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Mongolian cinema
as an episteme of identity*

Abstract. Amidst global cultural diffusion and the erosion of distinct
identities, the Mongolian peoples demonstrate a resilient capacity to
preserve their ethno-cultural distinctiveness. National cinema serves
as a primary instrument for this maintenance. Approaching cinema
as a reflexive practice of national self-awareness, this study employs
historical-genetic and comparative analysis to examine how filmmakers
grapple artistically with complex and often contradictory processes of
self-determination—notably, the dilemma between preserving traditional
ways of life and the imperative of modernization. A cultural analysis of
contemporary Mongolian cinema reveals that the theme of self-identification
has been a pervasive constant throughout its history. Through visual forms,
Mongols interrogate existing models and construct new ones to address
the pressing challenges of modernity. Over the past century, the dominant
identificatory episteme has shifted threefold: from building a bright future,
to a return to the roots, and most recently toward the formation of a global
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to different branches of Mongolian cinema: the Mongolian nomadic ethos,
Buryat cosmism, Kalmyk karmic fatalism, and the Chinese nostalgic pastoral.
It is argued that national cinema functions to archive and create visual
memory, to draw boundaries, to craft narratives, and to legitimize truths and
values. In conclusion, Mongolian cinema constitutes a visual and narrative
episteme in action—a powerful tool through which Mongolians, from East
to West, not only narrate their identity to themselves and the world but also
continually redefine it.

Keywords: Mongolian cinema, Buryat cinema, Kalmyk cinema, Inner
Mongolian cinema, identity markers
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MOHIoNbCKOe KMHO Kak arnmcTema
NAEHTNYHOCTIN

AHHoTaums. B ycnoBusx rmobanbHbix gUMdY3ni 1 pa3MbliBaHUS Kyb-
TYPHOW CaMOBBITHOCTY MOHIONbCKME HaPOAbl AEMOHCTPUPYIOT YCTON M-
BYIO CMOCOBHOCTb K COXPaHEHWIO CBOEI STHOKYILTYPHOW MAEHTUHHOCTH.
BaXKHEALWNM UHCTPYMEHTOM ee NMOAAEPXKAHMS BbICTYNAET HaLMOHaNbHbIV

KrHemaTorpad. Obpaliasnch K HeMy Kak K peneKCUBHOM NpaKTyKe Hauu-
OHaNbHOro CaMOCO3HaHUS, aBTOP Ha OCHOBE UCTOPUKO-TEHETUYECKOTO

1 KOMNApPaTUBHOTO aHaNM3a MPOCAEXMBAET, KaK PEXNCCEPbI OCMbICASIOT
CNOXHbIE 1 3a4aCTyt0 NPOTUBOPEYMBbIE MPOLIECChl CaMOONpefeneHns,
B 4aCTHOCTU, AUNEMMY MEX[Y COXPaHeHWeM TPaaMLMOHHOrO YK1aaa v He-
06X0AMMOCTbI0 MOfepHMU3aLMN. KynbTYPONOrnyecKmin aHanmns akTyanbHo-
FO COCTOSIHMSA MOHIONBCKOrO K1HemMaTorpada no3BonseT aBTopy yTBep-
KAaTb, 4TO TEMa CaMOMAEHTUMMNKALMN OCTAETCH CKBO3HOW Ha MPOTHKEHUN

BCel ero uctopun. HYepes sr3yanbHble GOPMbl MOHIOMbI UCCAERYIOT CyLLe-
CTBYIOLLME 1 KOHCTPYMPYIOT HOBbIE MOAENMN UAEHTUYHOCTY, OTBEYatoLMe

Ha aKTyanbHble BbI30Bbl COBPEMEHHOCTU. 3a NpoLWeALIne CTO NeT CMeHa

MOEHTUPUKALMOHHDBIX INUCTEM NPOUCXOAMNA TPYKALI: OT «CTpOUTENs

CBET/IOro OyAyLIero» K 3nmncTeme «Bo3BpalleHyis K KOpHaM» 1 Janee K hop-
MUPOBaHWIO «rnobanbHOro bpeHaar. B cTaTbe Takke BbiSBASETCS CUCTe-
Ma TMNONOTNYECKMX MapKePOB, MPUCYLLMX Pa3HbIM BETBAM MOHIONBCKOTO
KvHemaTorpada: «<MOHIOMIbCKMI KOYEBOI 3TOCY, «BYPATCKMIA KOCMU3M»,
«KaNMbILKWI KapMUYECKNI1 aTanm3m», «KMTaiiCKas HOCTanbrmyeckas

nactopasnb». [10Ka3aHo, 4To HalUMOHaNbHOE KHO paboTaeT Ha apx1BaLio
v CO3AaHune Br3yanbHo NamaTu. OHO MpoBOANT rpaHuLbl. Co3paeT Happa-
TVBBI. JlerTUMUPYeT «<MCTUHBI» U LeHHOCTW. OB BbIBOS: MOHIOMBCKM

KrHemaTtorpad — 3T0 BU3yaNbHas, HappaTvBHas 3NMcTeMa B AeUCTBUY,
KOTOpas BbICTYNaeT OAHUM 13 Havbosee MOLLHBIX MHCTPYMEHTOB, C MOMO-
LL{bto KOTOPOTO MOHIObI 3anafa 1 BocToka He ToNbKO pacckasbiBatoT cebe
1 MUPY, KTO OHM €CTb, HO 1 MOCTOSHHO 3aHOBO OTBEYAIOT Ha 3TOT BOMPOC.

KntoyeBble cnoBa: MOHIONKMHO, BypSTCKOE KMHO, KaMbILIKOE KUHO, KUHO
BHyTpeHHel MOHron1m, MapKepbl MAeHTUYHOCTY

BnarogapHocTu. iccneaoBaHye BbINOMHEHO 3a cYeT rpaHTa POcCuiickoro
Hay4yHoro doHaa Ne 24-48-03004 «/IaeHTUYHOCTb MOHTONBCKUX HAaPOAOB
B YCNOBUSAX MONULEHTPUYHOTO MUpa, https://rscf.ru/project/24-48-03004/
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INTRODUCTION

Cinema is not merely a mirror of identity reflecting external and internal
processes of self-definition through self-reference. As an epistemic system,
cinema actively participates in the formation of national identity. It produces
unique emotional knowledge and possesses a special set of tools for constructing
meanings. It is a form of imaginative thinking and serves as an archive of visual
and cultural experience. Cinema does not replace scientific or philosophical
knowledge but complements it by providing access to layers of reality and human
experience inaccessible to other systems. It allows us not only to understand the
world but also to see and feel it. Throughout its history, this most technologically
advanced and at the same time most accessible and popular of the arts has
developed numerous mechanisms for influencing audiences in the modes
mentioned above.

Modern auteur films, one of the most successful areas of Mongolian cinema’s
development, stimulate critical thinking and force compatriots to reflect on
important issues that may not be readily apparent. The cognitive influence of
Mongolian cinema includes fostering a broad audience’s interest in their nomadic
history, ethnic traditions, mythology, and religious consciousness. No doubt,
Mongolian cinema for many decades was both a tuner and a conductor of the
society. This resource was always at the disposal of ideologists during the Soviet
period, relying on Lenin’s assertion: “Of all arts, cinema is the most important for us’
(Lenin, 1970, p. 579). The themes and plots of Mongolian films changed over time,
reflecting hidden and deep structures of thought and shaping a supra-individual
order of perception and interpretation of reality. According to Michel Foucault, at
a given historical moment in culture, “.. there is always only one ‘episteme’ that
defines the conditions of possibility of all knowledge, whether expressed in theory
orsilently invested in a practice” (Foucault, 1977, p. 195). This episteme determines
the conditions of existence in the historical forms of knowledge and culture.

)

During the years when Mongolians were inspired by the Soviet worldview,
cinema simplified reality into easily digestible messages and created clichés such
as “religion is bad,” “friendship between peoples is good,” “heroes are ordinary
people,” etc. The screen stereotypes later were employed in the real lives of
Mongolians, their history interpretation, and the way of modernizing their life.
That time and today, Mongolian filmmakers have managed to engage viewers in
understanding existential issues, the metaphysics of freedom, loneliness, death,
fear, devotion, love, peace, and other meaningful foundations and modes of
human existence. By raising pressing social and important cultural issues (justice,
cultural memory, psychological balance, ecology), Mongolian filmmakers continue
to shape public opinion within and beyond the country’s borders.

» o«
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Mongolian films have a strong emotional impact as they are always stories
about people. They compel us to empathize with the characters, to rejoice
and mourn with them. Even though the life depicted on screen seems purely
exotic to a foreign viewer, Mongolian cinema is powerful in conveying a sense of
authenticity of the moment, credibility of the plot, and genuineness of everyday
details. Cathartic potential of Mongolian cinema is realized even through the
documentary genre, for example, in films like The Story of the Crying Camel
(directed by D. Byambasuren, 2003). By consolidating society and fostering the
formation of values, cinema encourages reflection on various behavior patterns,
not only external (style, speech, actions) but also internal ones, for example, in
demonstrating certain life principles, facilitating dialogue between generations.
The psychological and even therapeutic impact of Mongolian cinema lies in its
exposure to situations and characters with familiar, relatable problems. Having
found themselves in the position of observers, the spectators are allowed to
rethink their own experiences, better understand what is happening, and find
resources for resolving difficult situations.

Identity is a central theme in Mongolian fiction and documentary movies.
This subject dominated the first years of cinema existence as well as after the
collapse of the USSR. Previously, the emphasis was laid on creating a “regional way
of life,” using the native Mongolian language and showcasing “significant places.”
Today, the issue of identity is revealed in a wide range of common life collisions
that convey profound messages addressed to everyone. It is no coincidence
that, since the 2000s, cultural studies scholars have increasingly spoken
“...Jof] a shift happening in the perception of cinema, a tendency to regard it not
merely as a mirror, language, or view, but as a direct and holistic expression of
a distinctive worldview and its perception, a tool of organizing life-building and
life-creating meanings. This is a fundamentally new approach, different from the
dominant discourse of either Soviet or perestroika cinema, which is linked to an
understanding of cinema as a distinct epistemic system. Films made from these
perspectives, regardless of genre or technical level of execution, allow individuals
to feel implication to a certain generality at the deepest level on the level of
structures and processes of perception” (Yanutsh, 2023, p. 81).

Despite the presence of cinematic masterpieces, Mongolian cinema remains
hardly known to international and Russian audiences. This is by no means
a consequence of its low quality since Mongolians know how to make powerful
and original movies. Main reasons are the lack of information and marketing
blunders: inefficient distribution channels and low demand, largely due to the
small number of movies translated into Russian and other European languages.
ARussian researcher interested in this topic will be surprised to discover that only
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two works are devoted to Mongolian cinema, versus, for example, comprehensively
well-studied Kazakh cinematography. The first article reconstructs the history
of Mongolian cinema, but it was written almost half a century ago (Chernenko,
1978). Another, more recent study reveals the specifics of the formation and
development of Mongolian television (Enkhtsetseg, 2002). In addition, one can
find several compact theses and articles, primarily by Mongolian (Basanbayar,
2025) or Chinese authors (Chen & Cheng, 2014), and a few interviews with directors
in periodicals. Mongolian cinema has received little scholarly attention from the
European and international academic and professional communities. Researchers
interested in this topic will have to rely not on an established discourse but on
the knowledge of nomadic Mongolian cultural specifics, their own analytical and
methodological apparatus, and thoughtful film viewing.

Given the identified gaps and lacunae, our discussion of Mongolian cinema
as an episteme of identity will begin with an outline of its history, focusing on
its dual function. First, it concerns delineating the boundaries of Mongolian
cultural space for the world and for the Mongols themselves. Second, it concerns
imbuing this space with meaning, for it is precisely an episteme that engages one
in ongoing internal dialogue about the past, present, and future of Mongolian
culture, thus producing a unique, unparalleled knowledge of what it means to
be a Mongolian.

AN OUTLINE OF THE MONGOLIAN CINEMA HISTORY

Mongolians’ acquaintance with cinema began in 1913-1914. These years, in
the capital of Niyislel-Khuree (modern-day Ulaanbaatar), the first movies imported
from Russia were shown. Namnansuren, the Prime Minister of Bogd Khanate,
brought them to Mongolia upon his return from St. Petersburg. He organized
the first public screenings of shadow plays, which he initially named the show.
The Mongols immediately fell in love with cinema, and all screenings of films
imported from Russia were sold out. After Baron Roman von Ungern-Sternberg
expelled Chinese troops and officials in 1921, Mongolia gained independence from
the Qing Empire. Three years later, the Great People’s Khural (Parliament) formally
abolished the monarchy, approved the first Constitution, and proclaimed the
creation of the Mongolian People’s Republic (MPR). From that time on, the life of
the state was closely linked with the USSR. The development of national cinema
followed the same pattern. It is good to recollect that Russian influence also gave
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impetus to the development of Chinese cinema. After all, it was “.. .Harbin that
became the birthplace of China’s first professional cinema” (Khisamutdinov &
Bai, 2021).

