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ANNOUNCEMENT
Experimental Cinema, published by the Cinema Crafters of 
America, is the only magazine in the United States devoted to 
the principies of the art of the motion picture. It believes there 
is profound need at this time for a central organ to consolídate 
and orient those individuáis and groups scattered throughout 
America, Europe and U, S. S. R. that are working to libérate the 
cinema from its stereotyped symbolism. It believes the time 
has come for wide critica! and Creative support of these isolated 
movements not only from the point of view of the spectator 
but also from the point of view of the creator. and it is the in­
tención to experiment with new forms and to introduce to the 
spectator and creator the leading ideas and principies of the new 
film World. Experimental Cinema will be a forum where the 
Work of directors and creators such as S. Eisenstein, W . Pudow- 
kin. Dovzhenko. C. Dreyer, Konzinstoff. Trauberg, E. Pom- 
mer, J .  Feyder. B. Rahn. A. Cavalcanti. Mann Ray, M, Allegret, 
E. Deslaw. Pabst, J .  Epstein. Rene Claire, A. Room. Lubitsch, 
Griffith, Stroheim. Vidor, Seastrom, Chaplin, Flaherty, von 
Sternberg and others will be discussed. There will also be 
criticism, analysis, and sccnarios by internationally known men 
such as A. Bakshy. L. Moussinac, R. Aron. H. Potamkin, 
Seymour Stern, J .  Lenauer. L. Bunuel, R. Desnos, R. Aldrich, 
Syd S. Salt, and others. Experimental Cinema as the advance 
guard of a new motion picture art believes it will be the nueleus 
of a profound and vital forcé toward the creation of a world- 
wide cinema ideology. It appeals to you to support this unique 
experiment.
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THE NEW C INEMA
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IT  is one of the strange paradoxes of our time 
that the nineteenth century while trying in 

”  varioub *vays to elimínate the mystenoiis and 
along with it mystery itself from the universe, at 
its cióse bequeathed to the twentieth, what is per- 
haps one of the greatest single forces that history 
will record, for imbuing imraense masses of people 
with that concentrated mystic fervout which the 
church was once able to inspire in its dcvotees —  
the cinema, silent conqueror of space, time and 
causality. In a remarkable communication con- 
cerning the machine in modern civilízation written 
by Elva de Pue and published as an appendix by 
Waldo Frank in “ The Rediscovery of America” , 
Miss Elva de Pue writes that “the movie alone 
which tells one people in a universal language about 
the life of other peoples, however banal its initial 
stammering language, must in the end draw them 
closer together than even the mystery which they 
gathcred of yore in magnificent'cathedrals which 
pointed them away from the earth and its valúes, 
the earth which they were forced temporarily to 
deny, In a world filled with the stench of gang- 
rened wounds; in a world filled with the stench of 
sewage gatheríng in moats; in a world filled with 
plague, that plague which eventually was a factor 
in the loss of belief in a mcrciful God: no incense 
could disguise those stenches. N o great bells and no 
calm glory of intoning could drown the cries of 
brutahzed underlings tortured by their masters, lay 
and clerical. In that dark world the dependence 
upori another life was necessary as a compensation. 
as salvation from despait." Today, particularly in 
America, at a time when there is everywhere desire 
to escape the petils and the problems of a mechanic- 
al age, at a time when it has become almost fashion- 
abie to  fall back into traditional positions, beaten 
pat s ofi the main toad, without even attempt at 
analysis or pom w e  statement of the problems of 
mechanism as to their social, poiitical or psycholog-

the humanism of 
those who look back to New England for author-

V,  ̂ problems of the
V f **’ % h“ manitarianism of those

who look forward to U  S. S. R. fot a point of 
referente. A t a time Iike this, there is exigent 
need of a forcé powerful enough to assist in the 
presentación of these problems. socially, politically, 
psychologically. and if possible to transform therri 
to meet the realities of the time, realities decply 
^planted by the revelations of modern Science 
thM  forcé itself can be nothing other than a 

mechanism, a machine. Anything other than the 
machine is impotent in the face of so much mach- 
inery to onent. Such a forcé is the motion picture 
ntachinc which throws its light from one end of 
the world to the other and back in an instant. 

that tells one people in a universal language about 
the hfe of other peoples however banal its initial 
stammenng language” may be. The motion pic-

*
ture camera —  which in the con.]^^ of^rian is 
the cinema with a subject matter üá^^dS^as the 
universe and an understanding as great as nature, 
and in che control of men of genius —  the cinema 
of Greed, Gold Rush, Theresa Raquin. Potcmkin. 
End of St. Petersburg. New Babylon, Passion of 
Joan. Arsenal and khe boundless potentialities of 
the new cinema of the future with its explorations 
into the legends and myths of the new age of the 
machine. This is the devotional cinema that is tra- 
versing with the speed of light and opening up to 
the masses, the mysteries of the new universe of 
modern physics, bounded yet limitless, almost in 
answer to the prayer for an ¡nterpretation of man's 
changing relatíonship with man and bis ultímate 
position in the universe that will be something 
more than “.sms” at the end of words or stultifying 
mechanical ftoise, The New Cinema —  profound 
creator of free will and knowledge absolute —  
with the power of transmuting water into wine and 
thence to bread and back again to water should 
it choose to do so. wherein the fabled mountain 
to extend a metaphor, not only goes to Mahomet 
but to heaven as well to bring back the ghosts of all 
those slain in the ñame of Mohammedism: wherein 
Narcissus slips into the pool and finds himself be- 
ing unreeled in the form of a flower that blooms 
to a fountain sprouting blood in streams as high 
as Betelgeuse —  with no return to earth, defying 
gravities. In Cinema—  Faust has reappeared on 
the thirteenth stroke of the dock, in new guise, 
to perpetúate the eternal alchemy that cannot be 
denied to  spirit; the faustian soul has drunk deep 
of the new elixir and is appcased in cinema: for 
herc is a new world of miracle wherein all is solv­
ed and sufficient; wherein every wish is granted; 
every hope fulfilled; wherein to conceive is to ex- 
ecute and execution —  revelation. One receives in 
the words of a modern frcncb cinematographer 
and poet: "A  trolley car on the chest. An auto in 
the back. A trapdoor under foot. One has a 
tunnel in his eyes and rises to the fifteenth floor 
drawn by the hair. All this while smoking a 
pipe with the hands at the faucet . . .  A storm tears 
out your tonsils, a cry passes thru you like the 
shadow of an iceberg” {Cendraos). Time is no 
more; the temporal becomes transformed into a 
timeless, ageless world; an incident oceurs and 
later reoccurs at the same place and at the same 
moment in relation to past or future incidents.
A  smokestack falls and in an instant is resurrected 
to its former posición. T w o trains meet on onc 
crack and fly over each other with the grace of 
gods. Man has conquered the air without wing, 
in cinema; and the atom has finally given up its 
precious secret; of myths like these is born a great 
idea!. This is the subjcct oí cinema, as all things 
are the subject of cinema; there is nothing it can­
not transfix into a moment of beauty that no other 
ageney can match so matvelously well; there is no
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message it cannot immortalize in memorable mov- 
ing pictures; it has in its sixth sense the power to 
penetrare so deeply into the mystery of reality be- 
cause of the instantaneity of visión the camera 
gives. that all other media become pallid along síde 
it. In Cinema, emotion. is caught and fixed at the 
very moment it is felt, in all its purity. Things 
are conceived as they are perceived: to think is vo 
act. In that lies the omnipotence of the médium. 
This is the new cinema. And because it contains 
in its heart the very essence of the modern spirit 
which in its deepest implícations is as catholic and 
as elastic as life itself —  a spirit that Montaigne 
a true humanist if ever there were one, would have 
understood were it revealed to him in the cinema 
only —  it is vitally necessary to those of us today 
who cannot accept local or aloof positions at a 
time when man has it in his power to unite with 
man from one end of the world to the other for 
the first time in history. When painters, writers, 
philosophers, laymen in tune with this catholicism 
come to realize the potentiality of the cinema as 
powerful stimulus to Creative activity much in the 
same light as tbe authority' of the church of the 
thirteenth century served as bulwark for work in 
philosophy, stained glass cutting, woodcarving etc., 
then the renaissance we have been awaiting so im- 
patiently will have come indeed.

David Platt.

Dynamíc Compositíon
By  A L E X A N D E R  BAKSH Y

IN  so far as visual images constitutc the basic 
material of the motion picture the probiem of 
cinematic composición is nothing else than the 

organización of these images in a sequential order. 
It is clear that there is more than one way of 
carrying out such an organización. The sim- 
plest and raost obvious way is that of arranging 
the images in an oider in which their content mat- 
ter is used as so many connected links in the chain 
of representations which forms tbe narrative- In 
this case the actual form of images plays but a 
subordinate part, being at bese, as in close-up, 
for instance, only tbe function of their represent- 
ational content.

The motion picture as an art of story-celling 
has been principally concerned with supplying 
the spectator with such visual informaiion as would 
ensure the desired intellectual and emotional re- 
action. A t first, when the plots were simple ana 
the technique stiíl elementary. a straightforward 
stringing together of a series of scenes was all that 
was considered necessary for unfolding the story. 
Later, the more complicated stories and the greater 
detalization of images helped to bring into use the 
flashback and the parailel action, the two devices 
of cutting which introduced the method of inter- 
mittent composición. In this way the content 
raatter of images became for the first time a formal 
element of cinematic composition. This formal 
character of the treatment of images, be it noced,

had nothing to do with their visual form; it waS 
merely a means of organizing their content —  a 
means which unquestionably has its origin in the 
peculiar mechanical structure of the motion pic­
ture. but which also has its analogues in other non- 
visual arts, as for example, in fictíon and poetry.

During the last few years some very ncteresting 
attcmpts have been made in various countries, and 
particularly in Russia, to develop other metbods of 
formal composition on the basis of image-content. 
The probiem has been attacked from two different 
sides. On the one hand, experiments have been 
tried to establish a primary cinematic unit in the 
form of a group of images constructed somewhat 
on tbe lines of a grammatical sentence- Examples 
of this method are found in Eisenstein's "Ten  
Days that Sbook the W orld" in which the use 
of symbols in the construction of various "figures 
of speech” deserves special notice. On the other 
hand. attemp*"s have been made to base the com­
position of the film as a whole on such metbods 
of formalised treatment of the image content as 
the arrangement of "rhymed" sequences with cer- 
tain images recurring at definiré intervals, or of 
whole cycles of sequences on the lines of a repeat- 
ing pattern somewhat after the manner of certain 
verse forms. Dziga Vertov is considered in Rus­
sia as the hcad of this schoo] of cinematic com­
position.

Side by síde with the line of development just 
described which is based on the assumption that 
the form  of cinematic composition is the function 
of the sum total of its image content, the history 
of the motion picture reveáis another iine of dev­
elopment which sometimes crosses the former and 
sometimes follows an independent course, and 
which proceeds from the assumption that the con­
tení maüev of a film  ¡s the function of its organized 
visual form.

Ever since the first motion pictures were made it 
has been univeasally recognized that the cinematic 
visual image has one fundamental characteristic 
which distinguishes it from the visual images in 
other arts. This characteristic is movement. Al- 
though the term. particularly in its solemn guise 
of "dynamic quality", has acquired a sort of mys- 
tic halo, it is well to remember that it is essentially 
pragmatic in its origin and represents strictly defin- 
able properties of the motion picture mechanism. 
The men who made movies when the art was 
still new and unexplored, were not theorists. All 
they were concerned with was to give their pic­
tures the semblance of life, and it took tbem but 
a short time to discover that a motionless object 
on the screen was as good as dead. Henee the 
orgy of recorded motion which distinguished the 
early movies.

It was at a comparatively early stage, too. that 
the necessity of movement not only in the charac- 
ters and objeets, but in whole scenes in relation 
to one another. was realised. T w o reasons dictat- 
ed this necessity. In the first place, there was the 
conccntrated technique of cutting arising from the 
fragmentary nature of tbe film record, which had 
the effect not only of speeding up movement but 
also of compressing time. In certain situations this
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latter cffect was found to conflict ratber too harsh- 
ly with tbe sequence of events in real time. For 
instante, a scenc sbowing a man in front of a Street 
door, followed immediately by a scene sbowing 
tbe same man inside tbe house, is likely to produce 
tbe impiession of sometbing unreal. An interval 
of time is clearly demanded between tbe two 
scenes, and thi.s is supplied by an interpolated third 
scene which niay be a cióse up of tbe man, or tbe 
view of tbe room be is about to enter, or some 
otber related tubjcct. The metbod of parallel ac- 
tion is but an extended appHcation of tbe same 
principie and acbieves a similar effect of expanded 
time which sometimes, as in tbe climaxes of Grif- 
fith s pictures, is deliberately prolonged beyond 
even tbe realistk implications of tbe subject for a 
specific emotional effect.

Tbe otber and perhaps even more importan! 
rcason for changing scenes and tbus introducing 
a greater mobility of visual images. is found in tbe 
very character of realistic acting when it is used 
on tbe screen. In real life or on tbe stage speech 
itself constitutes action. A conversación between 
two persons may contain a series of events pregnant 
with dramatic significancc. altbougb tbe person 
speaking may engage in very littie pbysical move- 
mcnt- On the screen tbe situación is different. 
Oepnvcd of bis words, even when tbese are present 
in the form of subtitles, tbe screen actor can ex­
presa himself only by means of gesture and move- 
ment. Bu- ‘,be naturalistic convención of acting 
^ c  u es all but a few of tbese forms of expression.

e inevitable result is that wbile tbe stage actor 
who uses spcech can sustain a situation without a 
cbange m the setting for the length of a wholc 
act, the screen actor finds bis resources of expres­
sion exhausted within as short a time as a minúte­
le was to relieve the screen actor of this predica- 
ment and a. the same time to give greater empbasis 
and y n e ty  to the means of expression, that long 

reduced to  a series of fragmentary 
■■an0]cs-’*í>, médium shots, close-ups and

advem nf '"^^uct.ve to note that with tbe

that the látese talkies indícate a return’to Ibe tech 
mque of the silent p.cture with ics sbort and 
f^ragrnentary scenes, only goes to prove that tbe 
handlmg of dialogue on the screen is stül far from 
being efficient and that the oíd -dynamic” form 
of composition wields a superior power of emo-
Lion l̂ spp^ai,

If the movement involved in the cbange from 
one sene to another brought to the fore the im- 
mcdiate significance of the form of the visual im- 
age, the movement rcsulting from a series of such 
changes organized in a manner conforming to a 
certain rbythmic scheme, placed the visual form in 
tbe position of the dommant factor in the building 
ot cinematic composición. At this instance it is un- 
necessary to go into a descripción of the various 
metbods of rbythmic organización of images be- 

Pomtmg to the work of Abel Gance, Leger 
and Murphy, Murnau, Eisenstein and Dovzhenko.

The important fact to be borne in mind is that 
cinematíc rhythm is a form of visual composition 
which is itself charged with powerful emotional 
appeal and at the same time, wbile remaining in- 
dependent of the image contení, conveys and shapes 
tbe latter’s appeal as well.

1  he effect of rhythm is to organize sequences of 
visible beats and accents. It establishes a visual 
continuity of intermittent images as a function of 
time, It leaves untouched, however, the problem 
of spacial continuity, of the spacial relationship 
of images to  one another as elements of the visual 
cincmatic composition. No pictures known to 
the writer have so far suggested a satisfactory solu- 
tion of this problem. And yet so long as this 
problem remains unsolved the motion picture as 
a médium of dynamic visual art will never reach 
its complete maturity. The continuity of visual 
form implies a dynamic composition of which the 
only existing illustration in other visual arts is 
found in the moving composition of ballet. Just 
as in the latter, the cincmatic visual form has to 
be built in time, and its elements of composition 
should be not static images but lines of forces or 
movements in definite directions. It goes without 
saying that movement in this sense ineludes not 
only moving objeets, not movement of images in 
time only, but aiso their movement in space over 
the entire surface of the screen. The tecbnical 
obstarles which still stand in the way of such 
dynamic composition are likely to be removed in 
the near future by the various announced devices 
for enlarged projection- In them thereforc lies 
the promise of the mature cinema whose intel- 
lectual and emotional appeal will be the function 
of its dynamic composition.

