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Visualizing folk (anti)religiosity
in Soviet cinema: Sacred Grove
(Chuvashkino, 1931)*

Abstract. At the turn of the 1920s and 1930s, the Soviet policy of
indigenization led to the formation of a network of distinctive film studios
across the autonomous republics. These studios produced unique
visual self-portraits of the peoples and regions within the diverse Soviet
state. This study draws upon scattered textual and visual sources from
Chuvashia’s archives and museums to investigate the cinematic legacy of
the Chuvashkino studio. It examines this phenomenon of national cinema
as it documented the evolution of Chuvash ethnocultural identity during
the formative years of the Chuvash Autonomous Soviet Socialist Republic.
A key aspect of this Sovietization was a pervasive anti-religious campaign,

@ * Translated by Anna P. Evstropova.
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which aimed to eradicate diverse confessional “prejudices” and replace
them with a unified, nearly religious devotion to the socialist order. With
this focus, the article explores a specific form of religious syncretism found
in visual archives: the interplay between folk belief and the new “faith” in
communism. It introduces into scholarly discourse a complete print of
the feature film Sacred Grove (1931), discovered in archival holdings, and
analyzes it using a film-as-text methodology. The film’s narrative, based on
areal event involving the felling of a sacred grove to expand collective farm
acreage, directly addressed the urgent tasks of the socialist reorganization
of the Chuvash village life: collectivization and anti-religious propaganda.
The study concludes that this film source holds significant scientific value as
an informative visual document, enabling scholars to reconstruct not only
actual historical events but also their symbolic context, thereby opening
new research perspectives.

Keywords: visualization of religiosity, Cinema-atlas of the USSR, visual
anthropology, national cinematographies, Chuvash, Sacred Grove
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Brsyanusaums HapoaHom
(QHTU)PENUTMO3HOCTU B COBETCKOM
KuHemaTorpage: «CagduleHHas poLa»
(MyBaLukmHo, 1931)

AHHoTauus. Ha pybexe 1920-1930-x B KOHTEKCTE MOMUTUKMN KOPEHU-
3aLMK1 B @aBTOHOMHBbIX 061aCTAX 1 pecnybanKax MHOroHaLuMoHanbHOro
CoseTckoro Coto3a chopmMmpoBanach CeTb CaMODbITHbIX KUHOMaOPUK,
CVaMU KOTOPbIX ObINW CO3AaHbl YHUKaNbHbIE BM3YabHble CaMOMNpe3eH-
TalMV HApPOJOB 1 PErMIOHOB Pa3HOYKIaAHONM CTPaHbl. B npeAcTaBneHHo
paboTe Ha MaTepuane TeKCTOBbIX 1 BU3yasnbHbIX UCTOYHUKOB, PacCpefo-
TOYEHHbIX MO HOHAAM apxXMBOB ¥ My3eeB HyBalnu, MPOBOAMTCA U3yYe-
H1e TBOPYECKOro Hacneaus pecnybavKaHCKoro TpecTa «HyBallKUHO» Kak
(beHOMEHa HalVOHaNnbHoW KnHeMaTorpacdumu, 3aneyaTneswero obpassl
3BOMOUMN UAEHTUYHOCTU STHOKYETYPHOIO COOBLIECTBA B MEPEXOAHbIV
nepuop cTaHoBneHus Hysawckoit ACCP. OfHMM 13 KNOYeBbIX acMeKToB
COBETM3aUWM ObiNa aHTUPENNTMO3Has KaMNaHus, NprU3BaHHas U3X1Tb

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 151 THE ART AND SCIENCE OF TELEVISION


https://publons.com/researcher/AAC-8728-2019/
https://orcid.org/0000-0003-4866-7122 
mailto:golovnev.ivan@gmail.com

pa3HoOPOAHbIe KOHMECCHOHaNbHbIE «NPeAPaCcCyAKM» U CKOHCTPYMPOBATh
B CO3HaHUM MaccC efviHOe, qUAsi-pennro3Hoe OTHOLIeHWEe K COLManncTy-
4ECKOMY MUPOMOPSILKY.

[aHHas cTaTbs hoKycupyeTcs Ha OTOBPaKEeHUM B BU3yabHbIX MCTOYHM-
Kax 0CcobbIX (DOPM PENNTMO3HOTO CUMHKPETU3MA: HAPOAHOW BEPbI M «BEpPbI»
B KOMMYHM3M. BBOAUTCS B Hay4YHbIi 060POT 1 pa3burpaeTcs METOAOM
aHanv3a unbMa Kak KUHOTeKCTa HalleHHas B apxm1Bax nosiHasi Bepcus
NOCTAHOBOYHOM NeHThl «CBsLleHHas pola» (1931). KuHonoBecTBoBaHwMe
6a31poBanoch Ha peanbHOW UCTOPKK O BbIpyOKe cakpanbHON poLLmv Ans
PacCWPeHNs KONXO3HOM NallHKM 1 0TBeYano Hanbonee 3n1060AHEBHbIM
3a/la4aM COUManMCTUYeCcKoro nepeycTporncTBa YyBallCKOW 1epeBHN —
NPOBEAEHVIIO KONNEKTVIBM3aLUMIN 1 aHTVPEeNUrMo3How nponararHasl. lena-
eTCsl BbIBOA, O HAY4HOW 3HAYVIMOCTN KUHOWCTOYHIKA KaK MHHOPMATUBHOIO
BM3YanbHOrO AOKYMEHTa CBOEro BpeMeHu, No3BOoNsIoLLEero peKoHCTpyn-
POBaTb He TONbKO (haKTmyeckme cobbITUS, HO U X 06Pa3HbINA KOHTEKCT,
1 OTKPbIBAIOLLETO HOBbIE UCCel0BaTENbCKME NePCneKTUBbI.

KntoyeBble cnoBa: BY3yanv3auus penmnruo3HocTu, KnHoatnac CCCP, Bu3y-
anbHas aHTPOMNOOrns, HauMoHanbHble KuHemaTorpadun, dysatn, Ces-
LeHHas polya

BnarogapHocTu. iccnegoBaHme BEINONHEHO 3a CYET rpaHTa POCCUIACKOrO
Hay4Horo oHaa Ne 25-28-00277, https://rscf.ru/project/25-28-00277/

INTRODUCTION

The cultural revolution in the USSR spanned the 1920s and 1930s and
radically reshaped the multinational country’s diverse “superstructure”—religions,
sciences, and the arts. A central theme of this process was the religious revolution,
which Vladimir Bogoraz described as the construction of “Bolshevism as a religion”
(Tan, 1918, p. 2). The methods and means of this revolution have yet to receive
adequate scholarly analysis, and the visual archives—which contain informative
images of propaganda implementation across the multi-confessional Union—also
remain unstudied. In that Soviet experiment, particular ideological emphasis was
on nationalized cinema (“the most important of all the arts”) as a subtle instrument
for “tuning” the worldview of the masses. Meanwhile, the central studios—which
held a monopoly in the early post-revolutionary years on documenting the
nation’s changes for the “Cinema-atlas of the USSR” project (Golovnev, 2024,
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p. 34)—produced mostly formulaic film stories. In them, distinctive peoples
followed a common narrative path on screen: from a dark, traditional past,
through the revolutionary “awakening,” to socialist progress. Naturally, such works
failed to provide domestic and foreign audiences with the “distraction from their
religion, their way of life, their prejudices, and their superstitions” that the state
commissioner required (Terskoy, 1930, p. 115).

Therefore, by the mid-1920s, discussions of national cinematography,
initiated by the film press, had reached the highest levels of government,
becoming a pressing issue for the Presidium of the Central Executive Committee.
The central problem was identified as a disconnect between filmmakers and their
subjects: films were made by visiting crews unfamiliar with the local lives and
customs, without engaging local specialists or the public (Gabidullin, 1928, p. 4).
Concurrently, within the newly formed republics themselves, a growing interest
emerged among party officials and the creative intelligentsia to develop their own
cinematography as a means of strengthening national identity. Screen stories
rooted in local realities were proving to be both popular and an effective resource
for visual policy, contributing to the consolidation of regional communities. The
confluence of these external critiques and internal initiatives resulted in a unique
phenomenon: the creation of a network of republican film studios, including
Azgoskino (Azerbaijan), Belgoskino (Belarus), Bukhkino (Uzbekistan), the All-
Ukrainian Photo Cinema Administration, Goskino of Armenia, Goskinoprom of
Georgia, Dagkino (Dagestan), Tajikkino, Turkmenfilm, Uzbekgoskino, Chuvashkino,
and others.

In recent years, a growing number of Russian and international scholars
across the humanities have turned their attention to the cinematic legacy of
the Soviet republics’ film studios (Kochelyaeva et al., 2020; Sestan, 2024). These
screen works—both documentary and fictional—function as multifaceted

“film documents,” capturing the evolution of diverse identities during the
complex formative period of the USSR. Produced on national themes, in native
languages, and by the internal creative forces of ethnic or regional communities,
they represent a vital form of visual self-presentation. As such, they are of
increasing relevance to the field of visual anthropology. Among these national
cinemas, one of the least known is that of the Chuvashkino trust, established
in Cheboksary in 1925. This study aims to introduce previously unexamined
archival materials concerning a significant artistic artifact: the 1931 film Sacred
Grove. It offers an expressive visualization of the complex, often contradictory,
(anti)religious syncretism that characterized Chuvash folk beliefs during the era
of Sovietization. The primary objective of this research is to provide a historical
and anthropological analysis of these materials.

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 153 THE ART AND SCIENCE OF TELEVISION



The establishment of Chuvashia as an autonomous oblast in 1920, and
its subsequent elevation to the Chuvash Autonomous Soviet Socialist Republic
(Chuvash ASSR) in 1925, accelerated the creation of national institutions across the
republic, including in the cultural sphere. This wave of institutionalization, which
saw the founding of writers), theater, journalistic, and local history organizations,
naturally led to the formation of a dedicated film trust. This new entity was
tasked with managing film production and distribution within the autonomous
republic. At the helm of the newly created Chuvashkino studio was director loakim
Maksimov-Koshkinsky,! a native Chuvash, who defined its thematic focus and
creative style.

Fig. 1. loakim Stepanovich Maksimov-Koshkinsky?

! loakim Stepanovich Maksimov-Koshkinsky (1893-1975) was the founder of the professional
Chuvash theater, actor, director, and playwright.
? See the image source: Chuvash National Museum. F. ChKM KP 23983.
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The filmography of the independent studio Chuvashkino, which existed
from 1925 to 1931, comprises a significant body of work across various genres.
In addition to newsreel segments for film journals, the studio’s documentary
department produced full-length features such as The Chuvash Country (Russian:
CmpaHa Yysawickas), 60 Years of Chuvash Literacy (Russian: 60 1em yysawckol
epamome), and Born in October (Russian: PoxdeHHas Okmsbpem). However, the
studio’s primary focus was on feature films, including Volga Rebels (Russian:
Bomxckue 6yHmapu, 1926), Woman (Chuvash: Sar-Pige, Russian: XKeHwuHa, 1927),
Black Pillar (Chuvash: Khura Yupa, Russian: YepHeili cmon6, 1927), Whirlwind on
the Volga (Chuvash: Yal, Russian: Buxpe Ha Boseze, 1928), Laundress (Chuvash:
Apayka, Russian: lpayka, 1930), Sacred Grove (Chuvash: Kiremet Kati, Russian:
CesdwerHas powja, 1931), and Remember (Chuvash: Asthu, Russian: [lomHu, 1932).
Today, most of these films can only be studied through indirect sources—such
as literary scripts, production documents, and still photographs—held in the
collections of the State Archives of Contemporary History of the Chuvash Republic
(GASI ChR), the State Historical Archive of the Chuvash Republic (GIA ChR), the
Chuvash National Museum (ChNM), and the Scientific Archive of the Chuvash
State Institute of Humanities (ChGIGN). Of Chuvashkino’s entire cinematic legacy,
only two films survive in complete form: the 1927 documentary The Chuvash
Country, held in the Russian State Archive of Film, Photo, and Sound Documents
(RGAKFFD), and the 1931 feature film Sacred Grove, held in the GASI ChR. The
documentary, the first own production of the Chuvash film trust, was made
under the direction of a visiting Moscow director, Vlad Korolevich (Korolevich,
1927b, p. 25). In contrast, Sacred Grove—the studio’s final independent project—
was entirely a product of Chuvash creativity and therefore deserves particular
scholarly attention.

According to archival records, the initial script focused exclusively on
collectivization and was titled The Niva (Field) Waves (Russian: BosHyemcs Husa
(nosne)). Its central conflict was built on the competition between two forms of
agriculture: the old (former kulaks and individual farmers) and the new (collective
farm members). The finale was designed to show the victory of the collective
farm system in the Chuvash village through the introduction of mechanized field
cultivation. In this form, the script was sent by loakim Maksimov-Koshkinsky
to the Department of Culture of the Republican Representative Office of the
All-Union Communist Party on May 8, 1930, with a request for a prompt review,
stating: “Given the relevance of the issues raised by the script, Chuvashkino
requests a thorough conclusion as soon as possible” (Maksimov-Koshkinsky,
1930). The need for swift party approval was likely due to the approaching
summer filming season. The party’s response apparently demanded significant
revisions, leading to the introduction of a religious conflict. The collectivization
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plot was enhanced by a storyline in which Komsomol activists and the farm’s
management, seeking to expand arable land, try to persuade villagers to cut
down a sacred grove. This initiative polarizes the community into two camps:
the collective farmers (in favor) and the individual farmers, or kulaks (against).
All subsequent events revolve around the new farmers’ efforts to cultivate the
lands of the ancient sanctuary, which gave the film its final title, Sacred Grove.
In the script’s climax, the kulaks secretly cut down the grove’s main tree, frame
the Komsomol secretary for the act, and incite a group of believers to murder
him. However, in the final film, the saboteurs’ scheme is exposed, and they are
driven from the village.

