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SERG EI M, E ISE N ST EIN . G R EG O R V . A LEX A N D R O V  and 
E p U A R D  T IS S E  need no introduction in ExperimcntaJ 
Cinema. The list o f eheir films to date is as follows:

W O RK ERS, ST R IK E t . . . Directed by Eisenstein, pho- 
tographed by Tisse. Not released in U. S. A.

A RM O RED  C R U ISE R  PRIN CE PO TEM K IN  . . .  Di­
rected by Eisenstein, photographed by Tisse. Scenario 
by Eisenstein and AJexandrov. Aiexandrov played the 
part of a Csarist captain on board the “Poterikin.”

T E N  D A Y S T H A T  SH O O K  T H E  W O RLD  . . .  Di­
rected by Eisenstein and Aiexandrov. Photographed by 
Tisse. Scenario and moncage by Eisenstein and Alex- 
androv.

O L D  A ND N EW  (T H E  G EN ERA L L IN E ) . . .  Di­
rected by Eisenstein and Aiexandrov. Photographed by 
Tisse. Scenario and montage by Eisenstein and Alex- 
androv.

ROM ANCE SEN T IM E N T A L E  . . .  A  two-reel expeh- 
ment in sound. made in París in the sumtner of 1930 
by Eisenstein, Aiexandrov and Tisse.

A t ptesent they are making a film in México. (See tbe "H O L ­
LYW O O D  B U L L ET IN " in this issue.) The June, 1930, issue of 
Experímental Cinema contained an interesting arríele on Eisen­
stein s activities as a teacher in the Moscow Cínematogtaphic 
University and also on his research into the Japanese "Kabuki" 
Theatre, on which The Cincmatographic Principie and Japanese 
Culture is based.

rSEVOLOD 1. PU D Ü VK IN  aiso requires no intro 1" 
The hst of the films he has made i.i U SSR  is as foll.

T H E  C H ESS PLA Y ER . . .  a two-reel experin.e 
analytical and cross-cutting montage, made five vears 
Not released in U. S. A.

M ECH AN ICS O F T H E  BRA IN  . . .  a laboratort 
made by Pudovkin in conjunction with Prof. Pavk 
the Psycho-Neurological Btain Institute in Lenis 
Studies in the activities of the "conditioned reflex." 
important film-document has had "educational” (bi 
popular) relíase in chis country.

M O TH ER . . . The powerful film of the 190? stiik  ̂
revolución based on Gorki’s novel of the same 
Banned in the U. S, A.

T H E  E N D  O F S T . PET E R SBU R G  . . . Prodi - r l  
Mezhrabpora fo t the tenth annivecsary of the B cF 'f 
Revolución. Released in U . S. A. very much abrif 
The original was three hours long.

ST O R M  O V E R  A SIA  . . . Pudovkin’s masterpiece.il 
ish imperialism in Asia and the Moneolian u rtf 
Partial release in U. S. A. 1

He has just coinpieted a film, "LIFE  IS  B E A U T IFU L .'I
I

Víctor Turin is the Soviet director of "T U R K -S IB "  ''
¡'

All Soviet stilU courtesy Amkino Corporation.

Experimental Cinema is edited by David Píate, Lewls Jacobs,Seymour Stern. (Dontributing editors: Richard Aldrich, 
P. Attasheva, Bela Belass, B. Braver-Mann, Samuel Brody, Chrístel Gang, J .  Lengyel, L. Moussinac, Edward Weston. 
Published at 302 East ?9th St., New York Q ty. Hollywood office, 1803 Vista del Mar, California. Subscripción $2.00 
for 12 issues. $2.?0 foteign. Single copies 25 cents. Vol, 1, No. 3. Copyrighted 1931.

Ayuntamiento de Madrid



STATEMENT ' >

erinie
yeart

stnk<
ime

piece.
1 iipfl

■u l ;'

T HIS, thc tKird issue of EXPERIMENTAL CINEMA, malees its appearance atter six months of 
ceaseless effoct to raise funds for its publication. After hall a yeai oí financial and other 
difficulties, we are finally enabled to appear— with an intensification and a clacifícation of policy 
svhich will bring EXPERIMENTAL CINEMA into cióse relationship with the labor move- 

ment in America.

The widespread interest that has manifested itself in our two eaciier attempts to rdease the film for 
¡ntelligent contact in America, encourages us to hope that with this issue, which makes clear the proletarian 
basis oí out organ, EXPERIMENTAL CINEMA will succeed in establishing thc ideological and organ- 
ízatíonal foundations of an American worldng-class cinema. This is particularly desirable at a time when 
the curren! Hollywood movie boasts a banality and a stupidity that seems to svax greater in proportion to 
the growth in the unsettlcment and distress of American Ufe. Two organizations, independent in operation 
but United in purpose, have already bcen formed for this task, although much remains to be done in cach 
case to complete the basic direction and actívity. These two groups are: TH E WORKERS FILM AND 
PHOTO LEAGUE OF AMERICA and THE AMERICAN PROLET-KINO. These are the first two füm- 
producing units of the American working-class.

It is clear to thc editors of EXPERIMENTAL CINEMA that Hollywood, while it ís an almost inex- 
haustible source of stupefying “entertainment,” is aiso at the same time the tool of American im- 
perialist political policy, which it serves so faithfully and so supinely through the médium of war films, 
anti-USSR films, news reels, etc. The United States with its appalling rate of illiteracy is fertile soil for 
so direct an instrument as thc film. The talkie, by eliminating the printed captlon, has overeóme the last 
barrier necessary to makc the cinema the most simple, the most powerful and thc most popular political 
wcapon in existence today.

American imperialism has not been slow in tecognizing this. It is wielding this dangerous sword in a 
most conscious way. Therc is a bilí pending in Congress at the present time calling for tlie transformation 
of the movie industry into a public utility under federal control. The United States Government opcnly 
cooperates in the production of films glorifying the achievements of American marines in cnishing latin* 
american uprisings. The film, “Flight,” was an open attack on Sandino and the Nicaraguan stniggle fot 
national freedom from American imperiaUst domina tion. Such bluntly jingoistic, flag-waving films as 
“Wings,” “The Mighty,” “Tell It To The Marines,” “The Patent Leather Kid,” etc., etc., are only a be- 
ginning.

Thus, the need to develop active fílm-machinery in the working-class to counteract this nefarious and 
growing activity, maliciously organized to prepare the American masses for martkl suicide in the nexl 
war to end war—becomes doubly, ímmeasurably urgent.

EXPERIMENTAL CINEMA in future bsues will expose in its pages the growth of practices such as 
those stated above, as well as the somee of this capitalist propaganda in the film-industry, where a boycott 
is now in forcé on all films and news reels that reveal any evidences of the class struggle.

EXPERIMENTAL CINEMA will also endeavor in the future, as an inalienable part of the workcrs’film- 
movement, to cooperate in the production of films of a nature which will serve to give cohesión to the 
movement among the masses of movie-goers and which will also serve to counteract amongst these masses 
the stupefying opiate of the Hollywood product.

EXPERIMENTAL CINEMA, in conclusión will reveal to students of the film, through important 
arricies, essays, photographs, stills, etc., the means and methods whereby films of the Ufe of the Amer­
ican workers will be adequately produced and presented for working-class audiences.

SUPPORT OF EXPERIMENTAL CINEMA MEANS SUPPORT OF TH E FIRST WORKERS’ 
FILM GROUP IN AMERICA!
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E I S E N S T E I N
IN America, the film, the one absolute and vital cultural 

forcé of our tíme, is completcly imbedded in the ideas 
and doctrines of a reactionary cla„s. The bourgeois cur- 

rents behind the puerilities of the film are dead to any 
promise of unfoldment within the lens. Oniy the ethos of 
the class'struggle contains any hope for a new transforma­
ción of the film in America.

its context, its tempo, its duración, its interval and positic 
its '"overtone" and its plástic and social purpose in 
cinematic plan: Montage—the plástic meaos toward pi< 
found effeets and the nucleus of every subsequent füi 
intelligence.

On the other hand, the dcvelopment of the cinema in 
Russia is organically reíated to the new social forces 
and economic implications of the era. These forccj 
manifest thcmtelves stirringly in the Soviet film. Directors 
there define the revolutionary working class reality and 
ideology,

Functioning as one of the leaders of this new spirit is 
Eisenstein, director of ‘‘Strike", Potemkin", "Ten Days 
That Shook The World”, and "Oíd and New". Eisenstein 
in concentrated images expresses cinematically the social 
forces released by the prolctarian revolutíon. Impelled by 
this upheaval, he has evolved autonomous laws of cinematic 
form sharply related to the needs of the Russian masses. 
The film has been transformed thru his "tonal” and "over- 
tonal” montage from a bourgeois opiate into an intense 
experience in which the spectator becomes a participant in 
a new and orphic conception.

The images of Eisenstein are never “photographic" 
never merely decorative, but because of their cadre 
rhythmic action, their “collisions and conjunctions,” tlit 
transitions and conflicts— their essential rightness, they 
fect and charge the mind and emotions of the spectaC 
and instil anticipatory reverberations, both organic afi 
significant, for their response.

The creator of cinematic prose-rhythm, Eisenstein, cm- 
ploys a style which enables him to pack and combine 
múltiple perceptions, implications and raeanings into 
each of his images; assígning to each their manifold con­
tení, their angle. their tone, their precise action and move- 
ment, their rhythm and exact function so Chat there will 
be no discrepaney between his attitude and the projected 
film. Furthermore, he proportions each qualíty of image:

It is from this condition that they function: the 
image and its qualities prepares for the second, which mee* 
the expectación roused by the rising modulation and i 
pulse, and the third is a challenge and collision,— a 
sponse differing from its cinematic associates in a vis 
way, but yet conforming in an organic precisión. A  stní 
ture is created which introduces a number of impulses afl 
counterpoints whose reconciliation is the activity of 
montage groups and their momentum: a structure whío 
piles up emocional effect by junction and multiplicatic  ̂
cumulation and conflict. Any effort to cut or substituí 
for an image in a sequence, or to speed or slow an imaí 
or sequence, or to juxtapose an arrangement, will indica* 
how organic the whole is and at once injure the esthe* 
valué of the total. Here is a mighty style and a form tW 
evolves and corresponda wíth the complexity and precisi  ̂
of the triumphant proletariat, the first to domínate 
films' organic problem and the most able to satura* 
its structure with the program of the revolutionary soc** 
subítance. LEWIS JACOBS
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IT is a weird and wonderful feat to have written a pamph- 
1 let on somcthing that in reality does not exist.

There is not, for example, any such thing as a cinema 
without cinematography.

And yet the author of the pamphiet in which this essay 
first appeared' has contrived to write a book about the 
dnema of a country that has no cinematography. About 
ihe nnema of a country that has. in its culture, an infinite 
lumber of cinematographic traits strewn cverywhere with 
the solé exception of—its cinema.

THE CINEMATOGRAPHIC PRINCIPIE
A N D

JAPANESE CULTURE «
WITH A DIGRESSiON ON MONTAGE AND THE SHOT

by S. M. EISENSTEIN

This essay is on the cinematographic traits of Japanese 
■tulture, lying outside the Japanese cinema, and is itself as 
ipart from the pamphiet as thcse traits are apart from the 
Japanese cinema.

A cinema is: so many companics, such and such turn- 
overs of capital, such and such stars, such and such films. 

Cinematography is— first and foremost: montage.
The Japanese cinema is excellently equipped with com- 

^nies, actors, subjects.
But the Japanese cinema is a complete stranger to mon-

^ge.
And yet the principie of montage can be identified as 

*he basic element of Japanese representational culture. 
Writing.
For writing is primarily representational.
The hieroglyph.
The naturalistic image of an object as portrayed by 

4e skilful hand of Tzanki 2650 years before our era be- 
fil Sities slightly formaliscd and, with its 539 fellows, forms 

*he first 'contingent’ of hieroglyphs.
Scratched out with an awl on bamboo, the plástic por- 

hait of an object still in every rcspect resembles its orig­
inal.

But then, by the end of the Illrd Century, the brush is
®ventcd.

In the Ist Century after that happy event (A, D.)— 
Paper.

And, lastly, in the ycar 220— Indian ink.
A complete upheaval, A  revolution in draughtsmanship. 

after having suffered in the course of history no 
than 14 different stylcs of handwricing, the hier- 

®BlypK crystallises in its present form.
The means of production (brush and Indian ink) have 

^termined the form.
The 14 reíorms have had their way. As result.
In the fierily cavorting hieroglyph ‘'ma" (a horse) it 

j® already impossible to recognise the features of the dear 
horse, pathetically sagging in its hind-quarters, of the 

^nting style of 'Tzanki, £o well-known from antient 
'^ninese sculpture.

But let it reít in the Lord, this dear little horse, to- 
gether with the other 607 remaining “sianchin” ciphers—  
the first dcpictive category of hieroglyphs.

The real interest begins with the second category of 
hieroglyps—the "choy-ee,” i.e. ‘copulative’.

The point is that the copulation—perhaps we had bet- 
ter say, the combination—of two hieroglyphs of the sim- 
plest series is to be considered not as their sum but as their 
produce, i.e., as a unit of another dimensión, another pow- 
er: cach, separately, corresponds to an object, to a fact, 
but their combination corresponds to a concept. By the 
combination of two 'depictables' is achieved the represen- 
tation of somcthing graphically undepictable.

For example; the picture for water and the picture of 
an eye means— ‘to weep’;

The picture of an ear near a drawing of a door—‘to 
listen';

a dog and a mouth— 'to bark’;
a mouth and a child—‘to clamour';
a mouth and a bird— ‘to sing';
a knife and a heart— ‘sorrow', and so forth.
But this is—puré montage!
Yes. Exactly what we are doing in the cinema, com- 

bining the as far as possible mono-significant, individually 
neutral (from the content point of view), depictive shots, 
into intelligible contexts and series.

A  means and method inevitable in any cinematographic 
representation. And, in its condensad and purified form 
the starting point for the ideological cinema.

For a cinemi seeking a máximum laconism for the •visual 
representación of abstract concepts.

As the pioneyT among these paths we hail the method 
of the late lamented (long lamented) Tzanki.

W e have spoken of laconism, Laconism affords us a 
transítion to a further point. Japan possesses the most 
laconic form of poetry. The ‘‘khai-kai" (which appeared 
at the beginning of the Xllth Century) and the “tanka".

Both are almost hieroglyphs transposed into phraseology. 
Even so much so that half their valué is appraised by the 
calligraphic quality of their draughtsmanship. Their meth­
od of construcción is completcly analogous,

This method, which in hieroglyphics provides a means of 
laconic determination of an abstract concept, gives rise 
when transposed into literary representación to an identi- 
cal laconism of pointed imagery.

The method applied with concentración to the ascetic 
combination of ciphers strikes from their conflict a dry defi- 
niteness of the concepts determined.

The seif-same method expanded into the luxury of a

Ayuntamiento de Madrid
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group of already formed verbal combinations, swells into 
a splcndour of image cffcct.

The conccpt—a barc formula; its adornmcnt, expansión 
by additional material, transforma it into an image—a fin- 
ished form.

Exactly, though ¡n reverse, as the primitive mode of 
thinking— image thinking, concentrating to a definite de- 
gree, became transformad to conceptual thinking.

But let US turn to examples:
The "khai-kai" is a concentrated impressionistic sketch;

"In the hearth 
Two shining dnts: 
A  cat is sitting.''

(Cheo-Dai)

"An ancienc monastery,
The coid moon.
A  wolf is howling."

(Hik-ko)
or:

“AIl is quiet in the fíeld.
A buttcrfly is flying.
The butterfly has gone to sieep."

(Go-Sin)

The "tanka" is slightly longer (hy a pair of lines),
"A  slowly walking 
Mountain pheasant; its tail 
Trails hehind.
Oh, night wilhout end.
Alone can I endure it!"

(Khitomaro)
From our point of view— these are montage phrases. A 

montage plan.
The simple comhination of two or three details of a 

material seríes yiclded a pcrfectly rounded-off representa- 
tion of anotlier order— psychologica!.

And, if the finely ground edges of the intellcctual deter- 
mination of the concepts formed by comhination of hiero- 
glyphs are here blurred, yct, in emotioiialism, the concepts 
have blossomed forth immeasurably.

Of Japanese vmting it is uncertain.
Whcther its aspects as a character System (the determin- 

istic), or as an independcnt creation of graphics, (the de- 
pictivc) predominares. . . .

In any case, born of the duomonistic mating of the dcpict- 
ive by method and decerministic by purpose, che method 
of hieroglyph continucd both its lines. (Continued— not 
hístorically— consecutiveiy, but consecutivdy in principie, in 
the minds of those dcvcloping the method).

Not only did its deterministic lines continué into litera- 
ture, in the "tanka." as we have shown.

But exactly the same method (in depictive aspccc) oper­
ares also in the most perfect examples of Japanese pictorial 
art.

Sharaku. The creator of the finest engravings of the 
XVIIIth Century. Of an especially immortal gallery of por- 
traits of actors. The Daumicr of Japan. The Daumier 
whom Balzac—himself che Bonaparte of hterature--in his 
turn named "the Michael-Angelo of caricature."

And, in spite of all chis, almost unknown to us.
The characteristic features of his work are noted by 

Julius Kurth. Discussing the question of the influence of 
sculpture on Sharaku, he draws a parallel between a por- 
trait of th§ aptor Nakayama Tomisabro and an antique

mask from the semi-religious No theatre— the mask Ro 
(an oíd hronze).

". . . there is the same cast of countenance in the ma 
aLo created in the days of Sharaku, and in the portrait 
Tomisabro. The features of the face and the distributi 
of the mass are very similar, though the mask represei 
an oíd man, and che engraving a young woman (Tomii 
bro in a female part). The likeness strikes the eye, and l 
there is nothing in common between the two. But it is j' 
here that we discover the most characteristic trait of Sha 
ku: wherea? the mask is carved from wood in almost a 
rcct anatomical proportions, the proportions of the fs 
in the engraving— are simply impossible. The distar 
between the eyes is so enormous as to be a mockery of 
sóund sense. The nose in comparison with the eyes is 
least twice as long as any normal nose can afford to be. 1 
chin in relación to che mouth is out of all proportion; t 
eyebrows, the mouth, in general every dctail considei 
in relación to the others, is entirely unthinkable. The sai 
may be observed in the faces of all the big heads of Sha 
ku. The possibility that the great master did not real 
the crroncous rekdtionship of the sizes is quite out of t 
cuestión. He rejected naturalism quite consciously, ai 
while every detail separately regarded is constriicted 
the principie of the most concentrated naturalism, th 
combination in the general composition is subordinal 
solely to the problem of content. He took as his nort 
proportions the quintessence of psychological expressiV 
ness. . . ”
(Julius Kurth. “Sharaku”, pp. 79,80,81. R. Piper, Muñid 

Is chis not the same as does the hieroglyph, combini 
the independent 'mouth' and the unrclated 'child' to fo 
the content expression 'clamour'?

And is chis not exactly what we of the cinema do 
time, just as he in simultaneity, when we cause a m' 
strous disproportion of the elements of a normally flowi 
event, dismembering it suddenly into 'gripping • han 
large', ‘médium shots of struggle' and 'bulging eyes. f 
inq screen' in making the ‘montage* disintegration of 
event into shots? In making an eye twice as large as 
man's full height? By the comhination of these monstro 
incongruities we gather up the disintegrated event oi 
more into one whole, but in our aspect. According toO 
treatment in relación to the event.

The disprnportionate depiction of an event is organii 
ly characteristic in us from our very beginning. A. 
Luria, of the Psychülntrícal Iiistitute in Moscow, has sho 
me a drawing hy a child on the theme 'lighting a sto

Everything is depicted in passably accurate relations) 
and with great care. The firewood. The stove. The chi 
ney. But in the central space of the room is a huge t 
tangle streaked with zigzags. What are these zigzai 
They turn out to be—the matches, Taking into accoi 
che crucial importance of these very matches for the p 
cess depicted, the child allots them a scalc according 
their duc.

The representation of objeets in the actual (absolül 
proportions proper to them is, of course, only a trib' 
to orthodox formal logic.

A subordinación to the concepción of an unalterable 
der of things.

Both in painting and in sculpture there is a períodic  ̂
unceasing return to períods of establishment of absí̂  
ism.

An exchange of the expressiveness of archaic disp
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A  V íc lim  o f  Tsarism  

Portion for the regular "cable of ranks and classes' of an 
' ÎficiaHom-creaCed harmony.

Positiviittc realism is in no way the correct form of per- 
•̂ eption. Purely and simply- -a function of a certain form 
■̂f social structure.

Following a State monocracy, implanting a State mono-

From  P O T E M K IN

typic form of thought.
An ideological uniformation, developing figuratively in 

the uniformed ranks of the regiments of Guards.

Thus we have seen how the principie of the hieroglyph 
-‘determination by depiction" split into two.
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EXPERIMENTAL CINEMA

First along che line of its purpoae (the principie "determi- 
nation') into the principies of the creation of íiterary 
imagcry.

Then along the Ime of its method of realisation of this 
purpose (the principie dcpiction,) into the striking methods 
of expressiveness of Sharakuc

And, )ust as the two outspreading wings of a hyperbola 
mcet, as we say, aC infinity (though no onc has 
visited so distant a región), so the principie of 
hieroglyphics, infinitcly spiitting into two (in accordance 
with the functíonalism of ciphcrs), suddenly from this 
dualisdc estrangement once more uiiitcs, in yct a fourth 
spherc—the theatrc.

Estranged for so long, once again— in the eradle period 
of the drama—they are present in parallel. In a curious 
dualísm.

The signification (determination) of the action is effcct- 
ed by its narración by a man behind the sta<?e—the repre- 
sentation (depiction) of the acción is effccted by a dumb 
manonette on the stage—the so-called Dzeiruri.

Torether with a specific manner of movina, this archa- 
ism migrated also into eafly Kabuki. It is maintained, as 
a parí method, in classical repertory even to this day. 
(Whefé certain parts of the action are narrated from be­
hind the stage while the actor acts in dumb-show).

