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Abstract 

'Pudovkin and Pavlov's Dog' is concerned with a group 

of films which are well known but comparatively little dis- 

cussed. It analyses Pudovkin's major silent films (Mother, 

The End of St. Petersburg, Storm over Asia and Mechanics of 

the Brain) and his writing on film in the 1920's, attempt- 

ing to investigate how one area of work might illuminate 

the other and how this places Pudovkin amongst his contemp- 

oraries, notably Kuleshov and Eisenstein. 

The influence of Pavlov in Soviet art practice and 

theory is similarly frequently cited but rarely examined. 

This thesis attempts to answer some basic questions as to 

why his research should have been appropriated when and how 

it was. Crucial to this project is the examination of 

Mechanics of the Brain, showing how Pavlov was popularly 

(rather than academically) understood. It also tries to 

establish what means Pudovkin employed to assemble an ad- 

equate filmic exposition of Pavlov's scientific proof, as an 

opening to his notion of logical construction in general: 

Pudovkin repudiates Vertov's theoretical principle that the 

camera can simply seize material unawares from life. 

Pavlov was rooted in and contributed to the same in- 

tellectual tradition in which Marxism was founded, but the 

Soviets looked to Pavlov for scientific (that is to say, ob- 

jective) corroboration of their undertakings. The thesis is 

organised around a number of debates in which this paradox 

is seen to operate, each accompanied by analysis of a part- 

icular Pudovkin film. 
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Transliteration 

The absence of the definite and indefinite article in 

Russian presents the translator with a choice of options. I 

have elected to be wantonly inconsistent, translating film 

titles according to how they seem to scan best in a sentence: 

thus I refer to Mother and Storm over Asia but to The End of 

St. Petersburg. 

I have followed the Library of Congress recommend- 

ations on transliteration, with the occasional exception of 

a few words in common usage in another form: for instance, 

'Soviet' and 'Eisenstein'. 

Stele 

The M. L. A. guidelines have been followed for present- 

ation, noting and bibliographic references. Admittedly, this 

has sometimes had a somewhat stultifying effect in the ren- 

dition of the original typography. 

Abbreviations 

The following abbreviations have been used in the 

notes in the interests of compactness: 

IM/BFI/SM Ivor Montagu Collection, British Film Institute, 
Special Materials. 

FT and FA V. I. Pudovkin, Film Technique and Film Acting, 
trans. Montagu, New York: Lear, 1949. 

FF Ian Christie and Richard Taylor eds., The Film 
Factory, London: Routledge, 1988. 

IFF Ian Christie and Richard Taylor eds., Inside the 
Film Factory, London: Routledge, 1991. 

SME Richard Taylor ed., S. M. Eisenstein: Selected 
Works, London: B. F. I. I 1988; II 1991; III 1996; 
IV 1995. 
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Introduction 

Vsevolod Illarionovich Pudovkin has fared comparative- 

ly and curiously badly in the annals of Soviet film history, 

in spite of the fame and reputation enjoyed by his major 

works of the 1920's and early 1930's, at home and abroad. 

In spite of his artistic status but also, paradoxical- 

ly, as a consequence of this popular success: as early as 

1928 the avant-garde in Russia was accusing Pudovkin of be- 

traying the principles which it had entrusted to him and of 

descending to outright commercialism; in the West, the in- 

dictment that Pudovkin had disappointed the hopes previously 

invested in him came later, with Suvorov (1940), Nakhimov 

(1946) and so forth. Indeed, Pudovkin was judged and found 

wanting not only in these particular films but also by the 

supposedly retrogressive trend which they announced to crit- 

ics attached to a notion of a Soviet state productive of 

work that could be readily identified as revolutionary both 

in form and content. Winifred Ellerman (writing in the 

1920's in Britain), Leon Moussinac (in France) and Vlada 

Petrid (reporting American opinion of a similar date), re- 

count that what was most valued artistically in Soviet film 

screened abroad was its divergence from the home-grown pro- 

duct, even to the extent that silent and black and white 

films from Russia were preferred by art-house audiences well 

into the 1930's. 1 At one stage Pudovkin's work appeared to 

embrace a new and promising trend, distinct from the main- 

stream Hollywood product; later it failed to satisfy the expectation 

that it would continue to change and failed to mark progress 

by differentiating itself clearly from precedent or in re- 

lation to whatever was happening elsewhere. Pudovkin's pract- 
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ice and especially his writing became increasingly conserv- 

ative. 

Pudovkin's oeuvre has similarly proved unwieldy and un- 

rewarding to film historians determined to map consistent 

traces of current work and thinking in past practice and 

theory. This arguably modernist position tends also to estim- 

ate the available evidence in so far as it can be deemed to 

match, herald or approach current modes. Strangely, as the 

supposed Russian Griffith (an appellation suggested already 

by Eisenstein and a comparison made by Piotrovski) Pudovkin 

has also been placed by his theoretical technique along-Dide 

the dominant Hollywood tradition, and then has equally been 

found not to sit comfortably in the place allotted to him. 

Certainly, much of Pudovkin's writing in the 1920's invites 

such a classification and Noel Burch has astutely observed a 

number of points at which this is contradicted in Pudovkin's 

concurrent film practice. Raymond Williams and Michael Orrom 

hint at a favourable and fruitful way of regarding this di- 

vergence, I think, when they conclude that inconsistencies 

in the editing pattern "did not appear to concern him. 
2 

Rather, it is the deliberateness with which such patterns are in- 

terrupted, the licence that Pudovkin allows himself and the 

particular choices that he makes in each individual case 

which continue to warrant his being considered experimental. 

Fundamentally, it seems to me, he is searching in each film 

to achieve a particular effect, to which end he may attempt 

something new or may resort to the tried and trusted (as 

codified in 1926 in Kino-stsenarii and Kino-rezhisser i Kino-mater- 

ial); at best, Pudovkin's means are economical and expedient. 
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Pudovkin himself has proved equally exasperating. 

Georges Sadoul's accusation of naivete, made at a safe dis- 

tance in time and space from Stalin's dictatorship, is pre- 

sumably prompted not only by his low opinion of Pudovkin's 

collaboration with the regime, in his producing compliant 

films in which Sadoul found little artistic merit. Pudovkin 

also acted as something of an ambassador for his country; 

the artistic esteem in which the classic work of the 1920's 

stood later was opportunistically recognised by the Soviet 

authorities as endorsing Pudovkin's respectability and stat- 

ure as their spokesman abroad, and he duly participated in 

peace congresses and cultural missions on their behalf. The 

British scientist Waddington met Pudovkin in 1951 and was 

amazed at his spirited defence of the biologist Lysenko, 

who was by then regarded in the West as thoroughly disrep- 

utable and a charlatan. 
3 

Ironically, although Pudovkin 

throughout the years voiced publicly his belief in artistic 

freedom, he was also quick to recognise and to establish 

himself in a politically expedient position. Certainly, Pud- 

ovkin was prepared to repudiate his previous preoccupations, 

formed in response to a discarded agenda, to denounce him- 

self and the work of erstwhile colleagues. Pudovkin was con- 

sistently politically compliant, but the politics of the 

Soviet Union shifted such that communist and socialist corr- 

espondents in the West (such as Sadoul) found that their 

sympathies lay increasingly with those dissidents whose 

voices were silenced rather than with those who continued to 

work for the Soviet state. 

The lack of ease with which Pudovkin can be accommod- 

ated may account for the partiality of treatment that his 
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work has received: any sustained investigation on either 

front can but acknowledge the theoretically dissatisfying 

vicissitudes of the writing and the qualitative unevenness 

of the films. Monographs by Barthelemy Amengual, Stefano 

Masi and Guido Aristarco devote themselves to the exemplary 

major works of Pudovkin's heroic period (Mother, The End of 

St. Petersburg and Storm over Asia) as do Karaganov and 

Glagoleva. 
4 

Iezuitov's biography of 1937 provides a good 

discussion of the work thus far and is the basis for Mariam- 

ov's 1951 publication, the prevailing tone of which is amply 

given by the 1954 German translation Pudowkin: Kampf und 

Vollendung. 5 Peter Dart (Pudovkin's films and film theory, 

1974) acknowledges Pudovkin's earlier apprenticeship with 

Vladimir Gardin but says nothing of the work itself, appends 

a translation from the later writings but gives little space 

to the later films. There are occasional references to both 

periods in the reminiscences collected together by Jean and 

Luda Schnitzer (Poudovkine, 1968) and by Tatiana Zapasnik 

and Adi Petrovich (0 sebe i svoikh fil'makh, 1975 and 1989) and 

by Glagoleva (Slovo o Pudovkine, 1968). 6 

The thesis has been based on these secondary materials 

in addition to Pudovkin's own writings in books and journals 

and the records of lectures delivered (the journals I con- 

sulted in the library of the Muzei Kino and the Lenin Lib- 

rary, Moscow). These journals actively endeavoured to con- 

struct debates around particular themes: discussion of Mech- 

anics of the Brain, in Sovetskoe Kino 1, is accompanied by 

items concerning similar scientific subjects; - Sovetskoe Kino 

7 collects together reviews of Barnet's Moscow in October, 

Shub's Ten Years, Eisenstein's October and Pudovkin's 

4 



The End of St. Petersburg. 7 But, in contrast with Eisenstein, 

Pudovkin was-increasingly unwilling to commit himself to a 

distinct theoretical position. In addition, I have consulted 

various memoirs and articles written by his colleagues 

(Baranovskaia, Inkizhinov, Zarkhi and especially Golovnia) 

and Eisenstein's account of their differences of opinion. 

Much of this material is available only in Russian, some in 

French or Italian. Much of Pudovkin's writing is theoretical-. 

ly not well considered. Pudovkin, unlike Eisenstein, seem- 

ingly was not a good apologist for his own work, nor is he 

comfortable with theoretical writing for its own sake. Pud- 

ovkin participates in current debates but rarely, unlike 

Eisenstein, initiates them himself. Pudovkin's contribution 

resides more in his films than in the commentary offered 

alongside them or in any theoretical explanation or interp- 

retation volunteered. Regarding Pudovkin's writing as a 

whole it does not command the overall cohesion or articul- 

ation or intellectual scope of that of Eisenstein and has 

failed to attract similar extensive and rigorously probing 

subsequent engagement. Furthermore, Eisenstein can more 

readily be seen to adhere to avant-garde principles, con- 

sistently re-formulating a theory of montage (that which 

1920's theory had estimated as the quintessence of film 

art). In contrast, Pudovkin becomes increasingly concerned 

with the art of acting, that which 1920's theory firmly con- 

signed to the theatrical film-making of the past. However, 

it is my belief that his apparent ren! nciation, in theory, 

of avant-garde tenets was already presaged in his working 

practice: whereas Pudovkin was always concerned to work 

with actors, says Inkizhinov, Eisenstein worked formulaic- 

ally and calculated the actor's work in advance. 
8 

For Pud- 
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ovkin theory and theorising occupied a much less signific- 

ant place in his practice and procedure than they did for 

Eisenstein; Pudovkin was more inclined to be pragmatic and 

utilitarian, Eisenstein (even while denouncing it as an idle 

indulgence in others) was given to idealistic speculation . 

It seems best to embark upon an appraisal of Pudov- 

kin's work with those films which are best known together with 

his basic core texts. For the time being I am setting aside 

(as Pudovkin himself does) the apprenticeship with Gardin, 

and the sound films, although Hammer and Sickle (seen at 

Pordenone in 1996) will be mentioned in passing as will 

Deserter and A Simple Case, where they are seen to extend to 

sound an argument previously posited in the context of 

silent recording. I have viewed archive copies (sometimes in 

several versions) of the films discussed, principally those 

held by Gosfilmofond, Moscow, the Cinematheque Royale, 

Brussels and the N. F. T. V. A., London. Although Mechanics of 

the Brain has been shown at festivals, I suspect that the 

absence of translated intertitles goes some way to explain- 

ing the paucity of critical appraisal. For this reason also 

I am choosing to refer to the most commonly available trans- 

lations of Pudovkin's writings rather than to the Russian 

originals (held at R. G. A. L. I. ) or to the collected published 

transcripts. 

I am making a deliberate and pointed distinction here 

between Pudovkin's 'writings' and what may purport to be his 

'theory' at any given time. One of the purposes of the foll- 

owing project is to investigate whether the writing does in- 

deed ever constitute theory and, more generally, in the pur- 
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suit of this project, to question what criteria are thereby 

applied. To some extent, I shall appropriate from a contig- 

uous field of experimentation and theory-making, and volun- 

teer this as an analogy rather than a paradigm. Pavlov is 

frequently invoked in discussions of Soviet film, sometimes 

with due historical and theoretical validity. The procedure 

adopted here is to find various points of contact between 

Pudovkin and Pavlov, organised around the current debates to 

which they both contribute. Firstly, I am concerned broadly 

with the place of Soviet cinema (Soviet and cinema) in a 

particular intellectual tradition and secondly with Pudov- 

kin's immediate context, as both film-maker and commentator. 

The third chapter discusses Mechanics of the Brain and Pav- 

lov's status in Soviet science. 'Types, Typage and Typol- 

ogies' marks the extension to film of themes inherited from 

a scientistic philosophy and deals with Storm over Asia 

(The Descendant of Genghis F1,: -! in) .. and 'Between Stanislavski 

and the Model' attempts to locate Pudovkin, historically and 

theoretically, in the contentious field of the actor versus 

the non-actor. Similarly, discussion of 'Dynamism and Plast- 

icity' (argued with reference to The End of St. Petersbura) 

and of what renders to film its specificity as a work of 

art for both maker and audience (argued with reference to 

Mother) are frequently pursued by Pudovkin and his contemp- 

oraries. 'The Poetics of Cinema' views Pudovkin in the con- 

text of contemporaneous formalist theorising and in the 

light of a succeeding generation of realist film-making, 

acknowledging his films as an aesthetic model; poetry, 

hitherto regarded as beyond the limits of scientific explan- 

ation, was by the formalists subjected to rigorous and com- 

prehensive scrutiny. The final chapter endeavours to summ- 
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arise the bases of the supposed controversy between Eisenstein 

and Pudovkin, setting this in a climate of heated polemic- 

ising and questioning their respective use of scientific 

exemplars. 

The thesis has been undertaken under the supervision 

of Professor Ted Braun in the Department of Drama: Theatre, 

Film, Television , University of Bristol. I should like to 

thank the following individuals and institutions for their 

support and encouragement: from the University of Bristol, 

Maddy Mitchell and Colin O'Neil (Department of Film), the 

counter and inter-library loan staff (Arts and Social Sci- 

ences library) and Dorinda Offord and Barbara Augustyniak- 

Everett (for their patience with a particularly recalcit- 

rant pupil); from the University of Cambridge, Dr. John 

Forrester, Dr. Catherine Cooke and the late Dr. Robin Evans; 

the Departmental library, Slavonic and East European Studies, 

University of London; in Moscow, Naum Kleiman and the 

Muzei Kino library staff, Dr. Tatiana Starchak (and especial- 

ly Natasha) at V. G. I. K. and Rashit Iangirov; Dr. Vance Kepley 

jr.; the staffs of the B. F. I. library in London (especially 

Sean Delaney, for humour in the face of adversity and Janet 

Moat, in Special Materials) and of C. N. C. and B. I. F. I. in 

Paris; also to Professor Richard Taylor, after the event. 

The thesis is dedicated to Postrel, Milord, Zolotisti, 

Golovan, Atlas, Boy, Jamaica, Clubs, Buyan, Guyan, the mon- 

keys Raphael and Rose... and all the dogs there were that 

died. 
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What, exactly, is the concept of a reflex? The 
theory of reflex activity is based on three fun- 
damental principles of exact scientific invest- 
igation: 1) the principle of determinism i. e an 
impulse 2) the principle of analysis and synthes- 
is i. e. the initial decomposition of the whole 
into its parts or units and subsequent gradual 
re-establishment of the whole from these parts or 
elements 3) the principle of structure i. e. the 
disposition of activity of force in space, the 
adjustment of dynamics to structure. 

I. P. Pavlov, Selected Works (Moscow: n. d. ) 426. 
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1. Soviet mechanism and the Western materialist tradition 

"Early Soviet Marxism as a whole eagerly embraced 

Pavlov's reduction of all behaviour to material laws", says 

David Bordwell, and again, "The philosophical school of 

mechanistic materialism of the 1920's took Pavlov as its 

figurehead". 
1 Indeed, the appropriation of Pavlov was keenly 

observed by Western commentators at the time. In 1927, Rend 

Fülöp-Miller remarked: 

The fact that Pavlov's "conditioned reflexes" seem 
to demonstrate the transition from purely physiol- 
ogical automatism to association of ideas and 
primitive forms of thought, was utilised by the 
Bolsheviks in the most grotesquely exaggerated way 
in order to represent that all spirituality what- 
ever, even in its highest forms, art and science, 
is an expression of mere mechanism, as it were the 
output of a more or less complicated factory... 
Thus, if it is regarded as proved that every ex- 
pression of human spirit, emotion or thought is in 
the last resort to be traced to purely material, 
physiological, mechanistic causes, it follows imm- 
ediately that all apparently autonomous intellect- 
ual phenomena must be fundamentally of a material 
nature. 2 

The purpose of this project is to investigate this common- 

place assumption. More especially, it will enquire into 

Pavlov's specific meaning for the theory and practice of 

film-making (that art which Lenin deemed "for us the most 

important") and into the making of Pudovkin's film about 

Pavlov, as. a means of rendering supposed truths. 
3 (see chap- 

ter three, below) 

Occasionally there are precise points of contact: 

film schools in Moscow and Leningrad trained students in one 

to-one sports such as fencing and boxing, which not only 

enhanced performers' carriage and balance and tested their 

athletic skill and agility, but also served to sharpen re- 

flexes; Eisenstein's curriculum at the Moscow Institute of 
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Cinematography included a course in Pavlovian reflexology; 4 

Meierkhold, acknowledged as master by both Eisenstein and 

Pudovkin, keenly appreciated the relevance of Pavlov's re- 

search to his own exposition of Bio-mechanics. Dziga Vertov, 

who had himself briefly studied neurology, characteristic- 

ally invokes Pavlov as the scientific paradigm for his cel- 

ebration of Cinema Truth: 

Not "Pathe" nor "Gaumont" 
Not this, not about this 
The apple should be seen as Newton saw it. 
Open eyes to the Universe. 
So that the ordinary dog 
By Pavlov's eye can be seen. 
We go to the movies 
To blow up the movies 
In order to see the movies. 5 

Again, crucially pertinent to this project is Pudovkin's 

1926 film about Pavlov, Mechanics of the Brain (the behav- 

four of animals and man). 

Pavlov's work on conditioned reflexes and his experi- 

ments with extirpated dog brains began in 1906, but there is 

no recorded appreciation of the political potential of his 

findings before the October Revolution. Thereafter, Pavlov, 

in spite of himself, became edified into an ideological 

totem, seemingly authorising the new regime and its cultural 

products. What was the generally understood allotted place 

of science and scientific methodology (itself inconceivable 

outside of its relationship to other areas of enquiry) which 

allowed it to be pressed into service thus? To what extent 

was Pavlov's science called upon as an independent witness 

to validate objectively and oblige the acceptance of and 

complicity in a particular political system? In the event of 

science being perceived as a universal abstraction, to what 

extent was this embrace of science unique to the Soviet state. 
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unique to the 1920's, or to film? Given that Marxism was 

borne of a particular mid-nineteenth century world-view and 

that the experimental tasks set out before Pavlov were sim- 

ilarly the product of nineteenth-century science, was the 

nature of the imbrication anything other than a grand syll- 

ogism, effected through an easy equivalence of a shared 

scientistic vocabulary? Marx and Engels, it must be rememb- 

ered, were adherents of Darwin and Marx requested permiss- 

ion from Darwin for the dedication of Das Kapital. * Does the 

chosen vocabulary, in part, account for the institution and 

even renewed systematic veneration of Pavlov long after the 

physical grounding of his work had been dismantled and 

superseded? Perhaps the assertion of identity through comm- 

on naming in scientistic terminology indicates an attractive 

aspiration towards a meaningful endeavour, a means of plac- 

ing a particular practice within a consolidating self-just- 

ifying whole, rather than providing a substantive truth. 

Pavlov's fundamental theoretical conception was that 

the functional properties of the nervous system and the 

cerebral cortex were based on two equally important pro- 

cesses: excitation and inhibition, two sides of one and the 

same process always existing simultaneously but their prop- 

ortion varying in each moment. This was not in itself new, 

as Hippocrates had distinguished between excitation and in- 

hibition and had accounted for various classes of tempera- 

ments and traits in relation to environment, similarly a 

notion investigated by Pavlov. F (see chapter four, below) 

............................................................ 

*Darwin declined the invitation, being unfamiliar with . Marx's work and for fear of causing offence to some members 
of his family; see David Joravsky, Soviet Marxism and Natur- 
al Science (London: 1961) and Gillian Beer, Darwin's Plots 
(London: 1985) 
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According to Pavlov, the cerebral cortex is endowed with 

the properties of analysis and synthesis, essential for the 

establishment of a temporal and fine relationship of an an- 

imal organism with the outer world: "the nervous system 

possesses a definite analysing mechanism", writes Pavlov in 

1927, "by means of which it selects out of the whole com- 

plexity of the environment those units which are of signif- 

icance. . . and a synthesising mechanism by means of which the 

individual units can be integrated into an excitatory com- 

plex". 
7 "For every event", says Pudovkin in Film Technique, 

"a process has to be carried out comparable to the process 

in mathematics termed 'differentiation' (analysis)- that is 

to say, dissection into parts or elements... proceeded by 

'integration' (synthesis)". 8 "The splitting of a single 

whole and the cognition of its contradictory parts", says 

Lenin in On the Question of Dialectics 

... is the essence. . . of dialectics... 
In mathematics: + and -, differential and integral. 
In mechanics: action and reaction. 
In physics: positive and negative electricity. 
In chemistry: the combination and dissociation of 

atoms. 
In social science: the class struggle. 9 

Finally, does the commonplace assumption, as voiced by Bord- 

well, represent Pavlov's work fairly (did Pavlov reduce all 

behaviour to material laws) or is this an opinion received 

from what early Soviet Marxism chose to make of it? 

