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Introduction

During the eras of Leninism and Stalinism, the Soviet Union was in a frantic pursuit
towards reaching a Marxist end of history. Everything the October Revolution initially fought
for—political power in the hands of the working class, freedom from the bourgeoise exploitation
of the proletariat, attaining a communist society—was unyieldingly upkept through a working
class empowered by Vladimir Lenin, the father of the revolution, and then by Joseph Stalin’s
national heroicism and ruthless reforms, the collectivization and the industrialization. But after
Stalin’s death in 1953 came Nikita Khrushchev’s Otrenens (Ottepel), or Thaw, followed by
Leonid Brezhnev’s 3acroii (Zastoi), or Stagnation. While the prevailing ideology surrounding
the communist regime continued to dominate, it was less threatening than it had previously been
during the eras of War Communism and the Great Terror, and the fervor behind promoting
communism and achieving peaceful coexistence dissipated especially under the declining
economy of the Era of Stagnation. Khrushchev and Brezhnev did not measure up to the fear
mongering and all-powerful personae of Lenin and Stalin. Thus, the Thaw allowed Stalin’s rigid
currents to unfreeze, and time to slow down, accompanied by a fabricated reality claiming that
everything was as it had been (the point Alexei Yurchak makes in his book, Everything Was
Forever, Until It Was No More—performing hypernormalization in a hyperreality). The party
sought to uphold its reputation of omnipotence by fusing people’s movements, speech, and being
with its ideology, in what Katherine Verdery coins as the “etatization of time.”

But despite these efforts, in the ideological context of late socialism, everyday resistance
sprung up not just liminally, but directly, in the modes the state believed it was wielding its
control. From the late sixties to the eighties, there was a wholly different socio-temporality due

to relaxed rule of Khrushchev and the ineffective era of Brezhnev. Soviet people were able to
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reclaim time, combatting both a lack of purpose (that was especially characteristic of living
under Brezhnev) and the power of the state. The forms of media that were previously tools of the
party began to change, in that more and more subverted ideology appeared during the years
before the fall of the Soviet Union. Through literature, art, and music, as well as merely the
experiences of daily life, the fabric of society began to reflect this reclamation of time—in which
people began to slow down their pace of life (Fishzon 572). The graduality and inconsequence of
these transitions, as well as the notable context of the epoch, allowed for these ideological
changes in media and reality without repercussion.

Soviet children’s animation especially transformed during late socialism. The content of
nationally broadcasted televisions shows and movies no longer exclusively centered around
propagating party ideology. Rather, just as literature began to do (especially during of the relaxed
rule of the Thaw), animation began to convey the feelings and realities of Soviet people,
garnering the beloved viewership of adults along the way (Kononenko 275). The characters of
popular cartoons such as The Mitten (1967), Hedgehog in the Fog (1975), Three from
Prostokvashino (1978), and of course, Cheburashka (1969), were overwhelmingly loafers and
loners, and lacking something—a product of being children to parents who spent much of their
time waiting in queues, performing socialist in a nearly post-socialist state. Perhaps what is
Russia’s most beloved cartoon creature today, Cheburashka, emerged in the namesake animation
based off children’s writer Eduard Uspensky’s book, Kpoxooun ['ena u eco opyzs (Crocodile
Gena and his friends). Cheburashka, accompanied by his crocodile friend Gena, together in their
estrangement embody not only loneliness, but a disruption in temporality. The characters are
eccentric, the aesthetics doleful, and most importantly, the show grants a reprieve from

accelerated time. The medium for the series, stop-motion, was significant in its serrated
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movement that teetered between total fantasy of animation and real life. The lugubrious
characters of the series who existed on the fringes of society were relatable to so many children
of stagnation, as well as adults during the transitional time that was late socialism. The songs,
notably Goluboi Vagon (which translates to ‘blue train car’) poignantly intimates a sentiment of
desiring only a break, a stretching and slowing down of the happily inconsequential existences.
The series realizes the quintessential Soviet feeling from the late sixties to the early eighties, with
its display of rejection, futility, and longing for non-teleological time. By incorporating all these
elements—the melancholic nature of the characters, the music, and the plot, I argue that
Cheburashka provided an unorthodox territory, that was relatable and liberating during the
uncertainty of late socialism—an alternative space that allowed for the defiance of the guardrails
of progress and time.

In chapter 1, I talk about the usage of time in the Soviet Union—how the state and Soviet
people occupied time in different ways—in order to provide a stark contrast between the state’s
expectation of time and Cheburashka’s anti-Marxist time. In chapter 2, I use Alexei Yurchak’s
work to describe how the impact of ideology transformed during the time of late socialism,
especially through the peculiarity of the era of stagnation under Brezhnev—a period
characterized by queues and idleness. It was because of this loosening of ideology in true
practice that resulted in the rise of children’s animation and themes of innocence, which I
explore in chapter 3. Chapter 4 is the introduction to the series of Cheburashka, the focus of my
paper, which describes the strangeness and estrangement of the main characters, Cheburashka,
Gena, and Shapoklyak, which in turn made them so ubiquitous and relatable to Soviet people,
even today. To contextualize the unique artistic qualities of the series, I talk about the inherent

jaggedness of stop-motion representing the awkwardness of time and Soviet people’s actions
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during late socialism in Chapter 5. Then, in Chapter 6, through examining the plot and script of

the third episode of the series, “Shapoklyak”, I examine (in Russian) the antithetical relationship
that Cheburashka and Gena have with a socio-temporality concerned with accelerated progress.

To conclude in Chapter 7, I analyze the song “Goluboi Vagon” and its different sentiments of

desire concerning the fabric of time and society.

Chapter 1: They Pretend to Give Us Time, We Pretend to Use It

“We pretend to work, and they pretend to pay us”, goes the old Soviet joke, a humorous
testimony to the dissatisfaction of workers’ pay, but also alluding to the meaninglessness behind
their jobs. This chapter’s title plays on the anexnor (joke), to shed light on the similar manner in
which time was managed before and during late socialism.

Marxist time is defined by the conviction that the socialist revolution will overcome
regular temporal constraints to manifest the freedom of labor and attain communism in the
future. In his book Time and Revolution, Stephen Hanson follows the trail of Marxist time under
each of the leaders of the Soviet Union and explains the origins for each specific socio-
temporality. “The concept of communism as a collective movement for the realization of labor's
potential for time transcendence within time transformed the Hegelian charismatic-rational
conception of time into a revolutionary force” (Hanson 42). To maintain this rapid teleological
progress that both exists in the current moment and remains outside of it, the state employed
tactics seeking to occupy time and bodies in order to maintain the perceived and visibly well-
mannered execution of communist ideology. Katherine Verdery coins this phenomenon as the
“etatization of time”, which she explores specifically using the example of Ceausescu’s Romania

(1965-1989). In the chapter titled “The “Etatization” of Time in Ceausescu’s Romania” (from
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her book, What Was Socialism and What Comes Next), she writes about the exploitation of
workers’ time to combat the scarcity of resources available, despite time already being a meager
resource itself. The state controlled the times when water and gas would be available, dictating
domestic schedules. Transportation was unreliable and queues were unbearably long. The
nationalist parades and holidays where time passed citizens by for nearly a day, just for a
performative glimpse at the secular idols of the communist movement (called “ritual waiting”),
in which the “etatization”of time demarcates a distance between the leaders and the people even
more so than a colonization of time (Verdery 4). All of this created a specter of state control, yet
the substance of these time occupations was instead one of idleness. This counterpoint is
explained by Alexei Yurchak, who offers that in late socialism of Russia, these reappropriations
of time allotted by the state, were quite ordinary beginning in the times of Khrushchev and
Brezhnev. “They were not exceptions to the system’s dominant spatial and temporal regimes but,
on the contrary, were paradigmatic manifestations of how these regimes functioned during late
socialism” (Yurchak 156).

Yet early Soviet ideology had a different attitude towards time. Take the example of 7he
Potudan River (1937), by Andrei Platonov. The short story tells the trials and tribulations of
Nikita, a young man just home from the Civil War, who reunites with childhood enchantment,
Lyuba, and must cope with his inadequacies (including impotence, another metaphor for the
pressure and hurriedness to perform during Stalin’s era) and the shortcomings of home. It is a
story of non-aligning timelines and of different, disparate tempos. Nikita and Lyuba wait for one
another at different points in their life, the brutality of the river’s freeze and thaw heeding no
attention to their distresses. Lyuba is eager to begin their life as a couple, and Nikita passes the

time by building furniture in a nearby village as Lyuba finishes her exams. But when the long-
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awaited moment of their union finally arrives, Nikita finds himself in fear of Lyuba falling out of
love with him and of feeling deep grief and shame because he has been unable to consummate
the marriage. He runs away in shame to the bazaar, where one could go for “distracting the spirit
for a little while” (Platonov 145). Here he loses any real sense of time, transiently existing in and
out of consciousness. He does tasks for the watchman, dozes outside and subsists on leftover
scraps. He is even falsely accused of theft and jailed, but the investigator lets him go on account
of what he construes to be Nikita’s indifference to life, which really is an indignity-induced state
of dazed stupor. From the early spring to the end of summer, Nikita stays at the bazaar, until one
day he runs into his father. He learns from him that, after months of walking up and down the
length of the river searching for Nikita’s body, Lyuba had attempted to drown herself in the just-
thawed Potudan. At once, inspired by the veritable love that his wife holds for him, Nikita
returns to Lyuba, and she takes him back with open arms. The Potudan River is a meditation on
the pace of time shortly after the founding of the Soviet Union, taking place in the fraught
aftermath of the Russian Civil War, but compounded by the Great Terror of the late 1930s, when
the story was written. While everything was accelerated yet nothing was working, time
deteriorates the false utopias that fell short after the war, and above all, the river, an emblem of
both nature and time, prevails as stronger a power than any man’s will to overcome time. The
sentimental story comes to a close as our heroes submit to nature rather than attempt to overcome
it, and Nikita and Lyuba find their own temporality.

