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Upea «TBOpsen GopmMbi» B ICTETUKE PYCCKOro
aBaHrappa 1920-x ropos

AHHoTaumsa. 1920-e rogpl B Poccun — Bpems Kpuauca yTo-
NMUYECKOro MbILLIEHNS B TEOPETUYECKON SCTETUKE U B UC-
KyccTBe. YTONM3M aBaHrapAHoOro npoekTa cCocTos B He-
OCYLLECTBMMOCTUN BO3/TOXXEHHOWM Ha MCKYCCTBO MUCCUN
TOTaNbHOro NPeo6pa3oBaHWs peanbHOCTV 1 YenoBeKa acTe-
TUYeCKUMU cpeacTBaMm BosaencTaus. Kniouesonm noeen
3CTETUYECKUX KOHLIENTOB aBaHrapAa 6bina AeNCTBEHHOCTb
TBOPSiLEN GOpPMbI, CO3Aat0LEN LLeNIOCTHOCTb TBOPYECKON
MaTepum XnsHn. KoHuenT «TeopsLer GopMbi» paspabaTtb-
BaJ/ICs MO Pa3HbIM HaNPaBEHUAM: OT KOHLENLMN €ANHOTo
CTUNS BO BCEX ChEPaXx XKXU3HWN 1 TEOPUM CUHTE3a UCKYCCTB
10 3CTETUKM BYHKLMOHANbHO Lienecoo6pa3aHbix Gopm npea-
MeTHol cpefbl. CUMBOAMYECKUI S3bIK CTUNS SIBNSN COBOM
yHUBEpPCasnbHOEe 3CTETUHECKOE NPeTBOpeHe meTadpusmye-
CKUX naen B YyBCTBEHHO-OHTONOrMYECKMIA 06pas LenocT-
HOCTW 6bITUS; B CUHTE3€E UCKYCCTB BUAENN CNOCO6 BbIpa-
YKEHUS U3HaYanbHOM LENOCTHOCTU KOCMUYECKOrO 6bITHS,
a GyHKUMOHasbHO Lenecoo6pasHas dopma NpeaMeTHOCTN
NoHMManach Kak CpefCTBO BOB/IEYEHUS YENOBeKa, Bbi3bl-
BaloLLiee ero AeNCTBEHHbBI TBOPYECKMI OTKIMK. YTONNU3M
naen «Teopswen Gopmbi» 06yCNOBUN €€ GbICTPbLIN KOHEL,
MMEIOLLMIA KOMMIEKC MUPOBO33PEHYECKUNX, COLMANbHbIX,
NONIUTUYECKUX, HENOBEYECKMX NPUYMH. [NaBHbIE N3 HUX —
TOTaNbHOCTb NPOEKTA LIeIOCTHOCTY, HEAOOLIEHKA TBOpYe-
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CKOM CBO60AbI MHAVBUAYANIbHOTO XyLOXECTBEHHOIO CyGbeK-
Ta, 0TKa3 OT CoaepXKaTebHOM AYXOBHO-LEHHOCTHOM TpaK-
TOBKM Ky/NbTYPbI, HAAEXK/bl HA BO3MOXHOCTb 9CTETUHECKUM
BO3AEMCTBMEM NPeo6pasoBaTh YenoBeKa Macchl B TBOpYE-
CKOTO Cy6beKTa, CyXKEHME NOTeHLMabHbIX BO3MOXHOCTEN
YTOMMYECKOro NPOEKTa NOMbITKOW NPeBPaTUTb ero B MeTo-
LLONOTMI0 AeVCTBSA, CTPEMIEHME K peanmsaumm, oTcekaro-
Lev paspacTaHue ero BHyTPEHHero noTeHumana, Heaoo-
LieHKa pearbHbIX YCMOBUI ero OCyLLECTBNEHMS.
KntoueBble cnoBa: TBOPYECTBO, XKU3HECTPOEHUE,
bopma, yTonus, yH1Bepcanmam, acTeTmyeckoe,
MCKYCCTBO, CUMBOS
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The Idea of the “Creative Form” in the Aesthetics

of the Russian Avant-garde of the 1920s

Abstract. The Russian avant-garde of the 1920s was a time
of a utopian thinking crisis in theoretical aesthetics and in
art. The utopianism of the avant-garde project consisted in
the impracticability of the mission of art to totally transform
reality and man through aesthetic means. The key idea of
the avant-garde aesthetic concepts was the effectiveness
of the creative form building the integrity of the life creative
matter. The concept of the “creative form” was developed
in different directions: from the concept of a single style in
all spheres of life and the theory of synthesis of arts to the
aesthetics of functionally appropriate forms of the objective
environment. The symbolic language of style was a universal
aesthetic translation of metaphysical ideas into sensual
ontological image of the wholeness of being; synthesis of
arts was seen as a means of expressing the initial wholeness
of cosmic being; and a functionally appropriate form of the
objective environment was understood as a means of direct
involvement of man, spontaneously causing his active
creative response. The utopianism of the idea of the “creative
form” determined its rapid demise, which had a complex of
philosophical, social, political and human reasons. The major
of them included the totality of the wholeness project, the
undervaluation of the individual artistic subject’s creative
freedom, the rejection of a substantial spiritual and value-
based interpretation of culture, the hope that the aesthetic
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influence might transform the masses into creative subjects,
the narrowing of the potentialities of the utopian project
by the attempt to turn it into a methodology of action, the
pursuit of realization that limited the growth of its inner
potential, and the undervaluation of the real conditions for
its implementation.

Keywords: creativity, life-building, form, utopia,
universalism, aesthetic, art, symbol
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CamoonpepaeneHue «6e3 Macku» B UCNOJTHU-
TenbcTBe U ero Bocnpusatumn B 19960-1980-e
AHHoOTauums. [laHHas paboTa COAEP>KUT MOMbITKY OCMbIC-
NIEHVS UCTOYHUKOB, 3BOJTIOLIMM U UTOTOB GEHOMEHA NTNY-
HOCTHOI UCKPEHHOCTM B COBETCKOM MCMOJIHUTENbCKOM
nckycctee 1960-1980-x. Peyub MaeT 0 Tpex B3aMMOoAomNon-
HSIIOLLMX TPEeKax (CTUNb, BUA, 1 CNOCO6 BOCTIPUATUS) pa3Bu-
TN COBETCKOW Xy[OXECTBEHHOW Ky/IbTypbl, KOTOPbIE Onpe-
LLeNsN BbIXOA, Ha NEPBbIV NIaH pasHbiX UCMOMHUTENBCKMX
nckyccTB. CneuuanbHoe BHUMaHWe yaeneHo aBTopCKown
necHe, TeaTpy, KuHematorpady, poccuiickomy poky. Ma-
Tepuan Takoro OCMbIC/IEHUSI COCTaBNSIET B OCHOBHOM /N4~
HbIVi OMbIT aBTOPA, BK/ItOYasi HABMIOAEHMS, TMYHOE yYacTune
B OMUCbIBAEMbIX COBbITUSAX.

MeToponornyeckas ocHoBa paboTbl — NparMacemMaHTuye-
CKMI Noaxop[, CornacHo KOTOPOMy CMbICNI006pa3oBaHme
onpenenseTcs KOHTEKCTaMM COLManbHO-KYNBTYPHbIX NPaK-
TUK, @ TMYHOCTHAs CyGbEKTHOCTb BbICTYMAET yHNBEPCallb-
HbIM MHTEP}ENCOM TAaKOIro CMbIC/I006pPa30BaHus, ero an-
HaMWKW, CMEHbI N B3aUMOJEVCTBUS KOHTEKCTOB, BK/tOYas
KynbTypasnbHble 1 nonuTuyeckme. Mpu aTom cama Cy6bekT-
HOCTb GOPMUPYETCSH B KOHKPETHOM MCTOPUKO-KYSIETYPHOM
KOHTEKCTe, BK/II04as UCKYCCTBO, XyAOXECTBEHHYIO Ky/lb-
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Typy. 3TO OAHOBPEMEHHO CNOCO6CTBYET NO3ULMOHMPO-
BaHUIO CYy6GbEKTHOCTU B COLMYME, ee camopeanusaumnm
1 camoopraHusauumn.
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Self-determination “Without a Mask” in Performing
Arts and in Their Perception in the 19960s-1980s
Abstract. This work contains an attempt to understand
the sources, evolution and results of the phenomenon
of personal sincerity in the Soviet performing arts of the
1960s-1980s. This refers to three complementary tracks of
the development of Soviet artistic culture (style, type, and
method of perception) which determined various performing
arts coming to the fore. Special attention is paid to author
songs, theatre, cinema, and Russian rock. The material
for such comprehension consists mainly of the personal
experience of the author of the article, including observations
and personal participation in the events described. The
methodological basis of the work is a pragmasemantic
approach, according to which meaning formation is
determined by the contexts of socio-cultural practices, while
personal subjectivity acts as a universal interface for such
meaning formation, its dynamics, changes and interactions
of contexts, including cultural and political ones. Meanwhile,
subjectivity itself is formed in a specific historical and cultural
context, including art and artistic culture. This, at the same
time, contributes to the positioning of subjectivity in society,
its self-realization and self-organization.

Keywords: author song, audience, sincerity, performing
arts, cinema, clubs, self-organization, theater
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CmexoBoe Ha4yasio ¥ KOMU3M B COBETCKOMN
KuHokomeaum 1960-1970-x

AHHOTaums. ABTOP CTaTbi OTMEYaET BAVSIHWE U3bICKaHWUI
0TeYeCTBEHHbIX GONbKIOPUCTOB U UCTOPUKOB KyNBTYpPbl Ha
MHTEepnpeTauuio nckycctaa XX Beka. DUKCUPYET Hay4Hyo
TEHAEHLMIO NMOUCKa B COBPEMEHHOM UCKYCCTBE, B TOM YKC-
Nle COBETCKOWN KMHOKOMEAMNU, MPEXAe BCEro apxeTununye-
CKUWX CUTYaLMin 1 06pa3oB. OTMeYaeT 3HaYMMOCTb KOHLIen-
umii B. Nponna n M. BaxTuHa Ans HblHELHEro BOCNpUSATUS
npoun3BeaeHuit UckyccTaa. MNpuabiBaeT He orpaHnyMBaThCs
3TUM, HO pacCTaBNATb HOBblE€ aKLLEHTbl — UCKaTb pas3inyums
MeXay APEBHUM 1 COBPEMEHHbIM MUPOMOHUMAaHWEM, MEX-
[ly UMMNePCOHanbHbIMU PELLEHUSIMU IPaMaTUHECKUX CUTya-
LW M TUMOB NMEPCOHAaXKeN, C OAHOM CTOPOHbI, 1 aBTOPCKON
3CTETUKON, MHANBMAYaNbHBIMU TPAKTOBKaMM Mypa 1 Yeno-
Beka, ¢ Apyroi. Ha matepunane komeauii 1. Fanpas n 9. Pa-
3aHoBa, punbma-ckaskm «O6bIkHOBeHHOe Yyao» M. 3axapo-
Ba aBTOP MOKa3blBaEeT, Kak JaNeKun XyAoXeCTBEHHbIe nocna-
HUS 3TUX PEXMCCEPOB OT apxanyeckoro MOHNMaHWsi cMexa
1 KOMU3Ma, OT AEi KapHaBanbHOW CBOGOAbI U FAPMOHUW.
YT0 He ncknoYaeT UCNob30BaHNS CTPYKTYP CaTUPOBOWA
LpaMbl, NananaTbl, NapHbIX apXeTUnoB. Peyb NOEeT O Ky/b-
TYPHbIX HannacToBaHusax 06pasos LLlypwrka, HuHbl, Caaxo-
Ba, 3a6aBHoM TpouLbl Tpyca, Ban6eca v boiBanoro. AHanu-
3UpyeTcs ponb BOAHOW CTUXMM B KoMeammn «MpoHns cyab-
6bl...». [laeTcs noapo6Has MHTEPNPEeTaLmMs HEHOPMAaTUBHbIX
anemeHToOB noBefeHus XXeHu JlykawmHa n Minnonuta, 06-
NapfaroLmX NULLb BHELUHVMW NPU3HaKaMy KapHaBanbHOCTU.
[enatoTcs BbIBOAbI O ApaMaTUHECKON 9BPUCTUYHOCTU CMe-
Xa B komeausx lanpas v Pa3aHoBa, o6naaaslunx agantme-
HbIMW GYHKLIMSIMU, HO 1 CMOCOGCTBOBABLUMMU BHYTPEHHEN
camopedneKcm COBETCKOM ayanTopun.

