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ISSUES OF WORK OF TWO AUTHORS, FILM DIRECTORS  

(CO-WRITERS OF SCRIPTS AND FILM DIRECTORS)  
ON A DEBUT MOVIE IN THE SECOND HALF OF THE 1930IES 

 
Purpose of Article. The purposes of the work are to investigate and analyse all stages of 

functioning of stage-director tandem of Yulia Ippolitovna Solntseva and Mikhail Borisovich 
Vinyarskiy above the film «As steel was tempered» on the Kyiv Film Studios (Film Studios of Fea-
ture Films). Methodology. The research methodology consists in application of methods of scien-
tific reconstruction, objectivity and historical method. These methodological approaches allow to 
recreate the picture of cultural process on the base of the archived data and discover historical and 
study of art pre-conditions of appearance and range of problems of work of two stages-directors 
(«pair» scenario writers and stage-directors) above debut films. Scientific Novelty. The scientific 
novelty of the research consists in opening of the unknown phenomenon of the soviet cinema: range 
of problems of work of two stages-directors («pair» scenario writers and stage-directors) above de-
but films in the second half 30th of ɏɏ century. On the basis of the unknown archived documents 
and materials of the cinematographic press of that period, all stages of functioning of film director’s 
tandem of of Yulia Ippolitovna Solntseva and Mikhail Borisovich Vinyarskiy above the film «As 
steel was tempered» on the Kyiv Film Studios (Film Studios of Feature Films) are reconstructed. 
Conclusions. Summing up, the range of problems of work of two stages-directors («pair» scenario 
writers and stage-directors) is investigational above debut in the second half 30th of ɏɏ century. It 
is told about pre-history of creation and first stage of work of film director’s tandem of Y. Solntseva 
– M. Vinyarskiy. The role and place of each participants of this creative tandem are found out. The 
little-known pages of work of stage-director tandem of Y. Solntseva – M. Vinyarskiy above the 
movie «As steel was tempered» are reconstructed. The author lists up the main reasons of ending 
the cinematographic project. 

Keywords: creative tandem, Yulia Ippolitovna Solntseva, Mikhail Borisovich Vinyarskiy, 
Kyiv Film Studio of Feature Films. 

 
Ȼɟɡɪɭɱɤɨ Ɉɥɟɤɫɚɧɞɪ ȼɿɤɬɨɪɨɜɢɱ, ɞɨɤɬɨɪ ɦɢɫɬɟɰɬɜɨɡɧɚɜɫɬɜɚ, ɞɨɰɟɧɬ, ɩɪɨɮɟɫɨɪ 

ɤɚɮɟɞɪɢ ɪɟɠɢɫɭɪɢ ɬɟɥɟɛɚɱɟɧɧɹ Ʉɢʀɜɫɶɤɨɝɨ ɧɚɰɿɨɧɚɥɶɧɨɝɨ ɭɧɿɜɟɪɫɢɬɟɬɭ ɤɭɥɶɬɭɪɢ ɿ ɦɢ-
ɫɬɟɰɬɜ 

ɉɪɨɛɥɟɦɚɬɢɤɚ ɪɨɛɨɬɢ ɞɜɨɯ ɚɜɬɨɪɿɜ-ɪɟɠɢɫɟɪɿɜ («ɩɚɪɧɢɯ» ɫɰɟɧɚɪɢɫɬɿɜ ɿ ɪɟɠɢɫɟɪɿɜ) 
ɧɚɞ ɞɟɛɸɬɧɢɦ ɮɿɥɶɦɨɦ ɭ ɞɪɭɝɿɣ ɩɨɥɨɜɢɧɿ 30-ɯ ɪɪ. ɏɏ ɫɬ. 

Ɇɟɬɚ ɪɨɛɨɬɢ. Ⱦɨɫɥɿɞɢɬɢ ɬɚ ɩɪɨɚɧɚɥɿɡɭɜɚɬɢ ɭɫɿ ɟɬɚɩɢ ɮɭɧɤɰɿɨɧɭɜɚɧɧɹ ɫɰɟɧɚɪɧɨ-
ɪɟɠɢɫɟɪɫɶɤɨɝɨ ɬɚɧɞɟɦɭ ɘɥɿʀ ȱɩɨɥɿɬɿɜɧɿ ɋɨɥɧɰɟɜɨʀ – Ɇɢɯɚɣɥɚ Ȼɨɪɢɫɨɜɢɱɚ ȼɿɧɹɪɫɶɤɨɝɨ ɧɚɞ 
ɮɿɥɶɦɨɦ «əɤ ɝɚɪɬɭɜɚɥɚɫɹ ɫɬɚɥɶ» ɧɚ Ʉɢʀɜɫɶɤɿɣ ɤɿɧɨɮɚɛɪɢɰɿ (ɤɿɧɨɫɬɭɞɿʀ ɯɭɞɨɠɧɿɯ ɮɿɥɶɦɿɜ). Ɇɟ-
ɬɨɞɨɥɨɝɿɹ ɞɨɫɥɿɞɠɟɧɧɹ ɩɨɥɹɝɚє ɜ ɡɚɫɬɨɫɭɜɚɧɧɹ ɦɟɬɨɞɿɜ ɧɚɭɤɨɜɨʀ ɪɟɤɨɧɫɬɪɭɤɰɿʀ, ɨɛ’єɤɬɢɜɧɨɫɬɿ 
                                                 
