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Summary. The beginning of the artistic and mentoring activity of the genius Ukrainian film director and script writer
Oleksandr Dovzhenko was investigated and analyzed at the article; his cinema-pedagogical activity at the Odessa State
College of Cinematography of the All-Ukrainian Photo Cinema Management was studied; the possibilities of attrac-
tion to teaching at the Theatre Cinema Photo Department of the Kyiv Art Institute were clarified. We established the
facts of Oleksandr Dovzhenko’s work in the methodological commissions on “Film Director’s work” and “Sociology and
History of Arts, History of Material Culture, History of Cinema” at the Artistic Faculty of the Kyiv State Institute of Ci-

nematography.
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Problem statement. The urgency of this study is
caused with the lack of special studies on cinema-peda-
gogical activity of O. Dovzhenko in Ukraine, with the
need to create a complete and objective biography of the
artist and trace his influence on the formation and de-
velopment of Ukrainian cinema education in the 1930s
and 1940s, to clarify the biography of O. Dovzhenko, dis-
covering and publishing an unknown layer of sources
from formerly closed state and personal archives, spe-
cial storages, and libraries.

Analysis of recent research works and publica-
tions. The beginning of the cinema-pedagogical activity
of O. Dovzhenko at the Odessa State College of Cine-
matography of the All-Ukrainian Photo Cinema Manage-
ment was investigated by O. Shimon [17], but the chrono-
logical framework of his work did not allow to clarify the
further Dovzhenko’s cinema-pedagogical experiments.
Some aspects of the cinema-pedagogical activity
of 0. Dovzhenko were considered in the works of G. Zhu-
rov [8], M. Shudra [18], L. Cherevatenko [16] and O. Bez-
ruchko [1; 2].

Objectives of the study are to research the start
of the artistic and mentoring activity of Ukrainian fea-
ture films director O. Dovzhenko; to analyze his cinema-
pedagogical activity at the Odessa State Institute of Cine-
matography of the All-Ukrainian Photo Cinema Manage-
ment; to find out the possibility of engaging in teaching
at the Theatre Cinema Photo Department of the Kyiv Art
Institute; to discover the facts of Oleksandr Dovzhenko’s
work in the methodological commissions “Film Direc-
tor’s work” and “Sociology and History of Arts, History
of Material Culture, History of Cinema” at the Artistic
Faculty of the Kyiv State Institute of Cinematography.

The aim of the article was to study and analyze the
beginning of cinema-pedagogical activity of the genius

Ukrainian film director O. Dovzhenko at the Odessa State
College of Cinematography of the All-Ukrainian Photo
Cinema Management, the Theatre- Cinema- Photo- De-
partment of the Kyiv Art Institute and at the Artistic Fac-
ulty of the Kyiv State Institute of Cinematography.

Presentation of the main research material. Cin-
ema-pedagogical activity of O. Dovzhenko began at the
Odessa State College of Cinematography of the All-
Ukrainian Photo Cinema Management (1924-1930),
whose students during the internship at the Odessa Film
Factory “definitely felt into the crew of Dovzhenko... For-
mer student Georgy Zhurov recalled that those who
managed to become the assistants of Oleksandr
Dovzhenko were considered lucky” [12, p. 258]. It is
known for certain that one of the students in the
Dovzhenko film Vasya-Reformator was Yuri Tamarsky
[16, p. 53].

According O. Shimon, a cinema historian, good re-
sults in the cinema-pedagogical practice of the Odessa
State College of Cinematography gave such a form of tra-
ining as seminars on the profile, which included lectures
and reports on specific problems of cinema and related
arts, practical tasks, followed by collective analysis, re-
view and discussion of the new films, interesting printed
works, creative trips to the Moscow and Leningrad film
factories. Kuleshov, Eisenstein, Pudovkin, and Dovzhen-
ko were invited as a lecturers for these seminars
[17, p. 133]. Yet, according to Oleksandr Shimon, only the
latter two managed to actually make it.