The turn toward religious themes was not arbitrary, given the concurrent
development of a nationwide anti-religious propaganda campaign and its
regional particularities. During the 1920s and 1930s, anti-religious content
became a mandatory component of the thematic plans for state studios. At
the same time, academic circles received a new ideological impetus to study
religiosity across the Union’s regions for the creation of a confessional atlas
(Golovneva & Golovneyv, 2025, p. 141). The Volga region in general, and Chuvashia
in particular—a crossroads of confessions and syncretic beliefs—presented
a complex and problematic field for these efforts. As ethnologist Ekaterina
Yagafova notes, Chuvash paganism underwent transformations in its traditional
dogma and cult practices during the Christianization and Islamization of the 18th
and 19th centuries, yet it persisted as a deeply significant religious substrate—the

“faith of the ancestors” (Yagafova, 2015, p. 10). Ethnographer Nikolai Matorin, who
led thematic expeditions in the region, observed that a complex interweaving
of religion and daily life persisted in the Volga and Kama regions in the early
Soviet period: “Pagans of various nationalities, Old Believers of all persuasions,
Orthodox Christians (Tikhonites, Renovationists, Autocephalists), sectarians old
and new (from Khlysty to Evangelicals), Muslims” (Matorin, 1929, p. 5). Research
into everyday religiosity within Chuvashia was carried out primarily by the staff
of the local Research Institute, led by the historian and ethnographer Sergei
Kutyashov. Simultaneously, Kuzma Elle, the director of the Chuvash Scientific
Library, compiled what was described as “a map of the Chuvash kiremets,* of
the greatest interest to historians of religion” (Matorin, 1934, p. 116). The priest
Nikolai Arkhangelsky processed the substantial data Elle collected, formalizing
it as an Appendix to the Archaeological Map of the Chuvash ASSR, which is

3 In the Chuvash tradition, a kiremet (Chuvash: kupemems/kepemems) was a sacred place or ob-
ject of worship, often a grove or a specific tree. Kiremet was also the name of a deity (with com-
mon Russian transliterations including Kupemem, Kupemam, Kepemem) associated with these
sites.
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preserved in the Scientific Archive of the Chuvash State Institute of Humanities
(Elle & Arkhangelsky, 1930).

Given these specific conditions, the local branch of the League of Militant
Atheists faced unique difficulties, leading to ineffective results as they had to wage
their “struggle” on multiple religious “fronts”—against Christianity, Islam, various
sects, and traditional folk beliefs, notably the then-prevalent worship of the god
Kiremet in “sacred groves.” It was under these circumstances that party activists
and the national intelligentsia placed their exclusive stake on cinema, capitalizing
on its popularity and “magical” influence on rural audiences. A characteristic
appeal to this effect was made in a resolution of the First All-Chuvash Regional
Studies Congress, held in Cheboksary in the summer of 1928, which called for
local writers, regional historians, and propagandists to unite around cinema as
avanguard means of proletarian education. Through film, the viewer would “cast
aside religious worldviews, superstitions, backward morals and customs, habits,
etc., and replenish [their] worldview with artistic-revolutionary thinking about
nature and society” (Society for the Study of the Chuvashia Region, 1929, p. 101).

A common form of anti-religious struggle in the early Soviet period was the
destruction and repurposing of ritual spaces, including both Christian churches
and pagan shrines (Kozlov, 2014, p. 26). In this context, the script—based on a real
event involving the felling of a sacred grove to expand collective farm acreage—
directly addressed the most urgent tasks of the socialist reorganization of the
Chuvash village life: implementing collectivization and conducting anti-religious
propaganda.

Working with visual archives, given their qualitative and contextual
specificities, requires a specialized methodology. In preparing this article, |
adopted an approach of “decoding” the film source and presenting it in the format
of a film text. Given that Sacred Grove is a silent film, consisting of a sequence of
intertitles and shots, a comparative analysis of its textual and visual layers serves
as the key to its interpretation. To clarify certain specific narrative details, the study
incorporates materials from other researchers. What follows is a presentation of
the film’s intertitles (in CAPITAL LETTERS), description of the shots (in regular font),
and corresponding ethnographic commentary (in italics). This original visual-
anthropological methodology allows for an examination of both the external
structure and the internal, frame-by-frame nuances of the filmic construction,
thereby providing a foundation for analytical conclusions.
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SACReD GRoVE AS A FILM TEXT
Title. SACRED GROVE.

Title. A VAST PORTION OF ARABLE LAND LIES FALLOW... MOST OF IT IS
WASTED AS SEMI-PASTURES, SEMI-SHRUBLAND, SEMI-FOREST... THE ERA
OF ELUCIDATING “RUSSIA'S HANDICAPS” HAS ONLY JUST BEGUN.

Shots. A monument of Vladimir Lenin pointing into the distance. Factory
smokestacks. Transformer plants and high-voltage power lines at a large
electrical station.

Shots of village streets. Peasant homes and outbuildings. Window frames
with traditional patterns. An electric light bulb in a reading hut.

Title. 1926.

Shots. A spread of a newspaper in the Chuvash language. A girl reads the
newspaper SOMROK [The Collective Farmer] aloud. Young people listen
attentively.

Title. THE STARO-SAREEVO KOMSOMOL.

Shots. Young people reading the Soviet press in a reading hut.

Title. THEIR SECRETARY (IVAN IVANOVICH).

Shot. Ayoung secretary signs papers at his desk, on which sits Lenin’s bust.
Shot. Young people talking amongst themselves.

Title. THEY’RE WRITING ABOUT OUR GROVE.

Shot. The secretary looks up from his work, noticing someone recounting
the news from the newspaper.

Title. THE VILLAGE WON’T AGREE TO CLEARING THE GROVE.

Shot. Ayoung man addresses the secretary.

Title. THEN YOU CONVINCE THEM!

Shot. The Komsomol cell secretary stands up and addresses the group.

Title. WE COMPLAIN ABOUT LAND SHORTAGE, YET THERE’S LAND RIGHT
BESIDE US, GOING UNUSED...

Shot. He continues his speech.
Title. UPROOT THE GROVE BEFORE HARVEST, AND SOW IT THIS VERY YEAR.
Shot. Close-up of the secretary speaking.

Title. ROUSE THE ENTIRE VILLAGE, STARTING WITH THE COLLECTIVE
FARMERS.
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According to research by Pyotr Denisov, in the early Soviet period, religious
beliefs and rituals associated with traditional nature cults persisted among the
Chuvash population, including the Orthodox. These were “manifested in the form
of sacrifices to ‘holy’ springs, individual trees, and groves” (Denisov, 1972, p. 399).

Shot. A family in their homestead courtyard, loading hay into a cart.

Title. VASILY VASILYICH LOVES TO WORK, BUT FOR HIS OWN SAKE, NOT FOR
THE COMMUNITY—OR SO HE THINKS OF THE COLLECTIVE FARMERS.

Shot. Vasily Vasilyich continues to move hay.
Shot. His wife, Kuline, helps him toss the hay and says to him:

Title. THE KOMSOMOL CAN WANT WHAT IT WANTS, BUT WE NEED THE
GROVE FOR GRAZING.

Shot. A young, prosperous kulak peasant, Timbaev, tells an older, wealthy
peasant the news about the grove.

Title. TIMBAEV—THE FORMER OWNER OF THE “SACRED GROVE” AND
FORMER MASTER OF THE COLLECTIVE FARM YARD.

It is known that each sacred grove traditionally had its own custodian—the
“kiremet keeper” [Chuvash: kiremet pdhakan]. His duties included overseeing the
preservation of the ritual site and enforcing the community’s established rules of
conduct. Specifically, it was forbidden to cut down trees, mow grass, or undertake
any economic activity unrelated to ritual performances within the kiremet (Denisov,
1959, p. 39).

Shots. Inside a forge. Bellows puff; a young blacksmith hammers a scythe.
Title. THE BLACKSMITH AND A MEMBER OF THE AGRICULTURAL ARTEL
BOARD.

Shots. A guest—Yagur Vasilyich—arrives to see the blacksmith.

Title. YAGUR VASILYICH ONCE HELD ONE POST—SHEPHERD. NOW HE HOLDS
TWO: CHAIRMAN OF THE VILLAGE SOVIET AND OF THE NEWLY FORMED
AGRICULTURAL ARTEL.

Shot. The Village Soviet chairman greets the blacksmith in a friendly manner
and shares the news.

Title. THE KOMSOMOL MEMBERS HAVE BROUGHT THE PROTOCOL
REGARDING THE SACRED GROVE.

Shot. He shows the document to the blacksmith, who scans it quickly and
makes a proposal.
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Title. APPROVE IT... AND CARRY IT OUT.

Shots. Early morning. A young artel worker posts a notice convening a village
meeting to vote on clearing the grove.

Title. TO A GENERAL MEETING.
Shots. Fellow villagers gather. An artel activist speaks.

Title. FROM THIS “SACRED GROVE,” ONLY THE NAME REMAINS: NO
BRUSHWOOD, NO HAY...

Shots. The individual farmer Vasily Vasilyich speaks up.
Title. OF COURSE, WE MOW THE GRASS IN THE GROVE EVERY THIRD YEAR.
Shots. Women shake their fists at him.

Shot. The Komsomol cell secretary passionately rallies the assembled
villagers.

Title. IF WE SOW THIS AREA WITH CLOVER, WE CAN MOW IT TWICE A YEAR.
Shot. A man (kulak) replies to him from a horse-drawn cart.

Title. GO AHEAD, LISTEN TO THE KOMSOMOL... SEE WHERE THEIR SWEET
TALK GETS YOU.

Shot. The Komsomol member angrily retorts.

Title. THOSE DISENFRANCHISED HAVE NO PLACE AT THIS MEETING.
Shot. The Village Soviet chairman shouts a question.

Title. WHO IS IN FAVOR OF CLEARING THE LAND?

Shots. The artel board members seated at a table raise their hands. Several
other men in the crowd also vote in favor. The women sit motionless, their
hands down.

Shot. Collective farmers take up their scythes in unison and head out to
mow.

Shot. The individual farmer Vasily Vasilyich wanders alone into a field with
his scythe.

Shot. Artel members mow the grass in the sacred grove together.

Shot. Vasily Vasilyich mows alone, breaks his scythe, sits gloomily on the
ground, and lights his pipe.

Shots. The artel members continue mowing in unison. Komsomol member
Ivan runs to a tree and shouts.

Title. YOU CAN SEE FOR YOURSELVES HOW GOOD THE GRASS IS HERE.
WE'LL SECTION OFF APLOT, CLEARIT... AND THE INDIVIDUAL FARMERS WILL
FOLLOW THE COLLECTIVE FARM’S LEAD.
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Shots. Collective farmers clear the grove: men chop down trees and dig up
roots; women drag away the trunks.

Shot. Komsomol member Ivan swings his axe at the grove’s main, oldest tree.
But the blacksmith stops him.

Title. DON'T TOUCH THIS TREE... OTHERWISE THE KULAKS WILL USE OUR
MISTAKE AGAINST US—THEY’LL STIR UP TROUBLE.

Shot. The kulak Timbaev secretly watches this scene.

Shot. The collective farmers leave the old tree alone and continue clearing
the rest.

According to ethnographic sources, the Chuvash used the word “kiremet”
not only as a noun but also as an adjective to describe sacred groves, which were
believed to be the favored dwelling places of the god Kiremet. “In ancient kiremets
located in groves, one could see the following scene: a hundred-year-old tree
surrounded by younger ones, with a bull’s head on it, ribbons, coins in its cracks,
a vessel of blood at the root, and the hide of a sacrifice” (Salmin, 2007, p. 562).

Title. THE FORMER GOD KIREMET...

Shots of a shrine in a grove. Strips of cloth tied to branches. Offerings and
the skull of a sacrificial animal in a tree hollow.

Title. STILL RECEIVED THE OCCASIONAL OFFERING.

Shot. Offerings at the shrine—pies, chicken eggs, flatbreads, porridge in
abowl, tea in a teapot, a towel with embroidered ornamentation.

Shot. An elderly woman in ritual white robes. Men and women in white robes
participating in a ceremony.

Title. THE GENERATION THAT BELIEVES IN THE POWER OF THE GOD
KIREMET IS NOT DEAD YET.

Shot. The ritual participants pray by the old tree.

Anton Salmin provides corresponding descriptions of the Chuvash ritual
prayers dedicated to Kiremet: “The worshiper and those present kneel, put their
hats under their arms, and turn their gaze to the treetop. At this moment they are
completely detached from everything else, they do not talk to anyone and do not
look around” (Salmin, 2010, p. 161).
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Fig. 2. Still from Sacred Grove*

Title. WITHERING WAS THE OLD... THE DECREPIT...
Shot. An old tree, shattered by lightning.
Title. THE NEW WAS GROWING STRONG... THE VIGOROUS.

Shots of a festival: mass round dances, lively games. .. At one pointin a game,
the Komsomol cell secretary, Ivan, asks a “captured” villager a question.
Title. WHO IS AGAINST THE COLLECTIVE FARM?

Shots. A young collective farmer who was asked the question replies.

Title. THE KULAK TIMBAEV.

4 See the image source: Chuvash National Museum. F. ChKM KP 2172/21.
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Shot. Timbaev watches warily through a fence.

Title. OLD MAN PIMBAEV.

Shot. An old man watches distrustfully from a window.
Title. THE CONSTABLE YANDAYEV.