In the conduct of this project it is taken as axiom- 

atic that the Great Break of 1928-1930 marks a significant 

rupture in all areas of Soviet culture, in science no less 

than in art. More especially it presages the imposition of a 

monolithic state orthodoxy and gross state intervention 
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everywhere: the open diversity and heated polemicising of 

the 1920's was tamed into adherence to (or at least con- 

spicuous deference to) dictated norms, extending from the 

correctness of Socialist Realist portraiture and the cult 

of Lenin to the correct interpretation of a Marxist anti- 

bourgeois physiology and psychology. * The first All Union 

Party Conference on Cinema in 1928 found against formalist 

(bourgeois) experimentation: "the main criterion for eval- 

uating formal and artistic qualities of films is the re- 

quirement that cinema furnish a 'form that is intelligible 

to the millions'", and it is against such strictures that 

Deserter and Pudovkin's films thereafter should be viewed. 10 

In 1930, all matters concerning production, rental and ex- 

hibition were gathered under the control of the Supreme 

Soviet Council of National Economy. "Changes in the govern- 

mental administrative structure aimed primarily at the 

further centralisation of economic planning and authority", 

observe Babitsky and Rimberg. "Once a large scale admin- 

istrative apparatus for planning and operation had been de- 

veloped, subsequent reorganisations stressed highly central- 

ised ideological regulation". 
11 

Before 1930, Pavlov had 

stayed away from the Congress of Physiologists and other 

Soviet conventions in order to demonstrate his disapproval 

of the regime. Previous congresses had elected him honorary 

chairman in absentia but the congress of 1930 passed him by 

............................................................ 

*when I visited Moscow in 1995 the Oriental Museum on Nikit- 
skii Bulvar was showing an excellent selection of approved 
portraits woven into carpets (including that of Maiakovskii) 
from the Central Asian Republics, together with the usual 
paintings of Soviet dignitaries; in 1996 the Lenin museum in 
Tampere was showing a selection of marquetry portraits, some 
approved, some not; for the extent to which irony could 
escape scrutiny and remain within the bounds of convention 
see David Elliott. 
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and elected to its 'honorary presidium' the entire Politic- 

al Bureau of the Communist Party. 12 

The project is concerned both with Soviet film pract- 

ice and with film theory in the 1920's, writing which was as 

much concerned with issues of cinema (relating the film in- 

dustry to its audience) and with the utility of cinema to 

the state as it was with the specific formal and aesthetic 

properties of the filmic object. Moreover, the project is 

concerned with the perception of writing about film (theo- 

retical, critical and amateur) as a required adjunct to 

practical participation, more especially the assertion of 

its usefulness for practice and its suitability to declared 

political purposes. In all these areas, the impulse towards 

scientism is evinced. Sometimes there is a method in the 

writing which equates it with the means of arriving at warr- 

anted conclusions employed in physics, chemistry and biol- 

ogy, sometimes a broader and looser conception of science 

(in which Marx and Engels can be situated) which refers to 

systematic scholarship offering a coherent interpretation 

of a set of phenomena. Tom Sorrell characterises such a dis- 

tinction procedurally: "We may say that the difference be- 

tween method and the manner of practical reason is that the 

steps one follows are unified by feeling in the latter case 

and by reason in the former". 13 However, as the exagger- 

ations of Bolshevism demonstrate, this difference may often 

prove more academic than real, one form of enquiry prompt- 

ing further efforts in another. Although the conditioned re- 

flex served as something of a mathematically abstract quant- 

ity in Pavlov's experiments on alimentary secretions (the 
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reflex, he declared triumphantly in 1909, "is strikingly 

specific"), warranting the claim to a strictly objective 

method, the notion of mind as a reflex of the brain had ex- 

isted in a metaphorical sense long before it became susc- 

eptible to experimental investigation. 14 Pavlov's function- 

al analogy with clockwork is as much matched by the modern 

image popularised by Colin Blakemore, John Searle and others 

of mind (function) as what the brain (matter) does as much 

as by antecedent images of the brain as dynamo (presented by 

the Marxist Lafargue in 1906) and as harpsichord (presented, 

at the outset of scientific psychology, by Descartes). 15 In 

an address to the Petrograd Philosophical Society in 1916, 

Pavlov described the psyche as a function of a mechanical 

system, as timekeeping is of a watch; elsewhere he was wont 

to picture the brain as a telephone exchange. 
16 

The manner in which distinct functions have been 

accounted for in the matter and topology of the brain and 

the nervous system has changed with the means available to 

introspective and objective investigation. Long before 

Pavlov's experiments with corterised dogs, examples of brain 

damage resulting from disease or accidents have been report- 

ed demonstrating the extent to which an individual could 

perform particular physical and mental activities, in spite 

of obliterating (albeit localised) material destruction. 

Especially notorious, in the nineteenth century, was the 

case of Phineas Gage: an iron bar was driven through his 

skull and although Gage survived remarkably well, the per- 

sonality traits of "Benevolence" and "Veneration", faculties 

allocated to the particular regions damaged, were found to 
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be impaired. 17 In Moscow in the 1920's, Luria encountered 

similar phenomena in casualties of accidents. 18 Phrenology 

had speculated that particular states and functions could 

be assigned to particular regions; rcdern techniques of 

mapping and imaging (Heat Sensing and Magnetic Resonance 

Technique) show that a basic function may require a broader 

spread of neural activity than hitherto envisaged. Antonio 

Domasio and Daniel Goleman argue that the capacity for chem- 

ical suppression of certain emotional states disposes these 

also within the suzerainty of the material brain, and that 

emotion is equally an adaptive trait for survival. 
19 

Such 

distinctions are no longer of merely academic concern: 

Wilkie Collins used the nullification of consciousness by a 

drug-induced stupor as an effective plot device; Oliver 

Sacks has successfully popularised his work (somewhat in the 

wake of Luria) and Oliver Stone has warned of the dangers of 

Prozac; Tilman Spengler has extrapolated a fictional century 

of materialist psychology from the curious fact of the pre- 

servation of a sliver of Lenin's brain in 1924.20 Society is 

not only fascinated by but implicated in the ethical and 

ideological ramifications of shifting diagnostic and thera- 

peutic categories and different definitions of norms. 

The extent to which mind can be accounted for by phys- 

iology (healthy or otherwise) is a subject of speculation in 

Western philosophy dating back to the Ancients. Hippocrates 

regarded temperament as the product of environment. Aris- 

totle wondered in what way the mind was connected with the 

body and regarded the soul as the form in which the body 

was moulded. According to Aristotle, the seat of the mind 

was the heart and he regarded the brain as an organ for 
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tempering the fluids of the body. Descartes, while locating 

the self in cognition, inherited this dualistic notion of 

the soul as a distinct entity from its body, suggesting that 

harmony was pre-ordained between the movements of the body 

and the volitions of the soul, even while body and soul re- 

mained disconnected. Euler subsequently remarked that such 

a disconnection rendered one's own body as foreign to one- 

self as a rhino in the midst of Africa "which might just as 

well be in pre-established harmony with his soul as its 
21 

own". Pavlov's work in higher nervous activity can be 

placed in this contentious negotiation of competing claims, 

between soul and body, conscience and volition, psychology 

and physiology. Pavlov did not deny that there remained 

aspects of the psyche as yet unexplained by physiology 

alone, but refused contemporary psychology the scientific 

status which could alone supply objective and irrefutable 

proof: 

The pivotal point in the scientific investigation 
of the activity of the brain lies in the delimit- 
ation of paths along which the nerve process 
spreads and concentrates- a problem of space re- 
lations. This is the reason why, from a strictly 
scientific point of view, it seems that the 
position of psychology as the study of subjective 
states is completely hopeless. 22 

In thirteen years I have not used psychological 
conceptions with any success. 23 

Freud, it may be noted, tried but abandoned the attempt to 

articulate a psychological enquiry derived from physiology. 

Amongst these competing claims there was no straightforward 

allegiance of materialism with anti-clericalism nor of 

idealism with mysticism- the English empiricists to whom 

Pavlov looked for immediate precedence (Spencer, Lewes, 

Sherrington, Engels' "shamefaced materialists") remained 
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bound to and by their faith. 
24 

Just as Darwin had been fully 

aware of the upset which was likely to ensue from the pub- 

lication of The Descent of Man and The Origin of Species, 

Sherrington, as early as 1912, wrote to Pavlov advising him 

that conditioned reflexes were unlikely to be accepted in 

England as an explanation of behaviour. 25 Lenin, similarly, 

noted the boundaries observed by empiricism. 
26 

Pavlov would 

never commit himself to a thorough-going monism, would 

never claim that the notion of soul in an account of mental 

activity was entirely spent. 

While the work of contemporaneous introspective psych- 

ology (including Freud) was known in Russia, long before the 

Revolution the study there of physiology and psychology was 

known for its materialism. Moreover, discussion of these 

disciplines extended beyond the academy into popular and 

political literature. At the opening of Anna Karenina, 

written in 1874, Tolstoi describes Count Oblonski: 

It had been with him as it is so often when people 
are unexpectedly caught out in something disgrace- 
ful. He had been unable to assume an expression 
suitable to the situation in which he was placed 
by his wife's knowledge of his guilt. Instead of 
taking offence or denying the whole thing, instead 
of justifying himself or begging forgiveness or 
even remaining indifferent- any of which would 
have been better than what he actually did- in 
spite of himself ('by a reflex action of the. brain' 
now thought Oblonski, who had a leaning towards 
physiology), in spite of himself he suddenly 
smiled his habitual, kind and somewhat foolish 
smile. 27 

Politically, the physiological tendency was eagerly embraced 

by anti-clerical and anti-monarchist factions who found in 

it a ready explanation for phenomena hitherto bound to the 

soul and the ordinances of a Church-state. (see chapter three 

below) In its apparently fearless investigation of psychic 
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phenomena, physiology was cast as something intrinsically 

revolutionary and progressive, modernising and beneficial. 

Pavlov spoke heroically in 1909 of physiology's pioneering 

enterprise: 

One can truly say that the irresistible progress 
of natural science since the time of Galileo has 
made its first halt before the study of the high- 
er parts of the brain, the organ of the most com- 
plicated relations of the animals to the external 
world. And it seems, and not without reason, that 
now is the really critical moment for natural 
science; for the brain, in its highest complexity- 
the human brain- which created and creates natural 
science, itself becomes the object of this science 

28 
Foreign investigators elsewhere (notably William James), 

likewise intent upon an objectifying and rationalised psych- 

ology, were sometimes given to doubts as to the theoretical 

concepts in which their work was enmeshed: 

When ... we talk of psychology as a natural science 
we must not assume that this means a sort of 
psychology that stands at last on solid ground... 
it means a psychology particularly fragile into 
which the waters of metaphysical criticism leak at 
every joint all of whose elemental assumptions and 
data must be reconsidered in their wider connec- 
tions and translated into other terms... This is no 
science, it is only the hope of a science. . . at 
present psychology is in the condition of physics 
before Galileo... and of chemistry before Lavoisier. 

29 

Pavlov's confidence in the progress of his discipline to- 

wards a Utopian future seemed to heed no constraint. The 

zeal and dedication of this exemplary man of science carried 

him forever onwards and upwards: 

Can we be satisfied with the results obtained? 
Without doubt we can, for our experiments afforded 
a starting point for the further successful in- 
vestigation of the subject. 30 

Such unalloyed enthusiasm for the potential and capacity of 

progress afforded by science was, in itself, useful to Bol- 

shevik ambitions. 
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The Cartesian tradition had accepted as unassailable the 

axiom that humankind had been differentiated once and for 

all from the rest of animal life, human life was alone dis- 

tinguished in its possession of soul. In natural science and 

in social science Darwin's theory of evolution proved cata- 

clysmic. "Darwin must be counted as the founder and instigat- 

or of the contemporary comparative study of higher vital 

phenomena of animals", says Pavlov, in 1913, "the hypothesis 

of the origin of man from animals gave great impetus to the 

study of the higher phenomena of animal life". 
31 

J. B. S. Hald- 

ane cast Darwin as one of the "wreckers of outworn empires 

and civilisations", along with Voltaire, Bentham and Marx, 

furnishing an example of the "relentlessness of reason in 

the field of science... Such men are interested primarily in 

truth as such, but can hardly be quite uninterested in what 

will happen when they throw down their dragon's teeth into 

the world". 
32 

In suggesting that the nervous activity of the 

brain in higher mammals was a worthwhile experimental sub- 

ject, yielding knowledge of the similar workings of the 

human brain in general, the individual brain and thereby the 

psyche were drawn from the preserve of speculative psychol- 

ogy into the sphere of biology; furthermore, Darwin extended 

Spencer's work on innate and acquired reactions, thereby 

contributing anew to a perennial debate over the accountab- 

ility of nature and nurture in individual behaviour. Here 

again, this debate in Russia long predates the Revolution. 

In Pavlov's formulation, unconditioned reflexes are deemed 

to be inborn forms of nervous activity and are transmitted 

by inheritance; conditioned reflexes are not normally in- 

herited although he believed that in some instances they 

could be. The dog's usefulness as an experimental subject 
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is further enhanced, it is suggested, by the acquisition of 

its behaviour, in some measure, from its close historical 

and social association with humankind. In terms of develop- 

mental psychology (as practised by Luria's teacher, Vygotski 

in Russia and Piaget in Switzerland), the debate in Western 

Philosophy is at least as old as the 'tabula rasa' image of 

the child's brain posited by Locke. 

The distinction of a Russian tradition in physiology 

and psychology apart from the rest of Western philosophy 

seems sometimes artificial and largely retrospective: cert- 

ainly the influence of Darwin was felt everywhere. Sechenov, 

'the father of Russian physiology', trained with Bernard in 

France and Helmholtz ("the genius Helmholtz", says Pavlov) 

in Germany. Pavlov himself was well-read within his discip- 

line and thoroughly informed of research outside of Russia. 

Nor was Pavlov alone in his attempts to subject the activity 

of the brain to scientific investigation- Bekhterev in 

Russia, Thorndike in America and Wundt in Germany were pro- 

ceeding with a similar sense of purpose. However, Pavlov 

proved peculiarly expedient. Although he occasionally desc- 

ended to vicious swipes against Bekhterev (who duly retal- 

iated in kind), in effect he was in a circumstantially fav- 

oured position. 
33 Unlike Bekhterev, prone to quotation from 

authorities outside of his field and to equivocation and 

more frank speculation, Pavlov was known to pay little no- 

tice to newspapers or journals not immediately germane. 

Pavlov's total disinterest in matters popular. or current 

supremely qualified his work as unwitting benediction upon 

Bolshevik political conduct. (see chapter three, below) 
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The appropriation of science generally and physiology 

in particular by other areas of cultural and ideological 

production was and is not unique to Russia nor to Bolshevism. 

Throughout modern Europe and America in the 1920's, the cap- 

acity of science was celebrated. Supposedly 'scientific' ex- 

planations were extrapolated from laboratory research to 

account for phenomena hitherto the topic of speculation 

alone. This included attempts to contrive in physiology the 

grounds for a supposedly universal aesthetic. In France, the 

self-proclaimed 'international' magazine Esprit Nouveau pub- 

lished articles comparing the proportions of the Golden 

Section with number series occurring in nature; Dr. Allendy 

strove to demonstrate that the pleasurable sensation of 

viewing an undulating landscape or curvaceous reclining 

Venus was due to the soothing effect on the muscle an the 

eye traced its outlines. 
34 There was renewed interest, 

across Europe and America, in novelties which had previous- 

ly fascinated the eighteenth century empiricists (Hume, 

Burke etc) and also Darwin; sounds heard by deaf children; 

the visual experiences of the erstwhile blind newly restored 

to sight; the introduction of language and manners to 'wild' 

children, or to such as Kasper Hauser- all these were seized upon 

as exemplary test cases. Bekhterev discusses the contempor- 

ary instance of Helen Keller, blind, deaf and dumb from in- 
35 

fancy. In aesthetics, the commingling of sensations had 

been the subject of speculation since Longinus and reached 

physiological investigation by way of Locke and Burke. Before 

the Revolution, Kandinski and Maeterlinck were drawn to the 

particular synaesthetic possibilities of the substitution 

and conjunction of sound with music. Their various experi- 
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ments suggested that sensory centres in the brain were not 

entirely separate and distinct. However, this could be re- 

garded by the Soviet state as no more than fanciful dilett- 

antism. The ideological and political impetus and urgency 

of Bolshevik claims required a more solid and supposedly 

universal grounding in neural physiology. Certainly, film- 

makers working in silent cinema were concerned to estab- 

lish effective associative images by which to convey and 

substitute for aural information and non-visual sensations. 

Such a mutual imbrication of science with ideology, 

ideology with science was not new nor unique- Ernst Mach 

observed "the theologising bent" of Newtonian physics and 

Darwin was impressed by the suffusion of natural history by 

the language of the Church; 
36 

Bekhterev complained that 

Bergson and James employed terms ascribing agency and vol- 

ition to inorganic matter (see chapter six, below). Con- 

versely modern literary criticism often resorts to glib 

reformations of chaos theory and, in 1927, J. B. S. Haldane 

noted the embeddedness of quaint scientific misapprehen- 

sions: 

The o? d religions are full of outworn science, 
including the astronomical theory of a solid 
heaven, the chemical theory that water, bread, 
books and other objects can be rendered holy 

... and the physiological theory that a sub- 
stance called soul leaves the body at the mo- 
ment of death-the materialist view of the 
nature of soul is quite prevalent in Christian 
circles... 37 

But in his endeavours to purge current thought of such 

notions, Haldane is more circumspect than Pavlov: 

Personally I regard all attempts to describe the 
relation of mind to matter as rather clumsy 
metaphors- the biochemist knows no more, no less 
about the question than anyone else... ignorance 
disqualifies him no more than the historian or 
geologist from attempting to solve an historical 
problem. 38 
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Pavlov's science was proclaimed by Bolshevism to 

supersede such partisan restrictions; in the objectivity and 

universality of abstraction, the brain was no longer deemed 

simply to mediate between the individual and the external 

social and natural world but to correspond in its material 

articulation with the mechanisms of that world. Nothing of 

the natural world lay beyond the cognitive capacity of the 

brain and the interpretation of neuro-science; neuro-science 

discovered in the brain a real metaphor for the order of 

that world. Paradoxically, Bolshevism in the 1920's sought 

in Pavlov's science independent impartial validation for its 

ideological tenets- but it was equally a particular modern- 

ist scientism which placed faith in science as supremely 

authoritative. 

There is a photo-montage portrait of Maiakovskii by 

Rodchenko, produced in 1926 as the back cover of A Convers- 

ation with a Tax Inspector, which shows a globe superimposed 

upon his brow (ill. 1. i)39 The globe serves as a metaphor for 

the brain, the brain for the material world contained in 

space and time. Maiakovskii's head, full face, stares in- 

tently forward out of the page. Aeroplanes circle the globe. 

Maiakovskii is a modern genius, a modern divine whose mind 

"bestrides the world, like a colossus". It seems to me part- 

icularly revealing that such an image should illustrate a 

discussion about poetry. For the nineteenth century, poetry 

was taken to designate areas of human culture and under- 

standing which lay beyond the reaches of scientific account- 

ability. For the new Soviet artist, poetry is a practical 

skill, the poet adept in fabrication rather than divination. 

(see chapter eight, below) Nor is it accidental that Maiak- 
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ovskii stares so intently: as Vertov's ode ("Open eyes to 

the Universe") suggests, it is vision which is construed by 

the new Soviets to be the least fallible of the senses, the 

most transparently mediating between the external world and 

cognisance of its truth, the most prized for its scientific 

objectivity. 

Once again, the Soviet position can be placed in a 

philosophical context dating from Antiquity, in which the 

relative authoritative merits of the senses have been var- 

iously discussed. In the de Anima, Aristotle argues that the 

senses are the source of the ideas which adapt the organism 

to its external environment and that touch, which gives us 

our most unmediated sensation of the external environment 

and without which no other sense can exist, was thereby 

paramount: 

Even the other sense organs perceive by touch, 
but through something else; touch alone seems to 
perceive through itself-without touch the body 
cannot have any other sense perception. 40 

The primacy accorded by the Soviets to vision and the 

rendering of phenomena sensible by visual means is highly 

reminiscent of the Enlightenment image of truth as an eye 

emanating rays of light. Indeed, 'enlightenment' serves con- 

versely as a metaphor for the perception it intends to con- 

vey. Vertov's paean unites an elevated regard for the camera 

as a quasi scientific recording instrument with a respect 

for the supremacy of vision. The camera is held in particul- 

ar esteem in that it enables the capturing of phenomena 

which have hitherto escaped the naked eye: following the ex- 

ample of Muybridge and Marey, Gastev's Moscow Institute used 

chrono-cyclographic photographs to make records of efficient 
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movement in manual labour (see chapter two, below); Laszlo 

Moholy-Nagy at the Bauhaus meanwhile and Rodchenko in 

Russia, extolled the value of the camera as a means of ex- 

ceeding the limitations of the eye, as a means of rendering 

"a new objectivity", "emancipated", says Vertov, "from 

human immobility"(see chapters two and six, below): 

The modern lens is no longer tied to the narrow 
limits of our eyes. -At 

is impossible for manual 
means of creation to fix the quintessence of a 
movement; nor should we regard the ability of 
the lens to distort- the view from below, from 
above, the oblique view- as in any sense merely 
negative, for it provides an impartial approach, 
such as our eyes, tied as they are to the laws of 
association, do not give. 41 

Since Fox-Talbot made his first photograms of leaves, nine- 

teenth century science recognised the medium of photography 

as an instrument especially suited to the study of anatomy 

and morphology. In The Expression of Emotion in Man and 

Animals (1872), Darwin often refers to photographs and re- 

produces photographs previously taken by Duchenne for simil- 

ar research purposes. "Likewise", notes Lisa Cartwright, 

"the motion picture was regarded as an apparatus uniquely 

suited to the study of physiology", citing particularly 

LumiPre's commitment to medical biology, pharmacology and 

experimental physiology. 
42 The significance of such tech- 

nologies to this current project resides not only in their 

status as a means of record; the camera exists for Soviet 

practitioners as a trope combining notions of mediation in 

the visible external world, combining notions of present- 

ation and representation. Film is regarded as a means of 

visibly exposing supposed truths hitherto hidden from view. 

