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THE ART OF SPEAKING ODESSAN: ISAAC BABEL’S ODESSAN PHRASEOLOGISMS
AS ‘FIXED UNITS OF LINGUISTIC ART’ IN TELE-CINEMATIC CONTEXT

Summary. The aim of this paper is to establish whether certain phrases employing what is called ‘Odessan language’
in Isaac Babel’s Odessa Stories can be considered a reflection of reality, a reflection of the myth of Odessa or a purely
artistic creation. In order to do so, I demonstrate how these phrases are rendered in the following film adaptations of
Odessa Stories: Benya Krik (1926), Iskusstvo zhit’s v Odesse (1989), Bindyuzhnik i Korol’ (1989) and Zakat (1990).
The novelty of present research lies in the consideration of such phrases as ‘fixed units of linguistic art’, which presumably
serve as markers and are applied with ornamental or location defining purposes adding the Odessan color. In my analysis
I proceed by pinpointing the salient features of each film, their similarities and differences, and then turn my attention to
illustrating how Babel’s trademark citations are inserted in the dialogue. The results of the analysis show that especially
in the more recent films the presence of fixed units of linguistic art is notable, although the original narration undergoes a
significant change. In the conelusion, I respond to the original task setting by stating that while in the films Babel’s Odes-
san language is presented as an artistic creation and as a reflection of a myth, it is not possible to exclude, that originally
it also reflected the reality of set time period and location.
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Introduection

Isaac Babel’s (1894-1940) significance to Russian and world literature is notable and, among other
things, he has been defined as ‘the greatest writer of Russian Jewry’. Numerous scholars have dedicated
papers and books to Babel’s works [17; 26; 28; 41], the Jewish cultural aspect of his texts [15; 16; 23;
26; 27], his position as a Russian Jewish or Jewish Russian writer, and even his physical appearance
[20]. Nevertheless, his persona and his works have repeatedly been subject to controversy, especially
in what comes to his use of Russian language. On the one hand, his stylistic solutions, playing with
contrasts, his use of criminal jargon or other non-standard language phenomena are his greatly ad-
mired trademarks [37]. On the other hand, a great discussion regards his use of Odessan language in
Odessa Stories. Some of the critics, such as the Odessan author Valeriy Smirnov, deny any resemblance
of Babel’s Odessan language to the reality [30]. Others dismiss his colorful metaphors and the so-
called Odessisms simply as bad command of Russian language, as Yiddishisms [24] or as ‘Yiddish- and
Ukrainian-inflected jargon’ [15, p. 313]. However, Babel’s Odessa Stories and the peculiar language
of Benya Krik and other infamous gangsters from Moldavanka have become the reference point of film
and television industry, whenever there is a necessity to recreate a fictional or actual Odessan setting.

As to the authenticity of Babel’s Odessan language, according to Paustovsky’s account [22], Babel con-
sidered himself as unable to use imagination or to invent things, which in practice meant that everything
he wrote, he had to experience firsthand. This also applies to Odessa Stories, as to be able to write about
Moldavanka and its notorious inhabitants, Babel rented a room there, in order to observe and immerse
himself in the atmosphere and the language of Odessan lowlife. At this point, a question arises: is the
Odessan language in Odessa Stories a reflection of reality, a reflection of the myth or an artistic creation?

Babel used the so-called Odessan language, also referred to as Odessan Russian or the Odessan
koiné, widely diffused in Odessa especially before the Second World War [more on Odessan language
e.g. 3; 7; 11; 18; 32; 36] for the precise purpose of recreating the atmosphere of Moldavanka and the
Jewish gangsters. Later, in film adaptations of his works, some particular Odessan expressions and dia-
logues, as written by Babel, have been applied without major changes, whereas the surrounding literary
context has been stretched and re-adapted to correspond to the director’s vision of the film-to-be. Thus,
on the one hand, Babel’s Odessan language can be seen as heirloom, a shibboleth [33], which is passed
from generation to generation, nearly unchanged. On the other hand, many other films and television
series, which are set in or inspired by Odessa, use the Odessan language that carries similarities to
Babel’s creation, and thus these versions of Babel’s language can be compared to graphic reprints, or
variations of musical themes.

Task setting

The aim of this article is to demonstrate that certain variants of language, and in this particular case,
of Odessan language used by Babel, can be approached as forms of artistic creation or works of linguistic
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art, and not solely as means of communication. My hypothesis is that the Odessan language recreated
by Isaac Babel’ in his Odessa Stories has since acquired a life of its own and has been used in cinematic
adaptations as an artistic pattern. I also argue that in film (and television) some peculiarities of Babel’s
Odessan language are often employed to add some Odessan color, odesskiy kolorit, to an otherwise ap-
parently neutral or non-defined linguistic context. For the purposes of this article, I will use the defini-
tion ‘fixed units of linguistic art’ to indicate Odessisms written by Babel. I refer to them as linguistic art
by virtue of them being parts of Babel’s artistic creation and also of them being subsequently employed
in films in ornamental, atmosphere-creating function. By fixed unit I refer to the immutability of said
phrases when rendered on screen, notwithstanding the otherwise modified narrative sequences. In other
words, while Babel’s original narrative structure undergoes a notable change in various cinematic rendi-
tions of Odessa Stories, his Odessisms appear in all of them practically in their original form.

