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Throughout the 20th century, cinema has played, and, to some extent, continues to play a
key role in shaping the social imagination and anthropology of modern human. Neverthe-
less, as a review of English scholarly literature shows, cinema, unlike art and music, remains
a marginal subject of analysis for sociologists. The article attempts to consider the state of
sociological reflection on cinema in the context of the cultural turn in sociology in both the
international and national contexts. By reconstructing the history of the interaction between
sociology, film studies, and cultural studies, the author not only proves the scarcity of interest
among sociologists in the analysis of cinema, but also discusses the ways by which sociologi-
cal perspectives were involved in film research at the turn of the 20th-21st centuries, and the
potential of the latter for the study of social imagination. A survey of communities of Soviet
sci-fi cinema fans demonstrates one possible way of developing of the sociologically oriented
program of cinema studies.
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Dmitry Kurakin’s article “The Sociology of Culture in the Soviet Union and Russia: The
Missed Turn” marked a milestone for the discussion of Russian sociology of culture
against the backdrop of general tendencies in sociology around the world. On the whole,
Kurakin’s assessment of the state of affairs seems quite plausible. It is, however, worth
discussing the criteria for this kind of assessment not only as it applied to Russia, but also
in a broader context. The cultural turn, missed by both Soviet and Russian sociologists,
is embodied in the program of American cultural sociology as articulated by Jeffrey C.
Alexander et al. Based on the distinction suggested by Alexander and Smith, Kurakin
proceeds to differentiate between cultural sociology as a general sociological theory and
sociologies of culture as sectoral sub-disciplines, that is, a sociology of literature, of art,
or cinema (2017: 12, 17). This definition is a bit of an oxymoron, considering that Ameri-
can sociologists themselves admit that the construct of culture as an autonomous object
necessitates borrowing interpretative techniques from the humanities (“from Aristotle
to such contemporary figures as Frye (1971/1957) and Brooks (1984)” (Alexander, Smith,
2003; 14)). In this sense, culture’s image as an object of sociological research is determined
not only by those general declarations regarding culture’s significance for the interpreta-
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tion of social action, but also by a researcher’s ability to interpret texts' produced by
the respective humanities. Accordingly, a systematic characterization of the cultural turn
is only possible upon analyzing the development in respective sectoral sub-disciplines
where sociology intersects with research into literature, art, music, cinema, etc.?

This idea is implicit in Kurakin’s inquiry into the Soviet sociology of culture. Whereas
most research into the sociology of art and cinema does not stray far from the positiv-
ist approach and manifests a weakness of theoretical reflection (and a detachment from
the international scholarly context), works by the Levada circle, including those by Lev
Gudkov, Boris Dubin, and Abram Reitblat study literature as a social institute, and build
upon literary studies, the sociology of knowledge, social psychology, and a number of
other disciplines. Starting from the sociology of literature, Gudkov and Dubin mapped
out a project of a social and anthropological analysis of culture. This project not only “to a
certain extent foreshadowed the culturally sensitive perception of Durkheim’s later work
in sociology and the foundation of the ‘strong program’ in cultural sociology by Jeftrey
Alexander and his colleagues in the mid-1980s” (Kurakin, 2017; 11), but also seems more
interesting than the works by Gudkov’s and Dubin’s American counterparts.” Meanwhile,
other fields of the Russian sociology of culture have nothing comparably significant to
boast about.

In the present article, I would like to address the state of another sectoral sub-disci-
pline, the sociology of cinema (or cinematic sociology). According to Kurakin, works in
this field are generally representative of the state of Russian sociology of culture: he writes
that “the majority of those studies were conducted using a narrow positivist approach and
made little attempt to engage seriously with any sociological theories” (13). In this case,
labeling this a “missed turn” makes a lot of sense. However, in the international (primar-
ily English-speaking) scholarly context as well, research into cinema in light of the “cul-
tural turn in sociology” is rather problematic. As I am going to try and show later on, the
sociology of cinema is not exactly viewed as a separate sub-discipline. Unlike sociological
reflection on music (DeNora, 2000) and art (Heinich, 2001), a sociological reflection on
cinema has but a tenuous connection to the project of cultural sociology. The question of
how the sociology of cinema, both Russian and international, correlates to the cultural
turn will be in the focus of my attention.* For this, I am going to characterize the inter-
action between cultural sociology and film studies/cinema studies, which subsequently
should let me define the historical perspectives and contemporary conditions for the es-

1. As Alexander successfully demonstrates in his perusal of Parsons’ sociological theory (1990).

2. This idea is derived from the multifaceted nature of the concept of culture that includes such meanings
as an individual self-improvement and lifestyle, as well as various forms of aesthetic activity as succinctly ar-
ticulated already by Raymond Williams (1985: 87-92). For an endeavor to apply a similar concept to the sociol-
ogy of art, see Farkhatdinov (2010). For a balanced characterization of the relationship between the sociology
of culture and cultural sociology, see Inglis (2016a).

3. For more on the gist and fate of this project, see Kaspe (2015), Stepanov (2015).

4. It is worth noting that my study will be limited predominantly to the English-speaking branches of the
sociology of culture / cultural sociology in general, and the sociology of cinema in particular.
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tablishment of a sociological reflection on cinema. Then, I am going to try and show how
this reflection helps shape the premises of contemporary cinematic research.

“The Lost Horizon"”: Cinema in Contemporary Cultural Sociology

I will begin my discussion of sociology’s interaction with film studies/cinema studies
by perusing the works that form the canon of the cultural sociological project. By sys-
tematically defining the place of cultural problematics in the structure of sociological
knowledge, works by Jeffrey Alexander and Philipp Smith have played a key role in the
critical re-conceptualization of the discipline of sociology, and created a new system of
theoretical references. Nevertheless, a present-day student of cinema as a phenomenon
of contemporary culture, one who is familiar with the evolution of cultural studies in the
humanities, is bound to feel awkward when perusing these texts as they present outdated
knowledge about culture. Such a researcher would find it strange for the task of develop-
ing and mastering various textual interpretation techniques that were largely fulfilled
over the course of the twentieth century to be presented in the early twenty-first century
as not just relevant, but also as innovative. One of the most systematic attempts at reflec-
tion of this kind was made by British cultural studies, which Alexander and his colleagues
are rather ambivalent about. While acknowledging the contribution of British cultural
studies to the progress of theory of culture and, at a certain point, even using the term
cultural studies in reference to their own project, Alexander and Smith repeatedly dis-
qualified them as reductionist (2003: 17-18). It seems indicative that this criticism is based
primarily on their assessment of the collective works published by Birmingham-based
researchers in the 1970s. This means that American sociologists have largely ignored the
best practices developed in Birmingham in the 1980s—2000s in the sphere of media text
analysis and daily culture, along with the theoretical development of subjectivity issues,
as well as the discussion of the studies of popular culture that was key to the establish-
ment of cultural studies as a discipline (Johnson, 1986; Stepanov, 2015).°

In some cases, it is the cultural sociologists’ unwavering focus on the tradition of
sociological theory, which they accuse cultural researchers of neglecting, that hinders
their exchange with the tradition of the humanities (Sherwood, Smith, Alexander, 1993).
What is notable in this sense is the explanation of why turning towards the visual is in-
dispensable, as given in the introduction to the collective volume entitled Iconic Power:
Materiality and Meaning in Social Life (Bartmanski, Alexander, Giesen, 2012). Stating that
sociologists have neglected studying visual texts for a long time, the authors write that
“The founders of critical social theory, from Karl Marx to Max Weber and Walter Benja-
min, have insisted too much on disenchantment. We need to look much more to Emile
Durkheim’s notion of totemism if we are to capture the enduring parameters of material
symbolism and the role materiality plays in social classification and boundary making.
The French founder of cultural sociology insisted that “collective feelings become fully

5. For a critical survey of interpretation of the tradition of cultural studies in the works of J. Alexander see,
e.g., McLennan (2005: 2-3), Oswell (2010: xxviii-xxix).
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conscious of themselves only by settling upon external tangible objects” (1995: 421). With
this volume, we build upon this classical insight, connect it with contemporary currents
in cultural sociology and aesthetic philosophy (see Boehm, Belting, and Giesen, this vol-
ume), and demonstrate how a theory of iconic power can be put to work in an explana-
tory way. We suggest that iconicity allows us to see enchantment as a continuing presence
despite tremendous historical change” (4). As we can see, the fact of visual imagery’s
impact, axiomatic for any student of today’s visual media, requires invoking not only
the thesis of disenchantment for its legitimization, but also the Durkheimian notion of
archaic totemism.® This way of thinking leaves all studies of visual imagery’s captivating
power outside of our scope (as exemplified in works by the previously mentioned Walter
Benjamin, as well as Siegfried Kracauer, Rolan Bart, and other classics of media stud-
ies) and studies of social imagination (from Cornelius Castoriadis, Benedict Anderson,
and from Arjun Appadurai to Henry Jenkins and Michael Saler), which substantiate the
possibility of studying imaginary universes and the various forms of “enchantment” as
something of fundamental importance for the functioning of contemporary society. This
certainly does not necessarily mean that the above-mentioned scholars have no works
devoted to these issues,” but the use of this argument in itself seems symptomatic.

The very status of cinema as a field of references in the works of cultural sociologists
turns out to be quite marginal. While proponents of critical theory like Slavoj Zizek and
Fredric Jameson® keep making recourse to cinema in order to conceptualize the process-
es taking place in contemporary society, for cultural sociologists, cinema as one of mass
media is, unlike theatre, music, and literature, neither a theoretically significant object,
nor a source of metaphors and examples. Even leaving aside the question of how this de-
pends on a specific individual cultural sociologist’s intellectual, theoretical, and aesthetic
values, one can see that the status of cinema as an object of sociological analysis is mar-
ginal. Cinema-related publications in leading cultural-sociological periodicals (such as
Cultural Sociology and the American Journal of Cultural Sociology) can be counted on the
fingers of one hand, which is especially striking against the backdrop of dozens of publi-
cations in the field of the sociology of music. There are just as few monographs that aspire
to consider cinema as a phenomenon of significance for today’s society. Compendia on
the visual sociology and the sociology of media (e.g., Emmison, Smith, 2000)° also offer
scarcely any texts on the sociology of cinema.

