
Художественная культура № 2 2026 205204

Искусство советского времени

This is an open access article distributed under  
the Creative Commons Attribution 4.0 International (CC BY 4.0) 

DOI: 10.51678/2226-0072-2026-2-182-221 

For cit.: Sarieva E.A. The Moscow Music Hall Production Moscow — Venus, 
then — Everywhere... (1961): Concept and Implementation. Hudozhestvennaya 
kul’tura [Art & Culture Studies], 2026, no. 2, pp. 182–221.  
https://doi.org/10.51678/2226-0072-2026-2-182-221. 

Для цит.: Сариева Е.А. Спектакль Московского мюзик-
холла «Москва — Венера, далее — везде...» (1961): замысел 
и реализация // Художественная культура. 2026. № 2. С. 182–221. 
https://doi.org/10.51678/2226-0072-2026-2-182-221.

Сариева Елена Анатольевна
Кандидат искусствоведения, старший научный сотрудник, сектор 
художественных проблем массмедиа, Государственный институт 
искусствознания, 125375, Россия, Москва, Козицкий пер., 5
ORCID ID: 0000–0002–2883–773X
ResearcherID: AAS‑4738–2021
easarieva@mail.ru
Ключевые слова: театр, эстрада, Московский мюзик-холл, 
«Москва — Венера, далее — везде…», А. П. Конников, Л. Б. Миров, 
М. В. Новицкий, В. А. Дыховичный, М. Р. Слободской, Н. С. Холфин, 
М. И. Блантер

Сариева Елена Анатольевна

Спектакль Московского мюзик-холла «Москва — Венера, 
далее — везде…» (1961): замысел и реализация

Sarieva Elena A.

The Moscow Music 
Hall Production 
Moscow — 
Venus, then — 
Everywhere… 
(1961): Concept and 
Implementation

UDC 792.071; 792.7
LBC 85.33; 85.36

Sarieva Elena A.
PhD (in Art History), Senior Researcher, Mass Media Arts Department, State 
Institute for Art Studies, 5 Kozitsky Lane, Moscow, 125375, Russia
ORCID ID: 0000-0002-2883-773Х
ResearcherID: AAS-4738-2021
easarieva@mail.ru
Keywords: theater, variety art, Moscow Music Hall, Moscow — Venus, then — 
everywhere..., A.P. Konnikov, L.B. Mirov, M.V. Novitsky, V.A. Dykhovichny, 
M.R. Slobodskoy, N.S. Kholfin, M.I. Blanter



Художественная культура № 2 2026 207206 Sarieva Elena A.

The Moscow Music Hall Production Moscow — Venus, then — Everywhere… (1961): 
 Concept and Implementation﻿

Abstract. The turn of the 1950s and 1960s was marked by an unprece-
dented emotional upsurge in Soviet society fuelled by the achievements 
of Soviet science in space exploration. The desire of creative artists to 
peer into the future and boldly imagine what was destined to come true 
in the very near future found expression in works of literature, painting, 
film, and theater. The Moscow Music Hall was no exception. In the au-
tumn of 1961, the play Moscow — Venus, then — Everywhere… premiered, 
reflecting the achievements of Soviet cosmonautics alongside the comic 
elements typical of variety shows. The plot and script of the performance 
were developed by directors A. P. Konnikov and variety artist L. B. Mirov, 
in cooperation with the authors V. A. Dykhovichny and M. R. Slobodskoy.

Using surviving periodicals and archival sources, this article pro-
vides a  partial reconstruction of the performance. The plot revolved 
around preparations for the first space voyage. The multi-genre perfor-
mance consisted of variety and circus acts, accompanied or interrupted 
by interludes by L. B. Mirov and M. V. Novitsky. In addition to the space 
theme, the play ridiculed ‘individual shortcomings’ of the country and 
the ‘moral decay’ of the modern capitalist society.

The conducted analysis has revealed that not all episodes from the 
original script were staged. The article examines the two unstaged epi-
sodes for which the authors planned to use cinematography.

