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Abstract. Having as a starting point the fact that the Stalinist cinematography played the role of an institution in 
producing history, the paper proposes analysis of films which tackle the Civil War and the Russian Revolution. 
Regardless of what films we take into account, whether the cult films of the Soviet cinematography – October (1927) 
directed by S. Eisenstein or The End of St. Petersburg (1927) directed by V. Pudovkin; some famous adaptations – 
And Quiet Flows the Don (1930) or Chapaev (1934); films inspired by historical figures – Baltic Deputy (1936) and 
Kotovsky  (1942) – we point out to patterns, related to war, time and memory. 

The analyzed films reflect a peculiar way of building history, which reveals facets of Stalinist era. On one hand, 
Stalinist art and rhetoric of the ’30s install a temporal hierarchy of high importance for the Soviet Union – designating 
the October Revolution and Russian Civil War as a crucial moment, a variation of the Great Time in Mircea Eliade’s 
understanding, which was at the beginning, but also the celebrated paradigm of the new history, projected into the future 
(Clark 2000, 39-40). On the other hand, Socialist Realism established the basis of what proved to be a fruitful system 
of using renowned heroes from the collective mentality in order to canonize them through ideological fictionalization, 
historicizing and film adaptation, with all subsequent mythologizing mutations, so that a greater impact on the masses 
would be acquired1. 

Our main concern is to identify the ways in which the following aspects are articulated in films: legitimacy of the 
Stalinist regime and related myths (great family and variations of “father” and “son” relationship, graveside oaths, picking 
up the banner, (female) martyr, etc.), representation of The Civit War and Revolution. 

Keywords: Stalinist cinema and myths, evasiveness and clichés, representation of the Civil War and the Russian 
Revolution, the Civil War cult.
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Introduction

The main preoccupation of our article is 
the representation of the Civil War and the 
Russian Revolution in the Soviet cinematog-
raphy from historical and synchronic perspec-
tives. The premise of our analysis is constitut-
ed by the special status of the Great War, in-
termingled with the Russian Revolution and 
Civil War, all playing a great role in shaping 
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the Soviet mentality (Fitz patrick 1989, 57-76). All these events, along with the peri-
od of Provisional Government after the February Revolution, paved the way for a re-
evaluation and reconstruction of the Russian culture by grafting socialist ideas on a 
mentality where religious symbolism was deeply rooted (see some examples of reli-
gious mentality and symbols under new political and social circumstances in fi lms on 
collectivization in Grancea, Grădinaru 2016, 716). That phenomenon shaped the per-
spective on the Russian past and molded present and future (Hemenway 1999, 6) in a 
consistent att empt to establish the legitimacy of the Party, and this was achieved part-
ly due to the usage of the Civil War cult, with its heroic narratives and patt erns so 
skillfully used in establishing the World War II cult later (Tumarkin 1994).

Soviet cinema was a key instrument in inducing and popularizing the Civil War 
cult, the glorious myth and values of the October Revolution, the exemplary fi gure 
of the Bolshevik, as opposed to the Menshevik and especially the representatives of 
the Provisional Government (yet avoiding the complex political background between 
the February and October Revolution, named dvoevlastie or “two powers”). Our fi lm 
analysis reveals how scripts, heroes and myths were handled and handed down to 
the masses in order to ensure the state authority and Stalin’s legitimacy as the only 
true successor of Lenin. At the same time, the cult of the Russian Civil War served 
as an educational tool, as a catalyst for disseminating political and cultural values 
(Hartz ok 2009, 4) and for inducing the new Soviet identity through the most power-
ful propaganda weapon – cinematography (Lenin 1970, 579). As E. Dobrenko argues, 
cinema became the “institution for the production of history” under Stalinism, being 
responsible for a double transformation of historical events in case of literary adapta-
tions (Dobrenko 2008, 1). Thus, while cinema is, generally speaking, responsible for 
(an unreliable) reconstruction of reality (Sorlin 1980, 170), the Stalinist cinematogra-
phy creates the illusion of “refl ection,” corresponding fully to the nature of Stalinist 
art (Dobrenko 2008, 4).