During the 1920s, numerous Russian specialists arrived in Mongolia, and
avariety of equipment was imported. Initially, movie halls were set at the Russian
Exchange House and the Bogdo Khan Palace, for Jebzun Damba Khutukhta
VIl Bogdo Gegen was a great admirer of innovation and technical advances.
In 1925, the D. Sukhebaatar Club opened, and some traveling film screenings
were also popular. In 1930, the first real cinema called Ard was built in Mongolia,
and soon after, in 1935, the country’s first professional film studio, Mongolkino,
was established (Erdenetuya, 2016, pp. 83-87). Exactly one year later, in 1936,
the first Mongolian documentary titled The 47th Anniversary of the May Day was
filmed. Since then, May 1st has been celebrated in Mongolia as Cinematographers’
Day. Soviet filmmakers guided Mongolians into the world of cinema and shared
their experience through collaborative creative action. In 1936, the first feature
movie, Son of Mongolia, was released. Directed by the renowned Lenfilm director
llya Trauberg, the cast included local actors Shorotyn Tseveen, Dashzevegiin
Ichinkhorloo, Nyamyn Tsegmid, Danzangiin Bat-Ochir, and others. For the first time
in cinematic history, this film demonstrated the life and customs, mentality and
worldview of the Mongols. Its success is confirmed by the fact that the American
Academy of Motion Picture Arts and Sciences included Son of Mongolia in its
top ten foreign films. A highly significant fact, directly related to the topic of our
research, is that this first Mongolian film was based on a renowned heroic epic
embedded with a current political agenda.

Timur Natsagdorj, a prominent figure in silent cinema, shot the first
Mongolian feature film, Norjma’s Path in 1938. He was nicknamed Baga Natsaga,
Little Natsag, to avoid confusion with the famous writer Dashdorjiin Natsagdorj
(1906-1937), one of the founders of modern Mongolian literature. They both
studied in Germany, were friends, and mingled in the same cultural milieu. Upon
their return to Mongolia, they found that Lev B. Schaeffer, an Odessa native who
served as an Advisor on cinematography from 1936 to 1939, actively assisted
the work of their colleagues. Lev Borisovich managed to establish a full-fledged
film production industry in Mongolia. Thanks to his work, within a few years,
Mongolkino was able to produce and present its own movies — Wolf Pack (directed
by T. Natsagdorj, 1939), The First Lesson (directed by T. Natsagdorj, 1940), Incident
on the Border (directed by M. Bold, 1942), and Fearless Patriot (directed by
M. Luvsanjamts, 1942).

During the war, the Soviet-Mongolian films His Name Is Sukhe-Bator
(directed by A. Zakhri and I. Kheifits, 1942) and Steppe Knights (directed by Y. Tarich,
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1945) were released. Starting from 1947, the Mongols also established regular
production of newsreels. Before the advent of television in 1967 (Enkhtsetseg,
2002), these reels were the most advanced mass media outlet with up to two
releases per month. Postwar, Mongolian cinema primarily produced historical
and revolutionary dramas as well as adaptations of classic literature and detective
stories about the fight against smugglers. Comedies, they also shot. Thematically,
films of those years glorified Mongolian-Russian friendship and the successes
of socialist construction while condemning the feudal past. They systematically
created a negative image of the time bygone with its cruel noyons and oppressed
people. These films were intended to legitimize the new government and portray
the revolution as liberation. Within a short period, the characters changed. Soviet
heroes were no longer mighty batyrs and kind lamas but ordinary people: border
guards, doctors, and teachers. In other words, the theme of identity remained
central to cinema, but now it was restructured around the ideas of internationalism,
scientific progress, and the construction of socialism worldwide. At the same time,
Soviet sociocultural engineering deserves credit for demonstrating ethnocultural
specificity of the Mongols, like that of many other peoples, was never prohibited.
On the contrary, folklore was in vogue: folk costumes, songs, dances, and
traditional sports such as wrestling and equestrian competitions continued to
serve as hallmarks of ethnic identity and self-determination. That time, Mongols
were encouraged to define their identity not through religion or traditional tribal
self-organization but through a state-based, socialist Mongolian identity.

The next generation of outstanding Mongolian filmmakers—Dejidiin
Jigjid (cameraman and director), Ravjaagiin Dorjpalam (director), and Begziin
Balzhinnyam (director, cameraman, and screenwriter)—studied at VGIK (the All-
Union State Institute of Cinematography). Soviet specialists not only continued
to train filmmakers but also actively assisted young filmmakers with filming,
sharing equipment and expertise (see Chernenko, 1978). Upon returning from
Moscow to Mongolkino, D. Zhigzhid made such celebrated films as Messenger
of the People (1959), Flood (1966), and Morning (1968). Between 1970 and 1973,
R. Dorjpalam produced the historical-revolutionary saga Transparent Tamir about
two brothers, based on the novel by Chadravalyn Lodoydamba. Another novel by
the same writer narrates the story about a girl Suren, who, after the death of her
parents, took over the family and raised four brothers to become worthy Mongols.
It became the basis for B. Balzhinnyam’s film Five Fingers of One Hand (1983) which
was awarded a diploma at the Moscow International Film Festival.

From the late 1960s to the 1980s, Mongolian cinema experienced a radical
transformation in artistic thinking, cinematographic language, composition, and
direction. The leaders of the new wave artistic creativity in cinema include directors
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Dshamjangijn Buntar, Badrahin Sumkhuu, Gombojav Jigjidsuren, Naidangiin
Nyamdavaa, Badamsuren Nagnaydorj, Jamyansurenghiyin Selengesuren and
Ichinkhorloo Nyamgavaa; cameramen Khaltariin Damdin, Begziin Baljinnyam,
Luuzansharav Sharavdorj, I. Nyamgavaa, Delgeriin Battulga and Geserjavin Mash;
and screenwriters Dorzhiin Garmaa, Choijil Chimid, and others. As early as the
early 1970s, Mongolian filmmakers joined the newly formed Union of Art Workers
of Mongolia. Soon, as a director, K. Damdin began making films about and for
children: Two Classmates (1974), The Smell of the Earth (1978), and Reflections on
the Past (1979). Nyamdavaa also made films for children: The Age of the Chicken
(1977), Shepherd Naidan (1979). A new genre, psychological social dramas, also
began to develop in Mongolia: Meeting (1974, directed by Nyamdava), Wife (1975,
directed by Sumkhu), Human Life (1976, by G. Jigjidsuren), and Long Moonlit
Summer (1987, directed by J. Selengesuren). In these films, themes of identity
remain, but issues of social identity begin giving way to the personal, individual
identities of the characters. The focus shifts to the inner world of an individual with
one’s thoughts, feelings, values, and aspirations.

Democratic changes matured in the society by the 1990s and had an impact
on Mongolian cinema. Particularly, works of B. Baljinnyam and his creative team
contributed substantially to the social changes of that period. Release of the
famous films Manduhai Setsen Khatan (1988) and Under the Power of the Eternal
Blue Sky (1992) strengthened national self-awareness and sparked widespread
interest in ancient history, inspired the creation of study groups on different
topics, in particular, a movement of studying ancient Mongolian script that
eventually made the national script a part of the education institution’s curriculum.
The democratic transformations in Mongolia in the 1990s changed attitudes
toward the historical heroes of Mongolia. B. Baljinnyam’s role as Genghis Khan in
Under the Power of the Eternal Blue Sky (1992) became a symbol of national pride.

The joy of regaining freedom of thought was largely offset by the global
consumerist reboot of all life processes. The country’s main studio, Mongolkino,
practically ceased operating. Cinemas closed. A dark time had arrived for the
film industry. This malaise affected television as well, both due to its underlying
economic causes and the social frustration. A period of directorial silence ensued
largely because the socialist heroes and narratives were discarded, and new
ones were yet to be found. It soon became clear that being a Mongolian meant
reconnecting with one’s authentic essence: nomadic, spiritual, connected to
nature and ancestors.

At this stage of eroding authenticity globalization, cinema as a form of deep
cultural therapy transformed to become a place for music videos, advertising, and
low-budget television content. It took nearly a decade to find new approaches.
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During this period, directors, not without irony, mostly addressed the problems
of the transition period: poverty, unemployment, and identity crisis. Essentially,
cinema became a field of a sensitive yet fruitful search for a new, directed to the
past identity.

CONTEMPORARY CINEMA: IDENTITY IN THE GLOBALIZED WORLD

The gradual stabilization of the economy and the availability of new digital
technologies allowed Mongolian cinema to resurface in a new format. A movie
project began to attract grants and support from international foundations.
Among successful works, there is a poetic story of a nomadic family and a baby
camel, Story of the Crying Camel (directed by Davaa Byambasuren, 2003), filmed in
Germany. It was nominated for an Oscar for Best Documentary Feature and, overall,
marks three recent stages in the development of Mongolian cinema: 1) Mongolian
directors actively participate in various international film festivals in Berlin, Cannes,
Venice, Tokyo, and others, where they receive awards and accolades; 2) New
millennium witnessed the flourishing of Mongolian documentaries, which boldly
explores the traumas of the past and addresses the challenges of the present; 3)
Personal, sometimes even confessional, stories investigating complexity of human
relations in rapidly changing world, have come to the forefront of the Mongolian
cinema. For example, Zolbayar Dorje’s The Story of Us: Uchirtai Gurav (2011)
explores the topic of love and its manifestations in different eras. Among other
outstanding Mongolian films of recent years that have won audience and judges’
awards at international festivals, are: Cuckoo (2020, directed by Jamyansuren
Janchivdorj), based on Valentin Rasputin’s story Deadline; Veins of the World (2021,
directed by Davaa Byambasuren), Aberrance (2022, directed by Batsukh Baatar);
the art-house film Silent City Driver (2024, directed by Janchivdorjiin Sengedorj),
and City of Wind (2023, directed by Purev-Ochir Lkhagvadulam), about a student
shaman who acts as a medium for his ancestral grandfather’s spirit. Of particular
interest are the works of Banzragch Bayar, for example, The Great Heritage of
Nomads (2017). They combine documentary and artistic reconstruction. For the
film Only After My Death (2015), he brought in European and Russian scholars and
actors. The movie tells the story of Baron Roman Fyodorovich Ungern, a prominent
figure of the White Movement in the Far East, revered by the Mongols as Mahakala,
the Protector. In one of Banzragch Bayar’s most recent films, Descendants of the
Huns (2023), the director draws viewers’ attention to the contribution of the Huns
to the culture of modern Mongols and Europeans.
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Contemporary Mongolian cinema is remarkable for its independent, auteur-
driven works. This polylogue offers several key themes and insights into who the
Mongols are today. One such theme highlights the split in self-perception where
the values of nomadism confront the reality of urbanization. Films like Children of
Genghis Khan (2017, directed by Dorjiin Zolbayar) display the poetic yet vanishing
world of nomads living in harmony with nature. These films preserve unique
rituals, family relationships, survival skills, and environmental ethics, for example,
prohibitions on water pollution and waste disposal, for the welfare of future
generations. They construct an identity based on a deep environmental awareness
and the Mongols’ strong connection to their native land and traditions.

Mongols also demonstrate another side of life in their works. Such movies
as | Want to Be a Bear (2023, directed by Puurev Zoljargal) reveal the dramatic
vicissitudes of former nomads who traded the freedom of wandering for a city
existence. They depict the unsightly sides of urban realities: alcoholism, domestic
violence, child abuse, and a deteriorating environment. Another painful and
therefore frequently encountered theme in auteur cinematic reflection is the
conflict between tradition and modernity. In the distinctive style of Mongolian
directors, this conflict shifts to the realm of the protagonist’s intense inner choice.
For example, The Cave of the Yellow Dog (2005, B. Davaa) is a very atmospheric,
meditative, and documentary-like depiction of nomadic life. It convincingly
features the Tengri verse: “We love you, eternal blue Sky!” (see: Ulanov, 2022),
and conveys a grandmother’s wise explanations to a little girl regarding the
law of karma, our past and future births. In the interpersonal dialogue between
the characters, the filmmakers reveal the connection between generations and
familial, intimate forms of knowledge transfer: “Take a needle, my child, and strew
some rice grains on its tip... well, how many are left there? It’s just as difficult as
to find a human life...” Or the episode when the mother says to her daughter:
“Open your palm, and now try to bite it... Can’t you? Likewise, you can’t always
have what’s right next to you.” Mongolian films are pleasantly surprising in their
ability to foster a confidential dialogue between representatives of different
generations. The level of independence displayed by children growing up in
nomadic communities, which the city dwellers cannot reach, the unique ways in
which the Buddhist dharma is transmitted, based on the ideas of upaya (method)
and prajna (wisdom), are captivating. These teachings combine “altruistic methods
of spiritual development with holistic understanding of existence” (Erendzhenova
et al., 2025, p. 219). Another distinctive feature of contemporary Mongolian films
is that they do not offer ready-made answers. They guide the viewer through the
characters’ internal conflicts. They demonstrate identity not as a given value but as
a daily moral choice, and encourage viewers to attune themselves, to self-reflect,
and to exercise independence in choosing goals and defining values.
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Mongolian cinema is certainly a favorite among those who appreciate
ethnic films. Local directors with their deep knowledge of the subject capture
important details of Buddhist rituals, shamanic practices, yurt etiquette, traditional
clothing and jewelry, and cooking techniques. These traditions are still alive,
not reconstructed. We hear traditional overtone singing in films: khoomei, sygyt,
kyrgyra, and drawn-out urtyn duu (Sukhbaatar, 2024). Often, itis not just a through-
line melody but a crucial element of the narrative, as in the film Two Horses of
Genghis Khan (2024, directed by Davaagiin Byambasuren). In it, a singer from
Inner Mongolia travels to Outer Mongolia to restore a lost song about Genghis
Khan’s two horses. Her contacts with locals in search of who preserved what
and which parts are lost are in themselves quite fascinating. Nevertheless, the
focus of the intercultural communication here is the music, which permeates “...
all spheres of Mongol life, including festivals, special occasions, religious rites,
and feasts. Through music, one can discern the philosophy of life and customs
of the Mongolian people and clearly trace their historical path through unique
cultural traditions and worldview” (Sukhbaatar, 2024, p. 125). In the episodes of
Two Horses of Genghis Khan, we see the hero chopping down a fir tree along with
prayer and milk offering; herds still grazing amid the development of new mines.
We hear a story about the Conservatory, a regret that cultural differences in China
are disappearing. We see a farmer becoming an artist; people digging through
mountains of garbage to survive. Most importantly, we witness the heroine’s
endless dialogue with her deceased grandma returning to the same question:

“If the old must be destroyed for the new to emerge, is this loss justified?” Thus,
through dialogue, visuals, and sound, cinema actualizes and preserves cultural
codes. It reminds Mongols, wherever they live, of the richness of their cultural
heritage, making it aesthetically appealing, relevant, and meaningful.

