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Introduction

The relevance of the research topic is highlighted by the following reasons:
audiovisual media (cinematography, television, and the internet) are effective
means of affecting the audience, especially school children and youth (due to their
age peculiarities and a high degree of their media contacts); in recent decades
Russian schools and universities have significantly been altered and reformed and
are still the focal point of vigorous debates; consequently, the analysis of school
and university topic transformation in the mirror of Soviet, Russian and Western
audiovisual media texts is highly topical nowadays both for culture studies, film
studies and media education.

Our research material is feature films about school and university; we use
a comparative hermeneutic analysis of audiovisual media texts relating to the topic
(including stereotypes analysis, ideological analysis, identification analysis,
iconographic analysis, narrative analysis of media texts, media text’s character
analysis, etc.), anthropological and gender analyses.

For this purpose we understand the concept “media text” in the context that
“definitions of media texts have moved far away from the traditional view of text
as words printed in ink on pieces of paper to take on a far broader definition to
include speech, music and sound effects, image and so on... Media texts, then,
reflect the technology that is available for producing them” (Bell, 1996, p. 3).
Obviously, in this respect, we imply that an audiovisual media text (in cinema)
above all relies on the above-listed audiovisual images.

The research objective is to provide a holistic characteristic, reveal the
peculiarities, and identify the place, role and importance of the school and
university topic in the mirror of Soviet & Russian films both for culture studies,
film studies and media education through a comparative analysis.

The object of research is the evolvement of the topic — school and university
in the mirror of Soviet & Russian feature films.

The subject matter of this studies the transformation of key conceptions,
stereotyped models (by which we mean a generalized representation of various
phenomena in a graphic and descriptive form) of the school and university topic in
the mirror of cinema.

The research hypothesis is that classification and a comparative analysis of
content models, genre modifications, stereotypes of media texts on school and
university will enable us to conclude about cultural, pedagogical, sociocultural
lessons of this topic transformation; forecast the development of the topic; launch a
teacher training course on the project’s subject.

We use hermeneutic analysis methods of media texts suggested by C.
Bazalgette (Bazalgette, 1995), A. Silverblatt (Silverblatt, 2001, pp. 80-81) and U.
Eco (Eco, 2005, p. 209) giving due consideration to such key media education
concepts as media agencies, media/media text categories, media technologies,
media languages, media representations, and media audiences.
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Our research problem results from a contradiction between a
comparatively high investigation level of the school and university topic in Soviet
audiovisual media texts of the 1960s — 1980s (primarily in cinematography) by
Soviet researchers (Baranov, 1979; Gromov, 1982; Kabo, 1974; Levshina, 1978,
1989; Paramonova, 1975, 1976; Penzin, 1973, 1986; Rabinovich, 1969; Rybak,
1980; Stroeva, 1962; Tolstykh, 1988; Usov, 1980, et al.) and insufficient attention
to a comparative analysis of the topic evolution in Russian audiovisual media from
the Soviet period to the present day (Arcus, 2010; Zharikova, 2015; Shipulina,
2010). On the other hand, foreign scholars (Bauer, 1998; Dalton, 1999; Farber &
Holm, 1994; Keroes, 1999; Trier, 2001, et al.) who analyzed the school and
university topic in audiovisual media texts did not attempt to compare the Western
production of this kind to the Russian one.

It should be noted that Soviet works about school and university in the
mirror of audiovisual media not infrequently were deeply influenced by the
communist ideology (especially it concerns works by K. Paramonova and Y.
Rabinovich) that, in our opinion, prevented an in-depth analysis of the topic for
culture studies, film studies and media studies.

Foreign researchers in the first place were more interested in the political
analysis of Soviet and post-Soviet media texts (Dubois, 2007; Kenez, 1992;
Lawton, 2004; Shaw & Youngblood, 2010; Shlapentokh, 1993; Strada, 1989;
Strada & Troper, 1997) rather than in the analysis of school and university on the
screen.

Neither Russian nor foreign researchers have approached the media
education aspect of the comparative analysis of school and university in the mirror
of Soviet & Russian audiovisual media texts so far. However, in our opinion, it is
very useful both for education studies and culture studies, especially for training
future teachers, cultural specialists, psychologists, sociologists, etc.

It stands to reason that reading of any media text is changeable and subject
to political regimes fluctuations. Hence, it becomes clear that Soviet publicistic and
academic literature about school and university in the mirror of audiovisual media
(Baranov, 1979; Gromov, 1982; Kabo, 1974, 1978; Paramonova, 1975, 1976;
Penzin, 1973, 1986; Rabinovich, 1969, 1991; Soloveitchik, 1975; Stroeva, 1962, et
al.) very often were based on communist ideological approaches.

Let us site a passage from a book by one of media education leaders of the
Soviet period — Y. Rabinovich (1918-1990): “The Communist party of the regional
committee has adopted the course program... It concerns the university audience —
future propagandists of the Marxist-Leninist theory, leaders of political education
circles. That is why methodological issues are addressed in detail. ... By way of
example, one unit from the course “Introduction”: “Soviet multinational art” is an
active assistant of the Communist party in shaping people’s views and beliefs.
Socialist realism is a creative method of the Soviet film art. V. Lenin considered
the cinema to be one of the most important arts. Regulations of the Communist
party and the Soviet government about literature and art... Art in the USSR and
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socialist countries in combating the bourgeois commercial cinematography,
aspirations of progressive film artists of capitalist countries to reach true
representation of reality” (Rabinovich, 1991, p. 86).

Media texts about school and university used to be analyzed in the Soviet
time mostly from that standpoint. For instance, K. Paramonova (1916-2005),
Professor of the Film Institute, when analyzing films about school children wrote
in the 1970s that “cinema artists must promote raising communism builders by
their films who are wholly developed, well-bred, tenacious and vigorous, selflessly
devoted to the Soviet motherland and Lenin’s party. ... Questions of morality and
ethics, the ideal that young citizens of our country should follow — all this is also
reflected in many films” (Paramonova, 1975, p. 21).

However, much fewer ideology-driven works which used some films
about school at media studies were published in the Soviet period (Levshina, 1989;
Penzin, 1986; Rybak, 1980; Usov, 1980, et al.).

In the post-Soviet years, researchers preferred to ignore media
interpretation of school and university. Some attempts to reflect on this topic from
a new perspective were made, for example, by L. Arcus (Arcus, 2010) and N.
Shipulina (Shipulina, 2010). O. Grigorieva (2007), T. Mitina (2015), T. Suspitzina
(2002) and others explored the teacher’s image in the context of wvisual
anthropology and gender studies.

One of the few articles that are not only about an onscreen but also about a
media image of the teacher belongs to A.A. Machenin (2016). But here again he
mainly explores a media representation of the teacher’s image rather that the
school and university topic in general but on modern material. By the way, both
A.A. Machenin and N.B. Shipulina and some others, in our opinion, rightly point
out that beginning from the 1970s — 1980s one can feel a significant decline of the
social and moral status of the teacher on the screen.

As to works by foreign researchers (Dubois, 2007; Kenez, 1992; Lawton,
2004; Shaw & Youngblood, 2010; Shlapentokh, 1993; Strada, 1989; Strada &
Troper, 1997, et al.), they did not analyze school and university in their studies of
Soviet and Russian audiovisual media texts. Anyway, we failed to find any
meaningful analysis of school and university in Soviet and post-Soviet audiovisual
media in Western research works during our survey on the topic; though, of course,
they studied the image of school and university in Western audiovisual media
texts, mainly in the cinema (Ayers, 1994; Bauer, 1998; Burbach and Figgins, 1993;
Considine, 1985; Dalton, 1999;. Edelman, 1990; Farber & Holm, 1994; Joseph
and Burnaford, 1994; Keroes, 1999; Oliker, 1993; Schwartz, 1963; Trier, 2001, et
al.).

Let us give a generalized hermeneutic analysis of Soviet films about
school and university with the help of technologies suggested by C. Bazalgette
(Bazalgette, 1995) and U. Eco (Eco, 2005, p. 209). For this purpose we will
roughly divide Soviet films about school and university into the following groups:

1) silent films (1919-1930);



2) sound films of the Stalin era and the first post-Stalin years (1931-1955);

3) films of the thaw period (1956-1968);

4) films of the stagnation period (1969-1984);

5) films of the perestroika period (1985-1991).

It stands to reason that these timeframes of the periods, in our opinion,
cannot be precisely defined; the same goes with attaching films to a certain period.



1. Soviet silent films about school and university (1919-1930)

Venue, historical, sociocultural, political and ideological contexts

Historical background of media texts, market conditions that contributed to
the plot and creation of media texts, impact of that time events on media texts

This historic period was marked by such important events as the civil war
(main fighting took place in 1918-1920 while in the Far East the war continued up
to 1924); famine in the Volga region (1921-1922); the Kronstadt Rebellion (1921);
antireligious policy; attempts to manage child neglect and illiteracy (during 1919-
1930); the New Economic Policy (NEP) plan implementation that restored the
economic market and petit bourgeoisie (the so-called NEPmen) for a short while
(1921-1928); creation of the USSR (1922) and the All-Soviet Union Pioneer
Organization (1922) supervised by Komsomol (established in 1918); death of
Vladimir Lenin (1924); struggle for power in the higher USSR echelons (as a
result, Leon Trotsky — the main rival of Joseph Stalin was removed from all
decision-making posts in 1927 and was exiled in 1929); collectivization in
agriculture (1928-1930); introduction of universal primary education in schools
(since 1930); the beginning of industrialization (the first five-year plan of the
national economy development of the USSR was adopted in 1928); Bolshevist
repressions against other political parties, the noble class, the bourgeois class, the
clergy and intelligentsia.

A relative creative freedom amid the ideological censorship in culture and
arts enabled Soviet artists, writers, photographers, theatre workers and film-makers
to carry out radical experiments with the form. Due to this relative freedom
hundreds of western entertainment films were widely shown during the NEP years.

The new economic policy in the USSR led to the establishment of
incorporated, cooperative film companies, and in the 1920s the Soviet film
industry actually worked in a competitive market that revived genre commercial
film making.

It goes without saying, the political and sociocultural conditions, events that
contributed to the plot and film production of Soviet films of the 1920s could not
but influence films about children and for children. Hence, for example, there were
produced films about exploits of teenagers during the civil war, about homeless
children and pioneers, about eradication of illiteracy and so on (Red Devils, 1923;
Vanka — a Young Pioneer, 1924; The Island of Young Pioneers, 1924; Golden
Honey, 1928; Small and Big, 1928; Torn Sleeves, 1928; Tanka — the Bar Girl,
1929, et al.)

How the knowledge of real historic events of a given period promotes
awareness of these media texts, examples of historical allusions in these media
texts.

There were a lot of films about children (in particular, about homeless
children) in the 1920s in contrast with films about school and university — there
were about a dozen of them. And this is understandable from the commercial point
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of view: it was much easier and more beneficial to attract audiences to watch films
about heroic “red devils” fighting with “whites”, to watch screen stories about
young homeless thieves rather than films about real school everyday routine.

Sociocultural, ideological, worldview, religious contexts

Ideology, world outlook of these media texts authors in the sociocultural
context; ideology and world culture reflected in the media texts.

The communist ideology in the USSR failed to attain its objective in the
1920s since the new economic policy prevented complete state regulation and total
censorship of film making (as well as of culture in general). There were no
“allotments” concerning films about school, though their creators were supposed to
stick to the communist ideology.

World outlook of people belonging to the “world of school” reflected in the
media texts.

The world outlook of people in Soviet silent films about school was entirely
optimistic: illiteracy and homelessness were perceived as transient phenomena in
contrast to the Pioneer and Komsomol movements that were recognized as
constant and inviolately progressive ones.

The value hierarchy in this worldview was: the most meaningful school
protagonists of Soviet silent cinema — pioneers and Komsomol members — were
characterized by communist ideological commitment, collectivism, heroism,
honesty, uncompromising attitude to internal and external enemies, atheism,
industry, readiness to help good or not quite good people. Adherence to such
values used to be the basic stereotype of success. Such values in the cinema were
not only to be reflected but also impressed, formed and strengthened.

Structure and narrative devices in these media texts

The structure, plot, representativeness, ethics, genre modification,
iconography, characters can be roughly presented as follows:

Venue and period of media texts

The setting of the media texts: the recent past (the revolution, the civil
war) and present (the 1920s). As previously noted, the movies of the 1920s showed
children mainly as fighters (with “whites”, bourgeois, kulaks and other negative
personalities). And even films about school did not focus on studies but on the
vigorous pioneer and Komsomol activity.

Household goods and living conditions: the setting and household items in
the films about school are modest and ascetic.

Genre modifications: drama, adventure drama.

Devices of reality representation:

— positive characters are often shown in an idealized variant;

— negative characters, by contrast, are grotesque with prominent negative

traits.

Typology of characters:
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— age of characters: school students are 7-17 years old, however, there are
more teenagers among them; the age of the other characters is different, but grown-
ups under 60 prevail,;

— level of education: school students’ level of education corresponds to their
grade, teachers allegedly have a higher (university) education, the education of
other characters can be different;

— social status, profession: the financial situation of school children is
approximately equal, but they can come from both workers’ and peasants’ families
and intelligentsia. Their parents have various professions.

— marital status of characters: school students are naturally unmarried yet;
most adults are married;

— appearance, clothes, constitution of characters, their character traits,
vocabulary: the appearance of school children in films of the 1920s is varied.

Photos of the 1920s give us a glimpse of the appearance, clothes and
constitution of Soviet school students and teachers of that time.

Soviet school students of the 1920-s at the lesson

Most school characters in Soviet films of the 1920s possessed tenacity of
purpose, emotionalism, energy, optimism, courage, adherence to principles,
common speech vocabulary, ambition to become part of the pioneer/komsomol
collectivism, to do well in school, to help the elderly. And if there were characters
who showed negative traits, they changed for the better in the end...

Significant changes in the lives of the characters: a young man lives a
normal life but then he learns that his peers have already joined the pioneer
organization.

Problem encountered by the character: disruption of a character’s usual life
(for example, the young man is eager to become a pioneer against his religious
parents’ will);
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Soviet teachers of the 1920s

Solution to the problem: the young man becomes a pioneer after overcoming
all the obstacles.

As for teachers in the films, they used to be portrayed: 1) either as fighters
for a new communist future; 2) or as representatives of the former grammar school
who gradually begin to realize the meaning of revolutionary changes.

Naturally, there were also teachers-enemies in the films of the 1920s. For
example, the film 4 Man with a Case (1929) showed a former “white” guard who
became a university professor after the civil war. Besides that this professor
maligned honest people, left his wife, and to crown it all killed his friend to
conceal his past crimes...
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2. Soviet films about school and university of the Stalin era and the first
post-Stalin years (1931-1955)

Venue, historical, sociocultural, political and ideological contexts

Historical background of media texts, market conditions that contributed to
the plot and creation of the media texts, impact of that time events on the media
texts.

The greater part of this historic period coincides with the peak of the Stalin
totalitarian era of the socialist regime (national domain, the communist party and
its 1ideology, L.V. Stalin’s unlimited power based on repressions and
industrialization).

The period of forcible collectivization of private peasant farms (1928-1930)
was followed by the 1932-1933famine which claimed the lives of 7 million people
(Statement..., 2008). The second half of the 1930s was marked by mass
repressions which affected as many as 4 million people, about a million of whom
were shot (Roginsky, 2010).

The Great Patriotic War of 1941-1945 was the most serious test for Soviet
people that took the lives of tens of millions of people. The post-war period of
1946 — the early 1950s was marked not only by reconstruction of destroyed cities
and factories but also by new (though not so large-scale as they were in the 1930s)
repressions of the Stalin regime, confrontation with leading Western countries (the
so-called post-war “cold war”). L.V. Stalin’s death in March 1953 triggered
changes in the USSR, though the most important “thaw” changes began only after
N.S. Khrushchev’s uncovering of Stalin’s crimes and his “cult of personality” at
the 20th Congress of the Communist Party of the Soviet Union in 1956.

As for school education, during the 1930s and in the early 1904s it was
mixed but from 1 September 1943 till 31 August 1954 the Regulation of the
Council of People's Commissars of the USSR Ne 789 of 31 May 1943 “On
introduction of separate education for boys and girls in the 1943-1944 school year
in secondary schools in regional cities, capital centers of Union and autonomous
republics and large industrial cities” came into effect. It ran that “co-education of
boys and girls in secondary schools causes some difficulties in raising children;
such co-education neither takes into account the physical development of boys and
girls, career education, practical training, military education and training nor
provides the required discipline of school students” (Statement..., 1943).

During the greater part of the mentioned period the cinematograph in the
USSR already belongs to the state, though in 1928-1936 there was a Soviet-
German studio “Mezhrabpomfilm” in Moscow created instead of the former joint-
stock studio ‘“Mezhrabpom-Rus”(1924-1928).In 1936, “Mezhrabpomfilm” was
transformed into a film studio “Soiuzdetfilm” (since 1948 it became known as the
M. Gorky film studio). Thus, unlike the studio “Mezhrabpomfilm” the studio
“Soiuzdetfilm” began to specialize in films for children and youth. 77 films were
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shot by Soiuzdetfilm from 1936 till 1948 in all. And though they were primarily
intended for children and youth, the topic of school was not major there.

It goes without saying, that the political and sociocultural conditions, events
contributed to the plot and creation of these films, dictated their rules. That is why
the films about school of the 1930 — the first half of the 1950s to a greater or lesser
degree reflected the “general” policy of the ruling and the only party.

Good school children were always on the side of Bolsheviks while worse
students (they still appeared on the screen) either improved in the end or were duly
punished.

How the knowledge of real historic events of a given period promotes
awareness of these media texts, examples of historical allusions in these media
texts.

For obvious reasons the Soviet films of the 1930s — 1950s did not even
mention the terrible famine of 1932-1933, mass repressions and concentration
camps, but they contained a lot of revolutionary politics, spies and collectivism
ideas in them. Lack of market competition and self-preservation instinct made film
makers interested in the ideological and political “correctness” of their production
but not in their financial profitability.

For example, on the threshold of revolution children in the film “Three
Children from the Same Street” (1939) helped a Bolshevik to spread leaflets
against the tsar and his government. Grammar school students carried bullets in
their school bags to Bolsheviks in the film The Lonely White Sail (1937). The film
The Ballad of Cossack Golota (1937) told about children who sided with “reds”
during the civil war. A teenage gypsy in the film Friends from a Gipsy Camp
(1938) behaved in the same way. The film Partisan’s Daughters (1935) showed
children who struggled with rich peasants (that is with the so-called “kulaks”).
Courageous kids helped the Soviet border patrol in the film Ai-Gul (1936). The spy
film Gaitchy (1938) told about a pioneer who also assisted frontier guards: he
helped them arrest a Chinese spy (a former “white” guard) named Yanyga and a
traitor — engineer Sapov. The film High Award (1939) related a story about a spy
who infiltrated under a mask of a clown into a country house of a Soviet aircraft
designer where his children were spending their vacation. The film The Train to
Moscow (1938) showed children who prevented a train crash. In the film Captain
Varya (1939) a girl rescued a lighthouse-keeper. In the film Siberians (1940)
school students were looking for Stalin’s smoking pipe that he had given to a local
hunter during his banishment in tsar Russia. In the film “Timur and his Team”
(1940) pioneers helped elderly people and soldiers’ families with domestic work.

The topic of school was not mentioned in the trilogy by M. Donskoy (My
Apprenticeship, Gorky’s Childhood, My Universities) based on A.M. Gorky’s
prose either...

As a rule, school students in the films created in the 1930s — 1950s do not
study, instead they “1) struggle with enemies of all kinds (from spies to rodents)”;
2) hold sittings, elections, meetings and votes; 3) work or enjoy unrealistic
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children’s hobbies necessary for their future profession, for example, — poultry
breeding” (Pritulenko, 1995, p. 106).

We share the view of N.I. Nusinova that “the cliché of the Soviet era —
“children are our future” turned the children’s film world of the totalitarian epoch
into the Orwellian futurology where children were little adults or aliens from the
wonderful world of communism into this still imperfect grown-up world of
communism being built. The Soviet child had a power of young Heracles, a life
experience of a mountain Sapient and a political awareness of a district committee
secretary of the communist party” (Nusinova, 2003).

On the whole, only 8 films about school (10%) were shot by the
“Soiuzdetfilm” studio out of 77 films: Class Seven (1938), Personal File (1939),
Spring Stream (1940), Brother of a Hero (1940), Romantic People (1941), The
Village Teacher (1947), The Red Scarf (1948) and The First Grader (1948).

Other Soviet film studios also made films about children and school during
this period, though it did not make any difference, since there were very few such
films.

Thus, “school as it is — with its daily routine, corridors, recreations,
classroom, rows of desks, blackboard, teachers and students — was nearly absent in
Stalin’s cinematograph. If it was scarcely mentioned it was given little screen time,
and the episodes connected with school served as some background of the plot (as
in the unissued film Father and Son by M. Barskaya). The unsuccessful films
Class Seven by Y. Protazanov and Personal File by A. Razumny were exceptions
that proved the rule” (Arcus, 2009, p. 206).

L. Arcus gives the following reasons for that:

— the danger of the school structure for the film industry as it reminded about
the state model too much;

— impossibility to show a school student (as a dramatic character) not as a
hero (revolutionary struggle, exposure of spies, rescuing people), because no
serious conflicts and dramas in screen versions of the Soviet school were possible;

— the changes that the state pedagogical conception underwent; it replaced
the so-called “perekovka” in the 1930s (i.e. reeducating of erring children and
teenagers with labour and collectivism, aimed at teaching them strict discipline and
the established Soviet standards of behavior, the deviation from which was
punished with repressions) (Arcus, 2009).

This conception seems weak to us due to the following reasons:

— the Stalin film industry endeavored to show not a real but an ideal Soviet
school with a united positive community of teachers and students where either a
liar or a boaster could appear for only a short while, as he would soon realize the
gravity of his offence and again joined the honest and modest school community).
Hence, such a presentation of school system and models of such conflicts supplied
the audience with the associations connected with a rather positive image of the
socialist state and this did not threaten the regime but, on the contrary, provided
strong support for the communist propaganda;
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— though the image of a school hero dominated in the Stalin cinematography,
it coexisted with images of ordinary good school students who rectified
“misguided” fellow students;

— though the state pedagogical conception underwent substantial alterations
since the mid-1930s (Statement..., 1935), it did not affect the worked-out film
pattern of correcting bad school children: in the films Class Seven (1938) and The
Red Scarf (1948) negative characters mend their way under the influence of
positive characters... But the films of the second half of the 1940s — the first half
of the 1950s showed the established single-sex education in schools. For example,
in the film The Red Scarf (1948) a brother and a sister study in different schools —
for male and female students, whereas in the film Alesha Ptitsyn Develops his
Character (1953) the main character, who learns that a woman-trainee would teach
them a lesson, reacts so: “A college girl won’t cope with us. ... It will be hard for
her to deal with us”. And his classmate agrees with him: “She’d better go to a girls’
school, girls are easier to deal with, after all”.

Sociocultural, ideological, worldview, religious contexts

Ideology, world outlook of these media texts authors in the sociocultural
context, ideology, world culture reflected in the media texts.

The dominant communist ideology, total government control and strict film
censorship of the Stalin era took away any choice from film makers: they had to
stick to this ideology based on national property, collectivism, and bolshevism
(including extensive glorification of proletariat leaders), atheism, class struggle,
hatred to USA and European bourgeoisie, and “public enemies”. The so-called
socialist realism dominated in the Soviet culture of the 1930s — the first half of the
1950s, which certainly involved films about school. Undoubtedly, the socialist
realism had nothing in common with genuine realism; it was more like an idealism
created according to the official political dogmas of that time.

World outlook of people belonging to the “world of school” reflected in the
media texts.

The world outlook of people in Soviet films about school made in the 1930s
— the first half of the 1950s was very optimistic and aimed at building the “bright
communist future”. School students were united into a successful and happy
collective body guided by wise tutors (teachers, parents, party officials), able to
shape their own destiny, 1.e. turn into standard “cogwheels” in the world-beating
socialist state machine.

The wvalue hierarchy in this worldview was: communist ideological
commitment, collectivism, heroism, honesty, uncompromising attitude to internal
and external enemies, atheism, and industry, readiness to help good or not quite
good people. Adherence to such values used to be the basic stereotype of success
in that screen world. Such values, attitudes and conduct in the cinema were not
only to be reflected but also impressed, formed and strengthened. These values
were constant throughout the film action. If a student temporarily betrayed these
values, he successfully returned to them at the end of the film.
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Structure and narrative devices in these media texts
The structure, plot, representativeness, ethics, genre modification,
iconography, characters can be roughly presented as follows:

Venue and period of media texts. Let us omit the stories about children-
heroes who help “red” soldiers and border patrol. The scene in the films made in
the 1930s — the first half of the 1950s about school is laid in school classrooms,
corridors, courtyards and flats, and the time in the film coincides with the time
when the film was released.

Household goods and living conditions: the setting and household items in
the films about school are modest and ascetic, though the poverty of the students’
families is not accentuated. For example, the film The First Grader (1948) shows
the beginning of the new school year: there is a big portrait of Stalin in the hall,
there is a typical Lenin’s phrase for all Soviet schools on the wall: “Learn, learn
and learn!” There is a banner at entrance — “Welcome!” The school students hear
the words from the school radio: “We congratulate Soviet school students on the
beginning of the new school year”.

Genre modifications: mostly drama, sometimes comedy.

(Stereotype) devices of reality representation:

— positive characters are often shown idealized;
—negative characters, by contrast, are grotesque with prominent negative features;
— there appears a “intermediate” option— a character who looks negative (or partly
negative, or misapprehensive) in the beginning, but later he corrects his conduct
under the influence of his friends / parents / peers and joins his well-bred and like-
minded classmates (Wake Up Lenochka, 1934; Class Seven, 1938; Brother of a
Hero, 1940; The Red Scarf, 1948; Towards Life, 1952; Alesha Ptitsyn Develops his
Character, 1953; Certificate of Education, 1954, etc.).

Typology of characters:
—age of characters: school students are 7-17 years old, however, there are more
teenagers among them; the age of the other characters is different, but grown-ups
under 60 prevail;
— level of education: school students’ level of education corresponds to their
grade, teachers allegedly have university education, the education of other
characters can be different;
— social status, profession: the financial situation of school children is
approximately equal, but they can come from both workers’ and peasants’ families
and intelligentsia. Their parents have various professions.
— marital status of characters: school students are naturally unmarried yet; most
adults are married;
— appearance, clothes, constitution of characters, their character traits,
vocabulary: the appearance of school children in the films of the 1930s — the first
half of the 1950s comply with Stalin’s socialist realism stereotypes.

This film frame from the film The Red Scarf (1948) gives a good glimpse of
the characters’ — school students’ — looks, clothes, and constitution.
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A frame from the film The Red Scarf (1948)

Thus, school students in the films of the 1930s — the first half of the 1950s
were mostly motivated, emotional, active, optimistic, brave, balanced, with polite
speech (though sometimes rhapsodic), determined to become useful members of
the pioneer/komsomol organization, to study well and help the elderly. As for
negative characters (boastful, deceitful, etc.), they would always change for the
better at the end of the film.

As for teachers in the films, they often became symbols of struggle for new
communistic future and “to create such image of a struggling teacher, a heroic
personality (almost a mythologic hero) the film contained elements of extreme
social environment, where the teacher had to survive and resist either a real enemy,
such as former kulaks seeking to kill him (for example, in the films Tanka — the
Bar Girl, Alone) or a non-personified enemy such as homelessness, juvenile
delinquency (Road to Life, The Pedagogical Poem)”(Shipulina, 2010, p. 6).

By the second half of the 1930s the Soviet screen presented a super positive
image of the teacher and educator which was approved and respected by the
government (honors, diplomas and other awards) and the whole society. For
example, the main character in the film “7The Teacher’ (1938) was nominated a
deputy to the Supreme Soviet of the USSR, and the audience hears a phrase which
is very important for the ideological conception: “The teacher is a new person, and
the Soviet power has made him so!” The films The Village Teacher (1947), The
First Grader (1948), The Pedagogical Poem (1955) created similar screen images
of exemplary and respected teachers and educators.

Taken as a whole, the Stalin era “constructed a professional image of the
school teacher combining the images of the Soviet and Russian intellectual. The
old image was to legitimatize the Soviet one due to their common past. The main
features of the pre-revolutionary intellectual myth (the messianic idea,
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enlightenment, asceticism, unselfishness) were interpreted in a new way in the

Stalin worldview.”(Chashchukhin, 2006, p. 135).
This film frame from the film The Village Teacher (1947) gives a good
glimpse of the characters’ — school teachers’ — looks, clothes, and constitution.

A frame from the film The Village Teacher (1947)

At the same time the Soviet cinematograph remembered to criticize the
school and teachers of the czarist regime. The films The Conduit (1935) and Man
in a Case (1939) presented negative images of grammar school teachers:
dogmatists and reasoners with a disagreeable appearance.

Significant changes in the lives of the characters: school children live a
usual active Soviet life but there is a student among them who: is always late for
school (Wake Up Lenochka, 1934), tells lies (Brother of a Hero, 1940), neglects
schoolwork (Spring Stream, 1940), refuses to design a model airplane (Class
Seven, 1938), refuses to fulfill a community assignment (The Red Scarf, 1948),
considers himself superior to others (Certificate of Education, 1954). There were
also (but very rare) worse variants when a school student commits a theft of school
property (Personal File, 1939).

Problem encountered by the character: disruption of usual life because there
is a character among school students who for one reason or another becomes an
outsider in the harmonious team of the socialist school.

Solution to the problem: the “right” characters (school students, teachers,
parents, senior party officials) individually or by joint efforts put the “wrong”
student on the right track — to become a true pioneer/communist.

Unlike the school topic the topic of university was marginal for the Soviet
cinematography of the 1920s — the first half of the 1950s (see, for example, The
Right to a Woman, 1930; The Law of Life, 1940) and had no apparent impact on
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film making. Seemingly, university at that time was considered to be a too elite
institution to be worthy of mass replicating on the screen.

Conclusions. Thus, the hermeneutic analysis of media texts about school and
university of the 1920s — the first half of the 1950s enables us to draw the
conclusion that the Soviet cinematography based on the communist ideology:

in the 1920s sought to depict children, teenagers, youth as committed
ideological fighters (who set a good example to backward-looking adults)
for the Soviet power and atheism, for the pioneer movement, for sports
records; fighters against enemies of different types, illiteracy and
homelessness, instead of usual school children who are busy studying or
playing games;

in the 1930s — early 1940s showed school children mostly as fighters: 1)
with spies and other public enemies; 2) with German occupants; 3) with
negligent and bumptious students;

in the second half of the 1940s — the first half of the 1950s focused on a
mild variant of school struggle against negligent and bumptious students;

by the mid-1930sdeveloped a screen image of an ideal teacher, a true
leader of the communist doctrine, respected by the government and
society, a skillful and successful professional;

used stereotyped storylines, role and gender character profiles in the films
about school and wuniversity thus avoiding genuine realism and
psychological narrative depth.
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3. Soviet films about school and university of the '"thaw" period
(1956-1968)

The "thaw" (1956-1968) in the USSR quite significantly changed media
interpretations of school and university. A characteristic feature of the this period
was the so-called "return to Lenin's norms of life," which in practice meant that,
politicians tried to take, from their point of view, the most valuable aspects of the
1920s policy. As for the schools - it meant democracy elements in the educational
process, a certain, albeit constrained by ideology, creative freedom of teachers and
students. As A. Prokhorov aptly notes, films about school in the 1960s reflected
the general spirit of the revived utopianism (Prokhorov, 2007).

In this context, it is interesting to compare two films of the 1960s depicting
schools of the 1920s: Beat, the Drum! (1962) and Republic of SHKID (1966).

The first of these films, made during the "early thaw" period, is a mixture of
naive (although perhaps timeserving disguised as "naive") ideas of the authors
about the total rightness of the communist reformers of the school system (young
characters organizing the pioneers' community) and the negative image of the
representatives of the old gymnasium (the teacher of mathematics and the best,
well-born students of the class.

The second one, on the contrary, (also somewhat naively, but sincerely)
asserts the possibility of integration of the best representatives of the pre-
revolutionary intelligentsia (the principal of school for orphans named after
Dostoevsky — Viktor Nikolayevich Sorokin, nicknamed VikNikSor) in the process
of creating a new school. VikNikSor in the filigree performance by S. Jursky is "a
great idealist and utopian. VikNikSor believes that a person is unique, and the
collective of unique people can be an association of creative individuals who do
not have to give up themselves and freedom to be together" (Arcus, 2010).

Both films were shot in black and white for a reason, so that the image on
the screen reminded viewers of the surviving chronicles of the 1920s. However,
against the mediocre visual background of Beat, the Drum!, the picture of the
Republic of SHKID was sophisticated and esthetic, an excellent play of light and
shadow referring the audience to the silent film classics. Equally extraordinary was
the film montage. Actors' performance in the Republic of SHKID was significantly
superior to the straightforward interpretation of the characters in Beat, the Drum!

As for the use of black and white picture in films depicting schools, in our
opinion, it was not always justified. Of course, the intention of the authors of Beat,
the Drum! (1962) and the Republic of SHKID (1966) to produce films resembling a
newsreel from the 1920s is understandable. But what drove a director to choose to
film in black and white a merry satirical comedy "Welcome, or No Trespassing!"?
Most of the other films depicting school and university (Spring in the Riverside
Street, 1956, See You Next Spring, 1960; My Friend, Kolka, 1961; Mishka, Serega
and I, 1961; Wild Dog Dingo, 1962, We Love You, 1962, Come Tomorrow, 1962,
Call, open the door, 1965, I Loved You ... (1967), We'll Live Till Monday, 1968,
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The Transitional Age, 1968, The Man-to-Man Talk, 1968, etc.) could have been
color. Apparently, there are good reasons why in the XXI century with the help of
computer processing (I think, without any damage to the artistic expression), color
versions of the popular films were created - Spring in the Riverside Street (1956)
and Come Tomorrow (1962).

Presumably, Soviet cinematographers of the 1960s were too susceptible to
the fashion for the black-and-white stylistics of the French "new wave" and
"cinema-verite", believing that modern films about schoolchildren should be as
close as possible to the "chronicle" image.

The film Mishka, Serega and I (1961) is a vivid example of the school's film
interpretation in the initial phase of the "thaw" period. Two conflicts unfold
concurrently: 1) an eighth grade boy Igor now and then makes mistakes, taking up
with punks, then with a selfish and foppish boxing trainer; 2) a young class teacher
can not establish contact with his eighth grade. In the course of the film viewers
see obvious signs of a deficit of socialist times: a queue to buy a TV is so long that
shoppers have to come daily to register in the waiting list, and builders fail to
finish an apartment house by May 1 without the help of high school children who
work there as electrical installers after school. However, conflicts are resolved by
the end of the film: the young teacher becomes schoolchildren's favourite, and Igor
gives his friends the word to be an exemplary Komsomol member. Notably, before
this promise he utters a lofty monologue: "For people like me, there is no place in
communism! But without communism I will not live! ... And without the
Komsomol I can not live!". Most likely, this phrase appeared in the film as a
reaction of scriptwriters to the adoption by the 22nd CPSU Congress (1961) of the
Charter of the CPSU, including the Moral Code of the builder of communism,
whose material base was promised to be created by 1980.

By the way, the rhetoric about communism in the thaw films depicting
education system underwent a curious transformation. While in the picture Mishka,
Serega and I (1961) these words sound quite seriously, and the drama about
parents and children Big and Small (1963) ends with pretentious narrative
comment: "Why did you not ask yourself: Was I a communist in my family life?,
the film Citizens and Organizations, please note (1965), produced only two years
later, features a high school student who comes up with a device activated by the
movement of students along the school corridor which immediately plays a
recording of a cheerful voice: "Stop! Are you ready to live and work in
communism?", shown with an obvious irony. Two years later the authors of
Valentin Kuzyaev's Personal Life (1967) went further: in the key episode of the
film, located in the television studio, the then popular band "Singing Guitars" is
performing a cheerful pro-Communist song with the words: "Do you want to go
camping? Yes! Do you want a million? No!", while the main character, a not very
intelligent high school student Kuzyaev listens to it without any enthusiasm and,
contrary to previous school film standards, he never becomes better than he is by
the end of the film.
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L. Arcus, in our opinion, very accurately noticed the characteristic feature
of the thaw period films about schoolchildren: in the 1960s, not all of them
portrayed a non-conformist character being corrected under the influence of
mentors, peers and parents. For example, in the film My friend, Kolka! (1961)
"there is a class of children. There is a boy standing out of the crowd, Kolka
Snegirev. But this time he is not a renegade and egoist, but on the contrary — a
bright individuality, an artist, a man who searches for truth, and not a form, for
real, not imaginary. He requires breathing from life, and sincerity from the people.
He is clearly loved by authors and spectators. His class wants to help him, get over
troubles - but without the intention to change him, to assimilate with others. They
like him the way he is. It's not a fantasy genre, it is a "thaw" period film with its
charming ability of wishful thinking" (Arcus, 2010). The truth is, the film did not
escape from some treacle, especially in a touchingly happy ending, when Kolka,
the founder of the SSoCS (Secret Society of C-Students), deftly defeats carnapers
and deserves the gratitude of the police and a vigorous pioneer song of classmates.

Non-standard students with strong personality and subtle inner world were
the main characters in many other school films of the 1960s: Wild Dog Dingo
(1962), Call, open the door (1965), I loved you ... ( 1967), We'll Live Till Monday
(1968), Transitional Age (1968), The Man-to-Man Talk (1968).

The cinema images of Soviet teachers changed in the thaw period, too. Very
important in this respect is the image of a school teacher from the melodrama
Spring in the Riverside Street (1956). Here, perhaps, for the first time in the Soviet
cinema, a story of the student's love for his teacher appeared. Actually, the authors
of the film made sure that there was nothing shocking in this situation: the love
story unfolds within the walls of the evening school, the students of which are
although young, but grown-up people — workers of the metallurgical plant.

Despite the lyrical melodrama of this story, it contained a kind of ideological
overtone: in fact, according to the then ideological doctrine, the working class was
"the main component of the structure of Soviet society, the bearer of knowledge
necessary for Soviet people" and therefore could "teach the teachers (the
intelligentsia) what is impossible to learn in any institution: to be a real Soviet
person" (Grigorieva, 2007). And the main character — the teacher of the evening
school Tatiana — is so young and inexperienced, that is really likely to fall in love
with a charming Sasha, her, so-to-speak, "mentor" from the working class. On the
other hand, thanks to the talent of the film's creators, the situation was ambiguous:
"in a typical melodrama of the 1930s, Sasha would be entrusted with saving Tanya
from herself, but Spring in the Riverside Street boldly leaves the question of who
has improved who open (Youngblood, 2012, p. 177).

In the earlier mentioned film My Friend, Kolka! (1961) the previously
unshakably positive image of a teacher / mentor appears in the form of two rival
characters: a liberal one and a conservative one. A conservative is the teacher
Lydia Mikhailovna. In fact, she and a chairman of the pioneer council Valera
Novikov "could become the ideal heroes for films in the previous decades. Always
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with some unfortunate young character who tore himself away from the collective
and placed own interests above the interests of the class and school, there appeared
to a number of wiser and more reasonable teachers and comrades ready to teach a
harsh moral lesson, threatening to expel from school or exclude from pioneers or
Komsomol members. But Lydia Mikhailovna and Valera Novikov are not
portrayed as ideal carriers of collective wisdom" (Artemieva, 2015, p. 54-55): an
active public figure and an excellent student Valera is a cynical informer, while a
teacher is an avid party functionary (she coordinates all her work with the opinion
of the district committee of the CPSU) and a retrograde.

Liberal vs. conservative pedagogical conflicts arose later in the films My
name is Kogea (1963), Trains go past the windows (1965), We'll live till Monday
(1968) and many others.

In particular, in the drama Trains Go by the Windows (1965), the headmaster
of a provincial boarding school, remarkably performed by L. Krugly, at first seems
to be a positive democrat and a wise mentor for children and teens, while a
traditional duo of a conservative middle aged school teacher and a young teacher (a
recent graduate of the university) unfolds along. However, gradually, the image of
the ironic headmaster gives away the authoritarian features of a tough, soulless
manager, and he turns out to be much more dangerous for a young heroine than
explicit conservatives.

Seemingly an outspoken conservative and a negative character in the
satirical comedy Welcome, or No Trespassing! (1964) — the principal of the
pioneer summer camp Dynin, brilliantly performed by Y. Evstigneev, is also not
so straightforward: he sincerely desires that the institution entrusted to him is kept
in order (though supported by denunciations), so that schoolchildren get full
nutrition (and not chat while eating), play active games (but quietly), bathe in the
river (under supervision and in shallow parts), watch movies in the evenings (but
without love episodes).

Another negative image of a teacher, however presented more harshly,
appeared in the film What if it's love? (1961). There's a scandal at school: a strict
teacher of the German language gets a love letter, written by a high school senior
Boris addressed to his classmate Ksenia. Ideologically brought up Maria Pavlovna
is certainly very worried: honour and moral standards of Soviet school are
challenged. Thus, due to her interference, relationships of Ksenia and Boris are
being discussed by school faculty, their classmates, parents, and neighbours.

Today the conflict of the film by Y. Raizman What if it's love? seems to be
trifle: school seniors date, so what? However in 1961 things were different. The
problem of the first teenage love, that fell under the social pressure, was discussed
earnestly in almost all press. In a word, this film had about the same resonance in
the 1960s, as Little Vera in the end of the 1980s.

Sexual motif was, perhaps, the boldest one in the Raizman's film, because
strict Stalin's censorship that ruled in the 1930s-1950s, did not let premarital sexual
contacts between school students (and youth in general) on the screen. It was only
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in the NEP (New Economic Policy in Russia in the 1920s) period that Soviet
cinema could afford making such a film as 4 Prostitute (1927). In the sound Soviet
cinema (until the Perestroika), love affairs of young women could only be depicted
in retro period films, such as film adaptation of Leo Tolstoy's (Resurrection) and
Panas Mirny's Hooker, where main characters were young "fallen" women, but
action took place, naturally, during the times of "hated Tsar's regime".

We agree with an opinion that the motif of sexual guilt was born by the
Soviet culture's Puritanism, grounded in the 1930s both socialistically and socially
realistically. In the 1960s the love language was slowly rehabilitated, but the sex
language only remains to exist within medical or obscene vocabularies. According
to Maria Pavlovna and Ksenia's mother, sex before marriage is something
catastrophically amoral. "Better" characters (for example, a young teacher) clean
Boris and Ksenia's love of suspicions in "this". The thaw period film criticism
followed the same route" (Romanova, 2012, p.192). Sexual context in school films
was so important for Soviet society and state, that it was argued about in the
Central Committee of CPSU, in the Ministry of Culture and The
Cinematographers' Union. As a result, the film scene of intimacy between Boris
and Ksenia was cut shorter and voiced over.

Lev Anninsky wrote that "the message of Raizman's film is that he plunged
the plot in the atmosphere of thick everyday life, social force, rigid
predetermination, small pinpricks that people stung, killed the feeling with"
(Anninsky, 1991, p. 82). Iconographic analysis of the drama What if it's love?
reveals its other differences from "thaw" optimism. Black-and-white visual picture
distinctly portrays gloomy ill-provision, as though borrowed from the famous
black sequence of Polish cinema of the late 1950s: black windows of the new, still
not inhabited flats, dusty grounds around apartment buildings, windy emptiness
around the new neighbourhood (Romanova, 2012, p. 194). Moreover, it turns out
that a lot of secondary film characters are united not because of mutual positive
values, but because of their desire to hurt the feelings of vulnerable teens in love.

Surprisingly, a melodrama Story of the First Love (1957), produced 4 years
earlier, did not give rise to such censorship tornado, although it contained such plot
twists that in our opinion, could have shocked the chaste Soviet public: 1) a ninth
grader falls in love with his classmate and he wins her affection, too; 2) a PE
teacher openly pesters his pretty student; 3) defending his girlfriend's honour, the
main character courageously fights against an indecent teacher. One has to agree
that no Soviet film about school until the 1980s depicted anything like the second
and the third point. However, unlike Y. Raizman's film, Story of the First Love
didn't contain any sexual scenes, and most importantly, all the plot's rough angles
were smoothed by the soft lyricism of a melodrama, where even the "bad guy" PE
teacher sincerely sings a hit song "Why, oh, why, I don't know, I believed your
blue eyes..." The actors' age, performing ninth graders was deliberately distanced
from school: J. Osmolovskaya was 19, K. Stolyarov — 20, and V .Zemlyanikin —
24,
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The film made by the end of the thaw period — We'll live till Monday (1968),
defined the authors' understanding of the Soviet school crisis as a model of the
state crisis. L. Arcus accurately points out that a History teacher Melnikov in this
drama is a kind of a white crow, an outsider: "almost invisible ripple of anguish
runs through his face: because of ignorance ("There is no such a verb in the
Russian language, my dear, save our ears"), because of vulgarity ("Baratynsky is a
poet of the secondary importance"), of silliness ("Folly should be a fool's private
property"), of lies and profanation of his subject ("Look at the textbook published
this year"). In rendering it sounds like dissidentism, but Tikhonov succeeds most in
expressing the state of hopeless torment when he's silent. It's amazing, what acting
school we have lost! There are a lot of close-ups in the film, and one can write a
book about the ways Tikhonov watches. The way he looks at his students: at a poet
Genka Shestopal, he sees himself as if in the mirror; at a cynical handsome guy
Batischev — seeing an eternal opponent. He watches his whole class at the end of
the film having a presentiment of what is going to happen to each of them, and
being aware that nothing could be changes. The main colour of his portrait is ash
fatigue" (Arcus, 2010). This having no alternative weariness explains why a
bachelor Melnikov is not in a hurry to return affection of a pretty English teacher,
why in spite of his intense longing for a different job, he continues teaching
History lessons, subjected to political climate.

On the other hand, there's something "unprofessional" about Melnikov. He
looked at school as if from the outside, and he taught a lesson as though it was his
first day in class and he came across the emotional deafness of pupils for the first
time" (Soloveichik, 1975).

Though his main pedagogical opponent, a Literature teacher Svetlana
Mikhailovna is "limited, teaches her subject "from here to here", dryasdust, self
righteous, and avidly follows instructions, apart from other film teachers in the
past, she has neither jolly enthusiasm, nor fanaticism. Only loneliness and again,
fatigue" (Arcus, 2010).

Thus, We'll live till Monday no less than M. Khutsiev's masterpiece July
Rain (1966), finely demonstrated the crisis (or even the collapse) of "thaw" ideals
in Soviet intelligentsia, who sharper than others felt the essence of regressive
political, social and cultural tendencies in the USSR.

Nevertheless, the major "thaw" school film, in the allegoric form having
depicted the bureaucratic model of the authoritarian Soviet state, was a bold
comedy Welcome, or no Trespassing! directed by E. Klimov based on the script by
S. Lungin and I. Nusinov.

Perhaps we can agree with the opinion that the main technique in the film is
an oxymoron, a combination of the incongruous: "the film's title is positioned in
the frame as a political satire: the sign "Welcome" with a shining sun adorns the
tightly closed gates of the camp (the most deft, however, know where you can
climb through a hole in the fence). Lower is an peephole with the suspicious word

",

"or"; and, finally, at the bottom — "No Trespassing"; all together is a typical
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example of foreign policy of the socialism times. The word "or" allows one to
assume a choice between both parts of the name, and equate them with the
meaning "that is" (Fedorova, 2012, p. 218).

Soviet censorship, of course, went through this film of E. Klimov with his
unwavering ideological hand, but did not succeed in deciphering the essence of the
satirical film text to the full extent.

For example, many scenes of E. Klimov's film feature a persistent overhead
slogan: "Children are the masters of our camp!", that, on the one hand, caused
associations with the state, built by the camp type, and on the other hand, it hinted
at the sheer hypocrisy of using the word "masters" in it, since in the USSR the real
masters of life were party bosses and bureaucrats, and not workers, peasants and
their children.

Unlike the period of the 1920s — early 1950s, the Soviet cinema of the
"thaw" era increasingly touched upon the subject of university. Sometimes in the
comedic genre (Come Tomorrow, 1962, Madness, 1965), but mostly in the (melo)
dramatic (Different Fates, 1956, They Met on the Way, 1957, The City lights up,
1958, Peers, 1958, 1, Newton Street, 1963).

In the films Different Fates (1956), The City lights up (1958) and Peers
(1958), the theme of the university played a marginal role. In the melodrama They
met on the Way (1957) — is was the key one. The girl who successfully entered the
pedagogical college gives a helping hand to the worker who failed the entrance
exams, as a result, the young tutor and her student fall in love with each other, and
the latter, of course, becomes a successful student next year. In between, a cute
career-centered student deserves public condemnation, and a gray-bearded "old
school" professor sings songs together with his students. In a word, the film,
although from the "thaw" period, was absolutely tied (both by the plot and style) to
the late Stalin's epoch.

In the popular musical comedy Come Tomorrow (1962) a provincial girl
Frosya, thanks to innate vocal abilities, enters the conservatory and, despite all
sorts of obstacles and absurdities, eventually becomes a favorite of a wise teacher.
A film with such a simple story and with such a heroine could have also appeared
in the late 1940s, 1950s, and even in the 1970s.

Another film about students is I, Newton Street (1963). It also tells a story of
a provincial guy who enters a university in the capital, but in the genre of a drama.
Student Timothy faces a serious life test: his scientific work, written together with
a classmate, wins a prestigious competition, but ... soon it turns out that it contains
an awkward mistake. A weak classmate begs Timofey not to tell anyone about this,
but he rejects this dishonest proposal and leaves for his hometown, where, he
works on a new version of scientific work. Perhaps, there are no particular
hallmarks of the thaw period. Stories about high tones students, for whom the truth
is the most valuable asset, often unfolded in (audiovisual) texts both in Stalin's
times and in post-thaw times, too. Only some details in /, Newton Street give us a
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hint about its historical background: poets performing at the Mayakovsky's
monument, Y. Kim's songs and expressive camera work.

The "thaw period" films (1956-1968) on the school/university topic
Place of action, historical, social, cultural, political, and ideological context

Historical context

Features of the historical period when media texts were created, market
conditions that contributed to the idea, the process of creating media texts, the
degree of influence of that time on media texts.

The timeframe for the historical period of the "thaw" has been defined
conditionally from 1956 (denunciation of Stalin's personality cult at the XX
Congress of the CPSU) to 1968 (the invasion of Soviet troops in Czechoslovakia).

The main characteristics of this historical period:

- condemnation of Stalin's personality cult;

- end of mass terror of the state's citizens, while maintaining a "milder"
struggle (which, as a rule, did not involve prolonged imprisonment and physical
extermination) with dissenters (like Boris Pasternak, Andrei Sinyavsky, Alexander
Solzhenitsyn, and others);

- the continuation of the process of industrialization (mainly heavy and
military industries);

- agricultural reforms (development of virgin lands, creation of economic
councils, etc.);

- realization of the state program of mass housing construction;
- a successful start of the "space era" (launching the world's first satellite, the
world's first cosmonaut);

- renewal of the communist ideology, oriented to the works of V. Lenin
and post-Stalinist ideologists, with less intense than, for example, in the 1920s, but
still open fight against religion;

- official theses about the established unified community of the Soviet
people and the absence in the USSR of class, ethnic, national, and racial problems;

- the rejection of the idea of the world revolution and the proletariat's
dictatorship, replacing it with the idea of a "peaceful coexistence of socialist and
capitalist systems" (which, of course, did not exclude the ideological confrontation
against bourgeois states, the militarization, unleashing local military conflicts,
intervention in Hungary (1956) and Czechoslovakia (1968), military and economic
support of pro-communist regimes in developing countries, for example, in Cuba).

- a drastic growth of film production, the resumption of the Moscow
International Film Festival,

- expansion (still with censorship) of scope of creative freedom in the
cultural sphere, including literature, theater and cinema;

- the gradual curtailment of the "thaw" tendencies (including the cinema),
the reduction of the criticism of Stalinism (after Leonid Brezhnev came to power in
October 1964) against the backdrop of solemn celebrations of Soviet communist
jubilees on a national scale.
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"The Law on Strengthening the School's Contact with Life and on the
Further Development of the Public Education System in the USSR" (1958) began
another reform of the Soviet educational system. The obligatory education was 8
years. An 11-year program incorporating vocational (two days a week) as well as
academic training replaced the traditional ten-year primary and secondary general
school. The role and share (up to 15%) of vocational training in the educational
process sharply increased. It was assumed that schoolchildren will work twice a
week in special training workshops (or plants/factories), and General Certificate of
Education will be supplemented with a certificate of the acquired vocational
qualification. By 1962 all seven-year-schools were turned into eight-year schools.
However, it soon became clear that enhancement of labor training had a negative
effect: the level of knowledge of students in basic subjects dropped. That is why, in
September 1966, the Soviet school returned to a ten year program again, and the
idea of professional training within the school curriculum, was left behind.

Table 1. Key dates and events in the USSR and the world in the "thaw" period
(1956-1968): politics, economy, education and culture

Years Key dates and events in the USSR and the world in the "thaw" period (1956-1968): politics, economy,
and culture

1956 Khrushchev’s secret speech, denunciating the deceased Joseph Stalin made to a closed session of the 20th
Congress of the Communist Party of the Soviet Union: February 25.

Pro-Stalin's riots in Tbilisi: March.

"Cominform" (Communist Information Bureau) was dissolved: April 17.

Resolution of the CPSU Central Committee “On Overcoming the Personality Cultand Its
Consequences’: June 30.

The cancellation of tuition fees in the senior classes of secondary school, as well as in secondary special
and higher educational institutions of the USSR : September.

The Hungarian Revolution: October 23 — November 9.

The Suez crisis in Egypt: October 30 — December 22.

The High Courses for Film Directors (higher education establishment) opened in Moscow: November.

1957 Letter of CPSU Central Committee about "Fostering political work of party organizations among masses
and suppression of attacks of anti-Soviet hostile elements": January.

Plenum of CPSU Central Committee on Literature and Art: June 22-29.

The exclusion from the leadership of the CPSU of the "anti-party opposition" (G. Malenkov, V. Molotov,
L. Kaganovich, D. Shepilov): June 29.

World Festival of Youth and Students in Moscow: July 28-August 11.

A test of the first Soviet intercontinental ballistic missile capable of reaching the territory of the United
States.

The successful launch of the world's first artificial satellites: October - November.

The publication in the western countries of the novel by B. Pasternak Doctor Zhivago: November.

1958 The Soviet film The Cranes Are Flying is awarded the main prize of the Cannes Film Festival - Palme
d'Or: May.

Exhibition of American abstractionists in Moscow.

