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Cinema in evacuation:
Administration, competition,

and production in the Kazakh SSR
during the wartime period*

Abstract. This article examines the organizational and administrative
functioning of the Soviet film industry during the Great Patriotic War
evacuation. Focusing on the relocation of film studios to the Kazakh SSR, it
explores how local authorities influenced film production. The study draws
on archival materials, some of which have never been published before, from
Kazakhstan’s Presidential Archive and Central State Archive. The analysis
highlights principal challenges faced by filmmakers: resource shortages,
harsh living conditions, and administrative pressure. It investigates the
dynamic between evacuated studios and authorities, both republican
and union, their competition for resources, and the impact of evacuation
on developing Kazakh national cinema. Offering fresh perspectives on
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wartime Soviet cinema, the article reveals the intricate interplay of political,
economic, and cultural factors of the time.
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Kazakh SSR, film archives, film production, administrative structures, TsOKS,
USSR film studios, historical reconstruction, film documents, cultural policy,
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KrHO B 3BakyaLun: ynpasneHme,
KOHKYPEHLWA 1 MPOU3BOACTBO
B Kazaxckon CCP BoeHHOro nepuoja

AHHOTaumsA. CTaTbs NOCBALLEHA U3YHEHWIO OPraHN3aLMOHHO-agMUHN-
CTPaTVBHOIO PYHKUMOHMPOBAHMS COBETCKOMN KMHOOTPACAU B YCIOBUSX
3BaKyaL v Bo Bpems Benukol OTevecTBeHHOM BOMHbI. Ocoboe BHUMa-
HWe yaeneHo nepemelleHuto KuHocTyamnin B Kasaxckyto CCP v BAUSHMIO
MECTHbIX BfacTeil Ha npolecc Npomn3BoaACcTBa GpunbmoB. iccnegosaHue
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OCHOBAHO Ha apxXMBHbIX MaTepunanax, B TOM Yncie JoKyMeHTax Apx1Ba
Mpe3naeHTa Pecnybnvkn KasaxctaH v LieHTpanbHOro rocynapcTBeHHoro
apxuBa Pecnybnuky KasaxcTaH; HEKOTOPbIE U3 HMX NYONMKyOTCS BRep-
Bble. ABTOP aHanm3mpyeT KtoyeBble Mpobnembl, C KOTOPbIMM CTONKHYINCH
KrHemaTorpaducTbl B YCNOBYMSX HEXBATKIN PECYPCOB, CIOMKHbIX ObITOBbIX
YCNOBU 1N aAMUHWUCTPATUBHOTO AaBneHus. PaccMaTprBatoTCs BOMPOCHI
B3aMMO/ENCTBUS 3BAKYMPOBAHHbIX KMHOCTYAUI C pecnybnmnKaHCcKumMm
1 COIO3HbIMY OpraHaMu yrpaBneHuns, KOHKYPEHLUMM 3a PeCypChl, a Takoke
BAMsIHME 3BaKyaLMM Ha pa3BUTUE HALMOHANBHOTO KnHemaTorpada Kasax-
cTaHa. CTaTbs nNpeanaraeT HOBbIM B34 Ha MYHKUMOHMPOBaHKE COBET-
CKOWVI KNHOVIHAYCTPYM B BOEHHbIV MEPUOL, PaCKPbIBas B3aMMOCBS3b MeXaY
NONNTUYECKMMM, SKOHOMUYECKUMU U KYNBTYPHBIMU MPOLecCcamu.

KntoyeBble cnoBa: KUHOVHAYCTPUS, KUHeMaTorpadus, 3BaKyalus, Benn-
kast OTeyecTBeHHas BoWHa, Kadaxckas CCP, KMHOapXvBbl, KWHOMPOW3BO-
CTBO, aflMMHUCTPaTUBHbIE CTPYKTYpbl, cTyana LOKC, knHocTyamn CCCP,
MCTOPMYECKan PEKOHCTPYKLUMA, KNHOAOKYMEHTbI, KyNbTypHas NoNnTUKa,
KMHOMCCNe[0BaHNS, KUHOHaceame

INTRODUCTION

The evacuation of the Soviet film industry to Central Asian republics during
the Great Patriotic War was part of a broader wartime practice of structural
resource mobilization. Comparative studies of industrial and cultural sector
mobilization—including in the USSR—show that successful adaptation under
extreme conditions depended on effective management, coordination between
local and central authorities, and the ability to rapidly reorganize production with
limited resources (Harrison, 1988). For Soviet film studios, relocation, among other
factors, required major efforts to adapt infrastructure and production capabilities
to new environments, where pre-existing local labor skills and workplace culture
proved decisive.

The structural mobilization of the film industry during evacuation holds
particular significance because cinema production operates under unique
organizational logic, distinct from other industrial sectors. Research on the
economic impacts of WWII highlights that amid total resource scarcity, successful
industrial adaptation relied not just on administrative centralization, but also on
leveraging local knowledge and repurposing existing practices for new challenges
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(Broadberry & Harrison, 2020). In case of the film industry, this meant reorganizing
supply chains, utilizing regional labor expertise, and collaborating closely with
local governments—measures that ensured continuity in film production despite
extreme circumstances.

Equally critical was the social environment hosting evacuated studios.
Effective structural mobilization went beyond physical relocation and technical
adjustments; it required fostering conditions for workers’ social integration. The
local population’s cultural and professional norms—alongside their capacity to
assimilate new production methods—enabled rapid operational resumption
(Harrison, 1988; Broadberry& Harrison, 2020). These factors rivaled administrative
decisions in importance, allowing the Soviet film industry not merely to survive
evacuation, but to thrive, producing culturally and ideologically significant works
throughout the war.

Current researches lack sufficient examination of the challenges faced
during the evacuation of the Soviet film industry to Almaty during the Great
Patriotic War, particularly regarding the role of Kazakh authorities in this process.
Valery Fomin’s documentary collection Cinema at War (Fomin, 2005) made
significant contributions by compiling extensive historical material about the
film industry’s evacuation. However, his research lacks certain archival documents
that could provide new facts for a more objective historical assessment. This gap is
challenging to address because many available sources are subjective—primarily
memoirs by filmmakers who participated in these events, including 50 Years in
Cinema (Kuleshov, 1975), About Cinema: Testimonies (Bleiman, 1973), Oral Stories
(Romm, 1989), and Eisenstein in the Memories of His Contemporaries (Yurenev,
1974) and more. While valuable for personal perspectives, these accounts often
reflect individual impressions and may contain biased attitudes. Therefore, they
require reevaluation alongside comprehensive archival documentation for more
objective analysis.

The object of this study are materials from the Archive of the President
of the Republic of Kazakhstan and Central State Archive of the Republic of
Kazakhstan, focusing on its subject—the evacuation of film studios to the
Kazakh SSR during the war. This approach revealed hidden patterns in how
difficult living conditions affected the evacuated film institutions. The article
hypothesizes that many challenges stemmed not only from wartime
circumstances but also from local authorities’ efforts to use the evacuation to
establish a national film industry.

Classic films like Eisenstein’s lvan the Terrible, Ermler’s She Defends the
Motherland, and Room’s The Invasion, along with over 400 wartime productions
(including features, documentaries, and newsreels), demonstrate the Soviet film
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industry’s resilience even under wartime conditions. Over four years of the Great
Patriotic War, Soviet filmmakers achieved remarkable results that can only be fully
assessed by combining archival sources with published memoirs.

HOwW THE EVACUATED FILM INDUSTRY FUNCTIONED DURING THE WAR

In July 1941, Soviet authorities decided to evacuate major studios (Kyiv
Film Studio, Odesa Film Studio, Soyuzmultfilm animation studio, Soyuzdetfilm
children’s film studio, Lenfilm, and Mosfilm) to Central Asia. The two largest
studios, Lenfilm and Mosfilm, relocated to Almaty and merged on November
15, 1941, forming the Central United Film Studio—TsOKS [LLOKC, abbreviated
from LleHTpansbHas obbeanHerHas kuHocTyaus] (History of Kazakhstan, 2016).
Mikhail Tikhonov, an 18-year film industry veteran who had worked his way up
from financial officer at Mezhrabpom-Rus film studio to deputy head of the USSR
State Committee for Cinematography, was appointed director. Famed filmmaker
Fridrikh Ermler became artistic director.

