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Zarys tresci: Kinematografia, w tym kinematografia ukrainska, jest wcigz niedocenianym Zro-
dlem w badaniach historycznych. Ukrainskie filmy doby niezaleznosci stanowig natomiast
bardzo interesujace i wazne zrédlo ilustrujace zmiany spofeczne i rézne perspektywy patrzenia
na histori¢ w okresie transformacji. Po 1991 r. okreslenie roli i miejsca Tataréw Krymskich
w historii i spoleczenstwie Ukrainy stalo si¢ istotnym wyzwaniem dla historiografii i pafistwa.
Ukrainskie filmy fabularne z okresu 1991-2017 to dowody podejmowania préb zmierzenia
sie z tym tematem i reprezentacja réznych koncepcji dotyczacych kwestii krymskotatarskie;.

Outline of contents: Films, including Ukrainian feature films, remain an undervalued source
in historical research. However, Ukrainian movies produced in the period of independence
are an interesting and important source and mirror social changes and various perspectives
regarding history in the times of transformation. After 1991 it was a significant challenge for
the state and historians to define the role of the Crimean Tatars in Ukrainian history and
society. Ukrainian feature films from the years 1991-2017 are evidence of attempts to address
and present various concepts related to this issue.
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On 24 August 2017 Ukraine celebrated its Independence Day for the 26th time.
On this occasion, the Ukrainian Ministry of Information Policy launched a social
campaign entitled “We're different, but united” with posters presenting different
social groups.? On the main streets of Kiev were mostly these presenting Crimean
Tatars, (the Krymchaks).® This group gained the right to return to its homeland
from forced exile in the Soviet Central Asian republics only after the Supreme
Soviet of the Soviet Union passed a relevant decision on 14 November 1989:
“O npusHaHUY HEe3aKOHHBIMMMU IIPECTYIHBIMM PEIpPecCHBHBIX aKTOB IIPOTUB
HapOJIOB, MOJIBEPrIINXCA HACUIbCTBEHHOMY IIepece/IeHNIo, U obecredeHnn ux
npas”.* In the first decade of the existence of the independent Ukrainian state, the
number of Crimean Tatars increased more than sixfold and as per the census in
2001 there were as many as 248,200 of them. They constituted almost 13% of the
population in Crimea.® In 2014 Russia started annexation of the peninsula and the
Crimean Tatars had to choose between staying on the land of their ancestors and
emigrating to the continental Ukraine. The annexation of Crimea highlighted the
issue of the Crimean Tatars in the global media. It also proved how important,
yet not accomplished task, has been in the independent Ukraine to come up with
a new, coherent narrative about the past that would also include the history of the
Crimean Tatars. That most traumatic episode of this history in the 20th century
was the forced deportations that commenced on 18 May 1944 and was justified by
the Soviet authorities using accusations of previous collaboration with the German
occupant. The Ukrainian Verkhovna Rada officially proclaimed these events
a genocide and on 12 November 2015 the Remembrance Day of the Genocide
of the Crimean Tatar Nation was established ([lenp mam’sri >xepTB reHouupgy
KPMMCBKOTAaTapCchKoro Hapopy). Since then, it has been commemorated on 18 May.°

The Maidan protests in winter 2013-2014 drew the attention of the whole
world to Ukraine for a time. However, research on the contemporary history
of Ukraine has still focused on memory politics and the official discourse of the
authorities. However, statements of the ruling elite are not fully identical with com-
mon memory of the society or with the narrative present in the texts of culture.

[N}

Binsnauenns [Tus HesanexxHocri, http://mip.gov.ua/news/1932.html (access: 13.01.2018).

The issues related to the correct naming were addressed by Ahatanhel Krymsky; A. Kpumcobkuit,
Crypii 3 Kpumy, Kuis, 1930, p. 1; the Crimean Tatars refer to themselves as Kyrymli, which
translates into Ukrainian as “kpumui”, after: Ykpaincbke HalioHa/mbHe iHdOpMalliiiHe areHTCTBO
Yxpindopm’, https://www.ukrinform.ua/rubric-other_news/2018926-deportacia-krimskih-tatar-
-v-1944-infografika.html (access: 11.01.2018).
http://krym.rusarchives.ru/dokumenty/deklaraciya-verhovnogo-soveta-sssr-o-priznanii-nezakon-
nymi-i-prestupnymi-repressivnyh (access: 15.02.2018).

The details of the census (Bceykpaincbknit nepenuc Hacenennsa) from 2001, http://2001.ukrcensus.
gov.ua (access: 2.02.2018).

ITocranoa BepxoBHoi Pagm Yxpainu IIpo BUSHaHHA TeHOLU/Y KPUMCbKOTaTapCbKOTO HAPOLY,
Bidomocmi Bepxosroi Paou (BBP), 49-50 (2015), p. 469, after: http://zakon3.rada.gov.ua/laws/
show/792-19, (access: 25.01.2018).
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The aim of this text will be to draw attention to films as a frequently neglected
source in research on the contemporary history of Ukraine. This will be discussed
on the example of narratives related to the Crimean Tatars and the relations
between the Ukrainians and the Crimean Tatars in the Ukrainian films produced
in the period of independence. The first part of the article will focus on the meth-
odology of using films, mostly feature films, in historical studies. I will try to
define precisely the subject matter of this research, as well as the tools, the scope
of the study and other aspects I will consider in my research. The second part of
the article will focus on the role of the Crimean Tatars in the history of Ukraine
depicted in feature films produced after 1991.

While in the first part of my article I will consider theoretical works related
to the analysis of sources, including academic literature in Polish, English and
Ukrainian, in the second part I will discuss the specific sources that can be used
to study the subject matter of this article. There are very few academic texts ana-
lyzing Ukrainian films produced in 90s and early 2000s published so far.” This is
why my aim is to present the key information about the content of the sources.
First of all, I will focus on the plot of the films as well as production and dis-
tribution factors. I will also try to contextualize films in the debate on history
going on in the period when they were produced, i.e. in 1991-2017. I will also
mention the concepts of Ukrainian historiography from the previous period that
are related to this subject matter. Due to the adopted methodological approach,
I will not venture to verify historical discrepancies in the sources.® I will not
comment on the artistic value of the films or issues being research problems in
film studies or cultural anthropology fields. The academic publications I refer
to are not only pure historical studies yet represent and include also crossdis-
ciplinary approach. However, as I already mentioned before, I will focus on the
issues related to historical research. Apart from discussing films as a source, I will
also mention press publications and Internet sources — mainly interviews with
filmmakers.” While referring to the context, I will also comment on educational
materials, such as Ukrainian history textbooks approved to be included in the
official curriculum.

~

Among the works published in Polish to date and related to various aspects of Ukrainian cinema,
the following titles deserve attention: A. Matusiak, “Ukrainiskie kino lat 90. XX wieku w poszu-
kiwaniu tozsamo$ci narodowej”, Poréwnania, 4 (2007), pp. 139-146, J. Koscidtek, “Kondycja
postradzieckiego kina ukrainskiego”, Przeglgd Wschodnioeuropejski, 5/2 (2014), pp. 111-120
and M. Brynych, “Miedziane traby milcza. Ukrainska kinematografia ostatniego dwudziestolecia:
ucieczka od poezji”, in: Raport o stanie kultury i NGO w Ukrainie, eds. P. Laufer, M. Riabczuk.
A. Sawene¢, Lublin, 2012, pp. 159-168.

