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Cinema-atlas of the USSR:
Far Away in Asia by Vladimir Erofeev

Abstract. The proposed research paper serves two purposes. Firstly, it intro-
duces the ethno-geographical documentary titled Far Away in Asia (1931)
into scientific discourse. Secondly, it sheds light on the lesser-known theo-
retical works of the classic of Soviet cinema Vladimir Erofeev, who explored
the Soviet/Marxist cinema language. This film is examined in the context
of a comprehensive interdepartmental program of the late 1920s to early
1930s, known as the Cinema-Atlas of the USSR. The program aimed to create
a 150-episode visual almanac about the diverse nationalities and regions of
the Union. Its objective was to construct images in the public consciousness
of a multinational, friendly, and progressively developing socialist nation,
both for domestic and international film distribution. Methodologically,
this article develops the application of the author’s approach to analyze
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films as cinematic texts: using the chosen example, it demonstrates how
the film document can be read as a historical source. The findings highlight
the significance of historical cinema documents as multi-layered evidence
of visual history, offering informative potential for research across a wide
range of humanitarian disciplines. Additionally, the retrospective study
of the complex theoretical and practical developments of the early Soviet
period is deemed relevant for contemporary screen projects, including sci-
entific, cinematic, and television endeavors.

Keywords: cinema theory, cinematography of the 1920s and 1930s, Cinema-
Atlas of the USSR, newsreel, Soviet ideology, Vladimir Erofeev
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KuHoatnac CCCP: «[lanexko B A3nny
Bnagmunpa Epodeesa

AHHOTauums. [peanaraemMoe 1CCNefoBaHme, C O4HOW CTOPOHbI, BBOAUT
B Hay4HbIli 060POT 3THO-reorpadUyecKmnii KNHOLOKYMEHT «[laneko B A3um»
1931 rofga, C ApYyroi, — ManomnsBecTHble TeopeTuyecKkme paboTsl Knac-
CMKa COBETCKOro KnHemaTorpada B.A. EpoteeBa, CBA3aHHbIe C MOUCKamu
B 06/1aCTV COBETCKOTO/MapPKCUCTCKOMO KMHOS3bIKA. PaccMOTpeHwue hunbMa
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NPOBOAWTCSA B KOHTEKCTE NapanienbHon MacliTabHON MEXBEOMCTBEH-
HOW nporpamMmbl pybexa 1920-1930-x no peanusaummn 601bLIOTO rocy-
fapcreeHHoro npoekta «KnHoatnac CCCP», HanpaBneHHOro Ha cosfa-
Hve 150-CepuitHOro B13yanbHOro aflbMaHaxa O HapOAHOCTSX U pernoHax
CTpaHbl U MPM3BAHHOIO KOHCTPYMPOBaTh B 0OWECTBEHHOM CO3HaAHMUM
06pa3bl MHOTOHAUMOHANbHOM, APY)KHOW, NPOrPecCMBHO Pa3BKBaBLLIENCS
npu coumanmamMe CTpaHbl — 418 BHYTPEHHErO 1 3apyOeXHOro KMHOMpo-
KaTa. B MeTogonorMyeckoM nnaHe CtTaTbs Pa3BrBaeT Ha BbIOPaHHOM Npu-
Mepe NpUMEHEHVEe aBTOPCKOIO NOAXOAa K aHanm3y duabMa Kak KUHOTEK-
CTa — B NOPsIAKE AeMOHCTPaLMY ONUMK NPOYTEHMS KMHOAOKYMEHTa Kak
MCTOPMYECKOTO UCTOYHMKA. [lenatoTcs BbIBOAbl 06 MCTOPUYECKMX KMHOAO-
KyMeHTax Kak MHOTOCNI0MHbIX CBUAETENbCTBAX BU3YanbHON UCTOPUM, 0bna-
AatoLWyx MHMOPMaTVIBHBIM NOTEHLMANOM ANS UCCNEA0BAHNS B WIMPOKOM
CMEKTpe ryMaHWTapHbIX AUCLWMANH, @ TaKxke 0 BOCTPeboBaHHOCTH peTpo-
CNEKTUBHOTO M3Yy4eHNs KOMMeKCa TEOPETUKO-NPaKTUYeCKMX pa3paboTok
paHHECOBETCKOro nepuoaa Ans npuMeHeHus npu peanusaumm coBpe-
MEHHbIX 3KPaHHbIX MPOEKTOB, BKOYAs Hay4YHble, KHeMaTorpaduyeckme
1 TeNeBU3VOHHbIE.

KntoueBble cnoBa: Teopus KMHO, KuHematorpad 1920-1930-x, KuHoatnac
CCCP, KMHOXpOHMKa, coBeTcKas naeonorus, Bnaaummp Epocdees

INTRODUCTION

The visual history of modern times, particularly the formation of the USSR,
is depicted in numerous film documents that have yet to be comprehensively
examined in the scientific field. Chronicle tapes possess a distinctive quality that
sets them apart from other historical sources—the ability to reproduce past phe-
nomena in their multidimensionality: sound and visuals, information and events,
images and emotions, and more. It is no coincidence that an increasing number
of humanities scholars across various disciplines have turned to visual archives
in their research (Henley, 2020; Lancy, 2022; Sharapov, 2020). However, working
with such materials requires the application of a suitable critical methodology,
which involves considering them from a cross-disciplinary historical and anthro-
pological perspective encompassing ideology, culture, and science of the corre-
sponding period.

The 1920s and 1930s marked a time of unprecedented creative discoveries
and the emergence of new styles and trends in Soviet cinema. One of the most
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progressive directions during this period was experimenting with the combination
of scientific and artistic methods. This creative exploration, conducted by Soviet
scientists and cinematographers during the Cultural Revolution (1928-1932), laid
the theoretical foundation for the launch of large-scale programs aiming to con-
struct a film chronicle of Sovietization within the diverse and multinational Union
(Golovneva & Golovnev, 2022, p. 164). It was during this time that the unique state
project Cinema-Atlas of the USSR* was conceived—an unparalleled endeavor envi-
sioning the creation and distribution of a 150-part screen almanac showcasing the
peoples and regions of the vast country.

Undoubtedly, this screen atlas project of the early Soviet era encompassed
both scientific-creative and political-ideological aspects. The development of
inner Asian territories has a profound history intertwined with dramatic and heroic
episodes, including the geopolitical rivalry between England and Russia during the
late imperial period. After the political regime change in 1917, the Soviet authori-
ties intensified efforts to comprehensively colonize Central Asia, focusing on the
development of its natural and socio-cultural resources—among other methods,
by building upon pre-revolutionary achievements. This involved constructing
transportation routes linking these territories to the European part of Russia/
USSR, conducting complex scientific research, and establishing interaction with
the autochthonous population. However, during the 1920s and 1930s—the period
relevant to this study—Central Asia, while remaining a crucial geopolitical fron-
tier of the USSR, posed challenges in projecting a “socialist nation” (Tishkov, 1993,
p.3). In addition to taking practical actions in these directions, the Soviet authori-
ties sought visual confirmation of their influence in Asia. Consequently, a series
of Soviet newsreels were produced and distributed in the region during the mid-
1920s and early 1930s. Some notable examples include Soviet Bukhara (Russian:
Cosemckas byxapa, 1920), The Trip of M.I. Kalinin through Central Asia (Russian:
Moesdka M.W. KanuHuHa no CpedHell Asuu, 1925), Through Central Asia and the
North Caucasus (Russian: o CpedHeti Auu u CegepHomy Kaskasy, 1925), Roof of
the World (Russian: Kpeiwa mupa, 1929), Foothills of Death (Russian: lMooHoxue
cmepmu, 1928), Across Samarkand (Russian: llo CamapkaHdy, 1930), Turksib (Rus-
sian: Typkcu6, 1930), On the Border of Asia (Russian: Ha epaHuye Asuu, 1930), The
Dome of Islam, also known as Old Bukhara (Russian: Kynosa ucaama, or Cmapasi
Byxapa, 1931), and others. Among these films, Far Away in Asia (Russian: Janeko
8 Asuu, 1931) stands out due to its meticulous portrayal of local historical materi-
als. The making of this film was entrusted to the renowned Soviet cinematogra-
pher Vladimir Erofeev.

! In different sources, the spelling of the project varies: Cineatlas of the USSR [Kinoatlas SSSR],
Cine-Atlas of the USSR [Kino-Atlas SSSR], etc.
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This study aims to introduce the informative visual-ethnographic narratives
depicted in the aforementioned expedition film to the humanities, considering this
experience as a significant element in the implementation of the state program
for mapping the Sovietized territories on screen. An effective research approach
involves analyzing the film as a cinematic text, which includes storyboarding the
film document and comparing the content of Far Away in Asia with the detailed
excerpts from the developments of the Cinema-atlas of the USSR project, in which
Vladimir Erofeev participated.

1. VLADIMIR EROFEEV’S THEORETICAL DEVELOPMENTS

Vladimir Alekseevich Erofeev (1898-1940) began his cinematographic career
as a film critic. In 1927, he made his debut in film production with the montage
film Beyond the Arctic Circle (Russian: 3a lMosspHeim Kpy2om, co-directed with Vera
Popova-Khanzhonkova). The film was assembled from materials gathered during
the pre-revolutionary expedition (1914) of Fyodor Bremer, who was an employee
of the scientific department at the Khanzhonkov and Co. factory. Shortly after,
Vladimir Erofeev embarked on his first independent film expedition to the Pamirs,
resulting in the film Roof of the World. From the outset of his involvement in film-
making, he consistently advocated for the production and popularization of non-
fiction cinema (Erofeev, 1926e, p. 3) combining his expertise in film studies (theory)
and directing skills (practice). As early as 1926, he published a series of articles
in specialized periodicals, presenting his vision for the development of the new
Soviet documentary film industry.

Vladimir Erofeev rightly emphasized the peculiarities of the film industry
“nationalization,” particularly during the early to mid-1920s. At that time, most
film organizations in the USSR relied on commissioned production films and
social chronicles to finance their budgets. This “self-financing” stage, which
spanned from August 27, 1919, when the Council of People’s Commissars adopted
a Decree on the nationalization of the film industry, to the turn of the 1920s
and 1930s, deserves thorough research attention. On the one hand, it led to
increased quantitative output in film production, driven by competition between
central and regional political and economic institutions eager to document their
achievements. On the other hand, it gave rise to a new qualitative phenome-
non: visual self-representations that captured personal stories related to the
post-revolutionary development of enterprises and professional communities.
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And since the organizational and logistical support for filming was provided by the
customers (trusts, state farms, party regional committees, etc.), they also shaped
the content and tone of the productions. According to Erofeev (1926b, p. 2), dur-
ing this period, hundreds of thousands of meters of diverse material were filmed,
including the production processes of large and small factories, the activities
of individual organizations, and the life of national republics. However, these
films, primarily intended for internal use at corporate and reporting events, often
remained within the organizations themselves and were not released for distribu-
tion or transferred to state archival storage.

In particular, Vladimir Erofeev highlighted the issue of sorting and utilizing

the aforementioned film materials produced by various studios, referring to it as
“cinemining.” He believed that many films could be improved or created simply by
compiling materials shot by different film organizations (Kultkino—Cultural Cin-
ema, Leningradkino—Leningrad Cinema, Proletkino—Proletarian Cinema), and
deemed it quite possible since all the film repositories were under the control of
Sovkino—Soviet Cinema (Erofeev, 1926b, p. 2). Erofeev began his own work with
a similar approach, creating his film debut, Beyond the Arctic Circle, by editing
existing film library materials. It is worth noting that this focus—not on shooting
new footage but rather on compiling an anthology from materials available in
studio collections—formed the main approach during the initial stage of creating

the USSR film atlas.

Erofeev proposed the primary technical and creative guidelines for this
endeavor. From a technical perspective, he emphasized the need to consolidate
all film sources in a central repository (located at Sovkino’s premises), establish
a comprehensive film library, and carefully select the films that best served their
intended purposes. Creatively, he envisioned three types of utilization for the film
library materials: re-editing completed but unreleased films, compiling different
materials on the same subject (potentially with some minor re-shoots), and reno-
vation of pre-revolutionary chronicle films (Erofeev, 1926b, p. 2). These proposals
by Vladimir Erofeev later transformed into the three main stages for the develop-
ment of the Cinema-Atlas of the USSR.

By the second half of the 1920s, the Soviet film industry became more influ-
enced by a single state customer with a vested interest in shaping the image of
a friendly multinational Union through screen technologies. As a result, the leading
film studios and research institutions embarked on a socialist competition, aiming
to outdo each other in terms of the distance and duration of film expeditions to dif-
ferent corners of the Soviet Union. Reflecting on the formation and first successes
of the expeditionary direction in Soviet cinema through Dziga Vertov’s film Stride,
Soviet! (Russian: WWaeat, Cosem!), Vladimir Erofeev at the same time identified
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the main challenges faced during the initial stage (Erofeev, 19264, p. 3). To charac-
terize the rapid development of this phenomenon, he used the term expeditionary
epidemic (Erofeev, 1926d, p. 8). However, in his considerate observation as a film
critic, he noted that only few of the numerous films produced actually made it to
the screens. He identified the creative incompetence of personnel and the lack of
proper technical and organizational preparation for field filming as alarming symp-
toms of this “epidemic.” Erofeev emphasized the need for the film industry to have
culturally knowledgeable and enterprising individuals, as well proper film equip-
ment (Erofeev, 1926d, p. 9). Furthermore, he believed that the thematic limitation
of focusing solely on ethnographic subjects, while neglecting other sciences such
as botany, geology, and zoology, affected the outcomes of film expeditions (Erofeev,
1926d, p. 9). The director considered the detrimental consequences of this expedi-
tionary epidemic on the overall quality of films as the main reason for their lack of
profitability in wide distribution. Nevertheless, he suggested not abandoning the
prospects of expeditionary cinema but rather taking into account the diagnosed
failures to adjust the course of work. He argued that if the artistic and ethnographic
expeditions proved unprofitable (which was yet to be proven), it did not mean that
expeditions in general were futile (Erofeev, 1926d, p. 9).