Language and art(s)

Comparisons between language and various art forms have frequently elicited debates. Gardner-Chlo-
ros claims that parallels between code-switching in language and art can be drawn [5]. Another exam-
ple is the idea of a language of film or viewing film as a language. It was popular especially among early
Soviet filmmakers and theorists, such as Lev Kuleshov, Vsevolod Pudovkin and Sergei Eisenstein, who
sustained that shot sequences played the role of sentences and individual shots of words, and that film
could be compared to a pictorial language [6, p. 51]. Instead, Christian Metz developed a ‘systematic
theory of film as language’ [ibid.]. Huttunen claims that even the montage principle ‘as a method of
organization in which something complete is expressed via its discrete elements’ can be applied to lan-
guage [10, p. 165]. This approach is particularly relevant when applied to the 1926 mute film Benya
Krik for which Babel wrote the script, adapted from Odessa Stories, and which initially was supposed
to be directed by Sergey Eisenstein, but was then commissioned to Vladimir Vilner.

Gaut criticized and opposed the idea of film being comparable to a language, sustaining, for exam-
ple, that single shots cannot be considered words of a language, as ‘there is a finite number of words
in a language, but there is no upper limit on the number of distinct photographs that can be taken’
[6, p. 52]. However, in this context I take the liberty to disagree, as it is not true that substantially
a language has a finite number of words. Taking into account the constant input of neologisms into
the lexicon, the dialectal and phonetic variation, or the fact that even when some of the words become
obsolete, they do not completely disappear, and eventually resurface, potentially this number becomes
infinite. We cannot say that a language is saturated, and no more words can be added to it, and con-
sequentially, the potential number of combinations of words is thus equally infinite. This is especially
relevant in cases of synesthetic metaphors, which in many instances combine words into sentences
impossible at first glance.

Babel as an artist

Art was an essential part of Babel’s personal life and his works. According to Sicher,

A theme running through much of Babel’s mature prose of the 1920s is the power of art to transform
the familiar into an unexpected revelation [---] Babel’s wide reading predisposed him to follow no one
artist or movement, but unpublished notes which he made as a young man [---] show an overwhelming
preference for nineteenth-century West European culture and for the Renaissance [25].

Novitsky writes that Babel’ perception of life is similar to a painter’s, in his writings the use of strong
lines is combined with a feast of colors [21]. He had a tendency to paint with words, to the point that
Stepanov defines the language of his short stories ornamental [31]. Babel’s works are rich with synes-
thetic metaphors [19], which in other contexts may be perceived as a poetic device, but when inserted in
the Odessan language environment, do not stand apart from normal dialogue. Traditionally, synesthe-
sia is ‘the phenomenon in which one sense is felt, perceived, or described in terms of another’ [4], and
synesthetic metaphors are phrases, which unite concepts normally not possible to combine, for example,
‘they sang in rich voices, these patches of orange and red velvet’ [1, p. 19]. I argue that this definition
can be extended to comprehend cases of linguistic interference, when words or multi-word structures
from two or more languages are brought together for the sake of artistry or expressive power. This is to
say that Odessan language in itself is highly synaesthetic and often combines words and phrases in se-
quences that in standard Russian language would result strange, thus producing vivid linguistic images
and metaphors, difficult to obtain using only one language.

Odessa Stories in film

Having established that Odessan language expressions in the Odessa Stories can, indeed, be regard-
ed as fixed units of linguistic art, I aim to illustrate how they are applied and recreated in the tele-cine-
matic context. The most relevant film adaptations of Odessa Stories are the following:

1. Benya Krik (1926), director Vladimir Vilner, screenplay Isaac Babel.

2. Iskusstvo zhit’ v Odesse | The Art of Living in Odessa (1989), director Georgi Yungvald-Khil’kev-
ich, screenplay Georgi Yungvald-Khil’kevich, Georgi Nikolayev.
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3. Bindyuzhnik i Korol’ | The Drayman and The King (1989), director Vladimir Alenikov, screen-
play Asar Eppel, Vladimir Alenikov.

4. Zakat | Sunset (1990), director Alexandr Zel’dovich, screenplay Pavel Finn.

Of the more recent renditions the television series Zhizn’ ¢ prikluycheniya Mishki Yaponchika (The
Life and adventures of Mickey the Jap, 2010) can be mentioned in this connection. It is based on the
legendary Odessan gangster, Mishka Yaponchik, whose figure supposedly inspired the character of Ba-
bel’s Benya Krik. However, this is not a direct adaptation of Odessa Stories, and for this reason I chose
to omit it from a more detailed analysis in present article. It is, though, to be observed that many of the
dialogues in said series are influenced by ‘Babelesque’ stylistic intonation.

Babel authored several screenplays during his career [9], but the most prominent one is his seript
for the 1926 Benya Krik. Notwithstanding the fact of it being a mute film, it is not to be overlooked in
this connection as the scenes featuring written descriptions and dialogues (intertitles) provide import-
ant period specific linguistic evidence. Benya is played by Yuri Shumsky (also known as Yuri Shomin,
1887-1954), a Tiraspol (Moldova) born actor who moved to Kherson (Ukraine) at the age of 13, where
he studied until he was expelled in 1906 due to his revolutionary activities. Contrarily to the original
Odessa Stories, the revolutionary ideological aspect is more present in Benya Krik from the very begin-
ning, so it is also symbolical that Shumsky had a history of ideological battle.