BURYAT, KALMYK, MONGOLIAN, AND CHINESE CINEMA

In studying cinema as a marker and episteme of the Mongolian peoples’
identity, one has to distinguish the differences in its development among the
Mongols of the north and south, west and east, since they found themselves in
different political and social conditions. Comparative analysis allows us to see
that the history of Mongolian cinema is made up of several parallel trajectories
where common cultural roots have produced different shoots and fruits. While
Mongolian cinema was a tool for building the nation, the fate of national cinema
was different for the Mongols living within the large neighboring states of Russia
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and China. There, it became an instrument for search and expression of cultural
identity in the context of the different cultural dominance. It is clear through
examining four most representative Mongolian regions: Mongolia itself, Buryatia
and Kalmykia within the Russian Federation, and Inner Mongolia of the People’s
Republic of China.

The preceding analysis shows that the development of cinema in the
Mongolian People’s Republic was essentially an offspring of modern technological
art brought from the USSR, a portion of German influence included. The first films
of the 1930s were made with the direct participation of Soviet specialists and
bore the imprint of socialist realism. At the same time, Mongolian filmmakers
faced a crucial task: to consolidate the nation, create a new patriotic myth, and
reinterpret the great past in a contemporary spirit. This is why the golden age of
Mongolian cinema consists of large-scale historical epics about Genghis Khan
and his successors, or heroic dramas about revolution and the construction of
a new society. Overall, the aesthetic of Mongolian cinema is that of a steppe epic.
Mongolian cinematographers adore endless landscapes; nomadic life in their
films serves as a symbol of national identity. Even in the ideological films of the
Soviet period, the people’s deep, archaic connection to the Earth and Sky emerged
through the socialist narrative, thus representing a precise, distinctive mark of
their artistic language.

Unlike Mongolian cinema, Buryat and Kalmyk cinema developed from the
very beginning not so much as a national phenomenon but as a regional one,
within the vast and diverse culture of the USSR and then multinational Russia. This
determined their greater intimacy and focus on domestic and social issues rather
than national ones. Buryat cinema traces its origins to 1929, when V. Pudovkin’s
group arrived in Ulan-Ude, then Verkhneudinsk, to film scenes for Descendant
of Genghis Khan, aka Storm over Asia. The first Buryat film actor, V. Inkizhinov,
whose career as a film director had already taken shape in France, formulated
a message to future directors that would largely determine the development of
national theater and cinema. He called on Buryats to “...address to the richest
expressive layer of folk art—the chants and performances of uligers, shamanic
chants, Buddhist art, folk humor, and speech” (Inkizhinov, 1929, pp. 51-52). This
call was largely heeded. The first professional Buryat filmmakers to graduate from
VGIK—director Arya Dashiev (who worked primarily at Mosfilm), Alexander Itygilov
(who settled in Kyiv at the Dovzhenko Film Studio), and Baras Khalzanov (at the
Sverdlovsk Film Studio)—made deeply moving films about their homeland. Their
works are still part of Russian TV channels’ programs: Cry of Silence (directed by
A. Dashiev, 1981), This Bitter Juniper (directed by B. Khalzanov, 1985). Modern
filmmakers also follow Inkizhinov’s example, such as Bair Dyshenov, who made
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a film based on the Buryat Buddhist parable Mother’s Order (2011). It displays
a distinctive feature of the artistic language of Buryatia’s cinema, unique magical
realism. Local directors, seamlessly weaving elements of folklore, shamanism, and
Buddhism into the fabric of modern plots, bring ancient legends to life.

Kalmykia’s cinema also has a long history. It began in the 1920s and 1930s
with the famous films Ochir (directed by A. Amur-Sanan, starring Zula Nokhashiyev,
1933) and Young Republic (1936). However, the development of Kalmyk cinema
was brutally interrupted for a long period. The next films dedicated to Kalmykia
and the life of the Kalmyk people appeared only half a century later: Amulanga
(directed by L. Yasenitsky, script by O. Mandzhiev, 1987), Fortune Telling by Sheep
Shoulder Bone (directed by Ada Neretnietse, script by O. Mandzhiev, 1988), and
To Return Eternally (directed by S. Martyanov, 1993). Like the life of the Kalmyksin
general, the development of Kalmyk cinema was shattered by a terrible historical
wound—the deportation of the people from 1943 to 1957. This experience of
forced uprooting, the loss of their native land, and the long journey back left an
indelible imprint on Kalmyk art and humanitarian discourse. Kalmyk films are
not about sweeping epic canvases but about the inner world of a person trying
to remember who they are. The focus shifts from national heroism to personal
memory to an existential quest. Buddhism here serves as the primary means of
restoring a lost cultural identity, not as a folklore element. E. Manzheeva made an
outstanding contribution in the latest phase of Kalmyk cinema development. She
graduated from the St. Petersburg State Institute of Film and Television, and as
a director and screenwriter filmed Holiday (2007), Alien. Steppe (2008), A Woman
Inside Like the Steppe (2009), The Seagulls (2015), Heavenly Camel (directed by
Y. Feting, script by Elzyata Mandzhieva, 2015), Tachal (2017), Geshe Wangyal
(2022), and White Road (2023) (see: Kuvshinova, 2015). Her arthouse creations
won awards at numerous international film festivals. Republic of Kalmykia lacks its
own film studio, so the national cinema has been reborn today as a production of
enthusiasts and auteur-driven expressions, making it particularly valuable, honest,
and, perhaps, the most reflective.

Cinema produced by Mongolians within China has developed a unique
path. While Buryats and Kalmyks in Russia enjoy unlimited space for ethnocultural
reflection and criticism, the Inner Mongolian cinema is, first and foremost, an
instrument of the state’s national and cultural policy. Genghis Khan is a favorite
hero in epic films and TV series here. The Chinese are known to love historical
and spectacular cinema. As for films on Mongolian themes, their main goal is to
demonstrate the harmonious integration of the Mongols into the unified Chinese
family of nations. Research shows that in China, cinema is a tool of cultural
diplomacy and soft power (Maksim, 2023, p. 63). For that reason, Chinese cinema
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avoids sharp edges, conflicts, and topics related to separatism or any other form
of inappropriate self-expression. The aesthetic of this type may be described as
conflict-free pastoralism. Examples include the comedy drama Mongolian Ping-
Pong (directed by Ning Hao, 2005), a well-known movie to Russian audiences.
In such production, Mongolian culture is presented as a safe, slightly backward
yet charming element of China’s diverse landscape, an attractive destination for
domestic tourism. This is also the case with the popular television miniseries
My Altai (2024), where viewers are entertained with incredibly beautiful, almost
postcard-perfect views of the steppes, well-kept yurts, colorful folk costumes, wise
elders, and hospitable residents. This movie bears a dramatic plot, but it is not
overwrought. When discussing identity, the creators offer an ideologically nuanced
version, primarily aimed at the Chinese audience. Overall, a comparative analysis
reveals that common roots of Mongolian culture, embedded in different political
contexts, have given rise to four distinctive cinematic phenomena, demonstrating
once again that cinema is not just entertainment but a complex and sensitive
organism that absorbs the historical destinies of its creators and illuminates
various issues of identity (Wang, 2009, pp. 118-124).

CONCLUSION

Mongolian cinema has evolved from a visual spectacle to a fully-fledged
art form with its own unique style and language of expression. Inspired by
Russian cinema, it has found its own distinctive voice in profound psychological
dramas. Having endured the severe crisis of changing ideological systems and
the cessation of funding in the 1990s, it managed to regenerate. Now it tells the
world deeply personal and yet profoundly universal stories rooted in the great and
complex culture of a nomadic people standing at the crossroads of eras amidst
shifting epistemes. Mongolian movies are slow and meditative. They feature
drawn-out songs and leisurely dialogues accompanied by sounds of the wind
and crackling campfire, employ vivid pauses and moments of eloquent silence. It
gives the viewer time to experience and comprehend what they are seeing. These
features pervade the Mongolian stylistics of cinematic narrative, imbued with
profound codes of Mongolian aesthetics (Alekseev-Apraksin, 2022, pp. 99-110).
As for the differences and specificity of identity markers, cinema in the Mongolian
People’s Republic obviously serves primarily to affirm the nation’s distinctiveness
through epic history, the key marker here being the nomadic ethos. Buryat cinema
seeks a path through the synthesis of magic, everyday life, and reality, the key
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marker of identity here being a special Buryat cosmism. Kalmyk cinema aims to
heal collective trauma through dialogue between generations and existential
quest, while the cinema of Inner Mongolia creates an idyllic image of life for
nomadic peoples within Greater China.

Overall, contemporary Mongolian cinema is undertaking the complex task
of revising the past and reassembling identity. Taking elements of the past culture
(nomadic traditions, epic poetry, Genghis Khan, religious roots), it confronts them
with the challenges of the present (urbanization, globalization, corruption, deviant
behavior), and invites the viewer to reflect with the author on what heritage should
be reclaimed or discarded, thus acting as the episteme of national identity.

BBEAEHUE

KnHemaTorpad — 3TO He TONbKO «3epKaso UAEHTUYHOCTU», KOTopoe
yMeeT OTpaxaTb BHELWHMe ¥ BHYTPEHHME NPOLECCh CaMOONpeaeneHmns 1 ca-
MopedepeHUMn. KNHO aKTUBHO y4acTBYeT B GOPMUPOBAHUN HALMOHANbHO
MAEHTUYHOCTU KaK anucTemmyeckas cuctema. OHO MPOU3BOAUT YHUKANbHOE
aMoUMOHanbHoe 3HaHKe. Obnapaet 0cobbiM HABOPOM MHCTPYMEHTOB /151 KOH-
CTPYMPOBaAHNS CMbICNOB. S1BNsieTCs (hOPMO 06Pa3HOIO MbILLNEHUS 1 CAYKUT
apXMBOM BW3YanbHOTO U KyJbTYPHOrO OnbiTa. KMHO, pasymeeTcs, He 3aMeHseT
Hay4Hoe nnu rnocodCcKoe No3HaHvie, HO AOMONHAET ero, AaBast AOCTYM K TeM
CNOsIM PeanbHOCTU 1 YeNOBEYECKOro OMbiTa, KOTOPbIe HEAOCTYMHbI APYrM CU-
ctemaM. OHO NMO3BOASET HE TOMBbKO MOHATH MUP, HO U YBUAETh, MOYYBCTBOBATh
€ro. 3a CBOIO MCTOPWIIO 3TO CaMOe TEXHONOMVYHOE U B TO XKe BPEMS CaMoe AOCTyM-
HOEe VI MacCOBOE M3 UCKYCCTB BblpaboTano HemMano MexaHW3MOB BO3/ENCTBUS
Ha ayauTOpMio B 0603HAYEHHbIX BbllIE MOLYCaX.

CoBpemMeHHble aBTopCKMe huribMbl, @ 3TO O[IHO 13 Hanbonee ycnewHsix
HanpaBieHWit Pa3BUTUS MOHIONBCKOIO KuHeMaTorpada, CTUMYNPYIOT Kpu-
TUYECKOe MbILINEHVE, 3aCTaBsAs COOTEYECTBEHHMKOB 3a/lyMaThCs O BaXHbIX
Bellax, MHOTMe 13 KOTOPbIX He N1eXaT Ha NOBEPXHOCTU. K KOrHUTUBHOMY BAMS-
HWIO MOHTO/IbCKOTO KUHO CTOUT OTHECTY (hOPMUPOBAHYIE Y LIMPOKOW ayanTopun
MHTEpeca K CBOeN KOYEBOW UCTOPUM, STHUYECKUM Tpaauuusm, Mudonoriu,
PENUTMO3HOMY CO3HAHWIO. HET COMHEHUI B TOM, 4TO MOHIO/IbCKOE KMHO MHO-
rne AecaTUNeTUs aKTVBHO UCMONb30BaN0OCh M Kak HAaCTPOMLLMK, U KaK AVPUKep
obujecTBa. ITOT pecypc Bcera ObiN Ha BOOPYKEHNW Y MAEOIOMOB B COBETCKMN
nepvoa, ONMUPaoLMXCS Ha NIEHUHCKOE YTBEPHAEHNE: «13 BCeX MCKYCCTB A5 Hac
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BaXHEWLINM SBASAETCS KMHO» (/leHnH, 1970, ¢. 579). TeMbl, CHOXETbI PUNBMOB MOH-
FONTbCKIX PEXKMCCEPOB MEHSANINCH CO BPEMEHEM, OTPaXast CKPbITbIE 1 MYOMHHbIE
CTPYKTYPbI MbILLAEHVIS 1 DOPMUPYS HAAbIHAVBUAYANbHbIA NOPSAOK BOCMPUATAS
1 TPAKTOBKM peanbHOCTH. 10 yTBepxaeH o M. DyKo, B KyNbType B KOHKPETHbI
NCTOPUYECKMIA MOMEHT «BCEIa UMEETCS NIWLLb OAHA 3NUCMEMA, ONPeaensioLLas
YCNOBMS BO3MOXHOCTM Nt06OT0 3HaHWS, MPOSIBASETCS /1M OHO B TEOPUM U/ He-
3pVIMO MPUCYTCTBYET B NpakTuke» (Pyko, 1977, ¢. 195). OHa hopMumpyeT ycrnoBus
CYLIECTBOBAHMWS MCTOPUYECKMX DOPM 3HAHMS U KY/bTYPSbI.