Ethnographic and historical discrepancies referring to the film “Mamai”, which is mentioned in
the article, are discussed e.g. by O. Bproxoserpka, “Mamai”, Kito-Teamp, 4 (2003) after: http://
ktm.ukma.edu.ua/show_content.php?id=135 (access: 20.01.2018).

Unless stated otherwise, all the quotations from texts published in a foreign language (Ukrainian)
shall be provided as translated by the author of the article.
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As regards films as a historical source an comprehensive monograph on the
subject written by an expert historian is still awaited.!® The majority of publica-
tions are either single articles or their collections. However, they only prove that
films remain the domain of anthropologists, while historians continue to treat
them with distrust. It seems that, although the arguments employed by sceptics
have changed, not much has altered in this respect since Johan Huizinga protested
against creating film archives, claiming that films only depict common knowledge
or what is obvious.'!

In his article “Historiography and Historiophoty ,'> Hayden White claims
that movies require a completely different methodological approach, while Piotr
Witek argues that it is necessary to use tools other than those regarded as relevant
for the traditional criticism of written sources.!® This approach is controversial as
it suggests that the source may be used only if the methodology for studying it
is changed. However, a core problem is the tricky issue of defining the research
area and subject matter. Films are still often discussed in the categories of
historical truth, although it is a source that can be used mainly for the analysis of
narrative and memory rather than actual facts from the past (especially regarding
feature films).

The issue here is not about the analysis of the material in order to check its
consistency with other sources, although this is also worth addressing. The aim of
the study should be to examine the image of the past that was created by specific
groups in a certain period. The analysis of the sources requires a deconstruction
and contextualization of the message, so as to avoid the danger of “being captured
by the source”. According to Larisa Briukhovetska, a professor of film studies at
the Kyiv-Mohyla Academy:

The spectators expect a presentation of their own historical notions or a discovery of a new
perspective on certain past events. A professional historian, who enjoys a certain author-
ity in the society or has relevant mandate, evaluate a film with regard to its relation to the
truth. It is mainly the truth that determines the social value of the film."*

% Quite valuable works by M. Ferro, Kino i historia, Warszawa, 2011, P. Sorlin, The Film in History:

Restaging the Past, Oxford, 1980 deserve attention, but because of the nature of the source, they
would have to be updated. P. Sorlin himself defined his work as the presentation of the process
of arriving at the proper methodology.

Ch. Strupp, Johan Huizinga: Geschichtswissenschaft als Kulturgeschichte, Gottingen, 1999, p. 249,
after: P. Burke, Eyewitnessing. The Uses of Images as Historical Evidence, London, 2010, p. 155.
H. White, “Historiografia i historiofotia”, in: Film i historia: antologia, ed. 1. Kurz, Warszawa,
2008, p. 359

P. Witek, “Metodologiczne problemy historii wizualne;j”, in: Etidoc. Anomarnax meopii ma icmopii
icmopuuroi Hayku, (7) 2013, p. 255.

JI. BproxoBeubka, Hatiyixkasiwa icmopis 6 €sponi. Expanni eepcii, Kuis, 2014, p. 32, original
quote: “MacoBnil I/IAa4 YeKa€ BJIACHNUX iCTOPUYHMX S/IeHb a00 BiIKPUTTA HOBOI HEPCIIEKTUBY
6adeHHs JaBHUX HOMii.”



Searching for inclusive narrative: Crimean Tatars in Ukrainian films 203

This statement is not the only example of the attitude to and opinion on the role of
historians in the study of the cinematic representations of history.!> Unfortunately,
while we try to use new sources, our approach and the schemes often remain
unchanged. The aim of this article shall not be to study the “truthfulness of a film”,
but rather to use it as a source for the debate about the past. The key point will
therefore be not only the content, but also the context of the film and examined
using texts related to the films themselves and to historiographic works.

Despite there were not so many of them, feature films produced in the
independent Ukraine present various, interesting perspectives and changes in the
perception of Ukrainian-Tatar relations since 1991. Surprisingly in those based
on the history of the 16th to 17th century the Crimean Tatars issue is not a core
problem, but only an episode or subplot. Such films as “Kozaky ydut” Kosaku
uoymo (1991, directed by Serhiy Omelchuk) or “Bohdan-Zynoviy Khmelnytsky”
Bozoan-3unositi Xmenvnuyvkuii (2006, directed by Mykola Mashchenko should
be mentioned here.!® Films set in the abovementioned period represent a story of
states, alliances and conflicts. They are closer to the stereotype of the “Christians and
Muslims confrontation”'” mentioned by Andrii Portnov and Oleksandr Halenko;'®
closer to the image of distinctiveness rather than mutual social and cultural
relations. This approach, which marginalises the social aspect of the relations with
the Crimean Tatars, is described in the book by Paul Robert Magocsi “Ykpaina.
Icmopis il 3emenv ma Hapooie”.

Traditional historiography, which focuses on Ukraine, define the period from the mid-14th
to mid-17 century as Polish or Lithuanian. Undeniably, in those times the Grand Duchy of
Lithuania and the Kingdom of Poland ruled in the majority of the Ukrainian territory and
had a powerful influence on the political, economic and cultural development of Ukraine
and its nations. However, at that time there was one more state, the Crimean Khanate,
which controlled nearly one fourth of the territory of contemporary Ukraine; it exerted
lasting influence on the development of the area also beyond its control.!’

15 'W. Olejniczak, “Film fabularny jako zrédlo historyczne”, in: Media audiowizualne w warsztacie

historyka, ed. D. Skotarczyk, Poznan, 2008, p. 42.

For film titles not officially translated into English, in the article I use the form consistent with
the transcription recommended by Library of Congress system.

A. TIoprHoB, “Io nmuraHHA Ipo 06pa3 Kpymy Ta KpUMCbKMX TaTap y TBOPaX 3aXifHbOEBPOIE/ICHKIX
aBropiB XVI-XVII cr1.”, in: Mamepianu Ilepuioi mixpezioHanvHoi icmopuko-Kpae3Hasuoi
KoHgepenuyii, [IHimponeTpoBcbK, 1998, p. 188; original quote: “3 ogHoro 60Ky, y €Bpomi 6y
TOCUTD IIMPOKO BimoMmi moxoam 3a AcupoM (3a migpaxysanuam S.JlauikeBnda, Ykpaina y XV
nepuuilt mooBuHi 17 cT. Brpatwia Bif HuxX HabiriB He MeHIe 2-2,5 M/IH [O/IOHEHUX i BOUTHX)
Ta CTEPEOTHUIIN XPUCTAHCHKO-iCTAMCKOTO IPOTUCTOAHHA. 3 Apyroro 60Ky, iCHyBaIa TeHJIEHIiA
To ipeamisanii OcmaHchKOI iMIIepi, pernirifiHa BipoTepmiMmUCTh AKOI IPOTUCTABIAMACA YTUCKAM
IPABOC/TABHYX i IPOTECTAHTIB 3 6OKY KaTOMMLIBKOI LepKBIL.”