Pavlov's image of the brain as a mosaic or telephone 

exchange is seemingly corroborated by modern imaging tech- 
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niques, although the image now finds itself popularly and 

commonly superseded by that of the computer. Such verbal 

metaphors attach the phenomena shaped and represented 

thereby to the current available technology. Similarly, 

Bekhterev and Wundt find themselves rejecting an image of 

neural processes which is described in terms of the photo- 

plate; 
43 Poincare advances and Bergson and James reject an 

image of these processes as a series of cinematic 'clicks'44 

(see chapter six, below) The selection of phenomena explored 

by science are as much shaped by as afforded by the technol- 

ogy available. Pavlov construed the nerve path as a chain of 

links: analyser; connection; effector. It seems to me that 

the equivalence of such a mapping of neural activity, as a 

phenomenon, with the production and experience of film, as a 

phenomenon, is that which rendered it of interest to various 

emergent schools of psychology in the 1920's, in Russia and 

elsewhere. 
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2. Pudovkin in Context 

The following thesis concentrates on films directed 

by Vsevolod Illarionovich Pudovkin in the 1920's, films in 

which he acted or otherwise assisted and films which, by 

comparison, help towards an understanding of Pudovkin's 

particular contribution. It is also concerned with his 

early writing. The limits of the thesis are further marked 

by the 1928 Statement on Sound, drafted by Eisenstein then 

signed by Pudovkin and Alexandrov. The Statement repeated 

forebodings expressed in Film Technique that the synchron- 

isation of sound with image would impose a naturalistic 

regression upon cinema, that it would be required to serve 

as a mere record of" theatrical staging. ' Pudovkin was not 

against the advent of sound per se and, of the three sig- 

natories, was the most willing to risk using sound experim- 

entally. In Deserter, for instance, he used distorted sound 

perspectives, (in the parade music), later termed 'sound 

close-ups'. 
2 However, this project's concern with the theo- 

retical connections between associative psychology and 

Soviet film practice concentrates attention on attempts to 

build a new language and a new aesthetic experience in im- 

ages alone. 

Until recently, Soviet cinema has been broached as a 

clearly defined 'school', conducted by a small number of 

monolithic directors, politically committed to the revol- 

ution, producing canonical masterworks exemplifying well- 

honed tomes of written theory. Eisenstein and Pudovkin have 

been yoked together as 'revolutionary' film makers by dint 

of their historic coincidence, at the expense of further 
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discussion of the disagreements documented by Eisenstein 

himself (see chapter nine, below) and by well-informed 

contemporaries (such as Meierkhold) and by later biograph- 

ers (such as Marie Seton). * Nor has there been much nego- 

tiation of the particular relevance of the term 'revolu- 

tionary'. Grierson reiterates the familiar comparison of 

Pudovkin with Griffith, saying that, stylistically, he 

was no revolutionary at all. 
3 

Peter Kenez doubts the suit- 

ability of the appellation, given their adherence to and 

conformity with the aspirations of the new regime; 
4 Renato 

Poggioli doubts that such an association can be ever more 

than provisional: 

... every avant-garde movement, in one of its 
phases at least, aspires to realise-the ideal 
of 'tabula rasa' which spilled over from the 
individual and artistic level to that of the 
collective life. There is the reason why the coin- 
ciding of the ideology of a given avant-garde 
movement and a given political party is only 
fleeting and contingent... identification of art- 
istic revolution with social revolution is now no 
more than rhetorical... Sometimes it may, though 
ephemeral, be sincere, a sentimental illusion... 
more often we are dealing with an extremist pose 
or fashion. 5 

This complacent, generalising, commonplace Western view of a 

Soviet avant-garde, as Brandon Taylor observes, extends 

across a range of artistic activity: 

The revival of modernism in Britain and America in 
post-war years... coincided with a hardening of 
attitudes towards the Soviet Union and posture of 
downright dismissal towards 'official' Soviet 
culture of the authoritarian years of Stalin's rule 
after '32... until recently European and American 
scholars produced a flood of publications devoted 

............................................................ 
*Edward Braun, Meyerhold on Theatre (London: 1969) 322 and 
Marie Seton, Eisenstein (London: 1952) 92: Eisenstein and 
Pudovkin would stay up late into the night arguing; "each 
bought a dog and gave the poor beast the name of his rival. 
Pudovkin taught his dog, Eisenstein, to beg for titbits, 
while Eisenstein shouted at his dog, Pudovkin, to make it 
obey him". 
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to Soviet abstraction and 'modernism', linked to 
utopian interpretations of the events of 1917.6 

Certainly, artists themselves (notably Maiakovskii; 

found a direct correlation between the vanguardism advocated 

by Lenin for the correct conduct of the revolution and the 

self-proclaiming avant-garde in art. 
7 Poggioli notes the 

tendency of modern art to "express the avant-garde as its 

own extreme or supreme moment", 
8 but again finds the assump- 

tion of an automatic connection between political and art- 

istic activity not only facile but doomed to disappointment: 

"... the hypothesis (really only an analogy or a symbol) that 

aesthetic radicalism and social radicalism, revolutionaries 

in politics, are allied, which empirically seems valid, is 

theoretically and historically erroneous". 
9 The sentimental 

view here characterised tends also, I would suggest, to 

seek analogies between film and concurrent 'fine' art pract- 

ice rather than anything more common in its appeal, although 

distinctions are somewhat blurred by the fascination of 

certain high-art forms in the 1920's with popular culture 

(circus, jazz, cinema itself) and the genuine intentions of 

academically trained artists to serve the proletariat 

through popular and readily accessible material (posters, 

industrial design, textiles, photography). * 10 

In the past decade there has been more exposure and 

discussion of pre-revolutionary cinema, for its own sake 

and as a means of countering what Ian Christie has identified 

as "the still prevalent view that Soviet cinema was borne 

*The Pushkin museum in Moscow has a room devoted to work in 
these areas by Stepanova and Rodchenko; the Museum of Decor- 
ative, Applied and Folk Art on Delegatskaia has a fine coll- 
ection of modern textiles and ceramics. 
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ex-nihilo with the revolution". 11 There has also been a 

number of complementary studies, resurrecting for a modern 

audience the popular cinema of the 1920's and its continuity 

with its pre-revolutionary precursors, especially acknowledg- 

ing the long service in the industry of certain personnel 

(such as Protazanov and Gardin). 12 These necessarily confront 

the embarrassment of the avant-gardists that such state- 

sponsored films as Eisenstein's Battleship Potemkin had been, 

at time of release, unpopular with the proletariat for whose 

benefit they were intended and proved, as even contemporary 

foreign supporters observed, more popular abroad than with 

domestic audiences. 
13 These films were nevertheless advert=. 

ised as having enjoyed enormous popularity as an enticement 

to future attendance. 
14 Indeed, the course of state policy 

in the film industry in the 1920's is explicable only in 

terms of its admitting the failure of such films as Potemkin 

to do good box office and compete successfully with the 

imported product. For instance, Battleship Potemkin was re- 

placed within days of release in Moscow by Fairbanks' Robin 

Hood. 
15 

Cinema playbills of the N. E. P. period (1921-1925) 

list an extraordinary range of films being shown alongside 

one another. Conversely, Soviet silent films continued to be 

popular with foreign art-house audiences well into the sound 

period, perhaps slightly because of their 'revolutionary' 

aura. 
16 

The films of Eisenstein and Pudovkin were dealt with 

differently, and differently abroad according to particular 
17 

censors' sensitivities. 

Pudovkin is not conveniently contained by any of these 

given parameters. While no lesser figure than Galvano della 

Volpe would declare Pudovkin his "aesthetic paradigm in 
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cinema", Pudovkin's Mother was nevertheless impressive comm- 

ercially. 18 Richard Taylor suggests that the press reviews 

of Battleship Potemkin and Mother indicate the qualities in 

his work which equipped Pudovkin all the better to survive 

under Stalin. 19 Pudovkin was increasingly isolated by the 

avant-gardists even amongst his contemporaries, possibly 

lending substance to Moussinac's 1928 analogical classific- 

ation: "Eisenstein, Pudovkin, Vertov... one could say, for 

the sake of discussion, that on the same line of activity 

Eisenstein finds himself in the centre, Pudovkin on the 

right and Vertov on the left". 
20 

Iutkevich says that even 

with Storm over Asia contempt for his perceived abandonment 

and betrayal of 'pure' cinema was being expressed (see also 

chapter four, below): 

Pudovkin was definitely rejected and excommunicat"-- 
ed by... a group of theoreticians, partisans of 
montage cinema, 'grand' and 'pure'. Storm over 
Asia was considered as regressive, contrary to the 
general direction of cinema, submissive to its 
subject and to mere chances of fortune, and other 
reprehensible things-there was a conspiracy of 
silence around this film. 21 

Many of Pudovkin's contemporaries were ostracised, even 

eventually driven into exile by Stalin's rise to power and 

the concomitant restrictions on artistic freedom. Accus- 

ations of formalism and modernism were then to become a 

code "for a high intellectual level not suitable for propa- 

ganda purposes". 
22 Pudovkin survived, continuing to direct 

films almost to the last. 

Writing to Ralph Parker in 1958, Ivor Montagu says 

that "Film Technique and Film Acting in the English speak- 

ing world have been reprinted again and again... because they 

have been the only simple materials on deep fundamentals av- 
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ailable. There is just as much interest in them, as basic 

classics, as ever". 
23 Even in the 1980's, Ivor Montagu 

continued to argue for the "value to the present generation" 

of his translations of Pudovkin. 
24 According to Paul E. Burns, 

writing in 1981, "Pudovkin's present reputation primarily 

derives from his theoretical writings, which are straight- 

forward and accessible". 
25 If this claim is to be accepted, 

it seems worth enquiring in what form his writings were re- 

ceived in the West, to what extent this corresponds to their 

original publication and whether the vicissitudes of his 

career as a director are consistently represented in print. 

Pudovkin's first article, 'Vremia v Kinematografe', 

was written while he was with the Kuleshov workshop and app- 

eared in Kino in February 1923. Mostly, Pudovkin applied 

himself to subjects which were of popular concern and which 

were commonly addressed elsewhere. In 1926 he published in 

Moscow Kino Rezhisser i Kino Material (The Cinema Director 

and Cinema Material) and also Kino-Stsenarii (The Film 

Scenario). (ill. 2. i) Both very slim, very small volumes con- 

tributed to a 'popular science' series of some twenty 

titles, including also Turkin's The Cinema Actor and Gab- 

rioshin's I want to work in cinema; forthcoming attractions 

included a couple of items by Osip Brik, also a History of 

Cinema and Cinema City and the work of the Film Studio in 

America. Neither of Pudovkin's 1926 publications were illus- 

trated nor referenced. Ivor Montagu translated and amalgam- 

ated them under the title Film Technique. Pudovkin gave the 

project his blessing: 

Your proposal to translate my book into English 
pleased me greatly. I consider it of the utmost 
urgency to draw together ideas, in order that cin- 
ema workers of all countries may stand with one 
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another in close alliance. Not many important and 
interesting thoughts emerge during the course of 
work, just for want of such a union. In so far as 
my book demonstrates the main theoretical princip- 
les, I will look forward especially to the appear- 
ance of the book in English. 26 

Throughout the 1920's, Pudovkin gave academy lectures at 

home and abroad and produced articles for newspapers and 

periodicals: Kino; Sovetskoe Kino; Kino-gazeta; Sovetskii 

Ekran; ARK zhurnal; Kino i Kul'tura. A selection of these 

were incorporated into the 1935 and later editions of Film 

Technique and, as a matter of courtesy, Montagu continued to 

send Pudovkin a share of the royalties. 
27 

By the early 1930's, Pudovkin's writing for domestic 

and foreign consumption accommodates the shift in emphasis 

urged by the state. Articles in Experimental Cinema denounce 

the preoccupation of Soviet directors in earlier years with 

montage at the expense of all else, notably plot and char- 

acter development. 
28 

In 1934, Pudovkin's Akter v fil'me was 

published in Leningrad with an introduction by Iezuitov. Its 

illustrations include Pudovkin in his roles-in Kuleshov's 

The Death Ray and Otsep's The Living Corpse, of Nikolai Bat- 

alov and Vera Baranovskaia in Mother and Valeri Inkizhinov 

in Storm over Asia. 29 
Pudovkin cautioned Montagu before he 

embarked upon the translation: 

I must warn you that this book has been done 
peculiarly. It has not been written but dictated, 
therefore I am very much afraid that it lacks the 
requisite continuity and line. Some questions have 
been set in the beginning and not solved, simply 
because I had forgotten about them towards the end 
of my speech... at all cost when publishing the 
book make mention that it has not been WRITTEN BUT 
TAKEN DOWN from my speeches in the Academy... write 
to me about all the unclarities which you wil come 
across when translating (e. g. you probably do not 
know what the meaning of the "rehearsal period of 
Kuleshov" is etc. ). I shall send you at once the 
necessary amplifications and explanations. If a 
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special foreword is necessary for the English ed- 
ition I shall also write this. 30 

There is little new personal development in Pudovkin's 

later writing, nor does he make an innovative contribution 

to a general debate (see chapter nine, below). Much he seem- 

ingly arrives at second-hand: for instance, writing in 

Iskusstvo Kino in 1938, Pudovkin acknowledges the usefulness 

of Rudolph Bode's system of gymnastics (which Eisenstein had 

discussed in 1924 and included in his curriculum) and of 

Delsarte (familiar to all erstwhile members of the Kuleshov 

workshop and, similarly, a film school staple). 
31 His later 

articles tend to harp upon a single, safe theme: 'Realizm, 

naturalizm i "sistema" Stanislavskogo' (1939); 'Idei Stanis- 

lavskogo i kino' (1948); an introduction to Aleinikov's book 

Puti sovetskogo kino i MKhAT (1946) and 'Rabota akterov kino 

i "sistema" Stanislavskogo' (1952), translated as the 1953 

Sight & Sound article 'Stanislavski's system in the 

cinema'. 
32 Pudovkin continued to publish articles into the 

1940's and 1950's, allowing his name to be attached to pro- 

selytising state publications intent upon the promotion of 

current Soviet film practice elsewhere and the denunciation 

of bourgeois formalism. In Soviet Films: Principal Stages of 

Development (Bombay, 1951), he declares that: 

... the first works of Kuleshov idealised American 
detective films with their empty and only super- 
ficial dynamics.. . FEX. . . expected to produce cinema 
actors and films which first of all would strike 
spectators by the unusualnees of their affected 
form. Young Eisenstein produced... Strike filled 
with mere formal tricks. Instead of showing a ser- 
ious and important stage in the history of the 
Russian labour movement, the formalistic freaks of 
the author led spectators away from real life, 
confused and sometimes distorted the link of the 
film with actual historical reality. 33 

Meanwhile, Ivor Montagu's original translation of Film Tech- 
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nigue and Film Acting was pirated and published without his 

permission in the United States. The U. S. S. R. was not party 

to international copyright agreements, making it possible 

for material to be taken without consent. Montagu intended a 

new edition as a counter-attack, to which Pudovkin pro- 

visionally agreed; he could have proceeded in the absence of 

Pudovkin's authorisation but felt "morally bound not to do 

so". 34 

Pudovkin is very interested to bring out an 
edition but only in the following form. With a new 
critical preface by himself or by himself and my- 
self jointly; possibly adding an essay he has 
written on the history of Soviet film and. . . deliv- 
ered as a speech a short while ago; and possibly 
the iconography brought up to date... It is my 
feeling, though, that he will not get down to the 
critical preface and notes side of the work until 
he is pressed. 35 

In subsequent years, Montagu continued to badger Pudovkin 

into producing the new material, which was in turn repeated- 

ly promised. Montagu's despatch of 27th. June 1952 runs as 

follows: 

Dear Vsevolod Illarionovich, 
I am writing to send you what has almost become an 
annually repeated letter of reproach. 
You promised me some time ago that you would write 
a new preface for the famous work 'Pudovkin on 
Film Technique', written to apply to silent days, 
placing it in perspective; and you said that until 
you had written this preface you did not wish it 
to be reprinted. 
When last we met I told you, and it is still the 
case, that there is great interest in this book 
all over the world. This is not because people are 
under any illusion that the book is the last word 
on film art as it is understood today, or in its 
realist application, but as a classic of theoret- 
ical writing of the early days of silent cinema 
and therefore part of the complete storehouse of 
culture with which all intending students should 
make themselves familiar. 
I am constantly being pressed to allow a reprint 
and up to now have always had to refuse because 
waiting for the preface which you promised. The 
result is that the Americans, after vainly trying 
to get our permission, have already stolen the 
book and published their own reprint without any 
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benefit to us and destroyed part of the market for 
any revised authorised edition which we might 
eventually publish. 
This cannot be helped, but I am reminded of the 
situation by the fact that I have today received a 
request from Japan to be allowed to publish a 
translation and have once again to give the reply 
that this cannot be allowed-But is it not poss- 
ible for you to turn out even if only just a 
little brief introduction, that will enable us to 
take control of all these proposals once again? 
Our failure to do so does not act as a dam to the 
flood of editions, only diverts them into unauth- 
orised forms... 36 

Eventually, in 1955. a new selection of Pudovkin's 

writings was published posthumously in the Soviet Union and 

Ivor Montagu asked for advice as to its potential merit in 

translation. 37 His old friend Sergei Nolbandov was not en- 

couraging: 

Here is my general opinion. Frankly, I was disapp- 
ointed. There is nothing new or exciting from a 
film technique point of view. A great deal is pol- 
emical, on the defensive, public self-criticism 
which sounds a little false and is in a way rather 
unpleasant. So is the self-justification. The 
style is rather turgid and pompous, studded with 
'educated long words' and often loaded with pious 
political orthodoxy. This was of course absent in 
Pudovkin's earlier work. In many instances you 
will find political statements in the approved 
manner... 'Towards the Communist Target'- high 
faluting and pompous; 'How I became a film direct- 
or'- which unfortunately tells very little of 
"how"- I would recommend a foreword... On the whole 
I do not feel that any of this material, except 
Pudovkin's radically changed views on 'typage' and 
professional acting (versus the Stanislavski 
system) and his more interesting and developed 
theories of montage would add any lustre to the 
old edition. There is a general aura of fossilis- 
ation over the whole thing. It may be that his 
elephantine style and heavy humour just get me 
down. I was rather bored. 38 

The edition under discussion was out of print by 1960. Curr- 

ently, the most complete collections of Pudovkin's writings 

are available only in Russian: The Selected Works (Sobranie 

Sochinenii, 3vols. 1975-77) edited by Karaganov with Zapasnik 

and Petrovich; 0 sebe i svoikh fil'makh 1975, also edited by 
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Zapasnik and Petrovich and translated into German as Die 

Zeit in Grossaufnahme 1983. The same authors are respons- 

ible also for an anthology of interviews and reminiscences, 

Pudovkin v vospominaniiakh sovremennikov, published in 1989. 

Devotees of Pudovkin's films, as of his writing from 

the Heroic Age of Soviet Cinema have, for the most part, 

disparaged his later work for its want of inventiveness and 

the apparent willingness to comply with an orthodox cultural 

and ideological agenda. However, the spirit with which Pud. - 

ovkin launched himself into the early experiments with mont- 

age and "close-ups in time" is not entirely lost: the French 

critic Pierre Billard was sufficiently generous to find 

something worthwhile amidst the routine dreams of tractors 

in Harvest (1952), praising it for its adventurous use of 

colour. 
39 

Georges Sadoul, like Nolbandov, accuses Pudovkin 

of naivete, intending, I think, his style and temperament 

and his complicity with the state. 
40 Dmitri and Vladimir 

Shlapentokh say that Pudovkin was sufficiently astute to 

supply Dukeleski, head of Soyuzkino from 1938, "with new 

'evidence' of the criminal activity of the previous leader- 

ship. At the same time, as a good friend, he tried to ex- 

ploit this discussion in favour of his colleagues by sugg- 

esting that they were also victims of 'enemies of people' 

who controlled cinematography. In this way he was able to 

protect both himself and his friends"; 
41 but the Shlapent- 

okhs hold Pudovkin significantly accountable, though cert- 

ainly not alone, in the denunciation under Stalin of him- 

self and former colleagues. It is beyond the scope of the 

present enquiry to attempt to estimate the sincerity of 

Pudovkin's service after the Great Break, or, for that 
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matter, to question his original adherence to the ideolog- 

ical and cultural ideals of the 1920's. Vertov, Dovzhenko, 

Romm and Donskoi similarly made films under Stalin, appar- 

ently unaware of the atrocities of which he was capable. 
42 

Gabrilovich probably comes near to a truth by which I, at 

least, am persuaded: "In order to understand so many of the 

puzzles, secrets and absurdities of our complicated life, 

it is necessary to comprehend most of all, the real signif- 

icance of fear". Gabrilovich places himself, along with 

Eisenstein, amongst those who managed to glorify reality 

"but with various reservations and innuendoes". Eisenstein, 

for instance, sought an 'expert' opinion from Stalin as to 

the exact length of Ivan the Terrible's beard. 43 Nor was 

Pudovkin, although managing to continue to work, exempt from 

criticism from officials and onetime colleagues: Rotha, 

writing in 1951, reports the criticisms levelled at Eisen- 

stein, Pudovkin, Vertov and Dovzhenko "for the pursuit of a 

barren intellectualism"; 44 Bleimar_, says that he well re- 

members Pudovkin pleading his case with the film regulators 

"in the blue room"; 
45 Suvorov (1941) was the subject of a 

letter to the director from Stalin himself and was publicly 

vilified. 
46 

Pudovkin's Film Acting and the journal articles of the 

early 1930's appear already to endorse what had by then be- 

come official doctrine. It may be that Pudovkin was prepared 

to compromise the previous theoretical principles in order 

to survive but I should like to suggest that the ease with 

which he seemingly acclimatised himself to a revival of 

'psychologism' in film was equally presaged in his direction 
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in the 1920's of Mother and Storm over Asia and in his per- 

formance in The Living Corpse (111.2. ii): that is to say, 

the writing expressed a practice in which he already felt 

comfortable. In his portrayal of the unloved and unloving 

husband Theodore, Pudovkin adopts a minimalist style: the 

slow lowering and raising of the eyes as a gesture of 

resignation; the merest hint of a shrug of the shoulders to 

indicate the tedium and indifference with which he now meets 

the world and accepts the sole prospect for his own redemp- 

tion. (see chapter five, below) The discrepancy between the 

performance and the technique of the 'naturshchik' advocated 

hitherto was not lost on Montagu: 

As you will see, The Living Corpse has been well 
received and highly praised. Personally I did not 
like it or indeed your acting which seemed to me 
in some places to illustrate the defects which you 
have taught us are inseparable from professional 
actors! However, I look forward to discussing it. 

