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Abstract. Since the upheaval instantiated by the October Revolution, within Soviet animation 

an inseparable relationship with both political dynamics and evolving cultural frameworks 

may be observed. In the decades of the 1950s and 1960s—a period subsequent to Stalin’s 

demise and characterized by the heightened tensions of the Cold War era—alterations in style 

as well as thematic innovation entered animated productions, wherein a pronounced 

investigation into nationalization appeared among central preoccupations. Notably, through 

the adoption of iconographic analytical methodologies is undertaken in this paper an 

interpretative approach toward *The Twelve Brothers-Months*, *Big Troubles*, and *Man 

in A Frame*; these works are situated amidst their unique socioeconomic milieus. 

Interrogated thereby are emblematic visual elements and aesthetic judgments implicit within 

such animations. From this analysis, it is discernible that fruitful guidance arises for the 

incorporation of nationalist motifs into the developmental trajectory of Chinese animated 

artistic production. 
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1. Introduction 

1.1. Research background and significance 

The 1950s and 1960s, spanning from Stalin’s death through Khrushchev’s rule to the early years of 

Brezhnev’s leadership, marked a critical turning point in Soviet history and have attracted significant 

attention from researchers. During this period, the Soviet Union witnessed a transformation from its 

previously highly restrictive cultural and political-economic system to one of more openness, with a 

shift from rigidity to “thawing.” The Soviet animation industry was one of the beneficiaries of these 

policy changes, as the reform of cultural policies and the significant advancements in Soviet film 

theory and technology during the early 20th century played a role in the flourishing and 

transformation of Soviet animation. In 1954, the “Animation Production Plan” was introduced. 

According to the third issue of Soviet Cinema Art in 1954, the Ministry of Culture of the Soviet Union 

approved a “resolution to expand the production plan of the animation film joint production studio,” 

with twenty films slated for production in that year—an increase of about ten films compared to the 

previous year. Besides the rise in quantity, another notable trend during this transitional period in the 

animation industry was the nationalized style. 



 

 

However, the desire to lead the people of various nations through the political ideals of Soviet 

spirit also led, to some extent, to a lack of self-identity and spiritual belonging for the Soviet people. 

Furthermore, the Russians, with their long history of “Europeanization,” were also striving to restore 

the cultural values of their own ethnicity. Politically, there was an active exploration of cultural 

reawakening, particularly in the context of competition with the capitalist bloc, placing greater 

emphasis on cultural industries with Soviet characteristics to enhance cultural soft power. 

The inquiry undertaken herein concerns itself primarily with the distinctive national features 

characterizing Soviet animation in the chronological interval spanning 1953 through 1960. Among 

the central points of investigation may be found a scrutiny of visuality, conceptual innovation, and 

stylistic progression, these examined by means of paradigmatic cinematic artifacts and the study of 

pivotal personages active during the period under consideration. Discernible from the examination 

are also aesthetic imperatives and transnational determinants impinging on the formation of animated 

works produced within the Soviet context; insights thus gleaned serve to illuminate trajectories 

pertinent to contemporary Chinese animation’s nationalized orientation. 

To this end, analytical attention is directed toward three films regarded as emblematic: The Twelve 

Brothers-Months, Big Troubles, and Man in A Frame, each possessing particular relevance on 

account of their production conditions, rendered imagery, and modalities of style construction. Their 

creation background, subjected to detailed interrogation together with an assessment of visual 

mechanisms and compositional tendencies present within them, forms an essential element of the 

discussion advanced in the present text. Emergent from such an analysis are perspectives novel to 

scholarly appraisal, concerning the genesis and transformation experienced by articulations of 

nationalized form in Soviet animative expression—a process wherein interweavings of artistic 

intention can be apprehended as exerting influence both overt and latent upon subsequent 

developments within the animated arts. 