Visually, Benya Krik is an excellent example of the avant-gardist aesthetics of ugliness [8], char-
acterized by the abandonment of bourgeois prettiness of the previous decades; some scenes, such as
Benya’s sister Dvoyra’s wedding, literally feast upon the grotesque wedding guests, their freakish phys-
ical features and animalesque behavior. If we draw a parallel with the same scene in The King, we can
observe that the film rather faithfully reproduces the atmosphere of barely controlled ecstatic chaos
described by Babel’:

Odessa’s paupers got their hands on Jamaican rum at Dvoira Krik’s wedding, sucked up their fill
like treyf pigs and raised a deafening clatter with their crutches. Eichbaum undid his vest, gazed at
the stormy gathering with narrowed eyes and hiccupped lovingly. The orchestra played flourishes. [---]
Lyova the Russkie smashed a bottle of vodka over his beloved’s head. Monya the Gunner fired a shot
in the air [1, p. 24].

Against the background of ugliness provided by the wedding guests, Benya stands apart, resulting
nearly aristocratic and groomed. In the film, his fashionable mise andcarefully coiffed hair even carry
a fleeting resemblance to Sergey Yesenin, the embodiment of the romantic figure of the restless and
doomed poet.

Within the overwhelming context of Moldavanka, where, according to some contemporaries, a vast
majority of inhabitants was formed by criminals [35], Babel” attempted to insert some glimpses of mo-
rality and honor by depicting Benya Krik as brutal, but fair in his own way (e. g. his swift punishment of
Saveli Butsis after the latter shot Joseph Muginstein during the Tartakovsky shake down in How It Was
Done in Odessa). Even his gangsters show traits of respect and humanity, even generosity [29]. This
aspect might have been connected to the growing tendency of some journalists to restore Moldavanka’s
image, claiming that, contrarily to the rooted belief that no good person could come out of Moldavanka,
many of its inhabitants were respectable people with aspirations not unlike those of the middle-class
central city dwellers [35].

The wedding is one of the crucial moments in the narration, and it is also the scene that is repeated
in all of the adaptations, with due variations. It is during the wedding that the following dialogues take
place:

‘Listen King’, said the young man, ‘I’ve got a couple words for you. Aunt Hannah sent me, from
Kostetskaya Street...’

All right’, sain Benya Krik, whom everyone knew as the King. ‘You got words? Spill.”

Aunt Hannah, she told me to tell you there’s a new chief in town, took over the police station yester-
day...’
y‘KneW about that the day before yesterday’, said Benya Krik. ‘Keep talking’ [1, p. 20].

‘Benya,’ said Krik’s papa, an old drayman who was known as a roughneck even among other dray-
men. ‘Know what I think, Benya? What I think is the soot’s burning...’

‘Papa,’ the King told his drunken father. ‘Please, I ask you, eat a little, drink a little, and don’t pay
no mind to that nonsense...”[1, p. 26].

In the first dialogue, a boy brings a message to Benya, regarding the imminent police raid. As a
consequence, Benya sends some of his gang members to deal with the situation by organizing a fire at
the police station. In fact, the second dialogue occurs to mark the success of the operation. As I will
demonstrate further on, these two dialogues, in one form or another, are featured in all of the films
chosen for current analysis, as they contain some of the most iconic phrases, to which I would apply the
definition of ‘artistic units’, one of these being ‘I’ve got a couple words for you’ | ‘s umerw sam crazame
napy caos’. This particular phrase uses the verb umems (to have) in connection with ecxasams (to say),
which is a direct calque from Yiddish. In standard Russian this phrase would be ‘s zouy sam crasamo
necroavro caoe’ (I want to say some words to you). Although this kind of phrase is rather typical to
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Odessan language in general, in this particular form it has become one of Babel’s trademarks and is
featured unchanged in all the films analysed, except for Benya Krik.

In a mute film, it is impossible to convey the phonetic aspects of a language, but as the select dia-
logues appear as intertitles, it is easier to pinpoint the central elements of the script. In Benya Krik, we
can observe, for example, the following title cards:

Mendeas KEpura 6undoscrnuryu CIHTATIH 33 2pyousma.

Draymen considered Mendel Krik a roughneck.

Jl%uue umo-mo coaémes, Bewuur, wmo 3decv naxnem eapwio... (original ortography maintained. —
I K.).

It seems to me, Benchik, that there is a smell of burning here...

It is interesting to note that if we compare the title cards, the script and the original short story, we
can see that there is a slight variation. In the short story, the construction of the first phrase is different:
‘nanawa Kpuk, cmapowi 6undioncnus, CIBIBITHA MexJy OHHAIOKHUEAMH rpyongHom’ (‘papa, an old
drayman who was known as a roughneck among other draymen’). While in the original version Babel
uses a standard Russian language construction with the instrumental case, ‘casiguuii... epyousmomn’,
and the same can be observed in the screenplay, published as a separate book in 1926 [2], in the title
card we can see a typically Odessan construction ‘cuumaau 3a’ (considered as), with the preposition
‘ga’ instead of the instrumental case required with the verb in question (cuumamo xem / wem). In the
original text, the same phrase is given an Odessan twist by the use of the word wmeacdy instead of cpedu
(between instead of among). These variations apparently contradict what I stated before about Babel’s
key Odessism maintaining their form in different contexts, but it is only partly true. The variations we
observe in title cards in Benya Krik are supposedly created by Babel himself, according to this extract
from his letter to Tamara Kashirina (Ivanova):

I am writing the titles for ‘Benya Krik’ (the film is very bad). Because of this cinematographic rubbish
I am in the worst of moods [38].