Soviet Cult Films about World War 1 and Revolution 

The fi rst two fi lms that we consider to have played a defi ning role in establish-
ing visual patt erns and (re)using revolutionary motives, are masterpieces of re-
nowned Soviet directors – October (1927) directed by S. Eisenstein and The End 
of St. Petersburg (1927) directed by V. Pudovkin. These cult fi lms were both com-
missioned by the Bolshevik power to commemorate the tenth anniversary of the 
October Revolution, thus launching a tradition of fi lms, made-to celebrate Russian 
Revolution anniversaries. 

We may claim that both fi lms establish a canon in representing the First World 
War and the Revolution: the Provisional Government is presented as abusive follow-
er of the neglectful tsarist policy towards the people, while the Great War is seen as 
an extension of that policy, with the July Days being its best proof (as several par-
ticularly crude scenes in Eisenstein’s fi lm demonstrate). The October Revolution is 
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seen in opposition to a war that did not concern the Russian people; its true role be-
ing to save the Russian peasantry and working class, as well as people living in the 
close vicinity to the Russian borders. Thus the romantic-heroic representation of the 
Revolution (and Civil War)2 overshadows the importance of the First World War in 
Soviet fi lmography, reducing it to clichés images of frozen, starving soldiers in fl ood-
ed trenches, and of soldiers running towards their death in the background with the 
foreground dominated by torn barbwire. Thanks to them, World War I is cast in the 
abject role of enriching the Provisional Government and their entourage and of sup-
pressing people’s will to fi ght for their rights and for the so-called “true Revolution”. 
The most eloquent scenes are to be found in Pudovkin’s fi lm: the ideological mon-
tage of soldiers running and dying on the batt lefi eld, while members of the high class 
are running to the stock exchanged to get unjustly enriched. The critical-demystify-
ing vision of the Great War becomes thus obvious, and is contrasted to the image of 
the October Revolution, presented as expression of the will of the people and the only 
solution that could restore peace and establish social justice and equality. 

Both fi lms are great examples of remodeling the memory of war by mythologyz-
ing the actual events and therefore contributing to the cult of the Civil War with its 
own system of signs, codes and rituals which, in tune with the main aim of Soviet art, 
were meant to educate through implementation of socialist mores. 

Unlike Eisenstein’s October, which foregrounds the masses, Pudovkin’s fi lm em-
phasizes individual-psychological features (Iezuitov 1937, 95). Taking into account 
that the latt er is considered the master of the realist fi lm-portrait, this is not surpris-
ing (Kovalov in Tabachnikova 2016, 447). Indeed, while V. Pudovkin’s fi lm is deemed 
a “lyrical epic” in contrast to Alexander Dovzhenko’s Arsenal (1929), defi ned as “phil-
osophic epic”, Eisenstein’s October is closer to what critics name “journalistic epic” 
(Iezuitov 1937, 96). It is worth mentioning that Pudovkin’s manner of intermingling 
collective and individual destiny was to be used subsequently by many Soviet direc-
tors in their att empts to represent the reality of war and revolution. The main hero of 
the fi lm, a peasant with no work and no name, or “one among millions” to use the 
party rhetoric of those years, is a symbol of a new type of relationship with the new 
times, or to quote famous Soviet critic Neva Zorkaia: “the hero of the revolutionary 
fi lm, the representative of the working masses, isn’t moved by random features and 
individual character traits, but by the reason of history itself, by the legitimacy of the 
class struggle” (1969). 