B"t this too is not the kemel.
Moct ímportant is the fact that into the technique of 

acting itself the hieroglyphic (montage) method has in- 
stilied itself in the most interesting ways,

Ho'í'tvcr, beforc we discuss this finally, let us allow 
ourselves the luxury of a digression. Lct us pause ac the 
wayside halt of the question of the shot, in oñler to settlc 
the question of shot-montage once and for all.

A  shot. A  single piece of celluloid.
A  small rectangular frame with, somchow organised in- 

to it, a hit of an cvent.
‘Sticking to each other,’ these shots form montage. Of 

course, tvhen they stick in appropriate rhythm.
Thus, roughly, teaches the oíd, oíd school of cinema- 

tography.
“Screw by screw,
Brick by brick. .
Kuleshüv, for example, even writes with a  brick, thus: 

. .’ ShouId there be for expression any fractional idea, 
any partida of the action, any link of the whole dramatic 
Chain, then that idea must be expressed, built-up out of 
shot'ciphers, as if out of bricks. . .

(L. Kuleshov, “The Art of the Cinema." Puhlished 
by Tea-Kino-Pechat, p, 100).

"Screw by screw,
Brick by brick. . .,"as the song goes.*
The shot—is an element of montage! Montage— is a 

‘junction of elements’.
A  most pemicious method of analysis.
One in which the understanding of a process as a whole 

(iinkage, shot-montage) is derived merely from the extern- 
al characteristics of its flow (a piece is ttuck to a piece).

Thus it would be pos.sibIe, for example, to arrive at the 
well-known conclusión that tramears exist to be laid across 
streets.

An entirely logical deduction, if one oriéntate oneself 
on the external characteristics of those functinns they per- 
formed, for example, in Ru-sia in the February days of 
'17. But the Matcrialisc Conception of History interprets 
it otherwise.

The worst of the matter is that an approach of this

kind does actually lie like an unclimbable tramear acros 
the possibilicies of formal developmcnt.

Such an approach predestines one not lo dialectical de 
vclopment, but only tu gradual evolutionary ’perfectin^ 
in so far as it gives no hite into the dialectical substana 
of events.

In the last resort, such evoíutionising leads eitha 
through refinement to decadcnce or, on the contrary, to 
simple withermg away from stagnation of the blood.

And, siringe as it may scem, a melodious witness 0 
both these cases simultancously is Kuleshov’s last film 
"The Gay Canary."

The shot is in no wisc an element of montage.
The shot is a montage cell.
Just as cclls in their división form a phenomenon of aa 

other order, the organism or embryo. So, on the other sid 
of the dialectical Icap from the shot, is montage.

By what then is montage characterised, and consequení 
iy its cell the shot.

By collnion. By conflict of two pieces standing in op 
position to each other. By conflict. By collislon.

In front of me lies a crumplcd yellowed sheet of note 
paper.

On it a mystcrious note;
‘•Iinkage—P ” and “Shock—E.”
This is the material trace of a hot engagement on th 

subjcct of montage fa'twccn E— mysclf and P -Pudovkin 
(About a year ago.)

This is the eitablishcd order. At regular intervals h 
comes to me late at night and we row, behind cióse 
doors, on tubjeets of principie.

Here as before. Mailing from the Kuleshov school h 
heatedly defended the conception of the montage as a lint 
age o^ ieces. Into a chain. Bricks.

BriAs, hy means of their row.s narrating a concept.
I confronted him with my point of view of montage ¡ 

coHIsion. A  vicwpoint that from the collision of two gi' 
en factors arises a concept.

.Linkage is, in my interpretation, only a possiblc specií 
case.

You remember what an infinite number of combinatioB 
is knowii in physics in the matter of the impact (collision 

-of balls.
According to whether they be resilient, or non-resilicrt 

or mixed.
Amongst all th^e combinations there is one in whi' 

the impact is so wcak that the collision degrades into 
even movement of both in one direction.

Thi  ̂ case would correspond to the point of view of P'*' 
dovkin,

Not long ago I had another talk with him. Today h 
stands in agreement with my present point of view.

Truc, during the interval he had taken the opportunit 
to acquaint himseif with the suhstance of the lectures 
had rcad during that period at the Central Cinematograpi 
Collcgc.

.-v-
Thus, montage- is conflict.
The hasis of every art is always .conflict. A  peculio 

'image' transubstantiation of the dialectic principie.
And the shot represents a montage cell.
So, consequcntly, it abo must be considered from t!*' 

point of view of conflict.
Intra-piecc conflict—
—-potential montage, ín the development of its intensitf 

shattering its quadrilateral cagei'Jííd exploding its confi*^
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into montage impulses bc.tween the montage pieces.
And if montage muít be compared with something, thcii 

i phalanx of montage-picces, shots', should be compared to 
the series of explosions of an internal combu:tion enginc, 
multiplying themselvcs into montage dynamics and there- 
by serving as 'impulses' to drive along a tearing motor-car 
or tractor.

Intra-piece conflict. It may be of very various nature: 
it may evcn be—a conflict in the action depicted itself. 
As in "W hat happened to Mary." In the course of a piece 
400 ft. long- Such conflict is clearly not subject to cxami- 
nation in the light of questions of cinematographic form. 

But 'cinematographic' are:
Conflict of graphic directions (either static lines or dy- 

namic lines).
Conflict of scales.
Conflict of spaces,
Conflict of masses (spaces filled with various intensities 

of light.)
Conflict of depths.
Any of the;e and the foílowing conflicts of such dcgree 

that they wait only for one push of intensification to fly 
into couples of antagonistic fragmcnts.

Cióse and long shots (C.U.'s, M.S.'s and L.S.'s, etc.) 
Graphically vari-produced pieces, Pieces solved, by 

Wilume with pieces solved by area.
Dark pieces with light pieces, etc.
And, lastly, there are such unexpected conflicts as;
The conflict of an object with its normal dimensión, and 

the conflict of an evcnt with its normal temporal na- 
hire.

This may sound extraordinary but both these cases are 
familiar.

The first —an optical distortion of the lens, the second—  
ípeeding-up or slow-motion.

The assembling of all propertics of cinematogtaphy into 
One formula of conflict, the grouping of all cinematograph- 

characterittics into a dialectical series under one single 
bead—is no empty rhctorical diversión.

W e thus seek a unified systematization of the method of 
< încmatographic expressiveness that shall hold good for a!l 
■Is flements.

The assembling of them to a series of comraon interpre- 
' tatkm-will iolve the problcm as a whole.

Experience in the various sepárate departments of the 
tinema varies in measure beyond compare.

Whbrcas we know a great deal about montage, in the 
*heory of the shot we are still bubbhng about between the 
^oyal Academy, the French Imprcssionists, and puré geo- 
oietrisations that begm to set one's teeth on edge.

The regarding of the frame, howevcr, as a particular, 
tellular’ case of montage—the smashing of the dualism 
*b()t-montage', makes possible the dircct application of 
Montage experience to the question of the theory of the 
«hot.

The same with the question of lighting. The concep- 
üf chis as a collisioii between a current of light and an 

°Estacle, Üke the impact of a gush of water from a fire- 
^ose strilcing an object, or of the wind buffeting against 
 ̂ Person. mu-t rcsult in a usage of it comprehensible en- 

f'teiy differeot from that afforded by playing around with 
82-uzes' and 'spots'.
The one availabíe such interpretative principie is the 

Principie of conflict:
The principie of optical counterpoint.

And, let us not now forget that shortly we shall have 
solve another and less simple counterpoint. namely, the

conflict of auditory and visual impulses in the sound cinema.

At the moment, however, let us return to one of the 
mo-t interesting of optical conflicts;

The conflict between the limits of the frame and the 
object shot.

The shouting-anglc as the materialisation of conflict 
between the organising lo^c of the director, and the inert 
logic of the object, in collision, giving the dialectic of cin- 
ema-viewpoint.

In this respect we are still impressionistk and devoid of 
principie to a point of sickness.

But, in spite of this fact, a sharp dcgree of principie is 
proper to the technique of this also.

The dry quadrilateral, plunging into the haphazard of 
natural diftuseness. . . .

And once more we are back in Japan!
For, thus—the cinematographic is one of the methods of 

drawing instruction used in japanese schools.
What is our method of drawing instruction?
W e take an ordinary four-cornered piece of white 

paper. . . .  . , .
And we cram onto it, in most cases even without using 

the corners (the edges are usually grease-stained with long 
sweating over it), .somc tedious caryatid, some vain Corin- 
thian capital, or a plaster Dante (not the juggler at the 
Moscow Ermitage, but the other one— Aligheri, the com- 
edy writer.)

The Japanese do the opposite.
Hcre's a branch of cherry-tree, or a landscape with a 

sailing boat.
And the pupil extraets from its whole, by means of a 

square, or circle, or a rectangle, a composition unit.
He takes a frame!
And just by these two ways of teaching drawing are 

characterised the two basic tcndencies struggling in the 
cinema of today.

The one—the expiring method of artificial spatiaí or- 
ganisation of the evcnt in front of the kns.

Frum the 'direction' of a sequence, to the erection of 
a Tower of Babel in the literal sense, in front of the lens.

And the other- a 'picking-out' by the camera, orgam.a- 
tion by its means. The hewing of a piece of actuality by 
means of tb.e lens.

However, now, at ^he present moment, when tbe cen­
tre of attnictiüu is beginning, in the ideolügical cinema, fin- 
al!y to be transferred fro;ii the material of the cinema as 
such into 'deductions and conclusions' formed by the or- 
der of its approximation, both schools lose the importance 
nf their difhrences and can quietiy blend into a synthesis.

Some pages back we losC, like a golosh in a tramear, 
the question of the theatre.

Let US tum back to the question of methods of montage 
in the Japanese theatre.

In particular, in acting.
The first and most striking exainple, of course, is the 

purely cinematographic method—'untransitional acting'.
Alongside with mimic-transitions carried to the limit of 

refinement, the Japanese actor uses the exactly reverse 
method.

At some moment or other of the acting he interrupts it.
The ‘Black One^'' obligingly conceal him from the spec- 

tator. And lo—be is resurrected in a new make-up. A  new 
wig. Characterising another stage (degree) of his emo- 
tional stace.

Thus, for example, in the play "Narukami" is solved 
the transition oí Sadandzi from drunkenness to madness.
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By a mcchanical cut tü it. And a change in his collec- 
tion (armoury) of coloured streaks. On his face, cmpha- 
sizing those of them whose lot it is to fulfill a task of high- 
ei" intensicy than that allotted to those used in the first 
irake-up.

This method is organic to the film. The forced introduc- 
tion ínto the film, by the European acting tradition, of 
pieces of 'emotional tran .̂itions' is yet another influence 
forcing the cinema to mark time. Whereas the method of 
'cut' acting makes possible the construction of entirely new 
methods. The supplantation of one changing actor-face 
by a scale of vari-mooded type-faccs always affords a much 
more acutely expressive result than that enabled by the 
surface, too rcccptive and devoid of organic resistance, 
of the face of a professional actor.

The banishing of the intervals between the polar stages 
of expression of face in sharp contrast has been used by 
me in our new village picture. By this means is achieved 
a sreater sharpness in the ‘play of doubt' around the sep- 
arator. Will the milk thicken or no? Trickery? Wealth? 
Here the psychological process of the play of motifs- - 
faith and doubt—is disintegrated into the two extreme po- 
sitions of joy (confidence) and gloom (disillusionment). 
Moreover there is a sharp emphasizing of this by light (iu

I

TH E O D E S S A  M A S S A C R E

head. A disintegration into shots. With the shortening 
of the sepárate successive constituents at the approach to- 
wards the . . . tragic end— death.

By shaking himself frec from the yoke of simple na- 
turalism, the actor is enabled by this method entirely to 
grip the spectator hy ’rhythms’, thus rendering the stage, 
which in its general compo.ition is constructed on the most 
consccutive and decailcd naturalism (flesh and blood, etc.), 
not only apprehensible but affective.

Since we now no longer make a distinction in princi­
pie between questions of intra-shot and montage, we may 
here cite a third cxample:

The Japanese makes use in his work of a slow tempo of 
a dcgree of slowness unknown to our stage. The famous 
tceiie of harakiri in "The Forty-scven Ronin”. Such a de- 
gree of slowing down of movement is absent from our 
stage. Whereas, in the previous example, we dcalt with 
disintegration of the linkage of movement, here we have 
disintegration of the process of movement. Slow-motion. 
I know of only one example of a thorough application of 
this same method, as tcchnically employable in the cine­
ma. for a compositionally thought-out end. Usually it is 
used cither for a depiction, as 'The Submarine Kingdom' 

("The Thief of Bagdad”), or for a dream ("Zvenigora").

•-a*»

From  P O T E W K IN

no wise conforming to actual light conditions). This leads 
to a considerable strcngthening of the intensity.

Another remarkable characteristic of Kabuki is the 
principie of 'disintegrated’ acting. Thus, Siozoi, the fc- 
male part lead of the ‘'Kabuki" company that played in 
Moscow. in depicting a dying girl in "The Sculptor of 
Masks", performed his part in pieces of acting entirely de- 
tached from one another.

Acting with only the right arm. Acting with one leg. 
Acting with the neck and head only. The whole process 
of the general death agony was disintegrated into the solo 
playing through of each 'part' separately from the others: 
che parts of the leg, the parts of the arms, the part of the

one

A

Or, more often still, it is just formal spillikens and pur- 
poseless camera hooliganism ("The Man with the Movie 
Camera”). The instance I have in mind is Epstein's "The 
Fall of the Housc of Usher". Normally acted emotions 
taken with a speeded-up camera gave an unsual emotiona! 
pressure by their slowness on the screen (judging from the 
press reports). If it be borne in mind that the effect of 
the acting of an actor on the public is based on its imitation 
by the spectator, it will be easy to relate the two exam' 
pies to one and the same causual explanation. The intensi' 
ty of the reception increases becauíe the imitative process |l 
goes more easily along a disintegrated motion . . .

Training in how to handle a rifle was hammered into
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even the stiffest autómata among raw' recruits ‘aiong dis- 
integration'. . .

The most interesting association of the Japanese thea- 
tre, however, is, after afl, with the sound cinema, which 
can and must learn what is basic for it from the Japanese— 
the bringing of both visual and auditory impressions to 
One common physiological denominator. But I consecrated 
awhole articlc in the "Zhizna Iskusstva” (1928, No, 34).“ 
to chis point, and I shall not return to it here.

So, it has been possible cursorily to establish the permea- 
tion of the mo-t various branches of Japanese culture by the 
puré dement and basic nerve of cinematography—montage.

And only the Japanese cinema falls into the same error 
ís the ■left-drifting' '■Kabuki".

Instcad of learning how to extract the principies and 
technique of their remarkable actíng from out of the tra- 
ditional feudal forms of what they act, the Progressive 
theatricai leaders of Japan fling themselves into adaptation 
of the spongy shapdessness of uur üwn academic pi-ycho- 
logical naturalistic Art Thcatre. The rcsults are tearful

and sad. In the rea.lm of the cinema Japan similarly pur- 
sues imitations of the most revolting examples of commer- 
cial American and Middlc-European market junk.

l'o undcTitand and apply her cultural pecuüarities to the 
cinema, this iü the task of Japan.

Colleagues of Japan! Are you realíy going to leave it 
to  US?

1. This essay was first published as an epilogue to N. Kauf- 
man’s pamphlet "T he Japanese Cinenia" (Tea-Kino-Pechat. The 
Theatre and Film Press. Moscow, 1929) and entitled "Outside the 
Sbot." The presciit text is translated by Ivor Montagu and S. S. 
Nalbanov and revised by the author,

2. It has been left to joyee to develop in literaiure the depictive 
line of the Japanese hieroglyph. Every word of Kurth's analysis of 
Sharaku may be applied, neatly and easily, to Joyee. — S. M. E.

}. The quotation is Itom "Kerpitchiki," a Russian popular 
song.— I. M.

4. The Black Ones in Kabuki are persons attired completeiy in 
black and thus relatively invisible. Besides functioning as described, 
they move furniture and carry out all manner of changes.— I. M.

5. Republished in a French t-anslation in "M onde," December, 
1928.— S. M. E.

The Problem of the New Film Language
by VICTOR TURIN

nto

A CHARACTERISTIC fcature of the filmic language 
of the majority of our film¿ is that it is based on the 

intellectual sense of the composition. By that we mean that 
fiot only the visual appearancc on the scrcen as such, but 
siso the idea behind it, affeets the spectator.

A few film-people have expressed this fact in paradoxi- 
form, as follows; The essence of th e  film lies not in the 

•mages, in th e  sccnes, but between th e  scenes. Eisenstein 
terms this the "fourth dimensión” of the film. He means 
ihat One does not just see the art-work, but feels-and-thinks 
■4.—that is, “senses” it. This principie is undoubtedly ap- 
plicable to the film that is expressed in poetic film-terms. 

Every film-work is actually supposed to consist of a scr- 
uf thought-impulses, and the action to serve only as 

®Pportunity for the visualization of these thoughts.
In contrast to the so-called p to sa ic  film with its dynamic 
action, stands poetic film-language with its dynamic of 

|J*Ought. Instead of: "I sce that he walks," it wiil become; 
I fecl, what the artist thinks."
The thought is realized through the action and com- 

Ptehended in its puré form, without beiiig ohscured by 
cvents.

The thought thus becomes the basic element of the 
•Oontage. The visual unity in only an equivalent of the 
thought. The basis is therefore not the composition of 

action, but the composition of the thought. The most 
effective means for the realization of such a composition 

the "association montage.” The development and pcrfec- 
boíl of this method will make it possible to construct art- 
tt'orks along manifold thematic Unes of highly varied ma- 
‘erial. To master this method completeiy, mean  ̂ to have 

t̂tained the ideal of art-creation, whose task it is, as the 
°ld Dutch philosopher Hemsterguy put it, "to express the 
8teatest number of ideas in the shortest time."
_ There is no düubt that the time-limitations of the film 

' the shortest time") and our attempt, to give "the great- 
^t number of ideas,” are in accord with this teaching of 

oíd Hollander. The nature of the film offers the pos-

sibility to solve this difiieulty and for the other arts insolu­
ble, task.

The twü clements of this new film-langttage, association 
and brevity, justify the designation of this method as the 
Method of ‘“Associative Laconism.”

This conditioned expression (practically speaking, all 
expressions of art-theory are conditioned) offers the occa- 
sion to analyze the clements of filmic language from a par- 
ticularly definite point of view.

Associative laconism affords, in my opinión, the possi- 
bility to establish in the work the line of development of 
the theme. This method makes it possible to control time 
and space more effectively through a successful composi­
tion of the abstract meaning; it facilitates the unificadon 
of highly varied types of visual material into a single, def­
inite thought subordinated tu the whole. It reduces the 
time of the action to a mínimum. Association ultimately 
corresponds completeiy to the principie of the intellectual 
film, in which the subject-raatter is subordínate to the. 
intellectual reflex. If one takes into further considerador 
that poetic language, according to its own peculiar na 
ture, is not composed of isolated grand thoughts, but fre 
quently consists in intimations and allusions to definite 
ideas, then it becomes very clear that just this associative 
laconism consdtutes its technically adequate means of ex- 
pression.

Our films are therefore not constructed on the develop­
ment of the external action, and do not depend on the ex- 
ternal dynamic, but are based on the continuation of an in­
tellectual thought-linc.

The explanation for this lies in the circumstance that 
for US it is not possible to have a previously established 
continuity.

The final formarion of our films occucs solely in th e  
montage, in th e  cutting.

During the cutting, much— very much—is changed, 
this change often even depending on the substitution of 
some title for a very important picture. In fact, in such
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films, the placement of the titles is as important as that of 
the images.

It is no accident that mott of our best directors (Bisen- 
stdn, Dovzhenko, etc.) wríte their own manuscripts. The 
language of their manuscripts originates out of their ex- 
tensive relationship, as directors, to the material and out of 
their extensive knowledge of the film-camera. Even in the 
films of Pudovkin the so-called "poetic spots" are incor- 
porated by the director himself. It is ako no accident that 
these directors have found fewer followers than the direc­
tors of the oíd theatrical "school," of which the outstand- 
ing representatives in Soviet Russia are Protozanov, Ozep 
and Room,

W e are technically still very weak and must daily seek 
and invent new art-means. Our cinema, artistically as wel! 
as technically, is still in its childhood days, Thus, we have 
just recently started to familiarize oursclves with the tccb 
ñique of the sound-film; but we know, we are convinced, 
that when we have once leamed to master these new metí- 
ods, we shall be able to create art-works which will deeplj 
move the proletarian spcctators of the entire world.

(Translated from the Germán by Christel Gang)

There is no doubt, however, that the transformation of 
the theme is likewise accompanied by a revisión of the 
formal-styliitic disposition.

W e must not only change the thematic contents of our 
Works, but we must aiso seek new means of expression. Such 
a necessity impels tis to constant change and experimenta- 
tion; it permits of no stand-still, and it prevents us from 
creating still further art-works according to the oíd banal 
methods.

Our main task was to show the dcvelopment of our 
country from a complete technical backwardness and lack 
of culture to our present-day colossal advancement, at the 
threshold of which we now stand. Our country is today 
seized with the enthusiasm of construction. The building 
of the Turkestan-Siberian Railroad is only one manifesta- 
tion of this gigantic labor.

Not a single art-work that has its origín in the Soviet 
Union today is the mctaphysicaí brain-child of an artist;
but all art-works are based on material of actual oceur- 
rence, which forms the best foundation for any kind of Crea­
tive Work. Our central theme is the manifestation of so- 
cialism, the daily life of our Union.

All the imagination of our artists, all their inventive gen- 
ius, can be applied to the wealth of material of our own 
lives. W e need not ponder over subject-matter, for it can 
be found in every nook and comer of our Union, and we 
can therefore concéntrate our full Creative strength on the 
search for new and better means of expression. But these 
new methods for the construction of our film-works we 
seek only in order to reflect that which happens to us in 
reality, in as powcrful and vital a way as possible.

W e rcalize that in our work we are still a long way 
from perfection-—more, that we stand just at the beginning 
of these new paths of the Soviet film.

The dcvelopment of art has at all times been closely re- 
lated to the ideas and forms of life of the clacs ruling at a 
given time. In all former epochs which, with but few er- 
ceptions, made art the monopoly of the possessing and ruk 
ing class, those forms of art were encouraged which servee 
to satisfy the higher, more refined individual requircment; 
of the privileged. The satisfaction of the artistic needs ol 
the masses was regarded as a subsidiary matter. Art wa? 
doled out to them in bad mass reproductions.