B rofibl BOOAYWEBNEHNS MOHIONaMIU COBETCKMM MUPOBO33peHneM KUHO
YNPOWAN0 peanbHOCTb 10 1erko BOCNPUHUMAEMbIX MOCAaHWUIA 1 CO3AaHNs Kvile
(penunrns — nnoxo, Apy6a HapoaoB — XOPOLWO, Fepou — NPOCTbIe MOAN U T. f.).
dopMurpyemMble Ha IKpaHax CTepeoTbl PACNPOCTPaHSAVCh NOTOM W Ha pearb-
HYI0 XKM3Hb MOHTO/0B, MHTEPNPETALMIO CBOEIN MCTOPUM 1 MOLEPHU3MPYIOWNIACS
6bIT. Bripoyem, 1 Toraa, vi cerofHst KuHematorpaductsl MOHronuu ymyapsimch
BOB/IEYb 3PUTENS B OCMbICTIEHMNE KMU3HEHHBIX 3K3UCTEHUMANO0B, B MeTadu3NKy
€B060O/bl, OAMHOYECTBA, CMEPTU, CTPaxa, NPeAaHHOCTY, N1100BM, MOKOS 1 MPOYMX
HaNONHSIOLLYX CMbICTIAMU HU3HEHHbIX OCHOBaHWI 1 CNOCOBOB YeN0BEeYeCKOro
CyLLeCTBOBaHMs. MoAHNMAs CErofHs aKTyanbHble COLVAnbHbIE U BaXHbIE Kysb-
TypHble Npobnembl (CNpaBeannBOCTb, KyN6TYpHas NaMsaTh, NCUXON0OrMYecKkoe
paBHOBEeCKE, 3KONOMS), KUHeMaTorpaducTbl MOHTrOAMK NPOACIHKAOT PopMU-
poBaTb 06LeCTBEHHOE MHEHMe O cebe, B TOM YiC/Ie 1 3a Npefenamm CTpaHsbl.

CnenyeT OTMETUTb, YTO CHATOE MOHIONaMU KMHO 06M13a1aeT CUMbHbLIM 3MO-
LMOHabHbIM BO3[EMNCTBMEM, BE[lb 3TO BCErAA MCTOPMM NPO Ntofaei. OHO 3acTaB-
NSIeT CONEepPexnBaTh reposimM, UCMbITbIBATb K HM YyBCTBO 3MNATUM: PafoBaThHCs
1 NevannTbCs BMECTE C HUMW. VI faxe eciv MoKa3biBaeMast Ha SKpaHe XW3Hb A/
MHOCTPAHHOIO 3pUTENS — 3TO CM/OLWHAS 3K30TMKA, MOHTO/TbCKOE KMHO OKa3blBa-
€TCs CUAbHbIM B Nepefaye oLy EeHNA NOAIMHHOCTM MOMEHTA, OCTOBEPHOCTH
CIOXKETa, ayTEHTUYHOCTY ObITOBbLIX eTanei. Katapcuyecknii noTeHuUmnan MoH-
FONIbCKOTO KNHO peannayeTcs faxe B AOKYMeHTanbHOM XaHpe, HanpuMep, B Ta-
Kunx hunbmax, Kak «/ictopusa nnavyulero sepontofa» (2003, pex. [1. bambacypaH).
KoHconuanpys obuiecTBo 1 cnocobcTBys (DOPMUPOBaHWIO LIEHHOCTEW, OHO NpY-
3bIBAET K OCMbICTIEHWNIO Pa3HbIX MOeNel NOBEAEHNS], HE TOMBKO BHELLHWX (CTW/b,
MaHepa peyn, NoCTYMNKM), HO 1 BHYTPEHHUX, Hanpumep, B 1eMOHCTPaLM TEX UK
NHBIX XXWU3HEHHbIX MPUHLMMNOB, CNOCOOCTBYS OCYLIECTBAEHMIO inanora noKose-
HWIA. T1CMXONOrMYECKOE 1 iaXe TepaneBTUYECKOe BUSHNE MOHTOIbCKOO KUHO
3aK/1H04aETCs B 1eMOHCTPALVIN 3pUTENSM CUTYaLMIA 1 MePCOHaXer C NOHATHbIMY,
MOXOXMMY NpobaeMamu, U OHW, OKa3biBasiCb B CUTyaLMM HabaoaaTens, nony-
4atoT BO3MOXHOCTb MNEPEOCMbIC/INTL CBOM COBCTBEHHbIE NMePEXMBaHYIS, Nydlle
MOHSATb, YTO MPOUCXOANT, HANTV PECYPChI 151 PELLEHMS CIIOKHbBIX CUTYaLUIA.
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/IAeHTUYHOCTb — 3TO AeNCTBUTENBHO OAHA U3 LeHTPasbHbIX TeM B XyA0-
XKECTBEHHbIX U [OKYMEHTaNbHbIX paboTax MOHTOM0B. Tema 3Ta JOMMHMPOBana
11 BO BpemMeHa poxaeHus KnuHematorpada, v nocne pacnaga CCCP. V1 ecnm paHblie
ynop fenancs Ha cosganue «0bpasa }u3Hu pervioHar, MCnonb3oBaHve POAHOro
MOHrOMaM S3blKa 1 AEMOHCTPALMIO «3HAYMMbIX MECT», TO CerofHs npobnema
MAEHTUYHOCTY PACKPLIBAETCS B LUMPOKOM AMana3oHe YHUBEePCabHbIX XKU3HEH-
HbIX KONNM3KWIA 1 FyBOKMX NOCNaHWI, 0BpaLleHHbIX K KaxaoMy. HecnyvaiHo,
HaurHas ¢ 2000-, KyNbTYpONOr BCe Yalle roBOPsT «06 M3MEHEHMW BOCNpus-
TUS KUHO 1 O BbIpaboTKe OTHOLLIEHWS K HEMY He TObKO KaK K “3epkany”, “a3blky”,
“B3rnsay’, a Kak K HeMocpeaCTBeHHOMY U LIeNIOCTHOMY BbIPAXEHMI0 CaMOBbITHOO
MUPOBO33PEHYs U MUPOBOCMPUATUS, CPEACTBY YNOPSA0YMBAHNS XKNUIHECTPO-
MTENBHbIX U XKM3HETBOPYECKMX CMBICIOB. 3TO MPUHLMMIMANbHO HOBbIM NOAXOA,
He CBOWMCTBEHHbIV AOMUHMPOBABLUEMY IMCKYPCY HY COBETCKOTO, HU MepecTpoey-
HOIO KUHO, U CBA3aHHbIM C MOHNUMAHMEM KMHO KaK 0CODOM 3MMCTEMMYECKON
cncTembl. PUAbMbI, CHATBIE C YKa3aHHbIX MO3WLUMIA, HE3aBUCUMO OT KaHpa 1 Tex-
HMYECKOro YPOBHS peanw3aluu, No3BoNsioT OTAENbHbIM CYGbeKTaM KynbTypbl
MOYYBCTBOBATb CBOO NMPUHAANEXHOCTb K ONpeaeneHHOMY LieloMy Ha CaMOM y-
HOKOM YPOBHE — YPOBHE CTPYKTYP 1 MPOLECCOB BOCMPUATUS» (AHYTLW, 2023, C. 81).

HecMoTps Ha Hanuyme KuHemaTorpaduyecKkrx WeaeBpoB, MeXayHapos-
HOW ¥ pOCCUIACKOM NMyBANKe MOHIONbCKUIA KnHeMaTorpad M3BecTeH KpanHe
Mano. 3TO OTHIOb He SABNSEeTCS CIEACTBMEM €r0 HU3KOro KavyecTsa (MOHTIoMbl
YMEIOT CHVIMaTh CU/bHOE 1 CamMobbITHOE KNHO). OCHOBHbIE NMPUUKHbI, BEPOSTHO,
B OTCYTCTBUM MHMOPMALMN 1 NOTUKE pbiHKA: HE3MdEKTUBHO paboTatollvx Ka-
Hanax AMCTpUOYLMM 1 HU3KOM CMPOCe, BO MHOTOM BbI3BaHHOM MafbiM Kosnye-
CTBOM MepeBefieHHbIX Ha PYCCKUI 1 Aipyrne eBponenckme s3siku hrnbMoB. 3a-
NHTEPeCcOBaBLINIACS 3TON TEMOW OTEYECTBEHHbIN MCCNeaoBaTeNb C yAUBAEHNEM
0OHapYKWT, 4TO B OT/IMYWME OT, HanpuMep, BCECTOPOHHE V3y4eHHOT0 Ka3axcKoro
KMHO, MOHTONBbCKOMY KHeMaTorpady NoCcBsLLeHbl TONbKO ABe paboTsl. B nepsol
PEKOHCTPYMPYeTCs NCTOPUS MOHTONBCKOIO KuHematorpada, Ho HanvcaHa oHa
noyTn nongeka Hasap (HepHeHko, 1978). [ipyroe, bonee ceexxee nccnenoBaHme
packpbiBaeT cneunduriky GoOpMUPOBaHUS 1 Pa3BUTHS MOHTONBCKOIO TeneBuaie-
HUA (SHxuU3LAr, 2002). Kpome 3Toro, 0bHapy»KMBaeTCs HECKONBKO KOMMaKTHbIX
TE31COB 1 CTaTen, NpenmyLIeCTBEHHO MOHIONbCKOTO (Basanbayar, 2025) unwu
KuTalickoro aBTopcTaa (Chen & Cheng, 2014) 1 HECKONBKO MHTEPBbLIO C pexmncce-
pamu B neprogmre. 0beneHo NCCnefoBaTeNbCkUM BHUMaHUeM KMHO MoHronmm
€BPOMNENCKUM 1 B LIENOM MEXAYHAPOAHBIM akageMnyeckrm 1 npoheccnoHans-
HbIM CcoobUeCTBOM. ViccnenoBaTento, 3aMHTepecoBaBLIEMYCS aHHON TeMOM,
NPUAETCS MONaraThCsl He Ha CNOKUBLIMIACS AVCKYPC, HO Ha 3HaHMe KybTYPHO
cneundrKy KOYeBOW MOHIONBCKOW KyNbTypPbl, COOCTBEHHbBIN aHaNNTUYECKII
1 METOA0NOMMYECKMIA annapaT v BAyMYMBbIA NPOCMOTP GUABMOB.
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B CBSA31 C BbisiBEHHbIM Hanuymem Npobenos 1 NaKyH Hall Pa3roBop O MOH-
FONIbCKOM KuHemaTorpade Kak anucteMe MAeHTUYHOCTU Mbl HauHeM C ouep-
Ka ero uctopuu, obpallas BHUMaHue Ha ABOWHYIO MYHKLUMIO KnHeMaTorpada.
B nepBOM Criydae peyb NoiaeT O MapKUPOBKe rPaHuLL MOHTONBCKOMO Ky/bTyp-
HOrO NPOCTPAHCTBA 1S MMPA U CaMVIX MOHTO/OB; BO BTOPOM — O HamnosHeHWUn
3TOr0 NPOCTPAHCTBA CMbIC/IOM, BEflb MEHHO B KA4eCTBe 3M1CTEeMbI, OHO BEAET
HenpeKpallatoLMincs BHYTPEHHWI AMaAnor O NPOLWNIOM, HacTosLeM 1 byayLiem
MOHTONBbCKON Ky/bTYPbl, MPOU3BOAS YHUKANbHOE, HY Ha YTO HEe NoX0oXee 3HaHue
0 TOM, 4TO 3HAUYUT BbITb MOHTOMIOM.

OqepK NCTOPUN MOHTO/TIbCKOIro KUHO

3HAKOMCTBO MOHIONOB C KnHeMaTorpadom Havanoch B 1913-1914 roaax.
Torpa B cToNMLe rocyaapcTsa Huincnan-Xypaat (coBp. Ynax batop) BnepBsbie
611 NOKa3aHbl NpYBE3eHHble U3 Poccuy KMHoNeHTbI. locTaBun ux B MoHronuo
BO3BpaTMBLINIiCA 13 CaHKT-lNeTepbypra raBa NpasuTenscTBa borno-xaHcKom
MoHronuu Tyrc-OumpbiH HaMHaHcypaH. OH ke No npubbiTHo opraHun3oBan
nepBble Ny6ANYHbIE AEMOHCTPaLMK «UTPbl TEHEN» (C ero noaayv B MOHronmm no-
Havany pacnpocTpaHmIOCh MMEHHO 3TO Ha3BaHKe). MOHrofbl cpasy NoMobuIn
KWMHO, V1 BCe MOKa3bl MPUBO3UMbIX 13 POCCMM NEHT NPOXOAUAN NPU HeMpeMeH-
HbIX aHwWnarax. lfocne n3rHaHws KUTaNCKUX BOMCK 1 YAHOBHUKOB HapoHOM P.®.
oH YHrepHom-UITepHbeprom B 1921 rogy MoHronmns obpena He3aBUCKMMOCTb
oT umnepuwu LMK, v Tpu ropa cnycTs Bennkmin HapoaHbIiA Xypan 3akoHogaTenb-
HO YNpasAHUA MOHapXWo, BNepBble yTBepana KOHCTUTYLMIO U MPOBO3racu
co3paHune MoHronbckon HapoaHo Pecnybnukim (MHP). C 3Toro BpemeHu xmn3Hb
rocyaapcTBa OKa3anach TecHelnM obpasom ceszaHa ¢ CCCP. B nonHol mepe
3TO OTPA3UNOCh U B pa3BUTUM HaLMOHaNbHOro KnHemaTtorpada. OTMeTUM, YTo
pyccKoe BAMsHME Aano TONYOK Pa3BUTMIO U KMTANCKOro KnHemaTtorpada. Begb
MMEHHO XapbuH «CTan poanHOI NepBoro NpoheccnoHanbHoro KnHematorpada
KuTas» (XvucamytamnHos, bai, 2021).