This means that the differences observed can be compared to variations of a theme by the artist him-
self, a phenomenon vastly diffused across various forms of art (music, visual arts, ete.). Instead, in the
more recent cinematic renditions of Odessa Stories, the citations remain unaltered in their substance and
form, in comparison to Babel’s short stories.

While the 1926 film aimed at grotesque realism, Iskusstvo zhit’ v Odesse (The Art of Living in Odes-
sa, 1989) romaticizes the character of Benya (here played by Sergey Koltakov) and his surroundings.
The title of the film leads us to the afore illustrated claim that art and Odessa (Odessan language) are
strictly tied together. It is described as a fantasy based on Babel’s Odessa Stories. However, the original
source is evident, especially in the dialogues. Here, the word ‘art’ can be seen as the ability to survive in
a complicated city, in uncertain times (during the years of the fall of the Russian Empire and the birth
of the new Soviet regime) and in a difficult place, such as Moldavanka. But these factors, united, also
make for an eclectic and extravagant artwork of a city, created by its inhabitants, history and complex
cultural and linguistic situation. The visual solutions of the film also aim at artistry, creating scenes
similar to paintings. Here, the use of Odessisms created (or documented) by Babel are instrumental
and form the thematic setting for the film. Even though the script is merely loosely inspired by Babel’s
texts, it features direct citations, which, alongside the key characters’ names (Benya Krik, Froim Grach,
Tartakovsky, etc.) create the recognizable framework of the narrative.

The visual impact of the film is rather different from the 1926 Benya Krik. Especially in the first
part, we can observe scenes that are dream-like and even ethereal. Such scene is, for example, the first
encounter with Katya, Benya’s love interest. In the book, Benya falls in love with Celia, who is the
daughter of Eichbaum, a victim of one of Benya’s nalyot shakedowns.

[...] on that terrible night, old man Eichbaum’s daughter, Celia, ran out into the yard in her night-
shirt. And the King’s triumph proved to be his downfal [1, p. 22].

In the film, similarly, Benya is raiding Eichbaum’s possessions, but while in the original text the
gangsters slaughtered Eichbaum’s cows, here nalyotchiki are smashing his porcelain. The choice is in
line with the cleaner, more aesthetically pleasing impression of the film. The gruesome scene of slaugh-
ter and blood in the yard is substituted with elegant interiors of Eichbaum’s shop and fine porcelain
disintegrating into glittering fragments. The key phrase ‘Monsieur Eichbaum, Idon’t get my money, you
don’t keep your cows’ [ibid.] is reinterpreted as ‘If I don’t get my money, you don’t get to keep your shop’.
The shock factor lies in the appearance of Katya, who is wearing a completely transparent nightshirt,
which later catches fire and is torn from her by Benya, leaving her completely in the nude. This kind
of scene could be considered exceptionally bold after decades of ban on erotic scenes in the Soviet film
industry. Although completely irrelevant to the narrative, this nude scene (min. 6:00) forms one of the
painting-like images inside the film.

Benya and his men are pictured more alike to American gangsters than boys from Moldavanka.
While Babel ironically describes them as the ‘aristocracy’, from the description of their manners and
their physical appearance and clothes, it is evident that we are dealing with Moldavanka chic as in con-
trast to upper class elegance.
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These aristocrats of Moldavanka were squeezed into erimson vests, rufous jackets gripped their
shoulders, and their fleshy legs nearly burst through leather of purest azure [1, p. 25].

Instead, the nalyotchiki represented in The Art of Living in Odessa seem to have come out of a fash-
ion atelier with their pristine suits, and Benya especially so, being impeccable from head to toe. This
overall elegant physical appearance and Benya’s well-articulated output is in stark contrast with the
incorrect Russian or ‘Odessan’ speech he is recurring to from time to time. At this point, it is essential
to understand that in order to speak Odessan, it is not sufficient to throw in Yiddish calques, incorrectly
positioned accents and Ukrainian words and phonetic features, such as fricative ‘g’, and calling everyone
Madame or Monsieur. One of the paramount characteristics of Odessan speech is the ‘rise-fall’ intona-
tion, typical of Yiddish and Jewish Russian speakers [34; 36; 39]. In fact, the intonation is the feature
that results extremely difficult to master, while the typical Odessan lexicon and individual phrases and
idioms are easier to learn. If we judged Koltakov’s Benya only by his physical appearance, intonation
and accent, probably we wouldn’t place him in Odessa. For this reason, Babel’s fixed Odessan units par-
ticularly stand apart in Benya’s speech and result very evidently unnatural.

