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RUSSIAN CINEMA: HISTORY, POLITICS, SOCIETY
Course description:

Course Title: 
Russian Cinema: History, Politics, Society. 


Course Code:
 SSEES RS1013
Course-unit value
0.5 cu

Availability: 
First and Second Terms, 2008-2009
Open to: 
Year 1 students of degrees with Russian;
     
SSEES/UCL interdepartmental students in Years 1-2;   Affiliate students.
Course leader: 
Julian Graffy

Russian and Soviet cinema has borne important witness to the turbulent and traumatic events of the twentieth century. More than other national cinemas, film in Russia has reflected some of the most important ideological, political, and social shifts. But it is also important to note that this is a course in Russian film, examining the way in which it represents and responds to historical, political and social change, rather than a course in history, politics or society. It is the first of a programme of four courses in Russian film available to students at SSEES.
This course offers a selection of films which illustrate the importance of cinema as an indicator of change. Chronologically, it ranges from the pre-revolutionary period to the post-Soviet years. The works included have been chosen especially for the way in which they illustrate some of the major changes which have taken place this century: social developments in the late Tsarist period, the October Revolution, the Stalinist thirties, the Khrushchev thaw, the Brezhnevite stagnation, perestroika and glasnost′, the collapse of the Soviet Union, and the immense social changes of recent years. Many of them are landmarks of Russian cinema, popular with viewers and film critics alike.

The course is divided into four parts, each lasting five weeks. Four films are studied in each part, preceded by a contextualizing lecture. 
Russian is not a prerequisite for this course because all the films on the course are available in subtitled versions.

SSEES, UCL

RUSSIAN CINEMA: HISTORY, POLITICS, SOCIETY
Course aims and objectives:

Aims:


1.
To examine the ways in which Russian cinema has approached the analysis of major historical, political and social change in Russia in the twentieth century.

2.
To analyse in detail 16 Russian films on these subjects spanning the century.

Objectives: By the end of the course, you will have acquired:

1.
Experience in the study of film.

2.
A good basic knowledge of the ways social and historical issues have been addressed by Russian cinema.

3.
An in-depth knowledge of the individual films which you research and on which you write your essays.

4.
The ability to make presentations about individual films and to articulate your ideas in class discussion.

SSEES, UCL

RUSSIAN CINEMA: HISTORY, POLITICS, SOCIETY
Teaching & Learning Methods:



Number of Hours:
Lectures






4




Seminars






16

Viewings of films





32 [16 x 2]

Private Study






40

Required Written Work




10
Revision






20

Attendance:

Attendance at classes is compulsory and will be monitored. You are required to attend BOTH the film showing and the discussion in order to be marked as present. Failure to attend enough sessions will result in a student being banned from sitting the examination. If you have a valid reason for absence, such as illness, you must inform the course teacher.

Assessment:
Assessment will be by means of coursework and examination.

Coursework:

ONE essay each term, on individual films watched during the course, to be presented with bibliography and footnotes. The essays, which must be chosen from those listed in the course booklet, are to be submitted by the end of the first and second terms respectively. Students will also be required to make presentations.
The coursework essays are a necessary condition of being allowed to proceed to the written examination, but they do not themselves count towards the final mark for the course.

Examination:

A two-hour written examination, in which two questions must be answered. Both questions carry equal weight. The examination will normally be taken in May.

The examination rubric for the course reads as follows:

Answer TWO questions, ONE from Section A and ONE from Section B.
You may NOT write on the same text in detail in more than one examination (this includes all forms of examination, including extended essays and free-standing dissertations and applies to all years of the degree course).
Candidates are required to answer ALL questions in English.

SSEES, UCL

RUSSIAN CINEMA: HISTORY, POLITICS, SOCIETY
Introductory Information

This term’s course covers Russian and Soviet cinema’s treatment of the themes of history, politics and society from its beginnings to the Thaw. It lasts for 10 weeks [Weeks 2-6 and 8-12 of term. Week 7 is a Reading Week.]

It consists of:

a) An introduced weekly showing of a film (two hours): 

These sessions will take place on: Fridays at 9.00
b) A weekly discussion of the film seen (one hour): 

These sessions will take place on: Fridays at 12.00 and at 2.00
Students will be asked by turn to take a lead in the discussion.

Venues for the sessions are not available at the time at which this booklet is being printed.
The SSEES videotape and DVD collection:
SSEES has a very large collection of Russian, Soviet, CIS, Central and East European feature and documentary films, and Western feature and documentary material on the countries of our region. The collection can be viewed in the Audiovisual Room in SSEES library. 

A full catalogue of the collection is on the SSEES Website at http://www.ssees.ac.uk/videos/intro.htm 

and there is a dedicated computer in the Library entrance hall.

This will lead you to the following links:

Feature Films

Animation

Documentaries on History, Politics and Current Events 

Documentaries on Literature, Cinema and other Arts

Language Learning Materials

DVDs 

Recent Additions

Internet Resources on Russian Cinema

Russian Cinema Research Group

With specific relevance to this course, in the Feature Films section you will find indexes of 

Russian, Soviet and CIS Feature Films, Television Films and Television Serials, Listed Chronologically

Russian, Soviet and CIS Feature Films, Television Films and Television Serials, listed by director

In the Documentaries on Literature, Cinema and other Arts section you will find an index entitled

Materials on Russian, CIS, Central and East European Cinema, which contains a number of documentaries about Russian cinema, its directors and actors.
Films are continually being added to the collection, and the catalogue and indexes are regularly updated. You can check the list of Recent Additions. You can also search individual Indexes.

Watching videotapes and DVDs:
You can use the Audiovisual Room collection to re-watch films you have seen on the course or to watch other Russian feature films and documentary material to provide context. To watch a particular film consult the catalogue and establish the Call Number; then ask for this number at the Library issue desk. You may not borrow the videotapes or DVDs. 

Background reading:

Most, but NOT ALL the books on Russian and Soviet cinema are held in the 

R XX 4 c section of SSEES library. If you cannot find a book in this section, check in the library catalogue. Some books on cinema are kept in other sections or in store.

Most books on cinema are on the computer catalogue, but some are still on the card catalogue. The library also subscribes to the most important current Russian film periodicals.

There are also some books on Russian cinema and on cinema theory and history both in the main University College Library and in the University of London Library in the Senate House building in Malet Street. These libraries subscribe to several general film periodicals not stocked in SSEES. All SSEES students have automatic access to University College Library and have the right to join the University of London Library and are encouraged to do so. If you have any problems finding materials, ask me. 

Internet resources on Russian cinema:
There are a continually increasing number of websites on Russian cinema, of varying degrees of usefulness. In general Internet information is best on recent films. 

The SSEES Web Site has direct links to some particularly useful sites. Go to the SSEES Film and Video Database in the way indicated above and click on Internet Resources on Russian Cinema. 