2. Research content and methodology 

2.1. Research content 

This study examines the development of Soviet animation in the 1950s–1960s, focusing on its 

historiographical and socio-political contexts as well as the interplay between ethnic-cultural factors 

and theoretical underpinnings of animated works. The content is structured in three chapters: Chapter 

One outlines the emergence of Soviet animation’s "golden age" (late 1950s–1960s) through political, 

artistic, and cultural lenses; Chapter Two employs iconography to analyze canonical animation 

examples; Chapter Three deepens interpretation by comparing works from different Soviet Film 

Production Studios, expanding iconographic insights and revealing subtle nuances in the cinematic 

corpus. 

2.2. Research methodology 

Iconographical analysis stands as the principal investigational method adopted throughout this 

discourse, with attention directed toward visual elements observed within animated cinema. Situated 

in such a methodological framework, multilayered implications—cultural, social, historical, and 

symbolic—imbued within imagery manifest themselves for critical interrogation. Incorporated within 

the present inquiry are also procedures encompassing an assemblage of filmic material and 

subsequent application of inductive analytical protocol, in addition to consultation of relevant 

literature alongside engagement in textual scrutiny deriving from multidisciplinary vantage points. 

Animated films in considerable quantity, together with evaluative critiques attributed to these works 

and documentary data concerning filmmakers responsible for their realization, are subject to 

systematic aggregation by the researcher. From an iconographical standpoint the audiovisual content 



 

 

is approached; from discrete case analyses general patterns or abstract extrapolations emerge, it may 

be inferred. 

3. Literature review 

While Soviet animation remains a niche scholarly focus globally, foundational contributions exist. 

Chinese scholarship predominantly examines its developmental history and cultural symbolism, yet 

lacks rigorous analysis through iconographic, artistic, or stylistic lenses. Seminal works like Duan 

Jia’s World History of Animated Film and Yu Weizheng’s Notes for Animators provide valuable 

historical frameworks, while translated volumes such as History of Soviet Film (China Film 

Publishing House) and Animation Art History of the World (Central Compilation and Translation 

Bureau) offer broad chronological surveys. However, their expansive scopes often sacrifice 

granularity—a gap this paper addresses by analyzing three landmark films to dissect Soviet 

animation’s nationalistic stylization. 

A discernible proliferation of thematic multiplicity within international scholarship may be 

remarked upon, as texts including The Animation Studio: The World History of Animation and 

Orlando Figes’ Natasha’s Dance: A Cultural History of Russia situate Russian animation amidst 

cultural trajectories more capacious than national boundaries alone would suggest. Instances such as 

the specialized treatise entitled Russian Animation of the 1960s and the Khrushchev Thaw direct 

analytical attention toward ramifications policy-induced for creative praxis—here, the scrutiny is 

afforded to historical contingencies shaping artistic endeavor through institutional mediation. An 

interrogation of nationalist iconographies materializes in Realization of "Russian Character" in Soviet 

Animation, where recondite semiotics are extracted by means of character-design analysis. Addressed 

are also those Surrealist proclivities which, under the auspices of Soviet censorship, generated unique 

visual lexicons—as explicated in The Discreet Charm of Surrealism in Eastern European Animation, 

a volume wherein subversive aesthetic strategies emerge amid restrictions. In East Slavic Mythology 

as Content for the Russian Animation Industry, one perceives an alignment established between 

folkloric revivalist impulses and state-mandated agendas; content thereby reflects hybridity both 

political and mythopoeic. It can be inferred from this scholarly corpus that the methodological 

architecture grounding the present study not only traverses broad historiographical terrains but 

intertwines these with a precision in formalistic inquiry. 

4. Main text 

4.1. “Thaw” and comprehensive development in the 1950s and 1960s 

In the trajectories shaping Soviet animation throughout the 1950s and 1960s, a multifaceted 

interrelationship among politico-cultural fluxes and technological reframings finds evident 

manifestation. Pertinent to this era is an ensemble of contributing conditions—both endogenous 

stimulations within Soviet boundaries and exogenous reverberations emergent from international 

artistic discourses—within which creative endeavors in animation were situated. 