From the point of view of pronunciation, the characters who manage to approach the correct into-
nation and appear credible as Odessans of that period, are Oleg Tabakov and Svetlana Kryuchkova,
playing Tsudechkis and his wife, respectively. Kryuchkova’s performance in this support role is to
be noted, as in the 2007 cult television series Likvidatsiya (Liquidation), she resumes a similar role,
that of Aunt Pesya, which brings her much appreciation especially for her ability to use the Odessan
language with the presumably right kind of intonation. I say presumably right, as I do not have audio
evidence from the said period (early 20th century), in particular from Moldavanka, and I have to rely on
recollections from later periods and written documentation, such as scholarly and non-scholarly texts
on special features of Odessan language and pronunciation. In order to retrieve some audio material,
I attempted several searches on Staroye Radio, a website containing a large number of audio recordings
from various years. The research produced some results, for example, a radio recording of an extract
from an operetta A¢ dawn of the Odessan Theatre of Musical Comedy, dated in the 1960’s, featuring
M. Vodyanoy and M. Demina [13]. Here, Vodyanoy, famous for his role of Odessan Greek Popandopou-
lo in the 1967 musical film Svad’ba v Malinovke ‘Wedding in Malinovka’, portrays Mishka Yaponchik,
a rather relevant character for present research. Although the song performed holds some typical Odes-
san insertions (e. g., the word sha, meaning quiet), firstly, it is rather difficult to perceive the precise
intonation, and secondly, the time period is too distant from the years described in Odessa Stories. This
problem is not a new one, the absence of a speech corpus of old Odessan language represents a challenge
to many scholars [3].

In The Art of Living in Odessa the wedding scene takes place towards the end of the first half of the
film, and instead of Dvoyra Krik, it is Benya who is getting married, not to his lover Katya, but, for
business reasons, to Froim the Rook’s daughter, Basya. Thus, the original storyline is modified. What
remains immutable, is the messenger boy delivering Aunt Hannah’s news, although in the scene we see
him whispering them to Aryeh Leib, who then passes them on to Benya with following words:

’ Aryeh Leib: King, I've got a couple words to say to you. I was told so by Aunt Hannah from Kostets-
aya Street...

Benya: All right, what are these couple words?

s Bas)ya (alterated): He’s always got a couple words in his pocket! And always at the wrong moment!
pits.

Aryeh Leib: Yesterday, a new chief took over the police station. That’s what Aunt Hannah told me to
tell you.

Benya: I knew about that the day before yesterday. Go on.

Later, we can equally observe the scene with the following dialogue:

Mendeav: Ppoum, MHHE cTaeTCA, IO y HAITEH TPYyO€e rOPHT CakKA.

Bens: Ilanawa, mune nadoeau Bawwu npednonoxenus. Bonusaiime u sarycoieatime, Kar panvuie.
U nyers Bac He BoHYyeT 3THX IIyHocTed. (6cem) Bonusatime u 3axycosaiime xax panvue!

Hanemuur: Bens, Bens! Omo cmewno! Llonuyetickxuii yuwacmor copum xax ceenwra, npedcmasaseus!

@Dpoum I'pau: A mune cdaémes, wo amo sopum maru 0a, He CaKa.

Mendel: Froim, it seems to me that the soot’s burning in our chimney.

Benya: Papa, I am tired of your suppositions. Drink and eat like before. And don’t pay no mind to
that nonesense. (to all) Drink and eat like before!

Nalyotchik: Benya, Benya! It’s funny! The police station is burning like a candle, can you imagine!

Frovm the Rook: And to me it seems, that take jo, it is no soot that is burning.

The original distribution and setting are modified, Mendel does not express his suspicions to Benya,
but rather to Froim the Rook, and the exchange itself take place openly at the banquet table, and not
privately. Benya’s response is notable, as it once again shows a stark contrast between his use of perfect
standard Russian in mwne nadoesu samu npednonoacenus (I am tired of your suppositions) and the fixed
Odessan unit u nycmo sac ne soanyem smux enynocmedi (and don’t pay no mind to that nonsense). The
authors of the script supposedly inserted Froim’s response, absent in Babel’s text, with the purpose of
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adding not only comicality, but the Odessan color, making him not only repeat Mendel’s phrase, but also
use the marker maxuda (from Yiddish fake jo, indeed), typically linked to Odessan speech and Odessan
jokes, in particular.

In another adaptation from the same year (1989), Bindyuzhnik i Korol’ (The Drayman and the
King), a musical rendition of the Odessa Stories, which concentrates on the difficult relationship
between Benya and his father, Mendel Krik, the wedding takes place at the very end of the two-episode
film, and this time it is again Dvoyra who is getting married. While Benya is welcoming guests at the
gates, which lead to the courtyard where the banquet is about to begin, he is approached by a man,
who delivers Aunt Hannah’s message. In this version, the dialogue follows faithfully the original text
by Babel, although this reinterpretation of Odessa Stories probably strikes as the most different one. Its
operetta-style format influences the narration, as a large part of the film is sung, but the most evident
difference is the redistribution of the fixed units, both in terms of who says them and in which context.
For example, let’s observe the famous phrase:

Bens zosopum mano, no on 2o6opum cmauno. On 2080pum mano0, HO LOUEMCS, UMOObL OH CKA3AT euje
umo-nubyds [3]. (Benya, he doesn’t talk much, but what he says, it’s got flavour. He doesn’t talk much,
but when he talks, you want he should keep talking’).

Originally uttered by Froim the Rook during negotiations with Benya, it is one of the most popular
citations from Babel’s works, and an example of his many synaesthetic metaphors ("what he says, it’s
got flavour’). Here, this famous phrase is pronounced by Aryeh Leib during Dvoyra’s wedding, after
Benya’s speech to the guests, and it practically closes the film before the final song, while in The Art of
Living in Odessa, both the dialogue and the context practically correspond to the original text and it
occurs before the raid on Tartakovsky.