Things are diiferent in the Soviet Union. There the 
masses are considered first. Consequently those arts which 
in chemselves, can benefit the masses, receive special en 
couragement. In the present stage of devclopment thes 
are the cinema and the wireless. They have long been rec* 
ognized as extremely effective means for influencing th 
masses and giving them an artistic education—KURELLA 
—The Five-Year-Plan and The Cultural Revolution.

A M E R IC A N  PR O LE T'K IN O
The first workers film-producing organization 

iii America

PROLETARIAN CAMERAMEN, 
TECHNICIANS, SCENARISTS, 

ETC.

COMMUNICATE with the Prolet-Kino.

ADDRESS: Lewis Jacobs, 302 East ^9th Street, 
N. Y. C., N. Y. or Seymour Stern, 
1803 Vista del Mar, Hollywood, Cal.

:  í

''- 'iíS ÍS lh fW - -~-v  f c n a r l

Studio of Sovkino in Construction — Moscow

E
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EDWARD WESTON
p D W A R D  W E ST O N  i-. an exampie of how America ignores 

_T^ 'irst rate artists. Ic is more than fifceen years since Weston pro- 
''Uced the firsc of his enormous volume of photographs, the majority 
Oí which have carried his ñame and the techniquc associated with his 
’̂ ethod, far around the worid. But in the United States he is 
*hll knuwn to an extremely limited number of people, chiefly, we 
^lieve, because the fundamental idea behind his conceptiuns and 
^he unsweetened vitality of his tesults are too hold, and creatively 
^ 0  profound, for the type o f American ‘'mind" that "likes pho- 
'ORraphy." Weston's photography is not what the average Holly- 
''Ood movie-photographer would rate as “ good” ; the quality of

his wotk is a permanent message to future prolctarian techmcians, 
both of the still and of the film camera, against the bourgeois 
“tecbnique" of American photogriphy that is even today, m spite 
of Soviet camera-accomplishraents, a befoddled standard to a great 
part OI the World. H ete, in this man’s work, the product of an 
hoiiest eye. is no unhealthy arti.ficiulism of design, no back-lighting 
OI cross-lighting, a complete absence of conventional technical 
sentimentalism, etc. . .

Edward Weston's worlc represents the high-point of photogcaphy 
in the United States— its healthiest and most vital stilheamera ac- 
complish ment.
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BY

EDWARD WE5TON

—today—the tempo of Ufe accelerated—with airplane and wireless as speed symbols— 
with senses quíckened—minds cross-fertilized by intercommunicadon and teeming with 

9  fresh impulse.
Today—photography—with capacity to meet new demands, teady to record instantaneously—shutter 

co-«rd¡nat¡ng with the visión of interest impube— one’s iiituitíve recognition of Ufe, to record if desired, 
a thousand impressions ¡n a thousand seconds, to stop a bullct’s flight, or to slowly, surely, decisively expose 
for the very esscnce of the thing before the lens.

Recording the objective, the physical faets of things, through photography, does not preelude the com- 
munication in the finished work, of the primal, subjective modve. AN ABSTRACT IDBA CAN BE 
CONVEYED THROUGH EXACT REPRODUCTION: photography can be used as a means.

Authentic photography in no way imitares ñor supplants paintings: but has íts own approach and tech- 
nical tradition. Photography must be,—Photographic. Oniy then has it intrinsic valué, only then can Íts 
unique qualities be isolated, faecome important. Within bounds the médium is adequate, fresh, vital: with- 
out, it is imitative and ridiculous!

This b  the approach: one must previsión and feel. BEFORE EXPOSURE, the finished print—complete 
in all its valúes, in every detail—when focusii.j, ^pon the camera ground-glass. Then the shutter’s telease 
tíineŝ  for all time this image, this conception, never to  be cbanged by after-thought, by subsequent mani- 
pulation. The crearive forcé is released coincádent with the shutter’s release. Thete is no substitute fot 
amazement feit, significance realizad, at the TIME of EXPOSURE.

Developing and printing becotne but a careful carrying on of the original conception, so that the first 
print froni a negative should be as fine as it wiíl yield.

Life b  a coherent whole: rocks, clouds, trees, shells, torsos, smokestacks, peppers are iiiterrelated, ínter- 
dependent parts of the whole. Rhythms from one, be come symbols of all. The Creative forcé in man feels 
and records these rhythms, these forms, with the médium most suitable to him—the individuual—sensing 
the cause, the lifc within, the quintessence revealed directly without the subterfuge of ¡mpressíoiiism, be- 
yond the range of human eonsciousness, apart from the psychologically tangible.

Not the inystery of f<  ̂ ñor the vagueness from smoked glasses, but the greater wonder of revealment, 
—seeíng more clearly than the eyes see, so that a tree becomes more ihan an obvious tree.

Not fanciful interpretation,—the noting of supei ficial phase or transitory mood: but dircct presentation 
of THINGS in THEMSELVES.

T E C H N I C A L  R E M A R K S
These photo^aphs.— cxcepting portraits— are con'act prints from dicect 8x10 negatives, made with a rectilinear lens 

costing J5 .0 0 ,— this menlioned because of previous retnarks and questions. The portraits are enlaiged from 3 H x 4 í4  
Graflex negativeg, the camera usually held in hands. Edward Weston, Carmel, Cal.
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EDW ARD W E ST O N  ¡s an internationaüy known 
photographer who lives and carries on his main 
Work in Carmel, California. After severa! yeats 

spent in México, where he contacted his contemporaries 
in the fieid of painting, Orozco and Diego Rivera, Wcs- 
ton returned to the United States and produced a masa 
of photographs which have had revolutionary conse- 
quences in expanding the powcra and developing the 
dynamic of the still-camera. Reproductions of four of 
his prints appeat in the present issue. Weston’s most 
noted Work is in his groups of peppers, tree-roots and 
early industrial subjects.

K  E L P
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SCENARIO and DIRECTION
by V. I. PUDOVKIN

IN response to a number of inquines and requests, Ex­
perimental Cinema informs its readers that the Christel 

Gang translación of Pudovkin’s book, Film Direction and 
Film Manuscript, the first half of which was published in 
the February and June, 1930, issues respectively, is the 
first and only translación of this work published in the 
United States. An English translation has been published 
in Great Britain, but this is not available on the American 
market. With this number, howex-cr. Experimental Cinema 
discontinúes the scrializacion of Christel Gang's translation 
and prints instead a recent manuscript by Pudovkin deal- 
ing with present developments in his methcxlology. As Pu- 
dovlcin Kimself makes clear in the course of this essay, che 
¡deas formulated in his book, which was first published in 
the U.S.S.R. four years ago, are now obsolete when con- 
sidered in relation to the rapid growth of Soviet film' 
technique. Its appearancc was "unfortunate," to use Pudov­
kin's own word, in view of che radical advances and 
changes that Pudovkin himself has made in his entire 
method. There seems, therefore, to the editors of Experi­
mental Cinema, no valid reaton fot continuing this out- 
moded work at the present stage of the evolution of the 
Soviet cinema.

THE EDITORS

READING for the first time a scenario by Alexander 
Rjechevsky, I experienced a sensation until then 

unknown to me.
Whilc reading it, the scenario created the same emoción 

in me as a literary work. I say unknown sensación be- 
cause, for rcasons une.xplained, the authors of scenarios al- 
ways use, to express thcmselves, a style characterized by its 
platitude and banality. AH scenarists seem to forget that 
the word is their only means means of expresrion; it is by 
means of the word that they musC convey to the direc­
tor the complex whole of their ideas and sensations which, 
on the other hand, the screen must convey to the spec- 
taCor. The co-operation of the sccnarist and director is 
very ¡mportant. Until now chis was partially realized by 
meetmgs, dkcussions, conversations, but as a rule, the au- 
thor of a scenario, having soid his work to a firm, was from 
then on completely out of touch with actual production 
and grew indignant against the director who often distort- 
ed his work. The lack of coincidence of scenario and film 
can often be ascribed to the incompetence of a director, but 
is in most cases due to reciprocal misunderstanding. The 
crroncous propaganda which called fot che writing of the 
scenario as a ampie series of frames, has given unsatisfact- 
ory resuks. Four years ago I, unfortunately, took part in 
this campaign of "the idea thru the picture". It must 
be said that then scenarists were exclusively preoccupied 
with montage. The content of the film, its idea, its in- 
tentions, were all united in the theme. The director limit- 
ed himself to caking care of the simplest descriptive mon- 
tages: a departing train, a well mounted fire, were consid- 
ered fair rcsults.

Times have changed. The cinema has progressed. Thf 
cinema-creators of today know how to impart to an aud- 
ience, by a series of montage, very complicated abstract 
notions. The domain of the motion picture is broadening- 
Its potsibilities are increasing: that which some time ago. 
secmed impossible of expression thru the film is today a 
tangible and clear reality wherefroin we draw our besi 
productions. It would be astonishing, if, in view of sucb 
changes, the scenario writers, so closely linked with tht 
realization of the film, were not to transform their tech 
ñique. Many directors, however, write their own ¿cenan 
ios. They jot them down on montage sheets, simple scherot 
or technical plan of work for shooting. In such casei 
everything must be read between the lines,

1. —Paul's face.
2. —Fist.
3. —Ivan's face.
4. —Fist pounding table.
i.—Table collapses.
6.—Ivan's face, etc.

What abüut Ivan's face, what is this pounding fist, what 
happens to Ivan? Nothing is indicated . . . Everything 
¡s clear only to the director, who, briefly, telegraphically. 
determines the nature of the frames discovered and shot 
hy himself , , . This tclegraphic style has unfortunately 
becn adopted by the authors of scenarios. To think only 
in pictures,—to do the work of the director, in other 
words, often leads the scenarist into blind alleys. He for- 
gets that in his work, contrary to the purpose of the moo' 
tage sheets, everything must be contained in the lines- 
The word is his instniment. He must master it to per 
fection; otherwise it is inevitable that his work be inexact- 
ly and superficially felt by the director.

Consequence: the interpretations of the theme are vaf' 
iable and the film loses all its valué. In Rjechevsky, ho«' 
ever, we have an interesting example of scenarios psO" 
foundly elaborated in their contcnt. Por instance:

Extract from "The 26 Communists of Bakú:”

—The front.
—Against the spectator, completely against hi® 

the inseparable wall of maddened machine-gun» 
crackiing.

—Covered with blood a soldier of the red arniy 
meditates at length; at last he finds . . ,

— He has something to say to the whites . . .
—He writes it down on paper. Then he plung ŝ 

back into his long medítations; several time*' 
a vague motion with his hand to better detef 
mine the specific weight of the first word wit  ̂
which he wishes to begin his speech. Mysteí' 
iously, he smiles, motions hopelessly with bi* 
hand and writes at last in best penmanship 
large upon the paper. . .

—Bastards!
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—The whites fall, one aftcr anothcr, in thc ranks; 
thru the holes in their chutes, could be seen 
before one's self a stretch where the shells of 
the Reds were burstmg; a tank, leaning on its 
side, in distress, called for help like a sema- 
phore.

—In close-up, thc Red trenches; a commander 
standing on the parapet howls something.

—Fear, dread . . , Over the parapet appear first 
the bayonets; then, congealed, heads, oiily the 
faces of Red soldiers, somber and lifdess that 
stare, straight ahead of thcm.

—Knocking like raad, the Red machine-guns pre­
pare the attack; in close-up, an agonising man 
lies, breathing with difficulty. Our soldier looks 
at him; he thinks, very moved; tears in his tyes, 
he continúes his message to the whites . . .

—My land swells, and my heart, too, sweils. . .
—In close-up, Red trenches and the Red chief 

hüwling on thc parapet,
—Fear, dread . . .  Over the parapet appear first thc 

bayonets; then, congealed, heads, only the 
faces of Red soldiers, somber and lifeless, which 
stare straight ahead of them.

—Completely against the frightful wall where 
the Red soldiers are, our soldier who has just 
been wounded pins his message to the whites 
on a bayonet, and on the paper i» written . . .

—At any rate, you shall be massacred. The Rev- 
olution wants to make victims of you . . .

—Farewell upon this good word!
— And in the smoke of the White's trench, faces 

stare; upon these faces fear appears when they 
see, black and red in the smoke, the line of Reds 
advancing to attack. . .

—At the edge of a naked precipjce, uiider heavy 
clouds, over endless water,—a great hver or 
perhaps blue sea—great shells bursting succes- 
sively . . .

—A  Russian izba was afire . . .

I concede that in this case the subtitles are of primor­
dial importance. But we have in this scenario an example 
of verbal expression which attains very great intensity. 
There is no possiblc wavering; the director may do less 
*oll than the scenario, but he will not be able to do tome- 
ĥing absolutely ■‘different". The words express too exact 

* Picture; the director will have no occasion to bccomc tied 
up.

The Soviet cinema as a whole attaincd its forms by 
*o^ching for new themes which until then seemed inac- 
otssihle and were not accepted by the “representatives of 

Rjchevsky has the virtue, his aims being limited, to 
pose problems bravely before the director; he determines 

emotional content and the sense of thc film without 
‘'otermining the visual contours. At times he even doe^  
Oo more than to give the impulse; a very determined form 
^Ould indeed only confusc the director by imposing upon 

fixed visual contours instead of indicating sensations 
to be cxpressed, the sense of thc work.

Extracts from a Scenario
— Beginning.
—A naked and majcstic precipice. Upon this 

precipice, somc pine or other of remarkable 
beauty. Nearby, (you know how they are) a 
Russian izba. Near the izba, over the precipice,

the clouds are heavy, the wind tears, and here 
is che endless water, a great river or thc blue 
sea, perhaps; here a man stands, congealed.

—The wind. the wind, the wind that blows across 
God’s whole world . . .

-  Here: we ,see, on this same precipice, near this 
same izba, under these heavy clouds, whilc the 
wind howls over the endless water, blue sea or 
great river, we see a man who

— Slowly 
— with anguish 
— frenzied
— his hands cupped around his mouth that his 

voice may carry
— a man who weeps, hiccoughs and speaks . . .
— he shüuts, the man, desperately 
—he howls . . .
-  from an edge of the precipice 
—above the immense water
—to the other shore
— and here, in close-up, horscmen rush forward. . . 
— dash forth , . .
— then ride away . . .
—And to them the man slowly spokc, wept . . . 
—And screamed 
— As tho questioning them
- -‘‘The father is dying! He asks me what you 

have invented, you men? Can we foresee a new 
life? Or, like the father, will I too be afraid 
to livc?”

—The water . . .
— On the other distant shore 
—The horsemen stop suddenly;
—and an open-hearted guy 
— who answers 
— over the vast water
— toward the precipice, toward the man who ques- 
tions; he howls, enthused and indignant . . . 
- - “You'll remain here!”
— Enchusiastic, indignant, our partisan, open- 

hearted fellow, howls . . .
— "It will be hard during thc first hundred and 

twenty years . . .
—but aher that, it will be easy!” '
—then the man of the precipice goes towards the 

izba,
-  disappears.
— here he is in the izba, near the father, an ema- 
ciated, bony muzhik, agonizing.*
—the son speaks, he speaks at length about some­

thing, he relates something to his dying father 
. , . then he is silent.

—the oíd muzhik who is agonizing turns on his 
side. Stuhborn, whimsical,—he says with sim- 
plicity;

— 1 will not die today!

Here the power of the words does not serve to indícate 
how, where and what is to be photographed; the word 
serves only to convey the emotion which will be feit by 
the spectator before the future montage. Rjechevsky who 
poseesses the Verb, does not abandon his director to the 
free play and hazard of thc camera's findings. W hat he says 
in the scenario presides over the work of the director. AH 
the technical work of the director, all the ingenuity of thc 
man who handles camera, film and scissors, must be di- 
rected towards preserving the general tendeney and inte-
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jrraiity of the work, beginning with the very moment thc 
l¿ittcr passci from thc word into purely cinematic compo­
sición.

Rjechevsky does not concern himseif with foreshortcn- 
mgs, lengths, close-ups, or background; and, neverthelcss, 
in reading, one feels the rhythm of thc film. Forms, fore- 
shortcnings, lights, character and movemcnts of the actors, 
—all this, without dircct indication, is contained in the 
verba! composition. Moreover Rjechevsky demands in- 
genunity, The indication: “Perhaps bine sea” : seems at 
first negative. (What, in fine, river or sea?); in reality 
thcre is hercin contained a precise dircctive for research 
and for shooting. The breadth, the austerity and mijesty 
of thc river which is “perhaps a blue sea” cannot be trans- 
lated by a simple shot of thc Volga, from a bridge. A 
whole montage composition is here given, which ineludes 
change of light, change of camera-position, and perhaps 
even the incorporación of other material having no re- 
lation to water.

With Rjechevsky, very often, a character appears only 
to provoke thc spectators and then to disappear forever. 
A t times, he is incorporated in the construcción of an epi- 
sodc to undcrline emotion.

In The 26 the Soviet votes for the intervención of the 
British, The bloody head of a Red soldier is seen rising 
in the smoke of a crackiing machine-gun and shouting to 
hi5 dying comrade:

—W c are being betrayed somewhere, Petkaf 
In “Life is Bcautiful" there is a story and characters 

whose fates interests the author. His stories are character- 
ized by the fact that thcy are not complicated likc those

of üther scenarists who, to define their characters and coo- 
vey abstract notkms, créate complicated cntanglement» 
which distort thc cinegraphic realisation of the film. In' 
deed, in order to define a character by placing his destinj 
in conflict with that of others and in order to do so in i 
naturalistic manner with thc help of múltiple occurrenc« 
in a chronological order, ic is gcnerally necessary to em 
ploy an enormous quantity of descriptive material. This 
surplus burden (surcharge) forcibly makes the director! 
tasks very superficial. He lacks time (the film being limit 
ed to 2000-2500 meters) to deepen his work.

The story of “Life is Beautiful” is very simple ani 
the characters are few. No complicated detall which might 
in itsclf be thc expression of any idea. A  few encountert, 
well worked out in depth.

Rjechevsky, therefore, works truly in the spirit of our 
cinema: he possesses at the same time the sense of the word 
and the infallible sccnt of visual expression, common gift 
of film creators and those who understand the laws of 
cinegraphic composition.

Here, in thc scenario of the "26 Communists of Bakú”, 
is the siege of the city by the Turks. The weakened Red 
soldiers and thc populación struggle madly to hold the city. 
The author of the scenario in a remarkable episode, shows 
the desperate struggle in striking fashion. A  firc. The fire- 
men and those helping them, work frantically. Above the 
burning house and in the Street, shclls are bursting, rip- 
ping open the íiie hoses and killing and wounding thc 
fírcmen; the shells howl, but the people stubbornly ex- 
tinguish the conflagración. Thus Rjechevsky does not 
show US the Crenches, the two opposing sides; he does not 
limit himseif to showing, as is the cusCom, thc bursting 
shell and its ravages. He sets down, point blank, a sharp 
picturc; thc strained struggle of the people, the same as 
those who are outside the city in thc crenches, and he 
rains down the enemies’ shells upon them. The water 
sprouting out of thc punctured hoses grips the mind like 
thc blood that would flow from the toro veins of a sol- 
dier. The people cver again dashing amid the flames to 
save the victims is a spectacle of a power sharper and more 
certain than any desperare attack imaginable,

It is interesting to note that Rjechevsky's characten 
are always composed of types. His works are always satu- 
rated with the pathetique. His heroes do not require any 
preliminary characterizations, nurtured as they are with the 
truc heroism of our times. To him, “fighter of the Re( 
Army” is a word of enormous significance; this type, in 
long cloak, red star on his cap, must move the spectator with 
a certain emotion when he appears on the screen; the reflei 
must he clear as might be that of a French patriot at the 
sight of Napoleón 5 hat and gray coat.

Thus Rjechevsky treats types in his scenarios, In his 
conception, it is a matter of principie that the character 
who will be photographed must not "act a pan,” it is not 
by the skill of his “acting” that he must be ahle to suggest 
what he is or is not. Rjechevsky requires that the chaP 
acter appearing on the screen must by that fact alone, by 
his exterior whole, bound to the interior picture, incarnaie 
in the mind of thc spectator a well defined type. Alexan 
der Rjechevsky is therefore one of our best scenarists. He 
has completcly integrated himseif in our epoch. His works 
have a very clear tendeney which, rcfractcd upon che 
Creative level, transforms itself into a broad and profoum 
sensación of our Soviet reality (actualite). His emphasis 
is not banal propaganda but true. moving greatness; it i& 
in my opinión, thc image of the first splendid elan which 
swept our country in che days of civil war.

The composition of the scenarist is interesting- In his 
latest works; The Sixteenth, It is Said in the Mountains 
and The 26, therS is no composition of the theme in the 
ordinary sense of the word. His films do not aim to ehron- 
ologically describe the fatc of the characters. The scenario 
is divided into a series of episodic pictures connected only 
by the march of the central idea rather than by the drim- 
atic dcvelopment of situations.

T ^ O  those of our readers who have been waiting months 
í  for the appearance of the third issue of Experimental 

Cinema, we desire to emphasize that Experimental 
Cinema will continué to be publishcd. In this respect, 
we must State, that, contrary to our earlicr advertising 
and covcr-announcement, Experimental Gnema will not 
appear under thc classification of a monthly magazinc, 
but will be publishcd BY NUMBER, This, however, 
will in no way affect tubscriptions, past, present. or fu- 
ture. Siibscribers will receive TW ELVE issues of the 
magazine, exactly as if it were being publishcd at twelvc 
regular intervais in thc course of a ycar, W e are enr 
phatic to State that this “number” policy is due chiefly 
to our great financial diificulties, W e cannot appear with 
any regularity and at the same time put out the type of 
issue which we nave taken as our standard, under thc 
present sevcrely strained and limited status of our 
finances.