The Kazakh SSR Council of People’s Commissars provided TsOKS with
Almaty’s two largest buildings—the Palace of Culture and Alatau Cinema (Council
of People’s Commissars and Central Committee, 1943). However, film workers
faced constant housing shortages and intense competition for space due to
the continuous stream of evacuated institutions. Kazakh State University and
the evacuated Moscow Aviation Institute held daily seminars for 150 students
in the Palace auditorium, further limiting studio space. The Central United Film
Studio operated with two pavilions in the Palace of Culture (600m? and 210m?)
and two Alatau rooms (350m? each) (Tikhonov, 1942), totaling 1,500m>—half of
prewar soundstage capacity of just one Mosfilm studio. These cramped conditions,
requiring four daily work shifts, extended production timelines and compromised
film quality.

Housing for studio employees became a critical issue. A September 12,1941
decree by the Kazakh SSR Council of People’s Commissars “On the Organization of
the Kazakh Film Studio” (Council of People’s Commissars of the Kazakh SSR, 1941)
had allocated rooms in four Almaty hotels for film workers. However, in November,
when the People’s Commissariat of Defense requisitioned Hotel No. 4 for a military
hospital—displacing 105 Lenfilm employees who had been housed there—the city
administration could only immediately rehouse 50 families. The remaining 350
people spent weeks living in the unfinished Central United Film Studio’s pavilions
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and hallways at the Palace of Culture (Committee of the Leninist Communist
Youth Union, n.d.) A letter dated December 15, 1941 from the TsOKS director to
Kazakh SSR Chairman Nurtas Undasynov (Tikhonov & Ermler, 1941) reveals local
authorities’ uncooperative attitude, seen in their slow response to the housing
crisis. Though they eventually allocated 120 rooms in the Dom Sovetov hotel, only
97 were actually made available. Cameraman Boris Sokolov’'s memoirs confirm
these challenges, noting that the housing situation in Almaty was extremely bad.
He recounted arriving as an assistant and being forced to live at the studio, even
sleepingin his office for a period. Due to the studio’s inability to accommodate all
staff and his insufficient salary to secure private housing, he remained there for
quite a long time (Voisin et al., 2018, p. 529)

Living conditions were increasingly dire. The City Council eventually
crowded most of the evacuated film workers (520 families) into Dom Sovetov,
and soon discussions of living standards there began to dominate studio party
meetings. Workers complained constantly about power outages, water shortages,
and insufficient provision of food supplies. A January 14, 1944 collective letter
to chairman of the USSR State Committee for Cinematography Ivan Bolshakov,
signed by 63 employees, described horrific conditions: monthly blackouts lasting
5-15 days made water boiling complicated, leading to typhoid, scarlet fever, and
influenza outbreaks. When power returned, it was typically from 9 AM to 6 PM—
while workers were at the studio (Collective of 63 authors, 1944). Production
suffered equally. Director Mikhail Romm wrote to studio head Tikhonov that they
had no lumber, transport, nails, plywood, stage space, gasoline, fabric, leather,
or enough labor—none of what was considered essential for filmmaking (Romm,
1942, p. 5).

This letter gives a clear idea of how little power was available for the filming
process: TsOKS operated with half the electricity of Kyiv’s studio (Romm, 1942).
The crisis prompted a USSR Council decree banning power cuts to TsOKS, as well
as to Tashkent, and Sverdlovsk studios (Committee for Cinematography, 1943).

Mikhail Romm proposed a solution to these problems in his letter to studio
director Tikhonov, suggesting what became known as the “creative austerity
regime.” This approach was later formalized into production standards and
officially communicated to all studio employees. Among other measures, the
new regulations included a limit of 1,800 meters of usable film per feature-
length production; restrictions on set construction (2,000-2,400 square meters
per pavilion); a maximum production timeline of six months per feature film, as
well as recommendations to minimize scenes requiring panoramic shots, special
lighting, large crowd scenes, and night shoots (Tikhonov et al., 1942). While these
measures helped meet state production targets—resulting in 20 short films and
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over 40 features between 1941-1943—financial department records show not all
productions adhered to the guidelines. The average TsOKS film length ultimately
remained at 2,500-2,800 meters (Central United Film Studio, 1942).

The material shortages partly reflected the Soviet film industry’s weak
technical base. The deeper causes of these problems, including lack of
electricity, timber, and fuel for filming and challenges with organizing premises
for workshops, film studios, and living quarters, lay, however, in the complex
institutional structure governing evacuated studios. To better understand them,
let us examine the institutional interaction between participants in film production.
Three different authorities shared oversight of the evacuated studios: the USSR
State Committee for Cinematography (evacuated to Novosibirsk), which handled
production planning; the State Committee’s Central Asia representative (based in
Tashkent), which, in accordance with the Statement of October 6, 1941, managed
administrative and financial matters (Committee for Cinematography, 1941);
and local authorities. The latter were responsible for practical support, including
electricity, fuel, studio and housing space, construction materials, and food
supplies.

Kazakhstan’s Communist Party leadership saw the evacuation as an
opportunity to build a national film industry. A letter dated July 28, 1941 from
Bolshakov, head of the USSR State Committee for Cinematography, to Kazakh
SSR Chairman Nurtas Undasynov—while never mentioning the evacuation
but promising to send a significant number of leading creative personnel and
all necessary equipment to fully ensure the launch of feature film production
(Bolshakov, 1941)—encouraged these ambitions. The Kazakh government’s
September 12, 1941 resolution, concerning the provision of production facilities for
TsOKS and housing for its employees, revealed their priorities: beyond supporting
the evacuated studios, they sought to train Kazakh personnel and produce films
on Kazakh themes. Crucially, they secured the right of the Kazakh Communist
Party’s Propaganda Department to review and approve script proposals (Council
of People’s Commissars of the Kazakh SSR, 1941).

The studio leadership regularly submitted plans to the Republic’s Central
Committee and Council of People’s Commissars, demonstrating their intention to
produce films on Kazakh themes. For 1942, they planned to make 10 short films
about Kazakh homefront heroism and two feature films based on Kazakh folklore,
with directors like Ivan Pyryev, Vsevolod Pudovkin, Dziga Vertov, Yuli Raizman,
Grigori Roshal, and Boris Barnet attached to these projects. However, after several
months of the Central United Film Studio’s operation, Kazakh authorities concluded
that most of these plans would remain unrealized. To avoid this, local authorities
responsible for supplying the studio with necessary materials began using their
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administrative resources as leverage—notably doing so publicly. At one meeting
of the studio’s Party Bureau, Tokareva, a referent from the Central Committee’s
Propaganda and Agitation Department, sharply criticized the studio’s leadership.
She accused them of expecting continued support from Kazakh authorities while
failing to deliver any meaningful cultural contributions in return. Pointing to the
production schedule, she noted the absence of films or newsreels focused on
Kazakh themes, despite the resources already provided (Party Bureau of the Central
United Film Studio, 1942).

In mid-January 1942, Deputy Chairman Tulegen Tazhibaev of the Kazakh
SSR Council of People’s Commissars convened a meeting proposing a Kazakh
SSR State Committee for Cinematography to directly oversee TsOKS. This would
effectively strip authority from Bolshakov, head of the USSR State Committee
for Cinematography, which had been evacuated to Novosibirsk. The detailed
justification for this decision was presented in Tazhibaev’s memorandum to
Secretary of the Central Committee of Kazakhstan Nikolay Skvortsov and Chairman
of the Council of People’s Commissars Nurtas Undasynov. Tazhibaev argued
that film production suffered because administrative and creative decisions
(script approvals, casting, etc.) were made inefficiently across distant locations.
The memorandum further proposed optimizing approval and implementation
timelines by creating an organization under the Kazakh SSR Council of People’s
Commissars—a republican State Committee for Cinematography modeled after
union-republic people’s commissariats, which would not contradict neither
the USSR Constitution nor the Kazakh SSR Constitution (Tazhibaev, 1942).
A commission was quickly formed to draft the resolution for establishing the State
Committee for Cinematography in Kazakhstan, which prompted decisive action
from the current Chairman of the USSR State Committee for Cinematography
Bolshakov. In a letter to Nikolay Skvortsov, he accused local authorities of
misunderstanding evacuated studios’ operational needs and reminded them that
the Kazakh SSR’s 1930 request for a film administration had been properly denied.
The letter concluded with a personal instruction to Skvortsov to stop this Kazakh
government’s initiative, which only disrupted the studio’s work (Bolshakov, 1942).

