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Film and Cultures of Memory:
Preface

Film and memory are undoubtedly interwoven in various ways. Audio-visual
media, particularly films have a strong impact on how we imagine, think
about and attribute meaning to the past. They hence play a vital role in the
construction of cultural and historical memories. From an intercultural per-
spective, films invite us to discover and experience how different cultures re-
late to the past and how the respective film cultures have found specific ap-
proaches to memory. Furthermore, film can also be a medium of oblivion or
escapism allowing a temporary escape from a burdening past or grim present.
Likewise, many films reflect on remembering and forgetting on an individual
level, thus exploring capacities or deficiencies of the human mind. The con-
tributions in this book present various cultures of memory and the representa-
tion of memory and memories, remembrance and oblivion through different
film cultures.

In the past twenty years, determining the way cultures relate to their past has
become one of the key issues in the field of humanities." The latter was
shaped by ground-breaking studies on cultural memory conducted by Jan and
Aleida Assmann?, referring to the pioneer work of the sociologist Maurice
Halbwachs, who had focused on the social embeddedness of memory, i.e.
“frames” that allow a community to remember.® Further contributions to the
field have been made by Aby Warburg, an art historian whose Mnemosyne
project aimed to collect a visual memory of mankind across different cul-
tures. French historian, Pierre Nora, whose monumental lieux de mémoire*
subsequently inspired numerous studies on memory worldwide, insists on a

Cf. Erll, A. / Ninning, A. (eds.): Cultural Memory Studies. An International and Interdisci-
plinary Handbook, Berlin, De Gruyter, 2008; Erll, A.: Memory in Culture. London, Palgra-
ve MacMillan, 2011.

Assmann, J.: Das kulturelle Geddchtnis: Schrifi, Erinnerung und politische Identitdt in frii-
hen Hochkulturen, Miinchen, Beck, 1992; Assmann, A.: Erinnerungsrdume. Formen und
Wandlungen des kulturellen Geddchtnisses, Miinchen, Beck, 1999.

Halbwachs, M.: Les cadres sociaux de la mémoire [1925], Paris, Presses Universitaires,
1952

4 Nora, P.: Les lieux de mémoire. 3 vol. Paris, Gallimard, 1984-1992.



2 Christoph Vatter

distinction between history and memory,’ the latter relying on media for re-
membering and actualizing the past. As Erll and Wodianka point out, audio-
visual media, especially films, have become the main vector of cultural
memory in occidental societies, particularly since the 1980s.°

Film — as probably all cultural media — does not simply reflect the status
quo of a society’s memory. While it can be in line with a general majority
trend, especially as a medium of popular culture, it can also be backward-
oriented and perpetuate outdated and long overcome images or ideas about
the past. The latter orientation, however, is more often than not sanctioned by
a controversial reception. Film furthermore has the potential to imagine or
suggest alternative ways of dealing with the past or even of opening new per-
spectives that are opposed to general trends in a given culture of memory.

Some rather influential representations of the past for cultural memory
include the TV series Roots (1977) regarding the African American memory,
Marcel Ophuls’ documentary film Le Chagrin et la Pitié (The Sorrow and the
Pity (1969) that contributed to the end of the myth of “résistancialisme”’ in
the French culture of memory on the Nazi occupation 1940-44, or the TV se-
ries Holocaust (1978) and Claude Lanzmann’s Shoah (1985) as two diametri-
cally opposite approaches to the filmic representation of the deportation and
murder of European Jews. As these examples reveal, film has often played a
crucial role in the emergence of repressed or subaltern memories.

For the study of a medium of memory, Astrid Erll® suggests three layers
of analysis that can also be applied to film. Firstly, an intra-medial perspec-
tive which aims at examining the “rhetoric of memory” within a film can be
adopted. This comprises careful readings of films while paying close attention
to narrative and aesthetic features of the representation of memory and to the
meaning assigned to the past. Secondly, the relation between film and
memory can be analyzed through a diachronic approach looking into the in-
ter-medial dynamics between earlier and later representations of past events.
While these first two approaches remain chiefly within the context of the

Nora, P.: “From Lieux de mémoire to Realms of Memory.” In: Nora, P. (ed.): Realms of
Memory: Rethinking the French Past (Vol. I: Conflicts and Divisions), New York, Colum-
bia University Press, 1996, pp. XV-XXIV, here p. XVIL

Erll, A. / Wodianka, S.: “Einleitung: Phanomenologie und Methodologie des ,Erinnerungs-
films*”. In: Erll, A. / Wodianka, S. (eds.): Film und kulturelle Erinnerung. Plurimediale
Konstellationen. De Gruyter, 2008, pp. 1-20.

Rousso, H.: Le syndrome de Vichy: De 1944 a nos jours. Paris, Seuil, 1990.

Erll, A.: “Literature, Film and the Mediality of Cultural Memory.” Cultural Memory Stud-
ies. An International and Interdisciplinary Handbook. Eds. Astrid Erll and Ansgar Niinning.
Berlin / New York: de Gruyter, 2008, pp. 389-398.


http://www.amazon.com/exec/obidos/ASIN/0231084048
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media, the third perspective put forward by Erll focuses on film's impact on
cultures of memory. This approach hence reflects an interest in the interaction
between film and society and involves a wider socio-cultural context in its
analysis. Erll refers to it as plurimedial because it takes into account further
cultural media whose objects are situated in the context of other representa-
tions of the past, e.g. literature, the press, etc.. Her approach insists on the
medium’s interplay with a community’s cultural memory and the film’s
embeddedness in the broader pluri-medial context of discourses about the
past. It is therefore rooted in a specific culture of memory.

The contributions in this book combine these levels of analysis and illus-
trate how different cultures of memory are shaped by film — or rather how
film has influenced different cultures of memory. Many of the presented ex-
amples reveal that the study of the relationship between film and memory is
particularly interesting if it delves into moments of societal change, such as
the end of the Soviet Union, the generation shift entailing the disappearance
of witnesses and survivors of the Shoah and World War II, or key periods of
the Cuban Revolution. Numerous papers suggest close readings of films and
also draw attention to other facets of the interplay between film and memory.
Moments of passage and change such as New Year’s Eve, for instance, may
serve as occasions for suspending norms and rules, space and time, to escape
from reality or to criticize the forces in power in a carnivalesque way, as re-
vealed in the analysis of Soviet New Year’s Eve movies.

This book is the result of close cooperation between the Saarland University
(Saarbriicken, Germany) and the Petro Mohyla Black Sea State University in
Mykolaiv (Ukraine). It combines papers by German and Ukrainian research-
ers from various disciplines who have a common interest in the way the me-
dium film treats questions of memory, remembrance and trauma. The pre-
sented articles document a joint German-Ukrainian international conference
which was organized in October 2012 at the Petro Mohyla Black Sea State
University in Mykolaiv (Ukraine) with the support of the DAAD (German
Academic Exchange Service). The contributions invite the reader to discover
various cultures of memory through case studies from Russia, Spain, USA,
Cuba and Germany, and present different approaches to analyzing the rela-
tionship of the medium film with memory and remembrance.

Russian films and the shift from Soviet to post-Soviet times are the focus
of the first two texts. In his paper “Soviet Theurgic Cinema: Magic, Music
and Memory on New Year’s Eve”, Igor Ustyuzhyn (Kharkiv) takes the reader
back to the tradition of the New Year’s Eve movies in the Soviet era. Refer-
ring to Bakhtin’s ideas on the function of Carnival, Ustyuzhyn argues that the
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rather popular Soviet New Year’s Eve movies can be read in the same way.
He discusses The Thirty-First of June (1978/79) and The Wizards (1982/83),
two productions of the Brezhnev era that stand out against “typical” films of
the genre, such as The Tales of the Russian Forest (1966/67), and reads them
as allegories with a double function: they inspired the public to forget and, by
the same token, in a subversive way, to remember.

In her paper “Memories of Big City from Soviet and Post-Soviet Perspec-
tives” Anastasiya Pshenychnykh (Kharkiv) provides an analysis of, to what
extent, our way of imagining the city — Moscow in this case — has evolved
over the last 40 years. She examines the memories of city life in the 1977
production Office Romance directed by Eldar Ryazanov and its contemporary
2011 remake Office Romance. Our Time directed by Sarik Andreasyan to
point out how depictions of the city have been transformed and how the per-
spectives have shifted from the Soviet to post-Soviet era.

The following contributions take us to the North American continent. The
memory of the Cuban Revolution presents the key object of investigation in
Janett Reinstddler’s (Saarbriicken) paper. She reveals that, from its begin-
nings until today, Cuban film has been intensively involved in a profound in-
vestigation of its national past. Furthermore, she analyzes the role of memory
in three masterpieces of Cuban cinema: Memorias del subdesarrollo (Tomas
Gutiérrez Alea, 1968), Fresa y chocolate (Tomas Gutiérrez Alea, 1992) and
Alicia en el pueblo de Maravillas (Daniel Diaz Torres, 1991), all of which
were produced during crucial times of the Revolution. Reinstddler’s analysis
discusses different strategies of how the given films represent loathed
memory and test the boundaries of the official memory of the Revolution.
Now that the re-established diplomatic relations with the USA may herald a
new era for Cuba, the article reminds us of the extent to which film has con-
tributed to shaping and challenging the country’s representation of its national
history, while reflecting the present’s needs.

The long repressed and still vulnerable cultural memory of the North
American First Nations presents the focus of Olena McLaughlin’s (Stillwater)
contribution. She analyses how this group uses film as a medium to establish
and strengthen its cultural identity through memory. Taking Smoke Signals
(1998), one of the first Native feature films, as a starting point, McLaughlin
discusses the re-appropriation of their cultural memory by Native filmmakers
in contrast to distorted Hollywood representations of “Indians”. She reveals
that film as a medium of (counter-)memory constitutes an act of self-defini-
tion and an exercise of cultural sovereignty for indigenous people.

The four texts of the last section of this book present case studies from
different European film cultures. Oleksandr Pronkevich (Mykolaiv) adopts an
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intermedial perspective. His comparative study of Bernardo Atxaga’s famous
book Obabakoak (1988) and its screen adaptation Obaba (2005) by Montxo
Armendariz discusses different strategies of memory for dealing with the past
in the Basque country, in contemporary Spain. In the context of an almost ob-
sessive memory boom regarding the Francoist era in Spanish cultural produc-
tions starting in the late 1980s, Pronkevich regards Atxaga’s book as a rein-
terpretation of the past in order to conceive Basque cultural identity as an
open, inclusive project; Obabakoak suggests to take a forgotten mythical past
as a basis for a new identity project — by using postmodern narrative strate-
gies. Armendariz’ film, however, is conceived in an opposite direction: It pre-
sents a protagonist trying to escape from a postmodern world in order to find
happiness in an archaic and mythical Obaba.

The way German film represents the country's Nazi past and has contrib-
uted to shaping the country’s culture of memory, constitutes the central
subject of the two following contributions. While the question of cul-
tural memory is usually discussed in national contexts, Christoph Vatter
(Saarbriicken) examines the possibility of an intercultural memory of the pe-
riod of World War II and of the Nazi regime in the German cinema of the
1950s and 1960s. In his contribution “Towards an Intercultural Cinemato-
graphic Memory?” he illustrates how the African continent was used as a cin-
ematographic space to perpetuate officially discredited memories of heroism
and the glorification of war. But in films such as Denys de la Patelliére’s Taxi
pour Tobrouk, Africa also served as a third space in Homi Bhabha’s sense i.e.
to represent an intercultural dialogue in times of war, to imagine the Franco-
German rapprochement and thus to probe the way towards a cooperation on
the basis of a common, intercultural memory.

How German cinema deals with the Nazi past is also investigated in an-
other paper. The historian Volker Venohr (Saarbriicken) takes the successful
TV production Unsere Miitter, unsere Viter (2013) and its controversial in-
ternational reception, especially its harsh critiques in Poland and Russia, to
reassess the evolution of the myth of the honest German soldier and the
“clean Wehrmacht”, which has been established in German cinema since the
post-war era. In his analysis, he argues that Unsere Miitter, unsere Viter has
to be regarded on the continuity of the “Wehrmacht myth”, but also repre-
sents part of a change in paradigm initiated in the 1990s which favored the
individual and emotional perspective of soldiers over the contextualizing,
more abstract approaches witnessed in former productions. He concluded that
- in the context of the European integration and the current crises - the rela-
tionship between film and memory cannot only be understood as a vertical
dialogue between generations, but likewise ought to be considered from a
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horizontal perspective and as an opportunity for engaging in an intercultural
dialogue about the past.

The final paper concludes this perspective for a pan-European collective
memory by offering a close reading of Lars von Trier’s Melancholia (2011).
According to Tetyana Ostapchuk (Mykolaiv) this film immerses the spectator
deeply into the European collective cultural memory. In her paper, she pro-
vides a detailed analysis of the numerous allusions, reminiscences and cita-
tions from the history of arts and investigates the filmmaker’s use of
intermediality and intertextuality as a strategy for referring to a shared Euro-
pean collective identity and for inscribing his film in a cultural tradition.

The contributions in this book shed light on the potential film and memory
studies have for opening a productive intercultural dialogue and scientific ex-
change across cultures and disciplines. This would, however, not have been
possible without the support of a number of institutions and people: First of
all, the editors would like to thank the authors of the respective chapters for
their patience and ever constructive cooperation, particularly under the diffi-
cult political circumstances overshadowing the time of the preparation of this
publication. We would also like to thank the following assistants who helped
us with the editing and proof-reading of the manuscript: Christina Straul3,
Alicia Holzschuh, Lukas Redemann and Carmen Schnell. The conference at
the origin of this book was rendered possible thanks to the great support of
Ekaterina Kliih from Saarland University’s International Office, the hospitali-
ty of the colleagues at Petro Mohyla Black Sea State University and the fund-
ing via the DAAD-partnership program with universities in Eastern Europe.
Last but not least, we are grateful for the opportunity to publish this volume
in the Saravi Pontes series which represents an ideal place for the docu-
mentation of interdisciplinary and intercultural scientific exchanges between
Saarbriicken and Mykolaiv.

Saarbriicken, July 2015
Christoph Vatter



IGORUSTYUZHYN
Kharkiv Karazin National University, Kharkiv

Soviet Theurgic Cinema:
Magic, Music and Memory on New Year’s Eve

Introduction: Vera Pavlova, Sub Specie Aeternitatis

But we will get the tickets

But the seats will be uncomfortable

But the film will be a horror

But we will watch till the end

But instead of THE END OF THE FILM
We will read THE END OF THE WORLD
But the light will flash in the hall.

9
Vera Pavlova.

Now we see through a glass, darkly.
St. Paul."®

Cinema in the USSR: The Most Important of All the Arts

In April 1979, Leonid Brezhnev, Chairman of the Soviet Supreme Council
and (of course) the Communist Party leader, ordered the establishment of a
new holiday — ‘Soviet Cinema Day’, that was to be celebrated annually, on
August 27."" The date for a new holiday was not chosen by chance. It was a
clear reference to the Head of the first Soviet government’s decree On
Transition of Photographic and Film Trade and Industry under Auspices of
the People’s Commissariat of Education issued on August 27, 1919."

HO MBI JJOCTaHEeM OmieThl / HO OyIyT MecTa INIOXUMH / HO (uiibM OyJeT yKacHbIM / HO MBI
1o xoHna gocmorpuM / Ho BMecto KOHELL ®MJIBMA/ npoutem KOHELl CBETA/ HO B
3ae 3axokercs ceT. Bepa IlaBioBa.

1 Cor. 13:12.

The Decree is reproduced in: Sovetskoe Kino. Fotoalbom [Soviet Cinema. Photo Album],
Moskva, Planeta, 1979, p. 179.

