pa3BMBaAMCb B CUMBOJIMYECKYHO MHTEPMPETALIMIO TeX-
HUKW AMBU3NOHM3Ma, cumTaeT Hatanba ABTOHOMOBA
[11, c. 377]. 3BECTHO, YTO MMEHHO MOA BAUAHUEM
CBOEr0 Napuxckoro nepuoga KaHANHCKWN B CBOMX
AaNbHEVLLIMX TEOPETUUECKUX paboTax yaensn cepb-
€3HOe BHMMaHne Hay4YHOMY NOAXO4Y K MPYMEHEHMIO
Bblpa3uTe/bHbIX CPeACTB B nckyccTee [9]. Buanmo,
He 6e3 BANAHNA CMMBONCTOB B. KaHAMHCKWI akueH-
TUPOBan CBOE BHMMaHWE Ha NEPBUYHbIX 31eMeHTax
>KNBOMUCK, AeTanbHO NUccaeays rpaduyeckyto v Le-
TOBYH $OpMbI B CBOEN paboTe «OCHOBHbIE 3/IEMEHTI
Xunonucu. MIx cyLHOCTb U LeHHOCTb» KaHANHCKNR
ocoboe 3HaueHne, TakxKe Kak 1 MHOTME CUMBOJIUCTbI,
npuaasan «To4ke» (O4HOMY M3 OCHOBHbIX 21€MEHTOB
>KMBOMMUCH), KOTOPas, MO ero MHEHWIO, ABASAETCA UCTOU-
HUKOM BCex Apyrmx GopmM, MOCKONbKY ee KOANYECTBO
Hencumcammo [11, c. 377]. Beab BCe B Mupe B3anMo-
CBSI3aHO M HAXOAMTCA B HEKOEM «COOTBETCTBMM», Ue-
pe3 AyasbHble CBA3M «Jja U HET», «CBET U TbMa» U Np.
Kak cumtann XyaoXXHUKN-AeKageHTbl, 3TO MPONCXO-
AVT NNLWb B TEX Cyyasx, eciv CMMBOANYECKoe Mo-
HUMaHWe 6bITUs byaeT obecneyeHO OAMHAKOBbIM
BHMMaHMEM K KaXXOMy U3 31eMEHTOB 3TOro 6bITHS,
W ecv Npuv 3TOM UCTMHA He ByaeT yTepsHa B AorMa-
TUYECKUX «npeapaccyakax». [1py 3TOM CUMBOAN3M,
KOHEUHO, He 3aCTpaxoBaH OT CMOA3aHMA K OKKY/b-
TU3MY, KOTOPbIV BECbMa 4YacTO CONMPOBOXAAET 330-

Tepuyeckme NCCNef0BaHNSA 34ELIHETO U HE3JELLUHErO
MUpPOB. Haxoasack SBHO B pyciie 3TON TpaanuLmn, xy-
JOXHUKN-CUMBONCTBI B CBOEM TBOPYECTBE C/10B-
HO MCCNeZoBaNN pPasivyHble CIOM CUMBOA, Kak Dbl
BbINOAHASA 33434y, cdopmMyanpoBaHHyto ewe CnvHo-
30M: «Bbl roBOpUTE, UTO BbI BbIOPaNU MAeEH, MOTOMY
YTO OHa nNpaBuabHa. Tak 3HaWTe, UTO Bbl CUMTaETe
ee NpaBWIbHON UMEHHO MOTOMY, UTO ee Bblbpanu
BbI» [10, c. 39].

MoaBoAA UTOT, CTOUT OTMETUTb, UTO XyAOXe-
CTBeHHO-0b6pa3Has cncrema B MCKYyCCTBE — 3TO
ocobas kateropma MMpPONpeACTaBAeHNs, KoTopas
XapakTepu3yeT U camMoro TBOPYECKOro YeaoBeka,
n 06LLEeCTBO B Hanbosiee BbICOKON HPABCTBEHHOM
TOUKe, B acnekTe YyBCTBEHHO-MHTENNEKTYaIbHOMO
6bITMsA 3n0xu. aes Bbicllero npesHa3HayeHus OT-
KpblBaeTCs Ham Kak cuctema GpakTopoB aHTPOMO-
reHesa M KOCMOreHesa, eZiMHCTBa BOMJ/IOLLAEMbIX
06pa30oB, 3aKOHOB XYJ0XXeCTBEHHOro opopmIe-
HUS. 9T GaKTOpPbI CAY>KaT OCHOBON GEHOMEHOJI0-
rMv o6pasHoro npoyteHns, GopmMmnpys ero XecTkyro
nparmatuyeckyro GyHKLUUIO Ana YyenoBeka U 06-
LectBa. B aTom cMbicne 06beKT NCKYCCTBa Kak Xy-
JLOXKEeCTBEHHas Leslb, Kak 0COObIN HPaBCTBEHHbIN
MapKep B pa3Hble BPEMEHA BbIMOJIHSAET TONIbKO OAHY
OYHKLMIO — XyA0>XXeCTBEHHO-3CTETUYECKOE OTpa-
>KEHWe COBEPLUEHHOrO COCTOAHMA AyXa.
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THE IMAGE OF RUSSIA IN TRANSITION IN THE
SOCIAL COMEDIES OF V. BORTKO AND Y. MAMIN

Summary: Regrettably, the field of Russian film studies
has not yet investigated how the theme of the disintegra-
tion of one social order in our nation and the rise of a new
one has been represented in popular genres such as so-
cial drama and social comedy. The article seeks to address
this deficiency to a certain degree by analysing a particular
timeframe (the 1980s and 1990s) in the works of two distin-
guished Lenfilm directors, Vladimir Bortko and Yuri Mamin,
who created several social comedies during this era. The
authors strive to uncover the conceptual and artistic fea-

The era of the USSR’s shift to a new social or-
der, during which “all cinema parted with the ro-
manticisation of the hero who had cut themself off
from the past” [1, p. 226], is evident in numerous
films produced by Russian directors. Furthermore,
the vast majority of films made in the late 1980s
and early 1990s are predominantly chamber dra-
mas or crime narratives. As noted by L. Malyukova,
a researcher of this period, these films can be de-
scribed as a form of “films as case history, turning
into philosophical epitaphs” [1, p. 227], striving to
depict the anamnestics of the recent past on screen.

The sole exception, perhaps, lies in the works of
Lenfilm directors Vladimir Bortko and Yuri Mamin
created during this timeframe. Their films can be
categorised as “social comedies” that provide in-
sight into the realities of the late 1980s and early
1990s through a humorous perspective.

tures of these films and to ascertain how the themes and
styles of these two directors’ comedies contrast with one
another. In particular, the distinction is that while Bortko's
comedies, even those with fantastical narratives, are char-
acterised by realistic cinematic techniques, Mamin’s com-
edies are marked by a propensity for hyperbole, caricature,

the grotesque, and even elements of fantasy.

Keywords: comedy, satire, social comedy, grotesque,
Russian cinema of the Perestroika period, Vladimir Bort-
ko, Yuri Mamin.

The culture of laughter is generally character-
ised as “a method of producing, transmitting, and
consuming humour as an emotional reaction to the
exposure of absurdities, stereotypes, illusions, life
phenomena, and situations” [2, p. 136]. Neverthe-
less, it is important to recognise that a wide array
of phenomena and situations can serve as the ba-
sis for comic effect.

Regarding the creators of social comedies, their
primary focus is on various social concerns. Howev-
er, in contrast to social dramas, which depict pain-
ful social issues in a stark and often tragic manner,
the authors of social comedies, by interpreting so-
cietal problems through a humorous lens, construct
a largely fictional world on screen, characterised
by paradoxical situations and eccentric characters.

A well-crafted social comedy appears to embody
a dual coding: on one side, it serves as entertainment
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through various comedic forms that resonate with
the audience, while on the other side, such a com-
edy addresses significant social issues, prompting
discerning viewers to contemplate the themes pre-
sented on screen.

A thorough analysis of social comedies must take
into account the historical and sociocultural context
in which a particular film was produced. This notion
aligns with V. Propp’s assertion that “we laugh dif-
ferently than we once did. Therefore, it is probably
impossible to give a general philosophical defini-
tion of comedy and laughter. Such a definition can
only be historical” [3, p. 26].

Vladimir Bortko and Yuri Mamin's comedies are
particularly noteworthy as they were made during
a distinctive historical phase, characterised by the
decline of the Soviet era and the emergence of
a new, albeit uncertain, social order.

Vladimir Bortko's exploration of the comedy gen-
re commenced with the film My Father Is an Ideal-
ist (1980), which already introduced a theme that
would be further developed in his later films from
the late 1980s and early 1990s: the conflict between
the ideal and the real. The screenplay for this film
was penned by Alla Sokolova, a prominent play-
wright of the time, who gained significant recog-
nition after the play Faryatyev’s Fantasies. While in
Fantasies, the conflict between the ideal and the
real culminated in the total disintegration of the
ideal, in My Father Is an Idealist, Sokolova endeav-
oured to reconcile these two concepts.

In Bortko's subsequent comedy, The Blonde Around
the Corner, which was directed on the cusp of Pere-
stroika, the theme of the conflict between the ideal and
the materialistic is presented with greater complexity.
This film bears some resemblance to Faryatyev’s Fan-
tasies, directed by llya Averbakh, as both feature An-
drei Mironov in the lead role, and the protagonists in
both narratives grapple with issues of cosmos. How-
ever, while Alexandra (Marina Neyolova), the hero-
ine of Fantasies, ultimately opts for a bird in the hand
over two in the bush, in The Blonde, the dynamics of
the main characters are fundamentally reversed: the
successful heroine Nadya (Tatiana Dogileva) is drawn
to Nikolai (Andrei Mironov) precisely because of his
idealism, which is starkly absent in the materialistic,
consumer-driven environment that surrounds her.

The film opens with Nadya, the supermarket man-
ager, encountering Nikolai Poryvaev, who is found
asleep amidst a heap of onions. At forty years of age,
he has yet to achieve recognition as a prominent
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scientist. Although he once appeared on television
discussing space, he soon became disenchanted with
his career and abandoned it. Completely ill-equipped
for contemporary life, Nikolai could only secure em-
ployment as a loader. In stark contrast, the film's
protagonist, Nadezhda (Tatiana Dogileva), possess-
es connections, wealth, and scarce items; everything
comes effortlessly to her, or as she claims, she faces
no challenges whatsoever. Nadezhda becomes en-
amoured with the notion of a poetry-reciting intel-
lectual, as he embodies a form of 'scarcity’ in an era
lacking dreamers, while Nikolai is infatuated with the
idealised image of a beautiful woman he has envi-
sioned. However, the disparity between Nikolai's per-
spective and that of the ‘blonde around the corner’
gradually becomes apparent, culminating at Nadezh-
da’s hastily arranged wedding. Guests are invited as
‘functionaries’ — each capable of procuring, creat-
ing, repairing, bringing, or ‘acquiring’ something —
an arrangement that horrifies Nikolai and his parents
(Mark Prudkin and Evgenia Khanayeva). The pivotal
moment occurs when Nikolai's former research su-
pervisor (Pavel Kadochnikov) makes an appearance
at the wedding. He declares that the research Nikolai
initiated will soon be in demand, and to pursue his
work, the retired scientist must urgently travel to the
Arctic. This declaration is followed by Nadya's gran-
diose comment regarding the inhabitants of other
planets: ‘There are people like us out there, people
of the future,” which incites Nikolai's fury, prompting
him to discard his meagre suit and exit the restau-
rant only in a shirt, joining a group of running ath-
letes along the way. Nadezhda calls for a taxi and
pursues her estranged husband.

The long shot of the blonde in a wedding dress
chasing her husband in a taxi, who is running to an
unknown destination, pantsless, was supposed to
be the final shot; however, this ultimately did not
happen for several reasons, which will be elaborat-
ed upon below.

The humour in this film, similar to that in My Fa-
ther Is an Idealist, arises from the juxtaposition of
two contrasting worlds — the idealistic and naive
versus the materialistic. In this narrative, these two
realms are at odds, yet the characters endeavour
to bridge the gap between these extremes. Their
efforts to adapt to one another give rise to a vari-
ety of comedic situations.

The journey to bring this film, completed in 1982,
to the screen was fraught with challenges. The film's
exploration of the sensitive subject concerning the

transition from ideals of justice and equal oppor-
tunity to the mindset of consumerism and nepo-
tism inevitably raised concerns among the party
and government officials who approved it.

