rmsg,
CoHS Mpad4HeeT, yxoaa OT xopoBoaa. Mypaa NoaxoauT K Cembe 1 roBOpuT: «MHe
[oYb LWywaH gaBHo yKe HpasuTca. [locmoTpu ee. [1opa eHnTbCd». Ha 370
Y/IEHbI €M0 CEMbM BbICKa3bIBAIOT CBOW Onacerns o COHe, OCHOBaHHbIE NCKITIO4Y M-
TENbHO Ha CNyXax v Npefpaccyfkax O ee CeMbe, O HYeM Mbl Y3HaeM U3 UHTepTU-
TPOB: «He napa oHa Tebe, CbIHOK. .. MaTb NpayKa, oTel NbsHMUa. ..»;, Mypag cTonT
Ha CBOEM: «He C OTLOM M MATEPLIO ee MHE XUTb. .. MHe OHA HpasuTca. .. [TocMo-
TpW». 3A4€Chb CTOUT 0O6PaTUTb BHMUMaHWe YuTaTens Ha BblaeneHre MecTormMeHuns
«OHa», TaK KaK Apyryie BblaeneHs 3arnasHbiMn Oyksamu ganee B cleHax dunsma
OOBACHAT NPUHUMNMANbHYIO pa3HuLy Mexay MypanaoM 1 ero CEMbEN.

[Oanee HaynHaetca cMoTp COHW, nepef KOTOPbIM CEMbS BbICKa3blBa-
eTCs NPOTMB BbIOOPA MX ChiHa: «...4eCTb Hally No30pulbl». besymHbll daHanb
MCKpeHHe pagyeTcs 3a CoHto, oTel, CoHM BaxBanuTCs 1 roBOPUT, YTO 3TO BCE ero
BoCnWTaHWe. Cama repoviHs 1UcnyraHa, OHa NoMKMMaeT KoneHu, 0bxeaTbiBas u1x
pykamu. C CaMoro Ha4ana CMOTPUH BCE MAET He O4eHb XOPOLWO: B flome COHM
NOMaeTCs CTYN NOA OAHUM U3 FOCTEN, @ OTeL, HEKOHTPOVPYEMO MbeT K OySHUT,
4eM BbI3bIBAET OCYXAatoLVe B3raabl ceMbl Mypafa v 6ecnoKoincTso aovepu.
CMOTPUHbI Ha4MHatoTCs ¢ pa3bl: «Hy, nokaxTe BAL ToBap!». [ocne 3Toro xeHa
Capkunca, MaTb 1 oTel, Mypaaa 1 Capkica oueHmBatoe cMoTpaT Ha Corto. OTely
CemericTBa 04apoBaH Oyayllein HeBECTKOM, HauMHaeT yNblibaTsbCs 1 Aaxe NpoMa-
XVIBAETCS MVMO CTaKaHa C YaeM JIOXKKOM, POHSEeT KyOunKKM caxapa Ha batofle. 3To
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BbI3bIBAET OECMOKOMCTBO reponHI, a cama CLeHa MOXET OTChiNaTh K npobneme
CHOXa4ecTBa, SPKO OTPaXKeHHON B dunbMe «CHoxaw» (1912, pex. AnekcaHap
ViBaHoB-lal v MeTp YapablHWH). 3TO, B CBOIO O4epeab, MPOBOLMPYET Hemnpu-
A3Hb [onbHa3 B ctopoHy CoHn. Korga cembs onpawvisaeT maTb COHM O ee Hepo-
CTaTKax, HeBeCTKa MHOTO3Ha4YNTENbHO MPOU3HOCUT: «TO, 4TO BHYTPU, TPYAHO
3HaTb...», HameKas, 41o npobnemsl CoHM NPOABATCA MNOTOM. CMOTPUHBbI 3aKaH-
YnBatoTCs hpaszoit: «<Ecan HeT HeoCTaTKoB, TO 370 HALL ToBap». MIMeHHO B 3TOM
1 NposiBAseTCs pa3Hyilla Mexay Mypagom 1 ero cembeli: ero nHTepecyeT cama
CoHs (Mcnonb3oBaHHOE 1 BbifeneHHoe MecTouMeHrne OHA yKasbiBaeT, YTo ero
BOMHYET NMYHOCTb FepoViHY), ee BHYTPEHHWIN MUP 1 3arafjKa; ero cemblo xe BOf-
HYeT UCKNOYUTENbHO COLMAnbHbIA Y HPaBCTBEHHbIN 0bMNK ceMbi COHY, TO, KaK
Byayuias HeBeCTka ByaeT COXpaHSTb MPUANYHbIV CTaTyC CeMelncTBa B 00LLecTBe.