“Ilekper o mnepexonxe ¢oTtorpaduueckoii M KuHeMaTtorpagu4ecKod TOPrOBIM M IPO-
MbInUIeHHOCTH B BeneHne Hapomnoro Kommccapunara mo Ipocsemenuto.” The Decree is
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Vladimir Lenin quickly realized the great propaganda potential and the mass
appeal of the youngest of arts and declared the Cinema the most important of
all the arts to the Bolsheviks. “Bolshevik Ne 17 “nationalized” (or, rather,
“expropriated”) the cinema industry and all Party leaders after him did not
spare money on it, using the cinema as a tool for (in Brezhnev’s words)
“breeding of the new man [and] the creation of the developed socialist
society.”"? Brezhnev was a film lover and the Soviet film industry was
especially flourishing during his (or was it Suslov’s'*?) rule. From 1963 to
1982, Soviet film studios produced about 150 films a year that (if not shelved
as it happened with El’dar Riazanov’s Man from Nowhere, 1961, Aleksandr
Askoldov’s Commissar or Lev Slavin’s Intervention, all 1967) were shown
on television and in movie theatres all over the country.”” The “legal” Soviet
films would fall into three main groups:

1. Minor films with little artistic value, marked by Socialist realism propaganda that
are not worth mentioning (the most numerous group);

2. Masterpieces, mostly based upon classics (Grigory Kozintsev’'s Hamlet, 1964;
Ivan Pyr’ev’s The Karamazov Brothers, 1968; Andrei Tarkovsky’s Solaris,
1972);

3. “Release valve” films (again): mostly minor films, but some of them are
nevertheless remarkable: Leonid Gaidai’s Ivan Vasil’evich Changes his Job,
1973; El’dar Riazanov’s The Irony of Fate, 1975 and Office Romance, 1977;
Georgy Danelia’s Mimino, 1977).

. 16
Release valve, or “a time to laugh”

Nikita Khrushchev and Leonid Brezhnev’s “grey cardinal”, Mikhail Suslov,
might have been evil, but he was far from being stupid.

reproduced in: Sovetskoe Kino. Fotoalbom [Soviet Cinema. Photo Album], Moskva,
Planeta, 1979, p. 8.

“BocnuTaHue HOBOTO YEJIOBEKA [M] B CO3JJaHUE PA3BUTOTO COLMAIMCTUYECKOro odriecTsa.”
Leonid Brezhnev, quoted in: Sovetskoe Kino. Fotoalbom [Soviet Cinema. Photo Album],
Moskva, Planeta, 1979, p. 10.

Mikhail Suslov and Leonid Brezhnev worked together for many years and died in the same
year, 1982.

Mislavsky, V.: Evreiskaia Tema v Kinematografe [Jewish Theme in the Cinema], Kharkov,
Skorpion, 2013, p. 614.

' Eccl. 3:4.
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Figure 1: Poet Andrei Voznesensky (wearing a black turtleneck sweater, left)
bitterly criticized by Nikita Khrushchev’s Politburo in Kremlin (March 1963).
Mikhail Suslov and Leonid Brezhnev sit next to each other in the middle."’

Obviously, Suslov read Lenin, but he may also have read Mikhail Bakhtin
(1895-1975). In Francois Rabelais’ Works, Bakhtin describes festa
stultorum, “fools festivities,” which took place in Medieval Western Europe
and were especially wild and unrestrained when celebrated on New Year’s
Day or on the day of Epiphany.'® Bakhtin gives a long quote from a French
apologia for féte des fous dating back to the middle of the fifteenth century.
According to this, the carnival festivity is necessary

for buffoonery (that is our second nature and seem inborn) could at least once a
year freely go out. Wine barrels burst lest we once in a while open them and let
some air inside. We, people, are all badly made barrels that will burst, if the

> 9

Aksenov, V.: “Tainstvennaia Strast’.” [Mysterious Passion] In: Kollektsia Karavan Istorii,
Ne 5, 2008, pp. 180-204, here p. 189. A witness of the event, Vasily Aksenov renders
Khrushchev’s speech addressed to Andrei Voznesensky: “Did you want to fool our youth?
You won’t, we will wipe you from the face of the earth! These boys dressed in sweaters
come to the Kremlin as if to a kindergarten to ski. We will ski you here in such a manner
that your asses will smoke. Right, comrades Communists?” (“Xortenu cOUTh ¢ TOJNKY Hamry
Mononexxs? He mosydurcs, Mpl Bac coTpéMm c Jjmua 3emu! IIpuxonsT BOT TyT Takue
MaJbUMKH, KaK TaKOBbIC, B CBOMX CBHTEpKax, B Kpemub, TOBapuiiy, Kak B JAeTcaj, Ha
JBDKaX, 4TO JIM, TOKATAaThCs, MBI BAaC TYT TaK MOKATAEM, YTO 3aibl 3aIbIMAT, IIPaBUIBHO,
TOBapHIIU KOMMYHHCTHI?”) Ibid., p. 188.

On 6 January, Western Christians commemorate the visit of the magi to the baby Jesus and
thus Jesus’ physical manifestation to the gentiles.
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wine of wisdom that is inside us constantly ferments with awe and fear of God.
It is necessary to give air to the wine so that it would not go bad. That is why on
certain days we allow buffoonery to ourselves in order to serve God in a more
zealous way after it."

It is a possibility that this apologia, rejected by Sorbonne theologians in Paris
on March 12, 1444, convinced the Party leaders in Moscow some five
hundred years later. Lest “the badly made barrels” “burst of the wine of
(Leninist) wisdom,” they were allowed not to “ferment with awe and fear”,
i.e. not to strictly stick to the Moral Code of Communism Builder kind of
ethics “at least once a year,” around the New Year’s eve.

Beware of the Bear, or a formula of Soviet Art

The first sign of Carnival Night as the Soviet analogue of French féte des
fous, celebrated on New Year’s Eve, can be traced back to the year 1956 in
Soviet cinema.

Figure 2: Carnival Night (1956). The title screen.

“4T00BI TIYNOCTh (LIYTOBCTBO), KOTOpas SBISETCS HAlIeH BTOPOH HPHPOAOH M KaxeTcs
NIPUPOXKACHHOM YeNoBeKy, Moryia Obl XOThb pa3 B Tofy CBOOOIHO MIKHUTH cebs. bouku c
BHHOM JIOITHYT, €CIIM BpeMs OT BPEMEHHM He OTKPBHIBAaThb OTBEPCTHS U HE IyCKaTh B HHUX
BO3MyXa. Bce MblI, JI0AM, - IUIOXO CKOJIOYEHHBIE OOYKM, KOTOPBIC JIOMHYT OT BHHA
MYZAPOCTH, €CIIH 3TO BHHO OyAeT HaXOAUTHCS B HEHNPEPHIBHOM OPOXKEHHH OJIaroroBeHUs! U
crpaxa 6oxbero. HyxHo nath eMy BO3I4yX, YTOOBI OHO He UCHOPTHIOCH. I[103TOMYy MBI M
pasperaeM B ONpPEACNIEHHBIE IHU HIYTOBCTBO (TJIYMOCTB), YTOOBI IIOTOM C TeM OOJIBIINM
ycepaueM BepHYThCs K ciryxeHuto rocroxy.” Quoted in: Bakhtin, M.: Tvorchestvo Fransua
Rable i Narodnaia Kultura Srednevekov’ia i Renessansa [Frangois Rabelais’ Works and
Folk Culture in the Middle Ages and in the Renaissance], Moskva, Khudozhestvennaia
Literatura, 1990, p. 87.
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Then, El’dar Riazanov’s Carnival Night completely ridiculed Serafim
Ivanovich Ogurtsov, the stupid boss (of course, a Party member) who tried to
forbid his employees to arrange a carnival on New Year’s Eve and did his
best to spoil the party.”® It was clear to everybody that Ogurtsov’s censorship
was excessive and unacceptable, but confronting him openly only meant
looking for trouble. So, the message was delivered to the boss by Fedor
Petrovich Mironov in the fable form:

The other day on the forest border under the pine
There was a ball.

Raccoon and Hedgehog, Deer and Doe

Danced pas d’Espagne.

And grey Hare under the bush

Performed waltz Boston.

Squirrels and Frogs danced too,

All clinked glasses and drank ... dew,

Two Cuckoos made a duo and sang

Two Soldi, Liana and chastushkas.

Everybody enjoyed each other in the forest so much!

All of a sudden Bear came in

And poked his nose into everything:
What did Badger sit on a bough for?
What did Polecat go out to the stand for?
And why are Raccoon and Mole
Dancing tango and foxtrot?

These “why?” and “what for?”
Bored everybody to death

And the green world of the forest
Became dull as ditch water.

The moral is easy to understand:
What did Bear come to the ball for?*!

% Premiére: 29 December, 1956. T am very thankful to Aleksandr Pronkevich for the reference.

Hamennu Ha omymike noa cocHoii / bout 0ain necnoit./ Enot u Ex, Onens u Jlans / [nsacamu
taHer, ma Jg'Ocmanb./ A cepelif 3adn nox kycrom/ McmomHmn JmMYHO Baibkc-60CTOH./
ITnsacamn benkn n Jlarymxw, / Bee mamm, 4okasce ... pocy./ JlysTom cnenu JiBe KyKymikn /
«/1Ba conbamy, «JIany» u yactymku./ Kak Obu10 Beceno B secy!/ U Bapyr Measenp siBUiCS
B Jec / U cpasy xe Bo Bce moie3:/ 3adeMm bapcyk mpucen Ha cyk?/ 3a yem Xopé€k momen B
napék?/ U nouemy Enor n Kpot / Tannyrot Tanro u ¢poxcrpor?/ OT 3THX «11ouemMy-3adem» /
Bapyr crano ckyuHo cpa3sy Bcem,/ I BMur B 3enénbiii Mup jecka / [Ipunuia 3enéHas tocka./
Mopaub nierko ypasymers:/ 3aueM Ha 6an npuren Mensens?

21
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However, at the time, the moral was not so easy to understand for Ogurtsov:

Ogurtsov: Fedor Petrovich, one moment, please. Listen, the fable is good, sharp,
well performed...

Mironov: So, did I do a good job?

Ogurtsov: You did, but you see, it is not clear who this Bear is!

Mironov: Er ... But this is an allegory!

Ogurtsov: Is it? Listen, Fedor Petrovich, when the next time you do a fable, do it
without your ... and just straightforwardly say the name and the position!**

If my supposition is correct and the Party leaders meant the New Year period
to be a féte des fous type holiday, then there had to exist a special, unofficial
genre, such as the Soviet New Year film. These films, which were supposed
to be shown on television on the December 31 or January 1, were meant to
provide quality entertainment for “the working masses” that were busy
drinking, dancing, flirting, singing and joking at New Year’s parties. Of
course, drinking, dancing, flirting etc., on the screen was appropriate then.

Besides their daily panis, Roman plebs had to be given circenses for
about half a year. Soviet proletarii were much less demanding; it was enough
for them to have entertainment in addition to their o/ivier for only a couple of
days around New Year’s Eve.”

2 O.: ®enop IerpoBuu, omHy MuHyTouKy. CKaXknTe BOT uTo... BacHsa xopomras, 3y6acTas,

MIPOYHTAI HEIUIOXO. ..
M.: OnpaBpan, 3Ha4uT, JoBepue?

O.: Onpaspai, onpasjal, HO Bbl 3HaeTe, HESCHO, KTO, 3HAUUT, 3TOT Mensens?

M.: D-3, TaK Belb 3TO ajuteropus!

O.: J1a? Bor uro, ®enop IlerpoBuy, B ciemyromuii pa3 Oynems yutaTh OacHIo, naBail 6e3
BCSIKOTO 9TO ... a ... a POCTO HasblBall ammiio 1 Mecto padotsl! (to directly give the
name and the position meant to directly go to jail or to a mental hospital. As the Soviets
joked, their constitution guaranteed freedom of speech, but not freedom after the speech).
See: Istoriya SSSR v Anekdotakh. 1917-1991 [Soviet History in Jokes. 1917-1991], Riga,
Everest, 1991.

Olivier is a traditional Russian festive dish, the salad made of meat, peas, boiled eggs,
boiled potato and mayonnaise, a kind of American potato salad.

23
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Figure 3: Carnival Night (1956). Employees’ responses to Ogurtsov’s
rhetorical question “What should our Soviet people hide their faces for?
What for, comrades

92924

The Double Impact on the Thirty-First of December

Some folks’ hearts sing,
Some folks’ hearts ache.

He presses the button save,
She presses the button delete.
B.G”

Below, 1 will discuss The Thirty-First of June (1978/79) and The Wizards
(1982/83), two “Brezhnev” New Year films that stand out from “typical”
films of the genre, such as The Tales of the Russian Forest (1966/67),
The Straw Hat (1974/75), The Irony of Fate (1975/76) or The Dog in the
Manger (1977/78).%

24 “33yeM HAIIMM COBETCKHUM JIFOMSM CKpBIBaTh CBOE H10? 3aueM, ToBapuiu?”

“Y HekoTOpBIX cepiue HoeT, / Y HekoTopbx — Oonut. / OH HaxuMmaeTr Ha “Save”, / OHa
naxxumaer “Delete.” Bloris] G[rebenshchikov], Nekotorye Zheniatsia [Some Folks Get
Married] in: Grebenshchikov, B.: Pesni BG [BG’s Songs], Moskva, EKSMO, 2013, p. 357.
There are two more films in this category worthy of an article: Mark “Mrak” Zakharov’s
Obyknovennoe Chudo [Ordinary Miracle] (1978/79) and Tot Samyi M yunhauzen [The Very
Munchhausen] (1979/80). His Formula Liubvi [Formula of Love] (1984/85) is a slightly
different case.

25

26



14 Igor Ustyuzhyn

Under review, both films greatly deviate from the books they are based upon;
they are slightly (perhaps more than slightly) too serious for the New Year
féte des fous and last, but not least, address the issues of magic (“it is not
typical, comrades™’) and memory.

There is a chance that the directors, the scriptwriters and the lyricist
Leonid Derbenev were inspired by Vladimir Solov’ev’s idea of “free
theurgy”: the world that “lies in evil” can only be healed with a special,
“theurgic” kind of art that synthesizes, or harmoniously combines, Theology,
Philosophy and Science.”® Solov’ev (1853-1900) did not live long enough to
see a film as we know it, but there is little doubt that he would have also
suggested using it for “breeding the new man,” not the homo soveticus, but
the God-like one.”

Playing Hard on the Thirty-First of December: The Thirty-First of June 30

Tell me, how we will get to know,
How will we get to know again
That you are my and I am your Love and destiny?

Leonid Derbenev.’!

By 1978, both Leonid Kvinikhidze and Nina Fomina had already tried their
hand at a New Year film. Fomina wrote a script for The Tales of the Russian
Forest (shown on TV in 1966/67), and Kvinikhidze directed the vaudeville
Straw Hat (shown on TV in 1974/75). John Boynton Priestley (1894-1984)
was also “reliable”, being considered a “progressive” English writer, almost a

2 Ogurtsov’s favourite saying.

For Solov’ev and his followers, art was practical theurgy. It is not a coincidence that the
magic wand was made of a log with the word “LOVE” carved into it and that it looked
exactly like a pencil (The Wizards). The protagonist of The Thirty-First of June (who in
Strugatskys’ terms “evolved into a magus”) was a painter.

Solov’ev predicted the appearance of a new kind of art no later than in 1890. Solov’ev, V.:
“Obshchii Smysl Iskusstva.” [General Meaning of Art] In: Solov’ev, V.: Stikhotvorenia.
Estetika. Literaturnaia Kritika [Poetry. Aesthetics. Literary Criticism], Moskva, Kniga,
1990, pp. 139, 507.