Shots of the village festival.

As Kuzma Elle noted, a key part of the new government’s ideological work
in the villages was the restructuring of traditional folk festivals along Soviet lines.
Specifically, the spring sowing festival Akatuy was transformed into the Red Akatuy,
which stipulated that “mass political and educational work should be combined
with mass entertainment (carnivals, round dances, races, games, hopping, swings
and carousels, performances by amateur circles, physical education groups, film
screenings, etc.” (Elle, 1935, p. 44).

Shots. Two young men chop down the main tree of the sacred grove. One of
them, the kulak Timbaev, accidentally drops a bundle—a piece of evidence—
at the site.

Shots. At another village meeting, a woman speaks.

Title. WHEN THE KOMSOMOL FELLED THE SACRED TREE... KIREMET FLEW
OUT ON AWHITE HORSE... AND CRIED OUT TO ME...

Shot. The woman continues her story.

Title. “FAREWELL, MATRENUSHKA! | AM LEAVING,” HE SAID, “FOR LANDS
OVERSEAS. THERE IS NO RESPECT FOR ME HERE.”

Shots. Elderly women listen. Another woman speaks.

Title. THEY ORDERED US NOT TO PRAY TO THE RUSSIAN GOD. NOW THEY'RE
DRIVING OUT THE CHUVASH ONE, TOO.

Shot. The woman continues.

Title. YOU WON'T FIND ANY GOOD WITH THE KOMSOMOL AND THE
COLLECTIVE FARM...

Shots. The women are indignant. The kulaks eavesdrop. An elderly woman
speaks.

Title. NOW KIREMET WILL SEND A PESTILENCE UPON THE ARTEL'S CATTLE.

Itis generally accepted that Kiremet, one of the central deities in the Chuvash
pantheon, “personified the evil principle and opposed the main good god Turd—the
patron and protector of people,” and thus was believed by the faithful to possess
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great harmful power, directed at inflicting damage upon those who offended him
(Vovina, 2002, p. 41).

Shot. A cattle pen. Men lead out horse-drawn teams to work in the field.
Women run up and turn them back.

Shot. A young artel member runs across the village to the artel office. He
informs the chairman what has happened.

Title. SOMEONE FELLED THE SACRED TREE LAST NIGHT... THE WOMEN ARE
ENRAGED. THEY’RE TAKING BACK THE HORSES.

Shot. The chairman gives an order to a young artel member.

Title. CALL AN EMERGENCY MEETING AT ONCE.

Shots. The villagers gather for another meeting. The chairman begins his
speech.

Title. OUR COLLECTIVE FARM WOMEN HAVE DONE A FOOLISH THING...
Shot. Komsomol member Ivan takes the meeting minutes.

Title. TO FINISH BY HARVEST, WE MUST GO OUT TO PLOUGH IMMEDIATELY.
THAT IS THE GOVERNMENT’S DECREE.

Shots. The artel chairman holds up a document with the Decree. The kulaks
and individual farmers look on with contempt. A long row of silent women.
One of the peasants stands and speaks.

Title. WE CLEARED THE LAND AT A SHOCKWORK PACE, AND FINISHED ON
TIME. BUT THE PLOUGHING—IS THAT FOR NEXT YEAR?!

Shots. The people at the meeting are agitated. One shouts out.

Title. TO HELL WITH THIS SACRED TREE, WE WON'T MANAGE TO PLOUGH
THE LAND BEFORE HARVEST ANYWAY.

Shots. The meeting participants argue.

Title. WHO IS FOR GOING OUT TO PLOUGH?

Shots. Komsomol member Ivan counts the votes. The women sit without
raising their hands.

Shots. The young blacksmith wanders across a field, deep in thought.
Title. WILL THE STATE FARM PROVIDE HELP OR NOT?

Shots. The artel chairman gloomily enters the empty cattle pen. Suddenly,

he sees riders on horses in the distance. The young blacksmith is on one of
the horses; he says:
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Title. THE STATE FARM WANTED TO GIVE US ATRACTOR, BUT IT’S WORKING
AT ANOTHER COLLECTIVE FARM.

Shots. More and more horsemen gather near the artel.

Title. THE COLLECTIVE FARMERS HAVE JOINED THE STATE FARMERS WHO
SET OUT LAST NIGHT.

Shots. Villagers run out of their houses, pulling on their shoes. The kulaks
and individual farmers watch what is happening. The peasants once again
lead their teams out to the field for the common task.

Title. THE VILLAGE HAS AWAKENED.. ..

Fig. 3. Still from Sacred Grove®

Shot. Vasily Vasilyich comes to the artel’s board and says:
Title. ENROLL US IN THE ARTEL TOO, YAGUR VASILYICH.
Shots of the felled main tree of the sacred grove being carried from the field.

The blacksmith finds a document—a piece of evidence (a receipt made out
to kulak Timbaev)—at the felling site.

Shot. Timbaev tries to grab the evidence and run, but artel members, who
have rushed over at the blacksmith’s call, restrain him.

° See the image source: Chuvash National Museum. F. ChKM KP 2172/35.
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Shot. Seizing the opportunity, another individual farmer approaches the
Komsomol secretary Ivan Ivanovich, who is chopping the remaining trees
in the grove. He asks:

Title. CUTTING IT DOWN, ARE YOU?

Shot. The Komsomol cell secretary’s confident reply.

Title. 1 SPIT ON YOUR TREE.

Shots of local wealthy peasants shouting from their windows.
Title. BEAT HIM!

Shots. Young men and women run out of their houses.

Title. THEY’RE BEATING HIM! THE KOMSOMOL MEMBER! VANYAI
Shot. Residents run through the village street.

Shots. Outside the village: the murdered Komsomol cell secretary lies on
the ground, surrounded by people. Fellow villagers who have run up stand
frozen, witnessing the scene of the tragedy. Women weep.

Naturally, the felling of sacred trees was a most severe taboo—it was believed
that whoever cut down a kiremet tree would bring mortal punishment not only upon
themselves personally, but also upon their livestock, family, and kin (Milkovich,
1906, p. 51).

Shot. Ayoung artel member asks accusingly.

Title. WHAT FOR?

Shot. Old men answer grumpily.

Title. HE BECAME TOO HEADSTRONG. .. CUTS DOWN WHAT HE SHOULDN'T.
Shot. Ayoung artel member, pointing at the kulak Timbaev, retorts.

Title. THE ENEMY ISWHO’S CUTTING IT!

Shots. Representatives of the local wealthy community hide from the scene
in fear.

Shot of a young woman shouting.

Title. THEY PRETEND TO BE BELIEVERS, BUT THEY’RE THE ONES CHOPPING
IT DOWN.

Shot. Another young woman backs her up.
Title. DRIVE THEM OUT OF THE VILLAGE!
Shots of young women’s emotional shouts.
Title. KULAK VERMIN!
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Shots. Representatives of the local wealthy community fearfully close their
doors, windows, and curtains.

Shot. Afield of ripe grain sways.

Title. ON THE SITE OF THE SO-CALLED “SACRED GROVE”...
Shot. Several horse-drawn teams plow the field.

Title. THE STARO-SAREEVO ARTEL IS NOW IN OPERATION.

Shots. Artel members cut the ripe grain, bind it into sheaves, and stack it in
stooks. A panorama of a field filled with stooks.

CONCLUSION

As the film text reveals, Sacred Grove was equally permeated by the dual
themes of Party doctrine and folk culture. The scenes visualizing the religious
plotline meticulously detailed the cult’s particularities: the layout of the shrine,
examples of offerings, and the prayer ritual. Meanwhile, the stages of clearing
the sacred grove formed the narrative’s pivotal sequence. In this way, a profane,
everyday story about collectivization was systematically elevated to a sacred,
religious level. Archival evidence suggests that this was the directorial credo of
Maksimov-Koshkinsky: to adapt stories that were national in form and socialist
in content. It is no accident that he succeeded in expressing on screen a subtle
drama reflecting the syncretism of old and new imagery—visually articulating
the (anti)religious conflict that agitated the worldview of the Chuvash Soviet
Republic’s population and evoked a corresponding emotional resonance among
local viewers.

The film’s production involved not only the leading creative forces of
Chuvashkino, including actress Tany Youne® (in the role of Kuline) and director
loakim Maksimov-Koshkinsky (in the role of Vasily Vasilyich), but also ordinary
residents of the village of Sareevo, Yadrinsky district. The principal action was
shot on location in authentic rural exteriors and interiors, with the partial
construction of two sets—“The Middle-Peasant Vasily Vasilyich’s Hut” and “The
Smithy” (Maksimov-Koshkinsky & Chistyakov, 1930). In this sense, the production
can be characterized as an authentic reconstruction of both the economic and
the religious-ritual aspects of folk life. Into these documentary-like circumstances

® Tatyana Stepanovna Maksimova-Koshkinsky (nee Burashnikov), artistically known as Tany
Youne (1903-1977) — theater and film actress, and wife of loakim Maksimov-Koshkinsky.
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was placed a fictional hero—Komsomol member Ivan, portrayed by S. Nikitin.
His character fully corresponded to the archetype of the “man-god” being
constructed in Soviet cinema (Stepanova, 2020, p. 124). As the primary agent of
collectivization, he challenged the ancient spirits, and his tragic death became
the climax of the dramatic arc, compelling his fellow villagers to “believe” in the
new way of life. Finally, the striking montage of the final scene—cultivating the
land through collective labor—elevated the cinematic narrative to the level of
film as religion.”

It is characteristic that themes of the Chuvash faith were also reflected in
other, now-lost Chuvashkino films directed by Maksimov-Koshkinsky. Notably,
despite the studio’s chronic budget constraints, no expense was spared in
reconstructing religious rites. For instance, according to the script and budgetary
documents, a sacrifice scene for the film Sar-Pige (Woman) required a massive
cast of extras: “400 adults at 60 kopecks per day, 70 boys at 25 kopecks per day,
30 carts at 1 ruble per day” (Chuvash Republican Trust for Film Production, 1927).
In turn, the depiction of local soviet activists aggressively confronting deified
objects visualized a pressing anti-religious agenda. This aimed to undermine faith
in the punitive power of ancient deities while simultaneously earning a quasi-
religious respect for the new government. In this context, the cinematic action
of Sacred Grove, which fused ancient and modern rituals, reflected the birth of
another variation of “syncretism” in Chuvashia’s spiritual sphere—a blend of
pre-Christian beliefs and a new faith in Communism. It is telling that the purely
anti-religious propaganda conducted by the League of Militant Atheists found
little understanding or resonance within the national community, the most
superstitious segment of which remained women.

The creative output of Chuvashkino, embodied in a series of documentary
and feature films, is a vivid phenomenon of national cinema. The studio’s work
served as a model for the figurative positioning of an ethnocultural community,
reflecting an internal vision of the connection between historical traditions and
ongoing Sovietization—for both local and all-Union audiences. A distinctive
feature of Chuvash cinema’s national character was its consistent promotion of its
own themes and its own professional cadres. According to Vlad Korolevich (1927a,
p. 26), every shot of actress Tany Youne was filmed at least four to eight times,
based on the premise that “sheis a star.” As A.P. Sidorova (1975, p. 58) rightly noted,
despite an orientation toward all-Union cinematic standards, Chuvashkino’s
productions had distinctive traits: a factographic approach to depicting national
daily life and religious rites, coupled with a romanticized portrayal of revolutionary
transformations. Archival records indicate that two-thirds of all moviegoers in

" A concept introduced by Tenzan Eaghll (Eaghll & King, 2002, p. 4)
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the republic’s cinemas in the late 1920s watched local films (Eremeev, 1931).
Consequently, Chuvash films, including Sacred Grove, which were distributed
through the national cinema network, enjoyed widespread—truly popular—
appeal.

In traditional beliefs, improper conduct toward a sacred grove was
always linked to calamities sent by the sacrifice-demanding god Kiremet. In
the film, the “victim” is a young Komsomol member who personifies the new
hero—a representative of revolutionary authority. It is poignant that this on-screen
felling of a kiremet also proved to be the studio’s final independent work. In July
1930, just as Sacred Grove was in production, the Chuvashkino trust was officially
liquidated, and on April 1, 1931, its assets were transferred to the regional branch
of the all-Union organization Vostokkino. By the late 1930s, the studio’s main
film archive was destroyed. A tragic fate also befell its key figures: in 1937, loakim
Maksimov-Koshkinsky and Tany Youne were repressed on fabricated charges of
nationalism (Youne, 2021).