47 

Peter Dart's monograph, Pudovkin's Films and Film 

Theory (1974), takes it for granted that the selected writ- 

ings of Pudovkin under consideration constitute a work of 

theory. There is no discussion of what might be usefully deemed 

a film theory nor yet what might be construed as theory per 

se. Given that Pudovkin is frequently tagged "the Russian 

Griffith", there lacks any consideration on Dart's part that 

Pudovkin's chief purpose may have been no more than to co- 

dify and lend testimony to techniques which he judged had 

proved themselves already efficacious elsewhere. Pudovkin's 

The Cinema Scenario and The Cinema Director and Cinema Mat- 

erial appeared shortly after the premier of Mother; Film 

Acting appeared after the completion of A Simple Case (Life 

is Good) and Deserter and refers also to the performance in 
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2. ii. 



The Living Corpse. Both Pudovkin and Eisenstein quote pract- 

ical work in which they have been engaged in order to illus- 

trate and clarify the argument presented. Pudovkin frequent- 

ly refers to his experiences on set with Doller, Golovnia, 

Baranovskaia, Batalov, Inkizhinov, "Zarkhi and others. He is 

willing to share credit and says that ideas could be volunt- 

eered by any one of them, to be taken up by the group. 

Indeed, I venture to suggest that, for the most part, Pudov- 

kin's writing would be better represented as a collection of 

workshop 'receipts'. In comparison to Eisenstein, Pudovkin's 

output of theoretical material was not large, and unlike 

Eisenstein, he seemed to lack the temperament (or the stom- 

ach) for theoretical writing for its own sake. While Pudov- 

kin later balked at Montagu's request for new material, per- 

haps restrained by a reluctance to fall foul unwittingly of 

the authorities, and confined himself to the repetition of 

safe and pious platitudes, Eisenstein continued ever to 

elaborate and revise the theoretical basis of of films he 

would not live to realise; Eisenstein seemingly enjoyed 

theoretical endeavour as a distinct enterprise. According to 

Inkizhinov, this preference was betrayed in his manner of dir- 

ecting performers, mechanically applying a preconceived abstract 

formula rather than allowing performances to be procedurally 

organically involving and evolving. 
48 

For leftist film-makers and artists of the 1920's, 

producing works of theory was a required corollary to pract- 

ice. More crucially, theory was required in order that 

things could be made and made effective. (see chapter eight, 

below) Maiakovski . stated the around rules of his own pr. ct- 

ice, more craft perhaps than art: 
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Poetry is a manufacture. A very difficult, very 
complex kind, but a manufacture. 
Instruction in poetical work doesn't consist in 
the study of already fixed and delimited models of 
poetical works, but a study of the procedures of 
manufacture, a study that helps us to make new 
things. 49 

Through their writings they entered into fierce debate with 

one another (for instance, the damning by Maiakovskii in 

Kino and by others of Eisenstein's depiction of Lenin in 

October) and with commentators abroad. (see chapter nine, 

below) The journals construct debates around particular 

themes. Discussion of Mechanics of the Brain in Sovetskoe 

Kino 1 is accompanied by items concerning similar scientific 

subjects; Sovetskoe Kino 7 collects together reviews of 

Barnet's Moscow in October, Shub's Ten Years, Eisenstein's 

October and Pudovkin's The End of St. Petersburg. Petrov's 

What the Cinema Actor needs to know (1926) and likewise 

Pudovkin's Film Acting address themselves to the need to 

familiarise oneself with the whole collective film making 

process. Kuleshov dedicates his Art of the Cinema (1929) to 

cinema audiences, executives and film-makers, seeking to en- 

gender a discussion between these parties and to engage a 

larger public in the issues raised. 50 Pudovkin speaks of the 

need for a popular audience to be schooled in film-watching 

as it is becoming in literature. However, even in the jour- 

nal articles, Pudovkin's early writing adopts a measured 

form and lacks the predominant political thrust and angry 

polemicising which characterises the self-styled manifestos 

of the period. He never presumes for himself or his practice 

an exclusive prerogative on correctness: 

The film is yet young and the wealth of its 
methods is not yet extensive; for th e reason it 
is possible to indicate temporary limitations 
without necessarily attributing to them the perm- 
anence and inflexibility of laws. 
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Everything said here regarding simple methods of 
taking shots has certainly only information value. 
What particular method of shooting is to be used, 
only his own taste and his own finer feelings can 
tell the scenarist. Here are no rules; the field 
for new invention and combination is wide. 51 

Pudovkin's writing is tempered and qualified by the recog- 

nition of the potential in film yet to be discovered: Dziga 

Vertov sets the tone against which I am casting Pudovkin: 

WE call ourselves Cine-Eyes as distinct from cine- 
matographers: that flock of junk-dealers who do 
rather well peddling their rags ... WE declare the 
old films, the romantic, the theatricalised etc., 
to be leprous. 52 

This haranguing of the reader was not confined to film 

criticism. "Everyone who feels himself capable of doing so", 

jibes Zamiatin, "is required to compose treatises, epic poem 

poems, manifestos, odes or other compositions dealing with 

the beauty and grandeur of One State". 53 However, privileged 

by its comparative youth, its popular and transnational app- 

eal and its documentary attachment to contemporary events as 

they happened, film was credited with particular effect and 

impetus. 

Much of early film theory, in Soviet Russia and else- 

where, is concerned with establishing the equal status of 

film with the ancient arts (Caciotto, Canudo, Arnheim, Harms 

et. al. ) and also with delineating its distinct parameters. 

(see chapter seven, below) Although Kuleshov, Pudovkin and 

Eisenstein elect to practise montage differently, true to 

type as a Soviet 'school', in the 1920's at least, they 

agree that editing is the technique by which film disting- 

uishes itself. Pudovkin stresses also the nature of its 

material base, the substance which the artist/director 

handles and crafts in the editing process: 
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... the active raw material for the film director 
is those pieces of celluloid on which, from var- 
ious view points, the separate movements have 
been shot. 54 

This emphasis on the materiality of film and its origins in 

photography placed its claims qua art in an arguable pos- 

ition, amply articulated by the various polemicising 

factions. The cameraman Vladimir Nilsen reports the unanim- 

ity with which the congress of 'Russian Artists and Amateurs 

of Art' in 1894 disqualified photography's artistic 

ambitions: "Photography may serve as a simple substitute but 

not as an independent means of artistic creation". 
55 

Photo- 

graphy was rejected as a merely mechanical record. Pudovkin 

implicitly responds to the extension of this dismissal to 

film. In The Cinema Director and Cinema Material, he stress-- 

es the distance in the relationship between the fabricated 

product (the film) and its various subjects in nature, the 

happening of real events in real space and real time: "To 

show something as everyone sees it is to have accomplished 

nothin ". 
56 Pudovkin prioritises editing as the process of 

synthesis and transformation of material required in order 

that film should attain creditation as art, but also acknow- 

ledges that the most basic element of film, the individual 

camera set-up, is fundamentally analytical, selective and 

estranged from natural perception: 

Normal human vision can embrace a little less than 
180' of surrounding space-the field of the lens 
is considerably less. . . already the director begins 
to leave behind the normal apprenension of real 
space-picks out from it only a part. . . Not only 
does the small view angle set bounds to the space 
in which the action develops both in height and in 
width but-the depth of the space picked out is 
also limited. 57 

In this straightforward acknowledgement of the formal im- 

plications for film imposed by the camera's technical prop- 
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erties, Pudovkin at once marks himself out from the cultish 

commentaries of many of his contemporaries. The camera and 

camera lens appear as a frequent motif on film posters, 

often superimposed on a bespectacled or naked eye (for in- 

stance, the posters by Rodchenko and the Shterenberg 

brothers for Vertov, and the Shterenbergs' poster for Rutt- 

mann's Berlin). 
58(ill. 2. iii; iv; v) "I am the Cine-Eye", pro- 

claimed Vertov: 
I am the mechanical eye. I the machine show you 
the world as only I can see it. I emancipate my- 
self henceforth and forever from human immobility. 
I am in constant motion. I approach objects and 
move away from them, I creep up to them, I clamber 
over them, I move alongside the muzzle of a runn- 
ing horse. I tear into a crowd at full tilt, I 
flee before fleeing soldiers, I turn over on my 
back, I rise up with aeroplanes, I fall and rise 
with falling and rising bodies... Freed from any 
obligation to 16-17 frames a second, freed from 
any restraints of time and space, I juxtapose any 
points in the universe regardless of where I fixed 
them. My path leads towards the creation of a 
fresh perception of the world. I can thus decipher 
a world that you do not know. 59 

The recurrence of the image asserts the primacy of the cam- 

era as an instrument of vision, the epistemological privil- 

ege accorded vision itself, but also asserts the camera- 

derived image as the product of a machine, and, as such, an 

object of veneration. Vertov, like Maiakovskii, urged that 

material be drawn from the street, constantly mobile and 

constantly changing. 
60 Vertov argued that by recording life 

as it was, by making films of fact rather than of construct- 

ed fiction, he was closer to an authentic view of the world 

and that this authenticity constituted an art more approp- 

riate to a revolutionary society. Indeed, Vertov was with 

extraordinary alacrity and facility simply turning the old 

academicians' objection to photography on its head: the 

mechanical, documentary functions which had hitherto denied 

it artistic status were now pronounced its crowning glory. 
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The theses of Eisenstein, Pudovkin, Kuleshov and 

Maiakovskii are symptomatic of a broader concern to under- 

stand how humankind found itself represented in and by the 

machine. There was widespread adoption of the machine as a 

metaphor for society. Society, perceived as a structured 

whole, and its by-products, were cast as technical functions 

subject to quantifiable and immutable laws. The individual 

in society was subject to such laws as was the whole. There 

was a need to understand the material processes and oper- 

ation of these laws in order that the new society could be 

formed appropriately, could be shaped and directed. Freder- 

ick Winslow Taylor's The Principles of Scientific Manage- 

ment (1911), although addressed to an American and British 

audience, was widely popularised and enormously influential 

in the new Soviet state, appealing to its americanising 

aspirations, as was also the work of his principal French 

supporter, Jules Amar. Taylor's notion of the individual as 

a standardised unit in the production machine was readily 

appropriated. He cites an example of a bricklayer reducing 

his movements to a minimum expenditure of effort necessary 

for achieving a given task. Of his time and motion studies 

he says: "What we hoped ultimately to determine was what 

fraction of a horse-power a man was able to exert, how many 

foot-pounds of work a man could do in a day... ". 
61 

Amar tab- 

ulates daily consumption of calories commensurate with diff- 

erent tasks and, again, undertakes a study of construction 

workers. 
62 In the Soviet state the scientistic aspirations 

of such systems acquired a particular ideological and polit- 

ical impetus and practical urgency. Alexei Gastev, one time 

railway worker and disciple of Taylor, was hailed as the 
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true voice of the proletariat: 

In the machine and instrument 
everything has been calculated and adjusted. 
We shall do the same with 
the living machine- man. 

Mankind has learned 
To manufacture things. 
It is time we learned 
The manufacture of men. 63 

When not writing "odes to the beauty and grandeur of one 

State", Gastev undertook photographic analyses of the econ- 

omical use of hand-tools (ill. 2. vi; vii). These experiments 

supported the formulation of Bio-mechanics by Meierkhold and 

by Kuleshov. (see chapter five, below) 

Some theoreticians embarked upon an equivalent time 

and motion study of the physiological effect upon films' 

spectators, seemingly endeavouring to map reflex and mechan- 

ical human reception against the mechanisms of film: Eisen- 

stein praises the work of the Psycho-Neurological Institute 

in this field (see chapter nine, below); Moussinac's 

Naissance du Cinema (1925) charts the experiments of Drs. 

Toulouse and Mourgue, recording the reactions in breathing 

rate to a selection of films and film excerpts. 64 Kuleshov 

drew his conclusions as to the effectiveness of a number of 

film techniques by watching film audiences; Soviet cinema 

journals frequently exhorted film workers to engage in ob- 

servation of the mass at the movies, especially the larger 

portion for which film viewing was a novel experience. 
65 

For instance, Sovetskoe Kino 1 includes such an article ded- 

icated to the reception of films in the- countryside. (ill. 2. 

viii) 

The early theories are fired with an enthusiasm for 
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the sheer novelty of the medium: "the cinema is not only a 

new interpretative art form, it. is the only new one mankind 

has ever known", says Elliott. 66 For Panofsky and Harms (as 

philosophers) and Münsterberg (as psychologist), even for 

the dilettante Fort Buckle, film is further appreciated as 

a new phenomenon, an object opening onto new fields of aes- 

thetic and psychological enquiry. There for them is a state 

of quasi tabula rasa: 

For the first time the psychologist can observe 
the starting of an entirely new aesthetic develop- 
ment-created by its very technique and yet more 
than any other art destined to overcome outer 
nature by the free and joyful play of the mind. 67 
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. 
3. I. P. Pavlov and Mechanics of the Brain (the behaviour of 

animals and man) 

It was not mere chance that the task of filming Pavlov's 

new laboratory was entrusted by Mezhrabpom-Rus to the relat- 

ively inexperienced Pudovkin. Pudovkin had trained as a 

chemist in his youth; supposedly a colleague of Pavlov was 

sufficiently impressed by Pudovkin's knowledge to offer him a 

placement. 
1 

According to his wife, Anna Zaitseva-Sellanova, 

Pudovkin retained a zealous interest in science and scientif- 

ic innovation. She depicts him as something of a Renaissance 

polymath and an eternal adolescent, always interested in 

things new. 
2 He hoped to make a film which would demonstrate 

and explain a great scientific idea or principle. In retro- 

spect it now seems that he came closer to realising this aim 

with Mechanics of the Brain (the behaviour of animals and 

man) than with the Stalinist bio-pics. devoted to Great Men 

of Science (the aviator Zhukovski) similar in tendency to his 

Great Men of History series of the same period (General Nakh- 

imov, Admiral Suvorov). Although Mechanics of the Brain in- 

cludes an establishing shot of Pavlov's Leningrad laboratory, 

followed by a brief glimpse of academician Pavlov himself, 

reading in his study, and even occasional accredited quot- 

ations, the film is more an exposition of the work than a 

paean to the man. (ill. 3. i. a) 

Boris Babkin was a pupil of Pavlov who fled the Soviet 

Union for England then Canada. Corroborating the usual ass- 

umption of the pertinence of Pavlov's work (cited in chapter 

one), he says that: 

Very soon after the accession of the Bolsheviks to 
power Pavlov's teachings on conditioned reflexes 
were recognised by them as affirming that the 
intellectual life of people can be radically recon- 
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structed and that a proletarian revolution world- 
wide would create a new human society. 3 

However, this welding of Pavlov to Bolshevik interests occ- 

urred in spite of protestations on his own behalf and that 

of scientific research in general. Nor was Pavlov alone: 

many bourgeois intellectuals remained outside the party and 

Lunacharski stalwartly defended their right to do so. 
4 

Re- 

flexology was taught also at the Communist Academy, but the 

inferiority of its work to that of Pavlov's Institute was 

widely acknowledged. 
5 

In 1921, Lenin himself had signed a 

decree safeguarding the work and Pavlov personally. In 1922, 

he asked Lenin if he could take his work abroad, but was re- 

fused permission. 
6 

In September 1923, after a brief foreign 

tour, he delivered a public lecture criticising Bolshevism 

as he saw it and, specifically, Bukharin's ABC of Communism. 

He complained of the likely loss of life consequent on pur- 

suing a programme of world revolution in a world which did not 

want it; he criticised the idea that "cultural intellectual 

production" could be assumed by the proletariat and applied 

to the furtherance of the class war; he criticised the party 

establishment for its intervention in the appointment and 

expulsion of university staff and criticised Bolshevism in 

general for being as prejudicial to the advancement of 

science as the Orthodox Church had been hitherto under Tsar- 

ist protection: 

Science and free criticism, these are synonymous... 
if you acknowledge that Marxism and communism are 
not absolute truths, that it is only a theory in 
which there may be a part of a truth, but in which 
there is perhaps no truth, then you will look on 
all life with freedom of view but not with such 
slavery. 7 

Bukharin took the attack sufficiently seriously to publish a 

reply. Given the usefulness of Pavlov to the party's agenda 

and given Bukharin's preference for the superiority of sci- 
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ence over the arts, its tone is strangely condescending: 

... even the sun has spots. These spots have the 
tendency to increase substantially when specialists 
of natural science begin to deal with things which 
they- I hope that the author of conditional reflex- 
es will forgive me- simply do not know. 8 

Admittedly, late in life, when Bukharin had long since fall- 

en from grace, Pavlov voiced patriotic support for the 

Soviet state and it may be that he was by then genuinely per- 

suaded of its cause. It may be that he was thereby express- 

ing gratitude for its benevolence towards his laboratory and 

research, and for the personal privileges extended to him- 
9 

self and his wife in times of hardship. It may be that he 

was afraid of losing a guarantee of security. Certainly, 

Pavlov did not retain into the 1930s the high esteem which 

he had enjoyed previously. In the late 1940s and 1950s he 

was unequivocally rehabilitated to the ranks of accepted 

national worthies and, perversely, inexperienced aspirant 

scientists were discouraged from freely criticising his 

principal tenets. 
10 

Theories of associative learning based on Pavlov's 

conditioned reflex (the thesis of stimulus-response) were of 

immediate service to the Soviet programme of mass education. 

They were subsequently taken up by Watson and Skinner and a 

whole generation of psychologists in the United States. 11 

The suggestion that learning (as the acquisition of habit) 

was a mechanical process independent of the prescriptions of 

inheritance was commensurable with an ideology of egalitar- 

ianism and with the internationalist thrust of early '20s 

Soviet policy. The education programme continued throughout 

the '20s in apparent disregard of Pavlov's later work in 

typology which obliged him to admit, ultimately, that some 

dogs were simply born more intelligent than others. 
12 

In 
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addition to the specific utility and convenience of Pavlov- 

ian physiology to Bolshevism, in the promotion of a revol- 

utionary movement in society an earlier period of Russian 

history was invoked. Sechenov, to whom Pavlov refered as 

"the father of Russian physiology" had been associated (and, 

like Pavlov, often against his will) with Nihilist subver- 

sion and resistance to the metaphysics of Orthodoxy and the 

Tsarist regime. Daniel P. Todes, in 'From Radicalism to Scien-- 

tific Convention', suggests that Pavlov's allegiance to 

Sechenov may even have been over-stated in the official 

record in order to stress a convenient line of descent. 13 

Pavlov and Sechenov were both heralded for their admittance 

of women to their courses; their laboratories were even 

idealistically construed as social models of collective en- 

deavour. Many adherents of Pavlov were physicians from 

clinics concerned to treat illness by the best means poss- 

ible. When his news-sheet, The Contemporary, was banned 

from publishing Sechenov's overtly challenging Reflexes of 

the Brain (1863), Chernishevski supported Sechenov in his 

campaign to have it published elsewhere.. By taking its title 

as its own, Lenin's strategic pamphlet What is to be Done? 

(1902) explicitly acknowledged and honoured the Chernish-- 

evski novel of 1862, as did articles by Kuleshov dated 1923 

and 1930. Sechenov was deemed to be the original for Chern- 

ishevski's Dr. Kirsanov and also for the medical student 

Bazarov in Turgenev's Fathers and Sons: 

"All men are similar, in soul as well as in body.. 
It is enough to have one human specimen in order 
to judge all others.. . We know more or less what 
causes physical ailments; and moral diseases are 
caused by the wrong sort of education, by all the 
rubbish people's heads are stuffed with from child- 
hood onwards, in short by the disordered state of 
society. Reform society and there will be no 
diseases". 14 
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Not only was physiology socially practicable and progressive 

(in medicine, in public health, in education) but by cit- 

ation of historic precedent, its leading players could be 

rendered as causally linked to perceived political progress 

also. The fact that physiology had aroused such strong opp- 

osition from the old regime disposed towards its facile 

characterisation as a fundamentally revolutionary force. 
15 

Mechanics of the Brain demonstrates at considerable length 

the experiments with frogs for which Sechenov was famous, as 

the basis for Pavlov's enquiry into higher nervous activity. 

Pavlov's personal importance to the Soviet state was 

further enhanced by his enormous international standing. In 

1904, Pavlov had received a Nobel Prize for his work on the 

digestive system in dogs. Thereafter, his laboratory attract- 

ed students from abroad, including Anrep, who was respons- 

ible for the 1927 English translation of the Lectures. Pav- 

lovian Psychology came to acquire a status equivalent to 

that of schools developing contemporaneously from beginnings 

in France, Austria, Germany and America. Pavlov's scientific 

eminence and respectability, the exemplary facilities with 

which the state provided him and his colleagues, lent kudos 

(however-spurious) to the Soviet claim to be a modernising, 

science-led society. George Bernard Shaw supposed Pavlov 

guilty of cruelty to his dogs and consequently disapproved 

of the edification of his research, dubbing him "the Ponti- 

fex Maximus in the biological sciences"* Pavlov, on the 

lpavlov commented thus with regard to the detrimental effects 
of extirpation, by which Gantt says, he was brought almost 
to despair: "... the scar acts as a new stimulus... depression 
sets in... then appears a convulsive attack. . . After the con- 
vulsion you cannot recognise your dog as the same one you 
had before; it is much more upset now than immediately after 
the operation-the affair lasts for months and years. " 
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other hand, advocated his techniques as less invasive than 

vivisectional methods which had prevailed hitherto and 

claimed that the majority of dogs recovered well. 
16 

On his 

death, said Shaw, Pavlov received eulogies "which would 

have been excessive if he had been all the gods and their 

prophets and all discoverers and philosophers thrown in�. 
17 

While the Soviet state was conscious of its inferiority and 

woeful impoverishment in so many other areas, in the new 

science of Physiological Psychology, it could congratulate 

itself on its excellence. In spite of the revolution, noted 

J. B. S. Haldane, the conduct of fine science in Russia contin- 
18 

ued. 

Herbert Spencer's Principles of Psychology (1855) was 

acknowledged by Sechenov to be influential in his own spec- 

ulations into the activities of reflexes in animal behaviour: 

Spencer facilely linked biology and socio-cultural evolution. 

Sechenov equally admired Darwin (both The Origin of Species 

and The Expression of Emotions in Man and Animals) for est- 

ablishing grounds for the proposition that behaviour in 

humans and animals could be commonly rooted and activated by 

the instinct to survive. For Pavlov too, Darwin was funda- 

mental: "Darwin must be counted as founder and instigator of 

the contemporary comparative study of higher vital phenomena 

of animals... the hypothesis of the origin of man from anim- 

als gave great impetus to the study of higher phenomena of 

animal life... ". 
19 

However, Sechenov lacked the experimental 

techniques necessary to test his theories scientifically. 