If our readers in this country and abroad will cooper- 
ate with us to the extent of helping us buüd our sus- 
taining fund, we shall be able to appear with greatet 
regularity.

c
1
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One Hour with Gilbert Seldes Is Too Much
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T
h e  clever scntimcntality of Seldes is patent in every 

Word he writes. He is always the infallible man of 
letteri whether he is discoursing on the future of drink, 

the weather, Al Smith, love, commumsm or the prospects 
of cinema. His appaliing glihness of manner appcars to 
Overeóme a!l obstacles. The most dynamic forcé begíns 
to lose its power when it comes up against his lukewarm, 
effortiess pen, It is imposuble to rccognize che original 
substance after it has passed through his fine hands. Rock 
becomes as water when he says the word. All is illu- 
sion. Fancy is king, so let ui exait in kingly escape, is his 
password to the world around him.

His capacity in short for extracting and paralyzing the 
heart of a thing and leaving the shell for the reader to 
play with, is manifest in every senCence of the book be­
fóte me on the Cinema,’ a book, which as an expression of 
the Cinema year 1929 (which unreeled the work of Eisen- 
stein, Vertov, Pudovkin, Dovjenko) leaves about as pow- 
erful an impression on the reader as a feather floating down 
the sides of a skyscraper on a cloudy day.

Thus, Seldes, in his casual approach to the Soviet film, 
takes care to exaggerate the most obvious defeets of the 
films,—the hammer-vendome-palace episode from "New 
Bahylon," or the omission of Trotzky from "Ten Days 
that Shook the World,’’ etc., in order to substancíate in his 
own confused mind, the paltry notion that cinematic prin­
cipie is one thing and social concept another. As though 
it is possible to experience the one without the other. As 
though it is faintly possible for even the most exacting 
cinematic competence to produce a film without involving 
some definice social point of view.

Seldes, however, is only interested in the cake and "dis- 
dains the dough that bakes it.” While the Soviet film 
appears to content him emotionally, he cannot let go of 
his cruscy individualism long enough to accept the intel- 
lectual or social basis of the Soviet film, a separation that 
makes for compromise, cowardíce and dishonesty.

It is neither expected ñor desired that Mr. Seldes ac­
cept the social basis of the Soviet film but it certainly is 
expected and desired of him that he make clear what social 
h¿is he does accept—in the Hollywood film. And his in- 
ability to clarify his ideas as to why he finds the Soviet 
film so emotionally satisfying and yet so intellectually dis- 
«atisfying, as well as his refusal to expose the hollowness 
of the American "social" film, betrays not only his blind- 
ness as a film cride but clearly reveáis his deep social fas- 
eism as well,

Seldes deprecates the brutality while admiring the in- 
gcnuity of the drawbridge episode in Ten Days, one of 
*he most powerful incidents in the film. As a symbol, he 
'*'rites, "it was brutal and overworked and ineffective; as 

image of che confusión, the terror, the emocional ca- 
^trophe of the ten revolutionary days, it was equally bru- 
^1 and overworked, but it did not lack cffect. It is ob- 
vious that the effect of the symbol was lost on the insipid 
Seldes. These were ‘Ten Days that Shook the World." 
' ^ a t  did Mr. Seldes expcct, a milkshake? W hy all this 
distrust and fear of "background” become foreground so 
oharacteristic of intellectuals of the calibre of Gilbert 
Acides. W hat then are the problems of the day, if not the 
problems of the working masses, and in what films, in what

licerature of the day are these problems presented so pas- 
sionately, so dynamically, as in the Soviet film, or in Sov­
iet literature, even in the least of them. Where is social 
responsibility to the masses so inexorably a parí of Crea­
tive efForC, as it should be, as in the Soviet Union? Wherc- 
in lies the profound emptiness of Western art, if not in its 
lack oí social responsibility, the lack of which makes an in- 
dividualistic painter like Picasso, milk and water; the full- 
ness of which endows a creator like Dovjenko with almost 
bibíicaí spiritual íntegrity. "Seeds of Freedom," the Sov­
iet film of Jewish struggle, may be weak cinematically, 
yet the basis of the film is so vitally concerned with cer- 
tain problems of our time that the film breaks thru the 
screen and becomes as important as life. How much su­
perior is a film of this kind to the cinematically compe- 
tent but sodally decadent film, "Patriot" of Ernst Lubitsch.

But by his own admission Mr. Seldes has never ex- 
perienced the spiritual conversión of the Russian masses. 
Implicit in this admission is the feeling that he has never 
undergone much of any conversión, otherwise his pen 
would have absorbed the power such a convicción would 
lend it. Undoubtedly "Ten Days That Shook the World" 
is a pretty strong dose of medicine for the child who is 
“puzzled by the question where the light goes when it 
goes out" and who wonders "whether a tree falling in the 
depth of a forest makes a noise when there is no one by to 
hear." The emptiness of Seldes is not only uncontained; it 
is cumulative as well.

He objeets to the propaganda of the Soviet film on the 
basis that it is crude and bitter and naive. In New Babylon 
"the action is accelerated during the triumph of the Com- 
munards, so that sewing machines run faster and the whole 
world grows suddenly lighthearted and happy." In "Mo- 
ther” he quotes the pnson-guard insect sequence. Both of 
these episodes to this reader are emotionally exhilarating to 
a high degree and logkally developed in the film. Propa­
ganda when it becomes exquisitely fused in the spirit, the 
tone of the film, is its own justification. And to say that 
the omission of Trotzky from “Ten Days" caneéis a good 
dea! of the character of the film is as baseless as citing 
the elimination of John Brown trom "The Birth of a Na- 
tion” as an instance of silly American propaganda. The 
reality of the film is there.

If it is true, as Mr. Seldes suggests, that great men and 
great art can evolve out of Fascism as well as out of any 
other ism, where then, are the signs, the poitents of great- 
ness, or of immanent greatness in Fascism? We would like 
to experience the moral fervor of a fascht film or the 
warmth of fascist fellowship. Where can one find such 
ecstasy? In "The Crowd," in che Italian film "Kiff Tebi?" 
Where the root is dead you cannot expect fulfillment oí 
the flower.

To superpose “montage” on the American or European 
film today without a corresponding change in the social 
basis of the film will not make films any better or any 
worse than they already are It is like giving the sun-cure 
to an incurable consumptive in order to give his body some 
semblante to the flush of life.

Seldes’s book ends as though Eisenstein, Pudovkin, or 
Dovjenko had never existed. Only Chaplin, the quicksand 
in which Seldes is continually refreshing his sense of won-
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dcr and escape, emerges out of che thin air, a winged, tragic is no wonder then since he has apparently embraced so' 
figure. cial-facism, that he has failed to penétrate the Soviet film

■‘The moving picture is an illusion,” writes Seldes and he in both its cinematic and social implications, One hour 
bases his entire esthetic of the film on the potentialities of with Mr. Seldes is too much—much too inuch. 
this statement. It is no wonder then that he has failed to 
understand the meaning or realice the possibilities of “mon- 
tage" since to him it is merely a tríele, an illusion. And it

1. “An Hour with th« Movics a id Tallcics”— Gilbert Seldes. 
Lippincott, Philadelphia— S I.00.
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TURK-SIB AND THE SOVIET FACT
by J. LENGYEL

■‘r^U R K -SIB" initiates a new stage of film-development.
]t is the step from the film^play to film-reality. From 

a finished picture of reconstructed reality to the reality 
of fact and deed. "Turk-Sib" has predecessors. Every edu- 
cational film, every travel film, is m a way a predecessor, 
just as all films contain a larger or smaller kernel of reality.

In this case, however, the quantity of reality becomes an 
artistic quality.

“Turk-Sib” is a stretch of railroad built to make avaü' 
able the wealth of cotton of Turkestan for the industries 
of the Soviet Republic and the wealth of timber and grain 
of Siberia for the industries of Turkestan. The specifie
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reason lies much deeper. Even in capitaiist countries, rail- 
roads, gianl ships, airplanes and gigantic works are Eeing 
built, But that alone is not a satisfactory reason for drama- 
cizing them, for art demands the motivation of it. Art 
when it shows the bloody nudity of birth must also show 
the cause. A strategic railroad which is constructed in 
One of the capitaiist countries for the parpóse of transport- 
ing human beings like cattle, or a railroad which is built 
in a capitaiist country to squeeze out from the sweat of the 
workers fat dividends for the stockholders—is, when one 
shows it through the camera lens, a bioody niiscarriage 
oí a dcípised and murderous system. But human great- 
ness gives to the machine^epos, ‘'Turk-Sib", the necessary 
purpose and goal of this colossal work. Its greatness 
lies in the fact that to the question "Why?” What Pur- 
pose?" the answer is given: "Here is socialist construction 
in practice." The socialist construction is the Creative- 
moral factor, of which this deed, the construction of the 
railroad, imparts to established reality, the sense, the 
strength and the enthusiasm of the film.

The picture reminds us that the world-bourgeoisie rea­
lice with bitterness tbat they are being confronted with a 
territory where they have nothing more to say. It is the 
territory of the world's first socialist construction, evi- 
denced in the will of man and machine welded together 
in the act of creating a new worid. In this case, the Rus- 
sians' own versión of one of the important manifestations 
of the 5-Year Plan in the world-scheme of things, was 
called TURK-SIB. , . .

"Turk-Sib 19M! Turk-Sib 31‘ Turk-Sib 31" . . . Accord- 
ing to the Five-Year Plan, "Turk-Sib must be completed 
m the summer of 1931”. But by the time it reached the 
Germán screen, it was called "Turk-Sib 1930". For Turk- 
Sib has been finished in 1930, and not only, as we for a 
«hort time believed, in the Fall, but already in May of this 
past year. What lies between Turk-Sib 31 and Turk-Sib 
30 is called "socialist competition", which must not be 
confused with cut-throat, capitaiist competition. What we

with ecstatic eyes is the unchecked, increasing speed of 
the Soviet working-mass, which is leading humanity, to use 
the words of Friedrich Engels, "out of the realm of neces- 
sity into the realm of freedom."

The film-art of the Soviet Union has travelcd only one 
't'ay, the way in which the reality of Communist accomp- 
hshment was reflected. In spite of the short span of time, 
®any important periods have been traversed, the enumera­
ron of which does not seem superfluous to us.

The first period “Polikuschka" and "Aclita.” Two films, 
fiJtwardly fundamentally different, and still not without in- 

êr connection. "Polikuschka", which was based on a 
tovel by Tolstoi, deais with a poor, good muzhik with 
treinbling soul. Here one looks backward, deeply, into 
the past, into the Russia that is rapidly disappearing, body 
*nd soul. In "Aelita", a Utopian film, one deais with men

the future and inhabitants of Mars. Films of this cate- 
Sory look forward to the fantastic future, amusing but 
*íot scientific or ideologically founded.

The second period yielded unforgettable creations. It 
hegins with "The Armored Cruiser Prince Potemkin." To 
this group belong also the remarkable films “Ten Days 
That Shook the World" and "The End of St. Petersburg", 
t̂td also "Mother" and the anti-imperialist film "Storm 

Gver Asia." Here, historical reality was reconstructed. 
reflected reality of these film-creations possesses a

passion and a natural integrity that gives it the valué of 
a deed, or a revolutionary occasion, of the present day.

Then follows a group—narrow in its historical subject- 
matter but great in its true-to-life qualiCy—representing 
the life of the individual. Problems aróse from the new 
order of things, problems which are still in discussion since 
the great Revolution of 1917. The film "Bed and Sofá 
(sometimes known as "Three In a Basement”) by Alex- 
ander Room, and a number of other films, which unfortu- 
nately were not shown in Germany attackcd the problems 
which arise when out of the ruins of the older order of 
things a new life is in the course of creation.

The next step is "Turk-Sib". A forerunner of "Turk- 
Sib" was Eisenstein's "Oíd and New”, which had for a 
theme socialist construction in the field of agriculture. 
However, this film does not sustain itsclf without artifi- 
cialism. Other predecessors of "Turk-Sib" were the films 
"Pamir”, "Afghanistan”, “descriptive" films such as "A 
Trip through the Soviet Union" and the culture films in 
genera!. These educational films are all closer relaled 
to “Turk-Sib" than the kino-eye films of Vertov, where 
there is a very strong sense oí being but a very meager 
sense of self-consciüusness.

New problems always arise in individual life. The 
growth of socialist society offers such manifold problems 
that art can never cease creating. ínasmuch as these prob­
lems were a part of the reality of their time, they will 
remain works of art for the future. Let us recall "Potem- 
kin". An artistic, deeply felt reality here conneets with 
'trong roots into the life of the individual. The role of a 
work of art is not ended when a new work of art of the 
time appears. When there are cióse ties established with 
the Basic social structure of life, the work of art remains 
and outlives new art-works when the new are untrue and 
unreal.

The director of the film "Turk-Sib" is Víctor Turin. 
If we mention him only iiow after we have just asserted 
that the directing in “Turk-Sib” was the work of the 
spirit of socialiít construction, we believe that in this way 
we do honor to Turin in the highest degree. By this he 
is "promoted" from being the director of a great film to 
the status of an important member of a great deed, and he 
is considered on a level with the workers who in the icy 
coid of Siberia and in the torrid heat of Turkestan are oc- 
cupied with the greatest human deeds in the world today.

"Turk-Sib" flashes on the screens of the world. But al­
ready film-technique has taken a step forward. The talk- 
ing, sound and coíorcd film of America is a technical ad- 
vancement. However, in the Soviet Union, the first very 
promising attempts are already being made. Technical 
improvements cannot be a hindrance to an advancing social 
class in spite of the fact that the technical facilities are 
still numerically greater in the hands of the opponent. 
Very soon the sound film will signify a further gain for 
the Soviet kino. The civilization of the bourgeoisie has 
still some of its plundered riches to show. But withered, 
weak and demoralized as it is, it has nothing to say. Wait 
until the Soviet sound film shall sound! That will be the 
real beginning of the new, valuable, world-important 
sound film! The time is not far off now; one can await 
it with patience. The Soviet sound film will keep the 
promise which the Soviet siient film made. . . . Time and 
fate are working for the advancing proletariat.

(Translated by Eleonore Erb)
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HOLLYWOOD BULLETIN
FOUR MORE SOVIET FILMS IN HOLLYWOOD

OUTSIDE üf incrcascd unemployment, a large numbcr 
of starvatioa-suicides and an $8,000,000 bank-robbery, 

thc oniy events of genuine significance that have occurred 
in the American film-capital sincc the last issue üf Experi­
mental Cinema (June, 1930) are the successive, although 
widdy separated, íhowings of four Soviet films. These 
four productions: Oíd and New, Turk-Sib, A Fragment of 
an Empire and China Express, were enthusaistically re- 
ceivcü. As in the case of the preceding cight Soviet 
showing.» in Hollywood (sec Hollywood Bulletin in E. C. 
of June, 1930), the most whole-hearted and intelligenl 
recepfion carne from the lay public; the most contused, 
befuddied and downright stupid reactions from thc füm- 
industry—that is, from thc so-called "professionals" and 
■‘techiiicians,” thc job-holders. Oíd and New, because it 
had been publidzed and taiked about for a long time pre- 
vious (under thc former title of The General Line), and 
also because its tereening at the Filmarte coincided with 
thc heralded arrival of Eisenstein in Hollywood, drew thc 
largest crowds of any of these four pictures, but it was 
by no means the most popular ñor the best understood.

Judging by tlie personal reactions of individuáis con- 
tacted, we shouíd say that Fragment of an Empire was the 
most extcnsively admired and that China Express was next. 
Turk-Sib elidted applause mainly from thc type of native 
hoohery that sees "propaganda” the moment a capitalist 
is portrayed as a rattlesnake or a death’s-head. Turk-Sib 
had none of thc sheer coramunLt ecstasy of Oíd and New, 
none of thc passion and bitterness of Ermlcr's Fragment 
and certainly none of the violence of the younger Triu- 
berg’s melodrama. China Express. This last picture aroustd 
the most vehement bursts oí applause (cxcept for a single 
sequence iii Fragment, which surpa ŝed it in this respcct) 
of any Filmarte picture since the showing of Ten Days 
many months ago. Turk-Sib is what is always taken as 
a "purely cultural” film, i.e., a film which, important 
enough in itsclf, makes no indietment of slavery-systems 
and modestly contents itself with land:capes, railroad engi- 
neering and triumphs over Nature. Turk-Sib is culture, 
but Oíd and New, incorporating a reel or two on the 
ruthícssness and greed of the kulaks, is not “culture,” and 
as to Fragnjent of an Empire—it had a sequence in which 
a bewildered peasant demanded to know who was running 
the new sodety of Russia and the answer given was a 
panorama of thc workers and peasants of the Communist
Republic, a sure indication that Ermler's picture was not 
“culture” but "propaganda.” Nevertheless, it was this
picture that made the greatest impression in Hollywood 
and on the largest numbcr of individuáis. "It's propa­
ganda,” they said, "but marvelous stuff anyway." Even 
the cameramen this time forgot to insist that they had 
"done this sort of thing ten years ago.” It was surprising 
to ftnd as many as two photographers who voluntarily 
stated that the battle-ficld sccncs in Fragment oí an 
Empire, which, you may remember, were taken in coiid 
darkness broken only by a long searchlight following a 
flecing soldier across tbe screen, should have been thought 
of in connection with a certain recent war-picture. This 
was an almost "revolutionary” advance over the arrogance 
and inferiority kick-up that characterized the film-colony's 
reactions to the earlier Soviet films shown here.

EISENSTEIN IN MEXICO
It will be better to pass over the hcctic "career” of 

Eisenstein in Hollywood. We had originally planned, and 
had adverti^ed to that effect, to give our rcaders a detailed 
account of what Eisenstein'  ̂ lifc was like in the American 
film-capital. W e wanted to print a graphic descriptioo 
of his reception here, his "homc-life,” as the American 
bourgeoisie always say. his troubles, thc endless "stalling, 
thc rejection of story after story, either by himself or by 
the company, cach taking its, turn at this game. W e wanted 
to have a good ¡augh with our readers at thc hypocrisy and 
sycophancy of certain trade journals which adulated the 
man to the heavens during the initial period of his "lion- 
ization” but which suddenly changed their tone into one 
of cheap sneering and domestic whitewashing as soon as 
Eisenstein was definitey dropped from the company that 
had engaged him . . .  It is best, however, not to toucb 
these cores. We must, for various reasons, modestly con 
tent ourselves with a half-hcarted desire to be a bit merci 
ful to the industry that could find no place for the RuS' 
sian's genius and not one dollar out of its millions for i 
picture under his dircction. The picture that Eisenstein 
brings with him from México will no doubt make history 
enough for our Hollywoiad-riddcn Western hemisphere.

Shortly after his ceverance with the company, Eisenstein 
was privately financed by individuáis who had previously 
admired his work. His backers are in no way connected 
with the film-industry. Eisenstein is in México now, work 
ing in the third or fourth month on an origina! project. 
The film Eisenstein is making in México is non-poliücal- 
He is producing a film on the life of an oíd Mexican tribe-

Thc recent "trouble” he encountered there while "shoot 
ing” some Mexican peasants' hovels was more complicated 
than, but not half so drastic as, the outside world believed. 
There have been whispers from individuáis who are “an 
on the project about a “mysterious" telegram from a cer- 
tain official headquarter in Hollywood. You can Judge 
for yourself whose slimy hands have been spoiling the 
pie. But meantime Eisenstein, Alexandrov and Tisse con­
tinué to make their film. This production out of the 
hcart of México will have sound. It will he the first ini' 
pQitant film to come from that wonderful land to the 
South.

Certain Americana have found México a good place fot 
oil-wells, but have never thought of it for films, except 
of a luridly slandcrous type. Eisenstein, on the other hand, 
finds much down there that is important and magnificeiit

By all the indications, his film should be equally as im­
portant.

FLAHERTY GOES TO  RUSSIA
Ten years of waiting. Eight years of polite "stalling

from the Rockefeller Instituto—interested, oh so interested 
in the "advancement” of "culture" (culture officially in' 
terpreted, of course). Years and years of crushed efforts 
in Hollywood. Trying to speak the language of barbarians 
and not succeeding. Five years of wasted cnergy trying 
to rais $25,000 to film the culture and customs of a fast- 
dying tribe of American Indians. And now Robert Pl̂ ' 
herty, the director of Nanook of thc North (financed by 
a fur-company because of its advertising valué) and
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Moana of the South Seas (mutilated by the produ^ij be- 
fore release), is enroute to the USSR, the Free Workers' 
Republic, to discuss with the Sovkino Corporation a film, 
or possibly a number of films, to be nade by him on the 
tribes of Soviet Central Asia. Fiaherty will attcrapt in 
these films to provide European Russia, as well as the 
World at large, with a clear and exact understanding of 
the economic organisation of the Tartar and Mongolian 
tribes that constitute the bulwark of the Soviet Union in 
Asiatic Russia. A  Soviet Nanook or Moana should have 
enormous valué, in building socialism among these tribes. 
Sovkino couldn't have picked a better man for this Job 
than Fiaherty. The film he makes there should consider- 
ably expand the distribution of the Soviet product: it should 
have access to places where the dramatic films, because of 
fancied political "rcasons,” are not permitted.

. V L E X A N D R O V  A N D  C I Í A R I . I E  C I I A P L I N  I N  A R Ü W  
l l O A T  OKI-  C A T A l . I N .V  l .KI.AND, C A l . l  f i ) R S l A .  PIK., :
by Eisen'iteín,

Theory Sources”
by SAMUEL BRODY

ELIE FAURE presented us with a useful term when 
he invenCed the word ‘ anemctaphyska.” In recent 

years there have arisen enterprising young cinema enthu- 
siasts in a number of countries to whose writings and activi- 
ties Faure's learned term applies to perfection. All these 
groups and individuáis may be designated as "cinemeta- 
physicians," the word meaning those who, having emerg­
ed from some field—usually the literary—wherein they 
have failed to capture laureis, seek to heap upon the com- 
paratively virgin field of the movie a sort of high-sounding 
witchcraft with awes the uninitiated and nauseates the 
wise.

It is the belief that Mr. Potamkin has taken his place 
in the ranks of this tendeney that prompts me to write 
this article.

For well over a year he has consiitently expounded in 
Close-Up a theory of ' ’sources," which has so far rcmained 
Unchallenged. The deeply falladous implications of this 
theory. or method, the originality of which its author 
is so proud, became alartningly apparent when, comment- 
>ng upon Vidor's Hallelujah in an article entitled “The 
Aframencan Cinema,” he developed the thesis that a study 
of African origins is indispensable for a correct filmic por- 
trayal of the American Negro.

