CHAPTER

SOVIET CINEMA IN THE 1920s

n France and Germany, avant-garde Alm movements began after

World War I, whereas in the USSR, the Soviet Monrage movement
emerged during the 1920s. As in Europe, this avant-garde arose within a
commercial Ailm industry,

Although the new government controlled the industry i the USSR
afrer the Bolshevik Revolution of 1917, it was not immediately able to
finance Almmaking. Except for some educational and propaganda proj-
ects, films were expected to turn a profit. The Soviet Montage move-
ment, which began in 1925, was initally lucrative partly because several
of its Alms made moncy abroad—income that helped build up the Soviet
film industry.

The postrevolutionary era of the Sovict cinema can be divided into
three periods, During War Communism (1918-1920), the Soviet Union
was in a state of civil war and experienced great hardships, with the Alm
industrv struggling to survive, The New Economic Policy 119211924 was
designed to bring the country out of its crisis, and the film industry slowly
recovered. Finally, the period from 1925 to 1933 saw renewed government
control, resulting i growth and export as production, distribution, and
exhibition expanded. This period also saw the experimentation ot the
Montage movernent. Beginning in 1928, however, the First Five-Year Plan
imposed strict state controls that were to hasten the movement's end.

THE HARDSHIPS OF WAR COMMUNISM, 1918-1920

Russia underwent two revolutions during 1917, The Arst, in February,
eliminated the Tsar’s aristocratic rule. In its place, a reformist provisional
government was set up. This compromise did not satisfy the radical
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Bolhievik party, which favored a Marxist revolution to
bring the worker and peatant classes to power. When
the provisional government fatled to halt Russia’s hope-
less and unpopular struggle against Germany in World
War I, the Bolshevik cause gained support, especially
from the military, In Ocrober, Viadimir Lenin led 3 sec-
ond revolution that created the Union of Soviet Social-
ist Republics.

The February Revolution had relatvely litele offect
on the Russian Alm mdusory, which had expanded dur-
ing the war. Films made just prior to the revolution ap-
peared, and a few hlme with pohitical subject matter wore
rushed throuch production. Evgenii Bauer, o leading pre-
revolutionary director, made The Revolutionary, released
in April; it supported Russia’s continued participation in
World War L Yakov Protazanov’s Father Sergins, pro-
duced between the two revolutions, was released n
1918, This sl carried on the tradinon of the mad-1910s
Russian cinema, with ity emphasis on psychologicsl
mclodrana Gsee pp. 60-6210.

The Bolshevile Revolution in October created a rar
sreater disruption i Russian lire in general, Given that
the Communists tavored state ownership of all compa-
nies, existng film firms waited nervously to see what
would happen. Coincidentally, Bauer died in the spring
ot 1917, and the illness of his producer, Alexander
Khinzhonkov, ended that company’s existence. Another
major prerevolutionary producer, Alexander Drankov,
left the USSR in the summer of 1918 and tricd vainly to
reestablish his business abroad. Atrer a brief trial pe-
riod of producing propaganda ilims commissioned by
the now government, the Yermoliev troupe fled to Paris
via the Crimea m 1919; there they established a suceess-
rul company, Filme Albatros (p. 90,

The logical first step for the new Marxist rogime
would e been tor the government to acquire, or na-
tonalize, the alm industry. The Bolshieviks, however,
were not vet powerful enoush for this step. Instcad, a
new regulatory body, the People’s Commissariat of Edu-
catton {zenerally known as Narkompros), was assigned
to oversce the cinema. The commissar, or head, of
Narkompros was Anatoli Lunacharsky. He was mter-
cated i il and occastonally wrote seripts. Lunachar-
Jkv's sempathetic aratude later belped create favorable
condmmons tor the Montage dircctors.

During the arest halt of 1918, Narkompros strug-
cled 1o patn control over film production, distribution,
and exhibition. A few Soviets, or local workers™ covern-
ing bodies, set up thetr own production unies, making
proparanda ilms promoting the new society. For exam-
ple, the Petrograd Cinema Committee produced Cobab-

6.1  Cobabitation
end: with docu-
mentary shots of
cheerful revalu-
tionary soldicrs,
giving this rather
crudely made early
Soviet film an air
of historical
immediney.

ttation (1918), made by a collective of dirccrors and
scripted by Lunacharsky. Under Soviet rule, large iouses
that had previously belonged to rich familics were di-
vided o provide dwellines for poorer tamilies. In
Cobabitation, 1 well-to-do professor and & poor janitor
work at the same school; when the janitor and hos
daughter are assigned to live in the profossor’s large
home, the latter™s wite objects. Eventually all learn to
live together in harmony (6.1).

The year 1918 also saw the Arat directoriad etiorts
of two young men who were 1o become major director
in the 19205 In June, Driga Vertov took charie ot
Narkompros’s first newesreel; later he would be an im-
portant documentarist working in the Montage move-
ment. Before the October Revolution, Lev Kuleshov
made Engineer Prite’s Project (released 1918) for the
Khanzhonkov firm, where he had previously worked as
a set designer. Only a few scenes from the Blm survive,
but they indicate thae, unlike his conremporaries in Rus-
sia, Kuleshov emploved Hollywood-stvle continun
puidelines (6.2-6.6). Kuleshov's later tcachings and
writings explored the implications of Flollvwood cont-
nuity stvie in detail.

Despite these tentative signs of progress, hioswever,
Sovict production received two serious blow . durmy
1918, Because the companies that had Sod atter the revo.
lution had taken whatever thoy could with then, the
USSR badly needed production cquipment and raw
stock. (Neither was manufactured there In May, the
government entrusted 31 million i creditto 2 hlm dis-
tributor who had operated in Russia during World War
I, Jacques Cibrario, On a buying mission to the Unired
States, Cibrario purchased worrhiess used material and
absconded with most of the money, Russia had histle for-
cien currency, and the loss was serious. [tis hictde wonder
that the government was refuctant to give the alm indus-
try further large sums, Another problem arosc in June
1218, when a decree required thacall raw stock held by

i
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private firms be registered with the government. The
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6.2 A scene in Engineer Prite’s Project 6.3 A long shot shows them noticing 6.4 Ina cut-in, the hero picks it up.

uses continuity editing, as a woman the object.
seated at a window drops something to
attract the attention of two men passing

below.

remaining producers and dealers promptly hid what lit-
tle raw film remained, and a severe shortage developed.

From 1918 to 1920, Soviet production, distribu-
tion, and exhibition were disorganized. Production re-
mained low at first. Only six films were produced under
state auspices in 1918, Sixty-three were made in 1919,
but most of these were short newsreels and agitki, brief
propaganda films with simple pro-Soviet messages.
Workers of All Lands, Unite! (1919), for example,
showed scenes from the history of the struggle of work-
ers across the ages, linked by quotes from Karl Marx’s
Comnumist Manifesto (6.7). Conditions remained
bleak, however, especially for the few private irms still
producing films. When the Russ company set out in
1919 to adapt Tolstoy’s Polikushka, lack of food, heat,
and positive film stock created incredible difficulties.
The film did not reach theaters until late 1922.

These were the years of the civil war in the USSR,
as the Reds, or Bolshevik forces, fought the Whites,
Russians opposed to the revolutionary government and
supported by Britain, the United States, and other coun-
tries. In 1920, the Bolsheviks won, but at a terrible cost.

During the civil war, a major concern was to get films
out to troops and villagers in the countryside. Many of

6.5 In another shot, he looks up and
right.

6.6 In the reverse shot, the woman
fooks back at him. The rest of the scens
proceeds in standard continuity
fashion.

6.7 An actor playing Karl Marx sits before a map of Furope,
writing the Communist Manifesto. The superimposed clasp-
ing workers’ hands symbolize his inspiration for the famous
command (and the film’s title) Workers of All Lands, Unite!
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the tar-tlung arcas had wo movie theaters, and the Sovier
sovernment mnovated the use of ggit-rebiclos. Trains,
truchs, even steamboats (6.81 visited the countrside.
Pamted with slogans and caricatures, they carried propa-
canda leafler, printing presses, cven small Glmnaking
setups They put on theatrical skits or showed movics on
an ourdoor corcen tor local crowds,

Production, howover, contmued at a low Tevel. In
August 1919, e Inally wationahzed the film indus-
try. The main efiect of this move was the discovery of
many old flms—~Uboth Rusaan and foreign—that had
been stored avay, These hlme provided most of what
SOVICE Citizens saw in theaters unti] 1922,

The departure ot the Yermolicy and Drankov com-
paiies, along with the dissolution ot Khanzhonkov,
meant that a generation of Russian filmmakers had
largely disappeared. Who would replace them? Despite
the hardships of War Communisi, Narkompros estab-
lished the State Film School in 1919, 1n 1920, the voung
dircctor of Faeineer Prive’s Project, Lev Kuleshov, joined
the faculty and formed a small workshop thar was 1o
train some of the era’s mmportant dircctors and acrors.