In the fi lms mentioned so far, we distinguish a well-pronounced specifi c Stalinist 
(both literary and fi lmic) mythological narrative patt ern – that of the relationship be-
tween the Bolshevik leader and the novice (or in Katerina Clark’s terms “father” and 
“son”; Clark 2000, 114-124), which sets the hero on the right spiritual-ideological path 
(even prompts his interior illumination). Moreover, if we are to use Clark’s terminol-
ogy to describe this initiatory route of the hero as the road from a state of spontaneity 
(stikhiinost`) to one of consciousness (soznatel`nost`), it becomes evident that it pre-
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vails in the already mentioned fi lm adaptations –And Quiet Flows the Don (1930) and 
Chapaev (1934), – as well as Kotovsky (1942) and The Great Dawn (1938). Some varia-
tions of the “father-sons” relationship are to be seen in the fi lms Baltic Deputy (1936), 
We Are from Kronstadt (1936) and in Baltic Sailors (1937), thus furthering the cult of the 
Civil War by instilling a diff erent type of war memory in people’s minds, which re-
place the traumatic war memories from the Great War or of the Civil War. On the oth-
er hand, this strategy of inculcating collective memories had the role of diff erentiat-
ing between the two wars, both bearers of scars and traumas: while the Great War, 
as we have already pointed out, was imposed by the imperial elites from above (and 
from the outside by the Allies), and later supported by the Provisional Government 
and their bourgeois February Revolution (considered not the Revolution of the mass-
es), the Civil War was precipitated by internal reasons, because of the bare necessities 
of the oppressed people, and thus being a “just and necessary war” for noble caus-
es – social equality and new beginnings: building a “new society” to replace the “old 
world”. 

Stalinist Film Adaptations on the Civil War

Bearing in mind the stringent role Socialist Realism came to play since 1934, Soviet 
fi lm adaptations under analysis here include not only exemplary works as Chapaev. 
Whilst Chapaev, the fi lm adaptation of Dmitri Furmanov’s auto-biographical nov-
el, directed by the Vasiliev brothers3 is considered the fi nest example of fi lmic art 
specifi c to Socialist Realism (Kaganovsky 2008, 11), the fi rst adaptation of Mikhail 
Sholokhov’s novel And Quiet Flows the Don from 1930 deserves but a mention when 
compared to its adaptations of later years4. And that is due to the fact that the script 
was largely based on the love aff air between Grigory and Aksinya, the main charac-
ters, and the directors’ perspective was situated outside the class struggle, and seem-
ingly unsupportive of the revolutionary cause. The directors Olga Preobrazhenskaia 
and Ivan Pravov were excluded from the Association of Contributors to Revolutionary 
Cinematography shortly after the fi lm release for “favouring small bourgeoisie’s 
tastes specifi c to spectators unaware of the class struggle” (za potakanie melkoburzhua-
znym vkusam klassovo chuzhdykh zritelei). Those were uncertain times after the subse-
quent reorganization of the centralized Soviet fi lm industry in 1930, which – follow-
ing the succession of similar att empts in 1924-1925 with Goskino and 1925-1930 with 
Sovkino – resulted in the creation of Soyuzkino, characterized by the establishment 
of administrative-bureaucratic units responsible for censorship and review of cine-
matographic products, liable for the so-called ideologicheskii brak (“ideological waste”) 
(Kenez 1992, 129-130). Both the centralization of the Soviet cinema and the establish-
ment of the Socialist Realism as the accepted method rather than aesthetic style or a 
school (Hosking 1980, 3) contributed to the simplicity and transparency of the fi lmic 
language. These features, combined, resulted in the Soviet “illusion factory” from the 
1930s (Lawton 1992, 4) rather than a reliable refl ection of the socio-historical reality. 
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However, even the not so fortunate fi lm adaptation of M. Sholokhov’s novel uses 
same narrative on the Great War and Revolution: the brave Cossack Grigory is saved 
by an unlikely comrade – a despised khakhol (Ukrainian) – and initiated in the war and 
revolutionary subtleties in the hospital. Even the events of the 1905 Revolution are 
presented from a diff erent angle in Grigory’s mind, taking into account the Cossack 
involvement in repressing that Revolution. Aside from the already classical represen-
tation of war, the fi nal scene of the fi lm suggests a new beginning for Grigory, illumi-
nated by the revolutionary truth. 