The situation became even more complex fol-
lowing Brezhnev's death in 1982, leaving cautious
officials uncertain about how the new General Sec-
retary would respond to the film. The approval pro-
cess with various authorities extended for nearly
a year, culminating in a directive to eliminate scenes
that overtly illustrated the power wielded by those
who control material resources. Additionally, it was
mandated to incorporate musical interludes featur-
ing A. Mironov singing couplets in lieu of the ex-
cised scenes so that the film could be interpreted
as a sort of fantasy from the perspective of the pro-
tagonist. Regrettably, these interludes, presented
as “comic couplets”, detracted from the comedic
style and, despite Andrei Mironov’s charisma, ap-
peared disjointed and insincere. Furthermore, the
film’s conclusion required modification: in the orig-
inal version, Nikolai and Nadya separated, where-
as in the revised edition, the protagonist returned
to his research, with Nadya following him to the
Far North. Nevertheless, even in this diluted form,
The Blonde Around the Corner, which premiered in
1984, achieved remarkable success with audiences,
attracting nearly 25 million viewers. It is important
to note that the film continues to hold relevance in
contemporary society, as the issue concerning the
relationship between the ideal and the real has in-
tensified significantly over the last three decades.

Bortko would produce his next comedy merely
four years later. This was the late 1980s, when, on
cue from above, criticism of everything Soviet began.
The saying attributed to Karl Marx, which suggests
that humanity parts with its past while laughing, did
not manifest in practice in this instance. During Pe-
restroika, irony and subtle humour nearly vanished
from Russian cinema, supplanted by the predom-
inantly serious tone of most films released in this
era, which the populace, not without justification,
referred to as “chernukha”. In contrast to this grim
environment, Bortko's comedy Heart of a Dog was
enthusiastically embraced by audiences from di-
verse backgrounds and preferences.

The film, inspired by Mikhail Bulgakov's narrative
concerning the artificial transformation of a stray dog
into a human, essentially represents a form of magical
realism, or more accurately, a fantastical exploration
of the concept of “If Only...", akin to Bulgakov's play

Ivan Vasilievich or his novel, The Fatal Eggs. Further-
more, the theme itself — the artificial creation of
a new type of human, which originated with the novel
about Frankenstein and was further explored in films
such as Monroe Island — proves to be quite resilient;
a contemporary interpretation of it can be observed
in Yorgos Lanthimos's recent film, Poor Things.

The director’s precise casting, his artistically con-
vincing portrayal of the 1920s ambiance on screen,
and his meticulous yet imaginative interpretation
of Bulgakov's text all played a significant role in the
development of a genuine cinematic masterpiece.

In the early 1990s, many viewed the film as
a sharp satire on the revolutionary transforma-
tions that occurred in the country post-1917, as
well as a parody of the idealism held by supporters
of the renowned slogan “liberty, equality, fraterni-
ty”. Nevertheless, the film’s artistic message is far
from simplistic, and the characters are certainly not
one-dimensional or merely functional. Charismat-
ic Yevstigneyev, portraying Professor Preobrazhen-
sky, captures the audience’s affection from the very
first moments of his appearance with his aristo-
cratic demeanour, dignity, boldness in his remarks,
and complete autonomy from Shvonder. Howev-
er, upon closer inspection, he is not as ideal or ra-
tional in his decisions, starting with his assumption
that the organs of a deceased alcoholic and crim-
inal, when transplanted into a stray dog, will yield
a commendable specimen.

The film's comedic aspect is consistently gen-
erated through the interaction of disparate social
realms that fail to comprehend one another, lead-
ing to a collision of elevated and base styles. For
instance, in one scene, Sharikov begins to pathet-
ically chastise Preobrazhensky for forcibly “trans-
forming” him, even launching into a tirade about the
immorality of wealth in a destitute nation. Howev-
er, this is followed by an abrupt change in stylistic
tone: Sharikov is bitten by a flea and frantically at-
tempts to catch it with his teeth, to which the pro-
fessor, with utmost seriousness, advises him: “Catch
them with your hands, your hands!".

Bortko's fourth comedy, Good Luck, Gentlemen,
which was released in 1992, is not as widely rec-
ognised by audiences. While in Heart of a Dog, the
director skillfully portrayed the tumultuous atmos-
phere of the shift from capitalism to socialism, this
film humorously illustrates life in the country dur-
ing a different transitional phase — from social-
ism to capitalism.
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The title of the film carries an ironic tone regard-
ing the effort to substitute the term “comrade” with
the address “sir”, and it serves as an extensive illus-
tration of the thesis put forth by the once-promi-
nent propagandist of the new life, Irina Khokamada:
“No need to complain! Just get a move on!".

In terms of the film’s narrative, Oleg (Andre-
js Zagars), an officer from a group of our troops
who were hastily expelled from the GDR, arrives in
St. Petersburg to visit his old war friend, Vladimir
(Nikolay Karachentsov), under the impression that
he has secured a good job and accommodation. To
his astonishment, he discovers him living in the for-
est, where officers and soldiers reside in tanks, as
the new government has simply overlooked their
motorised column, which the putschists had dis-
patched to St. Petersburg, rendering it unnecessary.

Former officers endeavour to navigate the mar-
ket economy by any means necessary: they appear
in an Afghan-themed action film, earn extra income
in a gipsy choir, sell balloons, work in a shoe fac-
tory, and one day, donning women's dresses and
makeup, they even participate in a beauty contest
and unexpectedly win a million. At the film's con-
clusion, while escaping from bandits, the friends ar-
rive at an airfield, where their suitcase containing
the million unexpectedly disintegrates, scattering
the money across the runway. However, as a com-
edy is expected to conclude on a positive note, by
the film's end, one character becomes a successful
entrepreneur, while the other establishes a stock ex-
change — thus, both are assimilated into the market
economy. In this film, the conflict between the aspi-
ration for an ideal and the mercantile-consumerist
perspective that prevailed in the early 1990s is re-
solved in favour of the latter. The film effectively,
with a significant amount of humour, depicts the
reality of the transition to a market economy: new
taxi drivers are unfamiliar with the routes; individ-
uals who have lost their jobs are eager to explore
any new opportunities; characters attempting to de-
ceive others for wealth are ubiquitous, and so forth.

In contrast to numerous Russian films from that
era, which predominantly feature functional charac-
ters, Bortko's film presents characters that undergo
development. Initially, Oleg is depicted as a pros-
perous individual and a chivalrous gentleman, while
his friend Vladimir is solely focused on finding fi-
nancial means for survival and on how to rid himself
of Olga, who diverts his attention from his respon-
sibilities. However, when the harsh realities of the
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new Russia confront him with numerous challeng-
es, Oleg resorts to drinking, becomes anxious, and
experiences emotional breakdowns. Vladimir, who
at first seems to be a businessman attempting to
adapt to the market, ultimately reveals himself, in
the latter part of the film, as a Soviet man, embod-
ying values such as mutual support, respect for la-
bour, and a genuine desire to overcome adversity,
which are not mere platitudes.

Consequently, Bortko's quartet of social com-
edies illustrates how the skepticism towards ide-
als that emerged in the 1970s and 1980s evolves
into a profound disbelief in them, highlighting the
painful nature of the transition to a new social par-
adigm. A recurring theme throughout these come-
dies is the notion that any alterations in the social
structure do not resolve the numerous contradic-
tions between the interests and mindsets of the
elite and the general populace.

Regarding the works of Yuri Mamin, who pro-
duced four comedies during the late 1980s and early
1990s, his films are markedly distinct from those of
Bortko in terms of themes and stylistic approach —
they are characterised by an eccentric presentation
of the subject matter, grotesque elements, hyperbo-
le, and a pronounced satirical emphasis. The short
film Neptune’s Festival (1986), created at the onset
of Perestroika, was the first comedy that swiftly gar-
nered Mamin widespread recognition. It narrates
a humorous tale of how the director of a small vil-
lage’s community centre becomes a victim of his
own fabrications. The storyline is straightforward:
in an effort to entertain a delegation of Swedish ice
swimmers visiting the area, high-ranking officials,
upon discovering a village club’s proposal to host
a Neptune Festival on January 1%t featuring 150 ice
swimmers, direct the foreign delegation to attend.
With no option for retreat, the village embarks on
extensive preparations for a mass swim in =35 °C
(-95°F) conditions.

The festivities commence with a brass band, at-
tired in boxer shorts, felt boots, and earflaps, mak-
ing their way to the ice hole. After performing their
designated set, they hastily rush into the bathhouse,
instruments still in hand, followed by a series of co-
medic scenes infused with a degree of parody. In
a particular scene where the Swedes await, local
men, clad in theatrical Russian warrior attire and
wielding spears, stand at the base of the remnants
of an ancient fortress. Women in kokoshniks gather
around them, all while the foreboding music of Ser-

gei Prokofiev from the film Alexander Nevsky plays
over the loudspeaker. The concluding scene, where
the entire inebriated crowd, united by a shared thrill,
rushes uncontrollably towards the ice hole for a dip,
is set to Glinka's “Patriotic Song”.

Yury Mamin'’s forthcoming film, The Fountain,
which received acclaim during the Perestroika era,
is now regarded as a dark phantasmagoria. Each
of its seven chapters, titled with musical terminol-
ogy, illustrates yet another decline of the high-rise
building and its inhabitants. It is difficult to fathom
that at the Odessa Duke festival, which took place
in the same year the film premiered, the audience
burst into laughter during its showing.

The Fountain evolved into a social satire char-
acterised by the hyperbole, metaphor, and parody
that are hallmarks of this comedic genre. The di-
rector’s intentionally crafted stylistic variety, intro-
duced through scenes depicting daily life, seeks to
highlight the squalor of ordinary existence and the
intelligentsia’s endeavour to seek national great-
ness in the past for purposes of self-affirmation
and self-identification. This is exemplified by epi-
sodes featuring a society of admirers of a poet who
once resided in the building, a group dedicated to
preserving historical memory, and the singing of
Russian folk songs around campfires at the film’s
conclusion. The film’s visual and auditory leitmotif
centres around the image of an eccentric compos-
er who, despite all odds, persistently creates mu-
sic and, for inspiration, occasionally ‘flies’ over the
courtyard, gliding along a taut rope with wings af-
fixed to his back.

Notably, even the film's seemingly ordinary
scenes are not merely hyperbolic but also gro-
tesque, which ‘permits the distortion and altera-
tion of objects that are familiar and commonplace
to the viewer'. [4, p. 5]

The narrative commences with the cessation of
the water supply to the residence, enacted by the
father-in-law of the senior engineer at the Lagutin
site, Satybalda Kerbabayev (Asankul Kuttubayev).
Kerbabayev, a native of the desert, has revered water
since his youth, and he cannot remain indifferent to
the fountain of invaluable moisture that perpetually
erupts from the ground due to the degradation of
the water pipes. The site manager reports the en-
suing water shortages to the housing office man-
agement as an economic experiment instigated by
one of the staff members. Subsequently, the heating
fails, and the roof begins to collapse, temporarily

supported by workers resembling Atlanteans, along
with props fashioned in the style of Soviet-era slo-
gans. By the conclusion of the film, the electricity
also fails. Nevertheless, the resilient Russian popu-
lace does not succumb to despair at that moment.
The residents venture into the winter courtyard, ig-
nite fires, and sing traditional songs. The absurdi-
ty of existence reaches its zenith.

Overall, the film The Fountain serves as an exten-
sive apocryphal retelling of a well-known joke from
the 1980s regarding a plumber who, after evaluat-
ing the utilities in an aged house, concludes: “It is
not the pipes; the entire system requires replace-
ment”. This very notion is explicitly articulated at
the film’s conclusion by the corrupt housing office
technician, Pal Palych, who admonishes the diligent
and honest site engineer Lagutin for the fact that
individuals like him, through their labour and zeal,
have aided in the preservation of a Soviet system
that ought to have been reformed long ago.

Furthermore, the film critiques the initial out-
comes of Perestroika. It is apparent that the new
government is mainly focused on dismantling the
old structures and mending the gaps in the de-
teriorating old world: due to a lack of materials,
a leaking roof must be covered with iron to shield
against children’s fungi; ordinary inhabitants of the
building, seemingly carrying out the task of some
cooperative, are peeling onions in the basement;
a family, also battling for survival, cultivates tulips
in their home and attempts, without success, to
sell them — the unfortunate woman is promptly
arrested by the police for selling in an unauthor-
ised location, etc.