If you have any questions, do not hesitate to ask me, or to email me at  j.graffy@ssees.ucl.ac.uk

SSEES, UCL
RUSSIAN CINEMA: HISTORY, POLITICS, SOCIETY
Course plan:

Film viewings:
2 hours per week, room and time to be arranged.
Seminars: 

1 hour per week, room and time to be arranged.
Teacher:

Julian Graffy 

Course outline:

1. Induction Week: introductory meeting
2. Lecture: Russian Cinema and Society, 1900-1930

Weeks 3-4: Russian cinema and society before and after the Revolution

3. Nikolai Larin - Doch´ kuptsa Bashkirova (Merchant Bashkirov’s Daughter, 1913) Also known as Drama na Volge (Drama on the Volga)
AND Evgenii Bauer - Ditia bol´shogo goroda (Child of the Big City, 1914) 
4. Lev Kuleshov - Neobychainye prikliucheniia Mistera Vesta v strane bol′shevikov (The Extraordinary Adventures of Mr. West in the Land of the Bolsheviks, 1924)

Weeks 5-6: Revolution and Civil War in Soviet cinema

5. Aleksandr Dovzhenko - Arsenal (1928)

6. The Vasil′ev ‘brothers’ - Chapaev (1934)

7. READING WEEK
8. Lecture: Russian Cinema and Society, from the 1930s to the Thaw

Weeks 9-10: the 1930s. Soviet sound cinema represents the past and the present:

9. Grigorii Aleksandrov – Veselye rebiata (The Happy Guys, 1934)

10. Grigorii Kozintsev and Leonid Trauberg - Iunost´ Maksima (The Youth of Maksim, 1934) Also known as Bol´shevik (The Bolshevik)
Weeks 11-12: the 1950s. Thaw cinema represents the past and the present:

11. Grigorii Chukhrai – Sorok pervyi (The Forty First, 1956)

12. Leonid Lukov - Raznye sud´by (Different Fates, 1956)

Russian and Soviet cinema from the beginnings to the Thaw - general bibliography and filmography:

Most, but NOT ALL the books on Russian and Soviet cinema are held in the R XX 4 c section of the library. If you cannot find a book in this section, check in the library catalogue. Some books on cinema are kept in other sections or in store.

Most books on cinema are on the computer catalogue, but some are still on the card catalogue.

GENERAL THEORETICAL STUDIES OF FILM:
(Mainly held in the Miscellaneous section of SSEES Library. Consult the Catalogue.)

Bordwell, D. Narration in the fiction film, London, 1986

Bordwell, D.  Making meaning. Inference and rhetoric in the interpretation of cinema, Harvard, 1992

Bordwell, D. On the History of Film Style, Cambridge, Mass. and London, 1997

Bordwell, D. and Thompson, K. Film Art. An introduction, New York and London, 1990

Corrigan, T., A Short Guide to Writing About Film, Fifth Edition, Longman, New York and London, 2004 (Held in UCL Wilkins Library at QB 7 COR)

Giannetti, L. Understanding movies, 5th edition, New York and London, 1990

Lapsley, R. and Westlake, M. Film theory: an introduction, Manchester, 1989

Monaco, J. How to read a film, revised edition, New York and Oxford, 1981

Thompson, K. and Bordwell, D. Film History. An Introduction, New York, 1994
ENCYCLOPAEDIAS, DICTIONARIES, FILMOGRAPHIES OF RUSSIAN CINEMA:
The BFI Companion to Eastern European and Russian Cinema, edited by Richard Taylor, Nancy Wood, Julian Graffy and Dina Iordanova, BFI Publishing, London, 2000

Le Cinéma Russe et Soviétique, under the direction of J.-L. Passek, Paris, 1981

Silent Witnesses. Russian Films 1908-1919, research and co-ordination by Y. Tsivian, edited by P. Cherchi Usai et al., London, 1989

HISTORIES OF RUSSIAN CINEMA:
Graffy, J. ‘Cinema’, Russian Cultural Studies, ed. C. Kelly and D. Shepherd, Oxford, 1998, pp. 165-91

Leyda, J. Kino. A History of the Russian and Soviet Cinema, London, 1960; 1973, with additional introduction, pp. 11-16, and extension of filmography to 1971; 1983 with ‘A correction’, pp. 11-16, replacing 1973 introduction, ‘looking back from 1983’, pp. 398-404, and additions to filmography from 1963 to 1982, pp. 461-75, 512-13

Zorkaya, N. The Illustrated History of Soviet Cinema, New York, 1989

GENERAL STUDIES OF RUSSIAN CINEMA:

Baburina, Nina Ivanova, The silent film poster:  Russia 1900-1930, Moscow: Art-Rodnik; 2001, 191 pp.
Cinema in Revolution. The Heroic Era of the Soviet Film, (first as Le Cinéma Soviétique par ceux qui l’ont fait, Paris, 1966), edited by L. and J. Schnitzer and M. Martin, translated and with additional material by D. Robinson, London, 1973

The Cinema of Russian and the Former Soviet Union, ed. B. Beumers, 24 Frames series, London and New York, Wallflower Press, 2007
Egorova, T. Soviet Film Music. An Historical Survey, Amsterdam, 1997

The Film Factory. Russian and Soviet Cinema in Documents 1896-1939, edited by R. Taylor and I. Christie, London, 1988; paperback 1994

Haynes, J. New Soviet Man. Gender and Masculinity in Stalinist Soviet Cinema, University of Manchester Press, 2003

Kenez, P. Cinema and Soviet Society, 1917-1953, Cambridge, 1992; reprinted London and New York, 2001

Kinoplakat, comp. A.E. Snopkov, P.A. Snopkov, A.F. Shkliaruk, Moscow, Kontakt-Kultura, 2002, 239 pp.

Lignes d’ombre. Une autre histoire du cinéma soviétique (1926-1968), Ed. B. Eisenschitz, Milan, 2000

Mayne, J. Kino and the Woman Question. Feminism and Soviet Silent Film, Columbus, Ohio, 1989

Pack, S. Film Posters of the Russian Avant-Garde, Cologne and London, 1995

Red Women on the Silver Screen. Soviet Women and cinema from the beginning to the end of the Communist era, ed. L. Attwood, London, 1993

Shlapentokh, D. and Shlapentokh, V. Soviet Cinematography 1918-1991. Ideological Conflict and Social Reality, New York, 1993

Stalinism and Soviet Cinema, ed. R. Taylor and D. Spring, London and New York, 1993

Stites, R. Russian popular culture. Entertainment and society since 1900, Cambridge, 1992

Taylor, R. Film Propaganda: Soviet Russia and Nazi Germany, London, 1979; second, revised edition, London and New York, 1998

Taylor, R.  The Politics of the Soviet Cinema 1917-1929, Cambridge, 1979

Tsikounas, M. Les origines du cinéma soviétique. Un regard neuf, Paris, 1992

Tsivian, Yuri [Tsiv´ian, Iu.]  Early Cinema in Russia and its Cultural Reception, London and New York, 1994; paperback ed., Chicago and London, 1998

Woll, J. Real Images. Soviet Cinema and the Thaw, London and New York, 2000

Youngblood, D.  Movies for the masses. Popular cinema and Soviet society in the 1920s, Cambridge, 1992

 Youngblood, D. The Magic Mirror. Moviemaking in Russia 1908-1918, Madison, Wisconsin, 1999

Youngblood, D. Russian War Films. On the Cinema Front, 1914-2005, Lawrence, Kansas, University Press of Kansas, 2007

Articles, chapters in books:
Pre-Revolutionary Russian cinema:
Tsiv´ian, Iu. ‘Some Preparatory Remarks on Russian Cinema’, in Silent Witnesses. Russian Films 1908-1919, ed. P. Cherchi Usai et al., London and Pordenone, 1989, pp. 24-43.