O. L. Tanenko, “ITpo TaTapchbki Habiry Ha yKpaiHCcbki 3eMii”, Ykpaincvkuil icmopuunutl sypHan ,
6 (2003), p. 54.

19 TLP. Maroui, Yxpaina. Icmopis iti 3emenv ma napoodis, Uzhhorod, 2012, p. 160.
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The fact that both Ukrainian historiography and the cinema of independent
Ukraine were politically-focused led to marginalizing social issues related to the
impact of the Crimean Khanate and the Ottoman Empire on the territory of
southern Ukraine. The abovementioned author, Paul Robert Magocsi, comments
on these issues:

The slave trade was the most profitable component of the Crimean economy, which is
why a large part of the territory south of the Kiev and Braclav voivodeships, between the
southern section of the Bug River and the Dnieper River became virtually desolate and
was later on known as the Wild Fields.?°

The theme of slavery was presented in a very interesting way in the first TV-series
produced in Ukraine after 1991 “Roxelana” (directed by Boris Nebieridze). Its first
season was shot in 1996-1998. Although it met widespread criticizm for poor
artistic quality, it is virtually the only example from that time of cinematic repre-
sentation of a slightly different perspective of the relations between the inhabit-
ants of the present Ukraine (including Crimean Tatars) and the Ottoman Empire
from that time. It goes beyond the story of the suffering experienced by people
abducted by the Crimean Tatars known from folk songs®! and reinforced by his-
toriographers.? The story of Roxelana — Anastasia Lisowska, who became the wife
of Sultan Suleiman, was definitely the most spectacular, but not the only exam-
ple of a career made in the Ottoman Empire, but probably also in the Crimean
Khanate, by someone abducted in the territory of contemporary Ukraine. In the
abovementioned book, Paul Robert Magocsi writes:

There was a group of slaves, both men and women, who managed to improve their posi-
tion while living in the Ottoman world. These people converted to Islam and held vari-
ous offices in military and public administration. Women found their way to the harems
of the Ottoman elite.??

2

=]

Ibid., p. 170, original quote: “Ockinbku paboTOpPriBIA AB/IsANA CO60I0 HANMPUOYTKOBIIIY CTATTIO
KPMMCbKOi €KOHOMIKI, 3Ha4YHa YacTMHa TepuTopii Ha miBfeHb Bif Kniscbkoro Ta bpaimascbkoro
BoeBozicTB Mk IliBgenHuM byrom ta [Tninpom Maibke obes/iofHina i orpumana Ha3By JIMKoro
[Toms. PaxTudHO, caMi Lii 3eMIi yOCOO/IOBaIIL Te, 110 BIaZaeTbCs Y HasBy ‘YKpaiHa' — IIPUKOP-
IOHHA 3eMJIsA, KiHellb IMBi/Ii30BaHOI TepUTOPII 1, IK YaCTO MPUITYCKAETbCA, OydepHa 30Ha MK
[Tonbcko-J/INTOBCHKOIO I€P>KABOI0 Ha MiBHIYHOMY 3aXOfii, MOCKOBi€I0 Ha IiBHiYHOMY CXOfi, Ta
Kpumcpknm xanatoMm i OCMaHCPKOO iMIIepi€lo Ha MiBRHI .

Ibid., p. 168, original quote: “Tpamuiiist Mpo cTpaXkAaHHsA CJIOBSH Bifl TypKiB MiljHO BBiifIia
B YKPaiHO-PYCbKe CBITOCHPUIHATTA 3 JOIIOMOIOX) PEYNTATUBHUX eIliYHMX IIiCeHb, BiJOMUX, AK
mymn.”

O.IL Tanenxo, IIpo mamapcvki Habieu Ha ykpaincoxi 3emni, p. 59.

Ibid., pp. 169-170, original quote: “IcHyBaB Tako K/Iac pabiB, AK 40/I0BIYO], TakK i >kiHOYOI cTaTi
AKi 3MOI/IM MOJIENIINTY CBOE CTAaHOBMUIIE, )KUBY4M B OCMaHCbKoMY cBiti. 1]i miofi nepexopunn
Ha MYCY/JIMAaHCbKY Bipy i C/Iy>Ka/ly Ha pisHMX IIOCajjaX y BilICKOBiil Ta JIep>KaBHill ajMiHicTpa-
nii. JKinku 3abupanuca o rapeMiB 0cMaHCbKOi eniTu. HaiiBinMilomo 3 1ux monoHAHOK Oyra
Hapo/pkeHHa B [amnunni Hacrs JlicoBcpka. Biitimosiun B icTopito mix imenem Pokcomanu a6o

2
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As regards the Crimean Tatars, they were portrayed in the TV series “Roxelana”
as these who provided slaves to the Ottoman Empire.

The screenplay for “Roxelana” was based on a novel by Osyp Nazaruk first
published in 1930 in Lviv under the same title. The novel was prohibited in the
Soviet times, just like all the other books by this author accused of being nation-
alistic in his writing. The series was shot in Crimea and in Georgia, and the part
of Roxelana was played by Olha Sums'ka, an actress well known by Ukrainian
audiences. In an interview for Ukraina moloda newspaper Leonid Muzhuk, a co-
writer of the screenplay and the former head of “UkrTeleFilm”, told about chal-
lenges of the production: “not everybody knew who Roxelana and Suleiman were;
what times they lived in [...] And the subject matter itself - it was Ukrainian in
a way, but it was necessary to understand the mindset of the East and be famil-
iar with the Muslim world.”** There was no such knowledge and no idea how
to include the experience of coexistence in a new narration about the past. The
schemes from the Soviet times proved alive and extremely persistent; the com-
mon practice involved changing the names, notions and figures, while retaining
the old conventions and language. This referred equally to many areas of life in
Ukraine in the post-Soviet period, or maybe even to all areas, only to a varying
extent. The lack of knowledge and the difficult social situation, but also the chal-
lenge of coming up with an idea for a new narrative that would not antagonise
society — these were the main problems.

A sign that changes were about to come to the Ukrainian cinema appeared as
late as 2003, with the film “Mamai”, a feature-length début by Oles Sanin, born
in 1972 (31 at the time). This film director is recognized outside Ukraine mainly
for his film “The Guide” (“Povodyr”) shot in 2014 and dedicated to the repression
and extermination of the Ukrainian blind bards — bandurists. “Mamai” was pro-
duced with the support of the Ukrainian Ministry of Art and Culture. This film was
the official Ukrainian entry for the Best Foreign Language Film at the Academy
Awards in 2003. It is exceptional in many respects. The director combined vari-
ous messages and different types of narrative in one film and made a single poetic
story out of them. It is worth to mention, that Cossacks and Crimean Tatars are
here not just representatives of certain states, but stand for the cultures that had
long existed side by side in the large territory of contemporary Ukraine and had
therefore affected one another considerably. The screenplay draws on elements of
“The Ballad of the three brothers of Azov” and another piece well known among

Xyppe (ii Typeribke iMs1), BOHA CTana yao6/IeHOI0 APY>KIHOI0 cyataHa CymeiiMaHa I [TnuHoro
Ta HAaBIUIMBOBIIIOIO TIOITNYHOIO (iryporo B mepioi HaBuIoi MOryTHOCTI iMmepii B cep. XVI ct.”

2 JI. Myxuk, “Poxconany” He nponyckanu uepes xkopdos, interview by Valentina Samchenko,
Ykpaina monooda, 147 (2012), http://www.umoloda.kiev.ua/number/2152/211/76661 (access:
12.01.2018); original quote: “[...] ne Bci posymimm, xTo Taki Pokconana i Cyneiiman; ski 6ynu
0COO/MMBOCTI Yacy, B AKuIT BOHM >Kun [...] Ta me it Tema — Hi6u ykpaiHcbKa, offHaK Tpeba 6y1o
posymitn ncuxosorito nogeit Cxoxy, fobpe 3HATU MyCyTbMaHChKUIl CBiT.”
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the Crimean Tatars entitled “Songs of a dervish about three brave Mamluks”. They
are quoted in the original languages; a part from that there is hardly any dialogue
in the film. It is a poetic story of a Cossack who escapes from a quarry in Crimea
where he worked as a slave. He fled with his brothers, who abandoned him on
the steppe only to be killed by the Crimean Tatars later on. The solitary Cossack
is saved by a young Tatar woman who lives on the steppe with her daughter.
The Cossack and the Tatar woman fall in love, but the Tatars do not approve of
their relationship and the Cossack has to flee once again. The girl is left behind,
expecting her lover’s baby.