Pavlov took this as his immediate task within the discipline 

of physiology. He confronted the inherited dualistic anxiet- 

ies (James' "leaking joints") as far and only as far as 

science would allow: 
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Pavlov viewed philosophy and science as complem- 
entary: the goal of philosophy is to unveil the 
essence of natural phenomena; the goal of science 
is to understand the functioning of the mechan- 
isms through which nature works. In examining the 
human brain... science is not concerned with the 
ontological essence of the "physical" and the 
"physiological" but with the functions of the 
cerebral cortex that are related to specific 
phases of consciousness. . . Pavlov made no effort to 
reduce all physical phenomena to physiological 
actions, even though his interest centred on est- 
ablishing physiological processes underlying given 
psychological phenomena. 20 

Shaw's criticism of Pavlov for denying "the existence and 

authority of... any metaphysical factors in life whatsoever, 

including purpose, intuition, inspiration and all religions 

and artistic impulses", 21 is an entertaining tease, but, if 

taken seriously, unfounded and unfair: Pavlov was simply en- 

deavouring to pursue a scientific line of enquiry as far as 

it could take him. When the hero of Zamiatin's dystopia We 

is subjected to the Bell (surely intended as a reference to 

the reflex apparatus) to cure him of his illness- Imagin-. 

ation- he condemns a distortion of Pavlov's work which Pav- 

lov himself would never have defended. 22 However resolutely 

Pavlov bound himself to the constraints of laboratory pract- 

ice and resisted the appellation of psychologist he was 

nonetheless pressed into service. Psychology, seeking to 

establish its own scientific credentials and to distance it- 

self from introspective psychologising, appropriated his 

name. At a conference celebrating a century of psychology in 

1985, a speaker invoked "Wundt, Pavlov and Freud" as its 

"gre. it founding triumvirate". 
23 

Scientific films had been made before the revolution, 

in Russia and elsewhere. Frederick A. Talbot's Moving Pict- 

ures (1912) refers to films of microbes, flowers, insects 
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and polyps. 
24 

Professor Voskresenskii, Pudovkin's assistant 

on Mechanics of the Brain, says that such films enjoyed 

enormous popularity with Russian audiences and that, before 

the revolution, the majority of these films were imported. 25 

Similar films, and films about anatomy and public health and 

hygiene continued to be made and distributed in the '20s. 

Sovetskii Ekran and Sovetskoe Kino contain reviews of 

these films and discussion of Mechanics is accompanied by 

topics of associated interest. These include 'Modern 

Neuroses', the subject of a subsequent film which Pudovkin 

was due to make for Mezhrabpom-Rus but unfortunately never 
26 

realised. Articles under the heading 'How to make an 

educational film' appear, for instance, in Sovetskoe Kino 

(1927), including the contribution from Pudovkin, in Art- 

Ekran (1923) and in Kino i Kul'tura (1929). 
27 

Elsewhere, it 

was suggested that cinematography could be employed to 

render Einstein comprehensible to a wider audience and 

German scientific films imported into Russia included 

The Theory of Relativity. 
28 

Scientific films for a general audience were part of 

the wider soviet campaign to educate and inform a massive 

widespread population, a high percentage of which was illit- 

erate. 
29 

Before the revolution, cinema-going had been an 

exclusively urban occupation. At Lunacharski's instigation, 

the Commissariat of Enlightenment set up specialist film 

units, Mikhail Romm, for instance, trained with the Child- 

ren's Film Unit, making films and studying audience recep- 

tion. 
30 

A designated studio for documentary films, Kult'- 

kino, was established in 1924 but its disbanding in 1926 

left Mezhrabpom-Rus the major producer in the field. 31 
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The Commissariat levied taxes on cinema tickets in order 

that funds could be re-directed towards the making of 

educational films, which, together with Mezhrabpom's inde- 

pendent revenues, allowed it to make geographical, topical 

and scientific documentaries. Under Lenin's cinefication 

programme such films were carried into the regions, by boat, 

train and camel, with projectors powered by mobile generat- 

ors, or were shown in workers' clubs, in schools, hospitals 

and in factories, as cheaply as possible to make them 
32 

accessible to all. Sometimes these were shown to the 

accompaniment of an explanatory lecture. Often the screen- 

ings were fraught with practical difficulties: projectors 

being liable to break down and there being poor knowledge 

of maintenance; inexperienced projectionists showing films 

at incorrect speed and films soon becoming damaged by 

being exhibited on inadequate equipment. 
33 

In the major 

commercial cinemas in the larger towns, a programme often 

billed a documentary film as the first item, followed by a 

comedy short then the main feature. Such documentary films 

were generally released at a loss and no more than ten 

copies were made. Mechanics was unusual for raising a 

profit. 
34 

The title of Pudovkin's 1926 film, Mechanics of the 

Brain (the behaviour of man and animals), describes the 

research with which Pavlov was immediately concerned and 

his particular physiological contribution to psychology. 

The first reel shows basic reflexes in animals and reprod- 

uces Sechenov's experiments with frogs; the second reel 

shows the formation of conditioned reflexes in dogs and the 

training of monkeys to respond to alternate colour stimulii; 
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the third reel shows the effect of damage to various parts 

of the human brain and the performance of tasks by children 

at different ages. Given the routine acknowledgement of the 

influence of Pavlov's theories on Soviet film practice, I 

find it remarkable that this film has been very largely 

overlooked. Ian Christie freely admits that, having seen 

just about everything else made in Russia before and after 

both revolutions, he has yet to see Mechanics of the 

Brain. 35 It seems to me that a study of this film is useful 

as an indication of what was commonly understood of Pav- 

lov's work, as an indication of how the film camera might 

be employed as an instrument of scientific exposition and 

as to how Pudovkin constructed and construed a logical 

scenario adequate to this task. 

Moussinac mentions it in passing in Le Cinema Soviet- 

igue (1927) as exemplary of its kind and Bryher's Film 

Problems of Soviet Russia (1929) provides a fuller descrip- 

tion of its content. 
36 Leyda's Kino (first edition 1960) 

adds a brief commentary on the difficulties surrounding its 

production. John Maddison, in his contribution to Manvell's 

Experiment in the Film (1949), regrets that few Soviet 

science films reach western audiences, but finds Mechanics 

of the Brain still worthy of attention. 
37 

Catherine de la 

Roche (1948) cites a sound film made by Bazykin, The Phys- 

iology and Pathology of Nervous Activity, which at least 

stands witness to a continuing interest in familiarising an 

audience with Pavlov's work, but nothing is said of its pre- 

decessor. The cursory reference in Peter Dart's monograph, 

Pudovkin's Films and Film Theory (1974), and his unsubstan- 

tiated claim that it "must be regarded as the best scientif- 
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is film of the silent period" is, I suspect, lifted directly 

from Mariamov, as is much else. 
38 

Mariamov in turn quotes 

the 1937 appraisal by Iezuitov, but conveys little sense of 

experiencing the film first-hand: "In the work on this film 

Pudovkin could satisfy his enthusiasm and partiality for 

philosophical analysis: with the aid of his scientific un- 

derstanding he could reach the very core of his subject". 
39 

Paul Rotha claims, possibly extravagantly, that the "key to 

Pudovkin's direction lay plainly in Mechanics of the Brain, 

for it gave an exposition of the methods which he employs 

for the selection of his visual images, based on an under- 

standing of the working of the human mind". 
40 

Anatoli 

Golovnia is unforthcoming in his La luce nell'arte dell' 

operatore (1951), but refers to Mechanics of the Brain in 

his interview with Jean and Luda Schnitzer as the film with 

which his long-standing partnership with Pudovkin was init- 

iated. 
41 At the time, he wrote with understandable exasper- 

ation about the technical problems of working with children 

and animals, and suggested that in future such work be un- 

dertaken by specialist personnel; little wonder that the 

opportunity to film Chess Fever, in the midst of these diff- 

iculties, was welcomed with glad relief: 

The film was composed from such models as mad men, 
idiots, paralytics. a woman in childbirth, new-born 
infants and not new-born... ordinary dogs and dogs 
without a brain; dissected frogs and undissected 
frogs, monkeys, lions, bears, eagles, cows, horses, 
hippopotami, crocodiles. And all this entire ensemble 
turns around, fidgets, runs off or separates out, 
seizes our operator or grasps onto the camera. 42 

To these problems can be added, say Golovnia and Pudovkin, 

the aggravations of lighting and filming in small spaces 

with multiple camera positions, the time taken to move 

from one position to another. 
43 
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Like Mother, End of St. Petersburg and Storm over 

Asia, Mechanics of the Brain was refused a licence for 

public screening on release in Britain: 44 
the British 

Board of Film Censors "does not license films in a lang- 

uage it does not understand", Ivor Montagu was curtly in- 

formed. 
45 However, it was shown privately to the Film 

Society and to a meeting in March 1929 of the Neurological 

Section of the Royal Society of Medicine, for which 

Montagu prepared English subtitles. Unfortunately, the 

minutes do not record any opinion of the film. 
46 

Winifred 

Ellerman (Bryher), committed and gratefully acknowledged 

supporter of the Soviet film in Britain, extolled the 

didactic potential of Mechanics of the Brain: "Surely this 

could be admitted as a scientific film free of duty, for 

in the world of research and medicine at least there ought 

to be no barriers". 
47 

Other members of the Film Society 

found it thoroughly objectionable. Montagu does not relate 

whether complaints were prompted by the pictorial content 

(mentally retarded and syphilitic patients; a woman in child- 

birth) or by the ideological thrust of the titles ("All 

life, all culture is wholly made up of reflexes... "; "The 

study of conditioned reflexes serves as the basis of mater- 

ialist understanding of the behaviour of animals and man"). 

A screening intended for the London Workers' Society conse- 

quently necessitated drastic cuts. 48 

I have yet to find any mention of the film in a bio- 

graphy of Pavlov ( Cuny, Gray, Joravsky, Vucinich) not even 

those written by erstwhile students of Pavlov in the Lenin- 

grad laboratory in which the film was made (Babkin, 

Frolov). 
49 

Pavlov himself, writing in the 1930s of his 
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studies of sleep, recognises the usefulness of film to 

clinical science, but says nothing of his earlier collab- 

oration with Pudovkin: 

It is a pity that cinematography appeared too 
late and could not be utilised by us and our 
physiological laboratories. Had it been as 
accessible then as it is now, all these phenom- 
ena could have been very easily comprehended. We 
could now demonstrate them to you in the space 
of fifteen minutes and you would leave us with 
the deep conviction that inhibition and sleep 
are one and the same process. But while inhib- 
ition is a concentrated process, hypnosis and 
sleep represent an inhibition which spreads over 
more or less vast areas. 50 

Contradictory reports are to be found in other 

sources of Pavlov's reaction to the film. Luda and Jean 

Schnitzer say that he approved the result, 51 whereas Jay 

Leyda says that he resisted the idea from the outset and 

draws a comparison with Freud's opposition to Pabst's 

stylised drama, Secrets of a Soul (1926). 52 Mariamov and 

Fefer (regular contributor to Sovetskii Ekran and 

Sovetskoe Kino on matters scientific) say that Pavlov 

took no part in the filming and that the original scenario 

was volunteered to Mezhrabpom-Rus, unsolicited, by Voskres- 

enskii (himself a follower of Pavlov). 
53 

Pudovkin says that 

Pavlov, ever cautious, was originally reluctant to co- 

operate, fearful that popularisation was tantamount to 

"vulgarisation", but that he was eventually reconciled to 

the project. 
54 Pavlov did not care for anything likely to 

disrupt the work of his laboratory or his account thereof. * 

......................................................... 

*There is in the Russian Museum in St. Petersburg a portrait 
of Academician Pavlov which shows him reading- I suspect 
that this is more than just an attributive device and that 
Pavlov was genuinely unwilling to spend time sitting, unless 
using time constructively! 
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In the preface to the first Russian edition of the Lectures, 

he records laconically a major interruption to which they 

were subject: 

Five years ago, when I was confined to my bed for 
several months on account of a serious fracture of 
the leg, I prepared a general review of all our 
investigations. Then the Revolution began. This, 
of course, distracted my attention. -Thus it 
happened that what I had prepared was never print- 
ed. 55 

Pudovkin's task on Mechanics of the Brain was rendered yet 

more difficult by the fact that in 1925-26 many of Pavlov's 

discoveries in conditioned and unconditioned reflexes were 

yet to be published and that he was therefore obliged to 

work from a collection of notes and addresses, sometimes 

incoherent or contradictory. From this experience, Pudovkin 

concludes, those engaged in the making of scientific films 

needs must be competent scientists themselves and not simply 

technicians. He praises the work of his assistants on 

Mechanics. 
56 More broadly, although physiology had been 

enormously fashionable in literary circles from the nine- 

teenth century onwards, it also seems worth noting the 

absence of a tradition popularising eminent work in the 

field and the absence, perhaps, of a readership for such a 

genre: certainly there was nothing of the type already fam- 

iliar in America (William James had published his abridged 

edition of Psychology in 1892). 57 

What I have gleaned of Pavlov's methods and principles 

elsewhere endorses Pudovkin's representaticn of the reserve 

with which Pavlov met Mechanics of the Brain. It leads one 

to suspect that Pavlov would be at least sceptical and more 

likely downright hostile to the translation of his work to 

a medium with which he was not familiar and was disposed to 
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consider with distaste. It could well be that Pavlov, the 

strict and particular physiologist, then regarded film in 

general as a trivialising medium, inappropriate to serious 

enquiry. Pavlov was wont to change his mind (and his 

theories) as new evidence presented itself in experiments: 

for instance, in the documented disputes with Bekhterev and 

in his drastic amendment of the hypothetical Hippocratic 

model originally adopted for his work in typolo 
58 

9Y" Pavlov 

chose to publish the Lectures on Conditioned Reflexes un- 

revised, close to the form in which they had been delivered, 

in order that the methodical working through of a problem 

could remain apparent: 

As a result of continued experimentation some of 
the deductions and interpretations. 

. had to be 
considerably modified. However... I intentionally 
allowed the chapters to remain as they left my 
hands... incorporating in the later lectures the 
new material-In this manner the reader is 
placed in a position to obtain a much clearer 
idea of the natural growth of the subject. 59 

The fixing of experiments on film, especially experiments as 

yet unpublished in more orthodox form, could be construed as 

presenting as conclusive and irrevocable theory that which 

in actuality was no more than work in progress. "Pavlov 

was critical of results obtained in the laboratory and of 

theories that might be forwarded regarding them", says 

Babkin; "a theory was good if it could connect facts for six 

months at least". 
60 

"It was... my habit", says Pavlov him- 

self, "to lay aside a written article in order to forget it, 

so that when I re-read it I could the better note its short- 

comings" 
61 

. 

Pavlov was always (as was Freud) keen to stress his 

concern with the normal functioning of the brain, albeit 

under laboratory conditions, and took care to eliminate ex- 
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ternal variables which might disrupt the constancy of the 

controlled model set-up: even a flake of plaster falling 

from the ceiling or a fly in the room could distract a 

dog's attention. Pavlov's laboratory (the Tower of Silence) 

was constructed with a straw-filled moat surrounding it, 

sand-pugged floors and thick windows to insulate against 

the irregularity of external noise levels. 
62 

Pudovkin and 

Golovnia found that their presence affected the conduct of 

the experiments, and for the experiments in the paediatric 

laboratory of Professor Krasnogorskii they took the pre- 

caution of building a hide. Shots remain in the final cut 

in which the child subjects look out to camera. (ill. 3. ii) 

Pudovkin, although filming actual experiments in the 

laboratory with dogs and monkeys, also contrived material 

which would serve to illustrate Pavlov's thesis as he under- 

stood it, "the general underlying principle" in accord with 

which all the material was organised. The performance of the 

sea-lion in mechanics of the Brain was, by Pudovkin's own 

account, not at all left to its own devices: 

One cannot command a beast to swim in a desired 
direction or to approach a camera; but at the 
same time its movement was exactly prescribed in 
the editing plan with which the construction of 
the whole picture was bound-up.... For the close- 
up the bait was thrown again and again until the 
sea-lion leaped onto the right place on the bank 
and made the necessary turn. Out of thirty takes 
made, three were chosen and these gave on the 
screen the desired image of continuous movement. 
This movement was not organised by direct pre- 
scription of the work required but attained by 
approximate control of advantitious elements and 
subsequent strict selection of the material 
gathered. 63 

Iezuitov and Professor Voskresenskii say that in general 

there is a danger in incorporating staged material in 

science films, as this may provoke incredulity in an aud- 
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ience which may extend to any experimental record with 

which it is associated. 
64 

Another reason for Pavlov's resistance to the in- 

itial proposal to present his work may have been the 

association intended between the bases of nervous activ- 

ity and behaviour in animals, and developmental psychol- 

ogy in humans. In the opening reel of the film an orang- 

outang and a one year old infant are shown making use of 

implements (a basic task which the syphilitic patient, 

shown in the third reel, as a consequence of progressive 

cerebral paralysis, can no longer perform). The mentally 

retarded subject is said to have a brain no more developed 

than that of a fish. Later, children are shown performing 

more complicated tasks (washing, building with bricks), then 

solving practical problems (a quoit hung on a wall cannot be 

reached by a group of children nor can it be reached from a 

table on which a child stands tiptoe holding up a long 

stick; thereupon the children decide to put a chair on the 

table and by standing on the chair the quoit is fetched 

down). Seemingly, Pavlov was satisfied that such parallels 

were thus far sound. (ill. 3. vii. c) 

Pavlov chose the dog as the main subject for experi- 

ment because he found it generally amenable; but he also 

declared the dog a useful insight into the behaviour of 

man, as a result of their historic and environmental inter- 

dependence. 65 It is left to Mikhail Bulgakov, in The Heart 

of a Dog (1925), to draw the absurdly logical conclusion 

that man and dog are potentially anatomically interchangeable 

also. 
66 Pavlov tacitly cast his work in an evolutionist 

mould, but was cautious as to undue extrapolation from his 

74 



results and, conversely, notoriously censorious of 

"anthropomorphic" terminology applied to animals in 

laboratory conditions, exacting fines from defaulting 

students. 
67 While George Bernard Shaw (amidst much carping 

at Pavlov's expense) complains of the extra-vernacular 

character of his language, better informed commentators 

identify "the refinement of methodology and scientific 

nomenclature" as a distinct contribution. "In a deliberate 

effort to avoid psychological terminology, Pavlov tied 

original labels to the concepts that he developed to org- 

anise the data obtained from his research". 
68 

Outside of 

the laboratory, Pavlov sometimes indulged himself in what 

Joravsky and Vucinich term "holistic" lapses, especially 

when enthusiastically'proclaiming the future potential of 

physiology to address the world's ills: 

... now I am deeply and irrevocably convinced that 
along this path. . . will be found the final triumph 
of the human mind over its uttermost and supreme 
problem: the knowledge of the laws and mechanism 
of human nature... Only science, exact science 
about human nature itself and the most sincere 
approach to it by aid of omnipotent scientific 
method will deliver man from his present gloom 
and will purge him of his contemporary shame in 
the sphere of interhuman relations 69 

Pavlov provocatively hypothesised that even language was no 

more than a secondary function of higher nervous activity. 

Bekhterev admonished Pavlov for this tendency to make grand- 

iose prognostications which "exact science" was hard pressed 

to warrant: 

Now the question is: do the reduction of the most 
complex biological activities to such a simple 
scheme and the supporting of this position by ex- 
patiating on why, exactly, we Russians have, under 
the influence of centuries of slavery, lost our 
volitional busyness, while the Anglo-Saxons, in 
contrast, have for a long period freely developed 
their "aim reflex"- do these afford a solution of 
the problem in the sense of explaining the given 
biological Phenomenon? It is scarcely necessary to 
point out that very little is gained in this way 
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and that the adversaries of the objective method 
in its application to the investigation of human 
personality are given a weapon. 70 

However, inside Pavlov's Tower of Silence the laboratory im- 

posed a very precise and strict discipline. Indeed, Pavlov's 

personal disaffection for popular journals and for the 

academic conference circuit, his reluctance to engage his 

scientific practice in a broader cultural context and the 

preservation of its untainted exclusivity, may have sanctif- 

ied yet further its credentials as objective authority. 
71 

Bekhterev swathed his work in a vast array of philo- 

sophical and cultural reference, seemingly subsequently 

formulating experiments to substantiate the particular 

position which he had already elected to adopt. Bekhterev's 

General Principles of Human Reflexology (1923) quotes from 

Wuridt, Freud, Bergson, Münsterberg, du Bois Raymond, 

Christiansen's Philosophie der Kunst, the philologist 

Potebnia et. al.; most often it quotes Bekhterev himself. 72 

Pavlov confines himself to the citation of other scientists, 

only where there are specific points of concordance or dis- 

agreement: for instance, he acknowledges that Thorndike's 

experiments in comparative physiology preceded his own by 

some two or three years but effectively arrived at similar 

conclusions; 
73 he criticises Kretschmer's Physik und Charak- 

ter (1921) for failing to distinguish between type and 

character and for reducing all mankind to two clinical 

pathological types (see chapter four, below); 74 
his numer- 

ous objections to Gestalt psychology include its lack of 

grounding in physiology (it has neglected, he says, to 

acquaint itself thoroughly with Helmholtz), its rejecting 

of analysis and the notion of associationism and in turn of 
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the study of behaviour in terms of stimulus-response units, 

"not that it dislikes brain mechanics or dynamics; but it 

believes the brain to work in large patterns, by 'closing 

gaps'... rather than by the operation of nerve paths linking 

this and that little centre in the brain". 75 
Bekhterev and 

Pavlov seem to characterise nicely Karl Popper's distinc- 

tion between models of deductive and inductive science, 

with Pavlov laboriously building theory from an accumulation 

of empirical evidence gathered over considerable time and 

from a great number of individual examples (see chapter one, 

above). Popper draws the distinction in order to cast doubt 

on the presumed epistemological status of inductive science 

and to suggest that, in practice, an absolute distinction 

may not hold fast- but of more immediate concern, it seems 

to me, is that Pavlov's scientific methodology and Pavlov himself 

were recognised as highly serviceable to Soviet purposes. 
76 

Whereas William James, simultaneously attempting to build a 

psychology on the foundations of natural science, openly 

confesses that "here may be no science, only hope of a sci- 

ence", "metaphysical questions leak through at every joint", 

Pavlov appears not to trouble to plug the joints but rather 

to deny the pertinence of the questions. Shaw was not alone 

in assuming that Pavlov had succeeded in eliminating the 

notion of "Soul"; Pavlov himself, in reply to such 

suggestions, pronounced that declarations of its fln. ul 

demise were somewhat premature. * Certain extreme factions 

......................................................... 