6. Tia DeNora also begins her work by criticizing an invocation of the Durkheimian tradition (2000: 3).

7. Notably, when turning towards media analysis, Alexander immediately finds himself compelled to refer
to Stuart Hall’s works.

8. John Urry may serve as an example of a classical sociologist who actively introduced cinema into the
space of reflection (2016).

9. It merits saying that this situation is, to an extent, typical of other social sciences as well. For example,
Wolf Kansteiner describes the failed attempt in the 1990-2000s to incorporate a reflection on cinema into the
practical work of a leading American historical publication, American Historical Review (2018: 131-132).
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“Pride & Prejudice”: The Sociology of Cinema—Cultural Studies—Film Studies

Researchers have many a time written about the paradoxical situation of the sociology of
cinema. The sociologists Tatiana Signorelli Heise and Andrew Tudor noted that, having
emerged alongside sociology and grown to be the most influential communication chan-
nel in contemporary society, cinema has never been an object of sociological investiga-
tion in its own right (2016: 481). Although social studies of cinema, occasionally involving
classics of sociology (Herbert Blumer in particular), began as early as the 1910s, respec-
tive projects never became part of mainstream social sciences or the humanities. This was
because they were mostly quantitative studies (related especially to marketing), designed
to figure out the parameters of the audience and the films’ success factors and document
the effects of cinema’s impact on the audience (Signorelli Heise, Tudor, 2016: 485))."° As
cinema gained academic recognition in the 1960s-80s, a number of works were published
with an expressed purpose of establishing the sociology of cinema (Huaco, 1965; Jarvie,
1970; Tudor, 1974; Prokop, 1982). However, this is where the development of the sociology
of cinema as a sub-discipline actually halted."!

The coming-together of film studies, as well as cultural studies on the whole, had to
do with the distancing from the above-mentioned models of sociological inquiry. In their
exploration of culture, generally-speaking, and cinema in particular, the new disciplines
were guided by structuralist and semiotic approaches aimed at establishing the peculiari-
ties of film as a text. These approaches are not exactly foreign to sociological problemat-
ics. Nevertheless, by following the critical tradition, they opposed mainstream sociology
with its structural and functionalist perspective and the respective methods of empirical
analysis. Worth noting is the position of a leading theorist in film studies, Dudley An-
drew, who, in his 1984 publication, remarked on the specifically humanitarian nature of
film studies’ conceptual apparatus, and doubted that the sociology of cinema would ever
be able to incorporate it (8-9).

An important contribution to the success of sociological reflection in the framework
of film studies was made by cultural studies claiming to be an alternative to the sociology
project for the study of modern society (Inglis, 2016: 313; Stepanov, 2015). This contribu-
tion is at least twofold. Firstly, films could now be seen as a form of a representation of
social reality. This not only relativized the aesthetic evaluation and allowed including
the broadest possible body of films, but also consistently turned cinema into the source
material for probing into society’s notions about itself, representation of various groups
and communities, and social confrontations and conflicts (Turner, 1993; Turner, 2008).
Thanks to cultural studies, issues of identity have become one of the key lines of re-
search in various human sciences, including film studies. Secondly, re-thinking cinema’s
impact and its reception by the viewer played an important role. One of the turning
points for cultural studies was their debate with the structuralist-minded theorists of the

10. Today, this research is described in the context of history of the film industry (Ohmer, 1999; Sklar,

1999).
11. For an overview of these works, see do Nascimento (2019).
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journal Screen about how the cinematographic apparatus should operate.'? While theo-
rists upheld the notion of a passive beholder whose position is derived straight from the
cinematic impact, cultural studies insisted on spectator autonomy and active potential,
and the possibility of a different reception of cinematic texts by different audiences. This
would then shift the issue of impact and reception into the plane of social and cultural
diversity. Notably, cinema was not a priority research object for the Birmingham school
and their followers: studies into T'V-viewers’ receptive activity played a much greater role
in the development of problems of studying popular culture (Pribram, 2005: 160)."* It
nevertheless seems indicative that it was mostly proponents of cultural studies (Turner,
1993; Tudor, 1998, Denzin, 2002; Miller, Stam, 2004) and like-minded scholars who, in
the 1990-2000s, published summary works on cinema as a social phenomenon.**

However, the expansion of identity issues, seen as an expression of the postmodernist
crisis in academe (Readings, 1996), was also perceived as a symptom of the crisis in film
studies as a discipline in the 1990-2000s. One of the features of crisis, in experts’ eyes, was
the scattering of film scholars across the departments of literature and language studies,
media, etc. (Chow, 2001). An even-more momentous process to instill the sense of crisis
in the discipline was the transformation of media space in the late 1990s—early 2000s.
New media technologies not only changed cinema’ cultural status, but also undermined
the future of film studies. It seemed that, having lost the radicalism of their original im-
pulse, film studies found themselves marginalized along with the object of their research,
which increasingly lost not only its classical form, but also its relevance as a form of me-
dia consumption. Tom Gunning poignantly described this situation in his review of this
field of knowledge when he wrote “Has the era of film studies come to an end? Should the
study of film simply be absorbed, if not replaced, by the larger discipline of media studies
or even visual studies? Has a scholarly preoccupation with film or cinema studies become
a limited paradigm, appearing a bit out-moded, even a bit embarrassing, like an outfit
once considered trendy? The future, to coin a phrase, is not what it used to be. A medium
that spent most of the twentieth century trying to establish cultural credentials and often
apologizing for its cultural youthfulness (or even immaturity) now has to defend itself
from charges of incipient Alzheimer’s syndrome. Could it be the fate of cultural studies
that embrace modernity and its products that they pass too quickly from youthfulness to
senility, displaced by the latest academic fashion?” (2008, 185)."*

At the same time, efforts to re-conceptualize cinema as an object of study in the works
of the leading representatives of film studies bear witness to the fact that the situation

12. To be fair, this journal, too, published articles on the sociology of cinema. For instance, Terry Lovell’s
piece adapting the classical sociological toolkit for the analysis of cinema (1971).

13. Nevertheless, Dana Polan recently proclaimed a renewed interest in the writings of Raymond Williams
on film (2013).

14. Norman Denzin’s works (1995) stand out from the rest in that they attempt to use (Hollywood) cin-
ema as the lens for an investigation of life in American society, as well as devise a quality methodology for an
analysis of “cinematic society”.

15. See also Samutina (2011). On a similar temporal situation in the evolution of cultural studies, see Ste-
panov (2015).
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of crisis has become time to develop new perspectives in this field of knowledge that
are driven by the evolution of sociological reflection. Of utmost interest here are not so
much the endeavors to rehabilitate the sociology of cinema in light of a certain theory
(for instance, that of Pierre Bourdieu)'® or an approach (e.g., a study of how identities are
constructed on-screen),'” as the reflection by leading representatives of film studies that
turns the situation of crisis into a source of theoretical, and sociological, reflection. For
theorists, issues of cinema’s specifics as a medium, on the one hand, and the diversity of
its social contexts, on the other, come together in the task of conceptualizing cinema as
an experience (not only purely semantic, but also physical (Gunning, 2008, 201), and, ac-
cordingly, boost their interest in the figure of a viewer and its historic transformations in
the culture of the twentieth century. Among priority topics for debate is that of cinephilia
as the quintessence of a positively meaningful cinematic experience (Andrew, 2009).'®
According to Natalia Samutina, it is indicative that, in describing the present state of film
studies, theorists “find it appropriate to make a sort of “personal confession” and remi-
nisce about how different their own experience of watching and studying films used to
be earlier” (2011).

It is precisely cinema’s specifics as a medium and problems of the cinematic experi-
ence that serve as the criteria to assess the significance of one or another theory. Here, let
us recall Michael Turvey’s oft quoted statement, “we have to use our expertise—gained
from watching large numbers of films, observing them and the response of viewers to
them carefully, and learning about the contexts in which they were made and exhibited—
to evaluate the theories we take from other disciplines in terms of whether they success-
fully explain (or not) film” (2007: 1205 cit.: Andrew, 2009: 904). Dudley Andrew also
stresses how important it is for scholars to match their work up with cinephiles’ activities
by recognizing the relevance of intellectual exchanges between the academe and broader
public, and the endeavors to conceptualize cinema originally undertaken outside of the
academe, but commonly accepted as classical today (2009: 879-888). This also includes
attempts made over the course of the twentieth century to introduce cinema into the edu-
cational context that have given a significant impetus to the establishment of film studies
(see, e.g., Bolas, 2009; Grieveson, 2009).

One more aspect of the problems of the cinematic experience has to do with new
conditions of film reception and the production of knowledge about it in contemporary
culture. These problematics have been marked out systematically in the concept of pos-

16. This may be illustrated by works by Tatiana Signorelli Heise and Andrew Tudor (2016) that have ar-
ticulated the strong program project in the sociology of cinema based on Pierre Bourdieu’s concept. Remark-
ably, in formulating this program, its authors do not make references to Jeftrey Alexander et al. Additionally,
S. Baumann’s works from the 2000s have marked a notable milestone in the development of cinema analysis
within the traditional sociological framework. Starting from Bourdieu’s concept, as well as works by Howard
Becker and Paul DiMaggio, Baumann describes the process of cinematic production acquiring the status of
art (2009).