Film experts noted Sanin’s cutting-edge approach. In the article “Ukrainian
cinema rises from the ashes. Some reflections on the eve of Ukrainian Cinema
Day” Dmytro Desiateryk wrote: “Oles Sanin [...] tried to offer a fresh view on
Ukrainian history.”® Olha Briukhovetska also noted the original approach:

A juxtaposition of the epic stories of two nations, which used to live in the great steppe
and fight with each other, but still continued to coexist in this single territory - this is the
original idea of Oles Sanin. The originality of this juxtaposition [...] lies in the rejection
of the “xenophobic” paradigm, as Vadim Skuratovsky named it, of Christian Cossacks,
who always regarded Tatars as their enemies.?

“Mamai” is the first film to show the coexistence and relations between the peo-
ple from the two communities in the territory of contemporary Ukraine. This
is a territorial, rather than national, approach to history and it fits in with the
concepts present in Ukrainian historiography. Among the representatives of this
trend we should recall Omelian Pritsak, the founder of the Harvard Ukrainian
Research Institute (HURI). Andrii Portnov wrote that Pritsak “had one of the most

unique talents as a historian - a flair for paradoxical thinking and the ability to

construct schemes that explain the inexplicable”.?” His way of thinking and non-

standard perception of Ukrainian history was definitely affected by his experience
as a researcher, historian and specialist in Turkic studies. In his article “Illo Taxe

% D. Desiateryk, “Ukrainian cinema rises from the ashes. Some reflections on the eve of Ukrainian
Cinema Day”, The Day, 44 (2010); https://day.kyiv.ua/en/article/culture/ukrainian-cinema-rises-
ashes (access: 2.01.2018), original quote: “[...] tried to offer a fresh view on Ukrainian history in
his drama Mamai. The initial scenes of the film are visually perfect, but because its dramatic con-
cept was not thought out well enough, and the director lacked inspiration, Mamaj has remained
nothing but a heroic attempt to renovate the historical genre.”

% 0. Bproxosenpka, “Mamait”, Kino-Teamp, 4(2003), http://ktm.ukma.edu.ua/show_content.

php?id=135 (access: 12.02.2018); original quote: “3icTaBneHHs emnociB JBOX HAPOAIB, 110 XKIIN

1o pisHi 60Ky Benmkoro cremy i Boporysany, ajae it BOZHOYAC OyIy IPUYETHI IO €JMHOTO

TIPOCTOPY IThOTO CTemy, — opuriHanbHa ifea Onecsa Canina. OpuriHanpHICTD IIHOTO 3icTaBIeHHSA

[...] monsrae y BifMoBi Bif «kceHOPOOHOI» Iapagurmy, sK il HasBaB Bagum CKypartiBCbKuii,

KO3aKiB-XPUCTVAH, KOTPi B TaTapyHi 3aBXau Maau o6pas Bopora.”

A. TlopTHOB, Icmopii icmopuxkis: Obnuuus ti 06pasu ykpaincokoi icmopioepagii XX cmonimms,

p. 199.

27
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icropis Ykpaiun?” he wrote: “all the processes of state structures ethnicities other
than Ukrainian should be learned and studied alongside the Ukrainian ones. Then
Crimean Tatars, for example, will not be perceived as savage invaders and looters,
but will be regarded as our ancestors - just like Zaporozhians.”® This is the path
that Paul Robert Magocsi decided to follow. His synthesis of Ukrainian history
from 1996 is close to Pritsak’s territorial concept.”” Magocsi argued that “our inter-
est must focus both on the history of Ukrainians and on other nations currently
living here: Russians, Jews, Belarusians, Tatars, Moldovans, Poles, Bulgarians,
Hungarians, Romanians and Greeks.”*

Studying various narratives enables us to create a more complex image, which
is so important when examining the past of the areas that have been subjected to
numerous partitions among various states, and nowadays form a single country.
As Olha Briukhovetska wrote: “although in the film Cossacks and Tatar warriors
keep fighting and killing each other, [...] they also complement one another and
offer two equal perspectives.”!

The historical and social context should be taken into account here. From
1989 until the abovementioned census in 2001, after Crimean Tatars returned
from Central Asia, this population in Ukraine increased nearly sixfold. This bred
anxiety and problems in a state that had to cope with a series of economic and
political challenges. We can learn more about that from an article written by the
film director, Oles Sanin, himself. The text was entitled “Who is afraid of Mamai?”:

There are some people now who whisper that Crimean Tatars are a potential source not
only of social unrest, but also of an armed outbreak in Ukraine. These are strange ideas,
to say the least; they stem from bad intentions, or from a lack of knowledge about the
contemporary Crimean Tatars and a lack of idea about the history of the relations between
our nations (or as a result of adopting the colonial interpretation of the Soviet authorities,
which employed the well-known approach of “divide and rule”).*

2 Q. Ilpiyak, “Ilo Take icropist Ykpainn?”

2 T. Stryjek. Jakiej przesztosci potrzebuje przyszlosé? interpretacje dziejow narodowych w historiografii
i debacie publicznej na Ukrainie 1991-2004, Warszawa, 2007, p. 592.

30 P. Magocsi, A History of Ukraine, Seattle, 1996, pp. 1-9, after: T. Stryjek, Jakiej przeszlosci potrze-

buje przysztosé?, p. 599.

O. Bproxosenpka, “Mamait”, original quote: “Xouva y camiit ¢pitbMOBiit o1oBifi Ko3aku i TaTapcbki

BOIHU IIPOJIOBKYIOTh BOPOTYBATH i BOMBATU OJHI ONHMX, [...] — BOHM JOIIOBHIOIOTh ONHI OffHNUX,

IPOIIOHYIOTD /iBa PiBHOIIPaBHI MOI/IAAM Ha ORHY mofiro.” A similar opinion is shared by histo-

rians such as, e.g. b. Uepkac, Kuis i Kpum 3a 006u Bidpodicenns:uyxci céimu, anmazonicmu uu

napmuepu?, in: KPVIM: winax kpisv sixu, Icmopis y sanumannsx i 8ionosiosx, ed. B. Cmorniii,

Kuis, 2014, p. 25.

32 Q. Canin, “Xro 6oirbcst Mamas?”, Kino-Kono, nito 2001, p. 23; full original quote: “CporopHi € i,
XTO HAIUINTYE , 110 KPMMCBKi TaTapy 1ie MOTEHIIi/He I)KEPETIO He IPOCTO COLia/IbHOTO, a HaBiTh
36poitHoro BuOyxy B YKpaiHi. M'AKO KaXy4y, Lie AMBHI TBEp>KIEHH:: BOHM ab0 depes TUXMIL
yMmucern, abo yepe3 He3HaHHA CbOTOJIHIIIHBOTO KPMMCBKO-TaTapChbKOTO HAPOJy i yepes IOraHe
3HAHHS ICTOPII CIIBICHYBaHHs HALIMX JBOX HapoxiB (abo e Yepes il 3HAHHS B iHTepIIpeTaLiiKo-
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Interestingly, also Oleksandr Halenko, noted the existing stereotypes and the need
to deconstruct them, in his article “IIpo TaTapcbki Habiru Ha ykpaiHcbki 3emmi”. >

As a result of the lack of a consistent, comprehensive historical policy in
Ukraine, Soviet narration with its stereotypes and anti-Islamic prejudice proved to
have a strong and permanent influence. In order to hear the voice of the Crimean
Tatars themselves in the film, it was necessary to wait for a representative of the
generation that grew up in Ukraine after 1989.