Over the next few vears, working under conditions
ot ercat deprivation and often without Al stock for
their experiments, Kuleshov's group explored the new
art. they practiced acting and put on plavs and skits
staged as much Like flms as possible. Some of the skits
used small frames with curtams, within which the acrory
stood to create “close-ups.™ Fater they experimented
with film scenes, reediting old Alms. In 1921, Kuleshov
obtamed o small amoeunt of precious raw stock from the
government and “hot whar are known as the “Kuleshov
expermments.” Inall of these, the sroup explored an edit-

ing principle now called the Kulesbor offect.

6.8, A decorated agit-train called
the “V. L Lenin.” Thesign at the
top reads “Soviet Cinematograph,”
indicating that the train carried a
projection setup.

The Kuleshov effeet is based on leaving out a4 scend’s
establishing shot and leading the specrator to infer wpa-
tial or temporal continnity from the shots of separate ele-
meiies. Often Kuleshov’s experiments relied on the eve-
line match. The workshop's most tamou. experiment
mvolved recutting old footage with the actor Ivan
Mozhukhin, A close view of Mozhukhinwith a neutral
expression was sclected. This same shot was repearedly
cdited together with shots of othor subject matter, vari-
ously reported as a bowl of soup, a dead body, a babey,
and the like. Suppuosedly, ordinary viewers praised
Mozhukhin's performance, believing that his face had
resistered the appropriate hunger, sorrow, or delight-—
cven though his face was the same each time they had
scen it This Mozhukhin experiment does not survin ¢,
unfortunately, but two other Kuleshov experiments v ore
rediscovered during the 19905, One stages a ficht on a
balcony, watched by a man on a sidewalk nearby. fis
skillrul editing, especially with s use of eveline match-
ing, reflects the knowledee of continumey srvle that
Kuleshov had demonstrated in Fagizeer Priacs Progoct
(see 6.2-6.60 A second, poencally called The Created
Surface of the Earth, assembled a unificd space out ot
shots made in various widely separared location., all
united by the eveline matches between o man and a
woman who meet ina park, Unfortunately the endine
missing, but it showed the pair looking and pointng oft-
sereen (6.9), followed by a shot of the ULS. Capitol itoken
from an old Alm), and hnally shots of the pair wallong
along a Moscow street ascending a flight of steps—wludh
the editing suggests are those of the Capitol but which
were actually Almed at a cathedral in Moscow. T all of
the Kuleshov experiments, the ilmmakers built up an
overall space that had not existed during iy,



6.9, Actorsina
Maoscow park look
and roint offsereen.
The next shot
(missing) showed
the U.S. Capirol,
which they scem

10 e,

The major implication of Knleshov's exporiments
veas that in cinema the viewers response depended less
e the indoviduad shot than on the editing=-the mon-
tace of the shots, This wdea was to be contral 1o the
and strle. The move from

chissreonm experimentation to Alm production would

Montane Blmmakers” theory

b dirfcult tor Ruleshovs groun, however, for the So-

vier il mdustry™s construction took several years.

RECOVERY UNDER THE NEW
ECONOMIC POLICY, 1921-1924

I 1920, the hardships caused by the civil war and the
disoreanization of the new government had ercated a
cevere famine inoparts of the USSRL Faced with this erni-
i+ Tonin formulated rthe New Economic Policy {(NEP)
in 1921, which allowed o lmited and temporary remn-
croduction of private ownership and capitalist-style
dealings. Av a rosulr, hoarded raw stock reappeared,
qid Bl eroduction by private irms and government
roups increased,

In carly 1922, Lenin made two statements thar
holped dewcenne the course of Seviet flmmaking,. First,
e eened the co-callod Temin proportion, statinge that film
procrams should balance cntertainment and cducation--

thonch vot <pecifving how muoch of each type of film

Sould be diowven, He also declared (according to Tuna-
Sherskan, Ot Al the arts, tor us the cinema is the moat
supostant,” Tomn probably meant that the anema was
the most poverful tocl for propaganda and cducation
among a larocly dicerate population. In any event,

Jyis statement focused attention on the cinema and has

been quoted innumerable times ac an indication of th
Bolshovile government’s reliance on the new wedium for
propaganda.

[y fate 1922, the covernment attempted to organize
the fecble film industey by creating a central distribu-
don monopoly called Goskino. Al private and govern-

ment production frms were to release therr films through
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610 In scenes
fike this, when the
chnldren loap from
a bridge onto »
train during the
defense of their
town, Red Imps
aptured the fast
race of American
adventure films of
the 1910,

Goskino, which would also contro! the unport and ov-
port of films. The attempt failed, since several compa-
nice were powerfol cnoush to compere vwath Goskrao,
In some craos, private nuporters bad acainst Goskimo
for the same Rims, driviag prices higher.

This was no small matter, Durine the NED, the So-
vict filmoindustry boecame reliant onmports, Inthe carly
vears after the October Revolution, the USSR had been
cut ot f from the rest of the world, partdy by the avib war

nd partly by the refusal of most countrics to deal with a
communist government. i 1922 the Trean of Rapalle
opened the way for trade between Russia and Germany,
The treaty was a breakchronsh for the USSR in i relas
tions voith the Weat, and Perlin boecame the mam condine
for s coine e and out ot the USSR durne 1
19204, Lager to beat thar competitors inte the vast rew
soviet market, German hlm Arine <old on credit, and
lizhting cquipment, raw stock, and new films Howed into
the USSR, A 1923 investigaton found that %9 percont ot
flme in Sovier distribution were forcion, Smee most of
rhe blm industey’s revenues came from distribuning
imported pictures, foren trade plaved a crucial rolem
Its Fecovery,

Althoush the industry faced an uphill seruggle, the
WNEP period saw o slow erowth, Production conters
were pradualiv set up i the non-Ruossian repubhes of
the TISSR so that ethinic populations could soe tlme re
Hectine their own cultures. With the acquisition of raw
stock, production of ficuon features moreased. In 14923,
there appeared the free Soviet film thar was as popniar
with Sovier audiences as were imported flovs a ol
war drama called Red Tirps 1o was dicected by lvan
Perestiani for the Georeaan branch of Narkompros. The
Al concerns two teonarers, 4 brother obsessed with
Jaines Fenimore Coaper's adventure books and o wster
dovoted o a novel about anarchism, YWhen their father
iv killed by the Whites, the pair team up wath a Black
strect acrobat and <ot out to jomn the Roed Army, A
sconts, they live out the sores ol adventures they had
previously read abour (6.10).
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€11 Inascquence from Cigarotte 6.12
Grrl of Moszelprom, ot m 2 movie
studio, 7 dircetor readme @ seript aits in
tront of 2 German filin poster.
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At the end, the heroine™s falm
it may have been a

water of the day,

hero and s
tid Forty

d style, with the
camera facing the back wall straight an,

the characters tramed from a distance,
and flat bghting coming trom the front.

6.14, 6.15 I cne shot trem £
Extracrdmary Adventures of M. W

be Land of the Bolsheraks, a Sovigs

i es g speech, and inthe nexe

I 1 i \
Mr. i seems to be warching throuph
iR SN e -
binoculirs—rthough the dhots were

clearly made in different spaces and

The vear 1924 <aw a further increase in production,

Yuri Zhelvabuzhaks, who had sotten his start directing
ek, made Clearctte-Girl of Mosselpror:, a contem-
porary comedy in which a strect cizaretre seller becomes
a movie star by acaident. Several scenes reflect the So-
viet il situation of the day 611, 60120 Another pop-
ular film, Palace and Tortress, was made by the vaeran
prerovolutionary dircctorn, Alexander Ivanoviky, 1t cen-
tered on arevolutionary of the era of Tsar Alexander 1
who 1s imprisoned and cventually voos nud (6,130,
Pulace and Fortress became a favorite targer of the
Montage directors over the next rew years as they ad-
vocated o onew apnroach to Almmaking,

Members of the Kuleshov workshop or the Sioone
Filin School alse made their frst feature in 19248 The
Pxtranrdmary Adventures of Moo West in the Tand of

, ‘y

ihe Dodsherits oo hibwrous conedy about western mis-
conceptions of the USSR M, Wear, o naive Amerscan
represcntative of the YMOA, rebuctantly travels o
Moscow, where thicves exploit his projudices, pretend-
i 1o detend lum aganst “harbarous™ Bolshovils thuge.
Evcntually he i
At the ond, the Blm exploits the Kuleshov offeet by com-
Binng newsreel and staged footape 16004, 6.15), With

rescued by real tnd kindlyy Bolsheviks,

wmd editing, Mre Wesr can be

tts plaviul wae of acun
counted as a margimal Montage Gl e Brovehe the So
viet cinema to the verpe of o craly avant warde move
ment, a5 2 new gencration of direcrors interested 1

more radical stvhstic exploration bevan workin

INCREASED STATE CONTROL AND
THE MONTAGE MOVEMENT, 1925-1930

Growth and Expori in the Film Industry

centrale !