In Erofeev’s subsequent professional work, film expeditions became the
main focus of his activities. It is the interplay between theoretical hypotheses and
practical testing sets apart the experiments of this future luminary of documentary
filmmaking. One of the most notable examples among his works is the 1931 film
Far Away in Asia.? It was shot in Central Asia, during the first sound film expedition
by a group of documentary filmmakers from the Vostokkino (East Cinema) film
studio led by Vladimir Erofeev.

Coincidentally, around the same time, at the turn of the 1920s and 1930s,
Erofeev became involved in the committee responsible for developing the largest
state project, the Cinema-Atlas of the USSR, which aimed to create a 150-series
screen guide about the peoples and regions of the country for use in educational
and cultural awareness programs. Notably, many of Vladimir Erofeev’s theoreti-
cal developments formed the foundation of programs for creating the extensive
screen atlas and thus deserve special attention. To effectively study these intercon-
nected phenomena, this article explores a thematic reechoing between the frames
from Erofeev’s Central Asian film (in normal font) and excerpts from discussions
on the program for creating the Cinema-Atlas of the USSR, held during meetings
of the Political-Educational Films Group of the Film Section of the State Academy
of Art History (in italics) in 1931 (Soyuzkino, 1931).

2 Erofeev, V.A. (Director). (1931). Daleko v Azii [Far Away in Asia] [Documentary film]. Russian
State Archive of Film and Photo Documents—Film Documents Fund (RGAKFD). Item No. 8034.
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2. FAR AWAY IN ASIA AS A CINEMATIC TEXT

Title: 1ST SOUND MOVIE EXPEDITION TO CENTRAL ASIA (1931)

Sequence of scenes: A locomotive appears. The road is running beneath its
wheels. The wheels of the locomotive are rotating. A group of men is seating
on an open railroad platform. A traffic light is visible. The train approaches
the station platform, and people start disembarking from the cars. Bags con-
taining the expedition’s property are unloaded onto the platform.

Scene: A covered car of the East Cinema movie expedition departs from
the station.

Scene: The wheel of the car turns as it travels through the village streets.
Local residents observe its passage.

Title: RIGHT AFTER THE STATION, “ASIAN HIGHWAY” BEGINS

The Russian State Archive of Literature and Art (RGALI) houses the resolution
of the State Academy of Art History film section “Culture Films and the Problem
of Cinema-Atlas.” It begins with general formulations highlighting the significance
of realizing the project on a state scale:

The creation of an economic-geographical Cinema-Atlas of the USSR, provid-
ing an overview of the productive forces, production relations of the Union,
and the construction of socialism in the proletarian state, is an urgent neces-
sity for the entire Soviet public (party, professional, scientific, pedagogical,
etc.). (Soyuzkino, 1931, p. 134; author’s translation)

Title: IN THE OLD UZBEK CITY

Sequence of scenes: The expedition’s vehicle drives along the city streets.
Passers-by stop and observe the expedition’s truck. An old Uzbek reads the
inscription on the van. The cameraman sets up a movie camera in the back,
attracting a crowd of locals.

Scene: The donkey brays (with synchronized sound).

Title: ON A BAZAAR DAY, THE COVERED SECTIONS OF THE MARKET ARE
OVERCROWDED

Sequence of scenes: Masses of people at the market. A wagon moves
through the crowd. The wheel of the wagon is shown.

Title: DEKHANS (PEASANTS) COME FROM THE NEARBY KISHLAKS TO
THE BAZAAR
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Scene: Panorama of the bazaar square.

Sequence of scenes: Two Uzbeks select melons. Close-up shots of the mel-
ons. The Uzbeks taste the melons. Grapes sellers at the counter. Bunches
of grapes.

Title: A CROWD OF DEKHANS CONTINUOUSLY FLOWS BETWEEN ROWS
OF HANDICRAFTERS

Scene: Panorama of the bazaar.

Sequence of scenes: A flatbread seller is inviting customers (with synchro-
nized sound). Close-up shots of the flatbread. Buyers gather near the coun-
ter with the flatbread.

Title: AT THE BAZAAR, ONE CAN SEE THE MONKEY DANCE

Sequence of scenes: An artist beats a tambourine, dances, and mimics
a monkey (with synchronized sound).

Sequence of scenes: The audience watches the bazaar artist’s performance,
with close-ups of their reactions: children, adults, and the elderly (with syn-
chronized sound).

Scene: A musician plays a national instrument.

Sequence of scenes: Stilt walker entertains the audience (with synchronized
sound). Spectators of different genders and ages watch the stilt walker’s
performance.

Title: A LARGE CROWD GATHERS FOR AN ARTISTIC STILT WALKER

=) ;
| -, ﬁm

' [

., .('jiu",w Wt%

h|

Fig. 1. Still from the film Far Away in Asia®

3 See the image source: RGAKFD, item No. 8034.
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The resolution on the Cinema-Atlas continued with provisions outlining the
needs and prospects for the creation of a screen almanac as a multifunctional
film guide:

The Cinema-Atlas should cover all republics and oblasts within the Union,

depicting their fulfillment of the five-year plan. In this form, it will be an essen-

tial tool for familiarizing workers with the facts of the socialist transformation
of the country and will serve as an instrument of propaganda and agitation.

The Cinema-Atlas will also aid in teaching economic geography of the USSR in

polytechnic and higher schools. It will provide rich factual material for scien-

tific purposes and be a document of great political importance for the history
of the Soviet Union. (Soyuzkino, 1931, p. 134; author’s translation)

Title: MULTIPLE UNPLOWED LAND LOTS AWAIT IN MIDDLE ASIA
Sequence of scenes: Land overrun with weeds. Grass. A gopher in the grass.

Sequence of scenes: A tractor pulls a plow, tilling virgin land. The tractor
driver is at the wheel. The plow cuts through layers of earth. The plowed
virgin land is shown.

Title: EVERYTHING WAS GOING FINE, BUT SUDDENLY. ..
Scene: Hordes of locusts swarm across the field.

Title: LOCUSTS THREATEN CROPS

Scene: Swarms of locusts fly over the field.

Title: THERE IS AN OLD REMEDY—TWO HUNDRED BOWS TO THE GROUND,
AND THE LOCUSTS WILL FLY AWAY

Scene: Amullah is seen praying in the mosque (with synchronized sound).

Sequence of scenes: A panorama of the city is shown from above, featuring
the domes of mosques.

Sequence of scenes: Residents head to the mosque.

Sequence of scenes: Uzbeks spread mats and begin praying.

Title: BUT HELP COMES NOT FROM GOD

Scene: An airplane flies.

Scene: An Uzbek riding the camel notices the airplane and looks up into the sky.
Title: PRAYERS DID NOT HELP, BUT POISONS...

Sequence of scenes: Men pass chemicals through a special drum. A man
sifts chemicals through a sieve. Bidons containing chemicals are shown. The
chemicals are loaded into the airplane.
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Sequence of scenes: The pilot sits in the cockpit of the airplane. Aman turns
the propeller of the plane (with synchronized sound). The propeller turns.

Sequence of scenes: The plane taxis to the starting strip (with synchronized
sound). The wheels of the airplane rotate. The airplane takes off.

Sequence of scenes: The plane flies over the fields. The fields are seen under
the wing of the airplane. The plane disperses chemicals over the field.

Title: OVER THE COTTON CROPS

A separate paragraph of the resolution emphasized the necessity of invent-
ing a special methodology for the project. For this purpose, a joint council of rep-
resentatives from institutions (scientific, public, cinematographic, etc.) responsible
for the creation of the Cinema-Atlas was supposed to be established:

Given the complexity and difficulty involved in filming the Cinema-Atlas, as
well as the insufficient development of its construction methodology, it is
crucial to acknowledge the lack of necessary methodological preparatory
work. Without undertaking this essential groundwork, commencing the proj-
ect would be unacceptable. In light of this, the Cinema Section strongly rec-
ommends dedicating the entirety of the initial period in 1931 to meticulously
crafting the Cinema-Atlas plan (comprising 100 to 150 feature-length films),
and thoroughly addressing the development of methodology. Soyuzkino must
promptly establish a scientific-methodological Council for the Cinema-Atlas,
comprising representatives from relevant organizations. (Soyuzkino, 1931,
p. 135; author’s translation)

Title: COTTON BLOSSOMS AND RIPES ON THE FARM FIELDS

Sequence of scenes: Cotton field. Close-up of a cotton flower.

Title: TRUMPETERS ARE CALLING FOR HARVESTING

Sequence of scenes: Trumpeters playing their instruments.

Sequence of scenes: A man sitting under a tree. Close-up of his bare feet.
Title: IN THE FIRST YEAR OF ORGANIZATION IN THE KAUNCHI COLLECTIVE

FARM, THE OLD CUSTOMS WERE STILL STRONG. “MEN’S BUSINESS IS TO
SOW, WOMEN’S BUSINESS IS TO PICK COTTON,” SAYS THE SHARIAH

Sequence of scenes: Women picking cotton. Close-up: women’s hands
removing cotton from boxes, collecting them in an apron. Women pouring
the collected cotton out of their aprons. A child playing on a heap of col-
lected cotton.
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Title: “MEN’S BUSINESS”

Sequence of scenes: Men under the awnings preparing tea. Boiling samovar.
Men pouring tea from the samovar into bowls and drinking from the bowls.
A musician playing a national instrument (with synchronized sound).

Title: LANDOWNERS ALSO SENT OUT TRUMPETERS

Scene: Trumpeters playing their instruments.

Sequence of scenes: Groups of people riding and walking to the square.
Scene: Trumpeter playing his instrument.

Sequence of scenes: Crowds of people on horseback and on foot in the
square.

Title: GATHER AROUND, DEKHANS, GATHER FOR THE FEAST—WATCH THE
ROPE DANCER

Sequence of scenes: Horseback riders standing and watching. A rope walker
on the rope. Spectators of different ages watching the rope walker’s perfor-
mance.

Scene: A puller-in shouting (with synchronized sound).

Sequence of scenes: The rope walker on the rope. Close-up: legs of the rope
walker moving on the rope. Faces of spectators. A drummer beating the
drum. A boy watching the ropewalker’s exercises.

Title: ENTERTAIN THE DECKHANS, ROPE MASTER—LET THE COTTON FALL
ON THE FIELDS!

Comments on the format and plan of the series were addressed by the proj-
ect developers to the specialists of the Sovkino studio—the largest production
and film library in the country, the main site for shooting and editing the Cinema-
Atlas materials:

Each link of the Cinema-Atlas of the USSR must provide accurate and consci-
entious information: 1) about the productive forces of a given district, which
are the foundation of socialist construction; 2) about its socialist construc-
tion; and 3) about a person/the population of a given district, which is one
of the productive forces, including their life, class relations (struggle with
kulakism, etc.), cultural construction, and more. Each link of the C.-A. of the
USSR should connect to the previous and subsequent ones on multiple levels
but should still represent a complete film sketch. (Soyuzkino, 1931, p. 175;
author’s translation)
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Title: ON THE CALL OF THE PARTY TO LIQUIDATE THE OUTBREAK...

Sequence of scenes: A man blowing a whistle for the train departure (with
synchronized sound). Switching the point. A train is moving. The train is at
the station. A car with the inscription “Truth of the East.” A man opens the
window of the car (with synchronized sound). Newspapers being passed out
of the window. Groups of people with flags and banners. Sheets of news-
papers in the air.

Scene: A group of people arriving at the cotton field.

Title: KOMSOMOL MEMBERS CAME FIRST FOR THE SUBBOTNIK

Sequence of scenes: Young people picking cotton in the field. Ayoung man
picking cotton. A girl picking cotton. Placing cotton in sacks.

Sequence of scenes: An orchestra playing.

Title: TO HELP THE MENTEE KOLKHOZ....

Sequence of scenes: A column of people walking on the street (with synchro-
nized sound). Feet of the people.

Title: BORDER GUARDS IN THE BATTLE FOR COTTON INDEPENDENCE
Sequence of scenes: Border guards collecting cotton in sacks. Close-up of
a border guard’s face.

Title: HEAVY ARTILLERY IS COMING FROM THE FARM

Sequence of scenes: Cotton pickers moving on the road. A moving machine.
Wheels of the machine rotating.

Title: SOVIET MACHINES DOUBLED THE SPEED OF HARVESTING

Sequence of scenes: Men operating the cotton picking machine, remov-
ing cotton with hoses. The cotton picking machine moving across the field.
Close-up of the machine’s wheel.

Title: COTTON PICKING BRIGADES WERE ORGANIZED IN COLLECTIVE FARMS
Sequence of scenes: A girl weighing the collected cotton on scales. Close-

up of cotton on the scales. A man weighing the cotton. A hand filling in the
columns of a statement with a pencil. Fingers counting on an abacus.