Mocne cMoTpuH oTel, CoOHM HavMHaeT elle bonblie BysHUTL, Bbi3biBas
Yy repoviHK oYepenHol npuctyn. Ha ceagsbe CoHs nnavet, NpoBounpys niof-
CKUe nepecyfbl; roCTV CBafbbbl yBEpeHbl, YTO 3TO Ce3bl CHACTbs, Befb 04epy
0ObIYHOW NPaYKK AOCTANCs 3aBUAHbIN XeHx. Cama uepemMoHmns naetcs CoHe
C TPYAIOM: B [11a3ax y Hee MyTHeeT, Kamepa HauYMHaeTCs KPYKUTbCs, YTO Hame-
KaeT Ha Bnn3saLniics NprnangoK reponHn. Lilepemorus 3asepliaeTcs 6e3 axcuec-
COB, W B C/IEAYIOLLVIX Kafpax MOKasblBatOT XM3Hb repOoVHK B HOBOM Aome: CoHsl
3300TUTCS O XO35CTBE W POAUTENSX MyXKa, NoKa xeHa CapKnca cnuT, He obpa-
uas BHMMaHus Ha cobcTBeHHoro pebeHka. 3a 31o CoHI0 NOOWPSIOT poan-
Tenu Mypaga: oTell MoCTOsIHHO 0f00PUTENBHO CMOTPUT Ha Hee, MaTb AapuT ek
yKpaueHus. Mypag Toxe 3aboTUTCs 0 xeHe: BbIbrpaeT el nyyline Kycki Msica
Ha yXK1HE. 3TO BUAMT 1 [101bHAa3, YTO BbI3bIBAET Y HEe 3aBUCTb 1 PEBHOCTb, OHa
Ha4YMHaeT nogMeYaTs Manenive owmndkm CoHu.

B nom npuxoant oTel, Corn OCKaH; OH 4acTo 3ax0ans, Kak racuT UHTep-
TUTP, «CIY4aliHO» (B UHTEPTUTPE 3TO CIOBO 3aK/H0YEHO B KaBbIYKM) MO BTOPHU-
KaM v veTBepram. OH MHOMO CT, POHSIET efly Ha CTO/, XafHO XBaTaeT BCe, YTO
BUANT, PyKamu. HenpunmniyHoe nosefaeHvie otua paccTpansatoT COH, KOCsLLy-
t0Cs Ha cembio cynpyra. Mats Mypaja Takxe BblCKasblBaeT CBOE He10BO/bCTBO:
«MoM oM He fiyxaH», elle Oofblie PaccTpaviBas reponHI0. [apaniensHo 3ThM
cobbiTvsam WywaH neiTaeTcs BbIMONWTL vcUeneHne Henyra CoHY B LIEPKBI.

ObcTaHOBKa B HOBOM [IOME HaranseTcs: Mo1bHa3 yKe He CKPbIBAET CBO
HEMpUsI3Hb K HOBOMY Vi MOMOOUBLIEMYCS BCEM, KPOME Hee, dneHy cembi. Hery-
TeBas MaTb NpocuT CoH N03ab0THTCs O ee pebeHKe, yCTpanpas repovHe
noByuwKy: Benes CoHe BCKUNSTUTL MOJIOKO, [0N1bHA3 HAMEPEHHO He FOBOPUT el
4TO MOJIOKO YBEXANO, BNOCNEACTBYN NONpeKast ee 3TUM nepef CeMbelt: «He MecTo
Tebe B xopolem floMe. . .; B KOHLe KOHLIOB, OHa pebeHKa yMopHT... /I TaK Bce
paboTy B flomMe 8 Hecy...». Mypaa 3awmiiaer COHIO, TaK XKe, KaK 1 rMaBa Cemby
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(Mypagn: «Eule ogHo cnoso CoHe, yinay... yinay OTAENbHO XKTby, [tonbHa3: «3Ta
TUXOHA BCEX HAC PACCoOpUT», oTel, cembu: «Yx! Exraa, NpyanpaeLsscs vs 3asu-
CTU..»).