Centrally orchestrated under Stalin’s dominion remained the configuration of a rigid cultural 

apparatus, wherein each artistic modality, with animation included, underwent comprehensive 

political filtration. To be observed insistent was socialist realism, elevated as prescriptive template 

for cultural production—a framework demanding servitude to collective construction, exultation of 

revolutionary paradigms, and adherence to prescribed representational norms. Characterizing works 

resultant from this epoch are discernible patterns conspicuous for their alignment with prevailing 

political expectations; excluded largely were experimental tendencies or reflexive critiques, thus 

imbuing animation productions predominantly with thematic undertones reflective of 

contemporaneous societal doctrines. 



 

 

Transformative dynamics can be identified after Khrushchev’s ascendancy, as post-Stalinist 

recalibration signaled a “Thaw” permeating ideological climates. Relaxation of sanction frameworks 

and repudiation of prior cultic authority yielded conditions more permissive toward heterogeneity in 

creative articulation. Animation creators found latitude incremented: stylistic delimitations loosened, 

proclivities for social satire and discrete critique surfaced, and, by the incipient 1960s, transitions 

away from strict mimeticism toward a stylized idiomaticity began to materialize. Instances during 

this interval register discernible expansion both in narrative scope and aesthetic modulation, setting 

a precedent for formal experimentation yet unseen previously [1]. 

Equally instructive is consideration given to the diverse ethnocultural substrata constituent within 

the USSR itself. The nation, defined through multiplicity in ethnic identity, offered a syncretic 

convergence of Russian traditionals, residual ecclesiastical symbols, and ideologised Soviet motifs. 

The outcome of such confluence emerged not as uniform expression but rather as an aggregate of 

variable styles and narratival schemas, positioning animators amidst intersecting heritages as sources 

of manifold inspiration. Rather than facilitating a monolithic visual regime, these crosscurrents 

precipitated a dynamic plurality, as evidenced through differential approaches observable across 

productions extant at the time. 

Technological inheritances, together with external assimilations, contributed further to the 

operational methods underlying Soviet animated filmwork. Reappropriations of montage 

techniques—first systematised in Eisensteinian cinema—entered into animation practice already by 

the 1930s. As adaptation occurred, extensions beyond rudimentary entertainment functions followed, 

with montage structuring rhythm intended also to amplify propagandistic efficacy. In consonance 

with the imperatives of socialist realism, thematic orientation often privileged collectivistic content, 

sacrificing divergent imagination characteristic of Western analogues but maintaining cohesion 

between expressive structure and ideological mission. 

Advancements noticeable by the late 1950s included recourse to global technical models: it can be 

seen from the incremental implementation of Disney-influenced design logics that character fluidities 

increased concurrently as compositional sophistication in backgrounds advanced. Through cel 

animation methodologies, animators achieved augmented precision and consistency across sequences, 

coinciding with a decadence of earlier stop-motion conventions in favor of more versatile two-

dimensional articulations. 

Evolution registered not solely in technique, but processually in modes of collaborative creation. 

The institutionalization witnessed at Soyuzmultfilm assembled practitioners within frameworks 

supplying expanded resources alongside specialist expertise. Within this locus, exposures to U.S.-

French innovations occurred, paralleled by absorption of inspirations attributed to figures from the 

Zagreb School, whose emphasis on expressive inflection and avant-gardist impulse fostered riskier 

aesthetic departures. Such interplay among romantic historicisms and forward-leaning modernisms 

may be cited as central to the continual propulsion and renewal experienced within Soviet animation 

circles during these decades. 