17. For instance, the collective volume Cinematic Sociology (Sutherland, Feltey, 2013) presenting samples of
research into identity representations in cinema.

18. That's said, as Jeff Sconce (2007) and Tomas Elsaesser (2005) demonstrate in their works, this experi-
ence may be based on a cinephile’s specific disenchantment.
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sessive spectator as formulated by Laura Malvey, who described the possibilities of tak-
ing possession of cinematic imagery thanks to the new ways, in which cinema exists “on
DVD or a computer screen, thus allowing for any degree of distraction from the action
and making it possible to pause it, differently organize space before the screen, endlessly
rewatch any film fragment, make one’s own rearrangement, watch while checking emails
or instant messaging” (Samutina, 2011). This situation has radically transformed the work
of a cinema researcher by raising the significance of empirical work not only with films,
but also with various sources reflecting the diverse aspects of cinematic imagery’s cre-
ation and consumption (Gunning, 2008: 190-191). Pure theory’s loss of authority against
the backdrop of the growing interest in media archeology, a historicized and contextual-
ized knowledge about cinema, bears witness to a transformation of the image of society
shaping the perspective of film studies. As noted by Dudley Andrew, the disappearance of
references to Louis Althusser from the texts of film students is emblematic of the radical
revision of the notion of cinema as a single object to be critically analyzed as a manifesta-
tion of mass culture (2006, 2009).

A historical projection of the above-mentioned interest in the cinematic experience
was the discussion of cinema’s contribution to the establishment of a modern person’s
anthropology. In terms of theory, this had to do with a re-discovery within film stud-
ies of Walter Benjamin’s and Siegfried Kracauer’s theories which have played a key role
in conceptualizing exactly how cinema, as a new widely accessible medium, shaped the
typically modern experience of space, time, materiality, etc. (Murphet, 2008; Moltke,
2018). The context of modernity reveals both cinema’s positive political potential, and its
aesthetic potential as cinema continues shaping visual language in the era of new media
(Manovich, 2001). For instance, Miriam Hansen, drawing on Habermas’ concept, consid-
ers cinema of the first decades of the twentieth century as an embodiment of the public
sphere (1994). It is worth noting that the discussion of cinema’s role in modern culture
was accompanied by a revision of film studies’ canon and of the priority of narrative
cinema. An interest in early cinema, where the presentational moment of pure showman-
ship as an attraction prevails over the narrative component, has been the most important
tendency in the evolution of film studies in the 1990s-2000s (Samutina, 2010). This shift
of scholarly attention resulted in the development of an alternative model of cinema con-
sumption that implies cinema’s involvement in a contemporary urban environment. The
retrospective nature of conceptualizing the connection between cinema and modernity
notwithstanding, a study of this kind was not purely antiquarian. The model of a cin-
ematic attraction has proven useful for the understanding of present-day blockbusters.
In terms of historical sociology, this research program could be seen as a contribution
to the success of the problematics of multiple modernities (Savelieva, 2012). The inquiry
into competing models of cinema and their significance for modern culture has given
relevance to the metaphor of “invention”,'® which invites a new perspective on cinema’s
transformations on the cusp of the twenty-first century (Gunning, 2008).

19. Cf. typical collective volume titles: Cinema and the Invention of Modern Life (Charney, Schwartz, 1996),
Inventing Film Studies (Grieveson, Wasson, 2008).
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Historicity is becoming the overriding characteristic of cinema as an object of re-
search. The factors of the growing significance in the context of the digital revolution
of archives containing not only films but also related artifacts (from media publications
to amateur trailers), the conceptualization of canons that forms alternative perspectives
on the cinematic process, the transition of problems of filmic realism into the plane of
discussing the status of film as a document, the examination of viewer reception as a
specific form of collective memory, and the debates about the cultural potential of analog
cinematograph and its fate in the digital future all testify to the role historical reflection
plays in the exploration of the state and the fate of cinema as a medium.

If this perspective was used in evaluating the domestic sociology of cinema, one can
state that Russian researchers are still largely guided by the theoretical and methodologi-
cal benchmarks of the 1960s and 1970s when cinema was seen as a performing art, fill-
ing out questionnaires was the principal research method, movie theater attendance was
assessed primarily by respondents” social and demographic characteristics, and one of
the main goals of research was gauging peoples’ artistic taste (Fokht-Babushkin, 200s5;
Vorobieva, 2017: 12; see also: Semenkov, 2002). The post-Soviet sociology of cinema crys-
tallized the ideology of police science typical of Soviet sociology that produces a concrete,
empirical, and applied knowledge catering to the tasks of state administration (Filippov,
2015). To give a quintessential example from a recent article by the leading Russian so-
ciologists of cinema Michail Zhabsky and Konstantin Tarasov, “The practical cinematic
policy of the Russian state has every chance to yield a positive result if only it relies on
the intellectual resource of the revamped science of cinema with a powerful sociological
core” (2019; cf. also Marshak, 2019).

In contrast to Anglo-American academia, the theoretical-backwardness of sociologi-
cal analysis of cinema in Russia has not yet been sufficiently compensated for by progress
in cultural studies and film studies. Akin to many other fields of research into popular
culture, film studies in Russia are still in the state of dispersion.?® Several fields may be
named conditionally as suitable for the maturation of sociological reflection on cinema.?*
Along with standalone projects shaping the tradition of film studies in Russia and creat-
ing benchmarks for examining cinema as a contemporary cultural phenomenon and the
types of sociality cinema forms (above all, works by Oleg Aronson, Natalia Samutna,
Nikolay Izvolov, Dmitry Komm: Aronson, 2003, 2007; Samutina, 2005, 2009; Izvolov,
2005; Komm, 2012 and others), attempts at research into cinema are made in the frame-
work of social philosophy (Kurennoy, 2009; Pavlov, 2015; Raskin, 2019, Filippov, 2006,
and others) and critical theory (Yarskaya-Smirnova, 2001; Ousmanova, 2010; Gornykh,
2013, and others).?* These studies expand the aesthetic limits of cinematic legacy and

20. Meanwhile, engaging endeavors in the social history of cinema were occasionally undertaken in the
Soviet humanities (Zorkaya, 1976), and some of them even acquired the status of classics in the western aca-
demic tradition (Tsivian, 1994).

21. This overview is only preliminary and lays no claim to presenting an exhaustive bibliography.

22. Particularly, I should mention here the special issue of the Logos journal (2014, no 5/6), dedicated to
Cinema Studies (guest editor—Alexander Pavlov). In this issue, we can find the insightful collection of the
works concerning the phenomenon of “bad cinema’.
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increase the analytical potential of studies into social imagination. Western Slavic studies
and the related domestic research into problems of genre ideology and the construction
of identity based on Soviet cinematic material (e.g., Kaganovsky, 2008), studies into the
presentation of social institutions (on fashion representation, see (Dashkova, 2016)) and
the functioning of Soviet cinematic culture (Roth Ey, 2011)** also play a major role here.
However, research into contemporary cinema is largely related to the analysis of cin-
ematic presentation and visual ideology (cf., e.g., Norris, 2012). Meanwhile, only a hand-
ful of works are devoted to the empirical investigation of transformations in the practices
of cinema consumption. In the next section, I am going to try and mark out the outlines
of sociological reflection as presented in contemporary film studies, and demonstrate its
potential for use in the study of Russian cinematic culture.

“The Beginning of a Beautiful Friendship”: The Cinematic Culture and
Sociological Imagination

While Jeftrey Alexander’s texts declared the logic of autonomization of the cultural from
the social, film studies, as transpires above, describe the perspective of saturating the
cinematic with the social and making the social an integral element of film studies” ob-
ject of research. In characterizing changes in the field of film studies in the era of media
convergence, Dudley Andrew states that “Not only were new modes and genres dredged
up for discussion, films themselves were increasingly set aside in favor of other objects
of study (audiences, television, advertising). As for cinema studies, it has lost much of
the vague definition it had, yet as an institution, a ‘society, it swelled with new types of
scholars, many of whom found movies and related phenomena to be a fine—even an
exceptional—site to monitor social processes” (2009: 910)**. This definition reflects the
fact that film is progressively seen less as a self-sufficient object of analysis, and more as
an instrument of social scrutiny and is viewed in the institutional context. Tom Gun-
ning’s text demonstrates another strategy related to establishing the social nature of the
object of film studies. In his article on film studies as a form of cultural analysis, he sug-
gests describing this object as “film practices” and gives it the following definition: “Film
practices include both theories and filmmaking, but also the many other discourses and
actions that surround films, understanding these as social actions having effects, and in-
fluencing the cultural role of film” (Gunning, 2008: 190). The concept of “film practices”
implements a flexible approach to identifying forms of cinematic existence in agreement
with the growing diversity and segmentation of today’s society. One could say that this
concept consistently instrumentalizes the model of “culture circuit” developed by cultur-
al studies (Johnson, 1983). This model implies that a cultural phenomenon is examined

23. Some scholars’ works feature fascinating examples of applying sociological theories of Norbert Elias
(Bulgakova, 2005), Harisson White (Kaspe, 2017) and others, to film analysis.

24. See also: “Movies—or at least special movies whose significance I hope to justify—are perceptual
spaces in which interpretive practices are enacted, modified, and carried over into non-filmic social practices”
(Patton, 2007: 3).
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from an institutional perspective, taking into account the different forms of its existence,
that is, from the creation of a cultural product to its reception / consumption and inclu-
sion in daily life of various communities.>® Following this logic, Gunning writes that, in
analytically differentiating between a film’s production, its textual peculiarities, and its
presentation and reception strategies, the interrelations between these aspects of a film’s
existence must also be borne in mind (191).?° Evidently, this requires not only combin-
ing different disciplinary perspectives,?” but also perfecting those approaches that would
serve as empirical extensions of the film practices theory, such as ethnography (including
digital ethnography), receptive studies, studies of physicality, etc.