Premiere: December 31, 1978, on TV. Director: Leonid Kvinikhidze. Scriptwriters: Nina
Fomina, Leonid Kvinikhidze. Composer: Aleksandr Zatsepin. Lyrics: Leonid Derbenev.
Starring: Nikolai Eremenko as Sam Penty, Natalia Trubnikova as Princess Melicent,
Vladimir Zel’din as King Meliot and Mr. Dimmock, Aleksandr Godunov as Lamison and
Bob Taylor, Ludmila Vlasova as Lady Ninette and Ann, Igor Yasulovich as Master Jarvie
and Doctor Jarvis, Vladimir Etush as Master Malgrim.

“Ckaku, Mbl CMOXKEM y3HAaTh OTKYZa, / ONATh MBI CMOXEM Y3HATh OTKyaa,/ UTO T — MO4, a
s — TBOs JIFOOOBE M cynp6a?” Derbenev, L.: Ishchu Tebia [Looking for Youl].

28
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classic in the USSR.** The Kvinikhidze-Priestley-Fomina combination must
have appeared not only to be safe, but also to be a winning combination.
Therefore, in 1978 “the responsible comrades” at the Committee on
Television and Radio Broadcasting commissioned them a New Year musical.

The final product turned out to be shocking. The costumes appeared to be
too provocative, the jokes and “allegories” were not only religious, but also
bordering on dissident and not much of Priestley’s material was actually used.
But Fomina and Kvinikhidze reinforced Priestley’s play with mirror
reflections and clearly hinted at the reincarnation of the 12" century
characters into the 21* century. For the first time, Soviet viewers had to
synthesize medieval dramatis personae with their (post) modern “doubles”
(performed by the same actors) and to wonder why not all of them
corresponded.

Characters and Plot
1. Medieval characters:

Melicent of Peradore is a young, beautiful and courageous 12" century prin-
cess who cannot find a match among her contemporaries. She is surrounded

by:

1. Lady Ninette, the court dame whose ambition is to become the Queen.

2. Lamison, Melicent’s court musician and dancer. Lamison loves Lady Ninette, but
since Lamison is “neither Sir nor Peer”, Lady Ninette is not interested in him.

3. King Meliot, a widower who, on the regular basis, forbids Lamison’s songs and
dances as they “do not go along well with Royal honour.”

4. Master Jarvie, a man of science and the court physician.

hd

Meliot’s male servant who always accompanies the King.

6. Two wizards, Master Malgrim (the malignant one) and his uncle, Master
Marlagram (the good one). Both enchanters hunt for Melicent’s magic brooch
that used to be Merlin’s.

32 Soviet publishing house Raduga published Priestley’s novel Angel Pavement in the original,

Vladimir Basov made the film Opasnyi Povorot [Dangerous Turn] based upon Priestley’s
play Dangerous Corner. Teatral 'naia Entsiklopedia [Encyclopaedia of Theatre] introduced
Priestley to a Soviet scholar as an author who “exposes vices of English bourgeois society.”
Alnikst], A[leksandr]: “Priestley.” In: Teatral’naia Entsiklopedia [Encyclopedia of
Theatre]. Vol. 4, Moskva, Sovetskaia Entsiklopedia, 1965, p. 468.
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1I. Modern characters:

Sam Penty is a single, talented and courageous artist who lives in the 21%
century and works for a Western advertising company.

Figure 4: The Thirty-First of June (1978). Sam’s first appearance, note his
black turtleneck sweater.

His surroundings:

1. Ann, the secretary of Sam’s boss. Ann loves Sam, but Sam is indifferent towards
her.

2. Bob Taylor, a musician and dancer working for the same advertising company.

3. Mr. Dimmock, Sam’s boss, the head of the advertising agency. Mr. Dimmock
appreciates Sam and treats him the way he would treat his child.

4. Doctor Jarvis, a psychiatrist.>

5. Quenie, a sexy mulatto barmaid interested in Mr. Dimmock.

On “Lunaday, the 31% of June”, Melicent sees Sam in her magic mirror and
falls in love with him.** With the help of Master Malgrim’s magic she is able

It is a possibility, that Priestley took the name for the doctor from the popular book: Jarvis,
D.C. M.D.: Folk Medicine. A Doctor’s Guide to Good Health (published first in the USA in
1958). The book was also translated into Russian: Jarvis, D. S.: Med i Drugie Estestvennye
Produkty. Opyt i Issledovania Odnogo Vracha [Honey and Other Natural Products. A
Doctor’s Experience and Research], Bukharest, Apimondia, 1981.

Priestley, J. B.: The Thirty-First of June. A Tale of True Love, Enterprise and Progress in
the Arthurian and Ad-Atomic Ages, London, Mandarin, 1996, p. 1.
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to travel through time, and through the wall of Sam’s room, to pay the artist a
short visit.

As soon as Sam meets Melicent, he, too, falls in love. Unfortunately,
Melicent could not stay in the 21 century for long and had to return to “her”
12™ century Peradore. As mementos, she takes Sam’s digital watch and his
cassette recorder. Upon returning to her kingdom, Master Malgrim suggests
sending Melicent to Sam for good, on one condition; she must give him her
magic brooch. Master Marlagram urges Melicent not to give the brooch to his
evil nephew and promises to do his best to send the Princess to the 21
century, at no charge.

The two enchanters start a war. Master Marlagram sends Melicent to the
21 century, but at the same time Master Malgrim brings Sam to the 12"
century. As a result, Melicent nearly stabs a couple of men in the 21 century
for not paying enough respect to her Royal Highness and Sam (also known as
the White Knight) is imprisoned in a 12™ century jail.

Melicent returns to Peradore and frees Sam, but when the clock strikes
twelve, and Lunaday ends, the lovers are separated again, each of them forced
to return to their original century. However, we soon see Melicent entering
through a wall of a 21" century pub where Sam sits drinking. She explains
that she came to stay with Sam, but in order to stay there for good there was
one condition: to sacrifice memory. Both Melicent and Sam must forget their
time spent in Peradore and believe it was just a dream.

In the epilogue, Melicent and Sam, both dressed in white, visit a small
museum devoted to Peradore.”® The curator dressed in black, obviously
identifiable as Master Malgrim, tells the couple that the museum is open only
once a year, i.e. on June 31. He shows the couple many things that belong to
the 12™ century and mentions Princess Melicent’s name and the cassette
recorder that is part and parcel of the medieval exposition. Due to their
memory loss, Melicent and Sam are not able to recognize anything. All Sam
can do is telling the curator that his wife’s name is also Melicent and then he
suggests to Melicent that they get out of there quickly. The slightly
bewildered, but happy couple walks up the stairs holding hands. The lonely
and slightly puzzled curator, as a spectator of the show, is “staying low.”

3 White clothes are obviously a sign of purification and victory. See Dan. 12:10, Rev. 3:5 and,

especially, Rev. 7:14: “These are they which came out of great tribulation and have washed
their robes, and made them white in the blood of the Lamb.”
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Figure 5: The Thirty-First of June (1978). Melicent and Sam, dressed in
white, getting out of the museum, leaving Malgrim ‘El Memorioso’ behind.

The camera pans showing manikins representing King Meliot, “First Lady
Ninette”, Master Jarvie, Master Marlagram and Lamison and finally stops on
a ‘faceless’ Malgrim’s manikin with Merlin’s brooch fixed to his robe.

If I understand the underlying message correctly, Master Malgrim did get
the magic brooch that arguably represents the “total recall” and absolute
memory. As a result, he remembers everything and can do much; he can even
control the Milky Way (as the prologue to the film suggests), but he’s 1(L)ost
f(F)ace now: nobody respects or loves him.*

The film was shelved shortly after the premiere. This most likely
happened, not because of Aleksandr Godunov’s “treason,” but, simply,
because the Ideology Committee read the allegory politically. Peradore,
situated “in the centre of Europe,” but “having no roads,” no cassette
recorders and no digital watches, giving no freedom to artists, looked very
much like the Soviet Union of the 1970s that deserved or even had to be
forgotten to go on.

Babylonian Talmud (Treatise Berakhot) explains that the Milky Way is the river of fire
streamed forth before the Ancient of Days (Dan. 7:10). Lost Face is Chief Makamuk’s
nickname after his disgrace in Jack London’s story Lost Face well known in the USSR.
London, J.: “Poteriavshii Litso.” [He Who Lost Face] In: London, J.: Belyi Klyk. Rasskazy
[The White Fang. Stories], Moskva, Khudozhestvennaia Literatura, 1981, pp. 240-248.
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Figure 6. The Thirty-First of June (1978). The last screen. Master Malgrim’s
manikin with Merlin’s brooch attached to his robe and his face (if any)
covered. Like children in Jack London’s story, spectators are encouraged to
ask a question: “Who was Lost Face”?

Playing Soft on the Thirty-First of December: The Wizards>’

“Leave her!” the whole world screamed to me.

“But I loved her.”

“She is a sinner. There is no place in paradise for her.”
“But I loved her.”

“You are not strong enough to restrain her ardour
“But I loved her.”

“Her ringlets will weave a loop for you.”

“But I love her.”

Aleksandr Novikov.3

122

37 Premiére: 31 December, 1982, on TV. Director: Konstantin Bromberg. Scriptwriters:

Arkady and Boris Strugatsky. Composer: Evgeny Krylatov. Lyrics: Leonid Derbenev.
Starring: Aleksandr Abdulov as Ivan Pukhov, Aleksandra Yakovleva as Alena Sanina,
Valery Zolotukhin as Ivan Kivrin, Emmanuil Vitorgan as Victor Kovrov, Mikhail Svetin as
Foma Bryl’, Ekaterina Vasil’eva as Kira Shemakhanskaia, Valentin Gaft as Apollon
Mitrofanovich Sataneev, Roman Filippov as Yuly Tsezarevich Kamneedov.

Novikov, A.: Rasstan’sia s Nei [Leave Her] (“Paccranbcst ¢ Heil,” — Becb MUp KpHyall-
o / “Ho 51 ee smo6min.””/ “OHa rpeniHa, eif Mecta HeT B pato!”/ “Ho s ee mob6mo.” /

38
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Konstantin Bromberg, famous for directing the immensely successful science
fiction movie Electronic’s Adventures (1979), could not go wrong asking
Arkady and Boris Strugatsky to write the script for his New Year film. The
Strugatsky brothers were arguably the best Soviet Sci-Fi authors ever, so
Strugatskys’ “allegories” could have been the director’s only concern.

It is almost certain that the director explained to the authors that, after
The Thirty-First of June ban, their satire would not pass censorship anyway.”
As a result, the Strugatskys produced a completely new piece that only
slightly resembled their own cult novella, Monday Starts on Saturday (1965),
and its bitter sequel, Tale of Troika (1968). Thus, the “light” Wizards (1982)
appeared there.*

Characters and Plot

Alena Sanina is a young, beautiful and clever kind of Project Manager at the
Laboratory of Absolute Surprises at NUINU in Kitezhgrad.*' She is in love
with Ivan Pukhov, a young, handsome tuner from Moscow. The lovers set
their wedding day for December 31and agree to live in the capital.

Alena’s boss, Kira Shemakhanskaia,42 the Director of the Institute, is in
love with her deputy director, Ivan Kivrin. Kivrin proposed to her several
times, but Shemakhanskaia always refused to marry him because of con-
stantly pressing matters at work:

“Ymeputs ee mbi1 He XBatut cui!” / “Ho s ee mo0wmin.” / “A JT0KOHBI COBBIOT TeOe meTio!”
/ “Ho s ee mo6ir0!”).

It is also a possibility that Konstantin Bromberg knew that his film had to compete with
“Mrak” Zakharov’s Dom, Kotoryi Postroil Swift [This Is the House That Swift Built] to be
shown on 31 December, 1982, and tried to play as safe as possible. There is little doubt that
the censors were able to see underlying political messages in The House and that is why
they chose The Wizards.

One of the screen versions of the film is published in: Strugatsky, A. and B.: Stsenarii.
Zhidy Goroda Pitera. Stalker [Screen Versions. The City of Peter’s Jews. Stalker], Moskva,
Tekst, 1993, pp. 62-108.

NUINU is an acronym for Scientific Universal Institute of Unusual Service (Hay4nsrit
VYuusepcanbhblii UHcTUTYT HeoObikHOBEHHBIX Yeiyr), meaning both pleasant surprise and
disappointment in Russian.

A possible reference to Aleksandr Pushkin’s Skazka o Zolotom Petushke [The Tale of the
Golden Cockerel] (1834) where Shamakhanskaia Tsaritsa [Queen of Shamakha] is both a
sorceress and the source of all troubles. (Pushkin, A.: Skazki [Tales]. Moskva, OGIZ
Molodaia Gvardia, 1933).Anna Akhmatova argued that Pushkin’s last tale was a challenge
to Nicholas I.: Akhmatova, A.: “Posledniaia Skazka Pushkina.” [Pushkin’s Last Tale] In:
Zvezda, 1933, Ne 1, pp. 161-176.

40
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Kivrin: For the seventh time I am asking you to marry me.

Shemakhanskaia: For the seventh time I am telling you, I will. When I have
L83

time.

Figure 7: The Wizards (1982). Ivan’s first appearance. Note his white
turtleneck sweater and Beethoven poster in the background.

—-._:r‘za--
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?

Alena’s colleague, Apollon Mitrofanovich* Sataneev, is neither talented, nor
young, and Alena shows no interest in him at all, but Sataneev wants to marry
Alena, no matter what. When he figures out that Shemakhanskaia is in love
with Kivrin, he spreads the rumour that Alena and Kivrin have decided,
secretly, to get married in Moscow very soon. Shemakhanskaia looks into her
magic mirror, sees Kivrin waiting for somebody at the airport and gets
jealous. She casts the “winter heart” spell upon Alena, making Alena forget
both her fiancé and her good nature. She immediately turns into a selfish and

# This kind of behaviour was actually encouraged by the Communist Party. A famous Soviet

song urged the Soviets “first to think of the Motherland, and only then of themselves.” In
line with this line the Strugatsky brothers defined a magus this way: “Every person is a
potential magus, but he becomes one only when he begins to think less of himself and to
think more of the others.” Strugatsky, A. and B.: “Ponedel’nik Nachinaetsia v Subbotu.”
[Monday Starts on Saturday] In: Strugatsky, A. and B.: Pomedel’nik Nachinaetsia v
Subbotu. Skazka o Troike [Monday Starts on Saturday. The Tale of the Troika], Moskva,
Tekst, 1992, p. 100.

A likely reference to Denis Fonvizin’s Nedorosl’ [Minor] (1782). The combination of the
three names suggests an idea of a good-looking (Apollo) ignorant (Mitrofan) evil doer
(Satan) who by definition can be a successful Soviet administrator, but cannot be a wizard.
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pragmatic career woman; now she believes she would benefit a lot from
marrying Sataneev.

Foma Bryl’, Alena’s employee and good friend, explained the essence of
the winter heart spell to Ivan Pukhov this way:

What is enchanted? Enchanted is when you are turned into a log or into a goat,
for example. One can read in any manual about it. Everybody knows it, so
nobody is interested.*® It is very rarely used nowadays. The real sorcery takes
place when they let you keep your appearance, but take spring and the things
like it out of your heart and put severe winter inside. Then, the person changes.
He understands everything, but evaluates things in a different manner.

Bryl” also tells Ivan that the only way for Alena to remember him and return
to her normal self is to share a kiss before the clock strikes twelve on
December 31.