The adaptation of Chapaev is considered the fi rst sign for the institutionalization 
of the Soviet myth making machine in the way Elena Seniavskaia explained it: tak-
ing the heroes recognized by the collective mentality and idealizing them in liter-
ary works and fi lm adaptations in order to have a greater impact over the masses 
(Seniavskaia 1999, 214-216). We have already made reference to the fact that the fi lm 
uses the specifi c Stalinist myths, like the initiatory path of the hero (Chapaev) un-
der the guidance of a paternal fi gure (Commissar Furmanov), the great family, pass-
ing the baton from one generation to another. Under Furmanov’s guidance, Chapaev 
evolves from a spontaneous and even outrageous force of nature to a conscientious 
fi ghter (soznatel`nyi boets), worthy of a hero status. Furmanov’s civilizing infl uence ex-
tends even over Chapaev’s soldiers, putt ing an end to the robberies and even obtain-
ing Chapaev’s support on that matt er due to a crafty game. 

What we fi nd signifi cant is that the climax of the great Red Army commander 
transformation process is presented in a symbolical manner by his death in the wa-
ters of a river. Death – in both literary and fi lmic Stalinist texts – has the role of a func-
tion in Propp’s terms (Propp 2001; see also Grădinaru 2014, 451-462), which ensures 
the hero’s continuity and symbolical multiplication (Clark 2000, 178-182). Heroic 
death becomes part of the war representation in A. Fadeyev’s The Young Guard, di-
rected by the renowned S. Gerasimov (1948), B. Vasiliev’s The Dawns Here Are Quiet, 
directed by S. Rostotskiy (1972), and many others. 

The Vasiliev Brothers harness the diff erences between the Red and White Army, 
presenting the spatial opposition of their headquarters – wooden cott ages, simple and 
poorly interiors in Chapaev’s case, and wealthy interiors that speak of a great aesthet-
ic sense, att ention to details in the case of the “white” commanders – and diff erent re-
lations between the commanders and their soldiers (Chapaev is eating, sleeping and 
singing with his soldiers, while the commanders of the White Army have servants 
and military inferiors). The visual diff erences between the two armies on the batt le-
fi eld are also presented in a humoristic manner, as the exemplary march of the White 
Army, meant to intimidate the enemy, is scatt ered with a single machine gun oper-
ated by a woman5. The spirit of camaraderie between male and female fi ghters is to 
be further exploited in other fi lms not only on the subject of the Great War, Civil War 
and Revolution, but also in fi lms about World War II, providing a patt ern in the pro-
cess of annihilating femininity and replacing it by masculinization which, along with 
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emasculation of men, made possible the development of love relations (Kaganovsky 
2008, 73-74)6. 

It is no wonder that the success of Chapaev (with both authorities and the audi-
ence) increased the demand for such fi lms, with a similarly popular positive heroes 
on a quest to instill social values and provide legitimacy of the regime in the minds of 
the Soviet citizens. Among those are fi lms, inspired by heroic military epos, like My 
iz Kronshtadta (We Are from Kronstadt, 1936, directed by E. Dzigan, script writt en by 
V. Vishnevsky), Baltiitsy (Baltic Sailors, 1937, directed by A. Faintsimmer) and Fed`ka 
[(1936, a fi lm for the young audience, directed by N. Lebedev, known as “children’s 
Chapaev” (Graff y 2010, 84)]. The infl uence of Chapaev in terms of mythologizing his-
torical facts are to be recognized in fi lms from the so-called Leniniana and Staliniana 
cycles, more specifi cally – Lenin v oktiabre (Lenin in October, 1937, edited in 1958, di-
rected by M. Romm), and respectively Velikoe zarevo (The Great Dawn/They Wanted 
Peace, 1938, directed by M. Chaureli). 