KnioueBble cnoBa: cMexoBasi KyNbTypa, KOMU3M,
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Laughter and the Comic in the Soviet Film Comedy

of the 1960s-1970s

Abstract. The author of the article notes the influence of
the research of Russian folklorists and cultural historians
on the interpretation of the 20th century art and captures
the humanitarian trend towards searching for primarily
archetypal situations and images in contemporary art,
Soviet film comedy included. The article highlights the
importance of the concepts by V. Propp and M. Bakhtin
for the current perception of works of art and urges us
not to limit ourselves to this, but to place new accents —
to look for differences between the ancient and modern
worldviews, between the impersonal solutions to dramatic
situations and characters types, on the one hand, and the
author’s aesthetics and individual interpretations of the
world and man, on the other hand. Based on the material
of the comedy films by L. Gaidai and E. Ryazanoy, the fairy
tale film An Ordinary Miracle by M. Zakharov, the author
shows how far the artistic messages of these directors
are from the archaic concepts of laughter and comedy,
from the ideas of carnival freedom and harmony, which,
however, does not deny the use of satire drama structures,
palliata, and paired archetypical characters. This refers to
the cultural layering of the images of Shurik, Nina, Saakhoy,
and the comical trio of the Coward, the Fool and the Pro. In
addition, the article analyses the role of the water element
in the comedy The Irony of Fate... and gives a detailed
interpretation of the non-normative behaviours of Zhenya
Lukashin and Ippolit possessing only external signs of
carnivality. Conclusions are drawn about the dramatic
heuristicity of laughter in the comedy films by Gaidai and
Ryazanov, which had adaptive psychological functions
and also contributed to the internal self-reflection of the
Soviet audience.

Keywords: culture of laughter, the comic, archaicism,
cyclicity, emotions, horror, fear, carnival, folklore, comedy,
satiric drama, palliata, cinematography, satire, irony, Bakhtin,
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Bacunui NywmHckun — nocnegHum «6ocaK»

Ha acTpaae

AHHoTauumsa. CTaTbs NOCBSLLEHa YTBEPXKAEHWIO U PasBU-
Tuto acTpagHoro penbetoHa B 1920-1930-x rogax Ha npu-
Mepe TBop4yecTsa B.B. MNywmHckoro. Ha gopesontounoHHom
aCcTpage 60MbLUOK NONYNSPHOCTbLIO MONb30BaNUCh Kynie-
TUCTbI, BbICTynaowme B ob6pasax «6ocskosy». lNocne pe-
Bontounn Bacunuin BacunbeBud MywmHekmi (1893-1940)
npoaoKaeT TPaALIMM «PBAHOIO XaHpay, CTapasicb Npu-
CNoCo6UTbL ero K 3agadyam HOBOro BpemeHu. B.B. MywmH-
CKOMY y[1aBasioCb COXPaHSTb S3bIK U YXapProHHY CTUINCTU-
Ky peym «GOCSAKOBY, NOSBASACH TO B 06pa3e HEAO0BOLHOIO
HOBLLECTBaMW 1 COBETCKMMM NOPAAKaMN BOUHCTBYIOLLETO
oTLeneHua, To NPOCToro py6axu-napHsl, akTUBHOIO Yne-
Ha cTposilerocs obLecTsa. TeaTpanuaaums U KNOyHCKMe
TPIOKM MOMOranu yCunuBaTh XyLOXECTBEHHYIO Bblpasu-
TENIbHOCTb UCMOJIHAEMOrO penepTyapa, a COXKHbIA peK-
BU3UT — OCTaBaTbCs B paMKax ¢penbeToHa-aTTpakumoHa
¥ CO3[4aHHOM MacKW, 06bIrpbiBas akTyanbHble COObITUS.
B 0OCHOBHOM 3TO 6bINM OCHALLEHHbIE PEKBU3UTOM CTUXOT-
BOpPHble henbeToHbI B popMe parika U NECEHKU-KYNNEThI,
06befMHEHHbIE B «BeYepa caTtupbl 1 cmexay. loapl nepsoi
NATUNETKU eLle ocTpee NocTaBunu nepes, NWMHCKUM Bo-
npoc 0 HOBOM coaepXXaHun peneptyapa. OH HayMHaeT uc-
MOJHSATb B OCHOBHOM CBOGOAHbIE MO KOMMO3ULIMKN CTUXOT-
BOpPHble penbeToHbl. B HMX NnpopomkaeT paso6nayarbes
VCTUHHOE NNLIO 06biBaTeNs, MELLAaHNHA, GbiBLUErO HaNMa-
Ha. OpHOBpPEeMeHHO npocnasnseTcs nadpoc reponyecKnx
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[Aen, NONOXWUTENbHbIE CABUMM B CTPOUTENbCTBE HOBOTO 06-
LWeCTBa, YTO AB/SETCA NEPBbIM LUAroM K o6LLien TeHAeH-
LK CO3AaHNSA NMOMOXMTENBHOrO, MO3UTUBHOIO dpenbeTo-
Ha. B 1930-e roabl dpurypa o6biBaTenst notepsinia oCTpoTy.
OcTpana BblHYXAeHa 6bi1a roBOPUTb 06 UCTOPUYECKNX
nepemeHax, 0 HOBOM YenoBeke. B nonckax HoBol popmbl
denbeToHa acTpaHble apTUCTbI Ha4YMHAT NPUBNEKaTb
«MapTHepOB», UCKYCCTBEHHO cOo3aBas TakMuM 06pasom
KOHONUKT Y UCMIONHSAS «/TOXHbIE AUaNnorny».

KnroueBble cnosa: Teatp, aCTpaaa, 3CTPaaHbIn
denbeToH, B.B. [YWMHCKWIA, pa3roBOPHbIN XKaHp,
«pBaHbIN YXaHpP», «60cak», H.M. CM1pHoB-COKONbCKUIA,
A.M. ApoB, MoHoONOr B 06pase

Sarieva Elena A.

PhD (in Art History), Senior Researcher, State Institute for
Art Studies, 5 Kozitsky Lane, Moscow, 125375, Russia;
Associate Professor, Department of Sound Drama,
Russian University of Theatre Arts — GITIS, 6 Maly
Kislovsky Lane, Moscow, 125009, Russia

ORCID ID: 0000-0002-2883-773X

ResearcherlD: AAS-4738-2021

easarieva@mail.ru

Vasily Gushchinsky — the Last ‘Tramp’ on Stage
Abstract. The article examines the establishment and
development of stage feuilletons in the 1920s-1930s on
the example of Vasily Gushchinsky. On the pre-revolutionary
stage, couplet singers performing as ‘tramps’ were very
popular. After the revolution, Vasily Gushchinsky (1893-1940)
continued the traditions of the ‘ragged genre’, trying to adapt
it to the challenges of new times. Gushchinsky managed
to preserve the language and speech style of ‘tramps’
and appeared in the image of either a militant renegade
dissatisfied with innovations and the Soviet order or a plain
fellow, an active member of the society under construction.
Theatricalism and clown tricks helped to enhance the
artistic expressiveness of the performed repertoire, while
complex props allowed remaining within the framework of
the attraction-feuilleton and the created image, playing on
current events. Basically, those were poetic feuilletons in the
form of rayok and couplet songs combined into ‘evenings
of satire and laughter’. The years of the first five-year plan
posed the question of new content even more acutely
for Gushchinsky. He began to perform mostly free poetic
feuilletons. They continued to expose the true face of an
average man, a tradesman, and a former nepman, and at the
same time, glorified the pathos of heroic deeds and positive
changes in the construction of a new society, which was the
first step towards the general trend of creating a positive
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feuilleton. In the 1930s, the image of an average man lost its
acuteness. The variety art was forced to raise the subjects
of historical changes and a new person. In search of a new
feuilleton form, variety artists started to attract ‘partners’, thus
artificially creating a conflict and performing ‘false dialogues’.
Keywords: theatre, variety art, stage feuilleton,

V.V. Gushchinsky, conversational genre, ‘ragged genre’,
‘tramp’, N.P. Smirnov-Sokolsky, Ya.P. Yadov, monologue in
character

Received 0811.2023

Accepted 04.12.2023

ABuHATHMHA XXamuna PyamamaToBHa

Kananpat ¢punonormyeckumx Hayk, ctapLummn
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O >XMBONUCHbIX NpeTeKkcTax y TapkoBCKOro
AHHoOTauus. B 06LwnpHO Teme «TapKOBCKUIN 1 KUBOMUCHY
eCTb 06LUMe MECTA, TaKME KaK LIUTUPOBaHME PEXNCCEPOM
kapTuH M. Bpenrensa nnu JleoHapao ga BuH4un, Ho ecTb
1 MeHee n3yyeHHble acnekTbl. K nocneaHnm oTHocuTes
meTog pab6oTbl A. TapKOBCKOro C U306paXeHneM, 6asnpy-
IOLMIACS Ha MPUHLMMAX XXMBOMUCK CTapbiX MacTepPOB; He-
SIBHbIE OTCbUIKM W anto3nKM He NPOCTO K OTAE/bHbIM Kap-
TUHaM, 3a4acCTyto NMoKa He OMUCaHHbIM, HO K Lie/IbIM MU~
paM Tex UK MHbIX aBTOPOB WIN HanpaBNeHWIA; ToTanbHas
NPUBEPXEHHOCTb K LUTUPOBaHMUIO M BMECTE C TEM yMe-
nasi U Hapo4ynTas MacKMpoBKa NpuemMa, onucbiBaemas
pEeXMCCepPoM U B TEOPETUYECKUX paboTax. TapKOBCKUI
ABNSETCS XYAOXXHUKOM U B CAMOM NEPBOM CMbIC/IE CNO-
Ba — OH Y4EHMK XyA0XXEeCTBEHHOW LIKONbI, aBTOP Habpo-
CKOB 1 packapoBOK K ¢puibMam, >XMBOMUCHbIX NPOn3Be-
[EHUI N faxke NCKYCCTBOBeAYeCKom paboTbl. Ho rnaBHoe
B OTHOLUEHUN TeMbI K TaPKOBCKMI N XXMBOMUCH» — 3TO NpU-
MEHEHWe UM B CO6CTBEHHOM TBOPYECTBE CaMOro B3rs-
fa XyfoXxHuKa-xmsonucua. OH CnoXxHo pa6oTtaeT ¢ pa-
MOYHbIMU KOHCTPYKLIMSIMW, HEpeaKo npuéeras K noBTo-
pPeHUIo Mprema PeKypCui, Kak y BEJIMKUX XYA0XHNKOB.
OH ncnonb3ayeT NKOHOrpapuyeckme NoBTOPbI B CIOXETaX,
Temax, oTAeNbHbIX 06pasax, AeTansix U MOTUBaxX CBOUX
npovsBefeHnii. OH 3a4acTyto HESIBHO OTCbIIaET K XKMBO-
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NMUCHBIM UCTOYHMKAM Tak, 4TO 6e3 CBUAETENbCTB Konner
poragatbes o pedpepeHce HeBO3MOXHO. OH nonbayeTcst
uenbiMm GrunocoGCKMMU KOHLIENUMAMM, 3aKPENIEHHbI-
MU 32 OTAENbHBIMU XYAOXKHUKAMU U XYAOXKECTBEHHbIMU
HanpaBneHusiMu. OH He 6oUTCA CMeLIMBaTb 3MOXK, CO3-
[[aBasi TOHKO NPOPa6oTaHHYo, HO MOJHYIO aHaXPOHNU3MOB
COBCTBEHHYIO KNHOXUBOMUCH U3 91EMEHTOB U NPUEMOB
npeawecTBEHHNKOB.