Having lost political influence over the formation of a national film industry,
Kazakh authorities attempted to pressure the film studio by using their material
resources. In June 1943, the Kazakh SSR Council of People’s Commissars
issued a resolution first listing all fulfilled obligations to the Central United Film
Studio, then noting the studio’s failure to produce any of the planned films on
Kazakh themes. The resolution proposed new measures to establish national
film production infrastructure, including: creating an acting school for Kazakhs,
opening screenwriting courses for Kazakh writers, and recruiting 15 Kazakh
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Komsomol members for frontline film production work with further training
opportunities. In exchange, the Council promised to address supply issues by
providing 20 cows, 100 sheep, and 10 sows; improve housing conditions; supply
construction materials (100,000 bricks and 48 tons of Shuya cement); and assist
with equipment repairs (Council of People’s Commissars and Central Committee,
1943). However, some of the resolutions and reports on TsOKS operations (Siratov,
1942) reveal the studio’s persistent avoidance of Kazakh authorities’ plans. Grigori
Roshal, one of the few directors who actually made a major Kazakh-themed film
(The Song of Abai), provided an eloquent summary of Kazakh authorities’ attempts
to use evacuated resources for building a national film industry. During the Week
of Kazakh Cinema Art organized in January 1944, the great master acknowledged
that one could still only speak of Kazakh cinema in the future tense or conditional
mood (Roshal, 1944, p. 2).

CONCLUSION

Archival analysis demonstrates that the evacuation of the Soviet film
industry to Kazakhstan during the Great Patriotic War involved complex
organizational, managerial, and logistical challenges stemming from both the
region’s socioeconomic conditions and administrative conflicts between local
and union governing authorities. Key difficulties included material and production
shortages, personnel housing problems, and strained relations with local officials
manifested in sluggish and ineffective decision-making. Despite strict resource
rationing and production standards introduced by the TsOKS leadership, these
limitations were never fully overcome. Nevertheless, the industry maintained
operations and met state production targets, evidenced by the quantity of films
completed and stable output during evacuation.

Further study of the film industry evacuation remains relevant for more
detailed analysis of socioeconomic conditions in host republics of Central Asia and
regional cultural policies during the war. Comparative studies with other evacuated
industries could reveal structural patterns in labor and organizational adaptation
at new production sites. Such research would provide deeper understanding of
industry adaptation mechanisms during crises and extreme situations, offering
insights relevant to contemporary economic and cultural administration.
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BBEAEHUE

OBaKyalus COBETCKON KMHOOTpacan B pecnybnmnkn LieHTpanbHoi A3nm
B rofibl Benukoit OTe4ecTBEHHOM BOVIHbI CTana 4acTbio bonee WnpoKon NPaKTUKK
CTPYKTYPHON MOBUAM3ALMN PECYPCOB, XapaKTepPHOM 115 BOBHHOIO BPEMEHN.
Kak nokasbiBaeT CpaBHUTENbHbIN aHanW3 MObUAM3aLMmM MPOMBbILLNEHHOCTY
1 KyNIBTYPHbBIX CEKTOPOB B Pa3NnyHbIX CTpaHax, Bkntodaa CCCP, ycnex agantaumn
B 3KCTPEMaSbHbIX YCNOBMSX bl HANPSAMYIO CBSA3aH C 3 hEKTUBHOCTLIO YNpaB-
NeHVs, KoopaAWHaUVel AeNCTBUIA MECTHbIX U LeHTPaNbHbIX OPraHOB BAACTU,
a Takke CNOCOBHOCTBIO ObICTPO NMepecTPOUTh MPOV3BOACTBEHHbIE MPOLIECCH
Ha OCHOBE OrpaHMYeHHbIX pecypcos (Harrison, 1988). B cnyyae COBETCKMUX KMHO-
CTYANI UX NepemelLeHrie CONPOBOXAANO0CH 3HAYUTENbHbBIMU YCUNUSMY MO adan-
TauMu NPOM3BOACTBEHHbIX MOLLHOCTEN 1 MHMPACTPYKTYPbl K HOBbLIM YCNOBUSM,
Npu 3TOM peluatollee 3Ha4YeHe NprobpeTanyt UMeroLMecs MecTHble MPOV3BOA-
CTBEHHbIE HaBbIKM 1 KynbTypa opraHnsaunv Tpyaa.

Bonpoc o CTpyKTypHO MOBMAN3ALMN KMHOWHAYCTPUM B YCIIOBUSX 3BAKY-
alymn 0COOEHHO 3HaYMM B KOHTEKCTE MOHUMaHMS cneunduKA KUHONPOU3BOL-
CTBa KaKk oTpacan, obnaaatollein cobCTBEHHOW OpraHn3auUMOHHOM N0MMKON
1 OTAMYAIOLLENCS OT MHbIX MPOMBILWNEHHbBIX NPeAnpUATUiA. MiccnegoBaHns sKo-
HOMMYECKVX MOCNeACTBYIA BTOPO MUPOBOM BOMHbI MOAYEPKMBAIOT, YTO B YC/10-
BUSX TOTaNbHOMO AeduLMTa pecypcoB Kto4eBbiM (hakTopoM yCrelHo aaan-
Tauuu oTpacneli CTaHOBUNACh HE TONbKO aiMUHUCTPATVBHAs LeHTpanmn3aums,
HO 1 CNOCOBHOCTb NPEANPUATUIA MCNO/B30BATb NI0KabHbIE PECYPChI 1 3HAHMS,
MOBVNM3YS yKe MMetoLMecs NPaKTVKLA 1 afanTupys 1x Nof HOBble 3adayn
(Broadberry & Harrison, 2020). B cnyvae KMHOOTpacAM Takme NPaKTUKL BKAtO-
Yanu nepeopreHTaLmnio NPOM3BOACTBEHHbIX LIENOYEK, MCMONb30BAHNE MECTHbIX
TPYAOBBIX PECYPCOB M HABBIKOB, @ TaloKe TECHOE B3aMMOAENCTBYE C PErMOHaNb-
HbIMW OpraHamu ynpasneHns, 4To 06ecnevnno BO3MOXKHOCTb NOAAEPKMBATH
CTabUNbHOCTb KMHOMPOLLECCa B IKCTPEMASbHbBIX YCNOBUSAX.

Kpome Toro, BaXKHOW COCTaBASIOLWEN yCnexa 3BaKyaLnm KUHOCTYAU SB1S-
nach coumanbHas cpefa, B KOTOPYHO Obinv MHTErpUPOBaHbl 3BaKyMpPOBaHHbIe
npeanpuaTus. heKTrBHAR CTPYKTYpHas MOOUAN3aLMS KMHOOTPACW Npea-
nonarana He TONbKO (hr3nYecKoe nepemelleHne U MaTepranbHO-TEXHUYECKYIO
afanTaumio, Ho 1 co3faHne 61aronpUsTHLIX YCIOBUI 418 COUVanbHOM MHTe-
rpaunn paboTHMKOB Ha HOBOM MeCTe. BaXKHytO POSb MIpanit KynbTypHble v Npo-
(beccroHanbHble NMPUBbLIYKM MECTHOTO HaCeNeHWs, TOTOBHOCTb 1 CMOCOOHOCTb
NPUHATL U afanTypoBaTb NPOU3BOACTBEHHbIE MPOLIECCHI, YTO 0becneynsano
onepaTvBHbIN 3anyck KnHonpowuseoacTsa (Harrison, 1988; Broadberry & Harri-
son, 2020). [laHHble aKTopbl BbINN HE MeHee 3Ha4YMMbl, YeM agMUHUCTPATUB-
Hble peLleHus, U CNOCODCTBOBaNN TOMY, YTO COBETCKas KMHOOTPAC/Ib HE MPOCTO
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CMOTT1a BbDKMTb B YCNIOBUSIX 3BAKYaLMK, HO U MPOAOMIKING aKTVBHO PAa3BMBATHCS,
C03/aBas B NePUOA BOMHbI 3HAUMMble KyNbTYPHbIE 1 MAEONOrMYeckre apTe-
aKTbl.