Becanse the d disrrtbuton firmy Goslane had

proved unabie to organize the il industey, the covern
ment created 4 new company, Sovkimo, ot Jamary 1.
1925, Th i

i . . &
e O CEAEEIES WUOTC 2IVeRn & Strong mdestive to aeap

fow production frms thar were aifowed o

Sovkino survive: they had 1o invest i stock mothe new
tirmy. Goskino continued on fer a ome, sroducinge on
statl scaley its main contribution was Potendbon, 1
most famous blm of the Montage movement and the
first Soviet film to have 4 maor stuccess abroad. A more
extensive and long-lived company was Mezhrabpom

Russ (hased on the old Russ collective that had made
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Polikushka). This private firm was owned and financed
by a German communist group, and it made a surpris-
inglv large proportion of the most significant Soviet
flms—including Vsevolod Pudovkin’s silent ones—be-
fore its dissolution in 1936, Specialist companies also
held stock in Sovkino: Gosvoyenflm made military
propaganda until the late 1920, and Kultkino pro-
duced educarional Alms—including some by the major
Montage-style documentarist Dziga Vertov. Sevzapkino
was hased in Leningrad, and it later became simply the
Leningrad studio of Sovkino. Working at Sevzapkino
were a number of young and talented Montage direc-
tor.. most notably the team of Grigori Kozintsev and
[.conid Trauberg.

Sovkino faced a complex set of government de-
mands. One policy dictated that the firm expand access
to films throughout the USSR. Since 1917, the number
of theaters had shrunk, due to the lack of flms, the
breakdown of projectors, the inability to heat the audi-
toriums. and similar factors. Lenin died in 1924, but his
belief that the cinema should serve an educational role
continued to influence policy. The government insisted
on setting Alms to workers and peasants in remote re-
cions. Sovkino faced the formidable tasks of opening
nrban theaters and of sending over one thousand port-
able projection outfits to the countryside. Morcover,
most workers and peasants could afford only tiny en-
trance fees, so the portable theaters operated at a loss.

How was Sovkino to pay for these portable projec-
tion outfits? Not through government subsidies but
through its profits on other enterprises. Many such
profits would come from foreign films, which Sovkino
imported and distributed in the USSR. During the sec-
and half of the decade, however, the company was pres-
cured to reduce the number of imported hAlms. Even
reedited, as most such Alms were, they were considered
ideologically harmful. A more desirable source of in-
come was domestic production. Soviet films might make
money within the USSR, Moreover, if they were sold
abroad, they might earn much more. Sovkino thus had
a strong incentive to export films. Partly by supporting
the voung Montage directors, Sovkino produced films
that found an audience in the West, and the income that
these exports generated bought new equipment and
supported the expansion of the industry.

The first triumph abroad was Sergei Eisenstein’s
Potemkin, which proved enormously popular in Ger-
manv in 1926 and went on to show in many other coun-
tries. Other Soviet films, such as Pudovkin’s Mother,
soon followed and were exported very successfully. The
foreign currency carned, especially by Montage-style

flms. facilitated the Sovict industry’s purchase of for-
cign production and exhibition equipment.

Another goal for Sovkino was to make films that em-
bodied the new ideals of the Communist government so
that they could be conveyed to the country’s population.
The carly Montage films, with their dynamic depictions
of Tsarist-period oppression and historical rebellions,
were praised for their subject matter. Because these films
were successful financially and critically, for a few years
a new generation of ilmmakers was able to continue ex-
perimenting in the avant-garde Montage style.

The Influence of Constructivism

The years after the revolution saw enthusiastic experi-
mentation by artists in every medium. They tried to ap-
proach artistic creation in a way appropriate to a com-
pletely new kind of society. One result was a trend in
the visual arts called Constructivism, to which the Mon-
tage movement in the cinema was closely linked.

Despite its radical aims, Constructivism had prece-
dents in prerevolutionary tendencies. Influences from
French Cubism and Iralian Futurism combined in Russia
in a movement called Cubo-Futurism, which led to a
flamboyant attack on all traditional art forms. Artists af-
filiated with another movement, Suprematism, took a
more spiritual, abstract turn. Simple geometric shapes
were combined into compositions. Kasimir Malevich’s
“Black Square™ (1913) was a black square against a white
background; in 1917 he created “White on White,” a
white background surrounding an off-center squarc of
a slightly different shade.

In this prerevolutionary period, few of the Cubo-
Futurist or Suprematist artists had political alliances.
While they criticized traditional artistic styles, they did
not sce the artist as having a political role. After the Bol-
shevik Revolution, however, most artists supported the
new government, and there were many debates as to
how art and politics could be fused. Some of these
avant-garde artists were given teaching posts or put in
positions where they influenced official cultural policy,
and Lunacharsky, while not entirely sympathetic to the
modernist styles of the day, allowed them a relatively
free hand.

The search for a socially useful art resulted in the
rise of Constructivism around 1920. Manifestos and ar-
ticles declared that artists who had been exploring ab-
stract styles need not abandon their ways of working—
they simply needed to apply them to useful ends. For the
Constructivist, art inevitably fulhlled a social tunction.
It was not an object of rapt contemplation or a source
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of wume enduring higher trutly, as many nincteenth-
centary views of art had held, The artist was not an e
privd visionary; he or she was a skalled artisan vaing the
materials of the medium to creare an artwork. Arusts
were often comparcd to cnginecrs, using (ool and a ra-
tonal, cven seientitic approach,

Fhie Constructrvists also often compared the art-
work to a machine. While carlicr views of art frequently

vy the artwork as analogows to a plang, with an orgaaic
unity and growth, the Constructivists stressed that e was
put torcther from parts. This process ot assemblage was,
Lomutinies reforred to as smontage, from the Fronch word
tor the assenibly or parts mto 1 machme. (As we have
seory lmmakers apphed the wrm smrontape 1o the cdis-
me of shotsmto a hlo 1his “.iialing}' between artvork
and machine was wen positively. Because Sovict socety
tectscd on enhancme the USSR imdustrial outpuar, and
also becanse vommunism stressed the dignity of hunan
labor, the tactory and the machine became symbols of
the new socers, Avesn studios were often seen s facta-
rics where liborers built ueetul products,

Bocavse all hunan response was seen as based on
sorentibicaliy deternunable processes, the Constructivists
consdered thar an artwork could be caleulated 1o clien
a parttenlar reaction, Thuos artworks conld be used for
propagindistic and cducational purposes promoenng thie
new commuittst society—if only the richt wavs ol k-
ing tirem could be discoversd, Many artists therelore
wertsened the notion that chite art forms {like opera and

6.16 Piemochanical acting, worl.
clothes, and a nzachine Lie set i
The Magnemmons Cuclbold.

painting} were superior to populic art forms (ke arous
and poster). Art should be understandable 1o all, pactic-
alarly to the workers and peasants so central 1o the Bol.

Dhevik cause,

Constructvism resuleed i an cvtraordimars mision of
ebstract graphic design and pracucal tunction. For evam
ple, Bl Lissitsky used a seometric compoation soraght aat
of suprematism for 2 1920 propaganda pouter support

ing the Bolshevik side i the avii war iColor Plate o.11,

Constructiy artists desioned rexules, book covers,
workers” uniforms, street kiosks, even ceramic cups and
saucers—many ustng modernist abstract shapes.

Inthe carly 19205, Consrructiviam also aficecred thie
theater, The most important Construcnvist theasoeal
director was Vaevolod Meverhold, an catablished e
who oftfered his services 1o the Bolulievid covernaen:
immediately after the revolution. Meverholds bold
methods of staving were to influcnee soviet i dired
tors. Set and costume designs in several major Meyver
hold productions incorporated Constructnist desion
principics. In his 1922 production ot The Magnammo s
Cuclold, for example, the set somewhat resembled o
farge frctory machine: it consisted of a series of bare
platforms, with their supportung legs visible ad a T
propeller turing during the play, The actors portorag
i ordimary work clothes 16,160, Moverhold also o
neered the principle of bivmechanical acting. i
actors body was assumed to be hike o machime, and thus

a periormance consisted of carefully contralled phyaioal
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movemonts rather than of the expression of inner emo-
tions. Meyerhold’s actors trained by doing exercises to
zain mastery over their bodies, and their performances
had an acrobatic quality.