Although O. Dovzhenko did not have the studio
of his own, he did not bypass the Odessa State College
of Cinematography of Cinematography of the All-Ukrain-
ian Photo Cinema Management. The memoirs of G. Zhu-
rov confirm this: “For the qualifying (diploma) works
0. Denisov invited the well-known figures of the theater
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and screen art—A. Buchma, O. Dovzhenko, G. Roshal,
G. Taskin, I. Kavaleridze” [8, p. 4].

For the coordination of the theoretical developments
of qualification works of the students with practical ques-
tions and further correction of the revealed shortcom-
ings, the management of the Odessa State College of Cin-
ematography introduced a system of preliminary protec-
tion. “Only during the academic year of 1927-1928 the
qualification commission conducted 22 preliminary the-
sis defenses, invited by the workers of the film factory
(apparently, including O. Dovzhenko)” [12, p. 259].

The Odessa State College of Cinematography widely
used such a form of training as an assistant-internship,
which then played a leading role in the cinema-peda-
gogical method of O. Dovzhenko.

A lot of attention had been paid to a group of
twelve film directors and cameramen, specializing in
children’s films. For them, the People’s Commissariat
of Ukraine organized a seminar on pedagogy, with
0. Dovzhenko and O. Korniychuk participating, which
included lectures on the following topics: “Methods
of directing the children’s film”, “Specificity of the chil-
dren’s film”, “Cinema and its means of artistic influ-
ence”, “Scenario for children” [17, p. 133].

A progressive creative youth was always around
0. Dovzhenko. As noted in the documents, recently de-
classified by the Security Service of Ukraine, “Dovzhen-
ko, working at the Odessa Film Factory... has grouped
a nationalistic youth around him” [7, p. 296].

In contrast to Theatre Cinema Photo Department
of the Kyiv Art Institute—KAI (which existed during
1926-1930), where, prior to the establishment of the Kyiv
Film Factory, the main emphasis in the teaching of stu-
dents was on the theory of art, the Odessa State College
of Cinematography focused mainly of practical studies,
and therefore many students of cinema technology, such
as M. Kulchytskyi, were “lucky to take part in the filming
of 0. Dovzhenko’s films Zvenigora and Arsenal” [3, p. 13].

However, the Director of the Odessa State College of
Cinematography of the All-Ukrainian Photo Cinema Ma-
nagement M. Kharitonov believed that the emphasis
on the practical work had its negative consequences,
“The students of the Odessa State College of Cinematog-
raphy were more or less skilled from the technical point
of view, but of extremely poor general political and ide-
ological culture; it was equally bad with their artistic cul-
ture as well. It was our tragedy. Here, in Kyiv [at the The-
atre Cinema Photo Department of the Kyiv Art Institute],
everything provided a high artistic culture, but the other
side of the matter—technical training—was drastically
poor» [13, p. 286]. After organizing the Kyiv State Insti-
tute of Cinematography M. Kharitonov became his first
director and tried not to repeat the mistakes of the Col-
lege of Cinematography in the newly created Institute
of Cinematography.

The Kyiv Art Institute, led by I. Vrona, tried to cor-
rect this situation, and following the opening of the Kyiv
Film Factory in 1928 invited its leading specialists to the
Theatre Cinema Photo Department. “Dovzhenko re-
ceived the proposal to teach. However, the attempts
to find documents certifying his teaching activity at the
Theatre Cinema Photo Department has little success yet”
[12, p. 259].

In the Odessa State College of Cinematography
“a team of professionals assembled, very strong for its
time, who were experts in the field of history of culture

and art. In different times such outstanding cinema
practitioners as A. Buchma, I. Kavaleridze, G. Roshal,
0. Dovzhenko were trying to transfer their great cre-
ative experience and knowledge to the students” [17,
p. 129-130].

Still, the Kyiv State Institute of Cinematography
(KSIC), which had a significantly higher level of educa-
tion, played a major role in the formation of Ukrainian
cinema education of the pre-war period.

It should be noted that O. Dovzhenko paid a lot
of attention to attracting Ukrainian youth to the cinema
production. Thus, in the end of 1929, he called for the
reception of the film-makers by the secretariat of the
Central Committee of the Leninskyi Komsomol, “The
motto of today is the newest staff of film workers from
the working masses, from the youth, from the Komso-
mol” [9].

