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Summary: The article presents the results of a comparative analysis of the Gogol's
novel «Taras Bulba» and a screen version, produced by A. Bortko. The author highlights the
producer's messages as the instruments of supra-national Slavic identity construction.
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Torons «Tapac bynnba» Ta kiHOompoaykry pexucepa A. BopTko. ABTOpM BHOKPEMIIIOIOTH
PEKUCEPChKI  MECHJUKM  SIK  1HCTpPyYMEHT (OpMYyBaHHS HaJHAI[IOHAJIBbHOI  CJIaB'SHCHKOI
1IEHTUYHOCTI.
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PEKUCCEPCKUE MECCHJDKM KaK HMHCTPYMEHT (DOPMHUPOBAHUS HAJAHAIMOHAIBHOM CIIaBSHCKOM
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In the context of sociocultural transformation on post-Soviet space the sphere of
icon-symbolic communication (including cinematography) becomes the hot spot of
social sense construction, creates the system of symbolic coordinates, influences
on structures of social perception. As J. Soroka stresses that such aspects of content
composition as an item, characters, historical and cultural context, political
background, artistic language stand out as an icon-symbolic explication of
perceptive structures, relevant for both an author and an audience [4].

Mass-media provides varied cultural fields with different axiological
structure and trend. It makes possible to «read» cinema as a relevant historical
context which reveals the ideology of an appropriate epoch: it can be presented in a
movie or in a sociocultural context of the cinema product (the example of such
research is provided in [1, p. 5]). In the process of such an analytical stream the
cinema product is decoded as the text with an individual combination of images
and sounds which includes a narrative structure. The latter influences spectators in
a specific way: it defines the outer cinema reality and the stream of interpretation

[2].

Analyzing the screen version of a literary work it is necessary to employ a
set of methodological principles, presented by S. Hall. Yet, visual culture is viewed
as a complicated system of representation, on the one hand. Representations can
refer to a variety of social facts, they enable different levels of visual products
understanding and interpretation, on the other hand [6].



Thus, the researcher concludes that there is no social phenomenon out of
ideological pressure. The character of ideological messages depends on
sociocultural context and contemporary ideological mainstream in the society.
Cinema icons exist only in the sphere of cinematography as a social institution, in a
specific way they correlate with different sociocultural contexts: with a
sociocultural reality in which the product was created and broadcasted for
heterogeneous audience.

Hence, the multidimensional array of sociocultural contexts is created. At
the cross points of these dimensions, symbolic, semiotic and axiomatic ideas of the
cinema product are constructed.

It is too categorically to deny the existing of the author’s strategies and
institutional policies which deal with cultural texts distribution and popularization
(see, for instance [3]). Following the researcher's logic, we stress, that in the focus
of such strategies there are microlevel ideas, senses, meanings and sociocultural
components of the macrolevel of values, norms and orientations.

Consequently, the most heuristic cinema product for sociocultural
perspective of the research is the one of Gogol's novel. We compared this cinema
product of A. Bortko with Gogol's manuscript of 1842 — the second edition of
Gogol's novel. The film crew, which was created by the Russian Federation
Ministry of Culture protection (this fact is relevant for the analysis), sparked off a
huge resonance of discussions among the Russian and Ukrainian intellectual elites.
The movie was promoted in 2009 — in the year of 200" celebration of Gogol's
birthday in the Russian Federation. The cinema product of A. Bortko does generate
an interest to historic and literary heritage of the Slavic nations, and the selection
of famous actors highlights the orientation on mass audience (the fact proved by
box-office success).

Based on the multi-dimensional character of the film, the aim of this
work is a detailed sociological identification of the general and specific screening
aspects of the cinema product through the analysis of producer's key messages.
The object of this work is contemporary Russian cinematography; the
subject is the identification of supranational Slavic identity construction. We
define producer's messages as content accents of the cinema product, which are
created by the producer's team with the help of different compositional tools,
correction of the scenario structure, selection of actors' cues. The latter is provided
through certain ideological influence on the audience.

One of the most important formal corrections, used by the producer's team,
is changing of textual location of the final, culmination of Bulba's speech (I would
like to tell you, my friends...). A famous monologue opens the screen version
while in Gogol's literary work it is articulated by the main character following the
final fight between the Zaporozhye Cossacks and the Poles. We interpret this
producer's correction as the intentional act of attracting a spectator towards
ideological context, as a focus on arranging and a tool of drawing audience's
attention. Thus, the content of the culmination speech has acquired another
meaning: the selection of phrases and statements takes place in the cinema product


http://www.lingvo.ua/ru/Search/GlossaryItemExtraInfo?text=%d0%b7%d0%b0%d0%bf%d0%be%d1%80%d0%be%d0%b6%d0%b5%d1%86&translation=Zaporozhye%20Cossack&srcLang=ru&destLang=en

(the text of Bulba's monologue is an exact abstract of the original version of 1842

and the part in bold is screened in the movie).