A New Generation: The Montage Filmmakers

During the first half of the 19205, when all these sweep-
ing changes were revolutionizing the arts, a new genera-
tion of Almmakers was moving into the cinema. For
them, the revolution was a crucial formative event—
partly because they were extraordinarily voung. Indeed,
Sergei Eisenstein was nicknamed “the old man” by his
vounger friends because he was all of twenty-six when
he began his first feature film, Born in 1898, Eisenstein
came from a middle-class family in Riga, Latvia. His edu-
cation gave him fluency in Russian, English, German,
and French. He recalled that, while on a visit to Paris at
age 8, he saw a Mélics film and became interested in the
anema. Two vears later he visited the circus and became
similarly obsessed with this popular spectacle. Following
his father’s wishes, he began studyving engineering in
1915. Eisenstein participated in the revolution and dur-
ing the civil war put his engineering skills to work build-
ing bridees. He was drawn to the arts, however, and
during this same period he also decorated agit-trains and
helped design many theatrical skits for the Red Army.
The combination of engineering and artistic work seemed
anvthing but contradictory in the era of Constructivism,
and throughout his life Eisenstein likened the production
of his Ailms to the building of those bridges.

In 1920, at the end of the civil war, Eisenstein went
to Moscow and joined the Proletkult Theater {short for
Proletarian, or Workers”, Cultural Theater). There he
dosigned and codirected many plavs. In 1921, Eisenstein
(along with his friend, Sergei Yutkevich, another future
Maontage film director) enrolled in a theater workshop
under the supervision of Meverhold, whom he would
always consider his mentor. In 1923, Eisenstein direcred
his first theatrical production, Enough Simplicity in
Frery Wise Man. Although the play was a nineteenth-
century farce, Fisenstein staged it as a circus. The ac-
tors dressed in clown costumes and performed in the
acrobatic biomechanical style, walking on a tightrope
above the audience or doing handstands as they spoke
their lines. Eisenstein also produced Glumov's Diary, a
short film to be shown on a screen on the stage {6.17).
At the same time that this play was performed, Eisen-
stein gained some early experience as a film editor:
along with Esfir Shub (soon to become an important
maker of compilation documentaries), he reedited a

6.17 Atthe end of Glumov’s Diary, Fisenstein takes a bow
in front of a poster for the play Enowgl Simplicity in Every
Wise Man. At his chin lovel are written “Montage of
Attractions” and “FEisenstein.”

German Expressionist film, Fritz Lang™s Dr. Mabuse. the
Gambler, for Soviet release.

Eisenstein alwayvs mamtained that his move from
the theater to film came in 1924, when he dircered o
production of playwright S. M. Tretyakov's Gas Masks,
not i a theater but in a real gas factoryv. According to
Eisenstemn, the contrast between the realivy of the set
ting and the artifice of the drama was too great. A tow
months later, he began work on Strike (released in earls
19251 - fAlm set and shot in a factory, It was the first
major film of the Montage movement, and Eisenstem
went on to make three more important works in that
style: Potemkin, Qctober (aka Ten Days That Shook
the World in an abridged version), and Qld and Newe
Potemkin was extremely successtul abroad, which gave
Fisenstein and his colleagues considerable leeway for
experimentation over the next few vears, Many Mon-
tage films proved more popular abroad than m the
USSR, where they were aften accused of being too diffi-
cult for workers and peasants to understand.

The oldest Montage director in vears and experi-
ence was Lev Kuleshov, who had designed and directed
films before the revolution and then taught at the Stare
Film School. Kuleshov's own Soviet films were only
mildly experimental in style, but his workshop pro-
duced two important Montage directors.

Vsevolod Pudovkin had intended to train as a
chemist until he saw D W, Griffith's Intolerance in 1919,
Convinced of the cinema’s importance, he soon joined
Kuleshov's workshop and trained as both an actor and a
director. His first feature film typified the Constructivist
interest in the physical bases of psychological response;
he made Mechanics of the Brain, a documentary about
Ivan Pavlov's famous experiments on stimulus-response
physiology. In 1926, Pudovkin (born in 1893) helped
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. A Chronology of the Soviet Montage Movement

February: Tsar Nicholas 1l is overthrown; the provisional government is established.
October: The Bolshevik Revolution :

Narkompras (the Pecple's Commiissariat of Education) takes charge of regulating the film industry,

August: Nationalization of the film industry
Foundation of the State Film School

Lev Kuleshov joins the State Film School and forms his workshop,
The New Economic Policy is instituted.

Formation of Goskino, the state film distribution monopoly
Publication of Sergel Eisenstein's cssay, “Montage of Attractions”

Kino-Eye, Dziga Vertov
The Extraordinary Adventures of M. West in the Land of the Bolshevike, Lev Kuleshov

January: Formation of Sevkino, the new government distribution monopoly and production company
Strike, Sergei Elsenstein
Potemkin, Sergel Eisenstein

Moather, Vsevolod Pudovkin
The Devil’s Wheel, Grigori Kozintsev and Leonid Trauberg
e Clozk, Grigori Kozintsev ard Leorid Trauberg

Zvenigora, Alexander Dovzhenko
ihe Heuse on Trubnoy:, Boris Barnet
i'he End of St Petersburg, Veevolod Pudcvion

Moscow in October, Boris Barnet
SV, Crigori Kozintsev and Leonid Trauberg

March: The First Communist Party Conference on Film Questions is held.
Octeber (aka Ten Days That Shcok the World), Sergei Eisenstein

Tie Hewr of Ghenghis-Khan (zka Storm over Asia), Vsevolod Pudovkin
Lace, Sergel Yutkevich

Sergei Eisenstein begins travels that will keep him abread until 1932
The New Babylon, Grigori Kozintsev and Leon:d Trauberg

My Grandmother, Kote Mikaberidze

China Express {aka Blue Express), llya Travberg

Marni with a Mowvie Camera, Dziga Vertov

Arsenal, Alexander Lovzhenko

O/d arid New (aka The General Line), Sergel Bienstein

Formation of Soyuzkino, a centralized cormpany to control ali production, distribution, and exhibition
Earth, Alexander Dovzhenko

Alcnie, Grigori Kozintsev and Leonid Trauberg
Golden Mountains, Sergel Yutkavich

A Stmple Case, Vsevolod Pudovkin

Desertor, Vsevolod Pudovkin
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found the Montage movement with his first Action fea-
ture, Mother. Within the USSR, Mother was the most
popular of all Montage films. As a result, Pudovkin en-
joved the highest approval from the government of any
of the movement’s dircctors, and he was able to keep up
his experiments with Montage longer than any of the
others—up untl 1933, Another Kuleshov workshop
member, Boris Barnet (born 1902) had studied painting
and sculprure, and he trained as a boxer afrer the revolu-
tion. He acted in The FExtraordinary Adventires of Mr.
Wost i the Land of the Bolsheriks and other mid-1920s
flms, and he also directed The House on Trubroya
(1927} and other Montage-stvle ilms.

The other important flmmaker who, along with
Kuleshov, had started directing about the time of the
revolution was Dziga Vertov (horn 1896). During the
mid-1910s, he wrote poetry and science fiction, com-
posed what we now call musique concréte, and became
influenced by the Cubo-Futurists. From 1916 to 1917,
however, he studied medicine until becoming the super-
visar of Narkompros’s newsreel series in 1917, He went
on, 1 1924, 1o make feature-length documentaries,
some emploving the Montage style.

The voungest Montage directors came ont of the
Leningrad theater milieu of the early 19205, In 1921,
while stull in their teens, Grigori Kozintsev (born 1905,
Lconid Trauberg (born 1902, and Sergei Yutkevich
thorn 1904) formed the Factory of the Eccentric Actor
(FEKS). This theatrical troupe enthusiastically em-
braced the circus, the popular American cinema,
the cabaret, and other entertainments. They issued
provocative manifestos in the manner of the Cubo-
Futurists” “Slap in the Face of Public Taste™ (1912). In
1922, the FEKS group defined how their approach to
acting departed from that of the traditional theater:
“trom cmotion to the machine, from anguish to the
trick. The technique—circus. The psychologv—head
over heels.™ They staged theatrical events that
adopted the technigues of popular entertainments, and
by 1924, they moved into the cinema with a short par-
ody of American serials, The Adventures of Oktya-
brina (now lost). Yutkevich went on to make Montage
Alms on his own; Kozintsev and Trauberg codirected
everal important Alms of the movement. Because of
tharr taste for bizarre experimentation, the FEKS group
were criticized by movernment officials from the start
of their carcers.