• •
” . . .  I want onc (a Negro) as rich as the 

Negrees in Poirier's documents of Africa. I am 
not interested primarily in verbal humor, in clown- 
ing ñor in sodology. (Emphasis mine— S.B.) I 
want cinema and I want cinema at its source. 
To be at its source, cinema must get at the source 
of its contents. The Negro is plastically interest- 
ing when he is most negroid. In films he will be 
plaitically interesting only when the makers of the 
films know thoroughly the treatment of the Ne­
gro structure in the African plástic, when they 
know of the treatment of his movements in the 
ritual dances, like the dance of the circumeision, 
the Ganta. . , ”

I might begin by asking Mr. Potamkin since when he 
has learned to dispense with sociology in his cinema, when 
only a few months ago, in an article published in Monde 
entitled "Cinema Americain,” he wrote.

“De tous les films américains, c'est le film comí- 
que qui a eu le plus grand dévelopment. Ce phé- 
noméne est du surtout a l'impulsion donnée par 
un étranger. Charles Chaplin. La contribution de 
Charlot aux films américains a été de deux ordres: 
l’expression ou stylisation controlée, ei la référence 
sociale ou satire.” (Emphasis mine—S.B.)

Think of it! The “social reference" is here considered 
as one of the two main factors in the films of Chaplin, who 
Potamkin beiieves is largely responsible for the "tremendous 
development” of the American comedy.

Further in the same article, its author recommends as 
a “source” for the present-day American cinema, Sidney 
Drew, an early comedian “who introduced the satire of 
servints of the petty-bourgeoisic into the American mov- 
ies.”* And again: " ‘Connecticut Yankee in King Arthur's 
Court,' a broad and marvelous satire on the high American 
bourgeoisie. . . ( ! ) ” Potamkin points out in that same article 
that in order to perfect the “essence of its themes” the 
American cinema must refer back to its early history which 
he claims is replete with sociologically significant subjeets. 
(What are “sociologically significant subjeets,” Mr. Po­
tamkin?)

Even if ihe source theory be conceded, why this ardent 
clamor for reference to the sociological film as an American 
source and at the same time the assertion “I am not inter­
ested primarily in . . . sociology,” when possible sources 
for Negro cinema are considered? Am I to accept this as 
a ncw brand of discrimination?

I want Potamkin to inform me how he would go about 
the matter of making a film on the American Negro with- 
out consideration for the socio-political motive that under- 
Hes every phase of Negro life in the United States. Mind 
you. 1 am not asking for a thesis, but consider the work 
of the Russians whose praise he has sung so loudly. There
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L great cinema bccausc there is real insii^ht into its only 
important source, the dialecdc movemenCa of thc social 
organism and its motor: the class struggle,

lí  it is Negro plástic he is after, and that only, 
(are you not diving headlong into the polluted waters of 

■‘art-for-art's'sake," Potamkin?) then Potamkin is deeply 
mistaken when he asks for a study of “Negro structure in 
the African plástic , . . Capitalíst America has created 
a new Negro who in virtiie of his position in the American 
social structure is as far removed from his African origin 
as his so-called “white-nordic superiors” are (rom theirs. 
Read Prof. Reuters essay on the subject, and you wit! 
learn that evcn in the sphere of plástic we havc noth- 
ing to find at the African source. No, Mr. Potamkin, 
•we “are” not “always what we were;” this i:, a vulgar and 
unscientific concept. The Negro of 1930 is not (even 
physiologically, lake note!) what he was in 1870. In 
sixty years the black popuiation of thc United States has 
become so transformed that ofiicial figure.s place one third 
of !ts total in the mulatto group. The ratio of this trans- 
formation is at the present time so great that within filty 
years Potamkin's “Wooiy, tall, broad-nosed and deep- 
voiccd” Negro may be somewhat of a rarity in America. The 
assimilative process goes on despite the fact that the Amer­
ican ruling-class is segregating thc Negro worker and pitting 
his white class brocher again:,t him. The inescapahlc fact 
that a white bourgeoisie exploits both the Negro and white 
worker is the determinant.** The class issue govcrns above 
everylhing else.

The almost complete metamorphosis of thc Negro on 
American soil in a comparatively short historical period is 
the most instructive and essential feature to consider in 
any approach of the problem. While an invcstigation 
of origins can have great valué both historically and in 
this case also anthropologically, it cannot, in the ínstance 
of the American Negro, bring us one step closer to the 
revelación of the laws that govern the history of the black 
man ir capitalist America. "Aframerican” is obviously a 
fallacy.

The conception of "sources" in this case can only lead 
US back to the O’Nellian philosophy so slickly expounded 
in The Eniperor Jones that even Potamkin, by his own 
adniission, was ablc to swallow it whole. "W e are always 
what we were." Emperor Jones says as much: Only a 
chin vencer sepárales the American Negro from his Afri­
can origin (read "source"), and under primitive conditions 
he will reven to the fears, hysteria and superstitions of 
his tribal forefathers.

How strange these fairy-tales must seem to the Negroes 
in thc steel-mills of Pittiburgh, the packing-houses of Chi­
cago, and the coalpics of Pennsylvania! Hollywood would 
raüicr go back to all the “sources" in the world than film 
the real American Negro. Any documentary film on the 
Ufe of che American Negro would pack more tragedy 
per foot of negative than a thou.and falsehoods like 
Hallelujah! But Hollywood is the monster-filter of 
capitalism thru which is sifted American reality, and that 
ís why we cannot expect it to give us the truth about 
Black America in its films.

Giovannitti's lines come to my mind:

I cali you to the bar of the dawn to give witness if 
this ís not what they do in America when they 
wake up men at midnight to hang them imtil 
they’re dead.

The Negro on the screen! What a visión! I want to

takc Potamkin hy thc hanj and lead him to thc hell-holcs 
of Georgia and Aiahama wherc "they wake up men at 
midnight to hang them until theyTc dead" . . .  I want 
to guide him thru the slums of Harlcm where black babes 
die by rhe score in pest-infested tcncmcnts. 1 want to 
show him the twelve million that King Vidor will never 
daré to approach. Lct him then speak to me of "sources," 
and the "dance of the circumei-ion" . . .

The whole recent discovery of thc Negro in art hears 
the imprint of Potamkin's "source" ideology. The discüv- 
ery was made by respectable whices who do not understand 
the modern American Negro and who bencath their wor- 
ship of spirituals, jazz and African sculpture, hide a deeply 
tradicional class contempt for him.

Van Vcchcen in literaturc, Covarrubias in art, and now 
Vidor in the film! Never miad the yalíer girl. Let us 
even forget the cast recruited in cabarets to interpret South­
ern cotton-pickers, and the "Negro" songs composed by 
Irving Berlín. Has not Vidor told us about "the rcmark- 
able emocional nature of the Negro?" What is chis atav- 
istic color that pcrmeites the entire film, if not a vulgar 
"source" philosophy? Remembcr for a moment the fraud- 
ulent baptismal scene, thc stagey and cxaggerated revival 
mccting, the emphasis on the hysterical and thc primitive 
in every niove of the characters.

Hallelujah! is bad cinema becau.e its director attcmptcJ 
to substitute thc white bourgtois lie about thc Negros 
mystico-rcligious and hysterical nature for the proletarian 
reality of the Negro as a doubly exploitcd member of the 
American working'class. Neithcr the most thoro study 
of l’oirier's films ncr the closest scrutiny of African prim- 
icive are forms could have helped Mr. Vidor to give us 
a better document than what he has offered us in Halle­
lujah! The result might have bcen a more prctcntious but 
hardly a better film.

Sociological implications can never be avoided, no mat 
ter how csthcticdlly disinterested cither a novel, a play or 
a film may be. Vicwcd in this light Hallelujah! is as 
spurious as Abáe’s Irish Rose. Unless one is working 
wich purely abstract forms, this cannot be escaped. The 
construcción of any concrete theme in art in which human 
material is involved striccly implies the drawing up of 
definitc social rclacionships as a prerequisite.

Obviously, all this is very elementary, But Mr. Potam- 
kin has skipped over these basic considerations into an im- 
possible position where an csthetically abstracted Negro 
csscncc m thc film has become the thing for him. AnJ 
that is the reason why, in one of his perennial quarrels 
with Giibcrt Seldes, after two pages of trifling on tech- 
nicalitics, it was only in passing that he found it necesiary 
to mer.tion . . . "the themade falsc-rendering in the nar- 
ration" of Hallelujah!

If wc investígate Potamkin’s application of the source 
theory to the Jew in thc film, we find the same serious 
fallacy Tcpcatcd. " . . .  thc impnrtancc of the Jewish 
physiognomy, hke the Negro, an unexploited cinema plástic 
material, the singularity of the intensive Jewish gestures, 
and most outstanding, thc Yiddish and Hebrew utteranccs 
as the material of thc sonai film."

In the case of the Jew, Potamkin has bcen a iittie less 
specific and also a little less analytical of the matter. Try 
to go back to Jewish "sources" and you get as a result a 
most colorful mixture of almost every "source" in the 
world. May 1 again take the liberty to refer H. A. P. to 
a scientific source? Read the investigación by Karl Kautsky 
entitled, Are the Jews A Race? and you will discover that

a (
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thc modern Jew is even further from his süurces than 
the American Negro. The Jew-Cype that you have in 
mind is vanishing from the carth even faster than thc 
"wüoly, broad-noscd Negro" is disappearing from the Am­
erican scene. Kautsky has pushcd his rcsearch so far as 
to prove conclucivcly that even the legendary Jcwish pro- 
bofds is now only a memory. Rathcr sad for the Jewish- 
plástic enthusiasts, but a fact nevertheless.

A very interesting point: In his artide on the Jew as 
movie-subject, Mr. Potamkin malees mention of almost 
cvery Yiddish film ever produccd. Every gone-and-for- 
gotten attempt is hrought up to find its place in the scheme 
of the investigation. Not a single word is mentioned about 
thc film, which, its technical shortcomings notwithstand- 
ing, is in every respect the greatcst one on the Jew ever 
made. 1 have in mind the Soviet production entitled 
Secds of Freedom. It is a film in which is portrayed the 
struggle of the >ounger Russian-Jewish generation against 
thc con.ervative hackground of Yiddish orthodoxy. It is 
a dramatization of the birth of a new Jtw who is begin- 
ning to shed the fetters of all his "sources" to merge with 
his advanced (revolutionary) class siirroundings. In Hirsch 
Lekkerc, the hero, we see symbolizcd the emergence of the 
Jewish worker who is being lemade by his social milieu.

And I know that Potamkin has secn Seeds of Freedom. . .
The consideration of cincmatic plástic by no means be- 

comes a minor one simply becausc a prototype at the 
"source” cannot serve our purpose. On the contrary, new 
structures, new gestures, new atmospheres, new forms 
bcckon the rea! artist.

Uníike Mr. McPherson, editor of Close-Up, I am of 
thc opinión that the cinema nceds more and not less theory. 
But let US learn to distinguish between correct theory and 
the eclectic humbug which results from attempts to be 
original at all costs. Excluding isolated and individual 
contríbutions of valué to the theory and eschetics of thc 
cinema, we may safely say that only the Ru.sians have 
created a scientific .System in theory which has fully proven 
its valué in practice. This theory mu.t be deepened and 
tnriched with our further investigations and experiences 
in the cincmatic ficid, but the creator of mtsleading theo 
tetical concepts is as criminal as “thc geographer who 
would draw up false maps for navigators." The mental 
gymnastics of the Frcnch bourgeois cinema esthetes gall me 
is much as pragmatic Amcriea's contempt for all theory. 
More clarity and less confusión! Less phrasc.. and more 
«cience!

In thc last year there has hecomc noticeable a 
<̂ hange of heart in their former attitudc towards the Rus­
tan film on the part of many bourgeois intcllectual cinema 
•Jireles throughout the world. Some are complaining nf 
“too much theory." A  French bourgeois critic, formerly 
friendly to Russian films, recently wrote about his weari- 
'less of the Soviet kino. Another French cinéaste has 
fPoken of his disgust while emphasizing what he terms
thc fatsehood of the Russians." (Rene Clair). The 

Ptcnch cinema world actively boycotted Eisenstein during 
stay in Paris. And, in America—

Potamkin has already said; "I do not think thc Rus- 
®'®n kino has as yet found a method that suits its profound 
'Material . . . the Russian films had better find a new
niethod. . . '■***

This was said by one who only a short time ago devoted 
'’̂ hnle arricies in praise of the "oíd method.” And take 
note of the almost threatenmg “had better." I think I

can detect more sincerity in Seldes's “technical trick 
formulation.

ril wait and see . . .
Paris, March 1930.

»On this point a young Hullvwood chtic has the following to say.
“Potamkin's mention of an insignificant bourgeois actor, lorgot- 

ten today even by his former admirers, Sidney Draw, is an altee- 
tation that is typtcal of Potamkin's writings of che last year. Who 
was Drew anyway? A  thousand others also satiriied the servants 
of the petty-bourgeoisie. This type of Ught, gay, chuckling satire 
is of no more signi.ficance to the type of sat.re that the servants o 
the bourgeoisie require of film-creatcrs than the humor ot Will 
Rccers is like the humor of a cartoon in the Daily Worker. Jt  is 
affectations of this nature that raake Potamkin s wntings sterilc, 
sophisticated to the point of nauseou.s glibness . . . He î s so anxious 
to show Chat he knows every Tom, Dick and Harry that ever ap- 
peared before a camera or that ever ground out a six-reel piece of 
kitsch, that he misses the vital essence of his material."

* *  This dees not mean, of course, that the Negro is not faced 
with special problems within the working class— probicms whwh 
necessitate new means o í combat as part of the proletariats broader 
revolutionary struggle. Lynching, for instance, is obviously a pan 
of thc oppression of Negroes as a race.

There is a bourgeois school of thot that demes the ex-sterce o* 
a “Negro problem" on the ground that assimilation will event- 
ually eliniinate the Negro from the American social scene. This 
¡5 a reactionary evasión of a sore in the capitalíst system.

The fact that the Negro is changing thru assimilation does not 
mean that he is not now the most exploited member of the Amen- 
can working class. ., . ..

Both the “source" theory and that of "eveitual assimiiation are 
therefore reactionary. . . v

The object of this artide is to show that in dealing with the 
Negro as subjcct-matter for the film, Potamkin has mcrely re- 
versed an oíd bourgeois “idea" into another just as counter-revo- 
lutionary. Instead of evading the issue by claiming a natural 
soiution in some distant future, he has escaped to Africa. Be- 
twecn these two theories. the oppressed American Negro worker 
remains suspended in mid-air between his past and his future. 

*'*'N ew  Masses— New York, December 1929.

“What renders the influence of the motion picture ex- 
traordinarily powerful is the fact that it acts on, and thru, 
one's feelings; in other words, ¡n order to be in the right, 
the film needs no reasoning. A story with nothing in it, 
provided it causes deep emotion, will succeed in modifying 
the conception of ¡ifc as seen by a young girl or thc man 
¡n the Street, much more effcctively than a very solid ar- 
gument míght lucceed in doing.

“Realizing this power of the cinema as a means of per­
suasión, the Church could not regard thc cinema as a negli- 
gible quantity. Being responsiblc for faith and moráis, thc 
Church owed it to its mission to direct attention to this 
new invention, just as it had given its attention to printing 
from its first appearancc. It cannot remain indifferent to 
anything that acts upon conscience. Cathoiics must, there- 
fore, in so far as they are worthy of this ñame, turn their 
attention and their activities to the problem of thc cinema, 
and at once.

“So important is the pan that thc cinema already plays 
in our society that further delay in dealing with it would 
be fraught with senous consequences."

CANON JOSEPH REYMOND 
(Director of the International Catholic 

Office of the Cinema.)

Page Fathcr Edmund Walsh, of Georgetown University. 
who, before one of the Fish meetings, for the first time 
revealed to a horrified world that the Soviet Union made 
use of thc film for propaganda purposes!
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VIDOR and EVASION
by B. G. BRAVER-MANN

FROM the point of view of King Vidor the functions of 
a film director are analagous to those of a joumalist 

in that both rcport what they see, the difFerence between 
thein being that the film director reporta what he sees 
by means of camera lenses and the film strip. However, 
like the repórter, what the film director reveáis depends 
upon hoTv as well as upon what he tees. His perceptions 
may be so limited that he never sees what is significant. Let 
US see how Vidor has applied his theory in practicc.

Vidor sought to deal with the late imperialist war in 
The Big Parade because he thought no one had properly 
reportcd it. He followed this film by eíforts to report in 
The Crowd the experíence of a white collar robot in an 
American metrópolis, and in Halíelujah the life of the 
Southern negro. BUly the Kid offered an unusual oppor- 
tunity for interprcting the life of the frontier. Each one 
of these films in construction and ideology shows that 
Vidor faiis to see his subject matter in relation to ex- 
perience.

Perhaps his menta! attitude towards reality and nature 
may be illustrated at the outset here by this incident; Re- 
cently Laurence Stallings w’ent to Vidor with a scenario for 
a picture. The fir.t half of this scenario, entitled The Big 
Ditch. is a glorified account of how the late General Goe-

thals and his men fought yellow fever during the con' 
struction of the Panama Canal. A  provisión was made in 
the scenario script to show the close-up of an innoculation- 
needle being thrust into a man's arm. Vidor objected to 
this close-up on the score of a purely personal dislíke for 
the scene. This is typical of his attitude towards funda­
mental faets.

Visually and structurally, the well-built motion picture 
is the intensive obiectifícation of subjective experíence. 
Moreover, it must be that if it is to succeed as cinema, In 
any form of imaginative art the ultímate expression must 
be a onion of the inner experíence of the artist with out- 
ward reality. This is axiomatic particularly of the cine­
ma, the most direct of the arts. If a director is timorous 
about faets or does not know how to approach his subject 
matter so that the spectator will feel the subjective phase 
of action and experíence, his detached attitude towards his 
material will re^ult in a film incomplete or spurious in 
structure, scenes, implausible in meaning, and image-pat- 
terns inexpressive of visual and plástic valúes. This is the 
approach of Vidor, as of nearly all other film practitioners 
in American Cinema—ñor it is an approach that can alto- 
gether be ascribed to the limitations of film producers.

Vidor, like many of Hollywood's film practitioners,

1
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not only reveáis a feeble conception of experíence in his 
films but also one that shows an unawareness of the vis­
ual and plástic valúes of an action, of an object, because 
of his inabihty to relate intemal and cxternal expericncc. 
In a World grappling with the problems of unemployment. 
hunger and capitaiist exploitation, the American cinema of- 
fers films like Halleliijah and Billy the Kid. It is to Vidor's 
credit, however, that unlike other directors in the Ameri­
can cinema, he sought to apply certain structural methods 
that would have helped him if his philosophy of life wcrc 
diffcrent. By using the structural devices best suited to in- 
tensify the emotional contení of an idea through concen- 
tration upon the plástic and visual valúes of an object, 
Vidor only succeeds in increasing the flabbiness of an al- 
ready flabby approach to his material. In Billy the Kid 
he misused the detaü-close-up— the most intensivo visual 
expression of the film—by filling the screen with the hand 
of an unimportant character holdiiig a hand-puczle to sug- 
gest coraedy relicf, when he might have used a detail- 
close-up of Mrs. McSween'a eyes revealing her anger at the 
rcbuff she received from Col. Dudley. It explains why 
Vidor and many American directors do not know when to 
use the close-up, and accounts for much of the general dis- 
ipproval of meaningless close-ups, as employed in Holly­
wood film practico, on the part of crítics and spectators. 
Since Vidor’s approach to his material h  one of evading 
cxpcrience and of rendering incomplete statement it is 
clear why he uses the methods of a groper when directing 
his players on the set, why he depends upon trial-and-error 
•nethods, and leans entirely upon the reactions of his 
players rather than to elicit from them an expression that 
ts consistent with the emotional contení required by a scene 
or an image,

Vidor's idea of reporting the late war seemed to center 
upon introducing a Prendí girl in The Big Parade as a 
*ymbo! of sex appeal winding its way in and out of a long 
hne of motor trucks loaded with men to bid adieu to her re- 
Partmg Yankee lovcr. Vidor reported the war so well in 
The Big Parade that the notion prevailed in Europe that 
Arncrícans believe they alone had fought and woo the war; 
that they alone had not known the experieiice of defeat; 
that only they had battled their way throufth the Ger­
mán tronches. Compare the comedy rclief scenes of 
'^rncricans larking about in Paris cafes and jesting 
'u the trenches, with the stark scenes in The End 
uf St. Petersburg and in the Germán film Behind the Ger- 
■uan Lines, whose tilles werc clianged so as to glorify the 
*ar before the film would be shown in American film 
^uses. Vidor did not fecl intensciy about war as did Bar- 
husse the Frenchman; Latzko, the Hungarian and Pudovkin. 
the Russian. Many Amerícans who saw Service behind 
the trenches looked upon The Big Parade as a visual pre- 
**utation reniinisccnt of the good times they had in Paris.
. If The Big Parade had been a report of the war accord- 

to Vidor's assumptions, it would have sent spectators 
hüme with a hatred of iiiilitarism and of the forces that 
tuveigled us into the war. But Vidor centered his comment 
ttpon the war in an absurd love affair between a French 
P^sant girl and an American doughboy whilc men werc he- 
tf'g biown lo bits. He omitted entirely any refernce to the 
t'nanciers and dollar-ayear men who werc amassing for­
tunes. The Big Parade followcd the beat of drums, and 
^ove a halo around flag-waviiig and woman-hunting instead 

brccding a greal hatred of war and a proíound pity for 
millions of war's victims. No wonder that Eisenstein 

Ptonounced The Big Parade as war propaganda, The chíef

technical virtue in The Big Parade was its powerful visual 
percussion in the movement of raen, men, men, and trucks, 
trucks, trucks, and the tensión in which this movement 
broke at the parting of the lwo lovers. Otherwise, it was 
entirely negligible as a film.