The opening of the monument of V. Mayakovsky in Moscow, where poets freely performed: July.

The award of the Nobel Prize for Literature to Boris Pasternak - "For significant achievements in
contemporary lyrical poetry, as well as for the continuation of the traditions of the great Russian epic
novel" (Doctor Zhivago). The denunciation of Boris Pasternak by the USSR authorities and the leaders of
the Union of Soviet Writers: October.

Boris Pasternak is expelled from the Soviet Writers' Union: October 27.

"The law on strengthening the school's connection with life and the further development of the system of
public education in the USSR": December 24.

Adoption of the "Fundamentals of Criminal Legislation", abolishing the concept of "enemy of the
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people", raising the age of criminal liability from 14 to 16: December 25.

1959

The victory of pro-communist revolutionaries in Cuba: January 1.

Order of the Minister of Culture of the USSR "On serious shortcomings of ideological and educational
work in the All-Union State Institute of Cinematography": January 18.

XXI Congress of the CPSU: the proclamation of the complete and final victory of socialism: January 27 -
February 5.

Opening of the American exhibition in Moscow: July 25.

The First Moscow International Film Festival: August 3-17.

Negotiations between Nikita Khrushchev and D. Eisenhower in the United States: September 15-27.

1960

Resolution of the Central Committee of the CPSU "On the tasks of party propaganda in the modern
conditions": January 9.

The U.S. spy plane, piloted by G. Powers is shot down: May 1.

L. Brezhnev is the Chairman of the Presidium of the Supreme Soviet of the USSR: May 4.

Opening of the Higher two-year scriptwriters' courses in Moscow: November 1.

1961

Soviet note of protest to US President J. Kennedy, related to the the anti-Castro landing in Cuba: April 8.
Launch of the world's first Soviet spacecraft with a man on board: April 12.

Decree of the Presidium of the Supreme Council of the USSR "On Strengthening the Struggle Against
Persons Who Avoid Socially Useful Work and Lead an Antisocial Parasitic Way of Life": May 4.

The beginning of the construction of the Berlin Wall: August 13.

XXII Congress of the CPSU. Adoption of the new Program and the new Charter of the CPSU. Decision
on the removal of Stalin's remains from the tomb in Mausoleum: October 7-31.

1962

The increase in prices for meat (by 30%) and milk (by 25%) in the USSR: June 1.

The demonstration of Novocherkassk workers who protested the increase for food prices is dispersed by
gunfire: June 2.

Decree of the Central Committee of the CPSU "On measures to improve the leadership of the artistic
cinematography": July 19.

Resolution of the Central Committee of the CPSU "On increasing the effectiveness of statements by the
Soviet press": September 18.

After the start of the installation of Soviet missiles in Cuba, the US declares a sea blockade of the island.
The politically tense Caribbean crisis begins, which forces the USSR to remove missiles from Cuba in
exchange for the US promise to abandon the occupation of the "Island of Freedom": October 14 -
November 20.

"New World" journal publishes Alexander Solzhenitsyn's novel One Day of Ivan Denisovich: November.
Nikita Khrushchev visits an exhibition of Moscow artists in the Manege (today Moscow Art Exhibition):
December 1.

1963

The meeting of the leadership of the CPSU with the creative intelligentsia of the USSR in the Kremlin:
March 7-8.

Resolution of the Central Committee of the CPSU and the Council of Ministers of the USSR "On
measures for the further development of higher and secondary education": May 9.

Reaching the agreement between the USSR and the United States on creating a "hot" telephone line
between Moscow and Washington: June 20.

Resolution of the plenum of the Central Committee of the CPSU "On the forthcoming tasks of the party's
ideological work": June.

Jamming of the Voice of America, BBC and German Wave programs in Russian on the territory of the
USSR ceased.

The assassination of the US President J. Kennedy in Dallas: November 24.

1964

Report of the KGB to the Central Committee of the CPSU on the anti-Soviet attitudes of VGIK students.
Resolution of the Central Committee of the CPSU "On the film studio Mosfilm": February 3.

The US starts the war in Vietnam: August 2.

Plenum of the Central Committee of the CPSU removes Nikita Khrushchev from power and elect Leonid
Brezhnev the First Secretary of the CPSU Central Committee: October 14.

1965

A. Leonov, leaving his spacecraft for 12 minutes, becomes the first person to walk in space: March 18.
The USSR supplies missiles to North Vietnam: April 5.
David Lean's film of Doctor Zhivago, starring Omar Sharif and Julie Christie, is released: December.

1966

France withdraws from the NATO military organization: February 21.
XXIII Congress of the CPSU: March 29 - April 8.
The visit of French President General de Gaulle to Moscow: June 20 - July 1.

1967

Six-day war in the Middle East, breaking diplomatic relations between Israel and the USSR: July 5-10.
Resolution of the Central Committee of the CPSU "On measures for the further development of social
sciences and enhancing their role in communist construction": August 14.

30




Solemn celebration of the 50th anniversary of Soviet power: November.

1968 Order Committee on Cinematography of the USSR "On the purchase and rental of foreign films" (for the
purpose of excluding the penetration of bourgeois propaganda on the Soviet screen): July 31.

"Student Revolution" in Paris: May.

The resumption of the USSR jamming the broadcasts of "Voice of America" and other western radio
stations in Russian on the USSR territory: August 20.

The invasion of Soviet troops in Czechoslovakia: August 21.

The publication of A. Solzhenitsyn's The First Circle abroad: December.

Soviet "thaw" audiovisual texts on the subject of school and university,
according to the authorities, were supposed to support the main lines of the then
state policy in the educational and socio-cultural spheres, that is, to show that the
Soviet system of education, upbringing and culture is being reformed, and namely:

- the educational process goes beyond the previous strict framework of the
Stalinist rules (while maintaining common communist landmarks and a rigid anti-
religious orientation);

- the relationships between teachers and students are becoming more
democratic, creative, based on the experience of Soviet pedagogues- innovators of
the 1920s;

- there are some problem zones at school and university (in particular, the
interpretation of the image of the Soviet teacher as an ideal representative of the
educated part of the society was de-idealized).

Genre modifications of school and university subjects: drama, detective,
less often: melodrama, comedy.

How does the knowledge of true historical events of a particular period
help to understand the given media texts, examples of historical references in these
media texts.

In the films Flags on the Towers (1958), Beat, the Drum! (1962), The First
Teacher (1966), Republic of SHKID (1966), the pioneer movement of the 1920s
and the pedagogical direction of Soviet teachers (like A. Makarenko, V. Soroka-
Rosinsky, etc.) was shown as a positive approach. The films Clouds over Borsk
(1960), Miraculous (1960), Sinful Angel (1962), consistently reflected the anti-
religious state policy. The films Welcome, or No Trespassing! (1964), Trains Go
by the Windows (1965) and We'll Live till Monday (1968), featured some teachers
with serious professional flaws. Story of the First Love (1957), What if it's love?
(1961), Wild Dog Dingo (1962), I Loved You... (1967) depicted the problem of
love relations between high school students.

In the Soviet films of the "thaw" period, schoolchildren, of course, could
be featured sitting in meetings, condemning someone for misconduct (for instance,
religiosity or laziness). But on the whole, the cinematic focus of the interpretation
of the school and university theme shifted towards the ordinary school life, to the
development of the personality (Wild Dog Dingo", 1962, The Gulf Stream (1968),
We'll Live Till Monday, 1968, The Man-to Man Talk, 1968, Transitional Age,
1968, etc.), to the examination of the inner world of teachers (7rains Go by the
Windows, 1965, The First Teacher, 1966, We'll Live Till Monday, 1968, Literature
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Lesson (1968), etc. At the same time, schoolchildren (unlike their film counterparts
in the 1920s and 1930s) no longer appeared on the screen as some sort of
conductors of the communist tomorrow, leading the lost adults on the right track.
Socio-cultural, ideological, religious context
Ideology, directions, goals, objectives, world outlook, the concepts of the
media texts' authors in the socio-cultural context, ideology, culture of the world,
depicted in these media texts

In the period of the thaw, communist ideology (including anti-capitalist,
anti-religious orientation, the theory of socialist realism) in the USSR continued to
dominate. Filmmaking was also under censorship (albeit less strict than in the
1930s and 1940s). Therefore the authors of the majority of audiovisual media texts
on the school-university theme were to comply with these rules of the game. In
fact, in some films (such as, Welcome, or No Trespassing!, 1964, We'll Live Till
Monday, 1968, Literature Lesson, 1968), these rules were violated by certain
oddities that arose, as it seemed, in spite of the genre or thematic field, say -
whimsical rhythms, fancies of intonation, figurative accents in "wrong" places or
seemingly irrelevant artistic arrangement of the narrative. Film viewers who
anticipated to watch another innocent drama soon began to feel uncomfortable.
They could not help feeling that though everything seemed to be clear and correct
in the film, yet something was wrong, something was subtly annoying and makes
the perception unsettled (Kovalov, 2016, p.11).

The world outlook of the characters in media texts about school

In general, the worldview of the characters of audiovisual media texts on the
theme of school and university during the thaw, as in the previous three decades,
was optimistic, at that time the optimism was connected with the prospects of
building "socialism with a human face". Students -vivid personalities were often
ridden by doubts (Wild Dog Dingo, I loved you ..., We'll live till Monday, etc.).
Doubts and reflections were also characteristic of screen teachers, too (7Trains go
by the windows, We'll Live Till Monday, Literature Lesson, etc.).

At first glance, the hierarchy of values, according to this world view, has
remained the same: communist ideology, collectivism, diligence, honesty, atheism,
willingness to give a helping hand to good or flawed people. But there were also
new colors: audiovisual media texts virtually didn't portray hatred of the internal
class enemies, the heroism of the students gave way to everyday events (including
first school love); at the same time, the level of critical reflection of reality has
noticeably risen. For example, a school teacher from the witty comedy "Literature
Lesson" not only openly dislikes his randomly chosen profession, but sets himself
the task of living for at least one day ... without lying (of course, it was for this
seditious intention that the film was banned for screening).

Thus, it was the model of "socialism with a human face," rather than
classical communist ideals, that determined the world view of the characters in the
audiovisual "school world" of the thaw period. And it was this model that quickly
began to disappear when the end of the thaw by the Brezhnev regime after the
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events in Czechoslovakia in 1968, when Soviet tanks were brought into Prague in
fear that "socialism with a human face" could win in a single state.

Structure and narrative modes in media texts

Schematically, the structure, plot, representativeness, ethics, genre
modifications, iconography, characters of audiovisual media texts about school and
university in "thaw" period can be presented as follows:

- the location and time period. Leaving aside the plots where
schoolchildren and students appeared (often episodically) only outside the walls of
educational institutions (let us recall, Valery, the schoolboy from the Elusive
Avengers who, fighting the enemies of Soviet state, actually never appear at
school), one can say that the main location in films on the school theme of the
"thaw" era is school classes and corridors, and the plot is set mostly (if it's not a
retro about 1920s) at the time when the film is made$

- the environment typical for these media texts, household items: the
furnishings and household items of school films are still modest, at times ascetic
(as, for example, in The First Teacher).

It is very indicative that in Soviet films on the school topic in many cases
"there is no private space for a teenager — his room. Most often because of its
actual absence due to the poor housing situation in the country, but even when the
room is there, nothing there characterizes the owner. It's just a room with a bed and
a desk, there is not the slightest attribute of its owner. ... the commitment for
intellectual and high culture and the neglect of interior and decor. The same reason
is why a fashionably dressed character is almost always negative" (Zharikova,
2015, p. 62).

- genre modifications: mostly drama, sometimes melodrama or comedy.

- (stereotyped) devices to depict reality: positive characters are less often
shown as idealized, while negative ones, on the contrary, have deeper dimensions
than just a caricature. However, relapses, of course, are possible. For example, in
the professionally helpless Boys (1959), a cheesy teacher brings to the class a
model of the space satellite, thus causing a sensation in the class only consisting of
diligent and perfect schoolchildren. And in the detective story Shadows of an Old
Castle (1966), a super-positive teacher who instantly finds contact with
schoolchildren takes a job in an Estonian boarding school located in an ancient
castle, very soon finds out that the key faculty members (presented rather
grotesquely) are former Nazis and treacherous enemies of Soviet power.

Character typology:

- the age of characters: the age of schoolchildren is in the range of 7-17
years, however, teenagers are more common. The age of the adult characters
(teachers, parents, grandparents, etc.) can be anything, but adults below 60 prevail;

- the education level: for schoolchildren it corresponds to their class; the
teachers presumably graduated from higher education institution, supporting
characters can have any level of education;
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- social status, occupation: the financial situation of the students is
approximately the same, they can be either from the families of workers and
farmers, or from the intelligentsia. The professions of their parents are in a fairly
diverse range.

- the marital status of the characters: schoolchildren, naturally, are not
bound by marriage; adult characters are mostly married, however, single teachers
appear in film more frequently;

- appearance, clothes, body build, features of their characters, vocabulary:
the appearance of schoolchildren and students in the films of the "thaw" period is
in the framework of then popular ideas about how the students should look (for
example, wearing school uniform was obligatory).

A shot from the movie What if it's love? (1961) gives a good idea of the
appearance, clothes, physique of characters — schoolchildren.

A shot from the movie What if it's love? (1961)

School children in the thaw films are mostly not so purposeful, bold, polite
and active as their peers from the moving pictures in the 1930s, but on the whole
they remain optimistic about life. However, more and more often negative
characters appear, the hopes for reformation of whom are not as big as they used to
be.

Teachers from the films of the early thaw period look similar to those in the
1930s and 1940s: they were distinguished by modesty in clothes. Teachers' clothes
don't follow fashion. They look more like a uniform: a dark suit, a skirt/trousers
and a jacket with a white or light blouse, classical shoes. Classical hairdo for a
female teacher is a hair bun (Tatiana Sergeevna (a teacher from the film Spring in
the Riverside Street — A.F. & A.L.) at home walks around with loose hair, but she
gathers it in a bun every time she goes to work)" (Grigorieva, 2007).

Late thaw film teachers are no longer perceived by unambiguous symbols of
the struggle for communism, they have lost an ideal halo, and more often they are
in doubts, discontent with their life. Another serious, symptomatic for modern
culture as a whole, a social problem, articulated by Soviet cinema, is a social gap
decrease between a teacher and a student (Shipulina, 2010). In particular, in the
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comedy Literature Lesson (1968), a young teacher is on back-slapping terms with
a struggling student.

A shot from the movie Spring in the Riverside Street(1956)

A shot from the movie We'll Live Till Monday (1968) reflects the
appearance, clothes, physique of the characters-teachers of the late thaw years.

Negative image of school and teachers of the "tsarist regime" in the thaw
period occupied a marginal place in Soviet cinema (7he First Bastille, 1965).

A significant change in the life of media characters: schoolchildren live a
normal life, but among them there are students who: learn poorly (Big and Small,
1963, Attention, Citizens and Organizations, 1965; Three and a half days from the
life of Ivan Semyonov, a second-grader and a repeater, 1966), behave badly (My
name is Kogia, 1963, Three and a half days from the life of Ivan Semyonov, a
second-grader and a repeater, 1966), are exposed to bad influence (Mishka,
Serega and I, 1961), become religious (Clouds over Borsk, 1960, Miraculous,
1960), lay hands on other people's money (We love you, 1962), fall in love earlier
the due age (Story of the First Love, 1957, What if it's love?, 1961, Wild Dog
Dingo, 1963, I loved you, 1967).

The challenge that the characters face: disturbance of the habitual life,
because a character, for different reasons not fitting into the standard framework of
school life, shows up.

Solving the problem: early thaw period: ‘"correct" -characters
(schoolchildren, teachers, parents) individually or together, return nonconformist
schoolchildren to ordinary life (My Name is Kogia, 1963, Three and a half days
from the life of Ivan Semenov, a second grader and a repeater, 1966, Mishka,
Serega and 1, 1961, etc.); peak and decline of the thaw: negative characters
(conservative teachers, parents, counselors and other retrogrades) successfully or
unsuccessfully try to restore the status quo (What if it's Love, 1961, My friend,
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Kolka! .. 1961, Welcome, or No Trespassing!, 1964, Trains Go by the Windows,
1965).

Conclusions. In summary, the "thaw period" films (1956-1968) concerning
school/university can be conditionally divided into two stages: early (1956-1963)
and late (1964-1968), although, of course, there was a certain diffusion between
the cinematography of these periods.

These audiovisual texts, according to the authorities, were supposed to
support the main state policy in the educational and socio-cultural spheres, that is,
to show that the Soviet system of education, upbringing and culture is being
reformed: 1) the educational process goes beyond the previous strict framework of
the Stalinist rules (while maintaining common communist landmarks and a rigid
anti-religious orientation); 2) the relationships between teachers and students are
becoming more democratic, creative, based on the experience of Soviet
pedagogues-innovators of the 1920s; 3) there are some problem zones at school
and university (in particular, the interpretation of the image of the Soviet teacher as
an ideal representative of the educated part of the society was de-idealized).

The early thaw stage was characterized by a romantic reliance on the
pedagogical experience of the revolutionary Soviet pedagogy of the 1920s and the
creation of touching lyrical stories, where, despite minor difficulties, the harmony
of good teachers and, at first, stumbling but in the end, good students, won.

During the second stage of the thaw, new tendencies were manifested
increasingly frequent: on the one hand, the crisis, the disillusionment and fatigue of
teachers, and on the other hand, the pragmatic cynicism of students.
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4. Soviet films about school and university of the '"stagnation" period
(1969-1985)

The post-thaw period began to point out schoolchildren's pragmatic and
ironic attitude towards teachers. About twenty years ago the teacher on the screen
was a wise role model, a fair mentor. But in the movie Cross the Threshold (1970),
a high school student with advanced mathematical abilities, not in the least afraid
of the wrathful reaction of the teacher, openly declares: "I don't want to be in your
shoes ... I hope to find a better use for my abilities ... You had not thought that you
would end up in school, I hope that I manage to avoid such a fate". Thus, as
Literature Lesson (1968), that was "shelved", i.e. not released in the cinemas, this
film crossed the threshold of a positive character's respectful attitude to the
pedagogical profession.

Similarly, the teacher's authority was challenged in the drama Translation
from English (1972), where the teacher-trainee performed by G. Taratorkin did not
hesitate to admit that he entered a pedagogical university because of the fear of
failing more complicated examinations at technical university. An English teacher,
performed by M. Bulgakova looked old-fashioned, deliberately communistically
engaged elderly idealist, with fragile health damaged by stressful work.

The main character of the drama The Diary of the School Principal (1975),
unlike his colleague from We'll Live till Monday (1968), has neither an antique-
style apartment with an aristocratic mother, nor a girl-admirer with damp eyes, nor
a velvet voice; no gestures, no righteous anger, no civic pathos... He has a small
two room flat, an aging wife, a chronic time trouble and a face of the man who
forgot when he had last looked at himself in the mirror (Arcus, 2010). Such a
teacher, certainly, did not make the young audience willing to take up the burden
of the pedagogical profession. In the brilliant performance of Oleg Borisov, the
audience saw a person who has already denied himself the right to drama. A person
who lives the life as it is, within the time released — because there won't be another
life or time. A man who no longer charges life, time, or people — he only hopes to
pay his dues. He does not feel himself a hero, he fulfills his duties. This is a quiet
standing of the intellectual in the face of a deceitful era (Arcus, 2010). The
principal is bitterly questioned by his own son: "Is this what you wasted your life
on?"

A similar situation occurs in the drama A/most the same age (1984), where a
wife sadly tells her husband, a young teacher: "It's time to become someone ...
Look at yourself, what are you?". And then, with sarcasm, she adds: "A teacher ..."
The situation is no better in the drama Sweet Grass Juice (1984), where a
beginning teacher complains that children are terrible and her life did not work out
precisely because of the recklessly chosen pedagogical profession.

It seems that the authors of the drama The Follower (1984) were going to
argue with such a pessimistic stance, making a film about the high destiny of the
teacher, the noble beauty of his work, the continuity of the pedagogical occupation.

37



From the very first shots, The Follower gravitates toward a symbol, parable-like
system. Another variation of the return of the prodigal son is played on the screen.
The story of a young, ambitious guy who could not fight the temptation (an
invitation to move from the countryside to the capital, a prestigious job in the
ministry) to change his occupation (the hero quits his teaching job at a rural
school), but then on top of his success he rethinks his life and starts it anew,
returning to an abandoned father's home.

There is something about the story of temptation and return for lots of
filmmakers. Perhaps, because it allows to show a person at the turning points of
life, to look deeper and more closely into his character. In The Follower at first it
seems that the traditional plot scheme will be filled with deep meaning. There is
neither an odd one out scene, nor an accidental detail, everything is carefully
thought out - from the texture of the interiors to the costumes of the characters. If a
small orphan Valya in the severe post-war years steals a pen from an old teacher
Rusov, then a passing truck, by will of fate, will necessarily bring the boy to that
wooden house from which he has just escaped. If an old Rusov adopts Valya,
Rusov, Jr., after many years, having abandoned his wife and son in Moscow, will
also adopt a mop headed boy, deprived of parental love. Even an occasional
meeting with a chauffeur has not been spared. In about twenty years, in some
incomprehensible way, he will find Valentin Rusov in the ministerial office and
ask him to sell a house in a remote town of Kandaurovka.

This deliberate, circular plot sometimes loses the breath of real life. Signs of
the time are limited to Robertino Loretti's songs and Yevgeny Evtushenko's poems,
and the characters often seem too static and unambiguous. The purity and nobility
of the conception are not implemented to the fullest — neither in drama, which
suffers from schematism and straightforward motivations, nor in the film direction
that attempts to translate the plot in a poetic vein. Alas, the poetics of the movie is
based on banal symbols and trite metaphors, like a damaged model set of a rural
school that is gathering dust on the balcony of the luxuriously furnished apartment
of the protagonist during his career peak.

I. Kalnysh is constrained, unemotional in the role of Valentin Rusov. We
cannot sense the inspiration of the teaching talent, which is so often declared in
verbal form. Whenever the actor tries to play emotional generosity, it turns out
pretentious falsity, as in the scene where Valentin, who for the first time after a
long separation, met his beloved woman, eagerly invites his best student Vanechka
to enter the room at a moment, frankly speaking, not suitable for onlookers.

Even such a talented master, as Nikolai Grinko, was powerless to overcome
the commonplace didactics of his character, the old Rusov. However, in the film
opening shots, peering at his wise and sad eyes, one believes that such a person is
able to teach goodness and kindness. But as soon as N. Grinko's character begins to
speak, the didacticism speaks up. Moreover, after viewing the film, its title raises a
different, unplanned by the authors connotation - replication, unwillingness to go
further, to introduce something intimate.
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Things turn really bad for the teachers in Practical Joke (1976). A pragmatic
schoolboy here is completely hardened, walks with a pompous gait, has imperious
habits, rules the class. He is terrible in anger. The pejorative monologue that he
refers to the honorable teacher on the day of her jubilee (the zero result of life, no
one needs you now, the old shoe, etc.) almost falls under the crime of personal
insult (Arcus, 2010).

However, one should not think that the 1970s' film represented educators
solely as lost (albeit talented) losers who concede defeat in verbal fights to young
pragmatists. In the same years, some school films featured talented teachers in full
harmony with equally bright students.

Of course, by this time the school theme in the Soviet cinema has undergone
significant changes. In Problem Child (Certificate of Maturity, 1954) the "healthy
class" unanimously cleared of individuality an extraordinary but too proud and
independent tenth-grader. But in the 1970s it were outstanding people who set the
tone in such films as Practical Joke (1976), The Key That Should Not Be Handed
On (1976), Schedule For the Day after Tomorrow (1978) and The Tuning Fork
(1979). Their authors unequivocally made it clear that though it happens rather
seldom, no school is immune from the presence of outstanding students.

These wunderkinds appeared on the screen for the reason. First, they were an
exception. Then they became more numerous, almost the whole class (The Key
That Should Not Be Handed On, Tuning Fork). And in 1. Dobrolyubov's film
Schedule For the Day after Tomorrow, an experimental "school for geniuses" in
physics and mathematics emerged. The school principal matches his position: he is
a young Ph.D., he plays water polo with his students. Certainly, the teachers also
have academic degrees and titles. They are all cheerful, witty people. Their
students catch up with them, too.

While one can doubt how the advanced intellectual teachers from The Key
That Should Not Be Handed On and The Tuning Fork managed to turn the ordinary
class into an elite class, it is a different story here. Special teachers. Special school.
Special students with special problems? By no means — the problems are the same:
the "geniuses" also fall in love, to the best of their ability cause material damage
(two school laboratories are blown up in one and a half hours of screen time (not
on purpose, of course, but because of a failed scientific experiment), some
schoolchildren even have low grades in some subjects.

Using the terminology of "young Einsteins", the guarantee of a harmonious
development of an individual is the compensation by liberal arts subjects of the
gravitation towards sciences. Well, the new Literature teacher successfully copes
with the task.

However, something similar has happened before in the films about
"ordinary" schools. In the development of the relationships and characters of the
"geniuses" the film slid over the surface, not trying to create deeper images.

As some directors say, one can't surpass the acting of children and animals.
And it is true that young actors often "overplay" adults. Schedule For the Day after
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Tomorrow came the other way. Adults cast (performed by the remarkable actors O.
Dal, M. Terekhova, V. Nikulin, etc.) in all respects surpassed its younger
colleagues. One can object that Schedule For the Day after Tomorrow features an
ideal school. But, it seems, even "ideal" students have many difficult problems that
require non-trivial solutions.

Similarly, The Key That Should Not Be Handed On can't be perceived today
as alive and modern - something elusive. And this "something" is, oddly enough,
the falsehood. All senior students are unique: an owlish young man is as talented,
inspirational, and wise as a forty-year-old intellectual. Sasha Maidanov is a rebel
without a cause, a knight without fear and reproach. The third one is so educated
that even now he is ready to defend his Ph.D. thesis (Arcus, 2010).

The film was quite sharply criticized by E. Gromov, who insisted that "one
way or another, Marina Maximovna (a teacher) consciously and unconsciously
creates a closed microcosm with her class, with limited access for only gifted,
bright, intelligent pupils. And where are those who are not as talented? Those who
prefer streets to poetry? How did a charming Marina Maximovna manage to turn
an ordinary Leningrad class into a small semblance of the Tsarskoe Selo Lyceum
(Alexander Pushkin's school - author's note)? ... Talented teacher, focused
exclusively on talented children, willing or not brings up arrogance, and she has it,
too. There is only a step away from a haughty neglect of rough, everyday work,
and people who do it " (Gromov, 1981, pp. 34-35).

One of the most interesting teacher's film images of stagnation period can be
found in the film The Rescuer (1980). Its author, Sergei Solovyev, has long been
interested in the eternal themes in art: good and evil, friendship and betrayal, truth
and lies, love and hatred, conscience, duty, beauty... However, it does not mean
that The Rescuer was far from the timely problems of the turn of the 1970s - 1980s.

S. Solovyev sincerely and convincingly spoke of the danger of experiencing
the beauty. The idea of The Rescuer is simultaneously simple and complex. The
picture as if continues and develops the message of his previous work — One
Hundred Days After Childhood (1975). It is no coincidence that one of the main
roles was performed by Sergei Shakurov in both films. In One Hundred Days After
Childhood he played a summer camp counselor who strove to bring the children
into the bright world of the Beautiful, to elevate their souls. In fact, he succeeded.
But the world of school lessons is sometimes so far from the life around us.

Andrei Larikov (S. Shakurov) from The Rescuer is a school teacher of
literature, a teacher by avocation. Talent sowing "wisdom, good, eternal".

— I came here five years ago. Happy...To teach. No luggage... But now
something is wrong... I tell them all sorts of things. About the stars. About love.
And then everything ends. And very different words come up...He draws this sad
conclusion in the conversation with his friends, that culminated the film.

What if one of Larikov's pupils perceives his lessons as the norm of life?
There is such a person - a school graduate Asya. The relationship between Asya
and her former teacher embody the main idea of the film.
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— I loved someone very much. And I believed him very much. And then he
betrayed me. For no special reason, just like that. These monologue by Asya
Vedeneeva is her soul crying, the tragedy of a person disillusioned with the
beloved one.

There is an alternative — the "prose of life", aiming to keep up with the
Joneses. As, for example, the sailor of the rescue station Vilya ("Where have you
seen it, this spiritual beauty?"). Or, perhaps, as a fashionable dressmaker Grigory
Ganin ("I'm content with my life. I have a good life, and Larikov's spells have
nothing to do with it!")? The authors are not in haste to deliver a verdict on them:
both Vilya and Grisha are still very young. Sergei Soloviev does not give ready
didactic solutions to the problem. Nevertheless, the moral result of the picture is
convincing: Larikov understands that his efforts are worth it. If the words are
confirmed by the deeds:

— I've taught one, at least. This is, probably, a lot. A good person has a
ripple effect...

The title The Rescuer is ambiguous. Larikov seeks to save the souls of his
students —Asya, Vilya, and Grisha — from selfishness, callousness. And Vilya
literally saves Asya — pulling her out of the water. On the whole, every film
character is looking for his/her place in the world.

The film's cast is marvellous. Vasily Mishchenko skillfully conveys sharp
changes in the emotional state of his hero. Now, with a contemptuous smile and
prickly eyes saying that he was "an evil and lonely man," and then Vilya is capable
of a self-sacrificing act. He may stammer and lie to a girl about love, and then
really fall in love, unexpectedly and deeply. During his rather short term of work at
the rescue station Vilya actually saved only one person. Not many. But at the same
time, enough. Therefore, it was this unexpected salvation of Asya that became the
beginning of a genuine acquisition of the world around him.

The world created by Sergei Solovyov is surprisingly, provocatively
beautiful. "I love the lavish withering of nature," — he echoes the classical poet
Alexander Pushkin, ("Autumn"). The events pass before us as if "in a magic crystal
of elegies" (A. Medvedev), sensitive to fleeting experiences and moods, able to
create an atmosphere of in-depth attention to the internal world of man.

The Rescuer often flashes Asya's memory about a few minutes spent
together with Larikov: — Under this tree, we hid from the downpour. You and I. We
stood side by side. You know, this pouring rain haunts me in my night dreams...
Pavel Lebeshev's camera envelops these frames with an orange haze of nostalgia.
Then the color will return (by the way, by the mid-1970s almost all the films on the
school theme had become color, the fashion for the black and white image had
passed). The yellow leaves will rustle again and again, and it will rain again, and
the mist will cloud over an old, cozy town. The nature, the lake, the deserted
beach, and the old rescue station will trustfully open their beauty. The harmony of
nature, the harmony of the settled world of antiquities is contrasted in The Rescuer
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with human unsettledness, doubts. The effect is amplified not only by the camera
work but also by the elegiac, sad and light melody of I. Schwartz.

How can one measure own life against the ideal concept of it? What should
one do if one's dream is betrayed? These complicated questions are facing the main
female character of the film, Asya Vedeneeva (T. Drubich). Contradictions
between the ideal beauty and reality are at the center of the sharp inner and outer
conflicts of the film's heroes. They lead Asya to a tragic decision - an attempt to
commit suicide. There are as if two endings in the film. One is semantic and
another one is narrative. The narrative one is a scene of a former classmate Vilya
(V. Mishchenko) leaving for the army service. The semantic ending is Asya's
failed suicidal attempt, the denouement of her dramatic contradictions.

The beginning of the episode is deliberately serene. On the eve of his
departure for the army service, a rescue station worker Vilya wants to see his
workplace for the last time: an old, chipped building on the shore of a picturesque
lake. It's autumn and pretty cold. In the middle of the veranda with a rotten floor is
a billiard table, dimly glittering with holes of a broken cloth. Vilya reluctantly
strikes cue, then pulls out the marine binoculars ...

The whole sequence is filmed by the camera man P. Lebeshev slowly, with
dignity, with a long panorama over the landscape and the "objective world,"
admiring the ancient station building, the beauty of the lonesome lake, the signs of
autumn, which fully came to power.

. Lazily leading binoculars along the lake surface, Vilya suddenly
discovers in the distance a girl in a white cloak comes to the shore. He curiously
continues to observe. The girl pushes a rubber boat and sails to the center of the
lake. V. Mischenko plays around with the situation: Vilya, like many "small
bosses", likes showing off his authority. That's why he starts habitually yelling in
the megaphone. But his confidence vanishes, when Asya pierced the boat with a
nail and began to sink...

As a little digression, a few words about the boat and the nail. One of the
most quoted Anton Chekhov's sayings goes that if in the first chapter there is a rifle
handing on the wall, it should go off in the second or the third chapter. A. Chekhov
is one of Sergey Solovyov's favorite writers (his director's debut was a screen
adaptation of Chekhov's stories). There is an exact position for such seemingly
trivial things as an inflatable boat and a nail, in the film. Asya bought this boat as a
gift to her beloved. A big nail is the one on which a poster of Botticelli picture was
hanging, Vedeneeva was going to give it to Larikov, too.

Thus, with the help of the object symbolism S. Solovyov once again
highlights the main idea of the film: actions in the name of good and love may one
day turn around, by no means joyful side of being, experiencing the beauty is not
easy.

But let's return to the The Rescuer characters. — What's going on? — Vilya is
wondering. And a smooth rhythm of the picture is changing. Vilya feverishly
rushes to the rescue. First with an empty aqualung, then without it. He has never
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seen a person drowning before. For the first time, a man who has accustomed to a
tranquil float of life must make an Act.

... And here they are on the shore. It is only now that Tatiana Drubich's
heroine wakes up from the state of deep trance, in which she had been still. She
starts hysterics. Vilya acts almost according to the instructions for saving from
drowning, he slaps her on the cheek. But immediately he touches her face with his
palm gently.

Apparently far from each other people in everyday life, the author puts them
in an extreme situation. The characters of the film tell each other those things that
under other circumstances, they could never admit. Deliberately indifferent, Asya
tells the story of her unsuccessful marriage: — He proposed. The family is good.
Everyone is getting married. It's time for me, too. Tatyana Drubich convincingly
conveys the intonation of the character, her even and cold tone.

P. Lebeshev is a master of a poetic portrait, sensitive to the director's vision
of the frame. Asya's face appears on the screen in the shaky reflections of the
veranda glass, as if enveloped in a hazy veil. Unearthly. Detached. Initially, Vilya
does not understand Asya. But later, when she tells him about her feelings for
Larikov and about his betrayal, Vilya realized it was true love.

A flashback continues the sequence. There are two people under the tree in
the rain, Larikov and Asya. He is reciting s poem. The music of I. Schwartz sounds
exciting, tender and simultaneously disturbing. Both characters of The Rescuer
acquire something. Asya regains the outer world, Vilya attains an inner world. No
wonder he admits when saying goodbye: — After this night, maybe, I'll have
nothing else in my life.

The ending is a simple and clear narration wise, but is difficult otherwise. It
was important to deliver a complex range of feelings of the characters to the
audience, to give a chance to think about the serious turning point in their lives.

Summing up, the school in film — both in the 1960s and in the 1970s — was
in many respects more vital, more true to life than in the 1930s-1950s, when the
main charge of admiration was dedicated to teachers, most commonly presented as
a gray haired teacher grading students' essays. Moreover, a different view, a
negative image of the teacher was often met with hostility. As E. Gromov wrote,
very different teachers are being shown. From very good, almost ideal, to purely
negative. Sometimes the critical attitude towards the teacher prevails. There is no
need to care of a strict balance, if such bright personalities work in the
cinematographic school" (Gromov, 1981, p. 35).

In Other People's Letters (1975) a new type of a school student appeared —
macabre (from French macabre: gloomy, terrible). This type was only new for
Soviet cinema, in western countries it has long been known (for example, The Bad
Seed (1956) by M. LeRoy and The Exorcist (1973) by W. Friedkin). In fact,
"macabre teenagers are therefore especially scary, that their rebellion is more
terrible than that of typical teenagers because it will not pass with age. These
characters are interesting primarily because they do not fulfill the main law of the
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drama — they remain the same in the beginning and at the end, the story does not
change anything them. Only adult characters will change — they become aware of
their helplessness and horrified. ... It is in Other People's Letters that for the first
time a macabre teenager appears — a young man who not only causes an
unaccountable fear in adults (this type appeared much earlier, back in 1968 We'll
Live till Monday, its character Batischev has some resemblance but very distant,
since his position is debunked by the author), but the new type acts actively,
encroaching on some rights. It is important to note that this image will find its
continuation in Plumbum or the Dangerous Game, Dear Elena Sergeevna and a
number of films in the second half of the 1980s (Artemieva, 2015, p. 121).

On the other hand, it was in the 1970s when entertaining films about school
came out. Perhaps one of the last Soviet black-and-white films about
schoolchildren — Oh, That Nastya (1971), tells about a ten-year-old girl living in a
world of charming fantasies. It is really a pity that this romantic and musical story,
where the animation was organically intertwined, was deprived of colors.

The director V. Menshov in his musical melodrama about school and
schoolchildren The Practical Joke (1976) used color to the full effect. The film
critic T. Kukarkina began her article about The Practical Joke with praise:
"Menshov chose for his first director's work a dynamic form of narration, catchy,
bright, and spectacular. Musical acts, beautiful faces, elegant interiors, and the plot
tension overrode psychological thoroughness. The director has focused his
attention on incessant emotional impact. This is facilitated by a rhythm, original
editing transitions, and the lack of long shots and panning. Everything is big,
bright. The film is exciting, and easily creates empathy for the characters"
(Kukarkina, 1978, p. 119). But then she practically deleted all this value with a
severe verdict: "The declared problems, moral conflicts are blurred, scattered in
different semantic series, replaced by normative rules of ethics. ... The playwright's
plan to solve essential problems is obvious, but simplified to elementary
commandments" (Kukarkina, 1978, p.121).

V. Kichin was also very strict to The Practical Joke, arguing that the film,
instead of the expected purposefulness at first, reveals an unexpected ambivalence.
The director makes a deal with the viewer that there will be a debate film, a
reflection film — in a word, a serious conversation. But right there, "call signs" of a
game movie, a show clearly sound" (Kichin, 1977, p. 47).

In our opinion, both T. Kukarkina and V. Kichin, being aware of the original
entertaining thrust of 7The Practical Joke, in vain tried to assess it as an attempt to
create a psychological drama. In our opinion, there was no duality in the film:
unlike The Diary of the School Principal and Other People's Letters, it never
pretended to be dramatic, but was elaborate mixture of melodrama and musical.

The bid for entertainment was made by the authors of the comedy
Troublemaker (1978). The working title of this picture — "Students Male and
Female" was self explanatory. But the change was for a reason. The protagonist of
the film, a graduate of the rural school Petr Gorokhov, enrolled at the Economics
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department of a Moscow university, stands out among the other film characters so
much that the final title justifies the content, Peter is a real troublemaker. The
genre of the film is a comedy, with musical elements. Young people sing and
dance, and the rest of the time they attend lectures and fall in love. A comedy is a
conventional genre, allowing different approaches. In one instance, the truth of the
characters is preserved. In another one, only ridiculous situations that more or less
conventional characters find themselves, are important. In the third case, grotesque
exaggeration becomes predominant. The example of Troublemaker shows that it is
possible to simultaneously use three of these trends together. The whole point is
whether the unity of the constituents is achieved at the same time. Many episodes
of Troublemaker are depicted in an eccentric manner, almost in the traditions of
silent films' fireworks of laughter. However, along with funny and moderately
instructive scenes there are also many weak, inexpressive episodes.

Even explicit school mischief makers sometimes were featured on the screen
of the 1970s so impressively that the effect turned out to be, in the end, probably
not what the authors had expected. For example, the film about troubled teenagers
— Juveniles (1976) — turned out to be weak and sketchy: "since the film authors,
building up the plot, limit all culminating events within the boundaries of the dance
square, they can be misunderstood, as if they sincerely believe that the root of evil
for our youth lurks on a small outdoor dance floor. ... since they do not illuminate
another motivation, other sources of criminal juvenile activity in the town -
stabbing rampage, theft, alcohol addiction. Since nothing in this film has been
seriously explained or analyzed, the viewer has nothing else but, based on what he
saw, to draw the following conclusions: dances, where everything is permitted,
where young people are absolutely uncontrolled, is a hotbed of evil, and therefore
it is necessary to eliminate them. ... The film Juveniles is bursting into battle,
claiming to be a topical report about our life, our imperfect reality. But this report
is unreliable. And most importantly, it 1is pedagogically incompetent
(Zhavoronkov, 1977, pp. 42, 46). In fact, the naive statement: "the boys are
naughty because they do not go in for sports", the total failure of the "good"
characters, contrasted with the flamboyant hooligan, exposed the artificial plot. A
similar scheme but at a higher artistic level was used in The Last Chance (1978).

In the TV program aimed at teens, the leading actor from the film Plead
Guilty (1983) accused his villain film character — the son of successful and wealthy
parents, a ninth-grader Kolya. In fact, led by a confident director's hand, the actor
did not spare black colors: cigarettes, wine, "elite" possessions, cruelty, excessive
self-confidence — the most stereotypical set of interests and inclinations of a young
"silver spoon" Nikolay.

Below is a scene typical for the general interpretation of the image. Nikolay
is sitting in his room, the walls are covered with posters of international pop idols.
He is holding a book in English (the kid is not inept) in one hand, and an imported
knife with a retractable blade in another hand. A self-satisfied smile wanders
playfully on his face. The scene is a sign, a poster. It can be easily put in the frame
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and placed on the pages of the Soviet satirical magazine Crocodile. Meanwhile, the
authors continue to increase the "negative charge" of Kolya's character in the same
cardboard style, to a cheerful music. Nikolai beats and loots a drunk, bullies a first-
grader, steals alcohol, drowns a poor dog. There is no question about the film's
sincere reflection of reality. The trouble with the film is that it is done
unnecessarily rectilinearly, didactically, not attempting to penetrate the psychology
of the characters.

The authors' message is clear — a guilty person must carry punishment he
deserved. The film's creators, obviously, wanted to make the characters and their
actions extremely transparent for the young audience. Hence the contrast between
Nikolai and most of his classmates — they are modestly dressed, speak the right
words, go in for sports and regularly attend extracurricular activities. Hence the
fate's twist of Kolya's ex buddy, who goes on summer holidays to his parents in
Siberia, and returns as a reformed person.

Falsehood, even in the smallest detail, vocabulary that is strange to ordinary
schoolchildren, the discrepancy between the age of actors and their characters — all
these errors are immediately spotted by young spectators, as a result there is a
barrier of alienation between them and the screen. Therefore, simplifying,
scheming the conflict and characters, the authors do not achieve the desired,
effective impact on the audience. Neither modern musical rhythms, nor bright
colors of a wide screen can save the day.

By the way, director I. Voznesensky initially wanted to integrate a black and
white chronicle, where real juvenile criminals would speak about themselves. The
blending between the feature film and the documentary had been planned, but
unfortunately, the idea was not realized. Such a hybrid, could have significantly
affect if not the drama, then the style of the film Plead Guilty, make it closer to real
life.

After all, there is the character in the film, that is sharp and recognizable —
Kolya's mother. The actress I. Miroshnichenko emphasizes the hypocrisy of her
heroine: on the one hand, the exemplary morality she preaches in journal articles,
on the other — her own values of personal gain, prosperity, useful connections with
"influential people". This fashionably dressed woman skillfully plays the mother,
dedicated to her son's interests and his moral principles, she can even shed a tear
on her makeup. Next, with a businesslike tone, she makes phone calls to her
powerful acquaintances looking for the possibility to sweep under the carpet her
son's ill behaviour. All in vain — in the ending Kolya in fury stabs a girl with a
knife and is put on trial.

At the very end of the film, an episode suddenly comes up, as if baked in
from another film. It is easy to imagine the scene of the trial in the sense of a
moralistic poster, with the prosecutor's speech, with the witnesses' testimony, and
the last plea of the accused. But I. Voznesensky used a truly cinematic mode. The
trial scene is entirely built on black-and-white stop frames, that the camera caught
and the director selected the amazingly in-depth moments. Every film character
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appears only for a few seconds, but these seconds speak volumes. The frozen
movements, facial expressions, eyes speak for themselves. Unfortunately, the film
on the whole has not been made with such consideration. The script's weaknesses
turned out to be insuperable and the conception was not fulfilled.

We agree with E. Gromov: "Films about difficult adolescents touch upon
problems that are not easy to solve. The whole thing is the way these problems are
considered. It has long been known that if an artist, raising in his work some
serious and acute problems, frankly admits that he does not know how to solve
them, then no claims can be made on him. The art of posing the right question is
justified — you value its (the question's) correct statement, an invitation to
arguments and reflections. It is quite another matter that, for the sake of a "happy"
ending, they try to convince you of the existence of a positive program, moreover
giving it a universal meaning. Then you don't believe the artist, and he rather takes
you away from the discussion of the life problem, rather than attracts attention to
it" (Gromov, 1981, pp. 37-38).

In the 1970s, films appeared about evening schools for adults (The Big
Break, 1972, Different People, 1973, Every Night After Work, 1973). There were
obvious significant changes in their interpretations. One can agree that the The Big
Break (1972) paraphrases The Spring on Zarechnaya Street (1956), but "if in the
first film there is a feeling of sincere faith in the possibility of building a new
society, faith in the possibility of creating / educating a new person, then in the
second — it's just a game that both the characters of the film, and the audience who
watch the film, agree to. In both films, a special role, a special status of the teacher
is emphasized. The ideal of a teacher who, proudly fulfilling his special mission
both at home and at school, has remained the exclusive teacher's image in Soviet
cinema for decades. But while in the 1950s this image is perceived as the only
possible one, and the presented models of behavior could be considered as role
models, the same image of the "correct" Soviet teacher in the 1970s acquires a
touch of irony" (Grigorieva, 2007). And while in The Spring on Zarechnaya Street
workers are first and foremost the history's leaders, factory workers in The Big
Break are ordinary people with their own problems, and simple feelings
(Grigorieva, 2007).

As well as in the thaw period, a significant share of films about school and
university in the 1970s and the first half of the 1980s was devoted to love stories. It
would seem that just recently, in the late 1950s — early 1960s, Soviet cinema
heatedly asserted the right of school seniors to love. In the 1970s films about
younger teenage love appeared (Woodpeckers Don't Get Headaches, One Hundred
Days After Childhood). The right of high school students to love was already
undeniable, the filmmakers were interested in the variety, complexity of modern
thoughts and feelings, their relationship with each other, and with adults.

However, this kind of complexity was not intrinsic to all films about school /
student love. Some of them were made according to the old plot templates. For
example, the film Yulka (1972) did not narrate so much about love, but agitated
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graduates of the eighth class to enter vocational schools, where the teaching staff
was wonderful, and the students were all good and smart.

My Anfisa (1979) features a love story of Anfisa and Nikolai, charismatic
young people. Anfisa is a house painter, a good cook, and a skydiver. Nikolai is a
student majoring in Language Arts, likes sleeping, dreams of travelling to Africa,
he is lazy, and is not really good at anything. These simple initial data are
transformed by the laws of melodrama rather traditionally (Demin, 1980). Firstly,
influenced by Anfisa, Nicholai drops out of the university (since he's disillusioned
with the profession of the teacher). Secondly, he learns to jump with a parachute.
In other words, he completely re-educates and becomes a different person. That is
the actual impact of their love.

However, the future is envisioned by Nikolai rather vaguely: he might serve
in the army for two years, and then he'll see where it goes from there. To put it
mildly, the moral outcome of his "re-education" does not look as optimistic.

Anfisa and Nicholai were played by talented actors — M. Levtova and L.
Kayurov, but the script's poverty did not allow them to create authentic,
psychologically profound images. Nikolai is a university student, but the range of
his interests has remained unclear to the film audience. Kolya, as a rule, is either
meaningfully silent or demonstrates some lazy movements.

A few decades ago, cinema industry had presented such situations in a
dramatic, edifying and didactic way. The authors of My Anfisa, undoubtedly,
wanted to avoid this. That's why this is not a melodrama in its pure form - there are
elements of a musical, and a lyrical comedy, too. Humor and melodic tunes, to
some extent, concealed the lack of fresh thought and made trite situations more
lively. But it seems that the artistic value of the film did not benefit from this and
as a result, it was part of the gray mainstream.

Curiously enough, a film that was made two years later, Double trouble will
come (1981), featured a similar storyline: a young hero from a well-to-do family
(this time a high school student) falls in love with plasterer / house painter in her
twenties. Due to the Soviet censorship of the stagnation period their relationship
was limited only to the chaste kiss of the schoolboy on the cheek of the seductive
representative of the working class, and his (also very modest) amorous dreams. A
similar innocent plot design of the misalliance (this time between two teenagers)
was also used in the drama Before the Snow Falls Down (1984).

Naturally, the school-love theme was used in the comedy genre, too. For
example, the film All The Way Around (1981) used a motif which was well attested
in classical literature and, consequently, in cinema, too: parents are trying to
protect their daughter from dating with her classmate. Then he changes into female
clothes and comes disguised as her friend. The girl's parents were played by great
actors O. Tabakov and S. Nemoliaeva, and they, of course, did their best to breathe
life into the storyline. But the finale of the film, that could be summarized by the
sentence from a popular song lyrics "The First Love Comes and Goes Away",
micrified their efforts. The authors' message to the audience was: teenage problems
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should not be exaggerated, school students are not able to understand their feelings
yet.

Films on school/student love theme plunged into the retro atmosphere quite
more seldom. The end of the fifties-the beginning of the sixties was the time to
reconsider the past. Time of spiritual renewal, of space exploration, of poems being
recited on Mayakovsky Square. This time, on behalf of the current generation in
their forties, i.e. those who were in their twenties back then, was remembered in
the film How Young We Were, written and directed by M. Belikov. His previous
work, which title also cited the line from the popular song — The Night Is Short
(1982), spoke about the difficult post-war childhood. In the drama How Young We
Were (1985), the director as though continued following his character, who turned
from a schoolboy of a provincial town into a student of an engineering construction
university.

The film impresses with the accuracy of the period features, from a musical
phonogram, carefully bringing back the melodies of those years, to the meticulous
signs. The camera, escaping from the cramped, dimly communal (shared)
apartments, bathing in bright colors and in bewitching mirror glare, takes us away
to wide avenues filled with people enthusiastically shouting the same word —
"Gagarin!". From the dance floor filled with fireworks of lights we transfer to the
emerald meadow and rocky seashore. Together with the film character Sasha, we
get into a noisy student dormitory, where there is a lively exchange of a fresh
saucepan of borsch for a snow-white shirt, and a tape recorder - for fashionable
shoes. The first lectures, the first dates, the first part time jobs. A typical life of an
ordinary student, familiar to many of us. M. Belikov makes his hero surprisingly
vulnerable, open-minded, romantic, capable of a reckless act and human
compassion.

How Young We Were is a nostalgic melodrama. Sasha, captivatingly
performed by T. Denisenko, seems to be concerned about one thing: is it love or
not? What if it's love? Is it enough or not? Probably a lot, since the authors are not
tempted by excessive symbolism. Although the author's slightly indulgent and
touching attitude to all without exception, actions of the protagonist, gives rise to a
certain bewilderment — what about the hypertrophied infantilism of Sasha?

Another love melodrama — School Waltz (1977), traces its characters on the
illusive border between the last school waltz and the independent adult life.
According to the storyline, an interesting, remarkable Zosya (E. Tsyplakova)
sincerely entrusted her first love to her classmate Gosha, who turned out to be
disgraceful.

While Zosia for E. Tsyplakova was a natural spin-off of her previous roles:
of a seventh grader (Woodpeckers Don't Get Headaches), a ninth-grader (The Key
That Should Not Be Handed On), E. Simonova was more likely to be seen in adult
roles (Afonya, Missing Expedition, Ordinary Miracle). Nevertheless, E. Simonova
managed to play the first, obsessive, ready to be ridiculed, love. The culmination of
her image was the episode in the marriage registry office. Dina is standing next to
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Gosha, now her lawful husband, but stolen from Zosya. The desire is achieved, but
the actress almost without words copes to say about lots of things: that having
Gosha as a husband does not mean being loved by him, that she could not be able
to make him happy, and they were not going to be together for a long.

Unfortunately, Gosha's image is less convincing, not dramatically justified.
Having left his beloved girlfriend in a difficult moment and subsequently declaring
that he values his personal freedom more than anything else, Gosha gives way to
the insistent but unloved Dina, and marries her. The reasons for such a
contradictory behaviour remain behind the scenes, the viewer will perhaps
remember his tightness and restraint.

Without support in the psychological motivation, the authors of the film
force their hero to commit a strange act: Gosha, having run away from Dina
directly from the wedding ceremony, teams up with complete strangers, drunkards
in the backyard and shares a bottle with them. This must have depicted the highest
degree of despair, the turmoil that seized him. But as a matter of fact, the effect is
the same as traditional, tacky cigarettes draw, designed to replace psychology,
deep penetration into the image with a conventional sign, which denotes a person's
commotion. This episode seems an unfortunate mistake, because in general, School
Waltz is quite compelling. Low-keyed conversations, soft color tones, ordinary
interiors (not everybody lives in luxurious apartments, as some heroes of The
Practical Joke), no unnecessary editing and optical effects.

In the film I Ask to Accuse Klava K. Of My Death (1979), the filmmakers
again, as in the thaw period drama What if it's love? (1961), turned to the theme of
unhappy love, that makes one think about a suicide. Grasshopper (1979) was bold
enough to show how a nice female student uses amorous / sexual connections for
career growth and material well-being. The heroine of the film jumps onto the
steps of success with victorious ease, not really pondering the future of those who
helped her to climb up there. She, as a Grasshopper, is a certain social type, very
accurately observed by the script writer F. Mironer. This type is distinguished first
of all by a utilitarian approach to science, to their job, to people who are close, and
the desire to live at someone else's expense. Lena behaves as a prospector, greedily
seeking gold placer mines, in her pursuit of imaginary values she misses the true
values — spirituality, fidelity, kindness, wrote film critics in the 1970s (Atamanova,
1979).

We remember how important it was for the Soviet cinema of the 1920s-
1950s (and even in many films of the 1960s and 1970s) to show the positive
impact of the collective/community/class on the person who had dropped out of it.
At the end of the stagnation period, this storyline acquired a new interpretation in
Scarecrow (1983) by R. Bykov: the cruelty of the "children's community in need
of a black sheep for self-assertion and aggression output. This story is about being
an outsider against one's will, and not as a conscious choice" (Arcus, 2010).

"Won't I ever laugh again? Has my life passed by and nothing else is going
to happen? I will not love anybody else!" the twelve-year-old girl cries in despair.
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You believe these words, they do not seem to be a stretch, a falsity. R. Bykov, who
had previously directed films for and about children in a comedy, musical tone,
this time turned to drama with tragic notes. The script based on V. Zheleznikov's
novel presented a serious conflict — mocking and bullying a sixth-grader Lena
Bessoltseva. At first, she tries to adjust herself to her new school, to fit in with her
new classmates who promptly nickname her.