..... “.... ‘Early Russian cinema: some observations’, in Inside the Film Factory. New Approaches to Russian and Soviet Cinema, ed. Richard Taylor and Ian Christie, London and New York, 1991, pp. 7-30 (expanded from Silent Witnesses)

..... “..... ‘Early Russian Cinema and its Public’, Historical Journal of Film, Radio and Television, 11, 1991, 2, pp. 105-20 [University of London Library]

… “ … ‘New notes on Russian film culture between 1908 and 1919’, in The Silent Cinema Reader, ed. Lee Grieveson and  Peter Krämer, London, 2004, pp. 339-48

1917-1928:
Attwood, L. ‘Revolution and Civil War’, ‘The 1920s’,  pp. 23-28, 29-50 of her ‘Women, cinema and society’ in Red Women on the Silver Screen. Soviet Women and cinema from the beginning to the end of the Communist era, ed. L. Attwood, London, 1993

Thompson, K. ‘Government policies and practical necessities in the Soviet cinema of the 1920s’, The Red Screen, London, 1992, pp. 19-41

Trotskii, L. ‘Vodka, tserkov´ i kinematograf’, Pravda, 12 June 1923; reprinted in Kinovedcheskie zapiski, 45, 2000, pp. 184-88; translated in The Film Factory
Youngblood, D.  ‘Entertainment or enlightenment? Popular cinema in Soviet society, 1921-1931’, in New Directions in Soviet History, ed. S. White, Cambridge, 1992, pp. 41-61

1928-1941:
Attwood. L. ‘The Stalin era’, in her ‘Women, cinema and society’ in Red Women on the Silver Screen. Soviet Women and cinema from the beginning to the end of the Communist era, ed. L. Attwood, London, 1993, pp. 51-70

Christie, I. ‘Making sense of early Soviet sound’, Inside the Film Factory,  ed. R. Taylor and I. Christie, London and New York, 1991, pp. 176-92

Kenez, P. ‘The Cultural Revolution in cinema’, Slavic Review, 47, 1988, pp. 414-33 [cf. pp. 101-26 of his book, above]

..... “..... ‘Soviet cinema in the age of Stalin’, Stalinism and Soviet Cinema, ed. R. Taylor and D. Spring, London, 1993, pp. 54-68, 237-39

Taylor, R. ‘‘Ideology as mass entertainment: Boris Shumyatsky and Soviet cinema in the 1930s’, Inside the Film Factory. New Approaches to Russian and Soviet Cinema, ed. R. Taylor and I. Christie, London and New York, 1991, pp. 193-216

Youngblood, D. ‘The fate of Soviet popular cinema during the Stalin revolution’, Russian Review, 50, 1991, 2, pp. 148-62

1941-1945:
Kenez, P. ‘Films of the Second World War’, The Red Screen, London, 1992, pp. 148-71; reprinted as chapter 9 of his Cinema and Soviet Society, 1917-1953, London, 1992; reprinted London and New York, 2001

....."..... ‘Black and White. The War on Film’, in Culture and Entertainment in Wartime Russia, ed. Richard Stites, Bloomington and Indianapolis, 1995, pp. 157-75

1945-1953:
Turovskaya [Turovskaia] M. ‘Soviet Films of the Cold War’, Stalinism and Soviet Cinema, ed. R. Taylor and D. Spring, London, 1993, pp. 131-41, 249

1953-1964:

Attwood. L. ‘Khrushchev and the “Thaw”‘, pp. 71-77 of her ‘Women, cinema and society’ in Red Women on the Silver Screen. Soviet Women and cinema from the beginning to the end of the Communist era, ed. L. Attwood, London, 1993

Liehm, M. and Liehm, A.J. ‘Where did the Cranes fly?: The Soviet Union, 1956-1963’, in their The Most Important Art. Soviet and East European Film After 1945, Berkeley, Los Angeles and London, 1977, pp. 199-219 

Margolit, E. ‘Peizazh s geroem’, in Kinematograf ottepeli. Kniga pervaia, resp. ed. V. Troianovskii, Moscow, 1996, pp. 99-117; translated as ‘Landscape, with hero’ in Springtime for Soviet Cinema. Re/viewing the 1960s, ed. A. Prokhorov, Pittsburgh, 2001, pp. 29-49
Martin, M. ‘Le dégel’, in his Le cinéma soviétique de Khrouchtchev à Gorbatchev (1955-1992), Lausanne, 1993, pp. 19-66

Filmography:
The Last Bolshevik [Le Tombeau d’Alexandre] directed by Chris Marker, 1993, 116 minutes, in English and in Russian with English subtitles Call number V-597

Russkaia ideia [The Russian Idea] directed by Sergei Sel´ianov, 1995, 51 minutes; broadcast on Channel Four, 15 July 1997, in Russian with English subtitles Call number V-528

Stalin. Eine Mosfilm Produktion, West Deutsche Rundfunk, 8 March 1993, 90 minutes, in German Call number V-587 [Includes interviews with Mikhail Iampol´skii, Naum Kleiman, Grigorii Mar´iamov and others] 
WEEK 3

NIKOLAI LARIN

Дочь купца Башкирова (Драма на Волге)

Doch´ kuptsa Bashkirova (Drama na Volge)

[Merchant Bashkirov’s Daughter (Drama on the Volga)]

Grigorii Libken’s ‘Volga’ company, Iaroslavl´, 1913; released 19 November 1913

Script



Nikolai Larin

Photography


I. Dored

Cast unknown

42 minutes

Russian titles, English intertitles

Early Russian Cinema, BFI, tape 4, starts 11 minutes into the tape
Call number V-4

See Silent Witnesses. Russian Films 1908-1919, research and co-ordination by Y. Tsivian, edited by P. Cherchi Usai et al., London, 1989, p. 182

Youngblood, D. The Magic Mirror. Moviemaking in Russia 1908-1918, Madison, Wisconsin, 1999, pp. 93-94

AND

[image: image2.jpg]



EVGENII BAUER
Дитя большого города 

Ditia bol´shogo goroda 

Child of the Big City

(also known as Devushka s ulitsy / The Girl from the Street)

[image: image3.jpg]



Khanzhonkov, 1914; released 5 March 1914

Art direction


Evgenii Bauer

Photography 


Boris Zavelev

Manechka/Mary     

Elena Smirnova

Man´ka as a child    

Nina Kozlianinova

Viktor Kravtsov       

Mikhail Salarov

Kramskoi, his comrade   
Arseniii Bibikov

Kravtsov’s lackey     

Leonid Iost

Masha, a laundress   

Lidiia Tridenskaia

Dancer
  


Emma Bauer

37 minutes

Russian titles, English intertitles

Early Russian Cinema, tape 7 Call number V-7
See Silent Witnesses. Russian Films 1908-1919, research and co-ordination by Y. Tsivian, edited by P. Cherchi Usai et al., London, 1989, pp. 216, 218

Velikii kinemo. Katalog sokhranivshikhsia igrovykh fil´mov Rossii 1908-1919, comp. V. Ivanova, V. Myl´nikova, S. Skovorodnikova, Iu. Tsiv´ian, R. Iangirov, Moscow, Novoe literaturnoe obozrenie, 2002, pp. 194-95

Morley, R. ‘“Crime without punishment”: Reworkings of nineteenth-century Russian literary sources in Evgenii Bauer’s Child of the Big City’, Russian and Soviet Film Adaptations of Literature, 1900-2001, Screening the word, ed. Stephen Hutchings and Anat Vernitski, RoutledgeCurzon, London and New York, 2005, pp. 27-43

Youngblood, D. The Magic Mirror. Moviemaking in Russia 1908-1918, Madison, Wisconsin, 1999, pp. 82-84