Аннотация. Рубеж 1950–1960‑х годов ознаменовался небывалым 
эмоциональным подъемом в советском обществе, связанным с до-
стижениями советской науки в области покорения космоса. Жела-
ние творцов вглядываться в будущее и смело фантазировать о том, 
чему в самом непродолжительном времени суждено сбыться, нахо-
дило воплощение в  произведениях литературы, живописи, кино, 
театра. Не остался в  стороне Московский мюзик-холл. Осенью 
1961  года состоялась премьера спектакля «Москва  — Венера, да-
лее  — везде…», где наряду с  реализацией комического, свой
ственного эстрадным представлениям, нашли отражение достиже-
ния отечественной космонавтики. Фабула спектакля и его сценарий 
разрабатывались режиссерами  — А. П. Конниковым и  эстрадным 
артистом Л. Б. Мировым вместе с  авторами  — В. А. Дыховичным 
и М. Р. Слободским.

Благодаря сохранившимся материалам периодической печати, 
а также архивным источникам в  статье проводится частичная ре-
конструкция постановки. Сюжет строился вокруг подготовки к пер-
вому космическому путешествию. Многожанровое представление 
состояло из эстрадных и цирковых номеров, которые сопровождали 
или разбивали интермедиями Л. Б. Миров и М. В. Новицкий. Поми-
мо космической темы в спектакле высмеивались «отдельные недо-
статки» в нашей стране и «моральное разложение» в современном 
капиталистическом обществе.

Анализ показал, что не все эпизоды первоначального сценария 
нашли воплощение на сцене. В  статье анализируются два таких 
эпизода, в  которых авторы планировали использовать кинемато-
граф.
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Introduction

In April 1961, the first man went into space, and in September 1961, the 
Moscow Music Hall was rehearsing its new program, Moscow — Venus, 
then — Everywhere… featuring “variety concert items united by a com-
mon plot, linked together like stages of a launch vehicle” [In the Estrada, 
1961, p. 3]. The chief director of the Moscow Music Hall, A. P. Konnikov 
(1920–1989), anticipating the premiere, admitted that “surpassing reality 
in fantasies is challenging”: “In the first version of the show, we wanted 
to fly around the Earth for observation. However, we had not even written 
half of the script when Yuri Gagarin did his lap of victory in space. So, we 
renamed our show Moscow — The Moon. Hardly had we started creating 
a new journey when German Titov covered a distance equal to a flight to 
the Moon and back in a real spaceship. Thus, we had to urgently rename 
our program Moscow — Venus, then — Everywhere…  It is not clear how 
long this name will last, but it might be so that soon our fictional route 
will have to be extended again” [Konnikov, 1962, p. 3].

The plot and script of the performance were developed by the directors 
A. P. Konnikov and variety artist L. B. Mirov (1903–1983), in cooperation 
with the authors V. A. Dykhovichny (1911–1963) and M. R. Slobodskoy 
(1913–1991). The V. A. Dykhovichny collection at the Russian State 
Archive of Literature and Art (Moscow) houses the original and final 
(censor- approved) versions of the script for this extravaganza- buffoonery 
in ‘fifteen episodes with one intermission’. In the application, the authors 
wrote, “If in the past the idea of a variety show did not extend beyond 
a steamship journey, now, thanks to the achievements of the Soviet peo-
ple, space travel has become a reality. This is precisely what we use as 
a foundation” [Dykhovichny, Slobodskoy, storage unit 54, l. 86], referring 
to their first collaboration with A. P. Konnikov — the play Here Comes the 
Steamship at the summer theatre of the Hermitage Garden (1953). A total 
of one hundred and fifteen people took part in the creation of the perfor-
mance, including artist B. G. Knoblok (1903–1984), composer M. I. Blanter 
(1903–1990), choreographer N. S. Kholfin (1903–1979) and the Raduga 
choreographic group, musical director Yu. S. Saulsky (1928–2003), and 
the Music Hall variety orchestra.

The title of the performance contained the common everyday pattern 
of announcements about commuter train routes and stops. Transferring 

it into a cosmic, interplanetary scale hinted at the future habitualness of 
Soviet flights to any planet. The clever title of the play was pathetically 
used to its best effect in an ideologically rigorous poetic monologue 
About Our Sky performed by A. Stepin. The poem addressed the Civil War 
(“Moscow — Tsaritsyn, then — everywhere…”), then the First Five- Year 
Plan (“Moscow — Magnitka, then — everywhere…”), and the Great Patriotic 
War (“And to Berlin, then — everywhere…”). A. Stepin recited pompously, 
“since the highly exalted poetic text left no other options” [Latsis, 1962, 
p. 16], noted the critic.