Yet another film-fantasy inspired by Odessa Stories is the 1990 Zakat (Sunset). The film itself is
probably the darkest rendition of Babel’s works, and also the one attempting to achieve a modern art-
house effect, mostly resulting in an abundance of confusing, apparently detached scenes. Here we can
see the return of the ugly and the grotesque, and several scenes feature explicit nudity. What it lacks
completely, compared to the other three films, is the humorous aspect. The reigning atmosphere is
gloomy, and the setting does not resemble Odessa of the turn of the century. On the Internet site Kino-
Poisk, a reviewer remarked that ‘the director doesn’t even want a semblance of Odessa, he limits himself
to unfinished, approximative sceneries and equally careless interiors. Also, the heroes seem to be merely
outlined, even in their speech’ [12]. Nevertheless, some of the fixed units of Babel’s linguistic art can
be found here, as well. For example, the scene with Benya being warned by Aunt Hannah’s messenger
is present, although the iconic exchange takes place outside of the familiar wedding context altogether,
and Benya is warned about the raid in a dark alley. This scene is directly followed by the fire at the police
station, while the wedding takes place much later. The dialogue itself follows the original text and is
one of the rare moments, which remind the viewer that this is, in fact, supposed to be Babel’s Odessa.

To resume, in a significant part of films based on Odessa Stories analyzed above, we can assert an
evident use of what has previously been defined as fixed units of linguistic art. Where as all the screen-
plays, including Babel’s own, introduce significant changes to the original narrative, both in terms of
succession and the outcome of events (e. g. the placement of the wedding scene, the occurrance of Aunt
Hannah’s message about the raid, the dialogue concerning the smell of burning), distribution of the
dialogues, and the scenographic and visual solutions.

Conclusions

When in 1855 Zelenetsky wrote about the ‘incorrectness’ of Russian language in Odessa and the
surrounding region, his attitude reflected a prevalence of negative emotions; Odessan speech was re-
garded as something that should be actively contrasted [40]. Forty years later, Doroshevich [7] wrote
a feuilleton with humorous observations on the language of Odessa and in this instance the change
towards a more positive perception of Odessan language is evident; it is regarded as funny and ‘free as
wind’. Now, the ability to speak ‘real’ Odessan is a sought-after skill and especially among the younger
generation of Odessites there seems to be a revival of what could be called dialectal or regiolectal pride,
which translates in an ever-growing popularity of social media content regarding the ‘real’ language of
Odessa (e. g. YouTube lessons in ‘how to speak like a real Odessan’).

On screen, Odessa Stories and its characters are interpreted with great variation from one film to
another. Every Benya Krik is different, both in his appearance and manners, and especially in his use of
Odessan language, accent and intonation. However, the language itself is recognizable as not only Odes-
san, but Babel’s Odessan. In spite of being crystallized and frozen in time, its cinematic renditions have
influenced the perception of recent generations regarding the way Odessans spoke and speak, although
the actual Odessites have evolved in their speech patterns and do not necessary identify themselves
linguistically with Babel’s Odessan heroes. In the decades after the publication of Odessa Stories, and
especially after the ban on Babel’s works was eventually lifted, the dialogues from this compilation of
Odessa-themed short stories have significantly contributed to the development and the survival of the
myth of Odessan language, particularly in Russian language tele-cinematic productions.
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Finally, is the Odessan language in Odessa Stories a reflection of reality, a reflection of the myth or
an artistic creation? I would respond by stating that it can be regarded as all three. It is obviously an
artistic creation, being part of a fictional literary work, and as I have established, individual Odessisms
can be treated as fixed units of linguistic art within the said literary framework. These fixed units are
often the only linguistic features connectable to Odessa in cinematic renditions, given that the rest of the
dialogues are majorly adapted to the standard Russian speech of most actors. Hence, Babel’s Odessisms
might be considered as reflections of the myth of Odessan language, perpetuated by films. Ultimately,
even though we can not state with absolute certainty that Babel documented the authentic Odessan way
of speaking, we can not state the contrary, either. We do not have empirical (audio) evidence of speech
of people from Moldavanka from the time period coinciding with Odessa Stories, but we have written
recollections, which seem to be congruent with Babel’s version of Odessan language. Certainly, if ever
such proof in the form of audio recordings should appear, this statement might be regarded in a differ-
ent light. For the moment, I conclude that Babel’s Odessan is also a reflection of reality, or at least, his
personal reality and a testimony of how he perceived the speech of his contemporaries from Moldavanka.
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MHUCTEITBO 'OBOPUTHU MO-OJECHKEN: OIECHRI ®PASEOJIOI'ISMU ICAARA BABEJIA
AR «®PIKRCOBAHI OJVMHUIII MOBHOT'O MUCTELITBA» B TEJEBISIMHO-KIHEMATOI'PA®IYHOMY
KOHTEKCTI