After returning to Ukraine O. Dovzhenko actively
engaged in the development of the curricula for stu-
dents of the Art Department of the Kyiv State Institute
of Cinematography, “On November 16, 1930 a me-
thodical commission meeting took place. Oleksandr
Dovzhenko and Mykola Shpikovskyi were instructed
to develop a directing program for all departments
of the Artistic Faculty during the ten days: film direc-
tor’s department, cameraman’s department and script
writer’s department” [14, p. 703].

At the meeting, Dovzhenko and Shpikovskyi’s pro-
posal for organizing methodological lectures on art,
in particular, workshops by Sergei Eisenstein and Dzyga
Vertov, was approved.

So, immediately after arriving from a foreign busi-
ness trip, the artist entered the cinema-pedagogical work
of the Kyiv State Institute of Cinematography.

In he early December of 1930 O. Dovzhenko worked
not only in the methodological commission on “Film Di-
rector’s work” [14, p. 693] (chairmen of the commission
were L. Bokhonov, Dzyga Vertov, D. Marian, M. Shpykov-
skyi and A. Vinnitskyi), but also in the methodological
commission on the faculty of “Sociology and History
of Arts, History of Material Culture, History of Cinema”
(commission chairmen were I. Vrona, S. Gilyarov, Y. Sav-
chenko) [14, p. 693].

Oleksandr Dovzhenko planned to use the Artistic
Faculty of the Kyiv State Institute of Cinematography
in the future as, could be understood from the following
document: “The teaching staff has been invited to par-
ticipate in the work of methodical commissions of film
directors, scriptwriters and editors of the film factory—
people who, although not connected with direct teach-
ing at the Institute, were undoubted future leaders of the
production training of students at a film factory...
Dovzhenko” [14, p. 696].

First, at the Kyiv Film Factory, and then at the Kyiv
State Institute of Cinematography, one-year courses
of the scriptwriters were organized, which “can be used
as pedagogical forces... of Dovzhenko” [14, p. 299].

“During all the years of our stay at the institute”,
T. Levchuk believed, “the spirit of Dovzhenko reigned
over us all the time. A large group of our course, as
arule, was trained in the film crews of Ivan and Sh-
chors” [10, p. 61-62].

In the early 1930s, Oleksandr Dovzhenko was op-
posed to prolonging the course for film directors for sev-
eral years, “One year is enough to teach the cinema art.
What is more important is to feel the need for a film.
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As soon as it comes—you need to immediately immerse
yourself in your head” [11, p. 71]. It was his personal way
of shooting films and training his students: he paid a lot
of attention to immersion in the cinematic process or in-
ternship.

Dovzhenko saw the main way of teaching stu-
dents in engaging them into the practical work on the
film. An important aspect in the pedagogical process
for Oleksandr Dovzhenko was the moment of concep-
tion, and considering that introspection, walks, con-
versations, discussions were widely used, during
which all the components of the cinematic process
were discussed informally.

The Kyiv State Institute of Cinematography actively
discussed the issue of the specialization (or as it was then
called “ukhyliv”) of the film directors; it introduced the
active teaching methods with “the lecture as a way of
learning remains minimal within the programme. The
lectures are replaced, in addition to purely industrial
training at the enterprises, with the seminars, laboratory
works, brigades, etc.” [14, p. 697]; the administration
of the Institute tried to attract the best specialists work-
ing in the Ukrainian cinema [14, p. 286].

0. Dovzhenko as a productive, creative person,
amember of the methodological commission of the
Artistic Faculty of Kyiv State Institute of Cinematography,
actively engaged in discussing, developing and imple-
menting the Institute’s many new pedagogical methods,
including the problem of specialization in filmdirecting
[14, p. 697]. Confirmation of this is the performance of
the artist at the First All-Ukrainian Congress of the
Friendship Society of Soviet Photography and Cine-
matography in April 1931, in which he thoroughly ana-
lyzed the process of cinematography differentiation, the
errors of young filmmakers whose first films became
“cultural films”: “The production of a cultural film
is often entrusted to a young beginner director, who,
looking at this work as something minor, wasting thou-
sands of meters of film, believes that he must do various
risky experiments, until he is entrusted with artistic pro-
duction movie” [4].