© Ȼɟɡɪɭɱɤɨ Ɉ.ȼ., 2017 

 



ɏɭɞɨɠɧɹ ɬɜɨɪɱɿɫɬɶ ɹɤ ɨɛ’єɤɬ ɟɫɬɟɬɢɤɨ-ɦɢɫɬɟɰɬɜɨɡɧɚɜɱɨɝɨ ɚɧɚɥɿɡɭ Bezruchko O. 
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ɣ ɿɫɬɨɪɢɡɦɭ. Ɂɚɡɧɚɱɟɧɿ ɦɟɬɨɞɨɥɨɝɿɱɧɿ ɩɿɞɯɨɞɢ ɞɨɡɜɨɥɹɸɬɶ ɜɿɞɬɜɨɪɢɬɢ ɤɚɪɬɢɧɭ ɤɭɥɶɬɭɪɧɨɝɨ 
ɩɪɨɰɟɫɭ ɧɚ ɛɚɡɿ ɚɪɯɿɜɧɢɯ ɞɚɧɢɯ ɬɚ ɜɢɹɜɢɬɢ ɿɫɬɨɪɢɱɧɿ ɬɚ ɦɢɫɬɟɰɬɜɨɡɧɚɜɱɿ ɩɟɪɟɞɭɦɨɜ ɩɨɹɜɢ ɬɚ 
ɩɪɨɛɥɟɦɚɬɢɤɢ ɪɨɛɨɬɢ ɞɜɨɯ ɚɜɬɨɪɿɜ-ɪɟɠɢɫɟɪɿɜ («ɩɚɪɧɢɯ» ɫɰɟɧɚɪɢɫɬɿɜ ɿ ɪɟɠɢɫɟɪɿɜ) ɧɚɞ ɞɟɛɸɬ-
ɧɢɦɢ ɮɿɥɶɦɚɦɢ. ɇɚɭɤɨɜɚ ɧɨɜɢɡɧɚ ɪɨɛɨɬɢ ɩɨɥɹɝɚє ɜ ɪɨɡɤɪɢɬɬɿ ɦɚɥɨɜɿɞɨɦɨɝɨ ɮɟɧɨɦɟɧɭ ɪɚɞɹɧ-
ɫɶɤɨɝɨ ɤɿɧɟɦɚɬɨɝɪɚɮɭ: ɩɪɨɛɥɟɦɚɬɢɤɢ ɪɨɛɨɬɢ ɞɜɨɯ ɚɜɬɨɪɿɜ-ɪɟɠɢɫɟɪɿɜ («ɩɚɪɧɢɯ» ɫɰɟɧɚɪɢɫɬɿɜ ɿ 
ɪɟɠɢɫɟɪɿɜ) ɧɚɞ ɞɟɛɸɬɧɢɦɢ ɮɿɥɶɦɚɦɢ ɭ ɞɪɭɝɿɣ ɩɨɥɨɜɢɧɿ 30-ɯ ɪɪ. ɏɏ ɫɬ. ɇɚ ɨɫɧɨɜɿ ɦɚɥɨɜɿɞɨɦɢɯ 
ɚɪɯɿɜɧɢɯ ɞɨɤɭɦɟɧɬɿɜ ɬɚ ɦɚɬɟɪɿɚɥɿɜ ɬɨɝɨɱɚɫɧɨʀ ɤɿɧɟɦɚɬɨɝɪɚɮɿɱɧɨʀ ɩɪɟɫɢ ɪɟɤɨɧɫɬɪɭɣɨɜɚɧɨ ɭɫɿ 
ɟɬɚɩɢ ɮɭɧɤɰɿɨɧɭɜɚɧɧɹ ɫɰɟɧɚɪɧɨ-ɪɟɠɢɫɟɪɫɶɤɨɝɨ ɬɚɧɞɟɦɭ ɘɥɿʀ ȱɩɨɥɢɬɿɜɧɿ ɋɨɥɧɰɟɜɨʀ – Ɇɢɯɚɣɥɚ 
Ȼɨɪɢɫɨɜɢɱɚ ȼɿɧɹɪɫɶɤɨɝɨ ɧɚɞ ɮɿɥɶɦɨɦ «əɤ ɝɚɪɬɭɜɚɥɚɫɹ ɫɬɚɥɶ» ɧɚ Ʉɢʀɜɫɶɤɿɣ ɤɿɧɨɮɚɛɪɢɰɿ (ɤɿɧɨ-
ɫɬɭɞɿʀ ɯɭɞɨɠɧɿɯ ɮɿɥɶɦɿɜ). ȼɢɫɧɨɜɤɢ. Ⱦɨɫɥɿɞɠɟɧɨ ɩɪɨɛɥɟɦɚɬɢɤɭ ɪɨɛɨɬɢ ɞɜɨɯ ɚɜɬɨɪɿɜ-ɪɟɠɢɫɟɪɿɜ 
(«ɩɚɪɧɢɯ» ɫɰɟɧɚɪɢɫɬɿɜ ɿ ɪɟɠɢɫɟɪɿɜ) ɧɚɞ ɞɟɛɸɬɧɢɦɢ ɮɿɥɶɦɚɦɢ ɭ ɞɪɭɝɿɣ ɩɨɥɨɜɧɢɿ 30-ɯ ɪɪ. ɏɏ 
ɫɬ.; ɪɨɡɤɚɡɚɧɨ ɩɪɨ ɩɟɪɟɞɭɦɨɜɢ ɫɬɜɨɪɟɧɧɹ ɬɚ ɩɨɩɟɪɟɞɧɿɣ ɟɬɚɩ ɪɨɛɨɬɢ ɫɰɟɧɚɪɧɨ-ɪɟɠɢɫɟɪɫɶɤɨɝɨ 
ɬɚɧɞɟɦɭ ɘ. ɋɨɥɧɰɟɜɚ – Ɇ. ȼɿɧɹɪɫɶɤɢɣ; ɡ’ɹɫɨɜɚɧɨ ɪɨɥɶ ɬɚ ɦɿɫɰɟ ɤɨɠɧɨɝɨ ɿɡ ɭɱɚɫɧɢɤɿɜ ɰɶɨɝɨ 
ɬɜɨɪɱɨɝɨ ɬɚɧɞɟɦɭ; ɪɟɤɨɧɫɬɪɭɣɨɜɚɧɨ ɦɚɥɨɜɿɞɨɦɿ ɫɬɨɪɿɧɤɢ ɪɨɛɨɬɢ ɫɰɟɧɚɪɧɨ-ɪɟɠɢɫɟɪɫɶɤɨɝɨ ɬɚɧ-
ɞɟɦɭ ɘ. ɋɨɥɧɰɟɜɚ – Ɇ. ȼɿɧɹɪɫɶɤɢɣ ɧɚɞ ɫɬɪɿɱɤɨɸ «əɤ ɝɚɪɬɭɜɚɥɚɫɹ ɫɬɚɥɶ»; ɧɚɡɜɚɧɿ ɨɫɧɨɜɧɿ ɩɪɢ-
ɱɢɧɢ ɩɪɢɩɢɧɟɧɧɹ ɪɨɛɨɬɢ ɧɚɞ ɰɢɦ ɤɿɧɨɩɪɨɟɤɬɨɦ. 