The world of Lena's classmates is extremely sour and miserable. Most of
them long for their academic service, school lessons to finish, so that they can put
on a branded jeans, get a little money and have fun. Their entertainment is
monotonous - dull trampling to music, retelling ambiguous anecdotes, or jokes
about teachers. They talk about money, clothes, other people's success. However,
the circle of interests of their teacher (E. Sanaeva) is not much wider — all her
thoughts seem to be focused on one thing: her engagement and future marriage.

This is the world where Lena Bessoltseva, a thin, awkward girl who always
finds herself in ridiculous situations. She is just as unlike her classmates, as her
kind grandfather is unlike other adults in the film. He buys old paintings that once
belonged to his ancestral home, but walks around wearing a shabby, mended coat.
A long conversation of an old man Bessoltsev (Y. Nikulin) with Lena sounds like a
soul confession. The audience understands that they are related by spiritual
closeness, such an open-hearted outlook, consonant with the autumn landscape of
an ancient Russian town filmed by the camera work. The scene when Lena falls
asleep on a disturbing, chilly, windy autumn evening, and wakes up on a sunny
winter morning, goes out into the yard and sees the snow dazzlingly shining, how
clear and deep the sky is above her head, acquires a special meaning. She feels
renewal, finds the strength to fight on.

The pinnacle of her struggle is a scene in church's ruins, where a good-
looking and popular Dima Somov, renounces Lena, being afraid to admit his own
cowardice. When the teenagers burn a scarecrow of a "traitor" on bonfire, the
drama reaches a point of a real tragedy.

Where were the adults meanwhile? One of the scenes answers this question.
The tourists descend from a tour boat to see the sights of the town. They are
offered to refreshments when a group of teenagers runs out into the square, chasing
a thin girl. They knock her off her feet and begin beating. "How horrible!",
someone in the crowd exclaims. But next the teenagers scatter in different
directions, and vacation mood takes over — in a minute the tourists forget about
what happened. Indifference, vanity, spiritual emptiness cause the authors' sadness
as much as a mercantile interest. They urge to stop and think not only teenagers
"having fun", but also adults, passively watching their, sometimes cruel
entertainment. Scarecrow is a warning film. It speaks with genuine pain that under
certain circumstances a conspiracy of silence may destroy or conquer everything
moral.

The film was in many ways unusual for Soviet cinema. It was arguing with
the sugary sweetness of the school theme, where neat boys and girls diligently
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studies and listened to their parents. The film turned out to be tough to watch, very
disturbing.

In the same year, 1983, an equally sharp drama about teenagers was made -
Boys (screenplay by Y. Klepikov, directed by D. Asanova). This film was about
more than troubled adolescents, it was of those who had already chosen a slippery
path of crime, those who had been bailed out by a former athlete, the head of the
correctional labor colony Antonov (V. Priyomykhov).

There are two scenes in the film, short but very significant. In one of them,
grandmother pitifully gives her grandson a packet of cigarettes, habitually saying,
that he should quit smoking. "I will, granny, of course I will", her grandson as
usually answers. In the second scene, the TV journalist asks Antonov about his
educational method. And when he can't specify some rules, the journalist
complains that it's not good enough for a TV show.

In fact, Antonov doesn't have a graduate degree. He doesn't know how to
speculate about the principles of pedagogy. But he knows more than that, he
managed to find the key for his students' hearts, the key that so hopelessly escapes
from the hands of his well-educated deputy, who seems to be building his relations
with the teenagers by textbooks.

The teacher Antonov is not ideal. He sometimes screams and scolds, but he
is always just because he values trust, respect and honesty foremost. He is aware
that if there is no mutual understanding, there will be no upbringing.

The film's authors are also not inclined to idealize the situation: in Boys there
are no episodes of hasty moral healing of lost souls. On the contrary, there are
scenes of painful failures — a sudden rebellion, escapes from the colony (some of
the actors were actual juvenile offenders). However on the whole the film gives
hope and faith in the future of troubled adolescents.

The drama Games for School Children (1985) turned to the problem that
Soviet cinema had tried to avoid before: the formation of personality in
orphanages. There are a lot of brutal, naturalistic scenes at an orphanage filled with
isolation, aggressiveness, hysteria, and anger. Violent fights between the girls, one
of the scenes is shocking: a high school girl locks a seven-year-old in the washing
machine and switches it on. The main character of the film is a high school student
Marie. Self-absorption and detachment change for a spark of hope;
uncompromising decisiveness of actions gives way to helpless depression.

Teachers rarely appear in the film. Games for School Children try to provide
an insider's view: we see the events through the eyes of Marie, choosing from
dozens of daily impressions what she considers the most important. Hence the
motives of loneliness and the lack of spiritual warmth are dominating.

The stagnation period films (1969-1985) on the school/university topic.

Place of action, historical, social, cultural, political, and ideological context

Features of the historical period when media texts were created, market
conditions that contributed to the idea, the process of creating media texts, the
degree of influence of that time on media texts.
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The timeframe for the historical period of the "stagnation" has been defined
conditionally from 1969 (increase of censorship and ideological control after the
invasion of Soviet troops in Czechoslovakia) to 1985 (M. Gorbachev's coming to
power).

The main characteristics of this historical period:

- essential extirpation of the "thaw" tendencies (including the cinema
industry), the actual rejection of Stalin's criticism against the backdrop of the
growing expansion of the spectrum of solemn celebrations of Soviet-communist
jubilees on a national scale;

- continuation of the exploitation of the official doctrine of the established
common community of the Soviet people and the absence of class, ethnic, or racial
problems; the possibility of peaceful coexistence of socialist and capitalist systems
(in the framework of the so-called défente (policy of the lessening of tensions
between the West and the East);

- maintenance of the ideological struggle with bourgeois states,
militarization, military and economic support for pro-communist regimes in
developing countries, armed intervention in Afghanistan;

- aggravation of tension with the People's Republic of China;

- increasing tension with the West (esp., the USA) in connection with the
events in Afghanistan, Poland and the incident with the South Korean airliner shot
down by a Soviet interceptor;

- "soft" struggle against dissenters: A. Solzhenitsyn, A. Sakharov, etc.;

- continuation of the industrialization (mainly heavy and military industry),
construction of BAM (Baikal-Amur Railway);

- mass housing construction for the population;

- continuation of space exploration (including the first Soviet-American
space project);

- end of the intensive struggle with religion;

- unusually swift change of the Soviet leaders: within a relatively short
period of time from November 1982 to March 1985, one after another, the three
General Secretaries of the CPSU died;

- another attempt of the education reform (Decree of the Supreme Soviet of
the USSR "On the main directions of the reform of the general and professional
school" of April 12, 1984 N 13-XI).

The so-called ideological struggle against the imperialist West was going on
very intensely during the stagnation period. As a response to the attempt to
liberalize socialism in Czechoslovakia in early January 1969, there was a secret
Resolution of the Central Committee of the CPSU "On increasing the
responsibility of the senior officers of the press, radio and television, cinema,
culture and art institutions for the ideological and political level of all published
materials and repertoire", 1969). It stated that in the context of the escalating
ideological struggle between socialism and capitalism, "it is the task of journalists,
writers, film directors and artists to oppose any manifestations of bourgeois
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ideology, but propagandize the communist ideals, the advantages of socialism, the
Soviet way of life, to analyze and expose various kinds of petty-bourgeois and
revisionist trends. Meanwhile, some authors, directors, etc. depart from class
criteria when assessing and covering complex social and political problems, facts
and events, and sometimes they reflect the views, that are alien to the ideology of
socialist society. There are attempts to assess the important periods of the history
of the party and state in a one-sided, subjectivist way, and to criticize the
shortcomings not from the position of communist and civic interest, but as
outsiders, that contradicts the principles of socialist realism and communist
journalism ... Some heads of publishing houses, television channels, cultural and
art institutions do not take the proper measures to prevent the publication of
ideologically erroneous works, they do not work well with the authors, they show
compliance and political expediency in making decisions about the publication of
ideologically perverse materials. ... The Central Committee of the CPSU considers
it necessary to emphasize the special responsibility of the heads of organizations
and departments and editorial teams for the ideological orientation of the published
works" (Decree ..., 1969).

Of course, this decision could not but affect the cinema industry, so the
practice of replenishing the list of films banned by the censorship continued, and
ideological control of screenplays and the filming process intensified.

In the year of the 50th anniversary of the USSR, on January 21, 1972, the
Resolution of the CPSU Central Committee "On Literary and Art Criticism" was
issued, where, in unison with the above mentioned decree, it was argued that
"criticism 1is still not sufficiently active and consistent in affirming the
revolutionary, humanistic ideals of the art of socialist realism, the disclosure of the
reactionary essence of bourgeois "mass culture" and decadent trends, in the
struggle against various kinds of non-Marxist views on literature and art, and
revisionist aesthetic concepts" (Resolution, 1972).

In the same year, 1972, the Resolution of the Central Committee of the
CPSU "On Measures for the Further Development of Soviet Cinematography"
(2.08.1972) was issued, where it was once again reminded that "cinema art is
called upon to actively promote the formation of a Marxist-Leninist world outlook
among the broad masses, to shape the spirit of selfless devotion to our
multinational socialist homeland, Soviet patriotism and socialist internationalism,
the assertion of communist moral principles, the irreconcilable attitude toward the
bourgeoisie ideology and morals, petty-bourgeois remnants, to everything that
prevents our progress" (Resolution On Measures ..., 1972).

Thus, in about three years, a series of resolutions were adopted concerning
culture and ideology aimed not only at combating the harmful influences of the
West, but also at propagating communist ideology. Trying to influence the
formation of the worldview of Soviet youth, the country's leadership in October
1976 published the Resolution of the Central Committee of the CPSU "On working
with creative youth", which also affected the cinema and other media.

54



However, apparently, some alarming signals about the real moods of the
population (especially young people) that reached the Kremlin through the special
services did not allow the CPSU ideological apparatus to relax. In April 1979, the
Central Committee of the CPSU adopted a resolution "On the further improvement
of ideological, political and educational work," which, in particular, stated that:
"The communist party organizations, cultural bodies, ideological institutions and
departments, creative unions, are assigned the mission to improve the ideological
and political education and the Marxist-Leninist education of the artistic
intelligentsia. They should constantly care for the upbringing of high ideology,
citizenship, the development of creative activity of writers, artists, composers,
theater and cinema specialists, and journalists. They must pay attention to the
creation of new significant works of literature and art that talently reflect the heroic
accomplishments of the Soviet people, the problems of the development of
socialist society, used by our ideological opponents. They must intensify the
activity of creative unions in analyzing trends in the development of literature and
art" (Resolution, 1979).

Later on, similar to the previous documents, it was stressed that "imperialist
propaganda ... is continuously conducting fierce attacks on the minds of Soviet
people, striving to use their most sophisticated methods and modern technical
means to poison their understanding with slander against Soviet reality, to tarnish
socialism, to embellish imperialism and its predatory, inhuman policies and
practices. Perverted information and biased coverage of facts, underreporting, half-
truth and shameless lies - everything is put to use. Therefore, one of the most
important tasks of ideological, educational and informational work is to help
Soviet people recognize the whole falsity of this slanderous propaganda, in a clear,
concrete and convincing manner to expose its insidious methods, to bring the truth
about the world's first country of victorious socialism to the international
community. It should always be remembered that the marginalization of the
coverage of actual problems, lack of promptness, questions left unanswered, are
beneficial only to our class enemy" (Resolution, 1979).

It was 1979 that was almost the final for a brief détente in political relations
between the USSR and the West, the cold war began to gain momentum. Soon
after the invasion of Soviet troops in Afghanistan (late December 1979), the
jamming of the broadcasts of Voice of America and other Western radio stations in
Russian on the territory of the USSR resumed (from August 20-21, 1980).

The power of Y. Andropov (years of life: 1914-1984) further exacerbated
ideological confrontation and counterpropaganda: in June 1983, the Resolution of
the Plenum of the CPSU Central Committee "Actual Issues of the Party's
Ideological and Political Work with Masses" was adopted.

The brief office period of K. Chernenko (years of life: 1911-1985) was
marked not only by the escalation of ideological confrontation, but also by an
attempt of the education reform (relatively stable in the 1970s). The decision about
the reform was taken at the Plenum of the Central Committee of the CPSU in June
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1983. K. Chernenko approved it and published the Decree of the Supreme Soviet
of the USSR "On the main directions of the reform of the secondary and vocational
school" (April 12, 1984 N 13-XI), which presupposed:

- return to the eleven-year secondary education;

- streaming high-school students into various advanced level classes (i.e.
Language Arts, Science, Maths);

- the establishment of secondary vocational schools;

- limiting the number of students in a class to 25-30 people;

- increase of teachers' salary (Decree ..., 1984).

Again, as in the late 1950s and early 1960s, the task was "to radically
improve the implementation of labor education, training and vocational guidance
in the general education school; to strengthen the polytechnical, practical
orientation of teaching; to expand significantly the training of skilled workers in
the vocational training system; to implement the transition to universal vocational
education for young people" (Decree ..., 1984).

However, in reality, the idea of labor training in schools (as it had happened
in the first half of the 1960s), was very soon rejected: since 1988, vocational
training in secondary school became elective, not obligatory. In fact, neither the
teachers' salary, nor the prestige of the pedagogical profession really increased (the
latter, by the way, was reflected in the films on the school topic).

It is clear that the Decree of the Supreme Council of the USSR "On the main
directions of the reform of the secondary and vocational school" has to some extent
been embodied in Soviet audiovisual media texts, but because of "perestroika"
started in 1986, films, violating prior taboos of school representation in films, have
appeared.

As for the direct reflection of political events (see Table 2), it barely
appeared in the films on the school/university theme of the stagnation era: neither
the Soviet-Chinese conflict nor the war in Afghanistan affected the "school" films
in any way. The only truly politicized film was The Diary of Carlos Espinola
(1976), depicting the international boarding school for children of foreign (often —
Latin American) oppositionists. In the course of action, a schoolboy named Carlos
learns that his father was sentenced to death for an opposition struggle (most likely
in Chile) and (apparently) for pro-Soviet views.

Table 2. Key dates and events in the USSR and worldwide in stagnation
period (1969-1985): politics, economics, education, culture
(compiled by A. Fedorov)

Years | Key dates and events in the USSR and worldwide in stagnation period (1969-1985):
politics, economics, culture

1969 Resolution of the Central Committee of the CPSU "On increasing the responsibility of the executive
managers of the press, radio and television, cinema, culture and art institutions for the ideological and
political level of published materials and repertoire": January 7.

The publication of the New Edition of the Third Program of the CPSU, that didn't contain promises to
build communism in the near future.

56



Armed conflict between the USSR and China on Damansky Island: March.

Resolution of the Central Committee of the CPSU and the Council of Ministers of the USSR "On
measures for the further development of Soviet children's literature": March 26.

The approval by the Ministry of Education of the RSFSR of the elective course for the secondary school
"Fundamentals of the Cinema Art": April.

The landing of American astronauts on the moon: July 20.

Resolution of the Council of Ministers of the USSR on the measures for the development of color
television in the USSR: August 9.

Organization of preparatory courses at universities: August 19.

The beginning of Soviet-American negotiations on the limitation of strategic nuclear weapons: Nov. 17.
The exemption of A. Solzhenitsyn from the USSR Writers' Union: November.

1970 100-year anniversary of V. Lenin: April 22.
Twentieth anniversary of victory over Germany in the Great Patriotic War: 9 May.
The treaties between the USSR and Germany, Germany and Poland on the recognition of postwar borders
in Europe: August.
Adoption of the Charter of the secondary school: September 8.
A. Solzhenitsyn is awarded the Nobel Prize in Literature: October 8.

1971 XXIV Congress of the CPSU: March 30 - April 9.
Five hundred thousand people in Washington, D.C. and 125,000 in San Francisco march in protest
against the Vietnam War - April 24.
The United Kingdom accused about 100 Soviet diplomats of espionage - September 24.

1972 Resolution of the Central Committee of the CPSU "On Literary and Art Criticism": January 21.
Visit of US President Richard Nixon to the USSR. Between the USSR and the United States, an
agreement was signed on limiting missile defense and on the joint space program "Soyuz" - "Apollo":
May 22-30.
Resolution of the Central Committee of the CPSU "On measures for the further development of Soviet
cinema": August 2.
Trade agreement between the USSR and the USA: October 18.
The 50th anniversary of the USSR: December 30.

1973 Armed insurgency in Chile. The President of Chile S. Allende was killed. General A. Pinochet came to
power in Chile: September.
War in the Middle East: October.
Increase in world oil prices.
The publication (in Paris) of the first volume of the anti-Soviet / anti-communist book of A.L
Solzhenitsyn "The Gulag Archipelago™: December.

1974 A. Solzhenitsyn was expelled from the USSR: February 13.
Visit of the US President Richard Nixon to the USSR. The agreement on restriction of underground
nuclear tests is signed: on July, 3rd.
The resignation of US President Richard Nixon: August 8.
Visit of the US President J. Ford to the USSR: November 23-24.

1975 The Soviet Union's refusal to trade with the US in protest against the statements of the American
Congress on Jewish emigration: January 15.
End of the Vietnam War: April 30.
The 30th anniversary of the victory over Germany in the Great Patriotic War: 9 May.
Signing the USSR (together with 35 countries) of the Final Act of the Conference on Security and
Cooperation in Europe: August 1.
Another break in the jamming of "enemy votes" (except for Radio Liberty) - as a result of the signing of
the Helsinki Act.
Joint Soviet-American space flight: July.
A Russian nuclear physicist, and an activist for disarmament and peace A.D. Sakharov is awarded the
Nobel Peace Prize: October 9.

1976 XXV Congress of the CPSU: February 24 - March 5.
Reaching of the agreement between the USSR and the USA on the prohibition of underground nuclear
explosions for peaceful purposes with a capacity of over 150 kilotons: on May 28.
Resolution of the Central Committee of the CPSU "On work with creative youth": October 12.

1977 The Soviet icebreaker Arctica becomes the first surface ship to reach the North Pole - August 17.

Opening of the Belgrade Conference on Monitoring the Implementation of the Decisions of the
Conference on Security and Cooperation in Europe: 4 October.

The 60th anniversary of Soviet power: November 7.

The Soviet National Anthem's lyrics are returned after a 24-year period, with Joseph Stalin's name
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omitted.

1978

A military coup in Afganistan - April 27.
Start of Islamic Revolution in Iran.

1979

Resolution of the Central Committee of the CPSU "On further improvement of ideological, political and
educational work": April 26.

The agreement between the USSR and the USA on the limitation of strategic offensive weapons: June 18.
The 60th anniversary of Soviet cinema: August 27.

The second coup d'état in Afghanistan, supported by the USSR: September 16.

The entry of the USSR troops into Afghanistan, the beginning of the Afghan war: December.

1980

In response to the invasion of Soviet troops in Afghanistan, the United States suspended ratification of
the treaty on the limitation of strategic offensive arms, announced a boycott of the Olympic Games in
Moscow and an embargo on the supply of modern technologies and grains to the USSR: January 4.
Academician AD Sakharov was exiled to Gorky. By decree of the Presidium of the Supreme Soviet of
the USSR, he was deprived of the 3 titles of Hero of Socialist Labor, and by a decree of the Council of
Ministers of the USSR - the title of laureate Stalin (1953) and Lenin (1956) prizes: January 22.

The Olympic Games in Moscow: July 19 - August 3.

The USSR resumed jamming the broadcasts of "Voice of America" and other Western radio stations in
Russian on the territory of the USSR: from August 20-21.

Activity of the Solidarity movement in Poland.

1981

XXVI Congress of the CPSU: February 23 - March 3.

Abolition of the US embargo on grain supplies to the USSR: April 24.

The beginning of the production of neutron weapons in the United States.

The signing of a contract between the USSR and Germany on the supply of gas to West Germany:
November 20.

Imposing the martial law in Poland: December 13.

Statement by US President R. Reagan on the inadmissibility of Soviet interference in the affairs of
Poland, the announcement of new sanctions against the USSR: December 29.

1982

Signing a contract between the USSR and France for the supply of Siberian gas: January 23.

The British-Argentine armed conflict in the Falklands: March-April.

Resolution of the Central Committee of the CPSU "On the creative links of literary and art magazines
with the practice of communist construction": July 30.

The death of Leonid Brezhnev: November 10, Yu.V. Andropov comes to power.

Cancellation of the US sanctions imposed against the USSR in connection with the events in Poland:
November 13.

The 60th anniversary of the USSR: December 30.

1983

Resolution of the plenum of the Central Committee of the CPSU "Actual issues of the ideological, mass-
political work of the party": June.

The government of Poland announces the end of martial law and amnesty for political prisoners - July 20.
A South Korean civilian aircraft was shot down over the territory of the USSR: September 1.

Y. Andropov's statement with a statement against the deployment of Pershing-2 missiles in Europe and
the abolition of a moratorium on the deployment of medium-range nuclear missiles: November 24.

1984

The conference on disarmament is opened in Stockholm: January 17.

The death of Y. Andropov, K. Chernenko comes to power: 9 February.

Decree of the Supreme Soviet of the USSR "On the main directions of reform of the general and
vocational schools": April 12.

Resolution of the Central Committee of the CPSU and the Council of Ministers of the USSR "On
measures to further enhance the ideological and artistic level of motion pictures and strengthen the
material and technical base of cinematography": April 19.

Statement on the Boycott of the USSR Olympic Games in Los Angeles: May 8.

The French President F. Mitterrand visits the USSR: June 21-23.

The Soviet protest against the US military program "Star Wars": June 29.

Visit of the member of the Politburo M. Gorbachev in the UK, his meeting with Prime Minister

M. Thatcher: December 15-21.

1985

The death of K. Chernenko, Mikhail Gorbachev comes to power: March.

The resumption of negotiations on arms limitation in Geneva: March 12.

The 40th anniversary of the victory over Germany in the Great Patriotic War: May 9.
Meeting of M. Gorbachev and Reagan in Geneva: November 19-21.
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According to the authorities, the Soviet audiovisual texts in 1969-1985,
related to school and university, were supposed to support the main lines of the
then state policy in the educational, social, and cultural spheres, that is, to show
that while maintaining common ideological guidelines, the Soviet system of
education, upbringing and culture:

- cares about the inner world of a school student and focuses on the
formation of a "comprehensively developed personality";

- the relationship between teachers and students remains democratic, to
some extent creative;

- there are problem zones at school and university (criticism became
especially visible in the first half of the 1980s, with the release of such significant
works as The Rescuer by S. Soloviev, Boys by D. Asanova and Scarecrow by R.
Bykov).

How the knowledge of real historical events of a particular period helps to
understand the given media texts, examples of historical references in these media
texts.

The Golden Watch (1968) and Our Calling (1981), features a positive view
on the pedagogical experience of Soviet educators and the pioneer movement of
the 1920s, however, these films no longer had such broad resonance as the thaw
period film Republic of ShKID (1966). In the 1970s and early 1980s, the tendencies
of returning to the Lenin's norms of life and the ideas of "good Bolsheviks" have
already lost their appeal.

The films The Big Break (1972), Translation from English (1972),
Different People, 1973; The Diary of the School Principal (1975), The Key That
Should Not Be Handed On (1976); Refutation (1976); The Rescuer (1980) reflected
the problems in the pedagogical environment, which to some extent echoed the
message for self-criticism, contained in the reports of the CPSU congresses.

Social, cultural, ideological, and religious context

Ideology, directions, goals, objectives, world outlook, the concepts of the
media texts' authors in the socio-cultural context; ideology, culture of the world,
depicted in media texts.

In the era of "stagnation", the communist ideology (including the anti-
capitalist theory of socialist realism) in the USSR continued to dominate, the film
industry found itself under harder censorship than in "thaw" period, so the authors
of most audiovisual media texts on the school-university theme were working
within these strict frames, although every year the school and university subjects in
Soviet cinema step by step won back new "permitted" territories.

In the films Woodpeckers Don't Get Headaches (1974), Love at First Sight
(1975), One Hundred Days After Childhood (1975), School Waltz (1977), I Ask to
Accuse Klava K. Of My Death (1979), Love and Lies (orig. Vam i ne snilos, 1980),
All The Way Around (1981), Cheating (1983), etc. the theme of love relationships
between school students was unveiled on the whole in a puritan way. However,
such events as the triumphant march of rock music and the sexual revolution
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sweeping western countries in the 1970s, touched upon popular culture in the
Soviet Union, too. Thus, in School Waltz (1977), a pretty senior not only had
sexual relations with her classmate, but was also pregnant (the situation had been
absolutely impossible in the chaste cinema of the previous years). Alyosha (1980)
featured a young teacher in the technical college falling in love with his seventeen-
year-old student and proposing to her. Despite all the rigors of Soviet censorship,
some films contained episodes exposing adolescent interest in sex: schoolchildren
examined a low neckline of a good-looking teacher in binoculars (We Used to Live
Next Door, 1982), a schoolgirl admired the nude figure of a young teacher taking
the shower (Good Intentions, 1984).

While in the film Little Confession (1971) rock music was still a novelty, a
few years later it sounded in many films about school/education (Brother is the
Whole Point, 1976; The Practical Joke, 1976; I Will Wait, 1979, etc.).

The world outlook of the characters of the "school world" depicted in
media texts

In general, the world view of the audiovisual media texts' characters
featuring school and university storylines during the stagnation period, as in the
previous decades, was optimistic, however, some anxiety about the morale of
teachers and students (The Diary of the School Principal (1975), The Key That
Should Not Be Handed On (1976), The Rescuer (1980), The Chair (1982), The
Boys (1983), Scarecrow (1983), etc.). There were outstanding personalities,
troubled with reflection and doubt among the characters (schoolchildren, students
and teachers) (Cross the Threshold, Translation from English, The Diary of the
School Principal, One Hundred Days After Childhood, The Key That Should Not
Be Handed On, The Traitor, The Rescuer, The Boys, Scarecrow). But there were
also new dramatic plot twists: in Other People's Letters (1975), an impudent high
school student rudely interfered in personal life of the teacher who sheltered her,
and in Scarecrow (1983) aggressive classmates harassed a defenseless girl.

At the same time, there was a mass production of "school" films, where the
usual hierarchy of values dominated (communist ideology, collectivism, diligence,
honesty, willingness to give a helping hand): Yulka, 1972; Valka's Sail, 1974; Such
High Mountains, 1974; Little Dad's Adventures, 1979; Sail, Ship, 1983; The Diary,
The Letter and The First Grader, 1984, The Sun in Your Pocket, 1984; Watch Out -
Vasilyok, 1985, etc. It seems that the story of a reformed struggling school boy
from the comedy Malicious Sunday (1985) could have been filmed in the late
1940s and 1950s. Such films generated a touching, pathetic intonation in relation
to the school children characters (Gromov, 1981, p. 36).

Meanwhile, Soviet economy problems were highlighted on the screen more
and more often. For example, Translation from English (1972) shows the
excitement of schoolchildren about petty but deficit foreign merchandise (chewing
gums and badges). The comedy Crank from the 5B (1972) features a shot taken at
the department store and consumers' hype at the counter. In Quiet C-Students
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(1980), one of the characters proudly declares that he waited for three years for his
turn to buy the sought after car.
Structure and narrative techniques in these media texts

Schematically, the structure, plot, representativeness, ethics, features of
genre modification, iconography, character characters of audiovisual media texts
on school and university topic in the "stagnation" period can be presented as
follows:

- the location and time period in media texts. The main location in films is
school classes and corridors, schoolyards and flats; the plot is set mostly (if it's not
a retro about 1920s) at the time when the film is made.

- the environment typical for these media texts, household items: the
furnishings and household items of school films are still modest, however
sometimes wealthy apartments are shown (The Practical Joke, Grasshopper, The
Chair, The Follower).

- genre modifications of school and university subjects: drama, comedy,
melodrama, less often - fiction;

- narrative techniques, narrative bias: positive characters are rarely
idealized, and negative ones tend to be presented ambiguously too, although there
are many relapses from the "soothing" cinema of the 1950s;

Typology of characters:

- characters' age: the age of schoolchildren is in the range of 7-17 years,
however, teenage characters are most common; the age of other characters
(teachers, parents, grandparents, etc.) varies, but adults but adults below 60 prevail;

- education level: corresponding school year for students, teachers
presumably have a university degree, supporting characters can have any level of
education;

- social status, profession: the financial situation of students is basically
the same (although from the second half of the 1970s the material inequality of
individual characters began to be more clearly indicated), they can be either from
the families of workers and farmers, or from the intelligentsia. The parents' jobs
are diverse.

- characters' marital status: school students, naturally, are not married;
adult characters are mostly married, however, single teachers often appear on the
screen (resulting in plot twists connected with the love relationships of male
teachers with university or college female students);

- appearance, clothing, physique of characters, features of their
characters, vocabulary: the appearance of the characters of school children and
students in the films of the stagnation period is within the framework of the canons
of the student's image of that time. The boys' hairdo changed in the mid 1970s: the
western fashion for men's long hair no longer shocked the teachers.
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A shot from the movie The Practical Joke (1976)

Schoolchildren in the films 1969-1985, as in the "thaw" period, did not
exhibit fanaticism of their peers in the films of the 1920s -1930s, but on the whole
they retained optimism. However, more and more often villain characters, who
clearly had no chance of reformation, appeared on screen.

Teachers from the films of the stagnation period, like in the days of the late
thaw, were increasingly confronted with doubts and sad contemplations. The
distance between them and the students became more fragile (this was especially
evident in the dramas Other People's Letters, Traitor, Alyosha, 4:0 in Tanechka's
favor, Good Intentions, Almost Peers). As for the appearance, now they could
already afford some liberties in their clothes (for example, a suede jacket, a flirty
scarf, in-style blouse and hairdo).

A shot from the movie Quiet C-Students (1980)

A significant change in the life of media characters and the challenge that
the characters face (a violation of the usual life):

Option 1. among the next-door characters, schoolchildren who live a
normal life, are those who for some reason do not fit into the standard framework
of interpersonal communication and learning process, that is:

- they perform weekly at school and thus hold back the class' rating (The
Last "Fail" Grade, 1977, Quiet C-Students, 1980, Another Student's A, 1982 etc.);
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- try to dominate, subjugate their classmates, acting sometimes violently
(Kindness, 1977; Plead Guilty, 1983; Scarecrow, 1983; Leader, 1984; Games for
Schoolchildren, 1985, etc. .);

- stand out among classmates (in a good way or in a bad way) so conflict
with the rest of the class and / or teachers (Cross the Threshold, 1970, Little
Confession, 1971, Oh, This Nastya, 1971); Translation from English, 1972; Crank
from the 5B, 1972); Stunning Berendeev, 1975; Other People's Letters , 1975;
What's Wrong With You?, 1975; The Practical Joke, 1976; Kindness, 1977; Once
Upon a Time There Lived the First Grade, 1977; Flat with the Child to Rent, 1978;
The Tuning Fork, 1979; Unfinished Lesson, 1980; Revision For the Exam, 1980;
Lullaby for Brother, 1982; If to Believe Lopotukhin, 1983; Mascot, 1983;
Scarecrow, 1983, The Morning Without Marks, 1983; The Leader, 1984; The Third
One in the Fifth Row, 1984; Malicious Sunday, 1985; Different, 1985);

- fall in love (Boys, 1969; Yulka, 1972; Woodpeckers Don't Get
Headaches, 1974; Love at First Sight, 1975; One Hundred Days After Childhood,
1975; School Waltz, 1977; I Ask to Accuse Klava K. Of My Death, 1979; Love and
Lies, 1980; All The Way Around, 1981; Cheating, 1983; Overheard Conversation,
1984, Before the Snow Falls Down, 1984, etc.).

Option 2: there are extraordinary teachers among faculty - those who also
do not fit into the standard school framework, that is, they try to:

- resist the outdated and / or, from their point of view, incorrect methods of
the school principal and / or teaching staff and collide with him / them (Every
Evening After Work, 1973; The Key That Should Not Be Handed On, 1976;
Refutation, 1976; Kindness, 1977; Alyosha, 1980, Unfinished Lesson, 1980, etc.);

- establish trust-based relations with the students, no matter how difficult it
may be (The Big Break, 1972; The Key That Should Not Be Handed On, 1976; The
Traitor, 1976; Kindness, 1977; The Tuning Fork, 1979; Alyosha, 1980; Unfinished
Lesson, 1980; 4:0 in Favor of Tanechka, 1982; Good Intentions, 1984; Almost
Peers, 1984; Men Are Men, 1985).

Solving the problem:

Option 1 (student-centered):

- "correct" characters (schoolchildren, teachers, parents, other adults)
return non-conformist and / or students in love to ordinary life by individual and
joint efforts (Translation from English, 1972; Yulka, 1972; Kindness, 1977; The
Last "Fail" Mark, 1977; The Tuning Fork, 1979; Quiet C-Students, 1980; All the
Way Around, 1981; The Morning Without Marks, 1983);

- "odd ones out" school students keep their belief, because they do not
comply to educational/parental influence (Cross the Threshold, 1970; Other
People's Letters, 1975; The Practical Joke, 1976; Love and Lies, 1980; The
Leader, 1984).

Option 2 (teachers-centered):

- unconventional teachers triumph (7Translation from FEnglish, 1972;
Kindness, 1977; Quiet C-Students, 1980; 4:0 in Favor of Tanechka, 1982; Good
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Intentions, 1984; Almost Peers, 1984 ), or (as in Every Evening after Work, 1973;
Other People's Letters, 1975; The Key That Should Not Be Handed On, 1976; The
Traitor, 1976; and Alyosha, 1980) the result of their effect on students is
ambiguous.

The transformation of the gender aspect within the school/university theme
in cinema is notable. In the 1960s - the mid 1970s, the on-screen teacher was often
a man (Mishka, Serega and I, 1961; The Fallen Angel, 1962; Come Tomorrow,
1962; The First Teacher, 1966; The Republic of Shkid, 1966; The Literature
Lesson, 1968; We'll Live Till Monday, 1968; Cross the Threshold, 1970; The Big
Break, 1972; Translation from English, 1972; A Teacher of Singing, 1972; Yulka,
1972; The Diary of the School Principal, 1975; One Hundred Days After
Childhood, 1975). But in the late 1970s - early 1980s, due to the actual state of
things, images of female educators, often single, lonely and disturbed, appear:
Other People's Letters, 1975; The Key That Should Not Be Handed On, 1976; The
Traitor, 1976; The Practical Joke, 1976; Flowers for Olya, 1976; Flat with the
Child to Rent, 1978; French Lessons, 1978; The Tuning Fork, 1979; Love and Lies,
1980; Quiet C-Students, 1980; Lullaby for Brother, 1982; Scarecrow, 1983, Good
Intentions, 1984; The Third One in the Fifth Row, 1984; Men Are Men, 1985);

The gender aspect in cinema on the school topic culminated, in our
opinion, in the film Men Are Men (1985). A pompous pioneer complains to the
teacher that boys in her class perform poorly and hold the whole class back, so that
she wishes a separate education returned. The male part of the class takes this as a
challenge and literally starting the next day boys impress the whole school both by
exemplary behavior and by excellent grades.

Conclusions. One may agree that most of the films dedicated to school
during the stagnation period in the USSR were based on typical stereotypes that to
some extent reflected life-like patterns: the emergence of non-fitting-in teachers,
their opposition to the routine; a non-standard student, an intelligent student who
often conflicts with a class and a doctrinal teacher and does not always find an ally
represented by an intelligent mentor or a peer (Mamaladze, 1977, pp. 75-76). But
the thesis about the isolation of the screen school from real school life has been
refuted by storylines, conflicts and characters of such debated and remarkable
films as Other People's Letters, The Diary of the School Principal, The Rescuer,
Scarecrow and Games for School Children.

Summing up, the analysis of the films of the stagnation period (1969-1985)
about school/university showed that on the screen:

- the education/ formation process went beyond the previous strict
framework for the preservation of rigid communist landmarks, and the anti-
religious orientation was no longer imposed;

- the storyline was not directly linked to key international political events,
although to varying degrees they were dependent on domestic political attitudes;

- the main story clashes were built on the opposition of non-ordinary
teachers and students with stagnation, bureaucracy, mediocre authorities /

64



colleagues / class. The problem zones (economic crisis, disappointment and
fatigue, professional "burnout" of teachers, bureaucratism, pragmatic cynicism of
students, teenage cruelty, etc.) were not concealed;

- schoolchildren in the films 1969-1985, as in the "thaw" period, did not
exhibit fanaticism of their peers in the films of the 1920s -1930s, but on the whole
they retained optimism. However, more and more often villain characters, who
clearly had no chance of reformation, appeared on screen;

- the activity of students, that used to be mostly directed to the outside
world, even more than in the 1960s, in the stagnation period began to touch upon
their inner world (O#h, this Nastya, 1971; Spring Flips, 1974; Woodpeckers Don't
Get Headaches, 1974; One Hundred Days After Childhood, 1975; Other People's
Letters, 1975; French Lessons, 1978; The Rescuer, 1980; Scarecrow, 1983);

- the relations between teachers and students have become more
democratic, in some instances even reaching back-slapping terms;

- the prestige of the pedagogical profession has began to decline in the
eyes of students and general public;

- images of female teachers, often lonely and anxious, began to prevail;

- income and property differentiation increasingly manifested itself;

- there were changes in the appearance of students and teachers, it became
more casual; in a latent form, the motif of female sexuality gradually emerged;

- stories about university students (We Have Not Covered It, 1975;
Troublemaker, 1978; Grasshopper, 1979; [ Will Wait, 1979, Since We've Been
Together, 1982; My Little Wife, 1984; Valentin and Valentina, 1985; How Young
We Were, 1985) unlike the "thaw" analogues were practically devoid of intellectual
disputes, and were densely immersed in the genre element of melodrama and / or
comedy. On the whole, the love theme in the cinema about school/university was
generally delivered with the melodrama accents;

- since the mid-1970s, the color image has led to an increase in the
entertainment aspects of films.
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5. Soviet films about school and university of the "perestroika'" period
(1986-1991)

Keen researchers of films on school and schoolchildren G.A. Belyaeva and
V.Y. Mikhailin argue that "the emergence of the school genre was due to the need
of the Soviet power elites in updating the tools which they embodied the
communist project with and carried out the necessary work to create profitable and
acceptable to the viewers matrices, with which the latter could build their own
projective realities. In this sense, the customer or the agency, forming the system
of expectations necessary for the emergence of the genre is two social groups: the
actual Soviet power elite (and the closely related cultural elites) form the
"commission" directly, solving very specific mobilization tasks. However they are
guided by a very definite set of projective realities, compatible with the positively
and negatively colored personal expectations of a "common Soviet man", who, in
this way, is also directly involved in shaping this commission" (Belyayev,
Mikhailin 2015, p. 551). Aside from the fact that the authors clearly confuse the
terms "genre" and "theme" (a film genre isn't its theme, but there may be overlap;
so any topic, including school, can be features in different genres), it is quite
possible to agree with the rest. However, it was true before the "perestroika"
period, when a lot of films about the school and university broke the former Soviet
"mobilization agenda": the communism project was rejected, the former idealized
screen world of school and university collapsed.

First Western cinema, and a little later — Polish and Hungarian cinema in

the 1970s, broke the previous censorship bans and disclosed striking themes of
minors' violence, drug addiction, child prostitution, sexual relations not only
between students, but also between school teachers and students. Thus the
generation gap eternal problem was tinted with new and shocking colors.
With an understandable delay, Soviet cinematography joined this tendency only in
the perestroika period, although in the first half of the 1980s it seemed that the
Boys (1983) and Scarecrow (1983) marked the top bar of the censorship
permissible representation of youth in the Soviet cinema.

So, in the drama Arsonists (1988) a special school for girls aged 15-16 was
graphically shown. The action of the first half of the film is transferred from the
toilet to the punishment cell, from the shabby barn to the dark closet. Violence,
drugs, cruelty, in a spiritually sanctimonious state shell accompanied with the song
"My address is not a house or a street ...". When a youthy teacher, well aware of
the mores of the school's population, prefers not to notice the fresh blood on the
mirror in the bedroom for twenty people. When the strong take pleasure in bullying
the weak. The first part of the film features some strong episodes. And the main
character — the leader of the vocational school's class — is presented by the authors
unusually harshly, giving no hints for sympathy, without traditional scenes of
reformation and hope.
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In our opinion, the second part of the film looks weaker, when a girl,
having escaped from the "educational institution", makes her way to Central Asia.
A lot of episodes seem superfluous and protracted, and, probably, the picture
would only have benefited if the authors had deepened their investigation into the
characters and relationship in the special school.

Even more shocking, especially compared to Soviet films about children of
the 1950s and 1970s, was the Government Facility (1989). The film had a
terrifying ending: a 15-year-old orphan killed a man as a revenge for his girlfriend,
raped by him. But it was also a vengeance for his ruined childhood, for his friend's
drug overdose, for the hypocritical slogans of adults, for the social indifference, for
the wretchedness of his life. Only five years earlier Soviet people enjoyed
watching a sentimental Orphanage's Headmistress (1983), where the caring and
affectionate heroine performed by N. Gundareva sincerely tried to create a home
comfort for her disadvantaged foster pupils.

But in 1989 the very name of the film Government Facility sounded like a
severe and ruthless accusation. There's nothing to do about it: by the beginning of
the 1990s, almost the entire country turned into an unfriendly and uncomfortable
state house, whose inhabitants were doomed to humiliation of human dignity,
discomforts and stresses, poverty and lack of freedom; the orphanage, as a water
drop, reflected all the vices and misfortunes of Soviet life.

"The headmistress" of the government facility was played by G. Polskhih.
Previously she had played a lot of charming, good mothers. But here her character,
the head teacher of the orphanage, is far from educational problems. G. Polskhih
played an administrative appendage of the government mechanism of foster
children's management.

At the same time, she is not at all a monster, at times, she can talk to
someone heart to heart. She has quite good relationship with her colleagues. She is
not too strict. She may scream with the power of the fire alarm, but she settles the
nerves quite quickly, too.

By the way, this feature was pointed out by the authors very accurately.
The system of interrelations in an average educational institution made school and
orphanage's employees develop an ability to bring oneself almost to hysterics
(outwardly) with absolute coldness and indifference (internally). G. Polskhih's
character values the facade of well-being in the first place. For its sake, she is
ready to turn a blind eye to anything. The film gave a kind of sociological snapshot
of the life of the "captives" of orphanages, calling for mercy, compassion,
changing the community for the kinder way.

In the film Made in the USSR (1990), the usual secondary school became a
model of a totalitarian state. A trivial story about a mysterious theft of a VCR
(curiously enough, a VCR and a video camera used to be some of the most
common objects of theft in "perestroika" films about the school, but today's young
audience probably needs a special explanation on the prestigious value of video or
branded jeans during perestroika) turns into a grotesque and gloomy farce, when
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the acting director terrorizes students and teachers as a dictator. Young "patriots"
punish their peers "dissidents", joining the ranks of the "pioneer-yugend", and a
school laboratory turns into a torture room. The sinister and bitter satire of this film
was undoubtedly inspired by the anti-utopias of G. Orwell and E. Zamyatin, but,
oddly enough, it does not seem outdated even today.

However, perhaps the most pessimistic view of school problems was in K.
Muratova's Asthenic Syndrome (1989): in mainstream cinematography "the
director would know exactly who is good, who is bad, who is right, who is wrong.
If the teacher is not talented, then it's OK for the students not to listen to him; or
vice versa: they are loafers and hooligans, if they do not listen to their teacher ...
Muratova has a different view; people generally do not care at all who is right, who
is wrong, what is going on here or elsewhere: is there anyone here" (Anninsky,
2006, p. 78-79). Here the students are busy with anything (eating, looking at
obscene pictures, chattering, etc.), but not the subject matter. Here, a teacher,
tormented by such a pedagogical process, can easily fight a high school student
right during the lesson, and in the end of the film simply fall asleep forever.

It was during the perestroika years that the previously poorly accentuated
topic of material inequality was sharply outlined in the films about school.

For example, analyzing the drama Temptation (1987), V.S. Ivanova
persuaded the readers that it "inherited the best traditions of our school film:
careful attitude to the youngest, the conversation is not at different levels, but on an
equal footing, because even the smallest creature running around you is a person.
In all the high sense of the word. That is, he, she may be already bad, and already
good, but they entered life, society, they have a sum of claims, but also a sum of
promises. ... Yes, others say, it is necessary to give the injection of adult life to
children as early as possible - I do not know if it is so. but let's all the same do this
gradually. With anesthesia. And in any case, with love. Otherwise it's a shock.
Otherwise, scrap. As in Temptation (Ivanova, 1990, p. 152).

At the beginning of the film Temptation it seems that the tenth grade
student Zhenya is an elder sister of Lena (Scarecrow, 1983). Firstly, as Lena, she's
new in class, and secondly, she falls in love with the cleverest and the most
handsome and popular guy. But most importantly - she is a strong personality. But
while Lena finds the strength to oppose the crowd one versus all, Zhenya is craving
to win a place under the sun of the school elite. Zhenya's and Lena's classmates, if
different from each other, it is only by age. The circle of interests they have, in
fact, is the same. But the film's directing is deprived of lyricism and semitones.

At pre-perestroika times, the authors would simply have to expose the
character possessed by the "thirst for a beautiful life". However, Temptation is
different. The problem is not about Zhenya dreaming of being accepted to "upper
society" at her new school. The drama of the heroine is that she fell victim to the
double morality of the society, an imaginary equality of opportunities. When the
camera is mercilessly showing the fierce fight of Zhenya with her classmates after
they exposed her fictitious elitism, the authors' position is clearly emphasized.
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If Temptation had been produced in the beginning of the 1980s (actually,
the script by Yuri Klepikov was written for Dinara Asanova), it would undoubtedly
have produced a shock effect, even more than Scarecrow. But at the box office in
1988, along with other "exposing" picture, Zhenya's story was received without
any special public resonance.

In 1991, the theme of schoolchildren from "high society" was continued by
the film Darling Ap (screen version of the story by G. Mikhasenko). E. Stishova
wrote that this film priori asked for critical reproaches in the varnishing of reality.
Severe critics had a lot of remarks. Children's Versailles, arranged by the director
in the pavilions of the Belarusian film studio, was a nice change to people,
exhausted by perestroika. Teenagers dressed in tuxedos with bow ties at a
classmates' birthday party, girls dressed up in haut couture gowns, the
americanization of interiors and conversations, the rejection of everyday truth in
the name of Beauty was, of course, an attempt for poetics, polemical in relation to
the symbol of faith of the modern screen, pretending to reflect "life in the forms of
life itself". To the critic's taste, there was not enough author's presence in the film,
irony could be barely read, which is why the system of conventions, consciously
chosen by the director, can be perceived as the relict thinking of the times of
socialist realism, and not at all like a fairy tale movie, deliberately dropped out of
social coordinates, deliberately abandoned psychology and connotation. Darling
Ap manifests a certain intention of the film process, ready to form in the direction.
It's the break with ideology, in the place of which any mythology will do - from
Hollywood to the ancient one (Stishova, 1992, p. 135).

We must pay tribute to the perspicacity of E. Stishova: the proportion of
films that got rid of connotations and psychological underpinning became
noticeably larger in Russian cinema both in the 1990s and in the 2000s, affecting
the school theme, too.

Perestroika cinema about schoolchildren has also broke old sexual
prohibitions. Virtually, university teacher-university student affairs (albeit
puritanically shown) were possible in Soviet cinema (Grasshopper, 1979), but the
sexual relationship between school teachers and high school students was taboo
(although there might be a hint of it, for example, in the melodrama The Story of
the First Love, 1957).

It started small: in the drama Come What May (1986), the zealous head
teacher accused an innocent school dance production in the propaganda of
"lecherous break dance," and an extraordinary high school student called his young
teacher a beauty and declared his love in front of the whole class.

However in Work on Mistakes (1988), one of the key scenes of the film
was a seduction attempted by a school girl of her teacher (the teacher, though,
resisted); schoolchildren mocked a classmate, who's still a virgin being 16. Scenes
of seduction (although unsuccessful) of teachers are also present in the films Joys
of the Youth (1987) and Slap in the Face that Never Happened (1987).

69



The drama The Doll (1988) boldly violated the last censorship bastion,
featuring (no details) the sexual relationship between a female schoolteacher and a
male high school student. Against the backdrop of the flow of perestroika
revelations and turbulent political events of the late 1980s, The Doll did not cause a
sensation. Someone grumbled, but press reacted calmly — as to the usual fact of
life, transferred to the screen (Gerber, 1989). To a greater extent, the film proved to
be interesting because of the different highlight: exhausting sports work from early
childhood leaves not a second of childhood, turning a living girl into an elastic
doll. The fairy tale ends, the doll gets ill and is no longer of interest to the state
sport committee. She used to be a princess, but becomes a Cinderella, she has to
start all over again in a new class. And she does so according to the principles
developed by professional sport: twice two makes only four (Gerber, 1989, p.7).

In the perestroika period, the storyline of an extraordinary university /
school student was developed again (Come What May, 1986; Work on Mistakes,
1988; The Whistler, 1988; The Jester, 1988; Puppy, 1988; Darling Ap, 1991, etc.).
One can probably agree with the opinion of A. Romanenko, voiced by her in 1989:
no matter how bitter it is, but still we must admit that the inner life of a young man
remained for decades closed not because our grown-up children are so complicated
and closed for us, but because the art was afraid to look at their features, to
describe their morals, to listen to a sincere confession. Because it would require
new ways of analysis, and civic courage, and awareness of the fact that the film
may not be allowed on the screens. Too strong were obstacles for such films and
books, the whole period of a person's maturing was missed. Now the art has begun
to make up for lost time, but it does it sometimes feverishly and hurriedly, going
only the upper layer of life deep. Because life that has gone ahead requires new
forms of communication, and new tools for analysis, philosophical equipment,
sociological thinking, and the publicist's gift. ... A decade ago, three points of view
on the current generation of young people were widely popular. The first argued
that our youth is wonderful, heroic, almost burning with enthusiasm. The second
focused on negative phenomena in the youth environment. They even exaggerated
their scale. Still others ironically lamented: two thousand years ago people used to
complain about the youth's moral degeneration, nothing new about that.
Meanwhile, no one was able to penetrate into the real essence of the issues
bothering young people, to feel the guilt and responsibility of the older generation,
to understand the role of that social atmosphere that reigned in the seventies and
influenced the spiritual warehouse and the attitude of the young. Today, the
problem of youth has become the key one in life and in art. ... It is not surprising
that keen interest, which was caused by the films offering a new level of truth in
the conversation about youth (Romanenko, 1989, p. 43, 46).

Despite the acuteness of many "perestroika" films, the most debated film,
where the main character was an offbeat schoolboy, was Plumbum, or a
Dangerous Game (1986). Ruslan Chutko, nicknamed "Plumbum" is a young
assistant of the police, using for the sake of "high" goals any means - betrayal,

70



blackmail, lies, violence. But the authors of this dramatic parable do not make him
a disgusting monster. Yes, Ruslan meticulously and pedantically interrogates his
father-poacher, reveling in his incorruptible authority. But the audience can see
some human, even children's feature. But the line of Ruslan's parents is schematic:
his mother is only interested in sentimental songs, fashion and figure skating on
TV, and his father — in fishing in the wrong place. These are not alive characters,
but signs, symbols of superficial slip in life. Other characters are somewhat
hyperbolized too. Earlier works of A. Mindadze and V. Abdrashitov did not
contain such obsessive symbolism and frank didacticism. However in Plumbum
almost every episode is translated unambiguously.

Apparently, given the relatively small box-office success of their previous
works (The Word in Defense, The Turn, The Fox Hunt, The Train Stopped, Planet
Parade), the authors decided to get own back by making a spectacular picture,
aimed at disputes. In order for the film to become more understandable and easier
to read, they intentionally chose to simplify the characters, to repeat the
symbolism, to add suspense. Perhaps, it made sense in terms of building a bridge
between popular culture and more complex works of art. Plumbum just became
such an link.

However, in the second half of the 1980s, the main character, Plumbum
caused drastic disagreement among the audience. Some considered him a hero,
others - a scoundrel. Some saw him as a role model, others angrily exposed his
ignoble actions.

Film critics' opinions differentiated, too. For example, A.Romanenko
wrote: "Today the screen exposes the stereotypes of our thinking, explodes the
usual patterns and approaches to analysis. According to generally accepted
indicators, the hero of the film by V. Abdrashitov Plumbum — a teenager Ruska —
can quite claim the role of a hero. An excellent student, a public figure, an obedient
son. But if one correlates Ruska's world with universal moral values: mercy, love —
all his qualities begin to grow smaller and are seen as if in a different light. The
knowledge he has mastered is just information that cannot become the basis of
human culture, the relationship with parents is a ritual, the struggle against the
criminal world is a way to test one's self, a self-assertion. Everything is turned
inside out, the polarity is being reversed (Romanenko, 1989, p.44).

A.Gerber believed that Vadim Abdrashitov and Alexander Mindadze's
film does not reassure or cheer. Some people might even humble with its impartial
truth. She anticipated the irritation of the viewer, who is used to treating art as a
well-groomed cemetery in the summer months, where everything is quiet and
simple — "neither friends, nor enemies can be seen", as she puts it. However other
audiences will say that this is not our boy, not our criminals, not our problems, it's
disgusting, sick, pathological. The author argues that all of us, one way or another,
are contaminated with this sickness, and on the screen we see an open form, with
obvious symptoms. As a society, we have not yet thought about the destructive
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power of social activity, not backed by moral ideals, devoid of moral guidelines.
Abdrashitov and Mindadze have (Gerber, 1989, p.124).

This opinion was challenged by M. Kuznetsova: "I'm infinitely sorry for
the boy named Plumbum. I'm tormented by the question: is it right with an
unmercifully almighty author's will to load an incredibly heavy weight onto the
immature shoulders of a child? All the sad experience of disappointment in people,
piles of lies, which a person by the age of forty goes through... multiplied by talent,
impassivity of the film director about the most painful moral issues of our time and
the nearest past, - all this causes controversy, rejection and — worst of all —
misunderstanding. I'm afraid that the younger generation can perceive Plumbum as
an example to follow" (Kuznetsova, 1989, p.130).

S. Shumakov was even harsher in his assessment: "If the authors of
Plumbum set themselves the task of waking up the viewer, make him think about
the destructive power that the right words can be charged with, what threatens
society and people, especially the young, the principle that the goal always justifies
the means, — then the authors have achieved their goal. The film certainly hits the
mark. It is watched, it is argued about, it touches everyone, including those who do
not want to admit it. ... In essence, we are dealing with a trap, an intellectual
labyrinth, which it is very easy to get into, but it is almost impossible to get out of
it.