Film Problems of Soviet Russia
by H A R R Y  A LA N  PO TAM KIN

BR Y H E R , assistant editor of Cióse U p. has just 
published (under the imprint of Pool, Territ- 
et, Switzerland) a book entítled, “Film Pro- 

blcms of Soviet Russia." The title is misleading, 
fot the book is in reality a compendium of synop- 
sis of Soviet Films, with some critical commentary, 
and data anent directorial personalities, concluding 
with a chapter, from whose beading the book 
takes its ñame, on the British embargo of Russian 
motion pictures- The solé “problem” of the Rus­
sian film considered here is the non-cinematic pro­
blem of the British antagonism. Bryber’s book is 
a plea for the recognición of the Russian cinema 
by England. She stresses not only tbe artistic 
merit of the Soviet kino. but urges that vital cinema 
upon the British intelligence as quite in accord 
ideologically with the social sentíments of the free 
Briton. This would seem to cbaracterize Rus­
sian ideology as reformative in its outlook. a quite 
acceptable middleman’s social phílosopby. This 
sums up the Russian social attack as entireiy 
harmless. If that were so, the Russian film, in- 
formed by this assertive ideology, would lack the 
essential vigor which is its pbysical healtb. But
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the Russian idea is dangerous, decidedly danger- 
ous, to the prevailing acceptarions. The danger- 
ous idea creares the dangerous, or heroic, structure 
— ultimately.

The heroic structure, is not achieved spontan- 
eously from the dangerous or heroic idea. Form  
is attained only by penetration and perseverance 
and discipline. By all thr°e and not by any of 
these alone. The last two may create a style, per­
severance a manner, the three together form. Form  
is the conception constantly informing the struc­
ture. T o  understand the problcms of form in the 
cinema of the USSR, we must consider the com- 
ponents of the Russian social aititudc.

The Russian social idea is composed of the fol- 
lowing: the social-revolution, the criticism of the 
bourgeoisie, the dictatorship of the proletariat, the 
ultímate of collectivism, the re-education of the 
mass and the individual in the mass, the conquest 
of the egocentric mind. Each of these is ídenti- 
fied with the other. The Russian film, confront- 
ting these social intentions, must solve its pro- 
blems, its construction, with these as insistentes 
and total experience or final “message.” That 
the Soviet kino has been preoccupied with the in­
tegral national idea of collectivism is more than 
evident. The preoccupation has been called too 
facilely "propaganda,” with its negative connota­
ción of counter-art. But propaganda, when pro- 
foundly conccived and realized structurally in the 
form, is art. The Russian cinema, and the Swed- 
ish befóte it. have alone approximated form,

T h at the approximations have not as yet been 
extended into a completed structure is due to a 
number of disturbantes, vacillations in the inclus­
ive idea, which induce vacillations in structure. 
These vacillations are: the concern with the ego­
centric and the deflection from the relevant me- 
thod, The latter refers to the failure to discover 
the correct conversión of a profound and inferen- 

tial social material into motographic treatment, 
Or to put_ it more simply: the Russians persist, 
generally, in a method ill-suited to their material. 
The method is the American muscular movie, 
which served as inicial instrucción to the Soviet 
Cinema and which has persisted, in the work of 
Pudowkin espccially, as the Russian médium, per- 
fected beyond naive American uses. However, 
the Russians have recognized that this tecbnique 
can go no further and, as Eisenstein has said, can- 
not satisfy the teflectioe protesses. W c begin to 
see che new and intrinsically Russian film in Dov- 
zhenko s Arsenal- In this film che early Russian 
juxtaposition of the individual and his analogy 
(the simile) become, at least in intención, a struc­
ture of integrated symbolism with a new non-ver- 
bal continuity or logic. The symbol in  the real- 
istic structure— a simplism intended ultimately as 
a kino language —  is substituted correctly by a 
structure meorporating the symbolic conversión of 
the realistic detail, such as the human personalíty.
So is one probiem of the Soviet cinema being met.

A vexing probiem is that of the individual in the 
film, to what extent shall he be expressed? Rus- 
sia is troubled by this matter, as the criticism 
dealt Protozanoff’s T h e  M an from  the Restau-

4

rant testifies, Eisenstein, interviewed in France. 
has remarked with severicy upon what he terms 
the retrogression in the Russian film, the back- 
step to the single personage. He adds, however, 
that this is only a momentary withdrawal for an 
accumulation of strength toward a fqrthcr ad- 
vance. 1  o Eisenstein, the constructor of mass- 
film cdifices, the intellectualist and classicist of 
the Russian film, complete objectivity is pos- 
sible. He does not penétrate the individual and 
rhere is a question in my mind whether he has 
penetrated che social inference contained in the 
mass-expression. I await his rendering of the 
rcflective- But to the other film makers of Rus- 
sia, the individual is an experience. The prob­
iem becomes more simplified when we ask: how 
can the individual as an experience become the 
social idea as an experience? The answer is 
contained in a number of films: from Pudowkin 
to Dovzhenko. In these the treatment is not con­
cerned with the narrative of the individual caught 
pathetically in the social morass, or fate —  the 
Germán and American evasión of the social criti­
cism contained in the plight of the individual (see 
T h e  Last Laugh and T h e  Crowd')- The in­
dividual in T h e  End of St. Petersburg and Arsenal, 
in 5form over Asia and In  Oíd Siberia, is the con- 
centration of the social forcé. For a moment one 
expected such concentration in T h e  Man from the 
Restaurant, when the walk-out oceurs, but the 
film disintegrates into a palpably American story 
of the rich villain and the young hero and puré 
heroine.

A  third probiem arises from the educational 
purpose of cinema production in Russia. How 
can this purpose be rendered cinematically? E i­
senstein approaches this probiem from the objecc- 
ivity of the newsreel. A very delicate operation 
is involved, to subtilize the didactic. Nothing is 
impossible in the film, everything is its material. 
The probiem is an intellectual one. T h at is where 
intellcctuality enters the cinema,

A lesser probiem, but an important one, is the 
criticism of the bourgeosie. U p to the present that 
criticism has been mostly a too Dickensian 
caricature of certain gross types, not a revelation 
of basic errors which are expressed in viclous ten- 
dencies. In other words. types have been ridiculed, 
but the bourgeois ideology has not yet been 
criticised. An attempt at organizing a critique 
condemnation is the sequence of two conducís, 
such as, men dying in battle, rhe exploiter indulg- 
ing his appedie. This is, of course, elementary, 
but it is necessarily so. The first criticism had to 
be visceral. T he criticism of the fundamentáis is 
a development.

(T o  be com inued)

Experimental Cinema is publisbed mocthly by the 
Cinema Ctafcers o f America at 1629 Chestnut St., 
Philadelphia, Penna., U. S. A.
All manuscripts and subscríptions should be maiied to 
the íbove address.

Price S 2 .0 0  a year; —  20c per copy.
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Film Dirección and Film Manuscript
By  W SEV O LO D  L. PU D O W K IN

Translation by Christel Gang made from thc Germán of Georg and Nadja Friedland. Edition 
Verlag der L k h t Bild Buhne. Copyright 1930  by Seymour Stcrn.

IN T R O D U C T IO N

T
h e  foundation of film-art is m o n t a g e .  
W ith chis password advanced the young cin- 
ematography of Soviet Russia. And to this 

day, it has lost nothing of its (original) sign­
ificante and effect.

It must be stated, that the concept "Montage” 
is not always correctly comprehended or judicious- 
iy interpreted- Among many people, the naive 
conception prcvails that by montage ís to be un- 
derstood a simple pasting-together of the film- 
strips in their temporal sequence. Others again 
recognize only two kinds of montage: a quick and 
a slow. But thcy fotget —  or-they do not know 
in the first place —  that the moment of rhythm  
that is the law, whích determines the variation of 
short and long film-pieces, ís far from exhausting 
all posibilities of montage.

Allow me, by the way of elucidation, to draw 
upon anothcr art-fotm, literature. in order to bríng 

of montage and its future pos- 
sibilities more clearly into focus. F o r the poet 
or the writer, the single word represents the rave-

most varied meanings, 
which first become defined through the word’s 
position in the sentence. If, however, the word 
is dependent upon the potencialities of the com- 
position, its strength and effect will be variable 
tintil it is a part of the fully realized art-form.

film-director, each scene of the finished 
nlm significs the same as the word for the poet. 

esitating, selecting. discarding, cross-checking, 
e stands before the film-píctures and only through 
e conscious. artistic composition are the "mon- 

tage-sentences” created, out of which, step by 
ste^ emerges the definite art-work, the film 

The expression, that a film ís "turned” *, is 
enureiy talse and must be baníshed from film- 
language. A  film is not "turned” —  it is 

u I / í out of the individual little picture-scenes, 
which represent che raw-material of the film.

en a wricer uses a word, for example, biccb, it 
registcrs, so to speak, the protocol of a definite 
o ject, but it is void of soulful substance. Only 
in relationsnip with other words, only within the 
trame of a more_ complicated form, does it receive 
hte and reality in art. I open a book, that lies 
befwe me, and read: "T h e  tender green of the 
birch-tree ’ —  certainly no first-rate composition, 
but it reveáis distinctly and exhaustively the dif- 
ference between the single word and a word-struc- 
ture, in which the word "birch” has no longer a 
protocol-designation, but has assumed literary 
form. The dead word has been stimulated into 
Ufe through art.

I maintain that every object which has been 
photographed from a definite vicwpoint and is 
shown upon the screen to the spectator, is a dead 
objeci, even if it has moved before the camera. 
The independent movement of an object before 
che camera is still no movement on the screen;it 
is no more than the raw-material for thc future 
montage-structure of the movement, which re­
presents a composition of a number of different 
film-pictures. Only when the object is composed 
out of a multiplicity of individual pictures when it 
emerges as the synthesis of different individual 
picture forms. does it possess filmic Ufe. Exact- 
ív as the word birch, it transforras itself through 
this process from a kind of protocol (recording), 
photographic copy of nature, into filmic form-

Every object must be so brought upon the screen 
through montage, that ii receives not photographic, 
but cinematographic, reality.

W e see that the sígnificance of montage and its 
sphere of work for the director is far from being 
exhausted by a succession of contents or by the pre- 
sentation of a time-rhythm. Montage is that 
primary, Creative moment through which, out of 
a soulless photography, (the individual film-pic­
tures) the living, cinematographic form is created. 
It is characteristíc that in the presentation of a 
filmic form very different types of material may 
be used, which, in reality, have reference to entire- 
ly different appearances. AIIow me to cite, as il- 
lustration, an example from my last film, T h e  End  
of St. Peíersbury.

At the beginning of the reel. which is devoted 
to  the war, I wished to show a tremendous dyna- 
mite-explosion. In order to endow this explosión 
with the complétese authenticity (of effect), I had 
a great mass of dynamite buried in the earth, and 
photographed the blast. The explqsion was truly 
extraordinary —  only not in the film. On the 
screen it was a tedious, lifelcss affair.

Later, after long searching and testing, I mount- 
ed the explosión according to the effect I désired, 
without, however, using one single piece of the 
material first photographed. I photographed a 
flammen-wertcr, which threw out a thick column 
of smoke. In order to give the effect of the con- 
cussion, I mounted short shots of a magnesium- 
flame, in rhythmical change of light and dark. 
In between, I placed a "stock” shot of a river. 
which seemed to me suitable here because of its 
particular light-effects- Thus, finally, there carne 
into manifestation the effect I had desired. The 
bomb-explosion was now on the. screen: what it 
corresponded to in actuality might have been any-
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thing at all, except a real explosión.
W tih Ibis example I will say that montage ís 

ihe cceator of filrnic reality, and that nature re- 
presents only the raw material for its work. That 
is decisive for the relationship of film and actual- 
ity.

This thought leads inevitably to consideration 
of the actor. The individual who ís photograph- 
ed is only the raw material for the future com- 
position of bis form in the film, effected througb 
montage. Wben in my film, " T h e  End  of St. 
Petersburg, the task confronted me to depict an in­
dustrial magnate, I sought to  solve the problem 
by mounting {associating) bis figure with the 
rider-statue of Peter the First. I maintain, that 
the form so composed with an entirely different 
reality, takes the place of the mimic of the player, 
whkb usually smacks of the theatre.

In my earlier film M other, I wanted to affect 
the spectator not through the psychological repre- 
sentation of the player, but througb the médium 
of the depiction through montage. The son ís 
sitting in bis prison-cell. Suddenly a scrap of 
paper is slipped mto hís hand, (containing infor- 
mation) that he is to be set frce the next day. It 
was now a question of bow to portray his joy  
filmically. Merely to pbotograph the joyously 
excited face would be ineffectual. So I showed the 
play of the hands and a huge dose-up of the lower 
half of the face, of the laughing mouih. These 
sbots I mounted together wiitb entirely different 
material, For instante, with shots of a turbulent- 
ly flowing spring stream, with the play of sun- 
beams, whích blended with the water, of birds, 
that played in village ponds, and fínally with a 
laughing child. Thus, the cxpression of the “joy  
of the prisoner” seemed to me to have been formed.
I do not know how the spectators have taken to 
my experíment: I myself am profoundly convinced 
of its effect,

Cinematograpby strides forwatd at a rapid 
tempo. Its possibilities are inexhaustible. We 
must not forget, that it is only now coraing into 
its own as a true art, since it has only now been 
freed from the dictatorship of alien art-forms, for 
example, the theatre. Now it stands on the feet 
of its own methods.

The will, ^0 suggest thoughts and emotíons 
from the screen to the public through montage, 
is of emphatic significante, as it dispenses with 
theatrical {sentimental, mandlin) titles. I am 
firmly convinced that this is che path along which 
this great international art of the film will con­
tinué to progress.
Beclin. June. 1928  W . Pudowkin

FO R W A R D
The manuscripts that are submitted to pro- 

duction-companies have usually a very hetero- 
geneous character. Almost all of them represent 
che primitive rendición of some fictional content, 
with which the authors have obviously troubled 
themselves only in order to relate some action, and 
utihzmg for the most part, literary methods and 
nc3t stoppmg to consider whether the material sub- 
m itt^  by them will be interestíng in cinemato- 
graphic treatmenc* This question, however, is

very important. Every art possesses its own type 
of material-formation. T h at naturally applies 
also to the film. T o  work on a manuscript with- 
out knowing the working-methods of the director, 
without knowing the methods of shooting and 
cutting the film, is just as senseless as to give a 
Frenchman a Germán verse in literal translación. 
In order to convey the correct impression to the 
Frenchrnan, one must re-form the verse with due 
recognition of the peculiarities of the French poetic 
metre. In order to create a manuscript suitable 
for filming, one must know the methods through 
which the spectator can be influenced from the 
screen.

Sometimes, however, the view is advocated that 
the author has only to give the general, primitive 
outline of the action. The entire filmic adapta­
ción (according to this view) is the concern of the 
director. But this view is entirely false. One 
must always bear in mind, that in no art can the 
Creative process (formación) be divided into isola- 
ted stages, independent of one anotber. If one 
reflects on the thcme, the final form of the film 
will certainly appear only in unclear outlines. But 
the manuscript-wficer must have an image-con- 
ccption (Vorstellung) of this form; he must create 
material sufficiently suitable to provide the direct­
or with the possibility of creating a producción of 
filmically powerful effect, Usually, the result is 
entirely ocherwise. There generally emerge out 
of the first scenario-attempts of the author a great 
deal of uninteresting, verbal, insurmountable bind- 
rances that present obstacles in the path of filmic 
adaptation.