B 1920-x B MOHronwmto nprexano HeMano POCCUIMCKIX CNeLmancToB 1 6bino
BBE3€HO pa3HoobpasHoe KnHoobopyaoBaHue. [oHavany GuabMsl moKasbiBanu
B [lome pycckoi 6upxm 1 8o [lBopLie borao-xaHa (6naro [prkeb3yH-gamba-xyTyxTa

! ByKB. NepeBOf, C MOHIObCKOrO — CTONULA-MOHACTbIPb; B 3TOM CTapOM Ha3BaHWM 3BY4UT
OTCbINIKa K UCTOPUY CO3AaHVs ropoaa, bbiBluero ¢ koHua XVIl Beka KoueBoii pesvaeHUyven nep-
BOr0O MOHIO/IbCKOrO borno-raraHa [3aHabaasapa.
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Borpo-raraH VIl 6bin 6onbwrM N06UTENEM HOBLIECTB U TEXHUYECKUX JOCTUKE-
Huit). B 1925 roay oTkpbinu kny6 um. [1. CyxabaTopa, nonynspeH bbin 1 nepe-
ABWKHOM noka3. B 1930 roay B MoHronvm 6611 NOCTPOEH NepBbIA HACTOALLNIA
KnHoTeaTp «Apfl», a BCkope, B 1935 rofly, B CTpaHe nosiBunack nepeas npodeccu-
OHafbHas KMHOCTYAMS «<MOHTONKUHO» (IpasHeTysa, 2016. . 83-87). POBHO Yepe3
ron, B 1936 roay, 6bi1 CHAT NepBbI MOHIONBCKWI JOKYMEHTaNbHbINA hUNbM «47-5
rogoslumHa lepsomMasg», u c Tex nop 1 maa otmevaercd B MOHronmm Kak eHb K-
HemaTorpacuctoB. CoBeTCKMe KHeMaTorpaduCTbl CTanu MasHbIMY MPOBOAHM-
KaMy MOHION0B B MVP KUHO. CBOV OMbIT OHYV MepefaBanit B PEXVIME COBMECTHOTO
TBOPYECKOro AeMCTBMSA. B 1936 roay Bbilen NepPBbIA XyAOKECTBEHHbIN hUIbM
«CbIH MOHIONWIY, PEXINCCEPOM KOTOPOTO Bbifl M3BECTHbIN NEHMUNbMOBCKUI Ma-
cTep Vinbst Tpaybepr, Ho akTepsbl yxxe bbinn MecTHble: LLIopooTbiH LI3B33H, [lali33ea-
rMiAH M4nHxopnoo, HambiH Lsrmua, aH3anruiid bat-Ounp v ap. B atom dhrnbme
BMepBble B UCTOPUN KMHeMaTorpada Halnu OTPaxKeHne XK3Hb 1 ObIT, MeHTanu-
TeT, MMPOBO33peHYie MOHTONO0B. Ero ycrex KOCBEHHO MOATBEPXKAAETCS TEM, HTO
AmMepuKaHCKas akageMns KuHematorpaducToB BrAtoYMna hunbM «CoiH MoHro-
NNW» B AECATKY NY4LLNX 3apyOexHbIX PrabMoB. BecbMa nokasaTenbHbIM hakToM,
HenocpeacTBeHHO CBA3aHHbIM C TEMOW Hallero McCnefoBaHus, MOXXHO CHMTaTb
TO, YTO yKe MepBast KWHOPaboTa MOHTONOB ONMpanach Ha 3HaKOMbI BCEM repo-
NYeCKMI 3N0C, B KOTOPbIN BbiNa BCTPOEHa aKTyanbHas NOANTMYECKas NMOoBeCTKa.

[epBblii MOHIONBCKNIA XYAOKECTBEHHbIV MUbM «[yTb HOPXKMbI» CHAN
B 1938 roay pexuccep Tumyp Hauaraopx. ITOT SpKUii NpeacTaBUTeNb «HEMOTO
K1HO» yumncs B lfepmarun. Ero Hassianu bara Hauara — «ManeHbknii Haaraar,
4TOObI He MyTaTb CO 3HaMeHUTbIM NucaTenemM [awaopmKuniitHoM Hauargopxem
(1906-1937), 0AHNM 13 OCHOBOMONOXHWKOB COBPEMEHHOW NUTEPaTypbl MOHIO-
nnu. OHW 0ba yunnnce B fepmMaHmn, ApYyXMUnv 1 Bpallanunchb B OAHOW KynbTYPHOM
cpepe. PaboTe MOHIONbCKIMX KoMer No BO3BpaLleHyto B MOHTONMI0 akTVBHO Mo-
moran opeccut /e Weddep (c 1936 no 1939 roabl paboTan COBETHUKOM MO Op-
raHu3aunu kuHematorpada). /1bBy boprcoBuiy yaanocs HanaauTs B MOHIonmm
NONHOLUEHHOe KMHOMPOU3BOACTBO. bnarogaps aToMy B Te4eHne HEeCKONbKUX
net MOHIOKMHO CMOT/IO CHATL W MPEANOXKNTL 3pUTENto COBCTBEHHbIE (DUbMBbI:
«Bonubs ctas» (1939, pex. T. Hauargopx), «Mepsblii ypok» (1940, pexx. T. Hauar-
aopx,), «<Cnydain Ha rpaHuue» (1942, pex. M. bonp), «beccTpallHbli NaTproT»
(1942, pex. M. JlyBcarxamLl).

Bo BpeMsi BOWMHbI Ha 3KpaHbl BbILLINM COBETCKO-MOHTONbCKME hbMbl «ETrO
30ByT Cyxa-batop» (1942, pex. A. 3apxu, V1. Xeliduu), a Takke «CTenHble BUTA3M»
(1945, pex. t0. Tapuy 1 T. Xypna). OTMeTMM, 4TO € 1947 rofia MOHTO/bI Hanaaunm
1 PErynspHbliA BbINYCK KUHOXYPHAOB: 10 NOsIBAEHWS TenesnaenHus B 1967 roay
(3HxuaW3r, 2002) 3T0 bBINO CaMOe NepeioBOe CPeACTBO MAacCOBOM MHMOPMaLnK,
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KONMYECTBO BbIMYCKOB OXOAM0 [0 ABYX KMHOXYPHANOB B MeCsiL. B NoCneBoeH-
Hble rofibl B MOHTONbCKOM KMHemaTorpacde Co3aaBanicb B OCHOBHOM UCTOpUYe-
CKMe U peBONOLMOHHbIE ApaMbl, AETEKTUBbLI PO 60PbOY C KOHTPabaHAMCTaMK,
3KpaHM3MPOBanach Knaccuyeckas nutepatypa. CHUManuch 1 Komeaun. B tema-
TUYECKOM NnaHe hUNbMbl TeX 1eT NPOCNaBsN MOHION0-POCCUNCKYIO APYXKOY,
ycnexu CouManucTMYecKoro CTPOUTENbCTBA U OCYyaanu dheofansHoe npoLnoe.
B HWX NNaHOMEpHO KylbTUBMPOBANCS HEraTUBHbI 06Pa3 MUHYBLIMX N1ET: KECTO-
Kie HOMOHbI, YrHETeHHbIN Hapof. 3TO KMHO OblNo NPU3BAHO NErMTUMMPOBATbL
HOBYIO BIACTb 1 NOKa3aTb PEBOMIOLIMIO KaK OCBODOXAEHE. B HeGONbLINE CPOKN
npousouina u cmeHa repoes. COBETCKUMU reposiMm Hbin He Moryyrie 6aTblpbl
1 106pble Nambl, HO NPOCTbIe MOAW: NOrPAHUYHVIKIA, BPAYM, y4nTens. [pyrumn
cnoBamu, TemMa WAeHTUYHOCTY B KMHO OCTaBanach LieHTpansHOM, HO Tenepb
OHa nepecTpanBanach Ha Uaesx MHTepHaLUMOHaN3Ma, Hay4Horo Nporpecca
1 NOCTPOEHNS CoLManv3ama Bo Bcem Mupe. Mpu 3ToM cnefyeT oTAaTb AOMKHOe
COBETCKOW COLMOKYNBTYPHOW UHXeHepun. [1leMOHCTPpaLmns 3THOKYNLTYPHOM
cneunduKy MOHroNoB, Kak 1 MHOMUX APYrUX HAaPOA0B, HUKOMA He 3anpella-
nack. HanpoTwue, honbknop Obi B TpeHae: HapoHble KOCTIOMbI, MeCHU, TaHLbl,
TPAAVLUMOHHBIV CNOPT: 60pbba, KOHHbIE COCTA3AHNS NO-NMPEXHEMY BbICTYMNanm
nprMeTaMm 3THUYECKOro cBoeobpasns 1 camoonpeaeneHns Hapofos. MoHro-
NaM B 3TO BpeMs Npeanaranocs 0CO3HaTb CBOK CaMOBbITHOCTb He B penunruu
1 He B TPaAMLIMOHHOM POJIOBOV CaMOOPraHu3aLui, a Ha OCHOBE roCy1apCTBEeH-
HOW, COLMANUCTUYECKON MOHTONBCKON NAEHTUYHOCTH.

Cnegytouwjas nnesaa BbIAAOWMXCS MOHTONBCKUX KMHEMaTOrpaducToB:
OaxnaninH Xunxkua (onepatop 1 pexunccep), Paxaarnini lopxxnanam (pe-
xuccep), barauiii bamknHHAM (pexuccep, onepaTtop, CLeHapucT) obyvanacs
BO BI'MIKe. CoBeTCKMe cneumanmcTbl He TONbKO NPOAOMIKANM NOATOTaBNVBATbL
Kagpbl, HO M aKTVBHO NMOMOran MOMOAbIM KMHeMaTorpaducTam B Cbemrax, ae-
AMAnch 06opynoBaHKEeM 1 onbIToM (YepHeHKo, 1978). Mo Bo3BpalleHWio 13 Mo-
CKBbI Ha «MOHTONKUHO» XXMM CHUMAET Takme 3HaMeHVTble PUabMbl Kak «[o-
cnaHel Hapogaa» (1959), <HaBoaHeHwme» (1966), «YTpo» (1968). B 1970-1973 ronax
[opxnanam NpeacTaBnseT MCTOPUKO-PEBOMOLIMOHHbLIN (DKUIbM O ABYX BpaTbsx
«Mpo3payHblii TaMmnp», Ha OCHOBE poMaHa YaapaBansiHa /lonoiaambsl. Apyroi
pOMaH 3TOro nucaTens o Aesoyke CypeH, KoTopas nocie cMepTu pognTenei
BO3MaBMfa CeMbIO 1 BOCMMTaNa YeTbipex bpaTbes, CAenaB 13 HUX JOCTONHbIX
MOHTO/0B, CTaN 0CHOBOW unbMa bamxuHHAMa «[19Tb NanbLUeB OAHON PYKI»
(1983), KOTOPbIV BbI1 YAOCTOEH AMNAOMa MOCKOBCKOTO MEXAYHAPOAHOIO KMHO-
ectumBans.

C KoHUa 1960-x no 1980-e B MOHTOIbCKOM KMHOWMCKYCCTBE OTMEeYeHa
pafuKanbHas TpaHcdopMaLms XyA0XKeCTBEHHOMO MbIWAEHNS, KMHOS3bIKA,
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KOMMO3MLUMW 1 PEXNCCYPbI. TBOPLAMWU HOBOW BOMHbLI MOHTOMNBCKOTO KUHEMa-
Torpada ctanu pexxvccepbl XambsHTinH byHTap, banpaxbiH Cymxyy, fToMboxa-
BbIH XXunkuacypaH, Hananrnind Hampaasaa, bagaMuspanHrnind HarHaigopx,
YambsHCYpPaHTMIAH CIN3HMACYPIH U MYMHXOPAOOrWitH Hsamraeaa, onepatopsl
Xantapuind AamavH, barauniit banmxuHHaMm, Jlyy3aHiapas Wapaspopx, an-
rapuiiH batTynra, CapxaBbiH Mall, nucaTenn-cueHapucTbl [JopxuiiH fapmaa,
HolkmnuiaH Yumua v ap. B Hadane 1970-x MOHTONbCKMe KnHeMaTorpaducTbl BO-
W1 B COCTaB HeflaBHO 0bpa3oBaHHOro Coto3a paboTHUKOB MCKYCCTB MOHIOMMN.
Bckope yxe B kayecTBe pexviccepa [laManH HaunHaeT CHUMaTb PUAbMbI O AETSX
1N Ans geten: «[1soe U3 oaHoro knaccax (1974), «3anax 3emnmn» (1978), «Pasmbliine-
HUs 0 Npolwnom» (1979). CHUMaeT dhunbMbl AN aeTer n Hamaasaa «Bo3pacT Ubl-
nneHka» (1977), «MNactyx HalgaH» (1979). MonyyaeT pa3BuTne B MoHronmm v Ta-
KOV HOBbIVI KaHP KaK NcKxonoru4eckue counanbHsle apambl: «<Betpeda» (1974,
pex. H. Hampagaa), OKeHa» (1975, pex. b. Cymxyy), @Kn3Hb Yenosedeckas» (1976,
pex. [ XnnkuacypaH), «AnnHHoe nyHHoe neTo» (1987, pexx. K. CINaHracypaH).
B aTvx hmnbMax Tembl onpefeneHns MAeHTUHHOCTY OCTaloTCs, HO NPOGNemsl
counanbHON MAEHTUYHOCTY HAYMHAIOT YCTYNaTb NMYHON, MEPCOHANbHON NaeH-
TUYHOCTV repoeB. B LieHTpe BHUMAaHVS OKa3biBAETCS BHYTPEHHNIA MUP YenoBeKa
C ero MbICSMM, YyBCTBAMU, LLEHHOCTSMY U CTPEMIIEHUSAMMU.