Title: NURSERIES LIBERATED WOMEN FROM BURDENS IN THE FIELD

Sequence of scenes: Hands washing the baby. Nannies placing children in
cribs. Sleeping girl in a crib. Hands covering the sleeping child.

Sequence of scenes: A woman picking cotton in the field. The child peace-
fully sleeping in a crib.
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Title: CONTRARY TO THE ARCHAIC LAWS OF SHARIAH, MEN WENT OUT INTO
THE FIELD

Sequence of scenes: Men picking cotton, putting it in sacks. Stacking the
sacks on the wagon. A horse pulling a wagon loaded with sacks of cotton.
The wagon moving down the street.

Title: RED WAGONS ARE COMING INTO THE CITY FROM ALL DIRECTIONS

According to the participants of the interdepartmental council, special atten-
tion was to be given to the distribution of films, adopting a subscription model
similar to the subscription for encyclopedias:

The distribution of the Cinema-Atlas can primarily rely on cultural and educa-
tional institutions such as clubs, peasants’ and public culture centers. How-
ever, in addition to the standard distribution, it should be deemed necessary
for interested institutions and organizations to subscribe to the Cinema-Atlas.
(Soyuzkino, 1931, p. 179; author’s translation)

Title: KOLKHOSNIKS WHO HAVE FULFILLED THE PLAN, THE CITY IS GREET-
ING YOU, ALONG WITH THE ENTIRE SOVIET UNION!

Sequence of scenes: Public representatives on the city podium (with syn-
chronized sound). Peasants sitting on wagons, attentively listening to the
speakers (with synchronized sound). A speaker representing the city com-
mittee of the Communist Party of Uzbekistan.

Sequence of scenes: A banner with the inscription on the cloth: “With the
red cotton wagons, we shall accelerate the completion of the five-year plan!”

Scene: The arch over the gates of Andijan Cotton Cleaning Plant No. 3.
Sequence of scenes: A red wagon moving through the plant’s yard. Men car-
rying sacks of cotton.

Sequence of scenes: A woman knitting thread on a machine. Close-up of the
woman’s hands knitting cotton.

Scene: Close-up of cotton.

Scene: Aworking loom.

Title: SHOCK WORKING BRIGADE

Sequence of scenes: A woman working at the loom. Reels moving on the
machine. Fabric being wound on the drum. Pieces of fabric moving along

a conveyor belt. The woman measuring the material. Measured pieces of
fabric moving on the conveyor belt.
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Overlapping shots: Mountains of cotton, pieces of cloth.
Title: THE END

While generally agreeing with the aforementioned provisions of his col-
leagues from the committee of the Cinema-Atlas developers, Vladimir Erofeev
provided significant practical comments during the project discussion, which were
taken into account in the formation of the final concept:

Soyuzkino’s detailed and correct treatment of the Cinema-Atlas issue,
approached from a Marxist perspective, is both encouraging and innovative. ..
Taking a comprehensive approach, the material will quickly become outdated.
Therefore, it is necessary to prioritize screening the moments of struggle rather
than general ones (such as Kuzbass, Dneprostroy, etc.). Two distinct areas or
challenges arising from the Cinema-Atlas discussions should be identified.
1) The creation of a series of cine-films for schools using a comprehensive
method. 2) Issues related to planning film production in general. However, it
is essential to further clarify the question of organizing auditoriums for film
screenings. (Soyuzkino, 1931, p. 132; author’s translation)

Fig. 2. Still from the film Far Away in Asia*

* See the image source: RGAKFD, item No. 8034.
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3. VLADIMIR EROFEEV’S METHOD

Numerous pieces of evidence showcasing Erofeev’s steadfast commitment
to “documentarism” can be found in his statements and publications during the
period under study. Throughout his experimental exploration for a new Marx-
ist film language and the ensuing thematic discussions within the Soviet film
landscape, Vladimir Erofeev emphasized the mission of documentary cinema as
ameans to create an authentic film chronicle of the country’s history. At the same
time, he firmly distinguished documentary film from the genre palette commonly
accepted in film studies, which treats cinema as an art form.

According to Erofeev,

documentary cinema is not a “genre,” direction, or artistic trend (....) Docu-
mentary cinema is a technical innovation in film production, an innova-
tion in relation to fictional and theatrical films that previously dominated
the industry. The technical innovation of documentary cinema allows us
to replace the re-enactment of life events, as performed in fiction films (in
the studio or “on location”), with the recording of authentic reality. (Erofeev,
1931, p. 5; author’s translation)

In Erofeev’s view, the technical innovation of documentary film primarily
resided in the fact that, thanks to the advancements in cinematographic technolo-
gies, the format of documentary film transcended its purely chronological nature,
opening up new dimensions for capturing and conveying reality:

The basis of the technical innovation of documentary film lies in a distinct
technology that sets it apart from other types of film production (narrative
films, animations). This inventiveness, that went up to the line of improving
and facilitating the working conditions of periodical newsreels and scien-
tific films, has completely revolutionized the technical foundations of film
production. (Erofeev, 1931, p. 5; author’s translation)

Forinstance, when analyzing one of Dziga Vertov’s Kino-Pravda (Cine-Truth),
Erofeev drew the following conclusions: he stated that Goskinokalendar [State
Cine-Calendar], made without any circumlocutions, was much more interesting
than Kino-Pravda. He believed this was the germ of an extremely necessary screen
newspaper for the Soviet Republics (Nesterovich, 1986, p. 136).

Furthermore, while analyzing the filming and editing works of his contem-
poraries and drawing from his own initial experiences in filmmaking, Erofeev
was acutely aware that every film, including documentaries, is an author’s con-
struction. He asserted that every caption recording a separate fact is tendentious,
since the very selection of that fact (and not another one) is biased, revealing the
cameraman’s (and the director’s) attitude towards it (Erofeev, 1931, p. 5). With
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this understanding, Erofeev urged his fellow documentary filmmakers to strive
for the utmost possible authenticity in film narration, rather than reducing the
document to staged scenes. He believed the goal should be to not diminish the
document to mere staging, but rather to elevate the technique of capturing this
document and explore new forms of documentary film editing (Prozhiko & Fir-
sova, 1987, p. 176). Erofeev perceived the specificity of documentary film precisely
in its ability to capture and transmit real-life material, which possesses a unique
power of influence over the audience. Speaking of the essence of the chronicle,
he believed it should primarily focus on capturing the phenomena of true real-
ity—not just facts, but the underlying occurrences as well (Deryabin, 1998, p. 30).
As can be seen in the example of Far Away in Asia, Vladimir Erofeev scrupulously
tested his theoretical approaches in practice. It was the chronicle recording of
the life activities of Uzbek communities in audio-visual volume, conducted by
the method of observation in the natural conditions of local urban and rural loca-
tions, that captivated him.

In general, the plan of his Central Asian film expedition was expressed in the
formation of immutable links: preliminary work with published scientific materi-
als, consultations with specialists in ethnography and local history, creation of
a script sketch, and shooting a documentary film using documentary recording
techniques of film and phonographic materials. Taking into account that Far Away
in Asia was the first experimental experience of complex traveling shooting with
synchronous sound recording, a range of mobile equipment units was picked for
the expedition. In particular, according to the recollections of the film crew mem-
bers, the sound equipment designed by engineer Alexander Shorin that they used
successfully withstood the specific requirements:

The Soviet sound equipment must reach state and collective farms, con-
struction sites, get to remote national republics, sometimes thousands of
kilometers away from the technical facilities. Advancement to such areas
is primarily associated with travel over country roads, sands, swamps, etc.
(Erofeev & Zalkind, 1932, p. 43; author’s translation)

The realization of the documentary-chronicle approach to the reflection of
reality in cinema was the main feature of Vladimir Erofeev’s creative style. There-
fore, the methodology consistently used by Erofeev in the creation of documenta-
ries can be characterized as an anthropological newsreel. Cameraman Roman Kar-
men, who worked with him, emphasized the director’s ability to discern a natural
dramain a life event and to capture “reportage scenes” that conveyed the colorful
life of the eastern suburbs of the USSR in a natural way (Vinogradova, 1983, p. 68).
It is these qualities that ensure the educational capacity of Erofeev’s film docu-
ments and are of considerable value for research.
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Fig. 3. Still from the film Far Away in Asia®

Like many films in the Soviet cinema atlas, Far Away in Asia was based on
a universal script template of its time—it illustrated the transition from ancient
traditions (the dark past) to Soviet innovations (the bright future) with local speci-
ficity, which granted the film a visa for wider distribution. Despite the official direc-
tive from party agencies to leverage cinematography’s capabilities for the cultural
revolution, in the 1920s the USSR still actively screened foreign staged films, as
they were comparatively easier to pay back than Soviet “culture films” that were
searching for their own language and format. For this reason, while emphasizing
the need to establish a functional “production-to-distribution” chain for expedi-
tionary and popular science films, Vladimir Erofeev criticized the commercial ori-
entation of film distributors who relied on box office figures. He insisted on aligning
Soviet program slogans with on-screen statements, underscoring the importance
of genuine import substitution on screen by strengthening both the quality of pro-
duction and distribution of Soviet documentaries. Erofeev also considered school
education to be a prime niche for the application of films with ethno-geographical
content, including the Cinema-Atlas films. He believed that in many areas of teach-
ing (e.g., geography, production, physics), cinema is the strongest school aid (Ero-
feev, 1926¢, p. 4). He appealed to the leadership of the People’s Commissariat for
Education to provide schools with film projection units and develop a program
for the production of educational films, urging film organizations to undertake
the implementation of this formulated program. To implement this direction, the
director articulated program provisions that later became the basis for the concept
of afilm atlas and its use of screen atlas series for educational purposes. Notably,

° See the image source: RGAKFD, item No. 8034.
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Erofeev’s Far Away in Asia was included by the developers in the list of exemplary
films of the Soviet film atlas and recommended by the main repertory commit-
tee for screening as part of educational, enlightening, and cult-agitational events
(Spisok, 1933, p. 11).

CONCLUSION

On the one hand, by becoming one of the first film documents on Uzbek
ethnography, Vladimir Erofeev’s film made a contribution to science. On the other
hand, through its depiction of the refractions of Soviet construction in the region, it
also became a document on the visual history of the area. Finally, considering the
chronicality as a fundamental approach in translating reality, the film played a sig-
nificant role in the development of Soviet documentary cinema, deservedly taking
its place among the world film classics. Erofeev’s creative methodology developed
for Far Away in Asia is still relevant for contemporary application in visual anthro-
pological practice. The experience of the Cinema-Atlas of the USSR project also
proves relevant from a comparative-historical perspective when comprehending
the regularly arising modern replicas of visual atlases, emerging at the intersection
of scientific, creative, and ideological lines. Such are, for example, Faces of Russia
video project (created by Rosbalt News Agency and supported by the Federation
Council of the Federal Assembly of the Russian Federation and the Russian Geo-
graphical Society), Peoples of Russia multimedia project (created by Pilot studio
and supported by the Ministry of Culture of the Russian Federation), Russia, my
love! TV project (VGTRK—AIl-Russia State Television and Radio Broadcasting Com-
pany), and many others. As we can see, the surviving visual archives serve not only
a retrospective value, but also as a kind of “time capsule”—a message to contem-
porary humanitarians who are capable of inspiring the development of thematic
scientific and creative approaches in today’s projections (Golovnev & Golovneva,
2021a; Golovnev & Golovneva, 2021b).
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BBEJAEHWUE

Bu3yanbHas MCTOpUS HOBEWMLIEro BPeMeHY, BKIOYas NpeacTaBAsioLLyto
NpsMO MHTEpEeC ANs HacToslero uccnefoBaHmns anoxy ctaHosneHus CCCP,
3aneyatneHa B MHOMOYMCNEHHbIX KUHOAOKYMEHTaX, 10 CUX MOP He MONYyYMBLINX
[OMKHOTO OCMbBICTIEHWS B HAY4YHOM Mofe. XpOHMKanbHbIe NeHTbl 06nagatoT CBOW-
CTBOM, BbIFOAHO OTAMYaAOWMM VX CPEAV MPOYMX MCTOPUYECKNX MCTOYHUKOB —
BOCMpOVI3BefeHye SBNEHNUI MPOLNOTo B VX MHOTOMEPHOCTW: 3BYKO3PUTENbHOM,
NHAMOPMaAUMOHHO-COBLITNINHON, 0O6Pa3HO-3MOLMOHANBHOW 1 T. N. Hecny4anHo
B MocnefHee Bpems Bce bonblie ryMaH1MTapreB camblx pa3Hblx npoduneli obpa-
aeTca B CBOEW feaTenbHOCTH K BU3yanbHbIM apx1Bam (Henley, 2020; Lancy,
2022; Sharapov, 2020). OagHako paboTa ¢ NofobHbIMK MaTepuanamu Tpebyet
OMOPbl Ha COOTBETCTBYIOLLYIO KPUTUYECKYID METOLOMNOT VIO, MPeAnoaratoLLyo
MX KPOCCAMCLUMMNANHAPHOE PaCCMOTPEHME B MCTOPUKO-aHTPOMONOr MYeCKoM
KtoYe, B KOHTEKCTE Pa3BUTUS MAEONOMMI, KyAbTYPbl 1 HayK COOTBETCTBYHO-
wero nepuopa.