On BAUER, see

McReynolds, L. ‘The Silent Movie Melodrama: Evgenii Bauer fashions the heroine’s self’, in Self and Story in Russian History, ed. L. Engelstein and S. Sandler, Ithaca and London, 2000, pp. 120-40

…..”….. Russia at Play. Leisure Activities at the End of the Tsarist Era, Ithaca and London, Cornell U.P., 2003, x + 309 pp. [Bauer is among the directors discussed in Chapter 8, ‘Tsarist Russia’s Dream Factories’, pp. 253-91]

Morley, R. ‘Gender Relations in the Films of Evgenii Bauer’, Slavonic and East European Review, 81, 2003, 1, pp. 32-69 

Tsiv´ian, Iu. ‘Evgenii Frantsevich Bauer’, Silent Witnesses. Russian Films 1908-1919, research and co-ordination by Y. Tsivian, edited by P. Cherchi Usai et al., London, 1989, pp. 546-51 

Youngblood, D. The Magic Mirror. Moviemaking in Russia 1908-1918, Madison, Wisconsin, 1999, especially pp. 80-86, 95-100 [consult index]

On LARIN, see:

McReynolds, L.  ‘Home was never where the heart was: domestic dystopias in Russia’s silent movie melodramas’, in Imitations of Life. Two centuries of Melodrama in Russia, ed. L. McReynolds and J. Neuberger, Durham, North Carolina and London, 2002, pp. 127-51 (pp. 139-42)

Essay questions:
For Louise McReynolds, the world depicted in pre-revolutionary Russian melodramas is ‘a world of things, [a world] crammed with objects.’ Consider the role of ‘things’ and ‘objects’ in Nikolai Larin’s film Doch´ kuptsa Bashkirova (Merchant Bashkirov’s Daughter) AND/OR Evgenii Bauer’s film Ditia bol´shogo goroda (Child of the Big City) in the light of McReynolds’s remark. (Russian Cinema – History, Politics Society, 2007)
‘The female protagonists in early Russian films never embody the “weak sex”, but the women’s weakness is always marked as the weakness of their position in the social order.’ (Heide Schlüpmann) Consider the representation of the female protagonists in Nikolai Larin’s film Doch´ kuptsa Bashkirova (Merchant Bashkirov’s Daughter) AND/OR Evgenii Bauer’s film Ditia bol´shogo goroda (Child of the Big City) in the light of this remark. (Russian Cinema – History, Politics Society, 2008)

WEEK 4
LEV KULESHOV

Необычайные приключения мистера Веста в стране большевиков

Neobychainye prikliucheniia Mistera Vesta v strane bol´shevikov

The Extraordinary Adventures of Mr West in the Land of the Bolsheviks
[image: image4.jpg]
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Goskino, 1924; released 27 April 1924

Screenplay   


Nikolai Aseev and Vsevolod Pudovkin

Design



Vsevolod Pudovkin

Photography


Aleksandr Levitskii

Mr West


Porfirii Podobed

The cowboy, Jeddy    

Boris Barnet

Zhban, the ‘count’

Vsevolod Pudovkin

The ‘countess’


Aleksandra Khokhlova

One eye


Sergei Komarov

The dandy


Leonid Obolenskii

Elly, the American   

Valentina Lopatina

Sen´ka Svishch

G. Kharlampiev

Gang members

Petr Galadzhev, S. Sletov, V. Latyshevskii

Policeman


A. Gorchilin

78 minutes

Russian titles, English subtitles

Call number V-203

His friends tell YMCA president Mr West that he will be in terrible jeopardy if he visits the Soviet Union and those “mad savage Russians”.

To protect himself, West brings along his faithful cowboy bodyguard, Jeddy. Once they arrive, strange things begin to happen. His briefcase mysteriously disappears. An enigmatic man in a top hat warns him of an insidious plot. Jeddy vanishes. And the extraordinary adventures of Mr West begin...  The films stars two leading Soviet directors, Boris Barnet as Jeddy and Vsevolod Pudovkin as the ‘count’.

A proof of the success of Mr West with Russian audiences is that 32 copies were put into distribution on the film’s initial release, a number hardly ever exceeded. Alexander Wicksteed, an Englishman resident in Moscow at the time remembers: “One can but admire the skill and restraint of the producers in realising that it was not necessary in any way to exaggerate the tales of the foreign press in order to reduce a Moscow audience to helpless laughter.”
Suggested reading:
Kuleshov - some early theoretical articles:

‘O zadachakh khudozhnika v kinematografe’ / ‘On the artist’s work in films’ [1917]:

in Russian in Kuleshov, L. Stat´i. Materialy, Moscow, 1979, pp. 46-48, and in Kuleshov, L. Sobranie sochinenii v 3 tomakh, Moscow, 1987- , vol. 1, 1987, pp. 57-58; 

AND

‘Zadachi khudozhnika v kinematografe’ / ‘The artist in films’ [1917]:

in Russian in Kuleshov, L. Stat´i. Materialy, Moscow, 1979, pp.48-50, and in Kuleshov, L. Sobranie sochinenii v 3 tomakh, Moscow, 1987- , vol. 1, 1987, pp. 59-60; 

These two pieces translated into English together as ‘The tasks of the artist in cinema’, The Film Factory, pp. 41-43

‘Amerikanshchina’ [1922]; 

in English as ‘Americanitis’ in Kuleshov on Film. Writings of Lev Kuleshov, Berkeley, 1974, pp. 127-30; and as ‘Americanism’ The Film Factory, pp. 72-73

‘Kamernaia kinematografiia’ / ‘Chamber cinema’ [1922]:

in Russian in Kuleshov, L. Stat´i. Materialy, Moscow, 1979, pp.119-21;

in English in The Film Factory, p. 74

Kuleshov on Mister Vest...:
‘Mister Vest’ / ‘Mr West’ [1924]:

in Russian in Kuleshov, L. Stat´i. Materialy, Moscow, 1979, pp. 215-16; 

in English in The Film Factory, p. 108

‘[Nash pervyi opyt]’ / ‘Our First Experiences’ [1934]:

in English in Futurism. Formalism. Feks, London, 1978, pp. 36-48 [Mr West, pp. 43-45] and in Kuleshov on Film. Writings of Lev Kuleshov, Berkeley, 1974, pp. 159-77 [Mr West, pp. 169-73]

Critics on Mister Vest...:
Cassiday, J. The Enemy on Trial. Early Soviet Courts on Stage and Screen, DeKalb, Illinois, 2000, pp. 139-42

Christie, I. ‘Neobychainye prikliucheniia Mistera Vesta v strane bol´shevikov’ / ‘The Extraordinary Adventures of Mr West in the Land of the Bolsheviks’, in The Cinema of Russian and the Former Soviet Union, ed. B. Beumers, 24 Frames series, London and New York, Wallflower Press, 2007, pp. 25-34

Petric, V. ‘A subtextual reading of Kuleshov’s satire The Extraordinary Adventures of Mr West in the Land of the Bolsheviks (1924)’, Inside Soviet Film Satire. Laughter with a Lash, ed. A. Horton, Cambridge, 1993, pp. 65-74

Shklovskii, V. ‘Mr West n’est pas à sa place’ [1924], Kuleshov et les siens, Locarno, 1990, p. 212

On Kuleshov’s early career:
Kepley, V. Jr. ‘Mr Kuleshov in the land of the modernists’, The Red Screen, London, 1992, pp. 132-47

Tsivian Y. [Tsiv´ian, Iu.] ‘Some historical footnotes to the Kuleshov experiment’, Early Cinema. Space, frame, narrative, ed. T. Elsaesser and A. Barker, London, 1990, pp. 247-55