Between the harshest and most uncompromising times of Lenin’s War Communism and
Stalin’s purges and the beginning of late socialism, nature became increasingly overshadowed by
a socio-economic temporality concerned greatly with industrialization and the Great Patriotic

War (1941-1945). The idea of the continuous revolution in the pursuit of communism pervaded,
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and when Joseph Stalin died in 1953, Nikita Khrushchev turned this idea against the Man of
Steel and began to bolster the idea of “the party of the whole people” instead of a party led by the
“dictatorship of the proletariat” (Hanson 176). Khrushchev’s populist appeals and his de-
Stalinization policy began to encourage a more relaxed rule in the Soviet Union—hence the
designation of the name “the Thaw”. The liberalization of culture was also promoted during
Khrushchev’s era, and we begin to see the discourse of time frequently woven into popular
Soviet media, as well as more perceptible displays of the desire for a reprieve from Marxist time,
such as in Natalya Baranskaya’s novella, A Week Like Any Other (1969).

Instead of the flies who rise just before dawn to awake any sleeper in The Potudan River,
in A Week Like Any Other, the main protagonist Olga startles rudely every morning to the blare
of her alarm clock, and the time-signifier thus controls the rest of her week. Then, when a survey
asks the women at her job at the science lab to calculate how they spend their time in any given
week, Olga’s account is flooded with tasks she completes for her work, her family, but seldom
for herself. The women discover collectively that they have on average, 48 to 53 hours at home
in a week. For Olga, this as a significant amount of time, yet she wonders where it all goes
(Baranskaya 49). The book is saturated in time—not being on time, making up time, losing time,
long times, short times, at the same time, and no time. She is perpetually in a rush. This rush
does not physically amount to anything of large significance on paper—workdays spent chasing
around her boss or colleagues, chatting about the survey, preparing for literature meetings, etc.
Her intensity is shown in passages where she declares, “Oh, spare time, spare time, What a
ludicrous phrase—*spare time’... Personally, I like to run. I run here and there, with a bag in
each hand of course, up and down, to the trolleybus, the metro, from the metro” (Baranskaya 6).

But later, these remarks about enjoying the rush are countered by her desires, a complete
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antithesis. “I long to walk freely, with no baggage and no aim. Just to walk, take my time,
peacefully, very slowly.” And suddenly, Olga’s mind ambles to reminisce on falling in love with
her husband, and after she startles from her daydream, again, she finds herself late (Baranskaya
29). Written a few years after Brezhnev came into power, A Week Like Any Other parallels The
Potudan River in that the main characters of both novellas are unable to cope with the mania of
an accelerated life. Both protagonists understand their duties, yet there is a mental breaking
point. Whereas Olga gives in by sleeping in for once, Nikita gives up at first, running away to the
bazaar but later submitting himself in entirety to Lyuba and to nature’s time. These two short
stories are paradigms of the temporalities under Stalin and then Khrushchev. The external fervor
for being an ideal communist is evident, yet in both novellas the protagonists exhibit very
different desires, contrary to what party ideology permits.

Ideologically, the definition of the self is concerned simply with the time one inputs— in
work, social environments, attendance in certain State events, and so on. Or as Katherine
Verdery puts it, “...Social senses of self are intricately bound up with temporal investments in
certain kind of activity” (Verdery 83). Thus, the ways in which a person’s time is spent creates
the individual. A person like Nikita, who has fought in the war and comes back only wishing to
marry and settle down, is a man who is always doing the right thing. Olga, who takes care of her
family and takes her work seriously, not even finding a spare moment to sew the hook on her
belt, is an ideal of the independent woman who loves her work. While both characters are just
that, characters, they are representations of the reality for many Soviets in their respective time
periods. They do as they are told and thus believe that this is as they should do, but ultimately
time catches up to them, or rather, they let conventional time pass them by. While Verdery

claims that selves were fractured and self-realization failed because of the etatization of time,
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this is refuted in how individuals were able to alienate themselves from the ways in which one
occupied time, meaning that they did not truly identify with the ways in which they spent their
time. Soviet individuals were regularly able, beginning in late socialism, to reappropriate the
confines of work as performative acts and idle behaviors. These deterritorializations coexisted,
ironically, within the state’s time, which had become malleable during late socialism. After all,
“In Moscow, everybody always rushes. Even those who have nothing to do. The current haste
infects everybody in turn” (Baranskaya 26). Thus, the Communist party etatized time in a way
that transformed during Brezhnev on, keeping everyone in line, yet spurring negligence and a
performance with no purpose. The effects of the aesthetics of late socialism are only intensified
during Brezhnev’s era, in which animation, specifically Cheburashka, came to not just exhibit

the awkwardness of navigating time and slowing it down as a desire, but reality.

Chapter 2: Ideology and Hyperreality/Fast Stagnation
XOUEW,Y BETYiH

L XOMER, TOGOPOTH XOAUA?  LXONEWL AOGOPUTH FOTUA!

o grf P

3. XO4EWD ECTHY A X0MEU, THTHY

CNEWY B YA APHYH) TPYANY
OBPASLIBATH TPYAA BLTYIHTS.

Mayakovsky, Vladimir. Xouews?—Bcmynu (POCTA Ne866). 1921.
“Want? Join”
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1. Want to beat the cold? 2. Want to fight hunger? 3. Want to eat? 4. Want to drink?
Hurry and join the strike group of exemplary work.”

During late socialism, maintaining the facade of well-oiled ideology was more important
than people’s genuine belief in it (Yurchak 37). The aesthetics of the time created a phantasmic
reality full of signifiers—of socialist-realist posters and film, language, and song. There was a
certain standard for the Soviet citizen, in the way they should act and spend their time, and in the
words and meter of their speech—the embodiment of the New Soviet Man. This discourse did
not just pervade the Soviet Union but upheld the entire system during the trying times after
Stalin’s death. Mikhail Epstein goes so far as to say, “Communist ideology can not be accused of
lying, since it creates the very world that it describes... And any reality that differed from
ideology simply ceased to exist—it was replaced by hyperreality...In Soviet land, “fairy tale
became fact,” as in that American paragon of hyperreality, Disneyland, where reality itself is
designed as a “land of imagination” (Epstein 55-56). Epstein is referring to the Soviet world
becoming Jean Baudrillard’s hyperreality, and Yurchak’s coined term of hypernormalization is
the behavior that Soviet people took on in this new fabricated temporality. Specifically,
hypernormalization is defined within the context of the language of authoritative discourse.
Where, “the process of its normalization did not simply affect all levels of linguistic, textual, and
narrative structure but also became an end in itself, resulting in fixed and cumbersome forms of
language that were often neither interpreted nor easily interpretable at the level of constative
meaning” (Yurchak 50). Modes of ideology were no longer declarative and mobilizing, but
rather stood still, a vacuous emblem stuck inside the hermetic seal of Stalin’s memory. But while
there may have been a hyperreality and hypernormalization, the citizens that inhabit this

landscape did not become ‘hyperhumans’—an army of New Soviet Men who were intelligent,
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selfless, and strong. Nor were they Homo Sovieticus either, a parody of the ideal communist
man—a passive agent to the state who drinks and steals. In the vastness between the New Soviet
Man (who was the state’s personification of the optimal human) and Homo Sovieticus (a farce of
the unattainability and undesirability of such a human), there exists a lacuna pierced during late
socialism, one which exists beyond the binary of good and bad, the staunchly accepted and the
glibly ridiculed, and the people versus the state.

In 1964, Leonid Brezhnev’s era of stagnation began. Time stood still, but in a different
manner. Because this was a referential time. Brezhnev was reliant on figures past, speeches past,
and if not the past, then gambling on glimpses forward at the future—all on repeat. It was not the
initial zeal for the revolution as was Lenin’s time, nor was it Stalin’s large promises and results
now. It also was not Khrushchev’s secret denouncements of Stalin, with new and scandalously
exciting openness towards the West. With Brezhnev, there was a sense that the bureaucratic rule
would never die out despite its gerontocratic qualifier, and Soviet people would have to continue
repeating the old words of ideological speak forever, like a broken record. It was these
reproductions that created the specter of the Soviet Union as it had been. But the generation of
“children of stagnation”, or what Yurchak calls “the last soviet generation”, was of course
termed only after the epoch, contextualized within the fall of the Soviet Union (Yurchak 7). The
characterization of the period for the Soviet citizens living in it, was the lack of identification
with a strong political event in Russia. There was no revolution, no war, no denunciation. And
since a collapse of the State was not even fathomable, everyone simply floated along. In this
change of milieu, the already burgeoning field of animation that began its expansion during the
Thaw, continued its rise thanks to the era’s climate. “The shift from a teleological linear time to a

citational temporality in the midst of more subtle alterations within the cultural environment—



Choi 12

the socioeconomic background, so to speak—quietly opened up an ideological gulf that
produced a catastrophic breakdown of the old order” (Fishzon 579). The ways in which certain
animations displayed anti-ideological messages will be discussed later in this paper.