/13 3TUX CLEH CTAHOBWTCS NOHSATHO, YTO KPOTKAs, YCNYXNNBAS U TauH-
CTBEHHas (KeHLUMHa-3arafKa, SKCLUeHTPUKa No MepkaM cembh Myxa) CoHs cTa-
HOBWTCS BOONEPOM, TPUITEPOM, KOTOPbIA BCKPLIBAET OYeBUAHbBIE MPOHIEMb
cembl: CapKnc, He obnanatolii BCemu Nonox1TeNbHbIMY kadecTBamu Mypana,
He 3ab0TWTCs 0 [0bHa3, KOTOPYIO He 3aMeyaeT cemMbsi. Ta, B CBOIO oyepep,
MrHopupyeT COBCTBEHHOIO pebeHKa 1 He CTPeMUTCS DbITb XOPOLWEN XO3SIKOMN,
MbITAsiCb CAMOYTBEPANTLCS 1 NPUBAeYs BHUMaHue k cebe 3a cyeT CoHn. Monb-
Ha3, HeyJ0BNEeTBOPeHHas CBOMM CTaTyCOM B CEMbe 1 CTaTyCOM COBCTBEHHOTO
MyKa, 3aBuayeT CoHe.

KynbMmrHaLmeln KOHMAVIKTa CTaHOBUTCS Bone3Hb ChiHa [fobHa3s. B UHTep-
TUTPe NOAYEPKMBAETCS, YTO MasbyMK 3a60nen «0bbIHHOM KOPbIo», OfHaKO 0N b-
Ha3 NoNb3yeTcs Cy4aeM 1 roBopUT: «3T0 OHa, CoHd, BYepa Kacanack CBOei ayp-
HOW pykoi pebeHKa... Crnaswna, npoknatasl B pesynstate 06BMHEHNS ObI10
peLleHO BbI3BaTb 3HaXapKy — «yHMBEPCaNbHOro Bpaya. .. e4nT OT Cr1asa, Haro-
BOpa, TPACYYKM, AYPHOW 60Ne3HN v Np.». [onb3yach AOBEPYMUBOCTBIO U BUAS
HacTpol No oTHoWeHMo K COHe, 3Haxapka NoATBePXaaeT HarosBop Ha CoHo:
«PyKi... nypHbIE PYKM Kacanuce... AypHOI ra3 cMoTpen.. .»; «B rnasax YyepHoe,
3n0e...». MaTb Mypaaa 1 MonsHa3s yoexaeHsl, 470 CoHs NpoknsTa U NpoBoAdT
pUTyas, KOTOPbI MOCOBETOBANa 3HaxapKa: 3aKamnslBaloT YepHYyo BOPOHY, rae
xofanna CoHs. MocneaHss, B CBOIO 04epe/ib, BOMHYETCH, NepeTariBas lWeto nnat-
KOM, 4TO MPOBOLMPYET 04epeHOr NPUCTYN 3NUAencUn — Nepsblii B HOBOM
pome. CoHs V3BMBaeTCs B KOHBYNLCYSX, TE0 ee MOYTU NPUHIMAET TOHNYECKN
13rnb. Bo Bpems npuctyna CoHW MaTb Myxa HakpbiBaeT ee NPOCTbIHEN, HTOObI
He HabntoAaTh 3a 3TOK CTPAWHON CLEHOM, a [t0/1bHa3 0T HEOXKWAAHHOCTU U xena-
HU1s ObICTpee YBUAETb, YTO Cy4Mnoch ¢ COHel, bpocaeT ThxeNyo NepuHy Ha AvLo
COBCTBEHHOTO pebeHKa (puc. 7).
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Puc. 7. Mpunapok CoHu. Kagp u3 dunbma «3noi gyx»,
pex. Muxaun FrenoBaHu, 1926. 43 MUH. 18 ceK. CKpUHLWWOT aBTOpa'!