If the audience expected the performers to eventually land on Ve-
nus, they were in for a disappointment — throughout the performance, 
not a single character ever set foot on the closest and most mysteri-
ous planet. The entire plot revolved around preparations for the first 
space voyage which were led by the popular variety duo L. B. Mirov and 
M. V. Novitsky (1920–1986) — they interspersed variety and circus acts 
with interludes.

What the audience saw

 The prologue began with a parade of female circus attendants and an 
introductory poetic monologue by M. V. Novitsky (“Variety art is true to 
its traditions, / And we will not depart from them”). However, it appeared 
that the ‘traditions of variety art’ dissatisfied the spectator who suddenly 
appeared on stage. He proposed beginning the program with the lives of 
people developing virgin lands and flying into space. The dramatic entrance 
of the flight attendants of the future spaceship wearing caps and gloves, 
was accompanied by a song:

From the sky we will see Earth’s rotation,

The motion of comets,

The spinning of planets,

Fly up to where there is no gravitation, —

“Moscow — Venus, then — everywhere!..” [Dykhovichny, Slobodskoy, storage 

unit 55, l. 6].

The elegant flight attendants of the spaceship gave way to coloured 
‘pencils of imagination’ able to create ‘a flight of dreams and a rush of 
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Earth’s atmosphere”(1) [Dykhovichny, Slobodskoy, storage unit 55, l. 11]. 
Instead of the obligatory interview before a trip abroad at the district (city, 
regional) party committee, L. B. Mirov and M. V. Novitsky underwent a test 
of moral fitness for the flight on a special machine — a ‘defectometer’. In 
the scene entitled Green Light, this ‘dangerous machine’ with levers and 
lamps identified unworthy members of society and denied them flight. 
If the lever was pulled by a person with flaws — sycophancy, greed, petty 
ambition, or alcohol abuse, the red light went off; if the person was morally 
pure in the eyes of people and the law, the green light was on. This scene 
fully revealed L. B. Mirov’s brilliant comedic talent: his character tried to 
avoid undergoing the test under various pretexts, grabbing every lever 
to disable the ‘dangerous machine’, and then plaintively inquired, “Isn’t 
there a yellow light?” and concluded, “Still, our traffic lights are better” 
[Dykhovichny, Slobodskoy, storage unit 55, l. 36].

To get presents for the inhabitants of Venus, M. B. Mirov and M. V. No-
vitsky went to a gift shop (the scene was called For Memory of Our Land). 
“For tourists traveling abroad, we can offer a popular souvenir — the Russian 
Matryoshka”, announced the mechanical salesperson — the ‘photocell’. 
Immediately, the Raduga choreographic group started a presentation of 
the wooden toy. A huge Matryoshka emerged on stage, and nesting dolls 
of various sizes, from large to small, leaped out. They floated in a row like 
swans, then separated, then collided with one another, producing a wooden 
knock. Then, in reverse order, they entered the largest Matryoshka, which 
went offstage to be ‘wrapped up’. M. B. Mirov and M. V. Novitsky chose a por-
celain figurine (the Plastic Etude followed) that came to life, amazing the 
audience with her ballet movements combined with acrobatic tricks(2).

A voice on the radio announced that “at the insistence of the female 
passengers who are afraid of falling behind in interplanetary fashion, 
everyone is invited to the Fashion House” (scene What to Wear in Space?). 
The curtain was raised and the fashion show began, demonstrating the 

(1)	 During the Soviet era, when applying for a job, enrolling in an educational institution, or 
processing paperwork for a business trip or tourist trip abroad, citizens were required to fill 
out a questionnaire that included a mandatory question: whether they had relatives abroad. 
Having relatives abroad could hinder one’s professional career and served as a reason for 
close scrutiny by the KGB.

(2)	 The concert item was performed by several duets in turn: Z. Evtyukhova and N. Fateev, 
A. Kuznetsova and A. Baikov, V. Skvortsova and V. Eliseev.

inspiration’. The middle of the curtain was raised, revealing a giant box 
labelled ‘COLOURED PENCILS — RAINBOW’. Eight pencil cases opened 
one after another, pencil girls in colourful overalls jumped out, and 
a ‘rhythmically sharp and joyful dance’ started. The prologue ended with 
the appearance of a large rocket with coloured portholes in the background 
of the stage.