3petoune k 90-M rogam XX CToneTus aemMmoKkpaTnyecke nepeMeHsl B oblie-
CTBE OTPa3nInNCh U Ha MOHTONBCKOM KnHOMCKyccTBe. Ocobo cnegyeT OTMETUTD
AedTensHOCTb bamKMHHAMA 1 ero TBOPYECKON rpynnbl, CNOCOHCTBOBABLIENH
0bUleCTBeHHbIM NepemMeHamM Toro nepunoaa. YKpenneHuo HauvoHanbHoro ca-
MOCO3HaHVs MOCAYXMAW 3HaMeHUTble hunbMbl «MaHayxain CausH XataH» (1988)
n «fop BnacTbio BeyHoro Cnnero Hebax (1992). VIx BbIxofd B WMPOKMA NpoKaT
BCKOMbIXHY/ BCEOBLINI MHTEPEC K CBOEN APEBHEN CTOPUN, Ha4anoch ABMKEHNE
3a V3y4YeHne APEBHEMOHIONBCKON MUCBMEHHOCTH, MOSBUANCH KPYXKM, HaLMO-
HasbHas MMCbMEHHOCTb Oblfa BBEAEHA B MPOrpamMMy CPeAHMX M BBICLUMX y4eOHbIX
3aBefeHusx. [lemokpaTuyeckmne npeobpasosarust B MoHronmm 90-x M3MeHmm
OTHOLWEHME K UCTOPUYECKMM reposmM MoHronmun. B dunbme «Mof BnacTbto Bey-
Horo CuHero Hebay (1992) BamkmHHAMa pob YMHIMCXaHa OCMbICASIETCS YKe KaK
CMMBOS HaLMOHaNbHOW rOpAoCTH.

PafoCcTb OT 0bpeTeHHONM cBO6Obl MbIC/IM BO MHOTOM Oblfla HUBENMPOBaHa
noTpebUTeNbCKOM rMobanbHo «nepe3arpy3koin» BCeX MU3HEHHbIX MPOLIECCOB.
MnaBHas CTyaus CTpaHbl «MOHIONKMHO» PaboTy CBO (haKTUYeCcKy OCTaHOBW-
na. KuHoTeaTpbl 3aKpbIBanuch. 151 KWNHOMHAYCTPUM HACTano «TEMHOE BpeMsi»,
3TO NPOUCXOANNO U Ha TENEBUAEHUMN, U HE TONbKO M3-3a OTCYTCTBUS CPEACTB,
HO 1 B CUAY OLLYLEHWS NOTePSHHOCTM 0bLlecTBa. HacTynuBLWNiA nepuoa Mon-
YaHWs PEXMCCEPOB BO MHOTOM Dbl CBSA3aH C TEM, YTO COLMANNCTUYECKNE repon
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1 HappaTVBbl ObIN OTOPOLEHbI, @ HOBbIe HalieHbl He bbinv. Bckope Npuiuno
NOHUMaHWeE, 4TO BbITb MOHTOIOM — 3TO 3HAYWT BCTIOMHUTH CBOK «MOASNHHYIO»
CYLHOCTb: KOYEBYHO, AYXOBHYHO, CBSA3aHHYIO C MPUPOAOK 1 Npeakamu. Ha aTom
3Tane NPOHUKHOBEHMS Pa3MblBatoLLel ayTeHTUYHOCTb robannsaummn mybokoe
KVMHO Kak dhopma KyNbTypHOW Tepanum yCTynuno MecTo ChbeMKe My3blKasbHbIX
KIWMNOB, peKname U HU3KOBIOMKETHOMY TENEBU3NOHHOMY KOHTEHTY. [1o4Tn aecs-
TUNETME YLINO Ha TO, YTOObI HATW HOBbIE MOAXOfb!. B 3TOT nepunop 60bWnHCTBO
pexuccepoB He 6e3 MPoHUKM 06PaTUNOCE K OCTPbIM COLManbHbIM NpobneMam
nepexoaHoro nepuoaa: befHoCTs, 6e3paboTuLa, KpU3nc naeHTUYHOCTH. B Le-
NIOM e KnHemaTorpad cran Mectom 601e3HeHHOro, HO M100TBOPHOIO MOWCKa
HOBOW UAEHTUYHOCTH, 0BpaLLeHHOro B MpoLuoe.

COBPEMEHHOE KUHO: UAEHTUYHOCTb B MTOBA/IbHOM MUPE

MocTeneHHas cTabunm3aumns IKOHOMUKN 1 NOSIBNEHNE HOBbIX LIMPOBbIX
TEXHONOTUIA MO3BOAUAY MOHTOMIBCKOMY KUHO BO3POAMTBLCS, HO Y)Ke B HOBOM
copmaTe. KnHO Havyanu CHUMaTh Ha rpaHThbl MPU NOAAEPIKKE MEXAYHAPOAHbBIX
doHpoB. Cpeay yaayHbix paboT — cHATas B f[epMaHuM NO3TUYHAS UCTOPUS
0 CEMbe KOYEBHUKOB 1 BepbtoxoHKe «/cTopus nnavyulero sepbntoga» (2003,
pex. [. bsimbacypaH). ®rnbM 3TOT ObI1 HOMUHUPOBaH Ha «OCKap» Kak nyywmni
AOKYMEHTasbHbIM, 1 B LLENOM OH MapKu1pyeT TPpU TeHAEHLMY COBPEMEHHOrO 3Tana
pa3BUTMS MOHTONBCKOTO KMHemaTorpada: 1) MOHroNbCKe pexmccepbl akTUBHO
YYaCTBYIOT B KPYMHENWNX MEXAYHaPOAHbIX KMHodecTBansax (bepanHcKui,
KaHHCKNI, BeHeunaHCcKuii, TOKUACKWI 1 Ap.), TAe NoNyyatT npusHaHue
1 Harpaabl; 2) XXI Bek npvBen K pacuBeTY MOHIOMbCKOTO OKYMEeHTanbHOro
KMHO, KOTOPOE CMEeNo McCneayeT TpaBMbl MPOLIOrO 1 BbI30BbI HACTOSLLErO;
3) Ha NepBbIM NNaH B MOHIONbCKOM KuHeMaTorpade BblIWAN NYHbIE, MHOMA
Jaxe 1crnosefanbHble NCTOPUN, NCCAERYIoWME CIOXKHOCTb YenoBeYecKmnx
OTHOWEHWI B BbICTPO MeHstowemMcs Mupe. Hanpumep, nonoTHo 3onbaitapa
Nopxe «Y4mpTan Mypas» (2011) pacKkpbiBaeT TeMy Nt0OBU 1 ee NposBAEHWS
B pa3sHble 3noxu. Cpeay BblAAIOWMXCS MOHIONBCKNX KNHOKAPTUH NOCAeAHMX
NeT, KOTOpble ObIN OTMEYEHbl NPU3aMU 3PUTENBCKUX N CYAEUCKIX CMMNaTUI
Ha MeXayHapoaHbIx hecTnBansx, Bbiaenm cnepyrouime: «Kykyuikar» (2020, pex.
W KaHUMBROPXK, CHAT MO MOTVBaM NOBECTM BaneHTrHa PacnyTuHa «ocneaHui
CPOK»), «BeHbl Mnpa» (2021, pex. [1. BambacypaH), «<Ocobb» (2022, pex. b. baaTap),
apT-xaycHblii «BoauTens 6e3monsHoro ropoaa» (2024, pex. . CaHraopx), «fo-
popn BeTpa» (2023, pex. 1.-0. /Ixarsafynam) o CTyaeHTe-lWaMaHe, BbICTYNatolem

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 37 THE ART AND SCIENCE OF TELEVISION



NPOBOAHWKOM-MeAVYMOM POAOBOro «AefyWKn ayxa». VIHTepec Bbi3biBalOT
paboTbl basipa baH3parya, Hanpumep, Takas Kak «Benvkoe Hacneame Ko4eBHM-
KoB» (2017). B aTx Npomn3BeaeHnsx Hepeko oKasblBatoTcs 0bbeanHeHbl 1OKy-
MEHTaNNCTMKA U XyAOXKECTBEHHas PEKOHCTPYKUMS. K cbeMKe drnbMa «TonbKo
nocne moeit cmepTu» (2015) pexxuccep NPUBNEK BPOMENCKMX U POCCUNCKIMX
yYeHbIX 1 aKTepoB. B HeM noBecTByeTCs 0 cyabbe BUAHOIO aestens benoro
ABWKeHUs Ha [lansHeMm BocToke 6apoHa PomaHa ®enoposurya YHrepHa, no-
YMTAEMOro MOHIONaMK KaK «Maxakany» (3anTHNUK). B ogHOW 13 nocneaHmx
KapTuH b. baH3parya «[oTOMKM AMHACTM ryHHOB» (2023) pexuccep obpaliaeT
BHVMaHVe 3puTenel Ha BKag Ha3BaHHOMO Hapoaa B (hOPMUPOBaHME KyNbTypbl
COBPEMEHHbIX MOHTOIOB W €BPOMeiiLeB.

Kak oTMe4anocb BO BBEAEHWM, COBPEMEHHOE MOHIONbCKOE KMHO
3amevaTeNbHO CBOWMMMK HE3aBUCUMbIMU aBTOPCKKMMUK paboTamu. B 3ToM
MHOIOTOIOCHOM MOMUI0re MOXHO BbIfENUTb HECKONBKO KOYEBbLIX TEM
M HanpasieHWN, BbICTYNaloWmMX B Ka4ecTBe pa3MbllWNeHUi O TOM, KTO
TaKne MOHrofbl B Halwm AHW. OaHa 13 Nof0bHbIX TeM YKa3biBAET Ha pacKos
B CaMOOLLYyLLEeHVM, B KOTOPOM, C O[JHOW CTOPOHbI, OKa3blBaOTCS LEHHOCTH
KOYEeBHMYeCTBa, C ApYron — peanuu ypbaHmsaumu. B Takux dunnbmax, Kax
«[leTu YuHrucxaHa» (2017, pex. [I. 3on6anp), Kak U HEKOTOPbLIX APYTHUX,
AEMOHCTPUPYETCS MO3TUYHBIN, HO YXOASWMI MUP KOYEBHUKOB, HaxOAALLMACS
B FrapMOHMM C NPUPOAONA. TN MUNbMbI COXPaHAIOT ANs ByayLMX NOKONEHWI
YHUKaNbHbIEe pYTyanbl, OTHOWEHUS B CEMbE, HABbIKW BbDKMUBAHWS U STUKY
OTHOWEHVS K NpMpofe (HanpumMep, 3anpeT Ha 3arpsisHeHue Bofbl, yTHN3aLmio
Mycopa). OHN KOHCTPYMPYIOT MAEHTUYHOCTb, OCHOBAHHYIO Ha rybUHHOM
9KONOTMYECKOM CO3HaHMM U CBSI31 MOHTOMIOB C POAIHON 3eMAel 1 TpaanLmsmMu.
[leMOHCTPUPYIOT MOHIOMbI B CBOMX paboTax 1 APYryto CTOPOHY XU3HU. B Takmx
paboTax, Kak «Xody cTaTb MeaBeaem» (2023, pex. 1. 3omKapran), packpbliBatoT-
cs apamatuyeckue nepuneTun HbIBLUMX KOYEBHUKOB, NMPOMEHSBLINX CBOBOAY
CTPaHCTBWIA Ha CyLLECTBOBaHWe B ropofie. 3[eCh NoKa3blBaloTCs HEMpPUMsAHbIe
CTOPOHbI YPHAHUCTUHECKUX peaniid: anKoronnam, Hacunme B CemMbe, XeCToKoe
obpalleHne ¢ geTbMu, yxyawatouascs skonorus. [pyras 6bonesHeHHas
1 MOTOMY YaCTO BCTpeyatollascs Tema aBTOPCKON KnHemaTorpaduyeckon
pednekcm — KOHMDANKT Mexay TpaauLven n COBPeMeHHOCTbto. B ocobom,
NpUCYyLLeM MOHIONbCKMM pexuccepam CTuae KoOHMAVKT 3TOT cMmellaeTcs
B M0/1e HaNPsHKeHHOro BHYTpeHHero Bbibopa repos. Kak, Hanpumep, B bunbme
«Meuepaxentoro nca» (2005, b. [laBaa) — o4eHb aTMOCHEPHOM, MeANTaTUBHOM
1 NOYTU OKYMEHTaNbHO AOCTOBEPHOM B OTPaXXEHMYM KOYeBOro HbbiTa. B Hem
ybeanTenbHO 3BYYUT TeHrpraHckoe: «Mbl ntobum Tebs, BewyHoe crHee Hebol»
(YnaHoB, 2022), n Myapble nosicHeHns 6abyLiKn ManeHbKoM AeBOYKE OTHOCK-
Te/IbHO 3aKOHA KapMbl: HALWMX MNPOLWIbIX M HOBbIX POXAEHNIA. B MEXINYHOCTHOM
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Aamanore repoes co3fatenn GunbMa packpbiBalOT CBSA3b MOKONEHWI 1 cemeil-
Hble, MHTVMMHbIe POPMbI Mepefadyt 3HaHM: «Tbl, 1€TOYKA, BO3bMYU UTONOYKY
1 MOCHIMb CBEPXY Ha UIOMOYKY PUC ..., HY YTO, CKOMIbKO OCTaNoCh Ha ocTpue?
Tak e TPyAHO 0OPECTM XM3Hb YenoBeyveckyto...». inn anm3of, Kkoraa Mmama
rOBOPUT A0YEpUN: «pacKpo NagollKy, a Tenepb Nonpobyit ee yKycuThb...
He nonyyaetca? He Bcerga MOXHO MMeTb TO, YTO PAAOM». B MOHMONBCKMX
dvnbMax NPUATHO yAMBASIET BO3MOXHOCTb JOBEPUTENBLHOTO AManora Mexay
NpeacTaBUTENsIMU Pa3HbIX MOKONEHMI. BocxviLaeT HeBEPOSTHBIN 418 rOpoXaH
YPOBEHb CaMOCTOATENbHOCTH AeTel, PACTYLMX B KOYEBbSX, HEOPAMHAPHbIE
hopMmbl Nepeaayv byaaniicko axapMbl, ONMpatoLLencs Ha uaev «ynas» (metop,)
N «npamkHs» (MyapoCTb). Y4eHWI, 06beANHSAIOLLMX «aNbTPYUCTUYECK/ e MeTo bl
AYXOBHOTO Pa3BUTUS C XONUCTUYECKUM MOHUMaHKEM ObiTHs» (SpeHaKeHoBa
n ap., 2025, ¢. 219). K 0cobeHHOCTM COBPEMEHHbIX MOHIONBCKNX DUNbMOB Cle-
AYeT OTHECTW 1 TO, 4TO OHM He AatoT rOTOBbIX OTBETOB. OHM MPOBOAAT 3pUTeNs
yepes BHYTPEeHHU KOHMAWKT repoeB. OHM NOKa3blBatOT, YTO MAEHTUYHOCTb —
3TO HE IAHHOCTb, @ eXEAHEBHbIV HPABCTBEHHbIN BbIOOP ¥ MPU3bIBAOT 3pUTens
K CO-HaCTpolike, K camopedneKkcun U K caMoCTOSTeNbHOCTH B Bbibope Lienel
1 onpefeneHnu LEHHOCTeN.