Beneath seamless hegemonic exteriors, countercultural actions always foment. In the
Soviet Union during the late sixties and through the eighties, this was seen in the adaptation of
authoritative discourse as trifling performativity. Often too small of behaviors to be classified as
visibly dissident, these shifts nonetheless are the “in-between spaces that save us from being
snared by the hooks of hegemony” (Halberstam 2). This dynamic change is made clear in the
definitions of time within Marxism discussed above. While the earlier Soviet Union’s socio-
temporality was characterized by ideological measures that were enforced and believed because
of large personalities, the Soviet youth deterritorialized these occupied temporalities during late
socialism. Though, as mentioned before, it is important to point out that these
deterritorializations were not especially extraordinary or uncommon after Stalin’s death, as in the
late Sovietism of Khrushchev and Brezhnev, the teleological time that was enforced by the
personalities of Lenin and Stalin disappeared (Yurchak 115). As the epoch of late socialism
manifested and the final transformation from promised communist state into hyperreality loomed
over the Soviet Union, forms of media that intended to transcend behaviors of
hypernormalization began to appear. Animation, literally a constructed dreamworld, was no
longer a propaganda tool (at least to any widely successful degree), but a vehicle for representing
the realities of millions of Soviet individuals in this time of futility, and in certain cases, a

showcase for anti-Marxist ideology on the silver screen.

Chapter 3: Exploiting Innocence
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A wonderful intersection of ideology and time during late socialism is the world of
children’s animation. While ethnographies such as Yurchak’s recount the linguistical aspects of
conversation and day-to-day modes in which alternative discourses could emerge to
deterritorialize time, animation is evidence then and now of how media upheld by the state (in
the case of Soyuzmultfilm) displayed a desire for the disruption of temporality. Animation from
its naissance went through many stylistic and ideological changes, influenced and restrained by
the scrutiny of the Party and state committees. But after the war, animation avoided heavy-
handed censorship due to works primarily being adaptations of folklore and fairytales.

Russia’s stop-motion can be traced back majorly to two figures, Alexander Shiryaev and
Wladyslaw Starewicz. Shiryaev was a ballet dancer and choreographer, who, inspired by the
capturing of movement, created the first stop-motion animations. He used these films to
demonstrate dances in an educational manner, using clay dancers on a stage and hand-drawn
figures on paper. Yet, Starewicz is better known as Russia’s first animator, pioneering puppet-
animation by utilizing dead beetles in stop-motion. The Polish-Russian filmmaker’s style was
notably more bizarre than previous party aesthetics, with an eschatological and often cynical air.
The embodiment of insects was a decidedly less “socially-realist” style of animation, but on the
other hand, this new style presented the opportunity to canonize and repersonify the heroic
figures of the past. “...Soviet consciousness is progressive. It is made and matured in history.
The nonlinear workings of, say, heartfelt animation and Sartre’s emotional cleansing or
reconstruction of the world have no real interest and shared, objectively, established annals”
(McFayden 63). Furthermore, it foreshadowed the potential for animation that would become
apparent after the war. The construction of Soviet aesthetic, beginning with Starewicz’s puppetry

in the early 20" century, decidedly took a turn away from the realist and mass-produced works,
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and instead pivoted towards creating dreamworlds. This shift becomes more evident in the
opening of Soyuzmultfilm and its aesthetics after World War II.

In 1936, the Communist Party of the Soviet Union (CPSU) opened the state’s official
animation studio, Soyuzmultfilm, centralizing all regional animation divisions in order to rival
Disney’s superiority in the field. Disney had burgeoned into a household name, rivaling the
idolization of Lenin, both iconoclasms of culture and heroes on an international level (McFayden
62). In the early days, the focus of the studio was on efficiency, much in the style of Lenin’s
usage of Taylorism. They used the same cel technique (cel, short for celluloid, which is the
transparent sheet onto which characters were drawn) Disney utilized, which allowed for a large-
scale, less specialized output of frames, but still, the Soviet Union did not have the same
technology as the studios that America’s Walt Disney did. During World War II, the
Soyuzmultfilm studio and staff were evacuated to Samarkand, and took a hiatus. Then, it was
precisely the post-war period that launched the studio’s new agenda to create hope and
reassurance through folklore and fairytales. Gone were the days of propaganda-infused plots in
which the hero goes through a simple conflict and promptly discovers resolution. Instead,
Soyuzmultfilm began to build eccentric, utopian worlds. In 1952, the studio opened its
specialized 3-D film division (consisting of puppetry and stop-motion). Some of the earlier
works from this branch were accused of being too naturalist and real, perhaps a result of the
uncanny—puppets resembling humans, mimicking real human behavior (McFayden 78-79). But
puppetry soon proved to be an extremely effective emotion-evoking medium. Viewers observed
physical objects interacting truly with their backgrounds on the silver screen, yet they were also
transported to magically transformed states of reality. This worked in tandem with Nikita

Khrushchev’s 1953 mass housing campaign, which introduced the construction of single-family
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apartments in droves and with it, a more individualist society accessorized with the television as
home entertainment. Thus, watching movies and television shows became more accessible for
the average Soviet family. But it was under Brezhnev’s Zastoi that Soviet animation experienced
its golden era, beginning in the sixties and pervading all the way until the eighties. It is within
this period that the entire series of Cheburashka premiered.

Paradoxes to Soviet ideology are abundant throughout all four episodes of Cheburashka,
the animation series that debuted in 1969. The Young Pioneers are not the benevolent and just
children that they are intended to be. Technology and industrialization are visibly harmful, with
rivers polluted of oil and trash, and shopworkers who steal and swindle customers. Construction
workers idly play games instead of repairing the school for the September 1% holiday. Gena and
Cheburashka must step in to build spaces for these lost and friendless children of their city not
unlike Moscow, hinting that the Soviet Union is not all-providing. Cheburashka’s character
himself is antithetical; he is both backwards as a folkloric character, and “cosmopolitan”, hailing
from a foreign land. There are endless readings of oppositions to ideology in the show. After all,
children’s animation was a difficult genre to censor, and the idea of innocence was exploited
during the vulnerable aftermath of the war. The guise of authoritative power and the dissident
spaces that manifested within them were inherently how the system functioned during late

socialism, and animation is a paragon of how exactly this was achieved.

Chapter 4: Multiplication (Mynbmunaukayus uiu aHUMayus)
When talking about the techniques of stop motion, it is useful to note the linguistic
nuance in the word for animation in Russian, mynsTunnukanms or, mul tiplikatsiia. While the

term ‘animation’ implies something new and come-to-life, mul 'tiplikatsiia can be interpreted in
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two different ways: The multiplying of the same thing repeatedly, in line with the hyperreality of
Soviet ideology, but also in the sense that this multiplication expands outwards, becoming much
bigger than the original idea itself. To understand the implications of stop-motion animation as
the world perceives it, it is necessary to know the mechanics behind the medium that in turn
captivates its audience.

Hollywood’s use of stop-motion today is often associated with eerie children’s films such
as Coraline or Tim Burton’s Corpse Bride and The Nightmare Before Christmas. This is a
complete contrast to the exceedingly wholesome and incorruptible use of the medium in the post-
war Soviet Union. Aside from the exploitation of innocence to surpass censorship, Soviet
animation exhibits an air of “magical surrealism” in depicting a vaguely real world, where
humans are replaced by creatures and puppets (Halberstam 175). Take Walter Benjamin’s
account of animation—it is a largely distributed and easily digested form of ideology for the
masses (in theory), but under the aforementioned cloak of innocence, it is really a parody of true
society—animals becoming agentic and children characters written by adults. Further, the
possibilities of the medium of animation—with talking animals and objects that come to life—
manipulate time. It is no longer a straight-forward and familiar image. The composition of an
animation is a dreamworld in and of itself, which is why its initial acceptance as socialist realist
art is all the more fascinating.

The process of stop-motion specifically is a poignant exhibition of ‘queering time’ and
manipulating temporality. This maneuvering in time is made clear by the messages of an
animation, but as a technique alone there is significance in its fragmented continuance. Stop
motion seeks to initiate multiple realities in one instance, and many possibilities in the current

moment, outside the observance of linear time (Halberstam 176). Yet all the same, it is
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understood that these are not new iterations, only copies. “As Deleuze argues for cinema in
general, animated images are disruptions to habitual methods of thought... There is no question
that stop-motion lends animation a spooky and uncanny quality; it conveys life where we expect
stillness, and stillness where we expect liveliness” (Halberstam 177-178). Stop motion in its
name is antithetical, perceiving movement only in the liminal spaces between still frames. The
repetitions of stop motion in a 3D form summon an odd passing of time, disorder in what is
supposed to be a smooth and forward progression.