Ʉɥɸɱɨɜɿ ɫɥɨɜɚ: ɬɜɨɪɱɢɣ ɬɚɧɞɟɦ, ɘɥɿɹ ȱɩɨɥɢɬɿɜɧɚ ɋɨɥɧɰɟɜɚ, Ɇɢɯɚɣɥɨ Ȼɨɪɢɫɨɜɢɱ 
ȼɿɧɹɪɫɶɤɢɣ, Ʉɢʀɜɫɶɤɚ ɤɿɧɨɫɬɭɞɿɹ ɯɭɞɨɠɧɿɯ. 

 
Ȼɟɡɪɭɱɤɨ Ⱥɥɟɤɫɚɧɞɪ ȼɢɤɬɨɪɨɜɢɱ, ɞɨɤɬɨɪ ɢɫɤɭɫɫɬɜɨɜɟɞɟɧɢɹ, ɞɨɰɟɧɬ, ɩɪɨɮɟɫɫɨɪ ɤɚɮɟɞ-

ɪɵ ɪɟɠɢɫɫɭɪɵ ɬɟɥɟɜɢɞɟɧɢɹ Ʉɢɟɜɫɤɨɝɨ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɭɧɢɜɟɪɫɢɬɟɬɚ ɤɭɥɶɬɭɪɵ ɢ ɢɫɤɭɫɫɬɜ 
ɉɪɨɛɥɟɦɚɬɢɤɚ ɪɚɛɨɬɵ ɞɜɭɯ ɚɜɬɨɪɨɜ-ɪɟɠɢɫɫɟɪɨɜ («ɩɚɪɧɵɯ» ɫɰɟɧɚɪɢɫɬɨɜ ɢ ɪɟ-

ɠɢɫɫɟɪɨɜ) ɧɚɞ ɞɟɛɸɬɧɵɦ ɮɢɥɶɦɨɦ ɜɨ ɜɬɨɪɨɣ ɩɨɥɨɜɢɧɟ 30-ɯ ɝɝ. ɏɏ ɫɬ. 
ɐɟɥɶ ɪɚɛɨɬɵ. ɂɫɫɥɟɞɨɜɚɬɶ ɢ ɩɪɨɚɧɚɥɢɡɢɪɨɜɚɬɶ ɜɫɟ ɷɬɚɩɵ ɮɭɧɤɰɢɨɧɢɪɨɜɚɧɢɹ ɫɰɟɧɚɪ-