Mamin's subsequent film, Sideburns (1990), pre-
sents a more coherent and energetic comedy com-
pared to The Fountain. The film is skilfully executed
and artistically crafted, adopting a cohesive pam-
phlet style infused with elements of the grotesque.
The segments, which showcase performances and
informal displays, are filmed and edited with such
vibrancy and creativity that one can only lament
that Mamin did not pursue a career as a director
of Russian musicals.

It is possible that the concept of utilising A. Push-
kin's image as a cornerstone of national identity for
the nationalist movement originated in the thoughts
of screenwriter V. Leykin following the 1989 re-
lease of an extensive excerpt from Abram Tertz's
book, Walks with Pushkin, in the October magazine,
where the author endeavoured to remove the poet's
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conventional gloss. Regardless, the film's unique in-
corporation of the esteemed Russian poet and his
verses by the elevated provocateur Viktor, master-
fully depicted by V. Sukhorukov, became the focal
point of the narrative. The plot of the comedy, which
is fluid (as is characteristic of Mamin's screenplays),
unfolds swiftly. Alexander (Alexander Medvedev)
and his companion Viktor (Viktor Sukhorukov) re-
turn to Alexander’s native town, the provincial Za-
borsk, with the intention of establishing a Pushkin
society. Viktor is both charismatic and dynamic. In
a brief period, he successfully attracts the primary
youth factions into his organisation through vari-
ous strategies or neutralises those who oppose his
vision through provocation. The local party lead-
ership exhibits a degree of caution regarding Vik-
tor’s radical ideologies and tactics; nevertheless,
they are inclined to overlook his actions, consider-
ing him to be "a necessary comrade for the current
situation”. However, once Viktor and his associates
exhibit blatant extremism and aggression, the au-
thorities mandate the dissolution of the movement.

Regrettably, the extensive efforts of the film crew
were predominantly focused on instilling fear in the
audience regarding the potential rise of "Russian
fascism”. In contrast to The Fountain, which seeks
to provide a comprehensive artistic interpretation
of events related to our recent history and uncer-
tain future, Sideburns is firmly anchored in the brief
timeframe of its production, the late 1980s. The
satirical essence of this film-pamphlet is solely di-
rected at making the audience acutely aware of
the threats posed by extremist nationalist factions
that surfaced following the dissolution of commu-
nist ideology, which left a void that various move-
ments and groups began to occupy.

The film makes clear references to the events
depicted on screen, particularly the ascent of Ger-
man fascism: Viktor’s invocation of a "night of long
canes”; the procession of uniformly attired youths,
reminiscent of Nazi stormtroopers, marching rhyth-
mically through the city streets; children positioned
along the roadside, welcoming a visitor from the
capital, who humorously refers to them as “Push-
kin Jugend”; an article in the local publication titled
“The Fuhrer in Sideburns”, among others.

The only aspect of the film that retains its relevance
today is the theme concerning the authorities’ readi-
ness to exploit various radicals for their own agendas,
manipulating public perception. It is also significant
that the main character, following the dissolution of
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his movement, swiftly and effortlessly alters his po-
litical stance from right to left — ultimately, his fol-
lowers, clean-shaven and devoid of their sideburns,
march to the verses of Vladimir Mayakovsky.

Yuri Mamin'’s subsequent film, Window to Paris,
premiered in 1993, a time when the living stand-
ards for the majority of the population in the coun-
try had significantly declined, and the uncertainty
among recent Soviet citizens had reached its zenith.
During this era, Europe regarded the Russian popu-
lace with a mix of pity and compassion, with France
even providing financial support for the production
of several Russian films, including Window to Paris.

Critics have characterised this film in numerous
ways — as a tragicomedy, a phantasmagoria, or
a variant of magical realism. Nevertheless, it might
be more fitting to categorise the film's genre as “so-
cial satire infused with elements of conventionality”.

Let us briefly summarise the film's narrative. The
protagonist of the comedy, Nikolai Chizhov (Sergei
Dreiden), imparts aesthetic education to elementa-
ry school pupils at the Savva Morozov Economics
Lyceum, which was established in the spirit of re-
form. The director’s ironic perspective on the new
realities is highlighted by the presence of financial-
themed slogans adorning the walls of the lyceum:
"A penny saved is a ruble”, "Time is money”, and
similar phrases.

The narrative commences when a magical win-
dow is uncovered in the teacher’s quarters, which
the lyceum had allocated for him within a communal
apartment in St. Petersburg, enabling him to journey
between St. Petersburg and Paris. This phenomenon
is attributed to the fact that the previous owner of
this spacious apartment, now shared communally,
was a woman who vanished without a trace.

Initially, the inhabitants of a communal apart-
ment, having arrived in Paris through a newly dis-
covered portal, are bewildered by their surroundings.
However, once they acclimate, they start utilising
the magical window, this portal to another realm,
for mercenary activities, smuggling various treas-
ures to St. Petersburg that the Parisians discard as
superfluous. Romantic Chizhov becomes enamoured
with Nicole (Agnés Soral), whose studio (she is a tax-
idermist) is audaciously invaded by the St. Peters-
burgers after she cuts down the ladder they were
ascending. Two narrative threads unfold concurrently.
The first revolves around the perspective of Russia
as seen by an émigré friend whom Gorokhov en-
counters. He yearns for his homeland while in Paris

but swiftly relinquishes his dream upon reaching
the Finland Station. The second subplot focuses on
Nicole's journey and her view of Russia’s northern
capital, where she finds herself due to the magical
window and witnesses firsthand the tumultuous Rus-
sia of Perestroika. At the film’s conclusion, Chizhov
takes his students on a tour of the enchanting Par-
is. Overcome by the splendour of the French cap-
ital and the wealth that flourishes there, Chizhov's
students refuse to return to their homeland. To per-
suade them to go back, the teacher delivers a poign-
ant monologue: “You were born at an unfortunate
time, in an unhappy and devastated country... But
this is your homeland. Can't you truly improve it?
After all, so much relies on you. Trust me, you have
not even attempted...”. And, while playing the flute,
reminiscent of the fairy tale about the Pied Piper,
he enchants the children.

In terms of artistic style, this film by Yuri Mamin
is fundamentally grotesque; however, in contrast to
the director’s earlier works, it incorporates a signif-
icantly more conventional and imaginative aspect.
In his juxtaposition of French life with the Russian
reality of the 1990s, Mamin, akin to his characters,
exhibits a clear admiration for Paris, which, in all re-
spects, surpasses the grim and unstable domestic
life of the 1990s (despite the fact that none of the
inhabitants of the communal apartment portrayed
wish to leave their homeland).

Had the film tackled the theme of the clash be-
tween different national cultures and mentalities in
a more vivid, engaging, and humourous manner, it
would still hold relevance today. Nevertheless, the
film primarily reduced itself to contrasting a destitute,
protest-ridden Russia with a serene, well-maintained
Paris, where there is something for every taste, and
to expressing a tentative hope that a new, emerging
generation would rejuvenate a great Russia.

Two decades later, Yuri Mamin aspired to cre-
ate a sequel titled Window to Paris: 20 Years Later;
however, he was denied state support. After some
time, in his quest to find a niche in television, Mamin
emigrated. Yet, he did not move to France but rath-
er to America...

The films discussed in this article were selected
for examination because they embody a distinctive
phenomenon within Russian cinema. As the coun-
try transitioned from a state-controlled system to
a market economy, Russian cinema became increas-
ingly characterised by films that conveyed a nihil-
istic and somber perspective on Russia’s history

and current state, or by films that aimed for para-
ble and symbolism, lacking humour, lyricism, or the
endorsement of any ideals. In contrast, the come-
dies produced during this era were explicitly enter-
taining, often leaning towards vulgarity. The works
of Bortko and Mamin, created during this time, fall
under the category of social comedies — a genre
that saw no practitioners at the time and has since
disappeared since the 2000s.

Furthermore, an analysis of the comedies from
the two Lenfilm directors indicated that the shift
from a socialist, state-controlled economy to a mar-
ket economy resulted in entirely different thematic
and stylistic approaches in their films. While Bort-
ko's works are marked by gentle irony, ambiguous
story interpretations, and everyday humour, Yuri
Mamin’s approach is defined by a predominantly
accusatory and satirical perspective on both the so-
cialist past and the shift to a new social order. Unlike
the realist Bortko, Mamin employs overtly conven-
tional, exaggerated, and absurd scenarios, actively
integrating fantastical elements into the narrative.

This also pertains to the characters portrayed in
his films. While Bortko dedicates significant focus
to the psychological aspects of the characters, and
social conflict is primarily expressed through the in-
teractions of vibrant, fully realised characters, the
protagonists in Mamin's satirical films tend to be
either peculiar, eccentric individuals obsessed with
a singular notion or narrow-minded philistines, av-
aricious individuals, and alcoholics.

In the 2000s, intelligent comedy fell out of fa-
vour, leading Mamin, after producing two addition-
al now-obscure comedies, to exit the film industry.
Conversely, Bortko, as a multifaceted director, tran-
sitioned to creating popular television series and
large-scale films.

Both directors not only captured a distinctive
portrayal of a challenging era marked by significant
shifts in the nation’s economic and social landscape
but also played a role in the evolution of the so-
cial comedy genre. As D. Zhurkova and V. Evallier
aptly observe, “considering the substantial demand
for comedy in modern screen media, a retrospec-
tive examination of the comedic and humorous el-
ements in Soviet cinema, which was rich in comedic
masterpieces, is extremely beneficial” [5, p. 288]. In
our opinion, the experience of making social com-
edy, a genre that requires further development to-
day if Russian cinema is to rekindle the affection of
domestic audiences, warrants particular attention.
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OBPA3 POCCUWU MEPEXOAHOTO MNMEPNOAA
B COUWMNAJIbHbIX KOMEANAX B. BOPTKO
N HO. MAMUHA

AHHOmMayus. B oTe4eCcTBEHHOM KMHOBEAEHWN, K CO-
>KaneHuto, 0 CUX NMOpP He MOABWIOCh UCCef0BaHUA, MO-
CBAILLEHHOrO TOMY, KakK TemMa CloMa OAHOW CcoLmanibHOM
dopmaLMmn B Halleil CTpaHe U NOABAEHWUA HOBOW, Hallna
CBOE OTpaXkeHue B Takix BOCTpebOoBaHHbIX 3putesem
KaHpax, Kak coljanbHas jpama v colmanbHas KOMeauns.
3agava faHHOM CTaTb — B KakOW-TO Mepe 3amnoNHNUTb
3Ty NakyHy, uccnesoBaB onpegeneHHbii nepuog (1980-
1990-e rr.) TBOpUECTBa ABYX U3BECTHbIX JIEHOUIbMOBCKMX
pexuccepoB Baagnmunpa boptko n KOpmua MamunHbim,
CHABLUMX B 3TOT NMepPUOJ HECKOIbKO COLMaNbHbIX KOMe-
AWIA. ABTOpaMK CTaTby NpeArnprHATa NOMbITKa BbIABUTb

MNepwuop nepexosa CCCP k HOBOMY 06LLECTBEH-
HOMY CTPOHO, KOrfa «Becb KuHemaTorpad paccraBan-
CSi C pOMaHTM3aumMen repos, OTpe3aBLInM OT cebs
npownoe» [1, C. 226], oTpa>keH BO MHOTuX Guib-
MaX POCCUMINCKNX pexxmccepos. MNpu 3Tom nogass-
tollee 6O/IbLUIMHCTBO KapPTUH, CO34aHHbIX B KOHLLE
1980-x — Havane 1990-x, npeacTaBAstOT CO60M MO0
KamepHble ApaMbl, MO0 KPUMUHANBHBIE NCTOPUN.
37O, MO MHEHUIO UCCNeA0BaTeNs JaHHOTO Nepuo-
aa J1. MantokoBoi, bbinn cBoero poga «PpuabMbli—
ncropun bonesHu, nepexosaiine B punocopckme
anutadum» [1, C. 227], nbiTaroLmneca NpeacTaBuTb
Ha 3KpaHe aHaMHe3 HeJaBHero NpPoLUIOro.

WckntoueHne, noxanyi, COCTaBASAHOT AWLLb KapTy-
Hbl, CO3ZjaHHbIe B 3TOT NMepPUOZ pexmnccepamu «JleH-

KOHLLENTYaIbHOCTb U XYAOXECTBEHHbIE OCOBEHHOCTH 3TUX
KapTWH 1 ONpeaenTb, YeM TemaTuka v CTUINCTUKA KO-
MeAUNI 3TUX ABYX MacTepPOB OTANYAKOTCSA APYT OT ApY-
ra. B uactHoCTM, 3TO pasanumne 3aKNOUaETCsA B TOM, UTO
ecnn B Komeamax B. BopTko, gaxe Tex, 4To UMerT feno
C paHTaCTMUYECKUM CHOXXETOM, ZOMUHUPYHOT NMPUEMbI pea-
JINCTUYECKOTO KMHO, TO BCe KoMeaun tO. MamuHa otiu-
YaeT TAroTeHne K runepbosie, Wapxxy, rpPOTeCcKy 1 Aaxe
K 271eMeHTaM (aHTe3N.