Eisenstein, Kuleshov, Pudovkin, Vertov, and the
FEKS group were the principal carly exponents of Soviet
Montage. Other directors picked up their influences and
developed the stvle. In particular, ilmmakers working in

the non-Russian republics enriched the Montage move-
ment. Foremost among, these was Alexander Dovzhenko,
the principal Ukrainian director. Dovzhenko had been in
the Red Army during the civil war and served as a diplo-
matic administrator in Berlin in the early 19205, There
he studied art, returning to the Ukraine as a painter and
cartoonist. In 1926, he suddenly switched to ilmmaking
and made a comedy and a spv thriller before directing
his fAirst Montage film., Zreenigora, in 1927, Based on ob-
scure Ukrainian folk legends, Zrenigora baftled audi-
ences but demonstrated an original stvle that emphasizes
lvrical imagery above narrative. Dovzhenko went on to
make two more important Montage hlms, Arsenal and
Eartir, also setin the Ukraine.

The Theoretical Writings of Montage Filmmakers

The mid-1920s saw a burgeoning in Soviet ilm theory,
as critics and Ailmmakers sought to understand cinema
scientifically. Like the French Impressionists, several
Montage directors considered theory and Almmaking to
be closely linked, and they wrote about their conceptions
of cinema. They were united in an opposition to tradi-
tional films. All saw in Montage the basis of revolution-
ary films that would inspire audiences. But the writings
of the Montage directors differed in important ways.

In many respects, Kuleshov was the most conserva-
tive theorist of the group. He admired the succinct story-
telling of American films, and he discussed Montage
chiefly as techniques of editing for clarity and emotional
effects. This conception of Montage influenced Pudov-
kin, whose two 1926 pamphlets on Almmaking were
soon translated into western languages (in English as
Film Language, 1929). Through Pudovkin, Montage
came to refer generally to dynamic, often discontinu-
ous, narrative editing.

Vertov was far more radical. A committed Con-
structivist, he emphasized the social utility of documen-
tary hlm. Vertov saw the fiction films of his contempo-
raries as “cine-nicotine,” a drug that dulled the viewer’s
awareness of social and political reality. For him, “life
caught unawares™ would be the basis of a cinema of
fact. Montage was less a single technique than the en-
tire production process: choosing a subject, shooting
footage, and assembling the film all involved selection
and combination of “cine-facts.™ As for editing, Vertov
emphasized that the Ailmmaker should calculate the
differences between shots—light versus dark, slow mo-
tion versus fast motion, and so on. These differences,
or “imntervals,” would be the basis of the Alm’s effect on
the audience,



130 CHAPTER 6 Sovier Cinema & the 19204

Precnstein developed the most complicated concep-
ton ot Montage. Intally he believed in what he called
Lhe tmontare of artractions” (as he boldly declared in
the postor for his Brststaze production; see 6,171, As in
a arcus, the Almmaker should assemble asories of excit-
me moments to stimulate the vicwer’s emortions, Later
he formulated claborate principles by which individual
Alimie elements could be combined for maximum emo-
tional and intellectual cffects. He insisted thar Montage
wirs not imited to editing or even to Constructivist art
m ceneral, Ina bold essay of 1920, he weoffed at Kole-
Shovand Pudoviin as treating shots like bricks that are
oincd o build a flm. Pricks, he pointed oat, do not in-
reract with each other as nlm shots do. He asserted that
shots should not be ceen as simply dlinked bot rather a
contlictimg sharply with one another Even Eisensten?s
wWriting \[j'|c. with its short sentences and para ‘I‘.\plxi,

tried o convey the primaple of collision:

Lhe shotas by no means an olement of montage.

montage cell.

The shot

Just as cells witheir division form a phenomienon
of another ord L g8 the Organs or i‘..ll‘.l‘_v(), SO On lil;
other side of the diadectical leap from the sho, there 1s
MeNta

By what, then, s montage characterized and. con-

squently, s eoll-—the Shot?

By collision, By the conflict of two pieces i op-

nosition to cach other. By contlict. By collision.~

For Frensten, this conthict imitated the Marxist con-
cept of the dialecne, i which antitherical elemeiits
clash and produce a synthesis that gocs bevond both,
Montarze could comipel the spectator to sense the con-
Hict betweon clements and create a new concept in his
o ber mind.

fn Ucoiliston Montage,” Erenstein foresaw the

possibihty of an “intetlectual™ cinema, v would at
tomipt not to tell a story but to convey absoract ideas,
28 an cisay or polineal trace mighit. He dreanicd of Alm-
g borrd Mards Capetal, creating concepts through im-
ares and edinng rather than through verkal language.
Corraan of his Hlnes took first steps toward intellecrual
tlmmakmy,

The flimmakers” theories did not always accord
with their pracrice. Kuleshov and Padovian in pariicu-
Lo proved more daring as almimakers than their esaays
minhit ~ngaest. All the core Montage direcrors, how-
cver, wrote about Blm orechmique as a vivid way 1o
Shape the now Sevict socicty by arousing and educar-

sy therr andiences,

Soviet Montage Form and Style

Genre  Most non-Montage Soviet Alms tended to be
topical comedies or conventional licerary adaptations,
In part because Montage directors emphasized phyaical
conflict, in part because they sought 1o illustrate Bol-
shevik doctrine, they often chose uprisings, strikes, and
other clashes in the history of the revolutionary move-
ment. Two films marking the twentieth anniversary of
the failed Revolution of 19035 (Potemkin and Maother)
and three celebrating the tenth anniversary of the Bol-
shevik Revolution (October, The End of St. Petersburg,
and Moscow in October) used the Montave style.

Other historical Montage films portraved carher
revolutionary movements. Kozintsev and Traubergs
The New Babylon dealt with the doomed 1871 Pan
Commune; the same pair’s SV, with the Deceimbriat
plot of 1825, Some presented Tsurist-period strikes
(e.p., Strike) or the civil war (c.g., Arsenal). Several
Montage Alme, however, were dramas or comedies on
contemporary soctal problems. For example, as the new
government gave rise to a cumbersome burcaucracy, it
became common to satirize the red tape involved i get-
ting anything done, as in the absurdist My Grand.
mother, made in the Republic of Georgia.

Narrative What abous the narrative structure of Mon-
tage flms? We have seen that French Impressionist
films usually center around personal actions and psy-
chology, while German Expressionism typically uses
supernatural or legendary clements to motivate dJis-
torted style. The narrative patterns of Sovier Montage
films differ considerably from both these other move-
ments. On the one hand, there are almost no wupernat-
ural events (the one exception being Dovzhenbos
Zuvenigora, which uses elements from Ukrainian tolk-
lore). Morcover, many Montage films downplay indi-
vidual characters as central causal agents. Instead,
drawing on a Marxist view of history, Monraze films
often make social forees the source of causes and of-
tects, Characrers do act and react, but they do so less
as psvchologically distinet individuals than as members
of ditferent social classes,

Thus a single protagonist might represent a general
type or class. Pudovkin was noted for using this ap-
proach, with the young heroes ot Mother and The Fad
of St. Petersburg symbolizing different types of support-
ers of the revolutionary causc, Some fAlms went so tar as
to eliminate major characters and to use the masses as
the protagonist. Eisenstein’s early Hlms—Strike, Potes-



6.18-6.20 No movement oceurs during these three successive shiot

Stcrmr over Ao,

S, ond Octoher—all take thi approach; in Qcrobier
wvon Lonm becomes one Aigure in the sweep of revolu-
HONars events.,

Vertov, however, deplored narrative, Some of his
films were fairly sorarghtforward documentaries about
the new Communist society, In Kino-Fye, he wenit fur-
ther and recorded various everyday events using all sort
of camera and editing tricks, the result being a film
more about the power of cinema than abourt 1ts pur-
ported sabioct This maost radically modernst Glm, Man
wethr g Movie Camera, showed an onscreen audience
waatchimg a documentary about the making of the Man
wath a Move Caomera itself, This dizzying succession of
short shots and elaborare superunpositions was so chal-
leneig that Vertov got m trouble with sovernment au-
shorities and had to tame his style.

