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The ‘love berry’ the title refers to in question is the baby itself, 
thought to be the fruit of Zhan’s, an unsympathetic dandy’s, affair. 
Beginning with a couple’s argument on a bench, what follows is 
charming foray into an absurdist vaudeville comedy. It is a delightful 
merging of the slapstick and the ludicrous by one of film’s original 
masters. Aleksandr Dovzhenko was only 32 when he made his first 
film, Vasya the Reformer (1926). He probably would have made one 
even younger, had he not had to wait for technological advance. As 
a director, his poetic legacy has left an imprint not just on Ukrainian 
cinema, or silent cinema, but on world cinema. Known best for 
poetic cinema, in particular his haunting and challenging depictions 
of Ukraine’s troubles. The ‘Ukraine Trilogy’ is arguably his most 
famous work, and features the seminal films, Zvenigora (1928), 
Arsenal (1929) and Earth (1930), a series which is still hugely 
influential.  Due to his choice of subject, throughout his career, he 
walked a dangerous tightrope of scrutiny and censorship. 

Jeremy Carr for Senses of Cinema, stated that whilst it was only his 
sophomore film, Love’s Berries (1927) was his last with no overt 
motive or message. ‘For a few brief minutes, in the resort city of 
Yalta, Dozhenko convoyed a distinct lightness, a rare, delightful 
diversion.’ Because of this path not taken, we have obviously not 
come to remember Dozhenko for comedy, although his talents in 
the genre are distinct. Known for being one of the original pioneers 
of Soviet montage Dozhenko uses this to great value: in one scene 
Zhan attempts to foist the baby off onto a toy maker, it is edited 
expertly, each moment cuts at just the right time for the intended 
comedic effect. In another scene, Zhan attempts to look after the 
baby, having accidentally gotten it back. The camera cuts between 
him and the baby’s crying face. First he tries to feed the baby with a 
strange contraption, the baby continues to cry. Next he tries to play 
the baby guitar, the baby continues to cry and now, hilarious, with a 
fly on its face. Finally the camera cuts back to a shot of Zhan holding 
his guitar menacingly over the baby’s head.

The events turn into sidesplitting obscurity on several occasions. 
After being chased for attempting to leave the baby on a bench, 
a fight erupts between the deserter and one of the men who was 

sat on the bench. The men throw watermelons at each other, 
and brawl like Looney Tunes characters. On top of his technical 
expertise, and instinct for timing it is obvious that Dozhenko has 
a talent for directing actors. In a film full of trickery, he knows just 
where to place his cast, how to get them to pose and how to get 
them to emote. Action often happens in the background whilst 
one character remains blissfully ignorant. Or, Dozhenko creates a 
sequence grandiose and cartoonish in its nature. Film is sped up 
to make the characters look as though they are running at insane 
speeds. Grown men fight each other with hilarious inefficiency and 
utilise watermelons as weapons. In this pivotal fight scene, the fight 
is curtailed for one moment as they are requested to pose for a 
photography for ‘Around the World Magazine’ by a photographer. 
Zhan’s opponent has a watermelon split over his head as he poses. 
The pair recommence fighting as soon as the photograph is taken. 

Zhan receives a letter demanding that he brings his child to court. 
He is forced to re-obtain the child - he had finally managed to 
successfully fob him off on an unsuspecting citizen. Dovhenko’s 
caper across bucolic Yalta makes use of the town’s amenities. He 
pulls the pram behind a train in an attempt to make the court date 
in time. He orders a taxi, then a horse and carriage, and forces the 
driver to go at breakneck speed. As the  driver whips the horse, Zhan 
hits the driver with his cane. The film’s ultimate revelation that Zhan 
was tricked into marriage, and the baby was merely borrowed from 
his girlfriend’s aunt is a hilarious one. Finally settled, an intertitle 
reads, ‘The beginning of our family’s happiness.’ Shortly after his 
newly wed wife tells him the child was her aunt’s. Zhan experiences 
a flash of memory, a montage of the film’s most intense moments 
played in comedic succession. Zhan holds his head under the tap 
and the film abruptly ends. 

Whilst the rest of Dovzhenko’s career would see him release films of 
a serious nature, and engage in studio management centred around 
furthering Ukrainian film, it is wonderful to see this example of the 
far reaching capacities of his talent. It a work that reminds us of 
the place of laughter in the world and causes us to wonder what 
Dovzhenko would have done in a less politically unstable climate.
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