Knrouesele cnosa. KuHokomedus, camupa, coyuans-
Has komeodus, epomeck, omeyecmeeHHoe KUHO nepuo-
da «nepecmpoliku», Baadumup Bopmko, FOpuli MamuH.

dunbma» Baagumupom boptko 1 FOprem MamuHbim,
KOTOpble MOXHO ONpeAennTb Kak «CoLmanbHble
KoMeaun», garoline npeacraBieHe o AenCcTBu-
TenbHocTn KoHua 1980-x — Hauana 1990-x yepes
NpPW3My KOMUYECKOTO.

CMeXOoBYHO KyNbTypy B LLeIOM NMPUHATO onpe-
AenaTb Kak «Cnocob nNpou3BOACTBA, TPAHCAALUN
“ NOoTpebaeHns CMeLHOro Kak SMOLMOHaNbHOW
peakumnmn Ha pasobiaveHne HeaenocTen, CTepeoTu-
MoB, UANFO3UN, XU3HEHHbIX ABJAEHWI U CUTyaLuii»
[2, c. 136]. OaHako He cneayeT Npu 3TOM ynycKaTb
13 BMAY, YTO B KayecTBe 06beKTa, CO3/aroLLEero Ko-
MUYeckuii 3pdekT, MOryT BbICTynaTb caMble pas-
NNYHbIE ABNEHNS U CUTYaLUN.
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YTo kacaeTcs co3gatenein coumanbHbIX KOMe-
AV, TO UX MHTEpEeCyroT, MPeXxAe BCEero, pas/imy-
Hble 0bLLecTBEHHbIE NPobembl. OgHako, B OTANYME
OT COLMaNnbHOM ApaMbl, rae boneBble coLmanbHble
BOMPOChHI OTPaXKeHbI XECTKO U Aaxke TparmyHo, as-
TOPbI COLMANbHbIX KOMEAUN, TPakTys nNpobaembl
obLecTBa B KOMMUYECKOM KJHOYe, CO34at0T Ha 3K-
paHe MVP BO MHOFOM YC/IOBHbIW, e JOMUHUPYOT
napagoKcaabHble CUTYyaLUn U AeACTBYHOT CTPaH-
Hble repow.

TanaHTAMBO cAenaHHaa coumanbHasa Komeams
KakK Obl COAEPXKUT 4BOVNHOE KOANPOBaHWE: C O4HOM
CTOPOHbI, 3TO pa3BieYveHne B BUAe NpuBaeKaTeb-
HbIX ANS 3PUTENS Pa3INUYHbIX POPM KOMUYECKOTO,
a C Apyror — Takas KOMeAWsa 3aTparvBaeT 3Hauu-
Mble Ans obwecTBa Npobaembl, 3acTaBAsSET YMHO-
ro 3puTens 3afymMatbCs Haj TeM, UTO OH yBUAEN
Ha 3KpaHe.

AHanus coumanbHbiX KOMeANin He MOXeET HbiTb
NONHOLEHHbIM be3 yyeTa NCTOPUYECKOro 1 COo-
LMOKYAbTYPHOrO KOHTEKCTA, B paMKax KOTOpOro
co3faBancs TOT UK MHOM GunbM. IMeHHO 3TO 06-
CTOATENLCTBO UMen B BMAy B. Mponn, roBops o towm,
YTO «Mbl CMEEMCS He TaK, Kak CMesInCb Korga-To.
Mo3ToMy, BEPOATHO, HEBO3MOXHO AaTb 0bLLero epu-
NOCOPCKOro onpeseneHns KOMMYECKoro n cMexa.
Takoe onpegeneHve MOXeT BbITb TOILKO UCTOPU-
yeckum» [3, c. 26].

Komeaunn Banagnmunpa boptko n KOpua Mamu-
Ha MHTepeCHbl Kak pa3 TeM, YTO OHW CO34aBanuCh
B YHMKaNbHbIA NCTOPUYECKMIA MEPUOL, KOTAa YXO-
AWNa B NPOLLIOe COBETCKas 3Moxa 1 3apoXKaancs
HOBbIW, B Ty MOpPY ellle He OYeHb NMOHATHbIN ObLe-
CTBEHHbIW CTPOM.

Bnragnmunp BopTko Hauan ocBoeHme XaHpa Ko-
mMeaunn ¢ dunbma «Moi nana — nageannct» (1980),
W y>Xe B 3TON KapTuHe 0603Hauunacb Tema, KoTo-
pas Nosy4mT CBOe pa3BuUTuE B ero GuabMax KoHLa
1980-Hauvane 1990-x, — CTONKHOBEHWE NAEaNbHOTO
1 peanbHoro. CLeHapncToM KapTuHbl Hblia MoAHas
B Ty nopy apamatypr Anna Cokonosa, NoayymBLLAA
LLIMPOKYHO M3BECTHOCTb Nocae nbecbl «PaHTasnm da-
paTbeBa». Ho ecau B «PaHTa3nax» CTONKHOBEHME
nieanbHOro 1 peanbHOro 3akaH4nMBaAOCh MOAHbIM
Kpaxom mnaeanbHoro, To B «[lane-ngeanncre» A. Co-
KOJIOBa MonbiTasacb NPUMUPKTL 3T ABa Hadvana.

B cnegytowent komeann «baoHaMHKa 3a yraom»,
cHATOW B. BOpTKO HakaHyHe NepecTporiku, Tema
CTOJIKHOBEHWS UAeanbHOro U MepKaHTUAbHOTO npes-
CTaB/IeHa y>Ke He CTO/b OJHO3Ha4YHO. B yem-T0 3TOT
dunbM nepeknnkaetca ¢ «PaHTasmamm PapaTbe-
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Ba» B NocTaHoBKe Mnbn ABepbaxa: rnaBHyto posb
B 06enx KapTUHax ncnoaHset AHape MUpoHOB,
K TOMY >e 1 B NepBOM, 1 BTOPOM buabMe repos
BOJIHYHOT NpobaeMbl kocMoca. Ho ecnv repounHs
«®aHTasmin» AnekcaHapa (MapvHa Heenoga) B uto-
re NpeanounTaeT Xypasto B Hebe CUHULY B pyke,
TO B «bNOHANHKE» DYHKLMM TNaBHbIX NePCOHaXeN
pagnKanbHO NMOMEHANNCH: YCNELWHasa B XXN3HN re-
povHs Hags (TatbsiHa Jorunesa) ntobut Hukonas
(AHApen M1pOHOB) Kak pa3 3a ero ngeannsm, KoTo-
pblI HaNpPOYb OTCYTCTBYET B OKPY>KatoLEel ee Mep-
KaHTWUJBbHOW, NOTPebUTENLCKON Cpese.

®unabM HauMHaeTCs CO 3HAKOMCTBa AMPEKTOpPA
yHMBepcaMa Haam ¢ 3aCHyBLUMM B Kyuye nyka Huko-
naem lMopbiBaeBbiM. EMy y>Ke COpPOK /1eT, HO OH TakK
W He CTajl U3BECTHbIM yueHbIM. Korga-To BbiCTynan
Ha TeNeBUAEHUN, paccKasblBas O KOCMOCE, HO BCKOpe
pa3oyapoBascs B CBOeN Npodeccmm v yLien 13 Hee.
Byayum coBeplUueHHO He NpUCNocobaeH K coBpe-
MEHHOW XW3HW, HuKonal cMor HaiT paboTy nLb
B KauecTBe rpysunka. leponHa dunoma Hagexaa
(TatbaAHa [Jorvnesa) — NoOJIHasA NPOTUBOMONOX-
HOCTb Hukonaro. Y Hee eCTb CBA3W, AeHbrn, gedun-
LMTHblEe NPOAYKTbI, BCE e AaeTCs Nerko uau, Kak
OHa roBOpPUT, Y Hee HeT HMKakux npobaem. Hage-
XAa BobaseTcs B 06pa3 umMTaroLLero CTUXM NHTen-
JINreHTa, NOTOMY YTO OH TOXe npeacTaBaseT cobow
CBOEro poja «Aeduumnt» B CKynoe Ha MeutaTenei
Bpems, Hukonali xe BAr06IeH B MpUAYMaHHbIN UM
obpa3s npekpacHou gambl. Ho pa3Huua MMpoBoC-
npuatnsa Hukonas n «6NOHANHKM 3a YrIOM» Mo-
cTeneHHo gaet o cebe 3HaTb M AOCTUraeT anores
Ha BbICTPO opraHn3oBaHHOW Hagexaon cBaabbe,
KyZa npuraalleHbl rocTv-QyHKLMN (KaXabl N3 HUX
MOXET YTO-TO AOCTaTb, CAeNaTh, MOYMHUTL, NPU-
BE3TW, «HaAblObITb»), OT BMAA KOTOPbIX Hukonam
n ero pogutenn (Mapk lNpyakunH n EBreHna XaHae-
Ba) NPUXOAAT B y>Kac. PelatoiM MOMEHTOM CTa-
HOBWTCS NOsABAEHWNE Ha CBafbbe ObIBLIEro Hay4YHOro
pykosoauTtens Hukonas (Masen KagouHMKOB), KOTO-
pblin coobLiaeT, UTo HayaTble Hukonaem mnccneso-
BaHWS CKOPO MOHaA06ATCA, M YTOObI NMPOAOAXKNTL
paboTy B 3TOM HanpaB/ieHWKN, OTCTaBHOMY Y4YeHO-
MY HY>XHO ByAeT CPOYHO OTNpPaBUTbCA B 3anois-
pbe. MNocne 3T0ro coobuweHns cnepyet napocHas
penaunka Haam o xutensx apyrux niaHet: «Tam ecTb
Takue Xe, Kak Mbl, togun byayLiero», otyero Huko-
Nai BnajaeT B APOCTb, cOpacbiBaeT ¢ ceba gedpunumt-
Hbll KOCTIOM W MOKMAAeT pecTopaH B OAHOW NMLLb
pyballke, Mo NyTW NPUCOEANHAACH K rpynne bery-

Wmx cnopTcMmeHoB. MNomaB Takcyn, Hagexaa cne-
AyeT 3a cbexaBLUMM MY>XKEM.

[Jonrnin kagp, B KOTOPOM BAOHAMHKA B CBajeb-
HOM n/iaTbe NpecnesyeT Ha TakCcu BGeryLero Hems-
BECTHO KyZa, 6e3 LWTaHoB, MyXa, 40/XXeH bbla cTaTb
bUHaNbHBIM, HO He CTan UM MO PAJY MPUYKH, O YeM
6yseT ckazaHO HUXe.

FOMop B 3TOW KapTUHE, Kak U B duabme «Moi
nana — WAeanncT», CO34aeTcs 3a CYeT NPOTUBO-
NOCTaBAEHUN ABYX MUPOB — UAEANUCTUYECKN-
HanBHOIO N MEPKaHTUABHOTO. 3eCb 3TV ABa MMpPa
HeCOBMEeCTUMbI, HO TepOU CTaparoTCs N30 BCEX CUN
NPUMUPUTL ABE KPAMHOCTU. TO, Kak OHM MbITatoTCA
npuTepeTbLCA APYr K APYTY, N MOPOXAaeT pa3iny-
Hble KOMUYecKme cuTyaLmm.

MyTb K 3KpaHy y 3T0ro duabMa, paboTa Haj KOTO-
pbiM 3aBepwmnnack B 1982 r., okazanca HenpoCTbIM.
Yxe TO, YTO B KapTWHe 3aTparvBanacb 60ne3HeH-
Hasi TeMa CMeHbl MAel CnpaBesIMBOCTM U PaBHbIX
BO3MOXHOCTEN Ha MNCMXONOTUI0 NOTPEOUTENbCTBA
N KYMOBCTBA, HE MOT/JI0 HE HAaCTOPOXMWTb MPUHM-
MaBLUee KapTUHY NapTUHOE U roCyAapCTBEHHOE
PYyKOBOZCTBO.