B HacTosee Bpems HabnogaeTcs HeoCTaTOK MCCeA0BaTENbCKIMX PaboT,
MOCBSALLEHHBIX N3YYeHWI0 MPUYMH BO3HVKHOBEHMS CIIOXHOCTE NPy 3BaKyaumm
KnHematorpacduyeckoi otpacn CCCP B Anma-ATy Bo Bpems Bennkori OTeve-
CTBEHHOW BOVHbI, @ TakKe ponn Ka3axckux Bnactei B aTom npouecce. Cyule-
CTBEHHbIV BKNa/ B OCBelleHMe AaHHON TeMbl BHEC AOKYMEHTaNbHbI CHOOPHMK
B. ®omuHa «K1HO Ha BoMHe» (PomKH, 2005), B KOTOPOM CobpaH OBLINPHbIA
NCTOPUYECKUI MaTepuan, CBA3aHHbIN C 3BaKyaumnein KuHonHaycTpum. OaHako
B [laHHOW 1ccnenoBaTensCckon pednekcum OTCyTCTBYIOT HEKOTOPbIE apXMBHbIE
AOKYMEHTbI, OTKpbIBatoLiMe 4715 HaC BO3MOXHOCTb AOMOAHEHNS NCTOPUYECKON
KapTWHbI HOBbIMIW DaKTaMu, Ha OCHOBE KOTOPbLIX MOXHO AaTb 6onee 06beKTnB-
HY10 OLLeHKY cobbITUAM. CienaTh 3TO COXHO, T. K. CyLLeCTBYET MHOTO CyObeKT1B-
HbIX ICTOYHMKOB, TaKNX KaK MeMyapbl M BOCMOMMHAHWS KnHeMaTorpaducTos —
CaMMX YHaCTHMKOB OMMUCbIBaeMbIx COBbITUI: «50 NeT B KMHO» (Kynewos, 1975),
«O KMHO — CBMAETeNbCKIME NMOKa3aHns» (bneliman, 1973), <YCTHble paccKasbl»
(PomMm, 1989), «33eHWTelH B BOCNOMUHAaHWX COBpeMeHHMKoB» (HOpeHes, 1974)
1 AP. ITU UCTOYHMKM, XOTS M LUeHHbI C TOYKM 3PEHUS MYHOrO OMbiTa, HepeaKo
OTpaXatoT HAVBYAYaNbHbIe BNeYaTNeHns v MOTyT COAEPXaTb NCKaxeHW s, 0by-
CNOBReHHble MPeAB3aTbIM OTHOWEHWEM aBTOPOB K OMMCbIBaeMbIM UMY COBbI-
TUAM. B CBA3M C 3TVIM BO3HMKaeT HeOBXOAMMOCTL NepecMoTpa faHHbIX MaTepu-
anoB C nNpvBAeYeHreM obLMPHOro Habopa apXMBHbIX AOKYMEHTOB A1 6onee
0OBEKTMBHOTO aHanm3a cobbiTuI. B KauecTBe 06beKTa 1CCNef0BaHNs UCMOSb-
30BaHbl MaTepuansl Apxmea pe3sngeHTa 1 LleHTpanbHOro rocyfapCcrBeHHOro
apxunBa Pecnybnuku KasaxctaH. MpefMeToM 13yyeHys cTana aBakyalms KUHO-
cTyamii B Kazaxckyto CCP B rofsl Benukoit OTevecTBeHHOM BOWHbI. [10A06HbIN
paKypc NO3BOANA BbISIBUTL CKPbIThIE 3aKOHOMEPHOCTH, CBA3aHHbIE C BANSAHVEM
TSHKENbIX ObITOBBIX YCNOBUI Ha (DYHKLUMOHMPOBaHWE 3BaKyMPOBaHHbIX KMHe-
MaTorpadu4eckmnx y4pexaeHunii. BeigBrHyTa runoTesa, 4To npuymHbl MHOTMX
HeyaobCTB BblNK CBSA3aHbI HE TONBKO C BOEHHbIM BDEMEHEM, HO U C AEVCTBUAMM
MECTHbIX BNacTel, CTPeMUBLUMXCS MCMONb30BaTh 3BaKyaLMto AN NOCTPOeHNS
HaLWOHaNbHOW KNHOUHAYCTPUY.

KviHoneHTbl «/BaH Mpo3Hblin» C. S3eHWwTelHa, «OHa 3aluLLaeT pognHy»
®. dpmnepa, «Hawecteune» A. Pooma, CTaBWmMe KNAaCCUKOW MUPOBOTO KMHO,
a Tatoke 0bLLee YMCNO CHATBIX 3@ BECb NEPUOL BOMHBI KMHOMUABMOB (a X Obino
6onee 400), BKItOYaOUWMX B CeOS KaK MONHOMETPaXKHbIe U OKYMEHTanbHble
KMHONEHTBI, TaK U KOPOTKOMETpaXKHble 3MM130Abl KUHOXYPHAN0B, — BCE 3TO
B COBOKYMHOCTY MOCAYKMUNO HArNAAHOM 4EMOHCTpaLMeit Toro, YTo CoBeTCKas
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KVHOMPOMBbILLNEHHOCTb COXPaHmna cBot 3hEKTUBHOCTb M YHUKANBHOCTb faXe
B TSHKeNbIX BOEHHbIX YCNOBUSAX. 3a YeTbIpe rofia BOMHbI COBETCKME KMHOPaboT-
HVIKW U flesTeny UCKYCCTBa COBEPLWMNAN KOMNEKTUBHBIN TPYAOBOW MOABUT, KOM-
NNEKCHYHO OLieHKY KOTOPOTO MOXHO AaTb TOMbKO HA OCHOBE CHHTE3a apXMBHBbIX
MCTOYHMKOB 1 OMYBANKOBAHHBIX MEMYaPOB.

®DYHKLNOHNPOBAHUE KNHOOTPAC/IN B YC/IOBUSIX 3BAKYALL MY
B roabl BENMKO OTEYECTBEHHOW BOWHbI

PelieHne 06 3Bakyaunmn Ha Tepputopumto CpeaHert A3nmn BeayLmnx CTyanii
(Knesckas knHoctyams, Opgecckas KUHOCTyans, «Coto3MynsTdrnbm», «Coto3-
aeThunbm», «/leHbrnsm», <Mochrnnbm») 6bIN0 NPUHATO B Mtone 1941-ro. [lge
camble KpynHble cTyammn B CCCP — «/leHdunbm» 1 «<Mochunbm» — nepebasn-
poBanunck B ropofd Anma-Ata Kazaxckoin CCP v yxe 15 Hos6ps 1941 roaa 6bian
MHTErprpoBaHbl B OAHO NpeanpuaTue — LieHTpanbHyo 06beanHeHHYo K1HO-
ctynvito (LLOKC) (McTopus KasaxcTaHa, 2016). PykoBoavTenem HOBOW CTPYKTYpbI
6bI71 HazHaveH M.B. TUXOHOB, KOTOPbI K TOMY MOMEHTY NpoLlen TPYAOBOK NyTb
B KMHOOTPACAU AVHO B 18 neT. HaynHan oH C AOMKHOCTY YNONHOMOYEHHOTO
no hu1HaHCcoBbIM OnepaLmnsam Ha «Mexpabnom-Pycb», 3aTeM bblf 3amMecTUTenem
HavyanbHWKa KnHokommuTeTa. XygoecTBeHHbIM pykosoguTenem LIOKC cTtan 3Ha-
MEeHUTbIV pexunccep ®. dpmnep.