Figure 8: Pamela Colman Figure 9: The Wizards (1982). Ivan
Smith. Pukhov with a magic wand ordering
The Magician (1909). Alena to appear.

THE MAGICIAN.

* Most probably Bryl’ alludes to the folk fairy tale Sister Alenushka and Brother Ivanushka

(Sestritsa Alenushka i Bratets Ivanushka. Russkaia Narodnaia Skazka, Moskva, Sovetskaia
Rossia, 1976) known to any Russian (in 1976 only Sovetskaia Rossia Publishing House
printed at least 300 000 copies of it. The number of printed copies of Soviet Cinema in 1979
was only 25 000). Alenushka’s Ivanushka was turned into a kid, but retained his memory
then. In our case the situation is reversed. Ivanushka’s Alionushka retained her beauty, but
lost her memory and thus turned into an animal within, degrading from a witch to a bitch.



Soviet Theurgic Cinema: Magic, Music and Memory 23

Ivan (accompanied by his younger sister Nina) rushes to Kitezhgrad and
meets Alena on December 30, but Alena neither remembers nor recognizes
him. The greeting kiss plan did not work, so Foma Bryl’ and his friend,
Victor Kovrov, have to teach Ivan to go through walls. As Alena remembers
Ivan whenever she is asleep, so the plan is to go to Alena’s bedroom in the
middle of the night and to get a kiss from the Sleeping Beauty. This plan does
not work either; Alena awakes a moment before the kiss. The desperate Ivan
then penetrates NUINU and travels through walls to steal the magic wand. He
gets home, waves the wand and demands, “I want Alena to be here” (Ivan’s
position and his clothes are definitely reminiscent of the famous “Magician”
card from the Waite-Smith Tarot deck).

But instead of Alena Sanina appearing, Ivan has summoned chocolates, a
cow, a doll and furniture all named “Alena.” Kovrov and Bryl” ask Ivan not
to use the magic wand any more and Ivan agrees. The wizards return it to
NUINU, where it belongs, and decide to go ad fontes, i.e. to Kira Shema-
khanskaia’s office to ask the director to disenchant Alena. Shemakhanskaia
agrees to speak to Ivan in private and the conversation goes as follows:

K[ira] S[hemakhanskaia]: I cannot take the winter heart spell back, Alena
deserved it.

I[van] P[ukhov]: But you do not know her at all!

KS: Do you? Are you sure, you know her?

IP: Yes. You see, I understood, I have just understood that I love her even the
way she is now.

KS. I believe you. But, nevertheless everything will stay the way it is.

IP: But why? Why?

KS: Because she will not marry you anyway.

IP: And whom will she marry? Will she marry this ... Osatanelov of yours?*®
KS: What has comrade Sataneev to do with it? It is her karma.

IP: Or your revenge.

KS: She chose her way herself. It is only punishment for her betrayal.

IP: Whom did she betray?

KS: First of all, she betrayed you, as I understand it.

IP: You know, I am an ordinary man and your complexities and hints are not
clear to me. Please, disenchant her. Only let her remember me, and then we will
sort everything out ourselves!

KS: But in this case she will recall not only you. Do you want it?

IP: I do.

4 “Osatanelov”” means “the one who became Satan-like.”
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KS: But I don’t.
IP: So you assumed the right to dispose of other people’s destinies?

Meanwhile, Sataneev has signed a marriage contract (a thing unheard of in
the USSR) suggested by Alena. In order to keep his promise to make Alena
deputy director, he decides to become the director himself and works out a
plan to overthrow Shemakhanskaia. He knows that important bosses from
Moscow are coming to see the magic wand in action and to celebrate the New
Year at NUINU. To discredit Shemakhanskaia, he replaces the magic wand
with an ordinary pencil (which looks the same) and steals the wand.

On New Year’s Eve, when the honorable guests arrive in the hall, they
find no tables, no food, no drinks and no New Year tree, either. Shema-
khanskaia asks them to calm down and explains that it was done on purpose.
She says that all necessary things will appear after she has waved her magic
wand, but when she does so, nothing happens at all.

With the wand hidden up Sataneev’s sleeve, he announces to the guests
that comrade Shemakhanskaia has just publicly proved that she is no good;
she has failed to deliver all the New Year’s stuff, but he is quite capable of
doing so. Whilst performing his magic trick, Sataneev forgets that the wand
takes all wishes literally and he uses a Russian idiom for winning the case
that means, “to be on the horse.” He wishes to find himself on a horse in this
house and immediately flies up into the air to be stuck to the carved horse that
decorates the span roof of the NUINU skyscraper.*’

Sataneev is obviously freezing there and Alena begs several men to help
him down, but they all refuse. Ivan Pukhov, risking his life, finally volunteers
to help his rival and gets Alena’s kiss. Immediately, Alena’s scarlet dress
turns snow white, she remembers everything and the New Year ball starts.*

Everybody starts dancing to the final song, which is rather unusual for the
country of Scientific Atheism:*’

47 Span roofs of old Russian houses were usually decorated with a horse figure, a solar

symbol.

Cf. Is. 1:18: “Though your sins be as scarlet, they shall be as white as snow.”

In Brezhnev’s USSR, Scientific Atheism was a mandatory course for any University
student. Vera Pavlova described the 1970s this way: “We did not know what envy was, /
We bolted down a fixed meal, / We wiped ourselves with The Pravda [the Truth] only /
And we believed in Atheism (“He 3Hanu, 4To Takoe 3aBHUCTh,/ [JIOTaNM KOMILICKCHBIM
06en,/ Onnoto «IIpaBmoii» noarupanucek / Y BepoBanu: bora ner”). Pavlova, V.: Sem’ Knig
[Seven Books], Moskva, EKSMO, 2011.

48
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1. They say that this world gets older every year,

That the Sun hides behind the clouds and shines not so brightly.
They say that everything was better before.

Let them say it, but do not listen to them.

Let them say it, but do not listen to them.

Let them say, do not trust them.

Refrain

Many coloured, enormous and merry,
Subject to neither days nor years
This world is dazzle young,

It is as old as we are.

2. They say that in the beginning there were miracles,

But wizards got extinct together with the mammoths.

And that the door to the country of Magic and Fairy Tales has been shut forever.
Let them say it, but do not listen to them.

Let them say it, but do not listen to them.

Let them say, do not trust them.

3. They say that Truth got tired of fighting Lie,

That there are no more fearless and noble knights,

That from now on one should measure everything with a crooked measure.
Let them say it, but do not listen to them.

Let them say it, but do not listen to them.

Let them say, do not trust them.

4. The world was designed by exactly that kind of person: a young, fearless,
Almighty wizard, a brave knight.

Then this world was given to us

For us to be joyous and happy there.

The world is immense and miraculous,

No matter what they say.*

50

“T'OBOpAT, YTO C KXKIBIM I'OIOM 3TOT MHp cTapeeT,/ CoiHIE MpsSYeTcst 3a Ty4d U ciadee
rpeer./ ['0OBOpAT, 4TO BCE KOTAa-To OBUIO JIydllle, YeM Tenepb,/ [ 0BOpAT, a Thl HE CiylIai,
TOBOPAT, a THI HE CiTymIaid,/ 'oBOpAT, a ThI He Bepb. / Pa3HOLBETHBIN, OrPOMHBIH, BECEIBIH, /
HenoxBracTHBI HU JHAM, HU rojiaM./ OTOT MUP OCJIEIUTENHO Moiof, / CTONBKO JIeT eMy,
CKOJIbKO 1 HaM. / ['oBopsIT, 4yTO MoHayairy ObLIO Bee uynecHei,/ Ho BoseOHUKY ncuesiu ¢
MaMoHTaMH BMecte./ 1 B cTpaHy 4yJiec M CKa30K HaBCET/a 3aKpbuIach JBepb,/ I'oBopAT, a
THI HE CIIyIIai, TOBOPAT, a ThI HE CiTymnail,/ 'oBopAT, a TeI He Bepb./ I'oBOpAT, 4TO MpaBza ¢
KpHUBJIOHM BoeBath ycrana,/ Uro 0e3 cTtpaxa u ynpeka pwiuapeii He crano,/ UTo OTHBIHE BCe
Ha CBETE Thl KPUBOIO MEPKOIl Mepb,/ '0BOPST, a ThI HE CiTyIIaid, TOBOPSAT, a Tl HE CIIyIaii,/
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Figure 10: The Wizards (1982). The New Year ball scene, one of the final
screens.

The fact that this song passed the Soviet censorship now seems like a
Christmas miracle, but sometimes these things happen.

According to St. Luke, Israeli leaders responded to neither “soft”
messages from Jesus, nor to “hard” ones from John the Baptist: “We played
the flute for you, and you did not dance. We sang a dirge, and you did not
weep.””! The Soviet leaders turned out to be a little bit more sensitive: whilst
The Thirty-First of June was, to quote King Meliot, “banned forever” and
jailed (i.e. shelved) by a Russian Herod, The Wizards turned out to succeed
and, for answering “the working people’s numerous requests”, it regularly
appeared on Soviet TV.

ToBopst, a Thl He Bepb./ Mup TakuMm M ObUT HPUIYMaH — FOHBIM M OecCTpaiiHbIM,/
BcemorymuM yaposeeM, pelliapeM OTBaKHbIM./ M mis pajocTn M cdacTesi HaM IOJAapeH
stoT Mup,/ HeoObATHBIN 1 dynecHbIi, HeoOBATHBII 1 dyaecHbIH,/ KTo 66 uT0 HI rOBOpHIL.”
Jleonun JlepOeHéB.

' Lk.7:38.
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Conclusion: To Give Good Guys a Lesson

My tale is a lie, but there is a hint there.
That is to give good guys a lesson.
Aleksandr Pushkin.>

In his Description of Greece, Pausanias tells us a story of Trophonius,
Apollo’s son, a magus and a famous builder.”” When the Boeotians were
suffering from drought for more than a year, they decided to consult the
Oracle of Apollo at Delphi. Surprisingly, Pythia redirected them to the Oracle
of Trophonius in Lebadeia, but the Boeotians had no idea what she was
talking about and how to find it.** Nevertheless, they went to Lebadeia and
decided to follow the beehive that took them to a small cave. The leader of
the group entered it and found Trophonius, who told him that he was
prophesying there. He also explained what he expected the pilgrims to do
before entering the cave.”

Since then, the one seeking revelation lived on sacrificial meat for several
days and then went to Trophonius’ cave, taking honey and dressing in a
special flax chifon. However, there was one more important condition to be
met: the prerequisite for the initiation was drinking from the two nearby
springs that allegedly had occult power.’® The first spring was called the
Spring of Lethe (Forgetting) and the second, the Spring of Mnemosyne
(Memory).”’

It seems as though the lesson that the “good guys” are supposed to take
from the story of Trophonius is as follows: they should know that forgetting
and remembering are of the same nature and, just as systole and diastole, go
together and thus are both of vital importance. The next level (to echo
St. Paul and the Eagles) is to learn “to discern the spirits” and to correctly
choose “some dance to remember” and “some dance to forget.”

52 “Ckaska — JIOXKb, Ja B Heil HaMEK:/ Jlo6peiM mMononuam ypok.” Final lines of Aleksandr

Pushkin’s Skazka o Zolotom Petushke [The Tale of the Golden Cockerel] (1834).

Paus., 9, 37, 3. Pausanias: Opisanie Ellady [Description of Greece], Moskva, ACT-Press,

2002. T am thankful to Lidia Starodubtseva for the reference: Starodubtseva, L.: Liki

Pamiati [Faces of Memory], Kharkov, KhGAK, 1999.

Interestingly, there is a place with a similar name in the Crimea (Livadia).

*  Paus., 9,40, 1.

% In Russian fairy tales, we often find “live” and “dead” waters that are necessary for
resurrecting the protagonist. Interestingly, the “dead” water has to be applied first.

¥ Paus., 9,39, 4.
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Figure 11: The Wizards (1982). The wizards Kovrov and Bryl’ making the
New Year white “initiation” suit for Ivan Pukhov.

Borges’ Funes El Memorioso did not learn this lesson and was not able to go
beyond his third, seven-year life cycle: merciless Mnemosyne killed him.*®
Fortunately for Fomina’s Sam, Melissa, the queen Bee, ‘danced’ him to the
Spring of Lethe and he dared to drink from it. In conclusion, he won the
woman he loved and lived happily with her after it.*’

On the other hand, Kira Shemakhanskaia believed her fiancé had changed
for the worse, chose to forget what Ivan Kivrin was all about and nearly lost
him. Ivan Pukhov, on the contrary, despite the drastic change, chose to
remember the good nature of his fiancée (though apparent in the “sleeping
mode” only) and was able to win her back.

Evidently, it is difficult to tell if Strugatskys’ Wizards were meant to
complement Nina Fomina’s idea of memory. Nevertheless, now it is almost
obvious that on New Year’s Eve The Thirty-First of June added to olivier was
the message to forget, whilst The Wizards — was the message to remember.

Borges, J. L.: “Funes, Chudo Pamiati.” [Funes, Miracle of Memory] In: Borges, J. L.: Proza
Raznykh Let [Prose of Different Years], Moskva, Raduga, 1984, p. 98.

Notably, the Wachovski brothers’ Cypher tried to play the same card but lost, not unlike the
unworthy bodyguard who entered Trophonius’ cave for selfish reasons and was found dead.
Paus., 9, 39, 5.
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Memories of Big City from Soviet
and Post-Soviet Perspectives

Memories as Situated Knowledges

“Memory is an open system”,*’ but its construction is always dependent on
the frames that relate it to specific horizons of time and identity®': “Memory
is knowledge with an identity-index, it is knowledge about oneself, that is,
one’s own diachronic identity, be it as an individual or as a member of a
family, a generation, a community, a nation, or a cultural and religious
tradition.” In this regard, memory is not knowledge from “a universalist
perspective”,® but “situational knowledges” which are shaped by contextual
parameters — an individual, a culture, a time period etc. — and have partial
perspective, that is, represent a certain vision, a subjective image of the
situation.® In other words, one and the same reality fragment is memorized
differently depending on a certain perspective or point of view which serves
as a frame® for construeing a unique interpretation of the world.

The idea that our memories of a situation can vary to a great degree from
individual to individual, from culture to culture, from one time period
to another holds true not only for what is remembered from a certain
perspective, but also for how it is remembered®: how versions of the world
are communicated and shared by means of medial externalization — from oral

8 Assmann, I.: “Communicative and Cultural Memory.” In: Erll, A. / Niinning, A. (eds.):

Media and Cultural Memory, Berlin, New York, Walter de Gruyter, 2008, p. 113.
' Ibid.
82 Ibid.,p. 114.
8 Ibid.,p. 113.
¢ Haraway, D.: “Situated Knowledges: The Science Question in Feminism and the Privilege
of Partial Perspective.” In: Feminist Studies, vol. 4, no. 3, 1988, pp. 581, 583.
Illouz, E.: Consuming the Romantic Utopia. Love and the Cultural Contradictions of
Capitalism. San Diego, University of California Press, 1997, p. 3.
6 Erll, A.: “Cultural Memory Studies: An Introduction.” In: Erll / Niinning (eds.): Media and
Cultural Memory, p. 7.
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speech to writing, film, the Internet.” The externalization of a memory is its
surface or its material aspect,”® but it gives access to its mental “depth”. It
might be regarded as a source for exploring specific ways of thinking,
apprehension and cognition of the world: how a reality fragment is
conceptualized, what mental image of the situation “outside the window” is
construed, how the mental vision changes with the shift in a memory frame or
perspective.