It is the task of this study to offer an elementary 
knowledge of the fundamental methods of work 
on the manuscript._ A  manuscript can be built 
as drama, and then it will be subjected to the laws 
which regulated the construcción of a drama. In 
otber cases, it can approximate the novel, and ac- 
cordingly it will be defined by other construction- 
prínciples. But in the present work these ques- 
tions can be only hastily toucbed upon, and readers 
who are particularly interested in them, must have 
recourse to special works.

P A R T  I
T H E  M A N U SC R IPT  

What Is Meant by the Continuity?
It is generally known, that the finished film 

consists of a whole series of more or less sbort 
scenes. which succeed one another in a definite se- 
quence-series- In the development of the action the 
spectator is transported to one or the other place, 
or, even more than that: he is shown a scene. a sit­
uación or a player not as tocality-appearance.__ but
the camera selects single parts of the scene or of the 
human body. This style of the building-up of 
a picture, which divides the material into elements 
and then builds out of them a filmic whole, is call- 
ed the cutting o f the film  or the "Montage” . More 
will be said about that in the second part of this 
work. For the present, it is only necessary to  al­
inde in passing to this essential form of film-work.
In filming the manuscript, the director is not in 
posición to take the shots according to sequence, 
that is, to begin with the first scenes and to follow 
the xhots through to the end in logical order. The
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reason ts very simple. If a decoration (set) ís 
built, it almost always develops that the scenes 
playing within chis decorative fíame are scattered 
tbrougbout the mamiscript. If the idea should 
oceur to the director to proceed after the shot of 
this scene to the following scene in che manuscript, 
which takes place in an cntirely different location, 
it would be necessary from the start to build an 
extra-ordínary series of settings. which would con­
sume an inconceivable amount of space and an 
equally inconceivable amount of material. Final- 
ly, a whole mass of sets would stand there, but it 
would not be possible to have one or the other 
pulled down.

T o  Work in that fasbion is naturally impossible. 
Neither the director ñor the player. therefore, has 
the possibility to work in continuity-form. 
Through the loss of this possibility, at the same 
time, the unity. the style of the work and, with 
that. its effect, are imperilled. In order, therefore, 
to assure this structura! (spiritual) unity. a method 
must be found, which, despite the fragmentization 
of the individual shots, will warrant a unified 
form of the whole. Above all, it is necessary to 
Work out the manuscript in advance in the min- 
utest detail, and the director will only then achieve 
positive results if he forms each single detail film- 
ically, the final goal always before his eyes., In 
this peparatory work the style must be created, 

the valué of the art-work. All 
individual, sepárate placements of the (camera) —  
apparatus— far. near, cióse up, above-angle, etc.

all technical properties. which connect a shot 
with tl^ preceding and the succeeding shots, every- 
ihmg that constitutes the inner contents of a scene, 
must be precísely established, otherwise in the film- 
mg of a scene picked out of the middle of the man- 
uscript, irremediable mistakes will oceur. Thus, 
the contmuity, that is, the finished shooting-form 
OI the manuscript, represents a new and final-de- 
rmitivc establishment of every single detail, with 
provisions for all technical methods that are re- 
quisite for the shooting of the scenes.*

T o  require of the authors, that they write theit 
work in such form. (virtually) means to make di- 
rectors out of them. But this work must be ac- 
complished even if the authors do not furnish a fin- 
isbed shooting-"Stahlmanuscrípt"*, in which case 
they must provide the director with a series of cs- 
sential stiraulative Ítems. The more technically 
detailed the continuity is worked out. the more 
possibilities will be at hand to realize on the screen 
the visual appearances which the author has pre- 
sented.

T he second chaptec of Part !  of Pudowkin’s 
book wil! appear in the next number of E X ­
P E R IM E N T A L  CIN EM A, and further transla- 
tion of the entice book will appear serially there- 
after.

" í .  p,, cranked" or revolved,

•This sentence defines whac is meant by a ''Stahlmanuscripl" 
(ileel-m anusirxpt) . __  C. G.

Analytícal Treatíse on (he Dreyer Film, 
"The Passion of Joan of Are” with Ap- 
pendix of a Constructive Critique.
(Translated from the Germán Original by 

Christel Gang of Universal Pictures Studio). 
by W ERNER KLINGLER

M
o r e  correctly stated, the film should be 
inasmuch as the montage-form and the 
called "T h e Trial Day of Joan of Are”, 

technique, which director Dreyer employs here, 
grow out of the embodied material and subject; 
the conflict between the clergy and the primitive, 
but faitb-exalted, individuality, Joan.

Apart from its polítical significance, the col- 
lective belief-form of the church is shaken. by this 
simple ecstatic giri, to its foundations.

As with Bernard Shaw, it became an absolute 
necessity that Joan should suffer death. T o  ex- 
press it in terms of Dostoievsky (Grand Inquisi- 
to r * ) , the returning savior would be once more 
nailed to the cross.

Viewing it in such a light, Dreyer selected the 
rhythmical, raw structure. He had to  develop 
the film in such a way that Joan represented the 
combatible almost static center-point of the im- 
age-whole, and the judging council around ber 
had to stand out in sharp, active contrast. Slow- 
ly, but surely, the circle narrows doser and closer 
upon her, straining towards a verdict. ‘

Therefore, the seeming monotony of the film- 
rhytbm up to the torturc-scene has been con- 
sciously planned, for the exhaustive legal quibbling, 
the length and the moriotonous form of conduct- 
ing such a trial can in itself forcibly lead to  the 
desired testimony, This torturous procedure on 
trial is not only medieval, but is still in our mod- 
ern era applied successfully by the pólice,

A  great deal of comment was made against the 
close-up treatment of this film, without anyone’s 
really offering a convíncing argument.

This close-up technique evolved, and it was 
postulated for this film, as already mentioned, out 
of the material that had to be embodied. and it 
is this particular film s own style inasmuch as the 
theme is not conveyed by abstraer pantomimic ac- 
tion, but rather by a more spiritual one. 

P R IN C IP L E :

T he impression produced through such a 
type of picture-and-montage form depends 
upon rhe association of expression from  
close-up to close-up, plus dynamic rhythm.

T o  determine more dearly the necessity of the 
close-ups here, I should like to state that the psy- 
chological characters in their strong divergente had 
to be absolutely kept apart from one another, as 
every psychological type in this film represents 
a World in itself. Understood in a purely optical 
way, these types had also to be separare and dis-

•In T h e  Brothers K aram azoff.
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tinct (particularly Joan ) and a recíproca! mental, 
as well as physical, contact takes place across the 
frame of each scene and across the intercut of the 
scenes of the picture.

A  typical example of this conflkt-contact of 
types is che scofiing-scene; An English soldier 
tickies Joan with a long straw. If Drcyer had 
taken the two, that is, the soldier and Joan, and 
placed them into the same frame, Joan would have 
lost (sufFered) (for the spectator) in formal sign- 
ificance. The director therefore keeps the two 
strictly sepárate, and goes so far that he does not 
even show us the soldier’s hand, but only the 
moving long straw as it tickies Joan's face.

By this cut, all physical elements (of the 
soldier) have been climinated from the shot of 
Joan, and only the base conduce on the one side. 
and the emocional reaction of Joan, on the other 
side. domínate the scene. T h at is, —  absoluto 
concentración on the head of Joan. Then. when 
Dreyer cuts iack to the soldier, the latter strikes 
US as doubly raw in bis coarseness.

Elucidación of the picture-composition: M ED. 
GLOSE S H O T : The soldier’s body is tumed 
towards the camera, His head and glance are 
turned towards the right frame. His extended 
arm and hand with the long straw begin moving 
towards the lower right comer of the frame. Ful- 
ly aware of his power, the soldier grins sadistícal-
ly-

In contrast; GLOSE U P  of JO AN , Mov- 
íng from out of the lower left córner, the long 
straw appears upon her face, without the soldier’s 
hand.

Through this compositional structure, Joan is 
reflected in the glory of martyrdom, similar to 
that of Ghrist in the Scoffing-scene.

Dreyer no doubt was fully aware of this and 
deliberately chose the Christ-motif, but, as the 
symbolicai parallelism did not lie so cióse ac hand, 
it had to  be first creatively "discovered" as “plás­
tic material.”

Once more to empbasize the necessity of the 
close-up in this film, I sbould like to mention 
that the c!ose-up is used to express emotion, The 
most sensitive mimica! valúes are given their full 
worth. Thoughts, even the most hidden psy- 
chological functions, which speech and a the- 
atrical performance have never been, and never 
will be, able to convey, become revealed to the 
audience.

If I wished to classify Dreyer’s spccial film- 
style, I would use che formula;

PSYG H O LO G Y TR A N SFO R M ED  
R H Y T H M IG A L L Y  IN T O  PIG TU R ES.

It is self-evident,_ that this particular psycholo- 
gical note in a film presupposes, first, excep- 
tionally trained acting material, and secondly, 
an intellectual spectator, as only in such a 
spectator, who possesses a wealth of association- 
conceptions, can this filmic quality and poteney 
evoke its fullesc response.

Certain it is, that such a film is not for the 
masses, because for the unschooled, primitive spec­
tator the significance líes in action, in rhythmic 
and atmospheric presentation. Thus, the torture-

scenes and the burning at the stake in Joan will 
make the fastest and strongest impression. The 
mspired, superb performance of Mlle, Falconetti 
is universally acknowledged.

Before the first significant rhythmical highspot. 
the torture scene, the curve of action leaps several 
times abruptly, upwatd and downward. The 
change in the curve of action oceurs in those mo- 
ments in which Joan becomes increasingly help- 
less in the face of the questions directed at her by 
her judges, who press proportionately closer.

In such scenes Dreyer diminishes the camera- 
distance from bis objcct, while through quickened 
action and a lightning-like change of pictures, the 
broad rhythmic structure becomes interrupted.

Bcast-Iike, the heads of the priests from out of 
the depth of the picture, drive into the foreground.

A  brilliant example of this montage-treatment 
is the following scene:

GLOSE U P ; The head of Joan, front view.
T o  her r ig h t---------

The head of a pricst in profile. 
The priest scolds at Joan.

SINGLE
FL A S H E S ; Head of Joan— Head of priest

’ ’ closer
—  lower face, priest

closer
” —  Mouth of priest, very 

large-
Upon her cheek the spit of the priest. Joan in 

such scenes actually steps out of her static reserve 
and moves with purely pantomímic gesture and 
emotion within the frame of the picture.

As already mentioned, with the scene of torture 
starts an importan! acceleration in the rhythmical 
structure.

W ithout appeaiing to the lower instinets of ihe 
spectator, this scene carries an immense, impressive 
power The spectator rcceives. so to speak, “ an 
aesthetic emotlonal shock.” He is swept away by 
the rhythmic action and he experiences the swoon- 
ing of Joan.

Just as the complete scenk architecture has been 
maintained throughout in white, so also has the 
torture cbamber been kept in white. Any kind 
of medieval, mystkally sbrouded atmosphere has 
been carefully avoided.

Through a compelling door, Joan steps into 
chis glaring white, cruel reality.

For ihc psychology of the inquisitors Dreyer 
finds the most cloquent plástic material, T o  be 
sure and not to miss anything of the approaching 
spectacle, a priest, amidst the repressed excítement, 
gets a chair from the farthest córner of the roora. 
Holding it high, he swings it across the heads of 
the others and places it in the front row.

The age of torture becomes completely revealed 
in its blunderings and its perversity, and stands 
clearly condemned.

(T h e camera follows the chair as it is being 
carried through the room ).

A  flash-shot displays the torture chamber in 
its totality. Fantastk machines and large wbeels 
(black against the white background) create a 

foreboding of something dreadful. As quickly as
8
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this static scene is wíthdrawn from tbe eye, nev- 
ertheless as forcefully the impression is held. The 
future proceeding in all its horror is foretold. 
Immovable in the foreground stands the attendant 
of the torture instruments. Significant in his in- 
significant corporality.

In cióse rangc, one beholds how a certain fluid 
is poured through a íunnel. An array of funnels 
is shown graduating in size. Next, an array of 
saws, in the same order. The arrangemcnt in its 
gradation indicares the degrees of torture (mon- 
tage-typc of association).

At the sight of these instruments Joan impresses 
upon her judgcs tbat “even if she should confess 
under torture, she wouid later recall everything.”

And now the attendant turns one of the big 
wheels of a kind of revolving machine.

From a new angle one sees the broad side of 
the large wheel, spiked with hundreds of nails, 
turning from che upper side of the picture towards 
the iower. ¡

By way of a masterful montage-constmction 
Dreyer pulís tbe emotional-condition of the spec- * 
tator into a mad whirl. He cuts continuously 
back and forth, from the revolving wheel to Joan; 
in each montage-picture the large wheel turns 
faster and faster. simultaneously drawing closer 
and closer iuto the frame, until finally, covering 
tbe wbole screen, it reaches the point of culmina- 
tion when Joan faints away.

And here the filmic rhythm falls back into a 
broader líne.

In the bleeding scene that follows I wouid like 
to point out an important moment.

With^ one hand che surgeon stretches the skin 
of Joan s arm. T he other, holding a knife, he 
raises to  cut.

The blade-point of the knife is set tighc against 
the skin, so that the spectator cxpects to  see a cut 
and the blood oozing, —  but —  the hand holding 
the knife stops short, —  in order to make im- 
mediately another attempt.

At this instant, Dreyer cuts into a new scene, 
i- e., to a priest, followed by tbe camera which 
moves from right to Icft as he passes along a hall- 
way,

It is seldom tbat Dreyer chooses from a tradi- 
tionally-optical horizontal angle.

The possibilities of a photographic apparatus 
were applied by him to their fullest Creative cxtent. 
Our eyes which are governed by certain laws of as­
sociation, are being educated here to an entirely 
new sight, and actually the visión gains signifi­
cante, plasticity and depth.

One is astonished at the variety and power of 
these new, optically created forras.

For example, the first exterior shot is taken 
slantwise, downward at a stone-paved surface. 
In the foreground only legs, waiking, are seen- 
In the background, in perspeccive shortening, the 
pcople become visible, into full view.

Tbe atmospberic weight of this scene lies in the 
legs on the ground, on their way to the cemetery.

The polaric dramatic tensión of the scene at the 
cemetery is held by the executive priest and Joan.

Slantwise, looking upwards. the priest is caugbt 
standing bchind a bigh desk in such a way, that

the edges of his desk where they run together form 
a triangle, facing the camera.

Figuratively speaking, Dreyer also, carries the 
action to extremes.

Quickly, facing the camera, the priest directs 
his questions at Joan and places her at the choice 
between lifc "«nd death.

He points to a grave that h  being dug. She 
glances over, and beholds a row ot floivers, as they 
are blown by the wind. (M ooing shot to the 
flowers in opposition to che static shot of the 
grave).

W ith this coraparative reflection (contrast- 
moncage) Joan decides to save her life by abdica­
ción, and becoming for the first time, unfaithful 
to hcrself, she signs the document.

The crowd, having gathered around this scene, 
rushcs back to the county-íair.

Taken back to her cell, Joan has to submit to 
tbe cutting of her bair-

Parallel with this action one sees again the 
county fair, tbe masses in their yearning curiosity 

> for change, for a spectacle. Alrcady they have 
forgotten Joan.

And now, in the cell upon the floor, Joan's 
hair is being swept up by a servant, with the hair 
also her selfwoven crown of cord.