[of opraHu3aunto Npomn3BoacTBeHHbIX LexoB LOKC CoseT HapoaHbIxX
KommccapoB Ka3CCP Bbigenvn ABa cambix 60nbluvX 30aHns B Anma-Ate — [lgopel]
KyNbTYpbl U KUHOTEaTp «Ana-Tay» (CoBET HapOAHbIX KOMUCCAPOB U LieHTpansHbIM
komuTeT KIN(6) KazaxcTaHa, 1943). OaHako Ha NPOTshKeHWI BCero nepuoaa hyHk-
LUMOHMPOBaHNS PabOTHUKM KMHOOTPACAK CTankuBanach C XKNANLIHO-KOMMY-
HaNbHbIMK NPOBAEMAMU N KECTKOW KOHKYPEHLMel 3a MOMelleH NS 13-3a NOToKa
3BaKYMPOBAHHbIX NPeanpUaTUiA. Kazaxckunii rocyaapCTBEHHbIN YHUBEPCUTET,
a TakKe 3BaKyMpPOBaHHbIN MOCKOBCKMI aBMaLMOHHbBIN MHCTUTYT NPOBOAUAN
CEMUHAPCKME 3aHATNSA U NEeKUMN B aKTOBOM 3ane [1Bopua KynsTypbl, KOTOpble
exegHeBHO nocelwanu 150 CTyAeHTOB, YTO CO34aBano CTECHEHHbIe YCOBUA
ana paboTsl KMHocTyaumn. ObbeanHEHHas KUHOCTYAUS NOAyYMna B CBOe pac-
nopshkeHue fBa NaBwIbOHa BO [lBopLie KynsTypbl Ha 600 M? 1 210 M? 1 ellje ABa
nomelleHuns pa3mepom no 350 M? kaxkaoe B 3gaHnn KuHoTeaTpa «Ana-Tay» (Tuxo-
HoB, 1942). CymMapHas nnoulaflb MPOU3BOACTBEHHbIX LIEXOB cocTaBmna 1500
M?%, 4TO ObINO B [1Ba pa3a MeHblUe, Yem NAOoLIab BCEX CbEMOYHbIX MNaBMIbOHOB
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«Mochunbmar. HexsaTka nomelleHnin NprBoamMna K yaavHeHo Npon3Bog-
CTBEHHbIX CPOKOB, YTO CKa3bIBaNOCh Ha Ka4YeCTBE BbIMyCKaeMOM KMHOMPOAYKLMY,
T. K. paboTa Ha nnoulagke NPoxXoanna B YeTbipe CMeHbI.

OcTpo cToan Bonpoc obecnevyeHns paboTHUKOB CTyaMM Heobxoau-
Mor xmnnnnowaanbto. CornacHo noctaHosneHuto CHK KazCCP ot 12 ceHTa6ps
1941 ropa «O6 opraHmM3aummn KasaxcKor KUHOCTYAMM» KUHOPaboTHMKaM Obinn
NpeaoCcTaBneHbl HOMepa ANs NPOXMBaHWS B YETbIPEX rOCTUHMUAX AlMa-ATbl
(CoBeT HapoaHbIx kommccapoB Kasaxckoit CCP, 1941). OgHako B Hosibpe Hapoa-
HblA KOMKCCapuaT 06OpOHbI MPUHKMMAET pelleHne 06 opraHmnsaumnm Ha Tep-
pPUTOPMY TOCTUHMLbI N2 4 BOEHHOrO rocnmuTans, rae Ao 3Toro, COrnacHoO CeH-
TAOGPLCKOMY MOCTaHOBNEHWIO, PabOTHUKK «/leHduAbMa» Noayymnm 105 Homepos
AN NPOXMBaHWA. TopoaAcKas agMUHUCTPaLns, OpraH13oBaB CPOYHOE Bbice-
neHne KnHemaTorpaducToB 13 rocTUHULbI N2 4, CTONb e onepaTuBHO obe-
CNeYnTb Xunsem cmorna nnwb 50 cemeit. OctanbHble 350 YeNoBEK HECKONbKO
Hefenb UK CO CBOMMM CEMbSIMI B MaBWIbOHaxX 1 KOpPMAOpax CTposLueics
LIOKC Ha TeppuTopum [lBopua KynbTypbl (KomMuTeT /leHnHCKoro KoMMyHUCTmYe-
ckoro Coto3a Monoaexn KasaxctaHa, 6e3 aaTbl). Ha OCHOBaHWM NWCbMa AVPEK-
Topa LWOKCa npencenatento CoBHapkoma KCCP H. YHaackiHoBY 0T 15 nexabps
1941 roaa (TvxoHOB, Spmnep, 1941) MOXHO caenaThb BbIBOAbI O Helobpoxena-
TeNbHOM OTHOLWEHWN MECTHbIX BNACTel K paboTHMKaM KuHemMaTorpaduyecKon
OTpacnn, BblpaXKaBleMCs B HEPaCTOPOMHOCTY fopcoBeTa Npuy MPUHATUN Mep,
NPU3BaHHbIX PeLLNTb CNOXKMBLIYIOCS Npobaemy. OfHMM V3 TakKX peLlermnin cTano
BblgeneHve 120 HomepoB B rocTnHuLe «/Jom COBETOB», OAHAKO 13 COLEePKAHMA
nvcbMa CcnegyeT, YTo haKTUYecKn KHeMaTorpaducTsl CMOMN NOAYYUTb TONBKO
97 HoMepOoB. 3TOT (haKT HaXOAMT CBOE NMOATBEPXAEHVIE TaKKe B BOCMIOMUHAHYISX
KnHoonepatopa b.A. Cokonoga: «B oTHOWeEHMW X1nbs B AnMa-ATe HbI710 04eHb
nnoxo. Npuexan Tyaa elie acCUCTEHTOM W KW Ha cTyanu. [axe Obin MOMEHT,
Korga s HoveBan B KabuHeTe. AnMa-aTMHCKas CTyaus He Morfla NpefocTaBnTb
BCEM BO3MOXHOCTb TaM XWTb, @ CHUMaTb KBapTUPY Y MeHs He Obino CpeacTs:
3apnnata Hebonblas bbina. [103TOMYy s O4eHb JOAroe BPEMS XM Ha CTyanM»
(ByaseH B., Mo3Hep B., YepHesa 1., 2018, . 529).

KpaliHe TsensiMu 6biiv MaTeprianbHO-0bITOBbIE YCNOBUS NMPOXMBAHMUS
pPabOTHUKOB KMHOOTpacau. B BelleynoMsHyToM «/lome COBETOB» B UTOre Opra-
HM30BaHHOM fOpCcoOBETOM 3BaKyaumn obuTana bonblias 4acTb BCEX 3BaKyM-
POBaHHbIX KNHOPaBOTHMKOB (520 cemeit), U rNaBHOM TEMOW BCeX NapTUIAHbIX
cobpaHuin KNHOCTYAMK cTanu npobnemsl bbiTa. Halle BCero 3Byyant xanobsl
Ha nepebon 3neKTpu4ecTBa, OTCYTCTBME AOMKHOIO BOAOCHaOKEHNS, KaK
1 Ha CKyfiHoe obecneveHne paboTHUKOB HEOOXOAMMbIM HabOPOM NMPOAYKTOB
nUTaHus. ApKNUM NOATBEPHKAEHUEM BbILIECKA3@HHOMY CAYXUT KONNEKTUBHOE
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nncemo npeacenatento KnHokomuteta CCCP V1. Bonbliakosy oT 14 sHBaps 1944
rofia, NOANMUCaHHOE LECTbIAECATHIO TPEMS PabOTHMKaMUW KMHOOTpacn. B Hem
OMVICLIBAIOTCS MOUCTUHE XKYTKME BbITOBbIE YCNIOBUS, MPUYNHON KOTOPLIX SBAS-
eTCS eXeMecsYHOe OTKIYeHVE aneKTprnyecTsa B «[lome COBETOB» CPOKOM OT 5
00 15 aHeit. 113-3a OTCYTCTBUS 3NeKTPO3IHEPTr UM Ha TaKow MPOAO/MIKNTENbHbI
CPOK KNHOPABOTHMKM NULANNCh BOIMOXHOCTU KUMSTUTb BOAY, YTO CTano npu-
YMHOW CO3AaHMs aHTUCAHUTAPHbBIX YCNIOBUI 1 pacnpoCcTpaHeHus annaeMmnn
HptowHoro Trda, ckapnaTuHbl 1 rpunna. ECAv 3neKTprYecTBO BKAOYANN, TO,
KaK npaBwuno, B nepunoa ¢ 9 o 18 4acos, Kkoraa 60Mblias 4acTb PABOTHWUKOB TPy-
annock B LIOKC (KonnekTre 13 63 aBTopoB, 1944). MNepebon B aneKTpocHabe-
HWU 1 OTCYTCTBME HEOBXOAVMbIX MaTEPNanoB HabMtoaanMCh U Ha CbeMOYHbIX
nnowagxax. KnHopexunccep M. POMM NpsiMo yka3biBaeT Ha npobnemy B CBOEM
nycbMe ANPEKTOPY KUHOCTYAMYK M. TVXOHOBY, TOBOPS O TOM, H4TO Y CTYAUN «HeT
neca, TpaHCNopTa, reo3aer, GaHepsbl, NaBMUAbOHHOM NAoWaan, 6eH3nHa, MaHy-
(haKTypbl, KOXK, He XxBaTaeT paboyelt C1bl — CNIOBOM, HET BCErO TOTO, K YemMy
Mbl MPVBBIKAN, YTO Mbl CHMTaeM abCoMOTHO HEOBXOAMMbBIM AN MOCTAHOBKM
KapTUHbl» (PomM, 1942, 1. 5).