Marc Ferro, a French historian and film scholar, believed in the power and
independence of cinema. He was convinced that this medium was a chance for
all defeated and underrepresented groups neglected in the official narrative to
become recognized.** T will discuss here multitude of factors involved in this
process and the way in which such narratives change the official discourse. The
films on the deportation of the Crimean Tatars in 1944 by a Crimean Tatar film
director, Akhtem Seitablayev, will be examined here. Seitablayev was born in the
same year as Oles Sanin in the town of Yangiyo‘l near Tashkent. His parents were
deported from Crimea as children.’® The whole family returned to Bakhchysarai
in 1989 and Seitablayev took up studies at the newly launched Crimean Tatar
acting department.’® After he graduated and spent a few years working in a the-
atre. He went on to study at the faculty of film direction and dramaturgy at the
Kiev National I. K. Karpenko-Kary Theatre, Cinema and Television University
and graduated in 1999.

In interviews, Akhtem Seitablayev often recall the story related to the clash of
Crimean Tatar memory of the forced exile with the official Soviet narrative and
recounts how the Crimean Tatar youth objected to the accusation that the whole
Crimean Tatar nation had collaborated with the Germans.’” The story of the
deportation told from the perspective of the Crimean Tatars became the subject
of his first feature-length film, “Haytarma” (“The Return”). The film was released

JIOHiaNIbHOI paj. By, 1O CIIOBiffyBata BifoMe — ifisit i Blagaproit). I Komu A 3aMICTTIONC Ha,
MbKHapOxHUMY KOH(IKTaMy (POCIsIHY — YedeHIyi, cepbu — XOpBaTu) TO CTaB/IsAI0 cOOi MUTaHHS:
Y1 € MOXK/IMBICTh MUPHOTO CIIIKyBaHHs — | 6avy BiflOBigb Ha HALIOMY iCTOPMYHOMY HPUK/Iaf:
TaKa MOXIMBICTb peayicTU4Ha TiNbKY Yepe3 m000B. I B Mamai 1le KOHKeTHa icTopia — m060B
IDOHBKM TaTapCbKOTO HAPOAY IO YKpPAiHIbs, KMOYTOro pimHMMM OpaTaMm cepefl CTeIy, I060B,
[0 IePeTBOPIOE JIOT0 Ha OTOTO MIiTMYHOTO Ko3aka Mamas™.

O.IL Tanenxo, IIpo mamapcuvki Habieu Ha ykpaincoki 3emni, p. 60.

M. Ferro, Kino i historia, p. 11.

A. Ceirabmaes, “Pexuccep Xaritapmbl: S 6marojapeH reHKoHcyny Poccun 3a HeMMOBEPHBIN
Iyap Hauleil KapTuusl , interview conducted by T. Kharchenko, Yxpaincoxa npasoa, 22 July
2013, http://life.pravda.com.ua/society/2013/07/22/134332 (access: 29.01.2018).

A. Ceirabmaes, “KoxkeH KpMMCbKMIT TaTapyH MPisB PO CBOE KiHO, interview conducted by II.
Casro, Kino-Teamp, 5 (2013), http://www.ktm.ukma.edu.ua/show_content.php?id=1532 (access:
27.01.2018).

A. Ceirtabmaes, “Axrem Ceitabnaes: Sxuo Harani IToprman um Illapnis TepoH npuinyrsb
3HIMaTMCA [JO0 TaTapMHa — IIPO lie HAIMIIYTb yci’, interview conducted by T. Teren, Yxpaina
monoda, 124 (2013), http://www.umoloda.kiev.ua/number/2324/164/82680 (access: 6.01.2018).

33
34
35
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in 2013, a few months before the events in Maidan and on the precise anniversary
of the commencement of the deportations, on 18 May.

The film tells the story of Amet-khan Sultan, a pilot and a national hero of
the Crimean Tatars, who also received the title of Hero of the Soviet Union. After
the Germans were defeated and the Red Army entered Crimea, the commanders
allowed Sultan to visit his family in Alupka. His visit coincided with the begin-
ning of the forced deportation of the Crimean Tatars organised by the NKVD.*

The film had a budget of 1.5 million dollars and was funded by the Crimean
Tatar businessman and owner of the ATR TV channel, Lenur Ismailov. There
were, however, considerable problems with the promotion and distribution of
the film. The director blamed the sponsor for lack of experience and insight.*
In Ukraine the film was shown in many cities, and practically everywhere in
Crimea, as Seitablayev said. In Kiev it was shown in one cinema, and in Moscow
there were only private screenings. Due to a misunderstanding with the sponsor,
the film was not shown at the Odessa film festival.*’ Paradoxically, it got recog-
nized not because of marketing activities, but because of comments on blogs and
in social media, and mainly because of a scandal caused by the Russian Consul
General in Simferopol, Vladimir Andreev. He referred to the Crimean Tatars as
traitors and tried to prevent the film screenings, saying that it distorted the truth
about the Great Patriotic War. He also prevented the film from being shown to
Russian pilots, the students of Amet-khan Sultan.*! The community of Crimean
Tatars and the Ukrainian Ministry of Foreign Affairs demanded that the Russian
Ministry of Foreign Affairs dismiss the consul. As Akhtem Seitablayev said,
after this scandal, there were 20% more people — other than Tatars - coming
to see the film.*

“Haytarma” was shot in Crimea: in Alupka, Bakhchysarai and Sudak. By May
2013 the film director had already announced that next year in spring he would
start shooting his next film project in Crimea - one related to the history of

38 B. CamueHnko, “Pexxuicep Axrem CeirtabmaeB 3HAB LPYry CTPiuKy PO KpUMCbKuX Tarap ‘Uyxa
momutBa’”, Ykpaina monoda, 059 (2017), http://www.umoloda.kiev.ua/number/3160/164/111674
(access: 15.01.2018).

3 A. Ceirabmaes, original quote: “©irbM 3HIMABCsI IIepefOBCIM A1 KPMMCBKIX TaTap, aje, 3BiCHO,
HIXTO He I/TaHyBaB, L0 HAIIY POOOTY MOXHA Oyfie MeperAHyTH UIIe B KiTbKOX KiHOTeaTpax.
Ha >xanb, iHOfi Tak TpamniAeTbCs: MOAY, AKi BK/IA[JAI0Th KOLITU Y BUTOTOBJIEHHS TI€BHOTO Ky/lb-
TYPHOTO NIPOAYKTY, MOTIM He 3HAIOTh, L0 3 HUM pobuTn. I 6araTo Moy posmosicTu mpo Te,
AK HEPO3YMHO CbOTOJIHI ‘BMKOPMCTOBYIOTH (inbM Xaritapma’, oMy Hac He Oy/1o Ha decTusai
B Opeci i He 6yne Ha ‘Momogocti’, Ipo Te, sSIK MeHi He [O3BO/AMM Ha IpeseHTalii B Knesi
HOJAKYBaTH KOMaHzi... Ha >kajb, icTopisa 1jpboro ¢inbMy CKIajaeTbCsl He TaK ifjea/ibHO, K MeHi
6 xorinoca”, after: https://www.radiosvoboda.org/a/24989586.html (access: 13.02.2018).