Pybex 1920-1930-x 6611 BpemeHeM becnpeLieieHTHbIX TBOPYECKMX OTKPbI-
TUIA, POXKAEHNS HOBBIX CTUNEN 1 HanNpaBAeHNii B COBETCKOM KHemMaTorpade.
V1 ogHMM 13 Hanbonee NPOrpeccrBHbLIX BEKTOPOB B 3TOM HYepee MOXHO cHUTaTh
IKCNepVIMEHTbI MO 0ObeNHEHNIO METOAOB HaYK 1 MCKYCCTB. Tak, MMeHHO bna-
rogaps TBOPYECKMM NOMCKaM, MPOBOAMMbBIM COBETCKMMU YYEHbIMU U KUHEMATO-
rpacdvcTaMmmn B nepuop NATUAETKU KyNbTYPHOM peBooumm (1928-1932), bbina
3anoxeHa TeopeTuyeckas 6asa Ans 3anycka B CCCP MacwTabHbIx Nporpamm
N0 KOHCTPYMPOBAHMIO KMHONETOMUCK COBETU3ALMM B MHOTOHALMOHAIbHOM
1 pa3HoyknagHom Cotoze (fonosHeBa, fonosHeB, 2022, ¢. 164). HecnyyaiiHo
Ha 3TOT NEPUOA NPUXOANTCA POXKAEHWE HE MMEBLIErO aHANOroB B MUPOBOWA
ncropuu rocnpoekxta «Knnoatnac CCCP»!, npepnonaraswero co3faHune n npokaTt
150-CepUMHOro aKpaHHOro anbMaHaxa 0 Hapoiax v PErMoHax OrpOMHON CTPaHbI.

KoHeyHo, B cneumduryeckix paHHeCoBETCKMX peannsx bbina y BepcTKy
IKPaHHOrO ataca Kak Hay4Ho-TBOpYecKas, Tak 1 NoNUTHKO-UAeoN0rnYeckas
AMHWUN. KaK 13BECTHO, OCBOEHWE TEPPUTOPUIA BHYTPEHHER A3nn UMeeT ry-
HOKyIO MCTOPUIO, NEPeMENatoLLytoCs APaMaTUYECKUMK U rePOMNYECKV MM 3MK-
304aMu, BKtOYas, B HaCTHOCTU, reonoNvTUYECKOe CONePHNYEeCcTBO 3a Npu-
CYTCTBWE B pervoHe mMexay AHrmein n Poccrein B NO3AHEMMNEPCKIA Nepuog.
Mocne cMeHbl NONNTUYECKOro pexkma B 1917 rofy COBETCKas BNacTb aKTu-
BM3MpOBana bopbby B HanpaBneHUy BCECTOPOHHEN KonoHu3aumn CpegHeit
A31N — OCBOEHUS ee NPUPOAHbIX U COLMOKYNETYPHbIX PECYPCOB, B TOM YuC/e
C OMOPON Ha JOCTWIKEHNS AOPEBOIOLMOHHOIO Neproaa B 3Toi obnactu.

!B pa3nuyHbIX WCTOYHMKax HaumeHoBaHMe mnpoekTa Bapbupyetcs: «Kunoatnac CCCP»,
«Knno-Atnac CCCP»n T. .

HAYKA TEJIEBUAEHUA 20 (2), 2024 34 THE ART AND SCIENCE OF TELEVISION



AKTyan13mpoBanmcb paboTbl MO CO3AAHNI0 TPAHCTIOPTHBIX MyTEN, CBA3bIBAOLLMX
3TV TeppuTopun ¢ EBponeiickol Yactbto Poccum/CCCP, nony4nnm passmutme Kom-
NAeKCHbIe Hay4YHble MCCNefoBaHMs, a TaKKe CTano HanaknBaTbCs B3anMoaen-
CTBME C aBTOXTOHHbIM HaceneHeM permoHa. M B nepcnekTUBHbIN A5 TeKyLlero
ncenenoBaHuns nepuopn pydoexa 1920-1930-x CpeaHsas A3ns, 0CTaBasCb Bax-
Henwum reononuTnydecknm pybexom CCCP, aBnsnack NpobneMHbIM permoHoM
C TOUKM 3peHrs hOPMUPOBAHNS 3[1€Ch MPOEKLMIA «COLUMANNCTUYECKOW HaLWW»
(Tnwkos, 1993, c. 3). COBETCKON BNACTU, KPOME OCYLIECTBNEHNS NPAKTUYECKMX
[EeNCTBUIA B 3TUX HanpaBneHunsx, 6bino HeobxoaMMo HarnaaHO NOATBEPKAATh
«BnafieHne» Asnen B UHHOPMaLMOHHOM Nofe — He CIy4alnHo NosIBNeHe B cepe-
anHe 1920-x — Havane 1930-x Lenow cepmnm COBETCKMX KMHOXYPHANOB U KNHO-
UnNbMOB, CHATbIX B pernoHe: «CoBeTckas byxapa» (1920), «Moe3nka M./, Kanu-
HHa no CpepaHent A3unn» (1925), «Mo CpeaHeit A3uun 1 CesepHomy KaBkasy»
(1925), «Kpbiwa mupa» (1929), «MoaHoxne cmepTu» (1928), «Io CamapKaHy»
(1930), «Typkcnb» (1930), «<Ha rpaHuue Asmm» (1930), «Kynon ncnama» («Ctapas
Byxapa») (1931) 1 ap. MNoapobHOM KOMMNEKCHOCTbIO OTODPaXeHWs MaTepua-
NIOB KpaeBea4ecKoro xapakTepa 13 3Toi Yepeabl Bbiaensetcs dhunbM «/Janeko
B A3um» (1931), co3naHve KOTOPOoro 6610 AOBEPEHO U3BECTHOMY COBETCKOMY
KnHematorpaducty B.A. Epodeesy.

HacTosiee nccnegoBaHe 3aaeTcs Lenbko BBECTU B r'yMaHUTapHbIV 000-
POT MHAOPMATMBHbIE BM3YaNbHO-3THOrpatu4ecKre CIOKeThI, 3anevaTneHHble
B YNOMSIHYTOM 3KCMeANUMOHHOM KUHONEHTE, PACCMOTPER 3TOT OMbIT Kak 3BeHO
B peanu3aLum rocnporpammbl IKPaHHOTO KapTVPOBaHMS COBETM3MPOBABLLMXCA
TeppuTopwiA. B 3Tol CBA3M 3hdeKTUBHBIM UCCIef0BaTEIbCKUM NOAXOA0M CTaf
NPUMEHEeHHbI B CTaTbe pa3bop durnbMa Kak KMHOTeKCTa, NpeanonaraBlini
«PaCKafpOBKy» KNHOAOKYMEHTa, ¥ MpefcTaBeHne cofeparns dunbma «[laneko
B A31W» B COMOCTaBAEHMI C NOAPOOHBIMM BblAEPKKAMU 113 pa3paboToK NpoeKTa
«KrHoaTnac CCCP», y4acTHMKOM KOToporo sBnsncs B.A. Epodees.

1. TEOPETUYECKWE PASPABOTKW B.A. EPO®EEBA

Bnagnmup Anekceesny Epocees (1898-1940), Ha4aB CBO KMHeMaTO-
rpadunyeckyto Kapbepy B Ka4ecTBe KMHOKPUTKKaA, B 1927 roay aebioTrposan
B KMHOMPOW3BOACTBE MOHTAXHbIM (hr1bMOM «3a MoNSPHbBIM KPYroM» (COBMECTHO
¢ B./l. NonoBoOR-XaHOHKOBO), CObpaHHbIM 13 MaTepUanoB ellle 0PeBOMOLM-
OHHOM (1914) aKcneanLMK COTPYAHMKA Hay4HOro oTaeNa habpuKkm «<XaHXOHKOB
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n Ko» ®.K. Bpemepa. A cpasy cnefom B.A. EpocheeB oTnpaBuics v B Nepayto
CaMOCTOATENbHYIO KMHOIKCNeANUMIO — Ha MaMup — B pesyssTaTte KOTOPOW
661 cHAT hrnbM «Kpblita Mupa». C camMoro Havana cBoel aesTenbHOCTY B 0bna-
CTV KMHOAENa OH NOCNe0BaTeNbHO BbICTYMaN 3alWMTHUKOM IMHMN NPOM3BOA-
CTBa 1 NONYASpU3aLMM UMEHHO Heueposol KnHemaTorpadun (Epodees, 1926e,
C. 3), OpraHnyYHO CoeanHss B CBOEW NepcoHe KMHoBeaYecke (TeopeTuyeckme)
N pexunccepckre (NpakTuyecKkmne) komneTeHumn. Tak, ke B 1926 nm 6bina nofa-
roToBNEHa cepus NybnrKaumnii B Cneymanv3npoBaHHol npecce, coaepxallas
N3NOXKEHWE ero KOHLENUMM OTHOCUTENbHO MyTel Pa3BUTYs HOBOW COBETCKOM
KMHOLOKYMEHTaNUCTUKN.

XapaKkTepu3ys 0CoO6eHHOCTN pacTaHYBLENCS BO BPEMEHU «HalWoHa-
nn3aumm» KnuHematorpadmyeckoln npomblWneHHocTH, Epodees npasomMepHo
obpallan oTaensHoe BHMMaHMe Ha To, 4TO B Havane — cepeanHe 1920-x 8 CCCP
H60NbWMHCTBO KMHOOPraHM3aLUmii BbiHYXAeHb! OblNv CTPOWTL CBOM BLOMKET Ha
CO3/AaHMM 3aKa3HbIX NPON3BOACTBEHHbIX DUABMOB ¥ COLMANbHOW XPOHUKM.
3ameTuM, YTO 3TOT NMPOBNEMHbIN /151 COBETCKOM KUHOUHAYCTPUM «xO3pacyeT-
HblIl» 3Tan, NPOAANBLUMIACS B PaHHECOBECTKMUX peanusx 0T COBCTBEHHO [lekpeTa
CHK o HaumoHanm3aumn kuHoaena 27 aerycta 1919 r. oo pybexa 1920-1930-x,
AEeNCTBUTENBbHO 3acyKMBaeT CneumanbHOro UCCNefoBaTenbCKoro BHMMa-
HYs. Beflb OH NOPOAMA, C OAHOM CTOPOHbI, POCT KOMMYECTBEHHbIX MOKa3aTeneit
KMHOMPOAYKUMM, NOANUTLIBABWMIACS COPEBHOBATENbHOCTbLIO LIeHTPanbHbIX
1 pervoHanbHbIX MOANTUYECKYIX U XO3FACTBEHHbIX MHCTUTYLMIA MO KUHOMUCAHMIO
XPOHWMKM CBOWX JOCTMXEHWNIA. A C APYroi, fjan HOBOE siBeHNe Ka4eCTBEHHOMo
nopsiaka — opmaT BU3yanbHbIX CaMonpe3eHTaLui, 0TobpaxaBLWmx YacTHble
CIOXETbI, CBA3aHHbIE C MOCTPEBOOLMOHHOW IBOMOUMEN NPEANPUATNIA U NPO-
beccroHanbHbIX COOOLWECTB. M Konb CKOPO BCe OpraHn3aLoHHbIe U 0rCTU-
YecKme NOTPebHOCTM CbeMOYHOro NpoLecca obecnevnBannCh 3aKasvmKamy
(TpecTamu, coBxo3amu, NapTUIAHBIMK OBKOMaMK 1 Np.), UMW e onpeaensnmnch
COAEPXaHve 1N MHTOHaUWK KnHoNpow3BeaeHuit. Mo aaHHbiM Epodeesa, 3a Te
roabl ObiNv «3aCHATBI COTHM ThiCSiY METPOB pa3HoobpasHeiero matepuana;
MPOM3BOACTBO KPYMHbIX 1 MEMKMUX 3aBOLOB, paboTa OTAENbHbIX OpraHm3aumi,
M3Hb HaUMOHaNbHbLIX pecnybnuk u T. a.» (Epodees, 1926b, c. 2). Ho Takune
KMHOOYePKM, MCNONb30BaBLUMECS NPEXAe BCEro ANs BHYTPEHHero nonb3osa-
HYIS — NMoKasa Ha KOPMOPaTUBHbBIX M OTYETHbLIX MEPOMPUATUSAX — 4acTO OCefant
B (hOHAax camyix opraHM3aunii-3aKka3ynKos, HO He BbIXOAWAN B KMHOMPOKAT
1 He NepefaBanch BNOCNeACTBUN Ha roCyfapCTBEHHOE apXvBHOE XpaHeHne.