KnioueBble cnoBa: XMBONUCb, TapKOBCKWIA, LUTaTbI,
XYAOXHWKN, MKOHOrpadus

CraTtbs HanucaHa no marepuanam 4oKNaaAa, CAE/TaHHOro
Ha Hay4HbIX MEXANCLNIN/IMHAPHbIX YTEeHNSX «AHAPe
TapkoBckuii. KoHTekeT — 2012», MockBsa, 18-21 anpens
2012 roga.
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Pictorial Pretexts in A. Tarkovsky’s Works

Abstract. The broad topic “Tarkovsky and painting” contains
commonalities, such as the director’s citing of the paintings
by Pieter Bruegel or Leonardo da Vinci, but there are also less
explored aspects. The latter include A. Tarkovsky’s method
of working with images based on the work principles of the
old masters of painting; implicit references and allusions
not just to individual paintings, often not yet described, but
to the entire worlds of certain authors or movements; and
a total commitment to quotation together with a skilful and
deliberate disguise of the technique, also described by the
director in theoretical works. Tarkovsky was an artist in the
very first sense of the word — a student of an art school,
author of film sketches and storyboards, paintings, and
even art history works. However, the main thing regarding
the topic “Tarkovsky and painting” is his application of the
very vision of a painter in his own work. He worked with
frame structures in complex ways, often appealing to the
repetition of the recursion technique, like great artists did
in their works. He used iconographic repetitions in plots,
themes, individual images, details, and motifs of his works.
He often implicitly alluded to reference pictorial sources
in such a way that without the testimony of colleagues the
reference is impossible to guess. He applied the entire
philosophical concepts assigned to individual artists and
artistic movements and was not afraid to mix eras, using

[aHHble aBTOPOB. AHHOTaUMK

the elements and techniques of his predecessors to create
his own film painting, finely crafted but full of anachronisms.
Keywords: painting, Tarkovsky, quotes, artists,
iconography

The article was written based on the materials of a report
given at the scientific interdisciplinary readings “Andrei
Tarkovsky. Context — 2012”, Moscow, April 18-21, 2012.
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Pbinapb neyanbHoro o6pasa. Mbeca M.A. Bynrakosa
«JloH KuxoTt». MepcoHa)kn, akTepbl, COBPEMEHHUKM
0 cneKTaknax

AHHoTauums. NMbeca M.A. BynrakoBa «[loH Knxot» no po-
maHy M. ge CepBaHTeca, HanncaHHas No 3akasy TeaTpa
vm. EBr. BaxTaHrosa, cosfasanach B HEJO/IFOM Npome-
XKYTKE Mexy OKOH4YaHneM pomaHa «MacTtep n Mapra-
puTa» 1 Hayanom pa6oTbl Hag nNbecol 06 N.B. CtanuHe
(«BaTym»). CTaTbsi NOCBSILLEHa ABYM CMEKTaKsM MO Mbe-
ce M.A. bynrakoBa «[JoH KnxoT» (B N"eHUHrpagckom Teatpe
M. A.C. MNywkuHa B pexxuccype B.IN. Koxxnya n B MockoB-
ckom TeaTpe uMm. EBr. BaxTtaHroBa B pexxmccype U.M. Pa-
nonoprta). ConocTaBnsAoTCS PEXMUCCEPCKME KOHLENMLNW,
WHTepnpeTauumn LeHTpanbHbix ponew, [loH Knxorta n Cax-
4o MaHCbl, aHaNU3NPYIOTCS KPUTUYECKME OT3bIBbI COBpEe-
MeHHUKOB (cpeaun koTopbix A.K. Iykneeneros, H. bosia-
xues, H.5. bepkockui, MN.A. Mapkos, HO. FO3oBckuit) Ha
3T npembepbl. OCo6bIli NHTEPEC BbI3bIBAIOT OT3bIBbI CO-
TPYAHWKOB MaBpenepTKoMa Kak NepBbiX PpeLEeH3eHTOB
MbEChI, @ TAKXXE 06CYXAEeHMEe NpemMbepsl TeaTpa uM. EBr.
BaxTaHrosa, pa3BepHyBLUEeCS Ha CTpaHMLax BHyTpUTe-
aTpanbHOro n3paHus, rasetol «BaxTtaHroseuy, n matepu-
anbl 3acefaHuii XxyacoseTa TeaTpa. OTMeyeHa anennauus
K BbICTynneHusam CtanunHa (B CBS3U C yNIOMUHAHUSAMW BO-
»xaem nmeru [loH Kuxota). PacCMOTpEeHbI 1 NocTaBeHbl
B ICTOPUKO-KYNbTYPHbIA KOHTEKCT 1930-x rogos 1 6onee
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no3aHue OT3bIBbl M pepIeKCcHn 0 NpeMbepax, COCTOSBLUMX-
cs B rog 325-netusi co aHs cmepTn CepBaHTeca, pa3mbliil-
NeHns o TpakToBKax nepcoHaxein CepBaHTeca, Nony4mB-
LUMX HOBYHO XWM3Hb B Nbece M. Bynrakosa.

KnioueBble cnoBa: apamaTtnsaums poMmaHa, XxaHp
CMeKTaKns, pexxmccepcKas KoHLenuus, MHTepnpeTaums
nepcoHaxa, npobnema eduHana
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The Knight of the Rueful Countenance.

M.A. Bulgakov’s Play Don Quixote. Characters,
Actors, and the Contemporaries’ Reviews on the
Performances

Abstract. M.A. Bulgakov created his play Don Quixote, based
on the novel by M. de Cervantes, by order of the Moscow
Vakhtangov Theatre within a short period of time between
finishing the novel The Master and Margarita and starting
Batum, the play about I.V. Stalin. This article is devoted to
two performances of M. Bulgakov's Don Quixote staged at
the Leningrad Pushkin Theatre (directed by V.P. Kozhich) and
the Moscow Vakhtangov Theatre (directed by I.M. Rapoport).
The author of the article compares the director’s concepts
and interpretations of the principal parts of Don Quixote
and Sancho Panza and analyses the critical reviews of
contemporaries (A.K. Dzhivelegov, G.N. Boyadzhieyv,
N. Ya. Berkovsky, P.A. Markov, Yu. Yuzovsky) on the premieres.
Of particular interest are the reviews of the Main Repertoire
Committee members who were first to review the play, the
discussion of the Moscow Vakhtangov Theatre performance
which unfolded on the pages of The Vakhtangovets internal
theatre newspaper, and the materials of the Vakhtangov
Theatre artistic expert board meetings. The article highlights
an appeal to the speeches of Stalin (in relation to his mention
of the name of Don Quixote), examines and places in the
historical and cultural context of the 1930s some later
reviews on the premieres, which took place in the year of
the 325th anniversary of Cervantes’ death, and reflections on
the interpretations of the characters who were given a new
life in M. Bulgakov's play.

Keywords: novel dramatization, performance genre,
director’s concept, character interpretation, the problem
of the finale
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A.B. lyHauapckun v E.K. ManuHoBcCKas: K uCtopumn
B3aMMOOTHOLLUEHU PyYKOBOAUTEIeN COBETCKOro
UCKycCTBa

AHHOTaums. B cTaTbe paccmaTpuBatoTCs B3aMMOOTHOLLE-
HWS OBYX BUIOHbIX PYKOBOAWTENEN COBETCKOrO MCKYCCTBA —
HapoAHoro komuccapa npocsetleHns PCOCP A.B. Jly-
Ha4vapckoro u E.K. ManuHoBckon, ynpasnsiBlien B 1919-
1924 rogax MOCKOBCKMMM akafeMnyeckummn TeaTpamu.
Ha matepuane $poHOOB 13 LLECTUN apXMBOB NOKa3aHa CrIoX-
Has AMHaMKUKa 9TUX OTHOLLEHUI, Ha KOTOpPble OKa3blBanu
B/IMSIHUE U UX AABHEE, C AOPEBOMIOLMOHHbIX BPEMEH, 3Ha-
KOMCTBO, U JINYHbIE XYAOXECTBEHHbIE BKYCbI, U1 06CTAHOB-
Ka, CNIOXMBLLAsACS BOKPYr akaAeMUYeCKNX TeaTpoB B Haya-
ne 1920-x rogos. B nucbMax kK ManMHOBCKOM HAPKOM He-
PeaKo BbICTynan B Ka4yecTse PyKOBOAUTENS U MOKPOBUTENS,
YTO Ka3asoCb €CTECTBEHHbIM C TOYKM 3PEHNS CYyGOpPAN-
Haumn. Ho 6yayym He TONIbKO YUHOBHMKOM BbICOKOrO paH-
ra, Ho 1 NI0AOBUTHIM ApamMaTyprom, 3aMHTePeCcoBaHHbIM
B 0COGbIX OTHOLLEHWSAX C TeaTpasbHbIM MUPOM, JlyHavap-
CKMW MHOW pa3 NpeBpallascs B NPOCUTENS B TeX BONPO-
cax, KoTopble Kacanucb NOCTaHOBKYM ero nbec. HecMotps
Ha NopoVi 3Ha4YNTENbHbIE pa3Hornacus ¢ ManMHOBCKOM,
JlyHayapcKuii LeHUN ee aenoBble KayecTBa 1 rny6oKyo
BOBJ/IEYEHHOCTb B [lefla TeaTpasbHOro BeJoMCTBa, B 0CO-
6eHHoCTM bonbluoro TeaTtpa, B koTopoM ManvHoBckas, no-
MMMO O6LLErO PYKOBOACTBA aKaeMNYECKON CLIEHON, 3aHN-
Mana AMpPEeKTOPCKYIO AOMKHOCTb. OaHaKo 60nbLUIOe KONMN-
4YeCTBO BParoBs, KOTOPbIX ropsyas 1 yBnekatowwascs CBOUM
nenom ManuHoBckas ycnena HaxuTb K 1924 roay, octaHo-
BUO JlyHayapcKoro oT fanbHeNLWero oTcTanBaHns cBoen
«3HEPrn4HOM COTPYAHULbI» Ha CNy>K6€, U OH pewwnn npu-
HATb ee OTCTaBKYy.

KntoueBble cnoBa: A.B. JlyHauapckun, E.K. ManvHoBckas,
Hapkomnpoc, coBeTCKkoe CKYyCCTBO, COBETCKUIA TeaTp,
Bonblon Teatp

560

Gordeev Petr N.

D.Sc. (in History), Senior Researcher, Department of
Russian History (19th-21st Centuries), A.l. Herzen Russian
State Pedagogical University, 48 Moika River Emb.,

St. Petersburg, 191186, Russia

ORCID ID: 0000-0003-2842-4297

ResearcherID: AAA-7298-2019

Scopus Author ID: 57190089160

petergordeev@mail.ru

A.V. Lunacharsky and E.K. Malinovskaya: The History
of the Relationship Between the Chiefs of Soviet Art
Abstract. The article examines the relationship between the
two prominent leaders of Soviet art — head of the Russian
SFSR People’s Commissariat for Education A.V. Lunacharsky
and E.K. Malinovskaya who managed the Moscow academic
theatres in 1919-1924. Based on the material of six archive
fund collections, the author of the article shows the complex
dynamics of the relations influenced by their long-standing
acquaintance from pre-revolutionary times, their personal
artistic tastes, and the situation that developed around
academic theatres in the early 1920s. In his letters to
Malinovskaya, Lunacharsky often acted as a leader and
patron, which appeared natural from the point of view of
subordination. However, being not only a high-ranking
official but also a prolific playwright interested in a special
relationship with the theatrical world, in the matters that
concerned the staging of his plays, he sometimes turned
into a petitioner. Despite disagreements with Malinovskaya,
sometimes significant, Lunacharsky appreciated her
business qualities and deep involvement in the affairs of the
theatre department, especially those of the Bolshoi theatre,
where Malinovskaya, in addition to the general management
of the academic stage, held the post of director. However,
being passionate about her business, by 1924 she had
managed to make a large number of enemies, which
stopped Lunacharsky from further defending his “energetic
employee” in the government service, and he decided to
accept her resignation.

Keywords: A.V. Lunacharsky, E.K. Malinovskaya, People’s
Commissariat for Education, Soviet art, Soviet theatre, the
Bolshoi theatre
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3putenb cnekTtaknsa «fopoa Ha 3ape»

AHHoTauums. DeHomeH [ocynapCTBEHHOM MOCKOBCKOM
TeaTpanbHOW CTyAMM Nog, pyKoBOACTBOM Anekcest Ap6y-
3oBa U BaneHTuHa Mnyyeka, B pespane 1941 ropa Bbiny-
CTUBLUEN crneKTakb «fopof Ha 3ape» 0 CTPOUTENbCTBE
Komcomonbcka-Ha-Amype, MOXHO paccmaTpmBaThb C pas-
HbIX CTOPOH. OAMH 13 CaMbIX CYLLECTBEHHbIX PaKypCcOB —
Tema OTHOLUEHWIA co3paTenert 3Toro CneKTak/s 1 ero peuy-
NUeHTOB. B faHHoW cTaTbe MaeT peyb O TOM, KTO 6bin 3pu-
Tenem «fopopa Ha 3apey, Kakol OTK/IMK Haluna y ny6amku
KONNEKTUBHO HanucaHHas cTyaniuamm nbeca. Kak Bocnpu-
HUManuch 3pUTENSIMM 3CTETUYECKME HoBLUECTBa «lopoaa
Ha 3ape». bbinn nn B utore peannsoBaHbl am6mumm Ap6by-
30BCKOW CTYAMM CTaTb KrOJIOCOM MOKOSIEHNS», TOFO Camoro,
4TO B KOHLIe 1930-X rofioB OKaH4MBaso LWKOJbI U Y4MIoChb
B VIHCTUTYTaXx, a B 1941 roay ywno Ha GpoHT?