Yampolsky, M. [Iampol´skii, M.] ‘Kuleshov’s experiments and the new anthropology of the actor’, Inside the Film Factory. New Approaches to Russian and Soviet Cinema, ed. R.Taylor and I. Christie, London, 1991, pp. 31-50; and in Silent Film, ed. and introd. R. Abel, London, 1996, pp. 45-70; In Russian as ‘Eksperimenty Kuleshova i novaia antropologiia aktera’, Noosfera i khudozhestvennoe tvorchestvo, resp. ed. V.V. Ivanov, Moscow, 1991, pp. 183-99 

General article on Kuleshov:
Levaco, R. ‘Kuleshov’, Sight and Sound, 40, 1971, 2, pp. 86-91, 109

Essay questions:
Ronald Levaco has described Lev Kuleshov’s film Neobychainye prikliucheniia Mistera Vesta v strane bol´shevikov (The Extraordinary Adventures of Mr. West in the Land of the Bolsheviks) as ‘a satire on the ludicrous preconceptions Americans ostensibly had about Soviet Russia.’ In your view, how adequate is this assessment of Kuleshov’s film? (Russian Cinema – History, Politics Society, 2007)
Vlada Petric has suggested that contemporary Soviet audiences would have seen in Lev Kuleshov’s film Neobychainye prikliucheniia Mistera Vesta v strane bol´shevikov (The Extraordinary Adventures of Mr. West in the Land of the Bolsheviks) ‘a […] critique of the existing autocratic political order in the Soviet Union.’ In your view, how adequate is this assessment of Kuleshov’s film, and does this factor fully explain its success with contemporary Soviet audiences? (Russian Cinema – History, Politics Society, 2008)
WEEK 5

ALEKSANDR DOVZHENKO 

Арсенал 
Arsenal

[image: image6.png]


 
VUFKU, Kiev, 1928; released 26 March 1929

Screenplay



Aleksandr Dovzhenko

Assistant directors    


Lazar´ Bodyk, Aleksei Kapler

Photography



Danylo Demutskii

Design




Isaak Shpinel´, Vladimir Muller

Music




V. Ovchinnikov

Timosh, a worker at the Arsenal works
Semen Svashenko

Official



Mykola Nademskii

German officer


D. Erdman

German soldier


S. Petrov

German soldier with glasses

Amvrosii Buchma

Petliura



Mykola Kuchinskii

Sadovskii



O. Merlatti

Nicholas II



A. Evdakov

Red Army Man


G. Khar´kov

73 minutes

Call number DVD-206
Region code


1
Aspect ratio


Languages


Russian titles, English subtitles
Features


Optional voiceover commentary by Vance Kepley Jr
Source



Image Entertainment
Suggested reading:
N.B. Books by and on Dovzhenko are held at U. XXIV, 7, Dov in the Ukrainian section of the library. Studies of Dovzhenko in general books on Soviet cinema, however, are held in the Russian cinema section.
Dovzhenko on his early career:

A.D. ‘Beginnings - Sources’, in Cinema in Revolution, London, 1973 etc., pp. 150-53, 154-60

Studies of Arsenal:

Eizenshtein, S. ‘The Arsenal’ [1929] in his Selected Works. Volume 1. Writings, 1922-34, ed. and transl. Richard Taylor, London and Bloomington, Indiana, 1988, pp. 136-37 

Kepley, V. ‘Arsenal’, in his In the Service of the State: the Cinema of Alexander Dovzhenko, Madison, Wisconsin, 1986, pp. 62-74

Kepley, V. ‘Dovzhenko and montage: issues of style and narration in the silent films’, Journal of Ukrainian Studies, 19, 1994, 1, pp. 29-44

Liber, George, O. Alexander Dovzhenko. A Life in Soviet Film, London, BFI Publishing, 2002, pp. 94-100
Smith, M. ‘The influence of Socialist Realism on Soviet montage: The End of St Petersburg, Fragment of an Empire, and Arsenal’, Journal of Ukrainian Studies, 19, 1994, 1, pp. 45-66 

Youngblood, D. Russian War Films. On the Cinema Front, 1914-2005, Lawrence, Kansas, University Press of Kansas, 2007, pp. 25-28
Essay questions:
 ‘Dovzhenko can shoot you in the face. Both through the content that he puts in the firing line and through the form that he is free from.’ (Sergei Eizenshtein, 1929) Consider the relationship between the content and the form of Aleksandr Dovzhenko’s film Arsenal in the light of Eizenshtein’s comment about it. (Russian Cinema – History, Politics Society, 2007)

Aleksandr Dovzhenko’s Arsenal has been described as a film that ‘celebrates Bolshevik triumph.’ How does he effect this celebration, in your view, and are there any other values that the film seems to advance? (Russian Cinema – History, Politics Society, 2008)
WEEK 6
GEORGII NIKOLAEVICH AND SERGEI DMITRIEVICH VASIL´EV 

[THE VASIL´EV "BROTHERS"]

Чапаев  Chapaev

[image: image7.png]



Lenfil´m, 1934; released 7 November 1934
Screenplay by Georgii and Sergei Vasil´ev, based on Dmitrii Furmanov’s novel Chapaev and other texts.

Directors

Georgii Nikolaevich Vasil´ev and Sergei Dmitrievich Vasil´ev

Co –director 


Iurii Muzykant

Assistant director

Isaak Appel´

Cinematography      

Aleksandr Sigaev, Aleksandr Ksenofontov
Assistant cinematographer
Apollinarii Dudko
Music



Gavriil Popov and Beethoven’s ‘Moonlight Sonata’

Songs include


‘Chernyi voron’, ‘Vesleyi razgovor’, ‘Smert´ Ermaka’

Sound



Aleksandr Bekker

Production design

Isaak Makhlis

Vasilii Ivanovich Chapaev 

Boris Babochkin
Commisar Furmanov


Boris Blinov

Pet´ka




Leonid Kmit

Anka




Varvara Miasnikova 
White Colonel Borozdin  

Illarion Pevtsov

Potapov (Petrovich), his Cossack orderly
Stepan Shkurat

White Lieutenant


Georgii Vasil´ev

White General



Vladimir Sladkopevtsev  
Bearded old peasant


Boris Chirkov

Elan´, the Brigade Commander
Viacheslav Volkov 

Zhikharev, the Platoon Commander
Nikolai Simonov 

Vet




Mikhail Rostovtsev

Veterinary orderly


Emil´ Gal´

Commissar Sedov


N. Medvedskii 
Novikov, the Chief of Staff

N. Pozdniakov

Tall Partisan 



Konstantin Nazarenko
Teresha the weaver


Georgii Zhzhenov
90 minutes

DVD: Call number DVD-484

Region code


All
Aspect ratio


1.33:1
Languages


No subtitles
Features
Biographies and filmographies of the actors Boris Babochkin and Leonid Kmit
Source



Soiuz Video. Shedevry sovetskogo kinematografa

====================

DVD: Call number DVD-606




Region code


All 
Aspect ratio


4:3
Languages


Optional Russian or English subtitles
Features


Full restoration of image and sound

Biographies and filmographies for the directors, Georgii and Sergei Vasil´ev, and the actors Boris Babochkin, Leonid Kmit, Varvara Miasnikova and Boris Blinov

‘Gosfil´mofond’, text, in Russian

‘Muzei kino’, text, in Russian
Source



Krupnyi plan

NB The way the English subtitles are organised on this DVD may make it diifult to access them in the Audiovisual Room in SSEES Library. If this is the case, and you need the English, either ask for help in the Library or use the voiceover copy below, or the video copy with ES.