In summarising the trajectory observable within Soviet animation during the 1950s and 1960s, one 

discerns a multifaceted interplay amongst political determinant factors, culturally inflected modes of 

production, technological innovations, as well as emerging artistic paradigms. Rooted in the 

prescripts of socialist doctrinism, yet not wholly circumscribed by them, this era’s animation 

displayed tendencies toward broadened experimentation with pictorial forms and narrative devices. 

Manifestations of political transformation permitted an expansion in imaginative latitude accessible 

to practitioners. Enhanced visual and dramaturgical richness became discernible through assimilative 

processes involving external aesthetic stimuli from international sources. Through these 

developments was constituted—within the animated corpus—a particularised language and 



 

 

idiosyncratic identity, distinguishable both by technical advancement and thematic differentiation 

belonging to that period. 

4.2. Stylized presentation of animated imagery 

A product of satirical endeavor, Big Troubles owes its genesis to the creative talents of the Brumberg 

sisters. Through the positionality of a juvenile female protagonist are familial relations presented—

rendered in visual stylizations reminiscent of childish scrawlings. A paternal figure, endowed with 

moral ambiguity, is portrayed by his habitual acceptance of unethical payments; an elder brother, 

characterized not by sagacity but rather heedless revelry which occupies his quotidian existence; 

while for the sister, aspiration finds form solely in visions circumscribed by matrimonial affluence 

and educational absence.  

Discursively, narration originating from off-screen accompaniment reveals itself as belonging to 

the naïve consciousness of this central girl: frequent repetitions emerge, comprised of idiomatic 

utterances whose semantic content remains opaque to her, translated visually through her literalistic 

interpretational lens. Within these frames, exhibited is the phenomenon whereby narrator-figure 

functs simultaneously as both participant within narrated events and as generative agency behind their 

recountal—a fact lending additional density to narrative stratification apparent throughout this work. 

From such observations, complexities inherent in perspectival mediation and diegetic layering can be 

discerned.In this structure, the world that a child sees contrasts dramatically with the real world she 

inhabits, and this juxtaposition is key to the film’s success [2]. 

 

Figure 1. A graphic representation of the idiom “whip vodka in a hurry” from Big Trouble 

As shown in the image above, “whip vodka in a hurry” is a Russian idiomatic expression meaning 

“to get drunk,” but in the animation, the little girl doesn’t understand the idiom, so she depicts it 

literally as “riding vodka at full speed.” The combination of the visual image and the childlike voice-

over commentary contrasts the literal meaning understood by the child with the metaphorical meaning 

understood by adults, highlighting the satirical nature of the piece [2]. 

Within the domain of artistic manifestation, there emerges in this animation a conspicuous 

deviation from both naturalistic realism and conventions established through practices commonly 

associated with Disney’s animated corpus. Derived are its visual elements from Constructivist 

principles—roots traceable to architectural formalism—rather than adherence to mimetic 

representation. Constructivism itself, as can be identified within critical discourses initiated by 

Wassily Kandinsky concerning “non-objective art,” exists without direct referentiality to tangible or 

organic motifs encountered in quotidian reality. It is upon attributes intrinsic to the pictorial 

experience—hue gradation, tonality fluctuation, density, tactile surface quality, geometric 

configuration, kinetic motif arrangement, spatial cognition, together with compositional 

equilibrium—that emphasis is placed, rather than depiction of pre-existing external phenomena. 



 

 

A pursuit of constructing an aesthetic paradigm reflecting aspirations for societal transformation 

occurring contemporaneously within early twentieth-century Russia is thereby indicated, coalescing 

with prevailing ideological currents discernible historically at that juncture. 

As regards material media, retained have been implements characteristic of juvenile graphic 

production—markers in conjunction with water-based pigments—the resultant effect being 

articulated brushstrokes which remain unmitigated across the pictorial field. From such an approach, 

verisimilitude acquires distinctiveness not via illusory rendering but through maintenance of textural 

irregularities inherent to watercolor application. Observable within the referenced visual instance, 

preserved are streaks marked by differential moisture absorption, these lending evidence of 

processual authenticity visible upon inspection. 