B cTatbe ny6nuKytoTcs (Kak NpaBuo, Brepsble) TeKCTbI M-
CEeM U 3anncok, OTNpaBNeHHbIX 3pUTENIMu YneHam Ap6by-
30BCKOW CTYAMW, OTBETbLI Ha aHKETbI, KOTOpbIe 6bIN0 Npes-
NIOXXEHO 3aMO0NHUTbL NYGNNKE, LUTUPYETCS CTYANAHBIV XKYp-
Han Ha6bNAEHNI 3a CNeKTakNeM.

KnioueBbie cnoBa: «lopog Ha 3ape», A.H. Ap6y3os,
B.H. MNny4yek, cTyaus, aHKeTUpOBaHWE 3puTenen, Coumo-
norus ny6nvkun, ancnyT

CraTtbs MoAroToB/1IeHa B PaMKax BbIO/IHEHUS Hay4HO-
ucce[0BaTe/IbCKoM paboTbl rocyAapCTBEHHOIro 3aAaHus
PAHXuIC.
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The Audience of The City at Dawn Performance
Abstract. The phenomenon of the Moscow State Theatre
Studio under the direction of Alexei Arbuzov and Valentin
Pluchek, which in February 1941 produced the play The City at
Dawn about the construction of Komsomolsk-on-Amur, can
be viewed from different angles. One of the most important
aspects is the relationship between the creators of the play
and its audience. This article examines a series of issues:
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who the audience of the play was, what response the play,
written collectively by the students of the studio, found in the
public, how the audience perceived the aesthetic innovations
of The City at Dawn, and if the ambition of the Arbuzov Studio
to become the ‘voice of the generation’ who graduated from
schools and universities in the late 1930s and went off to war
in 1941, was finally realized.

The article publishes (mostly for the first time) the texts of
letters and notes sent by the audience to the members of
the Arbuzov Studio, the answers to questionnaires that the
audience was asked to fill out, and the quotes from the studio
journal of observations of the performance.

Keywords: City at Dawn, A.N. Arbuzoy, V.N. Pluchek,
studio, audience questionnaires, sociology of the
audience, dispute
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06c¢cy>)kaeHue pa6oTbl )KypHana «CoBETCKUI IKpaH»
B 1958 roay. KuHo 1 KpuTHUKa Mexxay naeonorven

U KoMmMepuuen

AHHOTauumsA. ABTOp CTaTbl o6paLLaeTcs K AByM NakeTam
aPXMBHbIX JOKYMEHTOB — CNYXKE6HbIM 3anMckaM 1 nocrta-
HoBneHusM 1955 roga 06 yupexxaeHnn NonynsipHoro o~
CTPUPOBAHHOIO XKypHana «COBETCKUIA 3KpaH» U K CTeHO-
rpamMme o6cy>kaeHust paboTbl XypHana B Cotose paboTHU-
KOB KMHemMaTorpadum B 1958 roay. Takxe paccMmatpuBatoTcst
o6Las cTunncTka HomepoBs «COBETCKOro akpaHay 3a 1957
11958 roapl M OTAENbHbIE MaTepuarbl, B YaCTHOCTM MOXe-
NaHWs HOBOMY >XYPHasy 1 nepeckasbl NMcem yutaTtenen
Ha CTpaHuLUax n3aaHus. AHanmnsmpyTcs U ConocTasns-
10TCS U3HavanbHble LIeNIn CO3AaHNSA XXypHana, ero peanb-
HbIn dopmaT 1957 roaa n ero nocteneHHas TpaHcpopma-
uwms B 1958 roay, aBoNOLMS 3afay v CTpaTernii, aeknapupy-
€MbIX B Pa3/INYHbIX AOKYMEHTaX, ONy6IMKOBaHHbIX TEKCTaxX
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M YCTHBIX BbICTYMEHUAX Ha 06CYAeHUN. ABTOP GUKCHPY-
eT NPOTUBOPEYUS MeXAY 3asiBNEHHOW Liefblo peknammn-
poBaHUsi OTEYECTBEHHbIX KNHOMUIbMOB paau NoBbiLLe-
HUS NPUGBINK OT UX NpoKaTa U Tpe6oBaHWSIMU NaeoNorn-
4YeCKOoro xapakTepa, MCXOASALMMU OT roCyAaPCTBEHHbIX
WHCTaHUUI yNpaBneHus KynsTypon. Takxxe HabnogaeTcs
HEOAHO3HaYHOEe OTHOLLEHWE K MaCCOBbIM 3arnpocam U UH-
TENNUreHTCKMM TBOPYECKUM UHTepecaM. Bo3apeHus Ha
KUHOXYPHaNNCTUKY, Ha NPEANOYTUTENbHBIE XXaHpPbl, Te-
MaTKKy U pa3mMepbl TEKCTOB XXypHana ToXe He coBnagatoT
He TOMbKO Y KMPOCTOro YUTaTENN», HO U Y NPODECCUOHANOB
KWHooTpacnu. HeT eguHCTBa MHEHUI Cpean NPaKTUKOB
KWHO M NMULWYLLMX 06 9KpaHHOM uckycctee. O6Hapy>kmBa-
eTcsi OTCYTCTBME €AMHOro B3rNsiAa NpakTUYecKn Ha Bce
noAgHMMaeMmble Ha 06CYXXAEeHUN BOMPOChHI, YTO NMO3BONSET
YBUAETb CIOXHOCTb M MHOTOTPaHHOCTb BKYCOB U HPaBOB
B VHTENIIUrEHTCKOW Cpeae OTTeneNbHOro BpeMeH!, 0Co3-
HaTb NPOTMBOPEYUS MeXAY UHTENNTMITEHTCKMM BOCMpUs-
TUEM MCKYCCTBA U Ky/bTYPbl, C OAHOW CTOPOHbI, 1 BOCNPU-
SATMEM LUIMPOKOWN ayauTopun, C APYron CTOPoHbl. CTaTbs
TakXe NPoNMBaEeT CBET Ha OTHOLLEHUE K KOMMEPLIMU, Bbl-
roze, NpubblIn, coumanbHoOMy, GUHaHCOBOMY Y MEANNHO-
My ycnexy B KoHue 1950-x ronos.

KntoueBble cnosa: coBeTCKuIM KuHemaTorpad,
YKYPHaNUCTUKa, KUNHOKPUTMKA, MAEONOrns,
peknammpoBaHue, NpoKar, O6LEeCTBEHHOCTD,
MacCOBOCTb, UHTENIUFEHUMS
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The Discussion of the Work of Sovetsky Ekran

(The Soviet Screen) Magazine in 1958. Cinema and
Criticism Between Ideology and Commerce

Abstract. The article deals with the two packages of archival
documents — the 1955 resolutions on the establishment
of the popular illustrated magazine Sovetsky Ekran (The
Soviet Screen) and the transcript of the discussion of the
magazine’s work in the Union of Cinematography Workers
in1958. The author of the article considers the general style
of the issues of The Soviet Screen of 1957 and 1958 and
the individual materials, in particular, the wishes for the
new magazine and the retellings of readers’ letters on the
pages of the magazine; analyses and compares the initial
goals of the magazine, its real format in 1957, its gradual
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transformation in 1958, and the evolution of tasks and
strategies declared in various documents, published texts,
and oral presentations at discussion. Certain contradictions
are observed between the stated purpose of advertising
Soviet films in order to increase distribution and cinema
rental profits, and the ideological requirements emanating
from the state cultural management. The author highlights
an ambiguous attitude towards mass demands and the
creative interests of the intelligentsia. There was a lack of
consensus on film journalism, the preferred genres, and
themes of the magazine articles both among the ‘ordinary
readers’ and the professionals of the film industry — writers,
critics, and journalists. The absence of a common vision
on almost all the issues raised in the discussion allows us
to see the complexity and versatility of tastes and mores
among the intelligentsia of the Thaw, to recognise the
contradictions between the perception of art and culture by
the intelligentsia, on the one hand, and the mass perception,
on the other hand. The article also sheds light on attitudes
towards commerce, profit, and the social, financial and
media success in the late 1950s.

Keywords: Soviet cinema, journalism, film criticism,
ideology, advertising, rental, the public, mass character,
intelligentsia
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MpasaHuk pycckom 6epesKu: coBeTckoe
WHCLIeHUPOBaHMe KOHLLeNnTa TPUHUTapu3ma
AHHoOTauma. B dokyce BHUMaHUS cTaTbu HaxoasTCs Me-
XaHW3Mbl TpaHCchOopMaunn NpasaHmka TpouLbl U NpakTu-
KU ero «nepemsobpeteHnsa» B Npa3gHmK pycckon 6epes-
KW. Ha Bo/THe aHTUKIepuKanbHOM KaMnaHun B KoHue 50-x
rofoB XX Beka COBETCKME Mpa3fHNYHbIE KOMUCCUM 03a-
60TUNNCH CO3AAHMEM HOBbIX CBETCKMX O6PAAO0B U pUTya-
0B, @ TaK)Ke aHTUPENIMTMO3HbIX NPa3AHNYHbIX aHANoroB,
CMOCOGHbBIX UBKNTb YKOPEHEHHbIE BEPOBAHNS KHaPOAHO-

[aHHble aBTOPOB. AHHOTaUMK

ro npaBocnasusy. [lpeaMeToM Mccre[0BaHMs BbiCTynaloT
MOZyCbl MIHCLIEHVPOBaHUS COAEePXKaTe/IbHOro Aapa Npasa-
HWKa TpouLibl, @ 06bEKTOM — NOCTAHOBOYHbIN U CLEEHAPHO-
meToamyeckuin onbIT MNpasgHuka pycckom 6epeskun. Mare-
pvasiom pns cTaTbu SBUNNCb MHOTOYUCIEHHbIE METOAMYE-
CKue pekoMeHaaLmnm, CLEHapUK, PeLieH3NK, CTEHOrpaMMbl
npeaMeTHbIX KOMUCCUIA, NO3BONSIOLWMNE NPONUTL CBET Ha
CII0XHblEe NPOLECChI reHepaLum HOBOro nNpasaHuka. B cta-
Tbe NpeAcTaBneHa MexaHuKa NogMeHbl Frepon4eckoro
1 CIOXXETHO-KOMMO3NLIMOHHOMO Kapkaca CXOAHOro Npasf-
Huka Tpouupbl. B peaynsraTte uccnenoBaHus BbISIBNEHO, YTO
HECMOTPS Ha AEKNapUPyeMyto aHTUKIePUKabHYIO No3n-
LMI0, CTaBLUYIO OCHOBaHMEM 4715 3aMeHbl Tpoumubl Mpasa-
HWKOM PyCCKOW 6epesKu, B CYLLHOCTU, HOBOM306PETEH-
HbI Npa3aHYK ay6nnposan 6a30Bblie GYHKLMM U BNEMEHTbI
TPUHNTAPUCTCKOrO KOHLIEMTa 1 apXeTUNUYeCcKn Haxoamns-
cs B ero pamkax. Kpome Toro, npuvcyLuas TpoM4HbIM Bepo-
BaHUWAM CB$i3b C MOMVHOBEHWEM YCONMLUMX HaLLa OTpaxe-
HUe B Ky/ibTe reponyeckon ruéenn conpata CoseTckon
apMu1K 1 B aKTyanusauum Apyrux KysbTypHbIX MOBECTOK.
KnioueBble cnoBa: TeaTpanv3oBaHHOe NpeacTaBneHune,
coBeTcKas Ky/nbTypa, Tpouua, npasaHuyHas Kynbtypa
CCCP, pycckas 6epeaka
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The Russian Birch Festival: Performing the Concept
of Trinitarianism in the Soviet Union

Abstract. This paper is focused on the means of
transforming Trinity Sunday and attempts to “reinvent” this
festival into the Russian Birch festival. In late 50s of the 20th
century in a burst of the anticlerical campaign, the Soviet
festival committees were concerned with creating new
secular rituals, and anti-religious analogues of festivals,
which would be able to get rid of ingrained “popular
Orthodoxy”. The modes of performing the meaningful
core of Trinity Sunday are a subject of this research, and
theatrical and methodological scenario-based experience in
holding the Russian Birch festival is an object. This research
is based on numerous methodological guidelines, scenarios,
reviews, and transcripts of relevant committees, which
made it possible to shed light on complicated processes
of generating a new festival. This paper represents the way,
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in which heroic and plot and compositional framework of
original Trinity Sunday was being substituted. This research
results in the following: in spite of the anticlerical position
being declared, which had constituted the basis for the
substitution of Trinity Sunday for the Russian Birch festival,
in fact, the newly “invented” festival duplicated the basic
functions and elements of the trinitarian concept and was
within the framework of Trinity Sunday in terms of archetype.
Moreover, the association with commemoration of the dead
appropriate to Trinity was reflected in a cult of a heroic death
of a soldier of the Soviet Army and updating of other cultural
agendas.