No less impressive was the Regimental Musicians performance which 
combined dance and military formations. The young ladies of the Raduga 
choreographic group in sparkling white leggings, high boots, and with 
gleaming instruments were dressed in colourful uniforms of soldiers 
from different countries. The creators insisted on a ‘combined orchestra’, 
excluding the uniform of any specific army, as the concert item with 
marching ladies, typical of all music halls around the world, had an ideo-
logical undercurrent (“The only one on the entire planet / The combined 
musical regiment!”). Director A. P. Konnikov wrote about it as follows, 
“Dykhovichny and Slobodskoy… gave this ultra- traditional concert item 
an unusual and unexpected interpretation. The ladies portrayed the last 
military unit remaining on a peaceful and happy Earth. A huge image of 
the globe served as the background. A frivolous, somewhat entertaining 
item suddenly acquired deep political meaning” [Konnikov, 1980, pp. 
130–131].

The concert items were tied to the plot through cheerful, witty inter-
ludes created by V. A. Dykhovichny and M. R. Slobodskoy. Throughout the 
performance, L. B. Mirov remained within the established guise of a clue-
less skeptic, never losing his distinctive charm. It was him who typically 
had the audience’s sympathy rather than his partner — the respectable, 
reasonable, and indulgent M. V. Novitsky. The author of a note in The The‑
atre magazine believed that L. B. Mirov was ‘the soul of the performance’, 
perfectly mastering the laws of humour and the ‘technique of detachment’ 
necessary for a variety artist: “Mirov is always slightly detached from his 
character. They are two on stage: a satirical character and a witty, unusually 
personable actor Mirov who introduces another rogue to the audience” 
[Shcherbakov, 1962, p. 97].

In their dialogues, L. B. Mirov and M. V. Novitsky prepared for the flight 
as if it were a trip abroad, as inaccessible to Soviet people as space travel 
to distant planets. L. B. Mirov read out his ‘clean record’, “…I have not been 
subjected to anything, I have no affiliation, I have no relatives outside the 
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form is appropriate, but the content is pure entertainment… Do you 
have declamation, any serious art?”, L. B. Mironov asked, alluding to 
the Soviet stage, where “declamation occupied an unfairly large place” 
[Uvarova, 2011, p. 290]. In the end, the impresario announced a modern 
technical robot dance, Rob’n’rob, with metal limbs breaking off. “If a 
robot undresses, it is no big deal, as it is a machine”, L. B. Mirov sighed 
with relief, examining the broken iron parts [Dykhovichny, Slobodskoy, 
storage unit 55, l. 59].

While mental preparation for the flight was depicted in stand-up 
comedy, physical preparation was shown in circus acts combined in the 
scene Earth Team. To the sounds of upbeat music, the stage was filled with 
athletes who “in various gymnastic formations, introduced the audience 
to a cheerful atmosphere of health, youth, and strength — in short, to 
the world of sport” [Dykhovichny, Slobodskoy, storage unit 55, l. 28]. In 
a combined sports and ballet attraction, circus performers, trampoliners 
Pyotr and Ruslan Drygin, took part. The trampoline setup resembled 
the coordinated work of a cosmodrome technical team, as A. P. Konnikov 
recalled, “…commands were given, lights flashed, the performers and 
workers moved in unison — and instead of a pause that would break the 
action, there appeared… a strikingly realistic image of the cosmodrome” 
[Konnikov, 1980, p. 130].