Cutyauns ocnoXHMAACh elle Tem, 4to B 1982 r.
CKOHYascs bpexHes, 1 OCTOPOXHbIM YUNHOBHMKAM
OCTaBaNOCh TO/NLKO ragaTb, Kak byaeT pearnpoBaTb
Ha GWAbM 3aHABLUMI €ro MecTo HOBbIM reHcek. Co-
rNacoBaHWs PasHbIX MHCTAHLMA AUANCE MOYTU o4,
N B KOHEYHOM mUTOre BeneHo 6bi10 ybpaTb anuso-
Abl, CIVILLKOM HarasZHoO nokasbiBatowme mMorylie-
CTBO TeX, KTO pacnpesenser matepuaibHble baara,
N BKAKOUNTb B GUABM BMECTO KYMMPOBAHHBIX 3MK-
30/10B My3blKa/bHble BCTaBKM C MEHUEM KyMN/1eTOB
A. MMpPOHOBbIM, YTObbI KapTUHa BOCMPUHUMaNach
Kak Hekasa daHTa3ns repos duabma. K coxaneHuto,
BCTaBKM B BMAE «KOMUYECKUX KYMNIETOB» paspy-
WK CTUANCTUKY KOMEAUWN N, HECMOTPS Ha obasi-
HVe AHgpes MnpoHOBa, BbIrNAAAT HEOPraHNYHO
n danblumeo. PrHaN KapTUHbI TOXE NPULLAOCH MNOA-
npaBuTb — eCan B opurnHane Hukonan n Haas
paccTtaBaanCh, TO B HOBOM BapuWaHTe repoil BO3-
BpaLLlaica K CBOMM nccnesoBaHuaM, a Hags yesxa-
na 3a HUM Ha KpainHuii Ceep. Ho gaxe B TakoM,
OCKOM/IeHHOM BUAe «bnoHaMHKa 3a yriom», Bbi-
nyLeHHas Ha 3kpaHbl B 1984-m r., umena 60b-
LUOW 3pUTENBbCKUN yCnex — ee MOCMOTPENIO NOYUTH
25 maH 3puTteneli. Hago ckasatb, GUAbM 1 CErofHs
aKTyaneH, MOCKOJbKy Npobiema COOTHOLEHNA nae-
aNbHOro 1 peanbHoro 3a MuHysLwue 30 net obocT-
punack elle 6onblue.

Cnepgyrowyto komegmro bopTko cCHUMET AunLb
yepes yeTblpe roga. 370 yxe koHel, 1980-x, korga
Mo CUTHaNy CBEPXY HaUMHAeTCA KPUTMKA BCEro Co-
BeTcKoro. [punucsiBaemoe K. Mapkcy Bbicka3biBa-
HMe O TOM, YTO YesIOBeYEeCTBO PacCcTaeTcs CO CBOUM
NPOLLIbIM CMeACh, B JAHHOM C/ly4Yae Ha NpakTuke
He NoATBEpPAUNOCh. Bo BpeMs «nepecTporikn» npo-
HWSA WU TOHKWIA FOMOP NPaKTUYeCKn NCYEe3Nn 13 oTe-
YyeCcTBeHHbIX GUIbMOB, NX CMEHW/IA YHbINO-CEPbe3Has
MHTOHaL s BObLUMHCTBA BbIMYLLEHHbIX B 3TO Bpe-
M5 KapTWH, KOTOpble B Hapoge He 6e3 OCHOBaHWS
OKPECTUIN «YepHYXOW». Ha 3TOM HeBecesioM KUHO-
¢doHe komeansa bopTko «Cobaube cepaue» C yao-
BOJIbCTBMEM Obla BOCMPUHATA 3pUTENAMU CaMblX
pa3HbIX B3rNA40B N BKYCOB.

®unibM, B OCHOBY KOTOPOrO MOJIOXKEHa NOBECTb
Muxanna bynrakoBa 06 nckyccTBeHHOM NpeBpalLie-
HUK 6e340MHOro Nca B YesoBeka, NpeacTaBaseT
coboW, No CyTW, BapUaHT T.H. Marmyeckoro peanms-
Ma, a TOYHee — CBOero poga daHTasnHyo urpy
B «Ecnm 6bl...», Tak Xe, Kak 1 nbeca M. byarako-
Ba «/IBaH BacunbeBny» nau ero pomaH «Pokosble
Anua». [la n cama TeMa — UCKYCCTBEHHOE CO3/a-
HWe YyenoBeKa HOBOTO TWMa, Ha4yalo KOTOPON No-
Noxunn pomaH o ®paHkKeHLTeliHe U KOTopas 6bin
pa3suTta B uibmax, Tmna «OctpoB MoHpo», gocTa-
TOYHO XMBYYa — OYepPeSHON ee BapuaHT MOXHO
6bI10 BUAETL B HeaaBHeM punbMe Moproca JlaH-
TMMoca «besiHble HecHacTHbIe».

CHarinepckoe nonagaHue pexuccepa npu Bolib6o-
pe aKTepOB, Xy0XeCTBEHHO ybeAnTeIbHOe BOCCO-
3/aHune Ha 3kpaHe atmocdepbl 1920-x rr., 6epexxHoe,
HO TBOpYEeCKOe OTHOLLEHWE K TekcTy byarakosa cno-
cob6CTBOBaNM CO34aHMIO HACTOSLLEro KMHOLeAeBpa.

B Hauane 1990-x dnabM 6bLN BOCMPUHAT MHOTUMM
KaK efjkas caTmpa Ha PeBO/IFOLMOHHbIE N3MEHEHWS,
npowusoweatune B ctpaHe nocne 1917 r., n napogus
Ha ngeannsm afenToB U3BECTHOIO NIO3YHra «CBO-
60gsa, paBeHCTBO, bpaTcTBO». Mexay Tem, Xys0-
>XXecTBeHHasa naesa ¢uabmMa He CTO/Ib O4HO3HAUHa,
a obpasbl NepcoHakein OTHIAb HE OLHOMEPHbI UK
cyry6o dyHkumMoHanbHbl. ObasTenbHbIl EBCTUTHE-
eB B posv npodeccopa NpeobpaxkeHcKoro, ¢ nep-
BbIX XK€ MVHYT 3KPaHHOrO BPEMEHW 3aBOEBbIBAOLLIMIA
cuMnaTMm 3puTens CBOMM apuCTOKPaTU3MOM, A0-
CTOMHCTBOM, CME/I0CTbIO B BbICKa3blBaHUAX U MOJ-
HOW HEe3aBMCUMOCTb MO OTHOLWEHMIO K LLIBOHAEpPY,
npu 6aMXKaneM pacCMOTPEHNIN He TaK YK naea-
JleH 1 IOTMYeH B CBOMX MOCTYMKax, HaunHas oT ero
0XWAaHWA, YTO NnepecaxkeHHble 6e3g0MHOMY Mcy
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KNETKM CKOHYaBLUErocs NbsHULbI 1 YTONOBHMKA CO-
3/a4yT 3K3eMNAsApP AOCTOMHOIO YenoBeka.

Komunueckoe B dpnibme NOCTOSHHO CO3zaeTcs
nyTeM CTOJNKHOBEHUSA pa3HblX COLMaNbHbIX MUPOB,
He CNoCOBHbIX MOHATbL APYr Apyra v B pe3y/bTa-
Te CTONKHOBEHMWA BbICOKOTO M HWU3KOTro CTuAas. Ha-
npumep, LLlapnkoB B 04HOM M3 3NN3040B HauMHaeT
¢ napocom ynpekatb [Npeobpa>keHCKOro ToM, 4To
TOT HAaCWbHO «NpeobpaszoBan» ero n gaxe Hauu-
HaeT pa3rnaro/sbCTBoBaTh 06 aMopaabHOCTU 1 6e3-
HPaBCTBEHHOCTWN GbITb HOraThbiM bl HULLLEN CTPaHe.
Ho panee cnepyet npvem pe3koro nepekaroyeHms
cTuamcTndeckmx peructpos: LLlapukosa kycaet 610-
Xa, N OH OTYAAHHO MbITAeTCA OTNOBUTL ee 3ybamu,
Ha 4To Npodeccop Ha NOJAHOM Cepbese JaeT eMy
coBeT: «Pykamu, pykamm nx xeatamnte!»

MeHee v3BeCTHa 3puTeNto YeTBepTas KoMeauns
B. BopTko «Yaaum Bam, rocnogal», nosBmBLUaACA
B 1992 rogy. Ecnn B «Cobaubem cepgaue» pexuc-
cepoM bbina brecTalle nepegaHa cymbypHas aTMo-
chepa nepexoga OT KanutanmMama K coumanmsmy,
TO 3Z€Cb B KOMUUYECKOM K/IH0Ue NMoKasaHa XW3Hb
CTpaHbl B APYror NepexoAHbli nepnog — ot co-
LuuanmsmMa K Kanutanamsmy.

Ye B caMOM Ha3BaHuM GUbMa UNTaETCA NPO-
HWA OTHOCUTENBHO MOMbITKA 3aMEHUTb C/I0BO «TO-
BapvLL» Ha obpallieHne «roCnoanH», a cam GuabM
ABNAETCS Kak Obl pa3BEpPHYTON MANtOCTPaLMEN Te3bl
HeKorza N3BeCTHOW NponaraHANCTKA HOBOM XXU3HU
WpuHbl Xokamagabl: «<He Hago xxanosatbca! [Mpocto
HaZo MoALWycTpUTb!»

Mo ctoxxety dunbma Oner (AHapelic Xarapc) —
obuuep cneLwwHo BblABOPeHHOW 13 [P rpynnbl Ha-
LUMX BOMCK, npue3xaeT B NeTepbypr K cTapomy
6oeBoMy apyry Baagnmunpy (Hukonan KapaueH-
LOB), Nosaras, 4to ToT obecneyeH xopoLluen pabo-
TOW W XXWJbEM, HO, K CBOEMY YAUBAEHUIO, HAXOAUT
€ro B siecy, rae oduvuepbl 1 CONjaTthbl XUBYT B TaH-
Kax, MOTOMY 4TO MPO X MOTOPU3NPOBAHHYIO KO-
NIOHHY, KOTOpbIe NyTUNCTbI Hanpasuau B Metepbypr,
HOBas BNaCTb 33 HEHaZ0H6HOCTbIO NPOCTO-HaNPOCTO
no3sabsbina.

bbiBlWME OduLEepbl BCEMU BO3MOXHbIMU CMO-
cobamu MbITatOTCH BbIKNTb B YCIOBUAX PbIHOYHOM
3KOHOMMKM: YYaCTBYIOT B CbeMkax boeBuka Ha ad-
FaHCKYH TEMY, «XaNTypsAT» B LibIFAHCKOM XOpe, Npo-
Jat0T BO34YLUHbIE Wapbl, paboTaroT Ha 0OyBHOM
babpuke, a ofHaXAbl, NePeOAEBLUNCL B XXEHCKME
naaTbs U COOTBETCTBEHHO 3arpMMUPOBABLUUCSH,
HW Aaxke MPUHMMALOT yyacTMe B KOHKYpCe Kpaco-
Tbl M HEOXMAAHHO BbIMTPbIBAOT MUIMOH. B KOHUe
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dunbMa, yxoas ot 6aHAUTCKON MNOTroHW, ApYy3bsi OKa-
3bIBAlOTCA Ha aapoApoMe, TAe UX YeMOoZaH C MU-
JINOHOM HEOXWAAHHO pa3BaaMBaeTCs, U AeHblU
pa3sieTaroTcs No B3NeTHOMY nosto. Ho nmockosb-
Ky KOMeZM 0 NONOXEHO 3aBepLuaTb ONTUMUCTUY-
HO, TO B GMHane KapTUHbI OAMH W3 repoeB BCe Xe
CTaHOBMTCA YCMeLHbIM NpeAnpuUHUMaTENeM, a apy-
rori — OTKpbIBaeT 6MpXKy, T.€. 06a BNUCbIBArOTCA
B PbIHOYHYHO 3KOHOMMUKY.

B 3TOM dunbMe cToNKHOBEHME MeuTbl 06 naeasb-
HOM C AOMUHUpPYOLWNMM B Hauane 1990-x mepkaH-
TWbHO-NOTPEBUTENBCKUM B3MA40M Ha PeanbHOCT,
pelwaeTcsa B Nob3y nocaeaHero. ®uabm ToUHO,
¢ bosbLION foNel oMOpa NepesaeT peasbHOCTb
nepexoHOro nepnoja K pbIHOYHOW 3KOHOMMKE:
HOBble TaKCKCTbl He 3HaKOT AOPOrK; noTepssLIne
paboTy ntoam rotoBbl NnonpoboBaTtb cebs Ha Nto-
60M HOBOM MoOMNpuLLe; BCHOAY MOXHO BCTPETUTb
nepcoHaxem, CTpemMsLLmecs Koro-Hmbyab obma-
HYTb, C Lienbto pasborateTb u T.n.