Anorania. Mera uiei craTTi — AisHATHCA TPO Te, UH € IeBHI (pasy Ha Tak 3BaHil «omechbkiil MoBi» B Odecvicux onosida-
wnsx Ilcaaka Babesid BinjzepkageHHAM peaJbHOCTI, BiloGpamkeHHAM Miy a60 BUKJIIOYHO Xya0#HIM TBopoM. [l nocArHeHHA
MeTH Y CTATTi HPOJEMOHCTPOBAHO CTIOCOOU TIONAHHA IUX Ppas y Takux expanisaiiax Odecvruxr onosidans: «Beus Kpuk»
(1926), «Mucremrso sutu B Opeci» (1989), «Bunmiomuuk i kopoaby» (1989) i «3aximy (1990). HopuzHa 10r0 HOCHiIHEH-
HA TI0JIATaE B TOMY, 10 BUIIeBKa3aHi pasu po3IAHYTO AK «(PiKCOBaHI OAUHUIII MOBHOTO MUCTEITBA Y, AKI BUKOPUCTOBYIOTHCA
y ¢irpMax Ak MapEepH i 3aCTOCOBYIOTHCA B OPHAMEHTAJILHOMY NPU3HAYEHHI, & TAK0K AK BUSHAYHUKY MiCIlA [iif OOBIiTaHHA,
IOA0YN TEKCTY ofechkuit Kosoput. CHOYATKY MpoaHAMi30BaHO OCHOBHI XapakTepPUCTHKU KOMKHOTO 3 (ilbMiB, IX CIHiIbHE
i BimMiHHe; maJi mokasaHo, Ak ruraty 3 TBopiB I. E. BaGensa sanypeno B ekpaHisoBaHi gianoru. Pegyasrarn ananisy cBifaatsh
Ipo Te, IO B GiAbII cyYacHUX eKpaHisaliax ¢ikcoBaHi OFMHUII MOBHOTO MHCTEI[TBA BHKOPUCTOBYITLCA OCOOIMBO IacCTO,
X04a caM POBIOBIHUI TEKCT 3HAYHO 3MiHEHWH i HAOMMKEHHUI 0 HOPMHU pocifichKoi JiTepaTypHOI MOBH. BHCHOBEH KOHCTA-
TYIOTb, 110, He3BAKAKIH Ha Te, o B (itbMax «omechka MoBa» 1. E. BaGeas mpecraBiena Ak Xymomue MOBIeHHA 1 Bimo6pa-
sKeHHA Miy, He BUKJIIOUeHA MOKIUBICTD Bi0OpaskeHHA HEI0 MiCIIeBUX MiChKMX MOBHUX peadiit mepimoi uBepti XX CTOJITTA.

Kumouosi cioBa: Icaax Babean, Oneca, «omecbka MOBa», MUCTEIITBO, POCificbKe MiChKe MOBJIEHHS, CHHECTETHIHA MeTa-

¢dopa, Mi.
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NCRYCCTBO I'OBOPUTDH IMO-OJECCEN: ONECCKUE ®PASEOJOTM3MbBI HCAAKA BABEJIA
RAR «PMRCUPOBAHHDIE ENNMHUNBI A3IKOBOI'0 HCRYCCTBA» B TEJTEBA3VMOHHO-
KENMHEMATOTI'PA®UYECKOM KOHTEKCTE

Awunoranua. I[exs nacrosmedl cTaThi — YCTAHOBUTH, ABIAIOTCA JU OMpefeéHHbE (Ppashl Ha Tak HA3HBAEMOM
«omecckoM fbKe» B Odeccrux paccrasax Mcaara Babens oTpamenneM peaJbHOCTH, OTPaKeHHeM MUPA WK UCKII0IN-
TeJbHO XY/0KEeCTBeHHBIM TTponsBeieHneM. [d focTmkeHIA NAHHO 1eJu B CTaThe JeMOHCTPHPYIOTCA CTIOCOGH! Tpeji-
CTaBJIeHUA 3TUX (Ppas B Takux skpanusaruax Odeccxux paccrasos: «Bena Kpur» (1926), «Ucerycerso wutsh B Onecce»
(1989), «Bunmomxunk 1 kopoab» (1989) u «3arar» (1990). HoBa3Ha HACTOAMIETO MCCASIOBAHNA 3AKI0IAETCA B TOM,
9TO MBI pACCMATPHBAEM BHIIIEyKasaHHBE ()pasbl Kak «PUKCHPOBAHHBE eIMHUIBI A3HIKOBOIO UCKYCCTBA», KOTOPHIE HC-
TMOJB3YI0TCA B PUIABMAX KAK MapKepHl M MPUMEHAOTCA B OPHAMEHTAIHHOM MPeIHA3HATEHNH, & TAKIKE KAK OTPeeTUTeNH
MecTa JieficTBUI [10BECTBOBAHUA, N06ABIAA ofecckuil kosoput. [nd Havana Mb aHAJUSHDPYeM OCHOBHEIE XapaKTepH-
CTUKW KQKAOTO U3 (UIBMOB, WX COBIAJEHAA W PA3NWINA, Jajee MH PACCMATPUBAEM, KaK IUTATH W3 MPOU3BEIEHUH
W. 9. Babeas BHenpAKTCA B 9KpaHU3UPOBAHHBIE IUaJOTU. Pe3yrbTarsl anainsa MOKas3hBAIOT, YTO B (0Jiee COBPEMEH-
HBEIX OKPAHU3ANUAX HAJIWINEe (UKCHPOBAHHBIX IWHUI] A3HIKOBOTO MCKYCCTBA 0COOEHHO YACTOTHO, XOTA M3HAYATHHBIN
TeKCT ¥ IOBECTBOBAHHE 3HAUUTEJIHHO MSMEHEHH M MPUOJIMEEHB K HOPMaM PYCCKOTO JUTEPATYPHOTO A3BIKA. BBIBOJB
KOHCTATHPYIOT, UTO, HECMOTPA Ha TO, YTO B puiabMax «omecckuit A3pik» W. 9. Babeas mpeacraBieH Kak Xyq0iEeCTBEH-
Had pedb U OTpaMeHne MuQa, He UCKI0YEHA BO3MOKHOCTh H3HAYAJIBHOTO OTPAKEHUA UM MECTHBIX TOPOACKUAX PEIEBHIX
peaunit mepBoii 4eTBepTH XX Beka.