  

    (a)                      (b)     

Figure 2. (a) Character appearance from Big Trouble; (b) watercolor hand-painted marks in the 

drawing 

Depicted within the aforementioned image, the animation’s deployment of simplified geometric 

forms in conjunction with an application of pronounced chromatic contrasts renders visual 

exaggeration manifest in each of the five familial figures’ attributes. Produced thereby is a 

distinctiveness—impressions of individuality and clarity—of representation, from which there 

emerges the facilitation of audience derivations concerning characterological disposition as inferred 

through outward configuration. 

Of particular note remains the mode by which movement receives depiction within this animated 

context. Constructed via planar, ostensibly naif illustrative technique, perspective conventions are 

customarily neglected; such absence is evidenced where, for instance, the brother of the girl proceeds 

laterally rather than forward into depth. Through horizontality and restriction to surface alone, a 

comedic and emphatically exaggerated kinetic effect prevails—a dynamic amplifying satirical 

resonance consonant with that ambience realized throughout the filmic environment depicted therein. 

  

    (a)                      (b)     

Figure 3. (a) Shows that the characters in “Big Trouble” do not walk in a realistic way (b) 

characters in Big Trouble move a lot 



 

 

Relative simplicity, rather than rigidity or monotony, characterizes the representational schemes 

and personages inhabiting this animation. Notwithstanding intricacies of narrative engagement 

emergent from distinctive presentational stratagems—innovation in pacing, deployment of 

hyperbolized kineticities diverging from orthodoxy, coupled with transitions between locations 

marked by conceptual inventiveness—serve to mark a heightened expressive capacity within the 

animated work under review. Witnessed through instances such as the visual representation below—

in which the instructor’s act of ear-pulling is rendered via intensification and distortion not anchored 

by naturalistic expectation—the building and subsequent loosening of narrative tension finds further 

amplification. Deliberate imbalance and asymmetry observed in the teacher’s physicality function as 

indices enhancing expressivity. 

It appears that the entirety of this cinematic product operates according to a paradigm distinguished 

by novelty and individuality in expression: departure from thematic regimens exalting collectivist-

socialist canons typical of the preceding epoch may be discerned, as the articulation here engages 

actuality with sharpened satiric effect. The horizon of stylistic possibility is thus expanded; influences 

exerted upon productions dating to the 1960s era are manifestly traceable from such developments in 

approach. 

Comparatively considered, _Man in a Frame_ (1966), an animation authored by Fyodor Khitruk, 

introduces its central agent—a young bureaucratic aspirant—upon commencement of his tenure 

within governmental apparatuses. Sequences show the nailing of a literal-and-metaphoric border, 

delimiting self-constitution even as vocational ascent, purchased at costs including emotional 

foreclosure and existential concession, ensues for the protagonist. Progressive augmentation in frame-

dimensions—thickening, elaboration by ornamentation—registers incremental accretion of trappings 

associated with hierarchy until the individual subsumption becomes totalizing. 

Satirical critique targeting institutional bureaucracy gathers force through semiotic condensation 

in this text; individuals depicted as geometrical abstractions—configurations synonymous with 

mechanical elements integral to larger systemic machinery—exemplify privileging occupational 

advancement above substantive experiential veracity. Characteristics mapped onto officialdom are 

encoded within the qualities of the enclosing titular frame itself: ideological circumscription, 

performative authority, social positionalities find signified statuses reflected materially. Scenes 

intermittently punctuated by realistic imagery—a rope-skipping girl emblematic of childhood 

vitality—encounter and disrupt habitual procedural lifeways represented within bureaucratic 

orderings, suggesting alternative registers of meaning beyond the workplace continuum. Synergistic 

employment of symbolic resources reifies, more than narrates, this investigation into systems’ 

corrosive influences upon subjective autonomy and affectual bonds among those enmeshed therein. 