  The Drygin brothers’ concert item was called In a State of Weightless‑
ness. Indeed, the dancers’ slow movements were reminiscent of a person’s 
movements in vacuum. No less impressive was the Rope Dance by Ariella 
and Felix, invited artists from the German Democratic Republic, which 
they had been rehearsing for seven years. Dressed in glittering tights, the 
artists danced on a vertical rope against a dark, starry sky. Laureates of 
the Russian Variety Artists Competition, Tatyana Savelyeva and Sergey 
Savelyev, juggled glowing clubs in the darkness (the item Light Jugglers), 
as if scattering celestial bodies and planets, arranging the universe. The 
dance composition Beyond Gravity choreographed by N. S. Kholfin and 
performed by the soloists of the Raduga choreographic group, immersed 
the audience in the fantastic atmosphere of outer space. The ‘weightless 
ballet’ was performed on various planes and stages, using black masking. 
Against a background of black velvet cloth, six partners also dressed in 
black velvet lifted and tossed ballerinas in luminous ballet skirts.

clothes designed “to suit the climate of Venus, especially for the spring-
summer space season” [Dykhovichny, Slobodskoy, storage unit 55, l. 42]. 
The fashion show was accompanied by the fashion demonstrator’s com-
mentary, which was a common practice in Soviet times:

For those flying to distant stars,

We established a fashion house.

So, new planets to impress

You can choose a perfect dress!..

So that grace and sense of style,

Sense of measure would be brought

To the representatives of Venus

By the ones of Earth! [Dykhovichny, Slobodskoy, storage unit 55, l. 43].

As music was playing, frozen female mannequins wearing dresses 
with bright spring- summer prints appeared on stage on a conveyor belt, 
demonstrating “real, well-tailored outfits” [Roma, 1962, p. 3]. However, 
Soviet women were not destined to keep up with interplanetary fashion 
due to the domestic light industry. The radio broadcast the following:

Now, when you’re creating

Samples for window displays,

This is what stores offer us —

Focus your gaze!

…and slowly moving on the conveyor belt, frozen in similar postures, 
there appeared L. B. Mirov and M. V. Novitsky, “dressed in horrific mass 
production clothes” (“Here, Mirov, like a goblin, wanders / Novitsky stands 
like a scarecrow…”) [Dykhovichny, Slobodskoy, storage unit 55, l. 46].

An introduction to bourgeois variety art took place in the scene 
﻿Foreignity. An extravagantly dressed woman — the impresario of the 
American Music Hall Association (performed by O. Serdyukova) — forced 
a ‘cultural program’ on the space travellers, offering ‘exceptionally original 
items featuring artistic undressing’. Expertly, she convinced L. B. Mirov 
and M. V. Novitsky that ‘if France is the best dressed, then America is the 
best undressed’. I. Gracheva, an artist from the Omsk Operetta Company, 
recently accepted to the Moscow Music Hall, performed a variety of songs, 
trying to undress as much as possible after each one. But L. B. Mirov and 
M. V. Novitsky portrayed staunch fighters against bourgeois decay, “The 
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was realized in the performance by theatrical means, the use of a screen 
in the first scene was intended for an ideologically constructed plot, and 
in the second one — for an everyday plot, not going beyond routine.

In his book The World of Variety Art (1980), A. P. Konnikov addressed 
the issues of using cinematographic techniques, particularly documentary 
footage, in variety performances, “Filmmakers, writers, and playwrights 
have discovered, and critics have substantiated the powerful artistic effect 
produced by the vibrant combination of fiction and verbatim fact, imag-
inary events and chronicles… But what does variety art have to do with 
it? Its profound conventionality, its organic tendency toward eccentricity 
and caricature, its emphatically bright colours, its vivid techniques — will 
this mesh with the dry reality of the documentary? Will a painful stylistic 
contrast arise? Will an irreparable ‘tissue rejection’ take place?..” [Kon-
nikov, 1980, p. 133]. ‘A powerful artistic effect’ was expected in the episode 
Judge for Yourselves! dedicated to the ‘struggle of two ideologies’, but in 
one of the first performances there was a hitch (the camera broke down), 
and L. B. Mirov and M. V. Novitsky “did not even try to make play with this 
incident” [Latsis, 1962, p. 17](3).

Judge for yourselves — this is

A documentary footage!

The announcement started, and neon lights of foreign nightlit cities 
flickered across the screen [Dykhovichny, Slobodskoy, storage unit 55, 
ll. 60–65]. According to the scriptwriters, the lifestyle of Western youth 
was limited ‘mechanical entertainment joints’ (slot machines, mechanical 
billiards, automated radio phonographs) and a passion for Rock’n’roll 
(a long-haired singer with a guitar and shaking dancers with ‘distorted 
faces’). The Rock’n’roll music continued, but abstract paintings and 
sculptures were flashing on the screen. The announcement continued:

The shadow of this song and dance

Matches it perfectly well.