Her kingdom being swept away thus, before 
her eyes, suddenly she realizes wbat she has done, 
and she screams for revocación.

Resultant verdict: Death at the Stake.
From  now on, the rhythmic structure of its 

line of motion mounts in stcep ascendency towards 
the highpoinc, towards the solution, towards the 
end.

All of a sudden Drcyer's camera becomes extra- 
ordinarily mobile. T he following scenic construc­
ción is drawn into the rhythm of the flames.

After the preparación for the burning has 
been completed, (such as catrying of stones, wood, 
raising of pole, nailing of the parchment with 
the accusation to tbe pole), and after the crowd 
has deserted the county-fair and comes rushing 
once more towards the stake. Dreyer divides, with 
Joan's walk to the square of execution, to the wood 
pile and stake, the scenic structure into different 
acfions and movements, each o f which falls into 
a shorter and quicker tempo the faster the burning 
process advances.

T b e  5 elements of motion, abooe mentioned, 
are mounled within each other.

(1 )  Doves
(2 )  Fire
(3 )  Priest
f4 ) Crowd
(5 )  Joan as the centre.
(1 )  '—  In the plástic material of the D O V E S. 

Dreyer finds for Joan a continuous psychological 
process, a most expressive and moving symbol.

As Joan wálks to the place of execution, a 
.. frightened flock of doves soars upward-

Tbereupon, after some other scenes mounted in 
between, the doves light on the highest c r  o s s 
of the church tower.

Furtber scenes of the process of burning are 
mounted in between.
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In formation a flock of dooes flies up into the 

sky.
Further scenes of the burning-process in be- 

tween.
T he formation of doves flies higher. 
fu rth er scenes of the burning-process in be- 

tween.
T he doves fiy still higher.
Further scenes of the burning-process in be- 

tween.
T he doves are high, at a vast expanse from  the 

eartb; they are visible merely as Hule specks.
The "puré soul" ¡s carried by the doves (de- 

liverance) into infiníty. Simultaneously they re- 
present for Joan a médium of overcomíng the 
agony. From  the cross and the doves she rcceives 
the capacity of overcoming,

( 2 )  —  The T IR E , the process of burning, re­
presenta the rhythmícal counterpoint-

The higher the doves soar, the faster the flames 
devour, and the whole procedure is enveloped in an 
earthiness.

Later on, wnen Joan has disappeared from the 
stake, when the parchment, as if in anguish, has 
burned, íts ashes blown to the winds, and when 
oniy the bare pole wíth the nail remains in sight, 
then all human arrogance of judgment stands 
stripped to its basest nakedness.

The camera shows the burning stake from all 
angles. In constant repetitive back-and-forth 
movements it catches the flames.

( 3 )  —  and
( 4 )  —  PR IEST S and CRO W D  plus F IR E  (2 )  

form together a rhythmic collective.
Again and again the priest is shown. The 

tall cross held by him towards Joan, becomes like 
Joan, smoke-enveloped, and is smoked out.

W ith frantíc entreaty be screams his prayers 
to drive out the devil that is not there,

The action here starts its development moving 
into a regulated function of onft'rAesís, (Heracl- 
itu s), as the crowd is itself, with the beginning of 
che insurrection, goaded by the devil,

The brutal mass, the people, are caught here 
specifically, in that Dreyer continuously cuts in 
with vatied types in their reaction to Joan.

Camera movements to right, to left, upwards 
and downwards.

( 5 )  —  T o  all this, JO A N  remains the center. 
Everything reacts towards her. Optically to her 
head.

Stirring, how she lifts her own shackies ! The 
camera follows the movement exactly as she as- 
cends the stake.

Joan then becomcs the personification of the 
“God forgive them, for they knoiv not ívhat they 
do.”

Up to the start of the fire, she feels the sedative 
of a dtink, which a peasant woman bad extended 
to her on her way to the stake.

Her trembling nostriis betray the first sign that 
the stake is burning. Then the fire itself be- 
comes evident.

Her last words are:
"O U R F A T H E R ”

(T h e  length of this title is held at such a short 
tempo that it appears as if these words had escaped 
her mouth with her last breath).

W ith her last words. a spark of intuicive realíza­
lo

tion strikes the mass of people. One of them turns 
around and screams:

"Y O U  HA V E  K IL L E D  A  SA IN T  !”
And with that, the devil whom they wanted to 
drive out from her. turns into them. and destruc­
ción revolt, chaos follow. The etetnal struggle 
over belíef, over the Deity.

Dreyer shows the course of the struggle in an 
optical distortion. The eye is forced to follow 
the discordant change of black and white. The  
thought-response of the spectator becomes difficult. 
T he scenic confusión also bewilders the spectator.

Demonstraled graphically, the seqúense at the 
stake represents upon the screen 5 mayor points of 
motion-

The pole with Joan as middle-point (5 )  creares 
a vertical, which moves from the screen-center, 
Joan's head. partly upward, into the irrational. the 
doves ( 1 ) ,  and partly downward. towards the 
burning pile ( 2 ) .

The mad-house, the world, the county-fair (4 )  
and the church (3 )  move in the rhythm of the 
blazmg fíame ( 2 )  rotating faster and faster cround 
the pole where Joan is bound.

This film is no doubt the most completely at- 
tainable form of the "silent era.’’

A  masterpiece, such as T h e  Passion o f Joan of 
A re, has a right to be called a classic, for it pos- 
sesses lasting morit.

As the ‘‘film'' represents in itself a collective art- 
form. and depends entirely upon technique, the 
"talkies” today present the antithesis.

W ith relentless logical necessity. however, we 
are stepping out of the present-day forms and 
dilemma of styies into the purest and most complete 
film-form, the filmic synthesís.

W ith the harmony of light (picture) and tone- 
valuc (music) we come to the

SYM PH O N IC SO U N D -FILM

A PPEN D IX
Construttive critical commfnt on th« collective 

raontage o f Jo a n  o f  Are.
Id the first pact o f the film. ín order to break down some- 

what, the justified monotonr, the distaaces o f dose-tips from 
Joan to che priests sbould have been from the very beginning 
increasingly widened.

Then, with the idea of advancing towards a circularly 
d i m i n i s h  i  n g endosare, the possibility lies opea to 
lesscn by degrees the distancea, i. e.. in gradually drawing the 
priests closer and closer to th* camera.

Simultaneously with the advance o f the circle, straíning to 
cióse in on Joan, more and more the priests should have been 
shown colicctively. in order to emphasize in coatrast their 
basically psychological differencc.

The screen-surface thus, first, through the constant clos- 
ing-in of the camera upon the single hcads, would become 
gradually fillcd. and secondiy, at the same time, by the in- 
creasing number o f heads at the final encircling o f Joan, the 
surface would bccome completely covered, so that no opea 
space wonld be left.

This type o f montage would permit a greater play o f ten­
sión, and upon this path o f the purely ‘ 'optical" (not 
rhythmical) the monotony o f the rhythm would become re. 
leased.

Constructive critical comment on the Individual Montage.
M ED IU M  S H O T : Pantomimically a priest, wíth his 

lifced forefinger, gives significance to the words:
T I T L E ;  "W e, the church. gather the sheep that have 

lost their w ay."
C L O SE-U P  o f the hand with the poínted index-finger 

should have been cut in at chis point, to symbolize the col­
lective church-idea.
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THE MODERN SPIRIT IN FILMS
Motion: The Médium of the Movie

By  B A R N E T  G. BR A V ER -M A N N

T
h e  limitations of an art give to ít individual 

character. In the limitations of the médium, 
the artist finds a means of stimulating rather 

than of restricting his cxpression. W ith every méd­
ium for art cxpression the mechanics through which 
form is realized are inherent in the naturc of the 
médium itself. The dramatist thinks in terms 
of speech, the sculptor in lerms of day  
and marble; the composer and musician in 
terms of sound; the writer in terms of Vî ords; the 
maker of motion pictures in terms of motion and 
Hght. T o  exprcss an idea belonging to a particular 
médium through the mcchanics of another médium 
results in the negation of both forms. T o  apply, 
let US say. sound, speech, color and text or words 
to the médium of filmic motion subjects the me­
chanics of these various media to an arbitrary, false 
technic which emphasizes its limitations as weak- 
nesses rather than as potentialities. A  relation 
between the thought to be conveyed and the means 
üsed to express it does not exist. T he result is a 
hybrid form.

For the most part producers in American studios 
have been contcnt to  adapt the mechanics of other 
arts to the films rather than to develop to the ut- 
most the poss’bilities of filmic motion as a médium. 
Thus, they have borrowed from the stage, from 
literature, from music, from painting. By bor- 
rowing from other art forms the picture makers 
have hindered the logical development of the movie, 
insofar as they have consciously or unconsciously 
repressed the Creative impulse in the industry to- 
wards the development of the motion picture as an 

When the médium is impeccably handled, 
whether in painting, music, che theatre or the cin­
ema, there is no separación between the idea ex- 
pressed and the médium through which it is ex- 
pressed. In view of the misunderstanding that 
has been caused by novelties such as the talking 
and sound films, it behooves all of us who are in 
any way identified with or interested in the mo- 
lion picture to  ask ourselves critically, “ What is 
filmic motion as a médium?"

^''^5 since the producers deserCed the early man- 
ifestations of motion in slapstick and old-fashioned 
nielodramatic action in the movie for the dubious 
practice of adapting the mechanics of other media 
to Chat of the motion picture, the American silent 
nlm has remained, artistically speaking, in a rut. 
i o be sure, the picture makers naively hoped to 

•mprove the films by reason of these'literary, che- 
^*tical and statically pictorial embellishments, but 
they succeedcd merely in incrcasing the difficulties 
of producción. Unhappily, they failed to re- 
cognize the most significan! elemenc in the films: 

k  ̂ 'trounfiníf of filmic motion— without which 
there could be no motion pictures . . .  no images, 
patterns, masses or lines in motion,

Since motion breaks down the static scene, the 
statíc visual composición, it has no connectíon with 
the laws of design and movement as applied to 
painting and pictorial composición. Howcver 
much painting may suggest movement of pattem  
and Une. mass and volume, it is static whereas 
the movie gives continuous mobility to these 
elements.

Since filmic motion conveys thoughts by means 
af a succession of flowing images, it has no conncc- 
tion with the médium of words.

if ie
Sínce the images in motion are silent, then mo- 

tiop as a médium has no connectíon with ñor re­
lación to music and the mechanical devices for the 
reproducción of sound. Objects and images in 
motion can graphically suggest sound in the mind 
of the spectator as has been proved by every mo­
tion picture_ true to the médium, from Mack Sen- 
nett's slapstick comedies to the more sophísticated 
films like Potemkin, T h e  E n d  of St. Petersburg, 
T h e  Croivd and T h e  Last Laugh.

The médium of motion has nothing in common 
with the médium of speech ñor with »he conven­
cional movements of the stage in the expression 
of human emotion.

Since motion ís the oniy médium which tells a 
story or conveys thought and feeling by means of 
flowing images, the conjunctíon of pieces in a film 
strip, the organization of sequences, and the varia­
ción of their tempo, it is self-sufficient like any in- 
dependent art form.

A  decade and a half ago the motion picture 
seemed to be on the ríghí track. A t that time the 
movie dealt in motion —  in the médium true to 
itself. It gave small heed to the stage. particularly 
to a stage out of tempo with its age; ít gave no 
heed to literature, ñor to any of the other in­
dependen! art media.

* * *
Producers with aspirations, box-office and other- 

wise, sought to improve the screen by imitating 
the narrative manner of the stage play. This 
imitación of theatre transferred the slow tempo 
of the stage to the movie and intermpted the 
logical flow of images inherent in the nature of 
the médium of motion. On the screen, space is 
complementary to motion. Space implies depth 
and is necessay for the movement of objects and 
bodies in any given dirección, thereby imparting to  
the motion picture a scope of visual appea! that 
cannot be achieved by the necessarily slower tempo 
and restricted movement of the stage or of the talk­
ing film. The slow tempo of dialogue films and 
of the stage_ producción is due to the slow move­
ment of objects, to statíc patterns. and to  limited 
command o f depth, pace and space for the exten­
sión of movement. Whenever a film, as frequent-
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ly happens in che case of the dialogue films, slows 
down to a degrcc which makes it possible for the 
cye deliberatcly to take in an objcct or image on 
the screen, and whcn the mind is conscious of the 
passage of time in the act of optical sccunity, then 
the film is too ncarly static to be a motion picture. 
Motion does not permit the eye to focus on an 
image for a long period of time. T h at is what 
precisely happens on the stage or in the talkíng ' 
film. Tbis absencc of motion limits the degree 
of emotionai and visual appeal, for it is the never 
cnding pattcrns in motion moving ibrough space 
on different planes, and. building up to, a totali^y 
concept that heighten the dynamics of the silent 
screen.

>K « «
Farsighted. prophetic directors and technicians 

of the theatrc. like Adolphe Appia, Oskar Stmad 
and Adolph Linnebach, have tried to  adjust the 
mechanics of the theafre to the tempo of our times 
by seeking to  solve the limitations of space on the 
conveniional stage (which producers of dialogue 
films have brought to  the screen) only to realize 
that no theacre stage can ever be spacious enough 
for the depth and varie>.y of motion necessitated 
fay the motion picture. Several years ago, Linne­
bach at the Printz Regenten Theatre in Munich 
predicted that the technique of stage production 
would have to adapt a quicker tempo by a rapid 
shifting of sccnes similar to, but not like, that o f  
the movie. Thus, while the best technicians in 
the modern European theatre seek to overeóme the 
spatial limitations of the stage, American producers 
of dialogue films have brought to  the screen the 
limitations of the convencional speaking stage.

Whcn Griffith achieved bis phenomenal suc- 
cess with T h e  Biith of a Nation, producers seemed 
as blind then to the reason for the success of this 
film as tbey are to-day to the dynamics of the 
movie. If they had been sensitive of the drama of 
motion as it is revealed in this Griffith epic, and 
which method of mounting Griffith himself has 
abancioned, tbey would have seen that it was the 
way in which the director had organized the se- 
quences of patterns, the short scenes and quick cuts 
and particuiarly the fragments of objeets and 
images in motion. which imparted such dynamic 
power to T h e  Birth o f a Nation. Producers did 
not observe  ̂ that the motion of the patterns and 
images, their building up to  an idea or concept, 
rather than Mae Marsh and the Gishes, served to 
develc>p the emocional appeal —  that the same mo­
tion, if enacted by other players, would have been 
just as effective. People who werc spectators of 
T h e  Birth of a Nation, rememfaer the motion, but 
have forgotten the players. However, for purely 
box-office reasons Mac Marsh, the Gishes and other 
players were made stars by the producers. The 
fact is, that if Griffith had mounted T h e  Birth of 
a Nation in the later narrative manner of most 
conventional films, neither that picture ñor the 
players in it would have created a lasting impres- 
sion.

• * *
The development of stars brought about the 

exploitation of personalities —  and the exploita-

tion of personalities arrested the development of 
films true to their médium Motion. Scenarios 
and photoplays were adjusted to the star, with 
the result that requirements of the médium re- 
ccived secondary attention. The médium was de- 
based to enbance the player, instead of the player 
being fitted to  the médium and the Creative dc- 
mands of mounting. Thus has motion as a mé­
dium suffered neglect.