Examining Sacred Grove allows us to appreciate the self-presentation of
the Chuvash autonomy during a pivotal transformative period. The prospective
aim of this research is to study the distinctive national practices of cinematically

“co-constructing Sovietness” (Damiens, 2024, p. 13), which found expression
in a diverse legacy—a unique cinematic atlas of the multinational and poly-
confessional USSR. Created by republican studios, these films are rich visual
sources for a wide spectrum of humanities disciplines, and the methods they
pioneered can inspire contemporary visual-ethnographic experiments (Golovnev
& Golovneva, 2021, p. 279). Through a sensitive research approach, we can also

“decipher” the unique languages of national cinemas, which transmitted not only
the nuances of folk life but also sacred religious messages from history into the
present day.
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BBEAEHUE

KynetypHas pesomtouns B CCCP, pactaHyBLwascs Ha neprog 1920-1930-x
rof10B, XapakTepn3oBanach paanKansHon TpaHchopMalmen NecTpon «Haf-
CTPOMKM» MHOTOHaUMOHANbHOW CTPaHbl: PeNuUriii, HayK 1 nckyccTe. Kntoye-
BOW NMHWEN AAaHHOrO npolecca bbina peBoMtoUMs pennrno3Has, CeBa3aHHas,
no BbipaxeHuto B.I. boropasa, ¢ KOHCTpYMpoBaHMeM «bonblieBn3Ma Kak penm-
rnn» (TaH, 1918, c. 2). MeToabl U CpeACcTBa 3TOW PEBOOLMN 10 CUX NOP He Nony-
YNV LO/HKHOTO HayYHOTO OCMbICNEHYS. Her3y4eHHbIMY OCTaloTCs U BU3yanbHble
apxuBbl, XpaHsuve nHhopMaTrBHble 06pa3bl peanu3aluy nponaraHgnCcTCKUX
nporpaMM B pasnunyHbix 06nacTax nonrkoHbeccroHansHoro Cotosa. Oco-
6as cTaBKa NapTUMHBIX MAEONOrOB B TOM COBETCKOM 3KCMeprMeHTe fenanach
Ha «Ba)KHeliLlee 13 NCKYCCTB» — HaLMOHaNN3MPOBaHHOE KMHO — KaK Ha TOH-
KU MHCTPYMEHT «HaCcTPOWKM» MUPOBO33PeHMs Macc. Mexay TeM, LeHTpanb-
Hble cTyauu, obnafasluvie B nepBble MOCNEPEBOMOUMOHHbIE Fofbl MOHOMNONNE
Ha ocBelleHWe Npeobpa3oBaHuli CTpaHbl B KOHTEKCTe peanunsaunu rocynap-
cTBeHHoro npoekta «KuHoatnac CCCP» (fonoBHes, 2024, c. 34), habpukoBanu
B OCHOBHOM TpadapeTHble KMHOUCTOPUK, B KOTOPbIX CAMOObITHbIE HapOAb!
NPOXOANAM Ha 3KpaHax ObLIMIA CLEHAPHbIV TPeK: OT TEMHOro TPaaWLMOHHOMO
NpOWNOro — Yepes «NpobyxaeHne» peBontoumnen — K CounmanucTnyeckomy
nporpeccy. 3akoHOMepHO, YTO Takmne paboTsl He MPoV3BOAMAN TpebyioLlerocs
roc3aKkasyviKy «0TBNEYEHNs OT CBOe penurim, OT CBoero bbiTa, OT CBOMX Npea-
PaCCyKOB 1 CBOWX CyeBEpUit» B CO3HAHMK HU BHYTPEHHEN, HW BHELIHeW 3pu-
TenbckoW ayautopuu (Tepckoid, 1930, c. 115).

MoToMy K cepeiviHe 1920-X MHULMMPOBAHHOE KMHOMPECCo 0bcyxaeHme
npobaem HaluMoHaNbHOro KMHemaTorpada BOWAO B MOBECTKY 3N1060AHEBHbIX
BOMPOCOB Ha ypoBHe lMpe3nanyma UK. OCHOBHbIE MpUYMHbBI CnabocTu cyllec-
TBOBaBLEro KMHodopmaTa Obin yBUAEHb! B TOM, Y4TO (DUAbMbI CO3aBannCh
NPUEIBKNUMI KMHEMATOrpaduCTaMm, He 3HAKOMbIMU C XU3HbIO U ObITOM Tex
HApOAOB, O KOTOPbIX CHUMANUCh [JOKYMEHTAbHbIE UV CTABUINCH XYLOKECTBEH-
Hble KUHOKapPTUHbI, 6e3 NPMBAEYEHNST MECTHbBIX CNeLManncToB 1 obLecTBEH-
HoCcTwM (TabuaynnuH, 1928, c. 4). B To xe Bpems, 1 B CaMlX HOBOOHPa30BaHHbIX
pecnybanKax, cpean NapTUiHbIX BNacTel 1 TBOPYECKON MHTENAUTEHUMM BO3-
pPOC MHTEpec K GOpPMMPOBaHMIO COBCTBEHHOTO KMHeMaTorpada kak cpefcTea
YCUNEHNS HaLMOHANbHbIX CKPer, MOCKOMbKY 3KPaHHbIe NCTOpMK, Mpon3pac-
TaBWKe M3 MECTHbIX peanui, MoNb3ysiCb BCe BO3pacTaBlei NoNyAspHOCTbIO,
OKa3blBannCh 3MHEKTMBHbBIM PECYPCOM BM3YaNbHOW NOAUTUKM, CMOCOOCTBYS
KOHCONMAAUMUM PermoHanbHbIX CO0OLLECTB. Pe3ynsTaToM COeANHEH NS YyNOMS-
HYTbIX BHELHWX ¥ BHYTPEHHMX BbI30BOB CTaN0 POXAEHME YHUKANBHOMO heHo-
MeHa — KMHOCETU HaUWOoHanbHbIX CTyAuI B pecnybnurkax Coetcrkoro Coto3sa:
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«A3rOCKNHO», «BenrocknHoO», «byxknHo», BceykparHckoe hoToKMHOynpasne-
HUe, «[OCKMHO ApMEHUN», «[OCKMHOMPOM [Py3un», «AarknHoO», «Ta@XNKKNMHOY,
«TypKMEHMUNbM», «Y36EKrOCKUHO», «HyBalKMHO» 1 AP.

B Tekylee Bpems Bce Honblie POCCUNCKMX 1 3apybexHbIX cneuvanm-
CTOB 13 Pa3nyHbIx 0bnacTein ryMaHMTapHOro 3HaHWs 3aKOHOMEepHO obpatla-
€TCs K paCCMOTPEHMIO Hacneans KMHOCTYANIA COBETCKMUX pecnybnuk (Kovens-
eBa, Hukonaesa-YvHaposa, PsabokoHb, 2020; Sestan, 2024). Befib 3T 3KpaHHble
BbICKa3bIBaHMS — KaK JOKYMeHTasbHbIE, TaK 1 Xy10XKeCTBEHHble — SBASIOT COHOiA
MHOTFOCNOWHbBIE «KMHOLOKYMEHTbI», OTPa3MBLLME MPOLLECChl 3BOMOLMIM Pa3HO-
NVKUX MAEHTUYHOCTEN B CNOXHbIA nepunof cTaHoBneHus CCCP. Co3naHHble
Ha HaUWOHaNbHble TeMbl, Ha POAHOM S3bIKe, BHYTPEHHVMY CUNamu STHUYECKOro/
pervoHanbHOro coobLecTBa, OHK NpeacTaBnsatoT hopMaT B13yanbHOK camonpe-
3eHTauum TOro UV MHOTO HapoAa/pernoHa, 4To aKTyanu3npyeT 3HAYMMOCTb UX
N3yYeHMs C NO3ULMI BM3yanbHOW aHTpononorum. OAHOM 13 CaMbix Manov3BecT-
HbIX CTPaHWL, B 3TON MCTOPMM OKa3bIBAeTCH TBOPYECTBO TpecTa «HyBallKMHOY,
obpazoBaHHoro B r. Yebokcapsbl B8 1925 roay. Llenb npeanaraemMoro nccnenosa-
HVS — BBeAeHVe B Hay4HbIli 060POT paHee He NpefcTaBNeHHbIX B MCTOPUOrpa-
VM apXVIBHbBIX MATEPNANOB O 3HAYMMOM XyAOKECTBEHHOM apTedakTe — dunbme
«CBsleHHas pola» (1931), 3KCNPeCCUBHO BU3YanU3npyoLLeM CAOKHYIO (aHTH)
PENUTMO3HYIO CUHKPETUYHOCTb BO33PEHNIA YyBaLLCKOW HApOAHOCTU B Nepros
coBeTn3aumn. COOTBETCTBEHHO, OCHOBHOW 3afilavyen vccnefoBaHns aBnseTcs
MCTOPVKO-aHTPOMONAOTMYECKIMIN aHaNN3 O3HAYEHHbIX MaTepyanos.

C aAMMHUCTPaTMBHbBIM BbligeneHvem Yysawnn B 1920 rofy B aBTOHOMHYO
obnactb, a B 1925-m — B YACCP, akT1BM3MPOBaNMCb NPOLECcChl OpraHm3aumnm
HaUMOHaNbHbIX CTPYKTYP B pa3nnyHbIX cchepax XU3HW pecnybnuKku, BKIoYas
KyneTypy. B Yepefe ohopMaeHns NMcaTenbckon, TeaTpanbHO N, dKyPHaAUCTKOM
1 KpaeBeAYECKOM OpraHn3aLuii, OpraH4HbIM NPOJO/MHKEHNEM CTaNo 1 NOsBe-
HMe CBOEro TpecTa, BefatoLero npon3soACTBOM U MPOKATOM KMHOMPOLYKLMN
B aBTOHOMMU. PyKoBoAWTENeM HOBOOOPa30BaHHOM CTYAUM «HyBaLIKMHO», Onpe-
AENABWMM ee TeMaTU4eCcK1in NNaH 1 TBOPYECKUIA MOYEPK, CTan KOPEHHON YyBalll,
pexunccep N.C. MakcMMoB-KOLWKUHCKMIAS,

& Noaknm Ctenanosmy MakcumoB-KolwKuHckmiA (1893-1975) — ocHoBaTeNb npodeccuoHans-
HOrO 4yBaLLICKOro TeaTpa, aKTep, pexuccep v 4pamaTtypr.
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Puc. 1. M1.C. Maxkcumos-KouwKUHCKUL®

dunbmorpadus caMoCTUiHON KUHOGAbPUKK, NPOCYLIeCTBOBABLIEN
€ 1925 1o 1931 rof, oTpaxeHa B 3Ha4YUTENbHOW CepUn pPa3HOXaHPOBbIX nb-
MOB. B LOKYMEHTaNbHOM HanpasneHuu, NTOMUMO XPOHMKaAbHbIX CIOXETOB /14
KMHOXYPHANOB, KOMNEKTUBOM CTYAMM ObINV CHATHI MONHOMETPaXHble Kap-
TuHbL: «CTpaHa YyBalicKas», «60 NeT YyBalICKOW rpamoTer, «PoxgeHHas OKTs-
6pem». Ho ocHoBHOW Npodub «4yBalKMHO» BbIPA3UACS B MOCTAHOBKE XYA0-
XKECTBEHHbIX NEHT: «Bomkckume byHTapw» (1926), «Cap-Mura» (OKeHumHa», 1927),

7 NIcTOYHMK M300paxeHns: HyBalWCKNA HauMoHanbHblin My3eid. . YKM KI1 23983.
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«Xypa tOna» («HepHblii cTonb», 1927), «An» («Buxpb Ha Bonre», 1928), <Ananka»
(«Mpayka», 1930), «KnpemeT kaTu» («CBALIEHHas polla», 1931), «AcTy» (<[ToMHW»,
1932). O 60MBIWNHCTBE 3TUX KUHOKAPTUH CErofiHs MOXHO CyANTb NWLIb MO KOC-
BEHHbIM VCTOYHMKAM — NUTepaTypHbIM CLieHapKsiM, MPOU3BOACTBEHHbIM AOKY-
MeHTaM 1 (hoToKapam, COXpaHVBLIMMCS B POHAax [ocyaapCcTBEHHOMO apxyvBa
COBpeMeHHOW ncTopum HyBatickor pecnybnukm (FTACK YP), focyaapcTBEHHOMO
NcTopmyecKkoro apxiea Hyeauickon pecnybnuviku (MTA YP), HyBalickoro Hauwmo-
HanbHoro mMy3ses (Y4HM) 1 YyBallCKOro rocyaapcTBEHHOTO UHCTUTYTA ryMaHuTap-
HbIX Hayk (YTUTH). 13 Bcero kmHemaTorpaduyeckoro Hacneams «4yBalikmHo»
[0 HalWX IHEN B MOMHOLEHHOM BYE COXPaHUNUCH TONBKO fiBE NEeHTbI — AOKY-
MeHTanbHas «CTpaHa YyBawckas» (1927, POCCMINCKMIA TOCYAapCTBEHHbI apxnB
KnHodoTooHoaoKyMeHTOB (PTAKO®/), POHA KNHOAOKYMEHTOB) 1 MOCTaHO-
BoYHas «CesleHHas pouja» (1931, FACK YP. &. Konnekuyms KNHOAOKYMEHTOB).
V13BeCTHO, 4TO paboTa Hafd AOKyMeHTanbHbIM dunbmom «CTpaHa HyBalcKas»,
nepBbIM NMPOLYKTOM HEMOCPeACTBEHHO YyBaLICKOro KMHOTPeCTa, MPOBOAMAACh
nof pyKoBoACTBOM Bnaga Koponesnya — npurnaeHHOro MOCKOBCKOIO PeXumc-
cepa (Koponesuy, 1927b, c. 25). B To Bpems Kak dunbm «CBslieHHas polia»,
CTaBWNIA NOCNEAHMM CaMOCTOSTENbHbBIM MPOEKTOM CTYAUMU, — NPOU3BEAEHVE
BCELIeN0 YyBalICKOro TBOPYECTBA M 3aCNy)KMBaeT B 3TON CBA3M 0COOOro BHU-
MaHUs.