Ha oCcHOBaHMW AaHHOTO MMCbMa MOXHO MOAYYNTb YeTKoe npeacTasne-
HMe O TOM, HAaCKO/bKO N5 OpraHM3aumnmn CbeMOYHOro NPoLLecca He xBaTano
anekTpoaHepruu: ee y LIOKC 6bin10 B Ba pa3a MeHblUe, Yem TO ee KONMYecTBo,
KOTOpbIM pacnonarana Kuesckas ctyaus (Pomm, 1942). Maclutab npobnemsl 6bin
HaACTONbKO BeNVK, 4TO noTpeboBanock noctaHosneHne CHK CCCP, B KOTOpPOM
3anpeulanock OTKIOYEeHNe U Kakre Bbl TO HY BbIN0 OrpaHuYeHrs NOCTaBOK
anekTpoaHeprum LIOKC, TalkeHTCKOM 1 CBEPANOBCKOM KUHOCTYAMSM (KoMMTeT
no aenam KnHematorpadum npn CHK CCCP, 1943).

PelleHue faHHo Npobaembl npegnoxun M. POMM BCe B TOM e Nucbme
AVIPEKTOPY KUHOCTYAUM M. TUXOHOBY, KOTOPOE NOAYYMI0 Ha3BaHWe «TBOPHECKUIA
PEXMM 3KOHOMUM». BNOCNeACTBIM 3TOT «pexnm» Obln 0POPMIEH B MPOU3BOA-
CTBEHHbIVI HOPMaTWB 1 NpefcTaBneH BCeM paboTHMKaM KMHOCTYAMY B 0DULM-
ansHoM obpauleHun pykosoasuero coctaBa LIOKC. B yacTHocTH, bbinv BBE-
AeHbl OrpaHNYeHns Ha NONE3HbIV MeTPaXk BbIpaboTaHHOM NAeHKM B pa3mepe
1800 METPOB Ha OfiHY NOMHOMETPAKHYIO KapTUHY W Ha NAoWaAn aexopaumi,
CTPOALWMXCA B NaBUNbOHaX, B Npeaenax 2000-2400 kagpaTHbIX METPOB. Takxe
B JOKYMEHTE YCTaHaBAMBANCA NMPefebHbI CPOK MPOU3BOACTBA MONHOMETPaX-
HOW KapTWHbI B 6 MecsaLeB 1 JaBanncb pekoMeHaaumMmn no opraHnsaumm cbe-
MOYHOTO npolecca, BKAYatolmne B cebs MUHUMMU3aLMIO CLeH, TpebytoLmx
naHopaMHbIX CbEMOK, MOACBETOK, HONBLIMX MAaCCOBOK M HOYHBIX CMeH (TUXOHOB,
Tpaybepr, dpmnep, 1942). 3Tv Mepbl, 6€3yC0BHO, OKa3anu NonoKUTeNbHOE BU-
AHVE Ha BbIMNOMHEHWE rOCMaHa No NPON3BOACTBY KMHOKAPTWH. 3a BECb Meprof
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3Bakyauwmu, c ocerHu 1941 rona no 1943 roa, 66110 co3aaHo 20 KOPOTKOMETPAXHbIX
KMHOHOBEeNN, a Takke 6onblie 40 NOAHOMETPAXKHbIX KMHONEeHT. OfHaKO 13 aHa-
nn3a xanob brHaHCoBOro oTAena KMHOCTYANN, apXMBHbIX JOKYMEHTOB MOXHO
cnenaThb BbIBOA, YTO HE BCE MPUAEPXKMBANNCH YKa3aHHbIX HOPMATUBOB. Toro-
BbI CpefHui MeTpaX hrnbMoB, Bbinyckaembix LIOKC, ocTaBancs Ha ypoBHe
2500-2800 meTpoB (LleHTpanbHas obbeanHeHHas KMHocTyamns, 1942).

Mpobnembl C MaTepranbHO-NPON3BOACTBEHHOM 6a301 MOXKHO OOBACHUTH
M3HavYanbHoW cNaboCTblo TEXHUYECKOTO OCHALLEeHMS COBETCKOW KMHOMPOMbILL-
neHHocTn. OfHaKo TPYAHOCTM, CBA3aHHble C obecneyeHrem HeobxoaAMbIM
CbIpbeM 1151 CbEMOK B BU1/E INEKTPOIHEPrUM, Neca U TOMANBA, a TakKe C opra-
HMU3aUMeNn NOMEeLWLEHNN AN Paboymx LIEXOB, CbEMOYHbIX MaBUALOHOB W XKMOM
nnowaan saBAAAUCL CNEACTBMEM COBEPLIEHHO UHbIX MPUYMH. 1151 TOro YTOObI
NX MOHATb, HEOBXOAMMO UCCNeaoBaTh CneunduKy MHCTUTYLMOHANBHOMO B3a-
MNMOMENCTBNS Y4aCTHUKOB KMHEMaTorpahmyeckoro Npon3BoACcTBa. IBaKynpo-
BaHHbIe KMHOCTYANN aKTUYeCKM MOAYNHANNCH TPEM Pa3NvYHbIM MHCTAHUMAM,
a MMEHHO: Bcecoto3HoMy KOMUTETY MO Aenam KuHeMaTtorpadun, 3BaKynpoBaH-
HoMy B HoBOCMBUPCK, ynonHoMoveHHoMy KnHokommuTeTa no CpeaHent A3mm
1 KazaxcTaHy, KOTOPbI Haxoamnncs B TallKeHTe, U MeCTHbIM BacTam. Ecnn Komu-
TeT No aenam KnHemaTorpaduy 3aH1MMancs pa3paboTKol reHepansHoOro nnaHa
N0 NPOU3BOACTBY KNHOKAPTWH, @ YNOAHOMOYEHHbIV KHokoMmnTeTa no CpeaHel
A3nn (cornacHo MonoxeHunio oT 6 okTA6ps 1941 rofa) oCyWlecTBASN PYKOBOA-
CTBO MO aAMUHNCTPATUBHbBIM 1 DMHAHCOBLIM BonpocaM (KomuTeT no aenam
KnHematorpadum npu CHK CCCP, 1941), To B BeAE€HMM MECTHbIX BNacTel bbinu
XO35MCTBEHHbIE 3aa4n, TaKMe KaK MOCTaBKa 3NeKTPO3IHEPTM 1 TONAMBa AN
TpaHcnopTa, obecneveHne NoMeLEHNAMU A8 CbEMOYHbIX MaBUABOHOB M XNIOM
nnoulaabto paboTHUKOB U X cemMeit, CHabxeH e CTyaAnI HeobXOoAUMbIMI CTPOI-
MaTepmnanamu ansg Aekopauuii, a Takke opraHM3aumsa NocTaBoK NpPoayKTOB
nUTaHMs.