Over the past few years, the cinematography of Russia demonstrates the
desire to reanimate the film narratives of the Soviet past from the post-Soviet
perspective. This is satisfied by remaking Soviet films and interpreting them
in the context of the capitalist society. In this case, a historical period and its
culture represent that frame or “body through the eyes of which” a situation
acquires a partial vision® conceptualized and externalized in films. A remake
has as an object to rewrite the original text which, on the one hand, is still
topical and in demand in a new cultural situation’ and, on the other, is in
need of re-vision.”' The latter means viewing the past memory with a fresh,
clear look, seeing difference differently, or rethinking the situation and, with
it, rethinking the means by which this situation is memorized within film.”?
With the shift in the temporal perspective, one and the same situation is
conceptualized and externalized as a different mental and filmic image. The
technique of updating — the modernization of the story and its retelling with
the help of the language of new technologies’ — has become a popular way of
remaking Soviet versions. A bright example in this connection is Office
Romance. Our Time (2011) directed by Sarik Andreasyan - the remake of the
Soviet full-length film Office Romance (1977) directed by Eldar Ryazanov.

¢ Erll: “Cultural Memory Studies: An Introduction”, p. 13; Erll, A.: “Literature, Film, and the

Mediality of Cultural Memory.” In: Erll / Niinning (eds.): Media and Cultural Memory,

p- 389.

Erll: “Cultural Memory Studies: An Introduction”, p. 4.

Haraway: Situated Knowledges: The Science Question in Feminism and the Privilege of

Partial Perspective, pp. 583f.

Anbmupa Ycmanosa: “IloBTopeHne u pasianuue, WIH €lie pa3 Ipo JI0O00Bb B COBETCKOM H

MOCTCOBETCKOM KkuHemarorpade.” In: Hesasucumvii ¢hunonoeuneckuii oscypnan, no. 69,

2004.

" Doane, M. A. / Mellencamp, P. / Williams, L. (eds.): Re-Vision: Essays in Feminist Film

Criticism, University Publications of America and the American Film Institute, 1984, p. 12.

VYemanoBa: [losmopenue u pasnuuue, uiu ewe paz npo aobo6b 6 COBEMCKOM U

nocmcogemckom Kunemamoepage.

3 Leitch, T.: “Twice-Told Tales: Disavowal and the Rhetoric of the Remake.” In: Forrest, J. /
Koos, L. R. (eds.): Dead Ringers. The Remake in Theory and Practice, New York, State
University of New York Press, 2002, p. 47.
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The films Office Romance, of 1977 and 2011, show little difference at the
level of narration. The main character, Anatoly Yefremovich Novoseltsev, is
a single father of two children. He works at an institution (a statistics bureau
in the 1977 version and a rating agency in the 2011 remake) run by Lyudmila
Prokofievna Kalugina — a strict and unmarried woman, nicknamed by her
subordinates as “our frump”. Novoseltsev dreams about a promotion that
could help him to provide for his children, but he is too afraid of his boss to
raise the issue with her. In order for Novoseltsev to get the promotion, his
old friend Yuri Grigoryevich Samokhvalov (recently appointed assistant
manager) advises Novoseltsev to flirt with Kalugina at the party thrown by
Samokhvalov on the occasion of his appointment. As the events of the film
develop, Novoseltsev falls in love with Kalugina. Although the story of both
films is set in Moscow, its mental and medial images are entirely different: it
seems that these are two cities, not one, portrayed on the screen and construed
in mind. By analyzing the medial level — the interaction of linguistic means,
non-linguistic means of communication and cinematographic techniques — of
the Soviet and post-Soviet memories of the city life in the two films, I am
attempting to investigate the mental “depth” of the two memories; the ways in
which Big City’s mental image has undergone transformations with the shift
in the time viewpoints.

Conceptualization and Perspectivization of a Situation

In contemporary cognitive science, the process by which fragments of reality
find meaning is in the process of conceptualization. The latter is understood
as perceptual experience, as well as the central control of motor activity and
the kinesthetic sensations it induces. Conceptualization further includes the
interlocutors’ apprehension of the discourse and the interactive context
supporting it.”* Ronald Langacker emphasizes that it is a common mistake to
think of conceptualization as an image projected on a screen inside the skull
for viewing. Instead, it should be identified with the mental experience
engendered by viewing the world “outside”.” From this point of view, the
situations people are communicating come as open,’® as already involving
a subject who interprets them, rather than as situations that come to us

™ Langacker, R. W.: “Cognitive Grammar.” In: Geeraerts, D. / Cuyckens, H. (eds.): The

Oxford Handbook of Cognitive Linguistics, New York, Oxford University Press, 2007,
p.431.

S Ibid., p. 451.

" Eco, U.: The Open Work, Cambridge, Massachusetts, Harvard University Press, 1989.
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ready-made as concepts. R. Langacker’’ compares, in figurative terms, the
process of communication with the analogy of a camera as it focuses on a
certain object: the direction of the speakers’ attention to one and the same
situation is understood as a prerequisite of successful communication.
However, a speaker’s conceptualization of one and the same situation brought
into focus is rarely, if ever, identical to any other’s. The reason for that,
among other things, lies in what we might call the divergence of perspectives.

Figure 1: A change in perspectival location.

Source: Mental Gassi’s graffiti, Berlin

Perspective finds a broad understanding in discourse studies. It is equal to a
subject’s point of view — a position (time, place, social group, culture etc.)
from which a person or a group view the situation and communicate their

7 Langacker, R. W.: “Discourse in Cognitive Grammar.” In: Cognitive linguistics, vol. 12, no.

2,2001, p. 144.
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views.” In its turn, perspectivization is interpreted as a speaker’s situation
externalization from his/her own or foreign perspective and perspectives
interrelation in discourse.” The discursive perspectives from which the
situation, notably the City of Moscow, undergoes interpretations and
transformations in the films Office Romance and Office Romance. Our Time
are Soviet and Post-Soviet time periods; to be more precise, two temporal
viewpoints, 1977 and 2011, the years when the pictures were released.

In cognitive science, perspective is understood as a construal operation —
a cognitive capacity to conceive and portray via media the same situation
differently.® This construal consists in the following: a speaker can arrange in
diverse ways his/her view of the scene depending on what conceptual vantage
point he/she examines the object from and what relations are established
between the vantage point and the scene.®’ The way we arrange our view
influences the means we choose to describe the scene - the process known as
perspectivization.** According to the analysis of Leonard Talmy’s and Ronald
Langacker’s latest research in language, the viewing arrangement comprises
the following aspects®: vantage point, perspectival distance, perspectival
mode, and direction of scanning the scene. Vantage point is a conceptual
place from which the object is mentally seen (for example, the house is in
front of the tree vs. the tree is in front of the house). Perspectival distance —
the distance from the vantage point to the object — can be distal, medieval or
proximal (for example, to run across a field — a more distal perspective, two
dimensional space vs. fo run through the field — a more proximal perspective,
three dimensional space). A vantage point can be stationary or moving,
resulting in two perspectival modes: synoptic mode / summary scanning and
sequential mode / sequential scanning of a scene (for example, there are some
houses in the valley vs. there is a house every now and then through the
valley). Direction of scanning is the cognitive capacity to trace different paths

™ Graumann, C. F. / Kallmeyer, W.: “Perspective and Perspectivation in Discourse: an

Introduction.” In: Idem (eds.): Perspective and Perspectivation in Discourse, Amsterdam,
Philadelphia, John Benjamins Publishing Company, vol. 9, 2002, p. 1.
? Ibid.
8 Langacker: Cognitive Grammar, p. 435.
Langacker, R. W.: Cognitive Grammar. A Basic Introduction. Oxford, Oxford University
Press, 2008, p. 73.
Verhagen, A.: “Construal and Perspectivization.” In: Geeraerts / Cuyckens (eds.): The
Oxford Handbook of Cognitive Linguistics, p. 48.
See Langacker: Cognitive Grammar. A Basic Introduction; Talmy, L.: Toward a Cognitive
Semantics. Vol. 1: Concept Structuring Systems, Cambridge, Massachusetts, London, The
MIT Press, A Bradford Book, 2000.
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of attention through a scene (Your camera is upstairs in the bedroom, in the
closet vs. Your camera is in the closet, in the bedroom upstairs).

Figure 2: Figure-ground shift.

Source: Cup or faces paradox by Bryan Derksen - uploaded by User:Guam
on 28 July 2005, SVG conversion by Bryan Derksen.

Our mental ability to observe one situation from different viewpoints is based
on bodily experiences we get from the interaction with the world through our
visual perceptual system. Figure [ illustrates how the image we see and the
meaning we get changes with the change in our location: the fence is
gradually assembling into the portrait when a subject is moving one quarter of
the circle around the object of perception. People can also mentally choose a
certain vantage point that may be different from the place they occupy. To
arrange the view of a scene, not only can we mentally occupy a spot in the
space, we can view the scene from temporal viewpoints, from the positions of
other individuals or groups, or from the perspectives of different conceptual
domains or spheres of knowledge. Figure 2 can be seen and the mental view
can be arranged in two different ways depending on what conceptual domain
we prefer as the background to place the drawing against — container or
human faces. With the change in the conceptual position, the mental image of
the situation undergoes transformations generating another meaning.
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With “mental image”, I refer to a mental construct that has property charac-
teristics for “a picture”™ or “a shot”®: the foreground and the background,
image scale, focus and the like. This is a metaphorical conception when a
mental image is not a picture or a shot in the mind but a mental dynamic
structure with the properties of an image. Mental image transformations
resemble operations with “an image frame”: we can move the lens in different
directions, zoom in or zoom out, focus on certain details of the scene and so on.
“Image” in the term “mental image” also emphasizes the imagistic or sensory
nature of this mental construct. It is formed on the basis of the experience we
get from our interaction with the external world. It comes from sensory-
perceptual mechanisms that include visual, as well as haptic, auditory, and
vestibular systems.*

In my research, I am attempting to find a balance between the two methods
— discursive and cognitive — on perspective interpretations, which should allow
us to see each interpretation as a reflection of a speaker’s view from a certain
position in space: cognitive or discursive. The years of 1977 and 2011, being
the temporal perspectives, represent that contextual frame for the memories of
the big city life. My focus is on how the conceptualization of the city has
changed with the shift in the discursive perspectives: what are the mental
images and the cognitive operations that underlie the medial big city
interpretations and what are the changes in mental viewpoints to produce
another arrangement of the mental image of the city? In other words, the
objective of the article is to research the reperspectivization of Big City; to
compare the construal of mental images of city life and to describe the ways in
which the mental image of Moscow, as well as the filmic one, have undergone
transformations with the course of time.

On Reperspectivizing the Soviet:
The Big City Transformations
In basic terms, reperspectivization is a shift in a perspective that results in a

different interpretation of a situation and in choosing different means of its
portrayal.”” On the discourse level, the point I am starting from is the shift in

¥ Jhonsur Butrenmreiin: @urocodckue pabomor: Yacms I. Mocksa, Tnosuc, 1994, pp. 8-10.

Langacker: Discourse in Cognitive Grammar, p. 145; Langacker: Cognitive Grammar,
p. 425.

Evans, V. / Green, M.: Cognitive Linguistics. An Introduction. Edinburgh, Edinburgh
University Press, 2006, pp. 178-179.

Aijmer, K.: “Interjections in a Contrastive Perspective.” In: Weigan, E. (ed.): Emotion in
Dialogic Interaction, Amsterdam, Philadelphia, John Benjamins Publishing Company, 2004.
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the historical period: from Soviet to post-Soviet. Beginning with the analysis
of the medial discrepancies of the city life in the original and its remake, I am
moving to the level of cognition in order to establish the shifts in the
conceptual viewpoints that generate a different mental, as well as filmic
image of the Big City.

The common conceptual property of the cities of 1977 and 2011 is the
existence of boundary, exterior and interior, that is, at a certain level of
abstraction, the image-schema involved in the metaphorical city interpretation
is container. Image schema, the notion introduced in the book, The Body in
the Mind by Mark Johnson,® is not a rich or detailed concept, but rather an
abstract one consisting of a pattern emerging from repeated instances of
embodied experience.”” The image schema container results from our
recurrent and ubiquitous experiences with containers, as revealed by this
extract from Johnson’s book by way of illustration, which describes the start
of an ordinary day:

You wake out of a deep sleep and peer out from beneath the covers into your
room. You gradually emerge out of your stupor, pull yourself out from under the
covers, climb into your robe, stretch out your limbs, and walk in a daze out of
the bedroom and into the bathroom. You look in the mirror and see your face
staring out at you. You reach into the medicine cabinet, take out the toothpaste,
squeeze out some toothpaste, put the toothbrush into your mouth, brush your
teeth in a hurry, and rinse out your mouth.*

As this example reveals by the recurrent use of the expressions in and out, a
great number of everyday objects and experiences are categorized as specific
instances of the schematic concept container: not only obvious containers like
bathroom cabinets and toothpaste tubes or less obvious ‘containers’ like bed-
covers, clothing and rooms, but also states like sleep, stupor and daze.”!

The crucial verbal evidence for the city to be construed as container in Office
Romance and the remake Office Romance. Our Time is the usage of deictic

p. 105; Linell, P.: “Perspectives, Implicitness and Recontextualization.” In: Graumann /
Kallmeyer (eds.): Perspective and Perspectivation in Discourse, p. 50; Thomsen, O. N.:
Dyirbal Ergativity and FEmbedding. A Functional-Pragmatic Approach, Amsterdam,
Philadelphia, John Benjamins, vol. 18, no. 2, 1994, pp. 411f.

See Johnson, M.: The Body in the Mind: The Bodily Basis of Meaning, Imagination, and
Reason, Chicago, University of Chicago Press, 1987.

Green: Cognitive Linguistics. An Introduction, p. 179.

Johnson: The Body in the Mind: The Bodily Basis of Meaning, Imagination, and Reason,
p. 331, cited by Green: Cognitive Linguistics. An Introduction, p. 179.

Green: Cognitive Linguistics. An Introduction, p. 179.
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phrases “in this city,” “in Moscow”, “in our city” that we encounter in
character’s speech in both films. If the schematic image of the city remains
the same, at least as we can grasp it through the meaning of the verbal
descriptions mentioned above, the constituents of this image are elaborated
and specified differently, and the mental image of the city has been mentally
transformed due to rearrangements in the mental view of the situation.

On the one hand, from the perspective of 1977, the imposition of the
boundary on the city is construed verbally, as one can be inside and outside
Moscow. On the other hand, this boundary defies visualization and definite
definition, though its properties are specified. First of all, the city is
conceptualized as a three-dimensional space, whose boundary is not deprived
of widening: it is extending horizontally, as well as in the upward and
downward directions. The city area is gradually widening by enclosing the
nearest woodlands. This is verbally stated by Olga Ruzhova, an office worker
of the statistics bureau where Novoseltsev works, when she is talking to Yuri
Samokhvalov: “Do you remember how we took a trip to Kuntsevo and were
kissing there? And now there is the city in place of that forest.”

The city of 1977 is often observed from a very high visual point of view
(Figure 3), with the help of extreme long shots, panning and tracking shots
that move outward to a higher and more distant camera position. From these
very high static viewpoints, and even with the combination of mobile
scannings of the city, it is still impossible to visually cover the whole city at
one time. To create the effect of the city infinitely growing upwards, low-
level framing is used (Figure 4) when the top of the buildings avoids visual
perception.

Figures 3 & 4: Moscow from a high and a low viewpoint.
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While the conceptualizer cannot draw a definite borderline of the city, it is
possible to establish and portray at least one exact place where the boundary
is being crossed. The conceptual spatial entrance into the city of 1977 is
Yaroslavsky railway terminal. Olga Ryzhova says: “I’'ve got a separate
apartment; it is outside the city, yet not far from the station.” The boundary of
the city opens its doors daily to numerous people who come to work and enter
the container in the morning and leave it after the working day. This is
visually portrayed in the movie when, in the opening scene, a train arrives in
Moscow and empties its travelers onto the empty platform (Figures 5, 6).