ɧɨ-ɪɟɠɢɫɫɟɪɫɤɨɝɨ ɬɚɧɞɟɦɚ ɘɥɢɢ ɂɩɩɨɥɢɬɨɜɧɵ ɋɨɥɧɰɟɜɨɣ – Ɇɢɯɚɢɥ Ȼɨɪɢɫɨɜɢɱɚ ȼɢɧɹɪɫɤɨ-
ɝɨ ɧɚɞ ɮɢɥɶɦɨɦ «Ʉɚɤ ɡɚɤɚɥɹɥɚɫɶ ɫɬɚɥɶ» ɧɚ Ʉɢɟɜɫɤɨɣ ɤɢɧɨɮɚɛɪɢɤɟ (ɤɢɧɨɫɬɭɞɢɢ 
ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɮɢɥɶɦɨɜ). Ɇɟɬɨɞɨɥɨɝɢɹ ɢɫɫɥɟɞɨɜɚɧɢɹ ɡɚɤɥɸɱɚɟɬɫɹ ɜ ɩɪɢɦɟɧɟɧɢɟ ɦɟɬɨɞɨɜ 
ɧɚɭɱɧɨɣ ɪɟɤɨɧɫɬɪɭɤɰɢɢ, ɨɛɴɟɤɬɢɜɧɨɫɬɢ ɢ ɢɫɬɨɪɢɡɦɚ. Ɉɬɦɟɱɟɧɧɵɟ ɦɟɬɨɞɨɥɨɝɢɱɟɫɤɢɟ ɩɨɞɯɨ-
ɞɵ ɩɨɡɜɨɥɹɸɬ ɜɨɫɫɨɡɞɚɬɶ ɤɚɪɬɢɧɭ ɤɭɥɶɬɭɪɧɨɝɨ ɩɪɨɰɟɫɫɚ ɧɚ ɛɚɡɟ ɚɪɯɢɜɧɵɯ ɞɚɧɧɵɯ ɢ ɨɛɧɚɪɭ-
ɠɢɬɶ ɢɫɬɨɪɢɱɟɫɤɢɟ ɢ ɢɫɤɭɫɫɬɜɨɜɟɞɱɟɫɤɢɟ ɩɪɟɞɩɨɫɵɥɨɤ ɩɨɹɜɥɟɧɢɹ ɢ ɩɪɨɛɥɟɦɚɬɢɤɢ ɪɚɛɨɬɵ 
ɞɜɭɯ ɚɜɬɨɪɨɜ-ɪɟɠɢɫɫɟɪɨɜ («ɩɚɪɧɵɯ» ɫɰɟɧɚɪɢɫɬɨɜ ɢ ɪɟɠɢɫɫɟɪɨɜ) ɧɚɞ ɞɟɛɸɬɧɵɦɢ ɮɢɥɶɦɚɦɢ. 
ɇɚɭɱɧɚɹ ɧɨɜɢɡɧɚ ɪɚɛɨɬɵ ɡɚɤɥɸɱɚɟɬɫɹ ɜ ɪɚɫɤɪɵɬɢɢ ɦɚɥɨɢɡɜɟɫɬɧɨɝɨ ɮɟɧɨɦɟɧɚ ɫɨɜɟɬɫɤɨɝɨ 
ɤɢɧɟɦɚɬɨɝɪɚɮɚ: ɩɪɨɛɥɟɦɚɬɢɤɢ ɪɚɛɨɬɵ ɞɜɭɯ ɚɜɬɨɪɨɜ-ɪɟɠɢɫɫɟɪɨɜ («ɩɚɪɧɵɯ» ɫɰɟɧɚɪɢɫɬɨɜ ɢ 
ɪɟɠɢɫɫɟɪɨɜ) ɧɚɞ ɞɟɛɸɬɧɵɦɢ ɮɢɥɶɦɚɦɢ ɜɨ ɜɬɨɪɨɣ ɩɨɥɨɜɢɧɟ 30-ɯ ɝɝ. ɏɏ ɫɬ. ɇɚ ɨɫɧɨɜɟ ɦɚɥɨ-
ɢɡɜɟɫɬɧɵɯ ɚɪɯɢɜɧɵɯ ɞɨɤɭɦɟɧɬɨɜ ɢ ɦɚɬɟɪɢɚɥɨɜ ɤɢɧɟɦɚɬɨɝɪɚɮɢɱɟɫɤɨɣ ɩɪɟɫɫɵ ɬɨɝɨ ɩɟɪɢɨɞɚ 
ɪɟɤɨɧɫɬɪɭɢɪɨɜɚɧɵ ɜɫɟ ɷɬɚɩɵ ɮɭɧɤɰɢɨɧɢɪɨɜɚɧɢɹ ɫɰɟɧɚɪɧɨ-ɪɟɠɢɫɫɟɪɫɤɨɝɨ ɬɚɧɞɟɦɚ ɘɥɢɢ 
ɂɩɩɨɥɢɬɨɜɧɵ ɋɨɥɧɰɟɜɨɣ – Ɇɢɯɚɢɥ Ȼɨɪɢɫɨɜɢɱɚ ȼɢɧɹɪɫɤɨɝɨ ɧɚɞ ɮɢɥɶɦɨɦ «Ʉɚɤ ɡɚɤɚɥɹɥɚɫɶ 
ɫɬɚɥɶ» ɧɚ Ʉɢɟɜɫɤɨɣ ɤɢɧɨɮɚɛɪɢɤɟ (ɤɢɧɨɫɬɭɞɢɢ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɮɢɥɶɦɨɜ). ȼɵɜɨɞɵ. ɂɫɫɥɟ-
ɞɨɜɚɧɚ ɩɪɨɛɥɟɦɚɬɢɤɚ ɪɚɛɨɬɵ ɞɜɭɯ ɚɜɬɨɪɨɜ-ɪɟɠɢɫɫɟɪɨɜ («ɩɚɪɧɵɯ» ɫɰɟɧɚɪɢɫɬɨɜ ɢ ɪɟɠɢɫɫɟ-
ɪɨɜ) ɧɚɞ ɞɟɛɸɬɧɵɦɢ ɮɢɥɶɦɚɦɢ ɜɨ ɜɬɨɪɨɣ ɩɨɥɨɜɢɧɟ 30-ɯ ɝɝ. ɏɏ ɫɬ.; ɪɚɫɫɤɚɡɚɧɨ ɨ 
ɩɪɟɞɢɫɬɨɪɢɢ ɫɨɡɞɚɧɢɹ ɢ ɩɟɪɜɨɦ ɷɬɚɩɟ ɪɚɛɨɬɵ ɫɰɟɧɚɪɧɨ-ɪɟɠɢɫɫɟɪɫɤɨɝɨ ɬɚɧɞɟɦɚ ɘ. ɋɨɥɧɰɟɜɚ 
– Ɇ. ȼɢɧɹɪɫɤɢɣ; ɜɵɹɫɧɟɧɚ ɪɨɥɶ ɢ ɦɟɫɬɨ ɤɚɠɞɨɝɨ ɢɡ ɭɱɚɫɬɧɢɤɨɜ ɷɬɨɝɨ ɬɜɨɪɱɟɫɤɨɝɨ ɬɚɧɞɟɦɚ; 
ɪɟɤɨɧɫɬɪɭɢɪɨɜɚɧɵ ɦɚɥɨɢɡɜɟɫɬɧɵɟ ɫɬɪɚɧɢɰɵ ɪɚɛɨɬɵ ɫɰɟɧɚɪɧɨ-ɪɟɠɢɫɫɟɪɫɤɨɝɨ ɬɚɧɞɟɦɚ 
ɘ. ɋɨɥɧɰɟɜɚ – Ɇ. ȼɢɧɹɪɫɤɢɣ ɧɚɞ ɤɢɧɨɮɢɥɶɦɨɦ «Ʉɚɤ ɡɚɤɚɥɹɥɚɫɶ ɫɬɚɥɶ»; ɧɚɡɜɚɧɧɵɟ ɨɫɧɨɜ-
ɧɵɟ ɩɪɢɱɢɧɵ ɩɪɟɤɪɚɳɟɧɢɹ ɪɚɛɨɬɵ ɧɚɞ ɷɬɢɦ ɤɢɧɨɩɪɨɟɤɬɨɦ. 