*Meierkhold wrote to Pavlov on the occasion of his 80th. 
birthday: "We congratulate you as the man who has at last 
dispensed with such a disreputable thing as the soul" and 
was duly informed "As far as the soul is concerned, we must 
wait a little while". Picon-Vallin, Vsevolod Meierhold III 
p. 148 qu. Sovetskoe iskusstvo 20th. Dec. 1933 
(I am grateful to Prof. Braun for drawing this to my atten- 
tion) 
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of the party were equally eager to leap to this same con- 

clusion: 

Our understanding of the process of cognition 
does not in the least coincide with the meaning 
that has been given to these words in all doc- 
trines, except the theory of new biology: for us 
the words knowledge and cognition signify only 
physiological reactions without any particip- 
ation of a psyche i. e. without any particip- 
ation of non-spatial phenomena. 77 

Pudovkin, in his 1925 article in ARK zhurnal 'Mon- 

tage in the science film', makes a crucial distinction 

between the procedures involved in recording experiments, 

usually intended for a professional scientific audience, 

and films made for popular consumption. To film a scient- 

ific experiment, he says, is to record not only an object 

but also a dynamic process. But only for the professional 

audience can this be translated without intervention, in 

a single unbroken sequence. 
78 The former films often re- 

quire specialist equipment and installations, he says, 

but says that such films are already being produced in 

Germany. In such films the camera performs an "invest- 

igative role". 

The camera had, since its invention, served as an 

item of scientific apparatus and its photographic prod- 

ucts had been appreciated as evidence objectively verify- 

ing scientific facts. Lisa Cartwright notes Lumiere's 

"near-lifelong commitment to medical biology, pharmacol- 

ogy and experimental physiology". 
79 Muybridge and Marey 

both published their photographic analyses of movement in 

the 1870's. Darwin's The Expression of the Emotions in 

Man and Animals (1872) reproduces photographs made by 
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Duchenne and uses engravings made from photographs, pre- 

sumably to show the location of muscles with greater pre- 

cision. Darwin praises Duchenne for his care and atten 

tion. 
80 

However, the photographic image is here a record 

of the procedure by which the supposedly typical repres- 

entation of that emotion was arrived at, rather than a 

genuine record of emotion spontaneously expressed. The 

genuineness of the expression (as it relates to a partic- 

ular emotional state) appears to be taken as given, although 

no such emotion was experienced at the time the photograph 

was taken. In Voskresenskii's terms, these photographs are 

staged. Amidst the enthusiasm for the new technique the 

distinction as to what exactly photography is being employ- 

ed to corroborate seems to me to be important and relevant 

to the use of the film Mechanics of the Brain as a record 

of Pavlov's experiments. The possibility might be suggested 

that the medium was itself selected to lend additional sci- 

entific authority to the material recorded. The notion of 

Cinema Truth volunteered by Vertov (see chapter one, above) 

seems pertinent, but, in practice, Pudovkin finds Vertov's 

directives inadequate to his purpose of constructing a co- 

herent exposition and explanation of Pavlov's work. Pudov- 

kin says that "specifically filmic means" must be found 

through which to effect the film-maker's understanding of 

his subject but that "the method of Cinema-Truth was re- 

jected" in favour of "film art's own specific procedure for 

� 
81 

interpretation: montage. 

The scientific film should not, says Pudovkin, rely 

on written material interposed between shots (as was curr- 

ent practice), nor on a spoken commentary for its intell- 
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igibility. The intertitles in Mechanics of the Brain are 

well spaced apart, usually short and single frame (with 

the exception of a longer running quotation from Pavlov), 

written in bold white type on black, frequently with esp- 

ecially significant words isolated and or underlined or 

enlarged ("unconditioned and conditioned reflexes serve as 

the basis of behaviour not only of animals but also of 

mankind"). (ill. 3. iii. c) Sometimes an image or sequence is 

repeated either side of the relevant written text in order 

to reiterate the conclusiveness of the demonstration (for 

instance, in reel one, when the elephant takes food in his 

trunk from the hand of his keeper and smartly deposits it 

in his mouth, the sequence is subsequently broken down 

into the move hand to trunk, then the intertitle, "con- 

ditioned behaviour in animals is realised by the evolution 

of the higher regions of the brain", then the move trunk 

to mouth). Some recognisably similar images or titles are 

repeated in different instances in order to amplify the 

general content: the same shot of a one year old infant is 

used alongside the orang-outang and the syphilitic. "The 

scientific film requires a strong idea around which to org- 

anise its material", says Pudovkin, "equivalent to the plot 

in a feature film". 
82 Frequently there are shots of the 

mechanical apparatus used to record the results of the ex- 

periments, as though them thereby to endorse: white-coated 

lab. technicians in their observation chamber; needles 

jigging along rotating drums of graph paper; a metronome 

ticking as the monkey negotiates a puzzle; a pressure gauge 

strapped to the arm of a feeding child. (ill. 3. i. b, c) 

Titles are used also to end sections decisively and 
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3. iii. a. 

3. iii. b. 
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3. iv. a. 

3. iv. b. 

3. iv. c. 



to extend continuity over the interruption between reels: 

"unconditioned reflexes are innate" (ends reel one); 

"what is a conditioned reflex? it's simply demonstrated 

in the digestion of animals" (begins reel two). (ill. 3. 

iii. a, b) Continuity is established between parts of an ex- 

periment taken (or staged) as separate shots by maintain- 

ing direction of movement, simulating an impression of 

itself as an unruptured demonstrative and integral whole: 

an assistant moves in mid-shot camera right to left to re- 

move a phial attached to the cheek of a dog, which has just 

been fed, harnessed in the stand; the shot is followed by 

a close-up in which a hand (similarly jacketed) moves cam- 

era right to centre to display the contents of the phial. 

Two similar phials are displayed, the assistant holding 

them against his dark jacket as background, to compare the 

quantities of saliva collected from (supposedly) two sep- 

arate experiments: on the left, the greater quantity of 

saliva collected from the response to sugar and, camera 

right, in response to bread. (3. iv. a, b, c; reel one) 

Secretion was in no way essential to the study of 

reflexes as a whole but had been selected because it offer- 

ed scope for the consistent verification of the commonest 

of conditioned reflexes and precise quantitative and qual- 

itative evaluation of stimuli employed. 
83 

Mariamov and 

Iezuitov relate that Pudovkin and his assistants from 

Kuleshov's workshop found the salivation of the dogs an 

insufficiently photogenic subject and consequently sought 

to elicit motor reactions also. This was a procedure fav- 

oured by Bekhterev and only occasionally adopted by Pavlov. 

Animated diagrams, depicting the formation of a conditioned 
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motor reflex, were prepared for Mechanics of the Brain as 

the second venture of a specialist department of Mezhrab- 

pom-Rus. 
84 (ill. 3. v; reel two) These were also used by 

Pudovkin to elucidate the chain of activity and irritation 

in the leg of a frog and of particular centres of the brain. 

(ill. 3. vi. b) Other. diagrams were used to show which areas 

of the brain in man governed speech, vision and motor activ- 

ity. (ill. 3. vi. a) "The location of the centres in man is 

similar to their location in higher animals"; after oper- 

ations, "in the case of 'Clubs' all of the left cerebral 

hemisphere is removed", "in the case of 'Jamaica' the centre 

of vision is removed", and co-ordination is lost. An intact 

dog is shown swiftly negotiating an obstacle course built 

with chairs. 

"The lens of the camera is the eye of the spectator", 

says Pudovkin, but again he distances himself from the 

claim of the 'kinoki' that material can be simply "seized 

from life": 85 

It is generally known that the essence of proper 
montage consists in correctly connecting the 
attention of the spectator. If I photograph a 
thing whole, then the spectator will perceive 
that thing in its entirety, whereas the closer I 
approach it with the camera, the more the spect- 
ator will grasp only selected details. This 
applies both to the filming of a static object 
and to the filming of a dynamic process. An ob- 
server following a demonstration guides his 
attention sometimes here, sometimes there, then 
he pursues some detail, then he occupies himself 
with the whole. As a result of which the atten- 
tive observer secures a clearly delineated im- 
pression of the thing. He will endeavour not to 
disregard any particular characteristic point 
whatever, nor will he lose sight of them whilst 
concentrating on the principal features... It 
depends on the director whether the spectator 
becomes a good or a bad observer. It is clear 
that the shifting here and there of concentration 
- corresponding to montage- is a strictly regular 
process. Such laws of observation, which are re-- 
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quired for correct understanding, must be fully 
and completely transferred onto the montage 
structure. 86 

Pudovkin uses close-ups and the closing of the iris to 

draw attention to particular points, to analyse, to summar- 

ise or draw an inference from a whole sequence: the iris 

closes around the hand feeding the potato to the elephant: 

it closes around the young boy in the swimming pool, splutt- 

ering and shutting his eyes tight against stinging splashes. 

Pudovkin uses the opening and closing of the iris in the 

labour sequence to indicate time lapses between contractions. 

(ill. 3. vii. a) 

On completing Mechanics of the Brain, Pudovkin con- 

firmed the principles which he believed fundamental to all 

film work, "the imperative for clarity and the careful 

organisation of camera work in time and space". 
87 His ass- 

ertions regarding correct planning and cutting were soon to 

be restated in his 1926 publications, The Film Scenario and 

The Film Director and Film Material. In Mechanics of the 

Brain, Pudovkin produced a montage sufficiently correct 

(that is to say, coherent, cogent, economical and unambig- 

uous) to satisfy his own purposes and also Pavlov's exact- 

ing criteria of empirical exposition. Pudovkin and Pavlov 

were embarked upon a similar project to map, to trace, to 

quantify a simple psychical process and, in Pavlov's terms, 

to claim it for physiology and physics, albeit for a physics 

which was already becoming out-moded at the time at which he 

wrote; Pavlov takes Newton for granted as much as he does 

Darwin: "Pavlov insisted", says Babkin, "that the study of 

the conditioned reflex mechanism permits one to reduce the 

problem of the activity of the central nervous system to the 
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study of space relations, something psychology is unable 

to do: 'You must be able... to point... to where the excit- 

ation process was at a given moment and where it has 

gone'. " 88 Pudovkin regards montage as an implement effect- 

ing "the psychological guidance of the spectator". Pudovkin 

holds to and constructs (where Pavlov purports to recon- 

struct) a notional space in which individual elements are 

cumulatively associated, synthesised and connected. 

Pravda reviewed Mechanics of the Brain favourably, 

finding it to accord with the usual view: 

It destroys totally the myth of the human soul. 
Without willing it, and even in spite of him- 
self, the spectator is irresistibly led to the 
only possible conclusion: the soul does not ex- 
ist, the life of the soul, its creation, its in- 
spiration- all this is nothing more than the 
higher level of a reflex. Mechanics of the Brain 
is a cultural product of great value, not on y 
for Soviet audiences but also internationally. 89 

Furthermore, in spite of Pavlov's own protestations, this is 

the meaning which Pudovkin apparently sought to convey. On 

the day on which he began work on the film, intent upon pop- 

ularising 'Pavldv's teaching on the Conditioned Reflex as 

the foundation of behaviour in Man', Pudovkin wrote: 

It is clear to everyone, how important it is to 
propagate this idea, corroborated by the material- 
ist world view, that for the present time the 
notion of 'Soul' is inevitably extinguished. 90 
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4. Types, Typage and Typologies 

An impetus towards the subdivision of the entire 

spread of society into discretely differentiated groupings 

was derived in large part from the taxonomy of nineteenth- 

century Natural History. However, even Darwin cautioned 

that the term 'species' was fundamentally "arbitrarily 

given for the sake of convenience", and that his conceptual 

model was no more than provisional. 
1 

The ideological impera- 

tive to found a vision of society on a scientifically auth-- 

orised model was made manifest in literature and the visual 

arts. The theme of 'Darwinism and Marxism' was present in 

all academic programmes of the Commissariat of Enlightenment: 

this "gave the progressive secondary school teacher the 

chance to work on the formation of a materialist world-view 

in his pupils, to inculcate scientific-atheistic views of 

the world, and to make them active transformers of nature". 
2 

In Soviet practice specifically it found equivalence in a 

determinedly politicised vision of history, embracing the 

past and the future. Plekhanov, as founding father of Russ- 

ian Marxism and himself greatly influenced by Darwin, de- 

clared the general agenda in 1898: 

At the present time, human nature can no longer 
be regarded as the final and most general cause of 
historical progress: if it is a constant, then it 
cannot explain the extremely changeable course of 
history; if it is changeable, then obviously its 
changes are themselves determinded by historical 
progress. At the present time we must regard the 
development of productive forces as the final and 
most general cause of historical progress of man- 
kind and it is these productive forces that deter- 
mine consecutive changes in the social relations 
of men... history is made by the social man, who is 
its sole "factor". 3 

In Soviet film, the impetus is systematically doubled and 

bi-focal in orientation: firstly, it concentrates essential 
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traits and attributes which tend to distinguish individual 

characters one from another; secondly, in the identification 

of particular interest groups in the audience such that 

characters can be constructed to agitational and didactic 

(and entertaining) effect. 
4 

In Storm over Asia (The Descendant of Genghis Khan), 

an old Mongolian lies dying. Prayers are offered by a lama. 

The son, Bair, is told to sell a rare and wonderful fox 

fur. This pelt, advises his father, will fetch enough money 

to keep them for the winter. The lama, catching sight of the 

fur, demands a higher price for his services, but Bair sees 

him off and in the tussle an amulet is dropped. Bair takes 

the amulet and goes to market. Bair is offered far less than 

the true price for the pelt but the American merchant, 

Hughes, insists that he accept his price, Bair becomes angry 

and a fight breaks out in which a white man is injured. In 

retaliation for the shedding of one man's blood, troops are 

despatched to pillage the native encampments and punish the 

whole population. Bair is urged to flee for his safety. "Go 

to the Russians, they are kind and strong". An intertitle 

interjects to locate the action in 1920, on the Eastern 

front between the partisans and the White Russians (supp- 

orted by American and European battalions and services). 

Bair then encounters a partisan and a soldier fighting on a 

cliff edge. The soldier falls, but Bair holds the partisan 

fast. He is thanked as a friend. Other troops are heard ad- 

vancing and Bair and the Russian needs must escape. Another 

partisan arrives, at the gallop. "What are you waiting for? " 

cries this partisan and Bair leaps behind the saddle. Bair 

is then invited into the partisans' camp. There are old and 
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young men, of various origins in the new Soviet Empire. A 

fellow Mongolian translates for Bair. Bair's eyes widen as 

he looks across at the partisan who saved him: in the depths 

of an engrossing fur coat, a child is being suckled. Bair 

had not realised that Daria, his saviour, was a woman. An- 

other woman, with plaited braids, also with a young child, 

is shown sharing in the group's amusement at Bair's surprise. 

The Russian is now brought in on his death bier. He, the 

commander of the group, calmly and stoically utters his 

final words. "Listen to Moscow", translates the Mongolian, 

"that's where Lenin lives", he explains. "Moscow. .. Lenin" 

are to become Bair's talisman in place of the monk's amulet 

which he carries. The sequence ends with a held shot of a 

primed gun mounted silhouetted against sky and a distant 

longshot of the Kremlin against a setting sun. 

Although they are all applied to a common purpose, 

there are a number of typological strategies at work in this 

sequence and in Storm over Asia as a whole. Typification is 

used as a means of registering a wide sweep of individuals 

and activities. Broadly speaking, inclusivity of range is a 

defining function of realism in art, as is extensivity in 

its historical context: realism is defined in the perceived 

extension of preceding conventional limits. For instance, 

Raymond Williams, like Lukäcs before him, claimed the enum- 

eration of social types in Shakespeare to be an historically 

significant tendency 5In Soviet films of the 1920's, the 

representation of characters is often adopted from (or at 

least shared with) reputable and approved novels, from Gogol 

or Gorki for instance. My Universities gives a description 

which befits Bair: "His head was shaven Tartar fashion and 
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he seemed to be tightly sewn up in his grey Cossack jacket 

which was hooked right up to his chin". 
6 

Pudovkin's Mother 

inherits from the Gorki original a range of typical individ- 

uals amongst the activists: intellectuals, well-bred young 

women (with portfolio), peasants of Good Soul. 7 
The typol- 

ogical model was authorised not only for representation to 

the native audience, it was also the chosen form of address 

of the nascent Soviet republic when represented abroad. In 

1918, the delegation sent to peace talks in Brest Litovsk 

contained several Russians, an Armenian, two Jews, a woman 

revolutionary, an old soldier and a rough-hewn worker. "To 

complete the sociological mosaic of the worker-peasant state, 

they picked up on their way to the station in Petrograd a 

peasant from the streets and pressed him into service as the 

embodiment of the People". 
8 

Political posters of the 1920's 

and early 1930's similarly show a range of types. (ill. 4. i) 

Judith Mayne has rightly observed the importance of 

'the Woman Question' to the Soviets as an aspect of social 

egalitarianism and draws attention to the new equality in- 

stituted in state benefits, rights in marriage and educ- 

ation. She construes the representation of women in Soviet 
9 

films as 'problematical'. The social enfranchising of wo- 

men is in some sense shown to have been earned by their 

active part in the revolutionary struggle, as is demon- 

strated in such figures as the shop-girl in New Babylon, 

Daria in storm over Asia and the Red partisan in Protazan- 

ov's The Forty-First. This acknowledgement in film was pre- 

dated by the appearance of "the new Soviet woman" in period- 

icals, in the guise of "nurse, political leader in the army, 

even as combat soldier": 
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She was modest, firm, dedicated, sympathetic, 
courageous, bold, hard-working, energetic and 
often young, gave no thought to her personal 
welfare and could leave her children, although 
with regret, if she was needed at the front; she 
could put up with physical hardship, face combat 
and torture if captured and even endure death, 
believing that her sacrifice had contributed to 
the building of a better world. 10 

These films and periodicals also engage with campaigns for 

the further politicisation of women, but as women fighting 

for society rather than on issues exclusively of interest to 

women. Figures such as Daria were in some measure drawn from 

life, but more significantly were intended as an inspiration- 

al ideal for proletarian women, whom the Party leaders be- 

lieved to be inherently conservative. 

The Party leaders insisted that agitation among 
women must do nothing to rouse "feminist" attit- 
udes, which meant that such agitation must emphas- 
ise women's responsibilities to the "general rev- 
olutionary cause"... women were to be persuaded to 
work for the good of all and to pursue their own 
special interests only to advance the revolution. 

11 
The model is aspirational and utopian. True, these figures 

can be deemed to represent more of an idealised archetype 

than a statistical mean or abstract average, but I think 

that Mayne's complaint that none of these women are "real 

flesh and blood" fails to acknowledge the stylistic conven- 

tions which govern the representation of all the individual 

types in these films. I think also that she posits a notion 

of spectatorship which consists in matching a particular 

individual character against the vagaries of personal ex- 

perience: mis-match finds the characters defaulting. Such 

a notion is itself not unproblematical. The mass address of 

early Soviet films is formed inclusively in the accumulation 

of a number of distinct characters rather than in an attempt 

to construct an holistic amalgam concurring with and infall- 
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ibly reproducing a full encounter with a living individual 

in everyday life, nor, as Eisenstein asserted, in an attempt 

to construct "the objective co-ordination of sign and ess- 

ence". Nevertheless, such criticisms were equally levelled 

by contemporaneous Soviet audiences and the conventions of 

representation shifted accordingly. The effect of the sign 

upon the audience is prioritised over its verisimilitude. 

Conversely, Storm over Asia attaches itself firmly to 

the reality of everyday experience in its capacity as an an- 

thropological and environmental document. Like Vertov's 

earlier One Sixth of the World or later Three Songs for 

Lenin, Storm serves to demonstrate to its Soviet viewers the 

geographical extent of the Soviet empire and its ethnic in- 

clusivity. It was not merely a matter of a correspondent 

submitting copy from "the far flung outskirts" to the centre: 

films were carried by train, boat and camel into the regions 

in an attempt to reach as wide an audience as possible. The 

journals and contemporary commentators report the activities 

of regional studios and of Russian companies in the regions: 

Goskino and Mezhrabpom-Rus' both made films in the Caucasus, 

Proletkino in Turkestan; there were studios in the Ukraine, 

in Georgia, in Uzbekistan and Tatkino made films with Tartar 

subtitles; ARK zhurnal 1 discusses the activities of Bukh- 

kino. One Sixth and Shub's The Fall of the Romanovs had 

shown Caucasians, Arabs, Negroes and Asiatics. 12 The distrib- 

ution of films throughout the Union was especially important 

given that, as late as 1927, more than 98% of the peasantry 

was still living on small holdings, and amongst the peasant- 

ry especially, illiteracy was common. 
13 
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Part of the appeal of Storm's scenario for Pudovkin 

and Golovnia was in the opportunity it presented to work 

away from the constraints of the studio, working with liv- 

ing material on location, recording the exotic landscape 

and culture of the Buriat-Mongolian Republic. Indeed, 

avant-garde and purist critics censured them for being en- 

tirely enthralled by their subject matter and indulgent to- 

wards its aesthetic and decorative (and commercial) possib- 

ilities. (see chapter two, above) 
14 

Others, more sympathetic 

and tolerant, perhaps, have said that this film suited Pud- 

ovkin's temperament well. 
15 Certainly, the original copy of 

the film includes considerably more peripheral, establish- 

ing travelogue footage of the Mongolians at market than 

survives in the later version, showing sword dancers and 

acrobats, different market stalls and Mongolians jostling 

with one another to see and hear a record player. Equally, 

the technical difficulties of filming in these conditions 

(like those of Flaherty's pioneering expeditions into the 

North) are logged in the manner of an explorer overcoming 

an obstacle to his path. (ill. 4. ii). Golovnia recalls: 

The feast of Tzai did not exist in the original 
scenario any more than the other scenes which 
resulted from our contacts with the actual life 
of the monasteries, which still existed there at 
that time and made a great impression upon us.... 
The feast of Tzai is always celebrated on a cer- 
tain date. At Achirov's request the Bog Do Lama 

... agreed to bring forward the date of the fest- 
ival especially so that we could film it. But the 
performance of the ceremony could not be modified: 
the ritual had to be strictly followed, independ- 
ent'of the requirements of the filming. They paid 
absolutely no attention to us and of course there 
could be no retakes. I was just shown the plan of 
the ceremony in advance- what people would dance 
when, where etc.... Unhappily at this time there 
were no hand cameras. In order to shoot all this I 
had a harness which held the camera on my chest. 
It was an old Debrie; and the motor gave up the 
ghost at once so I had to operate it manually, 
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1. Le Parvo Modele L 
2. Debrie, Andre 
3. Paris 35 mm 

AC R 603 
F Debrie 015 FK 

4. Herstellungsjahr ab 1922 
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35 mm 
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10. Bildfrequenzen HK 1U1B + 1U8B 
11. Verschluß umlaufend, SBV 
12. Zählwerk Feet 0- 999, Bilder 0 -º 999, mechanisch 
13. Objektive Cook Speed Panchro 1: 2/50 mm FOC WO Debrie BAJ 

14. Sucher FOCAF + FOCAM zuschaltbar, NSU 
15. Belichtungsmesser 
16. Anschlüsse E-Motor, Kompendium, Filterhalter 
17. Zusatzmöglichkeiten Tachometer 0-24 B, Wasserwaage, Masken 

Besonderheiten 
18. Maße (BxLxH), Gewicht 14,7 (26) x 27,3 (52) x 19,5 (22) - 10,5 kg 
19. Form, Dekor Metallgehäuse, TW schwarz lackiert 
20. Anmerkungen 
21. Referenz DFMF-D 
22. Literatur KAT Debrie 1936/11 

Coissac: Histoire du Cinematographe, Paris 1925/488 
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turning the handle and all the time running right 
and left, 5,000 metres of film. 16 

The recording of Mongolian culture was not a self- 

sufficient enterprise, in spite of appearances. It roots 

Bair in a particular environment and social organisation 

and serves to amplify a larger theme. Diversity and exten- 

siveness are employed to demonstrate a transcendent humanism 

of body and spirit and to identify this with a specific 

ideology. "All the emotions which we revolutionists, at the 

present time, feel apprehensive of naming", says Trotski in 

1924, "such as disinterested friendship, love for ones 

neighbour, sympathy, will be the mighty ringing chords of 

socialist poetry� 
17 Fraternal love is similarly represented 

by Gorki and Lunacharski, in quasi cultist terms as a putat- 

ive substitute for religion: "We will kindle a new sun... a 

new life comes into being born of the children's love for 

the entire world". 
18 "Take my hat, my mittens" say Bair's 

fellow trappers as he bids them farewell. Bair's help is 

offered to the partisan fighting the soldier on the basis of 

an enemy's enemy being a friend. Bair warms to the partisans 

because they likewise show him familiar kindness: this is a 

human transaction which transcends the barriers of language. 