Consequently, one could say that contemporary film studies reveal the multilayered
nature of the cultural turn and manifests a variety of points of entry into non-reductionist
sociology. As shown above, the problems of cinema as an experience, which may be ex-
amined empirically on the material of various “film practices”, become the focal point of
re-conceptualizing the field of culture in contemporary society. Carrying this program
out is contingent on the sociological critique of aesthetic biases, which serves as norma-
tive limitations blocking the work of sociological imagination, and thereby preventing a
proper understanding the place of certain phenomena in the cultural field. As Tim Cor-
rigan aptly phrased it, in pointing out both the relativity of aesthetic forms and the diver-
sity of practices of cinema consumption, “We go to the movies for many reasons: to think,
not to think; to stare at them, to write about them. We may go to a movie to consume
it like cotton candy; we may go to a film where that candy becomes food for the mind”
(1994: 2). Adaptation studies that have now become an independent field of research may
serve as a poster child for the constitutive role of relativizations of this kind. This field of
studies emerged from rejecting the presumption of the priority of literary texts and the
idea of faithfulness to the original. This allows researchers to examine an interaction be-
tween cinema and literature, to scrutinize the strategies of interpreting classical texts and
their reception by different audiences, and the social implications of this cultural work.
At the same time, today, new forms of the cinematic experience (live cinema) based on
the interaction of cinema and theater, cinema, and opera, etc., are also being studied from
this perspective (see, e.g., Barker, 2013; Atkinson, Kennedy, 2017).

Reflecting on the aesthetic presumptions of a cinematic experience paves the way for
the analysis of the formation and functioning of assessment categories used in public
discourse, which makes the toolkit of pragmatic sociology relevant (Lamont, Thévenot,
2000).?® For example, to rate a new film, viewers describe their impressions not only by

25. In essence, this entails a rehabilitation of the previously marginalized investigative strategies. Gunning
gives an example of reception studies, which ought to acquire an equal footing with other lines of research,
saying that “reception does not simply add a dimension to a film—it is the reason the film is made” (191).

26. In this connection, he criticizes the thesis by a classic of film studies by Kristian Metz, regarding the
need to distinguish film as a cinematic text from cinema as a concept denoting everything to do with films,
but external to them.

27. For an attempt at surveying an interdisciplinary interaction as an explication of the “circuit of culture”
model, see Johnson et al. (2004).

28. Not coincidentally, a significant number of works by contemporary sociologists is devoted to the figure
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addressing traditional aspects of the cinematic narrative (plot line, visuals, characters,
music, etc.), but also by invoking manufacturing determinants (“blockbuster”, “3D”), his-
torical projections (“genre”, “life-like realism”), and the film’s purpose (“entertainment” or
“educational value”), and so on. The correlation between the different appraisal categories
selects the mode of historicity of cinematic consumption that characterizes different for-
mats of cinema’s existence in the conditions of media convergence, as well as the specifics
of individual film practices (cf. Samutina, 2009).

The multiplicity of evaluation criteria is just a singular expression of the diversity of
today’s cinematic experience. The democratization of the cinematic culture manifested
in the present-day viewer’s cinematic competence, their proficiency at using techniques
of taking possession of films (from VHS and DVD to a smartphone) and collecting in-
formation about them, as well as in the heightened reflexivity and citationality of con-
temporary cinema make cinema a more fundamental part of daily life and blur the lines
between “average” spectators, fans, and cinephiles. The most crucial process in this sense
is that of the privatizing of the cinematic experience (Klinger, 2006; Tryon, 2009), and
bringing about not only new types of cinema consumption, but also new forms of social-
ity related to cinema.?

The sociological analysis of films per se is no less relevant, either. As noted above,
its development received a great boost from the perspective of viewing feature films as
representations of social reality and acknowledging the role films play in constructing
identities and reflecting on the semantic resources of social action. Today, a wide range of
thematic vectors for the social exists in cinema; along with conceptualizing problems of
identity (ethnic, gender, class, etc.) which is a priority for the tradition of cultural studies,
representation of various institutions, such as school, sport, fashion, the army, medicine,
etc., is also becoming a major research object. In this respect, films are an indispensable
source for the diagnostic reflection on anthropology and the institutional organization of
contemporary societies, and for the construction of social roles and frameworks of social
interaction.

It is, however, becoming increasingly clearer that when a cultural dimension is in-
troduced into the analysis of criteria, the concept of representation does not allow us to
describe the potential of cinematographic fiction. This notion has a residual connotation
of the cinematic text’s correlation with reality. Cultural studies reconsidered the concept
of realism from the standpoint of criticizing the naturalization of ideological meanings
(Turner, 1993: 180-182). Meanwhile, the development of sociological textual analysis,
whether literary or cinematic, had to do with a turn to studying genres as structures of
social imagination. This shift was premised on rejecting the negative image of cinematic
genres as presented by the criticism of mass culture (both conservative and progressive),

of a film critic (Kersten, Verboord 2014; Duval, 2015).

29. For example, communities for the discussion, archiving, and creation of amateur cinematic content
that used to engage predominantly in networking, but also organized online gatherings (“house parties”),
serving as an alternative to going to the movies as well as to a private viewing (Tryon, 2009: 83-124).
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and on refusing to view them only as primitive and archaic cultural forms.*® In the works
of Will Wright, John Cawelty, and other scholars, generic constructs of the cinematic nar-
rative are interpreted as systems of conventions representing persistent forms of dramatic
enactment for the axiological conflicts that are essential for today’s spectator. The logic of
studying genres had to do with giving up a presumption of pure entertainment, illusion,
and the conservative nature of generic narratives. This led to questions about the nature
of imagination as a sphere that plays a salient role in the anthropological constitution
and social self-actualization of a contemporary person, about the character of the cinema
recipient’s inclusion into an imaginary world, the specifics of conventions and realistic
allowances in that world, and the means and the limits of respective narrative constructs
and their transformations (Gudkov, Dubin, Strada, 1998: 22-24). Putting together a tool-
kit to examine generic narratives that would combine techniques for the analysis of recip-
ients’ experiences with the methods of objectification to allow assessing the significance
and function of a certain genre within the space of culture paves the way to understand-
ing cinema as part of the public sphere, as pointed out by Miriam Hansen, and later by
Michael Saler. At the same time, genre problems also bring about other perspectives of
sociological reflection. On the one hand, this is a question of how the category of genre
functions as an ideal type construct in the process of discursive identification of cinemat-
ic pieces and how it correlates not only with the narrative’s peculiarities and the presence
of formulaic elements, but also with factors of institutional context. On the other hand,
turning to the viewer’s experience allows us to single out non-narrative elements in the
experience of cinema reception linked to, for instance, the perception of movie star im-
ages and, ultimately, an understanding of specific practices of cinema reception, which
represent a transgression of the viewer experience and which entire communities gather
around today. These presuppose moving beyond the boundaries of both the narrative and
the filmic, and are related to freeing the viewer’s imagination, and its expansion into the
various spheres of daily life. This means studying both the multiple forms of film recep-
tion, with the transformative reception in particular, and exemplified by practices such as
film tourism (Reijnders, 2016) or cosplay. Then, the matter of cinematic literacy is linked
to the scrutinizing of the significance of film viewing skills in the contemporary person’s
anthropological constitution, and the transformation of cinema-inspired imagination
into a socially and politically meaningful sphere of communication.

I am going to illustrate the potential for the development of sociological reflection
on cinema by using a project to study communities of Soviet science-fiction cinema-
lovers as an example. This project emerged as a continuation of a study of the cult movie
phenomenon, aimed at scrutinizing Soviet cinema as an object of nostalgic attachment
in the context of global changes in the filmmaking culture (Stepanov, Samutina, 2009).
Contrary to the notion of nostalgia for all things Soviet as a prevailing conservative form
of the mass post-Soviet cinematic experience, the concept of a “cult movie” was meant

30. In his book, Tudor cites a noteworthy example of such interpretation of a western by W. J. Barker:
“The cowboy’s faithful horse—the object of such solicitude, pride, and respect—probably represents the hero’s
narcisstically overvalued phallus and also the father as totem animal” (2013/1974: 182-183).
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to denote the sum-total of practices of emotionally loaded and, simultaneously, reflec-
tive cinema consumption which was becoming ever more important for the post-Soviet
viewer in the new media context. The construct of a cult-like reception was more likely
to indicate a variety of possible grounds for an affinity to Soviet cinematic texts (from the
extravagant plot lines and daily life realities estranged through historical distance, to the
forgotten artists and novel subtexts), which could stand in direct opposition to their ideo-
logical message. Studying the reception of Soviet cinema in the framework of this project
compelled us to also look into the strategies of forming personal archives and the forms
of viewer activity (which was more of an ideal type model of the alternative consumption
of Soviet cinema than an efficient means of gauging the scale of its dissemination). These
days, 10 years later, the popularity of the idea of a cult, generally, and the Soviet as a cult
object, in particular, is gaining visibility, and is no longer limited to practices of cinephile
communities; it is also being appropriated by the media industry®! and is becoming a
benchmark for film critics (Gorelov, 2018; Anurov, Vasiliev, Komissarova, 2018; Trofi-
menkov, 2019). Studying this phenomenon is crucial for the understanding of how Soviet
cinema functions as a form of cultural legacy.