40" A. Ceirabnaes, Pexcuccep “Xatimapmot”: 5 6nazodapen zenxorncyny Poccuu 3a Heumosepruviil nuap
Hawietl KapmuHbl.

4 Tbid.

42 A. Ceirabnaes, Koxen Kpumcokuil mamapur mpise npo ceoe Kixo.
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the Crimean Tatars.** He did not go ahead with his plan. In spring 2014 the
Russian occupation of Crimea started. The film entitled “Chuzha molytva” (,,Yyxa
momutBa”/ “Another’s Prayer”) was finally shot in Georgia. Chufut-Kale was ulti-
mately replaced by the rock-hewn town of Uplistsikhe.** The film was produced
with the financial support of the state, which covered one third of the production
costs. The 1+1 TV channel, co-owned by Thor Kolomoisky, also contributed to
these expenses. The premiére took place in 2017, on the symbolic date of 18 May.

The film “Chuzha molytva” is set in World War II, just like “Haytarma”. It
is a story based on the life of Seida Arifova (1916-2007) - during World War
IT a housemistress in an orphanage for Crimean Tatar children in Bakhchysarai.
Seida Arifova, who died in 2007, was honoured as one of the Righteous Among
the Nations. She saved 88 Jewish children, hiding them from the Nazi and then
Soviet authorities. In old age she returned to Crimea. Although she tried, she
never traced those she managed to save. In the film, Seida is approached by a boy
named Yitzhak, who was hiding from the Nazi along with other Jewish children.
Although it was a risk, Seida decided to help them. In order to boost their chances
of survival, she taught them Tatar prayers and language. When she is summoned
to an investigation, she does not say a word, even when she is tortured. In the
meantime, the children are subjected to an “exam”. Their knowledge of a Tatar
prayer saves their lives. The film also draws on fragments of other biographies of
people who had saved Jews in Ukraine.*®

The film director expressly outlines the purpose he had when shooting the
film: “I want to give Tatars some hope that Crimea will be Ukrainian.”*® After
the abrupt change in the political situation, the idea to include the history of the
Crimean Tatars in the new Ukrainian narrative of the past became a protest against
the Russian policy, as well as the politics of memory: “we’re talking about Soviet
authorities when in fact we mean Russians. Even though the word ‘Russia’ is never
used”.*” Both of the abovementioned films directed by Seitablayev are an objection
against reproducing the Soviet narrative of the Great Patriotic War and of the past
in general. Both “Haytarma” and “Chuhza molytva” constitute a condemnation,

B 1d., Pexuccep “Xatimapmu”: 5 6nazodapen zerxorcyny Poccuu 3a neumosepHviii nuap vauiei
KApMUHDL.

I. Cronapuyk, II. Xnanonina, “Ha kaMeHi yrBopunacs xantoxa y ¢popmi kaptu Yxpainu 3 Kpu-
mom”, Gazeta.ua, 23 May 2017, https://gazeta.ua/articles/culture-journal/_na-kameni-utvorilasya-
kalyuzha-u-formi-karti-ukrayini-z-krimom/774148 (access: 15.01.2018).

Ykpaincbke HaijioHanbHe iHdopMaiiine areHTcTBO “YKpindopm”, 16 May 2017, https://www.
ukrinform.ua/rubric-crimea/2229342-seitablaev-rozpoviv-pro-cuzu-molitvu-i-pro-mriu-znati-
film-mi-povernulisa.html (access: 15.02.2018).

I. Cronapuyk, II. Xnanonina, “Ha kaMeni yrBopunacs kxamoxa y ¢popmi kaptu Yxpainu 3 Kpu-
moMm”, original quote: “Tparezito Hapoy IOKa3aB Yepes OfHY icTopiro. Xouy aTyt Tatapam Hafiio,
mo Kpum 6yne yxpaincbkuit”.

Ibid., original quote: “[...] po3noBifaeMo Ipo paisAHCbKY BIafy, a MAEMO Ha yBasi pocilicbky.
Xoua cnoBo ‘Pocis’ He 3BY4NTb JKOFHOTO pasy’.
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mainly of the totalitarian regime.*® Although “Haytarma” deals with forced depor-
tations of the Crimean Tatars, it also shows the actions and behaviour of the sol-
diers who had to obey their commands;* it also features the honourable figure
of major Krotov.

In mid-2013, Akhtem Seitablayev treated the statement presented by the
Russian Consul General as his individual, personal opinion: “It was the reaction
of the Consul General rather than the Russian state. The Consul General does not
stand for the whole of Russia. Thank God, I have lots of friends back in Russia”.”®
Over the next few months, though, this opinion had to be reviewed.

Interestingly, Crimean Tatars themselves had some objections to “Haytarma”,
accusing it of being “Soviet”. As if the Hero of the Soviet Union was used to refute
the allegations concerning the Crimean Tatars’ collaboration with the Germans.
The way the film director responds to these accusations is an interesting voice in
the current debate about the Soviet episode in the history of Ukraine - the expe-
rience of being part of and functioning within a totalitarian state:

If you mean we are showing that the Soviet Union was something like one big family, where
people used to live in harmony (although there were artificial divisions, and in the Soviet
times 59 nationalities were subject to deportation — 48 to partial deportation and 11 to
wholesale), then yes, this is what we have shown. Crimea has long been multinational and
multi-religious. [...] If you are speaking about Soviet character as an atmosphere, if this
is to be the mood of the film, its music and so on, then I guess it is not bad. Among our
film crew we talked a lot about how we should strive to make films as fabulous as “Only
Old Men Are Going to Battle” in the presentation of life on the front and the atmosphere
of a film. If we managed to take a step in this direction, it is our great victory.’!

Neither “Haytarma”, nor “Chuzha molytva” are simple stories with victims on
one side and perpetrators on the other. Although the film about Seida does not say

8 A. Ceirabmaes, Koxen kpumcvkuil mamaput mpisié npo c80€ KiHo.

¥ 1d., Pexuccep “Xatimapmu”: 5 6nazodapen zerxorcyny Poccuu 3a neumosepHviti nuap nauiei
kapmuH, original quote: “IlosTomMy B HamreM ¢uIbMe MbI XOTEIV HOKa3aTb, YTOM CPefY TeX
CIIeMabHO OOYIEHHBIX JII0fell, ObUIN IO C GOBIINMY CEPALIAMI, KOTOPbIe IOHUMAIN ITO
HPOVICXOIUT, M CTAPAINCh XOTb KaK-TO CMATYUTH YIaCTh JeIOPTUPOBAHHBIX.”

Ibid., original quote: “aTo 6bUIa peakuusa He POCCUIICKON CTOPOHDI, @ TeHKOHCyMa Poccum. TeH-
KOHCyJI 3TO — ele He BcsA Poccua. Y Mens B Poccun, cnaBa bory, odeHb MHOTO fipy3eit.”