CHK 1 UK KM(6) KazaxcTaHa yBuaenu ansa cebs B CNOXMBLIEKCS cuUTya-
LMV BO3MOXHOCTb MOCTPOUTb HaLMOHANbHYIO KMHOMPOMBILLNEHHOCTb Ha ba3e
9BaKYMPOBaHHbIX CTyaNiA. CTOMT OTMETUTL, 4TO MaBa KuHokomuTteTa V. Bonb-
LIAKOB CBOMM MrcbMoM npeacepatento CHK H. YHaaceiHoBy oT 28 niong 1941 ropaa,
B COLEPXaHMM KOTOPOrO HI pasy He ynoMyHanack 3Bakyaums, BMeCTo yero
npo3By4anu obellaHns HanpaBmUThb «3HAYNTENbHYIO YaCTb BeAyLLMX TBOPHYECKMX
PabOTHNKOB 1 HEOBXOAVIMYIO TEXHUKY, MOTHOCTbIO 0bECneYMBatoLLYt0 OpraH3a-
LMO NPOM3BOACTBA XYAOKECTBEHHbBIX (DMNbMOB» (Bonbluakos, 1941), nan seco-
Mble OCHOBaHMA MECTHbIM BNACTAM PACCMaTPUBATL MAaHbl NO Pa3BepPTbIBAHWIO
HaLVOHaNbHOMO KMHOMPOM3BOACTBA HA CAMOM BbICOKOM YPOBHe. Yxe B [1ocTa-
HoBnerun CoBeTa HapoaHbIx koMmnccapoB Kazaxckor CCP Ne 762 oT 12 ceHTA6ps
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1941 ropa «O6 opraHm3aunm Kasaxckoin KMHOCTYAWM», Ka3axcKne Bnactun obo-
3HAYWIV CBOV MHTEPECHI, 3aK/TH0YABLINECS HE CTOMTbKO B NMOMOLLY OPraHn3aLmm
3BaKYMPOBAHHOW KNHOCTYAMM, CKOMbKO B 0OECNeYeHin HalMOHanbHbIX MHTepe-
COB MyTeM BOCMWUTaHWS HOBbIX KAAPOB B KMHOMPOU3BOACTBE NPENMYLLECTBEHHO
13 Ka3ax0B 1 CbeMOK (UIbMOB Ha Ka3axCKyto TeMaTUKy. Takke MEeCTHbIE BNacTh
CMOMV AOBUTBCS TOTO, YTO B AAHHOM NOCTAHOB/IEHWM 3@ OTAENOM NponaraHsl
n arvTaumm LK KIM(6)K 66110 3akpenneHo npaBo paccMaTpuBaTh U yTBEPHAaTb
TemMaTryeckume nnaHsl KnHocueHapues (CoBeT HapoaHbIx KoMuccapos Kasax-
ckom CCP, 1941).

HeobxoaMMO OTMETUTb, HTO PYKOBOACTBO CTYAMUM Ha perynspHol OCHOBe
oTnpasnsano B LK n CHK pecnybnuikmn nnaHbl, OTpaxatolye CTpeMaeHne cTyamn
BbINYCKaTb MUIbMbI Ha Ka3axCKyto TemaTuky. Tak, Ha 1942 rog 6bino 3annaHu-
POBaHO MPOV3BOACTBO 10 KOPOTKOMETPAXKHbLIX DUABMOB, MOKa3bIBaOLLYX NOA-
BUWT KA3axCKOro Hapofa B TbiNy, U 2 NONHOMETPaXKHbIX DrAbMa, OCHOBaHHbIX
Ha KasaxckoM onbKnope. B kayecTse NCMNOAHUTENEN NNaHMPOBaNoCh Npu-
BNeYb TaKMX pexunccepos, kak W. Meipbes, B. MNynoBkuH, [1. BepTos, 0. Pali3maH,
I Powansb, b. BapHeT. OaHaKo NO UCTEYEHMU HECKONBbKINX Mecal, paboTbl LIOKC
Ka3axcKue BNacTu NPULLAN K BbIBOAY, 4TO MaaHbl No 6onbluelt YacTu oCTaHyTCs
Ha bymare. 11 HefonyLieHys 3TOro MecTHble BAacTu, OTBeYatol e 3a obecrne-
yeHure LIOKC HeobxoanMbIMK MaTepranamu, CTanu UCnonb30BaTh B Ka4ecTse
pblyara gaBneHus agMUHUCTPaTVBHbIV pecypc. [1py 3TOM CTOUT OTMETUTb, YTO
OKa3aHue JaHHOro BO3AENCTBMSA Ha KNHOCTYAMIO OCYLLECTBASNOCE NyBaANYHO.
Tak, Ha oaHOM M3 napTbtopo LIOKC pedepeHT oTaena nponaraHsl 1 arutaumnm
LK KN(6)K tO. TokapeBa BbICTyNMNa C FPOMKUM 3asiBneHnem: «Bol TpebyeTte
OT NpaBuTeNbCTBa KasaxcTaHa yCTpOCTBa BallMX MPOV3BOACTBEHHbIX Aen. Bam
y)Ke MHOTO cfienaHo, a Bbl AN KasaxcraHa Hu4ero He ganu. 13 Npon3BoaCTBeH-
HOro niaHa s He BWXKY KapTUH U KNHOCOOPHMKOB Ha Ka3axCKoM MaTepuane»
(MapTbtopo LieHTpansHoM 06beanHeHHOW KMHOCTYANN, 1942).

B cepennHe aHBaps 1942 rofa no nHuumnaTtuee 3amectutend lpeacesa-
Tens CHK KCCP T. TaxkvbaeBa bbin0 OpraH1M30BaHO coBellaHue, Ha KOTOPOM
NoAHMMANCA BOMNPOC CO3AaHMns Ka3axcKoro kKommnTeTa no feflam KnHemaTtorpa-
bum ans ocyllecTBNeHWS NPSIMOro pykoBoacTBa LieHTpanbHoM 06beanHEHHOM
KMHOCTYAMEN. PakTUYecku peyb Wa O TOM, HTObbI NNWKTL LiIeHTpanbHOE pyKOo-
BO/CTBO B 1L V1. BonbliakoBa, Haxoasulerocs B HoBocMbrpcKe, BO3IMOXHOCTM
NpUHUMaTb yNpaBaeHYeckre peleHus. NoapobHas aprymeHTaumns AaHHoro
pelleHns bbina NpeacTaBneHa B AoKNaaHoM 3anucke T. Taxunbaesa cekpeTapto
LK KM(6)K H. CkBopuosy v npeacenatento CosHapkoma KCCP H. YHaacsIHOBY,
rae 6bI10 CKkazaHo, YTO OpraHn3aLmK, NPUHUMatOLME Kak aAMUHUCTPaTUBHO-
yrpaBneHyecKe peleHns B BOnpocax KMHOMPOW3BOACTBA, TaK 1 TBOPYECKMe
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(yTBEpXKAEHMEe CLieHapmeB, akTepCcKoro cocTasa v T. 1.), paboTatoT Heathdek-
TUBHO 13-3a TeppUTOpUanbHOM pa3oblieHHoCT. [lanee B 3TOW 3anucKe nNpo-
3ByYana MHULUMATVBa MO ONTUMM3ALMM CPOKOB COMNACOBaHMS U UCMOMHEHUS
NpOV3BOACTBEHHOIO MN/aHa 3a CHeT co3aaHuns «opraHu3aumy npy CoBHapKome
Ka3CCP pecnybnukaHckoro Komuteta no genam KnmHematorpadum no tuny
COI03HO-PeCnybANKaHCKKX HAPKOMATOB, YTO He MPOTUBOPEYMT Kak KOHCTUTYLMK
Coto3a CCP, Tak v KoHcTuTyumm Kasaxckoin CCP» (Taxmbaes, 1942). B onepaTtuie-
HOM pexume bbina co3faHa KOMUCCUS ANS HanuCaHKs NpPoeKTa NocTaHoBe-
HYIS MO BOMpPOCY opraHm3aumn KnHokoMmTeTa B KazaxcTaHe, 4To noTpebosano
OT fAelicTBytoWero npeaceaatens KomuTeTa no genam KnHematorpadum npu
CHK CCCP pewmnTenbHbIX Mep € MCMONb30BaHMEM CBOETO «annapaTHOro Becar.
V. Bonbliuakos Hanpaeun nucsMo cekpeTapto LK KM(6)K H. CkeopLosy, B KOTO-
POM 3By4anu 06BMHEHMS B TOM, YTO MECTHbIE BNacTW HeNpaBWabHO NMOHSAAN
cneunduKy paboTbl 3BaKyMPOBaHHbIX CTyani. Tatoke Mpeacenatens KommreTa
no genam kuHematorpadumn HanoMmHuma, 4to CHK KCCP B 1930 rogy nonyunn
060CHOBaAHHbINM 0TKa3 B CO3AaHWM pecnybnmnKaHCKOro opraHa ynpasneHmns KMHo-
NpoV3BOACTBOM. [MMCbMO 3aKaH4YMBaNoCh TpeboBaHVEeM, aiPeCcoOBaHHbIM TNYHO
CKBOpPLIOBY, O npeceyeHur aaHHon nHumatrebl CHK KasaxctaHa, koTopas
«Ae3opraHnsyet paboty cTyaumn» (bonbluakos, 1942).