«Xouemca mne eam ckazams, nanoge, YUMo MaKoe ecmov Hauie mosapuuiecmeo. Boi
CALIULANU O OMYO8 U 0e008, 8 KAKOU YeCmu )y cex Oblia 3eMisl Hawa: U 2peKkam 0and 3HaAmbs
cebs, u ¢ Lapvepada bpana uyepoHysl, u 20pooa ObLIU NbIUWHBIE, U XPAMbI, U KHA3bS, KHA3bS
PYCCKO20 pooa, C60U KHA3bs, a4 He Kamoaudeckue Hedoeepku. Bce e3sanu 6ycypmanvl, éce
nponano. Tonvko ocmanuce Mul, cupsie, 0a, KaK 8008UYA NOCIe KPENnKO20 Mydcd, cupas, max
orce Kak u mul, 3emns nawa! Bom 6 kakoe épems nodanu mvl, mosapuwu, pyky Ha bpamcmeo!
Bom mna uyem cmoum Hawe mosapuwecmeo! Hem y3 ceamee mosapuwecmea! Omey nobum
c8oe oums, mamv Ja0OUmM ceoe oums, oums aooum omya u mams. Ho smo ne mo, 6pamywi:
ar0doum u 36epv  ceoe oums. Ho nopoonumuvcs poocmeom no oyuie, a He no Kposu, MOdicem
ooun monvko uenosex. bviganu u 6 opyzux zemaax mosapuwiu, Ho maxkux, kak ¢ Pycckoii
3emie, He Obl10 maKux moeapuwieii. Bav ciyuanoco He 00HOMY NOMHOZY Nponaoamsv Ha
yyorcouHe; euoub - U mam aroou! makice OOXHCUL YeEN08eK, U PA320BOPUULCA C HUM, KAK C
CBOUM, a Kak 0ouidem 00 Mmoeo, Ymobdvl nosedamsv CepoeyHoe Cl080, - BUOUULL. Hem, YMHble
00U, 0a He me; maxue dice 100U, oa He me! Hem, oOpamysi, mak nodums, Kax pycckas oywia,
- 100UmMb He Mo YMooObl yMOM UIU UeM OPY2UM, A 6CEM, UeM O0al 002, YUMo HU ecmb 6 meoe,
a... - ckazan Tapac, u maxwyn pyKou, u NOMpPAC ceool0 20108010, U YCOM MOPSHYI, U CKA3AL: -
Hem, mak n1ooump nHukmo ne modcem! 3HaI0, nOONO 3A6e10Ch menepy HA 3eMjie Hauieil;
oymaiom moJybKo, 4moObl npu HUX ObLIU XAeOHble cmocU, CKUPObl 04 KOHHble MAOyHbl
ux, oa oviiu 0vl yenwvt 6 nozpedax zaneuamamnnvie meovl ux. Ilepenumarom uyepm 3naem
Kakue OycypmaHncKue o00bl4au; CHYWAIOMCA A3bIKOM CEOUM; C60Il C C60UM He XOouem
2060pumb; C60I C60e20 npooaem, KaK npooarom 0e30yWiHyI0 meapb HA MOpP2060M PbIHKe.
Munocmo uysxncozo Koponsa, 0a u He KOpOis, @ RACKYOHAS MUIOCHb NHOICKO20 MAZHama,
KOmopbwlil  JceimplM  4efOmom ceoum 0Ovem ux 6 mopoy, 00podxyce O HUX  6CAKO20
opamcmea. Ho y nocneonezo noonioku, KaKkoe OH HU €CHlb, XOMb 8eCb U3BAISNCS OH 8 CAdCE
U 8 NOKJIOHHUYecmee, eCmb W y mo20, Opamuwvl, Kpynuua pycckozo uyecmea. H
npocHemcs OHO K020a-HUOYOb, U yoapumcs OH, 20PEMblYHbLIL, 00 NOJIbI PYKAMU, CXEAMUM
ceda  3a 207108y, NPOKNAAGUIU ZPOMKO NOOJIYIO JHCU3HbL C6010, 20MOGbLI MYKAMU UCKYRUMb
noszopnoe oeno. Ilycmv oce 3naiom onu 6ce, umo makoe 3nayum 6 Pycckoiui 3emne
mogapuwiecmeo! Yoyuc eciu Ha mo nowino, Yymoodvl ymupams, - MAK HUKOMY JHC U3 HUX He
oogedemcsa maxk ymupams!.. Hukomy, nuxomy!.. He xeamum y Hux na mo MulituHOU
Hamypul ux!».

Thus, the main messages of the final Bulba's monologue are interpreted as
a manifestation of the following ideas: the unity of the Cossacks's community; the
recognition of «Russianess» («Russianshipy») as a central component of patriotism;
the priority of Orthodoxy as a core criterion in the enemy construction process.

These accents create certain vectors for initial perception of the content of
the cinema product. These tools specify the perception scheme, the coordinational
system which determines the following understanding and interpretation of the
icon-symbolic product by the audience.