   

 (a)                      (b)                      (c) 

Figure 4. (a): Character shape made of flat geometric shapes; (b): montage of girl jumping rope: (c): 

montage of parent-child relationship 



 

 

In terms of artistic style and expression techniques, the work does not use voice-over dialogues; 

instead, the characters’ speech is presented in written form on the screen. The rigid, heavy printed 

text reflects the impotence of human speech and the authoritative power of official documents. The 

scenes with the frame appear like patterns printed on lined notebook paper, possessing the aesthetic 

of prints, yet also conveying the cold and rigid nature of the bureaucratic system. These scenes also 

allow the inherent compositional strengths of Soviet art to be better showcased. 

  

    (a)                      (b)     

Figure 5. (a) Dialogue written for print; (b) Bureaucrats in frames 

The montage editing technique and the way the camera switches between shots allow the 

characters’ real lives, work, and inner worlds to be simultaneously presented to the audience, 

expanding the amount of information in the film. The montage in this film alternates with comic and 

realistic styles, which seems to be influenced by collage art. These expression techniques enhance the 

expressiveness of the work. 

  

Figure 6. The frame engulfs the protagonist 

Overall, the work’s mode of expression is highly symbolic. Different images symbolize different 

states of life, with the intuitive images downplaying dialogue, actions, scenes, and other narrative 

elements, thereby strengthening the core of the story and making the theme more prominent. 

4.3. The nationalization exploration of animation imagery 

Unlike the two films previously introduced, the next film, The Twelve Brothers-Months, is a relatively 

typical joint production by animation film studios. Its subject matter, production method, theme, and 

aesthetic style can be seen as representative of Soviet animated films from the 1950s. At the time, the 

cultural policy assigned animation the main task of educating children, spreading knowledge, 

returning to tradition, exploring national culture, and conveying the values promoted by socialism. 

The Twelve Brothers-Months was adapted by Ivan Ivanov-Vano from Samuil Marshak’s children’s 

fairy tale drama of the same name, and it was released in 1956. The story tells of a girl, mistreated by 



 

 

her wicked stepmother and stepsister, who is forced to search for snowdrops that bloom only in April 

during the harsh winter. Ultimately, she wins the help of the twelve month deities due to her virtuous 

character. 

From the perspective of subject matter, the original work is based on folk legends, where, at the 

New Year, one has the opportunity to meet the twelve month brothers and experience all twelve 

months in a single moment. The story focuses on the different treatments two girls receive after 

encountering the twelve month brothers. Marshak’s children’s play adaptation introduced the 

character of a petulant little queen to intensify the dramatic nature of the story. The animated version 

further incorporates the admiration of the character April for the little girl, making the role of April 

and others more prominent. 

Upon the stratum of national cultura, significant interweaving with Russian mythologistic 

traditions in this film becomes manifest. Practitioners amongst Russians for centuries have engaged 

with polytheist credos; although explicit reference to “twelve gods of the seasons” remains absent in 

canonical Slavic mythic or folkloric textuaries, it is through analogous veneration of spirits and deities 

that cultural continuity may be traced. The twelve divine entities configured within the animation 

acquire dual functions: by aligning each with a calendric month, they render both markers of temporal 

passage and embodiments of phenomena governing environmental fluxes—specifically those 

elemental transformations affecting vegetation alongside animal existence as reckoned under 

customary Slavic observances. 

A playful surface overlays the animated narrative, but embedded pedagogical intent emerges 

discernibly upon scrutiny. Audience members, exposed to these dramatised representations, undergo 

enculturation vis-à-vis seasonality, agrarian praxis, as well as an array of subjects positioned within 

the broader framework established by traditional Russian folklore. In such fashion, didactic 

purposiveness intertwines seamlessly with elements intended merely for diversionary enjoyment. 