CornacHo apxvBHbIM AaHHbIM, MePBOHAYANBHO CLeHaPHIA, MOCBSILIeHHbIN
NCKNOYNTENBHO TEME KONMNEKTUBM3aLMM, Ha3biBancs «BonHyeTcs HrBa (none)».
OCHOBHOI ipaMaTypryeckmnii KOHMANKT CLEeHapUs CTPOUNCS Ha KOHKYPEHTHOM
coceAcTBe AByx POPM BefeHNs CeNbCKOro X035MCTBa: CTapbix (ObIBLWIWE Kynaku,
eAVHONNYHUKM) 1 HOBbIX (Y4NeHbl Konxo3a). PUHANOM KMHOUCTOPUM, Yepe3
NoKa3 BHePeHMs MeXaHU31MPOBaHHbIX CMNOCOOOB KOANEKTUBHOW 06paboTKM
nonen, oMmKHa bbina cTaTb Nobeaa KOAXO3HOTO NMyTW PAa3BUTUS B HyBaLLICKOM
aepesHe. B Takon pepgakumn 8 Mas 1930 roga TekcT bbin oTnpasneH M.C. Mak-
cMOoBbIM-KOWKNHCKM B OTAEN KyNbTypbl pecnybnnkaHcKkoro npeactaBuTenb-
cTBa BKT1(6) BMeCTe € 3anpocom AaTh OT3bIB: «HyBalWKMHO, BBUAY aKTyanbHOCTM
BOMPOCOB, 3aTPOHYThIX CLIEHapWeM, NPOCKT fiaTb 06CTosATENbHOE 3aKoYeH e
11 MO BO3MOXHOCTM CPOYHO» (MakcmMoB-KowKmHCKKiA, 1930). CpoYHOCTb corna-
COBaHUS cleHapus ¢ NapTURHBIMK OpraHamMm MOXHO 06bACHWUTL BAM30CTbIO
HaCTYMNNEeHNs NeTHero ce3oHa, B KOTOPbIN Npeanonaranocs pa3sepHyTb Che-
MOYHbI Neprof paboT Hag hunbMoM. O4eBMAHO, Ha 3TOM 3Tane nocnefoBana
peakuys, noTpeboBaBLlas CyLWeCTBEHHON KOPPEKTUPOBKM cLeHapus. CloxeT
0 KONNEKTVIBU3aLUMM Obln yCUNeH penmnrno3HsiM KOHMAMKTOM: C Liefbto yBennye-
HWS NOCEBHbIX N10WAAEN KOMCOMONBCKNIA aKTUB U NPaBieHve cenpxo3aptenn
nblTalOTCs yoeamnTs OfHOCeNbYaH BbIPYOUTL CBSILLEHHYIO POLLY, 1 3Ta MHULMA-
TBa 0003Ha4aeT Nonspr3aLmio MECTHOTO COOBLLECTBA Ha fiBa flarepsi — YneHbl
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KOMX03a (3a) 1 Kynaxku-eaMHONNYHMKIL (MpoTKB). Bce nocnepytolime cobbiTvs pas-
BOPaYVBaOTCSA MMEHHO BOKPYI OCBOEHMS HOBbIMU XO3MCTBEHHUKaMY 3eMesb
CTAPVIHHOIO CBATUANLIA NOf, KOMXO3HYIO NallHIo, YTO 1 Aano GuiabMy COOTBET-
cTBYytOLLEE HavMeHoBaHVe — «CBslleHHas polla». B KynbMUHALMU KMHOWCTO-
PUM Kynaku TalHo cpybatoT raBHoe AepeBo CBATUANLLA U, NePENOKNB BUHY
Ha KOMCOMO/BCKOTO CeKpeTaps!, MPOBOLMPYIOT BEPYHOLIMX CTOPOHHUKOB Ha ero
yonincTBo. B hmHane xe dbunbma BpeanTensckas adepa eaqnHoNNYHUKOB pac-
KPbIBAETCS 1 VX U3MOHSIOT 13 IePEBHMY.

MOBOPOT K PENUTMO3HOM TEMATUKE He MOKAKETCS CyYaliHbIM, €CIN UMeTb
B BUAY Pa3BuTME B TOT Nepuopn 0OLLEeCOo03HOW aHTUPENUrMo3HOM NponaraHab
1 pernoHanbHble 0COBEHHOCTW 3TOW KamnaHuK. C OAHOM CTOPOHbI, B 1920-
1930-x aHTMPenuruo3Has Tematika ctana 0bs3aTenbHbIM KOMNIOHEHTOM Tema-
TUYECKVX NNaHOB roCyAapCTBEHHbIX CTYANIA, @ C A4PYroM, N3y4eHne COCTOSHNA
PENUTMO3HOCTM B PErMOHax CTPaHbl AN5 COCTaBNEHNs aTnaca KoHdeccuii nony-
YU HOBbIN MAEONOTMYECKUIA UMMYNbC B aKaleMMYeCcKMX Kpyrax (fTonosHeBa,
fonoBHes, 2025, c. 141). lToBO/MKbE B LLeNOM 1 YyBalns B HaCTHOCTH, Byayin
nepekpecTKoM KOHMECCHiA 1 MPenoMNeHnii CUHKpeTV3Ma, NpeacTaBAsAN B 3TOM
CBSI3M CNoXHOe npobnemHoe none. Mo 3amevanuto E.A. dracdoBoi, HyBalickoe
A3bI4ECTBO B XOf€ XpUCTMaHW3aUum 1 ncnammusaumn dysaten B XVII-XIX Bekax
npeTepneno TpaHchopMaLnm TpagULMOHHOM AOTMATUKI U KyNIBTOBbIX MPaKTUIK,
HO MPOJOMKAN0 HKUTb B Ka4ecTBe 0COO0 3HAYMMOrO pennurno3Horo cybcrpaTa —
«Bepbl NpeaKoB» (Aradosa, 2015, c. 10). Mo BnevyatneHnsm H.M. MaTopuHa, pyko-
BOAMBLIErNO TeMaTUYeCKMY IKCNeANUMOHHBIMU MCCNEA0BAHUSMY B PErNOHE,
Ha pybexe 1920-1930-x, B paHHeCOBETCKMIA nepuof B [prBOMKbE U NprikaMbe
COXPaHANCS CNOXKHbBIN PENUTMO3HO-ObITOBOM NepenneT: «A3bl4HMKM pasHbix
HaUMOHaNbHOCTEN, CTapoBepPbl BCEBO3MOXHbIX TOJIKOB, MPaBOCaBHbIe (TMxo-
HOBLIbl, OBHOBMEH LI, aBTOKehannCTbl), CEKTaHTbI CTapble 1 HOBblE (OT X/1bICTOB
[0 eBaHIeNnCToB), MycynbMaHe» (MaTopuH, 1929, . 5). PaboTbl B HanpaBneHnu
M3yyeHus ObITOBOM PENUTMO3HOCTI BHYTPY YyBallv BENMCh CUAAMU, MPpexae
BCEro, COTPYAHMKOB MECTHOTO Hay4HO-MCCNef0BaTeNbCKOrO MHCTUTYTA BO rMaBe
¢ C.C. KytawoBbiM. [MapannenbHo coCTaBnsNach <MHTepecHenwas ans nctopu-
KOB Penmnrimm KapTa YyBallCKMX KepemeTel AMPEKTOPOM YyBallCKOW Hay4YHOM
b6nbnnotexn K.B. Inne» (MatopuH, 1934, c. 116). 06paboTkoit cObpaHHOro 1M
3HaYMTeNbHOro 0bbema flaHHbIX 3aHUMancsa CBsLeHHNK H.A. ApXaHrenscKui,
oopMmMB ero Kak MNpunoxeHune K apxeonormnyeckor kapte Yysauckoin ACCP,
coxpaHuBlieecs B HayuyHoM apxmBe YT IMH (Snne, ApxaHrensckuid, 1930).

B cTonb cneunduyecknx ycnoBusx gestenn MecTHoro otaenermns Cotosa
BOVIHCTBYHOWIMX 6E30OKHMKOB CTANKNBANNCH C 0CODBIMU CIIOKHOCTSMU B CBOEIA
paboTe, YTO NPUBOAMNMO K ee Manol achdEeKTUBHOCTMN 13-3a HEOBXOAMMOCTU
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BefeHus «bopbbbl» HAa HECKONBbKMX PENUTUO3HbIX «POHTaX» — NPOTUB XPUCTW-
aHCTBa, MYCYNbMAHCTBA, Pa3NMYHbIX MPOSIBNEHWIA CEKTAHTCTBA, a Takxe Tpa-
AMUMOHHbBIX HAPOAHbIX BEPOBaHWI, BbIPaXKaBLWVXCS, B YaCTHOCTY, B ObITOBaB-
WX B TO Bpems MOKNoHeHUsx 6ory KupemeTy!? B «CBsLLIEHHbIX pollax». B 3Tux
YCNOBMAX MMEHHO Ha KuHeMaTorpad, ¢ y4eTOM ero HapoAaHON NOMNYNSPHOCTY
1 «Marnmyeckoro» BO3AENCTBMS Ha AePEBEHCKYI0 ayanTOPUIO, lenanachk UCKIo-
4MTENbHas CTaBKa MapTUAHBIX aKTUBUCTOB M HaUMOHANbHON MHTENNUTEHLMN.
B yactHoCTH, B pesontoumn Nepsoro BcevyyBallCKOro KpaeBe44eCcKoro cbesaa,
npoxoauBLiero B Yebokcapax netom 1928 roaa, 3By4an xapakTepHblin Npu3bis
K 06BbeVIHEHWIO YCUNUIA MECTHbIX TMTepaToOpOB, KpaeBedoB, NponaraHanMCcToB
BOKPYT KMHemaTorpada Kak nepegoBoro CpefcTsa NpoaeTapckoro BOCMUTaHMS
TPYASLLMXCS MACC, Yepe3 YTO 3puUTeNb, «<0TbpackiBas penurno3Hoe M1MpoBo33pe-
HVie, CyeBepus, OTCTanble HpaBbl M 0bblYay, MPYBLIYKA U T. M., BOCMONHAET CBOE
MMPOCO3epLAHME XyLOKECTBEHHO-PEBOMOUMOHHbBIM MbIWAEHWEM O NPUPOAE
1 obuectse» (06LECTBO M3yYeHus HyBalckoro Kpas, 1929, c. 101).

PacnpocTpaHeHHor hopMol aHTpPenurio3Hoin 60pebbl B paHHECOBeT-
CKOe BpeMs CTano yHUYTOXeHNe 1 nepeocBoeHre 0b6psaoBbIX MPOCTPaHCTB,
BK/IKOYASA XPUCTUAHCKME XpaMbl U s3bldeckne ceaTuanila (Ko3nos, 2014, c. 26).
B 3TOM KOHTeKCTe cLeHapuii, 6a3npyrowmincs Ha peanbHoM UCTOPKK O BbipybKe
CaKpanbHOW POLM A5 PaCliMPEHMs KONXO3HOM NallHK, oTBeYan Hanbonee
3n1060AHEBHbIM 33/1a4aM COLMANMUCTUYECKOro NepeycTPoOMCTBa HyBallCKOM
AEePEBHN — NPOBEAEHNIO KONNEKTUBMU3ALMM U aHTUPENNTMO3HOW NponaraHabl.

iccnepoBaTenbckas paboTa C BM3YanbHbIMKU apxXMBaMu, UCXOAS 13 UX
Ka4yeCTBeHHOW 1 cofepaTensHo cneundunkm, npeanonaraeT UCnonb30BaHne
cneunanbHom Metofonoruu. MNMpn NOAroToBKe AaHHOW CTaTby HbIA NPUMEHEH
noaxoA «paclndpoBKM» KWHOUCTOYHMKA 1 NpeAcTaBneHns ero B popmate
KMHOTEKCTa. MOCKOobKY, BBUAY CNeUMdUKM HEMOTo KinHeMaTorpada, MTOroBbIM
dunbm «CBAlLEHHas polla» NpeacTaBnsn coboi nocneaoBaTenbHOCTb MUMPO8
1N Kaopos, TO NOAXOASLIMM KIOHOM K ero «NpOoYTEHMNIO» OKa3blBAETCs COMo-
CTaBNeHWe TEKCTOBOrO U BU3yanbHOro psga dunbma. JononHUTENbHO, ANs
NPOSICHEHMUS HEKOTOPbIX ClelnduIecKknx Aetanei, NPUCyTCTBYIOWMX B NoBe-
CTBOBaHUW, NpUBEYEeHbl MaTepuansl nccnegoBaTeneit. Tak, HuKe B TEKCTe Npu-
BOAMTCS M3N0XKEHWE coaepaHns TTpoBs (3AIJIABHBIMW BYKBAMI), kanpos
(06bIYHbBIM WPUDTOM) 1 COOTBETCTBYIOLLMX 3THOrPaUYECKNX KOMMEHTapreB
(kypcnBoM). [laHHaa aBTOpCKas BM3yalbHO-aHTPOMONOrnyecKas MeToamnKa
[2ET BO3MOXHOCTb PACCMOTPETh KaK BHELWHIOW CTPYKTYPY, TaK 1 BHYTpUKaa-
POBble HIOAHChI Pa3bVPaeMoi KUHOKOHCTPYKLMU 4151 POPMUPOBAHMS aHanu-
TUYeCKMX BbIBO/OB.

1% B ucTo4HMKax BCTpeyatoTcs Bapuaumnm: Kupemet, Kupemst, Kepemer.
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«CBSILEHHAS POLLA» KAK KUHOTEKCT
Tutp. CBALLEHHAA POLLA.

Tutp. NOAABAOWAA YACTb 3EMIN 11O MALLIHKO HE MCTTO/TB3YETCA. ..
OHA B BO/IbLLUEW CBOEV YACTW NMPOMAJAET B BU/E NO/YBLIFOHOB,
MONYKYCTAPHMKOB, MONY/IECOB. .. 3MOXA PAZBACHEHNA «POCCUIA-
CKVIX HEYIOBWI» ELLIE TO/IbKO HAYMHAETCA.

Kagpbl. MamsaTHUK: B.W. J/leHWH yKa3blBaeT pykon BAanb. Tpybbl 3aBO-
A0B. TpaHCHOPMaTOPHbIE YCTAHOBKM 1 CETH BbICOKOBOJIETHbIX MPOBOAOB
Ha KPYMHOWM 3NeKTPOCTaHLMN.