In contrast, an inhumane exchange is demanded by the repres- 

entatives of an oppositional ideology, the occupying forces. 

Want of humanity is indicated in the unequal exchange of 

blood- the shedding of one white man's blood demands an in- 

ordinate forfeit, a reparation of enormous suffering on the 

part of the native population (in seizing their cattle, a 

li. vliehood is denied them). Blood is discriminately valued 

in the discussion between the white doctor and nurse: "a 
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white man's blood for him? ", queries the nurse attending to 

Bair, the wounded Mongolian trapper; "He has to live", 

replies the doctor, referring to Bair, the prince of ancient 

lineage. 

In spite of the overlaying of different typological 

strategies in Storm over Asia, these remain clearly organ- 

ised and correctly prioritised. Class type is favoured over 

national type in the identification of characters' interests. 

A distinction is made between the British foot-soldiers and 

their commanding officers. Decking out the mess-hall with 

flags and tassels in readiness for the treaty-signing, 

Ronald complains: "What's all the fuss about? "; "It's for 

that prince they nearly shot", says his fellow rustic. Osip 

Brik, Pudovkin's scenarist, says that the episode of Bair's 

execution is drawn out as a matter of dramatic necessity 

(critics said that it was drawn out too long). * It is inter- 

cut with the parallel action of the deciphering of the amul- 

et fragment, such that the discovery of Bair's supposed 

identity and the moment of his supposed execution occur to- 

gether. 
19 

However, the suspense is not used gratuitously, 

merely to tantalise the audience. The episode is crucial to 

Pudovkin's thematic purpose. Grudgingly, Ronald goes out to 

perform the command to execute Bair. He procrastinates, slow- 

ly putting on his jacket, then his coat, then turning up the 

coat collar. Another soldier hides behind a penny magazine: 

he wants no part in this affair either. Ronald dithers over 

selecting a rifle, then decides to take a pistol too. On the 

*again, some of the stage business involving a puddle and 
gaiters (Ronald after the supposed shooting) and boots and 
planks (officers crossing puddles) is cut from the 1948 
version 
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way, he makes a detour around the edge of a large puddle, 

which Bair splashes through the middle of regardless. He 

then finds further ploys to postpone the shooting, filling 

a pipe for himself. Then he laboriously tears off a strip 

of paper and rolls a cigarette for Bair from his own pouch. 

He moves to untie Bair's hands, so that he can smoke it. 

But this is no routine enactment of a prisoner's "one last 

request": Bair serenely, graciously, declines to smoke, he 

is already resigned to his fate. Ronald is angered, I would 

suggest, less by the rejection of a gift kindly intended 

than by Bair's dispassionate disengagement from the situ- 

ation; in refusing to save himself, even momentarily, Bair 

equally denies Ronald a momentary stay of execution from 

the task he dreads to perform. Bair is not complicit in the 

act of vengeance. The refusal of the comradely offer of the 

cigarette, albeit benignly intended, tacitly witholds from 

Ronald any easing of his own conscience. 

A similar distinction is made between the Mongolian 

priests and the tribesmen who call upon their services. 

While the tribesmen may be held to be the innocent victims 

of superstition, their fears are deviously preyed upon by 

the priest at the old man's bedside: "the gods demand a 

great sacrifice", he says. As he sways with the incantation 

of the prayers, his eyes flash open at the mention of the 

valuable fur, suggesting that his mind is really occupied 

with more wordly concerns and that his religion is sham. 

Hughes is similarly not to be trusted: the trappers bite 

the coins he throws to them to test and value their metal. 

Mercantile, ecclesiastic and military interests are shown 

to be in cahoots with one another in their exploitation and 
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oppression of the Mongolians. 

In 1922, a decree had been passed through the Commiss- 

ariat for Enlightenment requiring the screening of "films of 

specific propaganda content" alongside the entertainment 

pictures, intended for amusement and income. Films "from the 

life of Peoples of All Countries" were to include, it was 

suggested, such material as the colonial policy of England 

in India. 20 It is significant that in a film of 1928 the 

opposition is identified with imperialism (however insid- 

ious), feudalism and the intervention of foreign capital. No 

claim is made on behalf of the foreign army for support dur- 

ing the Civil War for the restoration of Tsarism. 21 Equally, 

it is historically significant that the focus of Storm over 

Asia should be symbolically centred on Moscow, indeed the 

death of the partisan leader and the held silhouetted shot 

of the Kremlin against a blaze of light is a structurally 

pivotal point in the film. Marx had indicated that communist 

revolution would occur worldwide. Informed by the Soviet ex- 

perience, and the absence of revolution elsewhere, Lenin's 

revisions to this proposition in the early 1920's (there- 

after adopted by Stalin) suggested that Communism was immFýd- 

iately possible or necessary within this single state. Under 

these circumstances, I would suggest, the appeal of Storm 

over Asia to foreign audiences is less an urge towards uni- 

versal uprising and more a summons for support for the only 

state in which a revolution had been magnificently achieved. 

it is intent upon self-preservation in the face of conspir- 

acy abroad. It is also an answer to fears on the part of 

individual nationalities of aggressive Russification. There 

is an open invitation to honour Bair's talisman, "Lenin... 
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Moscow-go to the Russians, they are good and strong". In 

spite of the reach of the film to represent the periphery of 

the union ("far flung on the outskirts... ") the partisans' 

attention is centralised. 

Films of the earlier 1920's tended to use static types 

to represent character, these sometimes adopted from visual 

forms suited to a broad " and general and immediate add- 

ress, for instance posters, chap-books and street festivals. 

(ill. 4. iii) The depiction of Kerensky in October and The End 

of St. Petersburg as vain and foppish, the darling of the 

bourgeoisie applauding him from the gallery, is predated by 

similar representations in Evreinov's Storming of the Winter 

Palace (1920), the verses of Maiakovskii and elsewhere. 22 

(see chapter six, below) In November 1918, Meierkhold had 

staged Maiakovskii's spectacular Mystery Bouffe, in which a 

world is divided into two camps, workers and non-workers. 

Maiakovskii did not depict more than a single interest in 

each camp, and the bourgeoisie was identified with tsarism. 

When the bourgeois opt for a republic it is of no effect 

for the workers: "the republic is the same old tsar, just 

with a hundred mouths". 
23 

Such types are especially clearly 

rendered in the puppet animations of Ptushko and Medvedkin 

and in Vertov's graphic animation Soviet Toys (1924). 
24 

In Mother and The End of_St. Petersburg the lorgnette is a 

typical attribute of bourgeois women; in New Babylon (1929) 

the capitalist is denoted by the typical attribute of a 

shiny top-hat. (ill. 4. iv) It adopts the atmosphere of a 

carnival by placing its principal figures close to the cam- 

era with a dancing, swirling throng as a backdrop. Trauberg 

and Kozintsev researched Daumier's caricatures for their 
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presentation of the Paris commune and Pudovkin's portrayal 

in this film of a Polish nobleman seems to owe much to Civil 

War propaganda and such agit performances as The Trial of 

Wrangel (1919). 25 However, while the oppositional types are 

flatly portrayed in poster fashion, meanwhile the character 

of the shop-girl at the centre of the story changes with the 

growing awareness of her responsibilities to her class. Once 

a timorous, set-upon creature, like Bair, a political naif, 

she is later seen armed and mounting the barricade, like 

Daria, an active partisan. The bourgeois and aristocratic 

types serve merely as functionaries to the incidental artic- 

ulation of this process. Indeed, their obligation to behave 

according to type, apparently oblivious and uncomprehending 

of the historic necessity which threatens to shatter their 

false security, is itself used as an object for satiric 

comment: they select a site for a fete-champetre overlooking 

the city, affording a good prospect of the fire-works below; 

like the factory owner in Mother and the gallery in The End 

of St. Petersbur , they are removed from the fray, decadently 

indulgent and blissfully ignorant of their impending extinc- 

tion. 

. 
In Storm over Asia the opposition is similarly shown 

to be ignorant but here the commentary is, I would suggest, 

more subtle, more ironic than satiric and is effected within 

the enactment of the narrative rather than presumed in the 

audience's ready recognition of familiar types. The oppos- 

ition, priestly and secular, is shown to be arrogant in its 

belief that it can manipulate Bair to its own ends. Although 

parallel cutting draws comparisons between the superficial 

gloss of both systems (the preening of the envoy and his con- 
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sort; the dressing and polishing of the temple) the pomp 

and circumstance is equally undercut by the child-god, the 

medium of the protective deities (after all, really a child 

and less of a god) laughing at the expense of the British 

officer as he bows his shiny bald pate. * It is suggested 

that the proposed alliance of the priestly and secular in-- 

terests is prompted by mutual self-interest rather than 

by understanding: the irony of a British officer pinning 

militaristic medals on the robes of pacifist Buddhist monks 

passes unacknowledged by either party. The society women are 

ignorant of the true majesty and power of the tribal inherit- 

ance borne by Bair (actual and imagined), insulting its dig- 

nity by passing comment on the ceremonial robes as though he 

were a figure merely affected to delight the eye. The sense 

of something at work more ponderous than broad satire is, I 

*see I. M. /B. F. I. /S. M. item 4: notes to London Film Society 
35th. season programme. "The titling [in Storm over Asia] 
follows closely that of the Russian version; it is customary, 
in most title lists to identify the soldiers shown in Brit- 
ish uniforms as Russian Whites (counter-revolutionary forces 
equipped with old uniforms); it is obvious, however, from 
the Russian titles in relation to the Colonel, referring to 
'imperial necessity' etc. that the theme of the picture can- 
not credibly be interpreted in this sense". Also see item 7a, 
reply to I. M. 's query re films dealing with the Russian Rev- 
olution: minutes of exception issued by BBFC for Storm: "We 
think that the conduct of the British troops wearing British 
uniforms is such as to make this film unsuitable for exhib- 
ition in this country"; "this film was produced to satirise 
the exploitation of undeveloped peoples". The NFTVA copy of 
this film includes introductory titling and shots not given 
in Brik's scenario nor the list in Sobranie Sochinenii, app- 
arently intended to displace attention to American interests 
in the area: for instance, a c/u of a dollar--bill which 
Hughes gives to the messenger who reports Bair's arrival at 
market; a c/u of a magazine article, "ROMANTIC DISCOVERY- 
this young Mongolian Prince, who was discovered by our troop 
troops living as a shepherd in the hills is heir to the 
great conqueror Genghis Khan. He is shortly to be proclaimed 
Emperor of All the Mongolians. He is strikingly handsome and 
we predict that he will soon set hearts a-flutter across the 
Atlantic" 
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think, abetted by Bair's own sclerotic passivity. Whereas 

one feels encouraged to laugh spontaneously with Bair at 

his ingenuous surprise in discovering Daria, one feels in 

the mounting tension that the later jokes are misplaced and 

at his expense. 

In the fuzzy mythology of the late twentieth century, Genghis 

Khan is surely a by-word in the West for absolute autocratic rule 

and ruthless barbarity. It seems worth indicating altern- 

ative representations which suggest that this is not an im- 

age universally nor historically consistently sustained. At 

different times and under different circumstances the image 

has been constructed otherwise. In the context of Storm over 

Asia how, one may ask, does the Tartar become yoked to a 

distinctively optimistic 

future? How did Bair the 

in the new art described 

imism, with scepticism ai 

collapse... filled with a 

and celebratory Soviet view of the 

Mongolian figure for his audience 

by Trotski, "incompatible with pess- 

zd with all other forms of spiritual 

limitless creative faith... "? 26 

in popular literature and song before the Revolution, 

says Jeffrey Brooks, the Tartars were unflatteringly present- 

ed as the most dangerous and terrible of peoples within the 

empire, typically described in Suvorov's history of the 

Russian Empire: "Out of the Asiatic steppe there surged into 

Russia the Tartars... These people were terrible; they were 

ferocious in appearance and pitied no-one. Neither rivers 

nor mountains nor dark forests could stop them". 
27 

The pre- 

vailing myth is attributed by Charles Halperin to the West- 

ernising of Russia initiated by Peter the Great. This "in- 
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troduced European feelings of superiority into eighteenth- 

century Russian historiography and racist and colonialist 

ideologies into nineteenth-century Russian historical writ- 

ings. Imperial Russian policy towards minorities at the turn 

of the twentieth century engendered rabid chauvinism". 28 The 

suggestion that 'twas not ever thus and that a positive view 

of the Khans could be construed as the retrieval of a pre- 

Tsarist historiography is borne out by the account in Marco 

Polo's The Travels. This refers to the founder of the Mongol- 

ian Empire as the "good Chingiz Khan", the first to hold 

lordship and to conquer half the world, "a brave and prudent 

ruler", tolerant of all religions: * 

Now it happened in the year of Christ's incarna- 
tion 1187 that the Tartars chose a king to reign 
over them whose name in their language was Chingiz 
Khan, a man of great ability and wisdom, a gifted 
orator and a brilliant soldier. After his election, 
all the Tartars in the world,, dispersed as they 
were among various foreign countries, came to him 
and acknowledged his sovereignty. And he exercised 
it well and honourably, so that he was loved and 
honoured not as a lord but as a god... The number 
of Tartars who rallied round him was past belief. 
When Chingiz Khan saw what a following he had, he 
equipped them with bows and their other customary 
weapons and embarked on a career of conquest. And 
I assure you that they conquered no less than 
eight provinces. And this was quite natural; for 
at that time the lands and provinces in these 
parts were either ruled by popular government or 
each had its own king and lord so that lacking 
mutual union they could not individually resist 
such a multitude. He did not harm the inhabitants 
or despoil them of their goods, but led them along 
with him to conquer other nations-And those he 
had conquered, when they saw his good government 
and gracious bearing, asked nothing better than to 
join his following. 29 

*the exhibition 'Heights of the Heavens' at the Pitt Rivers 
Museum oxford, 1994, included material which (happily) supp- 
orts my argument, documenting the post-glasnost and pere- 
stroika revival of Genghis Khan: for instance, the new monu- 
ment in Delgerhann, Mongolia; witness also the appeal of a 
millionaire chess-champion to the ascendancy of the Khans as 
a means of promoting his political career (Radio 4, From our 
own Corres2ondent and BBC 2, Correspondent, February 1996) 
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Halperin suggests further that Mongolian rule exerted 

less impact on the Russian peasantry than on the aristocracy, 

pressed into slavery. he suggests that it was no worse than 

life under the warring princely factions who seized power 

after the disintegration of the empire. I should like to 

suggest that the film Storm over Asia engages with the re- 

visionism of contemporaneous Eurasianist intellectuals, att- 

empting to counter the prejudices of their Petrine precurs-. 

ors. 
30 Dmitri and Vladimir Shlapentokh say that the advoc- 

ates of Eurasianism praised Genghis Khan as the founder of 

the great Eurasian empire, which, in their view, preceded 

Imperial Russia and the U. S. S. R.. The great Khan was extoll- 

ed for his opposition to the West and his antipathy towards 

individualism and the idea of private property. 
31 

In Storm over Asia (The Descendant of Genghis Khan), 

the potency of the myth is acknowledged both in the behav- 

iour of characters in the film and in its address: the 

British generals believe that they will be able to secure 

suzerainty and legitimise their power over the people 

through the authority of the Khan's lineage, in the individ- 

ual agency of a puppet over whom they hold mastery. Bair, 

however, is not so much a false Khan as the true avenger of 

this affront to his people. Similar exemplary figures were 

adopted by Mardzhanov's Zakon i Dolg (1927), which tells of 

attempted British colonial expansion in the Caucasus, by 

Tarich's Bulat_Batyr (1928), which celebrates the martyrdom 

of a Tartar leader who aided peasants in their revolt 

against Tsarina Catherine II, and Mikhin's Abrek Zaur (dis- 

cussed in Sovetskii Ekran 6). The final heroic frames of 

Storm show Bair multiplied many times over, a veritable Mon- 
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golian horde charging across the steppes. * Bair as a type 

representative of his people is shown as a "world historical 

individual" equivalent in his seizure of the force of the 

moment to the Great Khan himself. Storm uses popular myth- 

ology to promote an anti-popularist historical type, Plekh- 

anov's type of "social man... who makes history". 

The translation of a raping and pillaging brigand into 

a positive figure of the revolution is not without precedent 

and parallel in Soviet popular culture. Stenka Razin was 

similarly a rebel chief famous in folk-lore and song and 

familiar in'lubok'illustrations. He was the subject of one 

of the most successful pre--revolutionary films (made by Rom- 

ash kov in 1908), appeared in a ballet by Aleksandr Gorski, 

a Kashenski verse-play and numerous mass spectacles staged 

in the years following the revolution. 32 According to Jay 

Leyda a scenario about Stenka Razin was prepared by no less 

a luminary than Maxim Gorki, intended for direction by Prot- 

azanov in 1927.33 Jeffrey Brooks gives examples from Russian 

'byliny' of other bandits, heroes "whose adventures conform. - 

ed both to the peasants' long struggle for freedom and to a 

traditional view of man's helplessness before the forces of 

whimsical nature". Popular serials told the stories of the 

bandits Churkin, Anton Krechet and Buslaevich. 34 

Equally, one might find mythical sources for Bair in 

the dual cults of Russian Tsardom: firstly, passively, as a 

passion bearer imitating the holy suffering of Christ; sec- 

ondly, actively, as a warrior prince (a portent of Eisen- 

*Brik thought this image, cited by Montagu as an attempt at 
"a pictorial resolution of a metaphor", overly cinematic; it 

was not in his scenario for the film. 
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stein's Alexander Nevski)35 Here again, Brooks remarks upon 

other instances of such a paradoxical conjunction: "Bandits 

were also identified in apocalyptic dreams with the myth of 

the redeemer tsar who would regain his rightful place on the 

throne and bring justice and freedom". 36 The assimilation of 

such superficially antithetical myths into Soviet narrat4vrs 

served to lend popular credence and authority. Lunacharski, 

Commissar for Enlightenment, seemingly sanctioned such opp- 

ortunistic translations of Christian imagery in his Religion 

and Socialism (1908). Similarly, Mother, both the Pudovkin 

film and the Gorki original, adopt Marian myths from Russian 

folk belief (the mother who lays down her life), just as 

certainly as Christianity had borrowed from preceding pagan 

rituals and practices; 
37Vertov's Soviet Toys pictures the 

Red Army as a Madonna in Misericorda. 

Both Valeri Inkizhinov (who plays Bair) and his father 

(who plays the father of Bair) have faces in which their 

ethnic origins are readily recognisable. 
38(ill. 

4. v) Indeed, 

Golovnia says that they were members of a tribe neighbouring 

the Buriat territory in which the filming took place: "the 

land of his fathers and his fathers and his fathers' fathers", 

reads a subtitle. Their features represent an appreciable 

mean value; they are cast for verisimilitude, but the plast- 

ic value of their distinguishing features (broad forehead, 

wide-set almond eyes, high cheekbones) are enhanced and em- 

phasised with make-up and lighting. (see chapter six, below) 

In later life, the younger Inkizhinov was cast indiscrimin- 

ately in a range of Asiatic roles. 
39 

There is a tendency in 

literature also towards the assiduous and detailed descrip- 

tion of typical ethnic physiognomy. A Ukrainian is numbered 
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amongst Pavel's comrades in Mother: 

The stranger leisurely removed his short fur jack-- 
et... His head was perfectly round and close-cropp- 
ed, his face shaven except for a thin moustache. 
the ends of which pointed downward-his eyes 
large, grey, transparent, protuberant... In the en- 
tire angular, stooping figure, with its thin legs, 
there was something comical, yet winning. He was 
dressed in a blue shirt and dark loose trousers 
thrust into his boots. 40 

Before the Revolution, there had been photographic catal- 

ogues compiled of various ethnic types in the empire and 

their respective habitats, some overtly decorative in intent 

(for instance, Bukhar's Album of Views and Types of the 

Orenburg Region, 1872) others more strictly scientific (for 

instance, Kostenkov's The Kalmuck Steppe and its Inhabitants, 

1860). 
41(ill. 4. vi) In the fine and applied arts, at the turn 

of the century, there was a fashion for the itemising of var- 

ious regional differences in physiognomy and costume. * How- 

ever, this sort of appropriate casting according to ethnic 

type, as practicised by Pudovkin in Storm over Asia, should 

not be confused with the term 'typage' as used by Eisenstein, 

even though Eisenstein himself has contributed to the con- 

fusion by using the term variously on different occasions 

and has since been subjected to further re-interpretations. 