The capaciousness of operating the body in a stop-motion puppet film is also notable.
While the same laws of animation physics can be applied in 2D animation, the malleability and
manipulation of puppets interacting truly within an environment ex machina evokes the uncanny
as well. The artists want the viewer to believe the figures are operating of their own accord, yet
the execution without aid of modern CGI (computer-generated imagery) creates something
slightly short of seamless movement (This is not to say it detracts from the beauty or enjoyment
of the animation.) In fact, Cheburashka’s predating of CGI makes the aspects of multiplicity
even more interesting. From frame-to-frame, the movements are repetitive, and characters have
fragmented and limited mobility—often standing completely static, with only eyes blinking.
Cheburashka’s feet often detach from his body entirely, motoring along separately. Characters
squish and mold to fit into a myriad of spaces, under trains, in doorways too narrow, and spaces
that should be physically impossible to inhabit. These aspects of stop motion, in constructing an
impossible utopia through repetition, movement in jilted frames, and mobility of characters, all
add to the composition of the series Cheburashka. They provide the foundation for the series’
unique essence of anti-Marxism that is foremost delivered through its characters, story, and

music, which will be explored in the following chapters.
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Chapter 5: The Good, the Bad, and the Green

<1 i}\
KEM 1 '*

On the left: Kuznetsov, Andrei. boaswou copoo. 2013.
On the right: Mukhina, Vera. Pabouuii u konxosnuya or, Worker and Kolkhoznitsa Woman.
1937.

The three main recurring characters throughout the episodes of Cheburashka are
Cheburashka, Gena, and Shapoklyak. As much as they are eccentric, they are also archetypal of
common Russian characters. Cheburashka is the virtuous protagonist, Shapoklyak as the cunning
trickster, and Gena as the wise and philosophical character. While the three are very complex, all
their words and actions can be boiled down to basic essences. Cheburashka is always wondering
where he belongs and who he is, and his main goal is to embody the ideal Soviet child. Gena is
lonely and searching for friends. Shapoklyak is only able to play tricks, and she is reminiscent of

old ideology, outfitted in outdated clothes. While these character types can be seen as standard of
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children’s animation, they seem more so to indicate the Era of Stagnation under Brezhnev. The
characters in Cheburashka are noticeably idle; they go dolefully about their everyday tasks and
lack genuine purpose or drive, and they are all lonely, seeking refuge together from the
remaining hastened hegemony.

It is important to study the appearance of the characters, and how this furthers their
archetypal personae. Cheburashka, the eponymous character of the series, can be summed up by
his awkwardness—with eyes and ears too large, indicating his readiness to accept everything told
to him. He is a hybrid creature akin to a bear, but ultimately unclassified—the zoo does not even
accept him as an attraction. He is entirely missing his legs, with only two large coins of feet,
which plop down awkwardly with each small and offbeat step, connected straight to his tummy.
He is unclothed, a foreign creature with disheveled fuzzy hair and no belongings. Even his name,
Cheburashka, coming from the Russian verb cheburakhnutsya (1eGypaxnyTtbcs), means to topple
(Klyuchkin 2). Yet, his naivety is only fodder for his inherent good, to a pubescent extent. When
Gena is struggling to carry their bags during their trek back to the city, Cheburashka asks,
“Cnymaii, ['ena, naBaii st Bemu nmonecy, a Tel Bo3bMu MeHs?” (“Listen, Gena, let me carry things,
and you take me?”’). The weight that Gena bears remains the same, but Cheburashka believes he
is helping. He seems to have trouble grasping basic things, such as asking if the nuts in the trees
are in fact, fruit (“Oit, ['ena, cmoTpu, 310 sironei?”’), and when their tickets are stolen, he suggests
perhaps Gena swallowed them (“Moxer, Tl mpornoTui.”’) Cheburashka’s character is altogether
helpless, yet beloved in his doe-eyed attempts to make friends and become part of society.

Gena is the most peculiar character of the show. He is an elder crocodile, only able to
read and write at a rudimentary level. He is adorned in a white dress shirt and black bow tie with

a spifty red coat over, topped off in a bowler-like black hat, pantless. When he works at the zoo
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(as an attraction in the crocodile exhibit), he sheds these minimal layers and stashes them behind
a tree, catching bugs while smoking a pipe. His eyes always seem, slightly knit together, either in
surprise, worry, or forlornness. When he is not at work, he spends his time reading and playing
chess, and his home is cluttered with encyclopedias, books, and toys. While he is not as clumsy
as his new friend, Cheburashka, he navigates through life with a trudge, dragging his onerous tail
along, and with an awkward physical presence. Gena is a little too big compared to those around
him, even needing to stoop down in his own home. But most recognizable about Gena is his
lamenting musical side, accompanied by his accordion. Contrary to his minimal education, we
see a very lyrical and philosophical facet to him when he sings his songs.

Lastly, Shapoklyak, the lady trickster, is the series’ recurring villain. She gets her name
from the Russification of the French word for opera hat, chapeau claque. She moves across the
screen quickly, weaving in and out of frame guided by Lariska, her pet rat and partner-in-crime
that she keeps in her reticule. Her spindly, lanky body is draped in a black overcoat with old,
ruffled accents. Her appearance is evocative of past aesthetics, and her slinky demeanor and
scheming nature associates those pre-revolutionary times with complete self-interest. But her
well-dressed etiquette and dignity shows a lonely resilience as well, as we see her character shift
from a woman concerned with selfish amusement, to one who battles her own demons in the
eponymous third episode of the series, “Shapoklyak”. Her attachment to old clothes and the
antiquated weapon of the slingshot seems to ring of a woman scorned, of unfulfilled achievement

in her youth. Shapoklyak often sings to herself:

Kto aromsim momoraer Those that help others
JIumb Tpatut Bpems 3ps, xa-xa are wasting their time, ha-ha
XopouumHu JenamMmu You can’t become famous

IIpocnaBuThCS HENB3S, Xa-Xa-Xa-Xa-Xxa By doing good deeds, ha-ha-ha-ha-ha
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With these lyrics, it becomes clear her meddling is motivated by her own loneliness and
rejection. In this way she bears resemblance to Gena, both sharply dressed elders living

friendless in the past, feeling that they have been cheated out of a promised youth.

Chapter 6: Ha Bpema Komnanuu

YroObI MOKa3aTh aHTU-MAPKCUCTCKUHN M SKCHEHTPUYHBINA XapaKTep 3aMeJIECHHOTO
BPEMEHH B JII0XY MO3IHEr0 COLMAIN3MA, s PEIIMIIA IPOAHAIIU3UPOBATH TPETUN DIIU30]
YeOypamku, «Hanokask». ITOT 3130/ 0COOCHHO U300MITYEeT 3aralOYHbIM SI3bIKOM, MTECHEH
OJIMHOYECTBA, U )KEJIAHUEM OTKa3aThCs OT JIBWKEHHUS K UaeanbHoMy Oyaymemy. Takue
MPU3HAKH, HEYKJII0XKasi BHEIIHOCTh MIEPCOHAXXKEH, CBOCOOPA3HbIN CIIEHAPHA, U CTUJIb aHUMALIUH,
OTJIIMYAIOT CepUal OT JPYTUX MIA0IOHHBIX (PMIBMOB H MYJIbT(PHIEMOB TOTO BPEMEHHU. DTO
OTIpEIEIISAIIO TTIaBHBIE MOTHBBI 31IM30/1a: OeCLEeNbHOE OPOISKHUYECTBO, OAUHOYECTBO,
Max{HAIMH, KOTOPbIE KOJIECOIIOTCS B HDAaBCTBEHHOCTH, KOH()POHTALIUHU C BIACTHIO,
CTOJIKHOBEHUS MEXY BPEMEHEM U IPUPOJIOH, U TAKKE CONPOTUBIICHUE IIPOrpeECCy.

Onu3on HauuHaeTcs ¢ oTbe3na YeOypamku u ['erst u3 Mockssl B Siry. ['opox
HAXOJUTCS B TyMaHe, YTO SBJISIETCS KaK MPU3HAKOM (PU3MUYECKOTO PACCTOSHUS, TaK U
MIPEBECTHUEM TPsIyIIeii OUTBBI C MPOMBILIUICHHBIM 3arpsi3HeHHEM. [IpuMeuaTeneH Takxke rojaoc
13 TPOMKOTOBOPHUTENISI—BOIUIOLIEHNE MaHEPhI UIEOJIOTNYECKOTO S3bIKa BPEMEH MO3HETO
colan3Ma—IOBTOpsIONIHiics U OeccMbicieHHbIH. L{uppa 8§ KOMUUHO MOBTOPSETCS: BOCEMOM
110€3/1, BOCbMOM IyTh, B BOCEMb 4aCOB. I 0JI0C HECKOJIBKO pa3 3alIMHAETCs, HO ITACCAKUPOB ITO
HE OTIIYTMBAET U HE CMYIIACT:

«Buumanue, Baumanue! Iloe3q Homep BoceMb, MockBa-Snra, oTnpasisieTcsi C BOCbMOTO

IIyTH, B BOCEMb YaCOB I10 MOCKOBCKOMY BpeMeHH... M3Bunute. .. I1oBropsto. I1o MockoBckomy
BPEMEHH C BOCBMOTO ITyTH.»
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[TpoBOIHMK BHUMATEIBHO HAOIIOAAET 32 CTPAHHBIMHU CylllecTBaMu, UeOypamkoii u
I'enoii, korga oHu cagarces Ha moesn. B aTo ke BpeMms [llanokisak ykioHsercs ot
HEOO0XOIMMOCTH MOKYNATh OUJIETHI HA TO€3]] U BMECTO 3TOr0 3a0MpaeTCs Ha KPBIITY, TOKa
JEXKYPHBII HE BUAUT. YIKe IIOCIIE OAHOM MUHYTHI 3IIM30/1a MECTO Ka)KI0T0 IIEPCOHAXKA B
o0I1IeCTBE CTAHOBUTCS SICHBIM Jis1 3puTens. J[Ba ayrcaiinepa, Uebyparka u ['eHa, KOTOpBIX
CIIEyeT OCTEeperaThCs, U cTapyxa, KOTopasi >KUBET JKU3HBIO Ha OKpauHe 00IECTBa, UTHOPUPYET
YCJIIOBHOCTHU U HapyllaeT IIpaBuia.