Rimouesnie croBa: Vcaax BaGean, Onecca, «omecckuit A3LIK», UCKYCCTBO, PyCCKasA TOPOACKAA Pedb, CHHECTETHIECKASA
MeTtadopa, Mud.
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COIMOCTABUTEJBbHBIN AHAJIN3G ROHHEHTYAJIBHO-(I)PEﬁMOBOI‘O
KOHCTPYUPOBA A REHCRON UAEHTNYHOCTHU (HA MATEPUAJIE POMAHA
III. BPOHTE (JAsREUH 9UP»)

Annoranua. Ifeap craTbm — IPOBECTH COIOCTABUTENbHBIl aHAJIN3 KOHIENTYaJbHO-(PEfiMOBOIO KOHCTPYHPOBAHHA
#meHCKoll nneHTnIHOCTH (Ha Marepuase pomasa III. Bpoure «[Imeiin itp»). O6BERT ucciefoBaHuA — AKIEHTYAJIN3AIUA
KOHI[ENITYaTbHO-KOTHUTUBHOTO (ppefiMa «MIeHTHYIHOCTD KeHIIUHb) B AHIMIMACKOI U PYCCKOil JHHTBOKYIbTYpe; HPeMeT —
COIIOCTABHUTEJbHEI aHATN3 OPHIMHAJBHOTO M ITIePeBOJTHOTO TeKCTOB. B paboTe MCIONB30BaHB METOAB KOHTPACTHBHOIO
1 KOHTeKCTYaJbHOTO aHaIU3a. Pe3yabTaToM NIpoBeJEHHOTO HCCIeJOBAHNA ABJIAETCA PACCMOTPEHNE aMOUBAJIEHTHOCTH B OT-
HOIEeHNH K HeHCKOH MAeHTHIHOCTH, KOTOpasA BOCIPHHIAMAETCA Kak 3aKpellieHre HKeHCKOro HHANBHAYYMA 3a ONpe/ieJéHHOI
JUYHOH W COLMATbHON IOBUINEH, TOTIEPKUBAETCA BaKHOCTh TABTOJIOTHIECKUX U ILIEOHACTHYECKUX KOMIIOHEHTOB, BBIpA-
HAOMIX ONpefieJéHHbe CMBICIBI, BHIABICH MpoOJeMaTHiecknil aclekT MCCAe0BAHNA, HaMeUeHBl ePCIeKTHBE pelleHuii.
Bripogsl. Tlepesop pomana « [lzeitn Jitp» orpaskaer asbikoBoe cosHanue V. V1. BeneHckoro, KoTopoe OT.IMIAETCA OT OIBITA
1 3HAHW{l aBTOPA OPUIMHAJIBHOTO TTPOU3BEIEHUA. ITO TAET BOSMOKHOCT HASHTHPUIIAPOBATD ASHIKOBYIO JUIHOCTD TIEPEBOI-
4HKa, YTO CINTaeTCA HeIpHeMIeMbIM, IOCKOJIbKY B IlepeBojie HCKaKaeTcsA TIOHNMAHNe JKeHCKOH CyTH, JOMBICE] IepeBOIINKa
OTYaCTH HUBEJUPYET 3aMbIcel aBTopa. Pe3yapTarsl paboTH MOIyT OHITH UCIOJIb30BAHEI B IIPAKTHEE NIPEIIOAaBaHNA JHHTBO-
KyJIbTYPOJIOTHH, TEOPHH [IEPeBOfia U B TIePeBOUECKOi paboTe.

RioueBbie cl0Ba: KOHIENTYaIbHO-KOTHUTHBHEI ()peiiM, #eHCKad UIeHTUIHOCTD, TaBTOJIOIHA, IIJI€0HA3M, OPHIHHAJIb-
HHIfl TeKCT, mepeBofHOil TekcT, 1lTapaorTa Bponre, poman « [Iaxeiin ditpy.

IMocranoBka mpo6aembl. Poman III. Bponte «[skeiin Jfip» Bo BpeMs ero omyGINKOBAHUA BBHI3BAJI K
ce0e MOBHINIEHHKIl MHTEPEC 00IIecTBa, T. K. B IIPOU3BE/IeHUN cO3HaéTcA 00pas «HermpuMupumoii [ImeitHy,
cB0e00pa3Hoii, Bpojie OBl ceMeiiHoii, ToMalTHeil GyHTAPKY, BOCCTAMINEH MPOTHUB JIOOBIX ()OPM yTHETEHU.
JTo 3HAUYUT, 9TO 06pas [[xeitH BoCTIpHHUMATICA KAK 00pas3 HOBOTO Y€TOBEKA, & He TOJbKO «HOBOW HeEHIIH-
HED [16, ¢. 54-5H5].
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