T h at Charles Chaplin and Douglas Fairbanks 
have beld their own in American pictures longer 
than other players is due chiefly to  the fact that 
they have been truer to the nature of the médium 
and pursued their own course independent of pro­
ducers who never understood motion as an art. In- 
cellectually and artistically blind to the magic of 
motion, most producers and directors have utilized 
the close-up with abandon —  the producer be- 
cause the high salaries paid the stars warranted 
much exhibition of their faces; the director because 
it was an escape from the difficulties of thinking 
in terms of motion, and building up an idea 
through the composite effect of non-narrative 
images. W ith most stars as indiiferent to the 
médium as the prcxlucers, of course they agreed 
to the non-cinematic use of the dose-up, and as 
is known in the industry, many stars insisted that 
contraets spccify a certain number of close-ups in 
each picture.

* * *
The more close-ups there were without drama- 

tic reason the greater was the neglect of motion. 
For years, the film has been kept from function- 
ing in accordance with its own inhetent nature un- 
til audiences tired of the lazy, narrative technic and 
its sentimental absurdities. They began to  find 
more drama in motion by driving cars, dancing, 
watebing ball games, attending prize.fights, foot- 
ball games, horse races, aeropíane meets, than in 
observing the picturization of stage scenes in front 
of stage sets and reading the explanatory titles 
that the movies have ofFered. When people dis- 
covered they could get che drama of motion else- 
where than in .'be movie house, the film merchant 
thought that the public had wearied of motion 
pictures. The truth is that comparatively few 
pictures have been made which werc mounted in 
harmony w itj the médium of motion. The pub­
lic never tired of motion pictures because there 
never has been an ovcr-supply of such films. R a­
ther they had grown weary of pictures not truc 
to the médium and of photographed "kitsch”  de- 
termined by the sanctified tabooes of W ill H. 
Hays.

In stad  of realizing the situación, correcting it 
by adjusting production to  the demands of the 
médium, or better yet, by developing directors 
from the ranks of artists who think naturally in 
terms of images and patterns, and by encouraging 
writers to plan scenarios in terms of motion and 
life, the producers continued to  go from bad to 
worse and in their last extremity adopted the 
dialogue film.

* « *
T o  attrifaute the spiritless quality of many mo­

tion pictures to the mechanical characteristics of
12
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the camera and the projector ¡s an empty excuse 
for the inability to create significant, powerful 
patterns and images in the médium. Especially 
is thís true when wc note that the camera can be 
used to créate and distort forms as well as to take 
thcm realistically, and that the projector can 
heighten r.joments of drama by incrcasing the 
tempo of the images as well as the dimensions of 
the screen- But tbesc, although important factors, 
including three dimensional effeets, reflecting sur- 
faces. the elastic screen, flexible lens and other de- 
vices, are incidental to the one basic principie of 
the motion picture: Motion. X o  brand the me- 
chanics of the motion picture as limitations in the 
way of its remaining a Creative art is on a par with 
deerying the piano because its limitations are cop- 
per wire and ívory keys: or painting bccause its 
tools are oil, turpentinc, color, canvas and brushes 
of pig bristlc-

The application of thought and feeling to the 
mechanics of an art médium determines the quality 
and degree of artistry in the finished product —  
whether a sonata, a portrait, or a motion picture- 
Amc>ng the followers of every art therc are hacks, 
inevitably; and in the cinema it is the hacks among 
directora and producers who are most vociferous 
about the mixture of speech, sound and color wítb 
motion, They are vocifercous because they have 
shown themselves unable to cope with the magic 
of motion and have produced shadows of animat- 
ed puppcts instead of real motion pictures, Shall 
we confuse che limitations of the motion picture 
with the incapacity of directors and producers? 
It is as if a pianist blamed the wires and ivory keys 
of the instrument for his inability to play like a 
Paderewskl.

Since the principies of each art médium are the 
same as regards structure, flow. rhythm and im- 
^gtry, they function in such a way as to give purity 
'o each médium. The more completely anythíng 
Creative is done in its own médium, che less satis- 
actory ic will be in any other médium. There 

is no order in an art form made to  absorb the me- 
thanics of other art forms. The motion picture is 
Che only art médium which gives expression to 
fmotion and ideas through images in motion, light 
and space. thcreby reflecting the dynamics of our 
P en ^ . That these images ordinarily appear on 
a nlm as the result of having been recorded by a 
camera and transferred to  the screen by means of 
a projector. is wholly secondary to mofion. The 
inakers of motion pictures will find they must re- 
turn to these first principies:

 ̂ The médium of cinematic art is motion.
 ̂ Motion as an art médium is self-sufficient 

and has no affinity to such media as 
words (away with explanatory sub- 
titles), music (sound), speech (spoken 
titles), or painting (color and static de- 
sign).

3— Motion applied to a succession of images 
can transmit thought, stimulatc emotion, 
indícate time, place, character, sound, 
speech, atmosphere, physical sensation and 
State of mind.

4— Motion, when utilizcd as an art médium 
by artists, has proved the motion picture 
a major art form, logically independent, 
inevitabí/ self-sufficient and utterly free 
of intrusión by the mechanics of any 
other médium.

Chaplin has done it. Fairbanks at times has 
done it. Murnau. Pabst, Dupont and others have 
done it. And the Russians, Eísenstein, Dovshen- 
ko and Pudowkin, with the application of their 
principies of montage, are carrying the art of mo­
tion further than anybody to-day. The motion 
picture —  the picture based on motion and the 
calculated mounting of images that command 
spectator attention —  has never failed to be im- 
pressive, even when buílt upon themes of simple 
content. The médium of motion as rhythmical- 
ly applied to patterns, images and themes, demands 
the control by artists. The necessity of the mo­
tion picture is obediente to the characteristics of 
its médium, —  a médium which only artists in 
imagery can use with Creative, stimulating effect 
for the enrichment of the screen and Man's im- 
agination.

THE NEW  C INEMA

A  Preface to Film Form

The Cinema, a médium capable of aesthetic 
expression, sensitive and profound as any of the 
arts, is deliberately going to waste through the 
trickeries, fictions, criticism and conventions, in the 
jargon and definitions of the other art media. 
Very littlc that is original in the cinema’s exclusive 
modc of truth or beauty has as yet been unreeled: 
and by truth or beauty in the cinema sense, I mean 
immcasurably more than the composition for tone) 
of a pictorialism, or the pulchritude of a mari- 
onette.

In America the cinema has become a parasitic 
médium conditioned for sex nomads and day- 
dreamers. Its plastics are projected upon the most 
melodramatic aspeets of behavior; a fetish is made 
of the cinema’s face recording powers, and its ccl- 
luloid marionettes are deified. Sociologically the 
American film is superficial; its environments are 
entombed in sentimental implicalions, and the con­
ventions of its relations fpsychological as well as 
cineplastic) are an imposition.

The men who direct these films have been re- 
cruited from their associations wtih the other arts; 
theatre. Hterature. painting. ^  hese novices to the 
film médium, instead of defining its hard differ- 
ences and unique capabilities, instead of allowing 
the plasticitics of its Instruments to limit and gov- 
ern their visions, project their celluloid results in 
concocted plastics (funded from their previous 
aesthetic pilferings) and moral recipes suited to 
the evanescent demand of the many. T o  their 
(directors) abusive treatment of the medium’s 

properties for expression can be blamed the cinema's 
stunted aesthetic growth, its particular’ lethargy.
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It was not until the projection of the Soviet 
film Potemkin” that the cinema became aware 
of its individflality. “Potemkin” was the first 
film to brcak.away from the multitude of static 
reproductions of lighted scenes, of idiotic facial 
distortions, of declamatory emotions, and of un- 
related and over-emphasized projections. Eisen- 
stein, the film's director, replaced the usual ncbul- 
ous movie manikins, with charactcrs from real 
life; ludicrous sets, with dircct setting; arty photo- 
graphic eíFects, with a dnematic flexibility of cam­
era ovganization. Eisenstein achieved his results 
not by any emphasis of actor or acting, plot or 
setting, but by an arithmetical relationship of the 
projection of images in time, movement and image 
confenr,- each projection of image in movement 
and time paralleled and reverted and carried the 
component projections in a rhytbmic, and psy- 
chological relation to one another, and at the same 
time unreeled Eisenstein’s 'theme' in cadenees strict- 
ly cineplastic. As a result the spectators reactions 
aróse from this organized relation of the dnematic 
fthence structural) elements in the film, move­

ment, image and lime, in preferente to the usual 
relations such as acting. decor, dynamite plot, or 
pictorialism, but which would not have as valid 
an aesthetic cinema significance.

Omitting the few abstract films for the moment, 
'■potemkin” was the beginning of aesthetic form in 
the cinema insofar as it was the first instance of 
a film which expressed the esesntia! idea (theme) 
in terms of cinema and carne into existente only 
and entirely through the particular of its médium 
—  the film.

The cinema’s particular means, the languagc 
that distinguishes the cinema from other media of 
expression is inherent and intrinsic to the motion 
picture camera and projector. Its vocabulary is 
generally known (fades, dissolves, pams, tilts. 
lense changes. masks. iris, slow motion, cuts, etc. 
etc.). Each of these cinematic factors contain 
valúes for psychological and cineplastic progression 
in a film, and unite to project a whole which con- 
sists of and exists by them all. They are the struc­
tural units for film form, cineplastic form, and 
unless they are used for purposes other than a mere 
reproduction of pcople or tbings, nothing of 
aesthetic valué will unreei. The arrangement and 
content of as wcll as in the cinematic units, is part 
of the cineplastic idea. In proportion as these 
cinematic units embody the essence of a thing or 
situación, and the director’s knowledge of sym- 
metry composition, synthesis, in the cineplastic 
sensc of those terms: the film will be good. Cin- 
eplastic form  then is produced by the arrangements 
and co-ordination of the differentiation of the d n ­
ematic um'fs, and not of the cinema contents, such 
as acting, setting, or pictorialisms.

The arrangements or the relations of the con­
tent factors befóte “shot” is not necessarily a sign 
of cineplastic valué. A  director must be able to 
understand the mutual dependente oí the successive 
content factors and to co-ordinate them with cin­
ematic units into a unified whole. The first re- 
lationship is established by M O V E M E N T  (mo-

bile camera, pams, tilts, lense changes, cuts. dis­
solves, tempo, camera changes), T IM E  (speed, 
interval and duration of objeets, cinematic units 
and movements). The second coherente is 
dependent upon ! M A G E R Y  (subject matter in its 
highest Organización, cinematically. psychological- 
ly, compositionally). A  cineplastic ensemble is 
established by the introducción of organización, 
rhythm, design. The laws of such cineplastic ar- 
rangements are idcntical with the laws which gov- 
ern all psychological and physiological activities.

An apalogy can be made with the painter who 
from his element of color, produces line, light, 
space, solidity. and other color. He makes a pat- 
tern of each of these factors and relates each to the 
other in a complete design: Unes are related to other 
lines. light to other light, space to space, solids to 
solids, (all by the intermediary of color) and from 
the intcrrelations the painter achieves a quality 
known as form; plástic form. This plástic form 
is rated in proportion as the integración between 
subforms and content is complete, original, a per­
sonal unification to express universal values.

Iii a similar manner the film director proceeds, 
relating Tim e  to Tim e (speed, interval and dura­
tion of objeets. movements and cinematic units) 
Movement to Movement (mobile camera, pams. 
tilts, lense changes, cuts, dissolves, tempo, camera 
changes) and Image to Image (subject matter in 
its_ highest Organización, cinematically, psychol- 
ogically and compositionally); a certain number 
and kinds of cinematic units arranged and ordered 
at specific Tim e  and projecting specific Images 
produce a cineplastic movement. A periodic varia­
ción or accent of a number of such cineplastic move­
ments interrelated, produce a cineplastic rhythm; 
other rhythms different with regard to specific ira- 
ages or combinations of movements or time valúes, 
but related in general psychological order, further 
diversify and amplify the cineplastic structure. 
Censorship note: An alteración of any unit in 
such an ensemble would destroy the existíng rela­
tions and ruin that particular psychological and 
cineplastic unity. It is this combination of all 
forras that constitutes valué, aesthetically im- 
portant in proportion as the synthesis is complete; 
and despite the so-called Hmitations of the 
mechanical médium' there does exist the greatest 

latitude for a director to intégrate his content (sub­
ject matter, theme) into cineplastic forms (organi- 
zation of movement, time, imagery) in which the 
only Hmitations are his experience and ¡magina- 
tion.

Leivis Jacobs
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"M aa ja moved by bis imagcs, 
and oniy valúes experienced as 
an image are cogent to move 
bim.’'

—  Waldo Franfc.

Principies of the New  W orid-C inem a
By  SEY M O U R  S T E R N

Being a Continuation of the Aesthetic and Struc- 
tura] Principies of Soviet Cinematograpby, Includ- 

íng New Forms of Film-Montage.

I ---------Form  and Purpose

T
h e  present is a period of emergence for the 

world-cmema. Everywhere, except chicfly 
in Hollywood and in England, the oíd struc- 

tural forms are disappearing. and new ones, in- 
digenous to film-art and no longer to literature 
and the other arts, are emerging. T o  use a some- 
what _ different figure, the world cineraa-ball, 
traveling through a new, sclf-created space-time, 
has experienced a sudden great faurst of moraentum 
^ p arted  through the shock of Soviet ímpetus. 
The two Anglo-Saxon countries, true to the char- 
acter of the present Anglo-Saxon decadence, that is 
bonng like a deadly cáncer through the Western 
World, haye been cinematically unaffected by the 
iilm-technical revolution that started (pre-eminent- 

But except for these back- 
shdmg nations, throughout the world the film may 
be noted as yastiy (though of course not totally) 
freed from the lunacy of the Hollywood tradition. 

In particular, the year now closing has been 
and startling acomplish- 

Bolshevist cinematograpby. The Soviet 
film-artists have in this year not only surpassed 
Iheir previous efforts, but established, in every point 
„  , u s t r u c t u r e  and every concept of film- 

ethodology, complete emancipación freim the tyr- 
anny ot the former world-conquering Hollywood 
íilm-metbods. In every sphere, chanks to Soviet 
attaminents, we can at lase record the disestablish- 
ment of that false, commercially inspired American 
technique which, for fifteen years, has dominated 
ana retarded the entire conception and technique 
Of film-construction throughout che world Arc- 
istically and technically, thus far, Moscow has 
vanquished Hollywood. Not only in the domain 
ot realism have the Soviet cinematographers 
demonstrated the American “school’ to be com- 
posed of frauds and liars, but in every department 
of cinematic construcción, - - - in dirección, photo- 
gmphy, cutting, thematic structure and all sub- 
sidiary depaetments, In fact, it is a vital feature 

ooyiet film-triumph that the “department'' 
(that is, the departmentalization of Creative activ- 
ity) no longer exists: Although recognizing the 
tiim as a collective arc-form, the Russians, by grace 
or that mborn artistic character which makes the 
oiav at once superior to the Anglo-Saxon, has 
t K u problem of the Creative dominante of 
me film by one master, by one master's visión and 
orgamc genius. (This, it is almost unnecessary 
to add. holds every bit as true of collaborative di­
rección as of direction by one man. A  powerful 
reiigious social understanding welds into a sinele 
aommant mind, such as Pudowkin's, into the film-

structure). Bolshevist cinematograpby has in this 
year enormously freed the world-screen from the 
commercial enslavement of Hollywood. More 
than that. It has outdone the splendid achieve- 
ments of its own first period.

Taking a perspective-view of the period of Soviet 
cinematograpby now closing, Eisenstein observes: 
“I believe that only now can we begín to hazard 
a guess concerning the ways by which will be 
formed a genuine Soviet cinematograpby, í. e. a 
cinematograpby which not only in respect of its 
class attributes will be opposed to bourgeois ci- 
nematography. but which will aiso be categorically 
exceUent in respect of its own methods*. T en  
Days That Skook the W orld, although in certain 
ways, which I shall díscuss, consummating this 
period of the Soviet screen, in certain other ways 
bears the germ —  and even the first fruit! — ■ of 
this self-transcendence- As perhaps the most 
dynamic application known to date of a highly 
advanced montage-form, it challenges the film- 
students of the world to burrow deep into the 
problems of the ideological film-culture that the 
Bolshevist cinematographers have developed. And 
in this connection, probably nothing represents 
a more explosiva liberation from the fettering no- 
cions of the Hollywood producers than the Arsenal 
of the Ukrainian director, Dovjenko.

