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ABSTRACT 
 

This article examines the poetics of cinematic narrative in the 

film novellas of the contemporary Uzbek writer Erkin A’zam. 

Particular attention is paid to the interaction between literary 
narration and cinematic thinking, which manifests itself 

through montage-based composition, visual imagery, episodic 
structure, and dynamic narrative rhythm. The study argues 

that Erkin A’zam’s film novellas should not be interpreted 
merely as transitional forms between prose and screenplay, 

but rather as independent intermedial literary works shaped by 
cinematic aesthetics. The research highlights the role of visual 

logic, fragmentary narration, and implicit montage techniques 
in constructing narrative meaning and character psychology. 

Special emphasis is placed on the transformation of traditional 
epic narration under the influence of cinematic poetics, which 

results in new modes of storytelling and reader perception. 
The article also explores the narrative strategies used in 

selected film novellas such as Along the Water, Zabarjad, and 
The Lonely Boat, demonstrating how cinematic principles 

enhance emotional intensity and structural coherence. The 

findings contribute to the broader theoretical discussion on 
intermediality and modern narrative forms in Uzbek literature. 
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INTRODUCTION 
 

The interaction between literature and cinema has become one of 

the most significant cultural phenomena of the twentieth and 
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twenty-first centuries. While cinema initially developed on the 

basis of literary sources, over time cinematic thinking began to 

exert a strong influence on literary forms and narrative strategies. 

As a result of this mutual interaction, new hybrid and intermedial 

genres emerged at the intersection of verbal and visual art. One 

of these forms is the film novella, which occupies a special 

position between traditional prose and screenplay aesthetics. 

In Uzbek literature, works created under the influence of 

cinematic thinking are relatively limited in number. However, the 

creative legacy of Erkin A’zam demonstrates a consistent and 

systematic development of the film novella as a distinct artistic 

form. His collections, particularly The Lonely Boat, confirm that 

the film novella has become a stable narrative model within the 

framework of the author’s individual creative style. This genre is 

characterized by episodic composition, montage-based narration, 
visual expressiveness, and an emphasis on dynamic storytelling. 

The relevance of this study lies in the need to reconsider the 

literary status of the film novella not as a secondary or 

transitional genre, but as an independent artistic phenomenon 

shaped by cinematic poetics. From this perspective, the film 

novella represents a unique narrative space where literary 

language interacts with visual logic, creating new modes of 

perception and interpretation. 

The main objective of this article is to analyze the poetic 

mechanisms of cinematic narrative in ErkinA’zam’s film 

novellas. The research focuses on the structural and stylistic 

features that distinguish these works from traditional prose, 

including montage principles, fragmentary narration, visual 

imagery, and narrative rhythm. By examining these elements, the 

article aims to demonstrate how cinematic aesthetics transform 

narrative strategies and contribute to the emergence of new 

artistic forms in contemporary Uzbek literature. 

 
LITERATURE ANALYSIS 

 
The study of cinematic narrative and intermedial forms in 

literature has attracted increasing scholarly attention in recent 

decades. Researchers have approached this phenomenon from 
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different theoretical perspectives, including semiotics, 

narratology, cognitive poetics, and intermedial studies. Within 

this academic context, the concept of the film novella has been 

interpreted as a complex narrative form that combines literary 

storytelling with cinematic principles of perception and 

representation. 

One of the most influential theoretical approaches to the 

phenomenon of the film novella belongs to B. Lyubimov, who 

conceptualizes the film novella not as a stable genre category but 

as a flexible and historically conditioned narrative model. 

According to Lyubimov, the term “film novella” has been used 

inconsistently in cinematic and literary practice, sometimes 

referring to a type of screenplay, sometimes to a narrative 

structure, and sometimes to a hybrid form combining features of 

prose and film dramaturgy [5: 336]. This theoretical ambiguity, 
however, does not diminish the aesthetic significance of the film 

novella; on the contrary, it highlights its adaptive and dynamic 

character within modern narrative culture. 

Further development of this idea can be found in the works 

of O. Zubova, who emphasizes that the screenplay should not be 

viewed merely as a technical intermediary between literature and 

film. Instead, it functions as a poetic transitional space where 

narrative meaning is reshaped through visual logic and montage 

principles [3: 52-53]. This approach allows scholars to reconsider 

film novellas as literary texts influenced by cinematic thinking 

rather than as auxiliary materials for film production. 