Endeavoring to transfer the work of analyzing the contemporary reception of Soviet
cinema onto the empirical plane, one turned to studying communities of Soviet sci-fi
cinema-lovers, which gained considerable prominence on the cusp of the 2000s. The key
role of sci-fi cinema-lovers’ communities in shaping the practices of contemporary fan
culture is widely recognized (Hellekson, 2018, 66). It is no wonder, that in this sense, the
phenomenon of active audiences in the post-Soviet culture was represented by these very
communities. Moreover, they offer a unique example of self-organization among Soviet
cinema-lovers: no other genre produced such a well-defined fan community. Simultane-
ously, sci-fi is a key object for the understanding of imaginary worlds that are not only
becoming ever more important for contemporary culture (Saler, 2012), but are also in
constant interaction and convergence which cannot help but affect the fluidity and per-
meability of fan communities’ boundaries (Bury, 2017). As noted above, fan communities
receive recognition in film studies: the relevance of a film geek figure is a sign of democ-
ratization of the cinematographic culture in connection with the arrival of the DVD and
cinema’s expansion into the system of new media (Staiger, 2005: 95-115; Klinger, 2006: 17—
53). In this sense, analyzing the activities of Soviet cinematic sci-fi cinema-lovers’ com-
munities does not only allow us to examine the forms of receptive activity in connection
with a particular cinematic genre, but is also indicative in terms of the cinematographic
culture’s evolution on the whole.

Online discussion boards attest to the various techniques of appropriating the Soviet
cinematic legacy depending on the distribution mechanisms available, from reproducing
films on videotapes and DVD, exchanging information about television programming,
collecting film production data and information on favorite actors, to designing virtual

31. As exemplified by the channel Dom kino which takes advantage of the “gold reserve” of Soviet cin-
ematic legacy (films by L. Gaidai, E. Ryazanov, G. Danelia, V. Menshov, etc.), but presents these pieces like
western blockbusters in its teaser ads.
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models of cinematic spaceships, creating elements of computer interface, remixes, and
movie-inspired videoclips. Demand for these techniques and changes in the intensity
of activity allows us to draw conclusions regarding their connections to specific media
and social situations. New media and social network development and the appearance
of thematic film portals and internet archives in the latter half of the 2000s—early 2010s
led to a gradual extinction of typical earlier forms of communication (Stepanov, 2020).

Finally, a study of communities of cinema fans is of interest from a historico-sociolog-
ical perspective. Whereas in sociology and cultural studies, fandoms have acquired legiti-
macy as an object of research, Slavic studies have little to say on this particular subject, or
on the reception of Soviet cinema in general. Not coincidentally a scholar of Soviet and
post-Soviet cinematographic culture Sudha Rajagopolan, when commenting on the state
of this field, asks a question, “Is there room for fan?” (2013). In film studies, the ques-
tion of the fans’ place in the evolution of the international film industry is quite actively
discussed in the context of audience research. Kristin Roth-Ey touches upon this matter
while examining cinematic culture’s development during the Thaw period (2011), but the
question of how visible fan practices were under the specific conditions of the Soviet film
industry has not been systematically answered yet. The cinema fan communities under
discussion here are a source of fascinating material in this respect, as their activity, to a
great extent, relates to the popularity of the Soviet cult films they were fans of—Guest
From the Future (1985, P. Arsenov), Kin-dza-dza (1986, G. Danelia), Moscow—Cassiopeia
(1973, R. Viktorov), and Teens in the Universe (1974, R. Viktorov), which were enjoyed
from the moment of their appearance on the big screen.?

Following the principle of the primary construction of a cultural object, let us con-
sider the issue of cinematic sci-fi identification as an object of attachment of the com-
munities under scrutiny. These fan groups’ peculiarities are evident in comparison with
a diverse and highly organized community of fans of literary science-fiction, who quite
quickly made themselves at home on the internet and launched a large-scale internet
archive of texts representing the tradition of Russian and Soviet literary science-fiction.>?
Cinema’s lack of cultural authority in this community determines the ambivalent status
of the cinematic sci-fi fan community.** Emerging mostly on the periphery of a literary
sci-fi fan community, participants of cinematic sci-fi fandoms engage in some very pe-
culiar forms of fan activities. Most striking in this respect is the phenomenon of Aliso-
mania/Natashamania that characterizes fans’ obsession with the image of the protagonist
of the Guest from the Future.>® That said, this is also a typical media fandom that actively
displays its cinematic experience in new digital formats.

32. It is worth noting here that a certain conditionality of the first part of the concept of “cinematic sc-fi",
as the latter includes not only movies screened in theaters, but also TV shows.

33. A further study should allow one to give a more detailed description to the role of scholarly and techni-
cal intelligentsia representatives in forming these fandoms.

34. For considerations regarding the reasons for this, see Pervushin (2019).

35. A colorful description of this phenomenon can be found in the internet encyclopedia, Lurkmore
(2018). This phenomenon’s significance is due to the predominance of males among the members of the com-
munities under scrutiny.
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Content-wise, the notion of Soviet cinematic science-fiction describes a cinematic
experience uniting the members of these communities with a certain degree of condi-
tionality. Firstly, we are talking about certain examples of the cinematographic genre
targeting mostly, but not exclusively, a young audience. Notably, the corpus of favorite
films expanded through the addition of a number of other films produced abroad, but
included in the cinematic experience of late Soviet generations (e.g., such as the Hol-
lywood film Flight of the Navigator). At the same time, films that garnered international
acclaim for Soviet science-fiction (such as Road to the Stars by P. Klushantsev, and Solaris
and Stalker by A. Tarkovsky) are, rather, of little interest to fandom participants. In con-
trast, G. Danelia’s non-children’s film Kin-dza-dza, which had a cult following as soon as
it premiered, made the cut and entered the corpus of fan favorites. Thus, in considering
the conceptual limits of the phenomenon under discussion, we have to bear in mind how
fandom participants redefine the limits of the genre and construct their own hierarchies
within it. It is also important that this work concerns not only the Soviet cinematic legacy
proper, or the experience of Soviet cinema reception, but also the contemporary cultural
experience of fandom participants. Indicative in this respect is the appearance on fan
websites and discussion boards of anime sections, which may be seen as evidence for
these fandoms’ inclusion in the transnational and trans-fandom context.

Their attachment to Soviet cinema makes these fan communities an appealing ob-
ject of analysis in the context of discussing the significance of nostalgic sentiments for
contemporary society. Research into nostalgia generally, as well as in Slavic studies in
particular, has come a long way from developing general models explaining nostalgia’s
significance for modern times to establishing the necessity of studying these phenomena
in context (Nadkarni, Shevchenko, 2004; Mihelj, 2017). The study of nostalgia in connec-
tion with cinema, originally related predominantly to analyzing contemporary cinematic
interpretations of the past, offered various interpretations of nostalgia: this emotion may
stem not only from a sense of belonging to a “great history”, but also from an assertion of
a clean break from the past embodied in constructing a private outlook on grand histori-
cal events (Samutina, 2005).>® Works interpreting nostalgia in connection with problems
of cinema consumption mostly emphasize the positive role of nostalgic sentiments pro-
viding contemporary viewers with psychological support (Klinger, 2006: 135-190; Hunt,
2011).

The problems of cinematic nostalgia have already caught the eye of both domestic and
foreign scholars within the framework of research into the representation of Soviet cin-
ema on Russian TV (Borusyak, 2010), on the DVD market (Pravdina, 2009, 2010), and
studies into its reception by users of nostalgic online-discussion boards (Rajagopalan,
2012). Discussions among members of Soviet cinematic sci-fi fans allows one to outline
specific features of a nostalgic experience, and shed light on the internal conflicts that
are absent from the above-mentioned studies. As has transpired from the previous char-
acterization, nostalgia here refers to a childhood cinematic experience, which regains

36. This matter is studied on the material of contemporary Russian cinema in Norris (2012) and Levchen-
ko (2013).
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relevance in opposition to the “toxic” media context of the post-Soviet era, and becomes a
cornerstone for a positive generational self-identification. Important here is the through
line dramatized in the films of this genre, an ideology of optimistically looking-forward
to the future that plays a crucial role in constructing this positive self-identification. Dif-
ferent correlations between a futuristic impulse and strife to preserve the Soviet expe-
rience, the need for its generalized conceptualization, and its significance for the un-
derstanding of the present can be distinguished as applied to different communities at
various stages of their development. That said, these communities’ genre orientation is
not without internal conflict due to the need to inscribe a childhood cinematic experi-
ence into the contemporary cultural context. A considerable part of intellectual work
undertaken by the members of these communities has to do with placing favorite films in
the context of international, particularly Hollywood-produced sci-fi cinema, presenting
a wide range of fantastic imagination and better-quality special effects. Another related
topic is whether remakes or sequels of favorite films are possible under the present-day
Russian film industry conditions.

The example I have chosen has to do with the problems of cinema reception, but at
the same time, seems representative of the sociological problematics of contemporary
film studies. Thus, it is the experience of cinema reception, formed in a certain aesthetic
and historical framework and communicated by means of a certain system of value judg-
ments and a complex of film practices, that is subjected to scrutiny. The examination of
this cinematic experience presupposes a re-conceptualization of the aesthetic hierarchies
and dispositions existing in the field of cinema (as well as in fan community), as well as
the notions about the emotional attitudes towards Soviet cinema. It can also be seen in
correlation with the structural characteristics of this community, from the members’ ages
to their professional activities. The interpretation of this experience involves revealing
its mutual dependence on cultural transformations at different levels that take place in
the Russian-speaking context and, simultaneously, in sync with global changes in media
consumption. This offers an opportunity for the analysis of what mechanisms today help
cinema function, and how the related sphere of imagination forms new communities and
sets benchmarks for their members’ lives.