Ho npu 3TOM, B OTIMUME OT MHOTMUX OTEYECTBEH-
HbIX GUABMOB TOrO BPEMEHW, B KOTOPbIX Npeoba-
AaroT nepcoHaxu-oyHkumun, B dunbme B. bopTko
XapakTepbl NepcoHaXei NokasaHbl B pa3BuTun. Tak,
Oner BHauyane BbIMAANUT YAaUMBbIM YeJI0BEKOM
1 ranaHTHbIM KaBasepoM, B TO BPeMS Kak ero npus-
Tenb Bnagumup o3aboueH anb Tem, rae pasgobbith
CpPeACTBa Ha XWU3Hb 1 Kak n3basutbcs oT Onbry,
KOTOpas oTBAeKaeT ero ot ges. Ho kak Tonbko pe-
aNbHOCTb HOBOW Poccuu CTaBuUT nepes, HUM Ky4y
npensTcTBuin, Oner HauMHaeT NUTb, HEPBHMYATD,
CpbIBaTbCA. BragvmMump xe, KOTOpbIV BHavane npea-
CTaeT Ae/bLIOM, NbITatoLLMMCA BNNCATbCA B PbIHOK,
B cepesvHe dunbMa npossaseT cebs, No cyTu, Kak
COBETCKNI YeNoBEK, /15 KOTOPOro B3avMOMOMOLLLb,
yBaXKeHue K Tpyay, CTPeMAeHne NpeososeTb BCe
TPYAHOCTU — He MyCTble C/I0Ba.

Taknm obpa3om, B YeTblpex CoLManbHbIX KOMe-
Anax bopTko nokasaHo, kak Bo3HukLee B 1970-80-e
IT. COMHEHWe B uaeanax, Nepexo4uT B HEBEpUE B HUX
N Kak 60Ne3HEeHHO MPOUCXOAUT Nepexos K HOBO-
My coLManbHOMYy BekTopy. KpacHOW HUTbIO B 3TUX
KOMEeAMAX MPOXOAUNT TakXKe MbIC/b O TOM, YTO Jit0-
6ble M3MEHEHMA COLMaNbHOrO CTPOA He YCTPaHAT
MHOT1e NPOTUBOPEUNS MEXAY NHTepecaMu 1 MeH-
Ta/JIMTETOM 3/UTbl U MPOCTOrO HapoAa...

YT0 Kacaetca TBopuyecTBa HOpma MamumHa, Tak-
e CHsBLUero B KoHue 80-x — Hauvane 90-x ueTbl-
pe KoMeauu, To ero GuabMbl MO CBOEW TeMaTUKe
N CTUANCTUKE PagrKasbHO OTANYArOTCA OT KapTUH
B. BOPTKO — B HUX AOMUHMNPYET 3KCLEHTPUYHAanA

nogaya Matepuana, rpoteck, runepbosa v oTkpo-
BEHHO caTMpuyeckas HamnpaBAeHHOCTb.

MepBoW KOMeanin, cpasy e npuHecwwen Mamu-
HY LUMPOKYHO M3BECTHOCTb, CTafla CHATas UM Ha 3ape
«MepecTporikn» KopoTkoMeTpaxka «lpasgHuk
HenTtyHa» (1986), cMewHas ncropma npo 10, Kak
pyKoBOAMTENb ABOpPLIA KY/bTypbl HE60BLWOro No-
cesika CTaHOBUTCA XXePTBOW COBCTBEHHbIX MPUMU-
cok. CroxeT puabma NpocCT: AyMas, YeM pasBiedb
npuexaBLLyto B 0611acTb feneraumio LWBeACKUX Mop-
eM, BbICOKOE HayasbCTBO, YBUAEB B MNaaHe Mepo-
NPUATUIA OAHOrO U3 CeNbCKNX KNY6OB NpoBeaeHne
1 aHBaps npa3gHuka HentyHa ¢ yyactnem 150 «Mop-
Xel», HanpasaseT Tya 3apybexHyto generauio.
OTcTynaTth HeKyZAa, v B iepeBHe pa3BepTbiBaeTCA
MOLLHaA NOAroTOBKa K OpraHunsaum MacCcoBOro
3ansbiBa B 35-rpagycHbli MOPO3.

Mpa3gHWK HauMHaeTcsa € TOro, YTo K Mpopy-
61 HanpaBaAeTca AyXOBOM OPKECTP, OAETbIN B Ce-
MeMlHble TPYCbl, BaZl€HKN U C yLIaHKaMn Ha ronose
W, OTbITPaB MOJIOXKEHHOE, CTPEMI/1aB BlaMblBaETCH
B HaHI0 NPAMO C MHCTPYMEHTaMu, Moc/e Yero ce-
ayeT dperlepBepk KOMUYECKMX CLieH C onpejeneH-
HOW fosielt NapoANIMHOCTU. B annsose oxunaaHus
LBEAOB AePEBEHCKME MYXMKW, OAeTble B TeaTpaib-
Hble KOCTFOMbI PYCCKMX BOMHOB, C KOMbAMMW B pyKaXx,
CTOSIT y MOZAHOXbSA OCTAaTKOB APEBHEN KPEnocTy.
PAJOM C HUMUN TECHATCA XEHLLMHbI B KOKOLUHMKAX,
1 BCe 3TO COMPOBOXAAeTCsA 3ByYalleln U3 JuHaMu-
Ka TpeBOXHOM My3biko C. MpokodbeBa 13 Guab-
Ma «AnekcaHap Hesckuii» ®rHanbHasa Xe cLeHa,
KorAa BCsi MOXMeNbHas To/ina, oxBaveHHas obLwmM
a3apToOM, HeYAEepP>XKMMO pPBETCA K Npopybu, 4uTobbI
TOXE OKYHYTbCA, CONpoBOXAaeTca «[aTpnotnye-
CKoW necHew» M. TnnHKu.

Cnepytowmin dunbm tO. MammHa «PoHTaH», KOTO-
PbIV BbIN NOAHAT Ha WWT BO BPEeMSA «NepecTponKun»,
CerofiHs BOCMPUHMMAETCs Kak MpayHas paHTacma-
ropus, rae B KaXZAol 13 CEMU 1aB, Ha3BaHHbIX My-
3blKa/IbHbIMW TEPMUHAMW, MPOUCXOAUT OUepesHOoe
YXYALIEHNE COCTOAHWNA MHOTO3TaXKM U ee XuTesen.
TpyAHO NpeAcTaBnTb, UTO Ha OA4ecckoM decTnBane
«[ltoK», NPOBOAMMOM B rof BbixoAa GuibMa Ha K-
paHbl, BO BPEMA ero nokasa 3a/l B3pbIBajiCA XOXOTOM.

«@POHTaH» CTan CoLManbHOM CaTUPON CO CBOW-
CTBEHHbIMW 3TOW Pa3HOBUAHOCTU KOMNYECKOTO -
nepbonunzaumeit, METapOPU3IMOM M MAPOANAHOCTBLO.
CrneunanbHO >e 3aZyMaHHbIA PEXMNCCEPOM CTUAN-
CTUYECKNA Pa3HOOOW, KOTOPbI BHOCAT B GU/IbM
CLieHbl HbITOBOrO Xapaktepa, MMeeT Lie/bio Nnoka-
3aTb y6OrocTb 6bITa U MOMbITKY MHTENNUTEHLUW ANs

CaMOYTBEPXKAEHUS U CaMOUAEHTUPUKALIUN HAUTH
Be/NMYME CTPaHbl B NPOLUAOM (3TO UANKOCTPUPYIOT
3NM30/4bl, NOKa3blBatoL e 06LWEeCTBO MOKNOHHMKOB
Mo3Ta, XXMBLUEro HeKorAa B 3TOM AoOMe; 06LLEecTBO
COXPaHEHMA UCTOPUYECKOW NaMATH; pacneBaHmne
PYCCKMX HAPOAHbIX MeCeH y KOCTPULL B GuHane Kap-
TWHBI). V1306pa3nTenbHbIn 1 3ByKOBOW I€MTMOTUB
dnnbma — obpas uysakoBaToOro KOMMNO3nTOPa,
KOTOPbIN, HECMOTPA HW Ha YTO, YNOPHO COYMHAET
My3bIKY, @ 415 B4OXHOBEHUS, MPULLENMUB Ha CMUHY
KpblAbs, «MNpoNeTaeT» MHOrja Haj ABOPOM, CKOJb-
351 NO HaTAHYTOMY TPOCY.

XapaKTepHo, UTo Aaxe cLeHbl puabMa, Kasa-
nocb 6bl, BEITOBOrO XxapakTepa, NPeACTaBAAT CO-
601 He To/IbKO rMnepboy, HO 1 FPOTECK, KOTOPbI
«MO3BOJSET UCKaXaTb, MOAMULIMPOBaTL NpeaMe-
Tbl, IPUBbIYHbIE U 3HAKOMble peumnneHTy» [4, c. 5].

3aBA3Ka CcroXXeTa — OTK/OYEeHUe B AOMe BOAbI
TecTeMm CTapLUero uHxeHepa y4vactka JlarytnHa Ca-
Tbibangon Kepbabaesnuem KepbabaeBbiMm (AcaH-
kyn Kytrybaes). KepbabaeB — >Xutesnb NyCcTbiHK,
419 KOTOPOro Boja C AeTCTBa NpeACTaBAfEeT Ben-
KYHO LLeHHOCTb, M OH He CMOT CMOTPETb PaBHOAYLLI-
HO Ha MOCTOAHHO BbHOLWNIA N3-NOA 3emMan GOHTaH
6ecLeHHOW Baarn no nNpuYmnHe N3Hoca BOAOMNPO-
BOAHbIX TPy6. Ha Bo3HMKLLME nepebon ¢ BOAOW Ha-
YasbHWK y4acTka NpenogHoCcuUT pykoBoacTey XK9Ka
KakK 3KOHOMWUYECKMI IKCNEPUMEHT, MPOBOAMMbI
no MHULmMaTMBe ogHOro 13 pabotHukos X3Ka. 3a-
TeM B ZJIOMe OTK/IFOUAeTCs TeMnI0 U HauMHaEeT ocesaTb
KpbILLa, KOTOPYHO, KaK aT/aHTbl, MOAAEPXKMBAOT Ka-
Koe-To BpeMs paboune, a Takxxe Nognopku B BUAE
JIO3YHrOB COBETCKOM Nopbl. B KoHLUe dunbma B some
OTKJ/IHOYAEeTCs U 371eKTprYecTBO. Ho TeprnenuBbliii pyc-
CKUW HapOZ 1 TyT He NpeaaeTcs YHbIHWNK. XuabLbl
BbIXOAAT B 3IMHWIA IBOP, XXIYT KOCTPbI, MOKOT HAPOA-
Hble necHW. Abcypa 6bITUs AoBeseH A0 anodeosa.

B uenom dpunbm «®oHTaH» npescraBaseT co-
6011 pa3BepHyTbI anoKpUd LLIMPOKO N3BECTHOrO
B 1980-e rr. aHek0Ta O CaHTEXHUKE, KOTOPbIN, OCMO-
TPeB B CTapOM JOMe XO3ANCTBEHHblE KOMMYHMKa-
Luun, pestommnpyert: «TyT He Tpybbl, TYT BCIO cucteMy
MEHATb HaZo». VIMEHHO 3Ty naero OTKPbLITO BblCKa-
3blBaeT B KOHLLe puibMa BOpoBaThIi TexHMK XXIKa
Man Manbly, ynpekas 4eCTHOro 1 Tpya0at06mMBOro
WHXeHepa y4YacTka JlaryTuHa B TOM, YTO Takue, Kak
OH, CBOVMM TPYAOM U1 3HTY31a3MOM CnocobCcTBOBaNm
COXPaHEeHWIO COBETCKOM CUCTEMbI, KOTOPYHO Haj0
6bI10 LaBHO MEHATb.