Figures 5 & 6: The arrival of a suburban train in Moscow.
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Source: OJﬁe Romance, 1977.

While the city boundary is open to working people from the outskirts, it
metonymically becomes the barrier that extends to the borderline between the
Soviet Union and other countries. This barrier may have occasional holes that
open only for some. One of them is Yuri Grigoryevich Samokhvalov. He is
the only character who had managed to go outside the country border and had
been working in Geneva. Another character for whom rare holes in the
boundary of the city are construed is secretary Verochka. She has the talent of
cunning, curiosity and quick wit, and this helps her to find boundary holes. At
the beginning of the film, Novoseltsev verbally presents Verochka in the
following way: “This is Verochka. As all women she is curious, and as all
secretaries she is womanly. She has got a secretary’s salary but all foreign
dress. How on earth can she do that? That’s a mystery.” The holes are
characterized by indefinite time and indefinite and unusual places of
appearing, the agent who opens them remains unknown. For instance,
Lyudmila Kalugina expresses her indignation when she finds a “hole” in her
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bureau: “In the ladies’ bathroom someone has posted a notice “Woman’s
tights are available for sale’.”

The city of 2011 is still conceptualized as a container because the
characters still describe themselves as being in the city, yet, they do not
describe themselves as being out of it. The boundary of the city is not closed
any longer from its territorial exterior and, moreover, it gains potential for
extending to the global limits. Lyudmila Prokofievna Kalugina of 2011 is
striving for the entrance into the international corporation of rating agencies -
what she actually does at the end of the film. The visual evidence for the
global city extension is found in the first shots of the film (Figure 7). This
allusion to the Internet is de-bounding, at least in the virtual space. However,
it can also be a metaphor for the de-bounding of the city territory, when the
link substitutes the railway terminal of 1977 standing as the entrance into the
city which we see by clicking on the button (Figure 8).

Figures 7 & 8: The successive opening shots of Office Romance. Our Time,
the link introduces the title of the film.

CJNIY)XEBHbIN

POMAH

HALIE BPEMA

Changes in the conceptual boundary of the city dramatically change the
interior. The interior of both cities is divided into two functional zones:
working and recreational, but the territory they occupy and their contents are
different. The city of 1977 is constituted of two zones, when its center is busy
with the crowd of working people (Figure 9) and the park area serves to
perform the function of recreation (which it never does) (Figure 10), the only
people who can be seen are street cleaners, for whom it is impossible to be at
once out of this city zone and to work there (Figure 11).

The widening of the city boundary results in the relocation of its
recreation zone which, in 2011, occupies the territory of Turkey where
Samohvaloh brings the agency staff to celebrate his appointment. It no longer
feels as if there is a border between the two countries and the flight to Turkey
is as easy as traveling to a park using public transportation. Consequently, the
crowd of people moves from the center to this recreation zone. The conceptual
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enclosure of Turkey into the city is supported verbally by the lyrics of the song
“This Land Is Your Land” by Woody Guthrie.

Figures 9, 10 & 11: Working and recreational city zones.
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Source: Office Romance, 1977.

The working people of 1977 represent a homogeneous crowd streaming
towards their working place. The same is true about the transport that is
moving in a homogeneous flow (Figure 12). The visual portrayal coordinates
with the verbal people’s description by such lexical items as “herds”, “the
audience”, and “the stalls”. On the conceptual level, this activates a non-
individuated mass observed from a distal viewpoint. This non-individuation
is also stressed in the opening song where the key word is “somebody”.
Anatoly Yefremovich Novoseltsev provides the following description of
the city: “There are too many dwellers, too many comers, too many cars
in our city [...]. There is jostling, crushing, queuing everywhere.” Moreover,
Novoseltsev’s presentation introduces one more feature to the city image,
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together on a regular basis, the commuters and the dwellers fill up Moscow
down to the limit. Actually, this limit becomes, literally, the absence of space
in the working area amongst people. In this respect, we can remember
Novoseltsev’s self-presentation in the opening scene: “I live only on my
salary, that is from pay to pay. In other words, I am twisting, I am dodging.”
At the same time, we see Novoseltsev on a full bus (Figure 13) and, at once,
his verbal expression loses its figurative meaning. The characters are the
integral part of the crowd and sometimes it is even difficult to grasp who the
voice behind the camera is talking about as it is difficult to single out main
characters from figures in the background (Figure 14).

Figures 12, 13 & 14: Representations of a crowd in 1977.
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Source: Office Romance, 1977.

The life of the homogeneous crowd in 1977, most likely excluding their
strictly planned working days as well as the invariability of the path they
take to work, is governed by indeterminateness and absurdity. Novoseltsev
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mentions in his description of the city: “everybody is hurrying somewhere,
everybody is late for something”. Consider this absurd situation with the
break for lunch in the statistics bureau: it coincides with breaks in food stores
and people have to hurry and manage doing their shopping instead of having
lunch. To emphasize the absurdity of state establishments, Eldar Ryazanov
created some signboards and put them next to the signboard ‘“Statistics
Bureau”. These were Cneywepcmo and Ynpasnenue guewsnux chowienuil. In
English, the first one is the coinage of “Special Wool” (something like
“Spwool”) and the second is “The Administration of Foreign Intercourse”
that evokes sexual connotation. To fill the picture, Novoseltsev’s description
of the main point of his everyday destination — the statistics bureau he works
at — ironically discloses the absurdity of the situation: “As everyone knows
labor ennobles a human being. This is why people enjoy going to work. I,
personally, go to work only because it ennobles me. If there was no statistics,
we would not even suspect how well we work.”

Figures 15 & 16: Representations of city emptiness and characters’ individuation.

Source: Office Romance. Our Time, 2011.
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The disclosure of city boundary results in almost complete emptiness of the
city when the characters are highly individuated and often enter the frame as
the only lonely figure against the city background (Figure 15). Even from
multiple and simultaneous camera positions, when the people’s pace is sped
up artificially, very few people come into view (Figure 16). In 2011, the
crowd moves to the recreation city zone in Turkey (Figures 17 and 18).

Figures 17 & 18: Representations of a crowd in 2011 (people at the beach

and at a party)
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Source: Office Romance. Our Time, 2011.

The people in the City of 2011 know exactly the aims of their work as they
are involved in the corporate struggle developing strategies of ousting the
weak from the city and entering the global corporation. This struggle turns
into the struggle for survival in the center of the city. As billboards proclaim:
to survive one should be “energetic” and “avoid stress”. The metaphor that is
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created to characterize people in the city is the metaphor of a shark: it can
finish off a competitor without any pity and in this way becomes stronger.

Due to the barrier regime, once a person or a thing accidentally gets into
the Moscow of 1977 from the exterior, they look like “foreign™ objects and
become the focus of everybody’s attention. They are inspected in close-ups
by a surprised eye (Figure 19) and attract attention due to their originality
and/or brightness: even if they are in the visual background, they are still
figures of perception (Figure 20). The unnaturalness of these objects is
accentuated by the utterance of their names, the meanings of which are often
unknown to interlocutors, and also by a character’s verbal and non-verbal
reactions on seeing them. The latter keeps “foreign” objects foregrounded in
the conceptual frame, even if they are already out of sight. At Samohvalov’s
party, the focus of visitors’ attention is the mobile. Upon noticing it,
Lyudmila Prokofievna Kalugina demands Samohvalov’s explanations: “What
sort of thing is that?” The mobile also provokes Novoseltsev’s non-verbal
response: moving across the living-room he glances at the mobile and then
stops and turns around to inspect it, his facial expression suggesting
confusion and a lack of understanding of what he actually sees and why this
thing is here, he even forgets that he is involved in the conversation with his
director and just stops and stares at the unknown object (Figure 21).

Figures 19 & 20: “Foreign” objects as figures.

Source: Oﬁ”zce Romace, 1977.

Secretary Verochka cannot be conceptualized in any way other than as a
figure (Figure 22). In the opening scene, Verochka immediately stands out by
how she is dressed, as well as by her actions: she steps out from the group to
look for a tram and separates herself from the women at the tram stop. By
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wearing foreign clothes, as well as by using borrowed terms in her speech and
producing the unseen and the unheard, Verochka inevitably stands out against
the homogeneous background of the Soviet crowd and provokes the reaction
of being “defiant”.

Figures 21 & 22: “Foreign” objects as figures.

Source: Office Romance, 1977.

As a result of barrier removal, foreign goods that inevitably stood out as
figures of perception in the Moscow of 1977 become an integral part of post-
Soviet background, where to single oneself out from the crowd means not to
keep international standards. A bright example is Novoseltsev’s motorcycle
(Figure 23) that is foregrounded against the background of up-market cars
that reach its homogeneity in the City of 2011 (Figure24).
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Figures 23 & 24: Figure and background of 2011.

Source: Office Romance. ur Time, 2011.

In spite of the fact that the Moscow of 1977 has concrete walls, its interior is
conceptualized as a transparent labyrinth, mainly with the help of glass,
reflections and their combination (see Figures 25, 26, 27 and 28). Apart from
certain situations concerning people of power, it is usually unknown who is
observing.

Another technique of observing the city is to look down from a high point
of view. While talking to Anatoly Novoseltsev, Lyudmila Kalugina goes out
to the balcony (Figure 29) and the camera takes her subjective view from the
height of the building to the center of the city below (Figure 30). At the same
time, Novoseltsev says the phrase, “You are looking into the distance”,
concerning his faulty statistical report. The phrase in the context loses its
indirect meaning and coordinates with Kalugina’s way of looking at the city.
This produces the additional meaning: Kalugina’s look can be identified with
the look of people at power, which is immortalized in numerous monuments
of the Soviet period.
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Figures 25, 26, 27 & 28: City transparency.

Source: Office Romance, 1977.
The City of 2011 is also transparent. In this Moscow it is possibly due to the
introduction of new media in the interior (Figures 31, 32). As a result, the

authorities become as transparent as their subordinates.

Figures 29 & 30: City high viewpoint observation.

Source: Office Romance, 1977.
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Conclusion

Thus, a situation or a reality fragment is never empty; it is potentially open, at
least, due to our different location in space and its perception. As soon as a
situation is enframed, as soon as it comes into a subject’s field of view, it is
no longer free from the frame and a subject’s viewpoint according to how
he/she arranges the view. Focusing on the city superimposes, at least verbally,
a certain schema of object conceptualization — container image schema.
However, this object acquires specific meanings according to a subject’s
discursive position — Soviet or post-Soviet — that lays over one more frame on
the situation and results in construing different mental images.

The reperspectivization of the Soviet leads to debounding, individuation,
figure-ground reversal, redistribution of people and city zones. When the
space enclosed in the city is concerned, the perspectival distance in the mental
viewing arrangement has widened, having engulfed other spaces into big city.
At the same time, when the people in the city center come into view, the
transformation of the mental image takes the opposite direction, zooming in
on separate individuals, though zooming out in the recreation zone of 2011.
Thus, the city in the conceptual space becomes different from what it is in the
films and on the map.

At a more general level, while the city of 1977 is still conceptualized
against its territory and the territory of the country, the city of 2011 is
construed more like a space without a definite territory due to its entry into
virtuality. The city containers of 1977 and 2011, no matter what their
boundary represents — a barrier with occasional openings or openness without
barriers — are constructed as transparent ones, though the transparency is
functionally different. In the film of 1977, the production of city transparency
on the screen is the director’s invention to figuratively convey the idea that
each one of the crowd members is observed. In the city of 2011, transparency,
in the literal sense of the word, becomes an integral part of city life; when not
to hide in the crowd but to make oneself visible and individuated is a
prerequisite for success.
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Figures 31 & 32: New media in the City of 2011: the video surveillance at the
entry of the rating agency and the message “Frump is coming” by a
subordinate to a colleague via a social network.
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Source: Office Romance. Our Time, 2011.
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Memory, desmemory and
three Cuban films everybody remembers

The Cuban Revolution and its cultural politics after 1959 gave birth to one of
the richest national film productions in Latin America. Today, there are about
316 cinematographic documentations,”” and a huge number of educational
films and newscasts of utmost importance, officially honored in 2009 by
UNESCO with the inclusion of the Noticiero ICAIC Latinoamericano in the
“Memory of the World” archive “Documentary Heritage of Humanity”.
Beyond that, Cuban film directors have produced 217 feature films since
1959, many of which are internationally renowned and appreciated. My
article explores three of the most famous largometrajes de ficcion ever made
in Cuba: Memorias del subdesarrollo (Tomas Gutiérrez Alea, 1968), Fresa y
chocolate (Tomas Gutiérrez Alea, 1992) and Alicia en el pueblo de
Maravillas (Daniel Diaz Torres, 1991) and the role of memory there within.
The starting point of my discussion is the fact that these films were produced
during crucial times of the Revolution. In the early years after 1959 and in the
period following the fall of the Berlin Wall in 1989, the revolutionary
government had to repel former concepts or foreign influences and enforce
their ideological convictions, based on specific virtues, new rules of social,
political, cultural life and last, but not least, a particular conception of the
national past. Taking into account the importance of cultural productions for
collective processes of social self (re-)definition, I will examine in what way
these films, produced by film makers who were very conscious of the
persuasive potential of the cinematographic media, (try to) affect the present
time of their production by dealing with memories of the national past. After
considering central memory theories and the relations between memory and
the medium of film, I will outline the historical and aesthetic perspective of
these films in order to reveal what they tell us about Cuban cultural and
historical memory.

2 (f. the filmography of ICAIC http://www.cubacine.cult.cu/sitios/filmo/index.htm

[30.09.2015].
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The mediality of memory

The examination of memory is nearly as old as Western civilization itself. It
encompasses the time from antiquity to our immediate present and reaches
from the invention of mnemotechnic by Simonides of Ceos (ca. 500 BC) and
its revision by Quintilian (ca. 50 AC), to the concept of nation as memory
based on Ernest Renan (end of 19™ century), the social frameworks of
memory by Maurice Halbwachs (1925), the Aby Warburg Mnemosyne
project (1920s) of a collective picture archive of occidental culture and the
model of the lieux de mémoire of Pierre Nora (1984-1992), for instance.” In
the 1990s, the German philologist Jan Assmann boosted scientific reflections
on the functioning of memory in society, proposing the difference between
communicative and cultural memory.” Assmann being an Egyptologist, his
theory focused primarily on the connection between memory and scripture. In
1999, his wife Aleida Assmann, a philologist of English Studies, investigated
the changing of cultural memory up to date, considering scripture and picture
as the media that constitute cultural memory. However, the study did not
mention the possible role of film in this context.”” Indeed, in German memory
theory, very little interest has been taken in the question to what extent film
can function as a memory storage shaping cultural and social identities. Thus,
only in 2008, German philologists Astrid Erll and Stephanie Wodianka, noted
the general research desideratum concerning the theory of memory in films.
They aimed to face this lack with their compilation on film and memory and
define “memory film” (Erinnerungsfilm) as a symbolic structure to be pro-
duced in social contexts. Their proposal to film analysis was to consider the
questions of the way in which films present individual and collective
memories, how they interpret processes of remembering and what could be
the possible effects of the film on the memory culture of a society.”® Apart
from this convincing approach, Erll and Wodianka, emphasize the film's

% Renan, E.: ;Qué es una Nacion? Cartas a Strauss [1882], Madrid, Alianza, 1987,

Halbwachs, M.: Les cadres sociaux de la mémoire [1925], Paris, Presses Universitaires,

1952; Warburg, A.: Atlas Mnemosyne [1920s], Madrid, Ediciones Akal, 2010; Nora, P.:

“Between Memory and History: Les Lieux de Mémoire.” In: Representations, 26, 1989,

pp. 7-25. For a general introduction c¢f. Erll, A./Niinning, A. (eds.): Cultural Memory

Studies. An International and Interdisciplinary Handbook, Berlin, De Gruyter, 2008.