=====================
DVD: Call number DVD-1345

Region code

0
Aspect ratio


Languages

Russian dialogue with English voiceover translation
Features

Restored
Source


International Historic Films
=====================
Video:

In Russian with English subtitles: Call number V-383

In Russian: Call number V-723 [with introductory and concluding discussion, BUT poor picture quality] and Call number V-1178 [good quality]

=====================
Suggested reading:

On Dmitrii Furmanov’s 1923 story on which the film is based:

Clark, K. The Soviet Novel. History as Ritual, Chicago, 1981, esp. pp. 84-89

Vroon, R. ‘Dmitrii Furmanov’s Chapaev and the aesthetics of the Russian Avant-Garde’, Laboratory of Dreams. The Russian Avant-Garde and Cultural Experiments, ed. J. Bowlt and O. Matich, Stanford, 1996, pp. 219-34, 329-32

Critics on the film:

The contemporary reaction:

Pravda editorial of 21 November 1934 ‘Chapaeva posmotrit vsia strana’, p. 1; reprinted in Istoriia sovetskogo kinoiskusstva zvukovogo perioda. Po vyskazyvaniiam masterov kino i otzyvam kritikov. Chast´ 1 (1930-1941), Moscow, 1946, pp. 87-89; translated [with the title verb erroneously in the present tense] as ‘The whole country is watching Chapayev’, in The Film Factory, pp. 334-35 

Eizenshtein, S. ‘Nakonets!’, Literaturnaia gazeta, 18 November, 1934; reprinted in his Izbrannye proizvedeniia, 5, 1968, pp. 48-52; [51-52]; translated as ‘At Last!’ in his Selected Works, vol. 1. 1988, pp. 296-300 [299-300]

Shumiatskii, B., praise of the film in chapter four of his Kinematografiia millionov; translated in The Film Factory, pp. 358-63

Recent studies:

Crofts, S. ‘Ideology and form: Chapayev and Soviet Socialist Realism’, first in Film Form, 1, 1976, 1, pp. 65-77; expanded as ‘Ideology and form: Soviet Socialist Realism and Chapayev’, Essays in Poetics, 2, 1977, 1, pp. 43-59

Egorova, T. Soviet Film Music. An Historical Survey, Amsterdam, 1997, pp. 25-27

Ferro, M. ‘The fiction film and historical analysis’, in The Historian and Film, ed. Paul Smith, Cambridge, 1976, pp. 80-94

Haynes, J. ‘Brothers in arms: the changing face of the Soviet soldier in Stalinist cinema’, Modern Language Review, 95, 2000, 1, pp. 154-67 [pp. 157-59] [University Library] and as chapter 5 of his New Soviet Man. Gender and Masculinity in Stalinist Soviet Cinema, University of Manchester Press, 2003, pp. 154-80 [pp. 160-65]
Hicks, J. ‘Educating Chapaev: from document to myth’, Russian and Soviet Film Adaptations of Literature, 1900-2001, Screening the word, ed. Stephen Hutchings and Anat Vernitski, RoutledgeCurzon, London and New York, 2005, pp. 44-58 

Hutchings, S. ‘Literature the camera and the shaping of a Soviet official sphere’, in his Russian Literary Culture in the Camera Age. The Word as Image BASEES/RoutledgeCurzon Series on Russian and East European Studies, 14, London and New York, RoutledgeCurzon, 2004, pp. 75-134 [pp. 90-96]

Hutchings, S. ‘Chapaev’, in The Cinema of Russian and the Former Soviet Union, ed. B. Beumers, 24 Frames series, London and New York, Wallflower Press, 2007, pp. 69-77

Kenez, Cinema and Soviet Society, 1917-1953, Cambridge, 1992, pp. 172-76 reprinted London and New York, 2001

Leyda, J.  ‘Witnessed Years’, chapter fourteen of his Kino [in 1973 ed. pp. 314-18]

Petrone, K. ‘Masculinity and heroism in Imperial and Soviet military-patriotic cultures’, in Russian Masculinities in History and Culture, Palgrave, ed. Barbara Evans Clements, Rebecca Friedman and Dan Healey, Palgrave, Basingstoke and New York, 2002, pp. 172-93 [on Chapaev see pp. 180-81, 184-88]

Youngblood, D. Russian War Films. On the Cinema Front, 1914-2005, University Press of Kansas, 2007, pp. 37-43

Essay questions:
The Vasil´ev Brothers’ film Chapaev is now considered to be a classic of the genre of Socialist Realism. Which features of the film’s plot and character development have earned it this title? (Russian Cinema – History, Politics Society, 2007)

The directors of Chapaev wrote in relation to their film that ‘it was necessary to create a Soviet hero, without drawing on the usual conceptions of the hero in films about battles, to find an approach that would make the viewer believe in him, believe, first and foremost, in the possibility that this hero really did exist.’ To what extent, and in what ways, do the Vasil´ev ‘Brothers’ succeed in making the heroes of their film believeable? 
(Russian Cinema – History, Politics Society, 2008)
WEEK 9

GRIGORII ALEKSANDROV

Веселые ребята 
Veselye rebiata 

The Jolly / Happy Guys 
[image: image8.png]



Moskovskii kinokombinat, 1934; released, 25 December 1934; released in new sound version, 22 July 1958

Screenplay 

Nikolai Erdman, Vladimir Mass and Grigorii Aleksandrov

Music 


Isaak Dunaevskii

Songs lyrics

Vasilii Lebedev-Kumach

Cameraman

Vladimir Nil´sen

Kostia Potekhin, a shepherd


Leonid Utesov

Aniuta, the maid     



Liubov´ Orlova

Elena





Mariia Strelkova

Stepmother




Elena Tiapkina

Fraschini, the conductor from Paraguay
G. Arnol´d

Karl Ivanych, the German music teacher    
Robert Erdman

Hearse-driver




Fedor Kurikhin

90 minutes

In Russian: Call number V-22 and Call number DVD-612
In Russian with English subtitles: Call number V-805
“The Happy Guys is good because of its technique, its skilled use of trick photography and its work with sound […]

We have an optimistic film sprinkled with joy, laughter and merriment. The film is a marvellous relaxation and audiences that have seen The Happy Guys will find it easier to work afterwards. […]

At the Writers’ Congress […] our comrades talked suspiciously about The Happy Guys and contrasted such films (which in their view were ‘worthless’) with the brilliant Battleship Potemkin and The Mother.... 
[…]

The address by the poet A. Surkov was characteristic:

“[…] One deplorable result of this ‘lemonade’ ideology... is, in my view, the film The Happy Guys that we saw recently. The film is the apotheosis of vulgarity: for the sake of ‘making people laugh at all costs’ every creature is driven in pairs into a timeless and unidentifiable palace as into Noah’s Ark, for the pleasure of the ‘esteemed public’ real music is mockingly parodied […]”

Why does Surkov think that in the epoch of proletarian revolution the proletariat does not need poetry, laughter and love? […]

Tsarist and capitalist Russia were not acquainted with happy, joyful laughter in their best works. The laughter in Gogol. Shchedrin and Chekhov is accusing laugher, laughter derived from bitterness and hatred… We believe that, if Gogol, Shchedrin and Chekhov were alive today, their actual laughter would in the Soviet Union acquire joie-de-vivre, optimism and cheerfulness.