B dmnbme KpuTrKe nogBepraroTcsa U nepeble
pe3ynbTaTbl «NnepecTporkm». OLyLIaeTcs, YTO HO-
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BaA BJaCTb B OCHOBHOM 3aHATa pa3pyLUeHNeM CTa-
POro 1 nataHneM Abip B pa3pyLUatoLLemMca CTapoM
Mupe: n3-3a gedvumTa MaTepPUasoB MNPOTEKAOLLYHO
KpbILY NPUXOANTCA NPUKPbIBATb XENe30M OT AeT-
CKMX TPMOKOB; MPOCTbIE XMTEAN AO0Ma, BbIMONHSAS,
OYEeBUAHO, 3aaHne Kakoro-Hnbyab koonepaTuea,
UNCTAT B NOZBaNe NYK; CEMbS, TOXE MblTaroLLascs
Kak-TO BbIXMWTb, BblpallMBaeT B JOMe THObMaHbl
1 6e3ycneLwHo NbiTaeTcs UX peannsoBaTb — He-
CYACTHYHO XEHLLMHY TYT XXe apecTOBbIBaeT MU/N-
LMA 3a TOProB/tO B HEMOJIOXKEHHOM MecTe 1 T.1.

Cnegytowas kaptmHa FO. MamuHa «bakeHbapzbi»
(1990) — 6onee UenbHas U AMHaAMUUYHAas KOMeauns,
yeM «DoHTaH». DubM cAenaH TanaHTANBO, MacTep-
CKW, B €MHOW CTUANCTUKE NaMdieTa C 31eMeHTamu
rpoTecka. Snmn3oabl Xe, NpeAcTaBastowme cobom
nepbopmMaHc 1 woy HepopmanoB, CHATbI U1 CMOH-
TUPOBaHbI HACTONLKO APKO M M3006peTaTesibHO, YTO
OCTaeTcs MLWb NoXaneTb, YTo MaMuH He cTan pe-
>KNCCEPOM OTeYEeCTBEHHbIX MIO3UKJIOB.

Bo3MoXHO, naes npeAcTtaBUTb HaLMOHANUCTU-
yeckoe ABUXeHMe, ncnosblys obpas A.C. MNywkuHa
KaK OCHOBY HaLlMOHa/lbHOrO CaMOCO3HaHWs, BO3-
HWKNa y cueHapwcra B. JlekuHa nocne ny6avkaumm
B 1989 r. B XypHane «OkTa6pb» 601bLIOro GparMeHT
13 kHurn Abpama Tepua «[Mporyaku ¢ MNywKnHbIM»,
rae aBTOP NOMbITANCA CHATb C MO3Ta XpPecTomMaTuii-
HbI nock. Kak 6bl Tam HU BblNO, MMEHHO CBOEOD-
pa3Hoe 1cnosib3oBaHne obpasza BEANKOro pycckoro
Mo3Ta M ero CTUXOB 3K3a/bTUPOBaHHbIM MPOBOKa-
TOPOM BUKTOpPOM B 6MCTaTENBHOM UCMOAHEHUN
B. CyxopyKkoBa CTano OCHOBHOW TEMOW puibMa.

BapuraTuBHbIV (UTO XapaKTEPHO AN CLeHapueB
MaMWHCKUX GUIBMOB) CHOXET KOMEAMUN pa3BUBaETCA
cTpemutenbHo. AnekcaHap (AnekcaHap Megseges)
n ero apyr Buktop (Bnktop CyxopykoB) npuesxa-
tOT Ha POANHY AnekcaHapa — B NPOBUHLMANbHbIN
ropozok 3abopck, utobbl co3saTh TaM 06LWEeCcTBO
NYLWKUHUCTOB. BUKTOP xapu3maTuyeH v SHepruyeH.
B kopoTkoe Bpems eMy yAaeTcs pa3ivyHbIMU METO-
AaMu nepemMaHuTb B CBOe COOOLLeCTBO OCHOBHbIE
MOIOZEXHbIE TPYNnMpPOBKY, MO0 C MOMOLLLbIO NPO-
BOKaLMW HeNTpann3oBaTh Te, UTO He NoALep>Kanu
ero naeto. NapTpykoBOACTBO roposa HECKObKO
HacTopaXkMBakoT pasmrKajibHble B3rAf4bl U METOAbI
Buktopa, HO OHU rOTOBbI MHOFO€ eMy MpoLLaTh,
CUMTasn, UTO 3TO «HYXKHbIV TOBapULL, AN TeKYLLEro
MOMeHTa». HO Kak Tonbko BukTop n ero komaHaa
NPOABASAOT OTKPOBEHHbIN 3KCTPEMU3M U Hacune,
BJ1IaCTHble CTPYKTYpPbl OTAAKOT KOMaHAy MNMKBUANPO-
BaTb 3TO ABMXEHME.
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K coxaneHuto, orpoMHbIe YCUANS CbEMOUHOM
rpynnbl 661AK HanpaBaeHbl B OCHOBHOM Ha TO, UTO-
6bl 3pUTENb UCMbITaN CTPax nepes BO3MOXHbIM
nosiBieHneM «pycckoro ¢awmnsma». B otanune
oT «PoHTaHa», NpeTeHAYOLWEro Ha HeKoe LLINPOKOe
XyAoxecTBeHHoe 0606LeHre NpoLEeccoB, Kacaro-
LLMXCA Hallero HejaBHEro NPoLUIOro U Heorpe-
JAeneHHoro 6yayuiero, «<bakeHbapabl» NOAHOCTbIO
npvBs3aHbl K TOMY HEGO/IbLLIOMY BPEMEHHOMY OT-
pesKy, Korga oH cosgasancs, T.e. kK KoHuy 1980-x,
N caTupunyecknin nadpoc 3toro puabMa-namoera
MONIHOCTbIO HaMpaBJ/IeH Ha TO, UTOObI 3pUTENb OLLLY-
TWUA OMACHOCTb, UCXOASALLYH CO CTOPOHbI 3KCTpe-
MUCTCKN HaCTPOEHHbIX HALMOHAANCTNYECKMX rpynm,
KOTOpble MOABUANCE MOC/E TOTO, Kak bblia OTMEHEHa
KOMMYHUCTMYECKas UAE0N0MMN U BO3HUKLLNIA Baky-
YM Hayanu 3anosiHATb PasnyHble TeUeHUs 1 rpyn-
NMUPOBKMW.

ANNO3UN MPOUCXOAALLNX HA dKPaHe cobbITUi
C BO3HWKHOBEHMEM HeMeLKoro dgalum3ma npoce-
XunBaroTcs B dunbme Hosiee yem ABHO: 3TO NPU3bIB
BrkTOpa K «HOUM ANMHHBIX TPOCTEV»; MapLUMPOBa-
HWe, NoJ06HO HeMELKMM LITYPMOBMKaM, OANHa-
KOBO OZeTbIX MOJIOAbIX NtoAen nog 6apabaHHbIN
6011 No yavLam roposa; BbICTPOEHHbIE BAOJb A0-
poru JeTw, BCTpeyatoLme CTONMUYHOrO rocTs, KOTo-
pbiv B WWYTKY Ha3Ba MX «MyLUKUH-FOTeHA»; CTaTbA
B MeCTHOM razete «®Propep B bakeHbapgax» v T.M.

EanHCcTBEHHOE, UTO OCTaeTca cerogHsa B duabme
aKTyaNbHbIM — 3TO TeMa rOTOBHOCTM BAacTen nc-
NnoJsib30BaTb Pa3/IMYHOrO PoJa PajMKanoB B CBOUX
Lensx Ana MaHUnynaums cosHaHneMm aogen. Xa-
PaKTEPHO W TO, UTO F/1aBHbIA Frepo Nocae NNKBU-
JaLmmn ero ABUXKEHNS HBbICTPO U NIEFKO MEHSET CBOU
B3r/1A4bl C MPaBbiX Ha NeBble — B G1Hane ero 6pu-
Tble 1 INLLIEHHbIE Takoro aTpubyTa, kak bakeHbap-
Abl, aZenTbl LWaratoT y>ke nog ctuxum B. Maskosckoro.

Cnegyrowmin dpunpm HO. MammHa «OkHo B MNa-
pwx» Bblwen B 1993 r., korga B CTpaHe pe3Kko ynasn
YPOBEHb XWN3HWN OONbLUMHCTBA NHOAEN, a CymATULa
B MO3rax HegaBHux rpaxaaH CCCP gocturna cso-
ero nvka. B atot nepunog EBpona cMOTpUT Ha XuTe-
nein Poccum € XanocTbio 1 couyBCTBMEM, @ PpaHLms
[iaXe BblenseT CPeACTBa Ha CO3jaHne psajga poccui-
CKMX GUAbMOB, B TOM umncae Ha «OkHO B [Napmx».

Kputnkin onpenenstot 3ToT GuibM No-pasHoOMYy —
KaK Tparnkomeauto, GaHTacMaroputo Uan BapuaHT
Maruueckoro peaavsma. Ho, gymaetcs, TouHee 6y-
JEeT OnpeAennTb XXaHp AaHHON KapTUHbI KakK «COLM-
a/lbHYHO CaTUPY C INEMEHTAMMN YCIOBHOCTU».

HanomHuM KpaTko coaepxaHune ¢uabma. [nas-
HbIA repo komeann Hukonan Hukonaesmy Yn-
oB (Cepren [lpeiseH) 3aHMMaeTCs 3CTETUYECKUM
obpazoBaHMeEM MAAALIEKNACCHUKOB B CO34aHHOM
B Ayxe pedOopM 3KOHOMNYECKOM NLLEEM UMEHU
CaBBbl Mopo30Ba. VIpoHuueckoe BocnpusaTtme pe-
KMCCEPOM HOBbIX peasnii OLLYLLAeTCs yXKe B TOM,
UTO BCe CTEeHbI INLeA yKpaLLakoT NO3YHI W, UMEero-
LWMMW OTHOLEeHUe K drHaHcaMm: «Konelika pybab
bepexeT», «Bpems — aeHbrun» 1 T.1.

Cob6CTBEHHO MCTOPMA HauYMHaeTCA Nnocse Toro,
Kak B KOMHaTe yumTens, KOTOPYO NLEeN npeao-
CTaBUA eMy B NMUTEPCKON KOMMYHasKe, OBHapyxXu-
BaeTcA Bo/LWebHOe OKHO, Yepe3 KOTOPOe MOXHO
nepemewatbcs n3 Cankr-lNetepbypra B Mapux u Ha-
060poT. CBA3aHO 3TO C TEM, UTO HEKOTAa XO35IMKOW
BCEN 3TOMN 6ObLION KBAPTUPbI, CTaBLUEN KOMMY-
Ha/NbHOW, Hekorza Obla fama, KoTopas OAHaXAbl
6eccnegHo ncyesna.

CHayana >Xuablbl KOMMYHaNKW, MPOHUK-
Wwre yepes obHapyxXMBLLIMACA nopTan B MNapux,
He MOHMMaloT, KyZa OHW Momnanan, HO 3aTeM, COPUEH-
TVPOBABLLMCb, HAYMHAKOT UCMOJb30BaTh BO/LLEOHOE
OKHO, 3TOT NopTas, BeAyLMii B MHOE NPOCTPaHCTBO,
B MepKaHTU/bHbIX LeNisx, nepetackuaas B [eTep-
6ypr pas/iivuyHble LieHHble BeLW, KOTOpble napu-
>KaHe 3a HeHaJo0bHOCTbIO OTNPaBAAKOT Ha CBaJIKY.
PoMaHTMYHbIN YnxoBs Batobasietcss B Hukonb (AHb-
ec Copanb), Uepes MacTepckyto KOTOPOW (OHa Xy-
LOXHUK-TaKCUAEPMUICT) Harao LWacTakoT NUTepLbl,
nocae TOro, Kak Ta Ciuanaa NecTHuLy, no KOTo-
poW oHW nasanw. MNapannensHo pa3BMBatoTCA ABe
CtOXeTHble nnHuK. [NepBas — Bocnpuatue Poccnm
BCTpeYeHHbIM [OpOXOBbLIM NPUATENEM-IMUTPAHTOM,
KOTOpbIN TOCKyeT B MNapwxe No posanHe, HO OKa3aB-
Wwncb y PuHAAHACKOrO BOK3ana, bbicTpo 3abbiBaeTt
0 cBOel meuTe. Bropas noboyHas AMHUS — KCTO-
pus HUKOANb 1 BOCMPUATME €0 PYCCKOMN CEBEPHOM
CTONVLbI, TAEe OHa Oka3zafacb 6aarogaps BoALWED-
HOMY OKHY ¥ CBOUMMU F1a3aMu yBuAena cymobypHyto
nepectpoeyHyro Poccumro.