Keywords: theatrical performance, Soviet culture, Trinity
Sunday, festive culture in the USSR, Russian Birch
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MocKoBCKMiA KOHLENTYaIu3M B MOHoOJIOre

C aBaHrapaom

AHHoOTauwms. B cTatbe BrnepBble TEMaTU3NPYETCst OTHOLLE-
HWE MOCKOBCKMX KOHLENTYaIMCTOB K AYXOBHOMY Y TBOpYE-
CKOMY Hacneamio pycckoro asaHrapga 1910-1920-x ronos.
Ecnu XynoXHUKN-LIECTUAECATHUKM, 3HAKOMSICb C 3TUM Ha-
cnepveMm, BXOOWUM C HAM B PE30HAHC U BUAENM 3aAa4y B BO3-
OGHOB/NIEHUW aBaHrapAHOM TPaaULMK, MOHSTON MMEHHO Kak
(dOopManbHbIN 9KCNEPUMEHT, TO B KPYre MOCKOBCKOIO KOH-
uenTyannama aBaHrapg, 6bl1 0CO3HaH Kak KOHLEeNTYyaslbHbI
WCTOYHWUK BCEW NOCneayoLwen MaeonormsaMpoBaHHoO Oen-
CTBUTE/IbHOCTU; B HEM YBUAENIN NPOEKT HAaCUNbCTBEHHO-
ro Nnpeo6pa3oBaHus Xn3HW. N xoTs coupeannam 6bi1 60-
nee 04eBVAHbBIM OMNMOHEHTOM KOHLIENTyann3ma, 3anpeLueH-
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Hblli aBaHrapA, okasblBancs /1l HEro CBOMM Jpyrum, Yy>kum
B 60nee 61M3KOM 1 Heyao6HOM cMbicrie. Mosnummn, chopmy-
JIMPOBaHHbIE MOCKOBCKUM KOHLIENTYasIM3MOM Ha NPOTSHKe-
HWUM HECKONbKMNX AECATUNETUN, GbINN Pa3NNYHBIMU U HEOA-
HO3Ha4YHbIMW; OHU NPEeTepneBany pPa3BUTUE 1 SBOMOLIMIO MO
Mepe 6onee rny6oKoro 3HaKoMCTBa C HacneaMem aBaHrap-
[a N U3MEHEHS O6LLECTBEHHO-MONIMTUHECKOTO U KY/BTYPHO-
ro KoHTekcTa. KoHuenTyanbHas npaktuka 1970-x He uckana
[Avanora c aBaHrapiom, a penekcum cTapLiero noKoneHms
KOHLLENTYanMCTOB NPOHWUKHYTbI CTPEMIEHNEM OTMEXKEBATb-
€8, XOTS Y BHYTPU 3CTETUHECKOM NPOGIEMaTUKM (Tema nonm-
TUYECKOW aHraXXMpOBaHHOCTY aBaHrapAa okasasnach oTTec-
HEHHOW Ha 6ornee No3gHue pednekcun — NPeNMyLLECTBEHHO
B 2010-e roapl). B 1980-e Ha ¢poHe nnbepanmsaumm B OTHOLLE-
HWUM N3y4eHUs 1 Noka3a aBaHrapaa nokJIoHeHVe emy cTano
0653aTeNIbCTBOM, BOCMPVHATBIM C/IEAYIOLLMM MOKONIEHNEM
KOHLIeNTYannCTOB MPOHUYECKU. 4N MEXAYHapOAHOM KOH-
BepTaLmn pycCKOMY UCKYCCTBY MOTPE60BaNoch yCTaHOBUTb
€CNN He NMO3UTUBHY!IO, TO HeraTuBHyto apdunmaumio c 6peH-
[IOM «pycckuii aBaHrapay. MokasatenbHa npakTuka Nnbun
Kab6akoBa, NpeaenbHo 3a0CTpuBLLast KOHGAWKT C aBaHrap-
[IOM, BMOC/IEACTBUM CNPOELIMPOBaHHbIA Ha BECb KOHLIENTY-
anusm. Mpw cneumanbHOM PacCMOTPEHUM KOHLeNTyanMama
KaK CBOe06pa3HOro oTBeTa aBaHrapAHOMy NPOEKTY, OfHAKO,
MOXXHO Pa3fINynTb Ero HEOAHOCNOXHOCTb, UHAMBUAYaNbHbIE
OTTEHKM U UCTOPUYECKYHO AVHAMMUKY.
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Moscow Conceptualism in a Monologue with

the Avant-garde

Abstract. This article is the first to explore the relationship
of Moscow conceptual artists with the creative and moral
legacy of the Russian avant-garde of the 1910s-1920s. In
the 1960s, the previous generation of Soviet non-official
artists resonated with the avant-garde legacy upon getting
acquainted with it and attempted to continue the tradition
seen precisely as a formal experiment. Meanwhile, the
Moscow conceptualist circle recognized Russian avant-
garde as a conceptual source for the consequent
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ideologization of the entire reality and as a project of the
violent transformation of life. And if social realism was a more
obvious opponent for conceptualists, the forbidden art of the
avant-garde became its own Other, alien in a very close and
uncomfortable sense. The relations articulated in Moscow
conceptualism over several decades were different and
ambiguous; they developed and evolved as the legacy of the
avant-garde became more familiar and as the socio-political
and cultural context changed. In the 1970s, the conceptual
art practice did not seek a ‘dialogue’ with the avant-garde,
and the reflections of the older generation of Moscow
conceptualists were marked with intention to dissociate
themselves from the avant-garde and its aesthetic systems
(the discussion of the political engagement of the avant-
garde was pushed forward for later reflections, mainly into
the 2010s). The 1980s brought liberalization into the study
and exhibiting of the Russian avant-garde, and its admiration
became a kind of duty that was taken ironically by the next
generation of Moscow conceptual artists. To get international
recognition, contemporary Russian art required to establish
any affiliation (negative, if not positive) with the brand of the
‘Russian avant-garde’. The artistic practice of llya Kabakov
has radically escalated the polemics with the avant-garde,
which was subsequently projected onto the entire Moscow
conceptualism. However, the exploration into the history of
Moscow conceptualism as a response to the avant-garde
project reveals heterogeneity of such a response, comprising
individual halftones and historical dynamics.

Keywords: Moscow conceptualism, avant-garde,
socialist realism, socialist art, Soviet art
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1965. Pem Konxac B CoBetckom Corose

AHHOTauums. B ctatbe nccnegosaHbl popmoobpasyrolume
B3aMMOCBS3M GEHOMEHOOrMM BneyaTneHnii u Gopmmnpo-

[aHHble aBTOPOB. AHHOTaUMK

BaHWs NPOEKTUBHOMO MNOAXOAA K apXUTEKTYpe Ha OCHOBE
dakTa nyTelwecTBns ronnaHackoro apxutektopa P. Kon-
xaca B CoBeTtckui Coto3 (1965). B npoeegeHHOM nccneno-
BaHWW 3a0eCTBOBaH TEKCTYyabHbI aHanun3 GpakTos 610-
rpadum apxuTeKTopa, KOTOpbIV HanpaB/eHHO BbIBASET
cneunduky BInsiHUA «beHoMeHoNorMm BnevatneHniny. Mpo-
BeAEHO yTOYHEHNEe 3HaYeHns B13unTa apxutektopa 8 CCCP,
YCTaHOB/EHbI YEPTbI GOPMMPOBAHNS MPOEKTHOIO NOAXOAA
K apxuTekType. ApxutekTypa aBaHrapga Cosetckoi Poc-
CU1U, U B HYaCTHOCTU KOHCTPYKTUBU3M, NPeACTaBnseT ans
roNNaHACKOro apxXMTEKTOPa OCHOBY, BEKTOP BNSIHWUIA, KO-
TOpble onpeaenunn GopmMmmpoBaHme NPodPeccMoHanbHbIX
LEHHOCTHbIX OPUEHTUPOB, OTPAXKEHHbIX B CMELNPUIYECKOM
KOHLLeNTe O4MLLEHHOM GOPMarnbHOM SCTETUKN apXUTEKTYPbI.
OnpepneneHbl dakTopbl popmmupoBaHus noaxona P. Konxaca,
CBsi3aHHbIE C OMbITOM KOHLEMNTYyasbHbIX MPoeKToB B. Tatnu-
Ha, K. Maneswuya, M. TuH36ypra, U. JlleoHnposa. MNpusenex-
Hbl€ UCTOYHWKM (MHTEPBbIO, BbICKa3blBaHWS, NEKLMK) OKY-
MEHTaNbHO aKTyann3upytoT NparMaTyKy onbiTa COBETCKOM
apXUTEKTYPbl KOHCTPYKTUBU3MA B KOHTEKCTE COBPEMEH-
HbIX KOHLIENTYyaslbHbIX peannii HanpaBneHns AeKOHCTPYK-
LMK, rnobanbHom apxuTekTypbl. CaenaHbl BbIBOAbI O B3an-
MOCBSI3U GeHOMEHa apXMTEKTYPbl COBETCKOro aBaHrapaa
(reHeTMYecKas NpeeMCTBEHHOCTb, peLenums naen) n co-
BPEMEHHOW apXUTEKTYPbI HaNpaBneHUs AeKOHCTPYKLNN.
KnioueBble cnoBa: TekCT B apxutekType, Pem Konxac,
Mowiceit TmH36ypr, MBaH JleoHnaos, MNutep AiseHmaH,
MaTtnac YHrepc, KOHCTPYKTUBN3M, AEKOHCTPYKTUBU3M,
MPOEKTUBHbIV MOAXOLA
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1965. Rem Koolhaas in the Soviet Union

Abstract. The article examines the formative interrelations
between the phenomenology of impressions and the
formation of a projective approach to architecture based
on the fact of the journey of the Dutch architect R. Koolhaas
to the Soviet Union (1965). The conducted research involves
a textual analysis of the facts in the architect’s biography,
which directionally reveals the specifics of the influence of
the “phenomenology of impressions”. The article clarifies
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the significance of the architect’s visit to the USSR, and
establishes the formation features of a design approach
to architecture. For the Dutch architect, the avant-garde
architecture of the Soviet Russia and, in particular,
constructivism, represented the basis and the vector of
influences that determined the formation of the professional
value orientations reflected in the specific concept of the
purified formal aesthetics of architecture. The author of the
article determines the factors in the formation of R. Koolhaas’
approach related to the experience of conceptual projects of
V. Tatlin, K. Malevich, M. Ginzburg, and I. Leonidov. The cited
sources (interviews, statements, and lectures) document the
pragmatics of the experience of the Soviet constructivist
architecture in the context of modern conceptual reality
of the deconstruction movement and global architecture.
Conclusions are drawn about the relationship between the
phenomenon of the Soviet avant-garde architecture (genetic
continuity, reception of ideas) and the modern architecture
of the deconstruction movement.

Keywords: text in architecture, Rem Koolhaas, Moisei
Ginzburg, lvan Leonidov, Peter Eisenman, Oswald Mathias
Ungers, constructivism, deconstruction, projective
approach

Received 04.09.2023

Accepted 1711.2023

WUnbsicoBa Pa3suna UpekoBHa

MarucTp negarormkm, CTaplwunii Hay4YHbI COTPYLAHMK,
[ocynapCTBEHHbIV My3en n306pasnTesbHbIX UCKYCCTB
Pecny6nuvkn TatapcTaH, 420015, Poccus, KasaHb,

yn. K. Mapkca, 64; ctapluuii npenogasatesnb, MHCTUTYT
$GrNonornm N MexKKynbTypHOM KOMMYHUKaLIMK
KasaHckoro Mpusomxckoro GenepansbHoro
yHuBepcuTteTta, 420008, Poccusi, KasaHb,

yn. Kpemnesckas, 18

ORCID: 0000-0002-7730-2467

ResearcherlD: AFJ-5839-2022
Razilya.ilyasova@hotmail.com

YOK 703

BBK 85.103(2)

DOI: 10.51678/2226-0072-2024-1-326-349
Xypo>xecTBeHHOe NnpoekTupoBaHue B CoBeTckon
Tatapuu Ha npumepe «Mpynnbi N2 17»

AHHOTauumsA. CTaTbsi NOCBALLEHA Ma/IOU3YYEeHHOW cTpa-
HULLE MO3AHECOBETCKOro UCKyccTBa TaTapum: AesTeNbHO-
CTU XYAOXHUKOB-NPOEeKTUPOBLLUMKOB 1970-1990-x rogos —
«pynnbl N2 17» (E. Fony6uos, B. HecTtepeHko, A. JleyxuH,
0. Boriko, P. CadpuynnuH, B. BssHukos, A. Skynos), B pa-
60Tax KOTOPbIX BOM/OLAINCh XapaKTePHbIE YEPTbl TeX-
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HU4eckom acTeTukn CeHexxckon ctyamu. Llenb ctatbm —
BbISIBUTb KOHTEKCT U GaKTbl, CBSAI3aHHbIE C TBOPYECTBOM
Y4aCTHUKOB JaHHOMO 06bEeANHEHWS; O4EPTUTb KPYT UX UH-
TEepecoB, N3y4nTb NPOEKTbI.