The role of montage in narrative construction has been 

thoroughly analyzed by I. Shestakova, who identifies montage 

not only as a technical cinematic device but also as a 

fundamental mode of artistic thinking. According to her 

interpretation, montage organizes the narrative through 

fragmentation, temporal transitions, and parallel plot lines, thus 

forming a dynamic and visually oriented mode of storytelling [7: 

84]. This theoretical framework is particularly relevant for the 

analysis of Erkin A’zam’s film novellas, in which episodic 

composition and non-linear narrative movement play a central 

role. 
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Intermedial approaches to literature further expand the 

analytical horizon of cinematic narrative studies. A. 

Vysochanskaya views cinema not as an external influence on 

literature but as an integral component of modern artistic 

consciousness [2: 249]. From this perspective, literary texts 

incorporate cinematic elements not through direct imitation but 

through implicit narrative strategies such as visual imagery, 

rhythmic sequencing of episodes, and spatial-temporal 

compression. These features are especially visible in film 

novellas, where the boundary between verbal and visual 

representation becomes increasingly blurred. 

International scholarship also contributes to the 

understanding of cinematic narrative. T. Nagnath Ramrao argues 

that literature and cinema should not be interpreted in 

hierarchical terms, but rather as complementary semiotic 
systems. While literature develops verbal literacy, cinema 

cultivates visual literacy, and their interaction produces hybrid 

narrative forms that reflect contemporary modes of perception [8: 

150-151]. This theoretical position supports the interpretation of 

the film novella as a synthetic genre that integrates verbal 

narration with visual imagination. 

Within Uzbek literary studies, the cinematic dimension of 

Erkin A’zam’s prose has been addressed by several scholars. U. 

Normatov emphasizes that A’zam’s film novellas remain fully 

functional literary texts even when they are adapted for the 

screen [6: 10]. According to this view, cinematic adaptation does 

not diminish the artistic value of the original text but rather 

reveals its latent visual and dramatic potential. Similarly, Sh. 

Hasanov highlights the structural specificity of film novellas, 

pointing out their reliance on episodic construction, condensed 

description, and dialogic dynamism, which distinguish them from 

traditional epic prose [4: 38]. 

Despite the growing body of research, the poetics of 

cinematic narrative in Erkin A’zam’s film novellas has not yet 

been comprehensively systematized from an intermedial 

perspective. Most existing studies focus either on thematic 

interpretation or on adaptation issues, leaving the internal 

narrative mechanisms insufficiently explored. Therefore, the 
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present study aims to fill this gap by examining the structural, 

stylistic, and poetic features that define cinematic narration in 

A’zam’s works. 

Cinematic narrative in Erkin A’zam’s film novellas is 

constructed on the basis of visual thinking, montage-based 

composition, and fragmentary storytelling. Unlike traditional 

epic prose, which relies on detailed psychological description and 

extensive authorial commentary, A’zam’s film novellas prioritize 

dynamic action, situational development, and externally 

observable behavior. This shift reflects the influence of cinematic 

aesthetics on literary narration and results in a new mode of 

narrative organization. 

One of the central poetic mechanisms in A’zam’s film 

novellas is montage. The narrative structure is often built through 

a sequence of relatively autonomous episodes that are connected 
not only by causal logic but also by emotional rhythm and 

associative links. In Along the Water, for instance, the 

protagonist Bolta Mardon’s physical movement along the 

irrigation canal is simultaneously transformed into an inner 

psychological journey. Each encounter with villagers functions 

as a separate narrative segment, yet together they form a coherent 

montage chain that gradually reveals the character’s moral 

position, personal memories, and existential reflections. 

This episodic construction creates a rhythm similar to 

cinematic editing, where individual scenes gain meaning not in 

isolation but through their placement within the overall sequence. 

The reader perceives the narrative not as a continuous linear 

flow, but as a dynamic series of visual and emotional frames. 

Such organization intensifies the dramatic tension and enhances 

the perceptual involvement of the audience. 

Another important feature of cinematic poetics in A’zam’s 

film novellas is visual narration. Description is often reduced to 

minimal but highly expressive details that function as visual 

markers. Instead of extensive descriptive passages, the author 

relies on gesture, movement, spatial arrangement, and symbolic 

objects to convey meaning. This technique brings the narrative 

closer to cinematic representation, where visual signs replace 

verbal explanation. 
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In The Lonely Boat, for example, the image of the solitary 

boat becomes a central symbolic element that structures the 

narrative space. The object is not merely a physical artifact but a 

visual metaphor for isolation, memory, and existential waiting. 

Through repeated references and contextual variation, the boat 

acquires multilayered semantic significance without explicit 

authorial commentary. Such visual symbolism reflects cinematic 

principles of showing rather than telling. 