B KoHue ¢dmnbma YumKoB ycTpanBaeTt And CBO-
NX YYEHMKOB 3KCKYPCUIO MO npekpacHoMmy [Napu-
Xy. OwaneB OT KpacoT GppaHLy3CKOM CTOANLbI
M LapALLero Tam 13obuaus, y4eHnkn Yumxosa oT-
Ka3blBatOTCS BO3BPALLATLCSA Ha POAUHY. YTOObI y6e-
AWTb NX BEPHYTLCS, YUNTENb MPOU3HOCUT MOHOOT:
«Bbl poanANCh B HeyAauHOE BpeMs, B HECHACTHOW
N pa3opeHHOM cTpaHe... Ho 3To e Balua cTpaHa.
Hey>enu e Bbl He MOXeTe caenaTb ee nydule?
Beab MHOroe 3aBncuT oT Bac. [loBepbTe, Bbl Belb

faxe He nblTannce...». W, 3anrpas Ha dneliTe, Kak
B CKa3ke Mpo KPbICOIOBa, YBAEKAET 3a COBON AeTEN.

C TOUKM 3pEeHUA XYLOXKECTBEHHOW CTUINCTUKM
3Ta KapTuHa FO. MamuHa no cyTn Toxe npeacTas-
NAET rpoTeck, HO, B OTAMYME OT NpeablayLwmnx pabot
pexwuccepa, B Hel y>ke HaMHOro 60J1bLUe YCNOBHO-
CTU 1 GaHTa3nNIMHOTO 3NeMeHTa.

B conocraBneHum dpaHLy3sckoro 6biTa 1 poc-
cnrickmx peanmin 1990-x MaMuH, Kak 1 ero repou,
ABHO BOCXMLUEH [Mapuem, KOTOPbIV MO BCeM CTaTb-
fIM BbIMIPbIBAET MO CPAaBHEHWIO C yOOrnM, HEYCTOM-
YMBbIM OTeYecTBeHHbIM H6bIToM 90-x (Mpu TOM, UTO
BCe XXMTEeM NMOKa3aHHOM KOMMYHaKN He XOTAT yes-
XaTb U3 CBOEW CTPaHbl).

Ecan 6b1 B dnnbMe 6osiee ApKo, MHTEPECHO,
B KOMMYECKOM K/toYe 3ByYana Tema CTONKHOBEHMA
pa3HbIX HaLMOHaNbHbIX KYAbTYp M Pa3HbIX MeHTa-
JINTETOB, TO OH N CEroAHA CoOXpaHu Hbl CBOKO aKTy-
aNbHOCTb. HO B KapTWHe BCe CBeNOCh B OCHOBHOM
K MPOTUBOMOCTaBAEHNIO OOHMLLEABLIEN, MUTUHTYHO-
wen Poccumn cnokonHoMy, yxoxeHHoMy [Mapuxy,
rae ecTb BCe Ha Nt060M BKYC, U K AeK1apupoBaHUIo
PO6KOW HaZeXAbl Ha TO, UTO HOBOe, MojpacTatoLLiee
NOKOJIeHNe BO3POAMUT Beaukyto Poccuto.

Yepes aBa gecatunetuns y FOpusa MamunHa no-
ABUTCA XeNaHne CHATb NpojoaxXeHne duibma
nog Ha3sBaHueMm «OkHo B Mapwx. 20 net cnycTa»,
HO B rocyJapCTBEeHHOM NoAjepxkke emy byaeT oT-
KazaHo. Yepe3 HekOTOpOe Bpems, MOMbITaBLINCh
HanTu cebs Ha TeneBMaeHUM, MaMVH 3MUTpUpPYeT.
Ho He Bo ®paHuuio, a B AMepuKy...

YnomsaHyTble B cTaTbe duabme Hblan BbibpaHbl
ANS aHanv3a rno Ton NpuYMHe, YTO NPeACTaBAAIOT
cobol yHMKanbHOe fiBNeHNEe B POCCUINCKOM KUHe-
maTtorpade. B nepunog nepexoga ot cuctemMbl rocy-
[,apCTBEHHOrO YyNpaBaeHWs K PbIHOYHOW 3KOHOMUKE
B OTEYEeCTBEHHOM KMHO HauMHaloT NpeBaavpoBaTh
bunbMbl, rae BcAYeCkM nejannpoBanca HUrMAM-
CTUYECKU, MPAYHOBaTbIM B3rAsS40M Ha NpoLwioe
n HacToAwwee Poccum, anbo cosgaBanncb KapTum-
Hbl, MpeTeHAYyoLWMe Ha NPUTYEBOCTb Y CUMBOAN3M,
B KOTOPbIX He HBbIN0 MecTa HX FOMOPY, HU NNPK3-
MY, HW YTBEPXAEHMUIO Kaknx-A1nbo naeanos. Ko-
MeAun Xe, BbIXOAMBLUME B 3TO BPEMS, HOCUAM
OTKPOBEHHO pa3sBJiekaTesbHbIW, HEPeAKO MOLWIOo-
BaTbIl xapakTep. Puabmbl B. BopTko n FO. MamuHa,
CO3faHHble B yKa3aHHbI Nepuog, NpeAcTaBastoT
Ccob0W coumanbHble KOMeAMM — XaHP, B KOTOPOM
TOrZa HUKTO He paboTan un koTopsblli ¢ 2000-x BO-
oblLLe NpekpaTa CBOE CyLLeCTBOBaHMeE.
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CpaBHeHVe KOMeAN ABYX NeHOUIBMOBCKX pe-
>KNCCepOB Nokasasno TakXe, YTO Nepuoj nepexosa
OT COLManNCTNYECKON, rocyAapCTBEHHON S3KOHOMMKM
K PbIHOYHOW Hallen B paboTax 3TUX PeXnccepos Co-
BepLUEHHOe pa3Hoe TeMaTUyeckoe 1 CTUANCTUYEeCKoe
pelleHue. Ecan B duabmax B. BopTko npeobnagarot
Msrkasi MUPOHUS, HEOAHO3HaUYHas TPAKTOBKa UCTOPUIA
1 6bITOBOW FOMOp, TO cTuAnCTMKe KO. MaMuHa npucyLy,
NPeVMyLLECTBEHHO 06MUNTENbHbIN, CAaTUPUNYECKMI
B3/ U Ha COLMANNCTUYECKOE NPOLLIIOE, U Ha nepe-
XOZHOE Bpems K HOBOW OBLLECTBEHHOM dopmaLnu.
B otnnumne ot bopTko-peanncra, MaMuH ncnosb3yet
OTKPOBEHHO YC/IOBHbIE, rMnepb0avM3npoBaHHble, 40-
BeAleHHble 10 abcypaa cMTyaLmmn C akTUBHbBIM BKJIHO-
YeHueM B CroXXeT GaHTa3MMHOro 31eMeHTa.

3TO e KacaeTca n nepcoHaxei GuabmoB. Ecin
y bopTKko 3HauuTeNnbHOE BHUMaHWe yaenseTca ncMxono-
TN AEeMCTBYHOLLMX UL, M COLManbHbIA KOHGAUKT Npo-
ABNSETCA NPEX/AE BCETO Yepes3 B3aUMOLENCTBIE XMBbIX,
MONHOKPOBHbIX NMEPCOHAXEN, TO repon CaTUPUUECcKnX
KapTMHax MamuHa — 310 MbO cTpaHHble, YyaaKo-
BaTble TUMbI, 3aLLMKNEHHbIE Ha KaKOM-TO OAHOW naee,
b0 y3konobble 0bbIBaTENM, CTAXKATENMN U MBAHNLLbI.

B 2000-e rr. ymHas koMeamMsa oKa3anacb He B Ye-
C™1, 1 MaMuH, CHAB eLle /Ba 3abblTbIX CEFOAHSA KO-
MeaUIiHbIX GUAbMA, BbIHYXAEH Obla YATU N3 KMHO.
BopTko e Kak KOTOpbIV pexxmccep WMPOKOro npo-
buns Havan cHMMaTb NOMyAspPHblE ceprabl U Mac-
wrabHoe KMHO.

Oba pexxunccepa He TOIbKO OCTaBUAN CBOEODH-
pa3HbI MOPTPET HEMPOCTOro Neprosa TEKTOHNYe-
CKWX CABUTOB B 3KOHOMWYECKON N 06LL,eCTBEHHOMN
>XW3HW CTpaHbl, HO N BHECNN CBOLO /IeNTYy B pas-
BMTUWE XaHpa coumranbHol koMeamun. Kak cnpa-
BeasnBo oTMmevatoT [. XXypkosa n B. 3Bannbé,
«BBUJY BbICOKOM BOCTPebOBaHHOCTU Pa3HOBUA-
HOCTeN KOMEAMMHOTO B COBPEMEHHbIX IKPaHHbIX
MeAuna BECbMa MOJIe3eH PeTPOCMEKTUBHbIV B3r/iAS
Ha KOMWYecKoe N CMexoBOe B KMHO COBETCKOro
BpPEMEHM, U3061N0BaBLIEM KOMEANAHBIMU LIEeEeB-
pamm» [5, c. 288]. Ocoboro >xe BHUMaHWS, Ha HaLy
B3rAfJ, 3acNy>KMBaeT OMbIT CO3A4aHNA coumanb-
HOM KOMEeZAMW, XaHpa, KOTOPbIN AOKEH CETOAHS
pa3BMBaTbLCA, €CIN POCCUINCKUIA KMHeMaTorpad
XOYeT BEPHYTb yTpaueHHy Nt060Bb OTeYeCTBEH-
HOro 3puTens.
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DANCE IN THE ERA OF PETER THE GREAT:
CHOREOGRAPHY AND ETIQUETTE IN
A HISTORIOGRAPHICAL DESCRIPTION

Summary: The article explores dance and etiquette,
which have evolved concurrently and along similar trajec-
tories since the era of Peter the Great. The moral values
and standards of the 18" century necessitated the ca-
pacity to convey thoughts elegantly, even in the absence
of words, through choreography, as well as to demon-
strate gestures of regard and affection. Dance emerged
as a crucial element in the cultural policy of the state. In
the first half of the century, it was regarded as a means
of educating the Russian populace and became an es-
sential component of court etiquette. During Peter the
Great's reign, a variety of dance styles and forms were
developed; in contemporary times, these have taken on

With the ascension of Peter the Great and his
subsequent reforms, ballroom dancing began to
flourish in Russia. It started to hold a significant po-
sition within Russian culture, becoming a highlight
of social life and an essential means of “showcasing
one's worth, importance, and beauty in this life” [3,
p. 266]. In the realm of secular communication, an
individual adept in choreography, as noted by Yu.
Lotman, “felt assured and liberated, akin to an ac-
tor on stage” [15; p. 92]. Dance served as a lesson
in good manners. The etiquette ' of the 18" century
was shaped by European influences and was asso-
ciated with the reforms initiated by Peter the Great,
who in 1717 released the book The Honest Mirror
of Youth, or Indications for Worldly Manners — the
first guide in Russia to feature a section dedicat-
ed to dancing. This manual offers guidance on the

' Etiquette (French: étiquette — "label”, “inscription”) — rules
of conduct for people in society.

new, sophisticated forms, transforming into ballroom
dance. The article investigates the rise and impact of
dance on the culture of the elite during Peter the Great's
reign, analysing it from a historiographical viewpoint. Ad-
ditionally, it references and examines the bibliographies
of Peter the Great's contemporaries, along with modern
literature. The author concludes that the reforms of the
Petrine period were both forward-thinking and ground-
breaking, resulting in the eventual incorporation of West-
ern European dance into Russian culture.

Keywords: dance, etiquette, Peter the Great era, 18"
century, historiography, assemblies, balls, ceremonies, cho-
reographic features, high society culture, Bergholz’s diary.

correct performance of various choreographic fig-
ures and movements, highlighting the significance
of dance for a secular individual, asserting that it
is a vital aspect of proper upbringing. It states that
“a young nobleman or gentry” should be skilled in
“languages, horseback riding, dancing, and sword-
play” [19]. Peter | regarded the art of choreogra-
phy with admiration and curiosity. During his initial
journey to Europe, he engaged in dance gatherings
[8, p. 116]. By his own conduct, Peter | exemplified
good manners, respect for others, and the impor-
tance of each individual's personal priorities. He
invited foreign dance instructors to Russia so that
members of the royal family and prominent nobles
could receive dance instruction from them.

In the historiography of 18"-century dance, nu-
merous assertions can be found regarding the ne-
cessity to cultivate choreographic culture and to
engage foreign masters who could provide quality
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