The parents' hypocrisy turns into a total imitation of life. Aspiration of
their son by any means to reunite the word and the deed turns this life into a
dangerous game. Both ways are bad. Where is the way out? The authors do not
know. This is not surprising. They faced one of the fundamental questions of our
history, culture, social life. ... The authors of the film Plumbum, or a Dangerous
Game pushed us into the sphere of speculative constructions and abandoned us
there. Get out, they say, as you want. We opened the box, showed it, spotlighted it,
and it's up to you to decide. But we can not decide, because there is no image of
the human soul in the film. We have no one to feel compassion for, so, there is
nothing for our morals. A cold, distant glance, that has no sympathy, kills all life in
the picture... And in the end the authors' become captives of their own game.
Ruslan Chutko shamelessly manipulates people. It's immoral. But, while proving
this to us, the filmmakers themselves did not notice the way they manipulated the
hero, lost their moral reference point and found themselves in Plumbum's
situation" (Shumakov, 1989, p. 131-134).

Two years later the theme of an unconventional personality of a school
pupil was presented by the director A. Eshpai in a more aesthetic perspective in his
film The Jester (1988). The main character Valentin is a nice guy, an honors pupil,
a son of a professor, a researcher specializing in Japan studies. Valentin's film
forerunners, who did not want to put up with the surrounding evil, tried to defeat it
with its own weapon (Plumbum), escaped into the world of rock music (7he
Burglar), furiously and hopelessly took revenge (The Blackmailer), or sarcastically
played a simple-hearted mask of a folklore Ivan the fool (Courier/ Messenger
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Boy). Valentin chooses a different form of confrontation and self-affirmation,
perhaps a more sophisticated one — his biting jests stick into a person's self-esteem.
Breaking the narration (based on the story of Y. Vyazemsky) about Valentin
Uspensky's life with the subtle vignettes of the chapters, Andrei Eshpai was in no
hurry to convict his hero with a guilty verdict. Valya is smart, charming, witty. His
"jesters" at first are completely harmless and even justified in their own way. Isn't
it fair to play a trick on a self-confident handsome teacher who humiliated a
student in love with her? Or to give a verbal injection to a shop assistant, whose
rudeness is truly boundless? Valya has a solid philosophical justification for his
jests. But, alas, his jests are becoming more and more aggressive. The game
gradually turns into a disease. Valya "creates a kind of a space of general
buffoonery around him, contempt for others, which is difficult to break out of"
(Khloplyankina, 1988, p. 14).

At first glance, it seems that the visual imagery of the film is too refined
for the genre of a quite dramatic comedy. Mists, greenish-pastel colors, luminosity
of interiors, unclear fading of bizarre dreams. However, it is surprisingly in
harmony with the image of the protagonist, with his low-key, but good manner of
dressing, with his outward invisibility, hiding an unshakable confidence in his
abilities and powers.

In fact, Valya has only one worthy opponent — a Maths teacher, an ironic
skeptic and a brilliant professional. He even resembles Valya in some ways —
independent in his judgments and actions, witty. He is the only person, who
Valya's tricks won't go down with. Only he can unravel the jester's philosophy. The
actor's charisma of I. Kostolevsky suited the role well. To the authors' credit, they
were not tempted to offer a trivial solution to the conflict in the form of re-
formation of the main character by a talented teacher. The question of Valentin's
future remains open.

Cinema of the reformation period reinforced the critical attitude towards
the teaching profession. One after another, miserable portraits of unhappy women
teachers, whose salary was 20-30 dollars per month, appeared on screen. Thus, the
drama Homo Novus (1990) featured high school pupils bullying their depressed,
gloomy teacher (I. Kupchenko). Moreover, they went as far as kidnapping her only
son...The film meticulously depicted details of the characters' boring, dark life. To
make the effect more powerful, the authors used black-and-white film, perhaps
feeling themselves as cold surgeons operating on a tumour.

School pupils from the drama Dear Elena Sergeevna (1988) displayed the
similar attitude to their naive teacher. To tell the truth, the story of an appalling
blackmail that students initiated to get better exam marks, was presented
unconvincingly in the film. Moreover, abstract, constructed image of an idealist
teacher deprived the screen character of life authenticity (Sumenov, 1989, p.15). It
was hardly believable that a teacher in her forties over all the years of her teaching
experience had not got to know her pupils. It was also doubtful that an impudent
son of a big boss, a straight "A" student, who was going to enter MGIMO
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university, decides on the criminal act: in real life he would find a safer and more
effective way to achieve his goal.

Images of male teachers in perestroika films were as well not positive. For
example, director V. Derbenev totally relied on the talent of I. Smoktunovsky in
the screen adaptation of V. Tendryakov's novel 60 Candles (the film had a gloomy
title Black Corridor, 1988). Smoktunovsky plays a history teacher recalling his far
from ideal career. But actor's efforts were not backed up by the script and
directing. Literally every shot is too straightforward and didactic. "No, you are not
a villain, you're worse, — his ex pupil tells the teacher. — 4 villain simply violates
the rules. But the one who sincerely believes that a white lie is necessary for the
humankind, that person makes his meanness a rule. You are not a villain, you are
an evil idea!"”

The teacher's image is absolutely low leveled in K. Muratova's film
Asthenia Syndrome, where the teacher Nikolai Alekseevich teaches an English
class as if in the desert, in a class where pupils are busy with what not, but not the
subject of the lesson. Dethroning of the teacher's image, that had started quite
harmlessly, since the rethinking of the theme in We'll Live Until Monday, reached
its logical end (Shipulina, 2010).

Against such a background, Perestroika films about school often featured
teachers' phrases like:

- What if they jump on your head? (Work on Mistakes);

- Oh my God, when will I finally retire and get rid of these criminals? (The
Doll);

- I don't know if there is a borderline that you (pupils) will not cross (Dear
Elena Sergeevna).

On the wave of easing censorship's bans during Perestroika, some
cinematographers thought that it was rather simple to make a film about school.
Their formula was: a new sensational play/ novel or a short story used as a scenario
basis, dialogues updated with sharp phrases from the current press (about the
commodity and food deficit, about the low standard of living of the working
people, etc.), and a popular actor invited to play the leading role. Alas, they often
forgot a "trifle", which, probably, would not even be worth mentioning if it did not
distinguish art from kitsch: artistry. But without it, any, the most beautiful slogans
remain just newspaper headlines. Without it the audience is going to see ridiculous
theatrics, falseness and overacting, only reinforcing the contrived scenarios.

Something of the sort happened to the drama On the Outskirts, Somewhere
in Town... (1988), which became anemic, deprived of the author's pain, sluggish
collection of cliché situations that were moving about from one "school film" to
another in the late 1980s. A tormented teenager associates with shadowy
personalities. A "progressive" teacher tries to pull the poor fellow out of the mess.
No doubt, such situations do happen. The idea of the film is humane. But the
attempt is in vain, since the cast is failing, the script is weak, as well, as director's
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work. Instead of sincerity and pain, a bad theater and a primitive chronicle reign
here ...

N.M. Zorkaya in her article published in the year of the release of another
revelatory film — Puppy (1988) wrote that this "picture is serious, bitter, and tough.
It makes one doubt if a praised "glasnost" really triumphed in our lives. In the
village where the action takes place, it is unlikely that it will ever triumph. A
sixteen-year-old boy, the film protagonist, pays the ultimate price for telling the
truth. Without sparing us, the spectators, adult people, the screen unveils the
mechanism of isolation and revenge, which throws out the one who dared to say
out loud what everyone knows but keeps silent about. This is the only fault of the
incautious truth-seeking school pupil, who is only supported by a very young
idealist teacher — too fragile support!" (Zorkaya, 1989, p. 14). In fact, we can agree
that in those episodes where the director gave way to improvisation, the story of a
truth-loving high-school student who decided to write an expository letter to the
central newspaper takes the breath of life. But these episodes, alas, are rare. A
surface-deep publicist scenario was composed, essentially, of the "seamy side"
stamps: drinking, orgies in a dormitory, corruption, fights, etc. Let's add here the
inexpressive acting. All this taken together negated the critical pathos of the film.

However, one should bear in mind that the cinematographic process is one
of the most inertial, from the script concept to its screen release, it often takes more
than one year. Hence it is clear that a considerable number of films that came out
during perestroika period, had been made according to the patterns of the previous
epoch (The White Horse is not My Grief, 1986; Hello, Gulnora Rakhimovna!,
1986; Leaf Fall in Summertime, 1986; Malyavkin and Company, 1986; A Very
Scary Story, 1986; Examination for the Headmaster, 1986; We Are Your Children,
1987, etc.).

Thus, in the comedy Malyavkin and the Company (1986), the pioneers are
delighted with a personal computer, they search for a missing dog, collect paper for
recycling, save a drowning man, and in the finale perform a heartfelt song "Sing,
my youth". In the drama We Are Your Children (1987), students of the vocational
school eagerly go to work in a rural cowshed. And Examination for the
Headmaster (1986) was just about the only feature film that directly responded
positively to the school reform of 1984: the main character of this picture is a
young teacher who came to a rural school charged to be a true proponent of
pedagogical progress.

Among such late comings was a semi-detective melodrama 4 Slap in the
Face, That Never Happened (1987).

A seventeen-year-old boy, contrary to the title of the picture, gives a
sonorous slap to his former classmate (a girl), who, out of jealousy, gave a teacher
a "compromising document" — a photo of a timid kiss of two high-school students.
The boy in the picture was the one she was in love with, the girl was her more
successful rival. As a result, the young headmaster calls the police, insists that a

75



criminal case must be initiated against the boy, and the innocent photo is declared
nothing less than pornography.

Is it possible to imagine such behavior of a teacher in a Soviet school?
Certainly. For example, in a school in 1937 or 1947. Back then, in fact, because of
tenth graders' kiss, at times, urgent Komsomol meetings were convened, or
politically incorrect school paper article could result in much serious sanctions.

However, the action of the film A4 Slap in the Face, That Never Happened
takes place in the second half of the 1980s, when both school and schoolchildren
had very different problems. When cases of intimate relations between high school
students did not seem sensational, because the problems of drug abuse and other
substance abuse were on the agenda. Compared to this, the sterile world of the film
seemed archaic and false at that time. Moreover, the actor's pinch (in gestures,
facial expressions, intonations), noticeable literally in every episode, plus the
negligence of visual techniques, the banality of mise-en-scéne and montage.

Perhaps, to a lesser extent, but also rather archaic was Work on Mistakes
(1988), based on the story of Y. Polyakov. The film was about a young journalist
and a teacher of the Russian language and literature who was looking for a
manuscript of a writer repressed in 1937. He got a difficult class of students that
was led by an irresistible and spoiled "A" pupil, the daughter of a big boss. Maiden
love, rivalry, search of a case with the manuscript, stolen from the teacher, a
seduction scene, - all this makes the audience involved, although one can feel some
things stretched or artificial. For example, why does this versatile group easily
become helpful pathfinders searching for a novel that disappeared in the 1937
when the author was arrested? Why does the teacher easily give up, capitulate,
throwing his case into the fire? (Zorkaya, 1989, p. 15).

It should be noted that Work on Mistakes was not the only film plot that
the politics directly entered. Politically, The Whistler (1988) concept was quite
sharp, as the beginning of the film featured the scene of the recruitment of a first-
year student by a KGB officer. However, later the authors, as if frightened of their
"perestroika" courage, changed the situation: the recruiter was not a real agent, but
the rector's son. But the leader of the underground circle of students was presented
as an ideological fighter against the authorities and organizer of student protests.

An individual place in the "school series" of perestroika period is occupied
by few films, the action of which took place in the 1920s and 1930s. On the one
hand, we have to admit that the author of the brilliant film about teachers and
schoolchildren of the 1920s The Republic of ShKID (1966), G. Poloka was not
able, as they say, to set foot in the same river twice. Our Calling (1981), as well as
I am the Leader of the Outpost (1986) were a pale shadow of his ShKID story. On
the other hand, a notable event in the second half of the 1980s was the screen
adaptation of the novel Tomorrow Was the War by Boris Vasilyev (1987), which
first touched upon the theme of Stalin's repressions of the 1930s in the context of
school theme. In this drama, young high school students come across
manifestations of human betrayal, deception, hypocrisy (which at the state level
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has already led to the planting of a system of denunciations, arrests and quick
massacre (Kudryavtsev, 2006).

The perestroika period films (1986-1991) on the school/university topic.

Features of the historical period when media texts were created, market
conditions that contributed to the idea, the process of creating media texts, the
degree of influence of that time on media texts

The timeframe for the historical period has been defined conditionally since
1986 (the beginning of the "perestroika" processes after Mikhail Gorbachev's
coming to power) up to 1991 (when the Soviet Union was liquidated by
proclaiming the independence of the former Soviet republics).

The main characteristics of this historical period:

- the proclamation of M.S. Gorbachev's policy of "restructuring and
glasnost", pluralism, democratization and improving socialism (including holding
free elections with alternative candidates);

- the official condemnation of the communist regime's crimes and the
rehabilitation of about a million of innocently convicted, and dissidents;

- the gradual abandonment of ideological struggle and the withdrawal of
troops from Afghanistan, the proclamation of a disarmament policy;

- a course towards the gradual abolition of censorship bans and the free
exchange of specialists and ideas with the West;

- a new "perestroika" impulse to continue the exploitation of the official
doctrine of the established common community of the Soviet people and the
absence of class, ethnic, national, racial problems in the USSR; the possibility of
peaceful coexistence of socialist and capitalist systems (against the background of
improving political relations with the U.S. and western European countries);

- an attempt to open the way for private cooperation, i.e. to partially revive
the trends of the Soviet "new economic policy" of the 1920s;

- economic (largely due to a steep drop in oil prices) and the ideological
crisis that eventually led to an attempt at a conservative coup d'etat in the summer
of 1991;

- the disintegration of the Soviet Union in late 1991;

Table 3. Key dates and events in the USSR and worldwide in perestroika
period (1986-1991): politics, economics, education, culture (compiled by A.

Fedorov)
Year Key dates and events in the USSR and worldwide in perestroika period (1986-1991): politics, economics,
culture
1986 XXVII Congress of the CPSU: February 25 - March 6.

Accident at the Chernobyl nuclear power plant: April 26.

V Congress of USSR Cinematographers: a film director E.G. Klimov was elected the chairman of the
USSR Cinematographers Union: May.

Resolution of the CPSU Central Committee. "On disadvantages of buying and distributing foreign films":
June 4.

The threefold drop in world oil prices (from $29 to $10 per barrel), which sharply intensified the
economic crisis in the USSR: June.
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The announcement of M.Gorbachev that "perestroika" has begun: June.

French President F. Mitterrand visits the USSR: July 7-10.

M.S. Gorbachev and R. Reagan meet in Reykjavik: October 11-12.

Opening of the Conference on Security and Cooperation in Europe in Vienna: 4 November.

The return to Moscow of the nuclear physicist and activist for human rights and peace A.D. Sakharov
from a 7 year exile: December 23.

1987

M. Thatcher's visit to the USSR: March 28-April 1.

The abolition of most western radio stations' jamming on the USSR territory: May 23.

The unauthorized flight of the German amateur pilot M. Rust from Hamburg (via Helsinki) to Moscow
(illegal landing on the Red Square): May 27.

The 70th anniversary of Soviet power: November 7.

Mikhail Gorbachev's visit to Washington. The signing of the treaty on the elimination of medium-range
nuclear missiles: December 1-10.

M. Gorbachev was declared Person of the Year by Time.

Low world prices for oil, contributing to a further decline in the economy of the USSR and the standard
of living of its population.

1988

The beginning of the withdrawal of Soviet troops from Afghanistan: May 15.

M. Gorbachev and R. Reagan meet in Moscow: May 29 - June 2.

Chancellor of Germany H. Kohl visits the USSR: October 24-27.

French President F. Mitterrand visits the USSR: November 25-26.

The abolition of jamming the radio station "Free Europe" on Soviet territory: November 30.

Visit of M.S. Gorbachev in New York (UN). His statement on the reduction of the Soviet armed forces
and the beginning of the withdrawal of Soviet troops from Eastern Europe: December 6-8.

Low world prices for oil, contributing to a further decline in the economy of the USSR and the living
standards of its population and to the rising desire of some citizens to (now authorized) emigrate.

1989

The end of the withdrawal of Soviet troops from Afghanistan: February 15.

George Bush Sr. becomes the US President.

Numerous meetings of M. Gorbachev with world leaders (including US President George W. Bush) and
his statement on further disarmament.

The literary magazine "New World" was the first one in the USSR to publish a book by A.I. Solzhenitsyn
"The Gulag Archipelago": July.

The 70th anniversary of Soviet cinema: August 27.

The fall of the Berlin Wall begins: November 9.

The overthrow of T. Zhivkov's regime in Bulgaria: November 10.

The victory of the Velvet Revolution in Czechoslovakia: November 24.

The victory of the anti-communist opposition in the elections in Hungary: November 26.

The victory of anti-communist forces in Romania: December.

A.D. Sakharov's death: December 14.

Further decline in the economy of the USSR and the living standards of its population, and the growth of
emigration.

1990

Consent of the USSR to the unification of Germany: January 30.
XXVIII Congress of the CPSU: July 2-13.

The USSR gives consent for united Germany to join NATO: July 14-16.
Numerous meetings of M. Gorbachev with western countries leaders.
Mikhail Gorbachev is awarded the Nobel Peace Prize.

1991

The war in Kuwait between the US and Iraq: January 16-19.

World oil prices remain low, which leads to a further decline in the economy of the USSR and the living
standards of its population.

the Warsaw Treaty after 36 years of military alliance of Central and Eastern Europe states with the USSR
disestablished: July 1.

The attempt of a coup d'état, organized by the conservative part of the leadership of the USSR: August
19-21.

The actual disintegration of the USSR: December 8.

Voluntary resignation of Mikhail Gorbachev from the post of the President of the USSR, transfer of
power to Boris Yeltsin: December 25.

Official disintegration of the USSR: December 26.
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How the knowledge of real historical events of a particular period helps to
understand the given media texts, examples of historical references in these media
texts.

Soviet audiovisual texts of 1986-1991 on the school and university,
according to the authorities, were supposed to support the main lines of the then
state policy in the educational and socio-cultural spheres, that is, to show that the
Soviet system of education, upbringing and culture, while maintaining common
ideological guidelines:

- has some challenging issues in education and upbringing, but is being reformed
and is capable of changing for the better;

- the teacher-pupils relation continues to be democratic, to some extent creative.
However, these tendencies were characteristic mainly of the initial stage of
"perestroika".

At the final stage of perestroika, the absence of state censorship and
ideological vacuum resulted in filmmakers' focusing on the acute painful issues of
school / university and society.

Social, cultural, ideological, and religious context

Ideology, directions, goals, objectives, world outlook, the concepts of the
media texts' authors in the socio-cultural context; ideology, culture of the world,
depicted in media texts.

In the perestroika era, the communist ideology in the USSR continued to
dominate (although it was gradually criticized by the opposition), but the film
industry was under less censorship, than in the past, so school and university
themes in Soviet cinema very quickly entered previously forbidden plot territories.

The world outlook of the characters of the "school world" depicted in
media texts

The world view of the characters was increasingly losing its optimism,
some films contained shockingly graphic scenes. Films based on the normal Soviet
hierarchy of wvalues (communist ideology, collectivism, diligence, honesty,
willingness to help people in need) became history. More and more often the
screen was reflecting life realia. For example, the films Avaria - a cop's daughter
(1989), Government Facility (1989) and Made in the USSR (1990), were factually
based on cases of soulless bureaucracy, lies, violence, substance abuse and other
vices of society including school.

Structure and narrative techniques in these media texts

Schematically, the structure, plot, representativeness, ethics, features of
genre modification, iconography, character characters of audiovisual media texts
on school and university topic in the perestroika period can be presented as
follows:

- the location and time period in media texts. The main location in films is
school classes and corridors, schoolyards and flats; the plot is set mostly (if it's not
a retro) at the time when the film is made.
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- the environment typical for these media texts, household items: the
furnishings and household items of school films are still modest, however oftener
than before wealthy apartments are shown (Come What May, 1986; Temptation,
1987; Work on Mistakes, 1988; The Whistler, 1988; Darling Ap, 1991, etc.);

- genre modifications of school and university subjects: predominantly —
drama; filmmakers in the second half of the 1980s, seemingly, decided that a
comedy genre was absolutely inappropriate in the hard, incriminating "perestroika
film flow";

- narrative techniques, narrative bias: positive characters are rarely
idealized, and negative ones tend to be presented ambiguously too;

Typology of characters:

- characters' age: the age of schoolchildren is in the range of 7-17 years,
however, teenage characters are most common; the age of other characters
(teachers, parents, grandparents, etc.) varies, but adults but adults under 60 prevail;

- education level: corresponding school year for students, teachers
presumably have a university degree, supporting characters can have any level of
education;

- social status, profession: the financial situation of students is basically
the same (although the material inequality of individual characters began to be
clearly indicated), they can be either from the families of workers and farmers, or
from the intelligentsia. The parents' jobs are diverse.

- characters' marital status: school students, naturally, are not married;
adult characters are mostly married, however, single teachers also appear on the
screen (resulting in plot twists connected with the love relationships of teachers
and students);

- appearance, clothing, physique of characters, features of their
characters, vocabulary: the appearance of the characters of school children and
students in the films of the perestroika period is within the framework of the
canons of the student's image of that time, which was by far more free than in the
1970s.

Students: a shot from the movie 4 Slap in the Face, That Never Happened (1987)

Schoolchildren in the films 1986—1991, unlike the "thaw" and "stagnation"
periods, have a rather pragmatic life vision, related to material prosperity, or, on
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the contrary, are in deep depression. Screen teachers often put up with the idea that
it is impossible to reform a "bad" student. Perestroika period teachers are even
more melancholic than in the films of stagnation period. The professional distance
between them and the students becomes even more fragile (that is vividly
illustrated in such films as Come What May, 1986; Temptation, 1987; Work on
Mistakes, 1988; The Doll, 1988; Dear Elena Sergeevna, 1988; Avaria- a cop's
daughter, 1989; Homo Novus, 1990). Like in films during stagnation period, some
screen faculty wear rather casual clothes.

Young teacher: a shot from the movie 7he Doll (1988)

A significant change in the life of media characters and the challenge that
the characters face (a violation of the usual life):

Option 1: among the next-door characters, schoolchildren who live a
normal life, are those who for some reason do not fit into the standard framework
of interpersonal communication and learning process, that is:

- the behave abnormally, sometimes steal (Come What May, 1986;
Haunted House, 1987; Blackmailer, 1987; The Doll, 1988; The Whistler, 1988;
Avaria -a cop's daughter, 1989; Government Facility, 1989; Made in the USSR,
1990, etc.);

- try to dominate, subjugate their classmates and/or teachers, acting
sometimes violently (Plumbum of the Dangerous Game, 1986; Haunted House,
1987; Work on Mistakes, 1988; The Doll, 1988; Dear Elena Sergeevna, 1988;
Government Facility, 1989, It Happened by the Sea, 1989, Homo Novus, 1990,
The Window, 1991);

- stand out among classmates (in a good way or in a bad way) so conflict
with the rest of the class and / or teachers (Come What May, 1986; Plumbum of the
Dangerous Game, 1986; Work on Mistakes, 1988; The Doll, 1988; Dear Elena
Sergeevna, 1988; Puppy, 1988; The Jester, 1988, Dear Ap, 1991, etc.),

- fall in love (Come What May, 1986; The Slap in the Face that Never
Happened, 1987; Temptation, 1987; Work on Mistakes, 1988; Dear Ap, 1991, etc.).

Option 2: there are extraordinary teachers among faculty - those who also
do not fit into the standard school framework, that is, they try to:

81



- resist the outdated and / or, from their point of view, incorrect methods of
the school principal and / or teaching staff and collide with him / them (White
Horse is not My Grief, 1986; Examination for the Headmaster, 1986, etc.);

- establish trust-based relations with the students, no matter how difficult it
may be (Hello, Gulnama Rahimovna!, 1986; Leaf Fall in Summertime, 1986;
Examination for the Headmaster, 1986; We are Your Children, 1987; The Doll,
1988; Work on Mistakes, 1988; Accomplice, 1990, etc.).

Solving the problem:

Option 1 (student-centered):

"odd ones out" school students keep their belief, because they do not comply to
educational/parental influence (Come What May, 1986; Plumbum or the
Dangerous Game, 1986; Work on Mistakes, 1988; The Doll, 1988; Dear Elena
Sergeevna, 1988; Avaria- a cop's daughter, 1989; Dear Ap, 1991);

Option 2 (teachers-centered):

- unconventional teachers triumph (Hello, Gulnama Rahimovna!, 1986;
Leaf Fall in Summertime, 1986; We are Your Children, 1987), lose (Slap in the
Face that Never Happened, 1987; Temptation, 1987; Work on Mistakes, 1988;
Dear Elena Sergeevna, 1988; Avaria- a cop's daughter, 1989; Asthenia Syndrome,
1989, etc.) or (as in The Doll, 1988) the result of their relations with students
becomes ambiguous...

We agree with N. Sumenov: a lot of films about school and the youth were
limited only to ascertaining acute problems, hence the straightforwardness of
oppositions arose: often young film authors held elder generations responsible for
the troubles of the young, and older film creators blamed the youth (Sumenov,
1989, p. 53).

Conclusions. Summing up, the films of "perestroika" period (1986-1991)
on the school-university theme showed that:

- the education / upbringing process has lost its previous strict storylines,
in many respects has lost its communist landmarks;

- school and university have acute problem areas (crisis, disappointment
and fatigue, professional "burning out" of teachers, stagnation, hypocrisy, lies,
bureaucracy and authoritarianism, pragmatic cynicism of students, teenage cruelty,
underage sexual activity, etc.);

- the activity of a student / student again became more directed toward the
outside world than to the inner world;

- appropriate distance in the teacher-student relationship has become more
fragile (familiarity, sexual relation, or its provocation); in the films Work on
Mistakes (1988) and Asthenic Syndrome (1989), male teachers even fight with high
school students in class or in the school corridor;

- the prestige of the pedagogical profession in the eyes of students and the
public has fallen even lower; in accordance with the real state of affairs, female
teachers' images (often lonely, unsettled) came to the forefront;
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- the main conflicts of plots were built on the opposition of non-ordinary
teachers and students with stagnation, bureaucracy, mediocre bosses / colleagues /
peers.

Actually, one can probably assume that the exposing "black series" of the
perestroika cinema (where the youth theme was one of the most prominent ones)
served a kind of "mobilizing purpose", only at the time it was not the orientation of
"Soviet power elites in the renewal of the tools which they embodied the
communist project with" (Belyaeva, Mikhailin, 2015, p. 551). Conversely, a
Western-oriented part of the Soviet ruling elite used "uncensored" cinematography
as one of the levers for the gradual liquidation of socialism (Razzakov, 2013, p.
404-405). On the other hand, it is possible not to attach special importance to this
"conspiracy" assumption, believing that Soviet cinematographers spontaneously
walked in the wake of political and socio-cultural changes of the "perestroika" era.
After all, we should not forget that by the end of the 1980s a paradoxical situation
arose in the USSR when the state continued to finance film production, but in the
actual absence of censorship, filmmakers could produce all that they wanted,
practically ignoring the opinion of the leading bodies of the CPSU and the
government.
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6. Russian films about school and university (1992-2017) *

We agree that "only the most inconsiderate, uninviting and conservative
Russian viewer can now state that in our country there is no children's and teenage
cinema. A revolution has been taking place on this front for a long time, both bold
debutants and venerable pros work here, large budgets are purposefully allocated
for this purpose, and the popularity of any finished products among its audience
acquires" (Ukhov, 2017). It's another matter, what is the quality of this film /
television product on the school and university topic, and what are the trends in it.

Deprived of the ideological and moral guidelines of the socialist era, Russian
films on the school and university theme, taken after the collapse of the USSR,
underwent a number of quantitative and genre transformations:

- after the dramatic rise in the number of such tapes during the perestroika
period in the Russian "low-picture era" of the 1990s, there was an equally sharp
decline, provoked by the almost total displacement of domestic products from
cinemas by Western films and the difficult economic situation in the country that
caused a reduction in film production in general;

- in the 21st century, along with the revival of the Russian film production, a
kind of reformatting of the tapes about the school and university from the
cinematic to the television show happened: modern multiplexes began to focus on
spectacular action movies and full-length animated pictures (shot mostly in 3D), so
the producers preferred to switch stories about schoolchildren , students and
teachers on the television audience;

- the dominant of the dramatic genre, customary for the cinema of the Soviet
school and university, replaced the realm of comedy in the 21st century (mostly
"long-running" series).

There have also been changes in the casting: if in the Soviet times the roles
of schoolchildren was basically performed by the schoolchildren themselves
(Welcome, or No entry, By the windows go trains, Call, open the door,
Transitional age, The woodpecker’s head doesn’t hurt, Scarecrow, etc.), then in
the Russian TV series of the XXI century almost became the norm, when
professional actors from twenty to thirty years play the roles of schoolchildren.
Apparently, producers and directors believe that 1) many months (and many serials
are shot for several years) shooting with a tough, exhausting work schedule is too
much for real schoolchildren; 2) in connection with the rather slippery plot
situations of a sexual and lexical nature, laid down in the script of modern films
about the school, try to hedge, in order to avoid accusations of "corrupting" the
under-age performers on the set.

* this chapter was written with the participation of E. Huston
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Comedy

Of the seven Russian films about the school and university, filmed in the
1990s, three relate to the comedy genre. And the short films of S. Bagirov Equality
(1993) and Rypkin’s Love (1993), rather, resembled the good old Patchwork,
however, with grotesquely negative images of teachers (especially vulgar and
insignificant in Rypkin's Love). But the series ABCD Ltd (1992-1994) already
affected the capitalist tendencies, which replaced the "developed socialism".
Perhaps it was a kind of reaction to gloomy perestroika films, where boarding
school life often resembled a prison ... It should also be noted that the post-Soviet
issues of Patchwork also quickly mastered the attributes of the bourgeois world,
turning in one of the issues an English teacher into ... a stripper .

The comedy continued to be the main genre of Russian cinema about the
school and university theme and in the 21st century: of the 86 films on this subject,
35 were shot in a comedic manner.

It all began with a simple situational comedy Dormitory (2001), built
according to American standards, which became a sketch for the comedies about
student life that followed: Theater Academy (2002), Merry Company (2003),
Students (2005), Touched (2005), Students-2 (2006), Students International
(2006), Univer (2008-2011), Univer: Open Doors" (2013), "Univer: New
Dormitory (2011-2016), Philological Faculty (2017). By the way, never before the
student topics did occupy such a prominent place in the Soviet and Russian cinema
/ television repertoire. By rejecting the gloomy interpretations of the educational
process that prevailed in perestroika years, Russian TV series competed with each
other in terms of sexually and funny scenes, mockery of teachers' corruption and
general old-age mockery. For example, in the Touched (2005) student jokingly at
first imitated his "self-immolation", and then with the same enchanting success
engaged in fake urination in front of a shocked university professor.

All these student comedy series are built in the spirit of the well-known to
everybody phrase "from session to session the students live cheerfully": the
university itself is given a minimum of screen time, but in detail and with
enthusiasm it is told about student rallies, parties, love adventures and other
amusements.

Naturally, among the entertaining students there must be a certain
"botanist", that is, contrary to the story, a student immersed in studies, whom his
friends (neighbours in the dormitory) are trying to convert into their hedonistic
faith. Likewise, images of female students are arranged: among the smart and
flirtatious intriguing beauties (one of which is a stereotypically stupid blonde),
there often appears the figure of an honest and modest girl ("blue stocking", "gray
mouse"). Sometimes (for example, in Students International) on the screen appear
students-foreigners (from Africa, China, etc.). Teachers in such serials are given a
secondary role of retrogrades, bribe-takers / schemers or objects of love of cute
female students. Humour in these films, as a rule, unpretentious and flat, and
vocabulary every year becomes more coarser and vulgar. The music in these series
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is often associated with a specific year of release of the series on the screen, since
it includes hits of fashionable pop bands during the relevant time period. In order
not to contact young and inexperienced debutants, the creators of serials often
invite to the role of students actors (especially men) older than thirty years. Artistic
bar of this kind of works, as a rule, is lowered already at the level of design, after
all it is not about "piece goods" intended for cinemas and / or festivals, but about
daily displays of multi-series television production.

Many serials on the topic of school and university are free adaptation or
direct versions of foreign television production. For example, one can notice
similarity of the concept Philological Faculty (2017) with the American Big Bang
Theory: the authors "copy and bring to maximalist extremes both storylines and
characters and the output is extremely exaggerated Big Bang Theory. The creators
are well aware and similarities ... , therefore already in the pilot series they protect
themselves from all attacks by a single phrase from those of Philology Faculty:
"This all reminds me of the Big Bang Theory." However, the recognition of
plagiarism is far from a reason to forgive him "(Golubev, 2017).We completely
agree with the fact that "from the same Univer of the sample of the first season,
Philological Faculty if different, then purely cosmetic. Yes, the scenery is no
longer three cardboard walls, yes, the picture is richer and, yes, the soundtrack is
more fashionable, but in general the circuits of the series are similar — and Lena ...
not too far away from Allochka "Pipets" from Univer. Guys without a special
fantasy, but effectively disintegrated according to archetypes: one is a self-assured
"Kazanova" — a failure, the second does not get out of online games and in our
reality is oriented with variable success, the third is a typical "main character", that
is, neither meat, nor fish" (Khokhlov, 2017). Against this background, are shown
in bold strokes played ironic swearing person (taboo language in Philological
Faculty , is however, bleeped out) Prof. Gudkov and his ex-wife, who is also a
educator in this university.

D. Golubev reasonably concludes that "Russian television in development
has been stalled for some time — the viewer is not trying to lure something new
and unusual, he is being fed again and again exactly what is being hijacked, and no
matter with which grimace these products are absorbed ... Philological Faculty
just serves as a confirmation of this opinion: the TV channel simply rolled out to us
a slightly modernized, rejuvenated and changed version of the Univer (Golubev,
2017).

Comedy on a student theme, shot for cinemas, were made, of course, a bit
more quality television series. So Freshman (2002) tells the story of bored student
flirting with masturbating at night assistant professor, not wanting to put her top
three in the exam...

In any case, all these comedies are unlikely to target intellectual students
and an educated adult audience. Rather, their authors want to make them laugh at
schoolchildren (from those who have not fully gone online) and the older audience,
but with a low threshold of media inquiries...
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Comedy (mainly — also television) about the school life was also a lot: a
series of anecdotes about the ten-year mischief (Vovochka, 2000-2004),
unpretentious stories about high school students (Lessons for Security of Life,
2000-2005; Potapov, to the board!, 2007), diligently imitating not the best Soviet
films of the Soviet Children's and Youth Films Studio.

Not any higher in terms of artistic quality, in our opinion, turned out to be
built according to the standards of American sitcoms for children Fun during the
break (2007-2008) —33 series of 5 minutes. Rating success with the audience was
Ranetki (2008-2010) — a simple musical comedy about high school students
performing in a rock band.

How did these comedies try to make the audience laugh? Here are two
typical examples. The series Lessons for Security of Life (2000-2005) shows a
lesson in biology on "Fertilization". Schoolgirls first perceive this material with
embarrassment, but after a conversation with a psychologist they dress in
miniskirts, do their make-up and with dashing coquetry brilliantly answer the
lesson, this time embarrassing the shy teacher ... In the dramatic comedy School
No. 1 (2007) the problem of mutual relations comes to the fore with high school
students from rich and ordinary families, true, with an emphasis on parties,
shopping, sex, etc. Senior students, as is customary in most Russian TV series of
the XXI century, were played by actors aged 21 to 30 years, which also did not add
credibility to the plot.

The film by V. Menshov The Practical Joke (1976) was watched in the first
year of the rent by 34 million viewers. However, his remake of the same name,
made for television in 2008, did not receive a special resonance, perhaps because
of the fact that in 1976 Menshov's schoolchildren "answered ethical questions with
varying degrees of complexity and timelessness (is it permissible for the sake of
general goals to sacrifice the principles? and should the students earn by playing a
game at weddings?) and generally decide how to live on. In Kudinenko’s in 2008

.. in general, nothing is decided." (Lyashchenko, 2008). Money, sex, domination
in one's peer circle ... In the The Practical Joke (2008) "the girls painted in gloss
and the hanging out guys do not cause the slightest feeling that they need
something more from life" (Derenkovskaya, 2008).

Perhaps the most dashing Russian comedy from school life was the series
Physical Education Teacher (2014-2017), where D. Nagiyev with a cynical foul
played a bandit dismissed by the "underworld boss" named Foma, who tries to
enter the confidence of the boss's child in the guise of a physical education teacher
with his help to return to the "business".

Of course, Physical Education Teacher is "a fairly standard by the form of a
through net. ... a large part of it is based on references to Western comedies — to
Freaks and Nuts, to Bachelor Party in Vegas, to Rock School and so on" (Sobolev,
2014) and, by and large, is an inverted plot of the legendary comedy Gentlemen of
Fortune (1971), where, the director of a kindergarten by the will of fate is
compelled to pretend to be a bandit...
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Foma on the screen is natural bull "straight from the 1990's, communicating
exclusively in "thieves’ slang" and used to solve problems by breaking doors and
breaking skulls. This is witty, funny and accurate already in itself, but Nagiyev
goes further and gradually turns a funny caricature into a voluminous portrait of a
difficult and certainly charming man. The way Foma is extinguished, faced with
the problems of children, with the need to seek a common language with a girl who
intellectually looks down on him, and generally with life outside the "big
business", is played really brilliantly - in semitones, supposedly random sights,
nervous grins" (Khokhlov, 2014).

However, the ardent supporters of this series go even further, arguing that
"from something as crude as the material on which Physical Education Teacher is
based, there has never grown something so native to all, without exception, the
inhabitants of one eighth of the land. ... Physical Education Teacher is not just a
native thing, but also beyond incredible cleverness, subtle, fascinating and
sincerely touching the soul. A classic two-sided novel of upbringing, in which
those who according to all the usual laws of the genre had to be re-educated,
eventually become re-educated not completely, but remain hostages
simultaneously of their own stupidity and hopeless domestic problems"(Sobolev,
2014).

On the other hand, the situation in itself, when an arrogant bandit, who by
fate has become a school teacher by fake documents, becomes a positive character
against the background of "sucker" teachers and their corrupt district headmistress,
is, in our view, a rather sad phenomenon, although symptomatic for modern
Russian television, in the pursuit of ratings for a quarter of a century, fond of
stories about bandits, thieves and other evil spirits...

To some extent, we can also say that the authors of Physical Education
Teacher learned well the lessons of the cheeky comedy Bitter! (2013). A. Dolin
believes that the film Bitter! (2013) "opened some secret door in the minds of the
public, legalizing the most shameful — and at the same time having allowed to
laugh at it or be proud of it, depending on someone’s tastes. Achieving such a level
of frankness and screen truth in combination with the reckless humour has shocked
many. Bitter! in a purely Russian spirit, combined touching with the disgusting,
and terrible — with the most native. He also patented the genre of the "holiday
film", a ritual action where the plot recedes in front of the pure alcoholic euphoria
of unity — the transformation of a number of frustrated individuals into a
community, which with some caution can even be called people"(Dolin, 2014).

And here is the comedy Graduation Party (2014), where eighteen-year-old
schoolchildren are played by actors who are already over twenty, went even
further: thanks to the recklessness of the plot about the graduation party in the
provincial school, "sterile New Russian comedies with their obsessive "kindness"
they lost their innocence ... Well, humour cannot and should not be extremely kind.
... With sexual content — the lack of it was always the weak point of the generally
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powerful Soviet cinema tradition about high school students — in Graduation Party
everything is all right"(Dolin, 2014).

On May 5, 2014, amendments and additions were introduced to Federal Law
No. 53 of the Russian Federation "On the State Language of the Russian
Federation" (dated June 1, 2005). (Changes ..., 2014), according to which, from
July 1, 2014, the film "containing obscene language" ceased to be issued a rental
certificate, and when television showed films of past post-Soviet decades
containing obscene language, such words started to "bleep out". The comedy
Graduation was released on October 9, 2014 and became one of the first Russian
films, which took into account the changes in the legislation of May 5, 2014:
despite all the general rudeness of the lexicon in the film, there is not one real
swear word. As a result, it turned out to be an "easy movie, with a terrible force
lacquering reality. Of course, real high school students with their brains boiling
from hormones and burst outs, one must think who mostly swear and live inside
their rather tough showdowns. But this is not the School of Valeria Gai Germanika,
it is a film of the kings of TNT, a channel not scandalous (as it seems to the elderly
and fierce zealots of morality), but simply serving the petty bourgeoisie to laugh at
it" (Korsakov, 2014).

Of course, "the sophisticated viewer will see in the film" ears "of various
films — here is the unforgettable Soviet classics You never dreamed (its authors in
Graduation Party quoted right up to the jump in the window!), And the Hollywood
comedy / can not wait (From which a trio of juvenile rappers with Seth Grin at the
head is borrowed), and a little John Hughes (the final phrase of the protagonist
Demian is distinctly given by Bender from the Breakfast Club), and, of course, the
Project X with the school's rampant get-togethers. It is interesting that these things
are not perceived as impudent borrowing, but rather give an additional charge of
positivism because of the joy of recognition"(Khokhlov, 2014).

For all that, the opinions of the critics about Graduation were polarized.
Some thought that "the eternal theme of doublethink and hypocrisy with which
adolescents enter into a spontaneous conflict in the Graduation Party was solved
extremely successfully (Dolin, 2014), but "in the dialogues there are a lot of good
jokes ... in general Graduation is a head above all that we shot in the genre of
youth comedy over the past twenty years — and, most of all, despite the tough age
rating, it remains a film quite "right" and useful for young people. Yes, in the finals
high school students will arrange a rowdy, but this is the most strained part of the
film. Because Generally Graduation Party is not exactly about this, but about
responsibility, about entering into adulthood, about how to find a common
language with those who cannot be understood as it seems. And about that
childhood passes, but remains with us forever" (Khokhlov, 2014). Others were sure
that this is "an ideal picture for people who do not like to think about cinema. After
viewing the head is clean, clear and does not contain a single question to the
creators or the surrounding reality. ... Wherever it was possible to bend the stick,
the creators of the Graduation Party bent it. Yes, in schools, what does not happen
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only, and graduation parties are celebrated with modern 11-grades in a way that
many of us did not dream about, but you do not need to paint them all with the
same brush. ... One can feel for a mile that Graduation Party is the desire to earn
as quickly as possible on a gullible spectator. ... A clumsy comedy about 11-
graders, full of platitudes and clichés"(Loshakova, 2014).

No doubt, Graduation Party is filled with stereotypes in the spirit of
Univer, but there are newfangled (for Russian cinema, of course) politically correct
trends. For example, one of the graduates to get away from a trip to study in
Holland, admits (deceitfully) to his father in his unconventional sexual orientation
... And the father responds in the same manner.

However, for all its frivolity Graduation Party, in our opinion, is far from
audiovisual ease of the comedy series After School (2012). Judging by the name of
this film, its authors "with their intellectual fiction and irony, modern speech, love
for pop and genre games, were to stylistically oppose Germanika (the director of
the acclaimed series School, 2010 — authors), exploiting documentary style and
life-likelihood. ... Of course, the series is primarily addressed to young people: for
them there are music, clips, dialogues, jokes, sports, constant connection of the
story with social networks and videos on YouTube. But still the film is for families.
For a simple reason: the parents of heroes are 35-40 years old, for them it is all the
same integral part of life" (Lubarskaya, 2012).

From the very first shots the series After school carries with its intricate
clip-type visual series, stop frames, solarization, styling under TV interview,
parody, funny letters of the character-schoolboy to the actor and director Nikita
Mikhalkov, the atmosphere of an endless carnival. It is clearly seen that although
"the authors have studied not only the range of interests of Russian high school
students, but also the recipes for the success of American consumer goods"
(Bednov, 2012), the theme touched by the series is not at all empty — "this is the
place of man under the sun, regardless of age, and his mentality, and the
relationship of husband-wife-child, and the creation of idols, and friendship is not
friendship, and even the eternal dilemma of "being or seeming" (Kuzmina, 2012, p.
5).

Is it shown (in orientation to the audience of "hipsters"?) On the first
channel at midnight, the series After school caused the expected polemic in the
press (Bednov, 2012; Kuzmina, 2012; Lisitsyna, 2012; Lyubarskaya, 2012;
Narinskaya, 2012, etc.), but because of its original "elitism" did not cause such an
outbreak of spectator passions as V. Gai-Germanika's School.

In the second half of the tenth years of the 21st century, another
characteristic tendency of the comic genre on the school theme was clearly
identified: stylization for the best examples of Soviet cinema about children and
adolescents of the 1960s and 1970s.

So A. Karpilovsky made a trilogy called Private Pioneers’ (2012-2017),
initiated by the stories written in post-Soviet times by M. Seslavinsky. However,
this "is not a parody, no banter, and certainly not agitation. It's just a memory of
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something very naive and very light" (Alenushkina, 2013). The first two films of
the trilogy take place in the Soviet province of the second half of the 1970s. Unlike
the "film standards" of the XXI century, the role of schoolchildren here played real
schoolchildren, not cinema faculty students. Brilliantly chosen by the director, the
young performers of the leading roles, thank God, "do not possess modern cine-
puppet beauty and ideal diction, they are real and alive, and therefore organically
fit into the space of the film, provoking sincere sympathy and a desire to
empathize. Not for example, the chairman of the school council — the sleek upstart
Bykov — is caricatured as serious, he is an intermediate link between the warm,
sincere child's soul and the stiffened heart of an adult, the allegory of that
transitional state that turns an open child into a blindly devoted builder of
communism"(Kotov, 2015).

In the first part on the screen is a touching story about how the boys save a
dog from death, in the second no less typical for a teenage movie the story of the
first love. And with the exception of some minor details (for example, in the
second series one of the schoolchildren from pranks makes the bust of Lenin look
like a dashing Indian), it's easy to imagine these stories on Soviet screens of the
100 Days After Childhood (1975).

Actually, this is precisely what "strains critics, and all this is liked by the
audience who gave the film the prize of their sympathies. Such two sides of the
barricades are in the cinema and in the whole society. Some people feel sick at the
very thought that there was something good in the USSR, others remember this
well as if they were coming to a clean source. The film falls into the very heart of
the split. You look at it and suddenly you find yourself in a world where there are
clear coordinates: what is good, and what is bad. What is commendable and what
is embarrassing. Children do not hang around yards with a cigarette, but something
is rehearsed, something is discussed. They argue. Sincerely they want to be useful
to the country, and Gaidar with his Timurovites marches ahead. Critics of the
movie consider this action as stupefying, his fans — upbringing. Critics say: it's all
lies. Fans: that's how it was. All according to the proverb: you want to be happy —
be it. And really: how else could a country where there is nothing good, write good
books, write talented music, win in a big war and first go out into space? Yes, the
film shows a world where people have a purpose in life — self-improvement. And
then the comparison comes by itself: what is the best way: to grab the cash and run
away? And there comes nostalgia for something more real. As the eternally
oppositional author wrote in polemical fervour: "We had a great epoch" (Kichin,
2013).

As a result of all this a tactful and intelligent "timeless story of friendship,
honour and mutual assistance, relevant for young people of any generation, has
turned out. The destructive anti-capitalist battles and selfless struggle with the
bourgeoisie take place here only in the amateur scenes of the play, played by the
sixth "B" (Kotov, 2015).
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Another successful stylization for Soviet school movies was the comedy
Good Boy (2016), which became the winner of the film festival "Kinotavr". As M.
Trofimenkov rightly noted, "the good and harmful children who meet
melodramatic relationships in adults are the same typical heroes of the Soviet "new
wave'": from Vitaly Melnikov's Mom got Married (1969) to Children as Children
(1978) by Ayan Shahmaliyeva. If you recall the later, still soft versions, but
already versions of the youth riot, then in the memory emerges Courier (1986) by
Karen Shakhnazarov. The fact that Oksana Karas's film evokes such associations
makes him an honour" (Trofimenkov, 2016).

Of course, even here the strict voices of critics immediately came to the
conclusion that the Good Boy is "essentially a collection of jokes that are not even
discussed and sometimes even conflicting with one another, which are not reduced
to nothing but a general optimistic message" (Korsakov, 2016).

But we fully agree with V. Khlebnikova that in genre determinism, light
jokes and the lack of didactics of the Good Boy "read the desire to entertain the
viewer, provide the mass audience with that comfort zone that the intellectuals
regularly, although not quite at the right place, call to leave. Good boy achieves
this goal with the help of the stylization of Soviet children's cinema in the mid-
1970s and early 1980s, who either forcedly or voluntarily "did not notice" reality
and its mismatch with propaganda and embodied the utopian ideal of a carefree
and prosperous existence for several generations of compatriots, often identified
with the norm. The model of ideological quarantine, a sterile zone free from
subtexts, hints, social and political topicality, is being modelled. The space thus
cleared is given in the Good Boy chamber, alien to the vivid artistic effects and, as
a rule, the confirmation of the basic norms of behaviour. In the Good Boy, as the
norm, not the most popular in the country emancipation of personal choice from
the influences of the family and the community is claimed, personal responsibility
for actions of their own, and not of the neighbour or the organization, and thus the
mirror emancipation of other people from oneself. Moscow is immersed in an
eternal golden age in the Good Boy. There are no vulgar signs of the sociological
context of 2010-2016. This Moscow takes sunbaths, basking in the light of an
artificial day, which replaces the artificial night of cinematography of zero. Here
they live by the river, as if on the sea, do not know the transport collapses and costs
of sleeping urbanization, the interiors with antique furniture are spacious and light,
windows — greens, spires and vistas, the eternal and prosperous noon of the world.
... Students are not drug addicts, not Nazis or hipsters, participate in dance battles,
but can also polka, independently learn Chinese ... Authors of Good Boy
pragmatically stop the time so that its annoying features and radical physiognomy
do not distort the classic plot of the personality formation, they didn’t imposed on
him the character of youth revolt and the world denial. About that and speech, that
a mature person assumes reality not because he cannot change it, but because his
transformational efforts are directed mainly at oneself "(Khlebnikova, 2016).
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But then V. Khlebnikova clearly does not pay attention to the fact that,
unlike the Private Pioneers’, there are a lot of scenes in the Good Boy that are
absolutely impossible in the Soviet cinema of the 1970s: the teacher of English
watches with her student Nine 72 Weeks (1985), balancing on the brink of erotic
contact with a young character; director of the school leads all the same "good
boy" in an underground casino, and a maniac-exhibitionist, adoring publicly to
perform a small need, runs around the district.

However, despite all these "innovations", the Good Boy is on the territory
"between the movie of good mood and the problem teenage drama about the
school", here "a surprisingly lively and nice atmosphere, although the action under
the scenario takes place in an ordinary Moscow school, where one immediately
wants to be admitted and spend there all the time. Teachers, even the head teachers
and the director himself-in the performance of the inevitably charming Mikhail
Efremov — are strikingly liberal: there is no depressing or ideological obligation
among the subjects. And growing up children think more about the knowledge of
the world and, worst of all, about sexual education: for example, the main
character hesitates between a pretty girl and a young teacher, and the film will
never fall down beyond a dangerous border, with all its atmosphere of unobtrusive
flirting. In short, a cute movie that has nothing to do with life and reality is
absolutely irrelevant: really good and not even fake — just blissful" (Dolin, 2016).

At sunset of thaw, a fantastic comedy Wake of Mukhin! (1967) appeared on
screens, where the main hero from the USSR of the late sixties was transferred to
the year 1837 to protect Alexander Pushkin from the fateful duel. Authors of the
fantastic comedy To Save Pushkin (2017), on the contrary, send Alexander
Sergeevich Pushkin from 1837 to Moscow 2017, but the schoolchildren are also
trying to dissuade the great poet from a duel with Dantes. Despite a number of
critics noted (Arkhangelsky, 2017; Potapova, 2017; Ukhov, 2017) of merits
(lightness, sincerity, humour, interesting and topical detective and satirical plot,
dynamics and intrigue, unexpected, witty finale), the film failed at the box office,
unable to withstand competition with Western blockbusters. Probably, its
appearance in the TV format would be more appropriate, and then the target
audience would have a much greater chance of understanding that "our everything"
here is not a figurative but an aesthetic value. A guest from the past the authors
show the invariance of the meanings of words honour, duty, respect, responsibility,
truth, politeness, tact. Of course, these concepts have been polished for two
hundred years, but their inner strength has remained the same, and it is important
to understand it at a young age" (Ukhov, 2017). In addition, in To Save Pushkin
ridiculed "thirst for glory and ubiquitous media, when any news is immediately on
the screen to confirm or debunk, and every second student gets the opportunity to
run his own video blog using improvised means" (Potapova, 2017).

Much greater public success fell to the share created by the American
recipes of the fantastic comedy Ghost (2015), where a ghost in the bright
performance of Fedor Bondarchuk gives lessons on the male education for a
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schoolboy played by the star of Private Pioneers’ and Good Boy Semion
Treskunov.

Dramas

The post-Soviet period dramas narrated about school life in three ways.

Firstly, these were the pictures that largely inherited the traditions of socially
and critically biased "perestroika" films of the second half of the 1980s.

The closest to "perestroika" motives was Teacher in law (2007). Here, the
"thief in law", having learned that he has a cancer, and little of life is left, decides
to do at least something good and ... is getting a job as a literature teacher in a
provincial school. The story line resembles the Teacher of Physical Education
string, but it's not a comedy, it's a drama: there's a whole heap of gloomy genre
going on, as there is a whole gang of high school students-drug dealers with whom
the reformed thief enters into a deadly duel ... Despite the topical theme of drugs in
educational institutions, the level of reliability in this drama is clearly
underestimated, and impudent schoolchildren, who are engaged in "drug", are
depicted too grotesquely to be psychologically convincing.

Sexual (however, submitted very gently) motifs of "perestroika" movies
were played in the drama Let's Make Love (2002), where with a noticeable amount
of irony was told the story of a student trying to part with his protracted virginity.