By way of introducing the more advanced pro­
blems of film-montage to American and English 
readers, I consider it necessary to present a few 
of the outstanding elementary principies of film- 
construction formulated by W . L . Pudowkin in 
bis manual entitled Film Regie Und Film Manu- 
skript —  Film Direction and Film  Manuscript. 
This manual, which was translated for me by Miss 
Christel Gang of Universal Studios, Universal 
City, California*, is indispensable to film stu- 
dents as the primer in the approach to cinematic 
technique and philosophy.

Montage, emphasizes Pudowkin, does not mean 
merely what its literal translación implies: “mount- 
ing” . Neither docs it mean simply “cutting” , 
The notion that montage is merely "a pasting to-

•From an article by Eisensteb, T h e  N ew  Language o f  d n -  
em aiography. published ín Cióse U p. May, 1929 .

»The kbdness and efforts o í Christel Gang, exercised through 
« r  sensitiva and meticulous translations of icchnical litera- 
ture from Germán into English, have made it possible for 
tilm-students m Hollywood and along the West Coast to 
become aequainted with a great deal o f material that would 
otherwise still be baccessible to them. Het translation of 
Fudow kins book was made privately, fot purpose o£ im- 
mediate referente, but arrangeraents are now being completed 
to publish it for the American raarkec. Wherever material 
translated from the Germán appcars in this paper, the ttans- 
lation, unlcss otherwise índicated. is Miss Gang’s.
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gecher of thc fílm-strips in their temporal succes- 
sion," writes Pudowkin, “is naive.” Many 
times in tbis book Pudowkin offers definitive 
guiding notes on the particular powers, functions, 
and pcculiarities of montage-consvruction. These 
laws and general principies, which constitute the 
basis of Russian film-ideology, form the vety crux 
and essence of the correct construcción of films; 
they also give us a visión of the present emergencc 
of the screen into an art of colossal power.

Page 59— “Basícally taken, montage ís a force- 
ful steering of the thoughts of the 
spectator- I f  the montage is a sim­
ple, unguided binding of the diíferenc 
pieces, it tells the spectator nothing."

12— “Montage is the creator of film- re- 
aiity, and nature representa only the 
caw-mateaal of the work that makes 
film-reality. This is the most de- 
cisive point in the relationship be- 
tween film and actualiiy.’’
(Italics m inej.

54—  “ The picture is built out of the 
coiaUiy of small pieces.”

T H E  B U ILD ÍN G  U P  O F A  
SCENE O U T  O F PIEC ES, O F AN  
EPISO D E O U T  O F SCENES, OF 
A  SEQ U EN C E O U T  O F E P I- 
SODES, O F T H E  P IC T U R E  O U T  
O F SEQ U EN CES, IS C A LLEO  
M O N TA G E.

5 5 —  “There is no breaking-down, or in­
terrupción, but only a systematic. 
lawful building up.”
(.This has reference to  the close-up, 

which, Pudowkin States, when cor- 
rectly employed as part of the mon- 
tage-structure, is never felt as an in­
terrupción of the action, but- on the 
contrary, as a higbly geared building- 
up of the action and the iine of move- 
raent).

101—  '“The emotion can doubtless be con- 
veyed through the specific rhythm of 
the montage."
(He cites Griffith as the only Amer­
ican director to have accomplished 
this to any appreciable extent).
“The necessity, which guides the 
changing glance of the eye, coincides 
exactly with those laws which regú­
late the correct building-up of the 
montage."
(This forms the optical, and there- 
fore purely descriptive, basis of mon­
tage) .

102—  “M O N TA G E is the HIGH PO IN T  
O F the C R E A T IV E  W O R K  of the 
D IR E C T O R .”

115— “The director organizes every single 
scene; he analyzes it through reduc­
ción (solution-analysis) into its ele- 
ments, and ac the same time, be al- 
ready visualizes the unión of these 
elements in montage."

“Cbange of placement” montage is one of the 
cardinal points in the construcción of the Russian 
film-dynamic. It is a two-foid means of camera 
utilización and optical attack. The convencional, 
well-known form is simply the shift of camera in 
plañe, angle or general linc of visión, taking the 
same action. It requires the photographing of two 
or more shots ’. But there is another, more 
radical, form of placemcnt-change montage, which 
the Russians have brought to a high degree of 
powerful effect. A t the bighest tension-points 
(study thc film-strip of Potemkin. M other, Ten  

Days, etc.), they “break” the individual image- 
element into a number of sepárate placements (but 
not into sepárate “shots” ) ,  which evidently, to 
judge from sections of the film-strip I have seen, 
is accomplished not by cutting (the “sboc” is a 
constant: it is always the same “shot” ) but prob- 
ably_ by a stop-watch camera. T he important 
consideración for this type of construcción (which 
is really an analysis of the single scene, witbin it- 
self !)  is that the “shot" is constantly itself, that 
is, the same “s.iot” , and that it runs continuously 
on the strip luithout a patch (until, of coursc, 
the next scene begins), The effect is that of an 
analytical totality and very strong, I shall deal 
more thoroughly with the structural precepts of 
the film-dynamic in my remarks on analytical 
montage,

I rehearse these points only because I realize 
how impoverished is the film-ideology of radical 
American cinematography, and because I am con­
cerned to provide in a short space an adequate in­
troducción to the elementary precepts of montage- 
construction before proceeding to the principies of 
the new cinematography.

In an anide, I expressed the view that “this 
book is to film-tecbnique wbat Aristotle is to logic 
and Euclid to geometry —  the first clear word and 
the first systematic document that is likely to be 
studied generations after its appearance.” This 
Opinión has been richly substantiated by the sub- 
sequent emergent development of Bolshevist cine­
matography from the elementary principies here 
defined into a domain of abs.ract* cinematography 
which will ultimately lead thc film to the very 
door of mind and fourtb-dimensional representa­
ción. “T o  say the truth." writes Pudowkin, “I 
fear my book has grown oíd. ineessant experi­
mental cinematographic work, which progresses in 
U. S. S, R., has led us to new principies of mont- 
ige, or. more correctly put, to a new development 
of oíd principies.**

Perhaps this is true. But no beginning is com­
plete without a perusaí of at least the optical found- 
ations of montage which his book presents.

•Not to be conftiscd with the "abstract" cinematography of 
the French cinema, —  that is, with technicai laboracoty ex- 
eteises, howevcr important from certain points o f ríew, such 
as Ríen Que Les Heures, Ballet Mechaniejag, A  Q uoi RetXnl 
L es Jean es Film s, etc- The abstraer film, acconimg to my 
ideology, belongs outside the working-spherc proper o f mass- 
cinematogtaphy and con b« o f valne only to Uniited groups 
o í ítudrnts who need cinematic "piano practice",

• «From a letttr to me.
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The foundations of the ncw cinema thac leads 
to mind carry us to the consideratíon of radical 
principies of visión (image-bases and fundaments), 
or^ant'zafion and consírucn’on. l 'h e  deepening 
connection betwccn fílm-theory and film-practice 
not oniy justifies. but actually necessitates. such 
ideological structiirc and terminology as I have herc 
built for tbe advancement of cinema throughout 
the World.

We may see from the foregoing interesting and 
significant observations that the making of a film, 
after the basic underiying theme** has been decid- 
ed upon. is not a matter of romantic intuition, of 
hclter-skelter shooting of haphazard putting-to- 
gether, or of cutting according to impulse, but is 
rather a matter of working out the mathematics 
of filmic form based on the calculation of the 
neural and psychological perception-reactions of the 
audience to optical sequences which are mounted 
m the oeder of an ever-heightening tensión. The 
whole is an entíty evolved out of the montage 
of its parts: therefore the “visión of the whole" 
niust be always in mind.

Definition:
M O N TAG E. T A K E N  IN IT S  BROAD- 
E S T  PH ILO SO PH ICA L SENSE, IS 
T H E  C O N C E P T U A L  AND S T R U C - 
rU R A L  O RG A N IZA TIO N  O F T H E  

T H E  M O V EM EN T-FO R M S O F T H E  
f i l m . T O G E T H E R  W IT H  T H E  V I­
SU A L C O N ST R U C T IO N  O F TH ESE  
FORMS. TO W A R D S T H E  EN D  O F A 
P E R F E C T  R E A L IZ A T IO N  O F D Y - 
NAM IC H A RM O N Y a n d  T H E  CREA - 
T IO N  O F A  D O M IN ATIN G  
R H Y T H M .

And wíth less stress on tbe structural, and more 
on the metaphysical side-

M O N TA G E IS T H E  F U L F IL L M E N T  
O F T H E  IM A G E-ID EA  TH RO U G H  
T H E  FIL M  IN D YN A M IC  AND V I­
SU A L FORM .

T o  abide by so important a philosophical eva- 
luation of the essence of cinematography, requires 
as may be .nstantly realized. ( 1 ,  a mind sensitive- 
y attuned to  tbe tone of tbe image-music which. 

pictorially. expresses the image-reality of cinema 
and {2 )  a methodology of practica! film-con- 
struction that follows the path aircady so bril- 
nantly blazed by the Bolshevist producers. Per- 
haps no one has more fíncly sensed or more suc- 
«ntly expressed the immense implications of the 
aOove point of view. in its relation to  the new 
methodology of film-construction. than my friend 
and confrere. H. A. Potamkin. 'In the first of a 
senes of important essays on the Phases of Cinema 

wrote as follows:

‘ undírstand, and mean, the same ihing that 
udowkm. Potamkin. Bakshy and others o f ihis pennasion 

and o b e v J  • as 'story' is understood
H o l l y w o o d / " ^ ^ ' " a g i n g .  un-filmic ttadition of 
underlvina ,^l' su b ¡ec l-m a ltec  —  fundamental,
this eLTv —  in  ̂ wbat I later in
idea "  ^  ñame the essential. radical, underiying image-

•C/Oíe U p , May, 1929.

" T h e  entire film  must be proconceived in  
anticipation of each detai! ! A curve or 
an angle, a cióse up or a fade-out, must 
not be recognized as an ¡solated detail. but 
as an inevitable part of an inevitable pat- 
tern. The whole disciplines the detail, 
the detail disciplines the wbole. There is 
a more demanding logic than the logic of 
che psychology of a character ac any mo- 
ment or the logic of the dramatic moment, 
There is the rythmic structure of the unit 
determining the moment. No such ihing 
as a “shot'’ exists in the aesthetic sensc of 
the cinema, whatever one may cali the im- 
mediate taking of a scene. Films are 
rythms that commence and proceed, in 
which —  ideally —  every moment, every 
point. refers back to  all that has preceded 
and forward to all that follows. A stress 
or a deformation, an image or an absence 
of image, has validity only if it is justi- 
fied by the pattern up to point, and if it 
leads again to the pattern from thac point." 

Words freighted with the Mosaic thunder of 
law ! Words rich in explicit injunctions of unity, 
universe-logic, univcrse-necessity, universe-majesty, 
that few will apprehend and fewer find possible 
of attaínment . . . .  Out of such words will emerge 
the images that will conquer man . . . .

This definition of montage. and the appended 
comments, may be accepted as the axiomatic be- 
ginning-point in the entire ideological system of 
cinematography, Thcy may be taken as the syn- 
chetically defined basis upon which rest all super­
structura! aesthetic and metaphysical considera- 
tions in the art of filming.

Tbe sphere of cincmatographic work, so defined, 
may scem to circumscribe the ficid of practice to 
the exclusión of the so-called intuitive artist. This 
is prccisely a State of affairs Eisenstein has willed 
and has striven to inaugúrate. He has violently ban- 
ished intuition from the Creative realm and ab- 
solutely denied it a single claim to existence in 
cinematography. His well-known scatement, “I 
am an engineer by training, strictly utilitarian,” 
etc. . . . M y slogan is. “Down with intuitive crea­
ción F ’ is expressive of the general tendeney of 
Bolshevist cinematography. Pudowkin does not 
share chis view. If tbey can achieve this long- 
sought goal,_ if they can ríd Creative cinematography 
of the handicap of intuitive “inspiración’’ and thus 
remove the film-structure from the constant danger 
of the crceoing-in of intellectually foreígn elements, 
thcy will have accomplished another great thing.
I cannot cnter further into this pbase of the mat­
ter. It would take me too far into the vital mat­
ter of the relation of the unconscious mind to the 
objective i nage-reality of the film, a subject I shall 
treat sep.irately- Let it suffice here to conclude that 
the creator of the film-reality. in order to fulfill 
these principies, must have a profound working- 
know'Iedge of the mathematics of fitm-form. By 
the mathei.iatics of film-form, I mean, specifically, 
the analytical and synthetic treatraent of the pie- 
ture in its sequences and individual parts,

In Eisenstein we find a master of the matbema-
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in relation to tbe whole visión), and the particular 
quality of this light and shade for the particular 
film at hand. are montagc-matters of as vital con­
cern to artistic cinematography as the problems of 
continuity and movement-montage. It is a mont- 
age of cinematic chtaroscuro that, in particular, 
is requíred.

The montage of a film, tberefore, is not only a 
montage of movcment (dynamics) : it is also, and 
equally, a montage o f optical and visual effects 
(visuals), The Russian photographers have best 

understood these laws. T o  realize how much they 
have understood them, witness the astonishing 
Work of such photographers as Tisse, Feldman, 
Golownia and Demutzki.

The chief domain, however, of a film-ideology 
concerned with the fulfillment of form, is move- 
ment. The present period of world-cinemato- 
graphy. which has yielded so much of significancc 
in Soviet production, marks the complete and al- 
most universal establishment and recognición of 
the nature of cinematography as plástic form , —  
33 movement, (A  recognición that comes almost 
too late). T o  us today the axiom of movement 
seems a prtori understood. Such an attitude, how­
ever, is still actually without justificación. W e are 
in danger of forgetting that for fifteen years, most 

has persístently failed (or refused) 
to think of cinema in its native terms and that 
nis error of judgment (which, more than any- 

mg, caused the premature corrupción of the pro- 
auction-mind and henee of the a r t ) , has been hon- 
ore with perpetuación by the long-dreamed of 
numph of the talking-film in the most conven- 
lona theatrical tradición. But among the world- 

minority who have best understood tbe film, the 
condición of movement and all its implications 

re acknowledged. The whole weight and tesc- 
imony of the radical critical tradition of tbe pa,st 

1 teen years apotheosizes this concept into the boli- 
p- film. T he father of film-aesthetics,
meen years after having expressed tbe first princi- 

P e oí cinematography, again develops a statemenc 
g !^ ^ ° ’'ernent as an arcicle of undying cinematic

The only real thing in the motion picture 
is movement . . . It is the failure to appraise 
at Its true valué the pare played in the mo­
tion picture by movement that has been 
responsible for the obsession with realistic 
effects which have dorainated tbe greater 
number of film-directors since the early 
days of film-art,

Assuredly, tbe material of the mofion pic­
ture must be organized. but its organiza- 
iion should be of the nature of a dynamic 
pattern, in which each separóte pictorial 
subject is balanced in relation to all other 
subjeets while the component parís of each 
r ^ a in  fluid in relation to one another. 
¡ o  enter as an element into a mobile form , 
the staiic picture has first of all to break 
down ífs equihbrium. It ceases therefore 
to be a ‘ picture", and, with this, has no 
rurther use for the principies of design and

19

composition as these are employed in the 
easel painting.” * (Italics are mine).