Cf. Assmann, J.: Das kulturelle Geddchtnis: Schrift, Erinnerung und politische Identitdt in

frithen Hochkulturen, Miinchen, Beck, 1992.

Cf. Assmann, A.: Erinnerungsrdume. Formen und Wandlungen des kulturellen Geddcht-

nisses, Miinchen, Beck, “2009.

% Cf. Exll, A./ Wodianka, S. (eds.): Film und kulturelle Erinnerung. Plurimediale Konstella-
tionen, Berlin / New York, De Gruyter, 2008, pp. 1-20, here pp. 5f.
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unsuitability for saving our memory. Fictional film, they argue, is a medium
bound to the here and now, and, as it often belongs to popular culture it does
not primarily have the function of sforing information but of spreading
history images to a wide public.”’ This observation is rather surprising, yet the
medium of film, regardless of its marketing ambitions and aesthetic quality, is
already in its most material aspect storage of information and can thus be the
base of memory in multiple ways. Undoubtedly, the nitrate film of the early
years which is, from a certain stage onwards, in danger of being destroyed by
spontaneous combustion, has only a limited life span. It is also true that, for a
long time, film has not been as accessible as books, since its reception and
reproduction demanded a high technological effort. Evidently, many films
“may be forgotten already tomorrow””® and may be lost in a couple of years
(as most of the books will be, too). Nevertheless, these problems of limited
durability and accessibility have been minimized in recent years by tech-
nological development. Digital formats, television, and the Internet enable a
broad — individual and collective — reception of film. Furthermore, the con-
stant expansion of memory capacities of computer technologies facilitates the
creation of public and private film archives.

In 2010, Gudedehus, Eichenberg and Welzer complain about the de-
ficiency in the development of theory on film as medium of memory, which
they characterize as ‘late, slow and hardly interdisciplinary’. They mock Ger-
man humanities for their ‘thick-wittedness’ to accept the importance of film
for social memory practice and do not leave any doubt about the capacity of
films to store and produce psychological and historical memory. Moreover,
they consider film to be interlaced with other medial techniques and with
collective rituals of consumption and remembrance in the 20™ century.”

Yet, in 2004, the German historian Olaf Berg had already proposed a
terminology for memory in film in a monograph. With recourse to Charles
Peirce, Michel Foucault and Gilles Deleuze, his compelling study reveals that
film is a dispositive that stores memory as archive, trace and/or deduction.
Firstly, film as being produced in a certain time is an archive — a material
porter of the past, “an artifact of former times” that can give us (a certain)
assurance about the past.'” Secondly, film as trace refers to the fact that film

T Ibid., p. 4.

% Ibid., pp. 4f.; my translation.

% Gudehus, C./ Eichenberg, A./Welzer, H.: “Film und Fernsehen.” In: Gudehus, C./
Eichenberg, A. / Welzer, H.: Geddchtnis und Erinnerung. Ein interdisziplindres Handbuch,
Stuttgart, Metzler, 2010, pp. 217-226.

Berg, O.: Film als historische Forschung: Geschichte in dialektischen Zeit-Bildern, mpz-
materialien Ne 9, Hamburg, 2004, pp. 33f.; my translation.
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can deal with former times. Thirdly, film as deduction considers the
interpretation of the past (and the presence) initiated by the moving
pictures.'"!

Widening the focus and leaving the German perspective, we find
convincing works that prove that film is one, if not the central memory
medium in times of “post Gutenberg-Galaxy”.'"”® The historian Omer Bartov
(born in Israel, teaching in the US) considers film to be the most import-
ant source of historical consciousness.'” His American colleague, Alison
Landsberg, argues that film has an even bigger impact than text. In films,
memories are represented, selected, and modulated in a pluralistic manner,
using textual, auditory, and visual elements. As we receive films with several
senses, Landsberg argues that memory presented by mass media is not only
connecting individual with collective memory, but also leaving its traces —
“prosthetic memories” — in the human body:

Prosthetic memories [...] emerge at the interface of individual and collective
experience. [...] [T]hese memories, like an artificial limb, are actually worn on
the body; they are sensuous memories produced by an experience of mass-
mediated representations.'®

The logical consequence is the warning of some critics who focus on
the problems of the ‘cineastic electronification of memory’, as does John
Urry, or even declare audiovisual media to be “history machines”, as did
Lindenberger.'?”

08 Cf. ibid., pp. 33f.

12 Cf. Bolz, N.: Am Ende der Gutenberg-Galaxis, Miinchen, Fink, 1995; and Harnad, S.:
“Post-Gutenberg Galaxy: The Fourth Revolution in the Means of Production of Know-
ledge.” In: Public-Access Computer Systems Review, 2, Ne 1, 1991, pp. 39-53.

Bartov, O. (ed.): The Holocaust: Origins, Implementation, Aftermath, London, Routledge,
2000.

Landsberg, A.: Prosthetic Memory. The Transformation of American Remembrance in the
Age of Mass Culture, New York, Columbia University Press, 2004, pp. 19f.

Lindenberger, T.: “Vergangenes Horen und Sehen. Zeitgeschichte und ihre Heraus-
forderung durch die audiovisuellen Medien.” In: Zeithistorische Forschungen / Studies in
Contemporary History, Ne 1, 2004, p. 6. http://www.zeithistorische-forschungen.de/1612
6041-Lindenberger-1-2004 [30.09.2015]: “Audiovisuelle Medien, insbesondere solche, die
im Alltag der Unterhaltung dienen, sind Geschichtsmaschinen.” However, Lindenberger
shows in his well-balanced article the chances of audiovisually-mediated historical
experience.
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“El cine es un arte”: the Cuban ICAIC, its objectives and its
protagonists

Among the first actions of the victorious ‘barbudos’, those unshaved Cuban
revolutionaries, was the foundation of a federal film institute. Under the
programmatic motto “el cine es un arte”, “film is art”'% they established the
Instituto Cubano de arte e industria cinematogrdficos, or short ICAIC, on
March 24 in 1959. The ICAIC is conceived by law no. 169 as an institution
with an important educational mandate: “The cinema has to function as an
appeal to consciousness and has to contribute to eliminating ignorance,
elucidating problems, [and] suggesting solutions.”'”” Julio Garcia Espinosa,
one of the founding fathers of the ICAIC, in his programmatic writing on
film, “Por un cine imperfecto” — “For an imperfect cinema” —, published in
1969,'® contrasts the “imperfect Latin-American cinema” with the “self-
sufficient and contemplative cinema” of the western productions and its
colorful presentation of “ideas or concepts which we already possess”.
Imperfect cinema, instead, should be produced “in cooperation with
sociologists, revolutionary leaders, psychologists, economists”, etc., in order
to offer “a cruel denunciation, [...] a painful testimony” of social inequality
and to achieve the “disappearance of the rigid division of labor and of a
society divided into sectors and classes”. Likewise, Tomas Gutiérrez Alea
underlines in his concept “Dialéctica del espectador”/“The viewer's
dialectic™'® the potentials of social transformation that Latin-American film
offers if intended as the opposite of the stardom-fixation and advertising
industry of the “bourgeois commercial filmmaking”: “Cinema can draw
viewers closer to reality without giving up its condition of unreality, fiction,
and other-reality.”

1% The law no. 169 of the foundation of the ICAIC was published in 1959, March 2. Cf. the
full text of the law and its preambles on the official site of the Fiscalia General de la
Republica de Cuba: http://www.fgr.cu/decreto-ley-169 [30.09.2015].

“El cine debe constituir un llamado a la conciencia y contribuir a liquidar la ignorancia, a
dilucidar problemas, a formular soluciones y plantear, dramatica y contemporaneamente,
los grandes conflictos del hombre y la humanidad.” http://www.fgr.cu/decreto-ley-169
[30.09.2015].

All citations that follow are taken from the first English translation of the breaking article of
Espinosa: Garcia Espinosa, J.: “For an Imperfect Cinema [1979].” In: Jump Cut: A Review
of Contemporary Media, Ne 20, 1979 /2005, pp. 24-26. http://www.ejumpcut.org/archive/
onlinessays/JC20folder/ImperfectCinema.html [30.09.2015].

All following examples are taken from the first English translation of Gutiérrez Alea, T.: “La
dialéctica del espectador [1982].” In: Jump Cut: A Review of Contemporary Media, Ne 29,
1984/2005,  pp.18-21.  http://www.ejumpcut.org/archive/onlinessays/JC29folder/Viewers
Dialec].html [30.09.2015].
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Alea adds that

film can also initiate in viewers [...] a series of thinking processes, reasoning,
judgments, ideas and thus a better comprehension of reality itself and a more
adequate way of conducting themselves, of acting practically.

Hence, the Cuban proposal is to produce film that “pushes spectators toward a
more profound understanding of reality”. Daniel Diaz Torres, another great
ICAIC filmmaker, highlights that, in its proposal of cine imperfecto and
viewer’s dialectic, cinema should focus on its own Latin-American
environment, present critical analyses, and embark on aesthetic experiments.
This would include a variety of perspectives, Collage film, non-linear plots,
or the shaky images of a hand-held camera. In other words, as long as it does
not drift towards uncritical cult, everything is allowed: intermedial references
to Social Realism or Italian Neo-Realism, as well as intramedial references to
influential filmmakers, such as Eisenstein, Bufiuel, Truffaut, or Saura.!'® The
Cuban filmmakers wanted to inform their audience about ethical, political,
and historical issues, while providing a critical distance of the viewers to the
medium of film. The goal was to establish a type of film that, as the German
Romanist Peter B. Schumann states, “forces you to think, that provides
mental stimulus”, and that creates a “greater balance between [...] abilities of
emotion and those of reflection”.'"! For that reason, movies about the history
of film, production techniques, and about film analysis were produced, that
were supposed to ‘alphabetize’ Cuban audiences in an audiovisual manner.
This educational campaign was put into practice with the so-called cinemovil,
a mobile film screening team that travelled through Cuba and showed the
ICAIC-productions in areas that did not have a cinema.''” Thus, ICAIC (and
other Latin-American filmmakers of the time) started their work with the
ambitious purpose to liberate the oppressed film and the oppressed people, or,
to say it in the words of Octavio Getino y Fernando Solanas to “free the third

10 Cf. Cabezén Doty, C.: Literatur und Film Lateinamerikas im intermedialen Dialog:

Einfiihrung in die Geschichte der verflochtenen Wechselbeziehungen zwischen Literatur
und Film Lateinamerikas seit 1960, Frankfurt a.M. [u.a.], Peter Lang, 2000, p. 174.
Schumann, P. B.: “Der kubanische Film im Kontext der Kulturpolitik.” In: Ette, O./
Franzbach, M. (eds.): Kuba heute. Politik, Wirtschafi, Kultur, Frankfurt a.M., Vervuert,
2001, pp. 669-682, here p. 137.

For general information about the history of the cine-movil, ¢f. Calderén Gonzalez, J.: “A
50 afios de la creacion del Cine-Movil ICAIC.” In: Cubarte, 27.9.2011, http://www.cubarte.
cult.cu/periodico/opinion/a-50-anos-de-la-creacion-del-cine-movil-icaic/20045.html
[30.09.2015].
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cinema of the third world”.'" In order to achieve these aims, Cuban film
deals mostly with history: “Two central themes” as Julianne Burton notes,
“run through all of Cuban cinema, fictional and documentary production alike
— history and underdevelopment.”'"*

The (Under)development of memoria after 1959

Hardly any movie would be more suitable to function as an example of how
memory is staged in the new Latin-American film than Memorias del
subdesarrollo, which was produced by the famous ICAIC director Tomas
Gutiérrez Alea in 1968. Memories of Underdevelopment encapsulates
everything that the ICAIC intended to achieve by its foundation. In both form
and content, it challenges the commercial filmmaking of Hollywood; it is
aesthetically and politically cine imperfecto. 1t is a film whose complex
(memory) structure provokes the ‘viewer’s dialectic’. It is also a film that
moves along the verge of the Revolution in its representations of the present
and the past.

Memorias del subdesarrollo tells the story of Sergio, a young author and
educated heir of a furniture company. In the year 1961, Sergio is left alone in
Havana while his parents and wife immigrate to Miami. Without any other
occupation, he starts to be a flaneur and not only roves the streets of Havana,
but also the national and personal past. The camera almost playfully puts us,

3 Cf. Getino, O. / Solanas, F.: “Apuntes y experiencias para el desarrollo de un cine de libera-

cion en el tercer mundo [1969].” In: Hojas de Cine. Testimonios y documentos del Nuevo
Cine Latinoamericano, Vol 1: Centro y Sudamérica, México, Coleccion Cultura universi-
taria, pp. 29-62, my translation.

It was soon revealed that the critical faculty of the revolutionary government itself was
limited. In 1961, already, after heated public debates concerning the censored ICAIC film
p.m. (by Saba Cabrera Infante, Orlando Jiménez Leal), Fidel Castro clearly signified to the
Cuban intellectuals, that in the future only artistic works would be tolerated that followed
the ideals of the revolution. He put this in the prominent dictum: “dentro de la Revolucion,
todo; contra de la Revolucion, nada. [Inside the revolution everything, outside of revolution
nothing.]” In: Castro, F.: “Discurso pronunciado por el Comandante Fidel Castro Ruz,
Primer Ministro del Gobierno Revolucionario y Secretario del Purs, como conclusion de las
reuniones con los intelectuales cubanos, efectuadas en la Biblioteca Nacional el 16, 23 y 30 de
junio de 19617, http://www.cuba.cu/gobierno/discursos/1961/esp/f300661e.html [30.09.
2015]. Since then, Cuban art is captured in these co-ordinates and, as we see, as well
memory-film is constantly evaluated if it lies within or beyond the ideas of the revolution
(cf. Schumann: “Der kubanische Film im Kontext der Kulturpolitik™).

In her excellent article Burton gives a detailed and concise overview of the first two and a
half decades of Cuban film after 1959, its projects and processes: Burton, J.: “Film and
Revolution in Cuba: The First 25 Years.” In: Martin, M. T. (ed.): New Latin American
Cinema, Vol 2, Detroit, Wayne State University Press, 1997, pp. 123-142, here p. 128.
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the viewers, in varying perspectives experiencing the protagonist and his
surroundings, often in the cinéma vérite-style of the hand-held camera. On the
one hand, Sergio is established as a smart, cultured, good-looking, intellec-
tual, young man who takes a decidedly critical position towards the attitude of
the saturated bourgeoisie and the crimes of the Batista era. As such, Sergio
functions as a character with high identification potential for the leftist —
bourgeois — audience. On the other hand — and from the point of view of the
young Revolution — he combines many negative characteristics: our hero is an
elitist, rich, indolent, self-absorbed, lecherous voyeur and seducer who lacks
solidarity. Finally, he is far from being the “Hombre Nuevo”, the “New Man”
Che Guevara proposed for Cuban Revolution: Sergio is reluctant to take up
arms when his country enters into the missile crisis. At the end of the movie,
Sergio finds himself in a deep conflict with the laws of the Revolution and his
own psyche.