[…]

The Happy Guys is good precisely because there is nothing arid or pretentious in it.


On the contrary, even the hostile reviews of The Happy Guys cannot completely deny the good things there are in the film: its cheerfulness, its joie-de-vivre and its laughter. The victorious class wants to laugh with joy. That is its right, and Soviet cinema must provide the audience with this joyful Soviet laughter.
Boris Shumiatskii. A Cinema for the Millions, 1935 [Translations taken from The Film Factory, pp. 367-69]
Suggested reading:
The song Marsh veselykh rebiat / The March of the Happy Guys [Legko na serdtse ot pesni veseloi]: text in Russian and English in Mass Culture in Soviet Russia. Tales, Poems, Songs, Movies, Plays and Folklore 1917-1953, ed. James von Geldern and R. Stites, Bloomington and Indianapolis, 1995, pp. 234-35 and in Russian in Vashi liubimye pesni, Smolensk, 1996, p. 246-47 and in S pesnei po zhizni, Voronezh, 1996, pp. 463-64]

Critics on the film:

Egorova, T. Soviet Film Music. An Historical Survey, Amsterdam, 1997, pp. 35-37

Haynes, J. New Soviet Man. Gender and Masculinity in Stalinist Soviet Cinema, University of Manchester Press, 2003, chapter 3, ‘Urban myths: the musical comedies of Grigorii Aleksandrov’, pp. 68-114 [see especially pp. 73-78]
Lahusen. T. ‘From laughter “out of sync” to post-synchronized comedy, or, How the Stalinist film musical caught up with Hollywood and overtook it’ in Socialist cultures East and West : a post-Cold War reassessment, ed. Dubravka Juraga and M. Keith Booker, Westport, Conn, Praeger, 2002, pp. 31-42 
in Russian as ‘Ot nesinkhronizirovannogo smekha k post-sinkhronizirovannoi komedii, ili Kak stalinskii miuzikl dognal i peregnal Gollivud’, in Sovetskoe bogatstvo. Stat´i o kul´ture, literature i kino. K shestidesiatiletiiu Khansa Giuntera, ed. M. Balina, E. Dobrenko, Iu, Murashov, St Petersburg, Akademicheskiii proekt, 2002, pp. 342-57
Shumiatskii, B. in his Kinematografiia millionov, Moscow, 1935; translated in The Film Factory, pp. 366-69

Starr, S. Frederick, Red and Hot. The Fate of Jazz in the Soviet Union, New York and Oxford, 1983, pp. 153-55

Stites, R. Russian popular culture. Entertainment and society since 1900, Cambridge, 1992, pp. 88-92, 120-21
Taylor, R. ‘Veselye rebiata’ / ‘The Happy Guys’, in The Cinema of Russian and the Former Soviet Union, ed. B. Beumers, 24 Frames series, London and New York, Wallflower Press, 2007, pp. 79-87

Documentary on Veselye rebiata 

Krasnyi smekh [Red Laughter], Bemis, 2007, 44 minutes, in Russian
Call number to be supplied

Documentary on the Soviet and East European musical:

East Side Story [Soviet and East European Musicals] directed by Dana Ranga, Germany, 1996; commercial version, 76 minutes, Call number V-910; version broadcast in Storyville, BBC2, 3 January 1998, 55 minutes Call number V-803

Essay questions:

John Haynes has described Grigorii Aleksandrov’s musical Veselye rebiata (The Happy Guys) as ‘a slapstick comedy with little overt ideology.’ In your view, how adequate is this assessment? (Russian Cinema – History, Politics Society, 2007)

In 1933, the Soviet documentary film-maker Esfir´ Shub made the following criticism of Grigorii Aleksandrov’s musical Veselye rebiata (The Happy Guys): ‘Substitute English names and you have a real American comedy. The film is nothing to do with us.’ Consider the picture of Soviet society that emerges from Aleksandrov’s film in the light of Shub’s remark. (Russian Cinema – History, Politics Society, 2008)

WEEK 10
GRIGORII KOZINTSEV AND LEONID TRAUBERG

Юность Максима 

Iunost´ Maksima 
The Youth of Maksim
Also known as Большевик [Bol´shevik] [The Bolshevik]
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Lenfil´m, 1934; released 27 January 1935; restored, Mosfil´m, 1965

Screenplay

Grigorii Kozintsev and Leonid Trauberg

Photography     
Andrei Moskvin

Music


Dmitrii Shostakovich

Maksim

Boris Chirkov

Dema


Stepan Kaiukov

Andrei


A. Kulakov

Natasha

Valentina Kibardina

Polivanov

Mikhail Tarkhanov

Craftsman

M. Shchelkovskii

Engineer

S. Leont´ev

Workman

Pavel Volkov

91 minutes

DVD 632
Region code

All
Aspect ratio

Standard 4:3 (1.33:1)
Languages

No subtitles
Features
Biographies and filmographies for the actor Boris Chirkov and the director Leonid Trauberg
Source


Soiuz video. Shedevry sovetskogo kinematografa
In Russian Video: Call number V-1629 

In Russian with English subtitles Video: Call number V-195
Suggested reading:
Kozintsev and Trauberg on the film:

Kozintsev, G. M. and Trauberg, L.Z. ‘Iunost´ Maksima’, Izvestiia, 14 December 1934; partially translated in The Film Factory, London, 1988, etc.,  p. 338

Contemporary reaction:

Pudovkin, V. ‘Iunost´ Maksima’, Izvestiia, 17 December 1934; translated in The Film Factory, London, 1988, etc., pp. 338-40

More recent studies:
Clark, K. ‘Aural hieroglyphics?: some reflections on the role of sound in recent Russian films and its historical context’, Russian Culture / Soviet Hieroglyphics, Bloomington, Indiana and London, 1995, pp. 1-21 (there is some discussion of the film in this article)
Leaming, B. ‘Socialist Realism’, in her Grigori Kozintsev, Twayne Publishers, Boston, 1980, pp. 55-76

Riley, J. Dmitrii Shostakovich Kinofiles Filmmakers’ Companion, 3, London and New York, I.B. Tauris, 2005, pp. 26-29

Essay questions:
Grigorii Kozintsev and Leonid Trauberg’s film Iunost′ Maksima (The Youth of Maksim) is now considered to be a model of the ‘historico-revolutionary’ film. What features of the film’s plot and character development have caused it to be viewed in this way? (Russian Cinema – History, Politics Society, 2006)

‘The Youth of Maksim recalls the format of the bildungsroman, the novel of education and inner development.’ (Barbara Leaming) In what ways, and for what reasons, does the hero of Grigorii Kozintsev and Leonid Trauberg’s film Iunost´ Maksima (The Youth of Maksim) develop, and what means do the directors employ to convey this? (Russian Cinema – History, Politics Society, 2008)
WEEK 11

Grigorii CHUKHRAI 

Сорок первый 

Sorok pervyi 

The Forty First
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Mosfil´m, 1956; released 15 October 1956

