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NIntepatypHbIit UHCTUTYT MMeHn A.M. FTopbKoro,
123104 r. MockBa, Poccuiickas ®egepaumn

O6pa3 u moTus paxkeHbix B Komeguu A.H. OctpoBckoro «begHoOCTb
He NOPOK»

AHHOTaumAa. Komeana «begHocTb He NOpoK» HanucaHa A.H. OCTPOBCKMM KaK CBATOYHAA, NO3ITOMY

ee LeHTpanbHbIi 06pa3 — npasgHUYHOE HapoAHOE ryAsiHUE C NECHAMM, UTPaMU U paxkeHbIMK. B cTaTbe
PaCcCMOTPEHbI POJIb PAXKEHbA MeABELEM N KO30M B HAPOAHbIX 06psaaax, paxKeHbe Kak meTadpopuyeckan
XapaKTEePUCTMKA repoeB N CKBO3HOM MOTMB B 3TOM Nbece. PUTyanbHOe 3HaYeHWe PAXKEHbA — Pa3pyLUnTb
rPaHMULbl PeasbHOro MMUPA, BbI3BaTb BCEOOLIUNIA, pUTYa/IbHbIN, })KU3HECTPOUTE/IbHLIN CMEX, 0OMaHyTb

1 nobegmnTb 310 — NPOCNEKMBAETCA U B CloXKeTe Komeauun. CLeHa C HACTOALWMMM PAXKEHBbIMM NepeiomHan
B Nbece: Nocae Hee CI0BHO TEMHas CUAa NPOHMKaeT B A40M TopLOBbIX, YUTOObI NOXMTUTb A04b-KpacaBuLy.
TaK B CBATOYHYIO NMbecy BXOAAT CKa304YHble MOTMBbI U 06pasbl. BocxumiueHHbIN oT3biB A.A. [puropbesa

B cTuxoTBopeHun «MckycctBo n npasaa» (1854) o nepsoli NocTaHOBKe Komeauu «beAHOCTb He MOPOK»
B Manom TeaTpe (1854), potorpadumn M.M. NaHosa 1888 r. no3BOANAN NPEACTAaBUTb, KaK Bbina
BOMJ/IOLLEHA CLEHA C PAXKEHbIMU Ha TeaTpanbHoM cueHe B XIX B. B nbece «begHOCTb HE NOPOK» psirKeHbe
CTaNo CKBO3HbIM MOTMBOM, Y4aCTBYIOLLMM B BbICTPanBaHUM CUCTEMbI 06pa30B NepcoHaxken. Knouesol
06pas paxeHoro — /Tlobum TopLoB: NOBUAMMOMY, OH Y4aCTBYET B CLLEHKE C pAXKeHbIMU B 06pase cTapuka,
roBOpUT B BanarypHom cTuse, Noc/e pa3opeHmsa OH LIYTOBCTBOM 3apabaTtbiBan Ha *KM3Hb. Ponb Jllobrnma
TopuoBa B Ky/IbMWUHALUWK Nbecbkl BeAyLlasn, Tak Kak MMEHHO OH, B 06pa3e pAMKeHOro, C/IOBHO BO/LLIEBHbIM
NOMOLLHWK, pa3obnayaeT KopllyHOBa 1 cnacaeT CBOIO NAEMAHHULY. B nbece ecTb psarKeHble

B meTadopuyeckom cmbicne: Nropaen Topuos M MON0OAOM Kynew, Pasntonnes, Kaxabli MOCBOEMY pAAATCA
B ropoaHuHa, pabpuKaHT KOpLIYHOB — MOLUEHHWK, NPAYYLLMIA UCTUHHOE NMLO NOA MacKkon. KOHPANKT
Nbecbl 3aKAKYaETCA B NPOTUBOCTOAHMUMN B KyNneyecKon cembe NaTpuapxanbHOW, HapPOAHOM Ky/bTypbl

W KY/IbTYpbl FOPOACKOM, YyXKa0M 3ToM cpeae. [aHHbI KOHOAUKT Hallen BbipaxKeHue 1 B obpasax
PAMKEHbIX: C O4HOW CTOPOHbI, HACTOALLNX, CBATOUHbIX, INTyBOKO HapoAHbIX, a C APYroin — MHUMbIX, rae
BMECTO BPeMEHHOM Npa3gHUYHOM MACcKM HaZeTa NoBcegHEBHAA INYMHA.

KnioueBble cnoBa: HapoaHasa Ky/abTypa u antepaTypa XIX Beka, CBATOYHAsA Nbeca, 06pas pArKeHbIX
B ApamaTyprim XIX Beka, MOTUB pAXKeHbA B Komeamu A.H. OCTPOBCKOro, CKa3o4HbIN CIOXKET U KOHBIUKT,
CueHnYecKkoe BonsolleHMe 0bpasa pArKeHblx
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The image and motif of mummers in A.N. Ostrovsky’s comedy “Poverty
is Not a Vice”

Abstract. The comedy “Poverty is not a vice” was written by A.N. Ostrovsky as a Christmas play, therefore
its central image is a folk festival with songs, games and mummers. The article examines the role

of dressing up as a bear and a goat in the folk rituals, mumming as a metaphor, as a characteristic

of the heroes and a recurring motif. The ritual significance of mumming is to destroy the boundaries

of the real world, to evoke universal, ritual, lifebuilding laughter, to deceive and defeat evil. These
functions are also traced in the plot of the comedy. The scene with the real mummers is a turning point
in the play, after which it seems as if a dark force penetrates the Tortsovs’ house to kidnap their beautiful
daughter. Thus, fairy-tale motifs and images enter the Christmas play. A.A. Grigoriev’s enthusiastic



review in the poem “Art and Truth” (1854) about the first production of the comedy “Poverty is not

a Vice” at the Maly Theater (1854), as well as photographs by M.M. Panov from 1888, allowed

us to imagine how the scene with the mummers was embodied on the theater stage

in the XIX century. In the play “Poverty is not a Vice”, mumming became a recurring motif, participating
in the construction of the system of characters’ images. The key image of the mummer is Lyubim Tortsov.
Apparently, he participates in the scene with the mummers as an old man, speaks in a jester’s tone, and
after his ruin earned his living by buffoonery. The role of Lyubim Tortsov in the culmination of the play

is the leading one, since it is he, in the image of the mummer, like a magical assistant, who exposes
Korshunov and saves his niece. The play contains mummers in a metaphorical sense: Gordey Tortsov
and the young merchant Razlyulyaev, each in his own way wants to appear as a city dweller,

the manufacturer Korshunov is a swindler hiding his true face under a mask. The conflict of the play lies
in the confrontation in the merchant family of the patriarchal, folk culture and the urban culture, alien

to the Russian merchant environment. This conflict is expressed in the images of the mummers:

on the one hand real, Yuletide, deeply folk, and, on the other hand imaginary, where instead

of the temporary festive mask, an everyday guise is put on.
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