The Crowd is Vidor's best cfFort.. And what a poor 
thing it is in the final analysis! If Vidor were more of 
the artist and analytical thiiiker in matters involving social 
and personal rdationships, this film might well have be- 
come a challenge to our checr Icadcrs and to thoce of Hol- 
lywood's productioii minds whose ideas of subject matter 
for the films are limitcd to the presentation of false :ex 
emotion, prize fights, underworld life and comedy relief.

The failure of The Crowd is Vidor's failure to analyze 
and vi:ualize reality. It supplies producéis with the argu- 
ment that the artistic film cannot succeed, whereas The 
Crowd did not succeed because it dealt unconvincingly 
with experience.

In The Crowd Vidor had a great theme—about an aver- 
age unskilled whitc collar slave, wishfully beliexing in the 
certainty of the lucky break, his marriage on the win- 
nings of a prize won in an advertising contest, the two 
children rcsulting from this hcltcr-skeltcr unión, the pit- 
tance of his weekly wage, the loss of his job, the animocity 
of a wife's lower middie class brothers, the stylized move­
ment of the whiCe collar robots in a large office. Although 
Vidor demonstrated an adept use of che moving camera, 
the film visualized none of the social commentaries that 
would have made this a great crowd picture. The Crowd 
lacked the structural treatment to make it significant as 
cinema. If he had possessed a greater appredation of the 
plástic and visual basis of the cinema, Vidor might have 
given to the image-content of his scenes some of the ec- 
static quality of film-poetry born of deep social convic- 
tions. Everything in The Crowd dealt with externáis al- 
rcady obvious and familiar to every film spectator. Ex­
ternáis predominated because Vidor is, after all, a groping, 
shallow-minded repórter instead of an artiit, a füm-poet, an 
interpreter of experience. That is why he gave us only 
the surface aspeets of the crowd in its Coney Island mood, 
its shopping expeditions, its gulping of sandwiches and pop, 
its deadly uniformity. Vidor neglectcd to show to the 
spectator in the film-house that as a mass the crowd might 
exercise the collective will to shape its own destiny. The 
Crowd left the spectator in the film house resigned to the 
acceptance of defeat and futility. It offered no catharsis— 
no emocional relcase to the spectator in terms of experi­
ence.

Hallelujah revealed the conventional vicwpoint about 
che Southern negro, picturing him according to the lowest 
estímate he!d him by the white man, a singer of spírit- 
uals, a patrón of cheap dives, a petty gamblcr, a fanatical 
revivalist. A film artist with a penetrative social Outlook 
would have built from this material a great motion pic­
ture hased upon the aspirations of the negro worker to 
cope with his environment in the South. Why does Vidor 
insist on constructing films that pretend to deal with vital 
social themes when his own social viewpoint and under- 
standing of reality are so utterly bourgeois and so extreme- 
ly limited? Granted that he may wish to avoid the pueriii- 
ties of Hollywood, he is likc a man setting out on a jour- 
ney to an unknown destinación and after traveling for a 
brief distance decides he can reach his goal by running 
around in circles. Vidor muct know that structurally there 
is nothmg significant about Hallelujah. A t best it is gloriíied 
vaudeville, with the addition of a few silent scenes.

Ayuntamiento de Madrid



28 EXPERIMENTAL CINEMA

In Billy the Kid Vidor is at his feeblest. It is not to be 
wondcred at, that its producers needed the assi.tance of 
sevenCy-nine year oid Thomas Edison's ñame to ballyhoo 
the film. It was heralded as the first wide-screen film. 
More novelty. If the wide-screen proves anything at aJl, 
it proves that novelty cannot take the place of well-organ- 
ized film structure ñor of expressive imagcs that fill the rec- 
tangle of the screen, regardless of whether che screen be 
standard, double or triple standard in size, round or any 
other shape. Sorae theorists havc indulged in much-ado 
about the wide screen. Inexpressive images in the wide 
screen siinply mean that they are sevcral times the size 
thcy would be on the standard screen. Consequently they 
are severa! times worse as images. Some years ago, Kari 
Gruñe made a Germán film called Waterloo. It was buiit 
around the life of Biuecher and the defeaC of Napoleón. 
In this film therc were a number of sequences in which 
che standard screen was split into upper and lower rec- 
tangles, upper and lower triangles and in oblong areas 
side by side. In each of these arcas were simultaneously 
and effectively shown the parallel actions of scenes of wide- 
!y separated locales. The material in Biily the Kid was re­
plete with possibilitics for a similar powerful montage of 
parallel action of images appearing at the same time, in 
divisions of the screen. But Vidor had not the necessary 
Creative visión to perceive this.

struments for the director, but in this film, Vidor, like the 
rest of his fellow practitioners in Hollywood, malees no 
use of the film’s structural elementa to build up that bit- 
ing characterization which could make this period in Amer­
ican history live for the spectator. There is no emphasií 
upon Murphy and McSween, on the drama in the econom- 
ic and social aspeets of their conflict; and the important 
character of Col. Dudley is omitted. Yet, any film pur- 
porting to deal historically and truchfully with the early 
West must show the amazing activities of the officers of 
the army in those days. If American film producers and 
directors insist upon evasión in the treatment of hisCorical 
faets, we necd never expect to have any authentic historical 
films.

Excelient opportunities were missed to develop sound 
images* in counterpoint to visualizo images of scenes in 
parallel action. For instance, when in Billy the Kid Mrs. Me- 
Sween returned from a fruitless interview with Co. Dud- 
ley, she sat down at her piano while the shooting and the 
flames raged about her. The flames were reflected in the 
surfaccs of the piano as she played ‘T he Star Spangled 
Banner” and the strains wafted over the town. Alongside 
the scene of Mrs. McSwccn playing, there could have 
been a sccne of the town as it lay in the canyon. Then, 
following, another scene taken from a different angle 
could have shown Mrs. McSween playing the anthem and 
in the area alongside that scene, flashes of the townsmen 
and of their frightened faces as they sat in their bornes 
hstening to the .̂ounds of che musk and of the shooting: 
ñashes of the faces of the hired gunmen in the Murphy 
camp, of Col. Dudley in his tent, his men and cannon. By 
this montage on a split screen, a powerful tensión could 
have been built up all the time that "The Star Spangled 
Banner" was being played. That, however, would have 
been too much within the realm of vital expericncc.

In Billy the Kid it is clear that if Vidor knew how to in- 
tensively objectify subjective experience through the visual, 
plástic and structural means of the film, he might have built 
a remarkable motion picture. But one cannot interpret the 
subjective without relating it to outward experience. The 
evasión of experience on one hand and the inability to 
cope with the structural demands of the motion picture 
on the other, has made Hollywood the laughing stock 
of the World among those who understand the film's possi- 
bilities and necessities. Evasión of experience, combined 
with limitations in Creative ability explain the insipidity of 
the American film and the reasons for its diminishing hold 
upon the film-going pubiic in America and in Europe. In 
view of the faets, it's just a swell joke that Vidor and other 
Hollywood film "regisseurs” continué to be called out 
“first" directors!

As subject matter the Saga of Billy the Kid, if treated 
without evasión, should have made an epic film of the 
Southwest during its transition period from the pioneer 
stage to the beginnings of centralized control in the cattlc 
business. Its material and characters were admirably adapt­
ad to the scopc of an analytica!, image-minded director, for 
the real drama was built around two strong characters, 
Murphy and McSween, who staged one of the bloodiest 
cattle wars of the Southwest. There is irony, too, in the 
circumstance that Murphy had studied for the pnesthood 
and McSween for the minLtry. In this bitter conflict, 
which is known to have dominated life in Lincoln County, 
New México, during the seventies, Billy the Kid was 
merely an incident, just one more among the numerous 
desperadoes in the most iawles.s section of the Southwest. 
Historical and social valúes of the material were eíiminated 
to feature a conscicnceless young gunman—an evasión of 
experience that made the Kid incredible as a character and 
mere a cómic opera outlaw. Players should always be in-

Had Vidor ever deserved the rank of a “first" director, 
he would not have issued this condescending statement on 
the littie film theatres of France.

"The foreign producers are more courageous and 
are making more headway than in the past. This 
progress, however, has not been from a solid founda- 
tion of sound producción methods as was the devel- 
opment of the film industry in America . . . There 
are any number of "little theater" movements to be 
encountered, and it is in these houses that the unique 
productions being made abroad are to be found. I 
saw one in which the entirc story was told in cióse-! 
ups,* a daring experiment that is admirable in effort 
but scarcely to be considered anything more than 
a very wcll done novelty . . . These pionecring steps 
are laudable and hold much promise. They are inter'l 
csting and worthy of attempt but as earnest com' 
petition to American films they are woefully lack- 
ing . . . They are more intent it seems, upon a cinn" 
matic fishing expedición that might net them soms' 
thing worthwhile, but in all probabilicy will be quiW 
unproductive."

Instcad of using his ñame to give publicity to the «f' 
forts of the trail blazers and experimenters in the European 
film movement, so that American audiences and produceri 
might develop a strong ímpetus in this dirección, Vido  ̂
did precisely what other American practitioners have done-
i.e., he dweít upon the “superiority" of American films. 
directors whose ñames may mean something to the filî  
Public faíl to use their influente with that pubiic toward* 
the establishment of a film-art, how can the spectator, un' 
aided, arrive at these conclusions himself? Had Vidoí 
lookcd upon the work of the film experimenters of Eu' 
rope with the eyes of an analyst and an artist, he would 
have discerned that they are intent upon relegating 
film practices smacking of the convencional film, that tht
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efforts of European as well as of American film experi- 
mentcrs are certain to doom the false film practáces of 
Hollywood. Had the producción methods of American film 
iludios been as sound as Vidor claimed, he would not 
have been among the few American directors in 1928 who 
publíciy criticised the panicky flight to dialog films. With 
all the miilions at their disposal American producers and di­
rectors can point to but a few accidental pictures that con- 
tain at the most touches of intrinsic merit ín film struc- 
ture. However, they may live to learn that the "cinematic

fishíng expeditions” oí prolctarian film groups in Europe 
and America will inevitably produce a film revolution that 
will forcé American producers to return to the cloafc and 
suit busine^s whence they carne.

1 There was no need for sound in this film. None o f the scenes 
were belped by sound or dialogue, Reference to sound images is 
made here only because sound happened to be used.
2 Ostensibly. Vidor had in mind Dreyer's Joan of Are, the sharp- 
ness of whose patterns he tried to emulate in several scenes in 
Billy the Kid. The statement quoted appeared in Qoseup, Ocl. 
1928.

Principies of the New World-Cinema
by SEYMOUR STERN 

PARI II. The Film as Microcosmos

Section stressing the cinema as a new instrument of 
human consciousness. As the form of that consciousness 
itself.

REVOLUTIONARY film doctrine emphasizes the cine­
ma as the instrument of perception and domination 

of labor-philosophy and world-meaning: as an instrument 
which has the power to hammer ¡ncessamly on certain 
dominants.= In the psychological sphere (analyring forms, 
manifestations, motivations, reflexes, etc. of behavior), it 
has the power to expose the subtle overtones and nuances 
of outstanding types of a class- for example, the dinosaur. 
the míllionaire, the "virtuous," self righeeous middie-class 
girl, the “humanist" liberal, the American business-man, 
etc. . . . In respect of these qualities, the cinema, to the 
spectator, has the character and function of a scalpel. But 
the film-creator simply and scientifically accepts it as the 
instrument of selecting, organizing, (co-ordinating, asso- 
ciating, etc.) the dominant psychic qualities and extemal 
characteristics and significant overtones (singly and as in- 
íerpenetrating image-complexes) of the individual, both as 
an individual and as the manifestation of an entire type 
Or group.

Indisputably, the nature of the cinema is microcosmos. 
This term is advanced unreservedly. I hring to the atten- 
tíon and consideration of the American prolet-kino Lenin's 
rigorously defined conception oí the cinema as "the micro­
cosmos of proletaria!! reality." That is why Lcnin repeated- 
ly urged the "natural or non-fictive film"— an injunction 
cut of which later developed the wonderful Soviet news- 
*eel and Vertov's films of the "kino-eye". They were 
takcn “on the spot"— (events, accidents, etc.) However, 

have not proved emotionally half so moving or even 
®o convincing, as the deliberately fictive dramatic works of 
Podovkin, although this is an incidental point.

The significance of the cinema as micnKosmos is great. 
The cinema is the most powerfiil instrument devised by 
•’̂ unkind for the expression, in highiy concentrated form, 
®f the dialectíc world-struggle of the classes.

No other means or ageney of expre.ssíon has one-tenth 
*he power of the cinema for creating a consciousness (vis- 
^1 and audtiory) of the dialectics of world-history in prop- 

time and space perspective.
The cinema has the unequalled capacity to present peo- 

P'e with not only the perspective, but also the relative di-

mensions, of all previous, w orld-historical struggles of die 
exploited class against the power-class, and to present these 
perspectivas and dimensions in montage of film time and 
fiim-space, a microcosmos-concentration of worid dialectics.
Such is the significance of the cinema as microcosmos!

By power of montage I
By power of time-and-space concentrations and associa- 

tions!
Take the cinema Leninistically as the microcosmos of 

world-dialectics. To use an image: It can best be character- 
ized as an inexhaustible field of action-energy, in which 
the montage-dynamic operares like a tractor ploughing the 
field of a Russian "collective," an inexhaustible field of 
effeets and of changas (dynamics, motion-variations, etc.)
, . , Montage-philosophy is the dialectíc of this cinematic 
action-energy.

Synthetic montage is the central "switching station” of 
the "mechanism of domination" . . . The possibilities of 
cinematic plasticity and relativity are endless . . .

The character of the film as microcosmos is the m&'n 
important creative-esthetic consideration of the present 
century. A wholly new, radical approach to creativeness 
is being based in Soviet Russia on this dominant considera­
tion. It is a deeper and more startling challenge to Western 
bourgeois civilization (to its philosophies, its notions of 
behavior, its misconceptions of human relationships, etc.) 
than even the most violently antagonistic doctrines of 
Marxist'Leninist economics, With its advanceraent, all 
bourgeois conceptions of esthetics and creativity are being 
forever swept away . . .

The character of the film as microcosmos necessitates a 
new creator; the sdentist-artist laborer,—the Eisenstein, 
Pudovkin, Dovzhenko artist type. More than that the 
completely diaiectic-minded thinker. Thus, the present 
revolution in cinematography, which successfully stamps 
out the disease of Hollywood, marks the beginning of the 
joining, in cinematography, of radical-revolutionaiy esthet- 
¡c philosophy with radical-revolutíonary Science towards 
the attainment of an ultímate exposition of radical-revolu- 
tionary world-meanmg.

And it is historically inevitable that in the future, in 
the Corning Proletarian World-State, no esthetic Science, no 
conception of creativeness, will be possible or will bear 
within itself the potentiality of fruition, unless it be rooted
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m dialectic materialism,- -in a fully apprehended mater- 
ialiscic intcrpretatiun of Ufe, history and humanity.

The character of the film as microcosmos forces a con- 
sideradon of the relativíty-association of doniinant images 
as the technique for the estabüshment of radical, domiiiant 
image-ideas, which in them-clves hoid the kcy to che phil- 
osophy of the film. This consideradon may be non-catc- 
gorically sUted: Out of the conjunction of two images, the 
third iniage. THE RADICAL IMAGE-IDEA (mental), 
emerges. Out of the coiijiuiction (in niontage) of many 
iir.age-elenients, ós created the synthests of which the final- 
definitive radical image is the essence.

The art of defining and creating image-ideas, the art of 
hammering image-ideas into the mentality of the specta- 
tor by the persistent ingcnious manipulation of aggressive, 
viülently emotional montage-forms, can be sa¡d to be large- 
ly dependen! on the genius of creating synthetic images 
which embrace the cardinal phiiosophical points of the 
undcrlying image-idea.

Before going into the question of synthetic imagery, 1 
would likc to stress one important, if somcwhat incidental 
point, For the eventual success of this type of cinematog- 
raphy— the cinema based on entirely revolutionized radi­
cal conceptions of esthetics and structure, that not only suc- 
cessfully defíes the bourgeois weaknesses of all past esthet­
ics and all “classically enshrjned” notions of art, but even 
indicates how absurd these notions are in their relation to 
ab-urd forms of society—for this cinema, it is absolutely es- 
sendal to have films of passioii. The passionate film, that 
ís to say, the film of overcharged emotional intensity, vio- 
lent, incisive, psychologically surprising and sustained, can 
alone give adequate expression to the peculiar form of

action-encrgy that characterizes the cinema. Already we 
have films geared up to a high degree of emotional inteii- 
;ity: Potemkin (particularly in the massacre-episodc), The 
End of St. Petersburg, (particularly -where che worker- 
hero, in a frenzy of rage, hurls Lebedoff, che munidons- 
capitalist, to the floor). China Express, Stor.n Ovcr Asia, 
The New Babylon. the explosivo Ten Days That Shook Thí 
World and the bitterly vehement Arsenal. The film of 
vehemcnce depends on the skillful manipulation of ag' 
gressive, penetrating montage-methods to achieve the máxi­
mum possible intensification and release of emocional 
cnergy in the .̂pcctator. The part played here by the prin­
cipies of the conditioned reflex, as an iijstrument of emo- 
tional agitation, is of course colossal. One the purely es- 
thede sido, the simples! and most striking time and space 
and movement forms have proved useful (through the 
aid of photographers such as Ti.se, Golovnia, etc.) tc 
heighten the excitement of the content and the cuídng. In 
these respeets, the Russian films, from Eisenstcin's Strike 
to Pudovkin's Storni Over Asia, which are based on deep' 
ly thought-out principies of agitation and visceral-motor 
excitation, are not a consummation, but only a begínning-

The film of passion is the only film which has a right tc 
be considered a social film; that is, a pa.sslonate expression 
of the dialectics of histórica! world-processes. It is the only 
type of film than can adequately meet the demands of masí 
emotional necessities of che present centur^’.

At the opposite end is the sickiy-sweet emasculation and 
degenerate sentimentalism of the Hollywood "entertain' 
ment" film (including, perhaps more than anything, the so- 
called “dramatic” films of Hollywood), based on a gross 
and perverted falsifkation of the vital faets of human exiít'
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ence. But the anti-social tendencies of thc Hollywood film 
exemplify a complete antithesis to what the vehement film 
of visceral-motor excitation should try to achieve.

Even the subtle film, that deais with complicated so­
cial conditions without the revolution-dominant as a basis 
of its imagery, even this film can possess a kind of inten- 
sive vehemence, mountcd in the overtonal implications ol 
Sross social and economic inequalities. Passion, as the final 
degree of intensity of montage-violence, of explosiveness, 
should be the standard "temperature” of the social film. 
With regard to its seriousness, the “temperature" of the 
social film,— its "hcat” and the vehemence of its expres- 
sion of the underlying image-idea—should be a constant 
irradiation, a constant discharge of the kinetic cnergy of 
its fast-moving images. And che films enjoyed by che "es- 
capists" and esthetes” of the Western world, films of “re­
léase” and “escape", praised to the skies by such people 
>s J. G. Fletcher, G. Seldes, Rocha €r Co. and other intel- 
lectual hoodlums, have of course no place whatever in the 
mass'cinema of the Proletarian Revolution .

As regards the philosophical end or “purpose" of the 
image-play of radical-revolutionary cinematography, this 
«nd, the image-philosophy of the image-whole, is expressed 
in the outstanding synthctic images themselves. The mon- 
tage-methods of analysis (differentiation and objectifica- 
hon) and of synthesis (integración, association, etc) are 
likewise che methods used in the construction of such syn- 
thetic images to endow them with the broadest variations 

possibilities, as key-words of film language.

PRELIMINARY CONSIDERATIONS TO  
SYNTHETIC IMAGERY

A number of elementary considerations must be ad- 
vanced prior to discussing synchetíc imagery. Several of 
tbese were already stated in categorical form (see Princi­
pies of the New World Cinema, Part I, especially section on 
Principies of the Image-Idea). Although previously men- 
tioned, however, they can be accepted here as a fresh 
Phase of the montage of image-relationships.

1. Every film based on a correct montage-form is 
the expression of its dominant, radica! image-idea. 
In this connection, it can be added that the persistence 
with which the film-creator builds up and significant- 
ly defines (through the film) the dominant, radical 
image-idea basically underlying the film, determines 
the degree of esthetic integrity and the spiritual-in- 
tellectual strength of the film.

The definición of montage (Part I, Principies of 
the New World-Cinema) as "THE COMPLETION 
OE THE IMAGE-IDEA THROUGH THE FILM 
In VISUAL AND DYNAMIC FORM,” is valid 
for this aspect of montage-ideology and cannot be 
too strongly insisted upon.

2. The sum and substance of Eisenstein overtone 
conceptions can be expressed in thc terminology of 
the present dialectic as follows; The image-idea (of 
the sequence, of the episode, etc.) is as much the 
mathematical tesultant of overtonal cumulations aris- 
ing out of the confíict between the single images 
themselves (which collectively form the image-idea) 
as it is the product of these images in a purely mon­
tage sense.

3. In the same sense, taking the ultímate impres- 
sion of the film from the point of view of the spec- 
tator (the receiving brain), the radical dominant 
oinage-idea underlying the film is the mathematical

resultan! of the sum toral of the overtonal cumulations 
of all the images of the film, as well as it is the pro­
duct of the image-ideas of the sequences, episodes, 
etc.

4. Every image of the film has the possibility 
of realiziiig its significance in the total image-struc- 
ture in three ways:

(a) As a purely descriptive agent, illu;.trat- 
ing an event. In other words, as a unit in the 
development of a continuity of action (of any 
happening whatsoevcr, actual or imaginary);

(b) As che Symbol of the deeper image- 
idea that is expressed by the descriptive action, 
of which this particular image is a part (the 
Symbol). Or, in conjuneCion with this same 
possibility, the image may be used (recurrcntly) 
as thc Symbol of any other action whatsoev.r 
to which its relationshíp is purely and definitely 
symbolical and not a continuity-relationship in 
the sense of immediate joining to preceding and 
succeeding montage-pieces.

(c) Because of its duei einployment, both as 
descripción and as symbol, each image has the 
possihility of being, besides the symbol of an 
image-idea, the fundamental root-image of this 
idea.

Obviously, in thc most advanced types of cinema, the 
majority of images opérate ^imuitaneously in both a des­
criptive and a symbolical capacity. This is the richest, 
fullest and mo.t startling method of expression now at thc 
dispcsal of cinematography.