PebeHOK 3ag0oxXHYNCA 1 yMep. ITOT 3M130[ OKOHYaTENbHO HacTpanBaeT
Bcex NpoTnB COHM: POACTBEHHMKM Mypaaa yBepeHsl, 4TO B Hel HaxoauTcs Aps-
BOA, 1 MMeHHO COHS BVHOBHa BO BCEX HECHACTbSIX CeMbM. [N1aBa ceMeliCTBa Takxe
MeHseT OTHOLWeHMe K HeBECTKe; MO3BaB ee MaTb, OH roBopuT elt: «Cnosa Mon
KpaTku. bepu cBol ToBap v yxoaun. Ham ero He Hago». «Monomka» CoHM accoum-
MpYeTCs C «4epHOM METKOM» Ha camoit cembe. OuH Mypaa noHvMaeT, YTo beaa
He B IeMOHaX, XM1BYLLYIX BHYTPY COHWM, 1 FOBOPUT POACTBEHHMKaM: «Bbl camn
opepxummble. .. OHa epTBa anKoronvsma oTua. .. Ee ne4nTb Hago, Ne4nTh», BHOBb
NOKa3blBasi CBOE OT/INYME OT apXan4HblX BO33PEHM CEMbM.

3Haxapka Mexay TeM HasbiBaeT COHIO «3/1bIM AYXOM», B pe3y/bTaTe 4ero
MonbHa3 yaapseT ee Horamu B XMBOT, OHY C MaTepbto Mypaaa roBOpST 3Haxapke:
«Mpuxogn BevepoM... [loma HUKOro He byaeT». Bce Tpoe 3aTeBatoT yOUIICTBO
371070 Ayxa», Pa3pyLUMBLIETO TPAAULMOHHBIV Pacnopsaok cemby: COHIO 3acTas-
NSHOT MPVMHOCKUTB YW NS O4ara B NoAy, 3aKpbiBas ee rofoBy KOBPOM, HTO NMOCTe-
MEHHO MPVBENO K ee yayleHnto. B 3TOT MOMEHT H6eCnoKoicTBO 00ypeBaeT BCex,
KTO Nt0BUT 1 NOHMMaET aTvonoruio Hegyra Corn: Mypag, MaTe CoHu v [laHans
BeryT oMo, 4TobbI NpoBepuTh ee. OHaKo, KOTAA BCE OHM MPUXOAAT, Y)Ke CANLL-
KoM n03aH0: CoHs MepTBa. [laH3nb BHOBb NEPEeXMBaET rope, CIOBHO OH BHOBb
noTepsi CBOIO A04b, NPON3HOCS: «BcTasal, MaHnwak, 5 Tebe duankin npriHec. . ».