Films Inspired by Historical Figures
from the Civil War and Revolution

Among Stalinist fi lms inspired by (mythologized) historical fi gures, Kotovsky 
(1942), directed by Aleksandr Faintsimmer, is arguably among the brightest exam-
ples, which played a key role in establishing the cult of the Civil War. And this is 
mostly due to the fact that the main character Grigory Kotovsky combines several 
successful traits – born and raised in a marginal Soviet Republic, Moldavia, he may 
be regarded as both a folkloric fi gure of Romanian origin (khaiduk) and as a sponta-
neous hero outraged by the social inequality and fi nancial troubles of the peasants. 
Thanks to a number of trials, overseen by the invariable “father” fi gure embodied by 
the enlightened Bolshevik Efi m, Kotovsky becomes a conscious Bolshevik leader. His 
transformation path in several steps includes Efi m’s death, whose symbolical signifi -
cance for the Bessarabian ataman’s maturity as a new type of leader cannot be under-
estimated. It is easy to see that both the hero’s evolution and its cinematic representa-
tion resemble uncannily Chapaev.

The complex phenomenon of “gender confusion” and “gender mutability”, en-
countered in Chapaev (Kaganovsky 2008, 107-109), is to be found in Kotovsky as a con-
dition for the love story between the great military leader and a woman with a (mas-
culine) character, who even saves his life in batt le. In line with the then newly de-
veloped conventions of Socialist Realism in opposition to naturalism and thus to the 
somewhat darker sides of human nature, the union between the main hero and the 
woman (as a life companion) acquires the ideological connotations of socialist nature, 
presenting their marriage as a new and necessary chapter, which ensures the continu-
ity of the Stalinist “family” (Clark 2000, 183). It is thus relevant that only after being 
saved by the doctor and only on the batt lefi eld, Kotovsky exclaims that she is “suit-
able for him” as a partner. In Velikoe zarevo, love blossoms in the same manner be-
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tween the Russian female revolutionary Svetlana and the Georgian soldier (and later 
Bolshevik commander) Georgy, wounded during the turbulent July Days, thus high-
lighting the Stalinist myth of the “big family”, the unity between various cultures and 
peoples in their fi ght for ‘self-determination’ (samo-opredelenie narodov).

Another specifi c motif, also of revolutionary origin and present in Kotovsky, is the 
graveside oath of the great leader, who swears revenge for the innocent Moldavians 
hung by the merciless German-Romanian invaders. The enemy cruelty establishes 
an ethnic and moral distinction between the Moldavian identity (artifi cially created 
during Soviet times) and the Romanians, through applying specifi c patt erns of war 
ideology in depicting the Other (Carpentier 2011). The graveside oath appears in We 
Are from Kronstandt (1936), and a variation of it is to be seen in Baltic Sailors (1937).

The unjust and cruel nature of World War 1, as we have already seen above, is an 
unwelcomed distraction for all worthy men under the troubled social circumstances 
throughout the Russian Empire on the eve of the Bolshevik Revolution. On the oth-
er hand, the First World War has provided the necessary training for men with a so-
cialist conscience who, when the time comes, could take over the country. In the last 
scene of the fi lm, we witness Grigory Kotovsky making a speech on an Odessa the-
atre stage, which announces the demise of the “old Odessa”, and proclaims the birth 
of “our Odessa, a Soviet city for workers”. 