Ibid., original quote: “Ecnu BBI UMeeTe B BIJY, YTO MBI ITOKasbiBaeM, 4To Coserckuit Coro3
OBUI 4eM-TO BpPOJie OJJHON OOJIBIION CeMbH, I7ie oM (HeCMOTPs Ha TO, YTO UX MCKYCCTBEHHO
pasme/sUINy HeCMOTpPsI Ha TO, YTO B COBETCKOE BpeMs OBUIO AEMOPTMPOBAHO 59 HAPOLOB —
48 yacTi4HO, a 11 MOTHOCTBIO) FTAPMOHIYHO >KIIM BMECTE, TO [ja — MBI 3TO IOKasbiBam. KpbiM
BOOOIIe U3ApeB/Ie OBUI MHOTOHALMOHATIEH) MHOTOKOH(peccroHaeH. [...] Ecniu Bbl roBopure
0 COBETCKOCTH KakK 0 HeKoil aTMocdepe BHYTpu (ubMa. He 3Hato, 4TO 9T0 - 11BeT (prbMa, My3bl-
KaJIbHBIIT DAY TaK fjajiee, TO 3TO TOXKe Hemnoxo. [IoToMy 4TO MbI B ChbeMOYHOJI IPYIIIIe MHOTO
TOBOPW/IV O TOM, YTO XOPOLIO OBI CTPEMUTHCS K TaKMM BeJVMKUM (uuibMaM Kak ‘B 601t upyt
OJIHU CTapUKM BO BCEM, YTO KacaeTcs 0ToOpakeHusA GpOHTOBOI KU3HMU, aTMOChepbl GIIbMa.
Ecmu y Hac 3TO XOTb 4yTOUKY IIOTYIMIOCh, TO 3TO OTPOMHAs moberna.”
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so directly, the film director states in the interviews: “It was one of Crimean Tatars,
who denounced Seida to the Gestapo. The girl was held at the Gestapo headquarters
for two weeks; they broke all her ribs, but she did not admit to anything”.>> On
the one had we have officer Krotov in “Haytarma” and, on the other, anonymous
informers from the Crimean Tatar community in “Chuzha molytva”.

In an interview with the film director, the journalist Tetina Teren compared
“Haytarma” to “Katyn” by Andrzej Wajda. She was talking about a film that
would be understood and accepted by a whole society and would bring people
together. The journalist claimed that films about the Ukrainian Insurgent Army
or “A Prayer for Hetman Mazepa” by Yuri Ilyenko could not fulfil this task.>® It
seems, though, that this comparison does not fully address the issue related to
historical memory in Ukraine.

The intention behind Seitablayev’s films is to convey an idea, to reach as many
people as possible in Ukraine and abroad. The same aim had Jamala with her song
“1944”, which won the “Eurovision” song contest in 2016 and was used in the
film “Chuzha molytva”. In November 2017, during a visit to the Kyiv National
University of Culture and Arts, Seitablayev said: “We deliberately did not shoot
brutal scenes, so that our film could be watched by children. And my dream has
come true: the Ukrainian Minister of Education, Liliya Hrynevych, said the film
would be included in the official school curriculum.”* Currently, not all Ukrainian
history textbooks on the market include information about the deportation of
the Crimean Tatars in 1944 or their return after 1989.>> During a press confer-
ence, Sebastian Anton, the actor who played the part of the SS officer Heinrich
Ahnenerbe in “Chuzha molytva” said: “The film may give the impetus to start
a debate and encourage reflection on the conflict on the official level. This was,
sadly, neglected after the collapse of the USSR.”®

52 Ibid., original quote: “Kto-To 13 cBoMX e KpbIMCKMX TaTap caan Cauas recranoBnam. [JeBymky
MpoJiep>Kanu B IecTaro JBe Heenu, eil CIoManu Bce pebpa, HO OHA HU B 4eM He IPU3HAIach.”
53 A. Ceitabnaes, Axmem Ceimabnacs: Axuso Hamani [opmman uu lapniz Tepon npuidymo 3ui-
Mamucs 00 mamapumna — npo ue HAnUuLymo yci.
http://knukim.edu.ua/novunu/ahtem-seyitablayev-pro-kino (access: 10.02.2018), A. Seitablayev’s
address of 16 November 2017; original quote: ““Mu HaBMMCHe He 3HIMa/IM )KOPCTOKMX CILIEH, abu
IiTH 3MOITIM OAMBUTHCA KiHOCTPiuKy. I Mos Mpis 36ymaca: MinicTp ocitu Yxpainu Jlinis Ipu-
HEBUY CKasaa, 110 1eit (GinbM yBiiifie 1o MKiIbHOI OCBITHBOI mporpamMm’,— 3ayBa>kuB PeXICED.
‘I3 camoro mo4aTKy Mu 3HaI, 1o Leil GiIbM He /A MacIITaOHUX IIOKasiB y KiHOTeaTpax. Aje
MOSI KOMaHJIa 3aBXX/I/ IIPUTPUMYETHCA OJHIEI KOHUEIIIl: MI 3HIMAEMO Te, IIPO 1[0 HE MOXKEMO
MOBYATH ,— HifKpecmnB Axrem”.
http://pidruchnyk.com.ua/11Kklas/istorija_ukrainyll (access: 3.02.2018). Although this informa-
tion is presented in a different form, it is nevertheless part of textbooks for Form 11 written
by S. Pometun, N. Gupan, F. Turchenko and A. Strukevych, yet it is absent from the textbook
by S. Kulchytsky.
https://tsn.ua/glamur/film-ahtema-seytablayeva-chuzha-molitva-pro-tragediyu-krimskota-
tarskogo-narodu-pokazhut-po-vsiy-ukrayini-930777.html (access: 5.01.2018), original quote:
“@inrpM MOXe CTaTH IMIyIbCOM [0 AMCKYCIi 1 MAITOBXHYTI [JO IepPeOCMUCTEHHsT KOHQIIKTY
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Summing up, the development of the historical narrative in Ukraine after
1991 varied among different areas of social life and within the time. The films
by Akhtem Seitablayev are an example of the presence of the Crimean Tatars
and their voice in contemporary Ukrainian cinema. This voice is also a sign of
the choice, and a declaration of being a part of the Ukrainian society. It is a call
to create a common narrative about the past, a history that will also include the
Crimean Tatars, as well as the relations between the Ukrainians and Tatars, not
only from the political, but also cultural perspective.

The film “Mamai”, on the other hand, is proof that the mutual influence
between people of various origins, including the Crimean Tatars, is noticed not only
by historians, but also in various texts of culture. Just as in “Roxelana”, the area of
today’s Ukraine in the film by Oles Sanin is not only an area where the Russian
East clashes with the Polish West. It is also a place where the world and culture
of Islam are alive and represented by the Crimean Tatars. Cinematic representa-
tions reflect various ideas present in Ukrainian historiography, as well as social
changes related to the return of the Crimean Tatars after 1989. Movies are an
attempt to address challenges related to the experience of a totalitarian system
that has been affecting the narrative on the past in Ukraine for quite a long time.
Even the few examples listed in this article present contested Ukrainian attempts
to deal with their own past. Olha Briukhovetska wrote in her review of “Mamai”:
“Actually, we have never had a single history. All of us are Mamai - Nobody.™”
The question about the future of the Ukrainian past remains an open issue, but
the presence of the image of Crimean Tatars in historical films as a component
of the historical narrative is a fact.

Bibliography

Books and printed articles

IIpinak O., “Illo Take icropis Ykpaiun?’, Cnoso i uac, 1 (1991).

IToptHOB A., Icmopii icmopuxkis. O6nuuus it 06pasu ykpaincvkoi icmopioepagii XX cmonimms,
Kwnis, 2011.