In connection with the above resume of the possibilities 
of the ways in which images can be utilized, consider the 
following fragment of an original continuity, which illus- 
trales many of the points of this essay;

SEC T IO N  O F A C O N T IN U IT Y  (C O N D EN SED )
(N ote: Owing to lack of space, the complete montage cannot 

be rendered in the following continuity. Only the most important 
elements, illustrating the principie of root-images and association, 
are presented.)
SCENE; A  park. A square, A street-car Üne. Steps

leading up to the main entrance of a twenty or 
thirty-story skyseraper— the City Hall. A 
church.

S IT U A T IO N ; Crowds. Working masses, working-class sympa- 
thizers, by-standers, husiness-men. “saintly” 
priests, jeerers . . .
Agitators on soap-boxes.
Cossack pólice on proud horse.
Workers with banners, slogans, etc., etc.
Hired thugs. plaínclothesmen, etc., paired off 
with foot-cops.
A street-car held up by the crowd.
A street-cleaner shoveling gutter-garbage on a 
S tr e e t  opposite the park.
Chief OI Pólice and staff watching from the steps 
of the City Hall. The Chief is tailored in sty 
lish, immaculate plain dothes.
The pólice a'ttack on workers begins.

SY N T H E T IC  RO O T-IM A GE:
1. M ED IU M  GLOSE SH O T  O F Chief of 
Pólice on steps.
Composition-grouping of Chief and several sur- 
rounding mernbers of the staff in uniform and 
heavily armed.
T he Chief gives a direction to those standing 
about him.
They hurry off, out of frame.
The Chief stands alone— glowing with the 
ptide of a general.
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CAM ERA-FOCUS SH A RPEN 5 IN TEN SE- 
LY  ON H IS FIGU RE.
CAMERA PANS UP FRO M  H IS FIGURE 
T O  T H E  8K Y SC RA PER BEH IN D  HIM, 
CAMERA FOCUSES ON T O P  OF SKY- 
SCRAPER A T  EX T R EM E  ANGLE PESPEC- 
T IV E .
{Focus-timing hcre in accord with finally work- 
ed-out raontage-Cempo.)
CAM ERA PANS DOW N  FRO M  T O P  OF 
SKYSC RA PER T O  O RIG IN A L ANGLE ON 
C H IEF OF POLICE.

2. C U T TO  CLOSE-UP OF mounted Cos- 
sack'police. (Taken (rom below). A  burly cop. 
He raises bis mob-stick and brings it down. 
(C U T  ON T H E  M O V EM EN T).

3. CU T T O  CLOSE-UP OF an undersized 
Jewish worker. (Taken from above, opposite 
angle.) H e starts to run. (M O V EM EN T ON 
T H E  C U T ). The mob-stick descends crush- 
ingly on his head. (Note movement— associa- 
tioa of shota 2 and J ,  establishing rhythm- 
graph of entire episode).

4. GLOSE S H O T  O F a modishíy attired 
''modern" priest with a "sweet and saintly" face, 
standing in the projected shadow of a cross 
before a church-building. He crosses hiinself 
and pronounces a “blessing" . . . (M O V E ­
M EN T ON  T H E  C U T ).

5. Men, women and boys with banners run- 
ning en masse towards sidewaik. The throngs 
of spectators on the curb form a solid wall.

6. M O VIN G CAM ERA SH O T  of small 
group of workers with banners, running. The 
shadow of a mounted policeman races over 
them.

7. M ED IUM  RA N G E SH O T  O F crowd of 
onlookers, mostiy American business-type. They 
wear straw hats. They are neatly dressed. They 
have cynícal and contemptuous sneers on iheir 
faces.

8. C LO SER S H O T  O F same group. A young 
enterpr;sing business-man, characteristic of his 
class, makes a “wise-crack" to his companion. 
Then he cups his hands, as if at a baseball game, 
and calis out at a passing cop (not visible in this 
take) . . .

T IT L E ; "Kill che damned Reds, Mikel”

9. GLOSE UP O F the business-man taking his 
hands from his mouth and grínníng good-hu- 
moredly" . . . FLASH CU T.

10. M ED IU M  GLOSE SH O T  O F cop 
("M ik e") running past. He half-turns, as he 
hears his friend cali. Laughs; a brutal, ruth- 
lessly sadistic physLognomy. Waves his mob- 
stick. Runs on . . .

11. M O VIN G CAMERA S H O T  (taken from 
above) OF group of workers with banners, 
placards and papers. Running. The shadow of 
the mounted policeman deepens over the crowd, 
with which it races in pace. PAN CUT.

12. FLASH CLOSE-UP O F a woman, scream- 
ing.

13. FLASH CLOSE-UP OF the woman, hurled 
to the gutter.

14. FLA SH  CLO SE-U P O F the hoofs of a 
police-horse, prancing on the fallen woman's 
Dody.

15. AN GLE CLOSE-UP O F mounted cop’i 
face, bending low into lens. He curses and 
yanks his horse into frame.

16. M ED IU M  CLOSE-UP (horizontal plañe) 
OF a worker mixing with a group behind the 
prancing horse . . . He sces . . . and starts . . . 
He stands stuck-still, frozen with horror!

17. AN GLE SH O T (extreme perspeclive) 
O F police-horse, TA KEN  FROM BELOW 
(the woman’s viewpoint), rising on the two 
hind-legs , . .
The fore-legs rise before the camera and tower 
above it . , .
The horse attempts a momentary balance on his 
hind-legs, and then . . .
The fore-legs suddenly come down. C U T ON 
T H E  M O VEM EN T.

18. C U T  IN A S 5 0 C IA T I0 N  CLOSE-UP 
C F the body of the unconscious woman, as the 
fore-legs of the horse pitch upon her. MOVE­
M E N T  ON T H E  CU T. C U T ON THE 
M O VEM EN T.

19. M ED IU M  GLOSE S H O T  OF the work­
er. He yells.
Out of his pocket he jerks a piece of lead-pipe 
and hurls it with a!l his míght at the mounted 
Cossack-police.

20. GLOSE SH O T OF mounted Cossack, 
from behind. The hurled chunk of lead stnkes 
him at the base of the neck. Jumping, he 
wheeis about in his saddie , . .

•21. ID EA TIO N A L S Y N T H E T IC  GROUP:
(a ) The mounted cop tottering in his sad- 
dlc and falling. C U T ON  T H E  M OVE­
M EN T.

(b )  FLA SH  CLOSE-UP O F Pólice Chieí 
yelling in dismay. (Special effect ciose-iip)

(c )  “T R IC K " SH O T  OF the City Hall 
building appearing to sway, tremble and 
íall . . .

(d ) The mounted cop fallen to the street-

22. CO M PO SITIO N -G R O U P OF four 
mounted pólice wheeling their horses about 
rcgimcnced movement. Into acti.on!

23. PARALLEL CAM ERA - M OVEM ENT 
(taken from slight angle above) OF the work­
er fleeing across the square. In a frenzy 
baste . . . Pushing man, woman and child otd 
oí his way . . . Pushing through groups ,ind 
crowds . . . Breaking into the crowd on th« 
curb.
(H O R IZ O N T A L  AND ZIG -ZA G  MOVE- 
M EN T-LIN ES).

24. FLASH SH O T  O F the four mounted p^ 
lice sweeping íiercely across the square.

25. GLOSE SH O T  O F two burly cops maf- 
handiing protcsting worker near a fire-puinp 
A closely packcd crowd forms a cióse send- 
circle on the side-walk.

26. GLOSE UP OF the brutal face of oo* 
policeman.

27. M ED IU M  GLOSE SH O T  OF the scuffl* 
Suddenly with a quick, clever move, one of th« 
cops, stepping back and “ducking” low, trip* 
the fighting worker, who starts to sprawl ao® 
topple backward. The worker’s loss of balan<* 
U corapleted and his fall to the pavemenc
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made a “ knock-out” by a well-delivered blow 
in the face froni the othcr cop.

28. GLOSE LiP O ?  the horrified and indi.g- 
nant face of typical American “libera!”. The 
liberal cries out sharply:

T IT L E ; "Shame! Shame! You bullies! Such 
reedless brutality! W hy don't you employ de- 
cent methodf?"

29. FLASH GLOSE U P O F the indignant 
face of the liberal.

30. The vjorker sinks in a heap before the 
lens. The cops bend down and start to lift him 
O U T  OF FRAM E.

31. HEAD-ON M O V EM EN T S H O T  OF 
the worker who threw the piecc of lead pipe, 
racing IN TO  GAMERA. The four pursuing 
mounted cops T H U N D ER IN G  FA ST  ON 
H IS H EELS! The fleeing worker runa cióse 
into immediate focus-foreground and then 
swerves siiddenly to one side, O U T  OF 
FRAME.
C U T ON T H E  M O V EM EN T .

32. M ED IU M  GLOSE S H O T  OF Street-car 
conductor and motorman on motorman's plat- 
form, Consulting. The motorman manifests his 
impatience. The conductor gestares tu “go 
ahead” , and walks back into the car. The mo­
torman puts on his big white glove and turns 
tü the switch.

33. FLA SH  GLOSE-UP OF fare-register of 
6treet-car . . .  A  farc is registered.

34. SH ARP CLO SE'U P. A  mob-stick brutal- 
ly crashes a worker's head. C U T ON TH E 
M OVEM EN T.

3T. FLASH CLOSE-UP O F fare-register. An- 
other fare is registered.

36- SH A RP CLOSE-UP- A mob-stick crush- 
es another worker's head. C U T ON  TH E 
M O VEM EN T.

37. FLASH CLO SE-U P OF fare-register. An- 
other fare is registered.

38. SH A RP CLOSE-UP. A  pólice fist smash- 
es a worker's face. C U T ON T H E  M O V E­
M EN T.

39- SH A RP CLO SE-U P OF fare-register. A n­
other fare is registered.

40. SH A RP CLOSE-UP. A pólice club is 
brought crushingly down on another worker's 
head. C U T ON T H E  M O VEM EN T.

41. FLASH CLO SE-U P O F fare register. An­
other /are is registered.

42. SH A RP CLOSE-UP. A mob-stick across 
a worker's face. FLASH CUT.

43. FLA SH  CLO SE-U P OF fare-register. A n­
other fare is registered.

44. A fist savagcly wields a mob-stick. FLASH 
CUT.

45. ID EA TIO N A L CU T-IN  GROUP:
(a ) A N A LYTICA L M ONTAGE-FLASH- 
E 5  OF the register clicking successive fare.

(b ) FLA SH  GLOSE S H O T  OF priest ra- 
duting bkssings and fatherly love . . ,

(c ) FLASH C LO SE-SH O T OF Pólice 
Chief on Q ty  Hall stcps, his hand to his 
brow, likc a .sunshield.

(d ) PER SPEC TIV E EFFECT S H O T  OF 
City Hall building (Tentative suggestion: 
camera movement montage).

(e )  CLOSE-UP OF fare-register, register- 
ing at greatiy accelerated speed. Faster , . . 
faster . . . .

( f )  Water flooding into a Street sewcr.

46. CLO SE-U P OF the motorman's foot, 
stamping the bell . . .

47. CLO SE-U P O F the motorman's hand 
slowly beginning to turn the motorman's switch.

48. D IAG O N A L A NCLE S H O T  O F one of 
the four mounted pólice suddenly checking his 
horse before the camera.
(M O V EM EN T ON T H E  C U T ).

Levelling his revolver, he fires.

49: A N A L Y T I C A L  CU T-IN ; FLASH 
CLO SE-U P O F the fare-register.
Another fare N registered.
M O V EM EN T ON  T H E  CU T. C U T  ON 
T H E  M OVEM EN T.

50. CLOSE-UP (from above) of the track- 
fender of the street-car, in slow movement. The 
body of the shot worker pitchcs on to the fend- 
er. sprawled across it. His arm and head Ee 
ac the edge, almost on the track. His eyes 
stare upward.into the down-looking lens . . .

51- A N A LYTICA L CU T-IN  OF RO O T- 
IM A G E:
T he Chief of PoEce on the steps before the 
City Hall building,
CAM ERA PANS Q U ICKLY UP ON  STRUC- 
T U R E , T O  TO P. CUT.

52- A NCLE SH O T  OF motorman. (Taken 
from fender, looking up).
He gestares excitedly with his gloved hand, 
and yells to the dcad worker to get himself 
off the fender.

53. M ED IU M  SH O T  O F one of the four 
mounted pólice, motioning violently to the 
motorman. He brings his horse cióse to the car.

T IT L E ; “Ride that body out of the district! 
About three blocks down!"

54. M ED IU M  CLO SE-U P O F the motorman. 
Nods to the cop and salutes in a friendly way.

55. CLOSE-UP O F the motorman’ switch, the 
gloved hand turns . . .

56. V ERTIC A L A N C LE SH O T  (looking 
down from motorman's window) OF the dead 
worker stretched out on the car-fender. The 
fender in movement.

5 7. “FLANK” SH O T  O F the front of the 
car with four mounted pólice riding parallel on 
eícher side.

58. GLOSE SH O T  O F the wheels of the 
street-car, iegs and feet dasbing parallel. As the 
car gains in movement, the CAM ERA, MOV- 
IN G  PARALLEL, slightly widens its focus and 
gets in a mass of feet, legs and finally (in full 
view) parallel-running bodies— men, women 
and children.
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59. AN CLE CLO SE-U P O F the fender, (tak- 
en from opposite side), bearing the dead work-

60. FRO M  B EH IN D  T H E  M O TO RM A N ’S 
W IN D O W :
Yelling, threatening, angry workers rush in a 
huge mass up the track, and from all sides and 
strcets in the near distance, in an increasing 
throng, inco the advancing street-car.

61. FRO M  TRA CK -LEV EL: (A t a distance) 
The advancing street-car with the dead body. 
Like a gigantic Machine-Müloch.

61- CLOSE-UP O F the motorman's switch, 
being pusbed to the “full” pole.

63. Squadrgn of mounted pólice marching 
horse horizontaíly, in a flank movement ínto 
the mass of advancing workers . , .

64. A street'cleaner pushing his shovel along 
the curb.

65. CLO SE-U P OF stteet-deaner's 
CAMERA M OVING PA RA LLEL

shovel.

66. CLOSE-UP OF street-car fender with dead 
worker.

67. COMPOSmON-PERSPECTlVE SHOT 
OF regimented line of mounted pólice sweep- 
ing intü mas.s and clearing the track.

68. CLO SE-U P OF the strcet-cleaner's shovel 
sweeping up the refuse along the curb-line. 
Faster.

69. CLO SE-U P OF 
the “fuH” pole.

motorman's switch, at 

70. CLO SE-U P O F street-car fender. faster . ..

71.— 72.— 73.— etc . . . Accelcration, image- 
exaggeration, etc. of the foregoing, reinforced 
by timed recurrence of the dommant root- 
images, etc., until the total montage-structure 
reaches its synthetic static point namely-
PER SPEC TIV E-C O M PO SITIO N  IMAGE OF
the City Hall tower, with the figure of the Pó­
lice Chief standmg small and solitary on the 
stcps. The shadow of the cross overspreads 
the tower . . .

Manifestly, this represents an advanceJ montage-furm, 
the full significance of whkh cannot be altogether appre- 
ciated when it is separated from the total .̂tructurc of the 
film, In the above continuity, not only was there a vast 
condensation of the various montage-elements (which in 
the original hring the number of scenes up to more than 
1‘iO), but the parallel sound-montage was completely omit- 
ted. Montage students can clearly recogniie the possibil- 
ities and position of sound-image counterpoint in sueh a 
dynamic conception as the foregoing.

The second half of Pan II of Principies of the New 
World-Cincma will be published in the foiirth number of 
Experimental Cinema. Following it, in the fifth number, 
will appear Part III, which deaLs ssith The Bases of Reflexes 
and Associat'ons.

•Enlire contents copyright hy Seymour Stern. 1931.
1 Further investigation and analysis of the film as microcosmos 

will be made in later papera cspecially devoted to this revoliitionary 
phase of cint-dialectics.

2 “Dominants" and “overtones." Eisenstein terms, used by 
him in The Fourth Dimensions in the Kino, April 1930 of Close- 
Up, as wel! as in anieles on the same phase in Germán periodicals.

By “dominant" he means the radicaliy predominant characteristic, 
and cites, as an example, the “sex appeal" of the beautiful Amer*

ican heroine . . . By “overtone,” he means the “additionaí appeal» 
or attraction-stimulants,” and in the same example name.s the 
artificially constructed “stimulation-provokecs" which create the 
■'overtonal complex" around the dominant,— ín this case, itera» 
such as the material of the heroine's dress, the degree of light an¿ 
shade used in photogcaphing, polished finger-nails, etc., etc. . . 
These form the “overtonal complex." T o  which could also be 
added, almost endlessly, for the benefit of revolutionary cinenur 
tography, which analyaes and exposes all such overtonal artífice» 
of the bourgeoisie, stimulation-provokers like the conscious, delib­
érate pose of innocent virtue of the American middie-class giri ani 
the whole stock of atlraction-effects which constitute the compicX 
the Amcricans cali “appearance"; shcewdly calculated manner of 
bearing, tailoring of all kinds (o f this it can actually be said thert 
is a definite “A nglo" appearance-complex!), “suave” mannerisa. 
"twinkling" eyes, “loving" gestures, parlor-cultivated voice, "cute- 
ness," the entire hattery of effeets of American “propaganda-por 
ing" (o f the women, especially in American military films), "sweet- 
ness and light" (Seventh Heaven formula) and so on.

In using the expressions "overtone” and “overtonal cumulation" 
in this arricie, I mean, specifically, the overtones (o f a singk 
dominant) and the overtonal cumulations (through a complete 
series of im iges) of ju.st these “additionaí appeals" which exhiW 
psychological traits and notions of a social class and which con* 
stitute a “complex" around a “central stimulation" or nucleus. 
Reference here is not made to the overtone-montage method as l 
systematk device of construction. That consideration will he deak 
with in a later section.

E D IT O R S’ N O TE
K i'cw lie ie  in Ih i* issuc ihere appears an acticle hy Sam uel lírnáf 

eniitleil "O n  A  T henry <il 'S n u rre s '."  T his a * t id e  has an ¡m ere liní 
h ístory, iiivolvinfi as it  fines the "h fs s "  n i oui* New Y o rk  eorre.vi>(>n<leiife 
a tla ck s  upon u s  ín o lh e r iju h licalíon s and the m aking iií an activ e eiiemf-

O riirinally. "O ti A  T h c f ty  o í  ‘Snurces* ” was su b iritied  to  Cióse Uf 
as a le 'le r  eritic iz in e  certaín  reaclionary  ideas exi>resserl in I ! ,  A . Poiais* 
k in 's  nidiuhly A m erican correspoiidence for fh al iiiair.tzíne. T h e  crniciiaa 
was neither personal ñ o r iii any sense m aheious. T h e  solé intenlioii Á  
its  aiithnr was lo  open a discu.ssion on certaín  debatable pfiint* .set fordi 
by  rm am k in . T h is  was considered all ihe m ore urgent as Poiamki» 
at ilie  lim e consi.siem ly i-ersisted in asscrliiiK  th e co riectn ess ni iM 
"so iirc e "  idea. T he edtior.s ->( C o se  Up refus-d to  prim th e le lle r . sliiMS» 
ih at tn prínt an a tia ck  nii an "accred ite tl foreiim correspnndent i.s noi t* 
accord  with E n d is h  iou rn alistic  e ih ics ."  A cony n ( che article was ih ^  
seiit to  ihe ed iinrs o f E xperim ental Cinema who ■.ubinitted it lo  Pofain 
km  with a  reipiest for a  reoly  to  he pririlcd in  th e mai-azme as a  di'CO»- 
sion. H e refused. T h is  relusal appeared at th e tim e tn have no beario* 
wh.-itsnever on Pn tam kin 's te la iin n s with E xperim ental Cinem a ñ o r w»* 
títere  th e least im im ation  ih a i it would a fíect hi» status as the niaKazme'» 
New y ork enrres|v.|ident.

Abfiut seven ni.mth.s la ter Cióse Up priiiteil a slandenius a tiack  nn era' 
trroun by  Poiam kiti which for umir-ivoked. savaee v ituperaiion ha- »♦ 
etiual. N oviees, tnystified n iy siics ,"  “irim caiert bnobs "  we e bo* 
a  lew o l th e select lerm s used to describe us, O u r Hollywood t- rro 
spondeiit. Seym our b tern , w a . "fren H e-l." Biover-M onn was called time» 
lo r havuig changeti th e _ apelling o f his ñam e and for having dared 

wa&tefuUy certaín  t<Uas cxi^tiunded bv M un^terberíf tv c M
y ca is  ag<i. \\ e were accuscd of >avinK “ trel<kcd to* Hollywood__ih<. - -
'•f frustrated chtherschukciss . . T o  explain  h is  fnrm er a«t«ociaiion vv t '
ts p e r ijn e n ta l Cinem a, h e w toic : “ I have been ihe Xew  V nrk coTrcM>ofr*i 
d -n t ¡o r II, oul of personíd Mympathy for h s  editor.*; . . . ” And fínaU ^ 
our a.spiratiuns em it a n a lo d r 'r  which ts aven wor.'e iban ihe st<‘*'f^  
of th e west C04M m arshes.”  K fc. E tc .

T his w id e n  effustnn on the part «d wi clo>eIv asv)c«aied wíi'i 
111 i.ur Work carne lik e  llehmiTiB- tiut .»{ a blue skv, Tt remains a m>-terf 
tn üs im iil thi4 very day. And apparently íh is is  n ot ih e  eiid of P<*'M** 
k m s cam pai«n againM us. W e have been lincified by him  that tlic 
Kreem an wtil soon print an artic le  t>n m ovie criiicÍM ti In which w t 
fu rih er “ criticízcrf.”