Ʉɥɸɱɟɜɵɟ ɫɥɨɜɚ: ɬɜɨɪɱɟɫɤɢɣ ɬɚɧɞɟɦ, ɘɥɢɹ ɂɩɩɨɥɢɬɨɜɧɚ ɋɨɥɧɰɟɜɚ, Ɇɢɯɚɢɥ Ȼɨɪɢɫɨ-
ɜɢɱ ȼɢɧɹɪɫɤɢɣ, Ʉɢɟɜɫɤɚɹ ɤɢɧɨɫɬɭɞɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɮɢɥɶɦɨɜ. 

 
Problem formulation. The relevance of this study is based on the need of ex-

ploring out-of-the-way chapters of history of the Ukrainian cinematography and its 
figures who were left beyond the attention of national arts critics for whatever reason.  
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The scientific novelty of this article is the disclosure of the little-known phe-
nomenon of the Soviet cinematography: issues of work of two authors-film directors 
(co- writers of scripts and film directors) on debut movies in the second half of the 
1930ies. On the basis of out-of-the-way archive documents and materials of cine-
matographic press of the time, all stages of functioning of the script writer and the 
film director tandem of Iulia Ipolitivna Solntseva – Mykhaylo Borysovych Viniarskyi 
on the movie «How the Steel Was Tempered» on the Kyiv Movie Factory (motion 
picture studio) were reconstructed. 

Analysis of the recent studies and publications. The issues of work of two au-
thors-film directors (co- writers of scripts and film directors) on debut movies in the 
second half of the 1930ies have not already studied by Ukrainian movie experts. De-
spite of mentions about a life path and a creative career of Iu.I. Solntseva (mostly in 
the context of O.P. Dovzhenko) in publications by S. Trimbatch [7; 8; 20; 30; 31], 
R. Korogodskyi [13], Ɇ. Shudriya [33–35], L. Cherevatenko [32], V. Marohcko [17], 
V. Popik [24; 25], Ɉ. Bezruchko [3–5], T. Derevianko [18], V. Ageyeva [8], V. Prig-
orovskyi [9], Ie. Sverstiuk [19], V. Kudin [14], V. Myslavskyi [21] etc., we can note 
that Ukrainian movie experts have not traced the life path and the creative career of 
M.B. Viniarskyi, except in the publications of Ɉ. Bezruchko [1; 2]. Moreover, the 
functioning of the script writer and the film director tandem of Iulia Ipolitivna 
Solntseva – Mykhaylo Borysovych Viniarskyi during their work on the movie ‘How 
the Steel Was Tempered’ is still unknown. 