Kagpbl gepeBeHCKux yauLl. XXusble 1 X0351MCTBEHHbIE MOCTPOWKY Kpe-
CTbsiH. HaNMYHMKM C HaUMOHaNbHbBIMY y30pamMn. dNeKTpUYecKas 1amnoyKa
B n3be-4yuTanbHe.

TuTtp. 1926.

Kagpsbl. Pa3BopoT raseTsl Ha 4YyBaWCKOM A3biKe. [JeByWKa BCayx YnTaeT
razeTty «COMPOK>» («Konxo3HuK)». Monofsle Ntoamn BHUMaTeNbHO CAYLWatoT.

Tutp. CTAPO-CAPEEBCKWI KOMCOMO/1.
Kagpbl. Monofexs 3a YTEHWEM COBETCKON Npecchl B M3be-4ntanbHe.
TuTp. X CEKPETAPL (MBAH IBAHOBUY).

Kagp. Monogow cekpeTapb noanunceiBaeT bymaru 3a paboymm cTonom,
Ha cTone — 6t0CT B.M. /leHnHa.

Kapp. Monogble ntofin neperoBapunsatoTcs.
Tutp. MPO HALLY POLLY MALLUVYT.

Kaap. CexpeTapb 0TBAeKaeTcs 0T paboThl, 06palllaeT BHYMaHVe Ha nepe-
CKa3blBaKOLLErO HOBOCTM 13 ra3eThl.

Tutp. AEPEBHA HE COTNACUTCA HA KOPYEBKY.
Kagp. Monogoi YenoBek obpallaeTcs K ceKpeTapio.
Tntp. A Tbl YTOBOPK!

Kaup‘ CereTapb KOMCOMOBCKOW SYelikm NnoAHMMaeTCA C MeCTa, BbICTY-
naer.

Tutp. WKANTYEMCA HA MAJTIO3EME/IBE, A 3EMJIA MO BOKOM, HE MCMO/Tb-
30BAHA. ..

Kagp. lMpogom«aeT geknammposaThb.

Tutp. POLLY A0 CTPALBI BEIKOPYEBATbL, 1 HBIHYE XXE 3ACEATD.

Kagp. KpynHbili MnaH BbICTyNatoLero cekpetaps.

Tutp. NOAHATL AEPEBHIO HA HOTW, KOJTXO3HWKOB B MEPBYHO MO/TOBY.
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[o daHHbIM [1.B. [leHucosa, 8 paHHecosemckul nepuod cpedu Yy8auicKo2o
HaceneHus, 8 MoM YUc/e U NPAsoCa8HO20, COXPAHSIUCH PE/ILRUO3HbIE 8EPOBAHUS
U 06ps10b1, OMHOCUBLIUECS K MPAOUYUOHHbIM NPUPOOHBIM KY/16MaM, 8 4aCMHOCMU,
«NPOSABASBLILECS 8 BUOE XHEPMBONPUHOWEHUU «C8IMbIM» UCMOYHUKAM, OMOe/lb-
HbIM Oepesbsim U poujam» ([erncos, 1972, ¢. 399).

Kagp. Cembs BO BOpe AOMa. HarpyxatoT CeHo B Tenery.

TuTp. NOBUT PABOTATb BACW/1b BACI/IEY, HO HA CEBSA, A HE HA TFOAEN,
KAK IYMAET OH MPO KO/TXO3HWKOB.

Kapp. Bacvns Bacuney npogomKaeT nepexnagbiBaTb CEHO.
Kanp. EroxeHa KynnH3 nomoraeT nepekuabiBaTb CEHO, FOBOPUT eMY.
Tutp. KOMCOMOJT KAK XOYET, A HAM POLLA 414 BBITOHA HYXXHA.

Kapp. Monogon 3anToYHbI KpecTbSHMH-Kynak TuMbaes paccKkasbiBaeT
NOXWIOMY 32XKUTOHYHOMY KPECTbSHUHY HOBOCTU O POLLE.

Tutp. TUMBAEB — BbIBLWA BAAAENEL, «CBALLEHHOW POLLM» N BbIB-
LY XO3AH KOSIXO3HOTO [IBOPA.

V138ecmHo, YmMo KaxOas C8IUEHHAs pouia MPaouyUOHHO UMENA C80€20
XPAHUMENs — «CMOMPUMeENs Kupememu» (Kupemems ndxaxkaH). B ero 0bs3aH-
HOCTW BXOAMNO HabMoeHne 3a COXPaHHOCTbI0 06PSA0BOro MecTa 1 cobntofe-
HUEM MPVHSTbIX COOBLLECTBOM NPaBW NOBEAEHWSt — 8 YACMHOCMU, 8 KUpememu
3anpewjanocs pybumes depeses, 86IKaLLUBAMSs MPABY U 8 UENOM OCYLYeCM8simb
xo3slcmeeHHy 0essmensHOCMb, He C8I3AHHYI C OMNPASAEHUEM PUMYAIos
([enwncos, 1959, c. 39).

Kagpbl. B ky3HuLe. Pa3pyBatoTcs Mexa, MO0 Ky3Hel, 0TbnBaeT Kocy.
Tutp. KY3HEL 1 YNEH MPABEHKA C.-X. APTE/TN.

Kagpbl. K Ky3Heuy npuxoauT roctb — Aryp Bacusb.

Tutp. ATYP BACW/1BY PAHBLUE 3AHVMAT OAHY AO/DKHOCTD — MACTYXA,
A TEMEPL ABE — NPEACE/IBCOBETA 1 BHOBb OPTAHN30BAHHOM C.-X.
APTENIN.

Kagp. Mpeacegatens cenbcoBeTa APYXeCcKy 300pOBaeTCs C Ky3HeLOoM
1 coobLaeT emy HOBOCTY.

TuTp. KOMCOMO/IbLIbl MPOTOKO/ KACATE/IbHO CBALLEHHOW POLLY
MPUHECN.

Kaap. MNoka3blBaeT AOKYMEHT Ky3Helly, TOT 6erno 3HaKOMUTCS C MPOTOKO-
/IOM 1 BbICKa3bIBaeT NpeanoxeHme.
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Tutp. O4OBPUTD... M TIPOBECTW B XXW3Hb.

Kaapel. PaHHee yTpo. Monoaol 4enosek, COTpYAHUK apTenw, pa3sellvBaeTt
00bsiBNIEHME O CO3bIBE CXOfA MO MOBOLY rON0COBaHYS O BblpyOKe poLLy.

Tutp. HA OBLLEE COBPAHME.
Kaapsbl. Cxof oiHOCENbYaH B lepeBHE. BbICTYNAET aKTUBUCT apTenu.

Tutp. OT 3TON «CBALEHHOW POLLM» OAHO 3BAHUE OCTANIOChE: HI
XBOPOCTY, HU CEHA. ..

Kagpebl. EanHonnyHmK Bacuns Bacunby roBopumT.
TuTp. TPABbI, KOHEYHO, B POLLIE YEPE3 ABA FOA HA TPETUIA KOCUM.
Kagpbl. KeHWMHbBI TpO3AT eMy Ky/akamu.

Kapp. CekpeTapb KOMCOMONBCKOM A4YENKN IMOLMOHANBHO aruTnpyeT
COOPaBLUIMXCS OfHOCENbYAH.

Tutp. ECIN ITY MNIOWALDL 3ACEATE K/IEBEPOM, TO MO IBA PABABTO[
KOCWUTb BYEM.

Kagp. My>41iHa, c Tenerw, 3anpshKeHHOM nolaabMu (Kynak), OTBEYaEeT emy.
Tutp. CAYLWA KOMCOMO/I.... OHW HAMOHOT.

Kagp. Komcomonel, rHeBHO 0TBeYaEeT ONMNOHEHTY.

Tutp. AJIMWEHUAM HE MECTO HA CXOJE.

Kapp. MNpeaceparens cenbCcoBeTa BbIKPUKMBAET BOMPOC.

Tutp. KTO 3A KOPYEBKY?

Kagpsbl. Cnasiive 3a CTONOM YHaCTHUKM NpaBneHus apTenu NogHnMatoT
PYKM. HECKONBKO MY>UYVMH 13 cpefbl COBPaBLUMXCS TOXe roNoCytoT 3a Kop-
YeBKy. YKeHLWMHbI CUAAT HEMOABMKHO, PYK He MOAHMMAIOT.

Kaap. KpecTbsiHe-KONXO3HUKM APY)KHO pa3bupatoT CBOU KOChI U OTNPaB-
NAOTCS Ha MOKOC.

Kaap. EanHonvnyHmk Bacunb Bacunsy ognHOKo 6peaeT B Nofe C KOCOW.
Kaap. ApTenbLinKm ApYXHO KOCST TpaBy B «CBSILLEHHOW» poLle.

Kagp. Bacvnb Bacunib4 KOCUT B OAMHO4YKY, TOMAET KOCY, YrPIOMO CaanTCs
Ha 3eMJ1t0, pacKypuBaeT TPYOKy.

Kagpsl. ApTenblKmM NPOACIHKAT APY)KHO KOCUTb TpaBy. Komcomonel,
VIBaH nopberaeT K AepeBsy, BLIKPUKMBAET.

Tutp. CAMV BUANTE, KAKAA 3AECH TPABA. OTAE/NIVIM OTAE/BHYHO AO/THO,
PACKOPYYEM. .. 3A KO/IXO30M EANHOINYHVKI MOTAHYTCA.
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Kagpbl. KONXO3HMKM KOPYYHOT POLLY: MYXXYMHbI PYOST AepeBbs 1 BbiKamsl-
BatOT KOPHMU, XKeHLMHbI OTTACKVBAOT CTBONbI.

Kagp. Komcomoney ViBaH 3aHOCUT TOMOP Ha rMaBHOe, camoe CTapoe
[epeBOo poLLn. HO Ky3HeL, OCTaHaBMBaeT ero.

TuTp. AEPEBO 3TO HE TPOHb. .. MHAYE KY/IAKU ChIMPAFOT HA HALLIEW
OWWBKE — WYM NOAHVMYT.

Kaap. Kynak TumbaeB nofCcMaTpMBAET 3a 3TOW CLEHOW.

Kagp. KONX03HVKK OCTaBASIOT CTapoe AepeBo B NOKOe, MPOLO/MKAKT KOP-
YEBKY.

[lo smHoepaguyeckum caudemessbCmaam, pouu, UCNo/Ib3yemsle 8 pesu-
2UO3HbIX Ye/1sX, Yy8aliu Ha3bI8A/IU KUPEMEMHbIMU, NOCKO/bKY 8epuUU, Ymo OHU
S8/1510MCS U3MO6NEHHBIMU MECMAMU 06UMAaHUs Kupemema: «8 CmapuHHbIX Kupe-
MEMuWax, pacnoiazaemslx 8 PoWax, MOXHo 6bi10 8UOEMb MAKYIO KAPMUHY:
cmonemHee 0epego cpedu Mo00bIX, Ha Hem bbi4esi 2071080, 1EHMOYKU, MOHEeMebl
8 MPEeUUHAX, y KOPHS COCYO C Kposbto, WKypa xxepmasl» (CanMuH, 2007, €. 562).

TuTp. BbIBLUN BOT KUPEM3IT. ..

Kanpbl cBATMAMLWIA B polle. Ha BeTKax — 3aBsA3aHHble MONOTHA TKaHeu.
B aynne gepeBa — NPUHOWEHNS 1 Yepern XepPTBEHHOTO )UBOTHOTO.

Tutp. MONTYHAT ELWE KOE-KAKUE JAPbI.

Kaap. MogHoweHusa y CBATUAMLLA — NUPOTW, KYpUHbIE fiilia, Nenewkw,
Kalla B MWCKe, Yaid B HYalHW1Ke, MONOTEHLE C BbILWNTbIM OPHAMEHTOM.

Ka,qp. MNoxunnas XEHLWWHa B pUTYyaTbHOM benom opedaHnn. My)KL{I/IHbI N KeH-
UWHbI B Hesbix ofexnax, ydacreyroue B peﬂI/II'I/IO3HOVI LepeMoHnn.

Tutp. EWE HE YMEP/1O MOKOJIEHWE, KOTOPOE BEPUT B CW/TY BOTA
KMPEMITA.

Kagp. Y4acTH1KM 0bpsiga MOASTCS y CTaporo fepesa.

CoomeemcmeeHHble onucaHus 06ps008eix MoaeHul Yysatuell, NocesuieH-
Helx Kupememy, npugodsimcesi A.K. CanmuHsim: «Monensujuxk u npucymemeyroujue
ONYCKaOMCs Ha KoJeHU, bepym wanku nOOMbIWKU U 06pawarom ceou 830pbl
Ha MaKywKy 0epesa. B amo 8pems 0HU NOHOCMbI0 OMpPeweHsl 0m 6ce20 NOCMo-
POHHE20, HU C KEM He pa3zosapusarom u He oenadsisaromcs» (CanmuH, 2010,
c. 161).
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Puc. 2. Kadp u3 ¢unsma «CesujeHHas powa»t

Tutp. BBIMUPAIO CTAPOE... APAX/IOE. ..
Kapgp. Ctapoe fepeBo, pa3duToe MOHKEN.
Tutp. KPEM/10 HOBOE. .. BOAPOE.

Kaupm npas3gHrKa: MaCCoBble XOPOBO/bl, MOABVXHbIE UTDbI. .. Ha oaHoMm

M3 3TanoB UTpbl — CeKpeTapb KOMCOMO/bCKOM sueliku VBaH 3afjaer «nNou-
MaHHOMY» OiHOCeIbYaHHY BOMPOC.