In P. Todorovsky's drama What a wonderful game (1995) socio-political
motives came to the fore. The film unfolded in the cold winter of 1951, when
students of one of the Moscow universities decided to play a joke on their
neighbours in a hostel: they secretly connected the microphone to the radio
receiver and on behalf of the Kremlin they transmitted a message about the
abolition of censorship and residential registration, a fivefold fall in prices and
many other joyous events. The payoff did not take long to wait: the "instigators"
were arrested and shot in the cellars of the Ministry of State Security... As in the
previous films of the director (Military Field Love and Encore, more Encore), it
was again a retro-style drama with impregnations of comedy. It is a pity only that
this time the script did not have the bulk of the characters and the original plot
moves. Throughout the action of the film students play jokes, make love, make
noise, drink vodka, etc. etc., but after the end of the session, you can hardly recall
what exactly one student is different from the other: except that he was a shy
person with glasses, and the other was a giggly fat man. The characters at the level
of the Military Field Love in the Game ..., alas, there is no trace, although good
actors do everything possible to give their characters at least some kind of
personality... And the very situation with the draw on political theme looks more
like from the times of the Nikita Khrushchev’ thaw than from the harsh Stalinist
times, when people sometimes were afraid to publicly tell even quite harmless
jokes. Still, the fear of 1951 was significantly different from the fear of 1957 or
1959 — the times of so-called "good hopes"...
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Much more successful turned out another retro tape — Tender Age (2000). Its
director, Sergei Soloviev, used his "perestroika achievements", making a kind of
cocktail of poetic style of the 100 Days After Childhood (1975) with the ironical
drive of Black Rose ... (1989) and The House under the Starry Sky (1991). Talking
about the school life of the first half of the 1980s, S. Soloviev, not trusting in the
"seriousness and drama of the story told, largely based on the true facts from the
life of fellow practitioners and his son's friends, as if afraid to look boring,
saturates the action with repeated divertissements (sometimes sinful on the part of
taste)" (Kudryavtsev, 2007). But in general, all the shocking "late perestroika"
scenes (well, perhaps, more "advanced") were in place: the teacher cursing
American expansion, smashed his head with a brick because of the loss of the
USSR of the Cold War. Schoolchildren smoked and looked at photos in the porn
magazine. The chemistry teacher fainted at the sight of the student, who appeared
in the nude at the height of her lesson. A little later, there was a bold scene of sex
pioneer and the same "chemist" (ironic greetings to Doll in 1988). And (oh, God!),
The naked pioneers had sex in the pool...

But here's what is typical: in 2001, having received the main prize of
festival "Kinotavr", Tender Age for all its shocking reality did not provoke any
outrage of the public. The main reason for this was the fact that the film was
actually ignored by mass rent, filled with American entertainment pictures. But
there were also reasons for another property: Russia only recently began to recover
from the economic shock of 1998 and was still in the field of the officially oriented
to the West (cultural) policy of "permissiveness".

A softer retro variant (this time the life of Soviet students in the 1970s) was
presented in the drama The Vanished Empire (2007) by K. Shahnazarov. Along
with criticism of the Soviet system, notes of restrained nostalgia were felt here:
"The Soviet empire was taken from Shakhnazarov at flight, in thinning, in half-
decay — in the most attractive form, when its vices were not so obvious; when she
softened, slowed down, passed into oblivion, when everyone was already
hypocritical and lied. But there was movement in it, perhaps it was growing up,
there were concepts of good and evil — and in the ensuing timelessness everything
was levelled off" (Bykov, 2007).

Secondly, these were films about the present, but close in style to the Soviet
cinema of the 1970s. For example, a series about the school life Simple Truths
(1999-2003), the action of which unfolded in one of the Moscow's schools.
Contrary to perestroika gloomy genre, there were a lot of good high school
students and teachers in the Simple Truths, there were almost no scabs and bed
scenes with "nudity". In a similar vein, but this time with a focus on the ecological
theme (a biology teacher with her students struggling with the pollution of nature)
was posed The Adult Life of a Girl Polina Subbotina (2008). The Village Teacher
(2015) also fits in well in this row. In this "socialist realistic" drama, an
astonishingly similar (and outwardly and character traits) to the charming Shurik
from the famous Soviet comedies of Leonid Gaidai, a graduate student of the
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pedagogical faculty and a history teacher, Lev Sergeevich comes into conflict with
the retrograde of the director and sent to teach in a rural school. And there he soon
won the respect of high school students, and the love of the local beauty.

Thirdly, these were films about the school and university, taken from the
new Russian moral paradigm of the 21st century, that is, instead of the strict moral
guidelines of Soviet "developed" socialist realism and the "perestroika" (and
continuing "perestroika") social criticism, the films with characters without
humanistic ideals, living in a world of money, violence, sex and entertainment, to
which the authors are emphatically neutral, treating them as guinea pigs, came out
on the first plan.

The most revealing of such films types was the drama Everyone will die, but
I'll stay (2008). The characters of this film live "according to the laws of pride: the
strong dominate, the weak are humiliated and thrown out of the habitual circle.
Emotions are polar" — either rapture or malicious anger. Nobody, for example, has
seen the mink surmise, philosophize, fall into a reflection. What can we say about a
simple high school student? The nymphs of Germanika are cracking down on
rivals with instinctive cruelty, and a jar of alcohol is rejoicing in the same way as
the Whiskers who found a delicious worm found under the stone. The animals eat
grass, the children smoke it" (Belokurov, 2009).

The director of the film, Valeria Gai Germanika, clearly wanted to prove to
the whole world that she would finally say "the whole truth about the modern
school". So in her tough tape, ninth-graders smoke, drink wine, have sex, adore
obscene gestures and slang vocabulary ("shorter", "damn", etc.), swear (in fact,
without "bleeping out”: tape removed for six years before the strict amendments to
Federal Law No. 53 "On the state language of the Russian Federation" adopted in
2014 (Changes ..., 2014)), attempt suicide and then go to a disco.

Here are just a few characteristic phrases, which are pronounced in the film
by 15-16-year-old schoolgirls:

- It would be nice if all adults died!

- Lucky — she was fucked by a whole company of soldiers!

- Let there be a disco, and I will have a boyfriend!

You can probably agree with the fact that Gai Germanika — "a real evil
demiurge, who pulls the thread. And at the bottom of the handle stupid, ridiculous
and pathetic, in general, a creature called a "teenager", torn by galactic dimensions
of narcissism and a huge desire to squeeze the brain with a juicy pimple. Alas,
these strings pointlessly point to young creatures who do not yet know that
everyone will die without a trace, and put on their t-shirts "Parents, fuck you!"
(Kulikov, 2008).

And here it is difficult to agree that the tape, thanks to the "flying camera"
of the operator, "included the very same air and light, without which the film could
only pass through the category of "youth gloomy". Because, in fact, after deducting
this air and this light, we would be offered several important and, most
importantly, fresh news: there is no love, there is no hope, there is no faith; adults —
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goats, children — bitches; everyone will die, but I'll stay" (Fanailova, 2009). In our
opinion, Everyone will die ... returns precisely to “perestroika” gloomy, but
without the characteristic humanistic pathos, replacing it with cynical naturalism.

However, even this naturalism is very specific. Is it possible to take
seriously the film Everybody will die and I'll stay as the most truthful post-Soviet
film text about a modern school and schoolchildren, if 15-16-year-old characters
are played by experienced actors from 22 to 28 years old?

So we are not inclined to share the enthusiasm of the researchers of the
creative work of V. Gai Germanika who say that "we have a director who does not
doubt the reality, does not submit to it, does not load it with reflections, does not
blunder it, says that in this reality it is possible to live and, consequently, to shoot
about her non-abstract, clear cinema" (Gusyatinsky, 2009), answering the
"important question" (Volobuev, 2008).

About the film Everyone will die, but I'll stay (2008) argued mostly
professionals — film critics and culturologists, it had no wide rental. But about the
television series of V. Gai Germanika School (2010), shown in prime time on the
Russian first channel, argued already "the whole country". In fact, it was a lighter
version of the previous film directed by the producer, deployed for several dozen
episodes: "In fact, the series School is quite vegetarian. Nothing in the ideological
sense 1s extraordinary in it, no radicalism, protest moods. In comparison with the
programs-mischief’s channel NTV (Pure confession, Especially dangerous! or
Emergency), "pearls" of Sunday prime, the series School is just a pioneer morning
performance. Except for an informal visual and behavioural context" (Dondurei,
2010). In fact, this is a series is "a one-to-three version of Everyone dies..., but
without a filthy language, tits and an director of the photography is worse... Even
the inevitable game of give-away with the TV audience, very cleverly framed.
Each time they go playfully to the point at which something very indecent should
begin, and when the spectator begins to get an epileptic fit from surprise, they also
play back playfully: a collision with a teacher who has fallen on a girl is brewing,
and then the teacher takes up the pedophile, the potential gay line looms (very
timidly) and then, no, sorry, it seemed to you. In the first series there is a charming
moment, this method is illustrative: the girl writes a word on the glass ... and as
soon as she writes the a swear word, but the grandfather enters at the beginning of
this act"(Volobuev, 2010).

Again, obscene gestures, rough slang vocabulary (but already due to evening
TV shows without foul rough language), sex and suicide of schoolchildren. Plus
exposing teachers who are bribe takers and retrogrades.

Here are just some of the characteristic, humiliating human dignity of
students, teachers' phrases from the School:

- You are not a person, but a nonentity.

- Why are you so stupid?"

And again, despite the mobile camera, which removes "under the
document", the disagreement with the age of the performers of the roles of ninth-
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graders: only one of the actors at the time of filming (2009) was 18 years old, the
rest from twenty-one to twenty-four. And they play 15-16-year-olds... However,
other analysts saw their advantages here: "It's embarrassing that the ninth-graders
play huge foreheads for 22 years, but, firstly, you quickly get used to it (in Beverly
Hills 90210, for example, the actors were almost thirty, and that’s OK), and
secondly, they play in a naturalistic way: their young heroes are dull, limited,
inhibited, close, nervous. And delightfully tongue-tied!" (Gordeev, 2010).

The authors of the School, relying on previous developments, refer to
"spontaneous, idolatrous worldview, offer undiluted, concentrated being", promise
"recipients a shelter from the painted in local colours heroes" cardboard "TV
installations — youth soap operas, solved in the genres of the romantic comedies
and sitcoms" (Sputnitskaya, 2016, p. 24), although for all this V. Gai Germanika
"one cannot avoid the monotony, inevitable for the format of tightening, savouring
the same type of conflicts, dotted manner of filing images. Often, getting carried
away with the technique of shooting, perspective interpretation of the character,
she jumps into tedious ordinary life description (Sputnitskaya, 2016, p. 25).

Y.A. Bogomolov wrote about the School very accurately: "The art in this
series 1s just so much that the viewer could imbue with the drama of the situation —
and not just in the school environment. Simply for many, including for
aesthetically advanced viewers, the language of this artistic expression is
unaccustomed. Not because it is so new in principle. He is unaccustomed in the
format of the so-called "serial product". The mobile camera is not used. It's like a
movie from a mobile phone. Not in the rules of the format — the super size of plans,
exacerbating the subjectivity of the view of what is happening, the rapid patter of
dialogues, kaleidoscopes and the compactness of the plot motifs. ... The level of
authenticity taken in the framework of the frame of reality is also unaccustomed,
which, however, is not simply mechanically transferred to the screen, but
impressively, figuratively processed and submitted. At the same time the
intervention of the director, operator, artist in the "picture" is minimal. That is why
the illusion of improvisation of the current of the spied life arises. ... an
acquaintance with the wrong side of the average school shocking: the exclusion of
students, the helplessness of teachers, the smoking of drugs, the hormonal
problems of young children and adolescents, etc. ... They say that the Germanika
series 1s a crooked mirror. Maybe. But let me note that the crooked mirror not only
distorts the beautiful features of beautiful phenomena, it sticks out defects, flaws of
what is not very fine, and especially that which is very ugly. This is exactly what
the School did, both in relation to the school itself and in relation to today's social
order" (Bogomolov, 2010).

For all that, one cannot but admit that "this series does not reveal anything
new on the material. Germanika shoots a movie about what she knows well, even
the school and the interiors are the same as in her first film Everyone Dies and I’ll
Stay (Karakhan, 2010). School did not become an opening for a sophisticated
audience in media culture. But for the audience of the mass, not familiar with the
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previous tapes of Gai Germanika, nor with many other Russian and foreign films
about the school and schoolchildren (among which were very sharp, we recall, for
example, Tender Age), the television show School kind of revelation, shock. But
there are two more reasons for the noisy reaction of the public: "First, the
entertainment specifics of our television have been disrupted. This work is not only
in its artistic level several orders of magnitude higher than traditional serial
production, but also quite different in its aesthetics. The second is the violation of
the taboo of the genre resolution of various conflicts on the television screen”
(Razlogov, 2010).

Many spectators "were struck and indignant at the fact that the show goes
on prime time on the main TV channel of the country. Many interpreted this move
as an official statement of the state. ... Summing up, all opinions can be divided
into four groups: a) the demonstration of children who drink and smoke propagates
such behaviour among pupils, making it normal, legitimate, corresponding to the
"spirit of the times"; b) there is a corruption of the younger generation, its
zombification, since it is so much easier for the government to subordinate it, but it
does not seem to be against it; c) the series is an attempt to draw attention to the
problems of the school, albeit not in the most reasonable ways; d) all these are
intrigues of the First Channel, which, like air, needs high ratings" (Paisova,
Dementieva, 2010). Moreover, the head of the Moscow department of education O.
Larionova spoke against the show School on the First Channel, stating that "on the
Internet there were sharply negative reviews of teachers and parents and students
for this program," created in the year of the teacher in Russia (The series ..., 2010).

We believe that critics of the School managed to feel the main feature of the
author's position in the series: moral relativism, which was clearly recorded by the
sociologist D.B. Dondurey (1947-2017). He noted that the minuses of the School
"are obvious and already fixed: tendentiousness in the selection of material, no one
teaches anything, the lack of minimal intellectual requests from heroes, flat-footed
drama" (Dondurei, 2010).

But against this background, D.B. Dondurei was able to distinguish the
most, perhaps, the most important: “School is a sample of producer's creativity in
all its components. ... The main thing in this project is an experiment with the
accumulated, but not yet realized, feeling of long-resolved freedom with its
borders, corridors, horizons and also with the latest, though not obvious,
technologies for promoting modern virtual products. School probes the soil of
impending or, rather, ripening content changes, not so much foreseeing how many
are exploring here possible ideological twists and turns. The series diagnoses and
fills the emptiness formed in recent years in the "picture of the world" that has
settled on TV, shakes the habitual grid of the serial chewing gum and status
(regardless of the outcome and claims) screenings. He touches on the problems and
those realities of our life, which recently could not be touched. Or did it only seem
to us? Who could have imagined that the sixteen-year-old heroine would curiously
unwrap, feel the condom received from her mother as a gift twice a day at the main
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point of distributing the "meanings of life", under the supervision of grandmothers
and junior students? This is a slap in the face of Russian public taste. To look at
numerous murders, at dismemberment it is possible, and at a condom — you will go
blind. Who could imagine that a bribe to the teacher, the seduction of a young
teacher or teenage cooperation with pornographic sites will be imposed on the
proscenium of a multimillion-dollar tele-forum? Is it decent to include such
weekdays in the domestic series or only — and more abruptly — in the program Let
them say or Maximum?” (Dondurei, 2010).

Another lighter version of the film Everyone dies, and I'll stay was drama
The Roof (2009): pupils sell drugs, smoke and fight in the toilet, teenage girls look
at pictures of the Kama Sutra, and the director writes with a felt-tip pen on the
student's forehead "I'm a freak." The main characters of the The Roof are three
girlfriends: "learn in school, fall in love with a newcomer, smoke quietly, sing
songs on the roof and from this very roof are going to jump. Parents of girls, who
do what they can, work, change each other, and think little about their
daughters"(Khrustaleva, 2009). In The Roof there is no swear words, but there is a
moral of the social order: "Parents! Do you know what your children are doing?"

Released on the screen four years after school, Class correction (2014)
appealed not just to the fate of ordinary pupils, but pupils with disabilities. Like in
films of Gai Germanika, the schoolchildren were played here by actors from
twenty to twenty-five years old, which again can be explained by the fact that there
are very risky scenes in this drama: for example, when violent classmates rape the
main character — a disabled schoolgirl. For all that "there is not a single obscene
word from the screen, and not because the prohibiting law appeared recently. The
author consciously set himself a rigid framework: not to "play Germanika", not to
try to confirm the authenticity of what 1is happening with dirty
vocabulary"(Lyubarskaya, 2014).

In the professional environment, the Correction Class (2014) was met
ambiguously, in fact, two opposite interpretations were proposed: 1) "This is the
flagship of the "new wave", a masterpiece of realism (all as in life!), a sob of
teenage despair and "Scarecrow XXI century"; 2) This elegant postmodern trick,
grotesque, own universe, glowing giraffe and the output of a young talented
provocateur into the territory of Balabanov and Trier” (Kuvshinova, 2014).

The hot supporters of the film considered that the Correction Class is, of
course, gloomy, but "far from full immersion in decay and despair. Most of the
picture the viewer looks with pain, with fear, with experience, but also with hope.
With a light feeling, with a sense of some higher justice, even if expressed in the
fact that boys and girls with physical defects are also happy in their own way. ...
love, hatred, stupidity, betrayal, rage and fear are shown by bare nerves. The
disabled are as vulnerable as the outside world, they are so vulnerable in the inner
world" (Ukhov, 2014), and here "you begin to think about the insecurity of each
and every one, in the order of self-defence giving birth to aggression ... about the
total depressiveness into which any business has fallen, and before all school"
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(Kichin, 2014); and "the Correction Class is not strong just with cinephiles, but a
phenomenal ability to find a common language with the audience, making it laugh
and touching it in earnest"(Dolin, 2014).

Opponents were sure that the Correction Class is a brilliant trickery, a story
that was not told, but they wailed through the voice of beggars in the subway.
Everything is conditional there, as in folklore crying ... Tverdovsky entered the
world of cinema context on a limousine with a convertible (but wheels from a
wheelchair) and confidently rushes forward under the whistling and wooing of
others" (Shakina, 2014). Moreover, M. Kuvshinova is convinced that "Tverdovsky
from ignorance of the chosen subject, from misunderstanding, what is provocation,
brutality, betrayal, a miracle, but from the desire to show all this as if he raises
before the viewer the signs Provocation!, Revitalization!, Betrayal!, Miracle!,
And when it comes to the notice Author!, he demonstrates in the TV fragment of
his own short film Dog’s joy and puts into the mouth of one of the heroines a
remark: Why shoot like children strangle themselves?” (Kuvshinova, 2014).

It seems to us that the film is an artificially constructed anthropological
sketch "based on" the "black series" of “perestroika” films about the school and the
first films of Germanika, where the story of the collective rape of a schoolgirl by
her classmates remains completely unpunished, where the brutalized mothers
fiercely fight in the director's office high school students, where the natural
intonations of the dialogues, inconsistent speech of the characters creates the
illusion of "truth."

Equally polar opinions were sparked by another drama on the school topic —
Geographer Burned the Globe (2013), the authors of which transferred the story of
the novel of the same title, written in 1995, to the 21st century. The plot of the film
is simple: a heavily drinking provincial middle-aged biologist from desperation
settles in school to teach geography and, confronted with a difficult class, tries to
earn schoolchildren authority. At the same time, "everything that happens in the
film is categorically wrong. The teacher, who should set an example, drinks,
directly tells everything to children what he thinks about them. He even risks their
lives, for which he faces a criminal punishment. And at his home everything is also
wrong: he allows his wife to love a friend, seeking consolation from a colleague-
teacher, secretly loves a student. And the students in the school are wrong: they are
brave, they dare, and, it seems, they do not learn anything"(Kichin, 2013).

Arguments in favour of the film: “the conscious adherence to the Russian
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literary and cinematic tradition”, “empathy”, “spiritual enlightenment”, “liveliness
and amusement”, “vitality”, “a call for love for one's neighbour”, etc.

Examples:

1) "Whatever one may say, Veledinsky's film is flesh from flesh and school
dramas like We'll Live To Monday or Dear Elena Sergeevna, and the tragedy of
unfulfilled lives, the first of which comes to mind Autumn Marathon. The image of
teacher Sluzhkin is imbued with that very favourite "once-intelligentsia" with

erudition, a romantic attitude, the ability to subtly joke, it is difficult to curse and
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beautifully deny women. It's strange, but with all the repulsive components,
Sluzhkin is sympathetic, it's easy for him to empathize, his uneasy position forces
him to scroll through his own actions, and it's always difficult to create such a
screen character that almost any viewer can try on himself "(Ukhov, 2013 );

2) "But most of all, he attracts non-petty character in the way he relates to
our literary and cinematic tradition going from Onegin and Pechorin to Ivanov and
Treplev and then to the heroes of Duck Hunt, Flight in Dream and in Reality,
Autumn Marathon and other "superfluous people for rendezvous", with which he
was immediately compared, noting mainly their undoubted similarity, although,
the difference is no less significant. All the listed persons in one way or another
had a romantic aura — in the largest Pechorin, in the least — Buzykin from the
Autumn Marathon. Sluzhkin, on the other hand, is essentially unromantic and not
even tragicomic, but rather a comic hero, but not in the usual sense of the word, but
in the way Chekhov used it with his plays" (Matizen, 2013);

3) "Alas, the profession of the teacher is considered a dead end. What the
main character himself admits. A story about a real man? Of course not. The
edification of youth — do not be like him? Also not. Or maybe a new upbringing
novel? In which pupils are brought up by teachers. Yes there is simply life.
Clamped in the confusion of human prejudices and unfulfilled desires ... But —
albeit not always, but still — bursting loose, triumphantly throwing up arms and
saying: but still we have something to live for. Let’s for a moment. For the sake of
such moments and live. And this life — in most situations ridiculous, ridiculous, not
exemplary and  unlucky — but leaving hope for  spiritual
enlightenment"(Govorushko, 2013);

4) " Geographer Burned the Globe is a surprisingly lively and funny film in
which even imperfections and roughness go in plus. After all, this is, in the final
analysis, a love story, with which deviations from the canons of beauty and truth
are only beneficial. And this is a test for modern Russian viewers on the ability to
enjoy the normal everyday cinema about real people like you and me "(Dolin,
2013).

5) The Geographer... managed to glorify the one who lives here, these days,
and does nothing at all. It turns out that "nothing" in the end turns out to be the
only possible strategy — but only for those who want to love the whole world, not
to be a pledge of happiness to anyone, and to continue to hope that the world will
love it in return"(Kuvshinova, 2013).

Arguments against the film: "turbidity," "lifelessness," "fiction," "no movie,"
"a cake with cream," "indecent sensitivity and fearfulness of the authors,"
"blunders," "ashamed to look," etc.

Examples:

1) "Forgive me for a ridiculous verbal allusion, but I need to despair to give
out an ambitious turbid melodrama for a revelation, and so taken so lifeless that it
was necessary to release immediately on TV" (Hoffmann, 2013).
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2) "Director Veledinsky climbs out of the skin to make his film appealing to
the simplest viewer: he sends to the Soviet classics about men searching for the
meaning of life, cleans the source from all painful monologues, leaving only jokes
with jokes, tensely peers into the eyes of a good artist Khabensky . But his
Sluzhkin remains a fiction, a non-existent representative of a non-existent
generation, which does not develop at all, does not grow, which really does not
need anything. The movie turns out the same. That is, nonentity" (Ruzaev, 2013);

3) "The whole movie looks like a cake with cream. ... There is a feeling that
the creators of the Geographer — people with quite a decent creative reputation,
who ten years ago were a vigorous and brave front flank of Russian cinema — just
grew old and became indecently sensitive and timid. The formula of Gogol: "love
us black," which always worked in our art, it seems to them too risky, it is much
safer to shoot another fairy tale for adults — even if it's a sin against the truth"
(Zaretskaya, 2013);

4) "There is no portrait of the "hero of our time", because there is no hero,
and there is no time as such: all his signs to the middle of the film because of the
critical mass of various blunders simply become dead scenery. There is no drama,
and there is not even a tragicomedy, because laughing at how a teacher gets drunk
with the main school bully and reads rap becomes inappropriate and boring. And
what is there? Never mind. There is a film that almost from the very beginning
(Sluzhkin fights in the train with a policeman to the song "I'm free") is a shame to
watch. In addition to the first episode, please, just a nonsense, a couple of shameful
ones: the moment with the decantation of birch juice in a bottle of brandy, and the
scene in the bathhouse — a schoolgirl in love with the teacher groans naked at the
stove (for some reason one feels more awkward for the young actress), the teacher
lashes himself with bath brooms until the blood — apparently, expelling the lustful
demons” (Artamonova, 2013).

In our opinion, the Geographer like the Correction Class, looks like a
secondary product, nothing new to add to either the development of the "school
theme" or the tradition of stories about "unnecessary people"...

In the phantasmagoric drama The Clinch (2015) the teacher of the Russian
language and literature "cautiously, clasps the shoulders with a cheap jacket,
strives to slip unnoticed. ... He is not attracted to a long-time unloved wife ...
neither an 18-year-old son who clearly lost any respect for his unsuccessful father
.. nor a standing apartment waiting for repairs, torn to the bare concrete walls"
(Lyubarskaya, 2015). But he is not some romantic from "sixties": he sees in the
window how "the older students beat the younger one, but he will not rush to save
anyone. In the booth of the service toilet, a prelude to a sexual act is performed,
and the teacher will not do anything either, he slams the door, shouting in his heart:
"Was there no other place?" ... school — the ideal topic for demonstrating
hypocrisy, deceit, falsity, boredom of life and hopelessness of existence. The
school is, apparently, a serious mental shock for future filmmakers and
subsequently serves as a source of "black inspiration," the forge of a nightmare"
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(Argangelsky, 2015). True, further the plot of The Clinch goes away from the
school in the direction of surrealism and absurdism, and, consequently, from the
subjects of our research.

But in Teacher (2015), almost all the action of the film takes place in the
school class. At first, it seems that we are dealing with serious dramatic problems:
"here are the eternal relationships of the older and younger generations, the
trampling of moral standards, the degradation of society and youth, the large-scale
problems in Russian education, and the social stratification of society" (Nikolaev,
2015), "all relevant topics of the man in the street connected with the school, here
and Ukraine with the US, here and culture with education, there are bandits with
guards", but soon the Teacher turns into a farce. ... turns into some kind of skits"
(Ukhov, 2015).

Studied by the life, a story of an elderly the wonderful actress Irina
Kupchenko, who played once the most important pedagogical images in the Soviet
cinema (Aliens Letters, 1975), plays here. However, in the Teacher the authors of
the film put it in the same uncomfortable and false position that was in another
talented actress — Marina Neelova in the perestroika film Dear Elena Sergeevna:
an elderly and seemingly experienced teacher behaves with schoolboys the way as
if for the first time in her life she was in the classroom and knew practically
nothing about the intellectual level and morals of modern students. And in this
class, the authors managed to collect amazing characters - "boors, loafers and
hippies. Even excellent pupils and good guys under the influence of an unusual
situation begin to demonstrate their exceptional egoism and anger. However, to
perceive all this for some reason should be something natural and easily
transformed into something healthy with the help of a wave of a magic bar. The
amazing thing: just a few tens of minutes of communication abounding with
mutual threats and insults — and such a universal Stockholm syndrome reigns that
the viewer becomes uncomfortable" (Sosnovsky, 2015).

A similar exaggerated falsity, supplemented by the cost of replacing the
German play into the Russian film, also appears in the much more professionally
made Pupil (2016). This drama shows the "breakdown of the veils with the
overwhelming Russian citizen of despair hilariously competing in aggressiveness
with anti-clericalism. Here, in the office of the headmistress, a Russian flag must
necessarily stand — in order to demonstrate the pseudo patriotism that pervades
everything. And certainly — inverted, stressing: for this all, nothing but sycophantic
behaviour, not worth it. If the school has a priest, then his watch will occupy about
a third of the screen, and speech and habits will to testify the criminal past, and not
so recent. The director, the head teachers, the "teachers" are nasty, screaming aunts
(and the dull teacher of the physical culture, yes), in the classroom they tell about
the positive aspects of Stalinism, and in the evenings, at the bottle, they howl awful
low-grade songs. Brainless cops and guards are ready, having used all the swear
words with all their heart, to cross themselves at anything that resembles a cross ...
"The pupil" does not invite to reflect on the problems of the current Russian

104



society, as claimed by its author. Instead, the viewer is given the opportunity to
inflame his anger" (Sosnovsky, 2016).

This story about a high school student who uses religious extremism as a
tool for rebellion, then and again, the cues and plot details that betray the western
origin of the original slip through. ... The main misfortune of the Pupil in the other
is that it is a warning film, not a film-study. The picture does not analyze the soul
world of a guy who becomes a religious fanatic, does not show his inner struggle,
does not give him the right to doubt and hesitate" (Ivanov, 2016).

M. Trofimenkov rightly writes also about the secondary nature of the Pupil:
"Something like this the world has already seen half a century ago. In dozens of
other films, other teenagers — from English and Polish to Japanese — also
demonstrated their genitals. They also smashed their too-bourgeois sleeping-rooms
and beat the adult overseers on the spot with paradoxical aphorisms. They brought
condoms to school and dreamed of automatic bursts from the abdomen to cleanse
the land of adult totalitarian pigs and peer conformists. Then it was called a youth
riot against triumphant hypocrisy: teenage hooliganism should be admired"
(Trofimenkov, 2016).

On the other hand, one should probably listen to A. Dolin's opinion: "The
film is straightforward and even didactic, it is a kind of visual (even too much)
demonstration of all the dangers of religion, private or organized. However, the
artistic merit is much stronger than the rare shortcomings. Pupil — the film
primarily about fanaticism and "insulting the feelings of believers", but is also
about the modern education system, anti-Semitism, homosexuality, hypocrisy, all
forms of totalitarianism. In this sense, the Pupil is absolutely a political picture,
and the second such in Russia for all the recent time was never ever shot before"
(Dolin, 2016).

Films by V. Gai Germanika, dramas Geographer Burned the Globe (2013),
Teacher (2015) and Pupil (2016) told about ordinary schoolchildren from ordinary
schools, choosing from them for the most part the least socially protected. But the
authors of the series Barvikha (2009) and Golden (Barvikha-2) (2011), which were
shot according to American recipes, turned to the existence of an elite school
where senior high school students usually learn. Like Gai Germanika, the role of
schoolchildren was performed by professional actors. In Barvikha they were shot
at the age of 20 to 29 years, and in Golden — even older. Having redesigned the
American TV series Veronica Mars (2004-2007) and Gossip Girl (2007-2012), the
authors of Barvikha designed stereotypes for the films about the "golden youth" of
characters: Lovelace and his rustic friend, "Cinderella", trying to deceive into
"higher society", the queen of the class and her retinue, and, of course, a charming
and honest guy who, though rich, is responsive. The plot of the series revolves
around such key concepts as friendship, love, envy, jealousy, sex, booze, deception
and meanness. All this is filed with the same steady moral relativism as Gai
Germanika, only softly, glamorous and without claims to the author's statement.
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Approximately in the same spirit, however, without the exaggerated glamour
of Barvikha and pedalized sexuality (including homosexuality) of the series
Physics or Chemistry (2011), the series High School Students (2006-2010) was
made.

Melodramas

In the 1990s, a lot of films were filmed, retrospectively comprehending the
relatively recent past. Among them was the melodrama American (1997) by D.
Meskhiev. Earlier, Dmitry Meskhiev (Cynics, Over Dark Water) was considered a
skilled stylist and one of the leaders of the new director's generation. However,
American has caused his image considerable damage. And all because Meskhiyev
has lost, as they say, in his field. Instead of a nostalgic retro-melodrama about the
love affairs and everyday affairs of Russian teenagers of the early 1970s, in our
opinion, a carelessly cut and poorly crafted hand-crafted piece was produced. Of
course, the authors of the film did not forget to dress their young heroes in their
trousers and flap them with Beatles' styled hair. But for more they were not quite
ready. The atmosphere of the 1970s in the American does not exist. It seems that
the director, without a long thought, simply copied (primitively and without
inspiration) the older generation's film memories of his post-war childhood. But,
alas, what was admired in Dudes (1977) or in Freeze-Die-Resurrect (1989) in the
interpretation of Meskhiev looked like a dull stamp.

By "average" patterns, many other "school-university" melodramas are also
cut. It is clear that at the heart of melodramatic stories on the school material — love
affairs, sometimes quite risky. Hence the even greater caution of the film-makers
in relation to the age of the performers. So in the Beloved Teacher (2016) the
eleventh-grader falls in love with the recent graduate of the pedagogical college,
who came to teach at his school. For the reasons mentioned above, the actor was
chosen as the amateur schoolboy of 22 years, which put the authors of the series
before the choice: to invite a girl of the age corresponding to the graduate of the
university (23-24 years) to the role of teacher, or, in order to avoid equalizing the
age parameters of the actors, take an older actress. We stopped at the second
option: the performer of the role of the young teacher in the year the serial was
released on the screen was 33 years old.

It is clear that this kind of age casting from the very first shots destroyed the
credibility of the plot of the series, especially since further it did not give special
reasons for serious reflections (what is worth one scene of an attempt to rape the
teacher at the graduation party by one of the friends of the main character). By the
way, on the scene of rape (this time one of the graduates of the school), and the
plot of the nondescript series And the balloon will return (2013) is also
constructed.

In a boring melodramatic vein on the screen incarnated love stories of older
characters: in The Price of Love (2013), a married university teacher falls in love
with a twenty-year-old boy, in Work on Mistakes (2015), a schoolteacher meets
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after many years with a man who once abandoned her; in the White Crow (2011) a
provincial from the pedagogical school becomes a victim of the machinations of
his treacherous mother-in-law; in the Children under 16 ... (2010) there was a
poorly supported scenario-based student love triangle, rightly received negative
reviews of criticism (Nefedov, 2010; Favorov, 2010), since "the viewer sees
instead of beauty the mannerisms of performance, glossy pretentiousness and
blatant vulgarity" (Yushchenko, 2010).

In the melodramatic series Teachers (2014), the well-known TV talk show
We chat quarrels with the leadership of the channel, loses work and ... gets a job at
the provincial school as a teacher of literature (oh, this does not give a rest to the
filmmakers on the school topic stories about the drastic change in the status of their
characters, for the time being, it had nothing to do with pedagogy: let us recall at
least Teacher in Law and Teacher of Physical Culture. It's clear, at school, a recent
TV star meets a modest beauty-teacher. But not only her: the glamorous English
teacher has already put her eye on him, and two smart high school students are
arguing which one of them will seduce him (why one of them reads A. Kuprin's
Sulamith and rushes to the teacher with kisses, and the other tattooed on her breast
and undress in front of him in the school room: do not worry, the roles of these
schoolgirls were performed by twenty-year-old actresses). Against this
background, everything in the classroom is like that of modern filmmakers:
schoolchildren drink, smoke, have sex (see Barvikha, Golden, etc.).

In the melodrama Freshman (2016), too, a reception with a character turned
upside down: a pretty young mother easily passes the entrance exams to the
Institute of International Relations instead of her 18-year-old daughter and soon
falls in love with an impressive assistant professor. The advantage of this film, in
our opinion, is that it does not pretend to be a presentation of the "life of the
university", but plays the romantic feelings unassumingly.

Among the melodramas about students and schoolchildren the greatest
resonance was caused by the film 74+ (2015). Contrary to the unspoken film rules
of recent decades, the young actors of this picture are not 20-25, but actually
fifteen. And the value of the film is "not in dramatic conflicts. This is a very simple
film about love, from which it is impossible to come off and which then is difficult
to forget. Just in it (a rare case, especially in Russian cinema), absolutely
everything is done right. The main thing in /4+ is a surprisingly light and natural
intonation, with which the story is told. If you look for roughly similar films about
teenagers, perhaps the 4 Swedish love story by Roy Andersson or even Truffaut's
Les quatre cents coups, released in 1970 and 1959, may come to mind,
respectively. Teenagers, can, and vary depending on epoch and the countries — the
genuine tenderness with which they are looked at by directors does not change.
The whole film sounds lively human speech — and after that dialogues in a lot of
other Russian paintings and serials begin especially painfully to cut the
hearing"(Korsakov, 2015).
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In fact, in /4+ there are "dialogues" "torn from the language", precise
reactions-wins, an elastic rhythm, many funny moments. The vitality of young
performers, their non-professionalism (adolescents play teenagers) is relevant ...
The girls here are absolutely adults (gin and tonic, dates, risky outfit, innocence
and vice in one young body); boys are very kids (bolts, Lego, clockwork robots, T-
shirts with the Simpsons, and they do not sell beer in the store). Incomplete-
inexpensive rips over the topic of the lesson — "monomials", pray to the image of
brother Danila Bagrov and in battles with hooligans imagine themselves as
Supermen and Spider-Man. Ordinary children at the age of adulthood"(Malukova,
2015).

On the other hand, while watching, our "consciousness sinks at a time when
adults with their problems were stupid and incomprehensible, and their own
problems were the only important ones, when nothing further from tomorrow
existed, and the heart beat more strongly from love experiences than from fear of
being beaten. It is likely that such a metamorphosis will not happen to everyone.
Someone 74+ just seems implausible and tense. But even it does get into
resonance with the frequency of mental vibrations, this does not at all promise a
positive effect. Imagine if you were immersed with a head to where it's warm and
good, and then dragged back into the hostile environment by the scruff. Imagine
that someone rudely and unceremoniously dug into your intimate experiences and
put them on public display. Sensation is not pleasant, leaving behind a very strange
feeling, a mixture of nostalgia and devastation" (Litovchenko, 2015).

It would seem, "this is exactly what you can only dream about: that Russian
cinema, steeped either in arthouse snobbery, or in commerce" below the plinth,
"turned its face to the audience, to the viewer, to real life. And he learned to dissect
this life in modern artistic rhythms and intonations" (Plakhov, 2015).

And so, despite all this, the /4+ became the source of an action of angry
protest: the authors of the melodrama accused the authors of propaganda for
alcoholic beverages, teenage sex and paedophilia and in the corruption of minors.
On the site change.org, a petition titled "Banning the film /4+" in 2015 collected
about two thousand signatures (Petition ..., 2015). Here are just some of the
comments posted on this site: "I urge you to ban the movie" /4+ "at the box office
and to bring its creators to account for promoting the early onset of sexual activity,
corrupting children. The people who allowed the Ministry of Culture to sponsor
this film must be punished" (G. Rebenchuk, Kazakhstan); "We need films that call
for children to strive for chastity, virtue, moral conduct! And this film simply
cannot be watched by teenagers!!!" (I. Kolobova, Russia) (Petition ..., 2015).

Such storms did not cause either Tender Age or Everyone will die, but I’ll
stay, and this despite the fact that in /4+ there is neither a swear language, nor
explicit sexual scenes, nor cruel episodes of violence. And the film was shot
"already in a fundamentally different era than Gai Germanika. Much has been
banned, and almost all bans are met: ... a night meeting of lovers is shown with
chastity, worthy of the Soviet standards. But surprisingly, /4+ is a rare film in
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which falseness and conventionality are not felt in depicting the life of adolescents,
and piercing it, especially closer to the finale, warmth and kindness do not turn into
treacle. ... It is hardly the first time in our cinema that the film convincingly
showed that, whether we like it or not, today the teenager's adult life begins on the
Internet. However, another thing is shown: the virtual world does not give either
real detente or experience: sooner or later you have to prove yourself "in real life"
(Plakhov, 2015).

So why are not cheeky TV series about schoolchildren, filled with sex (one
Physics or Chemistry is worth), namely, the modest melodrama /4+ caused such a
storm of anger of the "working masses"? The answer to this difficult question is
found in A.S. Plakhov’s article: "Indeed, from the standpoint of radical art, the"
14+ "style is traditional, if not conservative — and this is absolutely justified by the
goals and objectives of the picture. If she were more avant-garde, she would not
have had a rent or scandal at all, nobody would have known about her except for a
group of film critics. But the hysteria that has unfolded around this particular film
allows us to make broader conclusions about culture and society as a whole. Even
six months or a year ago we were on another level of rapid fall into the pool of the
collective unconscious. Then it seemed that the main enemies of free creativity are
in power institutions and institutions: it was there that the initiatives of absurd
prohibitions were developed and from there. Today, after the prohibitive genie was
released from the bottle, we fell even deeper: initiatives come from below — and
this is evidence of a new stage of cultural democracy in Russian" (Plakhov, 2015).

Thrillers

Unlike the detective, the thriller belonged to genres practically forbidden in
Soviet cinema (especially in school-themed films). Therefore, the appearance in
the post-Soviet space of the thriller Serpent Spring (1997) was unexpected for
those times.

... In a small provincial town appeared serial maniac. His victims are young
women, so that there is every reason to worry about the fate of a beautiful trainee
who came to the local school ... Director Nikolai Lebedev in the debut film proved
to be a diligent admirer of the work of Alfred Hitchcock. He was not at all
interested in the realities of the Russian provincial and school life of the 1990s.
The screen world of the Serpent Spring is a kind of action-packed chess game with
masked figures, where the nervous tension of the spectators is confidently pumped
from episode to episode. The director demonstrated a good mastery of the
profession, using the well-known actors E. Mironov and O. Ostroumova in an
unusual role. Almost all the characters in the film are flip-flops, hiding some
secrets and vices.

About ten years later A. Strizhenov made the mystical thriller Yulenka
(2008), where the teacher of literature fell into the gothic atmosphere of the
gymnasium, where strange and terrible things happened. Of course, not only the
history of the unlucky teacher, first of all, it is "the story of a very smart girl who
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said the first word at two months, learned to read at a year and a half and at ten
does not know what to do yet, and because it falls under several articles of the
Criminal Code" (Maslova, 2009).

In the film there are obvious hints at the story of the myth about Orpheus,
tales of the Snow Queen and Suspiria by D. Argento. However, "despite the
obvious similarity of history with Suspiria, Yulenka "is not a Russian copy of
Dario Argento. This is Jesse Franco, only faster and ironic and with three layers of
gloss. Rich Carroll texture — pigtails, golf clubs, T-shirts, the girl strangles the
squirrel — politically corrected by distracting scenes of a healthy heterosexual
character” (Koretsky, 2009).

The western story lining is most evident in the mystery series Closed School
(2011-2012), the remake of the Spanish Black Lagoon (2007-2010), the events of
which take place in an elite boarding school. As in most other Russian TV series,
the tenth grade is played by actors between the ages of 24 and 30. Closed School
was submitted to the media "as the first mystical series about teenagers in Russia.
But despite her success with the Russian TV audience, the creators of the series did
not take into account the important options for copying. It has a melodramatic
canon, but there is no expression of the original source. Authors ... choose
advertising-optimistic intonation, tend to purism ... Despite the relishing of skulls,
episodes of a mysterious stay in the world of the dead do not cause fear. Really
terrible moments at copying lose sharpness. But the reasons for the popularity of
the Closed School — just in its usual, predictable, unpretentious manner»
(Sputnitskaya, 2016, p. 60).

Fantasy

In fantasy films, the theme of the school and the university naturally falls
into the background. Well, only with the exception of some school episodes, where
the main characters in Ghost (2015), where the teenager, thanks to his
communication, gets a man's education with a ghost? Even less school is in the
Attraction (2017), where the students of high school are trying to help out poor
aliens from the misfortune. Dolly the sheep was angry and died early (2014) — a
story about a student who came from Russia in the 21st century in the Soviet 1980s
— also not about the university, but about love and about the fact that the student
"destroys the past in order that he realized that his father was a world man and that
he realized how strong and cheerful was friendship at a time when young people
did not live in computers and cell phones. ... "The image of the 1980s is imbued
with ironic nostalgia. The director with delight and humour recalls Komsomol
discos, vodka with soda, exams on scientific communism, trips by big companies
on small cars, marching songs to guitar, crosses in gas masks, fights of "urban" and
"village", queue for sausage" (Ivanov, 2014).

And quite a rare genre bird in the post-Soviet school-student subjects was a
musical, which, however, does not detract from the merits of the brilliantly stylized
V. Todorovsky Hipsters (2008).
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Russian films of 1992-2017 on the theme of school and university

The place of action, historical, socio-cultural, political, ideological, context

Historical context (dominant concepts: "media agencies", "media / media
categories", "media representations" and "media audiences").

Features of the historical period of creation of media texts, market
conditions that contributed to the idea, the process of creating media texts, the
degree of influence of events of that time on media texts.

The time frame of this historical period has been defined by us since 1992,
that is, from the time when the Russian cinematographic production arose after the
collapse of the USSR.

The main political, economic, cultural, educational characteristics of this
historical period are presented in Table 1.

Table 4. Key dates and events in Russia and the world in the period 1992-2017:
politics, economics, culture, education (compiled by A.V. Fedorov)

Key dates and events in Russia and the world in the period 1992-2017: politics, economics, culture

1992 | The beginning of economic reforms (in particular - the abolition of state regulation of prices in Russia,
privatization (voucher) state property) of the new Russian government, which led to a sharp fall in the
rouble rate with the shortage of products and goods for the first time (this year a large number of Russian
citizens only the operations of purchase and sale of imported goods have made millions of capitals, some
of them for reasons of prestige, friendly ties, but most importantly - to "wash" the shadow funds,
investments were made in the movie business).

Freedom and expansion of the scale of religious activity.

A sharp increase in the flow of emigration of Russians to the West.

Visits of the Russian President Boris Yeltsin to the United States: February, June,

External harmony of political relations between the US and Russia.

The adoption of the US by the pro-Russian "Act for Freedom Support" (Freedom for Russia and Emerging
Eurasian Democracies and Open Markets), which created the basis for economic assistance by the
weakened crisis of the Russian economy.

Adoption of the Law "On Education": July 10.

Law of the Russian Federation No. 3612-1 "Fundamentals of the Legislation of the Russian Federation on
Culture": October 9.

The Minister of Education of the Russian Federation at first remains appointed in 1991 E.D. Dneprov

(1936-2015): until the 4th of December.

E.D. Dneprov was the organizer and head of the school reform, based on the principles of the 1988
concept, which was aimed at de-ideologizing, democratizing and updating the national education.

Under his leadership, the law "On Education" was prepared, private educational institutions began to open.
The new Minister of Education of the Russian Federation was appointed Tkachenko: since December 23.
As well as E.D. Dneprov, E.V. Tkachenko showed himself as an adherent of humanization and
democratization of education, advocated a differentiated education.

1993 | Bill Clinton becomes the US President: January 20.

Meeting B.N. Yeltsin and B. Clinton in Canada: April 3-4.

The Moscow International Film Festival (1993, July), perhaps for the first time in its history, experienced a
shortage of viewers: crowds of thirsty "extra tickets" in dozens of metropolitan cinema halls are a thing of
the past. Satisfied with tasty and forbidden in the old days Western films, the mass audience preferred

to watch movies on TV and video (already at home, and not in the video rooms that had survived the last
few days), not being tempted by the amazing colour reproduction of the festival "kodak" or the loud
names of the filmmakers.

The publication of President BN. Yeltsin decree No. 1400 on the dissolution of the Congress of People's
Deputies and the Supreme Council of Russia: September 21.

The breakthrough of the cordon around the House of Soviets of the Russian Federation, the seizure by the
group of armed supporters of the Supreme Council of the building of the Moscow mayor's office and the
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attempted armed seizure of the television center Ostankino: October 3.

The dispersal of the rebels with the help of troops entered into the center of Moscow: October 4.

A live broadcast of the rebellious White House (the building of the Supreme Council) in Moscow by the
American television company CNN, undertaken by Russian special forces units and tanks: October 4.

1994

US President Bill Clinton's visit to Russia: January 12-15.

The first joint Russian-American space shuttle program.

The withdrawal of Russian troops from Germany: from September 1.

Visit of the President of Russia B.N. Yeltsin in the US: September 27-29

The beginning of the first war in Chechnya: December 11-31.

Beginning of a sharp drop (roughly halved compared to 1992) of Russian film production, caused by the

fact that private investors stopped using cinema as a tool for money laundering, and the state had no financial
means to support the film industry in the midst of the economic crisis.

1995

Meeting of US and Russian political leaders in Moscow, which adopted six joint statements,
including the irreversibility of the process of reducing nuclear weapons: May 10.

Meeting Boris Yeltsin and Bill Clinton in Canada: June 16.

Capture of hostages by Chechen terrorists in Budennovsk hospital: June 14-19.

Meeting B.N. Yeltsin and B. Clinton in the US: October 23.

The opening in Moscow of the first in Russia cinema with real multi-channel sound Dolby —
"Kodak-Kinomir" (by the beginning of the XXI century in the capital there will be about fifty of them,
and halls with new equipment will appear in all large and medium-sized Russian cities).

1996

Meeting of B.N. Yeltsin and B. Clinton in Moscow: April 21.

Presidential elections in Russia, where B.N. Yeltsin in two rounds with great difficulty defeated the

leader of the Communists G.A. Zyuganov: June 16 - July 3.

Minister of Education of the Russian Federation appointed V.G. Kinalev: August 14th.

At his post, V.G. Kinelev paid special attention to the introduction of information technologies in the
education system.

Beginning of the introduction of Bachelor's and Master's programs in Russia: since August 22.

Federal Law No. 126-FZ "On State Support for the Cinematography of the Russian Federation": August 22.
The end of the first war in Chechnya - Russia and Chechnya - sign a peace agreement. The withdrawal

of Russian troops from Chechnya begins: August 31.

1997

President of Russia B.N. Yeltsin, NATO Secretary General, NATO Heads of State and Government

sign the "Founding Act on Mutual Relations, Cooperation and Security between NATO and the Russian
Federation" in Paris: May 27.

The production of Russian films, intended for rental in cinemas, reached the post-Soviet minimum - 43's.
Gradual growth of film production will begin in Russia only since 2001.

1998

Minister of Education of the Russian Federation appointed A.N. Tikhonov (1947-2016): February.
Meeting B.N. Yeltsin and B. Clinton in Birmingham: May 17.

Sharp collapse of the rouble in relation to world currencies, default: August 17.

US President Bill Clinton's visit to Russia: September 1-3.

Minister of Education of the Russian Federation appointed V.M. Philippov: September 30th.

During his leadership, the program "Modernization of Russian education for the period until 2010" was
developed (and later approved by the Government of the Russian Federation, which included the
development of new standards for general secondary education, primary, secondary and higher vocational
education, the introduction of a multi-talent system for assessing students' knowledge, support for the
Bologna Convention by education, the introduction of the Unified State Exam.

US air strikes against Iraq: December 16-19.

1999

The gradual increase in world energy prices, which triggered the growth of the Russian economy,
continued until August 2008.

The conduct of the US and NATO military operation in Yugoslavia, aimed at protecting the Albanian
enclave in Kosovo.

The beginning of the second war in Chechnya: September 30.

Meeting B.N. Yeltsin and B. Clinton in Istanbul: November 18.

B.N's resignation. Yeltsin from the post of President of Russia: December 31.

2000

Election of the official receiver of Boris B.N. Yeltsyn - V.V. Putin: March 26th.

B. Clinton's visit to Russia: June 3-5.

The death of the Kursk submarine: August 12.

Meeting V.V. Putin and B. Clinton in the United States. Adoption of the Joint Statement "Initiative for
Cooperation in the Sphere of Strategic Stability": September 6.

The beginning of a gradual increase in film production in Russia.

2001

US President becomes George Bush Jr.: January 20.
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The first meeting (Ljubljana) of the US President George W. Bush. and the President of Russia

V.V. Putin: June 16th.

Aviation attacks in New York and Washington: September 11.

The US starts the war in Afghanistan: October 7.

Visit of V.V. Putin in the US: November.

The concept "Modernization of Russian education for the period until 2010": December 29.

The tangible growth in production of Russian television series and television films began (from fifty in 2001
to three hundred by the beginning of the second decade of the 21st century).

Thanks to the financial support of the state, the number of films gradually increased (although many

of them practically did not go to the rental because of their low commercial potential and / or quality),
made for cinemas. As a result, since the beginning of the 21st century, film production has grown about
three times compared to 2000.

2002

Visit of US President George W. Bush. to Russia: May 23-26.

Creation of the NATO-Russia Council: May 28.

Denunciation of the US treaty on the limitation of anti-missile defense: June 13.

Capture of hostages by Chechen terrorists in the House of Culture during the musical performance
"Nord-Ost" in Moscow: October 23-26.

Visit of US President George W. Bush. to Russia: November.

2003

The US starts the war in Iraq: March 20.

Visit of US President George W. Bush to Russia: May 31 - June 1.

The signing of the Bologna Convention on Education by Russia: September.
The meeting of George W. Bush. and V.V. Putin in the US: September 26-27.

2004

The Minister of Education and Science of the Russian Federation appointed A.A. Fursenko: 9 March.
During his leadership, the development of new standards for general secondary education, primary,
secondary and higher professional education, support for the Bologna Convention on Education and the
Unified State Examination (USE) was continued.

Capture of hostages by Chechen terrorists to the school in Beslan: September 1-3.

The first official visit of Russian President V.V. Putin in the US: November 13-16.

The victory of the "Orange Revolution" in Ukraine: November-December.

Election of the pro-American V.A. Yushchenko: December 26.

2005

Meeting Presidents George W. Bush. and V.V. Putin in Bratislava: February 24.

Terror acts in the London Underground: July 7.

Iran's resumption of the uranium enrichment program and the rejection of negotiations with the EU.
The beginning of the "Iran crisis": August 8.

Meeting Presidents George W. Bush. and V.V. Putin in the United States: September 16.

Resolution of the Government of the Russian Federation No. 803 "On the Federal Targeted Program
for the Development of Education for 2006-2010": December 23.

2006

"Gas crisis" between Russia and Ukraine: January 1-4.

Statement of the President of Russia V.V. Putin on the end of the counter-terrorist operation in Chechnya:
January.

US Vice President R. Cheney in his speech accuses Russia of using its natural resources as a foreign-policy
weapon of pressure, of Russia's violation of human rights and of its destructive actions in the international
arena: on May 4.

The G8 summit in St. Petersburg: July 14-17.

Federal Law "On Information, Information Technologies and Information Protection" No. 149-FZ: July 27.

2007

Political conflict between the US and Russia over the US intention to deploy a missile defense system in
Poland and the Czech Republic.

Statement by US Secretary of Defense Robert Gates that the US "should have been prepared for a possible
armed conflict with Russia": February 8.

Speech V.V. Putin at the Conference on World Security in Munich, sharply criticizing US foreign policy:
February 10.

Signature of V.V. Putin's decree "On the suspension by the Russian Federation of the Treaty on
Conventional Arms in Europe: July 14.

2008

Dmitry Medvedev was elected President of Russia: March 2.

The meeting of George W. Bush. and V.V. Putin in Sochi: April 5-6.

World oil prices reach a new peak - over 140 dollars per barrel: July.

Armed conflict between Georgia and Russia, connected with South Ossetia and Abkhazia: August 8-16.
The fall of world oil prices (4.6 times, first to $ 100 per barrel, and then lower - to $ 30), the collapse of
the key credit and banking consortiums of the United States as the beginning of the worst economic crisis
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since the 1930s, especially tangible in the dependent on oil exports to the Russian economy:
August-December.
A sharp fall in the rouble's exchange rate against world currencies: August-December.