! cTouHuk n3obpawenvs cm.: URL: https://vk.com/video?q=31011%207yx%201926&z=video-
136471876_456241251%2Fpl_cat_trends (19.11.2024).
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®riHanbHas cleHa 3acTaBnseT 3a4yMaTbCs O LUMKANYHOCTM UCTOPUY
1 O MOCNEeACTBMAX, K KOTOPLIM MPUBOAAT NPOEKLMM Ha ApYrix ntogein. CoHs —
NpK3Ma, CKBO3b KOTOPYIO Kax(ablii repolt dubMa Bblpaxan CBOM CKPbIThIE xena-
HWS 1 HEeQOBONLCTBO. [aH3b MeyTan yBUAETb, KaK BbIPACTET ero A0Yb ¥ CNacTh ee
OT cMepTu; Mypag Wwen NpoTyB CBOEN CEMbM, Ybl apxaviHble B3rNsasl He CoBMa-
fann c ero; ans MonbHas CoHs Obina HanoMyHaHMEM O ee COOCTBEHHbIX Heyaauax
B ceMbe Myxa. OOLLECTBEHHbIE e MPOeKUMM 1 OXMAAHNS ObinV KaTany3aTopoM
npvnaakos COHW, TENO KOTOPOI BOCCTaBaN0o OT HeCNpaBea v Boro OTHOWEH NS
K Hell. Taknm 06pa3om, B h1ibMe MHOTO MeTaHappaTUBOB: Npobnema NoKoNeHuit;
TeMa NepeXxKMTKOB NPOLWNOro; NpobneMa NMYHOW MAEHTUMMKAUWK; TemMa TPaBMbl
Y TPaBMaTVYHOCTM; PONb KEHLLIMHbI B CEMbe. TeNeCHbIN MeXaH3m pearvpoBaHus
COHM, KaK ObIN10 YNOMSIHYTO, MOXOX Ha TaHLUbl U XeCTbl KUHONEHT C repOMHAMU
nof HazBaHueM “nasty woman” («OMep3nTeNbHbIE XKEeHWMHbI»). 3TO TUM repo-
MHb onuncana Marrn XeHHedensa B CBOEN KHWMe, re OHa aHanu3vpyeT penpe-
3eHTaLMV TaHUEeBaNbHbIX MaHWI, CyMacllealyvx 1 He cobniopatolx npasmna
XKEeHLLWH, obpallasich K Manov3BeCTHbIM paHHMM dunbMaM 1 Teopun adderTta
(Hennefeld, 2024, p. x). Mo XeHHedbenbn HEKOHTPONVPYEMbIV CMEX 1 HEODbIYHbIe
MUMVIKa 1 KeCTbI (Kak y COHM B CaMblx Ha4anbHbIX Kappax, [ie pexmcceps! noKa-
321 ee KpynHbIM MNaHOM CMetoLLEercst) OTHOCUANCh K aMrya apTUCTOK Kabape
1 MIO3UK-XON3 W NOKa3bIBaANM HOBbIM TN HEHLWMHbI, CBODOAHOM OT 0OLLECTBEH-
HbIX MPEAPACCYAKOB, Ybe NOBefeHe BbiNo NMPOBOKALMOHHbBIM 1 PACKOBAHHbIM.
Cmex BO Bpemst Woy convKan 3puTenbHUL, C apTUCTKaMK, HO NMPpU 3TOM enan 1x
0OBEKTAMM MOPULAHYS, T. K. CaMV OHWM ObIW He Ha CLEHe, He OTbIrpbiBany Clie-
HU4ecknin 06pas. B cnyyae ¢ CoHell ee cBoboAHOE MOBeAEHVIE TaloKe Bbi3biBaeT
KpUTWIKY, KOTOPYIO COHSl He MTHOPUPYET, B OTANYVIE OT repoviHb (hnbMOB POMeo
B03eTTI, a pearnpyeT Ha Hee TenecHo, 0TpuLas HeBepbanbHbIM CNOcoboM. Mexa-
HV3M BbIP@XeHV S NOAABNEHHbIX PeakLMii COBNafaeT C MEXaHM3MOM peaKumn
reponHn dunbma «TarHbl nopog Kafop», KoTopas nepexusaeT NpUCTyn 3a npu-
CTYNOM, MPexe Yem NCLeNTbCS OT TPasM MPOoLUoro.

B 1TOre MOXHO 3aKNt04nTh, 4TO COHS B 3TOM GUNbMe — Ta camas «oMep-
31TeNbHas HeHWHa» XeHHehenba, OTAnYatoLascs KpOTKUM HPpaBOM, MblTa-
loLasacs yragaTh KenaHvs v B TO )Ke BpeMs TenecHo oTpuuaioulas npasuia
1 nopsiaky. CoHs UHTYUTUBHO BOCCTaeT NPOTUB NPUTECHEHWS, Beflb B OTANYME
OT NpocBelleHHoro Mypafa, oHa He NMoHKUMaeT, Kak paboTaTb C HOBOW TeXHMU-
KOW (B AOMe My)a OHa He 3HaeT, KaK obpallaTbcs ¢ naTe®oHoM), obLiaeTcs
COKMBOTHbBIMM, ONacaeTcs Ntofier. B 3ToM nnaHe ee MOXHO CPaBHUTL U C TaKuM
KnMHoObpa3oM, kak XeHuwmHa-3emns. Kak nuwet CMmarnHa, OKeHwmHa-3emns —
3aN0XHMLA HecrpaseanvBbix GOpPM X039IMCTBOBaH NS, CNOCObHas K TpaHchop-
MalUuu n1ws bnarogaps COBCTBEHHLIM BHYTPEHHMM, “3eMHbIM” pe3epsam» (CMa-
rHa, 2019, c. 142). Tak 1 CoHs MCNONb30Bana BHYTPEHHYIE pe3epBhl AN NOKa3a
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HECOrNacus € peleHnsMU 1 MbICASMY APYTX NIOAEN. B 9TOM KOHTEKCTe OHa
6113Ka UCTONHUTENBHMLAM «IMUENTUKN», KOTOPbIE MOCPEACTBOM MMUTALMN
KeCTOB AyWeBHODOMbHbIX BbICBODOXAANN CBOe beccosHaTenbHoe. CaepxaH-
Has v ToHKas 1rpa, npespajaolias CoHio B MPUYYANVBYIO U HepasragaHHyto
BM/OTb [0 CAMOrO KOHUA NVYHOCTb, CBOENO POAA KMTAMCKYIO TEHb, CKOMb3S-
lLyto Mo dUAbMY, CNOCOBCTBYET MHTEPNpPeTaUMmM TenecHbIx AeMCcTBMA COHM KaK
TEKCTOBOTO ecTa U NPSMOoro obpatienns K 3putento. ECav 8 dunsmax «Kykna
C MUANVOHaMW» U «HepTOBO KoNeco» cam ropog sensics locus agendi, KOTOpbIi
3apaBan ycnoBuWs penpeseHTaumny NepcoHanei, To B «3nom ayxe» CoHs CTaHo-
BMTCs modus agendi, OT KOTOPOTO 3aBVCST KaK MOBEAEHVIE FePOER, TaK v pernpe-
3eHTauUuWs TOPOACKON M KIUION cpep.