The colours of abstract painting

Draw nightmares on the wall [Dykhovichny, Slobodskoy, storage unit 55, l. 61].

(3)	 After the first performances, the scene was finally cut out.

The final episode was called Ready! and was based on M. I. Blanter’s 
song Let’s Sit for a Moment Before the Long Journey performed by Vladimir 
Degtyarev:

Let’s sit for a moment before the long journey,

May it be easy and safe.

Come on, driver, get going slowly.

And sing your song on the way! [Dykhovichny, Slobodskoy, storage unit 55, 

l.  67].

The singer stood in the spotlight against the dropped curtain. The 
dispatcher announced, “Attention! The first Soviet music hall spacecraft 
following the route Moscow — Venus, then — everywhere! is about to 
lift off from the stage of the Moscow Music Hall!” [Dykhovichny, Slo-
bodskoy, storage unit 55, l. 66]. The curtain was raised, and in the depths 
of the stage the audience saw a rocket blinking with coloured lights and 
ready for launch. Twenty-four stewardesses formed a corridor which the 
performers followed to board. L. B. Mirov was running late. “Where have 
you been, Comrade Mirov! One more second and we would have started 
fuelling!” said the dispatcher on the radio. “The fuel! That is what I ran 
to get!” answered L. B. Mirov, showing a bottle of cognac [Dykhovichny, 
Slobodskoy, storage unit 55, l. 69].

After the command “Five seconds to liftoff… four… three… two… 
liftoff!”, the spaceship launched. For a second, the rocket disappeared and 
appeared again as a tiny fiery dot in the sky. The sound of liftoff gave way 
to electronic music. That was the end of the performance.

What the audience did not see

Judging by the program preserved in the Russian State Archive of Literature 
and Art, not all scenes were put on stage [Programs of Performances, p. 6]. 
The reason for this has not been identified, as no documents related to the 
discussion of the final version of the performance have survived. The two 
episodes not included in the final performance occupy a significant place 
in the script. They have no relation to the space theme, and apparently the 
directors did not dare to deviate from the intended plot. Another reason 
could have been technical difficulties — the scenes were supposed to have 
a screen on stage and apply film editing. Moreover, if the space theme 
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no scope to expand on Earth’. The activities of the enterprising trio were 
shown on the screen. The farm management had reported ten fictitious 
record- breaking cows. When inspectors arrived, they found a unique 
solution — to painted their two existing well-fed cows in different colours 
and present them in turn. The painting work was carried out by a casual 
assistant — auto body painter, who received a favourable remuneration 
each time. Gradually, his imagination, powered by the fumes of wine, grew 
wilder, so, the cows appeared in the most bizarre colours. The deceivers 
thought it all went unnoticed until they brought the last cow which ap-
peared checkered, like a taxi. L. B. Mirov, of course, refused to take such 
progressive figures on board, but he could imagine a ‘fat cow with a ‘taxi’ 
makeup’ brought on stage, which would have produced an unforgettable 
comic effect. (It is noteworthy that this performance could have long 
outstripped the exhibitions of painted artiodactyls on the streets of cities 
as part of the artistic action The Cow Parade(4)).

The original performance was not intended to end with the spaceship 
launch. The approved script retained two final short episodes develop-
ing the space theme. One of them, titled In the Weightlessness, was an 
interlude featuring L. B. Mirov and M. V. Novitsky wearing spacesuits, set 
against a Venusian cosmic landscape. “Having landed on this planet, our 
travellers do not walk or dance, but glide smoothly from place to place, 
as it happens in slow-motion films” [Dykhovichny, Slobodskoy, storage 
unit 55, ll. 72–73]. The setting was marked by a well-recognized symbol — 
lost in the cosmic wilds, L. B. Mirov and M. V. Novitsky suddenly discover 
a statue of Venus de Milo at the traffic regulation post. At the right time, 
Venus grows arms and shows travellers the way forward.