Conclusion

My considerations set out to reveal the value of film studies as a starting point for the
understanding of the cultural turn in sociology. The above insights attest to the fact thata
medium that is key to the development of contemporary culture (at least during most of
the twentieth century) is of marginal interest to the discipline of sociology as compared
to other forms of cultural activity. By tracing down the history of interrelations between
sociology and film studies, I tried to discover how this situation came to be. It is, how-
ever, clear that this issue merits further exploration. At the same time, my analysis shows
exactly how, thanks to cultural studies’ mediation, sociological reflection on cinema be-
comes a prerogative of film studies in the 1990-2000s, and an indispensable part of rede-
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fining cinema as a research object undergoing transformations under the conditions of
changing visual and media culture. The logic of this re-definition has to do with the shift-
ing away from rigid critical interpretations and with revealing cinema’s anthropological
input into the formation of contemporary culture, and the role of cinematic imagination
in shaping the public sphere of modern society. The realization of how problematic the
boundaries of this phenomenon are in the context of current media culture essentially
frees cinema as an object in relation to other media and, in a broader sense, to the vari-
ous contexts of its existence. An empirical investigation of cinema as an experience ne-
cessitates incorporating an analysis of a sociological questionnaire into the program of
cinema aimed at a meaningful interpretation of cinema’s functioning as a medium, and a
rejection of reductionist models of sociological interpretation of this phenomenon.*” An
awareness of a complex interplay between the industry, text, and audiences, and of the
non-homogenous dynamics of the cinematic process increases the weight of the histori-
cal sensibility in social analysis.

The shapelessness of the sociology of cinema in this situation is hardly fatal. There
is also little reason to expect this field to be burgeoning any time soon. As my inquiry
shows, this would entail evaluating the state of affairs and the mechanisms of reproduc-
tion in such disciplines as film studies, media studies and cultural studies, sociology,
history, and ethnography, which, as demonstrated earlier, is especially relevant to the
Russian situation. The word “sociology” attracts questions addressed to the various fields
of knowledge and, accordingly, to different institutional structures. As applied to the
sociological profession, this means incorporating theoretical perspectives and research
methods in our scholarly toolkit that are aimed at analyzing the subjective dimension of
social processes and their media- and symbolical mediation. This in turn necessitates an
acknowledgement—no longer a declaration, but a practical acceptance—of the sphere of
imagination as an independent and fully-fledged object of sociological interest. For the
humanities, this term offers opportunities to discover cinema’s anthropological potential
and its usefulness for the study of various forms of social experience not only today, but
also in the past seen from a novel perspective, thanks to the cinematograph.
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170 RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO 4

Referencess

Alexander J. C. (1990) Analytic Debates: Understanding the Relative Autonomy of Cul-
ture. Culture and Society: Contemporary Debates (eds. ]J. C. Alexander, S. Seidman),
Cambridge: Cambridge University Press, pp. 1-27.

Alexander J. C., Smith P. (2003) The Strong Program in Cultural Sociology: Elements of
a Structural Hermeneutics. The Meanings of Social Life: A Cultural Sociology, Oxford:
Oxford University Press, pp. 11-26.

Andrew D. (1984) Concepts in Film Theory, Oxford: Oxford University Press.

Andrew D. (2009) The Core and the Glow of Film Studies. Critical Inquiry, vol. 35, no 4,
pp- 879-915.

Anurov D, Vasiliev E., Komissarova E. (2018) Nashe strannoe kino: ot “Ajerograda” do
“Dvizhenija vverh” [Our Strange Movies: From Aerograd to Moving Up], Moscow:
Medkov. (In Russian)

Aronson O. (2003) Metakino [Metacinema], Moscow: Ad Marginem. (In Russian)

Aronson O. (2007) Kommunikativnyj obraz: Kino. Literatura. Filosofija [Communicative
Image: Cinema, Literature, Philosophy], Moscow: New Literary Observer. (In Rus-
sian)

Atkinson S., Kennedy H. (2017) Live Cinema: Cultures, Economies, Aesthetics, New York:
Bloomsbury.

Barker M. (2013) Live to Your Local Cinema: The Remarkable Rise of Livecasting, Basing-
stoke: Palgrave Macmillan.

Bartmanski D., Alexander J. C. (2012) Materiality and Meaning in Social life: Toward an
Iconic Turn in Cultural Sociology. Iconic Power: Materiality and Meaning in Social
Life (eds. J. C. Alexander, D. Bartmanski, B. Giesen), New York: Palgrave Macmillan,
pp- 1-12.

Baumann S. (2007) Hollywood Highbrow: From Entertainment to Art, Princeton: Princ-
eton University Press.

Bolas T. (2009) Screen Education: From Film Appreciation to Media Studies, Bristol: Intel-
lect.

Borusjak L. (2010) “Staroe dobroe kino” i postsovetskij teleopyt [“Good Old Cinema” and
Post-Soviet Television Experience]. Russian Public Opinion Herald, no 1, pp. 9o-101.
(In Russian)

Bulgakova O. (2005) Fabrika zhestov [Gesture Factory], Moscow: New Literary Observer.
(In Russian)

Bury R. (2017) Fans, Fan Studies, and the Participatory Continuum. The Routledge Com-
panion to Media Fandom (eds. M. A. Click, S. Scott), New York: Routledge, pp. 123-131.

Charney L., Schwartz V. (eds.) (1996) Cinema and the Invention of Modern Life, Berkeley:
University of California Press.

Chow R. (2001) A Phantom Discipline. Publications of the Modern Language Association
of America, vol. 116, no 5, pp. 1386-1395.

Corrigan T. (1994) A Short Guide to Writing about Film, New York: HarperCollins.



RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO 4 171

Dashkova T. (2016) “Striptiz nam ne nuzhen, no i chereschur zakryvatsja tozhe ne sle-
duet!”: transformacija instituta mody skvoz’ prizmu sovetskogo kinematografa 1950
1960-h gg. [“We don't need a striptease, but we shouldn’t cover the body too much ei-
ther!”: Transformation of the Institute of Fashion through the Prism of Soviet Cinema
in the 1950s-1960s]. New Literary Observer, no 137, pp. 109-129. (In Russian)

DeNora T. (2000) Music and Everyday Life, Cambridge: Cambridge University Press.

Denzin N. K. (1995) The Cinematic Society, Thousand Oaks: Sage.

Denzin N. K. (2002) Reading Race: Hollywood and the Cinema of Racial Violence, Lon-
don: SAGE.

do Nascimento J. (2019) Art, Cinema and Society: Sociological Perspectives. Global Jour-
nal of Human-Social Science Research, vol. 19, no 5-C. Available at: https://socialscien-
ceresearch.org/index.php/GJHSS/article/view/3021 (accessed 1 September 2020).

Dudrah R. K. (2006) Bollywood: Sociology Goes to the Movies, London: SAGE.

Duval J. (2015) Evolution of Tastes in Films and Changes in Field Theory. The Rout-
ledge Companion to Bourdieu’s Distinction (ed. P. Coulangeon), London: Routledge,
Pp- 94-108.

Elsaesser T. (2005) Cinephilia or the Uses of Disenchantment. Cinephilia: Movies, Love
and Memory (eds. M. de Valck, M. Hagener), Amsterdam: Amsterdam University
Press, pp. 27-43.

Emmison M., Smith P. (2001) Researching the Visual: Images, Objects, Contexts and Inter-
actions in Social and Cultural Inquiry, London: SAGE.

Farkhatdinov N. (2010) Avtonomija zhivopisi: ot polja hudozhestvennogo proizvodstva
k rame kartiny [Autonomy of Painting: From the Field of Artistic Production to the
Frame of the Picture]. Russian Sociological Review, vol. 9, no 2, pp. 55-74. (In Russian)

Filippov A. (2006) Vosstanie karteziancev: k sociologicheskoj harakteristike fi'ma “Be-
gushhij po lezviju” [The Rise of the Cartesians: Towards a Sociological description of
the Blade Runner]. Fantasticheskoe kino: Epizod pervyj [Sci-Fi Cinema: Episode One]
(ed. N. Samutina), Moscow: New Literary Observer, pp. 124-152. (In Russian)

Filippov A. (2015) Sovetskaja sociologija kak policejskaja nauka [Soviet Sociology as a Po-
lice Science]. Nauki o cheloveke: istorija disciplin [Sciences of the Human: History of
Disciplines] (eds. I. Savelieva, A. Dmitriev), Moscow: HSE, pp. 330-348. (In Russian)

Fokht-Babushkin Y. (2001) Iskusstvo v zhizni ljudej: konkretno-sociologicheskie issledo-
vanija iskusstva v Rossii vtoroj poloviny XX v. [Art in People’s Lives: Concrete Socio-
logical Studies of Art in Russia in the Second Half of the 20th Century], Saint Peters-
burg: Aleteya. (In Russian)

Gledhill C., Williams L. (eds.) (2000) Reinventing Film Studies, London: Arnold.

Gorelov D. (2018) Rodina slonikov [Homeland of Elephant Calves], Moscow: Fljuid Fri-
Flaj. (In Russian)

Gornykh A. (2013) Media i obshhestvo [Media and Society], Vilnius: EHU. (In Russian)

Grieveson L. (2009) Discipline and Publish: The Birth of Cinematology. Cinema Journal,
vol. 49, no 1, pp. 168-176.


https://socialscienceresearch.org/index.php/GJHSS/article/view/3021
https://socialscienceresearch.org/index.php/GJHSS/article/view/3021

172 RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO 4

Grieveson L., Wasson H. (eds.) (2008) Inventing Film Studies, Durham: Duke University
Press.

Gudkov L., Dubin B., Strada V. (1998) Literatura i obshhestvo: vvedenie v sociologiju liter-
atury [Literature and Society: An Introduction to the Sociology of Literature], Mos-
cow: RGGU. (In Russian)

Gunning T. (2008) Film Studies. The SAGE Handbook of Cultural Analysis (eds. T. Ben-
net, J. Frow), London: SAGE, pp. 185-205.

Hansen M. B. (2009) The Mass Production of the Senses: Classical Cinema as Vernacular
Modernism. Disciplining Modernism (ed. P. L. Caughie), London: Palgrave Macmil-
lan, pp. 242-258.