Death to every form that violates this law, the 
Hfe-Iaw of cinematography '■

Death to the talking-füm if its formal structure 
intrinsically threatens the film’s chief means of il- 
lusion-power, which alone creates the new reality !

Death to  any and every new form, invención or 
synchronization that destroys, or renders impos- 
sible, tbe montage-dynamics of cinematography! .

The past year has yielded a more analytical and 
more conclusA^e statement on movement than any 
within my knowledge, by one who is perhaps Mr. 
Bakshy’s most worsbipful disciple —  Potamkin. 
I offer it for consideración as the final essential 
preliminary to the study of my categories of dy­
namic montage:

"Movement is not succession of motions. In 
cinema movement, no motion may actually 
take place, but an interval may oceur, an 
interval of time, between two images and 
that is movement. In other words, move- 
ments are tw o: the actual movement of a 
body, and the constructed movement at- 
tained through time and space-successions 
(in m ontage).

"T h e movement of a film is not cinematic 
unless it is plástic . .

"Dynamics is just another ñame for the 
climacteric construction and organizatton of 
these various elements. Ic refers to the ac- 
cumulative forward march of tbe film ." 
(Italics m ine).

T o  use a filmic metaphor, the Bakshy-Potam- 
kin statements on movement are one and the same 
scene pbotographed from different angles and join- 
ed in montage. If the Potamkin statement is a 
far-flung extensión of the father's original, bear- 
ing cinema closer to the distant horizon at a furi- 
ous rate of speed, the father's words, that " (film) 
Organización should be of the nature of a dynamic 
pattern (e tc .)’’, are boly law, to be defied only at 
the peril of demolishing the film entirely.

W c are only now at the point of determining 
just what are the forms by and through which the 
movements of the film (i. e., the movements of 
its physical action, the movement of the film in 
continuity-progression, the movements of its in­
dividual, fragmented parts which constitute an in­
tegración of its single major movements, etc.) may 
be mounted in order (1 )  to  describe events and 
(2 )c o  express image-ideas. T he Bolshevist cin- 

ematographers have suggested some of these mónt- 
age-forms. It is my purpose to  submít and to dis- 
cuss new categories in the light of the present 
world-advancement of expressiue cinematography.

•From T h e  R oad to  A rt in the M otion R ielare by  Alexander 
1 qÍ t T healre  Aris M onthly  o f Jun«,
t^ 2 7 . —  an essay for every film-student in tbe worid. The 
appearance of this man twenty years ago as the first and 
dassical film-aesthetkian is an early, infallibU indication of 
the pnonty of the Russians to mastery of ihe film.
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The six categorícs which I propose are:
(1 )  S Y N T H E T IC  M O N TA G E*

Ideationa!
(Individually, Scquentially, Episodically, 

Organically, Compositionally).
(2 )  Montage of Scatic Group Combínations
(3 )  Montage of the Transition from the Static 

to che Dynamic (and reverse)
( 4 )  Montage of the Continuance and the Di- 

rection of Movcment, which ineludes the 
dynamics of the moving camera.

( 5 )  Montage of Objectification
(6 )  M O N TA G E O F T H E  M O V EM EN T- 

FORM S O F T H E  FILM .

The progress of concemporary cinematography 
is towards a greater and greater, and deeper and 
deeper expressiveness. In its march towards mind, 
the film has increasing recourse to ímage-symbols, 
which are drawn from the deep well of the psy- 
chologic image-experience of the race of man. In 
grindíng harder its scientifically found material, 
and in digging deeper into the experiential con- 
sciousness (the unconscious mind) of man, the 
film seeks to find those images, those symbols, 
those visual forms which may be useful in the task 
of re-condidoning the mind and soul of man. For 
this task, the cinemacographers of our day (main- 
ly, if not only, the Boishevists), have recruited 
for their fighting image-forces the vast army of 
data and truths established by modern science. 
Pavlov, Freud, Adler, Jung, Bescherew, all schools 
and prominent "free lances” in the ficld of psy- 
chologic research, not to mention in the spheres of 
Psychopathology clinical psychiatry, ’chemistry, 
pbysics, mathematics, anthropology, ethnology, 
erhnography, etc., have been drafted for this stup- 
endous educacional war againsc superstition, reli- 
gious dogma, patriotic "idealism” , nationalistic 
wat propaganda (the concomitant of patriotism) 
and againsc the money-cults of the West. In a word 
contemporary cinematography resorts to the great 
reserve of modern educación in order to combat 
the socially retrogressive factors which, throughout 
the World, are preparing the world for another 
catascrophe.

In thus seeking to establish a language that will 
be felt, understood and accepted by the simple, 
elemental image-mind of man, cinematography is 
perforcc traveling in the direction of a profounder, 
yet (for that very leason) more simply and intell- 
igible abstract image-form, The words of Pud- 
owkin are here to remind us again of this vitally 
significant trend:

"N ow , our work is directed to the develop- 
ment of methods of "expressive montage.”

*When this essay was first •writtsn. last April, ¡t  was snm- 
mitted for cricical examination. la  criticizing it, David 
Platt suggested thac Naive or Detailed Syntbetk Montage 
(a putely á tsetip tiot  concepc which origiaally formed the 

Mcond división of the category o f synthetic montage), “be 
subsumed undet Analytical Montage (the decorative as op- 
posed to the scructural). "  Among numerous othec modi- 
fications, this suggestion has been followed.

This (new montage-form) means that the 
joining of the (film)-pieces will express 
and give the spectator the abstract "concep- 
tíon” or immediate emotional state. This 
principie also extends to che joining of 
sound and visual pktures (sound pie- 
tures)

The category of synthetic montage may, in cer- 
tain notable aspeets, be considered as identical with 
the expressive montage-ideology of U, S. S, R. 
Under it, therefore, I group four óther montage- 
foems, as being, akhough individually independent, 
collectively variations of the many methods of 
creating a synthetic montage. But, while all these 
forms may be utilized to attain a significant cx- 
ptessive montage, synthetic montage, on the other 
hand, implies also something distinct and specific 
in the language of cinematography.

Synthetic montage is expressive montage. But, 
deeper, synthetic montage is also the root and basis 
of new structural elements thac function as means 
towards the creación of a philosophical synthetic 
imagery.

T H E  S Y N T H E T IC  M O N TA G E unites 
a number of single images in immediate 
sequence, in order to form the effect of a 
single ''action” (image) and to build that 
action up in its individual parts, if the ac- 
tion (image) truly represenfs the synthesis 
of an image-.dea.
Differently expressed, the synthetic mon­
tage gives the parts or fragments of an im- 
age-idea in immediate sequence in order to 
form the effect of an image-whole and thus 
to express its essence.
The synthetic montage. broadly under­
stood, is the montage of the image-idea of 
the sequence, of the episodc or. as in the case 
of its broadest philosophical appHcation, 
of the entire image-structure.

This type of montage has already been confused 
with its hypothetical antithesis, the analytical 
montage. In my original essay on this subject, I 
maintained “naive or detailed'” ' synthetic mon­
tage to be a variación of the entire category of 
synthetic montage. The above definición then 
stated that, “synthetic montage gives the frag­
ments or parts of a scene. etc.” But the term 
“scene” had to be changed in accordance with my 
acceptance of David Platt's suggestion (referred 
to ) , and also if a mere descriptive synthesis of 
fragments (details) were not to  be confounded 
with the purely abstract or expressive character of 
my concept of synthesis. The entire trend and 
striving of the Soviet screen, as a matter of face, 
has been a herculean intellcctual effort to get away 
from purely descriptive, literal synthesis (naive or 
detailed synthesis). Maoifestly, this type of 
“synthesis” belonged under a different category, 
and this category, as Platt has said, is analytical 
montage.

Another remark I find ii is necessary to make is 
that the necessity of synthetic imagery "in im- 
mediate sequence”  is determined by reference to the 
scructural basis of the film, the limitation of im- 
mediacy varishing. and the nature of “sequence”
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undergoing relative cbanges, according to whcthcr 
the film is pronouncedly contrapunta! or not. The 
more contrapuntal in structure thc visual-motor 
graph of the film ís conceived, (this means aiso, 
the more violently it brcaks with the stupid Hol­
lywood tradition of “story-structure” ) , the less 
' immediate’’ is the progression in wbich thc part­
icular imagc-fragments forming a synthetic imagc- 
idea occur in thc "sequencc" that they créate.

There can be truc understanding of the two 
montage-forms, synthetic and analytical, only by 
studying the distinctíons between them and as- 
signing to cach its proper useful function in thc 
construction of the film. These distinctions are 
not arbitrary, but are based on analysis of the 
actual structure of film-works- It is more than 
expedieney; it is a real aesthetic determinant that 
requires sharp lines to be drawn herc for the guid- 
ance and empowerment of thc fitm-workers.

1 he synthetic and analytical montage-forms are 
two distinct kinds.

An analytical montage is any montage which 
analyzes the continuuw  of a single, actíon and 
builds it up by dividing it into its saíient Progres­
sive pomfs of movernent.

Though it breaks up. it builds up. Its break- 
ing-up is its building-up.

The analysis may or may not include inter­
medíate scenes. If no other scenes cut in between 
thc analytical points of thc action analyzcd. it is 
a simple, straight analytical montage.

out if there are scenes between the points of the 
*̂ he single action, the object committing 

lor the pc/son performing) this action on the 
screen is called, for reference and technical analysis. 
the point of analysis” . The basic object of 
ana ysis fthat is. the particular "image-action” 

is the structurai point of analysis, and 
ne parts (pieces of image-fragments) of the analy­

sis made of this initial object, are the functional 
points of analysis. CTbís terminology. of coursc, 
is stnctly utilitarian, based on method and the 
stipulations of technical analysis).

Here we may avail ourselves of a useful analogy. 
we may at this point remark che interesting and 
useful parallclism between this analysis-division of 

made in order to build up film-reality, and 
the idea of Aristotle, in that pare of his Metaphys-
’cs which treats of thc divisíbility of motion, __
a süggcstive analogy that will, in course of time.

‘̂ 'í’^matography into more universa! territory 
Motion, according to the Greek philosopher, is 

aivisiblc in two respeets:
(a) in respect of the time it oceupies
(b ) in respect of the sepárate movements of 

the moving body.
_  ^Pply this prímitive división of motion

he material which at the present time ís the 
major hlm-stufF to be dealt with, and consider the 
piationship between the laws respectively govern-

w n e has r^o points o f strocture from  which to 
floa/yzed, —  temporal and spatial. A 

ay be analyzed according to the tempo of
(a) the action, or
(b ) the timc-cutting, or

scene
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(c) according to the points plane-space of
the movernent.

a and b are temporal divisions. c is spatial.
It must be borne in mind that I am not trying 

to construct a parallelistic metaphysic with Aris­
totle as its starting-point. Such adhcrence to thc 
cine-mctaphysics of Aristotle’s universe (governed 
as it is by a motionless God, the produce of the 
unfulfilled psycho-graphic experience of the Hel- 
Icncs), would be unjustified if only out of con­
sideración of the wealth of analogical inscruction 
that a Bergson’s motion-deified universe yields. I 

.am merely attempting to suggest thc way towards 
a truc formulación of analytical montage-methods, 
and towards film-methodology in general- It will 
be recognized that between the divisibility Aris­
totle found in the motion of the world-stuff and 
the divisibility of the motion of film-reality, as 
stipulatcd, there exists only a temporary analogy 
of identity, and the time is not far distant when 
the analogy between these two divisibilities will 
no longer suffice as suggestions of method. for the 
emergence of cinematography into spheres of 
hitherto unknown reality will extend the ficld, 
and crcate new possibilities, for complicated space 
and motion analyses. But now, although the 
mathcmatical phÜosophers of the present time have 
gone immeasurably beyond this, cinematography 
dcvelops acsthetically, despite the colossal Bolshe- 
vist achievement, with a wearying slowness, due 
chiefly to thc intcrnational effect of the damaging, 
retrogressive Hollywood influence. Without 
ignoring the worid-significance of GrifRth's early 
Work, and particularly of the structurai lessons of 
Iniolerance. thc film-revolutionary movernent is 
confronted with the enormous task of combatting 
and vitiating this influence in every sphere of
cincmatographic w o rk .............

On thc foregoing basis, an example of a simple 
analytical montage is the following:

(From  Potemkin)
A  sailor angrily smashes a place which bears 

the words “Give Us Our Daily Bread” . 
In this action he is photographed in three 
or four quick, successíve flash-cuts, each of 
which shows us his hand as he raises it 
above his head, in the 3 or 4  points in the 
progression of Its movernent:

( 1 )  píate upraised above his head, 
Flash-shot,

( 2 )  píate descending, face wrathful. 
Flash-shot.

(3 )  píate as it crashes on the table, 
sailor’s face tense with anger. 
Flash-shot.

This is a Kmarkable study of the descripción 
of thc sailor’s emotion in its swiftiy mounting 
stages- The smashing of thc píate bearing thc 
tradicional religious slogan, has behind it many 
scenes of an opposite State of affairs, and a great 
many social overtones- The sailor’s sudden, 
frenzied dcsire to smash, is expressed in a power- 
fu! movement-analysis: the analytical montage of 
che entire actíon.

An example of an analyticjl montage which in- 
cludes several different scenes is the following: 

(From  Potemkin) :
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In tbc episode of tbe massacre on tbe Odessa 
steps, therc is a sequence whicb shows tbe 
deatb of a young motber. She is first 
seen in a médium shot, standing against 
hcr baby carriage, trying to shield it from 
tbe downcoming Cossacks. But their guns 
find hcr, and a bulJet pierces her scomach. 
The close-ups of her hands clutching at tbe 
abdomen, of hcr face rolling in agony, of 
hcr tottering form, of hcr suddcn fali and 
death, and, finally, as a consequence of tbe 
fall tbe accidental releasing of the brake on 
the baby-carriage, whicb starts bouncing 
down the steps, are separated in the mon-" 
tage-continuity of this sequence by long 
shots of tbe Cossacks and by close-ups of 
groups and faces in the fieeing masses.
The girl is tbe structural point of analysis. 
The intercut images of the mass are the 
functional points of the entire image- 
analysis. "The gitl’s death-movement is 
not mounted as a constan!, unvaried unir, 
but each cut back to tbe girl's sinking body 
shows another section of the body,

This is also an example of tbe división of move 
ment according to time-cutting: an analytical 
montage in which each cut back to the girl reveáis 
her nearer to her death, nearer to sinking com- 
pletely on the stone steps. Tbe lase cut, follow- 
ing flash long-shots of the Cossacks, shows her 
just as she has fallen to the ground.

Another example of an analytical montage in 
which the points of analysis are intercut by other 
scenes, and where the time-cutting of a single 
movement is forceful, is the following:*

(From Potemkin) :
T H E  SCENE IS:

The Marine Guard is called out on deck.
The marines litie up in two rows, one behind 

the other.

T H E  A N A L Y T IC A L  T IM E -C U T T IN G  
GOES:

1. A  marine at the end of the second line. 
n p r the lens, is sad and pensíve.

A.— The marines are at case while the sail- 
cloth is tbrown over the group of their 
comrades to be shot.

2— The sad marine steals a slow glance over 
his shoulder.
The sailcloth is tbrown and setties down 
o v «  the heads of the unfortunate men.

L — The sad marine gazes down by his side 
--thinking.

C.— T w o or three -shots-’ of “ business" 
elsewhere on deck. The tempo of che 
film at this point is decelerated. There 
is hardly any movement. The tensión, 
the expectaney, mounts high.