3AK/TIOYEHME

KoHe4Ho, penpeseHTauyns apTUCTUHECKNX FEPOEB He OrpaHM4eHa AeMOoH-
CTpalvei Ux OTANYaIOLLEroCs NOBEAEHUS YW U3NOMaHHbBIX 1 XeMaHHbIX NO3.
Vicnonb3oBaHe *eCcToB Kabape 1 MI03VK-X0NN0B, MNOTHO BOLWEAWYIX B KyNETYPY,
BbI3bIBA/IO OTKIWK 3PUTENS KaK Ha MCUXONOTMYECKOM, TaK U Ha COMaTUHECKOM
YPOBHSX. YeCTbl, MO3bl V1 ABWKEH VS ObIN 3aMeHOV OTCYTCTBOBABLIMX MYy3bIKY
VI DEYU: UCMOMb3yeMble Ha NPOTSHKEHMM BTOPOM NMONOBUHbI XIX Beka neslamu
Vi TaHLopamu kabape 1 kadellaHTaHoB, akTepamy TeaTpoB, OHM CTanu CrnocoboMm
KOMMYHUKaLMM CO 3pHUTENEM 1 MO NPOSBASTHCS HE TONbKO B KOHCTPY/POBa-
HUK 0bpaza apTuCTKU. [loBeAeHHbIN A0 Npefena v abcypaa Makm1sik, Npeysenm-
YeHHble MUMIKA W KECTbl — BCe ObIN0 HAaNPaBAeHO Ha KOMMYHMKaLMIO CO 3pu-
Tenem, Ha To, YToObI BbI3BaTb OTKIMK Y 3puTens, NoobLaTsCs ¢ HUM. [1p1 3TOM
Y KaX4oro apTucTa Kabape 1 Mio31K-xonna b0 CBOE, 3aKPenaeHHoe 3a HYM
CLUeHMYeCKOe aMmnya, XxapakTepr3ytolieecs 0CODbIMU ABMKEHNAMUI W KeCTaMu:
Hanpumep, y «3NUNenTUu» — UMUTaUMS No3 AyWEBHOOOBHbIX, MX HEPBHbIX
TVIKOB 1 NPUMAAKOB; Y 0Mmeuse — MMUTaLMs XKeMaHHbIX XECTOB 1 KOCTIOMOB
KOKOTOK.