B nepBoli YacTu cTaTbn aHanU3npyeTcs aestenbHocTb Ce-
HEXCKOW CTyAMMN U ee BNnsiHWE Ha GOPMUPOBaHUE MOJIO-
[bIX XyAO0XHWKOB, B YacTHOCTM Tatapuu. Bo BTopoi yactu
cTaTby NPEACTaBNSETCA UCTOPUS BOSHUKHOBEHNS TBOPYe-
cKoro o6beanHeHus «pynna N2 17» B KazaHu, ee cocTas,
dOopMbI U NPUHLMNLI PYHKUMOHMPOBaHMSA. TpeTbs YacTb
CTaTby NOCBSLLEHA TBOPYECKOMY HacIeaAnIo XyA0XKHNKOB-
NPOEKTUPOBLLMNKOB.

BnepBble genaetcs NonbiTka 0606LWnUTL U CUCTEMATU3NPO-
BaTb KaK peann3oBaHHble, Tak U He peann3oBaHHbIe NPo-
eKTbl 06beIMHEHUS; AAaeTCs XapaKTePUCTUKA HEKOTOPbIX
13 HUX. PaccmaTpuBaloTCsi OCHOBHbIE MOAXOAbI M XapaKTep
TBOPYECKON AEATENbHOCTM TaTaPCTaHCKMX XYAOXKHNKOB-
NPOoeKTUPOBLLMKOB. [loABOAS UTOMN UCCNefoBaHus, aB-
TOP AEMOHCTPYPYET OPUTMHANBHOCTb M LIEHHOCTb An3aii-
HEePCKMX NPOEKTOB rpynbl, KOTOPbIE HEC/IN B MacChbl Bbl-
COKYI0 3CTETUKY MEXAyHapOAHOrO YPOBHSI.
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Artistic Design in Soviet Tatarstan on the Example of
“Group No. 17”

Abstract. The article is devoted to a little-studied page of the
late Soviet art of Tatarstan: the activity of design artists of the
1970s-1990s — “Group No. 17” (E. Golubtsov, V. Nesterenko,
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A. Leukhin, O. Boyko, R. Safiullin, V. Vyaznikov, and A. Yakupov),
whose works represented the characteristic features of the
technical aesthetics of the Senezh studio. The purpose of
the article is to identify the context and facts related to the
creative activity of the participants of this association, outline
their range of interests, and study their projects.

The first part of the article analyses the activities of the
Senezh studio and its influence on the formation of young
artists, those of Tatarstan in particular. The second part of the
article presents the history of the emergence of the “Group
No. 17” creative association in Kazan, its composition, forms
and principles of operation. The third part of the article is
devoted to the creative heritage of the design artists.

For the first time, an attempt is made to generalize and
systematize both realized and unrealized projects of the
association, some of which are characterized. The author
of the article investigates the main approaches and the
nature of the Tatarstan design artists’ creative activity and
highlights the originality and value of the group’s design
projects, which brought the world-class high aesthetics

to the masses.

Keywords: late Soviet art, Soviet design, artistic design,
art associations, Senezh seminars
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Komuam B poTorpadumn v rpapuke Jiutebi 1970-
1980-x

AHHOTaums. B ctatbe aHanuaunpyeTcs Matepuan umkna
BbICTABOK KOMUYeECKOM dpoTorpacdum, npoxoamsLumx ¢ 1973
no 1981 roa B BunbHioce. DeHoMeH B3anMoaencTems nu-

[aHHble aBTOPOB. AHHOTaUMK

TOBCKOW poTorpadun 1 kapukaTypbl paccmaTpusaeTcs
B KOHTEKCTE COBETCKOW KyNbTYpbl. BoisiBnsitoTCS cxoacTea
1 pasnnumns B Noxofax K CO3AaHnIo KOMUYeCKoro apdekx-
Ta, POXXAatoLLEerocs U3 [OKyMeHTanbHbiX 06pa3oB. Komuue-
ckasi poTorpadms AEMOHCTPUPYET BO3MOXHOCTb O6Hapy-
KMBaTb HeNpeackasyemoe, Bbinafatollee ns yCTonymBbixX
npeacTaBneHUn 0 NOBCEAHEBHOCTU, UV BUAETb Mppauu-
OHasbHble 3HaKW, CONPOBOXAAIOLLME YENOBEKA B XXUSHW.
PUCyHOK 3apoXkpaeTcs Ha YACTOM INCTe, OH, Kak 1 GpoTo-
rpacus, onupaeTcst Ha peanbHbIA GaKT, HO 06/1a83aeT CBO-
60001 ero MHTEpPNpPeTaLuy BO BPEMEHU Y MPOCTPaHCTBe,
B BbICTPaMBaHMM NPoeKuuii. C TOUKMN 3peHns 3pUTENbCKOM
peuenumm oTMe4vaeTcs, YTo Ha poTorpadmmn NPUCYTCTBY-
€T caM MOMEHT CMeLLEHUS CMbIC/IOB, @ B paboTe kapuka-
TypuVCTa 3TOT 3Tan y>xe NpeofoNeH 1 3puTenb UMeeT AeNo
C pe3ynsTaToMm. 151 XyA0XKECTBEHHOW Ky/bTypbl COBETCKO-
ro nepvofa 6b1710 BaXXHbIM COBEPLUWTb YXOA, OT CTaHAAPT-
HOTO MbILUNIEHNS U NPUKIAAHOro HadHavyeHus. OcobeHHoe
Ba)XHO 3TO 6bINO ANs kKapukatypbl n doTorpadun, gonroe
BpEeMs CTOSILUMX Ha cny6e y naeonoruu.

KnioueBble cnoBa: n1ToBckas poTorpadusi, coBeTckas
KynbTypa, KoMmuyeckas rpaduka, «LLnyota», Mauusiyckac,
Moxxepckuc
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Comic Images in Lithuanian Photography and
Graphics of the 1970s-1980s

Abstract. The article analyses the material of a series of
comic photography exhibitions held from 1973 to 1981 in
Vilnius. The author of the article considers the phenomenon
of the interaction between Lithuanian photography and
caricature in the context of Soviet culture and reveals the
similarities and differences in the approaches to creating
a comic effect emerging from documentary images.
Comic photography demonstrates the ability to detect the
unpredictable, standing out against the stable concepts
of everyday life, or to see irrational signs accompanying
a person in life. A drawing is born on a blank sheet;
like a photograph, it is based on a real fact but has the
freedom of interpretation in time and space, in building
projections. It is emphasized that from the point of view of
the audience’s reception, in a photo the very moment of
shifting meanings is present, while in a caricature this stage
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is already overcome and the audience sees the result. For
the artistic culture of the Soviet period, it was important to
move away from standard thinking and applied purpose. This
was especially significant for caricature and photography,
which for a long time were in the service of ideology.
Keywords: Lithuanian photography, Soviet culture, comic
graphics, Sluota, Macijauskas, PoZerskis
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J[>Ka3 B COBETCKOM KMHO. OnbIT peTPOCNEKTUBHOIO
aHanusa

AHHoTaums. CTaTbs NocBslLeHa NpobiemMaTke oTobpa-
YKEHWUS OTEeHECTBEHHOrO [)Ka3a B COBETCKOM UIPOBOM He-
MOM U 3ByKOBOM KMHO B nepuog ¢ 1926 no 1990 roa. AsTop
OTMeYaeT, 4To C MoOMeHTa cBoero nosieneHnsa B CCCP pxas
CTaHOBWJICA YacTbto $pabynbl LOKYMEHTaNbHbIX U UTPOBbIX
$UNbMOB, 0AHAKO MEHSINCH aKLEHTbI B €r0 M306paXKeHnHn,
9BOJIIOLIMOHMPOBana »xaHpoBas npvpoaa kapTuH. Mpocne-
YKMBaETCS ABWKEHME OT My3blKaNbHOM KOMEAUM K caTupu-
YecKoMmy nameneTy, OT IMPUHECKO KoMeauy K meniogpame.
Ha ocHoBe HeCKONbKMX AEeCATKOB NPUMEPOB KUHODUIb-
MOB, Il 3BYYMT a3, Noka3aHa B3auMOCBs3b Mexay nae-
0NOrMYEeCKMM KYPCOM COBETCKOrO rocyaapcTaa, BOCnpusi-
TUEM cneunduKn [XKa3oBoro UCMONHUTENLCTBA B pa3Hble
VCTOpUYECKME NEPUOABI N XapakTEPOM €ro 0To6paxKeHns
Ha akpaHe. Tak, B 1930-e roapl A)ka3 — CUHOHUM 3CTpagbl
Y MaccoBOW NecHW, 06/1a4aeT ABHbIMU OTTEHKaMM toMopa
1 pa3BnekaTesibHocTU. B noagHue 1940-e oH CMMBONIN3U-
pyeT NAe0N0rM4ecKmx OMMOHEHTOB CTPaHbl. A B MOCNe0T-
TenesNbHbI Nepuoa 0CO3HaETCS KakK UCKYCCTBO, POA, UH-
TENNeKTyanbHON AesTeNbHOCTH.
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Mom1Mo neproamnsaLmm 4>ka3oBoro KuHemarorpada, B cTa-
Tbe NpeacTasneHa Tunonorna GunbmoB o Axase. ABTOp no-
KasblBaeT rpagaunto, OCHOBaHHYHO Ha KOMIM/EKce KayecTs,
TakKnxX Kak MakcumasnbHasa nnv MMHUMasnbHasa Kkoppenaumsa
croxxeTta Gpunbma € AXKa3oM, y4acTue B HEM A)Ka30BbIX My-
3bIKaHTOB, Ha/IM4YMe BblpaXKeHHOro AXXa30BOro cayHaTpeka.
KntoueBblie cnosa: COBETCKUI A)Kas, UTPOBOE KMHO,
My3blKanbHble GUIbMbI, UICTOPUS AXKa3a, My3blKa KUHO
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Jazz in Soviet Cinema. The Experience

of Retrospective Analysis

Abstract. The article is devoted to representation of
domestic jazz in the Soviet feature silent and sound cinema
in the period from 1926 to 1990. The author notes that jazz
was becoming part of the plot of documentaries and feature
films since its emergence in the USSR, but the accents in its
image changed, and the genre nature of the movies evolved.
There was a traceable shift from musical comedy to satirical
pamphlet, from lyrical comedy to melodrama.

Based on several dozens of examples of films where jazz
sounds, the article shows the relationship between the
ideological course of the Soviet state, the perception of the
jazz performance specifics at different historical milestones,
and the nature of its reflection on the screen. Thus, in the
1930s, jazz was synonymous with popular music and had
a clear shade of humour and entertainment; in the late 1940s,
it symbolized the ideological opponents of the country; and
after the Khrushchev Thaw, it was considered an art, a kind
of intellectual activity.

In addition to the periodization of jazz cinema, the article
provides a typology of films about jazz. The author presents
a classification based on a set of qualities, such as maximum
or minimum correlation of the plot of the film with jazz,
participation of jazz musicians in it, and presence of a jazz
soundtrack.