Tutp. KTO MPOTNB KOIXO3A?

Kaapbl. MON0AON KONXO3HMK, KOTOPOMY Bbifan BOMPOC, OTBEYaET.

1 CTOYHVIK 1306 paxerms: HyBallCKMi HaUMOHanbHbI My3eid. . YKM K[ 2172/21.
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Tutp. KYTAK TUMBAEB.

Kagp. TmbaeB HaCTOPOXEHHO HabMtoAAEeT 3a NPOUCXOAALLMM Yepes
3abop.

Tutp. CTAPUK TIMMBAEB.

Kapp. CTapuk HeloBepYnBO HabMoAAEeT 3@ MPOUCXOAALLMM U3 OKHA.
Tntp. YPAOHNK AHIAEB.

Kanpbl AepeBeHcKoro npasaHuKa.

Kak ommeyan K.B. ane, 00HOU U3 3HAYUMbIX TUHUL udeo102u4ecKoll
pabomesl HogoU 81aCMU 8 DepegHe bbl10 NepecmpoeHue MpaduyUOHHbIX HAPOO-
HbIX NPA30HUKO8 Ha cogemcKull a0, 8 YACMHOCMU, NPA30HUK 8ECEHHE20 CE8a
Akamydd 6611 mpaHcghopmuposaH 8 KpacHell Akamyt, npednosiaeaswud, Ymo
«MaCCo8as NOAUMUKO-80CNUMAMensHAs paboma 00/MKHA COYeMameCs C MACCo-
8bIMU Y8eCeneHUAMU (KapHABAsbl, Xopo8oosl, beaa, Uzpsl, MAaHel U NASICKU, KaYenu
U Kapycenu, 8bICmMynieHusi CaMoOessMesTbHbIX KPYXKO8, (U3KY/MbMYPHbIX 2pynn,
0eMOHCMpayus KUHOKapmuH u m. 0.)» (3nne, 1935, c. 44).

Kappsl. [lBoe Monopbix nogei pyosT rnasHoe gepeBo CBsLEHHON POLLY.
OnWH 13 HUX, Kynak Tumbaes, CNy4aliHO POHSET CBEPTOK — YUKY —
Ha MecTe pybKu.

Kagpbl. Ha o4epeHOM iepeBeHCKOM CXOAE KEHLLMHA TOBOPUT.

Tutp. KAK TTOBA/TNI KOMCOMO/1bI CBALLEHHOE AEPEBO... BBINIETE/
OTTYAA KMPEM3T HA BE/TOM KOHE. .. I KPUKHY/T MHE. ..

Kapp. eHuwmHa npogomKaeT paccKas.

TuTp. MPOLLAM, MATPEHYLLIKA! NEYY, TOBOPUT, B 3AMOPCKME KPAS.
3[ECH, FTOBOPUT, MHE MOYETA HET.

Kagpbl. Moxunble )eHWMHbI cnywatoT. [pyras )eHLHa roBOpUT.

Tutp. PYCCKOMY BOT'Y HE MO/TVCb. TEMEPB 1 HYYBALLUCKOIO BbIFTOHAROT.
Kapp. XeHwwmHa npogosmxaert.

Tutp. C KOMCOMO/IOM 1 KO/TXO30M JOBPA HE HAXMBELLb. ..

Kappbl. XXeHWrHbl HeroayoT. Kynaku NoAcnywmBatoT. [oxmMnas )eHwmHa
rOBOpUT.

Tutp. HAMTYCTUT TEMEPb KMPEM3T MOP HA APTE/TBHYHO CKOTUHY.

[puHsmo cyumame, ymo Kupemem, 6yOy4u 0OHUM U3 UEHMPA/bHbIX
60XKECma 8 4y8auwiCKOM NAHMEOHE, «0/IUYeMBOpPSsI/ 3/10e HA4as0 U NPOMUBOCMOs/
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2nasHomy 0o6pomy 6ozy Typd — NOKPOBUMENIO U 3AUUMHUKY 1100el», U NOMOoMy
0067100071 8 NPEACMABAEHUSIX BEPYIOLUX 8E1UKOU 8pe0OHOCHOU U0, HANPAB/S-
emoll Ha HaHeceHue nopyu 06ud4uKy (BosmHa, 2002, . 41).

Kagp. 3aroH gng ckoTa. Myx4uHbl BbIBOAAT 3aNpsXKeHHble NoWwagbMu
YNPSUKKM Ha paboTy B nosne. Mprbexaslune )eHLLVHbI Pa3BopaynBaioT UX.

Kagp. Monogol coTpyaHnK bexxmnT Yyepes BClO AepeBHIO B apTenbs. Coob-
LaeT NpefcefaTento O CNy4YMBLIEMCS.

Tutp. KTO-TO HOYbIO CPYBWNT CBAWEHHOE AEPEBO... XXEHLWMHbI
O310B/1EHbI. PABVPAIOT TOWAZEWN.

Kagp. MNpencenatens faeT pacnopsiKeHvie MONOAOMY COTPYLHUKY apTenu.
TuTp. COBEPV SKCTPEHHOE COBPAHVIE.

Kappel. CensiHe coburpatoTcs Ha odepefHow cxog. [peaceaatens HaunHaeT
BbICTYMNEHNE.

Tutp. HALLW KONXO3HWUBI HALEJA TAYTOCTb. ..

Kapp. Komcomorneu ViBaH nuLeT CTeHorpammy Cxoaa.

Tutp. YTOBbI 3AKOHYMTb K CTPALE, HALO HEMEANEHHO BbIEXATH HA
MALLHKO. TAK TTOCTAHOBWAO MPABUTENBCTBO.

Kagpbl. Mpeacefatent apTenu AeMOHCTpUPYeT Bymary ¢ [oCcTaHOBNEHNEM.
Kynaku v eGMHOANYHUKM NPe3PUTENBHO CMOTPSAT Ha Hero. AnnHHbI psj
MOMYALWMX KeHLWNH. OLNH 13 KPECTbSH BCTAET U FOBOPUT.

Tutp. KOPYEBA/IN YOAPHO, 3AKOHYMAW B CPOK. A TTAXATb HA BY/Y-
wmmnroa?

Kagpbl. BonHyetca Hapog Ha cxofe. OavH BbIKPUKMBAET.

Tutp. OA NTFOHBTE Bbl HA 3TO CBALLEHHOE AEPEBO, BCE PABHO [0
CTPAbBI HE YCMETb BCMAXATb.

Kagpbl. Y4aCTHUKN cxofa cnopaT.

TuTp. KTO 3A BbIE3/ HA MALLHKO?

Kappbl. Komcomonel, MiBaH BefeT NoACHET rofloCoB. XeHWnHbl CHasT,
He NoAHMMasn PYK.

Kappbl. Monogon KysHe, B pa3gyMbsx 6pogmT no nonto.

Tutp. JAAYT NOMOLLb B COBXO3E WV HET?

Kagpbl. Mpeacenatens apTenn yrpoMo NPpUXOANT B OMYyCTEBLNIA 3aroH AN

CKOTa. Bapyr BMaMT BAANW BCagHMKOB Ha nowaasx. Ha oaHoln ns noua-
Aei — MOMOAON Ky3Hell, OH TOBOPUT.
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Tutp. TPAKTOP XOTE/1 AATb COBXO3, JA B IPYTOM KO/IXO3E PABOTAET.
Kaapsbl. Bce 6onblie BCaAHMKOB Ha N0LLIAASX Chbe3KaETCA K apTenu.
Tutp. 3A COBXO3CKMUW ABUHYNNCH C HOYHOTO KO/TXO3HBbIE.

Kagpel. [lepeBeHckume xuTenun BoiberatoT 13 AoMOB, 0byBatoTCs. Kynaku
W eNHONMYHMKI HabtoAatoT 3a NPOVCXOAALLMM. KpecTbsiHe BHOBb BbIBO-
AAT CBOM YNPSHKKM B NONe Ha obliee feno.

Tutp. MPOBYANACH AEPEBHA. ..

Puc. 3. Kagp u3 punbma «CBsLeHHas polya»'?

Kapp. Bacvnb Bacunby NpUxXoAWT B NpaBaeHne apTenm, roBopuT.

TuTp. SAMNCBIBAK 11 HAC B APTE/1b, ATYP BACW/THH.

Kappbl BbIHOCA C MOAsi CPYONEHHOIO MaBHOMO AepeBa CBALWEHHOM POLLY.
Ky3Hel, HaxoauT Ha MecTe pyoKM AOKYMEHT — YAMKY (pacnucKy Ha UMs
Kynaka Tumbaesa).

Kagp. Tnmbaes npobyeT BbipBaTh YIMKY 1 bexaTb, HO COexaBLUMecs Ha 308
Ky3HeLa 4NeHbl apTenu CKpy4MBatoT ero.

Kagp. Bocnonb3oBaBWUCh CUTyauMen, Apyroi eAVHOANYHUK-KyNaK Noa-
XOANT K CeKpeTapto Komcomona ViBaHy VIBaHOBUWYY, pybsilemMy ocTaTku
AepeBbes B polye. CnpalmBaer.

Tutp. PYBULLIB?

2 ACTOYHVIK 1306 paxermns: HyBallCKMii HaUMOHanbHbIA My3eid. . YKM KI12172/35.
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Kaap. YBepeHHbI OTBET cekpeTapst KOMCOMONbCKOW AHEKN.
Tutp. MIEBAN 9 HA BALE IEPEBO.

Kaapbl MECTHbBIX 32XKUTOYHbIX KPECTbSIH, BbIKPUKMBAIOLLYVIX 113 OKOH.
TuTp. BEM ErO!

Kappbl. 13 136 BbiberatoT Monoable My»UMHbI U KEHLLMHDI.

Tutp. BBHOT! KOMCOMO/IbLA! BAHIO!

Kaap. *Xutenu 6eryT no aepeBeHcKon ynuLe.

Kaapebl. 3a lepeBHeii: B OKPYXEHUM NtOAei Ha 3emme NEeXUT YOUTbI cexpe-
Tapb KOMCOMO/bCKOW suelkn. Nprbexasline ofHoceNbYaHe 3aMnpatoT,
Habntoaas KapTUHY CNYYMBLIENCS Tpareaunu. XeHLWMHbI NNavyT.

Pasymeemcs, pyoKa C8ILWEHHbIX 0epe8bEs S8/15/1aCt CMPOXALLIUM Maby —
CYUMAnoCcs, YmMo Mom, Kmo Cpyoum KupememHoe 0peso, Hasae4em cMepmesis-
HYKO KApy HE MOJIbKO Ha cebsi NEPCOHAIbHO, HO U HA C80U CKOM, CEMbIO U POO
(Munbrosmy, 1906, c. 51).

Kagp. Monofoi apTenblUiMK OCyxaatolLe CrpallvBaeT.

Tntp. 3AHTO?

Kapp. CTapuKmn BOpY/IMBO OTBEYALOT.

Tutp. BONBHO YAAPUCTBIV CTAN. .. PYBUT, YTO HE HEAO.

Kapp. Monopoi apTenbuimk, yKasbiBas Ha Kynaka TvimbaeBa, OTBeYaeT.
Tutp. BPAT PYBUT!

Kaapsbl. [peactaBuTeni 3axnMToOYHOW YaCcT MeCTHOro cooblecTsa 60s3-
NIMBO CKPbIBAKOTCS C MeCTa COObLITUINA.

Kaap kpuyatlei MoNoaoMn XeHLMHbI.

Tutp. MPUKNABIBAKOTCA BEPYHOLLIMMIW, A CAMIU PYBAT.
Kagp. [ipyras geBylwKa NOAAEPKMBAET ee.

TuTp. BbIFTHATD X 13 AEPEBHN!

Kagpbl 3MOLMOHaNbHbIX BBIKPYKOB MOMOAbLIX HEHLLMH.
Tutp. KYTAUKOE OTPO/AbE!

Ka,qpr Hpe,D,CTaBI/lTeﬂl/l 3KMTOYHOW YacTu MECTHOIO COO6U.L€CTBa 60s3-
NINBO 3aKPbIBatOT ABEPU, OKHa M 3aHaBeCKM B CBOMX AOMaX.

Kapp. BonHyeTcs H1MBa CO3PEBLLMX KOMOChEB.
TuTp. HA MECTE TAK HA3BIBAEMOW «CBALLEHHOW POLLW».

Kapp. HeckonbKo ynpsikek, 3anpskeHHbIX oladbMy, BaxnsatoT nosne.
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Tutp. 3APABOTAJIA CTAPO-CAPEEBCKAA APTE/Ib.

Kanpbl. ADTeNbLLVIKM CPe3atoT CO3PEBLIVE KONOChS 3/1aK0B, BSHKYT B CHOMbI,
YKI1aAbIBAIOT B KOMHbI. [laHopama nosns ¢ MHOXECTBOM KOMEH.