Electronic music was expected to accompany the opening of the 
final scene For the First Time from the Sky We See Earth. According to the 
playwrights’ idea, before the travellers’ eyes there is no longer a black sky, 
but a boundless, ‘unusually beautiful cosmic sky — just as Yuri Gagarin 
saw it’. And the ‘cosmic music’ gives way to ‘earthly’ music, extravagant 
and solemn. A singer appears in the spotlight, followed by the choir and 
all the actors. A song is performed with the following lyrics:

(4)	 The international art campaign The Cow Parade took place on the streets of major world 
cities in 1998–2006 (including in Moscow in 2005–2006). Participants created life-size cow 
mannequins, painted them, and displayed them on the streets and in public spaces.

The contrast was created by means of melancholic music and a display 
of London street artists painting on the sidewalks for pennies. Lyrical 
music accompanied an idyllic display of wildlife: a family of swans at their 
nest, a deer, a doe, and a fawn, a family of bears. As the presenter narrated, 
“Amidst jeers and laughter, / They bring out women for amusement / And 
laugh, ‘cultured males’!” [Dykhovichny, Slobodskoy, storage unit 55, l. 63], 
the previous footage was contrasted with footage of women’s football, 
women’s wrestling, and laughing well-fed men from the films The Savage 
Eye (1959, USA) and A Kid for Two Farthings (1955, UK). A sped-up montage 
of gangster films and horror films featuring murders and gunfire told of 
a terrifying Western world where violence is approved of and which is just 
as terrifying in real life as it appears on screen. The rapid succession of 
previously seen footage eventually resembled bobsledding — rash spinning 
on screen. The presenter said,

We will not worship darkness,

We will awaken people’s hearts,

We will set the sacred fire in them,

Let the darkness vanish! Let there be light! [Dykhovichny, Slobodskoy, storage unit 55, 

l. 65].

The second scene cut out from the script was Three Men in One Re‑
port, to Say Nothing of the Cow — a film feuilleton that satirized deceivers. 
Answering his own questions about using documentary in variety shows, 
A. P. Konnikov wrote, “The further I go, the more convinced I become 
that a variety show can organically incorporate any manifestation of 
documentary. And not only pathetically, but also lyrically, and especially 
in satire. Why, for example, should the compere’s accusatory monologue 
castigate some unknown Ivan Ivanoviches and Pyotr Petroviches? Why 
don’t we use the techniques of concrete combat against concrete evil 
shown in The Fitil short film series?” [Konnikov, 1980, p. 135]. The creators 
of Moscow — Venus, then — Everywhere… intended to use the techniques 
of The Fitil short film series before its official release (1962), at that the 
first issues of The Fitil, according to the researcher, were also characterized 
by “good-natured comedy” and tended “more towards irony and humor 
than satire” [Vorobyeva, 2025, p. 21]. Unfortunately, it never happened.

A picturesque trio — farm manager, his assistant, and painter — wanted 
to be let on board. They planned to go to Venus forever since ‘there was 
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For the first time from the sky

We see Earth, it’s strangely new,

And we hear earthly songs —

Our Motherland’s words…

On Earth there is our native Russia,

On Earth there is our native Moscow! [Dykhovichny, Slobodskoy, storage unit 55, 

l. 74].

This song, like the entire scene, was infused with the high idea of 
caring for the planet and each person’s responsibility for maintaining 
peace on Earth.

Conclusion

Following the launch of the first satellites into orbit, the launch of inter-
planetary stations, and the first human spaceflight, the space theme capti-
vated the minds of millions of people. They hoped to witness how the hard 
work and knowledge of Soviet citizens would make their most ambitious 
dreams come true and pave the way for interplanetary travel. The desire 
to imagine the future that soon would become reality found expression 
in works of literature, painting, cinema, and theatre. The Moscow Music 
Hall put on stage the show Moscow — Venus, then — Everywhere… which 
apart from comic elements of variety shows, reflected the achievements 
of Russian cosmonautics. Beyond the space theme, the performance rid-
iculed ‘individual shortcomings’ of the country and the ‘moral decay’ of 
the modern capitalist society.

The analysis has revealed that not all scenes from the original script 
were brought to life on stage. This concerns two scenes where it was 
planned to feature cinema. The first one was dedicated to the ‘horrible 
Western world’ which approves of violence and is as terrifying as it appears 
on screen. The second episode was an everyday film feuilleton. The exact 
reason for the absence of these episodes in the final production has not 
been established. It could have been due to technical difficulties, or the 
authors and directors’ choice not to deviate from the intended plot on 
a high cosmic theme.
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