Tanenko O.1., “ITpo TaTapchki Habiru Ha yKpalHChKi 3eMIi, YkpaiHcokuti icrmopuuHutl sypHan,
6 (2003)

Yepxac b., “Kuis i Kpum 3a fo6u BifpomkeHHA:9yKi CBiTH, aHTAaroOHiCTY 4K mapTHepu?, in:
KPUM: winsx kpisv siku, Icmopis y sanumannsx i 6ionosiosx, ed. B. Cmomiit, Kuis, 2014.

Kpumcpxnit A., Cmyodii 3 Kpumy, Kuis, 1930.

Ferro M., Kino i historia, Warszawa, 2011.

Ha odinirinomy piBai. CrpaBa B ToMy, 1o micns posnagy CPCP Takoro mepeocMucieHs He
Binbynocs.”

7 Q. bproxoseupka, Mamaii, original quote: “Hacnipapi 1ji€i eguHoi ictopil y Hac Hikomu it He
6yno, mu Bci Mamai, Hixto”. In the text there is the explanation that the word Mamai means
“nobody” in the Crimean Tatar language.



214 0lga Gontarska

Sorlin P, The Film in History: Restaging the Past, Oxford, 1980.

Burke P, Eyewitnessing. The Uses of Images as Historical Evidence, London, 2010.

White H., “Historiografia i historiofotia”, in: Film i historia: antologia, ed. 1. Kurz, Warszawa,
2008.

bproxosennka JI., Hatlyixasiwa icmopis 6 €sponi. Expanni eepcii, Kuis, 2014.

Witek P, “Metodologiczne problemy historii wizualnej”, Etidoc. Anomanax meopii ma icmopii
icmopuunoi nayku, 7 (2013).

Olejniczak W., “Film fabularny jako Zrédlo historyczne’, in: Media audiowizualne w warsztacie
historyka, Poznan, 2008.

IToptHOB A., “Ilo mnTanus 1po 06pa3 KpuMy Ta KpUMCbKUX TaTap y TBOPaxX 3aXiIHbOEBPO-
nericbkux aBropis XVI-XVII ct”, in: Mamepianu Ilepuioi misxpezionanvhoi icmopuxo-xpa-
€3Hasuoi kongepenyii, JIHITPOIETPOBCHK, 1998.

Maroui IL.P, Ykpaina. Icmopis iii 3emeny ma napodis, Uzhhorod, 2012.

Stryjek T., Jakiej przeszlosci potrzebuje przysztos¢? Interpretacje dziejow narodowych w historio-
grafii i debacie publicznej na Ukrainie 1991-2004, Warszawa, 2007.

Canin O., “Xt0 60iTbca Mamasa?’, Kirno-Kono, mito 2001.

Articles and publications available online

http://mip.gov.ua/news/1932.html.

YkpaiHcbKe HalioHaabHe iHpopMariiiiHe areHTcTBO Ykpindopm, https://www.ukrinform.ua/
rubric-other_news/2018926-deportacia-krimskih-tatar-v-1944-infografika.html.

http://2001.ukrcensus.gov.ua.

IToctanosa BepxosHoi Pany Ykpainu IIpo Bu3HaHHA TeHOLMAY KPMMCbKOTaTapCbKOIO HapOLY,
Binomocri Bepxosnoi Pagu (BBP), 49-50 (2015), http://zakon3.rada.gov.ua/laws/show/792-19.

YkpaiHcbKe HallioHa/IbHe iHpOpMalliliHe areHTCTBO ,, YKpiHdopm’, https://www.ukrinform.ua/
rubric-crimea/2229342-seitablaev-rozpoviv-pro-cuzu-molitvu-i-pro-mriu-znati-film-mi-
povernulisa.html.

http://knukim.edu.ua/novunu/ahtem-seyitablayev-pro-kino.

https://tsn.ua/glamur/film-ahtema-seytablayeva-chuzha-molitva-pro-tragediyu-krimskotatar-
skogo-narodu-pokazhut-po-vsiy-ukrayini-930777.html

http://krym.rusarchives.ru/dokumenty/deklaraciya-verhovnogo-soveta-sssr-o-priznanii-
nezakonnymi-i-prestupnymi-repressivnyh.

http://pidruchnyk.com.ua.

Bproxosenpka O., “Mamaj’, Kino-Teamp, 4 (2003), ktm.ukma.edu.ua, http://ktm.ukma.edu.ua/
show_content.php?id=135.

Mysxuxk J1., “Pokconany’ He IpOIIycKamy yepes KOpAoH’, Ykpaina monoda, 147 (2012), http://
www.umoloda.kiev.ua/number/2152/211/76661/.

Desiateryk D., “Ukrainian cinema rises from the ashes. Some reflections on the eve of Ukrai-
nian Cinema Day”, The Day, 44 (2010), https://day.kyiv.ua/en/article/culture/ukrainian-
cinema-rises-ashes.

Ceitabmaes A., “Pexxuccep Xarirapmsr: 5 6narogapen reHkoHCyny Poccnn 3a HeMMOBepPHbII
IMap Halleil KapTuHbel, Ykpaincoka npasoa, http://life.pravda.com.ua/society/2013/07/
22/134332.

Ceitabmaes A., “KokeH KpMMCBKUIT TaTapuH MpiAB IIPO CBOE KiHO', Kino-Teamp, 5 (2013),
http://www.ktm.ukma.edu.ua/show_content.php?id=1532.

Ceirabmaes A., “Axtem Ceitabmaes: Sxmo Hatani IToprman un llapnis Tepon mpuinyThb 3Hi-
MarTycs O TaTapuHa — IO Lje HAMUIIYTb yci, Ykpaita monoda, 124 (2013), http://www.
umoloda.kiev.ua/number/2324/164/82680/.



Searching for inclusive narrative: Crimean Tatars in Ukrainian films 215

Camuenko B., “Pexxmcep Axrem CeitabmaeB 3HAB PYTY CTPIUKY PO KPUMChKUX Tatap Uyxa
monutsa”, Ykpaina wmonooda, 59 (2017), http://www.umoloda.kiev.ua/numbe-
r/3160/164/111674.

Cromspuyk L., Xmanonina I1., “Ha xameni yrBopumacs kamoxa y popmi kaptu Ykpainu 3 Kpu-
MoM”, Gazeta.ua, https://gazeta.ua/articles/culture-journal/_na-kameni-utvorilasya-
kalyuzha-u-formi-karti-ukrayini-z-krimom/774148.

Feature Films

Kozaky ydut (Kosaku jigyts), 1991, dir. Serhiy Omelchuk

Bohdan-Zynoviy Chmelnytskyi (Borgan-3unosiit Xmenbuuipkimit), 2006, dir. Mykola Mash-
chenko

Roxelana, 1996-2003, dir. Boris Nebieridze

Mamai, 2003, dir. O. Sanin

Haytarma, 2013, dir. A. Seitablayev

Chuzha molytva (Yyxa monntsa), 2017, dir. A. Seitablayev

Olga Gontarska, doctoral student in the Tadeusz Manteuffel Institute of History of the Polish
Academy of Sciences; her dissertation focuses on Ukrainian filmmakers as participants of the
debate on the past (1991-2017), her research interests include the development of historical
narratives in the Ukrainian GLAM (galleries, libraries, archives, and museums) sector, social
and cultural aspect of transformation in the post-Soviet region (ogontarska@gmail.com).

Submitted 21.03.2018; accepted 10.06.2018