KnHo MoHronnu onpefeneHHo [OMKHO HPAaBUTLCS TeM, KTO NtobuT
3THUKY. MecTHble pexunccepsl ¢ rMyOboKMM 3HaHVIEM AeNa OTPaxatoT BaXHble
Aetany byaanncKux puTyano., WamMaHCKUX NPaKTUK, NpaBu NoBeAeHWs B opTe,
HOWEeH NS TPaAULMOHHOW OAeXKAbl 1 YKpaleHWI, CNocobbl MPUrOTOBNEH NS
6ntof, HAUMOHANBHOW KyxHW. 3aMeTHO, YTO TpaauuMK 3TU elle XUBble,
He PEeKOHCTPYMPOBaHHbIe. Mbl CAbILWM B KMHO TPAAULMOHHOE 06epTOHHOE
neHne: XOOMeW, CbIrbiT, Kblprbipa, MPOTsHKHbIE YPThIH ayy (Suhebateer, 2024)
1 334aCTyto 3TO He hOH, @ BaXHENLWNA 3NeMeHT HappaTuBa, 4acCTb, a MOPOto
M TNaBHbIA CIOXET UCTOpWK, Kak B dunbme «/lge nowaan YvHrncxaHa»
(2024, pex. [. bambacypaH). B HeM neBuua 13 BHyTpeHHel MoHronmm eget
BO BHewwHoo MoHronuio, 4Tobbl BOCCTAHOBKTL YTPAYEHHYIO MECHI0 O ABYX
nowaasx YuHrrcxaHa. Ee KOHTaKT C MOHTONaMu 1 BblSICHEHWE, KTO YTO COXpa-
HWM 1 4TO YyTPaTuA, BeCbMa MHTepeceH yxe cam no cebe. Tem He MeHee B LieH-
Tpe NoKasbiBaeMOro MeXKY/bTYPHOrO 0bLeHMs My3biKa, KOTopasl, Kak 13-
BECTHO, NMPOHW3bIBaET «BCe Chepbl HIM3HY MOHIO/OB, BKIOYas Npa3aHecTBa,
TOPXECTBEHHble [aTbl, PeNUro3Hble 00psfbl U NMpLIecTBa. Hepes My3biky
MOXHO He TONbKO YBMAETb (MUNOCOMUI0 KM3HN 1 0BbIHaN MOHIONBCKOTO Hapoaa,
HO 1 YETKO NPOCNEANTb UX UCTOPUYECKNI NYTb Yepes YHUKaNbHbIE KybTYpHbIe
TpaaMuumn v M1poBo33perue» (Suhebateer, 2024, p. 125). B dunbme «/ige nowaam
YnHrMcxaHa» Mbl BUAMM Tatoke, Kak nuxTa cpybaeTcs repoem ¢ MONUTBEHHOM
npocsObON 1 KponneHneMm ee MOMOKOM; Kak Ha doHe pa3paboTKM HOBbIX
MECTOPOXKAEHNI ellle nacyTcs cTaaa. Mbl CAbILLMM PaccKas o KoHcepBaTopun
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1 COXaNeHvie o TOM, YTO OT KyNTYPHbIX pa3nuunii B Knutae Mano 4To ocTanocs.
Buavm hepmMepa, KOTOPbIN CTan XyAoXHUKOM. /Ttogei, Konatoumecs B ropax
MyCOpa, 4TOObI BbDKUTb. W rnaBHOe, HeCKOHYaeMbId IManor repovHm C e
yleawen n3 xmn3Hu 6abywkom, BKoYas rmasHbl Bonpoc: «Ecnu ctapoe foMKHO
BbITb YHUUTOXEHO, YTOBbI NOSIBMAOCH HOBOE, TO OMNpaBaaHa v 3Ta noteps?» Tax
Yepes Auanoru, Br3yansHblli U 3BYKOBOW PSfl KMHO aKTyanv3vpyeT 1 coxpaHseT
KyNbTypHble KOfbl. OHO HaNOMWHAET MOHIoNaM, rae Obl OHW He NPOXKKBaM,
0 60raTCcTBe KyNb6TYPHOTO Hacneaus, ienas ero 3CTeTUYeCK NPUBNEKATENbHbBIM,
aKTyasnbHbIM ¥ 3HAYUMbIM.

KNHO BYPSITCKOE, KA/IMbILLKOE, MOHIO/IbCKOE U KUTANCKOE

Mccnepyst KUHO Kak Mapkep 1 3NncTemy MAEHTUYHOCTY MOHTONBCKMX Ha-
PO[OB, CriefyeT 06paTUTb BHUMAHKE Ha Pa3nvyuns ero pasBuTHs Y MOHIONOB
CEeBEPHbIX U KOXKHbIX, 3aMafHbIX 1 BOCTOYHbIX, OKA3aBLUMXCS B Pa3HbIX NON-
TUYECKUX 1 COLManbHbIX YCI0BUAX. KOMNapaTUBHbIA aHanun3 no3BonseT Ham
YBUAETb, YTO UCTOPUS MOHTONBCKOTO KUHO — 3TO HECKO/bKO NapanienbHblx
TpaeKTopui, rae obume KynsTypHble KOPHY Aanu pasHble noberu v nnofdsl. Ecnu
KriHemaTorpad MoHronnm 6bin MHCTPYMEHTOM CTPOUTENbCTBA HALMK, TO Y MOH-
FONOB, XMBYLLMX B COCTaBE KPYMHbIX COCEAHNX rocyaapcTB — Poccum n Kutas, —
cyabba HaUMOHaANBHOIo KMHO CKNafblBanach MHave: 34eck OHO CTaHOBMOChH
MHCTPYMEHTOM MOMUCKA ¥ BbIPAKEHUS KyNBTYPHOW MAEHTUYHOCTY B YCNOBYISIX
MHOKYNETYPHOMO AOMVHUPYIOWEro 60MbWMHCTBA. 3TO XOPOLWO NPOCMaTpuUBa-
eTCs Ha npuMepe YeTbipex Hanbonee penpe3eHTaTUBHbIX MOHIONbCKIX peri-
OHOB: MoHronnn, bypsatuun, Kanmbiknn v BHyTpeHHe MoHronnn Kntaickon
HapopHoi Pecnybnmnku.

MpeplecTBYOLMIA aHany3 NoKasan, 4To CTaHOBAEHMe KuHemaTorpada
B MoHronbckot HapoaHoi Pecnybnuke 66110, MO CyTH, BETBbIO COBPEMEHHOTO
TexHonoruyeckoro ncrkycctea CCCP, mony4mBLUEro repMaHCKyto «MpuBmBKy». [lep-
Bble hUAbMbl B 1930-X CHMMaNMCb NPpK NPSIMOM Yy4acTUK COBETCKMX CreLmani-
CTOB W Hecnn Ha cebe 0TNeYaToK COUMaNUCTUHECKOro peanv3ma. B To e Bpems
nepef MOHIONbCKUMU KMHeMaTorpadmcTaMm O4eBMAHO CTOS1a CBepX3aaya:
KOHCONMAMPOBATL HaLMIO, CO3AaTb HOBbIV NAaTPUOTUYECKUI MUD, NepeoCMbIC-
NWTb BENMKOE NPOLLOe B Ayxe COBPEMEHHOCTU. MIMEHHO NO3TOMY 3010TOW (hOHA,
MOHTO/IbCKOTO KMHO COCTaBASOT MacllTabHble UCTOpUYecKme 3nonen o HuHrmnc-
XaHe 1 ero npeemMHuKax Uam reponmyeckime ipaMsl O PEBOOLMN 1 CTPOUTENLCTBE
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HOBOTO 06LEeCTBa. B LIeNIOM 3CTETNKA MOHTONBCKOTO KUHO — 3TO 3CTETUMKA «CTer-
HOro anoca». Kamepa MOHIO/bCKMX ONepaTopoB 0boxaeT beckpaliHne nersamy,
a Ko4eBast KM3Hb BbICTYNaEeT B GubMax CMBOSIOM HALIMOHANbHOMO CAMOCO3Ha-
HUs. [laxe B e0N0rMYECKIX TEHTaX COBETCKOrO Neprofa, CKBO3b KaHBY COLI-
annCTUYECKOro HappaTvBa NpocTynana rybrHHas, apxandHas CBsi3b Hapo/a
C 3emnelt U HeboM. VI IMEeHHO 3TO COCTaBNSAN0 CNeLndIUKyY ero XyaoXKeCcTBeHHOro
BbIPA3UTENbHOIO SA3bIKa.

B oTAnYme 0T MOHIONBCKOTO, OYPSTCKOE 1 KaNMbILKOE KMHO C CaMOro Haya-
Na pa3BMBaNMCh HE CTONBKO KaK HaLMOHabHbIN, @ Kak permoHanbHblii GeHomeH,
BHYTPM 601bLIOK 1 MHOro0bpa3Hoi KynsTypsl CCCP, a 3aTemM MHOroHauUoHanb-
Hol Poccuun. 310 onpeaenvno 1ux 64bLYy0 KaMEepPHOCTb, OPUEHTALMIO Ha BHY-
TPeHHWE 1 colnanbHble, a He Ha 0bLLerocyapcTBEHHbIe NpobnemMsl. bypsaTckui
KnHemaTorpad bepet csoe Havano B 1929 roay, Koraa B YnaH-Yae, B Te rofib
BepxHeyauHcK, npviexana rpynna B. MyaoBKunHa CH1MMaTb CLeHbl hunbMa «[1oTo-
MOK Y1HrmncxaHa». Cneayet OTMEeTUTb, YTO YKe NepBblid BYPATCKUIN KMHOaKTep —
B. IHKXMHOB, Ybsl Kapbepa Kak KMHOpeXumnccepa CNoXmMnacs yxe Bo ®paHumm,
copmynmposan nocnanHve byayunM pexuccepam, KOTOpoe BO MHOrOM Ornpefe-
NVN0 pa3BUTME HaUMOHaNbHOro TeaTpa 1 KMHO. OH Npw3biBan OypsaT «0bpaTuTh-
cs K boraTelilemy Bblpa3nTenbHOMY NaacTy HapO4HOro TBOPYeCTBa — HaneBam
1 UCMOMHEHNIO YINTEPOB, LUaMaHCKUM NeCHOMNeHMSM, BYAANNCKOMY UCKYCCTBY,
HapoaHOMY toMopy, peun» (MHKmkIMHOB, 1929, ¢. 51-52). Bo MHOrOM 3TOT npu-
3bIB Obi1 yCAbiaH. Yke nepsble, 3akoH4vBLWME BIVIK npodeccroHanbHble by-
PATCKME KNHeMaTorpaductsl — pexuccep Apbs [awmnes (paboTan B OCHOBHOM
Ha «Mocdunbme»), AnexkcaHap MTeirnnos (ocbocHoBancs B Knese Ha KMHOCTYAMM
M. [loBkeHKo), bapac Xan3aHoB (Ha CBepa0BCKOW KMHOCTYAWUMN) — CHUManNu
BeCbMa NPOH3UTENbHbIE PUAbMbI O poAMHE. VX paboTbl 4O CUX MOP BXOAST B akK-
TNBbI POHAOB POCCUINCKIX TenexkaHanos: «Kpnk TUwKrHbl» (1981, pex. A. lawves),
«ITOT ropbKUIA MOXOKeBENbHNK» (1985, pex. b. Xan3aHoB). CnepytoT 3aBeTy VHKu-
XKMHOBA V1 COBPEMEHHbIE KMHOPeXMCCepsl, Hanpumep, banp [biweHoB, CHABLUWIA
bvnbM Ha oCHOBe BypsTCKOM ByaamnicKon NpuTym «<Hakas matepu» (2011). B Hem
nposiBunach ocobas YepTa XyAoKeCTBEHHOrO A3blka KiuHemaTorpada bypstnv —
CBOEOHPa3HbIN Marnveckmin peanvam. MecTHble pexmccepbl, OpraHyHo BraeTas
B TKaHb COBPEMEHHOTO CloXeTa 31eMeHTbl POoNbKIopa, WaMaHu3ma 1 byaavama,
OXVBNAIOT APEBHME NEreHapl.