Keywords: soviet jazz, feature films, musical films, jazz
history, cinema music
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BoeHHble yTonuu Ha COBETCKOM 3KpaHe
AHHOTauums. CtaTbs NocBsileHa NCTOPUN BOEHHO-
YTOMNYECKOrO XaHpa B COBETCKOM KuHemaTorpade 1920-
1930-x ropoB. B pa6oTe aHann3npyoTca UCTOKM ero Bo3-
HUKHOBEHWSI, faeTcs 0630P U aHaNN3 OCHOBHbIX GUIb-
MOB, OTHOCSILLIMXCS K 9TOMY XXaHpY, a TakKe paséupatoTcs
NPUYKMHbI ero 3akara. Mo MHeHu1Io aBTopa CTaTby, Ha4ano
3TOro KMHOXaHpa 6epeT UCTOKN B BOEHHO-YTONNYECKOM
»XaHpe B nuTepatype, 3asiBMBLUEM O ce6e CO BTOPO Mno-
noBuHbI XIX Beka. XXaHp okasasncs BrpsiMmyto 3aBUCUM OT
MONMTUYECKOW CUTYyaLMKN B CTPaHE 1 XxapakTepa BOEHHOMN
yrpo3sbl. Tak, MOHMMaHue Toro, 4To 3a [NepBon Mnposon
nocnegyeT HoBasi BOMHA, OTPa3nIoCh BO MHOMMX NMPOU3-
BeEHNAX COBETCKUX NucaTenemn n KnHematorpaducTos,
pasBMBaBLUMX STOT XaHp. Ero nuk npuaetcs Ha BTOpyto
NONOBUHY TPUALATLIX rOA0B. B ocHOBe 3TOro »kaHpa ne-
»XaN NocTynart, 4To Bpar He APEM/ET, BOMHa o6s3aTeNb-
HO 6yAeT M NO3TOMY K Hell Hago roToBUTbesl. Kpome aTon
o6LLe KOHLENLMK, 3pUTENIO AEMOHCTPVPOBANIOCh BEPO-
ATHOE TeyeHue ByayLuelt BOMHbI: MOC/e XEeCTKOro npece-
YeHWs BPaXKeCKoW arpeccun Ha cBoew Tepputopmm 6oe-
Bbl€ [IECTBUSA NEPEHECYTCS Ha TEPPUTOPUIO HENPUSTENS.
Bpar, nepsbim Hanaswuit Ha CCCP, 6yaeT BbiaaBneH ¢ Ha-
Len TeppuTOpMM B KpaTyalluee BpeMms, a fanee, ¢ NoMo-
LLbIO YTHETEHHOMO Hapoaa 3apy6eXXHOM CTPaHbl, NpaBUTeNb-
CTBO 6yAET CBEPrHYTO N YCTAHOBNEH COLManNCTUYECKUI
cTpon. 1939 rof oka)keTcs NocneaHUM roaom AN Bbiny-
CKa BOEHHbIX yTONWUI. ToMy 6bI/10 HECKOBbKO NPUYKH. MNep-
Bas —nognucaHue nakta Monotoea — Pu66eHtpona. Bro-
pas NpuYMHa — 3TO HaYaso peasnbHbIX 60EBbLIX AENCTBUN Ha
XanxuH-Tone n o3epe XacaH, KOTopble MPOAEMOHCTPUPO-
Ba/IN OTHIOAb HE PafyXXHYI0 KaPTUHY B OTHOLLEHWUN 60eBO-
0 COCTOSIHWSI COBETCKMX BOMCK M CNaboCcTu MPOTUBHMKA.

[aHHble aBTOPOB. AHHOTaUMK

3uMHss BoHa ¢ OuHnsiHavel 1939 ropa noctasmna To4-
KY B ONTUMMUCTUYECKMX BOEHHBIX haHTa3UsAX.

KnioueBble cnoBa: uctopus knHemarorpada, yronus, Bo-
€HHas yTonus, CTaIMHCKNN KuHemaTorpad, 060pPOHHbIN
bunbm, arutnpondunbmM, NaTPUOTUYECKUI dUNbM, 060-
POHHasi baHTacT1Ka, BOEHHO-YTOMUYECKUNIA KaHP
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Military Utopias in Soviet Cinema

Abstract. The article is devoted to the history of the military
utopia genre in the Soviet cinema of the 1920s-1930s. The
work analyses its origins, provides an overview and analysis
of the main films belonging to this genre, and examines the
reasons for its decline. According to the author of the article,
this film genre had its origins in the military-utopian genre
in literature, which declared itself in the second half of the
19th century. The genre appeared to be directly dependent
on the political situation in the country and the nature of
the military threat. Thus, the understanding that World War |
would be followed by a new war was reflected in many works
of Soviet writers and filmmakers who developed this genre.
Its peak was in the second half of the 1930s. The genre was
based on the postulate that the enemy was not asleep, there
would definitely be a war, and therefore it was necessary
to prepare for it. In addition to this general concept, the
audience was shown the likely course of a future war: after
the harsh suppression of enemy aggression on the USSR
territory, the fighting would move to the enemy’s territory.
The enemy who first attacked the USSR would be thrown
back in the shortest possible time, and then with the help of
the oppressed people of a foreign country, the government
would be brought down and the socialist system would be
established. 1939 appeared to be the last year for the release
of military utopias, for which there were several reasons.
The first was the signing of the Molotov-Ribbentrop Pact.
The second reason was the beginning of actual hostilities
at Khalkhin Gol and Lake Khasan, which showed a far from
rosy picture regarding the combat state of the Soviet troops
and the weakness of the enemy. The Winter War with Finland
in 1939 put an end to optimistic military fantasies.
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O BOCCTaHOB/IEHMU YTPaYeHHOro KWNHOHacneaus

Ha npumepe ¢unbma 3uru Beprosa «fopoBwmuHa
pesonioLUn»

AnHoTauums. B 2018 rony aBTopom faHHOM CTaTby 6bin 06-
Hapy>xeH B POCCUNCKOM rocyaapCTBEHHOM apXMBE KUHO-
$OTOLOKYMEHTOB M BOCCTAHOBNEH AE6IOTHBIN dunbm O3n-
rv BepTtoBa «lonoBLwmHa pesontoumm» (1918), o Toro mo-
MEHTa UCTOPMKaMM KMHO CHNTABLLMIACS YTPaYeHHbIM. OTO
co6bITVe CNPOBOLMPOBANO OFPOMHbI MHTEPEC NPecchl,
decTnBanbHOM NYGINKK, CTYAEHYECKOWN ayauTOPUM N aKa-
[AeMNYEeCKNX KPYroB Kak K caMomy BepToBy, Tak 1 K punb-
My. Mocne MHOro4YNCNEHHbIX NOKa30B GpubMa B HalLewn
cTpaHe 1 3a py6eXXoM NosIBUNOCh 60NbLIOE KOMYECTBO
VHTEPBbIO, B KOTOPbIX 3aTparnBannch pasnnyHble acnek-
Tbl )XM3HW 1 TBop4yecTBa [3urn BepTtoBa, NpakTnkun xpa-
HEHUst GUNbMOB, METOANKUN apXMBHbIX U3bICKAHW, MPUH-
LMMNOB BOCCTaHOBNEHNS GUNbMOB, 3TUKM BTOPXKEHUS UC-
cnepoBaTtens B YyXXoW Matepuarn, a Takxke puHaHcoBas
1 TexHM4Yeckas cTopoHa aena. Bonpocsl B 3TUX MHTEPBLIO
4acTo NOBTOPSNNCH. B faHHOM CTaTbe Mbl CUCTEMATU3NPY-
eM 1 o606LLaeM paccpefoTO4EHHYIO MO OTAENbHbIM MaTe-
pranam MHpopMaLMIio, COAEPXKABLUYIOCS B OTBETaX Ha BO-
MpOoChkI: NoYeMy 3TOT GU/IbM B KaKON-TO MOMEHT nponan?
Moyemy dpnnbM XpaHucs He KOMMIEKTHbIM? Kak wna pa-
60Ta Mo BocCcTaHoBNeHWUIO dpuibma? Y1o ke npeacraBns-
€T co60M 3TOT GpMIbM — NepBasi paboTa BCEMUPHO U3BECT-
HOro pexuvccepa AOKYMEHTaIbHOro KMHO?

LleHHoCTb dunbma B TOM, YTO Mbl MOJTy4aeM HOBbIN BU3Y-
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anbHbIA UCTOYHWUK 151 U3YYEHWNS OTEYECTBEHHOR UCTOPUN,
a TaKXe BaXXHbl BKNag B U3y4eHne NCTOPUM OTeHeCTBEH-
HOM N MUPOBOW JOKYMEHTaNUCTUKM.
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Restoration of Lost Film Heritage on the Example of
Dziga Vertov’s Film Anniversary of the Revolution
Abstract. In 2018, the author of this article discovered in
the Russian State Documentary Film and Photo Archive
and restored Dziga Vertov’s debut film Anniversary of the
Revolution (1918), which film historians had considered
lost up until then. The event aroused great interest among
the press, the festival audience, the student audience,
and the academic community in both Vertov himself and
the film. After numerous screenings of the film in Russia
and abroad, a large number of interviews appeared which
touched upon various aspects of Dziga Vertov’s life and
work, film storage practices, archival research methods, the
principles of film restoration, the ethics of the researcher’s
intrusion into other people’s material, as well as the financial
and technical sides of the matter. The questions in those
interviews were often repeated. In this article, the author
systematizes and summarizes the information in the answers
to the questions, scattered across individual materials. Why
did this film disappear at some point? Why was the film
not stored complete? How was the restoration of the film
going? What is this film, the first work of the world-famous
documentary filmmaker?

The value of the film is that it provides a new visual source for
the study of Russian history, as well as makes an important
contribution to the study of the history of Russian and world
documentary filmmaking.

Keywords: Dziga Vertov, documentary films, Anniversary
of the Revolution, history of cinema, theory of cinema, film
archives, Soviet cinema
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HekoTopble 0cO6€HHOCTU penpeseHTaumum

o6pasza CtanmMHa B COBETCKOM UrPOBOM KMHO
1930-1940-x ropoB

AHHoOTauums. B cTaTbe aHanuaunpyetcst psg kapTtuH 1930-
1940-x ropoB, B KOTOPbIX OTHET/IMBO NPOC/EXMBAETCS NPO-
Lecc NoCTENEHHOM cakpanusauum obpasa W.B. CtanvHa Ha
COBeTCKOM 3KpaHe. OCHOBHOE BHUMaHWE yAenseTcs KoM-
nnekcy GubMOB, BXOASLUMX, BO-MEPBbIX, B «TIEHUHUAHY,
Ybsl PYHKLMS 3aK/to4anach B yTBepxaeHun CTanmHa kak
©[MHCTBEHHOr0 NCTUHHOTO NpeemMHuKa B.W. JleHnHa v ne-
ranmsaumm NoIMTUYECKOro Kypca Ha eavHOHavanune Bnactu
1 NonunTuKy BonbLuoro Teppopa; BO-BTOPbIX — B «CTaNMHWA-
Hy», MUK KOTOPOW NPULLIENCS Ha rofAbl NOCNe OKOHYaHus Be-
nukon OTe4ecTBEHHOM BOVHbI. B pamkax aHanusa 3atpa-
rmBaeTcs Takxke GOpMMPOBaHNE OLHOIO U3 KNIOYEBbIX MU-
OB coOBETCKOM UCTopuorpadumn 06 o6opoHe LlapuubiHa.
BoicTynas B 1930-e rogpl B HECKONBbKUX MMOCTacax — OT
«3EMHOW», NONIMTUYECKOM (KaK €ANHCTBEHHbIV NEMMTUMHbIN
npeemMHuK JIeHMHa), 4O CMMBOIMYECKOW (BCEOTEL, COBET-
CKOro Hapofa), — B MOC/IEBOEHHBI Nepuop durypa CtannHa
B 6yKBaSIbHOM CMbIC/1e CaKpanusmpyeTtcsl, o6peTas YepTbl
BCeX Tpex 60XXeCTBEHHbIX UrnocTacewn: «6ora oTuay, «6ora
CblHa» 1 «6ora cBaToro ayxa» (bunbm «MNageHne bepnn-
Haw). Mpouecc cakpanusauum NposBASIETCS Ha BCEX YPOB-
HSIX KAPTUH: CIOXXETHOM, 06pa3HOM, Bep6asibHOM.
KnroueBble cnosa: CTanMHCKUIN MU, KNEHUHNaHay,
«CTanMHWaHay, coupeanmam, cCoLpeannucTuyecKmni
KaHOH, CTa/IMHCKOe KMHO, kHOBasi Mopasby,
PenuUrnosHbIv ANCKYPC
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Some Characteristics of the Representation

of Stalin’s Image in Soviet Feature Films of the
1930s-1940s
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Abstract. The article analyzes a number of films shot
in the 1930s and 1940s, in which the process of gradual
sacralization of the image of I.V. Stalin on the Soviet screen
can be clearly traced. The main attention is paid to the films
which can be included in two different groups. The first group
is called “Leniniana” (Lenin films) whose function was to
establish Stalin as the only true successor of V.I. Lenin and
to legalize the political course for absolute power and the
policy of “great terror”. The other group of films is “Staliniana”
(Stalin films) which reached its peak in the years after the end
of the Great Patriotic War. As part of the analysis of these
films, the author also touches upon one of the key myths of
Soviet historiography about the defense of Tsaritsyn.
Performing in several roles in the 1930s from “earthly”,
i.e. political (as the only legitimate successor of Lenin), to
symbolic (the all-father of the Soviet people) —in the post-war
period the figure of Stalin was literally sacralized, acquiring
the features of all three divine hypostases: “god the father”,
“god the son” and “the god of the holy spirit” (The Fall of
Berlin movie). The process of sacralization manifests itself
at all levels: in terms of the plot, figuratively and verbally.
Keywords: Stalin myth, Lenin films (Leniniana), Stalin
films (Staliniana), socialist realism, the Socialist Realism
canon, Stalinist cinema, “a new moral”, religious discourse
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MpukniovyeHus fopoXkHUKOB (1974-1980):
HaLMOHaJIbHbIW KOJIOPUT FPY3UHCKOW TPOULLbI
AHHOTauwms. B LeHTpe BHMMaHWs aBTOpa CTaTby — LIMKA
KOPOTKOMETPa)KHbIX GUIbMOB NPO AOPOXHbIX paboymx,
CHATbIX B 1974-1980 rofbl pasHbIMUN peXXxmuccepamm KMHO-
ctyaumn «Mpyaus-dunbm» no cueHapusam Pe3o Mabpuaa-
3e. HecMoTps Ha «erkyto» KOMeaninHyo CTPYKTYPY, Kax-
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bl 3 GUNBMOB LIMKIa COOTHOCUTCS C TPAANLMOHHbI-
MU XyAOXECTBEHHbIMM GpOpMamu, SIBNSIETCS CBOEro poaa
NpUTYel 0 BaXXHON paboTe Tpex Apy3en, NPOAO/IXAOWMNX
€10 CBOWX BE/TIMKNX NPEAKOB B YXKe [OBONIbHO-Taku 3a-
CTPOEHHOM MUpe.