Character construction in A’zam’s film novellas is also 

influenced by cinematic logic. Psychological depth is achieved 

not through introspective monologues but through action, 

dialogue, and situational behavior. In Along the Water, Bolta 

Mardon’s moral authority is revealed through his reactions to 

conflict situations, his manner of addressing villagers, and his 

decisions regarding family and community matters. The 
character’s inner world becomes visible through external 

behavior, which corresponds to the cinematic principle of 

character revelation through action. 

The film novella Zabarjad demonstrates another dimension 

of cinematic narration – the representation of female 

psychological experience through visual and situational 

dynamics. The protagonist’s emotional tension is expressed 

through fragmented dialogue, abrupt narrative transitions, and 

contrasting scenes that highlight internal conflict. The absence of 

prolonged psychological exposition intensifies the emotional 

impact and allows the reader to reconstruct the character’s inner 

state through narrative cues. 

Temporal organization in A’zam’s film novellas also reflects 

cinematic influence. The narrative frequently shifts between 

present action and memory fragments, creating parallel temporal 

layers. These transitions function as literary equivalents of 

cinematic flashbacks. In Along the Water, the protagonist’s 

movement in physical space is accompanied by constant returns 

to the past, forming a dual temporal structure that unites present 

experience with memory. This technique enhances narrative 

depth and reinforces the theme of existential reflection. 

Another characteristic feature is narrative economy. A’zam 

avoids excessive detail and focuses on structurally significant 
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moments. This condensed narrative style corresponds to the 

cinematic requirement of temporal limitation and narrative 

efficiency. Each scene carries a specific functional load and 

contributes to character development or thematic progression. 

Dialogue plays a particularly important role in cinematic 

narration. In A’zam’s film novellas, dialogue is not only a means 

of communication between characters but also a tool of dramatic 

tension and character revelation. Short, emotionally charged 

exchanges often replace descriptive commentary and allow the 

narrative to advance rapidly. This dialogic dynamism strengthens 

the performative aspect of the text and enhances its adaptability 

to screen representation. 

From an intermedial perspective, A’zam’s film novellas 

represent a synthesis of verbal and visual narrative logic. Literary 

language retains its expressive power, yet it is reorganized 
according to cinematic principles of perception. The result is a 

hybrid narrative form that expands the expressive possibilities of 

prose and responds to the changing reading habits of modern 

audiences, who increasingly rely on visual modes of information 

processing. 

Thus, the poetics of cinematic narrative in ErkinA’zam’s film 

novellas is defined by montage composition, episodic structure, 

visual symbolism, action-based character construction, and 

temporal fragmentation. These features distinguish the film 

novella from traditional prose and confirm its status as an 

independent intermedial genre shaped by cinematic aesthetics. 

 
CONCLUSION 

 

The analysis of Erkin A’zam’s film novellas demonstrates that 

cinematic narrative functions not as a superficial stylistic 

element, but as a fundamental poetic principle shaping the 

structure and meaning of the text. The interaction between 

literary narration and cinematic thinking leads to the emergence 

of a hybrid narrative form that expands the expressive potential 

of modern Uzbek prose. 

The study confirms that montage-based composition plays a 

central role in the organization of cinematic narrative. Episodic 
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structure, fragmentary storytelling, and associative sequencing of 

scenes create a dynamic narrative rhythm that enhances 

emotional intensity and reader engagement. This montage logic 

allows the author to combine external action with internal 

reflection, producing multilayered narrative meaning. 

Visual narration is another defining feature of cinematic 

poetics in A’zam’s works. The preference for symbolic details, 

spatial imagery, and action-oriented description reduces the 

dominance of traditional authorial commentary and shifts the 

focus toward perceptual experience. As a result, the reader 

becomes an active participant in the process of interpretation, 

reconstructing meaning through visual and situational cues. 

Character construction in the analyzed film novellas is 

likewise influenced by cinematic principles. Psychological depth 

is achieved primarily through behavior, dialogue, and situational 
response rather than through explicit introspection. This method 

corresponds to cinematic aesthetics and reinforces the 

performative dimension of narrative representation. 

Temporal organization based on parallel layers of present 

action and memory further strengthens the cinematic character of 

the narrative. The use of flashback-like transitions creates a 

complex temporal structure that reflects the protagonist’s inner 

world and existential experience. Such narrative techniques 

contribute to the artistic originality of A’zam’s film novellas and 

distinguish them from traditional linear prose. 

Overall, the findings of this study demonstrate that Erkin 

A’zam’s film novellas represent an important stage in the 

development of intermedial narrative forms in Uzbek literature. 

The integration of cinematic poetics into literary discourse not 

only enriches narrative strategies but also reflects broader 

cultural processes related to the increasing role of visual 

perception in contemporary society. The results of this research 

may serve as a theoretical foundation for further studies on 

cinematic narrative, intermediality, and genre transformation in 

modern literature. 
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