KvHemaTorpad KanMmbiknm Tatoke UMeeT gonryto ncropuio. OHa Havanach
B 20-30-e rogpl XX Beka ¢ hrnbmoB «O4mp» (pex. A. AMyp-CaHaH, rnaBHas posb
3yna Hoxawwes, 1933) n «<Monopaas pecnybnuka» (1936). OaHako ata uctopus
OKa3zanacbk ObICTPO 1 HAfONrO NPepBaHHON. Ve cneaytoline GunbMbl, MOCBS-
LweHHble KanMbIKUM Y OKUM3HW KaMbILKOTO HAapO4a, NOABUANCE NOYTY NONBEKa
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cnycTs: «AMynarra» (pex. /1. dceHnukumia, cuen. O. Manmkues, 1987), «fagaHbe
no 6apaHbeit nonatke» (pex. A. HepeTHuele, cueH. O. MaHmkues, 1988), </ Bey-
HO BO3BpallaTbcs» (pex. C. MapTbsaHOB, 1993). KaK 1M K13Hb KanMbIKOB B LIeIOM,
(hopMUpOBaHME KalMbILKOrO KuHemaTorpada oKka3anoch HaIoMAeHO CTpall-
HOW MCTOpUYECKOW paHol — aenopTauurer Hapoaa B 1943-1957 ropax. 3ToT
OMbIT HACUNBCTBEHHOIO OTPbIBA OT KOPHEN, YTPaThl POAHON 3eMAN U 0NT0ro
BO3BPALLEHNS HaNOXN HEV3MaAMMbI OTNEYaTOK Ha BCe KaNMbILKOe NCKYCCTBO
1 FyMaHWUTapHbIA ANCKypC. Kanmbitkmne duabMbl — 3TO HE NPO WWPOKKME 3nunye-
CKME NOMNOTHA, @ NPO BHYTPEHHW MUP YenoBeKa, KOTOPbIV NbITaeTcst BCMOM-
HUTb, KTO OH. DOKYC CMELLIEH C HaLMOHaNbHOIO repor3mMa Ha NYHYI0 NamsTh,
Ha 3K3UCTEeHLManbHbIA NOUCK. Bya/1M3M 3AeCh BbICTYyNaeT He NPOCTO 3/1EMEHTOM
honbKNOpa, a rMaBHbIM NMYyTEM BOCCTAHOBNEHUS YTEPSHHOW KyNbTYPHOW MAEH-
TUYHOCTU. BbIAAIOWMMCS WaroM B Pa3BUTUM KaNMbILKOIO KMHO, Hapsay C 13-
BECTHbIM hunbMom «<HebecHbl Bepbntoay (pex. FO. PeTuHr, cleH. 3. MaHmpxu1esa,
2015), cneayeT cumTaTh PaboTbl ANkl ByarMUPOBHbLI MaHXeeBOI, 3aKOHYMBLLEN
CaHKT-TeTepbyprckuia rocyaapcTBeHHbIN UHCTUTYT KMHO U TeNeBUAEHNS 1 CHAB-
el B Ka4ecTBe pexunccepa 1 ceHapucTa hunbMbl «[pasaHmk» (2007), «Hyxas
cTenb» (2008), KeHUMHa BHYTPY Kak cTenb» (2009), «Yaiku» (2015), «Tavyan»
(2017), «Tewe BaHrbsan» (2022), «<benoit noporu» (2023) (KyBwurHoBa, 2015). 310
AOCTOMHOE BHUMaHMS UCKYLIEHHOIO 3pUTeNs aBTOPCKOe KUHO, 3aCNyXuBLIee
Harpagbl MHOT X MeX/AYHAPOAHbIX KUHOMECTMBanek. B LiesoM KanMblLKoe KVHO,
bnarnaps oTCYyTCTBMIO COBCTBEHHOW CTYAMMN, BO3POAMIOCH CErOAHS KaK KMHO
3HTY3MACTOB 1 aBTOPCKUX BbICKA3bIBAHMIA, 4TO AeNaeT ero 0COHeHHO LIEHHbIM,
YECTHBIM U, NOXanyh, cambiM peneKCHBHbBIM.

Ocobblil NYTb CAOKUACS Y KMHO, CHUMaeMoro MoHronamu B Knutae. Ecnu
B Poccuu BypsThl M KanMblKK MeOT HEOr paHWYeHHOe MPOCTPaHCTBO A/18 3THO-
KyNbTYPHOW pednexkcun v KpUTUKK, TO KnHemaTorpad BHyTpeHHen MoHroamnm —
3TO NPeXae BCero MHCTPYMEHT roCyiapCTBEHHOW HaLMOHaNbHOMN 1 KyNETYPHOM
NOAUTUKN. JIIOBUMBII repolt aNnYecKnx GuabMOB 1 Cepranos 3aeck — YnHrmnc-
xaH. KnTaliLpl, KaK M3BECTHO, N0BAT MCTOPUYECKOE 1 3PeNLLIHOE KUHO. YTO xe
KacaeTcs WNbMOB, CHATBIX HAa MOHIOMbCKYIO TeMyY, MasHas 1x 3agadya — npo-
AEMOHCTPUPOBaTb FAPMOHUYHYIO MHTErpaLyito MOHIONOB B €AVIHYIO KUTaWCKYtO
CeMbio HapoAoB. Kak MoKasblBatoT UCCNefoBaHWs, KMHOWCKYCCTBO MCMONb3yeTcs
B KHP B Ka4yeCTBe v MHCTPYMEHTOB KyNTYPHOW AUNAOMATUW, Y NOAUTUKM «MSiT-
Kol cnnbl» (Maksim, 2023, c. 63). [03TOMY KMTANCKOe KUHO 13beraeT «OCTPbIX
YINOB», KOHDAMKTOB U TEM, CBSI3aHHbIX C CENapaTU3MOM Vv Kakor-nbo apyroi
opMOit HeyMeCTHOro NPOSIBAEHWS CaMOCTL. ICTETUKY 3TOro poaa hunsmos
MOXXHO Ha3BaTb «BeCKOHMAMKTHbIV NacTopaniam». Cpean NpruMepos — 13BeCT-
Hasi POCCUIICKOMY 3pUTENto KoMeaninHas apama «MOHIONbCKMIA MUHT-NOHM (2005,
pex. X. H1H). MoHronbcKas KynsTypa NpeacTaBneHa B HeEM Kak 6e30mnacHblin,
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HEeMHOro OTCTasNbli, HO 0BAATENbHbIN dNEMEHT MHOTONNKOro Kntas, npusnexka-
TenbHbI 0OBEKT AN BHYTPEHHEro Typr3ma. TakoB ¥ U3BECTHbIN TeNeBU3nOoH-
HbIV MUHK-cepuran «Moi AnTaii» (2024), B KOTOPOM 3pUTENb BUANUT HEBEPOSITHO
KpacyvBble, MOYTY OTKPLITOYHbIE BU/bI CTEMEN, YXOKEHHbIE I0PThI, KpacoYHble
HapO/HbIE KOCTIOMbI, MyAIPbIX CTAPEMLIMH ¥ TOCTENPUUMHbBIX KUTENeH. ITO KUHO
ApamMaTryHO, HO 6e3 HaapPbIBOB. [OBOPS 00 UAEHTUYHOCTW, CO3aaTenn npeaia-
raloT ee UAeoNornYecKn BbiBEPEHHYIO BEPCUIO, PACCUMTAHHYIO Npex e BCero
Ha KUTaNCKyI0 ayAnuTopuio. B LIeNOM KOMNapaTUBHbIN aHanu3 noKasbiBaeT, 4To
06LLMe KOPHU MOHIOMBCKOW KYNBTYPbl, MOMaB B Pa3HbIe NOAUTUYECKNE KOHTEK-
CTbl, NTOPOAVNM HETbIpE CAMOBBITHBIX KHEMaTorpaduyeckmx heHoMeHa, YTo ele
pas IeMOHCTPUPYET: KHeMaTorpad — 3T0 He NPOCTO pa3BnedeHue, a COKHbIN
N YYTKNIA OPraHn3M, KOTOPbI BNWTLIBAET B CEOS BCIO CIOXHOCTb UCTOPUYECKUX
cypeb cBOWX co3paTenei 1 BbISBASET pasHble Npobnembl aeHTUYHoCcTH (Wang,
2009, pp. 118-124).

3AKNHOYEHUE

MOHTONbCKOE KMHO MPOLWO NyThb OT BU3YanbHOMO aTTpaKLMOHa 0 MOHO-
LIEHHOrO VICKYCCTBA, KOTOPOE UMEET CBOM YHVIKaNbHbIV CTUb U S3bIK BbIDXKEHUS.
BoCnpuvHAB WKoMY pOCCUINCKOro KnHemaTorpadda, oHO 06peno CBo aBTOPCKMiA
ronoc B ry60KMx NCUXON0OrMYecKmx apamax. [poinas yepes Tshkenenmi Kpusnc
CMEHbI MAEONOrMYECKMX CUCTEM U NPeKpaLlleHne duHaHcpoBaHus B 1990-e, OHO,
TeM He MeHee, CMOI0 NepepoanTbLCS ¥ Tenepb pacckasbiBaeT MUPY ryHBOKO NnY-
Hble 1 B TO XKe BPeMsi BECbMa YHMBEPCaNbHbIE UCTOPUM, KOPHM KOTOPBIX YXOAAT
B BEMIMKYIO 1 CNIOXHYIO KyNBTYPY KOYEBOTO HapoAa, CTOSILLErO Ha NepenyTbe 3Mox
1 CMeHbl 3anucTeM. MoHronbckre bunbMbl MefeHHble, MeAUTaTVBHbIE. B HIX
nof 3BYKM BETPaA M LYM KOCTPa 3By4aT NPOTSHKHbIE MECHM U HecnellHble Anano-
1, MCMONBb3YIOTCS XKMBbIE May3bl, HAMONHEHHOE HanpshHKkeHeM MonYaHue. Bece
BO MM$ TOTO, YTOObI 3pMTefb ycrnen NpoYyBCTBOBATb U OCMbBICAWTL YBUAEHHOE.
3TV 4epTbl OObEAVHAIOT MOHIOMBCKYIO CTUANCTUKY KMHeMaTorpadru4eckoro s3bl-
Ka NMoBeCTBOBaHMS, MPOHWU3aHHYO rYyOOKVMYM KOAaMU MOHTONBCKOW 3CTETUKM
(AnekceeB-AnpakcuH, 2022, ¢. 99-110). YTo KacaeTcs OTAMYMIA 1 cneumdrKki Map-
KepoB VAEHTNUYHOCTH, TO O4EBUAHO, YTO KMHO B MHP npermywecTBeHHO CnyxuT
YTBEPHAEHNIO CaMOBBITHOCTM HaUMK Yepe3 3MUYeCcKy NCTOPUIO, KIO4EBON
MapKep 34eCb — «KOYeBOW 3TOC». BypsTCKoe KMHO — ULLET NyTb Yepe3 CUHTE3
Maruu, 6biTa U peanbHOCTH, KNIOYEBbIM MapKepOM MAEHTUYHOCTYW 3AECh CAYKNT
0CObbIV «OYPATCKUIA KOCMIM3M». KanMblLKOE KNHO — HanpaBaeHo Ha 13neveHne
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KONNEKTVBHOW TPaBMbl Yepe3 Ananor NoKoNeHWI U 3K3UCTeHUManbHbIA MOUCK,
a KMHO BHyTpeHHelr MoHronmm co3aaeT nannanyeckmii 06pas )mn3Hm Ko4eBbix
Hapo/0B B cocTase Bennkoro Kutas.

B LienomM coBpeMeHHOe MOHIObCKOE KUHO BbIMOAHSET COXHYI0 paboTy
M0 peBM3nY NpoLLEaALIero 1 chopKe NAEHTUYHOCTM 3aHOBO. OHO BEPET 3NEMEHTbI
KYN6TYPbI NPOLWLAOTO (TPaanLUMM KOYEBHUYECTBA, 3NOC, YNHTUCXaH, PENVTMO3HbIE
KOpHM), CTanKMBaeT KX C BbI30BaMW HacTosero (ypbaHusauums, rnobannsaumns,
KOppynuws, AeBraHTHOe NoBeaeHve) 1 NpeanaraeT 3puTesto BMecTe C aBTOPOM
NOPa3MbILWLAATh, YTO M3 3TOMO HACNEANSt CTOWUT COXPaHUTb, @ YTO OTOPOCKTH, Bbl-
CTynas aNMCcTeEMON HaUMOHaNbHON NAEHTUYHOCTU.
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