Screenplay 
    
Grigorii Koltunov, from the story of the same name by Boris Lavrenev

Photography    
Sergei Urusevskii

Production design
Vladimir Kamskii, Konstantin Stepanov

Music 


Nikolai Kriukov 

Mariutka

Izol´da Izvitskaia

Colonel Govorukha-Otrok   
Oleg Strizhenov

Commissar Evsiukov    
Nikolai Kriuchkov

Chupilko

Nikolai Dupak

Terent´ev

Georgii Shapovalov

Guzhov

Petr Liubeshkin

Gvozdev

L. Kovylin

Viakhir´

Iu. Romanov

Semiannyi

Daniil Netrebin

Umankul

Asanbek Umuraliev

Egorov


Anatolii Kakorin

Wounded fighter   
V. Sinitsin

Timerkul

K. Zharkimbaev

Altynai


T. Sardarbekova

Kuchkovskii, an officer
Vadim Zakharchenko

Prokopych

Aleksandr Grechanyi

Old Kazakh

Muratbek Ryskulov

86 minutes 

DVD: Call number DVD-758
Region code

All
Aspect ratio

Standard
Languages
Menu languages: English and French 

Optional English and French voiceover versions 
Optional subtitles in English, French, Spanish, Italian and German
Features
Interview with the director, Grigorii Chukhrai, 13 minutes, in Russian with optional Russian, English, French, Spanish, Italian and German subtitles
Interview with the actor Oleg Strizhenov, 10 minutes, in Russian with optional Russian, English, French, Spanish, Italian and German subtitles

Photo album: in memory of Grigorii Chukhrai

Biographies and filmographies for the director, Grigorii Chukhrai, the scriptwriter, Grigorii Koltunov, the director of photography, Sergei Urusevskii, the composer, Nikolai Kriukov, the production designers, Vladimir Kamskii and Konstantin Stepanov, and the actors Izol´da Izvitskaia, Oleg Strizhenov, Nikolai Kriuchkov, Vadim Zakharchenko and Nikolai Dupak
Album of photos: stills and posters; working moments
Source


Ruscico
Video: Call number V-74, in Russian

Suggested reading and viewing:

Chukhrai, G. ‘“Sorok pervyi”’ in his Moe kino, Moscow, Algoritm, 2002, pp. 86-90

Strizhenov, O, ‘“Sorok pervyi”’, in his Ispoved´, Moscow, 1999, pp. 77-90

Troianovskii, V.A. ‘Chelovek ottepeli: 50-e gody’ in Kinematograf ottepeli. Kniga pervaia, resp. ed. V. Troianovskii, Moscow, 1996, pp. 5-76 [pp. 29-31]

Woll, J. Real Images. Soviet Cinema and the Thaw, London and New York, 2000 [esp. pp. 37-43]

Youngblood, D. Russian War Films. On the Cinema Front, 1914-2005, Lawrence, Kansas, University Press of Kansas, 2007, pp. 115-16
Filmography
On Chukhrai see:

Kino – moia zhizn´ [Cinema is my Life] A film about Grigorii Chukhrai in the series Zhizn´ zamechatel´nykh liudei [The Life of Remarkable People] 2001, 28 minutes, in Russian Call number V-2078
On Izvitskaia see:

Chtoby pomnili: Izol´da [Izvitskaia]

Presented by Leonid Filatov

A/O Starlait-fest for Obshchestvennoe rossiiskoe televidenie, 14 May 1997

38 minutes

In Russian

Call number V-769
Essay questions:
Oleg Strizhenov has described Grigorii Chukhrai’s film Sorok pervyi (The Forty-First) as ‘a new phenomenon in Soviet film.’ Consider the ways in which Chukhrai’s film is innovative in its treatment of the Civil War. (Russian Cinema – History, Politics Society, 2007)

Speaking in 1956, Grigorii Chukhrai commented that in his film Sorok pervyi (The Forty-First) he had sought to resurrect for the viewer ‘the heroic romanticism of the unforgettable years of the civil war, to bring to Soviet people the idea of indomitable faith in the motherland and in the revolution that is stronger than any personal feeling.’ To what extent does Chukhrai’s film achieve a balance between the values of motherland, revolution and intimate relationships? (Russian Cinema – History, Politics Society, 2008)
WEEK 12

Leonid LUKOV
Разные судьбы 
Raznye sud´by 

Different Fates
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Kinostudiia imeni M. Gor´kogo, 1956; released 21 September 1956

Screenplay

Leonid Lukov, Iakov Smoliak

Photography

Mikhail Kirillov

Production design
Petr Pashkevich 

Music


Nikita Bogoslovskii

Song lyrics

Nikolai Dorizo

Tania Ogneva  
Tat´iana Piletskaia

Fedia Morozov
Iulian Panich

Ognev


Lev Sverdlin

His wife

Ol´ga Zhizneva

Sonia Orlova

Tat´iana Koniukhova

Stepan Ogurtsov
Georgii Iumatov

Morozova

Ada Voitsik

Sergeichuk

Vladimir Dorofeev

Zubov


Sergei Blinnikov

Vera Zubova

V. Ushakova

Head of Personnel Department   Konstantin Sorokin

Central Committee Party Organiser   Vsevolod Sanaev

Roshchin

Bruno Freindlikh

His wife

L. Maksimova

100 minutes

In Russian with optional Russian and English subtitles
Call number DVD-1848
Region code

All

Aspect ratio

Standard

Languages
Menu languages: Russian and English 

Optional Russian and English subtitles 

Features

Interview with the actress Tat´iana Koniukhova, 8½  



minutes, in Russian with with optional Russian and English 


subtitles 



Album of photographs: In memory of Georgii Iumatov: at 


his post 



Biographies and filmographies for the scriptwriter, Iakov 


Smoliak, the director, Leonid Lukov, the director of 



photography, Mikhail Kirillov, the composer, Nikita 



Bogoslovskii, the production designer, Petr Pashkevich, and 


the actors Tat´iana Piletskaia, Iulian Panich, Tat´iana 



Koniukhova, Georgii Iumatov, Lev Sverdlin, Ol´ga 



Zhizneva Bruno Freindlikh 
Source


Ruscico
At present there is no background reading in English available on this film.

The songs:

Романс Рощина (Roshchin’s Romance)
Words by Nikolai Dorizo, music by Nikita Bogoslovskii
Почему ж ты мне не встpетилась

Юная, нежная,

В те года мои далекие,

В те года вешние

Голова стала белою

Что с ней я поделаю.

Почему же ты мне встpетилась

Лишь сейчас.

Я забыл в кpугу pовесников

Сколько лет пpойдено

Ты об этом мне напомнила

Юная, стpойная

Об одном только думаю

Мне жаль ту весну мою,

Что пpошла неповтоpимая,

Без тебя

Как боится седина моя

Твоего локона!

Ты еще моложе кажешься

Если я около...

Видно, нам встpеч не пpаздновать!

У нас судьбы pазные,

Ты любовь моя последняя,

Боль моя.

Вальс выпускников [Про детство] (The Graduates’ Waltz [On Childhood])
Words by Nikolai Dorizo, music by Nikita Bogoslovskii
Ты одела праздничное платьице, 

В нем ты стала взрослою вполне. 

Лишь вчера была ты однокласницей, 

А сегодня кем ты станешь мне? 

Нам скорей уйти из школы хочется, 

Мы о том не думаем с тобой, 

Что минута эта не воротиться, 

Час не повториться выпускной... 

С детских лет стать взрослыми спешили мы

Торопили школьные года

Для того, чтоб детством дорожили мы

Надо с ним расстаться на всегда

Для того, чтоб детством дорожили мы

Надо с ним расстаться навсегда

Вспоминаю прошлое старательно

И тревожной думою томлюсь.

Расставаясь с детством окончательно

Может и с собой я расстаюсь..

Расставаясь с детством окончательно

Может и с собой я расстаюсь
Essay questions:
Consider the relevance of the film’s title to its representation of the lives of young people.

Consider the role of ideology in the articulation of the plot of Different Fates.
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