Another relevant example of a Stalinist fi lm inspired by historic personalities and 
considered important for the Soviet myth making machine, is Baltic Deputy (1936). It 
focuses on the fi gure of a scientist – D. I. Polezhaiev, described in the fi lm as a “great 
Russian scientist, fi ghter and thinker”. K. A. Timiriazev is the inspiration for the hero 
of Baltic Deputy – a hypostasis of the new Soviet man, a new type of scientist of great 
importance for the Soviet agriculture. The Bolshevik att empt to rebuild the world in-
volves scientifi c mythology and questionable methods known as Michurinism (de-
veloped by I. V. Michurin), Lysenkoism (developed by T. D. Lysenko), the myth of 
rotation in agriculture, the great Stalinist plan of transforming the nature (1948), and 
constructive geography (Boia 2000, 171-201). The idea of linking the progress of the 
October Revolution with an open-minded and exceptional biology professor, with di-
rect infl uence on Soviet agriculture is yet another example of mythologizing history 
by recasting new scientifi c fi ndings and breakthroughs as achievements of the newly 
established Soviet world as opposed to the old, bourgeois and capitalist one. 

Moreover, the idea of enlightening the masses is forcefully conveyed in the scene 
where the old and ailing professor gives a lecture to the sailors on Amur ship about 
the physiology of plants and the importance of the red color. The scene corroborates 
the Bolshevik tendency to implement new norms and values, and to inculcate a prop-
er conduct by fostering kul`turnost`(culturedness) (Hoff mann 2003, 15-19) in order to 
contribute to the formation of the new Soviet man (Ibid, 45-53).

Baltic Deputy recreates the events and atmosphere of the “red Petrograd” at the 
end of 1917 along with the tensions and enmities between intellectuals at the dawn of 
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the Soviet Union, when a much respected professor publishes an article, which makes 
public his benevolent views about Bolshevik power. Two types of relations between 
the “father” and the “son” appear in the fi lmic text: a successful one (between pro-
fessor Polezhaiev and his student Mikhail Bocharov, previously exiled to Siberia be-
cause of his political views) and a failed one (between the professor and another stu-
dent Vorobiov, motivated by ambition and lacking the “honorable (Bolshevik) mor-
al character”)7. Other ticklish matt ers of that period – like the establishment of censor-
ship as a response to unfavorable reviews of Polezhaiev’s article in question, – albe-
it presented in a humorous manner, cannot downplay the ominousness of the newly 
founded agit-otdel. 

Whilst the tensions between Mensheviks and Bolsheviks are only briefl y present-
ed in the fi lm, the allegedly strong relationship between Revolution and science is em-
phasized by such eloquent sentences as: “You [the professor] are the authority of the 
Revolution, your every word supports the Revolution”; “we have to protect this pro-
fessor with a young spirit”; “professor Polezhaiev’s book is of prime importance for 
the Revolution”. Although present indirectly in the fi lm, V. I. Lenin summons the pro-
fessor to show his support and admiration, and congratulates him on his birthday. 

Professor Polezhaiev is elected deputy of the Petrograd Soviet by sailors of the 
Red Baltic Fleet and, despite the doctor’s advice, he att ends an important meeting to 
give a fi ery speech, as he is “honoured to be part of the holy Revolution”, “defend-
ing the Revolution in his own way, with his pen”. Polezhaiev’s motivational speech 
impresses the sailors who are about to fi ght for Petrograd and Revolution. We fi nd 
it suggestive that unlike other Soviet fi lms, included in the Leniniana cycle8, the fi lm 
Baltic Deputy doesn’t have any scenes with Lenin, whose presence is implied indirect-
ly (a phone call, a lett er). Even a much anticipated meeting between Bocharov and 
Lenin is not part of the fi lm, giving thus the impression that the events in Petrograd 
of 1917-1918 (as in other Russian cities) were the result of the collective will (includ-
ing not only rebel sailors, exiled students, but also intelligentsia) and actions, gently 
steered by the great Bolshevik leader. 