For example, in the opening scene of the animation, the rabbit and squirrel are playing a traditional 

Slavic game, similar to “hide and seek,” where one person in the front tries to catch the people running 

out from the back of each team and prevent them from holding hands. The losers become the new 

“fire,” and the other two return to the team, thus passing the “fire.” Originally, this was a game for 

expressing affection between men and women, held in early spring, symbolizing the welcoming of 

spring. 

  

    (a)                           (b)     

Figure 7. (a) Twelve-month deity roasting a bonfire; (b) rabbit and squirrel playing traditional 

Slavic games 

Another instance—manifested when the female protagonist, within the confines of the sylvan 

expanse, encounters the twelve deities—is constituted by their assemblage around a campfire; warmth 

is communicated through its physical function, whilst its symbolic valences are aligned with Slavic 

springtide ritualisms. Notably can be discerned in this imagery echoes of bonfires being kindled for 



 

 

the advent of Yarilo (spring and fecundity’s personification), and effigies made to signify 

Marzanna—the embodiment of winter and cessation—are subjected to combustion as enactments 

epitomizing seasonal permutation under Slavic customariness. 

Discernible on the productional plane is an unmistakable Disneyan imprint, observable via fauna 

rendered anthropomorphic, along with movements marked by elasticity and pronounced application 

of squash-and-stretch animation paradigms. Contrasts arise in the alignment of lush, oil-paint-

evocative backgrounds whose naturalistic quality asserts itself visually, together with figures 

articulated in two-dimensional stylization—the mode signifying, indeed, an aesthetic hybridity 

wherein Western technical scaffolding undergoes reinterpretation by Soviet representational idioms. 

It becomes possible from such amalgamation to apprehend the faculty possessed by Soviet animatory 

practice: that of absorbing methodologic constructs external whilst perpetuating self-specific visual 

identity. 

Concerning the artifactual modality adopted in The Twelve Brothers-Months, divergence emerges 

relative to A Red Flower (produced analogously at Soviet Film Production Studios), which has 

garnered notability owing to intricately devised settings alongside endeavors toward augmented field 

depth and prolonged panoramic shot-construction. In contrast, within The Twelve Brothers-Months 

predominance characterizes medium-framed and close-range shots, the spatial configuration hence 

acquiring certain planarity. Herein, concentration of audience perceptual actuation upon narrative arc 

and persona delineation is accentuated—a facilitation serving both expository clarity and progression 

of diegesis—though it must be acknowledged a concomitant attenuation transpires regarding the 

sensation of spatial profundity engendered by these visual strategies. 

  

    (a)                           (b)     

Figure 8. Comparison of scene design between Twelve Months and One Little Red Flower, (a) from 

Twelve Months and (b) from One Little Red Flower 

As seen in the images: Figure 1 shows a still from The Twelve Brothers-Months, and Figure 2 

shows a still from A Red Flower. 

Overall, the film expresses admiration for the working people through the support and praise of 

the twelve deities for the protagonist and the punishment of the oppressive stepmother, stepsister, and 

queen. Through the folk fable genre, it conveys the central ideas in line with the mainstream values 

of the time, serving an educational purpose. It also reflects that during the early years of the “thaw,” 

outstanding animated films were still government-led productions, thus limiting them in various ways. 

Through the analysis of The Twelve Brothers-Months, the differences in style and themes between 

the “thaw” period and earlier works become apparent. After the “thaw,” Soviet animation, particularly 

in Big Troubles and Man in A Frame, gradually shifted towards a focus on real-life issues, presenting 

deeper reflections on societal, political, and personal dilemmas. The Russian people in the twentieth 

century experienced an extraordinary series of events. Two revolutions, two disastrous wars, 

industrialization and collectivization, and the Stalinist Terror changed the lives of millions of people. 



 

 

As we look back on this bloody recent history, we wonder how those who experienced both 

excitement and fear saw and understood the changes that were taking place around them [3]. The 

creators, a new generation of intellectuals, the so-called “progressive social activists,” emerged during 

this period. They embraced social democracy and the de-Stalinization of society, attitudes they 

maintained for decades [4].  