Wccnepyemblin KOMeAMIAHBIV UMK 06paLLaeTcs K 9CTeTu-
YeCKMM OCHOBaM rPy3MHCKOro KMHO, YTO NO3BONSET Ae-
naTb BbIBOAbI M O TPAaHCHOPMaLMAX B COIO3HON KMHEMa-
Torpadun, NpoLeccax MPOHN3NPOBAHUS Haf, CNOXKMBLLN-
MUCS KMHOTPaANLUSAMW U HOCTaNbrMKM NO HaLMOHaNbHOMY
KynbTypHOMY Hacneauto. Macwwta6Horo anuyeckoro ¢poHa
B KMHOPEanbHOCTW HET, OH BBOAUTCS TOHKOW BU3YyasbHO-
CEeMaHTUYECKOW NPOC/IONKON, OTAAET AaHb HaUMOHab-
HOV rOpAOCTH U UCTOPUMN — U3BUSIUCTBIM NMOSIOTHOM AOPO-
v, XonMamu, 6eCKpainH1Mu NONSIMU U TEMMEPaMEHTOM
repoes. HappaTus 1 Bu3yasbHble 06pa3bl TPEX AOPOXKHbIX
PaBOTHUKOB MOXXHO MHTEPNPETMPOBAaTb Kak CBOEro poaa
ommax Tpycy, Ban6ecy 1 BoiBanomy. OgHako rpy3nHckas
TpouLa Npu HECOMHEHHOW MY)XX€CTBEHHOCTU CBOMUX XapaK-
TEpPOB NapafoKcasbHbIM 06Pa30M He TONIbKO KOPPECMOH-
AVpYeT ¢ NpocnaBneHHbIM reposimun JleoHuaa Manpas, Ho
Y NpeacTaBnsieT coboi cneumbnyeckyto Cembto, B KOTOPOM
cTporasi <MaTb» SHePrnuyHoO BOCMUTbIBAET HEPAAMBOrO OT-
npbicka NofA CypoBbIM U XMYpPbIM B3rNSAOM «oTUa». B npo-
CTPaHCTBEHHOM peLleHUN GUNbMUYECKON peanbHOCTM A0-
MWHUpPYeT aopora. bonblas yacTb HeNPUATHOCTEN BO3-
HUKAET Yy repoeB Npu UX 0CO3HAHHBIX MW BbIHYXAEHHbIX
OTKJIOHEHMAX HENOCPEACTBEHHO OT achanbTOBOro NMONOTHA.
Mpeoponesas rpaHNLibl 3TOrO NPOTSXKEHHOIO NONS, repoun
0Kas3blBalOTCS B YMEPEHHO BpaXAe6HOM MUpe, cnaceHne
OT KOTOPOrO — B BO3BPALLEHUW B CBOI JOPOXKHbBIN «OAeM».
KnroueBble cnoBa: rpy3nHCKOE KMHO,
KOPOTKOMETPaXKW, KOMEANS, MPUKIIIOHEHUS
LOPOXHMKOB, Pe3o Mbpuraase, acteTnka KMHO,
YHVMBEPCYM, annyeckoe NpocTpaHcTBo, deus ex machina,
popora
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The Adventures of Road Workers (1974-1980):
National Specificity of the Georgian Trio
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Abstract. The author focuses on a series of short films about
road workers, created in 1974-1980 by different directors
of the Georgia Film studio based on the scripts by Rezo
Gabriadze. Despite the light comedic structure, each of the
films in the cycle correlates with traditional art forms and is
a kind of a parable about the important work of three friends
who continue the work of their great ancestors in an already
built-up world.

This comedy cycle turns to the aesthetic foundations of
Georgian cinema, which allows drawing conclusions about
transformations in cinema, the processes of irony over the
established film traditions, and nostalgia for the national
cultural heritage. There is no large-scale epic background
in the cinematic reality; it is introduced by a thin visual-
semantic layer, paying tribute to national pride and history
with the winding road surface, hills, endless fields, and
the temperament of the characters. In the narrative and
visual form, the three road workers can be interpreted
as a homage to the Coward, the Fool and the Pro —the
famous characters of Leonid Gaidai. With their undoubted
masculinity, the Georgian trio paradoxically corresponds
not only with Gaidai's characters; it also represents a family
where a strict ‘mother’ energetically raises a fidgety ‘child’
under the stern and gloomy gaze of a ‘father’. The spatial
design of the filmic reality is dominated by road; most of
the troubles happen when the characters consciously or
forcedly deviate from the asphalt road itself. Overcoming
the boundaries of this extended field, the characters find
themselves in a moderately hostile world, salvation from
which lies in returning to their road ‘Eden’.

Keywords: Georgian cinema, short films, comedy,
adventures of road workers, Rezo Gabriadze, cinema
aesthetics, universe, epic space, deus ex machina, road
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MepemeH Tpe6yloT Hawwm cepaua. O6pas pok-
My3blKaHTa B N03[,HECOBETCKOM KMHemaTtorpade
AHHOTauums. B cTatbe aHannampyeTcs 06pa3 pok-My3blKaH-
Ta B N0O3HECOBETCKOM 1 COBPEMEHHOM POCCUINCKOM KU~
HemaTtorpade. MNosBMBLIMCH Ha 3KpaHe B cepeamnHe 1980-x
rofioB, POK-My3bIKaHT MFHOBEHHO NPUOGPETAET Ky/TOBbIN
cTaTyc. 9T0 OAHO 3 BOM/OLEHUI repost HOBOro BPEMEHH,
neBseL, cBO60/bl, HOCUTENb UHOTO, KNPaBUIbHOIO», MPO-
3anagHoro MMpPOBO33PEHUS, HauMHas OT BHELLHEro BMaa
1 3aKaH4MBas XXM3HEHHOW punocoduen, CUMBON Hecorna-
CUS HE TOMBKO C NOKONIEHMEM OTLIOB, HO U B LIE/IOM C CyLLie-
CTBYIOLLMM KHEMPaBUIbHBIM» MUPOMOPSAAKOM. POK-My3bi-
KaHT B NEPECTPOEYHOM KMHO — TUMUYHbINA repon-6yHTapb,
NosIBNAOWMIACS B MMPOBOM KMHemaTorpage Ha cnome
anox. ABTOp GopMynvnpyeT KynbTypHble KOAbI, CKpbIBato-
Lmecs 3a penpeseHTaumen 4aHHOro NepCcoHaXka Ha akpa-
He, NPOCNEXMBAET ero TpaHCGOPMaLMIO U NMPUXOAUT K Bbl-
BOAY, YTO CMbIC/IbI, CTOSILLME 32 06Pa30M POK-My3blKaHTa,
B POCCUIACKOM KMHeMaTorpade nocTeneHHo yTpainsa-
10T CBOIO OCTPOTY.

KnioueBble cnoBa: poccuiickumii kKuHemartorpad,
npodeccum B KNHO, aHTPOMONOTUsi KUHO, COBETCKUI
KnHemartorpad, XyAoXeCTBEHHbI 06pa3, 06pas B KMHO,
POK-My3bIKaHT

Smagina Svetlana A.

D.Sc. (in Art History), Leading Researcher of the Analytical
Department of the Research Center for Film Education
and Screen Arts, S.A. Gerasimov All-Russian State
Institute of Cinematography (VGIK), 3 Wilhelm Pieck Str.,
Moscow, 129226, Russia

ORCID ID: 0000-0002-8502-5383
smagina_sa@vgik.info

Our Hearts Demand Change. The Image of a Rock
Musician in the Late Soviet Cinema

Abstract. The article analyses the image of a rock musician
in the late Soviet and modern Russian cinema. Having
appeared on screen in the mid-80s, a rock musician
character type immediately had a cult following. The
image represented a hero of the then-new time, a singer
of freedom, a bearer of a different, “correct” pro-Western
worldview, starting from the appearance and ending with
the philosophy of life, and a symbol of disagreement not
only with the generation of fathers but also with the then-
existing, “wrong” world order in general. A rock musician in
the perestroika cinema was a typical rebel character who
appeared in the world cinema at the turn of epochs. The
author of the article formulates the cultural codes behind
the representation of such a character type on screen,
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traces its transformation, and comes to the conclusion
that the meanings behind a rock musician character type
are gradually losing their immediate relevance in modern
Russian cinema.

Keywords: Russian cinema, professions in cinema,
anthropology of cinema, Soviet cinema, artistic image, image
in cinema, rock musician
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HauuoHanbHbIY NnaHaWwa¢T B oTeHeCTBEHHbIX KWUHOKO-
mMeaunx o pepesHe 1990-x ronos: «aepeBeHCKas TPU-
norus» B. Yukosa

AHHOTauma. B cTaTbe paccmaTpmuBaeTcs NpeTBopeHne
HaLMOHaNbHOro CENbCKOro naHaladTa B pPOCCUNCKON No-
CTNEPECTPOEYHOM KOMEAUN O AEPEBHE, @ UMEHHO B «Ae-
peBeHckon Tpunorun» B. Ynkosa. B aTux punbmax ka-
HOH M306pakeHns AePEeBEHCKOro XUTeNs, Kak u BUAo-
Bble CbeMKM CeNbCKUX Nensaxen HacneayoT TPaauLmMam
OTEeYeCTBEHHOMO «AEPEBEHCKOr0 KNHO» 1 GbITOBbIX KOME-
aunii 1950-x — nepBoi nonoBmHbl 1980-x ronos. Mpw oTcyT-
CTBUM CTUIIUCTUYECKUX U XYAOXKECTBEHHbIX 9KCNIEPUMEH-
TOB B dpunbmax YmkoBa 3HaveHve naHaLwadTa npeacTasns-
T UHTEPEC KakK Bblpa)keHne TEHAEHLUMN 06LLECTBEHHOTO
CO3HaHWsi BpEMEHMU, SIBNISISICb TaK)KEe CPEACTBOM coLpalib-
HOW caTupbl U KPUTUKM FOCYAAPCTBEHHOW BHYTPEHHEN no-
n1TUKKN 1990-x ropos.

KnroueBble cnoBa: KWHOKOMEAMS, POCCUNCKOE KMHO O Ae-
peBHe, 1990-e rogpl, B. Yukos
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The National Landscape in Russian Film Comedies
about the Village of the 1990s: ‘The Village Trilogy’ by
V. Chikov

Abstract. The article examines the implementation of the
national rural landscape in the Russian post-perestroika
comedy films about village, namely in the ‘village trilogy’ by
V. Chikov. In these films, the canon of the image of a villager,
as well as specific shots of rural landscapes, inherits the
traditions of Russian ‘village cinema’ and everyday comedies
of the 1950s — the first half of the 1980s. In the absence
of stylistic and artistic experiments in Chikov’s films, the
landscape is of interest as an expression of a trend in the
social consciousness of the time, also being a means of
social satire and criticism of the state domestic policy of
that time.

Keywords: comedy film, Russian cinema about village,
the 1990s, V. Chikov
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