2009

US President becomes B. Obama, the beginning of a "reset" of US-Russian relations: January 20.
Another "gas crisis" between Russia and Ukraine: January.

World oil prices rise to $ 70 per barrel: June.

The first visit of US President Barack Obama to Moscow, his meeting with Russian President Dmitry
Medvedev. Medvedev and Prime Minister V.V. By Putin: July 6-7.

US President Barack Obama announces the cancellation of the US decision to deploy anti-missile defense
systems in Poland and the Czech Republic: September.

2010

The President of Ukraine was V.F. Yanukovych: February 25th.
The signing by President of the United States of America B. Obama and President of the Russian
Federation D.A. Medvedev treaty on the limitation of nuclear weapons: April 8.

2011

Turns and uprisings in the Middle East and North Africa (Egypt, Tunisia, Libya).

Resolution of the Government of the Russian Federation No. 61 "On the Federal Targeted Program for the
Development of Education for 2011-2015": February 7.

The beginning of the first mass protest actions of the Russian opposition: from December 4.

Federal Law of the Russian Federation No. 436-FZ "On protecting children from information that is harmful
to their health and development": December 29 (entered into force on September 1, 2012).

2012

President V.V. Putin: May 7th.

The Prime Minister appointed D.A. Medvedev.

Minister of Education and Science of the Russian Federation appointed D.V. Livanov: May 21st.

In his post, D.V. Livanov (through the introduction of annual monitoring of HEIs) carried out a broad
company of reducing the number of higher education institutions in Russia, tried to combat plagiarism in the
scientific sphere and advocated the introduction of scientometric indicators of the activity of university
teachers and researchers. With him continued a permanent change in university standards.

Federal Law No. 139-FZ "On Amending the Federal Law" On Protection of Children from Information
Harmful to their Health and Development "and Certain Legislative Acts of the Russian Federation on the
Limitation of Access to Illegal Information on the Internet": July 28.

2013

Renunciation of Pope Benedict XVI from the throne: February.
The beginning of broadcasting of Public TV of Russia: since May, 19th.
The beginning of street protests and armed clashes in Kiev: from November 21.

2014

Winter Olympic Games in Sochi: February 7-23.

The actual removal from power of Ukrainian President Viktor Yanukovych: February 22.

Accession of the Crimea to Russia: March 1.

The inauguration of the President of Ukraine P.A. Poroshenko: June 7th.

The beginning of the military conflict in the Donbass: since April.

The beginning of the sanctions of the West (in response to the events in the Crimea and the East of Ukraine)
against the Russian Federation: since March.

The beginning of Russia's response to the West: March 20.

Amendments and additions to Federal Law No. 53 "On the State Language of the Russian Federation"
(of June 1, 2005): May 5 (the introduction of amendments and additions to the force from July 1).
The beginning of Russia's response food sanctions against the West: August 6.

2015

Establishment of the Eurasian Economic Union: January 1.

Resolution of the Government of the Russian Federation No. 497 "On the Federal Target Program

for the Development of Education for 2016-2020": May 23.

The beginning of the Russian military operation in Syria: September 30.

Crisis of relations between Russia and Turkey over the shot down of Russian military aircraft Su-24 on the
border of Syria and Turkey: from November 24.

2016

Results of the referendum in the UK: the British voted for the country's withdrawal from the EU (Brexit):
June 23.

Attempt of military coup in Turkey: July 15-16.

The Minister of Education and Science of the Russian Federation appointed O.Y. Vasylieva: on August, 19.
D. Trump election as US President: November 8.

2017

The official entry into office of US President D. Trump: January 20.
The signing of D. Trump of the law, providing for the imposition of additional sanctions against Russia:
August 2.
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Russian audiovisual texts of 1992-2017 on the subject of the school and
university, unlike Soviet times, were no longer controlled by the state, and
therefore could not coincide in their tasks with the main lines of state policy in the
educational sphere, which officially supported:

- combination of private and public property of educational institutions;

- modernization of the education system, introduction of new information
technologies, distance education;

- development and implementation of new standards for all educational
levels;

- introduction of a multi-point system for assessing students' knowledge;

- development of normative per capita financing for general secondary
education;

- The Bologna Convention on Education,

- Unified state examination in schools;

- reducing the number of "inefficient" universities;

- the fight against plagiarism and poor scientific research;

- fighting corruption in educational institutions;

- Introduction scientometric indicators of the activity of university teachers
and researchers.

The degree of influence of these official trends on films about the school and
university, as reality showed, was indirect. Certainly, in a number of
cinematographs, the activity of private schools was shown, on the screens
(especially in the tapes of the 21st century), modern computers appeared in the
classrooms, sometimes in the dialogue of films there could be talk about the
Unified State Exam and plagiarism. From time to time there were film episodes
related to pedagogical corruption. However, in general, films about the school and
university were not concentrated on the educational process, but on the
interpersonal and love relationships of the main characters.

How does the knowledge of real historical events of a particular period help
to understand the given media texts, examples of historical references in these
media texts?

Of course, the knowledge of historical events helps to understand post-
Soviet films on the topic of school and university. For example, the analysis of the
political and socio-cultural situation of the last years of the Stalinist regime allows
for a better understanding of the author's concept and the plot of the drama What a
wonderful game (1995), and the knowledge of the historical events of the 1980s-
1990s gives the key to understanding the film by S. Soloviev Tender Age"(2000).
A lot of historical references are contained in such films as The Disappeared
Empire (2007); Hipsters (2008); The Institute of Noble Maidens (2010-2011);
Private Pioneers’ (2012); Dolly Sheep was angry and died early (2014), I am a
teacher (2015), and others.

115



2. Socio-cultural, ideological, ideological, religious context (dominant
concepts: media agencies, media / media categories, media representations and
media audience).

Ideology, directions, goals, objectives, world outlook, the concepts of the
authors of these media texts in the socio-cultural context,; ideology, culture of the
world, depicted in media texts.

In the post-Soviet era, communist ideology (including anti-capitalist theory
of socialist realism) and atheism in Russia lost their dominant positions (although
the communist faction throughout the post-Soviet years occupied dozens of seats in
the State Duma), and cinematography was deprived of censorship. Therefore
(especially before the entry into force in 2012 of the Federal Law No. 139-FZ "On
Amending the Federal Law "On the Protection of Children from Information
Harmful to their Health and Development" and certain legislative acts of the
Russian Federation on the issue of restricting access to unlawful information in the
Internet "and changes and amendments to Federal Law No. 53" On the State
Language of the Russian Federation"(2005) — from July 1, 2014) in films on the
school-student topic, one could find an abundance of sexual scenes (Physics or
Chemistry, 2011), and obscene vocabulary (Everyone will die, but I'll stay, 2008).
The world view of the authors of many media texts about the school and university
was extremely tolerant of such factors perceived in the Soviet negatively as
egoism, snobbery, greed, lies, domination based on threats, physical violence,
teenage sexual relations, smoking, drinking (and in some cases — even light drugs
(see, for example, the series Physics or Chemistry), etc. Wealth, sexual pleasure
and entertainment largely determined the culture of the world depicted in Russian
media texts about shool and the university of the XXI century (School number 1,
2007; Barvikha, 2009; Golden, 2011; Physics or Chemistry, 2011; Teacher of
Physical Education, 2014-2017; Philological Faculty, 2017 and others.).

The world view of the characters of the "school world", depicted in media
texts

In general, the world view of the characters of audiovisual media texts on
the theme of the post-Soviet school and university was optimistic (although in
many cases directed to the world of entertainment and sex), however, pessimism
often arose due to feelings of loneliness, poverty, hopelessness and hopelessness of
life, professional " (Teacher in Law, 2007; Everyone Dies and I’ll Stay, 2008; The
Roof, 2009; School, 2010; Physics or Chemistry, 2011; Teacher's Day, 2012;
Geographer Burned the Globe, 2013; And the balloon will return, 2013;
Correction Class, 2014, I will not return, 2014; Clinch, 2015; Teacher, 2015,
Pupil, 2016, etc.). Among the characters (schoolchildren, students and teachers),
bright personalities still stood out, but they were much less inclined to meditation
and doubt, but were ready for active actions on the "love front" (Hipsters, 2008;
Barvikha, 2009; Golden, 2011; Physics or Chemistry, 2011; Teachers, 2014;
Beloved Teacher, 2016; Freshman, 2016, etc.
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At the same time, a small number of films were filmed on the school and
university topic, which largely inherited the traditions of Soviet cinema, where the
"old-fashioned" hierarchy of values dominated (diligence, honesty, willingness to
help good or backsliding people): Simple Trues (1999-2003); The Disappeared
Empire (2007); The Adult Life of the Girl by Polina Subbotina (2008), Private
Pioneers’ (2012); The Mother's Diary of the First-grader (2014); Dolly Sheep was
angry and died early (2014); Village Teacher (2015), Ghost (2015); Good Boy
(2016); To Save Pushkin (2017), etc.

Structure and methods of narration in these media texts (dominant concepts:
media / media categories, media technologies, media languages, media
representations)

Schematically structure, plot, representativeness, ethics, features of genre
modification, iconography, character characters of audiovisual media texts of
school and university subjects of the post-Soviet era can be represented as follows:

- the place and time of the action of media texts. The main place of action:
classes, auditoriums, corridors, yards, apartments, private mansions; The duration
of the action is mostly (if not retro) the year of filming of a particular film;

- the environment, everyday objects typical for these media: the furnishings
and objects of everyday life of films sometimes remain, as in the Soviet times,
modest, but more and more often elitist educational institutions, apartments and
houses of the provided layers of society are shown (Barvikha, 2009; Golden, 2011;
Physics or Chemistry, 2011; Closed School, 2011-2012; Teachers, 2014, etc.);

- genre modifications of school and university subjects: comedy, drama,
melodrama;

- (stereotypical) methods of depicting reality: positive characters rarely
show up in an idealized version, and negative ones too, as a rule, are presented
ambiguously, although there are relapses from times of socialist realism.

Typology of characters (character traits, clothing, physique, vocabulary,
facial expressions, character gestures, the presence or absence of a stereotypical
manner of representing the characters in these media texts):

- the age of the characters: the age of schoolchildren is in the range of 7-17
years, however, there are more frequent characters-senior pupils; the age of
students is generally in the range of 18 to 25 years; the age of the remaining
characters (teachers, teachers, parents, grandparents, etc.) can be any, but adults up
to the age of 60 prevail;

- level of education: for schoolchildren and students corresponds to the class
and course of study, teachers presumably graduated from universities, the
formation of other characters can be of any level;

- social status, profession: the financial situation of students is highly
differentiated, they can be both from poor families, from families of businessmen,
rich officials. The professions of their parents are in a fairly diverse range.

- the marital status of the characters: schoolchildren, naturally, are not
bound by marriage; students in general are also not in a hurry to get married; adult
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characters are mostly married; but teachers, on the contrary, are lonely (the latter is
increasingly becoming an occasion for plot twists connected with the loving
relationships of teachers / teachers with students);

- appearance, clothes, physique of characters, features of their characters,
vocabulary: the appearance of the characters of schoolchildren and students in the
films of the post-Soviet period is beyond the strict framework. This can be a form
of elite private educational institution, and free clothing.

A shot from the film School (2010) gives an idea of the appearance, clothes,
and physique of post-Soviet schoolchildren.

School (2010)

Schoolchildren and students in the Russian films of 1992-2017, unlike
similar characters of Soviet films, speak with the help of rough slang, sometimes
even obscene vocabulary, although, of course, there are films where it does not
exist, or almost none (for example, Private pioneers’, 2012).

Teachers from the films of the post-Soviet era, as a rule, are no longer
intellectuals; the respectful distance between them and the students is practically
broken (this was especially evident in such films as School (2010); Physics or
Chemistry (2011); Geographer Burned the Globe, 2013; Teachers (2014); Clinch
(2015); Teacher (2015); Beloved Teacher (2016); Teacher of physical education
(2014-2017); Good Boy (2016), etc. But now they can already afford many (free)
liberties in their clothes.

A shot from the film Physics or Chemistry (2011) reflects the appearance,
clothes, physique of the characters-educators of the post-Soviet years.

Physics or Chemistry (2011)
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A significant change in the life of media characters and the problem that has
arisen (a violation of the usual life):

Option number 1: among the characters, schoolchildren / students living a
normal life, are those who for some reason do not fit into the standard framework
of interpersonal communication and learning process, that is:

- try to dominate, subordinate students to themselves, while acting with cruel
methods (Teacher in Law, 2007; Barvikha, 2009; Golden, 2011; Physics or
Chemistry, 2011, etc.);

- stand out among other students with their eccentricity (both with a plus
sign and with a minus sign) and because of what they come into conflict with the
class and / or teachers (School, 2010; Physics or Chemistry, 2011; Correction
Class, 2014; Pupil, 2016, etc.);

- fall in love (Rypkina's Love, 1993; Let’s Make love, 2002; The
Disappeared Empire, 2007; School No. 1, 2007; Hipsters, 2008; Barvikha, 2009;
Children under 16 ... (2010); Golden, 2011; Physics or Chemistry, 2011; Private
Pioneers’, 2012; Geographer Burned the Globe, 2013; Dolly the Sheep was angry
and died early;, 14+, 2015; Beloved teacher, 2016; Philological Faculty, 2017,
etc.);

Option number 2: among ordinary characters-teachers, there are non-
ordinary — those who also do not fit into the standard school framework, that is,
they try:

- to resist outdated and / or, from their point of view, incorrect methods of
the director and / or teaching staff and come into conflict with him / them (Physics
or Chemistry, 2011; Teacher of Physical Education, 2014-2017; Village teacher,
2015 and other);

- Establish a particularly trusting relationship with students, although
sometimes it is very difficult (Simple Truths, 1999-2003; Teacher in Law, 2007,
The Adult Life of the Girl by Polina Subbotina, 2008; School, 2010; Physics or
chemistry, 2011; Geographer Burned the globe , 2013; Teachers, 2014; Teacher
of Physical Education, 2014-2017; Village teacher, 2015, Teacher, 2015; Beloved
Teacher, 2016; Pupil, 2016; Good Boy , 2016; To Save Pushkin, 2017, etc.).

Solution of the problem:

Option number 1 (student):

- "correct" characters (schoolchildren, students, teachers, teachers, parents,
adult acquaintances) return individual and / or loving students to ordinary life by
individual and joint efforts (Teacher in Law, 2007; Teacher, 2015, etc.);

- non-standard students remain with their beliefs, because they do not
succumb to pedagogical / parental influences (Touched, 2005; Everyone will die
and I'll stay, 2008; Hipsters, 2008; Yulenka, 2008; Barvikha, 2009; School, 2010;
Golden, 2011; Physics or Chemistry, 2011; Correction Class, 2014; Pupil, 2016,
etc.);

Option number 2 (pedagogical):
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- Unconventional teachers gain a victory (Teacher in Law, 2007; The Adult
Life of the Girl by Polina Subbotina, 2008; Teachers, 2014; Village Teacher, 2015,
etc.);

- the result of the relationship of teachers with students is ambiguous ...
(School, 2010; Physics or Chemistry, 2011, Geographer Burned the Globe, 2013;
Teacher of Physical Education, 2014, Teacher, 2015; Student, 2016; Good Boy,
2016, etc.).

As for the gender aspect of the school-university theme, but like the last
decades of the USSR, in the Russian cinematography among the teachers / teachers
the dominant are women, increasingly single and / or uncomfortable (School, 2010;
Physics or Chemistry, 2011; Teacher, 2015; Pupil, 2016; Good Boy, 2016, etc.).

Case study: The series Physics or Chemistry: hermeneutic analysis of media text

Ideology of authors in the socio-cultural context

The main authors of any cinematic text are directors and screenwriters.
However, in the case of the Russian series on the school topic Physics or
Chemistry (2011), they were not independent creators of media texts, since this
work was a remake of the same successful Spanish series Physics or Chemistry
(Fisica o quimica, 2008-2011). The spirit of tolerance and political correctness of
the media culture of the European Union of the 21st century, that is, a benevolent
attitude toward uninhibited behavior and sexual relations (including homosexual)
between schoolchildren of 16-17 years of age, condescension to use by minors,
students and teachers of light drugs, etc. A special emphasis was placed on the
friendly interpretation of sexual relations between a teacher and a high school
student who had reached the age of sexual consent. Let us not forget that as of
August 2017 the age of sexual consent in Germany and Italy came from 14 years,
in France — from 15 years, in Spain — from 16 years. However, at the time of the
release of the Spanish series Physics or Chemistry / Fisica o quimica (2008-2011),
there was still the most liberal approach in Europe to the age of sexual consent —
from the age of 13 (in July 2015 it was raised to 16 years) (Age ..., 2017). In
Russia, "the age of sexual consent" comes from age 16 (Age ..., 2017), but
apparently wanting to avoid attacks of retrogrades, the creators of the series
Physics or Chemistry insured: all the roles of high school students were performed
by actors who in 2011 were from 21 years to 25 years.

In connection with the armed conflict in Ukraine, which began in 2014, the
official Russian ideology of 2014-2017 is in many respects in conflict with the
ideological vector of the European Union. However, at the time of filming (2010-
2011) and the release of the television version (August-September 2011) of the
Russian version of the series Physics or Chemistry Russia, in spite of the South
Ossetian conflict with Georgia in 2008, could to some extent be considered inertial
(especially with regard to the western-oriented education system) within the
framework of adherence to "European values”.
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Market conditions that contributed to the concept, the process of creating
media text

Since the early 1990s, the Russian media culture has experienced significant
influences from Western standards. For example, on TV, formats such as talk
shows and sitcoms have become common. A dramatic increase in the number of
tangible commercials in the 21st century has caused TV producers to
understandably wish to produce remakes, that is, transplant successful Western
series on Russian soil, including the Spanish Physics or Chemistry | Fisica o
quimica (2008-2011).

Structure and methods of narration in the media text

Schematically structure, plot, representativeness, ethics, features of genre
modification, iconography, character characters can be represented as follows:

Historical period, the scene: Moscow 2010 - 2011.

Conditions, household items: school classes, gymnasium, library, swimming
pool, corridors, director's office, city streets, living rooms. The school (and its
equipment), the characters' apartments look very modern. All teachers and
schoolchildren have mobile phones.

Methods of depicting the reality: ambivalent attitude in relation to almost all
the characters, without a rigid division into "positive" and "negative." In the series,
almost every more or less significant character has his own storyline. The visual
and sound series are constructed without any creative frills, which is typical for the
vast majority of serials.

Characters, their values, ideas, clothing, physique, vocabulary, facial
expressions, gestures: Characters dressed in 2010-2011 fashion — bright, bold: no
school uniforms and strict suits. Teachers can afford deep neckline and free
hairstyles. Students — tattoos, active facial expressions, gestures and abusive
vocabulary (however, never turning to obscene expressions: the series on the
channel STS was in prime time). The head teacher together with another teacher
smokes in the toilet. One of the teachers (though outside the school) uses light
drugs and is not going to give it up. 10th grade students are also indulging in drugs:
“The relations of parents and pupils in the first series are boldly presented: the
mother recommends that her son carefully check the pockets of his trousers before
washing, so that he does not accidentally wash the dope-grass lying there”
(Sputnitskaya, 2016, p. 64). In the classroom, teachers and schoolchildren willingly
discuss topics of sex, same-sex love, pedophilia, drugs, and suicide. One of the
characters-schoolchildren constantly allows himself in the classroom dirty jokes
and racist remarks about the Chinese classmate. Almost all the characters (adults
and schoolchildren) are active users of media technology: “space for mastering the
lessons of Physics or Chemistry — the Internet, pages in ... social networks, virtual
diaries that have become a continuation of the genre of school chronicles,
songbooks, exercise books” (Sputnitskaya, 2011). We remember that in one of the
relatively recent French films about the school the main conflict of the plot flared
up around the erotic photo of the teacher sent to the director. In the Russian TV
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series Physics or Chemistry, the tenth-graders who mastered the media equipment
send photomontages to all their teachers, where they appear in the nude, but this
only causes good understanding smiles and comments from the teaching staff and
has no influence on the development of the subsequent plot of the series.

A significant change in the life of the characters: each of the characters has a
key change in his life (among teachers: the difficulties of professional adaptation in
school, the betrayal of his wife, the fight, sexual intercourse with a minor,
accusation of pedophilia, etc., in the tenth grade: a sexual relationship with the
teacher, death of parents, drug overdose, suicide, racist insult, open confession in
their unconventional sexual orientation, etc.).

The problem that arose: the choice of a strategy for later life, love
experiences.

The search for a solution to the problem: an attempt to defend your life
choices, struggle for your love.

Solving the problem: due to the fact that the series was planned to be
continued, the plot lines of the characters are not fully completed, although many
conflicts are being resolved (in particular, conflicts based on racism, drug
addiction, intimate communication between the teacher and the tenth grade
student, etc.).

Historical Context. What media text tells us about the period of its creation?

When was the premiere of this media text? How did the events of that time
affect the media text? The premiere of the series Chemistry or Physics was held on
the channel STS in August-September 2011. The film was shot shortly before the
Russian-Western sanctions conflict over Ukraine (which began in 2014), when
certain pro-Western tendencies were still felt at the official level (including the
organization of the educational process). The strongest influence on the series
Physics or Chemistry was the original plot of the Spanish TV series Fisica o
quimica (2008-2011) with the same name (Cappelletto, 2017; Guarinos, 2009).

How does the media text comment on the events of the day? Does
knowledge of historical events help understand the media text? How does
understanding these events enrich our understanding of media text? The series
Physics or Chemistry (perhaps due to excessive adherence to the Spanish original)
is far from commenting on Russia's political and economic problems of the 21st
century. There are also many hotly debated school problems here (excessive
bureaucratization of the management and reporting apparatus, overload of teachers,
corruption, etc.). Focused primarily on the love story lines, the series in the course
of the case touches on such acute for the society (including the school) topics like
teenage suicide, drug addiction, racism, sexual relations, homosexuality and
homophobia.

Cultural context. How the media text reflects, strengthens, inspires, or
shapes cultural attitudes, values, behavior, concerns, myths. The series Physics or
Chemistry clearly seeks to reflect, strengthen, form the Western cultural values that
are peculiar to the media culture of the countries of the European Union: free,
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sometimes very free (including sexual) relations between people (including
teachers and high school students), tolerance towards people of other races and
sexual orientation (Ramirez Alvarado & Cobo Durdn, 2013), tolerance towards
extravagant behavior.

World view. What kind of world is depicted in the media text? What is the
culture of this world? What do we know about the people of this world? Are the
characters represented in a stereotyped manner? What does this representation
tell us about the cultural stereotype of this group? The series Physics or
Chemistry depicts a world intentionally isolated by the authors from real political
and economic life, but completely immersed in the world of love and other
interpersonal relations (the themes of racism, suicide, homosexuality are also
touched upon). People inhabiting this world are represented in a dualistic manner:
in one or another proportion, positive and negative traits are mixed in them. No
one character, even the most sneaky at first glance, is not built in a stereotypically
negative way, “Nevertheless, the assortment of the stories of the youth series as
such have been stabilized for the time being, and the generation of new units is
possible within the existing material: each story is also quite original (Has a wide
range of variability, gives space for repeated creativity), and is predictable”
(Sputnitskaya, 2011).

What worldview represents this world - optimistic or pessimistic? Are the
characters of this media text happy? Do the characters of this media text have a
chance to be happy? Are the characters able to control their own destinies?
Despite numerous acute interpersonal conflicts, the world of Physics or Chemistry
is rather optimistic. Characters want to be (each in their own way) happy, although
not all of them are able to control their own destiny.

What is the hierarchy of values according to this worldview? What values
can be found in the media text? What values are embodied in the characters? The
main values of the characters of the film: love, tolerance, friendship. However,
each of the characters interprets these values in their own interests. For example,
for the tenth grade Igor (partly copied from the main negative character Dear
Elena Sergeevna by E. Ryazanov), love and friendship are a domination linked
with the joint use of drugs, the organization of sexual orgies, etc. By the way, he is
also a racist! And all this does not stop the authors from being tolerant to him and
from time to time make him a little bit positive.

What does it mean to have success in this world? How does a person
succeed in this world? What behavior is rewarded in this in the world? In Physics
or Chemistry we are talking about the values of material (for example, Rita's tenth
grade student after the death of her parents gets a rich inheritance), but the main
understanding of the characters about success is their love and other (including
professional) self-realization. In this world those characters are rewarded who are
not afraid to tell others about their love affairs (even if they are the liaisons of a
teacher and a seventeen-year-old student), about non-traditional orientation and
commitment to light drugs.
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At one time, the appearance of a very modest sex scene in V. Pichul's youth
drama Little Vera (1988) caused a storm of indignation from the cinematography
and the conservative part of the audience, the film was hotly debated by
professional criticism and became a real event of the year. However, in Physics or
Chemistry (2011) neither the authorities nor the spectators were particularly
shocked, although there were more bold scenes (including the orgy of high school
students and homosexuality). Professional film criticism on Physics or Chemistry
reacted sluggishly. In fact, in addition to one review in the magazine Cinema Art
(Sputnitskaya, 2011), there were no other serious professional debates.

Thus, the tolerant "European format" of the series Physics or Chemistry was
planted in already prepared soil, and, unlike the harsh films of Valeria Gay
Germanika Everyone Dies and I Stay and School (2010), it did not become the
focus of protracted media discussions. At the same time, the TV series Physics or
Chemistry clearly and unequivocally marked the pro-Western orientation of
approaches to the school theme:

- a benevolent attitude towards the relaxed behavior and sexual relations (including
homosexual) between schoolchildren aged 16-17 (and even between the teacher
and the student);

- leniency towards consumption by under-age students and teachers of light drugs,
etc .;

- the authors' ambivalent attitude to almost all the characters, even to those who, a
few years ago, would be considered negative in all canons;

- the main perceptions of the characters about success are their love and other
(including professional) self-realization, and characters are rewarded in this world
who are not afraid to tell others about their love relationships (even if they are the
affairs of the teacher and the seventeen-year-old student), non-traditional
orientation and addiction to light drugs.

In general, the series Physics or Chemistry became a vivid evidence of
significant changes in social and media ideas about the school, schoolchildren and
teachers that occurred in Russia in the 21st century.

Conclusions

Most of the films about the school and university of the post-Soviet period
were based on stereotypes that largely reflected the significant changes that
occurred after the collapse of the USSR and the transition of Russia to the
capitalist path of development. In general, the images of teachers and students have
undergone a strong transformation. For example, many characters-students of
Russian school-student films of the XXI century can be characterized by the old
Russian word "mob": they (almost) lack intellect, they do not have positive life
perspectives and interests, and "those who are not used to picking up every day and
to fall asleep in an embrace with a bottle, in this not tragic, but hopeless world
there is only one. First you need to trample in a disco ... then you need to kiss in
the entranceway against indecent inscriptions, then you can ride around the area on
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a motor scooter, and in the finale ... Well, you know yourself. Probably not small!"
(Ivanov, 2015). Another (smaller) part of the characters is the so-called "majors",
the children of wealthy parents whose interests are also mostly sexually
entertaining, but there is a clear life hedonistic perspective. The third group (very
few) consists of aggressive individuals striving for total domination: "The class, as
a community, in a state of chaos, begins to spontaneously establish its own
understanding of the order, almost always reproducing the signs of archaic
societies that gravitate towards" shadow "(mafia) or criminal structures. Relations
are built and governed by the right of the strong. In relations between pupils,
blackmail and bribery are widely used, "scapegoat" is chosen, rigid differentiation
is established for the dominant and subordinate, almost permanently in a state of
liminality (humiliation and deprivation of rights, lack of personal significance).
Most often, power is captured by an informal leader, endowed with psychotypical
signs of a charismatic, skillfully manipulating his adepts. It is such a leader that
begins to confront the authority of the teacher, and between them a duel unfolds,
the outcome of which is always unpredictable" (Kruglova, 2016, p.103). And,
finally, the fourth group (also small) of school-student characters is the heirs of the
good old Soviet cinema: smart, honest, purposeful, friendly and principled.

As for the images of educators, in recent years there has been an increasing
number of lonely, beggars, lost vital signs and, by and large, interest in the
profession (which has a very low social status), teachers and teachers who are not
respected by students; "The authority of the teacher is extremely low and is not
supported even at the level of formal adherence to the rules. The resource for
managing the process of mastering knowledge appears either as exhausted or as
unreliable. Teachers are not actually representatives of the authorities, they are
translators of officially accepted cultural and social norms, but this function united
the classical school at all stages of its history - from the beginning of the New
Time to the end of the industrial society" (Kruglova, 2016, p. 103). In such a
context, such degrading images of a teacher and a pedagogical university sound
like "uchilka", "sludge", “prepod” in the jargon of which such words as
"unsuccessful", "beggar", "absurd", "boring", "loser", "hopelessly behind the
modern life".

In contrast to them, there are images of authoritarian teacher-managers who
occupy the administrative chairs of the director, the head teacher, the dean, etc.
And only a small group of film characters are talented and creative teachers
dedicated to their work.

In the 21st century, the priority of the series in school-student subjects was
clearly indicated. Of course, first of all, this was due to the fact that it was
practically impossible to make money on film distribution of films about the
school and university, and the television series (even artistically insignificant ones)
brought substantial profits from advertising revenues. But on the other hand, the
ideological factor is also important, because "ideology explains, but the series
explains. Ideology leads, but the series forces, only makes it more subtle. The
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ideology is abstract, the series is concrete. But the most important thing in the
other: ideology acts on the mind, the series - on the heart. Therefore, the process of
influence of ideology is noticeable, the process of exposure of the series is hidden.
... If the news does it directly, then the series is in a soft form. It stands between the
poles of the Order and the Request. The series justifies the world, explaining the
logic of even wrong actions" (Pocheptsov, 2017). Hence the triumph of the author's
tolerant (as it were neutral) attitude toward meanness, aggressive psychological
dominance and lies (and even easy drugs) in such series as School, Golden, Physics
or Chemistry, etc. Thus, serial versions of school-student reality, in our opinion, to
some extent affect the reality of this.

So, the analysis of Russian films of 1992-2017 on the school-university
theme shows that:

- the educational / educational process left in the past the Soviet framework
of communist orientations and anti-religious orientation;

- the number of entertaining interpretations has sharply increased;

- the stories are not directly related to key international political events,
although they are to some extent dependent on domestic political attitudes;

- the main conflicts are built on the confrontation of extraordinary teachers
and students with stagnation, bureaucracy, the grayness of the bosses / colleagues /
team; very often the focus is on problem areas (crisis, disappointment and fatigue,
professional "burnout" of teachers, bureaucracy, corruption, pragmatic cynicism of
students, teenage cruelty, etc.);

- among the characters distinctly manifested property differentiation;

- the pupil characters are basically divided into the following categories:
optimistic and vital perspectives (often associated with material status and
hedonism), or in a state of depression and hopelessness;

- activity of students is more directed towards entertainment, sex and
material gain;

- the attitude of teachers and students has lost the barriers of subordination,
largely because the prestige of the pedagogical profession in the eyes of students
and the public continued to fall;

- in the pedagogical collectives, the images of female teachers, often lonely
and unsettled, still come to the fore;

- the appearance of students and teachers has become even more "free",
vividly denoting female sex appeal,;

- film stories about students, in contrast to a number of Soviet counterparts,
are virtually devoid of intellectual disputes, but are densely immersed in the genre
element of melodrama and / or comedy; and in general, the theme of love in the
cinema on the school-university theme is for the most part given accented comedic
and / or melodramatic aspect.
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List of Soviet and Russian film on school and university topics

(compiled by A. Fedorov)

Children and young people appeared as characters in hundreds of Soviet and
Russian films. This list includes not films with the characters-children /
schoolchildren / students, but those films where the prominent position is occupied
by the school and university topic. Exceptions are made mainly for some films
significant for the theme of education of the younger generation (for example, the
action of which occurs in summer camps for schoolchildren).

Soviet films

1919-1930

1924

Banbka — 1onb1ii muonep. CCCP, 1924. Pexxuccep u cuenapuct [1étp Manaxos. Axrepsl: Hlypa Koncrantunos,
Vpcyna Kpyr, Anekceit Macees u ap. Jpama.

OctpoB 1HBIX nHOHepoB. CCCP, 1924. Pexuccep Anexceil I'an. CreHapHcT U UCIONHUTENb IJaBHOM poniu
Bragumup BepeBkuH. Aruthuibm.

1925
®enpknHa mpasaa. CCCP, 1925, Pexuccep Onbra [Ipeodpakenckas. Crienapuctsl: Hukonaii Acee, Anekcanap
Ileperyna. Axrepsl: FOpuit 3umun, Mapuk Maits, Jlanuun Beenenckuii, Enena [leitnexo u ap. pama.

1928

3oaoroii mea. CCCP, 1928. Pexxuccepnl: Hukonaii bepecues, Biraaumup Ilerpos. Crienapuct

Huxonait bepecnen. Axtepsl: @enop bornanos, I1érp Ky3nenos, ®atuma ['unsa3osa u ap. Hpama.

Manenbkue u ooabmme. CCCP, 1928. Pexuccep Hmutpuit baccansiro. Cuenapuctel: JImutpuit baccansiro,
Anexcanap OumumonoB. Axtepsl: Onbra TpetbskoBa, Ban Kanpanos, Cepreit Munus u ap. Jpama.
OropBannbie pykasa. CCCP, 1928. Pexuccep b. IOpues. Crenapuctsl: MBan IIsipseB, bopuc FOpiies. Axtepst:
Anexkcanap JXKykos, JIleoener, CepryxoButhH, Anekcannp Cadpponos u ap. pama.

1929

Tanbka-Tpaktupuuna. CCCP, 1929. Pexuccep bopuc Cserozapo. Cuenapuctel: bopuc CBeto3apos,
Koncrantnn MunaeB. Akrepbl: Heonmna MBanoBa-Tonmauésa, Ky3ema Sctpebenkwuii, JIroooBs Henamesa u mp.
Jpama.

Yenosek ¢ noprdenem. CCCP, 1929. Pexxuccep UecnaB Cabunckuii. Cuenapuct A. Kupuiuios (aBTop mbechl — A.
daiiko). Axrepsl: Hukomnait Monaxos, Upuna Bonongko, Konst CumonoBuy u ap. pama.

1930
IIpaBo Ha :xenmmuy / Ctynentka. CCCP, 1930. Pexuccep Anexceit Kamnep. Cuenapuctsl: Anekcerr Kamuep,
Hukomnait baxan. Axrepsl: Tarbsina 3matoropoBa, Bmamumup Cokupko, Ban CkypatoB, Tans Myxuna u jp.

Jpama.
IpaBo oruoB. CCCP, 1930. Pexuccep Bepa CtpoeBa. Crenapuctel: Bepa Crpoea, CrtaHucinaB Y3WUTHHT-

Pansunckuii, Cepaduma Pomans. Axrepsr: U. Tpepmoxie6, I'. PoctoB u mp. dpama.
1931-1955
1931

Opna. CCCP, 1931. Pexwuccepsl u cuenapuctel ['puropuii KozunueB u Jleonun TpayOepr. Axrepsl: Enena
Kyspmuna, Ilétp CoboneBckuii, Cepreii ['epacumoB, Mapusi babdanosa, SIlnuna XKeiimo, bopuc Uupko u ap.

Jpama.
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IyreBka B xu3ub. CCCP, 1931. Pexxuccep Huxonait Okk. Cuenapuctel: Anexcanap Cronmnep, Hukomait Okk,
Pernna Snymkesnd. Akrepsl: Vbisan Kbipis, Muxaun [[xarodapos, Anexcannp Hosuxos, Huxonaii Baraios,
Mapus AnrpomnoBa, Muxawni XKapos u ap. pama.

Yegosek 0e3 pyraspa. CCCP, 1931. Pexuccep Bepa Ctpoesa. Cuenapuctel: Cepaduma Pomans, Bepa Ctpoesa.
Axrepsl: bopuc ®eprunannos, Muxaun Bukropos, Hukonait Hanemckuii u ap. dpama.

1932

o3apasasito ¢ nepexogom. CCCP, 1932. Pexuccep u cuenapuct Esrenus I'puroposud. Axrtepsl: C. IlensTuk,
T. 3aituenko, MBan Trepaoxied u mp. Jpama.

Cenbka ¢ "Mumossl". CCCP, 1932. Pexuccep Anekceii MacmtokoB. CrieHapuctsl: Hukomnait Cka30yri, Anekceit
MacmiokoB. Akrepsl: Buts @punpux, bopuc besrun, Hukonait Hanemckuit. J[pama.

1933
Ortuasinaelii 6aTanboH. CCCP, 1933. Pexucceps! u crieHapuctsl: Aopam Hapoauiikuii, Haym YrpromoB. AKTeps:
I'ennanuit Muuypun, Poza Ceepanosa u ap. Hpama.

1934
Pa3zoynure Jlemouxky. CCCP, 1934. Pexuccep AntonunHa KynpssueBa. CueHapuctel: Hukomait OnelHHKOB,
Eprenwmii IlIBapu. Axrepsl: Sauna Xeiimo, Cepreit ['epacumoB u ap. Komenus.

1935
Kongynt. CCCP, 1935. Pexxuccep bopuc Illenonner. Cuenapuctsr: JleB Kaccunb, Jlazaps FOauH (aBTOp moBecTH
"Konmywur u [lIBambpanus" — JI. Kaccuib). Axtepsl: A. Koo63es, E. Bopucesuu, Biagumup Mapaun u op. JIpama.

1936
Hacrosiumii ToBapum. CCCP, 1936. Pexxucceps: Jlazaps boank, A6pam OxyHunkoB. Cuenapuct Arxus bapro.
Axtepsl: Muxaun Tapxanos, Crenan [llaraiina, Imutpuii I'onyOounckuii u ap. dpama.

1937
Byiinas Batara. CCCP, 1937. Pexxuccepsi: Anekcanap [lonos, I'amap Canam3zane. CrieHapuct
Opuit ®unnep. Axrepsl: A. Bapranosa, Mypraza AxmenoB, A. baruposa u ap. Komenus.

1938
Cemuxknaccauku. CCCP, 1938. Pexucceps: SIxoB Ilporazanos, I'puropuit JleBkoeB. Crenapuctsl: Haym
Kaydman, B. JlrooumoBa. Akrepsr: FOpa Muraes, Anekcannp 3pakeBckuii, Auna 3anoposker], Hukonaii [tagkos u

np. Hpama.

1939

JIlnunoe neso. CCCP, 1939. Pexuccep Anexcanap Pasymusiil. Cuenapuctel: Apkaguii ['aiimap, B. Ilorames.
Axrepsl: JIopa Munaes, Ilersa I'poxoBckuii, bopuc Pynre, Jles Mupckuit u ap. pama.

Yuureab. CCCP, 1939. Pexxuccep u cuenapuct Cepreii ['epacumoB. Akrepsl: bopuc Yupkos, Tamapa Makaposa,
ITaBen BonkoB u ap. Jpama.

Yeaosek B pytasape. CCCP, 1939. Pexuccep u cuenapuct Ucunop AnHeHckuil. Axtepsl: Huxomait Xwmenes,
Muxawnn Xapos, Onbra Aunposckas, Bnagumup Iapaun, ®@anna PaneBckas, Anekceit ['pubos u np. pama.

1940

Bpat reposi. CCCP, 1940. Pexxuccep IOpuii Bacunbunkos. Cuenapuct JleB Kaccunb (aBrop «Uepemsbiin — Opat
repos» - JI. Kaccunb). Axtepsl: Hukonaii Kproukos, Ilerp JleontseB, Enuzasera Haiinenosa u ap. Jpama.
Becennnii morok. CCCP, 1940. Pexuccép Bnamumup HOpeneB. Axrepnl: Anexcanap 3paxkeBckui, Muxauia
AcranroB, Banentuna Ceposa u np. [Ipama.

3akon xu3Hu. CCCP, 1940. Pexxuccepsl: Anexcanap Cronmnep, bopuc MBanos. Crienapuct Anekcanap ABIEEHKO.
Axtepsl: JJanuun Caran, Anexcannap JlykesnoB, OcBanba ['nmazynos, Huna 3opckas u ap. Jpama.

Hpusareau. CCCP, 1940. Pexuccep Muxaun ['aBponckmii. Crienapuct Hukomait Taybe. Akrepbl: Muxaui
Kysznenos, Tamapa Anémmuna, Bnagumup I'apnun, Bacunuit MepkypbseB, Koncrantun Copokus, u ap. pama.
Tumyp u ero komanaa. CCCP, 1940. Pexxuccep Anekcanap Pasymusiit. Cuenapuct Apkaauii I"aiimap. Axrepsl:
JIusuit unaués, [1érp CaBun, JleB [Torémkun, Buktop Cenesnés, Ilers I'poxoBckuii u ap. JIpama.

1941

Pomantuku. CCCP, 1941. Pexuccep Mapxk Jlonckoit. Cuenapuctsl: Tuxon Cemyuikun, @enop Knoppe. Axrepsr:
Januun Caran, lapura Tuanuna, Upuna ®enorosa, Bnagumup Brnagucnasckuii, Jles Cepine u ap. Jpama.
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1947
Ceanckas yuuresasuuna. CCCP, 1947. Pexxuccep Mapk Jlonckoit. Cuenapuct Mapust CmupHoBa. Akrepsl: Bepa
Mapenxkas, Jlanuun Caran, [TaBen Onenes, Baagumup Mapyta, Bnagumup benokypos u ap. JIpama.

1948

Kpacusprii rancryk. CCCP, 1948. Pexuccepsr: Brnagumup Cyxo6okoB, Mapus Caym. CreHapucT W aBTOp
onHouMeHHON mbechkl Cepreit MuxankoB. Axrepsl: Anekcanap Coxonos, Mpuna Hauumnkuna, CiaBa Kotos,
Amnaronuit 'annueB, Anexcanap XBbuts u ap. Jpama.

epBokinaccauna. CCCP, 1948. Pexuccep Wnps @pa3. Cuenapuct Esrenuii IlIBapu. Axrtepsl: Hartambs
3ammnuna, Tamapa MaxkapoBa, Kupa I'onoBko u ap. Jpama.

1952

Hagctpeuy xku3an. CCCP, 1952. Pexuccep Huxomait Jlebener. Crenapuct Exatepuna Bunorpaackas (aBTop
noBectn «3Be3mouka» - MBan Bacunenko). Axrepel: Hagexna Pymsuuera, Biamumup Coxono, [eopruit
CeménoB, Bacunmit Mepkypbes, Cepreii I'yp3o, Buktop Xoxpsiko, AHatonuii Ky3snenos u ap. pama.

1953

Ausemia IlITunsin BoipaGaTbiBaer xapaktep. CCCP, 1953. Pexuccep Anatonuii I'panuk. CueHapuct ATHHS
Bapto. Axrepsl: Bukrop Kaprononsues, Onbra ITepxoBa, Banentuna Crnepanrosa, Hatanss Cenesnépa, Hanexna
Pymsauesa u np. Komenus.

Yectp ToBapuma. CCCP, 1953. Pexwuccep Huxomaii Jlebene. Cuenapuctel: bopuc Mzromckuii, Jleonun
XKexenenko (aBrop moBectn «Ajble morous» - b. M3tomckuit). Axtepsl: Koncrantun CkopobGoraToB, bopuc
KoxoBkuH, ['ennaanit Muuaypun, Bnagumup pyxaukos, IOpuii Tonydees u ap. pama.

1954

ATtrectat 3pesnoctu. CCCP, 1954. Pexxuccep Tatesna Jlykamesud. CueHapucT U aBTOp OJHOMMEHHOMW MOBECTH
JIus T'epackuna. Axtepsl: Bacunuit JlanoBoit, Banum ['paué, ['anuna Jlsnuna, Tamapa Kupcanosa u ap. pama.
JBa gpyra. CCCP, 1954. Pexxuccep Bukrop JticeiMont. Crienapuct Hukomaii HocoB (aBTop moBectu «Buts
Marnees B mkone u goma» - H. HocoB). Axrepsr: Jleonun Kpaykiuce, Bnaaumup I'ycbkoB, Muma ApoHoB, Burs
benog, Anuna Xeiimo u ap. JIpamaTuueckast Komenusl.

Céctpsol PaxmanoBsl. CCCP, 1954, Pexxuccep Kamun Spmatos. Cuenapuct Bnagumup Ilseiiniep. Akrepsi: Capa
Nmanrtypaesa, Siipa Aomynaesa, FOnmys Pusaesa u np. JIpama.

1955

Bacek Tpy6aueB u ero Topapumu. CCCP, 1955. Pexuccepst: nbsa @pa3, Dayapa bouapos.

Cuenapuctsl: Banentnna OceeBa-XwmeneBa, bopruc Crapiues (aBrop nmoBectu - B. OceeBa). Akrepsi: Oner Buiines,
Camra YynakoB, BoBa Cemenosuu, CnaBa JleBkun, XKopa Anekcanapos, Hatanbst Peruarosa, Jleonua XapuToHoB,
Wsan IlensTuep, FOpuit Mensenes, [1érp Aneitnukos u ap. Jpama.

JABa kanutana. CCCP, 1955. Pexuccep Bnagumup Benrepos. Crenapuctsl: Bennamun Kasepun, EBrennit
l'abpunoBuu (aBTOp OmHOMMEHHOro pomaHa — B. KaBepun). Axrepbl: Anexcanap Muxaiino, Onbra 3aboTkuHa,
Amnatonuii Anockun, Eprennii Jlebenes, bopuc Benser u np. pama.

Menaroruueckass moama. CCCP, 1955. Pexuccepsl: MeuucnaBa MaeBckas, Anekceit MacmtokoB. ClieHapHUCTBHI:
Hocud ManeBnu, Anekceit MacitokoB (aBTOp 0JJHOMMEHHOTO poMaHa — AHTOH MakapeHko). AKkrepbl: Braanmup
EmenbsinoB, Muxaun Ilokoruno, Enena Jlunkanoswu, Huna KpauxoBckas, Koncrantun Muxaiinos, IlaBen
Kanounukos, I'eopruit FOmaros, FOpuit Capanues, FOnuan [Tanuy u ap. pama.

Cobin. CCCP, 1955. Pexuccep IOpuit OzepoB. Ciienapuct Tatbsana CeituHa. Axtepsl: Jleonun Xaputonos, [1érp
Koncrantunos, Bapsapa Kapramésa, Bukrop I'epackun, Hagexna Pymsannesa, Koncrantun CopokuH, Anekceit
I'puboB, Bnamumup benokypos, Poza Makaronosa u np. pama.

1956-1968

1956

Becna na 3apeuynoii yanue. CCCP, 1956. Pexuccepsr: @enukec Muponep, Mapnen Xymues. Cuenapuct denukc
Muponep. Axrepbl: Huna VBanoBa, Hukonaii PeiOHukoB, Biagumup I'ynsie, Banentuna [lyrauésa, ['ennanmit
IOxtun u np. Menoapama.

Pa3nbie cyasob1. CCCP, 1956. Pexxuccep Jleonun Jlykos. Cuenapuctst: Jleonun JIykos, SIkoB CMosIK. AKTepsI:
Tatesana [Tunenxas, KOnuan [Tanuy, JleB Cepanun, Onbra Kuznesa, Tarbsina KonroxoBa, ['eopruit FOmatoB, Ana
Boiinuk, Braamumup dopodeeB, Cepreii biunaukoB, Banentnna Ymakoa, Koncrantun CopokuH, BceBonon
Canaes, bpyno ®Opelinanux u ap. Hpama.
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1957

Onn Berpermancsk B nytu. CCCP, 1957. Pexuccep Tatesna JlykameBuu. Cuenapuct Jleonun Ilantenees.
Axtepsl: Buktop Apmroiiko, Poza Makaronosa, Hukonait Komuccapos, Muma Mepkynos, Huna Jlopommna, [1€rp
[Iep6akoB, Bepa BacuiseBa u qp. Menonpama.

IMoBects 0 mepBoii awoBu. CCCP, 1957. Pexuccep Bacunumit JleBun. Cuenapuct Mapuss CmupHOBa (aBTOp
noBecti H. AtapoB). Axtepsr: [xemma OcmonoBckasi, Kupun CromsipoB, Biamumup 3emmsnukun, Cepreit
CromsipoB u 1p. Menoapama.

1958

I'opon 3a:kuraer orau. CCCP, 1958. Pexxuccep u crenapuct Bnagumup Benrepos. Axrepsl: Hukonaii IToronus,
Enena Jlo6ponpaBosa, Oner bopucos, Jlunnana Anemrnukoa, FOpuit JIrooumos, Anmica ®petinuux u ap. dpama.
CeepctHunbsl. CCCP, 1958. Pexuccep Bacunuit Oppasiackuil. Cuenapuct Amna benskoBa. Axrtepsl: Jlunus
®denoceepa-lllykmuna, Jlromvuna Kpsiioa, Maprapura Komenesa, Bmamgumup Koctun, Bceonon Cadonos,
Kupumnn Cronsipos u ap. dpama.

®aarn na oammsax. CCCP, 1958. Pexuccep Abpam Hapomuuxuii. Cuenapuct Mocud ManeBud. AKTeEpHI:
Bnagumup EmenssanoB, Brnagumup Cyneun, Koncrantun Jloponun, Mnes Mumorenko, Poza MakaronoBa, Ana
Poroguesa u ap. JIpama.

1959

Maasuyukn. CCCP, 1959. Pexuccep Cynamudsp Lpioynsauk. Cuenapuctsl: AuHa JlucsHckas, Jlopa Bombemept.
Axtepsr: JI€ns baduu, Hukonaii Uypcun, Cama Kaprnos, Jlunus Cyxapesckas u ap. [pama.

Ha nopore sxu3nu. CCCP, 1959. Pexxuccep Koncrantun IIununamsunu. Cuenapuct IOpuit KpotkoB. Axrepsr:
Jletina AbGammnze, Orap Xarnamsuny, ['oua Abammaze u ap. dpama.

It10 661110 BecHoi. CCCP, 1959. Pexuccepsr: Aptyp Boiitenxuii, Kapn I'akkens. Axtepsl: Jltonmuna byrenunna,
JleB XKykoB u np. Jpama.

Ho oynyweii Becubl. CCCP, 1960. Pexxuccep Bukrop Cokonos. Crienapuct Cepreit BoponuH.

Axrepsl: Jltonmuina Mapuenko, UnHOkeHTHIT CMOKTYHOBCKMH, BanenTnn Apxumnesko u ap. Menoznpama.

1960

Tyun nHang Bopckom. CCCP, 1960. Pexuccep Bacunuit OppaeiHckuil. Cuenapuctel: CeméH Jlynrun, Mnbs
Hycuno. Axteps: Muua ['ymag, Poman XomsartoB, Brnagumup HMBamon, Hartanes AmnTOHOBa, Bukrtop
PoxxnecrBenckuii, Muna Uypukosa u np. Ipama.

Yynoreopuasa. CCCP, 1960. Pexwuccep Bmamumup Ckyitoun. Cuenapuct Brnagummup TeHapskoB. AKTEpHI:
Bnagumup BacunweB, Huna MenbikoBa, Autonuna IlasieraeBa, Kinasaus [lonosukoBa, Biraaumup IlokpoBckuid,
WBan PoixoB, Cranucnas Yekan u ap. pama.

1961

A ecau 310 mMmodoBp? CCCP, 1961. Pexwuccep Ommii Paitsman. Cuenapuctel: Mocud Omnbanckuit, HOnmit
Paitsman, Huna PynueBa. Axkrepsr: JKanna IIpoxopenko, Urops Ilymkapés, Anexcanapa Hazaposa, Huna [llopuna
u ap. Jpama.

Apyr moii, Koaska! CCCP, 1961. Pexuccepsr: Anexcanap Mwurra, Anexceit CantbikoB. CrieHapuctsl: Cepreit
Epmonunckuii, Anexcanap XMenuk (aBTOp OJHOMMEHHOW mbechl — A. XMenuk). Akrepsl: Ajnekcanap Kob6oses,
Amnna Ponnonosa, Anatonuit Ky3znenos, CaBenuit Kpamapos, bopuc HoBukos u ap. Ipama.

Mumka, Cepera n 1. CCCP, 1961. Pexuccep I'eopruii [To6emonocues. Cuenapuctsl: Huccon 3enepaHckui,
bopuc Jlapun. Axtepsi: FOpwuii LsetoB, Buxktop CeménoB, Banepuii PepkakoB, Bacunuit [ykmuH, Bnamgumup
I'yces u ap. JIpama.

1962

I'pemnnbiii anren. CCCP, 1962. Pexuccep I'ennaaunit Kazanckuit. Crenapuct Muxaun bepectunckuil. AKTepsr:
Omnbra Kpacuna, Hukxonaii Bonkos (cr.), Huna Becenosckasi, ['ennanuii ®@ponos, FOpuit Mensenes, bopuc Ynpkos,
lanuna Bomuek u np. [pama.

Beii, 6apadan! CCCP, 1962. Pexuccep Anekceit CantsikoB. CueHapuctsl: Cepreit EpmonuHckuil, Anexcasap
Xmenuk. Axtepsl: Anekceit Kperuenkos, Jltocst CnenneBa, Anekcanap Jlembsinenko, Casenuii Kpamapos, TaTesHa
Kontoxosa u np. [Ipama.

Muxas codaka JIuaro. CCCP, 1962. Pexuccep IOmuii Kapacuk. Cuenapuct Anatonmii ['peOHeB (aBTOp
OHOMMEHHOI noBecTH — P. ®paepman). Axrepsl: [anuna [Tonbckux, Bragumup Ocobuk, Tanac Ymyp3akoB, AHHa
Ponuonosa u np. Ipama.
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Manennkue meutateau. CCCP, 1962. Pexuccepsr: Omser I'peumxo, Buxrop Typos, Apcenwii Sctpe0os.
Crenapuctel: Enena Karumuckas, Banentun Mopos3oB, Hemnu MopozoBa, Jlunmus Hemenona, ['ennamuit
[nanukoB. Axtepsl: bopuc butiokos, ['eopruii AKxénos, Mpa Kpusomanosa u ap. Jpama.

Mp1 Bac jqooum. CCCP, 1962. Pexxuccep Dayapn bouapos. Crienapuct Cepreit MuxaiakoB. AKTepsl: AJeKCaHIp
Bapcos, Bosa ®ypmankerud, Aserra A6pamoB u ap. Jpama.

IIpuxogute 3aBTpa. CCCP, 1962. Pexuccep u crenapuct Eprenuii TamxoB. Axtepsl: Exatepuna CaBuHOBa,
Amnaronuii [Tananos, Opuii ['opoben, Auronnna Makcumoa, Hanexxna XXuBorosa, Anexcannp [upsunnt, FOpuit
Benos, bopuc bubnkos u ap. Komenus.