The scientific tasks of this article are to research issues of work of two authors-
film directors (co-writers of scripts and film directors) on debut movies in the second 
half of the 1930ies; to tell about the preconditions of creation and the previous stage of 
work of the script writer and the film director tandem of Iu. Solntseva – Ɇ. Viniarskyi; 
to find out the role and the place of each participant of this creative tandem; to recon-
struct out-of-the-way pages of work of the script writer and the film director tandem of 
Iu. Solntseva – Ɇ. Viniarskyi on the movie ‘How the Steel Was Tempered’; to identify 
the main reasons of termination of the work on this film project. 

The purpose of the article is to research and analyse all stages of functioning of 
the script writer and the film director tandem of Iulia Ipolitivna Solntseva – Mykhay-
lo Borysovych Viniarskyi on the movie «How the Steel Was Tempered» on the Kyiv 
Movie Factory (motion picture studio). 

The study methodology is to use the methods of scientific reconstruction, ob-
jectivity and historicism. Those methodological approaches have allowed us to recon-
struct the cultural process on the basis of archive data and to reveal historical and fine 
art preconditions of the appearance of work of two authors-film directors (co-writers 
of scripts and film directors) on debut movies. 

Summary. In his speech at the party and at the conference in early 1941, the art 
director of the O. Dovzhenko Kyiv Feature Film Studio spoke against the phenome-
non of two film directors, who were working on one movie in the Soviet cinematog-
raphy in the second half the 1930ies. According to him it led to the appearance of a 
problem of co-film directors: «As a rule, a film director should be single, and we now 
have co-film directors, because we have recently faced the need to enhance our pro-
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duction; there are no film directors, we cannot charge one person with a movie, and it 
always seems to us that one plus one is two, or, maybe, one and a half. It is much bet-
ter to entrust short movies to an individual film director, and we’ll see what exactly 
he did independently for, when two people work, it’s impossible to know who is real-
ly better» [10, 18]. 

Although, in the middle of 1930ies, O.P. Dovzhenko did not object to the 
script writer and film director tandems of debutant film directors on the Kyiv Movie 
Factory. One of such creative tandems consisted of his wife, the actress Iulia Ipolitiv-
na Solntseva (7.08.1901, Moscow – 28.10.1989, Moscow), famous for that time, and 
the graduate of the S.M. Eisenstein Film Director Workshop, Mykhaylo Borysovych 
Viniarskyi (21.11.1912, Bobrynets, Yelyzavetgrad province (now – Kropivnitska Ob-
last) – 30.03.1977, Kyiv), who, after graduating from the Higher State University of 
Cinematography (VGIK, now – Russian State University of Cinematography named 
after S. Gerasimov) came to work to the Kyiv Movie Factory in order to shoot his de-
but movie.  

Ɇ. Viniarskyi met Iu. Solntseva in summer 1935 during the production practice 
on the movie «Aerograd». In 1936–1937, the creative tandem of Iu. Solntseva – 
Ɇ. Viniarskyi was jointly working in the inclusion of the script of ‘The Visunsk Re-
public’, dedicated to «one of the extraordinary bright and heroic episodes of the strug-
gle of the Ukrainian working peasantry against the Denikin regime for the Soviet 
power», to the thematic plan of the Kyiv Movie Studio [29]. 

On June 27, 1937, in her article «Honorary work’ N. Ratmanska informed: 
«our Studio has had the honour to shoot the movie «How the Steel Was Tempered». 
It is a honorary work which should be performed excellently by the Studio». [26]. 

In the Soviet times, the permission and the duty to do honorary work were giv-
en to the best professionals among them were the Honored Artist Iu. Solntseva and 
the young film director-activist Ɇ. Viniarskyi. So, according to the report in the main 
Ukrainian newspaper for youth «The Komsomol member of Ukraine» by Semen 
Getz, in the second half of August 1937 ‘the party committee discussed the issue of 
young film directors, nominated for a team of five persons, whom, as to two debu-
tants from the Dovzhenko Studio (i.e., Solntseva, Viniarskyi). The directorate prom-
ised to charge with the responsibility to shoot the independent movies. Although, no 
nominees except Solntseva and Viniarsky (The Main Administration of Film and 
Photo Production charged them with the production of the movie «How the Steel 
Was Tempered’) can start their work… for scripts are absent». [6]. 

When the O. Dovzhenko Laboratory of Film Directors was closed, Solntseva 
and Viniarskyi tried to start shooting their own movie «How the Steel Was Tem-
pered» within the new creative and art association, the School for preparation of 
young film directors, headed by G.D. Zatvornitskyi. 

In 1937, instead of the closed movie schools, at the Kyiv Movie Studio the new 
director S.L. Orelovych, who replaced P.F. Nechesa, who allowed G. Zatvornitskyi to 
develop for the education department of the «Ukrainfilm» trust a project of a school 
for training young film directors [23], where Glib Zatvornitskyi was the art director 
of the so-called trainee film directors (graduates of KDIK and VGIK, the O.P. Dov-
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zhenko Laboratory of Film Directors and the I. Kavaleridze Brigade (Laboratory) of 
Film Directors) during the preparation of shooting the debut short or the first full-
length film, in particular, the film «How the Steel Was Tempered» [11]. 