Epodees, B 4acTHOCTH, CTaBWA B Npecce BONPoC O pa3bope 1 UCrnonb3o-
BaHWM BbILWEYNTOMSAHYTbIX (DUABMOTEYHBIX MAaTEPUATOB, CHATbIX Pa3NYHbIMK
CTYAUSIMI B MPEAWECTBYOWIMIA NEePUOa, Ha3blBas 3TO «Pa3paboTKON KUHOHeaP»:
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«MHorune d)l/lﬂbeI MOXHO MCNPaBUTb UK CAeNAaTb TO/TbKO NyTeM KOMMNUNAUNN

» o«

MaTepranos, 3aCHATbIX Pa3HbIMU KMHOOPraHu3aumuaMu (“KynsTKuHO”, “S1eHnH-
rpafkunHo’, “MponeTkHO”). ITO Tenepb BO3IMOXKHO, Tak Kak BCe CKNafibl Haxo-
AaTCsa B pykax ogHoro CoBkuHo» (Epocbees, 1926b, c. 2). B cBoem TBOpPYec-
TBe EpodeeB TakKe HauMHan ¢ NofobHOro OMbiTa, CO37aB CBOW KMHOAEOT
«3a lNoNspHbIM KPYroM» NyTemM MOHTaxa hUNbMoTeYHbIX MaTepranos. OTMETYM,
4TO NOAOOHAas OPMEHTALMS AaXe He Ha CLEMKY, @ Ha cocmassieHue anbMaHaxa
13 UMetoLLMXCs B (hoHAaX CTYAMIA MaTepranoB CTana OCHOBHOW MHMEN NepBOro

3Tana co3faHns kmHoatnaca CCCP.

EpodeeBbiM BbInM NpeaoKeHbl OCHOBHbIE TEXHUYECKVE U TBOPYECKHe
NMHWK 3TOW PaboThl. B TEXHWYECKOM MAaHe OH CHMTaN HENPEeNOXHbIM KOHLEeH-
Tpauuio Bcero obbeMa KMHONCXOAHVMKOB B OIHOM XpaHunuuie (Ha 6ase «Cos-
KMHO»), coCTaBneHune obliein GunsMoTekn 1 0Tbop Hambonee NPUroaHbIX Ans
MCNONb30BaHWUS KMHOMAEHOK. A B TBOPYECKOM K/toYe Hamevan TpU Br1aa UCnonb-
30BaHNA GUABMOTEYHbIX MaTePUaNoB: «MepPeMOHTaX 3aKOHYEHHbIX, HO He BbIMy-
LWEHHbIX KapTUH», KOMMUAALMIO «Pa3HbIX MaTEPMANOB Ha OAHY TeMy (MOXeT ObITb,
C HebONbLUNMUN JOCHEMKAMM)» U «OMONOXKEHME» [OPEBOMOLMOHHHbIX XPOHU-
KanbHbIX GUNbMOB (Epodees, 1926b, ¢. 2). OTMETUM, H4TO B 3TUX MPEANOIKEHMX
EpodeeBa 66111 chopMynnpoBaHbl OCHOBHbIE TPK 3Tana, KOTOPbIMMK Pa3ByBa-
Nack BNOCNEACTBMM Nporpamma cospanns «KnHoatnaca CCCP».

C yCuneHueM BANSIHUS eMHOro roc3aKkasynKa B COBETCKOM KMHOMPO-
MbILINIEHHOCTW, 3aMHTEPECOBAHHOIO B (DOPMUPOBAHNN IKPAHHBIMU TEXHOMO-
rMsMU 0bpasa APYKHOro MHOroHauUMoHanbHoro Coto3a, BO BTOPOW NMO0OBUHE
1920-x BeaylMe KUHOCTYAMW 1 UCCNef0BaTeNbCKME MHCTUTYLMU Pa3BEPHYIN
CBO€0bpasHOe COLCOPEBHOBAHME MO AaNbHOCTY U ANIUTENBHOCTY KMHO3KCNeaN-
UM B pa3nuyHble yronku CTpaHsl COBETOB. GUKCUPYs CTAHOBNEHME 1 NepBble
YCMexm 3KCNeauLMOHHOIO HanpasieHust B COBETCKOM KUHO Ha npumMepe duibma
«Warait, Coetl» [l. BepToBa, Epochees 0603Ha4an 1 0CHOBHbIE MPOONEMbI CTap-
ToBoro 3Tana (Epodees, 19263, . 3). [N XxapakTepUCTUKM CTPEMUTENBHOCTU
Pa3BUTWS CaMOro SIBNEHUS OH UCMOMb30Bas B CBOE PUTOPUKE XapaKTepHbI
TEPMUH — «3KCNeanUmMoHHas anuaemmns» (Epodees, 1926d, c. 8). OnHako, No BHY-
MaTeNbHOMY 3amedaHuto EpodeeBa-KUHOKPUTIKA, MWL eAVHULbI 13 BHYLIN-
TENIbHOrO KOMMYECTBa CHATbIX (MUABMOB IOWAW 10 3KPaHa. TPEBOXKHBIMU CHM-
NTOMaMu TOW «3MUAEMUMN» OH Ha3blBa TBOPYECKYIO HEKOMMETEHTHOCTb Kafpos,
a TaKKe OTCYTCTBUE Haaexallel TeXHNYECKOW U OpraHn3aLMoHHON NOAro-
TOBKM Crieunduryeckmx nonesbix CbeMoK: «HyXHbI 1LIb KybTYPHbIE, 3HatoLLME,
NHULMATVBHbIE NTOAN U XOpollee KUHO-CHapshkeHne» (Epodees, 19264, c. 9), —
HacTaviBan EpoceeB. Kpome TOro, No ero MHeHWI0, 1 TeMaTnyeckas orpaHuyeH-
HOCTb paboT Cyrybo «3THOrpaUIECKMMI» CIOXKETAaMM CKa3anach Ha pesynsraTax
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KMHO3Kcneanunii: «O ToM, 4TO KpoMe 3THorpadum cyllecTsyeT ele 60TaHuKa,
reonorus, 30010rvs v apyrme Hayku, 3abbinu» (Epocdees, 1926d, . 9). bonesHeH-
Hble NOCNeACTBMS NPOTEKaHWS «IKCMEAVLIMOHHONM ANUAEMMNI», CKa3blBatOLIMECs
Ha 0BLIMX Ka4eCTBEHHbIX COCTABASAOLNX DUNBMOB, OH CHMTaN MaBHOW NpUYK-
HOW HepeHTabenbHOCTN TaKMX KapTUH B WMPOKOM NpokaTe. OaHako Epocees
NpuU3biBan He CTaBUTb KPECT Ha NepCneKTUBax IKCNeANLMOHHOIO KMHO, Npeana-
rast y4ecTb MarHoCTMPOBaHHble CHOU AN KOPPEKTUPOBKM Kypca paboT: «Ecnu
“XyNOXKECTBEHHO-3THOrpaduryeckme” aKCneanLm NoKa3ani CBOK HEBbITOAHOCTb
(4TO TOXKe HY)KHO ellle 10Ka3aThk), OTCIOAA HeMb3s AenaTb BbIBOa O HeLenecoo-
6pa3HOCTM 3KCneamLUniA Boobule» (Epodees, 1926d, c. 9).

B nocnepytouein npodeccroHanbHon aeatensHocTy Epocdeesa MMEHHO
KMHO3KCMeaMUMM CTann OCHOBHbLIM HanpasneHveM. [1py 3TOM BHYTPEHHWI B3a-
MMOODMEH MeXy TeOPETUYECKMMI TUMNOoTe3aMM 1 X anpobalein Ha NpaKTyke
BbIFOAHO OTAIMYaN OMbIThI ByAyLLEro KnaccuKa KNHOAOKYMEHTaNUCTUKI. Y OfAHMUM
13 Hanbonee PKMX NPLYMEPOB 3TOMO B €ro Hacneamun sensetcs dunbM «lanexo
B A31I»?, CHATBIN B XOfl€ NepBOI 3BYKOBOW KMHOIKCMEAWLMN TPy bl AOKYMEH-
TannctoB habprkm «<BOCTOKKMHO» NOA PYKOBOACTBOM pexunccepa Epodeena
B CpepHtoto A3nto B8 1931 rogy.

TaK CNy4ynnoch, 4To ByKBanbHO B TO e camoe Bpems, Ha pybexe 1920-
1930-X, OH 6bIn BKItOYEH B 61OPO pa3paboTyMKOB KpyNHeWero rocnpoexTa
«Kunnoatnac CCCP», npepnonaraswero cosfaHune 150-cepuinHOro aKpaHHoro
nocobus 0 HapoAax v pernoHax CTpaHbl — ANs NpUMeHeHus B obpasoBaTens-
HbIX MPOrpPaMMaXx U KynbeTYPHO-NPOCBETUTENBCKMX MEPONPUATUAX. Hecny4anHo
MHOTME 13 ero TEOPeTUHECKIMX Pa3paboTOK ern B OCHOBY MPOrpaMM CO3AaHNs
60/1bLOro 3KPAaHHOTO aTtnaca 1 3aCNyKMBatoT aKLEHTHOro BHUMaHus. B 3Ton
CBS3U, B NopsfKe peannsauynm 3pdeKTUBHOrO NoAXoAa K MCCnefoBaHMio 3TUX
B3aVIMOCBS3aHHbIX SBEHWIA, HIDKe B CTaTbe MPOBOAMTCS pacCMOTPeHMe Tema-
TUYECKOWN «MepeknnyKm» — KaflpoB M3 cpeaHeasnaTckoro dunsma Epodeera
(0BbIYHBIM LWPUDTOM) 1 BbIEPHKEK 13 0BCYXAEHWA MPOrPaMMbl MO CO3AAHMIO
«Knnoatnaca CCCP» Ha 3acefaHunsx rpynnbl MonnT-npocBeT-MunNbMOB KMHO-
ceKumm focyaapCTBEHHOM aKafleMum UCKYCCTBO3HaHWS (Kypcusom) B 1931 ropy.
(MocTaHoBNeHMS (KONKK) 1 BBIMUCKK U3 MPOTOKONOB 3acefjaHnii NpasieHs
Bcepoccmninckoro kuHo-hoToobbeanHeHns «Coto3kMHo», 1931%)

2 Nlaneko B A3unu // POCCUIACKMIA TOCYAAPCTBEHHbBIN apXWB KUHOMOTOAOKYMEHTOB. POHA KUHO-
AokyMeHTOB (PFAKD/). YueTHbI N2 8034.
3 Nlanee B TexkcTe — MocTaHoBNeHMS. .., 1931.
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2. «AANNEKO B A31N» KAK KWHOTEKCT
TuTp. 1-9 3ByKOBas KMHO3KCNeanums B CpeaHtoto Asmio (1931 1.).

Kappbl. MiaeT napoBo3. bexuT 13-nop konec fopora. BpallatoTcs Koneca
napoBo3a. Ha OTKPbITON XenesHoJopOKHON nnaTtdhopme cruanT rpynna
My>@UnH. CBeTodop. K neppoHy BoK3ana noaxoauT noesf. 13 BaroHoB
BbIXOAAT NH0AM. BbIrpy»<atoT Ha NeppoH MeLKy C MYLLIECTBOM 3KCMeAuLMK.

Kap,pr Ot CTaHUMW OTbEIKAET KpblTasd MallHa KMHO3KCeanunmn «Boc-
TOKKWHO».

Kagpbl. Bpaulaetcsa Koneco mawnHbl. MawwvHa efeT no ynvuam Kiwnaka.
3a Hel HabMOAT MECTHbIE KNTENN.

TuTp. CPA3Y 3A CTAHUWEN HAYUHAETCA «A3NATCKOE LLIOCCE.

CoxpaHwBlascsa B POCCMINCKOM rocyAapCTBEHHOM apx1Be nuTepaTypsl
n nckycctaa (PFAIN) pesontoums kuHocekumn FANC «KynbTyp-dunsma 1 npo-
6nema KnHo-aTtnaca» HauynMHanack obuwmmMmn HOpMyIMpoBKamMu O rocyapCTBeH-
HOM BaXXHOCTU peanw3almm npoekTa:

Co30aHuUe 3KkoHOMUKO-2eozpaguyeckozo KuHo-Amaaca CCCF, darouwezo
npedcmasneHue 0 NPOU3BOOUMESbHbIX CUIAX, NPOU3BOOCMBEHHbIX OMHO-
weHusx Cor3a U 0 cmpoumesieCcmae coyuasnusma 8 NpoemapCcKom 2ocy-
dapcmee, s18455emcsi HacywHol nompebHOCMeoto 8celi cosemckol obuye-
cmeeHHocmu (napmutHoU, npogeccuoHaneHol, Hay4Hol, nedazoauyeckol
um.0.) (MoctaHoBneHus. .., 1931, 1. 134).

Tutp. B CTAPOM Y3BEKCKOM MOPO/E.

Kagpel. MawwuHa skcnegnumm egeT no ynnuam ropoda. [poxoxuve octa-
HaBAMBAIOTCS, MPOBOXAIOT B3rNdAaMM rPy30BMK KMHO3KCNeanmn. CTa-
pbIi y36eK paccMaTpmMBaEeT HAANUCL Ha dyproHe. OnepaTop ycTaHaBNu-
BaeT B Ky30Be KMHOanmnapar, BOKPYr MallnHbl CObMpaeTcs ToAna MECTHbIX
KUTenen.

Kaap. KpnunT miak (C CUHXPOHHbIM 3BYKOM).

Tntp. B BEA3APHbIA AEHB MEPEMNO/HEHbI KPbITHIE PS/bI.

Kaapsl. Maccel Hapofaa Ha 6a3ape. Yepes Tonny aBmxeTcs noso3sKa. Koneco
NOBO3KMU.

TuTp. VI3 OKPECTHbIX KMLL/TAKOB HA BA3AP CEXAVCh AEKXAHE (KPE-
CTbAHE).