  

Figure 9. Kolya doing jazz in Big Trouble 

Embodied within Kapa, the sister of the narrative’s protagonist, may be discerned an archetype of 

superficial acquisitiveness, her habitual aspiration to secure matrimony with affluent men uttering 

failure upon repetition—a disposition regarded as antithetical by precepts dominant in Soviet 

sociocultures. It is via satirical delineation that the film renders visible a critique: exemplified are 

patterns of entrenched corruption through paternal figures occupying bureaucratic roles and officials 

rendered amenable to bribe-taking; what emerges, therefore, is not merely exposure of institutional 

fissures but also an exploration into decadence among youth subjected to the enticements from 

occidental commercial ideologies. Thus generated was considerable discursive activity following its 

debut, the work itself remaining a persistent stimulus for contemplation within society. 

Released during the nuanced temporal intersection characterizing the later stages of the “thaw” 

period together with the incipient Brezhnev administration, Man In A Frame arrived at a historical 

moment marked by expanded artistic latitude—an environment which became conducive to 

proliferative experiments within animated media. Noteworthy becomes the confluence of influences 

detectable in such productions: embracement of motif systems derived from symbolism and 

minimalist lexicons, alongside the gestural abstraction characteristic of expressivism and elements 

traceable to Zagreb School methodologies. Addressed primarily toward mature audiences was this 

specific film, whose object of scrutiny entails not solely administrative inflexibility expressible on an 

organizational plane, but equally a portrayal of psychological attrition observable in those inhabiting 

bureaucratic strata. Through depiction of a protagonist absorbed by pursuits for ascendancy and 

potency, there unfolds witnessed alienation culminating in anaesthetized regard for quotidian 

splendours or communal exigencies—a thematic matrix rendering manifest the perennial dialectic 

between byt (habitual everyday inertia) and bytie (aspirational spiritual self-realization), positioned 

centrally within intellectual histories of Russia [5]. 

Set against each other for comparison, these cinematic works permit recognition that the 

aforementioned animation practices of the Soviet epoch extending across mid-1950s up to the 1960s 

anchored themselves deeply in identities shaped nationally even as they established singular aesthetic 

trajectories. Integrated throughout were socialist referents interwoven with mutable situations 

dictated by history, producing outputs remarkable both for their preservation of folklore-based motifs 

and their adaptations consistent with prevailing principles of socialist realism. From instances such 

as these, inferable is a synthesis productive of instructive paradigms pertinent for enterprises 

constituting present-day national animation, where articulation of cultural specificity remains 

paramount. 



 

 

5. Conclusion 

Transformation, significant in the developmental trajectory of Soviet animation during the 1950s and 

1960s, from an overtly naturalistic paradigm aligned predominantly with ideological tenets of 

“socialist realism,” to an emergent discourse where individual creative consciousness gradually 

asserted itself alongside personal aesthetic proclivities, can be discerned through multiple facets. 

Reflected this process is, not solely within traditional patternation and costuming emblems—or 

indeed the deployment of landscape motifs and visually identifiable constructivist formalism—but 

also within the mediation of societal values as well as nuanced engagements vis-à-vis social actuality. 

Case studies of animated works—those analyzed herein—allow for tracing these tendencies; yet, 

manifest are certain limitations which circumscribe the validity and generalizability of such findings. 

Glaring remains the insufficiency of data breadth, restriction evident in a relatively narrow corpus 

sample, while notably absent comparative perspectives with Chinese animation, whose omission in 

the present investigation may curtail deeper intercultural contextualization. Insights into visual 

national manifestation located in Soviet animation, together with experiential negotiations by 

animators themselves, surface as sites replete with heuristic potential for future practitioners; thus, 

continuation of rigorous scholarly exploration in this domain appears necessary for further 

illumination and development. 
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