All scripts needed rewriting many times because of the arrests against the man-
agers of the Kyiv Movie Studio (Pavlo Nechesa, Semen Orelovych) and the «Ukrain-
film» Trust (Mark Tkach and the others). Each new director was afraid to start 
shooting a film, which had been started by his arrested predecessors. 

Demyan Semenov, the new director of the Kyiv Movie Studio, stated in his 
program article «Our tasks» (October 11, 1937) that in 1938 they would try to release 
such a production on screens, «How the Steel Was Tempered» (by directors Solntse-
va and Viniarskyi). The script was ready; the director’s draft was finished» [27]. 

In the second half of December, 1937, when, according to G. Zatvornitskyi 
speech, that film had to be in progress within the work of the School for training of 
young film directors [11], the all-USSR newspaper «Kino» published an article dedicat-
ed to the anniversary of M. Ostrovskyi’s death. It said that A. Maksimov stated that M. 
Ostrovskyi had taken part in the work on the script within his lifetime, but only one year 
after his death, the film director Iu. Solntseva had started working on the film, based on a 
book by M. Ostrovskyi at the Kyiv Movie Studio «Ukrainfilm» [16]. 

So, as we see from the context of the aforementioned article, Moscow regarded 
Iu. Solntseva as the only film director of the movie, and M. Viniarskyi was a co-
director, or, in modern terms, the second film director. We should mention that the 
same distribution of roles in the creative tandem of Iu. Solntseva – M. Viniarskyi was 
also in their previous film project «The Visunsk Republic». 

The authority disliked both scripts by M. Ostrovskyi and by Iu. Solntseva – 
M. Viniarskyi. To strengthen the political component of the film, the debutants got 
assistance from Isaak Emmanuilovich Babel, the experienced playwright: «The stu-
dio had been working on the production of «How the Steel Was Tempered» for a 
long time. But the absence of a high quality script was an obstacle. At last, the deci-
sion was made to engage the writer I. Babel to work on the script» [28]. 

Unfortunately, such assistance did not help to finish the script by November 
25, 1937. In the second half of January 1938, the script wasn’t finished. Skyba, the 
author of the article «Stop delaying’ named the guilty ones, not only Iu. Solntseva 
and M. Viniarskyi, but the director D. Semenov who ‘called Babel only once by tele-
phone and was content with that» [28]. 

The critic notices were effective, so, already on February 13, 1938, according 
to Ie. Lokshyna, the script was already finished. Moreover, the film directors Iu. 
Solntseva and M. Viniarskyi had already performed auditions: «I was reading the 
script of «How the Steel Was Tempered» with great pleasure, and was more pleased 
by watching the auditions. Honestly, I should say that pace of the film ‘How the Steel 
Was Tempered’ pre-production is rather inert» [15]. 

Although, the last phrase about the rather inert pace of pre-production and even 
the name «Stop delaying» indicated at the rather unsatisfactory condition of the film 
«How the Steel Was Tempered» pre-production. 
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On March 5, 1938, Kogorodskyi, the director of the planning and economical 
department of the Kyiv Movie Studio stated in his article «For what the Studio will 
fight in 1938» that the Movie Studio management had recently prepared a new pro-
ject of the production plan for 1938, lacking all projects which as of early 1938 had 
no scripts tested, finally approved by the management, «Thus, in 1938, it is planned 
to release seven full-length sound feature films, including «Shchors», «The Bolshe-
viks», «How the Steel Was Tempered»… [12]. In March 1938, the script of «How 
the Steel Was Tempered» was finally approved on all levels and was included into 
the production plan of the Kyiv Movie Studio for 1938. 

In headlines and during speeches at numerous meetings and conferences, the party 
and cinematography leadership of all levels actively supported the launch of films by 
young and promising film directors. In real life, at those terrible times of repressions 
everyone was afraid of taking responsibility for the final approval. It was the reason why 
more and more obstacles, as for «improvement» and «final revision», appeared. We 
would like to note that in the second half of the 1930ies, numerous revisions of scripts 
both by young film-makers and by acknowledged artists were very frequent. 

With regard of high (mostly even self-defeating) responsibility artists (script writ-
ers, associate producers) for their own works (scripts, films) in the USSR of those times, 
Iulia Solntseva and Mykhaylo Viniarskyi were repeatedly rewriting the first literary 
script, and then its film version with a wish to take into account the remarks of cinema-
tography and party officials of all ranks. Being close to Oleksandr Dovzhenko, they saw 
that even he had to remake the script of ‘Shchors’ many times – a movie ordered by Sta-
lin himself. Changes and revisions, sometimes really considerable, were made even dur-
ing the filming process, for example, as in the scene where Mykola Shchors is dying. 