Heinich N. (2001) La Sociologie de lart, Paris: La Découverte.

Hellekson K. (2018) The Fan Experience. Companion to Media Fandom and Fan Studies
(eds. P. Booth, A. Chichester), Hoboken: Wiley Blackwell, pp. 65-76.

Huaco G. A. (1965) The Sociology of Film Art, New York: Basic Books.

Hunt N. (2011) Nostalgic [Re]Jmembering: Film Fan Cultures and the Affective Reitera-
tion of Popular Film Histories. Image ¢ Narrative, vol. 12, no 2, pp. 96-117.

Inglis D. (2016) Sociology and Cultural Studies: A Close and Fraught Relationship. The
SAGE Handbook of Cultural Sociology (eds. D. Inglis, A.-M. Almila), London: SAGE,
pp. 307-321.

Izvolov N. (2005) Fenomen kino: istorija i teorija [Phenomenon of Cinema: History and
Theory], Moscow: Materik. (In Russian)

Jarvie L. C. (1970) Towards a Sociology of the Cinema: A Comparative Essay on the Struc-
ture and Functioning of a Major Entertainment Industry, London: Routledge & Kegan
Paul.

Johnson R. (1986) What Is Cultural Studies Anyway? Social Text, vol. 16, pp. 38-80.

Johnson R., Chambers D., Raghuram P, Ticknell E. (2004) The Practice of Cultural Stud-
ies, London: SAGE.

Kaganovsky L. (2008) How the Soviet Man was Unmade: Cultural Fantasy and Male Sub-
jectivity under Stalin, Pittsburgh: University of Pittsburgh Press.

Kansteiner W. (2018) History, Memory, and Film: A Love/Hate Triangle. Memory Studies,
vol. 11, no 2, pp. 131-136.

Kaspe I. (2015) Kak vozmozhna literatura? Kak vozmozhna sociologija literatury ne po
Burd’jo? [How Literature is Possible? How Non-Bourdieusian Sociology of Literature
is Possible? New Literary Observer, no 2, pp. 151-155. (In Russian)

Kaspe 1. (2017) “Ja est’!”: pozdnesovetskoe kino cherez prizmu reljacionnoj sociologii
Harrisona Uajta (et vice versa) [“I am!”: Late Soviet Cinema through the Prism of
Harrison White’s Relational Sociology (et vice versa)]. Russian Sociological Review,
vol. 16, no 3, pp. 174—206. (In Russian)

Kersten A., Verboord M. (2014) Dimensions of Conventionality and Innovation in Film:
The Cultural Classification of Blockbusters, Award Winners, and Critics’ Favourites.
Cultural Sociology, vol. 8, no 1, pp. 3-24.



RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO 4 173

Klinger B. (2006) Beyond the Multiplex: Cinema, New Technologies, and the Home, Berke-
ley: University of California Press.

Komm D. (2012) Formuly straha: vvedenie v istoriju i teoriju filma uzhasov [Formulas of
Fear: An Introduction to Horror Film History and Theory], Saint Petersburg: BHV-
Peterburg. (In Russian)

Kurakin D. (2017) The Sociology of Culture in the Soviet Union and Russia: The Missed
Turn. Cultural Sociology, vol. 11, no 4, pp. 394—415.

Kurennoy V. (2009) Filosofija filma: uprazhnenija v analize [Film Philosophy: Exercises
in Analysis], Moscow: New Literary Observer. (In Russian)

Lamont M., Thévenot L. (2000) Introduction: Toward a Renewed Comparative Cultural
Sociology. Rethinking Comparative Cultural Sociology: Repertoires of Evaluation in
France and the United States (eds. M. Lamont, L. Thévenot), Cambridge: Cambridge
University Press, pp. 1-22.

Levchenko J. (2013) Nostalgie dans le film de masse post-soviétique: images et valeurs.
CinémAction, no 148, pp. 84-90.

Lovell T. (1971) Sociology and the Cinema. Screen, vol. 12, no 1, pp. 15-26.

Lurkmore (2018) Alisa Selezneva. Available at: http://lurkmore.to/Anuca_Cenesuésa
(accessed 1 September 2020).

Manovich L. (2001) The Language of New Media, Cambridge: MIT Press.

Marshak A. (2019) Sociologija kul'tury: puti nauchnogo stanovlenija (1968-2018) [So-
ciology of Culture: Ways of Scientific Development (1968-2018)]. RUDN Journal of
Sociology, vol. 19, no 2, pp. 313-320. (In Russian)

Mayer J. P. (1946) Sociology of Film: Studies and Documents, London: Faber and Faber.

McLennan G. (2005) The “New American Cultural Sociology”: An Appraisal. Theory,
Culture & Society, vol. 22, no 6, pp. 1-18.

Mihelj S. (2017) Memory, Post-socialism and the Media: Nostalgia and beyond. European
Journal of Cultural Studies, vol. 20, no 3, pp. 235-251.

Miller T., Stam R. (eds.) (2004) A Companion to Film Theory, Malden: Blackwell.

Moltke J. fon (2018) Cinema, Spectacle, Modernity. The SAGE Handbook of Frankfurt
School Critical Theory (eds. B. Best, W. Bonefeld, Ch. O’Kane), London: SAGE,
pp. 1071-1084.

Murphet J. (2008) Film and (as) Modernity. The SAGE Handbook of Film Studies (eds.
J. Donald, M. Renov), London: SAGE, pp. 343-360.

Nadkarni M., Shevchenko O. (2004) The Politics of Nostalgia: A Case for Comparative
Analysis of Post-Socialist Practices. Ab Imperio, no 2, pp. 487-519.

Norris St. (2012) Blockbuster History in the New Russia: Movies, Memory, Patriotism,
Bloomington: Indiana University Press.

Ohmer S. (1999) The Science of Pleasure: George Gallup and Audience Research in Hol-
lywood. Identifying Hollywood’s Audiences: Cultural Identity and the Movies (eds.
M. Stokes, R. Maltby), London: BFI, pp. 61-80.

Oswell D. (2010) Cultural Theory: Genealogies, Orientations and Territories. Cultural
Theory (ed. D. Oswell), London: SAGE, pp. xxi-xlviii.


http://lurkmore.to/Алиса_Селезнёва

174 RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO 4

Ousmanova A. (2010) “Window to Europe”: Social and Cinematic Phantasms of the Post-
Soviet Subject. New Dangerous Liaisons: Discourses on Europe and Love in the Twen-
tieth Century (eds. L. Passerini, L. Ellena, A. Geppert), New York: Berghahn Books,
pp- 95-113.

Pavlov A. (2015) Postydnoe udovolstvie: filosofskie i socialno-politicheskie interpretacii
massovogo kinematografa [Guilty Pleasure: Philosophical and Socio-political Inter-
pretations of Mass Cinema], Moscow: HSE. (In Russian)

Patton C. (2007) Cinematic Identity: Anatomy of a Problem Film, Minneapolis: University
of Minnesota Press.

Pervushin A. (2019) 12 mifov o sovetskoj fantastike [12 Myths about Soviet Science Fic-
tion], Saint Petersburg: Aurainfo & Gruppa MID. (In Russian)

Polan D. (2013) Raymond Williams on Film. Cinema Journal, vol. 52, no 3, pp. 1-18.

Pravdina M. (2009) Sovetskoe kino kak obekt sovremennoj kul’turnoj recepcii i zritel'skoj
privjazannosti [Soviet Cinema as an Object of Contemporary Cultural Reception and
Audience Attachment]. Russian Public Opinion Herald, no 2, pp. 114-126. (In Russian)

Pravdina M. (2010) Sovremennyj rynok sovetskogo kino: sociokul'turnyj analiz sposo-
bov pozicionirovanija DVD-produkcii [The Contemporary Market of Soviet Cinema:
Socio-cultural Analysis of the Ways of Positioning DVD-Production]. Journal of Eco-
nomic Sociology, vol. 11, no 2, pp. 91-114. (In Russian)

Prendergast C. (1986) Cinema Sociology: Cultivating the Sociological Imagination
through Popular Film. Teaching Sociology, vol. 14, no 4, pp. 243-248.

Pribram E. D. (2005) Spectatorship and Subjectivity. A Companion to Film Theory (eds.
R. Miller, R. Stam), Malden: Blackwell, pp. 146-163.

Prokop D. (1982) Soziologie des Films, Frankfurt am Main: Fischer Taschenbuch Verlag.

Rajagopalan S. (2013) Is there Room for the Fan? Digital Icons, vol. 10, pp. 1-16.

Rajagopalan S. (2012) A Usable Past: Soviet Film and Post-Soviet Cultural Memory on
the Russian-Language Internet. Russias Century of Revolutions: Parties, People, Places.
Studies Presented in Honor of Alexander Rabinowitch (eds. M. Melancon, D. Raleigh),
Bloomington: Slavica Publishers, pp. 195-220.

Raskin D. (ed.) (2019) Kino i kapital [Cinema and Capital], Moscow: Gaidar Institute
Press. (In Russian)

Readings B. (1996) The University in Ruins, Cambridge: Harvard University Press.

Reijnders S. (2016) Stories that Move: Fiction, Imagination, Tourism. European Journal of
Cultural Studies, vol. 19, no 6, pp. 672-689.

Roth-Ey K. (2011) Moscow Prime Time: How the Soviet Union Built the Media Empire that
Lost the Cultural Cold War, Ithaca: Cornell University Press.

Saler M. (2012) As If: Modern Enchantment and the Literary Prehistory of Virtual Reality,
Oxford: Oxford University Press.