1963

Boabmme u manenbkne. CCCP, 1963. Pexxuccep Mapus dénopoBa. Cuenapuct Mocud ManeBuy. AKTEpHI:
Onecs MBanoBa, Bacwmuit I'opuakoB, Huna MenbmukoBa, Hukomaii Bapmun, Jles CsepmiuH, JIro00BB
Buponaiinen, Bacunuit Jlusanos u ap. Jpama.

Manenbkue pbinapu. CCCP, 1963. Pexucceps: Hunens HenoBa-Ilynas, I'eno Iymas. Cuenapuct: Dauiiep
Kunuanu. Axrepst: lono Yorosaaze, Jlaro I'mopranze, Huno Hataaze u np. Ipama.

Mens 30ByT Koxka. CCCP, 1963. Pexuccep Aonymia Kapcax6aes. Cuenapuct Huccon 3enepaHckuii. AKTEpHI:
Hypnan Cerusbaes, M. Kokenos, I'yiapaap Kypabaera u qp. Komemus.

Cayuaii B Jam-Kane. CCCP, 1963. Pexuccep Mepen ArtaxanoB. Crenapuctel: Mopuc Cumarniko, Hukomaii
®duryposckuit. Akrepsl: Kymnyk Xomxaes, Qypast CanapoB, AHHaryi1b AHHaKyiIueBa u ap. pama.

Tpyansie netu. CCCP, 1963. Pexxuccep Beeponon I[Berkos. Cuenapuct IOpuit CoTHuk. AKTepsl: AJeKcaHap
Kexwum, I'ena buprokos, Tatesina Ilenbtiep u ap. Komenus.

Yauna Helotona, nom 1. CCCP, 1963. Pexuccep Teomop Bynedposuu. Cuenapuctsi: Teomop Bynbgosuu,
OnBapa Pamsunckuii. Axrepst: I0puii Unbenxko, Jlapuca KagounukoBa, EBrennit @puaman, Eprennii AragoHoB u

np. Hpama.

1964

Joopo mnoxanoBatrh, wiau I[loctoponnum Bxox Bocmpemen! CCCP, 1964. Pexuccep Dnem Kimmos.
Cuenapuctbl: Cemén Jlynrun, nbst HycunoB. Axrepsl: EBrennii EBcturnees, Apuna Aneitnukosa, Winbst Pyroepr,
JIunus CmupHoBa, Anexceit CmupHOB, Buxtop Kocsix u ap. Komenus.

1965

Buumanuio rpaxnan u opranmzamuii. CCCP, 1965. Pexuccep Aptyp Boiitenxuii. Cuenapuct Omer
IIpokonenko. Akrepsl: Buranuit benskos, Anroma Counsko, FOpuit Jleonnnos u ap. pama.

3BoHAT, oTKpoiiTe ABepb. CCCP, 1965. Pexuccep Anekcanap Murra. Cuenapuct Anekcanap Bomomus.
Axrepsl: Enena IIpoknosa, Ponan beixos, Bnamumup Benoxypos, Cepreit Hukonenko, Onsra Ceménona, Buxrop
Koceix u mp. Ipama.

Mumo oxon uayT moezga. CCCP, 1965. Pexuccepwsl: Dnyapa I'aBpuios, Banepuit Kpemuen. CueHapucTs:
JIro60Bs Kabo, Anekcanap Xmenuk. Akrepsl: Jle Kpyreiid, Mapus CtepaukoBa, Diia Hekpacosa u ap. [Ipama.
Hagasxknenue. CCCP, 1965 (noBemna u3 ¢punsma «Onepanus «bly). Pexxuccep Jleonnn I"aiinaii.

Cuenapuctsl: SlkoB KoctrokoBckuii, Mopuc Crobonackoii, Jleonun laiimaii. Axtepsl: Ajiekcannp [leMbsHEHKO,
Hatanbs Cene3néna, Buxrop IlaBios u qp. Komenust.

IepBasa Bactuimsa. CCCP, 1965. Pexxuccep Muxaun Epmos. Cruenapuct HOpuit SkoBneB. Axrepsl: Banepuii
T'onoBuenkos, Enxuzasera CononoBa, EBrenuit Matsees u np. Jpama.

1966
HepBsiii yautean. CCCP, 1966. Pexuccep Anapeit Konuanosckuil. Cuenapuctsl: Ynnrus AiitmatoB, bopuc
HobpomeeB, Awunmpeit KonwamoBckuii  (aBTOp omHoMMeHHOH moBect — Y. AlitmaroB). Akrtepsl: boior

Betitrenanuen, Hatanes Apun6acapora, 1. Kyrokosa, Y. Horaii6aes u ap. dpama.

Pecnyonuxa KU, CCCP, 1966. Pexxuccep I'ennamuii Ilomoka. Cuenapuct Jleonun IlanTeneeB. AkKTepsl:
Cepreii IOpckuii, IOmus Bypeiruna, IlaBen JlycriexaeB, Anexcannap MenbHukoB, Anatonuii CtonboB U ap.
Jpamatuueckasi KOMeusl.

Tenn cTaporo 3amka. CCCP, 1966. Pexuccep Mapus Myar. Aktepsl: JI. ['ydoanos, B. MypaBbeB, M. Bonnyman,
1O. Ily3bipes, 1O. JIyuenko u ap. JleTexTus.

Tpu c¢ nmosoBunHod aHsaA u3 :ku3Hu HBana CeméHoBa, BTOpok/JaccHuka u BrToporoaHuka. CCCP, 1966.
Pexxuccep Koncrantun bepesosckuii. Crenapuct JleB [laBbiiprueB. Akrepwl: Bnaammup Bopo6Geii, Enena
Kanamnukosa, bopuc Uxnos u np. Komenus.

1967
Jlnmunasa xm3Hb Kyssieea Banentuna. CCCP, 1967. Pexwuccepsr: Wnbs ABepOax, Mroppr MacieHHHUKOB.
Cuenapuct Hatanes Pa3annesa. Axkrepsl: Buktop Mnsnués, Tamapa Konosanosa, ana Cepreea u ap. pama.
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A Bac aro6mia... CCCP, 1967. Pexxuccep Unbs ®pa3. Cuenapuct Muxaun JIbBOBCKUM. AKTEpHI:
Bukrop IlepeBanoB, Buonerra XycnynoBa, Buranmit OBanecos, Jlopa YmapoBa, Banepuii ProxakoB, Erenmii
Becnuk, Hatanbs Cenesnéna u np. Komenuitnas menonpama.

1968

Toabperpum. CCCP, 1968. Pexuccep Bnagumup JloBranb. Cuenapuct Omner IIpokonenko. Axrtepsl: Huxomait
Bypnses, Banentun Mapuenko, Enena Jleryposa, I'eopruit Buniun u np. Hpama.

Hoxusem 1o noneneabHuxa. CCCP, 1968. Pexuccep Cranucnas Pocroukuit. Cuenapuct ['eopruit ITomonckuii.
Axrepsl: Bsuecnas Tuxonos, Upuna IleuepuukoBa, Huna Mensmmkosa, Muxaun 3umus, Onbra JKusnesa, Onbra
OctpoymoBa, Urops Crapeirun, FOpuii UepHos, JIro60oBb Cokostoa u ap. Jpama.

Koraa s ob11 Manienbkum. CCCP, 1968. Pexxuccep Anbprupaac Apamunac. CrieHapucTbl Anbrupaac ApaMuHac,
Huxokac Mepac. Akrepsl: Jlunac Kpumrionac, FOnus Kasansyckaiite, Diena Pemuinayckene u ap. Menonpama.
Myxcekoii pasrosop. CCCP, 1968. Pexuccep Urops IllatpoB. Cuenapuctel: Banentun ExxoB, Bagum ®pornos
(aBTOp moBectn «Yto kK yemy» - B. ®ponos). Axrepel: Huxkomait SIxontoB, Anekcanap Kapamepos, Bacummii
[yxmmn, Hunens Mermikosa, Jleonun Kypasnés u ap. pama.

Ilepexonnbnii Bo3pact. CCCP, 1968. Pexxuccep Puuapn BuxtopoB. Cuenapuct AnekcaHap XMenduK. AKTephI:
Enena IIpoknoBa, Cepexxa Maxkees, Buranuit Cerena, Anexcanap bapckuii, Jlena becnanosa, Urops Jleqoropos u
np. Hpama.

Ypoxk aurepatypbsl. CCCP, 1968. Pexxuccep Anekceit Kopene. Crienapuct Bukropust TokapeBa (aBTop pacckasa
«/lenp 0e3 Bpanbs» - B. Tokapesa). Aktepsl: Eprennii Cte0i0B, Jleonun Kypapnés, lnaa Makaposa, BanenTuHa
MansBuna, Eprenunii Jleonos, Jlapuca Ilamkosa, JIro6oBs [JoOpxanckas, ['otnud Ponuncon, Bukropus ®Enoposa,
Huxonaii [Tapdénos u ap. Komenusi.

1969-1985

1969

3aBTpa, TpeTrhero ampedis.. CCCP, 1969. Pexuccep Uropr MacnennukoB. CueHapuct Bnaaumup Banyrkuit.
Axtepel: CnaBa I'opomenkoB, Haranes [anwnoBa, Xens Mansanues, Jlapuca ManeBanHasi, AJeKcaHap
Jlembsinenko, Bukrop Ninpnués, [1aBen Jlycnekaes, Koncrantun Paiikun u np. Komenus.

Maabsyumku. CCCP, 1969. Pexuccepsl: Jleonun MaxkapeueB, Asgn IllaxmanueBa. Axrtepsl: AnHapei
Koncrantunos, Bukrop XKykos, Maiist Bynrakosa u ap. JIpama.

S momuw Tebs1, yuureab. CCCP, 1969. Pexuccep 'acan Ceupbeitnu. Crenapuct Makcyn HOparumOekos.
Axrepsl: Cynetiman Aneckepos, Hacuba 3eiinanosa, Illagura Mamenosa u np. JIpama.

1970

Buumanmue, yepenaxa! CCCP, 1970. Pexuccep Ponan beikoB. Cuenapuctel: Cemén Jlynrun, Wiss Hycunos.
Axrepsl: ['anuna BynanoBa, Anexceit EpmioB, Anapeit Camotonkus, Muxaun MaptupocsH, Ajnexceit bartanos,
Wpuna Azep u np. Hpama.

Boameonas cuna. CCCP, 1970. Pexxuccep Haym bupman. Crienapuct Buxrop dparyHckuid.

Axrepsl: Jltoqmuna Cenunna, Huxomait Tpodumon, Kocrs Ilenkaer, Jlromvuna Bacrotunckas, Urops boraaHos,
Huna VYpranr, Tatesana [{oponuna, Apkanuii Paitkun u ap. Komenus.

3oaoteie yacsl. CCCP, 1970. Pexuccep Mapk TonmauéB. Cuenapuct Jleonun I[lanteneeB. Axrepsl: AHapeit
Hukonos, Oner Hlopun, Buxtop I'naseipun, Anekceit CmupHoB, Caenuii Kpamapos u ap. Ipama.

Iepectymun mopor. CCCP, 1970. Pexuccep Puuapn Bukrtopo. Cuenapuct Anaromuii ['peOHeB. AKTephI:
Esrennii Kapenbckux, Hpuna KoporkoBa, Koncrantun Komkun, Haranbs PeruaroBa, Muxaun JlroO6e3HoB u np.
Jpama.

Taiina :xese3noii asepu. CCCP, 1970. Pexxuccep Muxaun HO3oBckuil. Cuenapuct Anexcannp PeibxeBckuii
(aBrop moBectu «lllen mo ropoay BonmeOHuk» FO.Tomun). Akrepsl: DBanbpaac Mukantonac, Anapeit XapblOuH,
Amuca @peitaamux, Oner Tabakos, Casenuii Kpamapos u np. @aHTacTHUeCKass KOMEIHS.

1971

Manenbkas ucnoBeab. CCCP, 1971. Pexuccep Ansrupnac Apamunac. CreHapucTel: Ajnbrupaac ApaMuHac,
Nixokac Mepac (aBrop moBectu «ApbOepon» B. byOnuc). Axrtepwsr: Anapioc Kapka, Pyra Cramumonaiite,
I'enumunac Kapka u np. Ipama.

Ox, yx 3ta Hacts. CCCP, 1971. Pexuccep IOpwmii [To6enonocnes. Cuenapuct Banentuna Crimpuna. AKTephI:
Upa Bonkosa, Tans Hesckas, Cepreit KyckoB, Hatanesa I'BozauxoBa, Huna Apxunosa u np. Komenus.

«Turps» na apay. CCCP. 1971. Pexwuccepsr: Banentnn KozaukoB, AnpOept OcumnoB. Cuenapuctbl: Bukrop
Mepexxko, Hukonaii T'opoyHoB. Akrepsl: FOns KopueBa, Burs CHopkos, Jluma CocHoBckuii, Cama KpuseHko,
Hartanes ®areeBa, Bragumup I'pammaTukoB u ap. Hpama.
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1972

Bepern apyra. CCCP, 1972. Pexuccepsl: MyxTtap Ara-Mup3aeB, VMcan Kapumos. Crenapuctsl: Bragumup
Bapabami, SIpocias @unummos. pama.

Boabmas nepemena. CCCP, 1972. Pexuccep Anexceit Kopenes. Cuenapuctel: Anexceit Kopenes, ['eopruii
CanoBHukoB. Akrtepsl: Muxaun Kononos, Esrenmii JleonoB, Poman beikoB, Anekcannp 30pyeB, Cseriana
KprouxoBa, IOpuit Ky3pmenkos, Casenuit Kpamapos, Hatamus borynoa, Hartanps I'Bo3mukoBa, Buxrop
IIpockypun, Banepuit Hocuk, Huna Macnosa, Upuna Azep, Jlronmuna Kacatkuna, Banentuna Tanbizuna, Muxaumn
Summn, JleB J{ypos, Jltockena OBunnHHMKOBa U Jp. Komenus.

Ouxkapuk. CCCP, 1972. Pexuccép Ansrumanrac Bupyrupuc. B pomsx: Kybanerubexk AnbibaeB, bepmera
Manukosa, Oner Kapkasues u ap. Ipama.

IlepeBon ¢ anramiickoro. CCCP, 1972. Pexuccep Nnecca Cene3néBa. Cuenapuctsl: I'eopruit Ilomonckuii,
Hatanes Jlonmnuna. Axrepsl: Maits bynrakoBa, 'eopruii Tapatopkun, Anapeit Tenera, Apmen [[xurapxasss,
Banentuna Tansizuna u ap. Jpama.

Touka, Touka, 3ansartas.. CCCP, 1972. Pexuccep Anexcanap Murrta. CueHapuctel: Muxaun JIbBOBCKHUH,
Anekcanap Mutra. Aktepsl: Cepreit Jlanuenko, Muma Kosnosckuii, IOpuii Hukynun, EBrenwii I'epacumos,
Bnagumup 3amanckuii, XKanna Ilpoxopenko u ap. Komequs.

Yuntens nenuss. CCCP, 1972. Pexxuccep Haym bupman. Crenapuct Omune bparunckuil. AxTepsl: AHzapeit
[omos, JIrommuna MBanosa, Upuna Andépora, Koncrantun Komkun, EBrennii EBcturaees, Jlrommuna ApuHuHa,
Anexcanap JlempsaHenko, ['eopruit I tune u np. Komenus.

Yynak u3 naroro "B'". CCCP, 1972. Pexuccep Unps ®pa3. CueHapuct Bmagumup JKene3HUKOB. AKTephI:
Aunnpeit BoitHoBckuii, Poza Arumesa, TatbsHa Ilenstuep, Huna Kopuuenko, Huxonait MepanukuH, EBrenuit
Becnuk u np. Komenus.

KOabska. CCCP, 1972. Pexuccep Koncrantun Xyk. Crenapuct Eprenus Pyapix. Axrtepri: Upuna Baprei,
Buxtop [aprskos, Cepreii [IpoxaHoB u ap. pama.

1973

Becénbie ucropun. CCCP, 1973. Pexuccepsr: Anbrumanrac Kynnsmuc, ['mtuc Jlykmac, Cracuc MorteroHac.
Crenapuct u aBTop pacckazoB Hwukomait HocoB. Axtepsr: MaiiBa [ayéture, An€ma [leHucoB, ApTtypac
[Ipasunonuc u ap. Komenus.

Ka:xnaplii Bedep nmocie padorsl. CCCP, 1973. Pexxuccep Koncrantun Epmios. Cuenapuctsl: Koncrantun Epiuos,
Oner Ipoxonenko (aBrop noBectn «Enena HuxomaeBna» M. [mymiko). Axrepsl: 3unHanna CnaBuHa, Ayekcanap
I'paBe, Upuna bynuna, Huxomnaii I'punbko u ap. pama.

Kamusa B mope. CCCP, 1973. Pexuccep u cruerapuct ko Cerenb. Axtepbl: Camra MacneHHukoB, BanentruHa
Teneruna, Jlunuana AnemnukoBa, Apuna AnelinnkoBa, 305 @&noposa u ap. Komemust.

IMoxap Bo ¢paurene, nau noasur Bo apaax. CCCP, 1973. Pexuccep Eprenuii Tatapckuit. Crienapuct Banepuii
[onos (aBTop pacckazoB — B. parynckuii). Axrtepbl: Cama Muxaiinos, Cama Xmensuunkuit, Oner [Janbs u np.
Komemust.

Pasnbie mogn. CCCP, 1973. Pexuccep: I'ennanuii [1aBnoB. Cuenapuct Hatanbsa JJonunnza. Axtepsl: Bnagumup
WBanoB, Buranuii OBanecoB, Aina boruna, Asnekcanap bopaykos, 'ennamuit Caiidbynun, Hpuna MypaBnéBa,
Bopuc Yupkos, Hatanes Caiiko u np. Hpama.

1974

Banbkunsl mapyca. CCCP, 1974. Pexuccep Huxonait JXykoB. Cuenapuct Banentuna Crupuna. AKTephI:
Amngppeii Lenkano, @enuxc CmupHOB, I'epa Kotosckwmii u np. [Ipama.

Becennne mnepeeprbimm. CCCP, 1974. Pexuccep I'puropuit Apono. ClLeHapHCT U aBTOp OJHOUMEHHOU
noeectd Branumup TennpsikoB. Axteprl: Poman Mansnos, Jlapuca ManeBannast, Hukonaii [lenskos, Jle J{ypos,
Huxonaii I'punbko u np. pama.

3emuble U HeOecHble mpukaodenusa. CCCP, 1974. Pexxuccep Urops BetpoB. Crienapuct HOpuii I1apxomeHko.
Axtepsl: AHatonuit Maremiko, Enena Ilmtoiiko, Banepuit [IpoBotopoB, EnuzaBera Jlemosa, Muxaun ['my3ckuid,
Jlaiimonac Hopetika, ['med Ctprxenos u ap. [Ipama.

Ko n ngBamoprdens. CCCP, 1974. Pexuccep Dnayapn [NaBpuo. Cuenapuct 03 (Mocud) AemkoBcKuii.
Axrepsl: Annpeit KonnpateeB, Kats Kysnenoma, Jleonnn Kypasnés, Jlapuca Jlyxuna, Baanumup 3amanckui,
Jlronmuna I'magysko u ap. Komenust.

Jlxunka, win Manenbkas Jioxkb U Oojbmue HenpustHocTH. CCCP, 1974. Pexuccep: Amna Cypukosa.
Axrepsl: Bonons ITycrosut, 3opuii Koans, Maprapura Komenesa u ap. Mio3uki.

He 6osant ronosa y asatina. CCCP, 1974. Pexuccep Junapa Acanoa. Cuenapuct FOpuit KnenukoB. Akrepsr:
Anexkcannap XKesnses, Enena [{pimakosa, Anekcannp bormanos, Upa O6onbckas, Exatepuna Bacunbesa, Hukomaii
I'punbko u ap. Jpama.
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Taxue Bbicokue ropol. CCCP, 1974. Pexxuccep FOmua ConnneBa. Cuenapuct Banentuna Hukutkuna. AKTepsl:
Cepreit bonnapuyk, Koncrantun CmupHoB, Mpuna Ckobuesa u np. Jpama.

1975

JueBnnk mupexropa mkoabsl. CCCP, 1975, Pexuccep bopuc ®@pymun. CrieHapuct Anatonuii ['peOHeB. AKTEpHI:
Oner bopucos, Us CasBuna, Ania IlokpoBckas, Jlronmuna I'ypuenko, Enena Conoselt, 'eopruii Tetix, Hukomnait
Jlaepog, FOpwuit Buzoop, Buxrop I1asios u mp. Ipama.

JIro6oBs ¢ mepsoro B3rasaa. CCCP, 1975. Pexuccep Pe3o Ocamze. Cuenapucr Dnyapn Tomoinb. AKTepsr:
Baxranr [Tanuynuaze, Hatanes YOpuzauukas, Pamas Uxuksaase u ap. Komenus.

Mensiio codaky Ha napoBo3. CCCP, 1975. Pexuccep Huknura Xy06os. Cuenapuctsl: Cepreit Muxainkos, Hukura
Xy6oB. Axtepnr: JImurpuii IlleBener, TathsiHa JlaBpoBa, Buktop Cepraués, Jmutpuit Axuun, [laBen [lankos,
Oner TabaxoB u ap. Komenusi.

Hopscaomuii bepengeeB. CCCP, 1975. Pexuccep Urops Bosnecenckuii. Cuenapuct Bmagumup Ilororkuit.
Axtepsr: Cepreri O0paszoB, Aunpeit XapoiOun, Esrenuii Ecrurnees, Jlumus XKypkuna, bopuc VBanos, Jleonun
Kanesckuii, Jle [lypoB, Anekceit CMupHoB u ap. Komenus.

Cto aueii nociae gercrea. CCCP, 1975. Pexuccep Cepreit ConoBbeB. CrieHapuCThl: AJIeKCaHIp AJIEKCaHAPOB,
Cepreii ConoBseB. Axtepnl: bopuc Tokape, Tatesna [pyouu, Wpuna MansimeBa, FOpuit ArwimH, Huna
Menbumikosa, Cepreit [llakypo, Apuna AneitHukosa u ap. dpama.

IIxona rocmogmna Mapuyca. CCCP, 1975. Pexuccep Mukk Mukusep. Cuenapuctel: ApBo KpyycemeHr,
JlemOut Pemmensrac. Axrepsr: Xappu Keipsurc, Anrc Ockona, Mapust Knenckas, Kansé€ Kuiick, Opu Spser u ap.
Jpama.

Yro ¢ Tobd0ii mpoucxonur? CCCP, 1975. Pexuccep Bnagumup CapyxanoB. Cuenapuct KO3 AnemxoBckuil.
Axtepsl: Bsiuecnas bapanos, Ounst [Tonomapesa, bopuc 3aiinent6epr, Janyra Cronsipckas, Jlnnnana AnenHukoBa u
np. Hpama.

Yy:xkue mucbma. CCCP, 1975. Pexuccep Unbs Apepbax. Cuenapuct Hartamps Ps3anueBa.  Axrepsl: Mpuna
Kynuenko, Cserinana CmupHoBa, Cepreit Kosanenkos, 3unauna [llapko, Oner fIukoBckuii, MiBan BopThHuk u mp.
Jpama.

10 Mbl He mpoxoauan. CCCP, 1975. Pexuccep Unbs ®pa3. Cuenapuctel: Unbs @pa3, Muxaun JIbBOBCKuil.
Axrepsl: Hartanps PsruaroBa, bopuc Tokapes, Anapeit Pocrtoukuii, Tatbsna KanaeBa, Mpuna KamunoBckas,
Anrtonnna MakcumoBa, Tatbsiaa [lenstiep, Huna 3otkuna, Bepa Bacunwesa u ap. JIpama.

Jta TpeBokHasa 3uma. CCCP, 1975. Pexuccep Uropr HuxomaeB. Cuenapuct Banentuna Crnupuna. AKTepsI:
Anexcanap Konos, Dayapa Mapuesud, Enena Kocreposa u ap. Ipama.

1976

Bce nesio B 6pate. CCCP, 1976. Pexxuccep Banentun I'opnos. Cuenapuctsl: I1aBen Jlynrun, Banentun I'opnos.
Axtepsl: Poman MagsnoB, IOpuii JlyBanoB, Harama Ceseman, Mapuna I'opnoBa, Dneonopa IllamkoBa u ap.
Jpama.

JABa kanntana. CCCP, 1976. Pexuccep Errenuit Kapenos. Cuenapuctsl: Esrennii Kapenos, Bennamun Kasepun
(aBTOp omHOMMeHHOTO pomaHa — B. Kasepun). Akrepsl: bopuc Tokapes, Cepéxa Kynpssues, Enena [IpynauxoBa,
Jlena Jlookuna, FOpuit borateipés, Hukonaii I'punenko, Upuna [leueprukoBa u np. Jpama.

JAneBnuk Kapaoca Icnunoasl. CCCP, 1976. Pexuccep u crieHapuct Banentun CenuBaHoB. Akrtepbl: Xocce
Bbensmectp, Mapuna Myxuna, Kapnoc Coxo, Oneonopa Illamkosa, Bsuecnas 1laneBuy, Jlroamuna Uypcuna u np.
Jpama.

Honymaucs, nozapasJisito! CCCP, 1976. Pexuccep Dayapa 'aBpunos. Cuenapuct AHaToinuii YcoB. AKTephI:
Anexceit Epmio, Hatanea Tenumena, FOpa FOpseB, Jltocs Myxuna, Poman Mansgnos, I'anuna ITonsckux, Oner
Anodpues u np. [pama.

Kiurou 6e3 mpaBa mnepemaun. CCCP, 1976. Pexuccep Hunapa AcanoBa. Cuenapuct ['eopruit IlomoHckuid.
Axtepsr: Enena IlpokioBa, Anekceit Ilerpenko, Jlunus ®denoceepa-1lykmuna, JIto6oBr ManuHoBcKast, 3HHOBUH
I'epnr, Exatepuna BacunbeBa, Oner XpomenkoB, AHBap AcaHoB, Mapuna JleBroBa, Enena I{pimaxoBa u mp.
Jpama.

Hecosepmiennoseraue. CCCP, 1976. Pexuccep Bnagumup Poropoit. Crenapuct Oayapa Tomonb. AkTepsl:
Brnagumup JlerenkoB, CranucnaB JXKnaneko, Huxomait MypaBwséB, Jleonun Karopos, IlaBen Hukomaun, Bepa
Bacunwera, FOpuit Ky3smenkos, FOpuit Mensenes u ap. pama.

Onposepxxenne. CCCP, 1976. Pexuccep IOpuii Kasrapanze. Cuenapuctel: Bacumuit Apmamarckuii, FOpuii
Kaprapanze. Axrepsl: Jlunnana AnemnukoBa, bopuc I'ycakos, Hukomait Ckopoboratos, [1étp IllepbakoB u mp.
Jpama.

OctpoB wHocTtu. CCCP, 1976. Pexuccepst: FOnuit Cnynckuii, bopuc Illunenko. Crienapuct Anekcanap Bracos.
Axrtepsl: Bnanumup Aunpees, Ons Jlemmeckas, Butanuii JIo63un u ap. [pama.
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Hoapanxku. CCCP, 1976. Pexuccep u crenapuct Hukonaii I'yoenko. Axrepsl: FOo3ac Bymapaiituc, Anekceit
UYepcrBos, ['eopruit bBypkoB, Anexcannp Kansrun, XXanna Bonorosa, Ponan beiko, Hukonaii I'yoenko, Haranbs
I'yanapesa, Esrenuii EBcturnees u np. Apama.

Mpenatensanuna. CCCP, 1976. Pexuccep Hukura Xy6oB. Cuenapuctel: Banmepuit JemuH, Jlrogmuna [emuHa,
Huxwura Xy6oB. Axrepsr: Jlapuca bannosa, ['eopruii Kustaues, Urops Kyuun u np. JIpama.

Po3pirpeim. CCCP, 1976. Pexuccep Bmagumup MenbmoB. Crenapuct Cemén Jlynrusn. Axrepsl: JImutpuii
XapatbsiH, EBrenns XanaeBa, Haranbst Bapunosa, Aunpeii I'yceB, Enokus ['epmanoBa, Oner Tabakos, Hatanbs
®areeBa, 3unosuii ['epat, Bnagumup Meunbiio, I'appu bapaun u ap. MyssikansHast qpama.

Tumyp u ero komanga. CCCP, 1976. Pexuccepsi: Anekcannp brnank, Cepreit JIunkos. CrieHapucThl: AJleKCaHIp
bnank, Cepreii JlunkoB, Huna JlaBbimoBa (aBrop moBectw — A. Tlaiimap). Axrepsl: AnToH TabakoB, Mura
TpernsikoBa, Bsuecinap Bapanos, Jles Wnpamkun, Jleonun Kypaenés, bpyno ®peitnmiux, JIroboss CokooRa,
Huxkomnaii ['punbsko u ap. Ipama.

HOgetsr g1 Oau. CCCP, 1976. Pexuccep Pagomup Bacunesckuil. Cuenapuct Panuit Ilorogun. Axrepsl: AHHa
Hanrounii, Anekcanap Jluxaue, Bagum [lleBuenko u ap. Menonpama.

1977
Hoopora. CCCP, 1977. Pexuccep Dnyapa 'aepuios. Cuenapuctel: Cemen Jlackun, Bacunuit ConoBbéB (aBTOp
moBect «AOcomroTHeI cnyx» - C.JlackuH). Axrtepel: Tamapa Cémmuna, Jleonmn Hesemomckuit, Hukosmaii

Kouncrantunos, Bnagumup 3Bsirun, Aujapeit ['yceB, Anuna [Tokposckas u ap. pama.

Kunu-0bsin B mepBom kjacce... CCCP, 1977. Pexuccep Maprapura KaceimoBa. Cuenapuctel: Braaumup
XKenesnukos, Anekceli JleonteeB (aBrop moBectu «lIloromuit TpoctHk» I'. ['anaxoa). Axrepbl: CuHO AXMEIOB,
Vayroek Canpikos, XXens babaes u ap. [Ipama.

Hocaennsasa npoiika. CCCP, 1977. Pexuccep bopuc Hamexun. Cuenapuct U. Butun. Axtepsl: AnekcaHip
WBaxun, EBrenutit I'epacumos, Jlronmuna MBanosa u ap. Jpama.

M xoabuslii Baabe. CCCP, 1977. Pexuccep I1aBen JIrooumos. Crienapuct AnHa Poauonosa.

Axrepsl: Enena IlprutakoBa, Cepreit Hacu6os, EBrenus Cumonosa, Haranes Bunbkuna, FOpuit Conomun, Huna
MemnsbummkoBa u ap. Menoapama.

1978

Banamyr. CCCP, 1978. Pexuccep Bmagumup Porosoii. Cuenapucr Cepreit boapos (cr.). Axteps: Baaum
Annpees, Hatanbs KaznaueeBa, Hukonaii Jlenucos, Bnagumup [lluxos, Banentuna Knsruna u np. Komenus.
Korpa s crany Besimkanom. CCCP, 1978. Pexuccep Mnna Tymanss. Cuenapuctsl: Mana Tymanss, Anexcanap
KysnenoB. Axrteper: Muxamn Edpemo, Harama Ceseman, Jlus AxemkakoBa, VuuHa YipsHoBa, Mapuna
[MTumanckas, Oner Edbpemos, Bramumup Kavan u qp. Ipama.

Hocaennunii manc. CCCP, 1978. Pexuccep Dayapn IMaspwios. Cuenapuctel: Mpuna Padkuna, Bopuc PabOkun.
Axtepsl: Aunpeit MaptsiHos, Jleonun Karopos, Oner EppemoB, Mapuna JleBroBa, AHnpeit XapsionH, AHaTonui
Kysnenos, Jlto6oBs Cokxonoa, Jlrommuna Illaramosa, BanentnHa Ananbuna, HaTtames ['Bo3iukoBa, AJekcaHmp
Kaganepos u np. Ipama.

Pacnimcanne Ha nmocae3sastpa. CCCP, 1978. Pexuccep Urops J{o6pomo6os. Cuenapuct Huna ®omuna. AKTEpHI:
Oner Jlanb, Mapraputa TepexoBa, Tamapa Jlertspésa, Anekcannap JlenpkoB, Anekcanap Jlenucos, BameHTuH
Huxkynun, BsdecnaB bapanos, Opuit BoporHuuxuii, Brnagumup CononoBHukoB, Mpuna Mernunkas, ITonuna
Mengenepa, Esrenuit Cre6noB, Banentuna Turosa, bopuc Houkos u ap. pama.

Cnaerca xBaptupa c¢ pedenxkom. CCCP, 1978. Pexuccep Bukrop KproukoB. Cuenapuct Oayapa AKOIOB.
Axtepsl: Enena ®ertucenko, Anexcanap Komos, Muma Koxekun, Jlronmuna /IpsxonoBa, [1aBen Bunnuk, Asna
MemepsikoBa, Butanuii Conomun, Hukonait [Tapdénos n np. Komenus.

Cmuayiics nax Hamu. CCCP, 1978. Pexxuccep Ansrupnac Apamunac. Axtepsl: Ansrupaac Jlarenac, Amurpuit
Muproponckuii, TaTtesina MaiiopoBa u ap. Ipama.

Ypoxu ¢ppanunysckoro. CCCP, 1978. Pexuccep u cuienapuct Eprenuit TamkoB. ABTOp OTHOMMEHHOI'O pacckasa —
Banentun Pacniytun. Axrepsl: Muxaun Eropos, Tateana TamkoBa, 'anuna SAnkuna, Banentuna Taneizuna, bopuc
HoBuxkos u ap. Ipama.

1979

B moeii cmeptn mpomry Bunuth KmaBy K. CCCP, 1979. Pexwuccepsr: Hukonait JlebeneB, OpHect Slcan.
Cuenapuct Muxaun JIeBoBckuil. Axrtepsl: Hanmexna boprecanu-I'opmkoBa, Bmagumup IleenskoB, Jlena
XormmioHocoBa u Jp. Menoapama.

Kamepton. CCCP, 1979. Pexxuccep Bumien HoBak. Cuenapuct Jleonun bpacnasckuit. Akrepsl: Enena Illanuna,
Bopuc Cabypos, Auapeii Tamkos u ap. JIpama.

Ky3neuunk. CCCP, 1979. Pexxuccep bopuc I'puropres. Cuenapuct denukc Muponep. AKTepHI:

Jlronmuna Hunbckas, Huxonait BanoB, Jltogmuna Apununa, Anatonuii Pomamun, Mapuna JleBroBa, Bsuecnas
bapanos u np. Ipama.
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Moii nepsbiii apyr. CCCP, 1979. Pexuccep fIxoB basensn. Crenapuctsl: ['anHa Ciyuku, Anekcanap XMemHK.
Axtepsr: Erop I'pammarukoB, Banepuii Bnanunos, Anna ['omy6eBa, Onbra Bonmkoa u np. [Ipama.

Ilosocka HeckomeHHbIX JUKNX nBeToB. CCCP, 1979. Pexxuccep FOpuii nbenko. Cuenapuctsl: KOpuit Unbenko,
Onecy I'onuap. Aktepsl: FOpa Mamkyna, Anekceii UepcrtBoB, Perumanrac Anomaiituc, Jlronmuna Edumenko,
3unanna CrnaBuHa u nap. pama.

Ipukaoyenus manenbkoro nanbl. CCCP, 1979. Pexuccep Amutpuit Kpynko. Cuenapuct Jmurpuit Kpynko
(aBrop moBectn «Korma mama Ob1 ManmeHbkum» A. Packun).Axteppl: Bamentun FOnkeBuy, Amnekcanup
Jlembsinenko, Tatbsna TomblmieBa u ap. Komenus.

Hpuxmovenust aextponuxka. CCCP, 1979. Pexwuccep Koucrantun BpombGepr. CrieHapuct EpreHuii
BentuctoB. Axtepsl: HOpuit Topcyes, Bnagumup Topcyes, Bacunmit Ckpomusiif, Oxcana Anekceea, Huxomaii
I'punbko, Enuzasera Hukumuxuna, Bnagumup bacos, Hukonait Kapaueninos, Esrenuit BecHuk, Maiis bynrakosa
u ap. PaHTacTHKa.

Ta ctopona, rae Berep. CCCP, 1979. Pexxuccep Barpam Kesopxos. Crienapuct Brnagucnas Kpanusun. AxTepsl:
Anexceit Menexos, Bukrop bepesun, [leauc Cxynaps, Unbs Tuxonos u ap. dpama.

Tol TosbKO He WiIaub. CCCP, 1979. Pexxuccep Anekceit Mopos. Crienapuctsl: Cepreit iBanos, Muxauin ['epman.
Axrepsr: Jlena Cepena, Bomons Uybapes, ITaBen Kagounukos, Banepus UaiikoBckas u ap. pama.

A 6yny xaate. CCCP, 1979. Pexxuccep Bukrop XKurony6. Cuenapuct Anatonuii CtemanoB. Axrepsl: Hukomait
Epémenxko (m11.), Anna Teenenéra, Upuna IlleBuyk, Koncrantun Crenankos, Pura ['magynko, IOpuii KamopHhslii u
np. Menoapama.

1980

Aaéma. CCCP, 1980. Pexxuccep Bukrop O6yxoB. CrieHapuct AHatonuii [1latikeBuu. Akrepsl: Butanuii FOmkos,
Hartamus ®nopenckas, OpHct Pomanos, ['ennaanit Koponskos u np. Hpama.

Bam u He cHmioch.. CCCP, 1980. Pexwuccep Unbs ®pa3. Cuenapuctel: ['amuna Illep6akosa, Wnbs Dpoas.
Axtepsl: TatbsiHa Akciora, Hukuta Muxainosckuii, Enena Conoeit, Mpuna Mupomnnuenko, Jiugus degoceea-
HlykmuHa, Ansoept @unosos, TatesHa [lenbruep, Pydhuna Hudonrosa, Erenuii 'epacumos, Jleonnn @unaroB u
np. Menoapama.

Heoxonuennntii ypoxk. CCCP, 1980. Pexuccep Anatonuii TroTronHuk. Cuenapuct Bukrtop I'epackuu (aBTOp
noBectu «Korga mbl B3pocineem» - H.3enepanckuii). Axrepsl: Banepuit Hukugopos, Ans6una Matseesa, ["anuna
IMonbckux u ap. pama.

IHoaroroBka k 3x3ameny. CCCP, 1980. Pexxuccep bopuc Konynos. Crienapuctsl: Errenuit barupos, Anexcanap
IOpoBckuii (aBrop omHonMmenHo# noBectu H. JlementseB). Axrtepol: Enena ®unoreesa, ['ennaauiit CkoMOpOXOB,
Hatanbst Ctpwkenosa, Mon YHrypsiHy u ap. Menoapama.

ocaennuii noder. CCCP, 1980. Pexxuccep Jleonun Menakep. Cuenapuct Anekcanap [ anuH.

Axtepsl: Muxaun YibsHoB, Anekceit CepedpsikoB, Mpuna Kymuenko, Jleonun JpsiukoB, Banepwuii ['ataeB, EBrenns
Xanaesa, Bukrop I1aBnos u np. Ipama.

Cnacarean. CCCP, 1980. Pexuccep u crenapuct Cepreii ComoBbeB. Aktepnl: TathsHa J[pyOuu, Bacwnumii
Mumienko, Cepreit [llakypos, Onbra benssckas, Bsiuecnas Kononenko, Anekcanap Kaitnanosckuit u mp. Ipama.
Tuxue Tpoeunnku. CCCP, 1980. Pexuccep BsuecnaB Hukudopos. Cuenapuct Brnagumup ITotorkuii. AkTepsr:
Jmurpuit Aunpuesckuii, Cepexa Ckpubo, Enena Antonrok, Mapuna JlesroBa, EBrenns Xanaesa, Enena Jlparexo,
Osnpra OctpoymoBa, Anbpoept ®uio3oB u ap. [pama.

1981

Bce naodopor. CCCP, 1981. Pexucceps:: Buranuit ®etucos, Bmagumup I'pammatukoB. Cuenapuct IlaBen
Jlynrun. Axrepsr: Muxaun Eppemos, Onbra Mamnas, Oner Tabakos, CBernana Hemonsiea, Anekcannp Ilanrytns
u ap. Komenus.

Hame npuszBanue. CCCP, 1981. Pexuccep I'ennamuii Ilomoka. Cuenapuctel: ['ennaguii [lomoka, EBrenuit
Mursko (aBrop kHuru H. OrneB). Axrepsl: Banepuit 3omoryxun, [laBen Kanounukos, Bacwimit Mumienko,
I'eopruii Teitx, Urops Haymos, Us CaBBuna, ®énop Huxutun, Banentuna Temmukuna u ap. Jpamatuueckas
KOMEHSI.

Hpuayr crpactu-mopaactu. CCCP, 1981. Pexxuccep u cueHapuct OpHect Scan. Axrepsl: Jmutpuit Ky3pmus,
AwntoH I'panar, Jlronmuia Illesens u ap. Jdpama.

Ipowmanue 3a yeproii. CCCP, 1981. Pexxuccep Kapen I'eBopksan. Cuenapuctel: Kapen I'eBopksH, Anekcanup
JuBansas. Axrepsl: JI. Manykss, A. Mupakss, B. Ilny3san u ap. Ipama.

CHer Ha 3esieHoM nosie. CCCP, 1981. Pexuccep Banentun MopozoB. Cuenapuct Oayapa Hlum. Axrepsr: Juma
Becenkog, Cama I'magko6oponos, Ons Jlypenkosa u np. pama.

Tpynnoe nayago. CCCP, 1981. Pexuccep Tenrus Maranamsunu. CueHapuctsl: OpioM AxBiaenuaHu, TeHrH3
Maranamsunu. Axkrepsl: Upaknuit Xuzanumsuian, Hanu Yuksunuaze, Daumiep Maranamsuinu u ap. pama.
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Uto 661 ThI BeIOpan? CCCP, 1981. Pexuccep unapa Acanoa. Cuenapuct Anekcanap KypraTHUKOB. AKTephbI:
AnBap AcanoB, Mapuna Kpusuikas, Hacts Hukonbckas, SpocnaB Sxosnes, Jlumus denoceepa-lllykminHa,
Exarepuna BacunweBa, Enena Conogeit u ap. Ipama.

Kadgenpa. CCCP, 1982. Pexuccep MBan KuacamBunu. Cuenapuctel: Mpuna I'pexoBa, Cemén Jlynrun, Mapx
Po3oBckuii (aBrop omHomMeHHO# mnoBectn — M. I'pexoBa). Akrepwi: Anpapeir [lomoB, Ceernana Kys3bpmuHa,
Poctucnas SukoBckuit, ['anuna MakapoBa, Enena CrenanoBa, Urops ScynoBud, Enena AHTOHEHKO, AJeKcaHp
Kaitnanosckuii, Bukrop Cepraués u ap. Jpama.

1982

Kousbibeabnasa gas opatra. CCCP, 1982. Pexuccep Buxrop Bomkos. Axrtepsl: Erop I'pammarukos, Jlena
Mockanenko, Bonons 3otoB u np. [pama.

Mpb1 xuim no coceactsy. CCCP, 1982. Pexwuccep wu crueHapuct Huxonait JlsipuukoB. Axrtepbl: YKanHa
[Ipoxopenko, Aunpeit MaptsiHOB, AHTOH I'onbieB u ap. Menoapama.

C Tex nop, kak mbl BMecTe. CCCP, 1982. Pexxuiccep Bnanumup I'puropbses. Crienapuct CsarocnaB TapaxoBCKUH.
Axtepsl: CBeriiana CmupHoBa, AHapuc Jluenaiic, Auronuna [lypanoBa u ap. Menoapama.

4:0 B monb3y Taneuxkn. CCCP, 1982. Pexxuccep Panomup Bacunesckuit. Crienapuct Muxaun J[pIMOB. AKTephI:
Hartanus ®nopenckas, Auzapeit MsrkoB, Csernana Hemomsiea, EBrenust XawnaeBa, IOpuii BacunbeB, Enena
Canpko, Baitas /Iopxenxuil u ap. Komenus.

Yy:xkasn natepka. CCCP, 1982. pexuccep I'. b3apos. Cuenapuct B. ManunoBckas. Axrepsl: Y. Xampaes, B.
Hoparumosa, ®. Pemkamerosa u ap. pama.

1983

Ecan Beputs Jlonotyxuny. CCCP, 1983. Pexxuccep Muxaun Kosako. CueHapuct Anexcanap XMenuk. AKTepsl:
I'puropuit Escees, Jleonun bponeoii, Cernana Kproukosa, bopucnas bponnykos u np. Komenus.

Marus yepnas u oenass. CCCP, 1983. Pexuccep Haym bupman. Cuenapuct Banepuit IlpuémbixoB. AKTepsl:
ITaBen [TnucoB, Auton I'panar, Puta MBanoBa, Anekcanap JlenbkoB u ap. Komenus.

Ooman. CCCP, 1983. Pexuccep Huxomait Payxun. Crenapuct AnpbOept VBaHoB (aBTOp pacckasa. «JIro0oBb
oktsi0péaka OBeuknHa» H. Comomko). Akrepsr: Onbra JlonpHukoBa, Bsiuecia Hesunnbiii, JIto0oBb ['epmanoBa u
np. Menoapama.

OnacHble MyCTAKH. CCCP, 1983. Pexwuccep: BuxTop Bonkos. AKTEpBI:
Wnna 'omec, Haranps ['yceBa, Kons MakapoB u ip. ATUTOHIBM.

Hamansl. CCCP, 1983. Pexuccep [dunapa AcanoBa. Cuenapuct IOpuit KnemukoB.  Akrtepsl: Banepuit
[IpuémeixoB, Annpeit 3bikoB, Cepreit HaymoB, Erremmit Huxutun, Oner Xopes, Anekcanap Cokos, Oinbra
MarmrnHas u ap. Ipama.

IIneiBu, kopadmmk. CCCP, 1983. Pexuccep I'puropuit Aponos. Crenapuctsl: Cepreil AnekcaHIpoBHY,
I'puropuiit Aponos. Axrepsl: Credanus Crantora, [laBnuk llarun, Tatesna ViBanosa u ap. [pama.

Mpusnats BuHOBHBbIM. CCCP, 1983. Pexuccep Mrops Bo3necenckuii. Cuienapuctsl: Bnagumup Kapaces, FOpuit
WBanoB. Akxtepsl: Anekcanap Muxaitnos, Bnagumup IlleBensko, Urops Poraués, Anexcannp Cunun, Mapuna
SkoBneBa, Bepa CotnukoBa, Mipuna Mupomaudenko u ap. Jpama.

Ipukaovyenus I[lerposa u Baceuxkuna. CCCP, 1983. Pexxuccep Bnagumup AnenukoB. CuieHapuctsl: Biaaaumup
Anenukos, Banentun I'opnoB. Axrtepsr: Jmutpuit bapkos, Erop [dpyxunun, Muara Unsm u ap. My3ssikanpHast
KOMeusl.

Tanuecman. CCCP, 1983. Pexuccepsr: Apank ['abpuaiisi, Bennamun Jlopman. Crenapuct Bukropust Tokapesa.
Axtepsl: Jlennc UYypmanreeB, Haranes Bapneit, Jlugus ®enoceeBa-lllykmuna, Cnaprak Mumynus, Jlus
AxemxkakoBa, bopucnas bponaykos, Dneonopa Illamkosa u ap. Komenusi.

Ypoku na 3aBTpa. CCCP, 1983. Pexxuccep A. AxbapxomkaeB. Crenapuct M. Myxamman Jloct. Axtepel: M.
Myxamman Joct, b. Uxtuspos, M. A63anoB u ap. JIpama.

YT1po 6e3 otmeTok. CCCP, 1983. Pexxuccep Bnagumup Mapteinos. Crienapuct Ockap Pemes.

Axrepsl: Kupunn I'onoBko-Cepcekuif, Mama Baptuxosa, I1aBen INaiinydenko u ap. Komenus.

Yyugeno. CCCP, 1983. Pexuccep Ponan beikoB. Cuenapuctsl: Ponan BrikoB, Bnagumup JKenesHukoB. AKTepsl:
Kpuctuna Opoakaiite, FOpuit Hukynun, Enena Canaesa, JImutpuii Eropos, Kcenns ®unummosa u ap. pama.

1984

buaarne namepenusi. CCCP, 1984. Pexxuccep Annpeit benkennop¢. CrieHapucT u aBTOp OJJHOMMEHHOW NOBECTH
Anpbepr Jluxanos. Axtepsl: Mapuna SlkoBneBa, FOpwuii [1naronos, Maria banenko u np. JIpama.

JAneBHNK, mucbMo U nepBokaaccHuma. CCCP, 1984. Pexuccep Xaou6 daiizues. CrieHapuct

Banentuna ManunoBckas. Aktepsl: Pasian Xampaes, Yiryroek Xampaes, ['yimaopa IlaiizueBa u ap. Jpama.
Enunnna ¢ oomanom. CCCP, 1984, Pexxuccep Anapeit [Ipayenko. CueHapuct Asiekcanap I'yceabHHKOB (aBTOp
omHouMeHHOH moBectu B. Hecraiiko). Akrepnl: Enena bop3ynosa, Enena 3aitiiesa, Oner Kponot u ap. Komemus.
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Hnyumii caenom. CCCP, 1984. Pexuccep Pomnon HaxamertoB. Crenapuctel: Pomanon Haxaneros, HOnuit
Huxonun. Axrepsr: Bap Kanubiaei, Hukonaii 'punbko, Enena IlpynnukoBa, [1€rp I'me6oB, Anapeit CMUpHOB,
Bepa I'maroneBa, Bnagucnas Crpxenbuuk, Pumma MapkoBa u np. Ipama.

Jugep. CCCP, 1984. Pexuccep bopuc JypoB. Cuenapuct [dans Opios. Aktepsl: Anekceit Bonkos, Anexcanap
CrpmwxkeHoB, Exarepumna CrpwkenoBa, Banentnna Kapea, Anaronmii OmputoB, JlroOoBp CrpmxeHOBa H Jp.
Jpama.

Mos manenbkas xxena. CCCP, 1984. Pexxuccep Paitmynnac bannonuc. Cuenapuct Pumanrac [laBsuinc. Akrepsr:
Oneonopa Kopusnaiite, Caymoc Bananauc, Marebopra JlankyHatite u ap. Menonpama.

Honcaymanneiii pazropop. CCCP, 1984. Pexxuccep u cuenapuct Cepreii [Totemanos. Axrepsl: ['msa Iym0anse,
Anexceit [Tonysn, Onbpra Aranosa u ap. Menoapama.

Iloka He BoImaa cHer. CCCP, 1984. Pexxuccep Urops AmnacsH. Cuenapuctsl: Enena IllepOunoBckas, Jlrogmrna
AbpamoBa, Uropr AmacsH. Axtepsl: Hatames Caiiko, Anekcannap ITopoxosmmkoB, Enmena ComoBeli, EBrenus
Jobpooibckast, Onbra Marninas u ap. Jpama.

IHoutn poBecnuxn. CCCP, 1984. Pexuccep Tarpana IlumenoBa. Cuenapuct [enuc JlparyHckuil. AKTepsl:
Muxaun Moposos, Enena HoBocennckas, FOpa XKykoB u ap. JIpama.

CunabHas 1u4HOCTh U3 2 «A». CCCP, 1984. Pexxuccep Anaronuit Huroukun. Cuenapuct ['ennaauit Mamius.
Axtepsr: XKens [TuBoBapos, Exarepuna JIsruesa, JlroboBs CokonoBa, AHapeir MapTeiHoB, Banentuna TenuukuHa u
np. Komenust.

Caankwmii cok BHyTpH TpaBbl. CCCP, 1984, Pexxuccepsl: Aman0Oex Asbrues, Cepreit boapos (cT.). ClieHapUCTBI:
3aypem Epramuesa, Cepreii boapos (ct.). Akrepsl: ['yasman Omapoa, AlirepuM bekkynoBa, Dnko MuUHAIIBHIH
u ap. Menoapama.

Coanne B kapmane. CCCP, 1984. Pexuccep Onyapa I'aBpunoB. Cuenapuctsl: IOnayapa [MaBpuiio, Ombra
CunensHukoBa. Axtepsl: Jlama Bumnskosa, Bepa HBnesa, Mapust CkopiioBa u ap. pama.

Tperuii B narom psay. CCCP, 1984. Pexwuccep Cepreit Oneiinuk. Crenapuct Exarepuna MapkoBa (aBTop
OMHOMMEHHOH moBecTn A. AjiekcuH). Aktepbl: Amta ITokposckas, Anekcauap Ilponan, HOmus Kocmauéra u ap.

Jpama.

1985

Banentun u Banenruna. CCCP, 1985. Pexuccep I'eopruit Harancon. Cuenapuctsl: I'eopruit Harancon, Muxaun
Pommn (aBrop omHomMmeHHOW mbeckl — B. Pommn). Axrteps: Mapuna 3ynumna, Hukomaiét Crouxuii, Taresna
Hoponnna, Hwuna Pycnanosa, 3unamma Jlextsipésa, bopuc Illep6akos, Jlapuca VYmnoBuuenko, JlrockeHa
OBUMHHHUKOBA U JIp. Mesoapama.

3aoBpeanoe Bockpecenbe. CCCP, 1985. Pexuccep Brnagumup MapteiHoB. Crienapuct Ockap Pemes. Axrepsl:
ITaBen Taigydenko, Muxaun IlyroBkun, Bepa BacunweBa, Banentuna Tanbizuna, Mapuna JlioxeBa, Pawnca
PsazanoBa, ['eopruit IlItuns, bBopucnas bponnykos, EBrenuii I'epacumoB, Mapuna SxosneBa u ap. Komenus.

Hrpsl pas gereil mkoabHoro Bozpacta. CCCP, 1985. Pexxuccepsl: ApBo Uxo, Jletina Jlaiiyc

Cuenapuct Mapuna IllentynoBa (aBTop moBectu «IIpwemuas math» - C. Panmamaa). Axtepsl: Monuka Sps,
Xennpuk Toommnepe u ap. Ipama.

Kak monoabt mbl 0blin. CCCP, 1985. Pexuccep u cruenapuct M. benukoB. Axtepwl: T. [enucenxo, E.
HIxypneno, A. TTaurytun u np. Menoapama.

Myxuunsbl ectb My:;kunHbl. CCCP, 1985. Pexxuccep u crenapuct Anekceit Mopos. Axtepsl: Ilers Murproxus,
Buranuii IlleBnos, Cepreit Xycannos u ap. Komeaus.