In a newspaper «For the Bolshevik Film» by the Kyiv Movie Studio, the script 
writers Viniarskyi and Solntseva were requested to finish their work on a politically 
topical production, «The inadmissible procrastinating of work on the script because 
of both Solntseva and c. Viniarskyi, should be immediately removed. If such work 
pace on the movie remains, it will raise doubts concerning the movie completion in 
this year» [28].  

The film «How the Steel Was Tempered» was not shot by the film director 
tandem of Iulia Solntseva – Mykhaylo Viniarskyi neither in 1938, as it was planned, 
nor later. It happened because of the argument betwen Iu. Solntseva and ȱ. Babel, we 
ccould find the information about their denunciation in the reports of the «secret em-
ployee» of People's Commissariat of Internal Affairs. V. Popik wrote «Babel and 
Solntseva were working together on the script of «How the Steel Was Tempered», 
disagreed and slandered each other» [24, 36]. 

According to another unclassified document of the Branch Record Office of 
the Security Service of Ukraine, Iulia Solntseva had known Isaak Babel for a long 
time. «The circle of her close acquaintances included: I. Babel, K. Zelinskyi, E. Shub, 
N. Shengelai and the others» [22]. 

As it was found out after the declassification of a part of documents from the 
registration document case «Zaporozhets» of O.P. Dovzhenko, Iu. Solntseva was 
supported by her husband and Boris Zakharovych Shumiatskyi, the director of the Soviet 
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Cinematography. A special investigative agent of the 5th division of the 2nd Main Direc-
torate for State Security department, senior lieutenant of State Security Podolskyi in 
«Operative report on Iu. Solntseva of January 24, 1939», paid attention to the man-
agement of one «secret employees», judging from the report context, a film-maker of 
the higher rank, who noted that «recently (in 1936–37) I have been repeatedly ob-
serving Shumiatskyi’s exclusive benevolence to Solntseva. For example, Solntseva 
was assigned the independent associable producer of the movie ‘The Visunsk Repub-
lic», and of the movie «How the Steel Was Tempered». This project remained im-
plemented because in March 1938 it was also removed from the plan» [22]. 

The film project «How the Steel Was Tempered» was closed in March 1938 
because of dismissal, arrest and shooting of the director of the Soviet Cinematog-
raphy, Boris Zakharovych Shumiatskyi, and arrival in early 1938 a new director of 
the Cinematography Committee at the Council of People's Commissars of the USSR 
Semen Semenovych Dukelskyi, who was afraid of implementing projects started by 
his predecessor, who turned from the al director of the Soviet Cinematography into 
the «public enemy» in a twinkling of an eye. 

Thus, the script writer and the film director tandem of Iu. Solntseva – M. Vini-
arskyi, despite the support of Ɉ. Dovzhenko, who was in favor of the USSR leader 
I. Stalin, did not have any opportunity to shoot both movies, «The Visunsk Repub-
lic», and «How the Steel Was Tempered». 

According to the reports of the the Security Service of Ukraine, the time limits 
of the creative tandem of Iu. Solntseva – M. Viniarskyi «Solntseva was working to-
gether with M. Viniarskyi during the production of «Aerograd’ and by 1938» [22]. 

In 1938 after breaking of Iulia Solntseva – Mykhaylo Viniarskyi tandem, Iu. 
Solntseva began working at a film «Shchors» by Ɉ. Dovzhenko, and became a co-
director (the second director) of her famous husband’s outstanding film.  

Further, Iulia Solntseva on her own and with her husband shot documental 
films. She was awarded with the title of People's Artist of the RSFSR (1964), the title 
of People's Artist of the USSR (1981), became a laureate of the State (Stalin) Prize 
(1949) for the film «Michurin» (in collaboration), got the order of Badge of Honor, 
the medal «St. Mark’s Golden Medal» (1975) for her participation in design of the 
film-book «The Earth», and O.P. Dovzhenko Golden Medal for the film «The World 
in Three Dimensions» (1980). 

The further creative career of the director of popular scientific films Mykhaylo 
Viniarskyi, who was a student of L.V. Kulieshov, S.M. Eisenstein, O.P. Dovzhenko 
was not successful as well as Iu. Solntseva one. He also shot a line of popular scien-
tific films at the Kyiv motion picture studio, the Odessa motion picture studio and the 
Kyiv Movie Studio.  

Conclusions. Summarizing the above mentioned information, we can note that the 
set scientific tasks are fulfilled: issues of work of two authors-film directors (co-writers 
of scripts and film directors) on debut movies in the second half of the 1930ies were re-
searched; the preconditions of creation and the previous stage of work of the script writer 
and the film director tandem of Iu. Solntseva – M. Viniarskyi were highlighted; the role 
and the place of each participant of that creative tandem were found out; the out-of-the-
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way pages of work of the scriptwriter and the film director tandem of Iu. Solntseva – 
Ɇ. Viniarskyi on the movie «How the Steel Was Tempered» were reconstructed; the 
main reasons of termination of the work on that film project were named. 

However, the perspectives of the scientific studies remain great because not all 
documents concerning the functioning of the script writer and the film director tandem 
of Iulia Ipolitivna Solntseva – Mykhaylo Borysovych Viniarskyi on films «The Visunsk 
Republic» and «How the Steel Was Tempered» are researched in Ukrainian and Russian 
archives. 
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