B Barone I'ena kinan€r Bce Bl Ha CTOJ BO3JI€ OKHA, HO ITOE3]] PE3KO TPOTaeTcs ¢ MeCTa,
u Bc€ nanaet Ha noit. [Toka I'ena u YeOyparka Bo3BpaiaroT Beuy Ha Mecto, [lamnokmsak
XBaTaeT uxX OMJIeThl Yepe3 OKHO BaroHa. Kornia pexypHslil npuOImKkaeTcs NpoBepUTh OUIIETHI,
I'ena 3amupaet nepe;; HAYaIbLCTBOM B IOJIHOM cTpaxe, U UeOypaliika cieayer ero mpumepy.
[Too0OHYI0 peakinio MBI YK€ BUJICIH PaHbIIe, B IPEAbLAYIINX d1H304aX. Ho B 3TOT MOMEHT
I'ena He 3HaeT MpaBbl O TOM, Ky/1a IPOTaIN OMIIETHl, U y HUX HET BEIOOpA, KPOME KaK BBINTH Ha
CIIEYIOIIel OCTAHOBKE. JTO MpUMEp 0€33alUTHOTO MOCIYIIaHUs B OTBET Ha O€30CHOBATEIIBHOE
IIPOSIBIICHUE IIPEBOCXOACTBA OT MY KYHMHBI, KOTOPBIX TOJBKO YTO BIIyCTHJI UX B I0€37 I10CIIE
MIPOBEPKH OHIIETOB.

[TombiTka ['enbl 1 YeOypaliku MOKUHYTh TOPOJI COpBaHa. B To Bpemsi, Kak OHU OJMHOKO
CTOST Yy IyT€H U CMOTPAT BCIE YXOIALIEMY O3y, aHTaArOHUCTBI AIIU30/a IIPOXOIAT MUMO.

Tpu TypucTa noroT NECHIO XOpPOM, KOTOpasi CTAaHOBUTCS JIEUTMOTHUBOM BCETO dIN30/a:

ComnHIle CBETUT SIPKUM CBETOM The sun shines brightly
Hax MocCKBOIO M BOKPYT. over Moscow and around.
[Touemy ke, JIOIU JIETOM Why even, do people

Otnpasisitores Ha 10r? go south in the summer?
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A B IToIMOCKOBBE JTOBSTCS JICILIH, And in Moscow, breams are caught
BogsTcst rpulObl, AT0bI, 1BETHI. mushrooms, berries, flowers are found.
Jlyumie MecTa naxe He UIIH, Don’t even look for a better place,
Tonbko BpeMs 3ps OTPATHUILD ThI. you’ll only waste time.

YeOypamka u ['ena Taxoke Buaat Llanokisk, koTopas ye3kaeT ¢ UX OuieraMu U KpHYHT:
«Croii-ocroii, kapman nmyctoii!» B ee 3aragounsix ¢pazax CHOBA CIBIIIHBI
UIAMOCUHKPA3UYECKUE MYJIbChI, KOTOPBIE BBICTYNAIOT KAK KOHTPACT MUHAMMWINCTUYHBIM
nuanoraMm MynbTduinbma. B koneunom cuete ['eHa He MOkeT 3a0paTh OMIIETHI 0OPATHO, TOTOMY
yT0 [ITanokIsik 3anpbIrMBaeT Ha KPBIILy [10€3/]a U NCUYE3AEeT B TyHHENE. J[BO€ repoeB HaYMHAIOT
ycrano Opectu, ciemys Mo *KeJle3HOIOPOKHBIM My TsAM, Ha3aj B cTopoHy Mocksbl. OHU
n30aBIIAIOTCS OT CBOMX BEIIEH, TaK KaK OYEBU/IHO, YTO MyTEIIECTBUE HE OyIeT KOPOTKUM HITH
JIETKHUM.

3arem Mbl BuauM lllanokisk Ha ape3nHe. OHa MoeT: «IX, IPE3UHYIIKA, yXHEM. OX,
3eyieHas], camMa mouaeT». JTa MeNoAus B34Ta U3 U3BECTHOMN PEBOJIIOLIMOHHON MIECHH,
«/lyOuHy1Kay», MOMyIIpHON B cepelnHe IEBATHAATOTO BeKa B KauecTBe paboyero ruMHa Win
«TPYAOBOM MPUIIEBKW» B MEPUOJ, TpeamecTBytomuid OKTs0pbckoii peBomonnu. Ha3panue
MIECHU OTChUIACT K AyOMHYIIKE (MaJeHbKOMY TyOOBOMY Ca’KEHILY), BHIPBAHHOMY C KOPHEM M3
3eMJIH, 4TOOBI TOTOBUTH TIOYBY JJIs BeIpamuBanus. B Bepcun Illanokmsika «xyOounymkay
3aMEHEHa Ha «PE3UHYLIKY», Ha KOTOpo# oHa eneT. BeposaTHo, LIlanokisk moer 3Ty MnecH!o, Tak
KaK OHa IPOCTO HAIIOMHUHAET €U O AETCTBE, HO, B KOHEYHOM CUYETE, ITO IECHS C
PEBOJIOIMOHHBIMU KOpHAMHU. HO MpOTHB Yero eiie MOKHO OyHTOBAaTh B yTOIMMYECKOM
Coserckom Coroze? [lanmokisik mogHUMAeT OpOIIeHHBIN YeMo1aH [ eHbI 1 BUTAeTCs JabIIIe.

Cnyctst HeKoTOpOe BpeMms, | eHa, ¢ HalpsKeHHBIM YCHIIMEM pacckasbiBaeT YeOypartike o

KpacoTe KeJIE3HOJOPOKHBIX IIyTel OCEHBIO:
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I'ena: A 3naemp, YeOyparika, OCEHbIO, Ha IIMajaxX HUKOTAa He OBIBACT HU JIYK, HA
TpS3H.

YeOypamka: 3Hato, ['eHa, 310 310poBo!

I'ena: Oto ouens xopoio!

I'ena: U camoe rnaBHoe, YeOypariika, 4To eciiy UAEMIb MO0 HIMajaM, TO HUKOT/1a He
3201y IUTIBCS.

I'ena yuut YeOypalky octaBaThCs Ha MpaBWIIbHOM IyTH. Ho Kak TonbKo auanor
3aKaHYMBAETCsl, HACTYIIACT JIOOONBITHBI MOMEHT: TIepe] FeposiMU BO3HHUKAeET pa3Buika. [locie
HEeOOoJIBIIOTO pa3ayMbs ['eHa nepexiioyaeT poryar myTei, 4ToObl IPOJIOJIKHUTD ABMKEHHE. DTOT
nepdopMaTHBHBIH JKECT CIIEJOBAHUS HOPME BHE3AITHO 3aBOJIUT UX B TYTIHK.

B cBs131 ¢ 3TUM 3IIM3010M MOKHO BCIIOMHUTB U3BECTHBIN COBETCKUI aHEKNIOT, B
kotopoMm Jlenun, Cranun, XpyuieB u bpesxHeB HaX0ATCs B IOE3/1€, IEpe KOTOPhIM
3aKOHYMJIMCH Pebehl. UTOOBI 1oe31 TpoHyIIcs, JICHMH NCTIONb3YyeT KpecThsIHCKUH Tpya, CTaniuH
yOuBaeT MpoBOHUKA, XPYIIEB UCIOIB3YET KEJIE3HOJOPOKHBIE ITyTH C3a7H, YTOOBI TPOIOKUTH
IIyTH CIIEpeH, a bpexHeB 3a1epruBaer WTOPsl U MPEAIaraeT IpOCTO MIPUTBOPUTHCS, YTO HUYETO
He ciayumiock. Korna I'ena u YeOypaika, 1Ba ayTcaiiaepa, CTAIKMBAIOTCS C TAKOH e
TUIIEMMOH (XOTS B 6e3 caMoro Moe3/1a), UX peleHne—IIpoCcTO COUTH ¢ myTeil. Bo3amoxkHo,
peleHre Takoi mpoOIeMbl, Kak B COBETCKOM aHEKJ0Te, MPOIIe, KOTAa MyHKT Ha3HAYeHUs
HESICEH, TaK KakK IyTh HE JIGKHUT HUKY/a B YACTHOCTHU. 31€Ch CTAHOBHUTCS sicHee, uTo YeOyparka
u ['eHa He xenaroT, 4ToOBI BMEIIMBAIACh B X MyTemecTBre. OHM MPOA0IDKAIOT OPOAUTH 110
JIeCy, HO BCKOpE CTaJIKUBAIOTCS C HENPEABUACHHBIM IIPEIATCTBUEM U MONAJAIOT B MEABEXKBIO
JIOBYIIIKY, paccTaBjieHHYI0 TypucTamu. llamokisik ObIcTpo HAXOIUT 00OMX B KalKaHe, TaK Kak
OHa BCE ATO BPEMs BBICIE)KHUBAJIA UX HA paccTOSIHUM. OHAKO OHA caMa TOKE OKa3bIBAETCSI
3axaroil. CTapyxa HaMepeBaeTCss OTOMCTUTh TYPUCTaM U 3a ce0sl, U 3a TePOEB, YTO SBIAETCS