The Montaze directors believed thar anv subject
moatter would affect viewers most strongly if the sevlis-
rc devices ereated a maximum of dyvnamic tension.
Thus their technigues were often diametrically opposed
to the smooth, seamless continuity style of Hollvwood-
tvoe flme. In particular, these dircctors juxtaposed shots
meovrondy enerconie wavs, and the main teaits that distin-

guish the Montage stvle lie in the area of editing,

Editing

cutted in one of th

The scarch tor dvnamism through editing re-
most nervasive characteristics of Mon-
tuge fHlnmes on average, they have a greater number of
hotthan docsany other tvpe of Almmaking of their era,
\\ -.ll
NMontase himmakers frequently broke imdividanal actions

Hollvawood practice was to use one shot per action,

down mto two or more shot Indeed, an unmoving char-
acteror object might be seen from differcint angles for sev-
cral shors in a row 16.18-6.20). Such editing reflects the
directors” belicf that cuts, in and of themselves, stimulate
the spectator, Bevond this greater quantity of shots, we

5 of an ufhcer in

can discorn more specihic strategios of cdining, invelvine
temporal, spatial, and graphic tensions.,

While the goal of continuity editing s to create the
illusion of 1 smooth flow of time within a scene, Mon-
tage cutting often created cithor overfapping or ellipucal
temporal relations. In overlapping editire, the wecond
shot repeats part or all of the action from the previon
shot. When several shots contain such repetition ., the
time an action takes on the sereen expands noticeably,
Fisenstein’s flnts contain some of the nost famons ox-
amples of this tactie, Potembkin deals with a mutingy by
sailors oppressed by their Tsarist offeersy in one soene a

satlor washing dishes sets upser and smashes a plare,
Fhis costure, which would take only an instant s <pread
across ten shots (6.21-6.30). Sach ovorlappme helps em-
rhasize the first rebedlions action of the mutiny. In Octe
her, scenes such s the raising of the bridees and Keron-
skve the feader of the provisional covernment, aconding
the stairs n the Winter Palace take more tme tian they
would 1 reality,

Flliptical cutting creates the opposite effect, A por-

nt takes les

tion of an cvent 1s lelt out, so the ¢ e
than it would in reality. One cominon trpe of Cliptical
cditine in Montage fibms s the ponp et wheeeby the
same space is shown from the same camera position in
rtwo shets, ver the mise en-scene has been chanred
(6.31). The contradictory temporal relations created by
overbippine and elliptical edimme compol the
to make

Despite the use of

SR AR
sense of the scone™ action.

ten shots to show the plae
mashing i Potenrkar, the action occurs rapidly, b
cause the individual <hote are all chort. In ceneral,
rapid, rhythmic editing 1 comnion in Moutace iihns,
whether or not the shots cortamn overlappring action. In
carly Montage ilme, tie cditing would sometimes ae

celerate untii the shots were only a few frames long,
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6.21-6.30
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Then, after La Roie and other fast-cut French Impres-
stonist alms were shown o the USSE in 1926, Mot

1

Almmakers began to use strings of two- and ome-Transe
shots. In most cases, however, rapid edinme does nor
convey characters” subjective perceptions, as it wounld
in French films. Instead, fast cutting mavy suggest rhy i
mic sound (6.321 or enhance the effect of explosive,
often violent, action (6,331,

As these examples of temporal relationships among,
shots sugvest, Montaze cditing can aloo creats caniiice
threugh spatial relanionships. Again, the Blamaler. do
not cuide the spectator through a clear sirachtiorward
lecaley as ioa Hollvwood Al Rathern the viewer mueer

actively piece together what is eoing on In the elat.
v I A € by N



Iicreas

€21, 1t Awop cat i The Honse on
Trishmova: two succesaive closeups

show a woman’ terrfied face as <he
<y astreetcar bearing down on ber; in
the first hor eyes are nghtly closed, but
2 cut reveals them suddenly open.

6.32, conter 1 October, a rapid burst
of two frame shots suggests the rat tat
of 1 machine gun.

6.33, richt  Mcar the cod of Storm
orer s, the Mongolian hero rebels
ag it the British eolonialists who
have exploited him; single-frame shots
drernate berween him swanging his
sword and the sword itself flashing
against a dark background,

smashing seene from Dotemikin, for example, Fisenstein
creatcs acontradictory space by mismatching the sailor’s
position from shot to shot, The <ailer swings the plate
down irom behind his left shoulder fsee 6,24 and then
is seen i the noxt shot with the plate already lifted
abave his nght shoulder (see 6,231,

The Sovicr ilmmakers also uscd intercutting to cre-
ate unusual spatial relationships, As we have scen, in-
Tercuiting wos common o the cinema from the carly
teone, and it most often presented simultaneous actions
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in ditferent spaces tas tn Gribheh's The Baetdr of a Na-
ooz, pe 7300 In the USSR e also served more abstract
purposes, inking two actions tor the sake of a themati
point. Near the end of Sterke, for example, Pisensicin
cats from a police officer bringing his Hers dovn v
iently as he orders a massacre of the strikers 16,34 w0 a
butchor’s hands bringmg a koite down o Wl o ball
t6. 350 The scene continues to cut bersween the death of
the ammal and the atcack on the workers—-not 1o o

gest that these two events are happemay, simultancoushy,
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6.34, Isft Intercutting in Strike
compares a police otiicer . .

6.35, right

... to a butcher.

6.36, 6.37 Octoher makes a
conceprual point when a dierene shaos
of Kerensky is folloved by o
nondicgetc insert of 1 statue of

Napolion.

6.38, 6.39 In (icteher, nondicro e
.Sli‘_'

ots point vp the contradictory
rehigions beliets and sunphione duas of
patriotism used to convinee soldicrs to
risk therr lives,

Bt 1o cet us to see tie massacre as bete hike o <lanehs
ter. I Mother, Pudovhin nses mtercutting more byrically,
moving between the hero o Juil and the we thaowme on
arver, suggestimg the here’s hope as he learns of 1 plan
to coseue o Thore 1+ no indication, as there nghit be
i brench tmpressionist £lm, that the hero is thinking
o! the wey Pudovhi eveatually gives the imagery a so
aabomecanming, as a pobinieal demonstration tointerent
with the surping river.

The slauphter scene m Strike makes use of another
common Montacc deviee: the nondiegetic insert. Th
torn diegesis relors 1o the space and time of the film’s
storve anvthing that & part ot the story world  die
cotic; 1 nondicgotic clemcit oxvists outside the srory
varid, Inoa sound fho, tor cxample, the voiee of a nor-
rator who is not a character in che film s nondicgetic
ound. A nondiesetc msert consists ot one or more

shors depicting space and nme unrelited 1o thowe ot 0l
story events in the flm. The bull beme daughtered o
Strike has no causal, <paual o temporal relation to
workers, Its nosndiesetere image Is iserted to make a
metaphorical pomt: the workers are being slaoghtered
hle ammais, The uee of such nondiesene shors to mehe
aconceptual point was central to Disonsicins theory o
“intellectual Montage.™

Octobrer makes oxtensive use of bitetlectus! mon-
tage. At vne point Keronsky s comparad to Napaoloon
(6.36, 6.37) The alm’s most complex use of mtelbec
tual Montage comes when a feader calls npon wolds
1o fight “For God and Country.”™ There follow:
lengthy series of nondiegetie shots of statues G eods
and churches from widely differing cultures 16.38) and
then shots of mihirary medals (6,390 Intellcctual mone

tace creates its ettects throuch conthicr: by JUNLposin



6.40, left  In one shot from the Odessa
steps sequence in Potentkin, the steps
create a set of strong diagonal lines
from lower lefe to upper right, while the
running figures move quickly down and
rightward.

6.41, right In the next shot, the
composition switches this orientation,
with the row of unmoving rifles extend-
ing diagonally from upper left to lower
right.

6.42, 6.43 My Grandmother’s

satirical treatment of bureaucracy uses
a pair of shots in which canted framings
juxtapose two typists.

6.44, 6.45 Inllya Trauberg's China
Express, a medium close-up of a soldier
aiming a rifle rightward is followed by
the same image, but with the soldier
now facmg left.

shots that have no apparent causal connection, the film-
maker Teads the audience to create a general concept
that links them.

Montage directors carried conflictual editing further
Iw creating striking graphic contrasts from shot to shot.
A cut might bring a distincer dircetional change in the
composition. The Odessa steps sequence in Potembkin,
perhaps the single most famous scene m any Montage
hlm, gains much of its effectiveness through graphic con-
flict (6.40, 6.41). The cumulative effect of such cuts in
this scene is to help heighten the tension. In other hlms,
graphic contlict contributes to comedy (6.42, 6.43).