Samutina N. (2005) Sovremennoe evropejskoe kino i ideja kul'tury (“proshlogo”) [Con-
temporary European Cinema and the Idea of Culture (“the Past”)]. Fenomen proshlo-
g0 [The Phenomenon of the Past], Moscow: HSE, pp. 337-366. (In Russian)



RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO 4 175

Samutina N. (2007) Ideologija nostal’gii: problema proshlogo v sovremennom evrope-
jskom kino [The Ideology of Nostalgia: The Problem of the Past in Contemporary
European Cinema], Preprint WP6/2007/01, Moscow: HSE. (In Russian)

Samutina N. (2009) “Cult camp classics”™: specifika normativnosti i strategii zritel'skogo
vosprijatija v kinematografe [“Cult Camp Slassics”: The Specificity of Normativity and
the Strategy of Spectator’s Perception in Cinema]. Klassika i klassiki v social’nom i
gumanitarnom znanii [Classics and Classic Authors in Social Sciences and Humani-
ties] (eds. I. Savelieva, A. Poletaev), Moscow: New Literary Observer, pp. 490-536. (In
Russian)

Samutina N. (2010) Rannee kino kak teorija nastojashhego [Early Cinema as a Theory of
the Present]. Kinovedcheskie zapiski, no 94, pp. 5-34. (In Russian)

Samutina N. (2011) Transformacija obekta kak vyzov nauke o kino [Transformation of
an Object as a Challenge to the Cinema Scholarship]. New Literary Observer, no 109,
pp- 62-81. (In Russian)

Samutina N., Stepanov B. (2009) A Vas, Shtirlic, ja snova poproshu ostat’sja..: K probleme
sovremennoj recepcii sovetskogo kino [And You, Stirlitz, I will ask you to stay again
...: On the Problem of Modern Reception of Soviet Cinema]. Neprikosnovenny zapas,
no 3, pp. 116-131. (In Russian)

Savelieva I. (2012) “Istoricheskij povorot” za granicami istorii [“Historical Turn” beyond
the Boundaries of History]. Istoricheskoe poznanie i istoriograficheskaja situacija na
rubezhe XX-XXI vv. [Historical Knowledge and Historiographic Situation at the Turn
21st Centurys], Moscow: IVI RAN, pp. 36-54. (In Russian)

Sconce J. (2007) Movies: A Century of Failure. Sleaze Artists: Cinema at the Margins of
Taste, Style, and Politics, Durham: Duke University Press, pp. 273-309.

Semenkov V. (2002) O poznavatel'noj cennosti istorii otechestvennoj sociologii iskusstva
[On the Cognitive Value of the History of Russian Sociology of Art]. Sotsiologicheskie
Issledovaniia, no 4, pp. 146-149. (In Russian)

Signorelli Heise T., Tudor A. (2016) For a Sociology of the Cinema. The SAGE Handbook
of Cultural Sociology (eds. D. Inglis, A.-M. Almila), London: SAGE, pp. 481-495.

Staiger J. (2005) Media Reception Studies, New York: NYU Press.

Sherwood S., Smith Ph., Alexander J. C. (1993) The British are Coming . . . Again! The
Hidden Agenda of “Cultural Studies”? Contemporary Sociology, vol. 22, no 2, pp. 370-
375

Sklar R. (1999) “The Lost Audience”: 1950s Spectatorship and Historical Reception Stud-
ies. Identifying Hollywood’s Audiences: Cultural Identity and the Movies (eds. M. Stokes,
R. Maltby), London: BFI, pp. 81-92.

Stepanov B. (2015) “Kak bezzakonnaja kometa...”: kul'turnye issledovanija v poiskah aka-
demicheskoj identichnosti [“Like a lawless comet . . ”: Cultural Studies in Search of
Academic Identity]. Nauki o cheloveke: istorija disciplin [Sciences of the Human: His-
tory of Disciplines] (eds. I. Savelieva, A. Dmitriev), Moscow: HSE, pp. 389-420. (In
Russian)



176 RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO 4

Stepanov B. (2015) Boris Dubin i rossijskij proekt sociologii kul'tury [Boris Dubin and the
Russian Project of the Sociology of Culture]. Social Sciences and Contemporary World,
no 6, pp. 163-173. (In Russian)

Stepanov B. (2017) “Osevoe vremja” kul'turnyh issledovanij: diskussija o kul'turnom pop-
ulizme [“Axial Time” of Cultural Studies: Discussion of Cultural Populism]. Laborato-
rium, vol. 9, no 3, pp. 104-134. (In Russian)

Stepanov B. (2020) “If I forget anything at all . . ”: Sci-Fi Fan Communities, Post-Soviet
Nostalgia and Contemporary Cinematic Experience. Studies in Russian and Soviet
Cinema (in print).

Sutherland J., Feltey K. M. (eds.) (2013) Cinematic Sociology: Social Life in Film, Thousand
Oaks: SAGE.

Tryon C. (2009) Reinventing Cinema: Movies in the Age of Media Convergence, New
Brunswick: Rutgers University Press.

Trofimenkov M. (2019) Kul'tovoe kino [Cult Cinema], Moscow: Eksmo.

Tsivian Y. (1994) Early Cinema in Russia and Its Cultural Reception, London: Routledge.

Tudor A. (2013/1974) Image and Influence: Studies in the Sociology of Film, London:
George Allen & Unwin.

Turner G. (1993) Film as Social Practice, London: Routledge.

Turner G. (2008) Film and Cultural Studies. The SAGE Handbook of Film Studies (eds.
J. Donald, M. Renov), London: SAGE, pp. 270-284.

Turvey M. (2007) Theory, Philosophy, and Film Studies: A Response to D. N. RodowicK’s
“An Elegy for Theory”. October, no 122, pp. 110-120.

Urry J. (2016) What is the Future?, Cambridge: Polity.

Vorobieva K. (2011) Otechestvennaja sociologija kino (vtoraja polovina XX—nachalo XXI
vv.) [Russian Sociology of Cinema (Second Half of 20th—Early 21st Centuries)] (PhD
Dissertation), Saint Petersburg: Herzen State Pedagogical University of Russia. (In
Russian)

Williams R. (1985) A Vocabulary of Culture and Society, Oxford: Oxford University Press.

Yarskaya-Smirnova E. (2001) Odezhda dlja Adama i Evy [Clothes for Adam and Eve],
Moscow: INION RAN. (In Russian)

Zhabsky M., Tarasov K. (2019) Rossijskaja sociologija kino v kontekste razvitija obsh-
hestva [Russian Sociology of Cinema in the Context of the Development of Society].
Sotsiologicheskie Issledovaniia, no 11, pp. 73-81. (In Russian)

Zorkaya N. (1976) Na rubezhe stoletij: u istokov massovogo iskusstva v Rossii 1900-1910 go-
dov [At the Turn of the Centuries: At the Origins of Mass Art in Russia in 1900-1910s],
Moscow: Nauka. (In Russian)



RUSSIAN SOCIOLOGICAL REVIEW. 2020. VOL.19. NO4 177
“Coming soon?”: counonorma KMHO N KynbTYPHbIA NOBOPOT

bopuc CmenaHos

KaHampat KynbTyponoruy, BeayLmnii HayuHblii COTPYAHUK, IHCTUTYT ryMaHUTapHbIX MCTOPUKO-TEOPETUYECKMNX
nccnepoBaHuii menn A. B. Monetaesa (MTUTU HAY BLLU3); poueHT, Lkona punocodun n kynstyponoruu,
HaumnoHanbHbI nccnegoBaTenbCKUin yHUBEpCUTET «BbiCLas WKona SKOHOMUKN»

Appec: yn. MacHuuKas, a. 20, r. MockBa, Poccuiickas ®egepauus 101000

E-mail: bstepanov@hse.ru

Ha npotaxeHnn XX BeKa KMHO Urpano 1 4o HEKOTOPOW CTereHr MPOLOIXKaeT UrpaTh KITloUeByio
posnb B $OPMMPOBaHNM COLMANBHOIO BOOOPAXKEHMA N aHTPOMOJIOM COBPEMEHHOTO YeNloBeKa.
Tem He MeHee, Kak NoKa3bIBaeT 0630p aHMNINCKON HayYHOW NUTepaTypbl, KMHO, B OTANYMNE

OT MCKYCCTBa U My3blKI, OCTAETCA /1A COLMONIOrOB BTOPOCTENEHHbIM NpeiMeTOM aHanmsa.

B ctaTbe npeanpuHATa NOMNbITKa PaCCMOTPETb COCTOAHUE COLMOIOrMYecKom pedbnekcum o KUHO

B KOHTEKCTE KY/IbTYPHOIO NMOBOPOTa B COLMONONM Kak B MEXXAYHAPOAHOM, TaK 11 B HaLVIOHAJIbHOM
KOHTeKCTe. PeKOHCTpyMpysa UCTOPUIO B3aMOLENCTBUA MeXXAYy COLMONOren, KNHOBeAeHNEM

N KYNbTYPHbIMW NCCIeOBaHUAMU, aBTOP HE TOJNIbKO NPUBOAUT CBMAETENLCTBA HELOCTAaTOYHOMO
MHTepeca COLMONOroB K U3yUeHuto KuHemaTorpagda, Ho Takxke 06Cy»KaaeT nyTy pa3BopaymBaHus
coumonornyeckon NnpobnemaTukm B KMHoMccnefoBaHnax Ha pybexe XX-XXI BB. 1 ncnonb3oBaHuA
KWUHO AN U3yyeHuns coumanbHoro BoobpaxeHus. MNprmep nccnegoBaHna coobLiecTs nobutenen
COBETCKOr0 HayYyHO-GpaHTaCTUUYECKOTro KUHO IEMOHCTPUPYET OAUH 13 BO3MOXKHbIX MyTei pa3BuTHsA
COLMONIOTNYECKN-OPUEHTVPOBAHHOW MPOrpammMbl U3yyeHUs KuHemaTtorpada.
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