3AKNHOYEHUE

Kak BMAHO M3 KMHOTEKCTa, «CBAlleHHas polla» oKa3anacb NapuTeTHoO
MPOHWKHYTa NVHUAMY NAapPTUMHOCTY U HAapOAHOCTU. B cueHax duibMa, BU3Y-
anV3MPOBaBLWMX PENNTMO3HYIO CIOXKETUKY, NOAPOOHO 4EMOHCTPUPOBANNCH
AeTanu KynbTta: yCTPOMCTBO CBATUAMLIA, MPYIMEPbl NOAHOLIEHI, 06psa Mone-
HMS. A 3Tanbl BbIPYOKM CBSALLEHHON POLWM CTanu ONOPHBIMU CTYNEHAMU KUHO-
MOBECTBOBaHMSA. TeM caMbIM, NpodaHHas (ObIToBas) No COAePIHaHUio UCTOPHS
0 KOMNeKTMBM3aLMM NOCNe0BaTENbHO NOAHVIMaNach Ha CakpanbHbI (penunru-
03Hbl1) ypoBeHb. Cyas MO apxXMBHbLIM CBUAETENLCTBAM, PEXMCCEPCKUM KPeao
.C. MakcumoBa-KOLWKMHCKOrO Bbina Kak pa3 aKpaHW3aLus CIKeTOB Haluo-
HanbHbIX MO hOpMe, 1 COLMANUCTUHECKMX MO COAePXaHMIo. He cnydainHo emy
YA,2n0Ch BbIPa3nTb Ha 3KpaHe TOHKYIO ApaMaTypriito, OTPasmBLLYI0 CUHKPETM3M
00pa30B CTaporo v HOBOTO, — BM3YyanbHO apTUKYANMPOBATh (@HTU)penmrimo3Hblii
KOH(AWKT, OyA0PaxMBLIVIA MUPOBO33pEHNMe HaceneHs HyBallCKo COBETCKOA
pecnybanKn, 1 BbI3bIBaBLUMIA COOTBETCTBEHHbIV IMOLMOHANbHbIA PE3OHAHC
B Cpefie MECTHOW 3pUTENbCKOV ayanTOpUN.

B cozparun unbma b6 3a4eMCTBOBaHbI HE TOMbKO Beayllme TBopYe-
CKMe cunbl «HyBaLLKMHOY, BKOYas akTpucy TaHu KOH® (ponb KynmHa) v pexic-
cepa W.C. MakcrmMoBa-KoWwK1HCKOro (ponb Bacunb Bacunbya), HO 1 MpocTble
xuTenn a. CapeeBo AapuHckoro parioHa. OCHOBHOe feicTBMe HbIN0 CHATO
B peasibHbIX CENbCKUX SKCTEPbEPAX M UHTEPbEPaX, C YaCTUYHOM AOCTPOMKOM ABYX
naBWIbOHOB — «M36a cepeaHsika Bacunb Bacunbya» 1 «Ky3Huupl» (MakcuMos-
KowkuHcKniz, Ynctsakos, 1930). B 3TOM CMbIC/ie MOCTaHOBKY MOXHO OXapaKTepu-
30BaTb KaK JOCTOBEPHYIO PEKOHCTPYKLMIO U XO39CTBEHHO-ObITOBOW, 1 PENUTU-
03HO-0bPSAL0BOW CTOPOH HAPOJHOW XI3HN. B LOKyMeHTanbHbIx 06CTOATENbCTBAX
DUryprpoBan xyooXKeCTBEHHbIN repoil — KoMcoMoneLl, MiBaH B UCNONHEHUHN
C. HukuTurHa. Ero obpa3s BnonHe oTseYvan napameTpam KOHCTPyVpOBaBLIerocs
B COBETCKOM KMHO apxeTuna «yenosekobora» (Stepanova, 2020, p. 124). BeicTynas

B TaTbsiHa CTenaHoBHa MakcumoBa-KolwknHcKas (B feBuyecTBe bypalHuKoBa), TBOpYe-
CKuIA nceBpoHMM TaHwu HOH (1903-1977) — akTpuca TeaTpa 1 KunHo, cynpyra W.C. MakcrmoBa-
KOLKMHCKOTrO.
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OCHOBHbIM NMPOBOAHMKOM KOMNEKTUBM3ALMY, OH OPOCan BbI3OB APEBHUM AyxaM,
1 ero Tparmyeckas rmbenb ctana KynbMUHALUMOHHOW TOYKOM ApaMaTypruye-
CKOW NVHWW, 3aCTaBWB OHOCENbYaH «MOBEPUTH» B HOBbIN MyTb XO35ICTBOBA-
HUA. A 3DDEKTHBI MOHTAX UHANBHOM CLUEHbI KyNETUBUPOBAaHMUS 3eMU KO-
NeKTUBHbIM TPYAOM NMOAHMMaN KUHOMOBECTBOBAHNVE Ha YPOBEHb «UbMa Kak
penurum»,

XapaKTepHO, Y4TO CIOXKeTbl O YyBaLUCKOW Bepe Monyuunu oTparxeHune
1 B APYrUX, HbIHE yTpa4yeHHbIX BunbMax CTyanu «HyBalKUHO», MOCTaBAEHHbIX
/.C. MakcMOBbIM-KOWKMHCKIM. T1p1 3TOM, HECMOTPS Ha CyLeCTBOBaBLW WA
aednumnT 6roaKeTa NPOEKTOB CTYAMM, Ha PEKOHCTPYKLMIO PENNTMO3HBIX 00PAA0B
PECYpChbl HE 3KOHOMUANCE. Hanpumep, Cyas No CUeHapUio 1 CMETHOM AOKyMeH-
Tauuu, ang dunsma «Cap-Nura» (QKeHuwmHa») bbina CHATa CLeHa KepTBONPUHO-
WweHns, NoTpeboBaBLIas NprBReYeHNs BreYaTnstoelr MaccoBkM: «400 Yenopek
B3pOC/bIX N0 60 K. B A€Hb, 70 ManbYnKoB No 25 Kom. B AeHb, 30 noasoa no 1 pyo.
B feHb» (YyBalCKnii pecnybnvKkaHCKuii TPeCT Mo KMHOMUKALMY U YN paBReHNIo
KMHoMOoTOCETHIO «HyBallKMHO», 1927). B CBOIO o4epeab, NoKa3biBaeMoe arpec-
CMBHOE BO3[ENCTBMNE aKTUBUCTOB MECTHbIX COBETOB Ha 0b0)ecTBAseMble 00b-
€KTbl BU3yanu3npoBano 31060AHEBHYIO aHTUPEAUTMO3HYIO0 MOBECTKY, MIMeB-
LWYtO Lenblo, C OAHOW CTOPOHBI, MOLOPBATh BEPY B KapaTenbHYO CUY APeBHYX
BOXKeECTB 1 AyXOB, C APYroi — 3aCNy)KUTb qUasi-pennr1Mo3Hoe yBaxeHe Hapoaa
K HOBOW BNacTu. B 3To NpoeKUmm KNHOAENCTBO «CBALLEHHOW POLLM», COEANHSB-
ee CTapuMHHble U HOoBelW e 0bpsafbl, OTPa3nno poxaeHne B AyXOBHOM Mnone
YyBalumu ovepeaHO BapnaLnm «CUHKPETU3Ma» — JOXPUCTUAHCKUX PENUMn-
03HbIX BEPOBaHWI 1 BEPbI B KOMMYHW3M. [TpuMeyaTensHo, YTo cyrybo aHTupe-
NWUTVO3Has NponaraHaa, NPOBOAMMAs B 3TO xe BpeMs fesTensamu Coto3a BOWH-
CTBYIOWMX 6E300XKHMKOB, He BCTpeyana NnoHWMaH1s v OTKVKa B HaLMOHa bHOM
coobulecTre, Havbonee cyeBepHOl 4acTbio KOTOPOrO OCTaBANMCh XKEHWLMHbI.

TBOPYeCTBO «HyBaLIKMHO», BOMNOTUBLIEECSH B CEPUU JOKYMEHTANbHbIX
N XyAOXKECTBEHHbIX KapTUH, IBASETCS SPKUM (DEHOMEHOM HalUMOHaNbHOro K1He-
mMaTorpada. PaboTbl MECTHOW CTyAMM CTanu Np1MMepoM 06pasHOro No3nLUmo-
HMPOBaAHMS 3THOKYNLTYPHOTO COOBILECTBa, OTPaXaBlW MM BHYTPEHHEee BMe-
HMe CBSA3el NCTOPUYECKMX TPAAMLMIA U TeKyLlehn CoBeTM3aLUmMm — A5 CBOEN
1 A15 06LEeCO3HOW 3pUTENbCKON ayanTopum. K 0COBEHHOCTSM HauMoHab-
HOro 06MMKa YyBaWCKOro KMHO CNefyeT OTHeCTU nocaefoBaTenbHoe Npo-
ABWKEHME CBOUX TeM 1 COBCTBEHHBIX MPOdeccnoHanbHbIx Kaapos. Mo cauae-
TenscTBy B. Koponesuya, kaxablid nnaH aktpucsl T. FOH CHMMancs He MeHee
4-8 pas, Ucxoas 13 YCTaHOBKM, YTO «OHa — 3Be3aa» (Koponesuy, 19273, c. 26).

¥ «dunbM Kak penvirus» (film as religion) — Tepmun T. Uirna (Representing Religion in Film, 2002,
p.4).
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Mo cnpasenneomy 3amedanuto A.l. CAOPOBOMN, HECMOTPS HA OPUEHTALMIO
Ha 06LLeCco3HbIe KNHOCTAHAAPThI, KMHOMOCTAHOBKM «YyBalUKUHO» UMENN OTAN-
YMTeNbHble YepTbl: C OAHON CTOPOHbI — (haKTOrpatUYHOCTL B OTOOPaKEH N
HaLMOHaNbHOTO BbiTa U PeNUrMo3HbIX 06PSAOB, a C PYroi CTOPOHbLI — POMaH-
TUYeckoe n30bpaxeHne PeBONLMOHHbLIX Npeobpa3oBaHuii (Cuaoposa, 1975,
c. 58). CornacHo apx1BHbIM JOKyMEHTaM, ABe TPETW OT 0OLLEro Yncna KNHo3pu-
Tenel B pecnybnnKaHCcKoM nNpokaTte KoHua 1920-x cMOTpenut UMEeHHO MeCTHble
KMHOKapTWHbI (Epemees, 1931) — cnefoBaTenbHo, TpAHCAMPYeMble B HaLMOHa b-
HOW KMHOCETU YyBaLICKMe hrnbMbl, BKOYas «CBALLEHHYHO POLLY», MONb30BaNMCh
WWPOKON — HapOAHOW — MOMNYNSPHOCTbLIO.

B TpaguLMOHHbIX BEPOBaHMSAX HEMPaBWIbHOE NMOBEAEHNE MO OTHOWEHMIO
K «CBALLEHHON polle» Bcerfa yBsA3biBanoch ¢ 6efamu, HacblnaembiMU XepTBO-
noburBbiM 6orom KrpemeToMm. Tak, B pacCMOTPEHHOM hubMe ©kepTBOW» nan
MOJIOAOV KOMCOMOTeL, ONMLETBOPSBLMIA HOBOTO repost — npeacTaBuTens
PEBOIOLMOHHON BAacTy. [prMedaTensHo, 4TO N0 CTEYEHMI0 06CTOATENbCTB 3Ta
dKpaHHas BblpybKa KMpemeTn cTana U NocnefHein camocToaTeNbHON paboTow
cTyavu. B utone 1930 roaa, Kak pa3 B nepvof paboTbl Hag dunsMom «CesleH-
Has pola», TPecT «HyBalKMHO» OblN BeJOMCTBEHHO NMKBUAMPOBAH, v 1 anpens
1931 rofia ero akTKBbI ObINW NepefaHbl B permoHanbHoe oTaeneHe obuecons-
HOW CTPYKTYpPbl «<BOCTOKKMHO». A B KOHLe 1930-Xx OCHOBHOM hoHA KMHOPaboT
«HyBaWKNHO» ObIN YHUYTOXEH. He pagy)Has cyabba nocTurna n OCHOBHbIX CTY-
AMAHBIX NOABWKHMKOB — B 1937 roay pexunccep M.C. MakcMoB-KOWKMHCKNIA
n akTpuca T. KOH bbinv penpeccrpoBaHbl No chabprkoBaHHOMY 0OBUHEHWIO
B «HauuoHanusme» (HOH, 2021).

PaccMoTpeHme nprmepa «CBALLEHHOM POLLM» AaET BO3MOXHOCTb OLEHUTb
camonpe3eHTaLyIo YyBallCKON aBTOHOMMM B 3HAKOBbIV TPaHCHOPMaLVOHHbIA
nepuog. lNepcnekT1BON 3asBAEHHOTO NCCNEA0BAHNA ABNFETCS U3yYEHNE KONo-
PUTHBIX HAUMOHANBHbIX MPaKTUK KMHEMaTorpaduyecKkoro «Co-KOHCTpynpoBa-
H¥s coBeTcKoCTW» (Damiens, 2024, p. 13), KOTOPbIE BbIPA3UANCh B PA3HONNKOM
Hacneaumn — cBoeobpasHOM KrnHoaTnace MHOFOHAPOAHOMO M NOAVKOHbeccH-
oHanbHoro Coto3a CCP. Co3aaHHble ycunusamm pecnybamnKaHcKnx CTyania, 3tu
KNHOKaPTUHbI ABASIOTCH EMKNMMU BU3YaNbHbIMU NCTOYHUKAMMN A5 N3YYEeHUS
B LWUMPOKOM CMeKTPpe ryMaHUTapHbIX 4UCUMNAMH, @ anpobrpoBaHHble B HUX
METOfAbI MOTYT MHCMMPUPOBaTb COBPEMEHHbIE BU3YyanbHO-3THOrpaduyeckme
onbIThl (Golovnev, Golovneva, 2021, p. 279). Mpn YyTKOM MCCNeA0BaTENbCKOM
NoAxofe CTaHOBUTCS BO3MOXHOW U «aellndpoBKa» 0COObIX HaLMOHaNbHbIX
KMHOA3bBIKOB, MOCPEACTBOM KOTOPbIX U3 UCTOPUM B COBPEMEHHOCTb TPAHC/IN-
POBaHbI He TObKO HI0AHChl HAPOAHOMO BbiTa, HO U CaKpabHble PeNUTrMO3Hble
NOCNAHNA.
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