One of the most striking graphic conflicts involves
cutting from one image to the same image, but the lat-
ter is flipped right to left or even turned upside down
(6.44, 6.45). Near the end of Pudovkin's Mother,

mounted soldiers attack 1 workers demonstration: the

pace of the editing picks up, climaxing i a flurry of
brict shots of soldiers riding past the camera, firc 1o the
right, then left 16.46). then upside down (6,470 Such
cuts can be jarring, especially when they enhance the

impression of violent action

Camerawork Althoush the Sovict dircctors conadered
cinema’s artistic qualitics to depend primarily on cdit-
ing, they also realized that editing juxtaposimions woukd
lie enhanced if the individual shots were as atokang as
possible, Thus they vsed camerawaork in distinetive waye
as well. Many shots in Montage hlms avoid the conven-
tional chest-heicht, straight-on framime and utihze mor
dynamic angles. Low-angle framings place buldigs or
neople against a biank sky. making characters look
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6.46, 6.47

6.48 A dynamic angle in Ching
Lxpress,

6.49 The heroine of Mother in the 6.50
demonstration scene.

its dynamic thrust.

In Arsenal, a train carrying 6.51
Ukrainian soldiers seems to rush
upward ar a stecp angle, emphasizing

In The knd vf St. Petersburg,
Pudovkin satirized profiteers who
wanted to carry on with Russia’s parti-
cipation in World War | by showing
them only from the neck down,

threatening (6.48) or heroic (6.49). Canted or decen-
tered framings dynamize the image (6.50, 6.51). The
Montage directors were also fond of placing the hori-
zon line extremely low in the frame (6.52, 6.53).

Special Effects Montage directors also exploited
special-effects cinematography. Vertov’s playful docu-
mentary Man with a Movie Camera shows off the power

6.52, left  In Earth, Dovzhenko
repeatedly emphasized the vt farm-
lands of the Ukraine throush framings
that show almost nothing but sky,

6.53, richt  Padovkin vsed = similar
device in Deserter to sugpest the
vuinerability of 2 werkery demonstra
tien about to be attacked by police.

of the cinema through split-sereen framing and superim-
positions (6.54). Eisenstein’s Al about collective tarm-
ing, Old and New, uses a superimposition of 1 buli
towering above a held full of cows 1o suggest how im-
portant this one animal has been to the building of a sue-
cesstul farm (6.55). While such camera tricks were hikely
used for subjective effects in French [mpressionism,
Soviet directors often emploved them to make symbolic
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6.54 In Main with a Mowe Camera,
Vertov makes a huge building split like
a broken ege by exposing each side of
the frame separately and rolling the
canera in apposite divections {or cach.

tteets in Old and

6.55 A conceprual use of special 6.56 In Potemkbin, an officer slances
ot suspreiousty at some sailors. The compo-

sitton splits into two distinet halve.,
dork and bright, wath the hehome on the
flzures” faces matching the color of ther
CONIHMECs,

6.57 In The New Babylon., the 6.58 In Potembin, a igh-angle shot 6.59 A contract in solumes 1 (007

heroine stands atop a barricade built by
the Paris communards: her plain dress
contrast: with the lacy frills ona
department-store mannequin.

points. (The bildimg that “splits™ in Man with a Movie
Camera s the Bolshot Theater in Moscovw, home of tra-
divional prerevolutionar s opera and bailets

Mise-en-Scéne  Because many Soviet films dealt with
hustorical and ol situations, some elements of their
miseen-scene tended to be realistic. Scenes might be
shoton location i a tactory, as Strike and Motker were.
Costunies often served primarily to indicate class posi-
rron. Yer thie Montage Almmakers also realized rhar dy-
namic tenston between elements was not solely a matter
of joimng shots, Juxtapositions could be made within
the shot as welll using mise-en-scéne elements to
heighten the impact on the viewer. Contrasting textures,
shapes, volumes, colors, and the like could be placed
within a single frame (6.56, 6.57).

We have seen how shots containing opposcd dirce-
vons of movement might be edited together. A single

down the side of the battleship shows
men on the upper level, moving lefr to

izht, while the group on the deck
below move right to lefr

and New, as a boll looms hugely i the
forcground while farmers and a cow
appear as ty tenres bolow it

shiot can use this principle by setting up more thian one

direcuion of fgure movement (6.58), Patterns micht also

create opposttions within the shotg in the plate-amashing

cone from Pofemlin (see 6.21-6.530 the harizonral
strrpes of the saifor’s shire clash with the vertcal serpes

of the wall behind him, Althongh the precise ¢itect of

the juxtaposition is dilficult to define, we can imagine
that our impression of the seene would be ver v different
if the wall were stmply blaak, Also, mise-cn-seene ole-
ments arranzed in ditferene plancs m the doprh of 1l
Jiar could ereats justapositions of volume (6.59, 6.60),
When shors with visual juxtapesitions are edited to-
setier with other shots, the multple conflicting rela-
tionships can be compley indocd,

Lighting also gives Montasc filims a distinetive ook,
Soviet films frequentiv used no fill ieht on the sera so
characters appeared againse black backgrounds. Note
in 6.61 how the front of the ofticer™ face is relativdy
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o 4

6.60 Simularly, A Stmple Case 6.61 A typical use of an unlit 6.62 For the unglamorous role of the

arranges rows of mounted soliders in
deprh, so that some appear large and
ome small,

background in Motier.

peasant heroine of Old and New,
Fisenstein cast a real peasant.

6.63, left In The Extraordinary
Adventures of Mr. West in the Land of
the Bolsheviks, Khokhlova uses
eccentric acting in playing a crook who
vamps Mr. West.

6.64, right A Montage-style framing
in a non-Montage hlm, The White
Eagle.

4

dark, while the sides are strongly litg this approach to

lizhting actors is common in Montage Alms.

Montage Hlms used a varicty of types of acting,
ranging from reahistic to highly stylized—otten within
the same film. Because so manv characters in Soviet
flms represented cortain social classes or professions,
directors used fypage, casting nonactors whose physical
appearances would instantly suggest what sort of people
they were plaving (6.62). There was no need for the
nomactor to have the same job i real hfe; for Potemkin,
Eisenstennn chose the small, fastidious man who plays
the doctor because he “looked™ Lk a doctor-—though
he actually made his hiving shoveling coal.

[vpage was a gesture toward realism, but many
pertormers in Montage hlins borrowed stylized tech-
niques tfrom Constructivist theater and from the circus:
bioniechanics and eccentricity. As in the theater, biome-
chanicai tilm acting stressed physical control rather than
subtle emotion. The Montage hlmmakers delighted in
having their actors punch one another or scramble
about over factory equipment. Eeeentricity emphasized
the grotesque; performers behaved almost like clowns
or slapstuck comics. Alexandra Khokhlova, Kuleshovs

wife and a member of his workshop, offered vivid in-
stances of eccentric acting, Tall and gangly, she avoided
the glamorous image of the female star; instead, she gri-
maced and used angular gestures (6.63). Fisenstein’s
Strike and Kozintsev and Trauberg’s silent ilms all con-
tain eccentric performances.,

Of the three avant-garde movements we have ex-
amined in Chapters 4 through 6, only the Soviet Mon-
tage style lasted into the early sound era. In Chapter 9
we shall discuss how the Montage hlmmakers applied
their approach to sound.

OTHER SOVIET FILMS

During the Montage movement’s existence, perhaps
fewer than thirty Alms were made in the style, Neverthe-
less, as in France and Germany, these avant-garde filins
were prestigious and influential. Many more conven-
tional Alms contain a few Montage techniques, usually
emploved in a milder fashion. For examply, Protazanov’s
The White Lagle (1928) begins with several dvnamic
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6.65,6.66 Ininc Tulor om
Torzhok, the star muys broadly, at
cne peint glancing ar th
ind crossing his eyes.

CAmeri

6.67, left In 1920 the acclaimed
theater acror, Leonid Teonidoy ap-
peared as Ivan the Terrible in Yuri
Tarich’s Wines of 2 Serf: his purfor
mance aided the films wid
success ahroad,

spread

6.68, right 1 avish producton values
i a conventiona Sovier flm,
Docembrists

views of statues agamst the sky (6,641, a device thar had

becomea clichd, Although The White Fagle story is sim-

©

lar to those of some Montaee films—the brutal repres-
cion of a sirike by a provincial Tsarist governor-—the rest
of the filmoas done in the modified continuity stvle typi-
cal of Furopean ilmmaking in the 19205,

Non-Montace Alms covered a wide ranpe of genres.
Althouzh Sovier silentcomedies are seldom seen today,
there were plenty of them, Slapstuck comedian lgor [hin-
skvea sort of Russdan Jim Carrey, was the decade’™ most
popular <tar. In The Tador from Torzbob (made by
Protazanoy in 1925 o publicize the government lottery),
Hhnsloy plave a tador frantoically seeking a winning lot-
tery ticket he has lost 16.65, 6.66:. A light tone also
prevailsin the erime serial Mise Mend codirected by ver-
cran filmmakers Fyodor Ozep and Barner, a Kuleshov
Alumnus, m 19255 Inthis fantasy, three American work-
cos trom the “Rockefeller™ company hear of a plot to
parson the Sovict Union’s water <upply and, in a spirit
o class solidarity, foil the villain,