After revealing the problem (“due to such careless
attitude to work on a cultural film, the latter gets on the
wide screen and does not succeed” [5]) O. Dovzhenko al-
ways showed the ways of its solution: “Cultural film must
have a minimum footage at maximum shooting points.
He must show the facts as clearly as possible, their pur-
posefulness” [4].

Dovzhenko did not ignore the problems of intro-
ducing the “sound cinema” and the development of
a children’s film in Ukraine: “We gathered in Kyiv with
teachers and they were interviewed, saying that we are
really starting to step on the higher pedagogical front”
[15, p. 71.

But the main thing for O. Dovzhenko was not the
sphere of film directing in which the student will work.
He considered very important a film director to be a per-
sonality and a talented person. Probably due to this prin-
ciple of pedagogical method a lot of his students became
true artists, who established themselves not only in the
cinema, but also in poetry, acting, etc.

In 1939, in one of the jubilee editions of the Art
of Cinema, it was noted that there are film directors, and

quite remarkable film directors, such as the Vasiliev
brothers, who really dissolve in their films. Also there
are film directors, such as S. Eisenstein and O. Dovzhen-
ko, each frame of whose films could only be from their
films. If film directors of the same type were given the
same script, each one would have shot an entirely dif-
ferent movie. Oleksandr Dovzhenko stated on this re-
gard, “Would the screening of one and the same script
with the same performers of roles, but by five different
directors result in five different films?” [6, p. 192]. Giv-
ing the film director all the rights (the right of the main
organizer and the author of the film), the master be-
lieved that “it is necessary to require a detailed classifi-
cation of the material from him, which will determine
the essence and the fact of the finished film” [6, p. 192].
According to Dovzhenko, this material is primarily
a script that “coincides with the personal preferences of
the director, and this pushes him into screen adapta-
tion—it does not matter if he wrote this script himself
or has received it half-finished. Only in this case one can
speak about the 100 % interest of the author of the film
in the full success of the work” [6, p. 192]. It is very im-
portant for a film director, and Dovzhenko emphasized
that at all times of his cinema-pedagogical activity, to find
his theme: “The film director who is engaged in the
screening of a random topic, is a slave of someone else’s
idea. The film director, who himself raised the idea, is a
master who creates a true artistic value” [6, p. 192].

Therefore, the main thing, according to O. Dovzhen-
ko, was to educate young filmmakers, not artisans, “The
activity of a filmmaker should rise and go far from the
sphere of commercial interests and the blind execution
of orders in the sphere of realization of their own world
outlook with the help of cinematographic means”
[6, p. 192].

According to Oleksandr Dovzhenko’s firm stand-
point, except for the talent, without which it is impossi-
ble to exist in art, the students must study persistently
and continuously.

Conclusions. We set a goal to investigate and ana-
lyze the beginning of the artistic and mentoring activity
of the genius Ukrainian film director and script writer
Oleksandr P. Dovzhenko. The goal was achieved.

Summerizing the abovementioned, it can be noted
that the scientific tasks have been fulfilled: the artistic
and mentoring activity of the Ukrainian director was in-
vestigated; his cinema-pedagogical activity at the Odessa
State College of Cinematography of the All-Ukrainian
Photo Cinema Management was analyzed; the possible
reasons, why Dovzhenko was attracted to teaching at the
Theatre Cinema Photo Department of the Kyiv Art Insti-
tute were clarified. We established the facts of Oleksandr
Dovzhenko’s work in the methodological commissions
on “Film Director’s work” and “Sociology and History
of Arts, History of Material Culture, History of Cinema”
at the Artistic Faculty of the Kyiv State Institute of Cine-
matography.