The cinematography that enables the contradictive interpretations of the
film'" is based on the ingenious inversions of sense, produced by the camera
play (which reaches from sharing Sergio’s perspective and passing judgment
with him, to looking at him the very next moment and passing judgment on
him), the permanent contraposition of fictitious and historical (film) material
and the crossing of both, reality and fiction, for instance by scenes of film
production in the ICAIC studies or the voice-over comments of Sergio
concerning the historical documentary scenes.''® In addition to the existing
readings of Memorias, it is produced by this to and fro of the individual
memory of the protagonist and the historic documentaries, which (re)present
the collective memory (for example the court scenes of the trials against
Batista or against the invaders at the Bay of Pigs; original tapes of Fidel

51t is interesting to see how critics react to Sergio’s characterization in the film: Michael

Chanan underlines that “in almost all respects we’re inclined to reject [him]” and points out
that the film denies bourgeois identification with Sergio (Chanan, M.: Cuban Cinema,
Minneapolis, University of Minnesota, 2004, p. 238). It is easier to follow Adam Sharman,
who points out the ambivalent character of Sergio (and the film) and shows that “some of
Sergio’s criticisms of the Revolution [...] belong to the film as a whole” (Sharman, A.:
“The Indiscrete Charm of the Bourgeoisie, or, the Difficulty of Going beyond the Subject of
the Nation: Gutiérrez Alea’s Memorias del subdesarrollo.” In: Bulletin of Hispanic Studies,
84, Ne 5, 2007, pp. 645-660, here p. 647). For the most detailed juxtaposition of the
divergent readings of the film cf. Schroeder, P. A.: Tomas Gutiérrez Alea: The Dialectics of
a Filmmaker, New York, Routledge, 2002.

For further descriptions of this strategy, see Burton, J.: “Film and Revolution in Cuba: The
First 25 Years.” In: Martin, M. T. (ed.): New Latin American Cinema, Vol 2, Detroit,
Wayne State University Press, 1997, pp. 123-142 and especially Schroeder: Tomds
Gutiérrez Alea.
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Castro’s speeches; images of the mobilization of troops during the Cuba Cerisis).
As the intervals of cuts between the historical scenes from documentaries and
Sergio’s personal history accelerate, the initially clearly marked difference
between fiction and reality, between individual and historical memory,
becomes blurred. In this process, the film considers questions about facticity
and reliability of memory, about reconstructability of the past, and about
possibilities to represent and assess personal as well as collective history.
Memorias del subdesarrollo reflects on these fundamental questions on a
textual level, meaning Sergio’s continuous voice-overs, and on a formal level,
meaning cinematography and editing of the presented images. One message
directed at the dialectically educated viewer is that the ‘Truth’ of past and
presence is, after all, a question of perspective and of the alignment of text
and image.

Finally, as Schroeder points out, Memorias del subdesarrollo is a film,
which has no clear ideological message and which has caused contrary
reactions. It was criticized in Cuba, in 1968, as subverting the Revolution.
Nevertheless, in the USA it was understood as an obvious assault on the First
World and its screening was prohibited in many states, while Richard Roud of
the New York Times emphasizes the critical, but “eminently fair'"
perspective on Revolution that the film offers.'"®

Indeed, even the title itself leaves ample room for interpretation: who is
reporting here on whose under-development? — Is Sergio featured as the one
looking back on the underdeveloped era of Batista’s cruel dictatorship, or
does the title refer to Sergio’s retrospection on his own underdeveloped life
and his failing relationships? At the same time, it may be the film itself that,
in the late 1960s, looks back on the early period of the Cuban Revolution. But
what would underdevelopment refer to in that context? Does it refer to the
persistence of the narrow-minded bourgeoisie and the elitist intelligentsia?
Or, conversely, is it a reference to the intellectually underdeveloped, young
revolutionary society and the compulsive control of the new government,
which will destroy Sergio’s life? The film provides all these interpretative
approaches. Only the fact that Sergio’s emotional, social, and intellectual
failure entails the failure of the entire pre-revolutionary system is
unambiguous. Hence, the film illustrates that, alongside the protagonist, not

7" In Schroeder: Tomds Gutiérrez Alea, pp. 21f.

Gutiérrez Alea referred to all interpretations of his film as revolutionary criticism, as
“misinterpretation” (cit. in Davies, C.: “Recent Cuban Fiction Films: Identification,
Interpretation, Disorder.” In: Bulletin of Latin American Research, 15, Ne 2, 1996, pp. 177-
192, here p. 177).
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only is the glossy reality of the privileged destroyed, but also their intellectual
potential. At the end, as A. Schroeder postulates, when history and the
collective prevail over individuality, this film does not leave us with a sense
of triumph, but rather with a sense of loss. By Sergio’s exclusion, the arts,
literature, and critical reflection could be soon separated from Cuban
reality.'"

Undeniably, Memorias del subdesarrollo evaded Cuban censorship as
well, because Tomas Gutiérrez Alea, as a persecuted artist under Batista and
founder of the ICAIC, was beyond any doubt when it came to his
revolutionary sentiments. Yet, next to his many clearly ideologically
positioned films, one can also find more examples of ambivalence. This is the
case in Los sobrevivientes (1979), a film in which Alea again celebrates the
memory of the sophisticated (educational) bourgeoisie. In reference to
Buiiuel’s Le charme discret de la bourgeoisie, this film is about an upper-
class Cuban family who, in 1959, retreated with their servants to their Cuban
manor to sit out the end of the Revolution. But as the Revolution does not
end, the feudal refuge turns into a prison. The spacious manor becomes a huis
clos in which the family members fall more and more into a state of mental
and physical decadence. Los sobrevivientes, on the one hand, once again
parodies the pre-revolutionary upper-class and starts from a glamorous, yet
unjust, past; but, on the other hand, by the end of the 1970s, this voluntary
isolation of the family and the decay of both their luxurious property and their
ideals reveal a criticism of the self-isolating and sometimes grotesque-acting
Cuban Revolution itself.'*’

Memory and oblivion after 1989

The distorted image of the history of the Cuban Revolution as the history of a
mentally and physically shattered society, which wastes away in a collective
island-captivity, is brought up again in 1991. Alicia en el Pueblo de
Maravillas, directed by Daniel Diaz Torres, portrays the story of Alicia, a
young revolutionary woman who starts her service as a social worker in and
with the “pueblo de Maravillas” (“pueblo de Maravillas” has the double sense

9 Cf. Schroeder: Tomds Gutiérrez Alea.

This ambivalent attitude towards the colonial, respectively the dictatorial past, is present in
many Cuban films that, at the same time, programmatically criticize the social injustices
and celebrate Havana’s splendor, based on inequality and exploitation. I am referring to
films such as Cecilia Valdés (1981) and Un hombre de éxito (1986) by Humberto Solas; La
bella del Alhambra (1989) by Enrique Pineda Barnet; La edad de la peseta (2007) by Pavel
Giroud; Los dioses rotos (2008) by Ernesto Daranas.
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of ‘wondervillage’ and ‘wonderpeople’). Maravillas is a sanatorium where
mentally disturbed patients — who had been committed to the hospital for
having failed to be the socialist ‘new man’, ‘el hombre nuevo’ in the
revolution society — live under the dictate of a psychiatrist whose rhetoric and
gestures are reminiscent of those of the mdximo lider of the revolution, Fidel
Castro. Using literally black, i.e. scatological humour, the film presents a
sharp critique of the many deficits of the Cuban Revolution, having reached
the end of its third decade (the script was finished in 1988'?"), as there are
supply bottlenecks, mismanagement of the construction industry, technical
underdevelopment, an insufficient health system, a hollow cultural sector, and
blind following as the main political attitude. Besides this, it uses various
strategies of metaphor and metonymy to circumvent censorship, such as the
fantastic hyperboles of the plot with its allusions to Lewis Carroll’s Alice in
Wonderland, the parody of Gothic elements and shocking effects, or the end,
which reveals the entire story to be a nightmare of Alice, who had fallen
asleep in the bus station waiting for her transport to Maravillas. But, neither
the strategies of circumvention, nor the fact that this film was awarded the
peace prize at the Berlinale Film Festival in 1991, could save it from
prohibition in Cuba. Alicia en el Pueblo de Maravillas was banned from film
theatres after four days “for squandering state resources and ridiculing the
Cuban people at the most critical moment in their post-revolutionary
history”'** — and certainly above all because Alicia’s solution to put an end to
the collective madness consists in thrusting the tyrannical doctor into an
abyss. The consequences for the filmmakers were more than severe: director
Daniel Diaz Torres temporarily became the object of a public smear
campaign, screen writer Jesus Diaz was declared — in absentia — a persona
non grata, and the order to shut-down the ICAIC could scarcely be
avoided.'”

Returning to the question of memory, it is rather obvious that the plot of
Alicia en el pueblo de Maravillas does not function as an explicit enactment
of memory in the sense of the rediscovery of a historical past; it is not a
“trace” of memory.124 Yet it can be considered, first, as a “deduction”, as an
interpretation of the present and recent past of the Cuban Revolution,

2L Cf. Chanan: Cuban Cinema, p. 459.

22 Davies: “Recent Cuban Fiction Films”, p. 188. The prohibition, one of the few in Cuban
Film history, was not complete: after 1991, the film has been occasionally shown to a
selected audience (cf. Schumann: “Der kubanische Film im Kontext der Kulturpolitik”,
p. 677).

12 Cf. the detailed depiction of Chanan: Cuban Cinema, pp. 457ff.

124 Cf. Berg: Film als historische Forschung.
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especially of its loathed aspects and, second, the film of Diaz Torres has the
function of an “archive”, being the embodiment of all that is banned from the
revolution as an open critique or a negative memory. Thus, in Cuban film
history, Alicia has become the lieu de mémoire for the revolution’s
intolerance and cultural censorship. The lesson to Daniel Diaz Torres and
ICAIC had a binding effect: it is not until 2011 that we witness the re-
appearance of such a fantastic ironical take on the ailing Cuban revolutionary
society. In Alejandro Bruguera’s film Juan de los Muertos, Havana has
turned into a city controlled by zombies, which have to be killed by a group
of dissidents in order to save Cuba. But, in contrast to Alicia, the zombie-
elimination-expert — “Juan de los muertos” — refuses to release Cuba from its
maximo zombie.

At the beginning of the 1990s, the Cuban Revolution lived through what
was probably its most difficult time. The end of the Soviet Union caused an
economic crisis of enormous extent that could only be contained by actions
causing great inner contradictions: the legalization of the Dollar, the first
privatizations of companies, the advancement of tourism, and the sufferance
of prostitution and the black market. In this so-called special period in times
of peace — the periodo especial en tiempos de paz — it seemed that the days of
the revolution were finally coming to an end.'” Yet the hopes for political
transitions and ideological opening receded following the measures taken
against Alicia en el pueblo de Maravillas. Nevertheless, like many times
before in Cuban history, the government soon seemed to steer its culture
politics in another direction. Already in 1993, in Tomas Gutiérrez Alea’s
high-gloss production Fresa y chocolate — a film that oscillates between the
genres of comedy and melodrama — many taboos were broken at once. The
film delineates the encounter between the homosexual artist Diego and David,
a young, inexperienced, and initially homophobic revolutionary. Diego
enlightens David about the non-lieux de memoire of the revolution, referring
to sexual discrimination, UMAP camps, the denial of prostitution, censorship,
repression, and the banishment of opposition especially in the 1970s. In
this sense, the film is, in the words of Catherine Davies, “[t]o paraphrase
Freud, [...] a nostalgic ‘remembering, repeating and working through’ of an
immediate collective past”.'”® Diego shows David an alternative to his
political dogmatism, introducing the young revolutionary to the world and
values of national art (e.g. the literature of Lezama Lima, the music of Benny

123 Details of the consequences the end of USSR had for the Cuban film industry are provided

by Chanan: Cuban Cinema, pp. 444ff.

126 Davies: “Recent Cuban Fiction Films”, p. 179.
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Mor¢, the syncretistic Cuban paintings and sculptures, etc.). While Alicia,
from 1991, offered a radical model to overcome the crisis and renew the
Cuban power structure, Fresa y chocolate debated gay rights and political
reconcilement, as Paul Julian Smith and Enrico Mario Santi point out.'*’
Calling for solidarity between homosexuals, artists, and the revolution-caste,
the film argues that a moderate ideological opening can enable the revolution
to continue. Although it does not offer further solutions (as Davies notes, we
know nothing about the future of David, possibly being expelled from
university and Diego living in exile), it makes a double proposal to confront
the actual ideological problems: firstly, requesting dialogue and reconciliation
of the orthodox revolutionary and the more liberal intellectual groups instead
of drastic measures of thought control; and secondly, fortifying the repressed,
cultural and historical memory to build up the national Cuban identity. Thus,
in the terminology of Berg, the film is at once a “trace” (of the memory of the
historical ‘grey’ decade of the 1970s), an “archive” (of the problematic
situation of the early 1990s) and a “deduction” (as a meta-memory reflection
in its drawing attention to the relevance of the suppression of a great part of
Cuban memory for present conflicts).

Strawberry and chocolate, which was for the first time broadcast on
Cuban television in 2008, had few consequences regarding the tolerance
towards artists (censorship exists in varying degrees until today).'*® All the
same, this film caused great social changes with respect to the inclusion of
homosexuals. Since then, a visible homosexual scene with a new kind of self-
conception has been established. Film’s handling of memory in Cuba runs the
risk of censorship, as the country’s recent history is full of officially silenced
non-lieux de mémoire. In testing the boundaries of ‘dentro de la revolucion’,
the presented films used different strategies to represent loathed memory:
firstly, the intellectual and aesthetic ambivalence in Memorias del sub-
desarrollo; secondly, the metaphorical (too badly) hidden appeal for radical

27 Smith, P. J.: Vision Machines. Cinema, Literature and Sexuality in Spain and Cuba 1983-

1993, London, Verso, 1996; Santi, E. M.: “Fresa y chocolate: The Rhetoric of Cuban
Reconciliation.” In: Modern Language Notes, 113, 1998, pp. 407-425.

Santi’s rather critical interpretation thus came true in the sense that Gutiérrez’ film did not
change the general attitude of the political system: “As a symptom of Cuba’s special period,
following the collapse of Real Socialism in Europe, Fresa y chocolate resorts to melodrama
in order to represent the loss of the tragic vision that was the trademark of the epic struggle
for anti-imperialist liberation during the early years of the Revolution. But in the urge to
resacralize national identity, its storyline cannot help but be faithful to the melodramatic
rhetoric it adopts, stopping short of being self-critical and ultimately pressing a moral
universe that is very similar to the one it attempts to replace.” In: Santi: “Fresa y chocolate:
The Rhetoric of Cuban Reconciliation”, p. 424.
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change in Alicia en el pueblo de Maravillas; and finally, the romantic,
humorous, sentimental call for less ideological strength and reconcilement in
Fresa y chocolate. Since the making of Fresa y chocolate, two decades have
gone by. Contrary (or according) to all expectations, the Cuban Revolution
has survived. The ICAIC has remained productive, even though its pro-
ductions have changed a great deal. The collaboration with international
investors protects filmmakers from ideological intrusions and restraints
within Cuba, but this also demands taking into account the taste of the
international market. By now, former filmic experimentation and innovation
have mostly given way to sleek productions. Nevertheless, the way in which
Cuban film deals with memory foday, is an interesting research question that
remains to be explored and answered. The examination of Cuba’s own history
is rarely as explicitly prevalent as in Lisanka (2010), in which Diaz Torres re-
processes the Cuba Crisis (once more) in a humoristic manner. The vast
majority of stories and plot-lines that have been written and filmed in the last
couple of years are set in Cuba’s present. However, the melancholic look at
the past is almost ubiquitous in numerous productions. As most of the present
films are set in the capital, it is the decaying Havana that recalls time and the
Cuban memories of development and underdevelopment.
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