Despite the Montage directors” downplaving of
major stars, other Ailms exploited the fame of estab-
lished stage actors by casting them in dramas, Ina fow
canes, top stars of the famous Moscow Art Thearter, os-
tab'ished by Konstantin Stanislavsky in 1898 fand con-
sidered by many voung Almmakers to be a bastion of
conscrvative stvlel, agreed to act in flms 16.67;. Other

Moscow Art Theater acrors such as Ivan Moskvn ol
Mikhal Chckhov starred m il and the onlv curein
ing film performance by the areat Constructivist L
dircetor Meverhold s in The White Faole

A similar attempt at prostige came with historieal
cpics and literary adaprations. Two popular Hlms of th
type were Viktor Gardins Poet and Tear (19273, a hiog:
raphv of the poet Alcksandr Pushking and Deconidrests
(1927, Alexander lvanovekvh, Ina 1927 mecting to dis-
cuss the problems of Sovkino, Cubo-Futurist poct
Viadinur Mavakovsky dismissed the former hlm con-
temptuously: “Take Poct and Toar’ for example, The
picture s liked=—but when you stop to think ahout i,
what bosh, what a monstrosity.” -~ Similarly, Decenre
brests, with its large balleoom o1 (6,681, looked ke a
tired version of Russian historical dramas of the prerovo
lutionary era. The Montage directors found <ucl filme
conservative and thus diametrically opposed to ther

own approaches 1o filmmaking,

THE FIRST FIVE-YEAR PLAN AND THE
END OF THE MONTAGE MOVEMENT

As we have seen, soveral of the carly Montage Glms
were successfully exported and were praised at home

for their political content. As o resule, beoween 1927



140 CHAPTER 6 Soviet Cinema in the 19205

and 1930, the movement’s activities intensified. At the
same time, however, eriticisms were increasingly being
leveled at the Montage ilmmakers by government and
flm-industry officials. The main charge was formalismm,
a vague term implying that a Alm was too complex for
mass audiences and that its makers were more inter-
ested in film style than in correct ideology.

Ironically, the very recovery of the film industry,
which the export of Montage flms helped create, led to
criticisms of the movement. In 1927, for the first time,
the industry made more money from its own films than
from imported ones. Official policy encouraged the in-
dustry to cut back its foreign trade. Sovkino and Luna-
charsky came under attack for making films—including
those of the Montage movement—that were more ap-
propriate for sophisticated foreigners than for the un-
educated peasant population at home. And as Montage
flmmakers experimented with increasingly complex
technigues, accusations of formalism intensified.

Criticized by the press, the major ilmmakers had
ditficulties getting seripts approved and projects funded.
Kulesiiov came under fire first. Then Vertov had to
move trom his base in Moscow to make Man with a
Muozte Canera tor the Ukrainian national company
Vutku. Critics also charged that Kozintsev and Trau-
berg’s eccentric stvlization was frivolous and obscure.
Eisenstein’s early prestige, gained through Potentkin,
protected him at first, but as he explored the possibility
of creating abstract ideas through intellectual mon-
rage in the late 19208, he too faced growing eriticisms.
For a time, Pudovkin was spared such attacks, and he
managed to keep making Montage-style films until
1933, when his Deserter brought the movement to a
close.

A turning point for the Soviet Alm industry came in
March 1928, when the First Communist Party Confer-
ence on Film Questions was held. Untl now, the gov-
ernment had left Alm matters largely to the control of
Narkompros and other, smaller ilm organizations scat-
tered through the republies. Now the Soviet Union was
instituting the First Five-Year Plan, a major push to-
ward expanding industrial output. As part ot the plan,
the cinema was to be centralized. The goal was to in-
crease the number of films made and to build equipment
factories to supply all the industry’s needs. Evenrually,
it was hoped, imports of raw Alm stock, cameras, light-
g Axtures, and other cquipment would be eliminated.
Similarly, exportation would not be necessary, and all
films could be tailored strictly to the needs of the work-
ers and peasants.

The implementation of the First Five-Year Plan in the
cinema came slowly. Over the next two years, the gov-
ernment still put little money into the industry. This delay
probably helped prolong the Montage movement. Soon,
however, circumstances changed. In 1929, Fisenstein left
the country to study sound filmmaking abroad. Spending
most of his time working on abaortive projects, first in
Hollywood and then in Mexico, he did not return unril
1932. Also in 1929, control over the cinema was taken
away from Narkompros and turned over to the Movie
Committee of the Soviet Union. Now Lunacharsky had
little input, being only one of many members of the new
body. In 1930, the film industry was further cencralized
by the formation of Soyuzkino, a company that was to
supervise all production by the studios in the different
republics and to handle all distribution and exhibition of
films. The head of Soyuzkino was Boris Shumyartsky, a
Communist party bureaucrat without Alm expericence.
Unlike Lunacharsky, Shumyatsky had no sympathy for
the Montage filmmakers.

Soon the attacks on those Ailmmakers intensified.
In 1931, for example, while Fisenstein was still in
North America, an article criticized his hlms for their
supposed “perty bourgeois™ tendencies. If Eisenstein
could strengthen his ties to the proletariat, the author
concluded, he might “create real revolutionary cinema
productions, But we must on no account minimize the
difficulties confronting him. The way out of this crisis
is possible only through a stubborn campaign for re-
education, through merciless exposure and criticism of
his first films.”* All the major Montage filmmakers,
and, indeed, modernist artists in every medium, eventu-
ally adopred more accessible styles,

The Soviet Montage movement’s influence lingered,
however. Lefust filmmakers in other countries, espe-
cially documentarises like Scottish-born John Grierson
and Dutch Joris Ivens, adopred heroic, low-angle fram-
ings and dynamic cutting for similar propaganda pur-
poses. Pudovkin’s and Fisenstein's theorerical wrnitings
have been read by critics and ilmmakers cver since they
were translated, and more recently Kuleshov's essavs
have become available in English (sec “Notes and
Queries™ following). Few filmmakers have used the tull
range of radical Montage devices, but in a modified
fashion, the movement has had a broad influence.

During the early 1930s, the Sovier film industry
moved toward an offcial policy that required all films to
follow an approach called Socialist Realisn. We shall ex-
amine the early era of intensified government control and
Socialist Realismy, from 1933 to 1945, in Chaprer 12,



Notes and Queries

FILM ESDUSTRY AND GOVERNMENTAL POLICY:
A TANGLED HISTORY

The flmindustry of any major producing country has a
complex history, of course, but the Soviet situation in the
ffteen vears after the Russian Revolution was particularly
volatile. Many organizations disappeared soon after being
iormed. Government regulations attempted to make the
mdustry both profitable and idcolozically acceptable,
Several bool s offer detailed overviews. Jay Loyda’s
of the Rucsian and Soret Film, 3rd ed.
s5, 1943) provide
w ancedotal account that gives a vivid sense of the event

Wiieo: A Histor

Ponceton, N Ponceton Umiversiny Pr

of the period. o s The Polities of the Saviet Cinema
P71 7-1929 iCambridoe: Cambridge University  Press,
197N Richard Tavlor explores the workings of the indus-
treand sovernment policy. Denise Younpgbloods Savier Cin-
cowg v the Slent Bra, 1918-1735 (Ann Arbor: UMI Re
search Press, 19835) examines the kinds of criticism leveled
at the Montaee Almmakers, and she takes the history up o
the institurion of Socialist Realism as the film industrys of -
cial sevie. An older, but sull interesting, source is Paul Babic
ky and johin Rimberg's The Saeret Fidm Ledustry (Ney
York: Pracger, 19554 Many contemporary decrees and es-
ve are translated inan anthology covering all aspects of
Soviet cinema, The Film Factory: Russian and Soviet Cin-
oz Documents 18961939, ¢l Richard Taylor and lan
Christie (Combridec, NS Harvard University Press, 1988),

THE KULESHOV EFFECT

Lev Kuleshow was an imporzant theorist and teacher ag
vell oo flhmmoker, Modern historians have investipgated
the kuleshov expenmments and the “filmes without tlm,”
which the halochov workshop staged i the early 19205,
Fanleshovs own accounts are available in English, in
Ruleshor on Fibr: \eritnes of Lee Kileshor, tr. and cd.
Ronald Lovaco tRerkeley:s University of California Press,
1974 and Ter Kuleshov: Fafte Yoars i Filmis, tr. Dmirri
Agrachey and Nina Belenkava (Moscow: Raduga, 19%7).
Vinee Keplev, g discusses “The Kuleshoy Workshop™ in
Irie A o 119561, an ssue devoted to Kuleshov (with
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