Kaap. MaHopama baszapHoi nnouiaau.
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Kaapsbl. [1Boe y36eKoB BbIGUPAOT fAbIHW. [blHV KPYMHbIM MNAaHOoM. Y30eKn
NPOBYIOT AblHM Ha BKyC. MpoaaBLbl BUHOrpaaa 3a npunaskom. [po3abs
BMHOTpafa.

TuTp. MEXKAY PAAAMU KYCTAPEN HEMPEPBIBHO TEYET TO/IMA JEKXAH.
Kaap. NMaHopama 6a3apa.

Kagpbl. [pofasel, TopryeT nenewkamy, 3a3biBaeT nokynatenen (C cnH-
XPOHHbIM 3BYKOM). JlenewKu KpynHbIM nnaHom. MNokynatenyn okono npu-
NaBKa C NenewKamm.

Tutp. HA BA3APE MOXHO MOCMOTPETbH HA «TAHEL| OBE3bAHbI».
Kagpbl. ApTHCT BbeT B ByHeH, TaHLYET, N306paxaeT 06e3bsiHY (CHXPOHHO).

Kaapbl. 3puTeny HabntoaatoT 3a BbICTyNAeHneM 6a3apHoro apTucTa, Kpyn-
Hble MNaHbl U peakLuuy 3puTeneit: AeTel, B3POCbIX, CTAPUKOB (CUHXPOHHO).

Kaap. My3bIKaHT UrpaeT Ha HaUMOHaNbHOM MHCTPYMEHTE.

Kagpbl. XogynbliyK pa3snexkaeTt nyonuKy (CUHXPOHHO). 3pUTeni pasHoro
nosa v Bo3pacTa HabMioAatoT 32 BbICTYMIEHNEM XOAybLiMKa.

Tutp. BOJBLIYIO TONMY COBUPAET NCKYCCHbBIV XOAYNBLIMK.

Puc. 1. Kapp uns ¢unbma «fJanexo B Asum»*

Mpofom«anack pe3onioLys 0 KWHOATNACce NONOKEHUSMU, HAMEYAIOLLVMU
NOTPeBbHOCTN 1 NepCneKTUBbI CO3MaHus IKPAHHOIO albMaHaxa Kak MHOro-
(DYHKUMOHaNbHOTO KMHONOCOBUS:

4 NcToYHMK n3obpaxeHuns: PTAKD/. YyeTHbin Ne 8034.
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KuHo-Amsac domKeH 3KpaHu3uposame ece pecnybuxu U 061acmu, 8xo0s-
wjue 8 Colo3, 8 paspese 8bINOAHEHUS NIMUAEMHez0 NAAHAd. B makom sude oH
cocmasum Heobxodumoe nocobue 07151 03HAKOMAEHUST MPyOSUUXCS C (DaK-
mamu coyuanucmuyeckol nepedesku CMpaHsl U S8UMCS Marxe opyouem
nponazaHobl U aeumayuu. B wkone nonumexHuyeckol u seicwel], KuHo-
Amaac 6ydem nocobuem npu nNPOXOXXOEHUU Kypca IKOHOMUYeCKoU 2eo2pa-
duu CCCP. flng Hayku oH dacm 6o2ameil hakmuyeckut Mmamepuan. /s
ucmopuu Cosemckozo Coto3a 0H npedcmasum cobol OOKyMeHM 02POMHOL
noaumudeckol saxHocmu (MoctaHoBneHns. .., 1931, n. 134).

TuTp. B CPEAHEN A3MM MHOTO 3EME/1b, HE BUAEBLUMX MAYTA.
Kappbl. 3emns, 3apocuias bypbsiHoM. Tpasa. Cycnk B Tpase.

Kagpbl. Tpaktop TAHET NAyr, naweT UenuHy. Tpaktopuct 3a pynem. Mnyr
pexeT NNacTbl 3emMnun. BcnaxaHHas LenuHa.

Tutp. BCE WO OT/IMHHO, KAK BAPYT. ..
Kagp. o nonto aBVKYTCS NONYMLLA CapaHyn.
Tutp. CAPAHYA YTPOXAET MOCEBAM.

Kagp. CTam capaHuu Hag nonem.

Tutp. ECTb CTAPOE CPEACTBO — ABECTM 3EMHBLIX MOK/JOHOB,
1 CAPAHHYA YIETUT.

Kagp. B MeveTu MonuTCs Mynna (CUHXPOHHO).

Kaapsl. lMaHopama ropofaa (cHATo cBepxy). Kynona MeyeTei.

Kagpbl. KXutenu nayT B MeyeTb.

Kapgpbl. Y36eKkn paccTunatoT KOBPUKU, MOASTCS.

Tutp. HO MTOMOLLb MPULWA HE OT BOTA.

Kagp. /letut camoner.

Kapp. Y36ek eneT BepxoM Ha Bepbniofe, 3amMeqaeT camoneT, CMOTPUT B Hebo.
TuTp. MOJINTBbBI HE NOMOTIN, HO A/bl. ..

Kagpbl. My)K4vHbI NPONYyCKatoT Yepes cnelnanbHbli bapabaH xuMuKaThl.
My>K4MHa NpocerBaeT XMMMKaTbl Yepe3 CUTO. BUAOHbI C XMMUKaTaMMU.
Morpy3ka XMMM1KaTOB B CamofeT.

Kappbl. /leTynk B kabriHe camoneTa. My)k4rHa NoBOpaynBaeT BUHT CaMo-
neta (CMHXPOHHO). BpalllaeTcst BUHT.

Kappbl. CamoneT BbIpynMBaeT Ha CTapTOBYIO MOM0CY (CMHXPOHHO). Bpatya-
toTCA Koneca camoneta. CamoneT B3neTaer.
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Kagpbl. Camonet netut Hag nonsmu. [ons nof Kpblnom camoneta. Camo-
NeT onblseT nosne.

Tutp. HAL X/TOMKOBbIMK MOCEBAMI.

OTAENbHbIV MYHKT PE300LMM aKUEHTUPOBaN BHUMaHWE pa3paboTymKoB
Ha HeobXOAMMOCTM N300PETEHNS 0COOOV METOAONOT MM NMPOEKTa, 415 Yero npeq-
nonaranocs cospaHne obbeanHEHHOro COBETa 13 NpeacTaBUTeNeN UHCTUTYLNU,
OTBETCTBEHHbIX 32 CO3[aHMe KHoaTnaca (HayuHbix, OOLIECTBEHHbIX, KNHEMATO-
rpacudeckux n T. n.):

TaK Kak cbemKu KUHO-amiaca — 0es1o 8eceMa C/I0OKHOE U MPyOHOe, MAK KaK
80NPOCLI MEMOOUKU NOCMPOEHUS €20 euyje 8 00CMAMOYHOU Mepe He pas-
pabomansl, ommeyas omcymemaue 00 Cux Nop Heo6xoO0UMOU cepbe3HoU
MemooonoaudecKoll nodzomosumesnsHol pabomel, 63 Komopoul Ha4as0
amod pabomesl Hedonycmumo, KuHo-cekyusi cyumaem yeaecoobpasHsiM
gecb Havaswulics 1931 200 nocgamume npopabomeke naaHa KuHo-amaaca
(komopeili 8 0bwjel cnoxHocmu domkeH cocmagumes om 100 0o 150 nos-
HOMeMPAaxHeix unem) u paspabomee 8onpocos MemoouKu. CO3KUHO
O0/MKHO HEMEOIEHHO C030ameb HAy4YHO-Memodono2udeckull Cosem no KuHo-
amnacy u3 npedcmasumerneli coomeemcmeeHHelx opeaHuayul (MocTta-
HoBAEeHus. .., 1931, n. 135).

Tutp. UBETET, 3PEET X/TONOK HA KOMXO3HbIX MO/IAX.

Kappsl. Mone xnonyaTHuKa. LIBETOK X0omnKa KpynHbIM NaaHoM.

Tutp. TPYBAHM 30BYT HA YBOPKY.

Kappbl. TpyoaT Tpybauum (CMHXPOHHO).

Kagpel. Mog 4epeBoM cuanT MyxumHa. Bocble HOrv crasiero (KpynHbiM
nnaHoMm).

TuTp. B NMEPBbIA rOf OPTAHU3ALNI B KOJIXO3E KAYHYI BbININ ELLE
CW/IbHbBI CTAPBIE OBbIYAN. «AE/TO MYXXYNH — CEATD, AE/TO XWEHLWNH —
COBUPATbB X/10TOK», — CKA3AHO B LLUAPMATE.

Kagpbl. YKeHLLMHbI cobmpatoT XnomnoK. KpynHbiv naaH: KeHCKre pyKi CHAMaKoT
KOPOBOUKM XM10MKa, COBMPAIOT MX B (hapTyK. YKeHLLMHbI BbIChINatOT CObpaHHbIN
X/10MOK 113 hapTyKOB. PebeHOK vrpaeT Ha kyde CObpaHHOro X10mKa.

Tutp. «AETO MYXXHVH».
Kagpbl. My4uHbl Nof HaBecamu roToBSAT Yai. Knunut camosap. My»4uHbl

HanWBaloT Yali 13 CaMOBapa B Mnasbl, NbrOT Yan 3 nvan. My3bIKaHT nrpaet
Ha HaUMOHA/TbHOM MHCTPYMEHTe (CI/IHXpOHHO).
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Tutp. BAV TAKOKE BbIC/TA/TN TPYBAYEN.

Kaap. TpybsaT Tpybaun.

Kaapbl. Fpynnbl floaelt eayT BEPXOM W UAYT MELKOM K NaoLaau.
Kapp. TpyouT Tpybau.

Kaapbl. ToAMbl KOHHbIX U NELWWX H0Ael Ha N1oWaan.

Tutp. COBUPAVTECH AEKXAHE, COBMPAMTECH HA MPA3AHIK — CMO-
TPETb KAHATHOIO M/TACYHA.

Kagpbl. CTOST 1 CMOTPAT BepxoBble. KaHaToxoaew naeT no KaHaTy. 3putenn
Pa3HbIX BO3PaCTOB CMOTPAT 33 BbICTYMNEHMEM KaHATOXOALA.

Kaap. KpnunT 3a3biBana (CMHXPOHHO).

Kappbl. KaHaToxopel Ha kaHaTe. KpynHblld NaaH: HOrv KaHaToxofua nepe-
MellalTCs No KaHaTty. /lvua 3putenei. bapabaHunk bbet B bapabaH (CHH-
XPOHHO). ManbuynK CMOTPUT 32 YNpaXKHEHNUSIMI KaHaTOXoALa.

TuTp. 3ABABAAN NEKXAH KAHATHbBIA MACTEP — MYCTb OChIMAETCH
XNOMOK HA MONAX!

3ameyvaHuis o hopmaTe 1 nnaHe cepunii aapecoBbiBannCb paspaboTinkamu
npoeKTa K cneumanmctam cTyammn «COBKMHO» — CaMO KpYMHOW NpOon3BOACT-
BEHHOW 1 hUNbMOTEYHOW H6a3bl B CTpaHe — OCHOBHOW NAOWAAKA AN ChbeMKM
1 MOHTa)Ka MaTepranos KuHoaT aca:

Kaxooe 36eHo KuHo-Amnaca CCCP domkHo dasames co8epUIEHHO 006poco-
8ECMHbIE C8E0EHUS: 1) O NPOU3BOOUME/TbHBIX CUAGX OGHHO20 PAtioHA, KOMO-
pole fast10mcs 6a30ll coyuanuCMu4ecKozo CmMpoumensCcmea; 2) coyuanucmu-
YecKoM cmpoumenscmse ez2o U 3) 0 Yenoseke/HaceneHuu 0aHHo20 patioHa,
A871510L4€20C5 00HOU U3 NPOU3BOOUMENLHbIX CUJT, €20 XKU3HU, K/IACCO8bIX 83G-
UMOOMHOWEHUsIX (60pbba € KyIa4ecmaom u m. n.), Ky/lbmypHOM Cmpoumerss-
cmae um. 0. Kaxxooe 38eHo K.A. CCCP 0o/mKHO 6bimb Y8sa3aHO C NPedslOywjum
u nocnedyroujum no pady UHUL, HO 8ce e 00MKHO npedcmas/isims cobol
8NOJTHE 30KOHYEHHbIU KUHO-04epK (MocTaHoBAeHus. .., 1931, 1. 175).

Tutp. MO MPU3LIBY MAPTUN HA TMKBUAAUMIO MPOPBIBA. ..

Kagpbl. My)4vHa faeT CBUCTOK K OTMpaBieHuto noesaa (CUHXPOHHO).
MepeBof CTpenku. MoeT xene3HofopoXHbIi cocTaB. [oesa Ha CTaHUMN.
BaroH c Hagnucebto «fpaaa BocToka». My)41Ha OTKpbIBAeT OKHO BaroHa
(CMHXPOHHO). MepenaeT M3 OKHa navky razet. [pynnbl Nogeit ¢ hnaramu
M TpaHcnapaHTamu. JINCTbl ra3eT B BO3AyXe.
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Kaapsl. [pynna ntoaein npubbiBaeT Ha XIONKOBOE Mofe.

TuTp. MEPBLIM HA CYBBEOTHUK BbILL/T KOMCOMO/1bLbI.

Kappbl. Monofible oAy 3a cbopoMm xonka B none. KOHowwa cobupaet xno-
nok. [leBylwka cobrpaeT xn1onok. CKNaabiBatoT X/10MOK B MWK,

Kappebl. rpaet opkecTp.