B coBeTCKOM KUHO 1920-X pexiiccepsl UCMONb30BayM yCTOSBLUVIECS TPObI
[OPEBOMOLIMOHHOIO KUHO, YTOObI @DTUKYAMPOBATL MHAKOBOCTb, «aHTUMAEANb-
HOCTb», OT/IMYUS NEPCOHAKEN OT COBETCKOIO YenoBeKa. B HEKOTOPbIX ciyyasi,
Kak B «MepnBexbeit cBafbbe» 1 «310M fyxe», pexuccepbl NpiMo UUTUPOBanu
npviemMsl 1 06pasbl JOPEBONOUMOHHbBIX DUIBMOB, YTODLI NOKAa3aTh NATONOr Y-
HOCTb repoeB NpoLwnoi anoxu. CoHs B «310M Ayxe» SBASETCS «OMEP3NTENbHOM
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KEHLWMHOW», CTpaaatoLelr NpynagKaMm, HanoMUHaoWVIMK 3NUaencunio, Ans
apxav4yHow ceMbi MyxXa ¥ 0OLLECTBa B LieNOM, NPV 3TOM ee repounHs oTNnYa-
€TCs KPOTKVIM HPaBOM ¥ OJHOBPEMEHHO TeNecHO OTpULaeT NpaBuna 1 MopsaKY,
XOYET HaCNaxaaTbCs HU3HbIO, ObITb CBOOOAHON OT YCNOBHOCTEN, — YTO repOVHIO
v morybmno. 3puTento AeMOHCTPYIPYIOT, K YeMy MOTyT NPUBECTY CyeBepUs 1 epeciut.
B «<MeaBexbeit cBagbbe», HANPOTYWB, MaBHbIA FrepPOK, MPUYHUMaOWMIA Ha cebs
00/1VIK 3BEPS, PACKPBIBAETCS HYepes «MelBeXuii» TaHell, MUTUPYIOLWWI MeaBe-
Kb MOBAAKM WU HEMPUAWYHBIV A5 TOrO BpeMeHy, 0OHaxatoWmin MOPOYHOCTb,
AVKOCTb 1 3aKOMMMNEKCOBAHHOCTb reposi. B «Becenol kaHapeiike» e OCHOBHbIM
MEeCTOM AeNCTBMS CTAHOBMTCS Kabape, CKBO3b MPU3MY KOTOPOTO MHTEPNPeTH-
PYeTCs 1 faBHas reponHs bpuro, xeMaHHas XeHLHa, KOKOTKa, BbICTaBneHHas
Ha Topru, cBoeobpa3Has gommeuse. [1pUBePKEHHOCTb BpMO MMEHHO K 3TOMY
amnnya BblpaxeHa B CLieHe, rie OHa MAET MO NecKe, HanoOMMUHaloLWEeN NOA0THa
C apTUCTKamu Kabape BTOPOK NonosuHbl XIX Bexa. TeaTpannsauus, anponpurauns
XKECTOB V3 MPOoV3BeAeHNIn — oaHa 13 4epT gommeuse. OHa — aMOnBaneHTHbIN
NepCcoHaX, Kak apTUCTKa kabape oHa be3HPaBCTBEHHA, HO, HECMOTPS Ha paboTy
B NOPOYHOM MeCTe, UMEHHO bpLro CTaHOBUTCS «CnacaTenbHbiM KPYroM» s MHO-
rvx repoes. [1ogobHas cTpaTerus penpeseHTalnm Yepes MecTo NpucyTCTBOBana
Y B ApYrx hnibMax paHHECOBETCKOTO KMHO: «KyKre C MUAMOHaMMW» 1 «HepToBOM
Konece», BO BCEX HYIX TPOMbl MO3AHeN KynbTypbl XIX Beka Obinv NpoTyBONOCTaB-
NeHbl COBETCKOW AeNCTBUTENBHOCTM.

Takvm obpa3oM, NPOBEAEHHbIN aHanm3 AOKa3biBaeT rMNoTesy aBTopa
0 TOM, 4TO HEKOTOPbIE UCTIONHUTENBHULBI B COBETCKMX HEMbIX (DUIbMaX MapKu-
poBan «CTapsIii MUP» C ero NOPoKaMm 1iu e AeMOHCTPYPOBaIN MOPOYHOCTb
CBOEMO OKPY)KEHMS, @ HEKOTOPbIE, HANPOTHB, NO3BONSNN MaHWbeCTMPOBaTbL
aMnnya <HOBOW WeHLLMHbI». 3TO e HabNiofanocs 1 B 3anagHoM KinHemaTorpade,
rhe ABWKeHUs onpegenesHol npodeccumn MOV MapKMpoBaTb MOPOYHOCTb
MecTa. MOXKHO 3aKNi04MTh, 4TO Kabape 1 apTUCTbI Kabape 1 MI03MK-x0N108 Bbln
locus 1 modus agendi, SBASIOMMICS PYNOPOM KPUTWKI B CTOPOHY JOPEBOIIO-
LMOHHbIX HPABOB B COBETCKOM KMHO 11 320CTPSHOLUMMI NONOKUTENbHBIE YEPTHI
AHTPOMOMOMMHYECKNIX MAEAN0B COBETCKOTO KMHO, <HOBOTO Ye0BEKa.
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