Conclusive Remarks

The establishment of the Civil War cult in Stalinist times may be regarded as the 
result of various att empts to legitimize the new political leadership and the con-
struction of the Soviet Union. Both the so-called “true Revolution” and the Civil War 
gained a special place in the temporal hierarchy of the Soviet Union. It becomes a 
variation of the Great Time as defi ned by Mircea Eliade as epitomizing the paradisi-
acal beginnings, but also establishes the celebrated paradigm of the new history as 
projected into the future (Clark 2000, 39-40). Moreover, in this Stalinist perception 
of temporality, the present was “sacrifi ced” and as a result of de-realization, is being 
shifted into the past, while att empts were made to embed the future into the present 
(Dobrenko 2008, 5-7). In this way the past is in need of both legitimization and cele-
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bration, and becomes the object of historicisation, ideological fi ctionalization, musei-
fi cation, and/or fi lm adaptation. This cult of the revolutionary past produced a myr-
iad of literary and fi lmic masterpieces of Socialist Realism, off ering the masses a (di-
dactic) replacement of their social memory with offi  cially ideologized historical nar-
ratives. The Stalinist strategy for reconstituting the past used recurrent revolutionary 
motives of the 19th century, over layering them with new myths and heroes, which re-
sulted in museum-like compositions, featuring a depersonalized past presented with 
the help of an ideological montage (Ibidem, 7-10). 

The Stalinist motif of legacy is obvious in the analyzed fi lms, which off er perspec-
tives on the relationship between generations (the elder “conscious” commissar/ “fa-
ther” and the “spontaneous” soldier/ sailor/ “son”), and among other aspects the 
Soviet version of the female emancipation in a romantic-heroic manner. All the men-
tioned Stalinist motives become clichés in fi lms of the interwar period, contributing 
to the education of exemplary Soviet citizens and to the instilment of an evasive, se-
lective and ideologically instrumentalized history, especially concerning the trou-
bled events of the Great War, the Russian Revolution(s) of 1917 and the Civil War. 
Thus the traumatic memory of the Great War seems to be replaced in Stalinist cine-
matographic productions by the not so traumatic, but rather glorious and victorious 
period of the supposedly righteous Civil War through a myriad of clichés aiming at 
rewriting history. 

Notes:
1 N. Ostrovsky’s How the Steel Was Tempered, D. Furmanov’s Chapaev, A. Fadeyev’s The Young 

Guard, B. Polevoi’s A Story About a Real Man are cases of fi ction inspired by real men and 
events, adapted on screen. 

2 See the main ways of refl ecting war – romantic-heroic and critical-desacralizing in Gheo-
rghiu-Cernat 1983, 46.

3 Georgy and Sergey Vasiliev began working together with the pseudonym “Vasiliev Broth-
ers” (bratìa Vasilievy) in 1928. Chapaev was their greatest success, as within a year after its 
release the fi lm was watched by over 30 million people (Brat`ia Vasilievy 1983, 545). 

4 The 1957-1958 fi lm adaptation was directed by S. Gerasimov; the third adaptation is the 
1992 TV-series directed by S. Bondarchuk and montaged by his son in 2006. The fourth ad-
aptation of Sholokhov’s novel is the 2015 TV-series, directed by S. Ursulyak. 

5 The heroic female presence is notable, especially in the tradition of the revolutionary eman-
cipation present in N. Chernyshevsky’s novel What Is to be Done? (1863). See more on the 
subject in Grădinaru 2011, 1479-1488. 

6 There are plenty of other similar examples in the Soviet literature of those years: Fenia in 
Gladkov’s Energy (1938), Olia in Polevoi’s A Story About a Real Man (1947) are just several 
worth mentioning.

7 More hypostases of the relationship “father-son” are present in the fi lm Baltic Sailors (1937): 
Commissar Timofei Ivanovich and his biological son, his undisciplined friend Zhezlov, an-
other rebel and undisciplined sailor Kolesov. The same couple “mentor-disciple” is pointed 
out in the fi lm We Are from Kronstandt (1936) in the relationship between commissar Marty-
nov and the nonconformist sailor Artyom. 
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8 Two canonical samples of presenting the October Revolution and Russian Civil War as 
political-cultural campaign are Mikhail Romm’s Lenin in October (1937) and Lenin in 1918 
(1939), which demonstrate eloquently the Soviet mythologized manner of constructing his-
tory. 
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