Moreover, producer's strategy is identified in the selection of the author's
words in the cinema product. The comparative analysis of cinema and literary
contents has shown that the author's words in the cinema product are presented in
certain order. The accents are pointed in the content dimension: followed by the
strategy of perceptive schemes construction, the producer's team gives utterance to
the author's words only in case of certain images description. These images are: the
image of Sech (the Russian land) and Orthodoxy, Cossacks' and Enemy's image.
While the insonification of personal heroes' characteristics, the nature description
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and so on are not presented. This fact can be interpreted as an indication of the
producer's activity by stressing certain images whose importance acquires a
paramount meaning in the ideological and semantic dimension of the cinema
product.

Sharp criticism of the movie has stemmed from a huge opinion resonance
due to the deliberate nominal substitution of the Ukrainian land of that historical
period as «the Russian land» and an excessive accent on «Russianship» done in the
film.

The analysis has stressed that there is almost absolute correspondence of
the nomination used in the movie and in the literary work. But in this respect, there
IS a need for the selection of cues. «Ukraine» nomination is used three times during
the movie. Secondly, such criticism is leveled by the fact of conventional historical
terminology of the late 16™ century with a generally accepted nomination the
«Russins» and «Malorossia». «Ukrainian» and «Ukraine» nominations entered
historical discourse later. Producer's accent on the importance of «Russianship» is
present evidence (which is supported by the selection of phrases, the frequency of
using «Russian land», «Russians» nominations, manifested ideas and goals — to
protect the Russians and Russian land). Thus, such a position of producer's team is
appropriate to ideological tendencies of contemporary Russian cinematography,
(such a focus on «Russianship» can be found in a series of contemporary Russian
cartoons about three Old Russian strong men whose artistic and ideological
performances are similar to Bulba's image). These accents are oriented on the
national identity creating and the Slavic identity foundation by enforcement of
accepting and manifestation of the idea of historical, religious and cultural Slavic
nations unity. These ideas gain a special importance according to permanent
society process of meanings construction and the fact that besides actual/nominal
identity (for instance, «we are the citizens of Ukrainey) it is necessary to point out
value conditions which help to identify, to unite or to distinguish a certain array of
values.

In this context the allusion on famous Repin's picture «The Cossacks write
a letter to the Turkish Sultany is interesting for our research. Such a technique
underlines the accent on Slavic cultural heritage as a consolidative factor of
supranational feeling conscience which is based on recognition of historical and
cultural unity of Slavic nations (in this case Repin's person is symbolic due to his
Cossack origin). The lingual aspect — the core power of identity construction — is
presented by specific phrases, emotional context of the language, accent on
«Russianship» and recognition of all «Russian» components as a central
consolidative mechanism of supra-identity.

One of the key ideological and symbolic moments of the literary work and
its visual representation is the religious aspect. Faith fills the entire sense of the
movie, it is presented in lingual and ceremonial discourses. Faith is the background
of the Cossack army prosperity and the main criterion for joining it, faith serves as
a focus of unity of the Slavic nations. As a sociocultural component Orthodoxy is
presented in goal achievement of the Cossacks' marches («Boesats 3a Bepy!»,
«Bcerma crosiin 3a Bepy XpuctoBy!»). The other aspect of this component is
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stressing the importance of religious constituent in the film, supported by a number
of scenes: the ataman initiation is accompanied by church psalms, priests prayer
though this detail is absent in the literary work. The other evidence stems from the
fact that the description of childhood and characters of Ostap and Andriy in the
literary work is changed by the scene of Bulba's recollection of Andriy's
christening.

Thus, the priority of Orthodoxy is highlighted in the film as the
consolidative source of the Cossacks and the criterion of differentiating between
«oursy and «strangers». In these terms the scene of Bulba's wife killing by the
Poles opens a new horizon for interpretation. This producer's decision comes out as
the symbolic manifest of pleading the war with the Poles as a way of enemy's
identification. On the other hand, it is a demonstration of democratic European
«civilization» (the image of the Poles as representation of the «civilized» West).
Thirdly, it is the legitimating of common Russian historical past opposed to
European historical past. Construction of a complex enemy image is supported by
the episode of Bulba's recollection of Sultan's female prisoner created by the
producer's team.

Among the main value components of the film there are promotion of
collective and community values, the Cossacks solidarity and the unity of this
community. The value priority is shown by patriotism importance, devotion to
Sech and the nation, moral values and partial leveling of family values. Common
mental Cossacks' characteristics (such as strong will, heroism, devotion) focus
attention on the idea of spiritual unity of the Slavic nations. The importance of
patriotic and heroic Cossacks' feelings is especially underlined by the producer's
team. The alteration of the scene order (particularly, the scene of Andriy's killing
by his father and the atamans' deaths) confirms this thesis.

Consequently, the formal differences between Gogol's literary work take
place in Bortko's screen version. Particularly, there is a selection of cues which
helped the producer to make ideological and symbolic accents, to present his
messages without corrections of the literary work content. Among the core
messages of the movie there is an idea of the Cossacks unity (the value message),
the recognition of «Russianship» as a central component of patriotism (the lingual
message), the priority of Orthodoxy as a core criterion in the enemy's image
construction (the ideological and political message). Thus, these messages create a
symbolic and ideological background for supra-national Slavic identity
construction further analysis of which provides perspectives for our
research.
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