Tutp. HATIOMOLLb NOAWED®HOMY KOIXO3Y...

Kagpbl. [1o ynuue naeT KonoHHa naei (CUHXPOHHO). Horv naywmx.
TuTp. NMOMPAHNYHWKI B BOKO 3A X/TOMKOBYHO HE3ABVCUMOCTb.

Kagpbl. My»K4vHbI-NOrpaHuyHUKK COBMPALOT XNOMOK B MELIKK. /TMLI0 norpa-
HUYHYIKa.

Tutp. ABVOKETCA TAXXENAA APTUNNEPUA 13 COBXO3A.

Kagpsbl. o gopore ABMKYTCS XMOMKOYOOPOYHblIE MalMHbI. [BMKeTCS
MallvHa. BpauatoTca Koneca MallmHbl.

Tutp. COBETCKME MALLIMHbBI BABOE YCKOPW/IN YBOPKY.

Kaapbl. My)UnHbl BKAOYAIOT XNOMKOY60POYHbIM annapaT. YoupatoT xno-
NOK C MOMOLLBIO LAAHTOB. 10 MO0 ABVKETCS X0MKOYybopoyHas MalinHa.
Koneco MawwHbl.
TuTp. B KO/TXO3AX OPTAHWN30BA/IMCH XO3PACHETHbIE BPUTALBI.
Kagpel. [leByliKa B3BELIMBaAET COOPaHHbIV €10 X0MOK. XI0MOK Ha Becax.
My»xunHa B3BeLIMBAET X/10MOK. PyKa 3anonHseT KapaHaaloM rpadbl Beo-
MOCTW. [anblibl Ha cyeTax.
Tutp. AC/I OCBOBOAVIN XKEHLLWH OT OBY3bl B MOJIE.

Kanpbl. Pyku ymbiBatoT pebeHka. HaHu yrnaabiBatoT AeTell B KpOBaTKU.
CrnuT AeBoYKa B KpOBaTKe. PyKi YKPbIBAIOT Cnsitiero pebeHka.

Kappbl. XKeHLuHa cobrpaeT xn1onoK B none. Pe6eHoK CNoKOMHO CnuT
B KpoBaTKe.

Tutp. BOMPEKM 3AKOHAM APSAX/10TO LUAPUATA MY)KHIHbBI BBILL/IV B TO/E.
Kagpbl. My4nHbl COBUPAIOT XN0MOK, CKNAAbIBAIOT B MEWKW. YKNaabiBatoT
Mew Ky Ha 0603. /lowafb TAHET NOBO3Ky C Mellkamu xonka. 0603, rpyxe-
HbIA MELKaM X/10MKa, ABVIKETCS MO YAKLE.

Tutp. CO BCEX KOHUOB MNOTARYIMCE B TOPO/ KPACHbBIE OBO3bl.

M0 yOeXAEHWI0 YHaCTHVKOB MEXBEOMCTBEHHOIO COBETa NPOeKTa, Npef-
nonaranoch yaenuTs 0coboe BHUMaHMe NpoKaTty GuibMOoB, BKIOYAs NOANUCKY
Ha cepuu atnaca Ha MaHep NOANMUCKM Ha TOMa SHLIMKIONeANIA:
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lpokam ¢unemos KuHo-Amaaca Moxem 8 0CHOBHOM 6a3UpO8aMsCs Ha
KY/16MYPHO-NPOCBEMUMESbHBIX YHPEXOEHUSIX CMPaHsl — Ky6ax, 0OMax
KpecmosiHUHa, Kynembalax u m. 0. Ho, nomumo 0be14H020 npokama KuHo-
Amanaca, Hado cHuMame He0bX0OUMbIM OCYLWECMaaeHue NOONUCKU Ha KuHo-
AmAaac co cMopoHsl 3aUHMEPECcoBAHHbIX y4pexoeHull U opeaHu3ayull
(MocTaHoBneHus. .., 1931, n. 179).

Tutp. KOJIXO3HWKW, BIMOJHVBLUVE T/TAH, BAC TPUBETCTBYET MOPO[,
N C HM BECb COBETCKM COHO3!

Kappbl. MpeactaButenn obLecTBEHHOCTM Ha rOPOACKON TprbyHe (CUH-
XPOHHO). KpecTbsiHe cvasT Ha 0603ax, CAyWatoT BbICTYNatoWmx (CUH-
XPOHHO). BbiCTynaeT npeacTaBnTenb ropoackoro kommuteta Kil(6) Y3be-
KucTaHa.

Kaapsl. Pa3seBaeTcsd 3HaMs C HagNMChio Ha NONOTHULLE: «KpacHbIMU X10M-
KOBbIMM 0603aMU YCKOPUM 3aBEPLIEHME NATUNETKN .

Kaap. Apka Hag BOpOTaMut AHAMKAHCKOrO X/I0MKOOYMCTUTENBHOMO 3aB0a
Ne 3.

Kaapbl. o ABOPY 3aBOAA ABMIKETCS KPACHbIV 0603, My)KUMHbBI HECYT MELLKM
C XJIOMKOM.

Kappbl. XKeHLWMHa BSXKET HUTU Ha CTAHKe. PYKI KEHLLMHBI, BSHKYLLVE XOMOK.
Kagp. XnonoK KpyMHbIM MAaHOM.

Kapp. PaboTaeT TKalKuWii CTaHOK.

Tutp. YOAPHAA XO3PACHETHAA BPUTALA.

Kaapel. XKeHuimHa paboTaeT y cTaHKa. KaTywKmn ABWMKYTCS Ha CTaHKe. TKaHb
HamaTbiBaeTCs Ha HbapabaH. Kycku TKaHu ABWXYTCS MO NeHTe TpaHCnop-
Tepa. KeHLWHa MeTpyeT MaTepuan. PasmeperHble KyCKM TKaHW LBVKYTCA
No NeHTe TpaHcnopTepa.

HanoxeHue KagpoB: ropbl XIOMKa, KYCKN TKaHW.

TUTP: KOHELL.

Cornawascs B Uenom C BbllWen3NOXKEeHHbIMW NMONOXKeHUAMW Konner

13 610p0o pa3paboTUMKOB KMHOATNaca, Epodees fgaBan B xoae 06CyKaeHUs npo-
€KTa BaXHbl€e NMPaKTUYECKMEe KOMMEHTapK, KOTOPbIE ObIN y4TeHbI NpU GopMU-
POBaHVIN UTOrOBOW KOHUENLMI:

«3anucka Cor3KUHO NOOPOOHO U NPagUALHO MPakmyem 8onpoc o KUHo-
amnaace, NpUMOM 8 MAPKCUCMCKOM OMHOWEHUU, 4M0O 0mMpPAOHO U HOEO. ..
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[lpu KoMNAeKCHOM nodxooe mamepuan bydem 6bIcmpo ycmapesame.
[Toamomy Hado 3KPAHU3UPOBAME 8 Nepayto o4epeds Goeaslie MOMEHMWbI,
a He obuwjue (Kysbacc, /JHenpocmpod u m. n.). Caedyem paszpaHuyums
dse obacmu unu 0se npobemel, B03HUKaWUe U3 06CywdeHul onpoca
0 KuHo-amnace. 1) CozoaHue cepull KUHO-(pUbM 0151 LWKO/ NO KOMN/IEKC-
HoMy memody. 2) BonpocCsl NIAHUPOBAHUS NPOU380OCMEA (u/ibM 8006LE.
Ho Hado ymoyHums mozda 80npoc 06 0peaHU308AHHbIX AyOUMOpPUsIX O/1s
noka3sa ¢gunsm» (MocTaHoBAeHMs. .., 1931, . 132).

Puc. 2. Kagp 13 punbma «[Janeko B A3umn»°

3. METO/ B.A. EPO®EEBA

MHOTOYMUCNEHHbIE CBMAETENbCTBA NPUHUNTMANBHOTO «AOKYMEHTA-
Nn3Ma» pexrnccepa HaxooaTCsa B €ro BbICKa3biIBAHNAX U r|y6nw<a|_|,|/|$|>< n3ydae-
MOTO nepnopda. B XOAe SKCNEPUMEHTA/IbHbIX MOMCKOB HOBOIO MapKCMCTCKOro
KNHOA3bIKa 1 pa3BepHyBu_|eP|c9| TemMaTn4yecKom OVNCKYyCCrK MO 3TOMY NMOBOAY
B COBETCKOW KnHoCpeae EpocbeeB aenan cneyranbHoe yaapeHne Ha MUCCHto

> NcTouHuK n3obpaxerns: PTAKD/. YaeTHbiii Ne 8034.
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AOKYMEHTaNbHOrO KMHO KaK CpefcTBa no co3fhaHuio NOANVHHON KMHONeTOo-
NYCU UCTOPUYM CTPaHbl. [Py 3TOM OH PELLMTENBHO BbIAENAN «AOKYMEHTaNbHYIO
bvinbMy» 13 06LLENPUHATON B KMHOBEAEHWN XaHPOBOW NannTPbl, TPAKTOBaBLLE
KnHemaTorpad kak Gopmy nckyccTaa: «[lokyMeHTanbHas GunbMa He aBaseTcs
KaKUM-N1Mbo “XKaHpoMm”, HanpaBneHeM nnu TedeHreM B UckyccTse (...) [oky-
MeHTanbHas GuabMa — 3TO TeXHMYECKoe HOBATOPCTBO B KMHOMPOW3BOACTBE,
HOBATOPCTBO MO OTHOLWEHMIO K elle HeflaBHO 6e3pa3aenbHO rocrnoACcTBOBaBLEN
B HEM UrPOBOM, TeaTpanbHON dunbme. TexHUYeckoe HOBaTOPCTBO AOKYMEHTas b-
HOW DUAbMbI MO3BONSET 3AMEHNTb MHCLEHUPOBKY XXN3HEHHbIX IBAEHWI, NprMe-
HAEMYIO B UFPOBOK hrnbMe (B aTenbe U Ha “HaType”) — CbeMKoW NoAMHHOM
aencTeuTensHocTu» (Epodees, 1931, . 5). Mo MHeHWio EpodeeBa, TexHMYeckoe
HOBATOPCTBO AOKYMEHTaNbHOM (DUNbMbI 3aK10HAN0Ch NMPEX/E BCEro B TOM, 4TO
bnarofaps pasBUTUIO KMHEMaTOrpahuyecKknx TeXHONOr WA hopmaT AOKYMeH-
TanbHOro unbMa NPeofonen CBOK XPOHUKaAbHYO NPUPOAY, Pa3BVB HOBbIE
n3MepeHns hrKkcaumm u TpaHcnaumMm peanbHocTu: «OCHOBOW TEXHUYECKOTO
HOBATOPCTBa AOKYMEHTanbHOM hunbMbl ABASETCS 0cobas, OTAMYHAas OT ApYy-
rMX BUAOB KMHOMPOW3BOACTBA (MFPOBOM (DUMbMbI, PUCOBAHHOW) TEXHONOTUS.
/1306peTaTensCTBO, Wealee A0 NNHMUY YCOBEPLWEHCTBOBAHMS 1 obneryeHns
YCNOBWIA PAabOThI MEPUOAMYECKON XPOHWKM U Hay4YHbIX hUbM, COBEPLIEHHO
nepepoanno TeXHNYECKne 0CHOBbI KMHOMPOM3BoACTBa» (Epodees, 1931, C. 5).
Ha npumepe pa3bopa ovepearoin «<KrHonpasabl» [31rn BepToBa OH, B 4acTHO-
CTW, filenan cnepytollme BbiBOAbl: «f0pa3ao MHTepecHee KNHOMPaBabl CAenaHHbI
6e3 BCAKNX IKMBOKOB “TOCKMHOKaneHaapb”. 3TO 3a4aTOK YPEe3BbIHaiHO HY»KHOM
CoBeTckuM Pecnybnumkam akpaHHoM raseTbl» (HecTeposumy, 1986, c. 136).