PEOKUM MOMEHTOM €IUHEHUS MEXIY TpeMs U3rosiMu. HatpaBuB Ha TypUCTOB CBOXO KPBICY
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Jlapucky, HHlanoksk oOHapy>kuBaeT ux jarepb. OHa KpajgeT KOpOOKY C IMHAMHUTOM U 3aMEHSIET
ee UICHTUYHOM KOopoOKoi ¢ TopToM Uebypariku u I'ensl. ECTh 1oMOp B TOM, 4TO y CBEXKETO
TOpTA U3 MEKAPHU U B3PBIBHOTO YCTPOICTBAa OJMHAKOBAs YIIAKOBKA, KaK Oy/ATO BHEIIHOCTD
SBJISIETCS IIPOCTO O3HAYAIOIIUM, a HE MHAUKATOPOM noanuHHOCTH. Hakonen, Hlamokisk
3aMaHUBAET PbDKUX MYPaBbEB B MAJIATKy TYPUCTOB, IIPUBJIEKAsE HACEKOMBIX CJIaJIKUM TOPTOM.
Omna Takxe pa3dpacbiBaeT MEIBEKbH JIOBYIIKH [0 BCEMY Jarepro, ¥ TyPUCTHI MTONAIaI0TCs B
HUX, KOT/Ia IBITAIOTCS yOexaTh U3 MajJaTK! U CIIAaCTUCh OT MypPaBbeB.

[TyremecTtBue YeOypaiku u ['eHbl B KOHIIE KOHIIOB KOPPEKTUPYETCS, KOT/1a OHU
HAa4YUHAIOT CIEA0BaTh POBHOMY T€UECHMIO peku. Ho 3Ta peka cTaakuBaeTcs ¢ arpeCCUBHBIMU
BTOP’KEHUSIMHU CO CTOPOHBI JIFOCH, UTO Pa3BOPAUMBACTCS B HACTOSIYIO OUTBY IPUPOABI IIPOTUB
YeJI0BEYECKUX MOOYXKIeHUH. Bo-1epBbIX, Mbl BUANM, KaK TYPUCTHI IBITAIOTCS TOWMATh PBIOY,
UCTOJb3Ys AMHAMUT, XOTSI OHH BIIOCJICACTBUU M 0OHAPY>KUBAIOT, YTO €r0 3aMEHIIM Ha KOPOOKY
C TOPTOM. 3aTeM OHM yCTAaHABJIMBAIOT PHIOOIOBHYIO CETh C MPUKPETIIICHHBIM 3BOHKOM, KOTOPBIi
OIOBECTHUT UX 00 yioBe—YexoBckoe pyskbe 3nu3oaa. Ho Goee mokazaTebHBIM SBISIETCS
3MU30/[] C 3aBOJOM, KOTOPBIN pa3pa)kacT MUPHYIO CLICHY U BBICTYNAET IIPEJABECTHUKOM
ycKopeHus: BpeMeHH. OyHKIUS 3aB0J1a MOAYEPKHYTO Oecrosie3Ha: 0oJbIne BETKH JePEeBhEB
KOHBeiiep npeBpariaer B 0ojiee MEJIKUE B HEMPEPHIBHOM U, Ka3aJl0Ch Obl, 0ECKOHEYHOM pUTME. B
pe3ysbTaTe 3TOro OECIOIE3HOIO MpoLecca 00pa3yeTcsl CKOJIb3KUM, YEPHBIN CTOK OTXO/0B,
KOTOPBIH TE€YET MPSIMO B PEKY. DTO CTOIKHOBEHHE JIBYX IOTOKOB: I'PSA3HOI0 OTOKA
COBPEMEHHOCTH U YUCTOT0 NOTOKA Tpaguuuid. IIpsimoe cTOIKHOBEHNHE MEKy HUMU Mbl YBUJIUM
103K B IIU30/1€, Koraa ape3unyika [lanokisaka BCTpETUTCS JIMLIOM K JIMIY C TIOE€30M.

HcTopuuecku cloKuiaoch Tak, 4TO MCIONIb30BaHKue TeinopusM JlennHom u CranuHckoe

CTaXaHOBCKOC NBHUKXCHUC MPCACTABJISAIIN 3aBOJA HCKIIFOYUTCIIBHO KaK IMMPOSABJICHUC BPCMCHHA
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HECMOTpS Ha TO, YTO MapKCUCTCKOM L1ebi0 OBbIIIO PeB30iTH camo BpeMs. Tpyn (Ha 3aBojax u
Apyrux paboynx MecTax) UCIOJIb30BalICA KaK HHCTPYMEHT YCKOpeHHs BpeMeHu. Kak o0bsacHseT
Kstpun Bepaepu B cBoem Tepmune “etatization of time” (3TaTu3anus BpeMeHH), UACOTIOTHS,
TPYI, ¥ BpEMsI CIIMBAIOTCSI BOSJMHO, YTOOBI YCKOPHUTH MPOU3BOACTBO 1 mporpece (Verdery 83). A
naxke nanplue, Beaymue aearenu CoBerckoro Coro3a CTpEeMUIMCh K TOMY, YTOOBI TPY U AOCYT
CIIMITUCH BOeUHO: JIeHNH BBeN cy000THUKH, a CTanuH cBoi J1I03yHr «llsTuneTka B yeTbipe
roaa!» CyO000THUKHM ObUTH BBIXOAHBIMH JHIMHM, KOTJa IpaxkJaHe youpaiau cBoil ropos B
Ka4yecTBE HEOIUIaYMBAaEMOTr0, HO MOOILIPSIEMOTo Tpy/a. JICHHH npupaBHUBAI TSDKENBIN TPy K
KOMMYHHU3MY U CBOOO/IE U, IO CYIIECTBY, CO3/IaJl KBa3H-peaurno3ubiii npa3auuk (Hanson 100).
OH npeBpaTHJI BBIXOJHBIE B 0CO00E rOCYy1apCTBEHHOE, a He IIEpKOBHOE, coObITHe. [ledanbHO
u3BecTHoe crpemiieHre CTanyHa BHIIOJHUTH CBOW MATHIICTHUH IJIaH HA TOJ PaHBIIIe, a TAKXKe
€ro CTPEMJICHHE Pean30BaTh MEUTY O KOMMYHHCTHYECKOM OOIIECTBE CIIOCOOCTBOBAIIO
MOYUTAHUIO €0 XapaKTepa cO CTOPOHBI HaceJdeHus Toro nepuoa. CTanuH onpenessi TPy Kak
HanboJiee BaKHBIH MHCTPYMEHT IS IOCTHXKEHHU 00euX 3TuX nesiei. Bes atmocdepa
coBerckoro Coro3a, 1o CyTH, Bpalllajlach BOKPYT paboThI M TPY/a, a TAaKkKe JTMIYHOU
OTBETCTBEHHOCTH YE€JIOBEKa Mepes O0IbIINUM KOJIEKTUBOM.

MBpI BUieH, KaKoe JTaBICHUE 3TO OTBETCTBEHHOCTh OKA3bIBAET HAa TAKUX JIOJEH, KaK
Huxura n JIto6a B «Pexa Ilomyoansy» n Onera B «Heodensa kax neoens.» VI TOUHO Tak ke B
TpeTbel anu3one « Yebypauika», Mbl BUIIUM TPY/, @ 3HAUUT, U BPEMs, IBITAIOIIEECS 0/10JIETh
npupoxy. Tpya, mo cpaBHEHHUIO C HUKIMYHBIM XapaKTePOM MPUPO/IbI, HAKIIAIbIBAET JKECTKUE
orpaHudeHus Ha BpeMs. Jlocyr ObUT OTOPOIIEH B CTOPOHY, U B TIOTOHE 3a MIPOrPECCOM
Cosetckuii Coro3 IpuHsUII BCE MEPHI, HEOOXOAMMBIE [T CO3IaHUs UIUTIO3UH dPPEKTUBHOCTH,

PaBCHCTBA U CBOGOI[I:I, KOTOPBIC, IO MHCHUIO COBCTCKUX JINACPOB, JOJI’KHBI OBLIH CTATh
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pe3yabTaToOM OecTIpephIBHOTO KOJUIEKTUBHOTO TpyAa. “An economy geared to the overfulfillment
of norms and the setting of records by enthusiastic shock workers, coordinated by heroic
"engineers without a watch," could not in the long run win the battle against time” (Hanson 161).
3aBoj B MyJIbTQHIBME HE TOJIBKO HaBI3YMBBIN MOHOJIMNT, 3arps3HAIONINN PEKy, HO U
MPEJCTaBIsET CO0O0M TO, UTO CTANIO HEAOCTATKAMU MAPKCUCTCKOTO Iporpecca BO BpeMeHa
coznanust YeOypamku.