T h e que s tú MI ís :  W lia l ti re P o tam U n 's niieailon*; and wlier** I* 
travellinx tn ?  H ow . for ínstance. are we lo exnlalii a recent attack 
him on none other than  com rade I.eon Mnu.s^inac. the jcreatest fíj?aie '** 
tu - rnteraatlonal w orkers film m ovem ent? * ' l^ on  M ousslnac has 
leaJized hi^ full valué u> the social undersiandmíc of th e cinem a by 
lecttnR to  scrutiníze h is  a tlita d e  fo r a «.et of valúes.”  Tn  thnse who 
followed th e wtIiíu r s  and aclív ities  o í  MousMitac for many years 'ud» 
'tatem i^ its will seem fan tastícally  m alictoiis. N,-. Icss tnalicloús. In 
than h is  pueríle castÍRatlon o f E xp erim ental Cinema and ihose of u« w**® 
are sirainiuc- eveiy  tendón to  c rea ie  a  theoretical and practical b a s i' 
ri wih'ker» fUm niovem ent in Am p-ica. W hat a -c  we to  m ake of th ' 
ihai Potam kin refuses to  repudíate or answ er ” On A T heory  of ‘Sources’ 
m our Cdlumns when w e have invired him to  do so ? W h y  th e inírlí?'*^ 
the nlander. th e  venom?

E xperim ental C ísem a wil) Uve and grow stronRcr, Tr will Rrow n*l‘J  
the s tr^ R ih e n in g  o f th e revolutionary labo r m ovem enl ín  Am erica 
u'hich Its lo t has been ca4t. W e  will co rrect ih c errors of Inexperlefif^ 
in  our stru ggle a^am st th e reaciíonary  film amJ fo r w orkers’ movíes 1* 
A m erica. W e  are jdedged to  work hand in hand with tho»e who aee ^  
ihe cinem a a  class wea|>on which mu«t b e  exponed and employed by 
w o rk in ? clas.s. T h e  fotm datioii for the carry in g  out o f o u r p rog rim  
already been laid , T h e  «(iresent stage of th e class struggle ca lis  for ^  
unequivocal stand on th e fíeld o f batile . I t  Is daily beco m in e inore ^  
inore a  questlon oí— fo r or a^aínst?

I la r ry  AU n P otam km , where do yo« stai>d?
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The Position of the Soviet Cinema
by LEON MOUSSINAC

I
The Economic Duel of The Cinema

the Soviet Union, as in every other country in the 
World, the cinema today reftects the general economic 

situation.
The absolute independence of the Soviet cinema .ron' 

the great electrical trusts is due to the fact that the So- 
cialist State posscsses its own economic life, completely de- 
tached (insofar as the relations of International e-tchant;.'-!. 
will permit) ficm the process of industrial and comnier- 
cial development in capitalist countries. In thís connection 
it is necessary to recali that the cinema of the world (with 
the exception of the Soviet cinema) finds itself more and 
more in the hands of a few giant combines. Not so iong 
ago there were some fifteen of these trusts. Today RCA 
Photophone, Western Electric, Aügemeine Electrizhats 
Gesellschalt, and the Siemens Company have in princi­
pie divided among themselves the motion picture hege- 
mony of the capitalist world. Thís división is at best tem- 
porary. There is already talk of new mergers.

If the present negotiations are successful we shall wit- 
ness a stnking verificación, a typical illustration of the 
marxist theory of the concentration of capital in the hands 
of a handfu! of pcoplc. At the same time, the motion pic­
ture is of all industries the one which most strikingly serves 
what we might cali the impenalism of thought.

There are two great stages to be noted in the evolu- 
tion of the Soviet cinema. Firstly, in 192^, the founding 
of SOVKINO.

At the conclusión of the Russo-Polish war in 1923, the 
Soviet Union undertook the productíon of films aiming 
to carry the revolutionary idea to the four corners of the 
vast empire by means of a living and stnking representa- 
tion of the mo.t esscntial oppositions in the struggle of 
two classes. Boch the art of the motion picture and the 
theatre had reccived special attention from the Soviet gov- 
ernment in the early days of the revolutionary struggles. 
Those were the days when the great Meyerhold covered 
Russia with his "theatric<al shock troops,” which were of- 
ten substitutes for the revolutionary newspapers, then in- 
accessible to the illiterate peasantry.

The founding of SOVKINO was the first important 
step in the dircction cf che concentration and ccntraliza- 
tion of the cinema in the hands of the Soviet State. The 
SOVKINO of 1925 foresaw in its statutes an annual plan 
of producción proporciónate to its budgctary allotment.

The second important date of the Soviet cinema"s pro- 
gtfc'ss towards concentration is 1929.

The powers of SOVKINO are increased. It achieves ab- 
S'ilute unity of dirección by effectively centralizing al the 
oinematographic organisms of the Union.

Before 1929 the number of these cinematographic or- 
ganisms was rather small in the various Republics of the 
Soviet Union. The coexistence of important studios such 
3s the W UFKU in Ukraina and certain organizations in 
Federated republics could proceed without very scrious in- 
convenienccs.

However, the Five Year Plan, gigantic program of in­

dustrial and cultural achievements, was soon to resuit 
in the springing up in many places of new motion pie- 
ture centers. The unity which govems the political econ- 
omy of the Soviet Union required an absolute concentra- 
tion of the “leviers de conimande.”

Competición being non-exiaent in the Soviet Union (at 
least as conceived in capitalist countrie.s), it became neces­
sary for budgetary purposes, to avoid the danger of possi- 
ble duplicación and uverlapping of functions. Moreover, 
the same Five-Year-Plan that created new cinema cen­
ters is centralizing these same centers in the hands of 
SOVKINO.

Here, in the official decree's own terms, is the extent 
of chis centralización:

"As a resuk of the new centralizing reorganiza­
ción of the Soviet cinema industry, the optico-me- 
chanical trust (camera factories), the photo-chemical 
trust (film, píate and sensitized paper factories), and 
the new trust for general producción, distribución 
and exhibición of films shall be grouped into a single 
organism.”

The centralización of the producción and distribución of 
negativo film and cameras will permit the development of 
all branches of the industry on a larger scalc than hercto- 
fore. It will also make for a broader and better satisfac­
ción of the needs of distant populations in the great locali- 
ties.

A  particularly important fact in the matter of the gen­
eral qualitative level of producción is the creación of “ar- 
thtico-political soviets in establishments of cinematographic 
producción."

The main tasks of these artistic soviets are: The exami- 
nation and appreciation of producción programs and the 
control of the work; criticism of finished films or of those 
in the process of productíon; relations with the Press; pre­
paración of reports to the central Soviet on the artistic as 
wcll as pohlical aspeets of filmo, etc., etc.

The Soviet State monopoly of the film has often heen 
attacked by outsidcrs.

Here is an example, and, I think, a dccisive proof of its 
eificacy for a country on the ruad to socialization.

I have in mind the introducción of the sound film in 
Europe. The great electrical trusts mentioned above have 
made of the sonorización of films a formidable instrument 
of spcculation. The allcgcd purpose of the American pro­
duces was "to act as a palliative to the public's wearmesi." 
Thrown on the market in considerable quanCitics, these 
films provoked a formidable crisis in European movie 
houses.

It is only thru its State monopoly that the Soviet Union 
has heen able to avoid the disaster created in capitalist 
countrieo by the financial poiicies of the American sound 
and talk film. This was possible only in a country where 
a methüdical and racional progression prevails in the econ­
omic spherc.

Soviet Union versus United States
In the USSR the role of the cinema is, above all, to por-
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36 EXPERIMENTAL CINEMA

tray lifc, or to defend, to exhalt or to criticize an ideolo- 
gy. It is impossible, unless pcrhaps as an exception, to find 
in che Soviet Union so-called "puré" or abstract cinema, 
in which the picture has been created for the picture. 
This type of film no longer leaves the secrecy of the labora- 
tory.

The cinema, in the Soviet Union, is a concept of reali- 
ty. Reality is richer and more fe\-erish there than anywhere. 
The Revolución is a permanent and inexhaustible source of 
inspiración. Ic will remain so until socialism shall have 
triumphed definicely and its aims been fully realized.

In Russia, thcrefore, there is more social lyricism than 
elswhere, a new ¡dea, more constant than in the capitalist 
cinema and than in the American cinema in particular. 
One of the great privileges of the Soviet cinema is the ab- 
sence of all diplomacy, in the expression of the revo’ution- 
ary ideology.

We have seen that the logical evolution of capitalism 
on One hand and the growth of Socialism on the other, 
creates two diametrically opposed economic forms of the 
cinema: America and USSR. Need it be said that it is at 
the same time a merciless struggle of two opposed ideolo- 
gies, of two basically different art principies.

In his "Scenes of Future Life" George Duhamel has 
spokcn in tcrms of lyrica! despair but with somewhat ro- 
mantic scntimentality of his disgust with the American 
cinema. His alarm is, however, only too well justified 
in the presence of the formidably organized besottedness 
of the current cinema, and that not only in the United 
States.

Symbol of his own slability, will find it difficult to grasp 
this.

But for a Russian communist the íorm of the cinema, 
like the poÜtical form, is not definitive. It will rcflect its 
transitory reqmrements and its substance will be primary 
and govern its form until such time as the Revolución shall 
have achieved its fundamental tasks.

V

» * *
Marxist doctrine teaches that Science can indícate the 

authentic tendencies of che future. In the light of this I 
say; that the silent cinema is incompiete, that the sound 
film is incomplete, and likewise the taiking and stereo*| 
acopie films. All these cinematographic forms have nothing 
definitive. Their role is to be stages in the progress of 
Science towards onc of the first perhaps definitive formu­
las of the cinema: televisión and consequently telecinema- 

The arrival of televisión is not far off, I believe. lu 
less than five years there will he televisión stations almost 
everywhere. Alrcady now, there are many in Germany 
and in the United States. The delay which we forsee in 
their univer;.al diffusion is dependent only upon an econ- 
omic opportunity: Too much capital has been invested in 
sound apparatus; almost every movie house in the world 
has been ''wired."

In periods of decadence art becomes purely formal, 
emaciated. Ies radiation, its prolongation into the mind of 
the masses becomes nil. Production, even refined and in- 
teresting in certain aspeets—an interese of dctails and 
purely relative—testifies as a whole to an absence of any 
real dirección. Art is not truly mastered; at every step 
it finds itself arrested by contingencies of various orders. 
Nor is it master. That is the case today in the cinema 
of capitalist countries.

In the same connection it niay be said that the judge- 
ments (good or bad) of Occidental critíes of the Soviet 
cinema have no valué whatever. Whether they praíse or 
attack, they express a viewpoint exclusiveiy esthetic or 
natíonalistic. It is less che artistic than the social quality 
which impregnates it which must interese one in the Sov­
iet finas. That is logical.

We can, if necessary, easiiy find in the USSR twenty 
directors whose puré esthetic valué,— leaving out of con- 
sideration all questions of a political order— is equal, if not 
superior to most of the Occidental directors. Moreover, 
it is undeniable that there are in Russia as cisewhere,—■ 
neither more ñor less— bad films. The very assumpiion 
of an infallible production should send shivers down one's 
back. But all this is. for the moment, of but secondary 
importance, 1 think.

To reasonably judge SovKt cínematic production, as 
well, in fact, as any form of present Russian activity, it is 
necessary above all to remember that the USSR (as long 
as it shall have to maintain its dictatorship) remains— 
ís in a State o f  revolución.

The Soviet Cinema must not be considered as a static 
phenomenon, a realized ideal, for it is, in its present stage, 
a passing phenomenon.

Obviously, the bourgeois democrat, staíd and conserva- 
tive, and who see§ in parliamentary institutions the eternal

Not before money so invested shall have brought its 
owners lOOÔ f in reCurns can there be reason to figure OD 
a suíSciently large number of televisión stations being 
built by Americans and Germans, who alone at the prei- 
ent time dispose of the material means to do so.

Ah! If the Soviet Union possessed the technical equip' 
ment and espedally the indispensable financia! resourcc! 
necessary, televisión would be an accomplished fact-, Sci' 
ence has -.olvcd the problem, and the question of an econ'- 
omic opportunity for eventual fruicful speculation dees 
not exist in the USSR. Unfortunately, the future of tele' 
cinema depends on the intereses of Business,— or of the 
gigantíc American trusts.

The Fivc-Year-PIan, conceived and adopted at a time 
when it was not possible to foresee the realization, evident- 
ly precocious, of cinema from great distanccs, has asiigned 
(the word is not cxaggerated) formidables sums of money 
to assurc cinematographic circuits everywhere on the vast 
terricory of the Union, All actual indications point to the 
fact that by the time these important circuits will be com' ̂  
pleted, the perfección of televisión and telecinema shall have, 
been accomplished. Thus considerable and draining finan* 
cial sacrifices will perhaps have been out of proportion to 
their final result.

A t any rale, telecinema is an invention of which it may 
be said that it is on the level of a country like the USSR- 
For its absoluto cohesión,—a requírement sine qua non 
of an efficacious applícatiun of televisión,—is much muro 
realizable there than in countries where cutthroat competí' 
tion makes unificación impossible. State monopoly of tele 
cinema in a country marching towards Socialism reprC' 
sents the propaganda instrument of our dreams.

The telecinema,—at last!—will mean the end of artistic 
sects, of clans, of esoteric chapéis. Thanks to it, we shall 
witness, on the ideológica! level, the open struggle of two 
classes. On the one hand it will be the most powerful 
means that the bourgeoisie will possess to attempt to avoid 
che Revolution. For the Socialist State it will he the m' 
strument used, among other things, to pass from the tran-J' 
tion period it is now in, into a definitive and Socialist po" 
sition.
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isp
Workers Films in New York Soviet Photogrophy

TWENTY-FOUR years ago the First American motion- 
picture studio was opened at 11 East Fourteenth 

Street in New York by the Mutoscope and Biograph Com- 
pany. It served as one of the foundations in the buildmg up 
of a vast machine to supply the American masses with 
cheap escape from their múery, from the drabness of long 
days in the shops, factories and mines. "The movies 
could make their dreams come true," admits Terrj’ Ram- 
saye, a bourgeois film historian. An artificial dream-world 
to supply workers with the necessary cultural mínimum and 
at the same time build up one of capitalism s most pro -̂ 
peruus industries. And at number 11 were born the 
“stars,” indispensable cogs in the machine: Griflith, Pick- 
ford, Sennett, the Gishes, Sweet, etc.

¡ 9 3 Q—A  group of class-conscious workers organice the 
Workers Film and Photo League only two doora away from 
the oíd Biograph brownstone house. It is 7 East Four­
teenth Street. Twenty-four years sepárate 7 from 11. The 
bourgeoisie has developed the screen into a more eflicient 
weapon of reactionary propaganda and dccadent "enter- 
tainment." It is no longer Fourteenth Street. It is now 
Hollywood and Long Island. No longer the timid flicker 
of the silent film. Sound. Talk. Color. Grandeur. Stereos- 
copy.

But there has been a prolctarian revolution in Russia. 
The Soviet Union has created a cinema that has taught us 
the fraud and the vulgarity of film productions in our 
country. The Soviet cinema is the cinema of a class that 
has achieved its historical task in conquering power. Its 
films are class films, just as the American film is that of a 
class in power—a reactionary class doomed to destruction.

The American workers are learning from their Soviet 
brothers that the film must be used as a weapon in the 
class struggle. Their own misery and oppression is driv- 
ing them away from a screen that offers “Love Farades” 
and “Movietone Follies" while their children stand in 
breadlines and their wages are cut.

The movie must become our weapon. It must spread 
the message of struggle against unemployment, starvation 
and pólice clubbings. It must reflect the workers' lives and 
Problems.

This task has been assumed by the Workers Film and 
Photo League, the First organization of its kind in America. 
It summarizes its program as foUows:

To struggle against and expose the reactionary film.
To produce clocumentary films rcflecting the lives and 

**njggles of the American workers.
To spread and popularize the great artistic and revolu- 

fiotiary Soviet productions.

The countries of W cítern Europe, America and Japan have 
only been able duiing the last year or two to acquaint themselves, 
thrüugh VO K S exhibitions with the new format:ans, tendencies 
and special fcatures, characterizing and crystallizing Soviet photog- 
raphy.

Until recently Soviet photography abroad was repre.sented by 
the best known Soviet photogeaphers, regularly exhibiting in 
ealons and exhibitions, where their work was highiy prai.scd for 
its formal and technical triumphs. In the U .S .S .R . itself. however, 
che work of chese photographers was not so popular. Their methods 
had been studied and their knowledge made use of. but the social 
life and cultural demands of the masses in a country building 
socialism, demanded something more.

The events and faets of the Revolution provided Soviet pho­
tography with new, fascinating and rich documental material. 
Social-economic condi,tions and cultural-political circumstanes and 
the extraordinary efíective valué of this material stimulated pho- 
tugraphic thought to ihe mastery of this new subject ir.atter, henee 
he search for new forms determined by the new theme.

The stylcs of the oíd masters— the portrait, lyrical' landscape, 
still lives, and exhibition studies— lost their hold on the imagina- 
tion of the public. Tjiese styles became obsolete through the 
inertia oí dust traditions with roots in the formal methods of studio 
painting.

The easel picture or individual studio painting underwent utter 
catastrophe after the revolution, lo.sing many of its best repre- 
sentatives to photography and the cinema, because of its inade- 
quacy to sacisfy modern demands. The static nature of art pho­
tography, apmg the art of painting, the caira balance of the 
eleraents o í composition, soft tonal transference, lyrical diffused 
contours and misty light and shade, the stereotyped “picturesque," 
static perspectives and construcuon— ail this was not in accord 
with the new world ouclook. Life brought new material and 
dictated a new forra. The tempestuous new life drew the art 
photographer aiso "in its W hirlpool, away from mannered exhibition 
studies, narrow, studio work. Soviet actuality itself provided the 
themes in infinite variety, fer Soviet photography.

The Revolution heiped photography to emancípate itself from 
the art of painting earlier and more thoroughly in the Soviet 
Union, thao in other countries and photography in the U SSR  no 
longer dependí slavishly upon the emulation of art, but has 
already found its own methods as an independent art.

The dynamics and pace of modern life in capitalist countries 
have already created, íormally, an artistic revolution in the sphete 
of photography in other countries too, The legitímate cannons for 
painting have already been rejected by many of the most prom- 
inent European photographers, but the isolation of the individual 
artist in Western Europe leads him to mercly formal investigations 
and abstract photography.

T h e richness, the exuberante of Soviet social life provide the 
Soviet photographer with vital subjeets and in working upon the 
subject matter, struggling fo attain the utmost expressiveness, he 
photographer is stimulated towards the search for new, adequate 
forms and Solutions for these problems. Thus documentary or 
"chronicle” photography is at the present stage of photogcaphic 
evolution ¿n the U SSR , the most characteristic form in which 
vital social cxperience and penetrating photographic experiment 
meet.
M O SCO W , U .S.S.R. G. BO LTIA N SK Y .

EXPERIMENTAL CINEMA No. 4 will be devoted to an inalysis of

THE POSITION OF THE FILM IN AMERICA
Ardeles by B. Belasz, R. Flaherty, Eisenstein, etc.

Ayuntamiento de Madrid
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L A  R E V U E

D U C I N E M A
ROBERT ARON - -

JEAN GEORGE AURIOL 

J. BOÜISSOUNOUSE -

Managing Editor 

Editor-in-Chief 

Assistant Editor

S u b scr ip t io n s  
(12 is su es )

France . .  . .
Belgium, Germany 
Great Britain, America

S in g le  C o p ien : F r e n c h  F m n c s , 7.50 {m on th ly )

P A R I S

Lihrairie GALLIMARD 3 Rué de Grenelle (6*)

The Filmarte Theatre
1228 NORTH VINE ST., HOLLYWOOD, CAL.

U the only theatre 
in the amerícan film-capital 
that shows

Forefgn Füms /rom aíi Natíons 
o/ o u t s t a n d i n g  artistic v a l u é .

Our policy ís to present

THE INTELLIGENT FILM PATRONS OF 
HOLLYWOOD AND THE PEOPLE OF THE 
MOTION PICTURE INDUSTRY 
with the BEST FILMS of

SOVIET RUSSIA, 
ENGLAND
CONTINENTAL EUROPE 
THE ORIENT 

both SILENT and TALKING
THE FILMARTE THEATRE, now in the 

SECOND YEAR of its successful, enthusiastically 
supported activity, is located on Vine Street between 
Simset and Santa Monica Boulevard.s.

Phone: GLadstone 6131

T h e  L E F T
A  Q u a r t e r ly  R e v ie w  o f  R a d ic a l  

&  E x p e r im e n ta l  A r t

the LEFT declares war on the sentimental de-pair of 
heart-brealc house, its whining individualists and 
patent leather cynics.

the LEFT indicts che literary NEPmen and fashion- 
able fascists. It opposes capitali^t and fascist are 
as it would a pestilence.

the LEFT sets itself in vigorous opposition to the 
falce guilds, cults, humanisms, etc. which are vi- 
tiating amcrican art. •

the LEFT maintains that the day of “art for art’s 
sake" form-searchers, the posturing aesthetes 
and asocial defeadsts, is over. LEFT insists that 
the vital, dynamic art of today is an art of AF- 
FIRMATION, affirming and aiding the revolu- 
tionary imposition upon humanity of a prole- 
tarian social and economic order.

the LEFT will publish short stories, poetry, photo- 
graphs, cartoons, reviews etc. which show a def- 
inite break with conventional ideology and the 
SINCERE search for new forms and medii DE- 
MANDED by SUBSTANCE crying out for 
adequate expression.

The first number of the LEFT appearing March Ist, 
will inciude an árdele by V. F. Calverton; THE 
NEED FOR REVOLUTIONARY CRITICISM IN 
AMERICA TODAY and prose, poetry, reviews etc. 
by John Herrmann, Seymour Stern, NormanMacleod, 
Sherry Mangan, etc. etc.

LEFT'wing writers and artists are urged to subscribe 
and to contribute..

Editor: JA Y DU VON
Ascociate Editors; GEORGE REDFIELD, LEWIS 
JACOBS, MARVIN KLEIN, R. C. LORENZ W  
K. JORDAN, SEYMOUR STERN, V. F. CAL­
VERTON, NORMAN MACLEOD, JOSEPH 
KALAR, JOHN HERRMANN.

S u b s c r ip t io n  $ 2 .0 0  a  Y e a r , s o c  th e  C op y
A ddfosst ch® L G P T , 222 W . 3rd S t., D avenport, low $.
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