B TO e Bpemsi, aHanm3mpys CbeMOoYHbIe 1 MOHTaXHble paboTbl COBPEMeH-
HIKOB, @ TaloKe CBOM NepPBbIe KMHOOMbIThI, OH OTHYET/IMBO OCO3HABAN, 4TO Ntoboe
KVHOMPOW3BEAEHNE, B TOM HYUC/IE U JIOKYMEHTANbHOE, IBNSIETCS aBTOPCKOW KOH-
CTpyKUMen: «Kaxablid TUTP, DUKCUPYIOWMIA OTAENbHbIA DaKT ... ABASETCS TeH-
AEHUMO3HbIM, T. K. y)Ke B caMOM Bbibope 3Toro hakTa (a He Apyroro) Ans CbeMKu
1 B TOYKE 3peHunst 06beKTVBa NPOSIBASETCS OTHOLWeHWe onepaTopa (1 pyKoBo-
anTens pexwuccepa) k atomy dakty» (Epocdees, 1931, c. 5). IMEHHO C y4eToM
AaHHOI ycnoBHOCTY EpotheeB Npu3biBan KONNer-AoKyMeHTan1cToB ABUraTsCs
N0 NyTU MaKC1ManbHO BO3MOXHOM JOKYMEHTaNbHOCTY B KUHOMOBECTBOBAHMN:
«Hy)KHO 00BMBATLCS HE CHKEHUS AOKYMEHTA [10 MHCLEHWPOBKM, @ MOAHATIS
TEXHUKM CbEMKM 3TOrO JOKYMEHTa 1 NMOUCKOB HOBbIX (hOPM MOHTaXa AOKYMEH-
TanbHon unbMb (MpoXxnKo & drupcosa, 1987, c. 176). VIMeHHO B durKcaummn 1
TPaHCAALMN XKMU3HEHHOTO MaTepuana, obnaaatollero ocobo CMnoin Bo3aencT-
BUWS Ha 3puTenen, Epotees Bnaen cneumdmky 4OKyMeHTansHoro dunbma. «4em
AOMKHA 3aHMMaTbCS XPOHMKa MO CyllecTBy? S nonarato, 4TO XPOHMKA B OCHOB-
HOM [I0O/MKHa 3aHUMaTbCs PUKCaLMEN SBAEHWI NOANVHHOW AeUCTBUTENBHOCTH,
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He ToNbKO (haKToB, HO 1 ABNEHUII», — Aeknapuposan Epodees ([AepsbnH, 1998,
¢.30). ¥, Kak BUAHO Ha PaCCMOTPEHHOM MpuMepe KUHOPaboTbl «/]aneko B A3nm»,
OH CKpYMy/ne3HO anpobunpoBsan CBOM TeopeTUYecKne NoAxoabl Ha NpaKTuke —
MMEHHO XPOHMKaNbHas 3ammchb XMU3HeaAesaTeNbHOCTY Y30eKCKMX cOoOLecTB
B ayano-B13yanbHOM 06 BEMHOCTH, MPOBEAEHHAs B €CTECTBEHHbIX YCIOBUSAX
MECTHbIX TOPOACKMX 1 CENbCKMUX NOKALMIN METOAOM HabntogeHns 3aH1mana
Epodeesa.

B uenom nnaH ero CpefHeasnaTCKON KMHOIKCMeAUUMIN Bblpakancs
B BbICTPanMBaHVN HEMPENOXHbIX 3BeHbEB: NpeABapuUTenbHas paboTa ¢ onyban-
KOBaHHbIMW Hay4YHbIMY MaTepuanamu, KOHCynsTalummM co creuvannctamm no
3THorpadu1n v KpaeBefeHuto, Co3faHne CLieHapHOro 3CK13a U CbeMKa JOKyMeH-
TanbHOro GunabMa ¢ NpYMeHeHeM NPYEMOB JOKYMEHTaNbHOM 3anncn KMHO- 1
(boHoMaTepuranoB. YunTsiBas, 4To paboTa «/lanexko B A3uu» bbina nepBbiM aKCMe-
PVYIMEHTaNbHbIM OMbITOM CIOXHOW Pa3be3aHON ChbeMKI C CUHXPOHHO 3amnnChio
3BYKa, CNeumanbHo ANs aKCneanLmm bblna CKOMNAEKTOBaHa MobubHas NvHenka
annapaTtypbl. B 4acTHOCTM, MO BOCMNOMUHAHMAM YHaCTHUKOB KMHOMPYnmbl
MNCMOMb30BaHHAA MMM 3BYKOBas annapatypa cuctemsl UHxeHepa A.®. LLloprHa
yCMewHo BbliepxKana cneundunyeckme TpeboBaHus: «COBETCKMIA 3BYKOBOW anna-
paT AO/MKEH MPOHMKATb B COBXO3bI, KOMXO3bl, HA HOBOCTPOWKW, B OTAANEHHbIE
HaLMOHanbHble pecnybnuKkmn, MHOTAa 3@ ThICAHM KMIOMETPOB OT TEXHUYECKIX
6a3. MpoaBvxeHve B TaKmne palioHbl CBSA3aHO B MepBYIo o4epelb C nepeesfamu
MO NPOCEeNOoYHbIM OpOram, neckam, 6onotam 1 T. n.» (Epodees, 3ankmHa, 1932,
C. 43). B peanusaunu 4OKyMeHTanbHO-XPOHMKaNbHOMO NMOAXOAa K OTPaXKeHUio
AEeNCTBUTENBHOCTU B KMHO M COCTOSNA MaBHas 0COOEHHOCTb TBOPYECKOTO
novepka Epocdeesa. lMoToMy MeTOAMKY, NOCNEA0BaTENBHO UCMOb30BaBLIYIOCS
EpoceeBbiM NMpu co3gaHny 4OKYMeHTanbHbIX (GUABMOB, MOXHO OXapaKTepy30-
BaTb KaK «aHTPOMONOTMYECKYIO KNHOXPOHUKY». YMeHWe pexiccepa pa3rnageTb
€CTECTBEHHYIO ApamaTypruio B XM3HEHHOM CODLITUN, @ Takke TPaHCIMPOBaTb
«penopTaXHble CLeHbl», eCTeCTBEHHO nepefaBaBLumne «KOMOPUTHbBIN OblT BOC-
TOYHbIX OKparH CCCP», nogyepkrBan paboTtaslwmii ¢ HM onepaTtop P./1. KapmeH
(BuHorpagoBa, 1983, ¢. 68). IMEHHO 3T1 KayecTBa obecneynBatoT No3HasaTeb-
HYI0 EMKOCTb KMHOAOKYMeHTOB EpodeeBa 1 NpeAcTaBAsOT 3HAYNTENBHYIO LieH-
HOCTb 419 CCNeA0BaHUN.
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Puc. 3. Kagp 13 punbma «[janeko B A3umn»°

Kak 1 MHOrve hunbMbl COBETCKOTO KMHOATAACa, KUHOKapTHHa «/laneko
B A311» Bbia BbIMONHEHA MO YHUBEPCANbHOW A1 CBOErO BPEMEHU CLEHAPHO
MaTpuLie — Ha NOKanbHOM cneuydrKe UNNCTPUPOBaNna Nepexos oT APEBHNX
TpagMumii (TEMHOro MPOLWOro) K COBETCKMM MHHOBaUWsSM (CBeTNOe byayulee),
4TO 0becnevnno GuabMy B3y 415 NMonafaHns B WMPOKNIA KUHOMPOKaT. HecMo-
TPS Ha ouLVanbHY0 MO3MUMIO NapTUHbIX BEAOMCTB, NPK3bIBABLMX MCMONB30-
BaTb BO3MOXHOCTW KuHemaTorpada fns NpoBefeHNs «KyNsTYPHOW PEBOMIOLMY,
B KnHonpokrate CCCP B 1920-x elle aKTVBHO AEMOHCTPMPOBANNCE MOCTAHOBOY-
Hble GUABMBI 3arPaHNYHOrO MPOU3BOACTBA — OHM e CPaBHUTENbHO MpoLle
OKYManuch, Yem uilyllyie CBOV f3bIK U GopMaT AOKYMEeHTaNbHble COBETCKME
«KynbTypUNbMbI». B 3TOI CBA3M Epodhees, roBops 0 HEOOXOAMMOCTY Hanaxusa-
HUs paboyeit Lenu «Mpov3BOACTBO — MPOKAT» A1 IKCMEANLMOHHBIX U HAayYHO-
NONyNAPHbBIX TEHT, KPUTUKOBAN KOMMEPYECKYIO OPUEHTALMIO KMHOMPOKATHMKOB,
AEeNaBlUMX CTaBKY Ha KacCoBble NoKasaTenw. Hactavsas Ha BbICTPanBaHmu peasb-
HOrO CO3BYYMS COBETCKMX MPOrPaMMHbIX TO3YHIOB U SKPaHHbIX BbICKa3bIBaHWN,
EpoceeB noayepkmnBan BaXKHOCTb NMPOBEAEHNS PeanbHOroO MMNopPTo3amelle-
HUS Ha 3KpaHe, YCUAMB KaK KayeCTBO MPOM3BOACTBA, TaK 1 NMPOTEKLMIO B NMPO-
KaTe COBETCKUX AOKYMEHTaNbHbIX rbMOB. [Py 3TOM OHON U3 TaBHbIX HUL
AN NpUMeHeHNns (DUNbMOB 3THO-Teorparveckoro CogepKanns, B TOM Yucne
1 kapTuH «KnHoatnaca CCCP», Epodees cumtan cchepy WKONbLHOro 0bpas3oBaHus:
«Bo MHOrmMx obnactsx npenofgaBaHuis (Hanpumep, reorpadus, NPoOM3BOACTBO,

® NcTouHuK n3obpaxerns: PTAKD/. YaeTHbiii Ne 8034.
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U3KKa) KUHO SABASETCS CUAbHENLINM WKOMbHbLIM Nocobrem» (Epodees, 1926¢,
c. 4). Mo3aTomy oH obpallancsa K pyKoBoACcTBY HapKomnpoca ¢ npeanoxeHvem
obecneynTb LWKOMbI KMHOYCTaHOBKaMK 1 pa3paboTaTk Nporpammy nporssoa-
CTBa «LUKOMbHbIX DMNbM», @ PYKOBOACTBO KMHOOPraHW3aUmnii Npr3san B3gTbCs
3a ocyulecTBneHne chopmMynnMpoBaHHOM UM NporpaMmel. M B 3ToM Hanpasne-
HVK EpodeeB npeacTaBma NporpaMMHble MONOXKEHNS, CTaBLUVE BNOCNeACTBUN
OCHOBOW KOHLENUMM KMHOATNaca B 4aCTW MPUMEHEHMS Cepuii SKpaHHOro atnaca
B y4eBbHO-NPOCBETUTENLCKIX Liensx. K OBy, paCCMOTPEHHbIV B CTaTbe hUbM
«[lanexo B A31u» bbin BKOYEH pa3paboTymkamu B CNMCOK 06pa3sLioBbix hUIbMOB
COBETCKOrO KMHOATMaca 1 PEKOMEH0BaH MMaBHbIM penepTyapHbiM KOMUTETOM
ANs NoKasa B paMkax 06pa3oBaTesibHbIX, MPOCBETUTENbCKUX, KyNbT-arnTauyoH-
HbIX MeponpUATUA (CNUCOK TEXHUYECKIIX, HAaYYHO-MOMYASPHBIX, y4eOHbIX, aruT-
MaCCOBbIX 1 XPOHMKaNbHbIX hUbM, ogobpeHHbix CekTopom VicKyccTs 1 Maspe-
nepTKOMOM ANs AepeBHu, 1933, ¢. 11).

3AK/TIOYEHME

TaknM 06pa3oM, C OAHOW CTOPOHbI, KaK OAVH V3 MepBbIX KNHOAOKYMEHTOB
no aTHorpadumn y3bekos, bunbm Epodeesa cTan Bkaaom B Hayky. C Apyroi,
bnarogaps oTobpa)KeHUo Ha IKpaHe NPenoMIeHN COBETCKOro CTPOUTENbCTBA
B pervoHe — JOKYMEHTOM MO BU3yanbHOW UCTOpUK Kpas. HakoHel, y4uTbiBas
XPOHMKANBHOCTb KaK NPUHLMAMANBHbINA MOAXOS4 B TPAHCASLMW peanbHOCTH, OH
Cbirpan 3Ha4YMTeNbHYO POSb B Pa3BUTYVIN COBETCKOM AOKYMEHTaNNCTUKK, 3acny-
XKEHHO 3aHsB CBOE MeCTO B Psfly MMPOBOW KMHOKNACCUKM. A TBOpPYeCKas MeTo-
ponorus Epodeesa, pa3BuTtas nM B paboTe Hag dunbMom «laneko B A3unm»,
SBNSETCA BNOMHE aKTyanbHOW AN NPYMEHEeHNs B COBPEMEHHOM BW3yanbHO-
aHTpononoruyeckoin npaktunke. OnbIT e npoexTa «KuHoatnac CCCP» oka3sbiBa-
eTcs BMosHe BOCTpeboBaH B CPaBHMTENbHO-MCTOPUYECKON NepcrneKTnae npu
OCMbICNIEHUN PETYASPHO BO3HMKAIOLMX COBPEMEHHbIX PEMANK CO3AaHNs BH3Y-
anbHbIX aT1ACcoB, TaKKe BO3HMKAIOWMX Ha CThIKe Hay4YHbIX, TBOPYECKMX U 1AEO0-
NOTUYECKMX NMMHWIA, KaK, K NpuMepy, BUaeonpoekT «/lnua Poccum» (MHbopmMaum-
OHHOe areHTCTBO «PocbanT» Npun noaaepxke Coeeta Pepepaumm degepanbHoro
CobpaHus Poccuinckon depepaumn 1 Pycckoro reorpadudeckoro obuiecTsa),
MyNbTUMEANAHbINA NPoeKT «Hapoabl Poccum» (cTyams «MunoT» Npu NoaaepxKe
MUHKUCTepCTBa KynbTypbl Poccmm), TenenpoekT «Poccus, nobosb Mosil» (BI TPK)
1 MH. Ap. Kak BUAHO, foWweaAwne A0 HalmMX AHEN BM3yanbHble apx1Bbl He orpa-
HVYMBAIOTCA PETPOCMEKTUBHOW LIEHHOCTbIO — 3TO 1 CBOeobpasHas «Kancynay,
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nocnaHne COBPEMEHHbIM N'YMaHNTaprsM, KOTOPbIE CNOCOBHbI MHCIVPUPOBATb
PasBUTME TEMATUYECKMX HAaYYHO-TBOPYECKMX MOAXOA0B B CErOAHSILIHMX NMPOeK-
unsx (Golovnev, I, Golovneva, E., 2021a; Golovney, I, Golovneva, E., 2021b).
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