Taxum 00pa3oM, CUMBOJIMKA PEKH Ha MEepeIHEM IIaHe U 3aBOJia Ha 33 JHEM— 3TO
CTOJIKHOBEHHE TeMIiopaiabHocTel. [lyTemecTBys no peke, I'ena u YeOyparika BCTpeyaroT AByX
JeTel, NCTIauKaHHBIX 3aBOJICKUMHU 3arpsa3HeHussMU. Bosmyennslit ['ena uaer B oduc x
IUPEKTOPY 3aBOJIA, UTOOBI JOOUTHCS cripaBeTMBOCTH. Kak ['eHa 00bACHSAET CUTyaIuio
TUPEKTOPY, AUPEKTOp BUAMT 3yObl ['eHbl 1 iBHO HamyraH. OH 3aKpbIBA€T Pa3UHYTHIA POT
KPOKOJMJIA U TIOJO3PUTENHHO OBICTPO MPUCITYIINBAETCS K x)ayobam. /lupekrop TyT ke Oeper
TpyOKy, 4TOOBI IPUKA3aTh 3aKONaTh TPyOy, OHAKO OH HE 3aKphIBaeT 3aBoJl. Kak Tonbpko
YeOypamka u ['eHa yxoasT, OH OXJIaXKAaeT ce0sl BeHTWIATOPOM. PO HEOXKHUIaHHO MEHSIOTCS
MeCTaM, M paHee CyIIeCTBOBABILAs IMHAMMKA BIACTH NojpkiBaeTcs. TpyOy 3akanbiBaioT, 1 ['eHa
MIEPBBIM IBITACTCSI UCKYMAThCS B OYMIICHHOM peke. OHAKO OH BBIACHSET, YTO pEKa OCTalach
TaKoM ke rpa3Hoil. M3-3a 3akonaHHoOM TpyObl OTXO/BI € 3aBOJIA TEIIEPh MOMAAIOT B BOLY Yepes
3emio. JKenast momoub, ['eHa HBIpSET BHU3 U NIEPEKPBIBAET TPYOY CBOMMU TEJIOM, 3aCTaBIIASA
TEM CaMbIM CTOK OTXOJIOB T€4b 00paTHO B 37jaHKE 3aBoja. HakoHel, peka cHOBa 4ucTasi, a
IpUPOJa HETPOHYyTast Oarofapsi OAHOMY CUMIIATUYHOMY Kpokoawity. Korna I'eHa BeribiBaeT Ha
MOBEPXHOCTh, OH 3aIyThIBATHCS B CETH TYPUCTOB, M 3BOHOK HAaUMHAET 3BeHETh. Bece Tpoe OeryT
MIOCMOTPETH Ha PrIOY, KOTOPYIO OHH MOMMalH, HO HaXoaAT [ eHy U B cTpaxe yoOeraror.

[ITanoxiisik HaTpaBIMBAET HA HUX JIapUCKy, U OHU BIIBOEM I'OHSTCS 32 TypPUCTAMM.
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B Gmaronaprocts 3a moctynok UeOypamiku u ['eHbl 1BOE IETEH ¢ peKu AapsT UM
JSTYIIOHKA. DTO 3KCIICHTPUYHAS CIIeHa, B KOTOpoi Uebypaiika oTIryckaeT CBOM MMOIapoK Ha
CBOOOY, 1a)ke HECMOTpPS Ha KOMMEHTApHI MalbulKa, YTO «OH 3eJeHblit!» [Toka repou xayT
noeszaa, Mel BUAUM [llanokisik Ha Ipe3nuHe, KOTOPYIO TOJKAIOT TPOE TYPUCTOB. 3aT€M 3Ta
JPE3UHA Bpe3aeTcs MPAMO B I10€3]1, YTO CUMBOJIU3UPYET CTOJIKHOBEHHUE CTAPOM UIECOIOTUU U
coBpeMeHHoro nporpecca. [llanokisik Bo3Bpamaer ey YeOypaiiku u ['eHbl 1 BEICTpanBaeT
TYpPUCTOB B 04epe/ib, YTOOBI yOSAUTHCS, YTO BCE B MOPSAKE, BHIKPUKUBAS BOCHHbBIE KOMaHIbI
(«A ny, pasusiice! IIpuBectu ce0s B mopsinok!») B rpanano3znom ¢puHame oHa TSHET 3a
JETOHATOP AMHAMHTA, KOTOPBINA TypHcT 1o uMenu Ilets cHoa B3sn y Uebyparku. [Tpoucxonut
B3pBIB, U TYPUCTHI YOeraroT B mocieanuit pa3. 3atem Lllanokisk Bo3Bpamaetr Yebyparike u ['ene
OuJIeThI Ha TI0e3]] U, HECMOTPS Ha BCE ee Mpo/IeiKH, | 'eHa nmpeanaraeT eif Mecto B BaroHe ¢
YeOyparkoii, a cam ne3et Ha Kpbliny. B ¢dunanpHO# ciiene YeOyparika, a 3arem u lanoxisik,
MIPUCOEANHSIOTCS K ['eHe Ha Kpblie. DNN30/] 3aKaHYMBAETCS TEM, 4TO [ '€Ha MOeT U3BECTHYIO

necHo, «I"oxy0oii Barox.»

Chapter 7: Straying from the Tracks

Tarkovsky, Andrei. Still from “Stalker”. 1979.
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The music of Cheburashka is impressive in its longevity, considering it was only
intended for a children’s series in the seventies. The two most popular songs are sung by Gena:
“ITyctb OeryT Heykimtoxe” (Pust’ begut neuklyuzhe, known often as “Krokodil Gena’s birthday
song”) and “I"omy6oii Baron” (Goluboi vagon, meaning blue train car), both of which have
endured great popularity. In Russia, Gena’s birthday song is as essential as the traditional
“Happy Birthday” tune, and “I"omyGoii Baron™ is an instantly recognizable tune, invoking
nostalgia for many. Listeners old and young hear the songs today and are swaddled by comfort,
and sometimes—often—sadness. Because the tunes from Cheburashka are not the typical songs
geared towards educating young kids, with simple lyrics in a jovial, major key. “ITycts OeryT
Heykioxe” and “T'oiy6oit Baron” do nothing to advance the plot in the series, but exist in a
unique temporality, stopping time and passing it both at once, with melancholy lyrics and sad
melodies. As the latter song appears in the episode, “Shapoklyak”, I will be focusing on
“T"omy0oii Baron”.

Throughout the episode, variations on “I'oy6o0ii Baron” are nearly exclusively scoring
the scenes where Cheburashka and Gena are alone, slowed down and in different
instrumentations. Old lady Shapoklyak’s tricks and the tourists’ schemes introduce new playful
melodies, yet the two lonely animals’ theme stays the same, stuck on a loop. “I'oiry0oii Baron™
starts the very last scene of the episode: Shapoklyak joins Cheburashka and Gena on top of the
train car, pushing Gena’s accordion into his hands and commanding him to play. There are
interesting connotations in Gena’s signature instrument, the accordion—which is not technically
an accordion. The instrument is a rapmoruka (garmoshka); A truly Russian folk instrument, it is
distinct from the more Western piano accordion by its buttons instead of piano keys, and smaller

size. There is unmistakable loneliness in Gena’s use of the garmoshka, solitarily emitting
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melancholy and minor tunes. One human (or crocodile) can replicate the fuller sound of multiple
musicians by playing the melody line, bass line, and chords simultaneously—it does not prompt
an accompanying musician. The garmoshka’s portability also makes it an ideal instrument for a
floater, not needing a home. Combining these attributes with the instrument’s folk roots, Gena’s
companionship with the garmoshka is a symbol of his eccentric, individualist, and even
backwards attitude towards the future of the Soviet Union. As Semyon Babayevsky writes in his
short story “Grackles”, “Yasha kept his tufted head bent over the bellows and paid no attention
to the children or the old woman; he just went on softly playing a sad tune.” Here, Babayevsky
paints the garmoshka as a solitary and unassuming instrument (Reeve 16). Gena similarly
retreats to his reclusive garmoshka, lamenting on the rapidity of day-to-day life of the Soviet
Union.

I'oy6oii BaroH, even without the lyrics, is an undeniably melancholic song. But the
instrumentation starts out deceptively, nearly lively; a percussive arrangement of horns and
strings in a minor key mimic the steady chug of the train. The staccato, see-sawing bassline is
playful, and the wind instruments create a whimsy mood—even an upbeat garmoshka phrase
interjects. But Gena comes in wistfully, and noticeably a bit off the tempo of the instrumentation,

which has switched from a frolic, to obedient following Gena’s lead. The lyrics ensue:

MeneHHO MUHYTHI YIUTBIBAIOT B 1aJIb, Slowly the minutes recede into the distance,
Berpeun ¢ HUMM ThI yKe HE KIH. Don’t expect to see them again.