*In a sunse it is not fair to offer this sequence as an isolated 
insunce o f analytical montage, just for the reason that il is 
isolated and not considered as a factor in the total image- 
structure o f  the massacce-episodc. But for purposes of il- 
ustration o f my percepc. ¡t is perhaps the best single example 
ha I know or rememher of a powerful time-cutting a ^ -  

in this manner, it exemplifies a principie. 
But actually, ,t derives its techmcal and aesthetíc valué from 
its position m the organization of the entire episode.
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4-— The sad marine with his nose pressed 
against the barrel of his gun. In the 
time-elapse betwcen this cut and cut no.
3. the sad marine has turned bis head for- 
ward again and raised it.

D.— More "business" on deck.
5.— The sad marine with his head bent low, 

his eyes cast down, beforc him- 
Here we see how a movement is marked off and 

rendered meaningful by the time-cutting. -While 
the foregoing is not a precise duplicate of the actual 
continuicy at this point (the letter-cuts for che 
most part consisting of severa! individual "shots" 
of the intermediary action), it nonc the less ex- 
emplifies che principie of the time-cutting analyt­
ical montage as Eisenstein uses it. Each tíme we 
see the marine, he has performed a certain part of 
the turning of his head in its course from side to 
front. The letter-cuts altérnate wi.h che number- 
cuts as the tensión of the entire Sequence mounts 
to a point of exciting stillness and momentary, 
foreboding cessation. When the prevíous hurried 
movemcnc-rhythm stops, the movement-sensation 
iCemutsbeu-'egitng) experiences an instantaneous 

concencration. which "reflexes" in the spectator 
írhc law of rcaction-contrast), and the tension- 

point of stillness —  (at this famous tension-point 
in Potemkin the acción is suddenly abandoned and 
there flash before the spectator's eyes, "stiH" shots 
of a bugle against a sailor’s hip, the flag of the 
Pnnee Potemkin. the prow of tbe ship, the flap- 
ping of the sailcloth above the heads of the doomed 
and various other important elements Chat mount 
the image-structure here into a profoundly signi- 
ficant and ominous pause | —  the tension-point of 
stillness (1 )  checks the preceding rush of move­
ment, an d (2j prepares both the image-structure 
and the spectator fot the outburst of fury that 
descends at the crucial moment, in which all cur- 
rents of movement are mixed together and the 
rhythm-iine steps out of any previously sustained 
pattern whatsoever . . . .  Thus this Curning-around 
of the marine's head l together with the above- 
mentioned scenes that follow) is not only a true 
analytical montage, but also an imagistk emphasis 
on the total structural suspense at this point,

These thoughts give us a concise idea of what 
is meam by analytical montage. The analysis and 
differentiation of movement-forms is one of the 
most important instruments at tbe command of 
cinematograpby for che manipulation of optical 
and emotional attention. We now see that. no 
matter into how many points of analysis the con- 
tinuum of a movement may be divided, the mon­
tage of ana’ysis only superficially implies the pure- 
ly desenptíve mouncing of different píeces in suc- 
cession. The montage of analysis is the point at 
which begms tbc study of the mathematics of film- 
tcchnical analysis.

This establishes the fundamental distinction 
betwcen the analytical and the synthetic montage. 
T b c synthetic montage, as already mentioned by 
way of revisión, is concerned not with a mere unit- 
mg of detail-pieces in succession, ñor with the 
analysis of movement, but with the synthesizing 
ot all images w.hich coHectively form  a single 
image-unit expressing the essential. underlying
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radical, ahstrucl. meaning-full image-idca.
The connection between synthetic montage and 

film-symbolism is immedíate, dírect, axiomatic. 
T o resort to this figure; Synthesis is a fruir whose 
core is a symbol. This symbol stands in inter- 
mediary relación between tbe fruit itself (the 
structure) and the forming principie which makes 
che fruit ftse/f. W hat, after all, is synthesis but 
construcUon in montage to make immediately ap- 
prehensible to mind the radical, abstraer image-idea. 
which is the genetic concepción of the film-work? 
But if the mechanics of tbe médium cbanges, if a 
Bakshy magnified screen comes into utilización, 
if a highly complex are of orchestral counterpoint 
emerges out of the progressive studios of U . S. S. 
R-. will, then, synthesis still be possible of attain- 
ment? The answer is: Obviously. it will be 
more possible of attainment than ever before, ñor 
Will its incellectual root-character change. (Radi­
cal abstract ideas are constant, however much 
mecbanical instrumentación may change or in­
dustrial producción multiply^. Only tbe mon- 

and not tbe radical aesthetic concepción, 
will have to be transposed into a new formal struc­
ture. Method will change: but synthesis, which
is more than method, though less than en d ,_____
synthesis, the construction-force tbat makes the 
abstraer image-idea apprehensible to mind —  will 

j   ̂ 3s an aesthetic concept. Whatever the 
vT' '•’e mechanics, synthesis will

tiii be the mtermediary "station” between the 
. ™age-idea and the spectator (the receiving
oram) . In order to keep this clear, and in order

guard against, possible 
usion shoiild the mechanism undergo further 

( «  undoubtedly it w ill). and to assure 
nis sphere of cinema^ography a certain degree 
r saíety from the inevitable frauds and charlatans 

wno Will corrupt these doctrines. I will postúlate 
DÍesrff fundamental (radical) princi-
in !  " f  >mage-idea, whicb are valid for the film 

whatsoever as regards its in.ellectual 
ínotivation and meaning,

PRIN CIPLES o f  T H E  IM AG E-ID EA
"Ph® image-idea is the intellectual and 
metaphysical essence of the 
whole.

— The image-idea underlies the 
structure and governs it.
(This law is completely Spinozaic in 

ics implications) •
The image-idea radically determines the 
image-structure (sequentially and or- 
ganically), and definitively necessitates 
the image-montage (visual and dy- 
nam ic),
The image-idea is the abstract, syn­
thetic expression of the secondary raw- 
matenal (as distinguished from the 
raw-material. out of which tbe second- 
ary is selected, photographed and creat-

raw m ateriar to mean the same as
« t u S  stnfF T hat is, the
grapbs.’  ̂ "  ^  director selecta and the cambra photo-

image-

image-

3.-

4.-

5.-

6.—

8,—

9.—
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ed*. This secondary raw-material 
signifies all the images of the film  as 
chey are mobilized in the brain of the 
creator to form tbe nevJ image-struc­
ture. The new image-structure (as 
distinguished from the “raw” image- 
structure of the creator's brain, to 
which. no matter how ultimately it 
may be developed, photography and the 
laboratory invariably add some new 
element of tone or composición), sign­
ifies the cinematic reality, compounded 
out of the primary raw-material (ac- 
tuality) and the secondary raw-material 
(of the brain of the creator). Of 
this cinematic reality. the image-idea 
forms the tertiary cinematic materia!, 
but this tertiary material is not a “ raw” 
material (as are the primary and sec­
ondary raw materials. which, unlike 
the tertiary, are eitber incompletely 
formed or not formed at a l l ) . si'nce no- 
thing in the film can be metaphysically 
deeper or m oré radical than the funda­
mental image-idea.
The image-idea is explicit in the entire 
structure of the film. It is implicit in 
all tbe film’s sequential (and episodic) 
phases. and in all its individual man- 
ifestations. It is violently and pro- 
nouncedly explicit in its purely sym- 
bolícal manifestations. It is implicit 
in all manifestations of minor or indi- 
rect image-symbolism. and in images 
of referencial or inferential valué, per- 
tinent to other elements in the film- 
structure (of deeper Valué) or to other 
elements not directly expressed in the 
film.
The image-idea may never be expressed 
in tbe image-structure by a word, un- 
less that word be of imagistic valué, 
containing within itself the rudiments 
of an image or an image-composition, 
as in the cases of Hebrew, or of Japan- 
ese or Chínese script. Only such 
image-words possess the potentiality of 
becoming a part of the image-structure, 

that forms the image-whole and of 
these, the one bearing the greatest po- 
tentíalítíes and the most radical sign- 
ificance, is tbe Hebrew.
The irnage-idea is che solé intellectual, 
aesthetic deterrainant of the unity and 

solídarity of the image-struccurei It is the 
dominating cause of its montage (visual 
and dynamic. sequential, episodic and 
organic).
The image-idea expresses the pbilo- 
sophy of the theme,
The image-idea is the jealous God of 
the cinematic intellect. All deviations 
from its true and logicál transmutation 
info the projected film-stuff, and all 
extraneous elements that are permitted 
to enter (or that perversely creep into)
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the final filmk expression of its meta- 
physical cssence, will cause havoc witb 
chis expression and fail to communicate 
its essence to the spectator. Henee, the 
supreme importance of perfecting the 
mecbanicai aspeets of the médium and 
of deciding upon the legitimacy of 
various current forms of cinema. (For  
instance, I exelude the speech-film from 
my aesthetic of cinematography. Ac- 
cording to the viewpoint of my doc­
trine, color is an abhorrence,---------a
cheap, commercial corruption of the 
purity and integrity of the film's 
simple, elemental black-and-whitc. I 
have always fougbt against it, using 
the Ladd-Frankiin optical experiments 
as a basis of my arguments concerning 
optical attack and visual appeal).

I hold tbese principies to be inviolate law of 
cinema, the mass-art.

It is, of course,.not for many film-works that 
any of these principies hold good, and for still 
fewer films that all of them hold good. These 
constitute a body of ideal doctrine. More than 
that. I recognize that not even every artistic film 
can have a radical, philosophical image-idea !

But I also hold that to ignore these principies 
as a matter of course must, and will, result ul- 
timately in the stagnation and fatal decadence of 
cinematography as an expressive médium and as 
an instrument of capturing the mass-mind. The 
full realization of these principies will no doubt 
be rare in the history of cinematography. So far, 
sucb realization has never been atcained, but the 
cinematographers of U. S. S. R ., particularly these 
world-crcators —  Eisenstein, Pudowkin, Alex- 
androff, Room, Dovzhenko, Konzintsoff and 
Trauberg —  masters of montage, have come re- 
markably cióse to such realization, , In U.' S. S. 
R ., I believe, it has not been lack of genius, bui lack 
of mec^nical resources, that has made perfection 
impossible. And then, ultimare and absolute per­
fection will ever remain an elusive goal, because 
the mechanization of the médium (despite the 
greed-inspired efforts of the Amerícans), is, and 
wdl long be, in an inadequate stage of accom- 
plishment. It pleases and excites me to anticipate. 
however, that the realization of these principies 
will approximate the highest degree of attainment 
in Eisenstein’s film-interpretation of M arx’s 
C A P IT A L . Here, the image-idea is already 
powerfully suggested in the very title !

As 3 niU, it may Ik  S3id, any sequcnce, into which «cenes 
unremed in physical concent ace structcrally incorporated 
in otder to form the abstract. expressive idea (significance) 
o f the seqtience, is an instance of ídeational syntheiic mon- 
tage. Eisenstein in a crude way was successful in a pre- 
wcious experiment with this fonn in che sequence of Ten  
Days T h at S h o o k  the W otld , where the fignre o f Kerensky 
mouDting the stairs, the bust of Napoleón and the peacock 
spreading its laU, altérnate in a time-cutting synthesis of 
astonishing power and emotional effect. Agaín, in the same 
Work, tbere is the episode o f the rising bridge, the massacres 
in the streets, tbe advancing riflemen and tbe hanging o f the 
hoise from the drawbúdge, —  a synthesis o f scenes the in- 
conceivable forcé o f which is outmatched only by the stark 
and terrible idea that unites them and gives them their vital 
meaning. In every case, the qualicy o f symbolism is in- 
escapaWe.*
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It is here, in this domain, (Ideational syntheiic montage). 
that tbe real conditioning.procesa of cinematography must 
opérate. Cinema, to an extent never imposed upon any pre- 
vious art-form. is confronted by the task of a stupendous 
revolutionary mass-conditioning. In the work of dises- 
tablishing tbe slave-valúes of Western civilization (valúes of 
cthic, aaesthetic, human faehaviour. human "ideáis", etc.), 
it has to draw its figbcing-forces and ammunition from the 
arsenal o f Western scientific rescarch. It must utilize che 
despised and relatívely neglected science-achievemenc of tbe 
West (which hitherto has been used purely for money-pur- 
poses or for the advancement o f the war-makers), in order 
to attack and dethrone the slavery-dogmas o f the West . . . 
Western knowledge to smash Western slavery ! And this, 
too, in application to every society ínfested with these slavery- 
principles. In the new methodology of human behavior for 
which many great isolated spírits o f tbe West have sought 
(W aldo Frank aniong them ), cinema, by the aid of the in- 
genious utilization o f the ideational synthetic montage. to 
create radical revolutionary image-ideas philosopbycally found. 
ed, has the dominant place, the most iraportant function. 
No other art has this responsiiúlity. No other art bears 
tbe borden to this extent . . . .  T o  estabüsh the radical im- 
age in tbe mass-conscionsness, and to impress the image con- 
stanlly once it is implanted, in order to give root to a new. 
great, beautifu! human society —  this ís the task of the new 
World.cinema.

Ideational synthetic montage ís the least developed, most 
diffícult and alcogether the most significant o f all montage- 
concepts. The probiems of cine-mctaphysics, tbe problems 
of expressive montage-constructlon, and ihc problems of 
ideational synthetic montage . . . these are endnringly incer- 
connected, Ideational synthetic Montage opens the door to 
the contrapuntal method cinematography. "Synthesis sug- 
gesis to me the power o f reconcilling opposites in space-time." 
— E>avld Platt) . Not only are counterpoint and synthesis 
mutually aidful in the montage of cinematic effeets; not 
only do counterpoint and synthesis bestow boundless power 
and possibility on the explosion-montage which Eisenstein 
has developed (his mightiest contributíon to cinema I ) :  bnt, 
the conjnnccion o f these radical intellectual image-nwessiíies 
emancipares, present-day cinematography from the embar- 
rassment o f a temporary standstill in its reliance on montage- 
effeets that have been created as a result o f Umitatxom 
(o f che médium), rather than through positive, radicaf 
creation. As a forceful. participant aid to synthesis, souod 
too must be admitted into tbe army of forcé utilizcd by the 
contrapuncal method. Sound-image counterpoint will be 
—  is already. thanks to the Moscow creators, the most power- 
ful coalition o f conditloning.forces o f the presen: world- 
cinema.**

Counterpoint and synthesis (montage- put into the hands 
of the World cinema-creators the power to express the deep- 
est radical image-ideas of human existence —  in fact, to ex­
press the radical, dominant image idea, basically undetiying 
Creation, —  the image-idea o f the One.

T h e  second parí of Principies of the New W orld- 
Cinema, which treats of the Problems of Method, 
will appear in the March isme of Experimental 
Cinema.

•It is remarkable bow the critics and public o f the bourgeois 
World can glibly and happily ignore the intense, bitter social 
significante o f this vivid symbol. How even the "best- 
establishe" o f tbe various emeritus-critics, so-callcd, can refuse 
to see in the hanging hocse the symbol of the martyrdom of 
the Russían masses. murdered by a labot-exploiting govern- 
ment. Perhaps an cxplanatory title at chis point, calling 
attentíon to the situación, might have penetrated to the 
bourgeois critical "h rain !"

••The Bolshevist creators from the beginning pronounced 
"the new orchestral counterpoint of sight-images and sound- 
images", “ 3  new and enormously elfective means fo t ex- 
pressing and «olving che complex problems with which we 
have been troubled owing to the impossibility o f solving them 
by che aid of cinematography operating with visual images 
alone." (Quoted from the Manifestó on the Sound Film 
issued by Eisenstein, Pudowkin and Alexandroff in the Fall 
o f 1 9 2 8 ) .  ‘ TTiis statement must not be accepted in con- 
nection wiib the dcstructive and confounding use of sound 
practised ip the Hollywood studios.
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