Henoxoxas. CCCP, 1985. Pexuccepsl: Bnagumup Anenuxo, Mapus Myat. Crenapuct Exarepuna Mapkosa
(aBTop moBect «Poneo Jluapr Kapskunoii» - Jlrogmuna Cabununa). Axtepsl: Onbra Toncrenkas, Kinapa Jlyuako,
EBrenus Xanaesa, Anekcannpa Typran, BceBomon A6aynoB, Ajekcanapa 3axaposa, HOpuit UepHoB, AJekcaHp
[MTamytun u gp. Jdpama.

Octopoxno - Bacunéx! CCCP, 1985. Pexxuccep Dnyapn 'aBpunoB. Cuenapuct Onbra CuzienbHUKOBA. AKTEPHI:
Wnbs Tropun, ['eopruii bypkos, Oner E¢pemos u ap. Komenns.

C namm He cockyunmbcsi. CCCP, 1985. Pexxuccep AntonuHa 3unHoBbeBa. CrieHapuct Cepreit IBaHOB. AKTepHI:
[MaBen CyBopoB, Anacracust @areeBa, Kcenus Kyrenosa, I[Tonmuna Kyrenosa, 'ennaanit Catidynun u np. pama.

1986-1991

1986

Bbenasi aomane - rope ne moé. CCCP, 1986. Pexuccep: Buxrop Crmpunonos. Axrepsl: Cepreir banabaHos,
Jleonun MapkoB, Asnekcanap IlopoxoBmukoB u ap. Jpama.

bouia ne ob1a. CCCP, 1986. Pexuccep Banepuii ®@enocos. Cruenapuctsl: Anekcanap Yymak, FOpwuit Ilepos.
Axrepsr: ['puropuit Karaes, Tuna JlanteBa, Anexceit XKapkos, Banentuna Tennuxuna, Jlapuca benoryposa u ap.

Jpama.
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3a aBHbIM npeumyiecTBoM. CCCP, 1986. Pexxuccep Bnagumup CapyxanoB. Cuenapuct Anaronuid Magopckui.
Axrepsr: Oner Crapocanxuii, Huaa Capyxanosa, Bragumup Bopucos, Urops bynannes, I1ayn Byrkesuu, Apmen
Jxurapxanss u ap. Jpama.

3npaBcTByiiTe, I'yabHOopa PaxumoBna! CCCP, 1986. Pexxuccep Adaypaxum Kymycor. CrieHapucthl: BanenTina
MasnunoBckas, B. ®enopoB. Akrepsl: Tamapa SInaueBa, baxtuep ®unoes, Upbex Anues u np. dpama.

Jlucromax B mopy Jera. CCCP, 1986. Pexuccep Todux Mcmaiinos. CueHapuct Acum JkamumoB. AKTEpHI:
CusBym Acnan, Hamku6a ['yceitHoBa, @upanrus [lapudosa u mp. Ipama.

MansaBkud u komnanusi. CCCP, 1986. Pexuccep IOpuii Kyspmenko. Cuenapuct FOpuit SkoBneB. AKTepsl:
Cepreit CaBocTbsiHOB, MakcuM 'anioHoB, Acst Bnacenko u ap. Komenus.

Ouensb cTpammHan uctopusi. CCCP, 1986. Pexxuccep Hukura XyooB. B ponsax: Auapromia Kosnos, Tosst FOpraes,
Bepa IlanacenkoBa, Jlrommuna AptembeBa, CtanuciaB Caganbckuit u ap. JleTekTus.

Inromoym, mim Omacuas urpa. CCCP, 1986. Pexuccep Bamum AoOapammroB. Cuenapuct Asnexcanap
Munpaanze. Axtepbl: AHTOH AHApocoB, Enena JImurpuesa, Enena SIxosnesa, 3os JlupoBa, Anexcanap PeKIHCTOB,
Bnagumup CrexnioB, Anekcanap Ilamryrun u ap. Ipama.

Jx3amen Ha aupekropa. CCCP, 1986. Pexxuccep Anekcannp Edpemos. Cuenapuctel: Baagumup Byrpomees,
EBrenuit Mutsko. Axtepsl: Cepreit llIxanukos, Muxaun I'my3ckuit, FOpuit Kastouunn u ap. pama.

A — Boxarteiii ¢popmocta. CCCP, 1986. Pexuccep I'ennanmii Ilonoka. Cuenapuctsl: EBrenuit Muteko,
I'ennaguii [Tonoka (aBrop xuumru H. OrneB). Axrtepsr: IlaBen Kamounukos, Bacunmii Mwumenko, Banepuit
3onotyxuH, Us CasBuna u np. pama.

1987

Hdom ¢ mpuBuaenussmu. CCCP, 1987. Pexuccep Edum anpnepun. Crenapuct Cemén Jlynrun. Axrtepsr: Karts
yxanoBa, Buxropus I'aBpuiosa, Spocnas JlucoBonuk, Cepreit Jlomaun u ap. Apama.

3adaBbl moaoasix. CCCP, 1987. Pexuccep Eprenuit I'epacumon. Cuenapuct Buxtop Mepexxo. AKTepsl:
CranucnaB Jlro6mun, Mapuna 3ynuna, Huna Pycnanosa, Banentnna Tenuukuna, Hukonait [Tappénos, Bukrop
[TaBnoB, BsiuecnaB HeBunnsiid, Anekcedt CepeOpsikos, Biamumup Kauvan, Mpuna Kinuvosa u ap. pama.

3aBTpa ObL1a Boiina. CCCP, 1987. Pexuccep HOpuit Kapa. Crienapuct u aBTop oaHouMeHHiI0 moBectu bopuc
Bacunben. Akrepsl: Cepreit Hukonenko, Huna Pycnanosa, Bepa Anenrtosa, Mpuna Uepuuenko, Haranes Herona,
Omnus Tapxosa, Bnagumup 3amanckuit u ap. pama.

Mpb1 - Bamm getu. CCCP, 1987. Pexuccep Omnwrepa Boponmos. Cuenapuctsl: I'ennamuit Hukutun, Onbra
[TeoxoBa (aBropsl mbeckl «VBan» I'. Hukutun un O. IIbpkoBa). Axrepwr: [anumHa IMonbckux, Jleonun Kypasnés,
Banepuit Manunus, Banepuii bapunos, Cepreit Ca3zontses u ap. [Ipama.

IMomeuyuna, xkoropoii He 6bL10. CCCP, 1987. Pexuccep Mrops Illatpos. Crienapuctsl: Pycram HMoparumoOekos,
Bukrop barmacapoB. Axrepsl: Anapeit bontHes, Jlroqmuna ConoBséBa, Biragumup Creknos, Onsra PaunHckas,
Bamum JlroommmH, Urops Kamunnes, Keenns Ctpuk, Anekcanap CtprukeHoB u Ap. Ipama.

Co6aazn. CCCP, 1987. Pexuccep BsuecnaB Copokun. Cuenapuctsl: Opuii Kienukos, Banepuit CraponyOues.
Axtepsrl: Anuca 3bikuna, Hatanus Copokuna, Cepreii Jlyunnkos, Enena Pydanosa u ap. pama.

Tuxounsi. CCCP, 1987. Pexxuccep 0. Asumos. Cuenapucts: I1. JIyiuk, A. CamopsanoB. Axkrepsl: I'. AMHHOBa, A.
Kapumosa, A. MyxutnuHoB u np. pama.

lanTa:xxuct. CCCP, 1987. Pexuccep Banepuit Kypeixkun. Cuenapuct 3ayapa Boiogapekuii.

Axrtepsl: Muxaun Eppemo, Aunpeit TuxomuphoB, Anexcanap [lupsunnr, Mapuna Crapsix, Huna ['omuamsmny,
Jleonun Kypapnés, Banentuna Tutoa, Cepreii ['apmam u ap. Ipama.

1988

Bous Bcenennoii. CCCP, 1988. Pexxuccép Imutpuit MuxiieeB. Aktepsl: Bsauecnas Wnromenko, Hatanbs ['yceBa,
Annpeit badomkun, Bukrop Unsuués u np. Menoapama.

Hoporas Enena Cepreesna. CCCP, 1988. Pexuccep Dnpaap Pszanos. Cuenapuctsl: Jlrogmuna PazymoBckas,
Onpaap Ps3aHoB (aBTop omHOMMEHHOM mbeckl — JI. PasymoBckas). Akrtepbl: Mapuna Heénosa, Hatanes Illykuna,
®énop Aynaesckuii, Imutpuit MapesHoB, Aaapeit TuxomupHOB. Jpama.

Kyxkoaxa. CCCP, 1988. Pexuccep Vcaak ®pundepr. Cuenapuct Urops AreeB. Axkrepbl: CBeTiiaHa 3achIIKUHA,
Wpuna Mernuikas, Bnagumup Mensio, Hatanes Hazaposa u ap. [Ipama.

Ha okpaune, rae-to B ropoae... CCCP, 1988. Pexuccep Banepuii IlennpakoBckuii. Cuenapuct Bnamucnas
PomanoB. Axrepsl: Anekcanap JlapuonoB, AHapeit Mananaukos, AHToH IllepemerseB u ap. pama.
y6aunkauusa. CCCP, 1988. Pexuccep Bukrop Bonko. Cuenapuct FOpuit KopotkoB. Axtepsl: Jltogmuna
Apununa, Jlapuca [llaxBopoctoBa, Bnanucnas Jlamesckuii, Hukura ['ypbeB u ap. pama.

ycTs 51 ympy, rocnomn... CCCP, 1988. Pexuccep Bopuc I'puropses. Cruenapuct [I'anuna [llepbakoBa. AKTEpHI:
lanuna [Monsckux, MBan Jlanuko, Enena Mopozosa, Urops Jlenoropos, Jlunus ®@enoceea-llykmuna, Jleonus
Kypasnés u np. Hpama.
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PaGora nag oumoéxamu. CCCP, 1988. Pexxuccep Anapeii benkennopd. Cuenapuct Bragumup Xononos (aBrop
omnouMmeHHo# moBectd — 0. Ilomskos). Axrepsl: Erenuit Kusser, Oxcana J[posznosa, Enena UyxanéHok u ap.
Jpama.

Crykau. CCCP, 1988. Pexuccep u cuenapuct Huxonait JIeipunkoB. Axrepbl: ApreM ThIHKacoB, AjeKcaHip
OexnuctoB, Apkaauii Jleun, Buxrop [laBnrouenkos, Baagumup Creknos, Urops JImutpues u np. Ipama.
Yepubrii kopugop. CCCP, 1988. Pexuccep Bamum [lepOenéB. Cuenapuctsl: AHaronmii ['opnmo, Haramms
Acmornosa, Bagum Jlepoenés (aBTop noectu «60 cBeueli» B. TennpsikoB). Akrepsl: IHHOKeHTHIT CMOKTYHOBCKHH,
Bragumup Uneun, Mon Yarypsny, Onera Kabo, Cepreit ['apmamn u np. dpama.

lyr. CCCP, 1988. Pexuccep Anapeit Dmmaii. CiieHapuCT U aBTOp OJHOMMEHHOU moBectu FOpwuit Bszemckuit.
Axrepsl: JImutpuit Becenckuii, Mapust Maesckast, Urops Kocronesckuit u ap. [Ipama.

IMenok. CCCP, 1988. Pexuccep Anexcanap I'pumms. Crenapuct HOpuit Hlexounxun. Axteps: Cepreit
PoxenrieB, ®emnop "aspusios, Biagumup Illeenskor, Bennamun Cmexos, Beeponoa Cadonor u mp. Jpama.

1989

ABapus — 104ub MmeHTa. CCCP, 1989. Pexxucce€p Muxann Tymanumsuiu. Cuenapuct FOpuit KopoTkoB. Axrepsr:
Oxcana ApOy3oBa, Bragumup WUneun, Anacracus Bosnecenckas, Huxonaii [TactyxoB, Bopuc Pomanos, Urops
Hedémor u ap. pama.

Actenuyeckuii cungpom. CCCP, 1989. Pexuccep Kupa MyparoBa. Cuenapuctel: Kupa MyparoBa, Cepreit
ITono, Anekcanmp Yepubix. Aktepbl: Onsra AntonoBa, Cepreit [lonos, ['anuna 3axypnaeBa, Haranes By3bko,
Anekcannpa Csenckas, I[lasen Ilommmyk (II), Hatanss Pamnesa, ['anuna Kacneposuu, Bukrop ApucroB u ap.
Jpama.

Kazennstii nom. CCCP, 1989. Pexxuccép Anpdoept MkprusiH. ABTop crieHapust Muxann KoHuakuBckuil. AKTephI:
l'anuna INonsckux, Huna PycnanoBa, Ané€ma CeprueBckuii, Anéma Komnecos, IlaBen ["aiinmydenko u ap. Jpama.
Kusass Yaaua AunapeeBuu. CCCP, 1989. Pexuccep 'ennaamii baiicak. Cuenapuct Banepuit Ilpruembixos.
Axrepsr: EBrennii [luoBapos, JImutpuit I'onoBun, Ceernana Kproukosa, Buxtop IlaBnoB, Apmen Jxurapxasss,
CranucnaB CaganbsCckuii u ap. JleTeKTus.

Mup B apyrom wu3mepenun. CCCP, 1989. Pexwucceps:: Muxaumn Konuakusckuit, AnpOepr MKpTUsH.
Cuenapuctsl: Muxaun Konuakusckuii, Enena JlackapeBa. Axtepsl: Anenta Koneco, iBan boptauk, Bnagumup
Kykymikun, Anexcanapa Komnkxynosa, Mpuna Mupomanyenko, Huna PycnanoBa, I'anuna Iloneckux, Bmagumup
Wnwun, Bnagumup Camoiinos u ap. Jpama.

Homxuraresn. CCCP, 1989. Pexuccep Anexcannp Cypun. Cuenapuct Asma KpunuieiHa.  Axrtepsl: Hatanbs
®enotoBa, Enena Cunopyk, Jlapuca OcunoBa, Enena Kproukosa, Bukropus Kusizea u qp. [Ipama.

1990

Cooommmuna. CCCP, 1990. Pexxuccep Bnagumup OnensimeB. Crenapuct Huna ®dunumnmnosa. Axrtepsl: FOnus
TapxoBa, Anexkcanap bammpos, Cepreit beictpuikuii u ap. Jpama.

COP. CCCP, 1989. Pexuccep u cuenapuct Cepreii boapos (ct.). Akrepsl: Bonoas Kosbsipe, Ceetnana ["aiitaH,
Anexcanap bypees u ap. [Ipama.

I710 66110 y Mopsi. CCCP, 1989. Pexuccep Asu Illaxmamuera. Crienapuct Enena JlobaueBckas. Axkrepsl: Huna
Pycnanora, Ceernana Kproukosa, Huka Typouna, Katst [TomutoBa u ap. Jpama.

Cneaano B CCCP. CCCP, 1990. Pexuccepsr: Bnagumup Hlammrypun, CestocnaB TapaxoBckuii. CreHapuct
CesarocnaB TapaxoBckuit. Axtepel: Apmen [[xurapxansH, Oxcana ApOy3oBa, Kupwin beneBuy, Ajekcanipa
domuuéBa, Amna Kiroka, Bepa IlanacenkoBa, Jleonua Kypasnés, Dayapn Mapuesud, Banentuna Tennukuna u nip.
Jpama.

Xomo HOBYc. CCCP, 1990. Pexxuccep Ilan Dpaém. Cuenapuct 3os Kyaps. Axrepsr: Upuna Kymuenko, I'eopruit
Tapatopkun, Anna baxxenoBa, Pumma Mapkosa u ap. Jpama.

1991

Muasnii On. CCCP, 1991. Pexuccep Oner ®@omuH. CueHapucT U aBTOp OJHOMMEHHOW moBecTH IeHHamuif
Muxacenko. Akrepsl: Muxani [lanatauk, Mana Xpynésa, Urope IOpam, Anexcannp Ctpuxkenos, Mpuna Psouesa
u ap. Jpama.

Oxno. CCCP, 1991. Pexuccepsl 'acan A6myd, DuBep AOayd. Cuenapuct Mcu Menuk-3ane. Axrepsl: Minbxam
babaes, Banex Kepumos, Slmap Hypu u op. [Ipama.

Russian films
1992-2017

1993
PaBuonpasue. Poccus, 1993. Pexuccep Cepreit barupos. Crenapuct Anekcanmp JletkoB. Axrtepbl: Hartambs
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Kapnynuna u np. Komenus.
Prinkuna a060Bb. Pocensi, 1993. Pexxuccép: Cepreit barupos. B pomsix: Kocrs Kypac, Oner Adpamos, ITasen
EBcees, Okcana IlleBuenko u ap. Komenus.

1994

ABBI'] Ltd. Poccusi, 1992-1994. Cuenapuctel: Muxaun BacuiwreB, Koncrantun Haymouxun, Oner Ocurmos,
Anekceii OBunHHHKOB. AkTepsl: AHTOH TabakoB, Poman Ps6oB, Apanrapy JleontseB, Mapus ITopomuna, SIpocias
Boiiko, I'oma Kynenxo u np. Komenus.

1995

Kakas uynnas urpa. Poccus, 199S. Pexuccep u cruenapuct Ilérp TomopoBckuit. Axtepsl: AHapeil Wnbus,
I'ennanuit Hazapos, Jlenuc Koncrantunos, ['ennaauiit Muthuk, Enena SkosieBa, Jlapuca Y noBuuenko, Hukomait
Bypases, IOpuit Ky3sneunos, Anekceit 3onoraunkuii, JImutpuit Mapesnos, Mapus llykmuna u ap. [Ipama.

1996
Ix3amensbl. Poccus, 1996. Pexxuccep u cuenapuct Jmutpuii Ilanuenko. Axrepsl: I'eopruit Ilpeaseunos, I'eopruit
Byrycos, Butanuit Bypsatunckuii u np. pama.

1997

AmMepukanka. Poccusi, 1997. Pexuccep Amutpuii MecxueB. Cuenapuct FOpuit Kopotko. Axrtepwl: Cepreit
Bacunbes, Haranes Jlanunosa, Huna Ycarosa, Buktop Berukos, FOpuit Ky3neros, Aunuca ['pebeniukoBa u ap.
Menoapama.

3Mmennblii ncrounnk. Poccus, 1997. Pexuccep u crienapuct Hukonait JlebeneB. Axrepsl: Exarepuna ['ycepa,
Onswra OctpoymoBa, EBrenunit Muponos u ap. Tpusuiep.

2000

Hexnpblii Bo3pact. Poccusi, 2000. Pexuccep Cepreit ConoBbeB. Cuenapuctsl: JImutpuit ConoBbeB, Cepreit
ConoBbeB. Axrepbl: Jmutpuit ConoBbeB, Enena Kamaea, Onwsra CupopoBa, Jlrommuna CaBenbeBa, Kupuin
JlaBpos, Cepreii ['apmai, Aunpeit [lanun, Banentun I'adt u np. Ipama.

2001

MockoBckue oxkHa. Poccmsi, 2001. Pexuccep Anexcannp Apasud. CueHapuctsl: Koncrantun Haymoukuw,
Aunexceii KapanoBuu, Urops OcumnoB, Anekceii OunnnukoB, Cepreii KoOues, Anekceit IlosipkoB, Bmaanmup
Hexmonos, Jmutpuil PykoBumaukos, Bragumup CmupHbix. Axtepsl: AHHa AprnaHoBa, MapuHa MoruneBckas,
Urops Boukun, Enena AmunoBa, Kcenus Andépora, Unbs JIpeBnoB, Hukomait Uunnsitkun, Enena dunoreesa,
Urops Ilerpenko u np. Menoapama.

Oomara. Poccus, 2001. Pexuccep bopuc bep3uep. Axrepsr: Bnagumup I'yces (I11), Haranes Kapnynuna, HOpuit
Kpyrnos, Makcum Jlaramxus u np. Komenus.

2002

3aiimemcst s11060Bb10. Poccust, 2002. Pexxuccep [lennc EBcturnees. Cuenapuct Apud AnueB. Axkrepsr: Kupumn
Manos, EBrenuii llpiranos, Ynesana Jlykuna, Aunpeit HoBukos, Msan Koxopun u np. Hpama.

KoposieBa kpacorbl, uiau Ouenb TpyaHoe aerctBo. Poccus, 2002. Pexwuccepsr: Uropr AxmenoB, bopuc
UYeprkoB. Cuenapuct Hropr AxmenoB. Akrtepwl: JKens ['opOynos, Jappst CazonoBa, Anekcannp Koponés,
Anexcanap bensasckuii, Enena Konngynaiinen u ap. Komenus.

Ilep-p-p-BokypcHuna. Poccusi, 2002. Pexwuccep u cueHapuct IOpuii Porosun. Axrepsi: Mapus I[llanaesa,
Jmutpuii IlleBuenko, FOpuit Janunbuenko u ap. Komenus.

TeatpanbHas axkanemusi. Poccusi, 2002. Pexwucceps: Anekcannp 3amaruH, Bamgum Illmenes. CiueHapHUCThI:
Anexcanap bauuno, Poguon beneuxkuii, Jmutpuit Kypunos, FOpuii Cononos, Bagum IImenes. Axrepsl: [lenuc
Huxudopos, Onbra burionkas, Muxaun bornacapos, Urops Bepauk, Ommanyun Buropran u ap. Komenust.

2003

Becéaas xommnanusi. Poccusi, 2003. Pexuccep Bnagumup Tuxuit. Cuenapuctel: Oner 3uma, ['eopruit Kons,
Anexcanapa CmunsgHckas, ApmeH BatbsH. Axtepsl: Ozner MocaneB, Esrenmit Cuporun, Aprém Ma3yHos,
Exartepuna JIsikoBa, OMManyun Butopran, Anexcanap JIsikoB u np. Komenus.

Ipoctbie uctunbl. Poccus, 1999-2003. Pexuccepsr: Bagum [lImenes, Errennii CtapkoB, Anekcanap 3aMsTHH,
IOpuit benenskuit. Cuenapuctel: HOpwmit benenpkuit, Mapx JleBun, Bagum IlImeneB u ap. Axrepsl: bopuc
Heszopos, Enena ®atiommuna, Hatanbs YepHsaBckas, AntonnHa BeneaukroBa, Anna Mcaiikuna, Onsra bynuna u

np. Hpama.
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2004

Kagersl. Poccus, 2004. Pexuccep Cepreit AprtumoBnd. Cuenapuct Urope EBcrokoB. AxTepsl: Ajekcanip
T'onoBun, Apucrapx Benec, Anekceirt Mep3nos u ap. Jpama.

Kypcantsl. Pocensi, 2004. Pexxuccep Anapeit KaByn. Cuenapuct 3o0s Kynaps. Axrepsr: Anapeit Uanos, MBan
CrebynoB, Anekcannap I'omybeB, Anekceii ['opoynos, Enena Kcenodonroa, Brnamumup Brnosudenkos, HMropb
[lerpenxo, Auapeit Mep3nukus u 1p. Hpama.

Houb cBetna. Poccusi - Ykpauna, 2004. Pexxuccep Poman banasu. Cuenapuctel: Pycram Mbparumbexos, Poman
banasH. Akrepsl: Auapeit Ky3uués, Anekceit [Tanun, Onsra CyrynoBa, Upuna Kymuenko, Bnanumup INocTioxus u
np. Menoapama.

BoBouxka. Poccus, 2000-2004. Pexuccep u cuenapuct Aaapeit MakcumkoB. Axrepsl: Urops Kauanos, Buxropus
Kopxwuna, Bagum I'yiun, Tatesana VBanosa u np. Komenus.

2005

OBXK. Poccus, 2000-2005. Pexuccepsl: AHTOH A3zapoB, Makcum JlemueHko, Makcum KyOpuHckuii, Ajekceit
Bonpinckuii, Anton JlyxoBckoi, Ilonuna baxapesckas, IlaBen CumonoB, mutpuii Ilerpymkos. ClieHapUCTHI:
Anton 3unueHko, BsuecnaB Jleiikun, AutoH JlyxoBcko#l, Tarbsna I'puropuenkoBa, Mpan Mwunos, Cepreit
Jmutpues. Axrepsl: AHTOH A3apoB, AHHa Bunorpanosa, Jleannpa Kyapsimosa u ap. Komenus.

Crynentsi-1. Poccusi, 2005. Pexxuccep Omnbra IlepynoBckas. CrieHapuctel: BsuecnaB JlycmyxameroB, Burtanwmii
Konomuern u ap. Axrepsl: EBrennit Kynako, Cepreii Pynzesuu, Anexceit Anun, Japes Jlysuna, FOpuit Ky3uernos,
Bnanumup Crepxakos, IMutpuit Mapsssaos u ap. Komenus.

TponyTtsie. Poccus, 2005. Pexxuccep Anaronuii I'azueB. Cuenapuctel: AHaronuii ['azueB, JIMutpuii 3a0010TCKUX.
Axrepsl: Jmutpuit [lanamapuyk, Banentun 3axapos, Butanuit cakos, Cepreit bapkosckwuii u ap. Komenus.

2006

Boabmme neBouku. Poccms, 2006. Pexuccepsr: Anexcanap Hazapos (II), Poman Camrun, Oayapn JluBaes.
Cuenapuctbl: Onbra JlanunoBa, Cepreit bopzynos, Bagum ['omoBanos, Koncrantun Haymoukun, iBan @unuriios,
Anexceir T'opmoBckuii, Poman PomanoB (III), Muxaun BacunbeB (II), Harames 3askuna. Axtepsr: Ombra
OctpoymoBa, Banentuna Tennukuna, ['anuna IerpoBa u np. Komenqus.

Crynentsi-2. Poccusi, 2006. Pexuccep Ombra IlepyHoBckas. Cuenapuctel: Poman PomanoB, Anekc Jlerar,
Bacunuit Isanos u ap. Axtepsl: MBap Kanueiaemm, Bragumup CreprxkaxkoB, Muxann Mamaes u np. Komenus.
Crynentsl International. Poccus, 2006. Pexuccep Onbra IlepyHoBckas. Cuenapuctsl: Butanuit Ilnsnmo,
BsauecnaB [JlycmyxameroB, Anexceit Tpoumtox u np. Axtepsl: EBrennit Kymaxos, Esrenust BonkoBa, Anekceit
Jlonrun, YOnusa 3umuna, Anexcanap IlampumkoB, Banepuit 3onoryxun, Anexcanap IlankpaToB-UEpHBIH,
Bnagumup Crepxakos, DBenuna bnénanc u ap. Komenus.

2007

HUcuesnyBmiasi umnepusi (JIrwwooBs B CCCP). Poccus, 2007. Pexxuccep Kapen IllaxnazapoB. CiieHapHUCTHI:
Cepreit PoxoroB, EBrennit HukumoB. Axrepsl: Anexcanap Jlsnun, Jlugus Muntosuna, Erop bapanosckuii, iBan
Kynpeenxo, Apmen [[xxurapxanss, Onsra Tymalikuna, Bnagumup Wneun u op. [Ipama.

KanercrBo. Poccusi, 2006-2007. Pexuccepsr: Cepreit ApnanoB, Banentun Koznosckui, [laBen UrnaroB u mp.
Cuenapuctbl: Jleonun Kynpumo, Anexcanap bymeinko, Cepreit Onexnuk u ap. AxTepsl: Anekcannap [omoBuH,
Bopuc Kopuesnukos, VBan JloOponpaBos u ap. Komenust.

IMoranoB, k aocke! Poccus, 2007. Pexxuccep Anexcanap OpnoB. Cuenapuctel: Tamapa KprokoBa, Anekcanmup
OpnoB, Cepreit TapacoB. Axtepbl: Ajekcanap OneitHukoB, Burtanmit KymakoB, Mapus ®omwuna, Banepus
Xapauna, JIust Axemxkakosa u ap. Komenust.

Cpos komanpa. Poccms, 2007. Pexwuccepr:: [Imutpuit Ilangenko, Buxrtopus OpnoBa, Onyapa JIueHes.
Cuenapuctsl: Kupwn Kepsok, JImutpuii 1lep6akos, Enena Mmamona, Jmutpuit Kypunos, TatessHa Manaxosa,
Enena Pomanenko, Muxaun leapunckuit, Muxaun benenbkuii, Tatbsina I'mymienko, Mapust KpaneHnHHUKOBA.
Axrepsl: BsiuecnaB Kynako, Anacracus [llexoBroBa, Mpuna LpiBuHa 1 ap. [Ipama.

Yuutens B 3akone. Poccus, 2007. Pexxuccep Anexcannp MoxoB. Cuenapuctsl: Anekceil [lonoceHoB, Anekcasap
Moxos. Axrepsl: Opwuii bensie, Haranust Bnosuna, Kpucruna baOymkuna u ap. [Ipama.

M xona Ne 1. Poceusi, 2007. Pexxuccepst: Kupuin benesuy, I'to3ens CynranoBa. CuieHapucT

Enena BopoOeii. Axrepsr: Aptém Kpecthukos, Cepreit Hazapos, Mapus KocrukoBa, Slnuna Crynunnza, Jlana
[lep6akoBa u ap. [IpamaTudeckas KOMEIHs.

2008
B3pocaas :xu3Hb neB4oHkH Ilonmubl Cy66oTnHoi. Pocens, 2008. Pexuccep Anexcannp Cypun. CueHapuct
Amna Kpununpiaa. Axrepsr: JIro0oBs Tuxomuposa, Enuzasera Ap3amacosa, Anekceit Kpasuenko u ap. pama.
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B3pocasie urpsl. Poccusi, 2008. Pexxuccepsr: HOpuit Uneun, FOmus Mopesa, FOpuit Jpyxunns. CrieHapuCTHI:
Enena JlackapeBa, Anena ['onoBami, AHactracusi Bonkosa, Mlnna Bozniok, FOnmus Munanosuy, Enena Mensenesa.
Axrepsl: Mapus Kimumora, Crenan Crapuukos, Exatepuna Kabak, Oner Mopo3os u ap. Menoapama.

Bce ympyrt, a 1 octanych. Poccusi, 2008. Pexuccep Banepust I'ait ['epmanuka. CrieHapuctbl: AJiekcaHap
Pomuonos, Opuit KnaBaueB. Axrtepsl: Ilomnna ®umonenko, Arnus Kysnenoa, Omsra Illysamosa, HOmus
AnekcanapoBa, Jlonarac ['pynosuu u ap. pama.

IIpukoabl Ha nepemenke. Poccusi, 2007-2008. Pesxxuccepsl: Buxktop Pynuudenko, Urops [lIupokos. CiieHapUCThI:
Slna TronpnanoBa, Urops bpycenneB. Akrepsl: [1e6 llleBuyk, Bacunuii Pakma, Brnanucnas lemunos, Ixeiimc
barnoy u ap. Komenus.

Pozbirpeim. Poccns, 2008. Pexuccep Annpeit Kymunenko. Crenapuctsl: Anekcannp Kauan, Anapeit JKurtkos.
Axrepsr: FOpuit Kysnenos, Upuna Kymuenxo, Jmutpuit droxes, mutpuit Xapatesas, EBgokus ['epmanoBa u ap.
Komenus.

Cruasirn. Pocensi, 2008. Pexuccep Banepuit Tomoposckuil. Cuenapuct HOpuit KoporkoB. Axrtepsl: AHTOH
[Marun, Oxcana AkunbliuHa, EBrenus bpux, Makcum MatseeB, Exarepuna BunkoBa, Cepreit I'apmami, Omner
SukoBckuii, Mpuna Po3aHora, Jleonun SipmonbHuk, Anekceit ['opOyHOB 1 Ap. My3bIKaibHas Apama.

KOnenbka. Poccus, 2008. Pexuccep Anexcanap CrpuxenoB. CueHapuctsl: Aapeit Kypeituuk, I'puropuii
INom3emenpubiii, Banentun CrupunonoB. Axrtepsl: Japbs banatanosa, Mapar bamapos, Okcana JlaBpeHTheRa,
Anexcanzpa Jpixne, Upuna Kymuenko u ap. Muctudeckuit Tpusuiep.

2009

Bapsuxa. Poccus, 2009. Pexuccep Esrennit JlapentbeB. Cuenapuctsr: lypa Huxutun, Anekcanap HYanapanss,
Unbst Aptubunos u np. Axrepsl: Jistuka I'pery, Mapuna OpnoBa, AHHa MuxaiinoBckas, AHHa XuiabkeBnd, Enena
Mepxkynosa u ap. Ipama.

Kpsbima. Poccusi, 2009. Pexuccep bopuc I'paueBckuii. Cuenapuctsl: Upuna bypaenkoBa, bopuc I'padeBckuid.
Axtepsr: Codbst ApnoBa, Mapus benosa, Anguca Uepusix, Mapust lykmuna, Banepuii 'apkanun u np. pama.
Yyueno-2. Poccus, 2009. Pexuccep Cepreit Ky3nenor. Crienapuct ['anuna ApOy3oBa (aBTop moBectu «Uydeno 2,
win WUrpa motsuibkoB» - B. JKenesnukoB). Axrepbl: EnuzaBera BuprokoBa, Bacunmii Pakina, [Tonuna [Ismiox,
Anéna babenko, Anekceli Bynnakos, Bnaaucias Berpos u ap. Jpama.

2010

Hetsim 1o 16... Poccusi, 2010. Pexuccep Anapeit KaByn. Aktepsl: Jlsnka ['pery, Auna Crapuienbaym, [TaBen
[punyunsnii, Jmurpuii KybacoB, Pommon onrupes, Aunekceit ['opOynoB, Hpuna Mepmanosa, AJjekcei
[IeBuenkoB, Onbra Xoxsosa, Banepuit TogopoBckuii u ap. Menoapama.

KpemaéBckue kypcantol. Poccus, 2009-2010. Pexucceps: Banentun Kosznosckuit, Jmutpuit Uupkos.
Cuenapuctsl: Jleonnn Kymnpuno, Aunpeit UuBypun, Anexcanap Kymnapenko, Banentun VBaHoB u 1p. AKTephl:
Jlenuc bepecues, I1aBen becconos, Apuctapx Benec u ap. Ipama.

CrapmekaaccHuku. Poccusi, 2006-2010. Pexwuccepst: Snsura 3akpxkesckas, [lerp Cmupnos, ITaBen CumoHOB,
Tarpsina Cumonosa, ['anmna Myprasuna, Kaponuna KyOpunckas, [Tonmuna baxapeBckasi, Banentuna Mo3onbkoBa,
Henuc 1lln6aeB, Muxaun CmupHoB, Oner Tumenko. Cuenapuctsl: [lerp CmupHOB, Mapust OmmsiHCKasi, AHTOH
3unuenko, Iletp BuykoB, Anna KymaueBa, MiBan MunoB, Anekcanapa JlycuukoBa, Cpernana CuBak, Jlamup
CanumssHoB, Muxamn I'onun. Axteprl: AptéM AmnuykoB, Ilonmnna baxapeBckas, Anekcannp baxapesckuii,
Hatanbst baxmarosa u np. Ipama.

Panerku. Poccusi, 2008-2010. Pexuccepsl: Cepreii ApnanoB, Banentun Kosnosckuii, Kapen 3axapos, Oier
CwmonpaukoB, Anapei ['onoBkoB. Cuenapuctel: Tatuana Jlonckas, Onbra IlleBuenko, Hatanbs Hazaposa u np.
Axrepsl: AnHa PynneBa, Hatanps MunbsHnuenko, Esrenust OryproBa, Banepus Kosnosa u ap. MyssikanbHas
KOMeusl.

Ikosna. Poccus, 2010. Pexucceps: Banepus lait 'epmanuka, Pycnan ManukoB, Hartanust MemanuHoBa.
Cuenapuctel: Hatames BopoxxOutr, Hemnu Beicorkas, Bsuecna Jlypuenkos, HOpuit Kiapnuer, MBan Yrapos,
Onmnpra JlapuonoBa. Akrepsl: Anekceil JIutBunenko, Banentuna Jlykamryk, Anna IlleneneBa, Haranes Tepemikosa,
HUrops OrypioB, Anaronuii Ceménos, Enena ITananora, Anekcannpa Pebenok, Hatanbs Canenkast u ap. Ipama.

2011

benasi Bopona. Poccusi, 2011. Pexwuccep Cepreii beictpuukuii. Crenapuct AnpxOera [opunBer. AKTepsi:
I'nadupa Tapxanosa, MBan XKXunkos, Anexcannp Jlotie u ap. Menonpama.

3oaorsle. (bapBuxa-2). Poccus, 2011. Pexucceps: Muxann ConoBbéB, Bnanucnas Kanryp. Criienapuctsl: Enena
JIro6apckas, ['puropuit 3enbiiep. Axtepsl: Jlsuka I'pery, Hatanes bapmno, Mapuna OpioBa, AnHa MuxaitaoBckas,
Annpeit JlementbeB, AptéM Bonkos, PaBmana KypkoBa, Anna XunbkeBud, Enena Mepkynosa u ap. pama.
Manunbl moukn. Poccus, 2007-2011. Pexwuccepws:: Cepreit AnnonuH, Mpuna Bacunbesa (II), Anexcanap
Kurankun, Banentun Kosnosckuii, Dnyapa PanstokeBuy, MBan Aramos, Oner CmonpHukoB, Kapen 3axapos.
Crenapuctel: BsuecnaB JlycmyxameroB, Aunekceit Tportok, Butamuit lnsnmo, Wnes Ilonexaiikun, AHapeit
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JeprkoB, Anexcannp ['aBpwibumk, Ackap bucemOun, Jlenuc XopomyH. Axrepsl: AHzapeit Jleonos, Ombra
Bonkosa, Mupociasa Kapnoeuu, Anacracus CuBaeBa, EnuzaBera Ap3amacoBa u ap. Komenust.

Yuusep. Poccusi, 2008-2011. Pexuccepsr: [1érp Tounwnun, iBan Kutae, Poman Camrun, XXanna Kaanukosa.
Crenapuctbl: BsiuecnaB lycmyxameroB, Cemén CrnenakoB, Mnbs [Tonexaiikun, Makcum IlemkoB u p. AKTepsr:
Awnnpeii [Natinynsn, Banentuna Pyonosa, Buranuii ['orynckuii, Mapust KoxxeBaukoBa u np. Komenus.

HucTuTyT Onaropoansix aesun. Poccusi, 2010-2011. Pexwuccepsr: Jleonun bemosopoBuu, Cepreit [lanens,
IOpuii ITonosuy, Onbra I'pexoBa, Caxar dypcyHos, Banepuii Poxko, Anekcanap 3enenkoB. CreHapuctsl: FOpuii
benenrskuii, Enena JlackapeBa, Anacracus Bonkosa, Cepreit Kymmup u np. Axrepsl: Anuca Canervsa, Ajiekcasap
ApcentbeB, MBan KonecuukoB, Kcenus Xauposa u ap. pama.

®u3uka wian xumus. Poccus, 2011. Pexxuccep Pamune Caduros. Crenapuct Bacunmii [TaBioB. Axrepsl: JIr0o00Bb
I'epmanoBa, Anexcanap CmupHoB, Bukropus [Tontopak, Mapus BuxropoBa, Anna Hesckas u np. Menoapama.

2012

Hdenb yuntens. Poceust, 2012. Pexxuccep u cuenapuct Cepreit Mokpuuxuii. Axrepsl: Anatonuit Kor, Cernana
Hemomnsesa, Upuna Paxmanosa, Jlironmuna Turosa u ap. Komenus.

3akpbiTasgs mkojga. Poccusi, 2011-2012. Pexwucce€por: Omner Acanynun, Koncrantun Crarckuif, AHTOH
HoBocenbiieB, Koncrantun MakcumoB, Mapk [opoben, Anzapeii 3anmcoB, Anekcannp 3eineHkoB, Cepreit
[NumukoB. Cuenapuctel: Amna Maxkcumenko, Jlycuns MaptupocsH, Okcana Bacuna u ap. Axrtepsl: AHTOH
Xabapos, TatbsiHa Bacunbesa, [1aen [punyansiii, Anexceld KopsikoB u ap. MucTHYecKuii Tpuiep.

Mocae mxoabl. Poccusi-Ocronms, 2012. Pexuccepsl: Anzapeit bontenko, Brnagumup Ilpecnsxos, Omner
IIpecnsxos. Cuenapuctsl: Bnagumup IIpecusakos, Oner IIpecHAKoB. AKTepsI:

Cepreit [llakypo, Muxaun IlopeuenkoB, Muxaun Tpyxun, Kcenus Panmomopt, Anekcannp I['opmoH, AnHa
MuxankoBa u 1p. My3bIKajbHasi KOMEAus.

YacTtHoe nuonepckoe. Poccusi, 2012. Pexxuccep Anekcanap Kapnunosckuit. CuieHapuctsl: Anekceit boponaués,
Anexcannp Kaprmnosckuii, TaresHa Mupomnuk. Axrtepsl: Cemén TpeckynoB, Erop KimnaeB, Anduca
Buctunraysen, Omust Pyroepr, Ceetnana VMaHoBa, Bramumup 3aiines, Mpuna Jlunnr, Pauca Ps3anosa, Poman
MapnssoB u ap. [IpamaTuyeckas KOMeIusl.

2013

I'eorpa¢g riaodyc mpomuia. Poccus, 2013. Pexuccep Anekcannp Beneaunckuii. CrieHapucTsl: AJeKcaHzp
Benennnckuii, Banepuii Tonoposckuii, Payd Kybaes (aBTop onHOMMeHHOTO poMaHa — Ajiekceit FIBaHOB). AKTepbI:
Koncrantun Xabenckuii, Enena JIsnosa, Anekcannp Pobak, EBrenus bpuk, AnHa Ykososa, Arpunmnuaa CTekioBa
u ap. Jpama.

N mapux BepHétcsa. Poccusi, 2013. Pexuccep Banepuii [essitunoB. Cuenapuctel: AHHa AHocoBa, Jlapuca
Jleonenko. Axtepsl: Tatbsana KocmauéBa, Exatepuna TpasoBa, [Tonuna @unonenko u np. Menoapama.

Taiinbl mHCcTHTYTA OsNaropoanbix naeBuul. Poccusi, 2013. Pexucceps:: Cepreii Jlanensn, Caxat [ypcyHOB,
Anexcannap U. Ctpoes, bata Hequu. Crenapuctsl: Muxaun benenskuit, FOpuit benenskuit, Butanuii [Tonocyxum,
Cepreit Kymuup u ap. Axrepol: Anuca Caneruna, Anéna Co3unoBa, [lonuna benenrskas u ap. Jpama.

YHuBep: 1eHb OTKPLITHIX ABepeil. Poccusi, 2013. Pexxuccep Poman HoBukoB. Axtepwl: AnnHa Ky3una, Poman
ITerpenxo, Anekcaunp Jynepaiin, Apapar Keuin, Unbsa [onexaiikun, FOnus [Nanuuenko u ap. Komenust.
Yuurtenr B 3akoHe. Bosppamenue. Poccusi, 2013. Pexwuccepsi: Cepreit Bunorpamo, Pycram VYpasaes.
Cuenapuctsl: Bacunmii Urepun, Aunpeii Taprakos. Akrepsl: Opuit benses, Cepreit Bexcnep, Hatanus AnToHOBa,
Onecs Cyn3unosckasi, Baagumup Crekinos u ap. Jpama.

Hena a100Bu. Pocens, 2013. Pexxuccep Anexcanap XBaH. Cuenapuct Mapus Hukutuna. Axkrepsl: AuHa Hesckas,
IOpuit batypun, Anacracus MaTseeBa u 1p. Menoapama.

2014

Anmxenuka. Poccusi, 2014. Pexwuccepsl: Pagna HoBukoBa, Auton ®enoroB, Banepus HMBaHoBckas, AHTOH
Macnos. Cuenapuctsl: Hpuna XKypasnépa, [lenuc Ocramuyk, Jlenuc Bopouail u np. Akrepbl: AHXeIHKa
Kammpuna, Kcenns Temnosa, Mapust baesa, JIro6os Tonkamuna u ap. Komemnus.

Boimycknoii. Pocensi, 2014, Pexuccep Bceeponox Bponckuii. Crienapuctsl: Ajiekcannap Hesnobun, Cepreit
Cgernakos, Unest Bypen, Jmurpuit Henmunos, Tumodeit 3aiines. Axrepsl: Buktop I'pyaes, Kpucruna Hcaiikuna,
Omnsra Xoxmnosa, Cepreit bypyHos u ap. Komenus.

JIHeBHMK MaMBbI iepBoKIaccHuKa. Pocens, 2014, Pexuccep Aunpeti Cunkun. CrieHapuct Mapus 3BepeBa (aBTop
noBectd — M. Tpay0). Akteprl: CBeritana XomuenkoBa, Juma Ionynun, JImutpuii EHgansies u ap. Menoapama.
Kaace xoppexuuu. Pocens, 2014. Pexxuccep VMBan TepmoBckuit. Cuenapuctsl: MBan TsepmoBckuif, Mapus
Boponsiackas, Jmurpuit Jlanuuxun (nmo omHoumenHod kuHure E. MypamoBoit). Axrepsl: Mapusi Iloesxaesa,
Oununn Asaees, Hukura Kykymkun, Aprém Mapkapesas, Upuna Bunkosa u ap. [Ipama.

Manbuuxku + aeBouku. Poccusi, 2014. Pexuccep Errenmit CoxonoB. Crenapuct EBrenuit ®@posoB. AKTepshl:
AptéMm Munun, Bnana Jlykuna, Hatansst MensinoBa, Aaapeit Makcumos u np. Ipama.
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OBeuka [Jounu ObLIa 37128 U paHo ymepJa. Poccusi, 2014. Pexuccep Anekceit [TumanoB. CueHapuctsl: ['anuHa
Canprapemu, Enena CepoBa, Anekceit IlumanoB. Axtepnl: anuna IlleBuenko, FOnust CaBuueBa, Bukrtop
CyxopykoB u ap. daHTacTHKa.

Cemunsetuk. Poccus, 2014. Pexuccep EnmzaBera TpyceBuu. Crenapuctel: Jmutpuit I[lomumyk, EnuzaBera
TpyceBuu. Axtepsl: CBernana Hemorsiea, MBan Opanckuii, Anna [ToteOns u ap. Menoapama.

Yuurens. Poccusi, 2014. Pexxuccep Bapnan AxonsiH. CueHapuctsl: Onbsra Jlapuonosa, Slna Paiickas, HOmus
PasymoBckas. Aktepsl: Mapk borateipés, Onbra Kpacsko, Upuna Pozanosa u ap. Menoapama.

S ne BepHych. Poccust — Jcronuss — @unasauaus, 2014. Pexuccep Mnemap Paar. Cuenapuctsi: SIpocnaBa
[TynunoBuu, Oner I'aze. Akrepsl: [Tlonuna [Tymkapyk, Bukropust JlobaueBa, Anapeii ActpaxaHues u ap. Jpama.

2015

Kuaunu. Poccus, 2015. Pexxuccep Cepreii [Tyckenanuc. Cuenapuctel: Anekceit Cinanosckuii, Cepreit [Tyckenanuc.
Axrepsbl: Anekcerr CepedpsikoB, Acs Jlomckas, ArpunnuHa Ctekiiosa u ap. pama.

Ipuspak. Poccusi, 201S. Pexuccep Anexcanap Boitunckuil. Cuenapuctsl: Oner ManoBuuko, AHApeit
3omnotapeB. Aktepsl: DEnop bongapuyk, Cemén Tpeckynos, fAn lanuuk, Mrops YronbHUKOB U ap. Muctudeckas
KOMEHSI.

Pabora nag ommokamu. Pocens, 201S. Pexuccep Cepreit I'nprens. Cuenapuct Exatepuna AHaepcoH. AKTEpHI:
Omnera bypnakosa, Anexcanap Huxutun, Bepa Ilonskosa, Anexcannp dymeukun u ap. Menoapama.

Ceabcknii yunteab. Pocensi, 2015. Pexuccep mutpuit Copoxus. Crenapuctel: AHacracus OxapeBa, Kupa
Xynoneil. Axrepsl: AptéM Cemaxus, Upuna Tapannuk, FOmus Kokpsitckas u ap. Hpama.

Yunnka. Poccus, 201S. Pexxuccep Anexcelr Iletpyxun. Cuenapuctel: Exatepuna Acmyc, Anekceil IletpyxuH.
Axtepsr: Upuna Kymuenko, Auna Uypuna, Auapeit Mepanukun, Posa Xatipyiina, Anmca ['pedeninukosa, Onbra
Eroposa, Anekceit OrypiioB u ap. Ipama.

YacTHoe nmuoHepckoe. Ypa, kaHukyJbl!!! (UacTtHoe muonepckoe -2). Poccusi, 2015. Pexuccep Anexcanup
Kapnunosckuit. Cuenapuctsl: Oner Cupotkus, Anna I'ycea, Mapuna IluxaneeBa, Anexcanap Kapmuiosckuii
Tarbsina Mupomauk. Aktepsl: Cem&H TpeckyHoB, Erop Kiunae, Anduca Bucrunraysen, Bacunmit Mumnienko u
np. Komenust.

14+ Poccusi, 2015. Pexuccep u cuenapuct Anpapeit 3aiineB. Axtepsl: [ne6 Kamtoxubiii, Yibsna BacbkoBud,
Omnpra O3omnanuss, Jmutpuit bnoxun, Upuna ®ponosa, [lannop bepkemu, JImutpuit bapunos u ap. Menoagpama.
S — yuutenn. Poccus, 2015. Pexuccep Cepreit Mokpuiikuit. Cuienapuct Asekceit boponaués.

Axtepsl: Anexcanap Kosrynen, FOnus [lepecunsa, Auapeit CmonsikoB u ap. Ipama.

2016

JBa orua u nBa cbina. Poccens, 2013-2016. Pexxuccep: Pagna Hosukosa. Crienapuctsl: Anexcanap Tpogumos,
Cepreii CasonoB, Bacwmmit Cmonun, Cepreii JleOemeB, Anekceii Axumon, CranuciaB ['yHbKO, AJICKCaHIp
3aBropoauuii, Anekcanap Kacesanos, Cepreit baponos. Axrepsr: murpuit Harues, Makcum CryneHoBckuid, Unbs
Koctiokos, Bukropus Jlykuna, Anna Skynuna, ['anuna IlerpoBa, Anmkxa Cmexosa u np. Komenus.

JIrooumas yuutensnuna. Poccusi — Ykpauna, 2016. Pexuccep Jleonun benozoposuu. Cuenapuctsl: Mapus bek,
Enena Boiiko. Axrepsl: Anuna Cepreesa, Oxer ['aac, Onbra Paguyk, AneHa Y3mok u ap. Menoapama.
IlepBokypcuuua. Poccusi, 2016. Pexuccep Banepus MBanoBckas. Cuenapuctel: EBrenuit Kyparos, Bagum
®omusbix. Aktepsl: AHHa TapatopkuHa, Exatepuna Cumaxonckas, Anexceit Anuiienko, Apucrapx Benec u mp.
Menoapama.

YuusBep: HoBas odmara. Poccusi, 2011-2016. Pexxuccepsr: Pycram Mocagup, Korcrantua CmupHOB, Makcum
3bikoB, Tumodeii Illoranos. Cuenapuctel: Eprenmit Co0oneB, AHToH KonbacoB, Makcum Baxwuros, FHOmus
lanuuenxo, Wibs Ionexaiikud u ap. Axtepsl: Buranuii I'orynckuil, Apapar Keugn, Cranucnas SpymuH, AHHa
Kysuna, Hacraces CamOypckasi, AHHa XwuibkeBud U 1ap. Komenwst.

Yuenunk. Poccus, 2016. Pexxuccep Kupun Cepebpennnkos. Cuenapuctsl: Kupumn Cepedpennukos, Mapuyc ¢hoH
MaiienOypr. Akrepsl: Bukropus Hcakosa, [1étp CxBopuos, Anekcannp ['opunnun, Onus Ayr u ap. pama.
Yuutens B 3akone. CxBaTka. Pocens, 2016. Pexxuccepsr: bopuc Kazaxos, Anekcannp Kanyrun. CrieHapUCTHI:
Kamune 3akupoB, Buktop Muxees. Axrepsi: FOpwmii benseB, Uropp Mupkypbano, Anekcanapa diaopuHckas,
Opuii Lypuno u gp. Jpama.

®u3pyk. Poceusi, 2014-2016. Pexxuccepsr: Cepreit Cenno, ®énop Crykos, Amurpuii ['yoape. CrieHapHCTHI:
Koncrantun Maitep, Anexcanap Bsnbix, Kcenus Boponuna, Muxaun Yucros, Anekceit JlsnuueB u ap. AKTepsl:
Jmutpuit Harues, Anexcannp I'opaon, [lomuna I'penn, Anacracus Ilanuna u ap. Komenus.

Xopoumii mansunk. Poccus, 2016. Pexxuiccep Oxcana Kapac. Cuenapuctsl: Muxaunn Mecrenkuii, Oxcana Kapac,
Poman Kantop. Akrepsl: Cemén TpeckyHoB, AHactacusi boratsipeBa, Bacunuii ByrkeBnu, Muxaun Edpemos, ea
Amnnpeesaiite, Koncrantun Xaoenckuii, Upuna Jlenucosa, Tatesina Jlormiesa, Mpuna [erosa u ap. Komemus.
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2017

Peanbuble nmananbl. Poccusi, 2010-2017. Pexuccep Kanna KamnukoBa. Cuenapuctel: AnToH 3aiineB, JKanHa
Kamuukosa, Makcum @wmunbes, FOpuii Ounnanukos, Jenuc Illenun. Axrepsl: Hukomaii Haymog, 3o0s BepOep,
Anton bornanoB, Bnagumup CenuBanoB, Ctanucnap TismeB, Mapust CkopHuiikas, Banentuna Ma3yHuHa u Jp.
Komenus.

Mpursxenue. Poccus, 2017. Pexuccep ®Enop bornapuyk. Cuenapuctel: Oner Manosuuko, AHapeit 3o10Tapes.
Axtepsrl: Upuna Crapmentdaym, Oner MenbimkoB, Anekcanp Ilerpos, Hukura Kykymkun u np. ®@anracruka.
®undak. Poccus, 2017. Pexuccep démop CrykoB. Aktepwl: [enuc IlapamonoB, Anekcelr 30J0TOBHUIIKHUH,
Bacunmnii [Tocnienos, Epum Indpun, Anexcanapa boptuy, Anekceit JIutBuneHko u ap. Komeusi.

Cnacru Ilymkuna. Poceusi, 2017. Pexxuccep @ununn Kopmrynos. Cruenapuct Enena Mcaesa.

Axrepsl: Koncrantun Kprokos, Upuna Kpyruk, Anekceit JIykun u ap. Komenus.

YacTHoe nuonepckoe — 3. Poccust, 2017. Pexuccep Anekcannp Kaprnunosckuil. CrieHapuCThI:

Oner CupotkuH, Anna Makcumenko, Anexcanap Kapmunosckuif. Axrepsl: CeméHn TpeckynoB, Erop Kiunaes,
Anduca Buctunrayzen, Oner biuHoB u ap. Komennsi.
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