W X0oTs HaM NpoII0e HEMHOIO XKaJlb And even though we mourn the past a little bit
Jlydiee, KOHEYHO, BIEPEIN. All the best, of course, is still ahead

Gena begins to sing about the slow passing of time, sorrowfully but more so, thankfully, letting
the past wash by, expectant of a future that holds better. There is also a slightly comedic note in

Gena’s “of course” in the last line of the verse. It reads as a knowing wink to the Soviet Union’s
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assurances of a Marxist happy ending that has been ingrained into everyone’s ideology, an

ending that has not yet arrived.

[Tpunes: Refrain:

CkarepThlo, CKaTEPTHIO Smoothly, effortlessly

JlanbHul MyTh CTENETCA, The long path spreads out

U yniupaeTcst npsiMo B HEOOCKJIIOH. And runs straight into the horizon
Kaxxnomy, kaxaomy Everyone, everyone

B nyumee Bepurcs... Hopes for the best

Karurcs, katurcs And our blue train car

I"omy6oii Baros. Rolls forward

The chorus describes a kind of waiting, in which there is anticipation for this better future, but no
one takes action to make it come sooner. Everyone is content sitting, as they observe a seemingly
endless road towards the aforementioned happy ending. The train car notably is rolling

lackadaisically, rather than rushing with urgency.

MoskeT, MBI 00UAETTH KOTO-TO 3ps, Perhaps we hurt someone needlessly
Kanennapp 3akpoet cTapblil JIUCT. The calendar will turn that page for us.

K HOBBIM NPHUKITIOUEHHUSIM CHEILIUM, JPY3bsi. Towards new adventure let’s run my friends.
DO, nprubaBb-Ka X0y, MAIIUHUCT! Hey, driver, speed it up!

The second verse is interesting because it suddenly asks for a speeding up of time to leave the
past behind—as opposed to inching closer to a perfect future. There is no atonement or
accountability behind the hurt that was inflicted, and it is not clear exactly who was hurt, or who
the “we” is, that caused it. The future the train is now rushing towards is not necessarily

“myumee” (better), only new.

[Ipunes: Refrain:

I'omy0oii BaroH O€XHUT, Ka4aeTcs, The blue car races and shakes,

Ckopslii Toe31 HaOMpaeT XOI... The express train’s picking up speed

AX, 3aueM ke 3TOT AeHb KOHYaeTCs, But why does this day have to come to an end,

[TycTs ObI OH TAHYJICS LIENbIH rof! I wish it would last the whole year!
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(Fishzon 553)

The song closes as Gena’s wish is granted. After prompting the driver to accelerate, the
train becomes unstable, and Gena becomes worried about the disappearance of the perfect day
spent in slowness. “T'omy0oii Baron™ in its entirety is about existing within a deliberate
deceleration, unmotivated by neither the past nor the future. There is no notion that there is
resolution, or an arrival at the “better” time. Both “T"onmy6oii Baron™ and “Ilycts Geryt
Heykioxe” serve as doleful breaks for those enveloped by the Marxist temporality, both
poignant meditations on unhurriedness.

One would be remiss to dive into the message of “I"omyGoii Baron™ without
contextualizing it within the wider expanse of traditionally Soviet music. For example, a

'9’

complete antithesis can be heard in Georgi Sviridov’s “Time, Forward!”, released as the theme
for a Soviet film of the same name in 1965. The song was an unofficial anthem of the Soviet
Union, most often associated with workers and industrial progress. Similar to “I"oxy6oii Baron”,
“Time, Forward!” opens with percussion that imitates the workings of an engine or motor, but
this time it is frenzied, a stressful metronome that reminds one of the urgency of meeting an
impossible deadline. The piano melody is a repetitive, short, and plucky minor tune, punctuated
by intense and anthemic ejections of horns, like steam bursting out under pressure. There is a
break in melody when the strings enter and it sounds almost as if they are struggling to keep up,
distinctly higher pitched and shriller in resonance than the rest of the orchestra. As the melody
crescendos both in volume and as it runs up a scale, the song is accentuated by shatterings of
cymbal, building towards a grand—nothing. The crescendo is cut off abruptly by a looping of the

first section of the song, and the frenzy starts anew. Played back-to-back with “I"omy6o0ii Baron”,

the desires of both songs could not be split further apart. “Time, forward!” is an exemplar of
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everything the Soviet Union wished to embody, while “I"omy60ii Baron™ provides an utterly anti-
Marxist passing of time. They represent two hopes from two different times.

At the end of the episode “Shapoklyak”, the train fades off into the distance and there
appears a peculiar sight. Beside the never-ending train tracks lies a purposeless railroad switch.
Is this perhaps a symbol for the mere facade of change and progress that the Soviet Union
presents? It is unclear whether the lever has been pulled or not, but it is meaningless except for
its optics, as there is no other track for the train to travel on. Shapoklyak, Cheburashka, and Gena
sit backwards on the train, looking forlornly onto the path that they have already traversed. The
train does not move towards the cityscape, where the characters have travelled from, but fades
into oblivion just as the song ends. While ““all the best, of course, is still ahead”, the trio stays
focused on the past. One can imagine that Shapoklyak, Cheburashka, and Gena continue existing
in their eccentric temporality—one that is not concerned with maintaining progress and ideology

but flowing backwards against the Marxist agenda.

Conclusion

@sovietvisuals Instagram account. 2022.
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Conclusion

The popularity of the eccentric Cheburashka within Soviet culture is both remarkable and
ordinary at the same time. Ordinary, because even in the most censored periods of Soviet Union,
the saturated ideology of Marxism and its goals to speed up time managed to completely be
subverted. This idea can contrast Katherine Verdery’s “etatization of time”, while which is a
veritably true account of the state’s intent (with its long lines, communist holidays, etc.), there
existed simultaneously a successful resistance to this tool, especially burgeoning in the time of
late socialism. In the works of Andrei Platonov and Natalya Baranskaya, one can witness how
the individual oppositions to the coopting of time by the Party have been rife in literature and life
since the beginning of the Soviet Era. But after Stalin’s death, Khrushchev’s Thaw laid way for
Brezhnev’s Era of Stagnation, from which emerged a hyperreality. A time which lacked leaders
who commanded fear, and when the strongest implementations of Soviet ideology were only
references to previous times. Thus, appearances trumped real meanings to keep the machine and
collective mentality of the Soviet Union under total state control. In the realm of children’s
animation, we begin to see innocence as an artful sheath to bypass censorship, the result of which
is the birth of undeniably, non-socialist-realist Soviet animation.

While originally an effort to surpass the West (specifically, Walt Disney’s) rapid
productions of children’s cartoons in the United States, the medium of stop-motion became the
most common and successful type of animation in the Soviet Union. Stop-motion itself is an art
of queering time and manipulating temporalities in fragmented motions and puppeteering. But
the tropes of these cartoons show ideologies at odds as well. In Cheburashka, the three main
characters of the series are, at surface-level, archetypical of children’s animation and Soviet

ideology. There is the benevolent child, who is learning how to be good and navigate new
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challenges. There is the friendly teacher-figure, who teaches the child how to perceive right from
wrong. And there is the villain, who, in their attempts to sabotage the protagonists, represent the
values that one should shun in society. But the difference lies in the inherently late-socialist
aesthetic of it all—Cheburashka, Gena, and Shapoklyak, are all lonely and ultimately want to
find others like them who desire the slowing-down of time and a divergent temporality. In the
third episode of the series, “Shapoklyak”, we see many tropes that are subverted through a post-
Soviet and late socialist lens. Most of the characters, exclude and deceive Cheburashka and
Gena, with a very non-Soviet manner and mentality. More than Shapoklyak does, the factory—a
symbol of industrialism, time, and progress—plays the villain. And of course, Shapoklyak, the
emblem of old ideology, becomes an antihero and exemplar for doing the right thing in standing
up for her friends. The peculiar script and most notably the melancholy song “T'omy6oii Baron”,
are lyrical characteristics that set the show apart from others of its time, and poignantly speak to
the longing for a slower pace of life and acknowledge how the “better” times never arrived.
Despite the final episode of Cheburashka debuting in 1983, the cartoon series has
sustained at a monumental level, popularity in Russia, former Soviet Republics, and worldwide.
For example, for four continuous Olympics in the 2000s, the fuzzy, large-eared creature served
as the official Russian mascot. In Japan, Cheburashka was remade as a feature film in 2010,
garnering national adoration. Even now, there is a movie in the works set to be released in 2023,
where Cheburashka will take on the modern media of CGI and live-action film. For many today,
the images of Cheburashka overwhelmingly evoke the feeling of nostalgia, even for those who
did not grow up knowing and watching the series. It is an artform that, in a way, has been
overlooked, in vain of its cuteness, reminiscent value, and most overbearingly, the series’

reputation as a token of Soviet childhood. But it is crucial to acknowledge that very likely, the
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reason for the cartoon’s popularity during the Era of Stagnation until now, is due to Soviet
citizens’ resonance with the melancholic and lugubrious sentiments of the show’s character,
messages, and songs. They related to the characters’ hope for a different temporality and reality,
one where time is not set to a single track and speed. And the idea that such an emblematically
and stereotypically “Soviet” piece of culture can be perceived (whether completely consciously
or not) as anti-ideological, and specifically anti-Marxist, presents the possibility for
understanding other Soviet art of the epoch as not just toeing the party line, but as diverging from

the existing political and social conditions, despite their deceptive fronts.
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