MoTepsiB BOIMOXHOCTb MNOAMUTUYECKOTO BAVSHYIS Ha Npolecc GopMmnpoBa-
HVS HaLUMOHanbHOM KMHOMPOMBbILWAEHHOCTH, Ka3axCKye BNacTu NbITanncs OKasbl-
BaTb aBNeHwe Ha KNHOCTYAMIO, MCMONb3Ys CBOV MaTepuanbHbIi pecypc. B nioHe
1943 ropa CHK KCCP npuHanu noctaHoBneHme, Ha4ano KOTOPOro CoAepxano
nepeyeHb BCex BbINMonHeHHbIx 06513aTenscts nepen LIOKC 1 yka3aHne Ha To, 4To
HY OHOTO (bMNbMa Ha Ka3axCKyto TEMaTUKY, 3asiBAEHHbIX B NAaHe, CTyAveln npo-
13BeAEHO He bbIn0. [lanee B NOCTaHOBAEHMM ObINN ONUCaHbl OYepeaHble Npea-
NOXeHWs N0 COo3faHMIo HalMoHanbHOM 6a3sbl KMHOMPOW3BOACTBA, BKIOYatoLL Ve
B cebs TaKve MeponpUsTUS, Kak OpraHM3aLns aKkTePCKOM WKObl AN Ka3axos,
OTKPBITVE KYPCOB 115 M1caTeneit-ka3axos No CLieHapHOMY MaCTePCTBY, a Takxke
Habop 15 KazaxCKnx KOMCOMOMbLEB A/1s1 paboThl Ha NepefoBOI KMHOMPOW3-
BO/CTBa C BO3MOXHOCTbI0 fanbHeliero obyyerus. Bsamen CHK KCCP obelan
pewnTb Npobnemsl C nuTaHneM, Boiaens 20 kopos, 100 osel 1 10 CBMHOMATOK,
YNYHLWUTE KUNULLHO-ObITOBbIE YCNOBUS, @ Takke obecneynTs HeobXoaNMbIMY
cTpouTenbHbIMU MaTepranamu LieHTpanbHyto o6beanHeHHyto cTyamto (100 Toic.
WTYK KMPNMYa 1 48 TOHH WYMCKOro LieMeHTa) Y MOMOYb B PEMOHTE TEXHUKM
(CoBeT HapoaHbIx KoMUCCapoB 1 LieHTpanbHbIl KomuTeT KIM(6) KasaxcTaHa, 1943).
OfHaKko psaa nocTaHoBeHUA 1 cnpaBok o paboTe LIOKC (CupaTtos, 1942) conep-
aT MaTepuansl, ykasbiBatole Ha To, YTO CTYAUs He CTpemMuiach BbINONHATb
nnaHbl Kazaxckyx Bnactelt. I. Polans, OAvH 13 TeX MacTepoB, KTO BCe e caenan
60MbLLION hUNBM Ha Ka3axCKyto TemaTuky «lecHs Abasi», NoBeN KpaCHOPEYMBbIN
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MTOT MOMbITKaM Ka3axCKMX BNacTel BOCNOb30BaTbCS IBAKYMPOBAHHbIMU pecyp-
camu iNs NOCTPOEHMS HaUMOHaNbHOW KNHOMPOMbILWNEHHOCTW. B siHBape 1944-ro
Hbina opraHn30BaHa «Hefens Ka3axCKoro KMHOVICKYCCTBa», Tie BeNVKUA MacTep
NpU3Han, 4TO «O Ka3axCKoW KuHemaTorpaduy Moka MOXHO rOBOPUTbL TOMbKO
B ByayLeM BPEMEHW UM B YCNIOBHOM HaKNoHeHU» (Polank, 1944, . 2).

3AKNHOYEHUE

V13y4yeHvie apxMBHbIX JOKYMEHTOB MO3BOMSET 3aKMOUNTb, YTO 3BaKya-
LMt COBETCKOW KMHooTpacau B KazaxcTaH B roasl Bennkoit OTeqecTBEHHOM
BOWHbI CONPOBOXAANACH LebIM KOMMNEKCOM OpraHn3aLMOHHO-YNPaBIeHYeCKuX
1 MaTepuanbHO-TEXHNYECKKX Npobnem, 0byCNOBAEHHbIX KaK CIOKHOM colnans-
HO-3KOHOMWYECKOW CUTyaLVeln B MPUHMMALOLWEM PernoHe, Tak 1 agMUHUCTPa-
TUBHbIMY KOHDAVKTAMU MEXAY MECTHbBIMY 1 COIO3HBIMW OpraHamMu yrpaBneHus.
OCHOBHbIMY TPYAHOCTSMM OKa3anuch HeJOCTaTOK MaTepUanbHbIX 1 MPOU3BOA-
CTBEHHbIX pecypcoB, Npobaembl C pa3melleHemM nepcoHana, a Takxke Hamnps-
XKEHHble B3aMMOOTHOLWEHMS C MECTHBIMU OpraHamy BacTu, NposiBAsBLMecs
B MeANTENbHOCTU U HEI(DMEKTUBHOCTY NMPUHUMAaEMbIX pelleHunid. HecmoTps
Ha BBefeHMe PexnMa HeCTKON 3KOHOMYMIW PeCcypCoB ¥ HOPMATUBOB KMHOMPO-
N3BOACTBA, NPeAIOXKEeHHbIX pyKoBOACTBOM LIOKC, NoNHOCTLIO NpeofoneTs npo-
M3BOACTBEHHbIE OrPaHMYEHNS He yAanock. B TO e Bpems KMHOOTpac/b CMOr/a
COXPaHWTh XKM3HECNOCOOHOCTb 1 0becnevnTb BbINOAHEHNE rOCYAapCTBEHHOIO
nnaHa, Y7o NOATBEPKAAETCS KOMMYECTBOM BbIMYLEHHbIX PUABMOB U CTabub-
HOCTb}0 MPOM3BOACTBEHHOIO NpoLecca B YC/OBMSX 3BaKyaLnu.

[anbHeliwee n3yyeHvie TeMbl 3BaKyaLy KNHOOTPACAK NpeacTaBnseTcs
aKTyanbHbIM B KOHTEKCTe bonee feTanbHOro aHanusa coumanbHO-3KOHOMMYe-
CKMX YCNOBWIA B NpUHMMatoLWmx pecnybnvkax CpeaHel A3nm 1 pervoHanbHbix
aCMeKTOB KyNALTYPHOM MONUTHKK Nepuoaa BoMHbl. OCobbI Hay4YHbIN HTepec
npefcTaBnseT cpaBHUTENbHOE UCCEeA0BaHME ONbiTa 3BaKyaLMyt KMHOOTpacan
C APYrUMU OTPacNsMK COBETCKOM MPOMBILLAEHHOCTH, a Takoke BbISBEHVE CTPYK-
TYPHbIX 0COBEHHOCTEN TPYAOBOW M OPraHm3aLMOHHOM MOBUAM3aUMK Ha HOBbIX
MPOM3BOACTBEHHbIX MOWaAKaX. ITU UCCNeaoBaHMa NoMoryT 6onee ryboko
MOHATH MeXaHW3Mbl ajanTaLy OTPaCcAK B YCIOBUAX KPMU3MCOB U 3KCTPEManbHbIX
CUTYaLWA, YTO aKTyanbHO U ANS COBPEMEHHOMO aHanmn3a ynpasneHns Kyastyp-
HbIMVI U SKOHOMUYECKMMM MPOLiecCamu.
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