Prospects for the further research. Despite the
thorough scientific study of the beginning of cinema-ped-
agogical activity, we believe that the perspectives of sci-
entific research remain significant, since the teaching ac-
tivity of Oleksandr Dovzhenko in the second half of the
1920s remains completely unstudied.
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Onexcanzgp be3spyuko
IToyaTOK MHCTeLbKO-HaCTaBHULIBKOI JisibHOCTI O. II. /loBXXeHKa

V cTaTTi AOCIIPKEeHO II04aTOK MUCTEIbKO-HACTaBHUIIBLKOL [JiSUIbHOCTI T'eHiaIbHOT0 YKPalHChKOTO KiHO-
pesxucepa Ta crieHapucTa OsnekcaHpa [leTpoBrya /loB)KeHKa; IIpOaHaIi30BaHO MOro KiHOMearorivny
IiSUTBHICTE B OffleCbKOMY JlepyKaBHOMY TeXHIKyMi KiHeMaTorpadii BceykpaiHChKOro GOTOKIHOYIIpaBIiHHS,
3’COBaHI MOYKJIMBOCTI 3aJIydeHHS 10 BUKJIAJaHHI Ha TeaKiHOQOTOBinmimi KHUIBCHKOIO XymI0>KHBOTO
IHCTUTYTY; BCTaHOBJIeHI ¢GakTh poboTu OsekcaHzapa /JloBKeHKa B MeTOJOJIOTIYHUX KOMICisax
«PerxucepchKa cripaBa» Ta «CoIIioJIoris Ta iCTOpis MUCTEITB, icTopia MaTepiaJbHOI KYJIbTYpPH, icTOpid
KIHOMHCTeIITBa» Ha Xy/J0>KHbOMY $aKyJIbTeTi KUIBCHKOIO epKaBHOTO IHCTUTYTY KiHeMaTorpagil.
Karouosi cnoga: ictopia kiHo, /loB)keHKO OsiexcaHap IleTpoBud, OmeChbKUI Aep KaBHUU TEXHIKyM
KiHeMaTorpadii, KiHopesxrcep, KUIBCbKUM XyJ0>KHIM iIHCTUTYT, METO0JIOTiUHA KOMiCis.

Anexcanap be3pyuko
Ha4aJio Xy/505KeCTBEeHHO-HaCTaBHUYeCKOH JesATeIbHOCTH A. I1. /IoB)KeHKO

B craThbe uccIeLyeTcd HayaIo XyI0oKeCTBeHHO-HaCTaBHUYeCKOU ledTe/IbHOCTH [eHUaIbHOI0 YKPauHC-
KOT0 KHHOpeskHccepa MU cleHapucra AsekcaHzapa IlerpoBuya [I0OB)KEHKO; IIpOaHaIM3UPOBaHAa €ro
KHUHOIIeflaToTHYecKas [edTeJIbHOCTh B O[eCCKOM TIOCYyJapCTBEHHOM TeXHHKyMe KHHeMaTorpaduu
BceykpanHCKOro ¢OTO- ¥ KHHOYIIPaBJIEHUS; YCTaHOBJIEHAa BO3MOXKHOCTBH €r0 IIPUBJIEYEHUS IJId
IperofiaBaHus B TeaKUHO(OTOOTAe e KHeBCKOro Xy/[0KeCTBEHHOI0 HHCTUTYTA; YCTaHOBJIEHBI GaKThI
paboTh! AstekcaH/ipa /[0B)KeHKO B MeTO/[0JIOTHYeCKHIX KOMHUCCHAX «PesKrccepcKoe fiesto» U «COITHOJIOTHS
M HCTOPUA MCKYCCTB, MCTOPHUSI MaTepHaJbHOU KyJIbTYpPbI, UCTOPUA KHUHO» Ha XYZ0’KeCTBEHHOM
daxynbTeTe KHeBCKOI0 IroCyJapCTBEHHOIO MHCTUTYTa KHUHeMaTorpaduu.

Karouesvle cnosa: UCTOPUS KHUHO, [JoBKeHKO AuiekcaHzip IlerpoBudY, OpmeccKuil rocyLapCTBEHHBIA
TeXHUKYM KMHeMaTorpa$uu, KHHopeskuccep, KrueBCKUM Xy/j05KeCTBEHHBIN HHCTUTYT, METO/[0JIOTHYeCKast
KOMUCCHS.

Cmammas Haditiwa 0o pedaxuii 31.08.2018