Eisenstein was aware of the distinction and duly commented 

on Pudovkin's idiosyncratic casting of Inkizhinov: 

Pudovkin works with actors: that is one point on 
which our views differ. He is doing something very 
interesting: he is looking for something between a 
professional actor and the people that I use in my 
films. He takes an actor like Inkizhinov and uses 
him once as if he were not an actor. He lets him 
play a role that corresponds to his temperament 
and his natural calling. He is thus at the same 
time an actor and a real person: but such coincid- 

". ". ".. """........... .I....... "". "........... ".... """... 

*I am thinking here of paintings and such examples as the 
series of ceramic portraits in the Tretiakov gallery, Moscow 
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ences are rare and that is why Pudovkin almost al- 
ways uses each actor in only one film. 42 

The question of typage, variously understood, as that 

of the actor versus the non-actor, was commonly and vigor- 

ously debated in the film journals. 43(see 
chapter five, be- 

low), (i1l. 4. vii) Jay Leyda's note to 'Form and Content: 

Practice' says that "typage, as a term and as a method, 

might be defined as 'type-casting' of non-actors". 
44 Such a 

practice had an ancient pedigree in the theatre for the 

casting of rustic or secondary characters according to 

facial physiognomy: in this tradition, Pudovkin and his 

assistant, Doller, cast non-professionals to play the 

prison guard and the 'babushki' mourning the death of 

Vlasov in Mother. (ill. 4. viii) Such casting presumes upon a 

received notion of propriety, an abstracted average type to 

which a living human being is found to correspond naturally 

as closely as possible. This is casting for a socially amen- 

able, plausible representation of everyday life. Whilst Pud- 

ovkin held with this requirement for surface realism, he 

found that non-actors did not generally suit his working 

method: contrary to the citations in some editions of Pudov- 

kin's writings, Inkizhinov, like most of his performers, was 

a professional, previously for eight years tutor in bio- 

mechanics in Meierkhold's workshop. 
45 Even the prison 

guard in Mother! presented problems. Pudovkin's 

account is reminiscent of the difficulties of working with 

children and animals for Mechanics of the Brain. He also 

found that actors in conjunction with non-actors did not pro- 

duce a satisfactory effect on film: 

... as soon as I began to work with non-actors I 
immediately discovered that they are faced with a 
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number of difficulties which threaten to destroy 
the precious truth of their behaviour. The un- 
usual surroundings, the conventional demands made 
by the producer, the presence of the camera- all 
this puts off and creates a stiffness which they 
have to be helped to overcome. Here I discovered 
the decisive importance, in getting a man to be- 
have unselfconsciously, of a simple physical task 
which completely absorbs his attention and thus 
frees him from stiffness. It is particularly im- 
portant to make him believe in the reality of the 
task he is set... 
I was taking a 'type' in the part of a soldier on 
guard at the cell where the meeting of mother and 
son takes place. Beside the soldier I set a plate 
with remains of food in which a black beetle was 
stuck. I had thought at first that the juxtapos- 
ition of the vacant face of the soldier, of Batal- 
ov behind the bars, and of the unfortunate black 
beetle hopelessly caught in the mess of porridge 
would give a certain symbolic emphasis to the gen- 
eral atmosphere of the scene. But the figure of 
the soldier taken simply as a symbol would not 
merge with the truth of the scene. In order to en- 
liven the static figure of the sentry, I suggested 
to the non-actor chosen for the part that he 
should push the black beetle into the porridge. He 
became extremely interested in this task and per- 
formed it very naturally. The result was most 
successful. Not only did the soldier come alive, 
but the very stupidity written on his face was 
transformed into action. 46 

Conversely, Baranovskaia says that the 'babushki' in Mother 

were successful simply because they were required to do no 

more than be themselves, to sit "vacant-faced"; the middling 

actresses from central casting whom Doller had auditioned 

initially tended to act too strenuously, wringing their 

hands and so forth, and quite stole the show. 
47 

Eisenstein's method, in contrast, persuaded him that 

he could use non--actors in major roles, even to play the 

character of a real human being who had actually existed. He 

duly cast a non-actor who looked like Lenin to play the lead 

in Oc ?' (1927). Critical and popular opinion judged the 

performance a failure: "I... protest in every possible way", 

wrote Maiakovskii, "against the portrayal of Lenin by various 
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similar-looking Nikandrovs. It is disgusting to watch someone 

striking attitudes like Lenin's and making similar body 

movements when... behind all this exterior, you can sense 

complete emptiness, a complete absence of thought... Nikan- 

drov is not like Lenin but like all the statues of him". 48 

Eisenstein's notion of typage in 'Through Theatre to 

Cinema', 1934, also refers to a highly conventionalised 

theatrical tradition, but which equally employs audience ex- 

pectations of a character instantly called forth by his or 
49 

her appearance. Such, for instance, were the seven stock 

types of Commedia dell'Arte validated on stage by their ref- 

erence to and interaction with one another. In the conven- 

tions of Commedia, the mask adopted by an actor at the out- 

set pre-supposes and prescribes a particular range of actions. 

In this these types are static. Eisenstein applies a similar 

set of conventional associations in the zoomorphic caricat- 

ures in The Strike: monkey, bulldog, fox, owl. Eisenstein 

makes no claim for a direct equivalence in the everyday. 

These figures are introduced "to create first and foremost 

an impression, the subjective impression of an observer, not 

the objective co-ordination of sign and essence actually 
50 

comprising character� Here, he casts for effect on his 

audience and not necessarily for empirical verisimilitude, 

he relies more on the immediate outward appearance than a 

process of performance and volunteers a distinction between 

type and character and personality. 

These conventions use distortions of the natural world. 

"Why is it that all the world's lovers are curly-haired", 

railed Stanislavski, urging the actor to beware of 
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'stencils'. 
51 The conflation of attributes or worth with 

physical appearance seems legitimate when it is clearly an 

artificial construction employed within an artificial en- 

vironment, employed provisionally, opportunistically even. 

When an individual presents his or her features in every- 

day life, such a presumption constitutes determinacy. Some 

artificial constructions are materially self-evident, some 

are more self-effacing than others or, once supposed plaus. - 

ible are subsequently discredited: Eisenstein remarks that 

Lavater's physiognomy had been dismissed as a typology of 

representation by the time of Goethe; similarly Pavlov re- 

futed Kretschmer's analysis of pathological types, disposed 

between cyclothymes (generally good) and schizothymes (gen- 

erally bad). Kretschmer's Physik und Charakter (1921) posited 

an investigative scheme of visible manifestations: i)face and 

skull; ii)physique; iii)surface of body; iv)glands and in- 

testines; v)measurement; v?: )temporal; vii)summing up of phys- 

ical states; viii)type of personality; ix)heredity. ;; igni. f- 

icantly, Kretschmer cited illustrations from literature and 

portraiture in addition to actual examples. 
52 Pavlov com- 

plained that Kretschmer's morphology was unduly and rigidly 

preoccupied with heredity and with unhealthy specimens.. But 

Delsarte's System of Acting (in which Ronald Levaco finds 

yet another source for Eisenstein's thoughts on typage) pro- 

duces a similar system of classification: 
53 

The head, which, as a division is mental, contains, 
however, in that mental three active and three 
passive zones, modifying the division: 
1. "Frontal=mental"... The frontal zone includes 

the forehead and eyes ... we refer to various 
degrees of illumination, of blindness, darkness 
and brilliancy in reference to the intellect- 
all of which illustrate the frontal zone as 
purely mental. 
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2. "Buccal=moral or volitional"... This zone in- 
cludes the cheek and nose, "a keen-scented man" 
refers to one whose perceptions are keen. The 
nose reveals the will or desire. The noses of 
different nations reveal the leading desire of 
that nation: the Roman nose, conquest, cruelty; 
the Greek nose, ethics, beauty; the Turk's nose, 
sensuality, etc. 

3. "Genal=vital"... The mouth is contained in this 
zone... a mouth-zone represents touch, taste and 
sound. All three are vital. 54 

Kuleshov found Delsarte useful as an inventory, but caution- 

ed that he was to be disregarded for method. 
55 Delsarte 

finds it expedient to quote stereotypes (the Roman, the 

Greek, the Turk) without examining the worth or authority of 

the typological system which he tacitly invokes. Conversely, 

Darwin's The Expression of the Emotions in Man and Animals 

(1872) quotes the performances of actors to call upon a 

common currency of plausible appearance of public acceptab- 

ility, corroborating what he has himself observed in his 

study of expression. 
56 There is a danger (of which Darwin 

was aware) that this mutual. mapping process was prescrip- 

tive. Thereby stereotypes become reinforced and imagination 

becomes 'stencilled'. Stereotypes are by definition, single 

figures which emerge from the conflation of different typo- 

logical systems. But equally it could be suggested that all 

types are stereotypes, that one of the typological systems 

at work is simply better naturalised, more able to efface 

the artifice of its construction, all the better to legit- 

imise the status of the other. Historically and culturally 

some systems are temporarily immune to interrogation, or 

criticism is constitutionally inhibited in the interests of 

personal-or social stability and security: such, for in- 

stance, was the early Soviet typology of social class. Kat- 

erina Clark notes that Bolshevik characters in novels were 
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endowed with a variety of virtues (seriousness, calmness, 

simplicity); similarly aristocrats could become repositor- 

ies of traits regarded as reprehensible: Lunacharski's The 

Salamander (1928) has a Prussian aristocrat who is simult- 

aneously homosexual with a Jesuist priest as his consort. 
57 

Pudovkin observes that professional actors can func- 

tion as stereotypical ciphers in their own right if they 

assume characters originating from elsewhere, not emerging 

'organically' from the scenario: 

How is a 'star' made use of and made in the bourge- 
ois world? If. an actor has been accepted by the 
public in some film owing to his manner of acting, 
this latter being in most cases almost a trick, 
then the producing unit does all in its power to 
preserve, as carefully and rigidly as possible, 
all those properties in the actor that appealed to 
the public, and to adjust to them, by any make- 
shift, any material-the 'star system' means no 
more than that the director presents the 'star', 
in his given discovered form, against some back- 
ground dictated by his employers. An example of 
the kind is Adolph Menjou, who acted brilliantly 
under Chaplin's direction. In a series of further, 
already desperately stupid films, mechanically 
preserving unchanged the appearance and general 
scheme of his behaviour, he has gradually become 
a less and less interesting empty doll. 58 

However, here again a traditional distinction is made in 

practice by Pudovkin between major and minor players in the 

deliberacy with which reference to other roles is found 

acceptable. In Storm over Asia, Ronald is instructed by his 

superior officer to round up the Mongolian cattle herds. In 

a classic pantomime aside, Boris Barnet, playing Ronald, 

bemoans "But I'm not a cowboy, I'm a soldier! ", clearly cit- 

ing his earlier casting as Jed in Kuleshov's Mr. West. Like 

the monkey, the bulldog, the fox and the owl in The Strike, 

stepping graphically out of the spatial diegesis of the 

frame, Ronald is allowed to step out of the fabula to add- 
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ress the audience, before becoming thoroughly re-integrated 

in the episode of Bair's execution. 
59 Simultaneously, this 

assumption of complicity with the audience serves to draw 

it into the diegesis through his agency. 

In Film Technique, following his mentor Kuleshov, Pud- 

ovkin says that the film director and actor endeavour to 

find not only a quintessentially typical physiognomy and ex- 

pression but equally a gesture and shot which will convey 

the content of the scenario as efficiently and clearly as 

possible. Even in the later 'Acting: Two Phases' Pudovkin 

says: "The editing of separate camera angles in the cinema 

is the more vivid and expressive equivalent of the technique 

that obliges a stage actor, who has inwardly absorbed his 

acting image, to 'theatricalise' its outer form". 
60 

Indeed, 

to this end expression is sometimes transferred from the 

actor and is effected instead in the selection of a shot or 

series of camera angles. For instance, the Gorki original of 

Mother relates that the mother becomes increasingly distrust- 

ful of the arresting police officer; he seems shifty, where- 

as the look of the comrades is straight, "their eyes clear 

and bright� 
61 

The description apparently employs a typology 

shared with Delsarte. In the film, her growing distrust is 

conveyed in the evasion of direct address to camera in a 

series of shots; the eyes of the police officer (played by 

Pudovkin himself) are obscured by the skewed wire frames of 

his spectacles. 
62(see chapter seven, below) 

Pavlov's research into the inhibition and excitation 

of the nervous system is a classic and germane example of 
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the urge to define distinct types. Pavlov's theory of types 

is based on the dimensions along which the activity of the 

central nervous system, and hence personality, is conceived 

to vary: strength, mobility, equilibrium and plasticity of 

the two opposing processes of excitation and inhibition. 

(see chapter six, below) Provisionally, Pavlov adopted his 

typology from Hippocrates, using the terms sanguine, choler- 

ic, phlegmatic and melancholic. 
63 In 1927 he presented his 

initial observations and described precise behavioural types 

in man: 

The choleric is the pugnacious type, passionate, 
easily and quickly irritated. 

. . To the melancholic, 
every event becomes an inhibitory agent; he be- 
lieves in nothing, hopes for nothing, in every- 
thing he expects only grievances... The phlegmatic 
is self-contained and quiet, a persistent and 
steadfast toiler in life.. . The sanguine is ener- 
getic and very productive but only when his work 
is interesting. 64 

However, Pavlov was not always clear in his use of the term 

'type', using it sometimes in a social sense, meaning pheno- 

type or character, sometimes in a strictly physiological 

sense, meaning genotype or temperament. Occasionally, in 

addressing a general audience, he lapsed into a more casual 

commentary of his interests and would address a social sub- 

ject: Pavlov equated the 'reflex of purpose' with the food 

instinct in self-preservation; he then "compared the Anglo- 

Saxon, who possessed the reflex of purpose to the highest 

degree with the Russian, in whom this reflex was developed 

poorly, if at all. Whereas an obstacle only serves to in- 

crease the determination of the Anglo-Saxon to achieve his 

aim, to a Russian, circumstances excuse and justify every- 

thing". 
65(for Bekhterev's reply, see chapter three, above) 

In his 1918 lecture 'The Mind in general and the Russian 
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Mind in particular', Pavlov even made so bold as to condemn 

Bolshevism for the harm which it wrought on the individual 

and social constitution. However, Pavlov shared with the 

Bolsheviks the optimistic belief that individuals were not 

innately condemned by their genotype. On these grounds, he 

criticised the psycho-pathology of Kretschmer, as experi- 

mentally unproven determinacy. With suitable training, in- 

dividuals could become the type of character which he and 

the authorities valued... 

Katerina Clark identifies the Marxist spontaneity/ 

consciousness dichotomy as it is worked out in a number of 

Revolutionary novels. Similarly, the apportioning of nature 

and nurture in the development of behaviour was a long- 

standing subject for debate in Russian science and literat- 

ure. "From the standpoint of reflexology", says Bekhterev, 

"man is not only a living organism but a 'bio-social being', 

acting in dependence not only on the natural but also on the 

social environment� 
66 Especially of concern was the deter- 

mination of criminality in an individual's actions: Bekhter- 

ev continues: 

Let us remember... the unfortunate problem of 
absolute freedom of will, a doctrine which has led 
mankind into serious errors concerning the eradic- 
ation of evil and criminality... I have shown the 
complete dependency of the development of criminal 
actions on a totality of factors influencing the 
person at the moment of the crime as well as those 
which have influenced him earlier, even from birth, 
and lastly those which in their influence on the 
ancestors have determined the conditions of the 
conception of pre-natal life of that person. 67 

What could be attributed to malicious intent (which could be 

punished) and what to ignorance (which would benefit from 

instruction) and what to innate wickedness (for which one 

could but offer prayers)? Such, for instance, is the sub- 
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stance of Dostoevski's Crime and Punishment and Notes from 

the Underground, also of I, evin's dilemma in Anna Karenina. 

Dostoevski stages such a 'set-piece' discussion between 

Porfiry, Raskolnikov and Razumikhin of the circumstances for 

culpability and describes the conclusions of the examining 

magistrate and the judges at Raskolnikov's subsequent trial: 

At last some of them (especially those who had a 
smattering of psychology) admitted the possibility 
that he had never actually looked into the purse 
so did not know what was in it when he hid it un- 
der the stone. But the conclusion they drew from 
it was that the crime itself could only have been 
committed during temporary insanity-while the 
accused was suffering from a monomania of murder 
and robbery for the sake of murder and robbery 
without any ulterior motive or any consideration 
of personal gain. That fitted in very nicely with 
the latest fashionable theory of temporary insan- 
ity, which is so often applied to-day to certain 
types of criminals. Besides, Raskolnikov's old 
hypochondriac condition was proved by many wit- 
nesses. 68 

In Storm over Asia (The Descendant of Genghis Khan), the 

temperament of Bair is, I suggest, material to the course 

of events in the film. 

Bair is the product of his tribal lineage and the nat- 

ural environment which supports his tribe. The original 

silent version of Storm is considerably longer than the 1948 

sonorised edition now commonly available in the West. * The 

opening sequences celebrate the shapes and atmosphere of the 

Baikal plains, the bare landscape, long, low horizons and 

rounded hills. 
69 The trappers of the plains are shown labor- 

iously trailing and stalking their prey, patiently waiting 

for the kill. All of this gives the film something of the 

*Tatiana Zapasnik and Adi Petrovich, Die Zeit in Großauf- 

nahme (Berlin: 1983) 624, give the 1928 version as 3092 

metres, the 1948 as 2425 metres. 
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quality of Flaherty's Nanook, released in Moscow in 1924.70 

"The mysterious barren lands- desolate, boulder-strewn, 

wind-swept- illimitable spaces which top the world", runs 

the film's first title. Of Nanook the Eskimo, Flaherty said: 

Here is a man who has less resources than any 
other man in the world. He lives in a desolation 
that no other ... race could possibly survive. His 
life is a constant fight against starvation. No- 
thing grows; he must depend utterly on what he can 
kill; and all this against the most terrifying of 
tyrants... the bitter climate of the North, the 
bitterest climate in the world. 71 

Indeed, Nanook died on an unsuccessful expedition shortly 

after the film was made. Bair's peaceful resilience is a nat- 

ural adaptive trait, borne of the material relationship of 

his people with their habitat. "All life", determines Pavlov, 

"from that of the simplest to the most complex organism in- 

cluding man, is a long series of more and more complicated 

equilibrations with the outer world". 
72 

Tacitly an analogy 

is drawn between Bair as an historical type, like the boy 

in st. petersburg and the Mother, shaped by significant 

events in which they participate actively, and Bair's char- 

acter, as a product of temperamental disposition and exper- 

ience. In Marxist terms, the conditions of production 

(Bair's life as a trapper) and contending productive forces 

(the sale of the fur, as the product of his labour) estab- 

lish a basis for dramatic change. 

There is propaganda value in this use of passive 

equilibrium and resignation. The character of Bair is con- 

structed such that his type of temperament 
. lends weight to 

the force effecting his awakening of conscience. In Deserter, 

Pudovkin goes yet further, effecting a political conversion 
73 

in the central typical figure. On the one hand, in not re- 
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sisting execution, Bair may be seen to be offering himself 

as a significant sacrifice. I tend to think that Bair's dis- 

counting of his individual self, his own self effacement, 

renders him less of an original hero in the popularist, 

Stenka Razin mould, and serves to make the later Bair all 

the more potent a figure. "Men make history", says Plekhanov, 

arguing the case for the individual, "and therefore the act- 

ivities of individuals cannot help being important in 

history". 
74 Such a device is by no means peculiar to the 

ideological purposes of Soviet film in the 1920's, endeavour- 

ing to affirm and maintain the state through a founding 

mythology in the recent and distant past, but it does here 

carry particular political and historical force. 

The evolution of the character of Bair is effected as 

much in reactions to him as in his own gradual arousal to 

rampant anger and indignation: Mr. Hughes' floosie screams 

and quivers hysterically as Bair seizes the silver fox from 

her neck. Indeed, the spectators' sense of controlled rising 

tension renders the final explosive retaliation all the more 

forceful and emphatic. The camera is held on Bair, the anger 

intensifies as the condemned Mongolian calls to him: "save 

me, my brother! ". An old man chews his lip in anticipation 

of an outburst when Hughes derisively throws down his pieces 

of silver for the fur: Bair looks down pensively, calmly, 

before decisively lashing out. Pudovkin is not, I contend, 

merely using the conspicuous expression in the reaction as 

an external sign juxtaposed with an inexpressive model (pace 

Kuleshov); Inkizhinov's taut reserve is significantly psych- 

ologised. The fish from the upset aquarium slither and 

squirm on the carpet around his bandaged head, as though the 
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inner turmoil is'forcibly restrained and bound. "General 

historical circumstances are stronger than the strongest in- 

dividuals", says Plekhanov. "For a great man the general 

character of his epoch is 'empirically given necessity'"; 

When the consciousness of my lack of free will 
presents itself to me only in the form of the 
complete subjective and objective impossibility 
of acting differently from the way i am acting 
and when ... my actions are to me most desirable of 
all other possible actions, then in my mind, nec- 
essity becomes identified with freedom and free- 
dom with necessity; then I am unfree only in the 
sense that I cannot disturb this identity between 
freedom and necessity, I cannot oppose one to the 
other, cannot feel restrained of necessity- But 
such a lack of freedom is at the same time its 
fullest manifestation. 75 

"Concrete potentiality", says Lukäcs, "is concerned 

with the dialectic between the individual's subjectivity and 

objective reality. The literary presentation of the latter 

thus implies a description of actual persons inhabiting. a 

palpable, identifiable world. Only in the interaction of 

character and environment can the concrete potentiality of a 

particular individual be singled out from the 'bad infinity' 

of purely abstract potentialities and emerge as the determin- 

ing potentility of just this individual at just this phase 

of his development. At is just the opposition between a man 

and his environment that determines the development of his 

personality". 
76 In Storm over Asia, not all the oppressed 

choose to seize the possibility for release; some of the 

Mongolians are shown serving the forces of reaction. Bair 

marks a particular coincidence of circumstance. 

Storm over Asia's attachment to reality goes beyond 

its use of genuine locations, native actors and real events 

in the recent past, (the announcement in the intertitles of 
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dates and known incidents). The source for Brik's screeplay 

in an actual anecdote is no more than fortuitous. 77 
Whereas 

Vertov finds it sufficient to screen real people from 

everyday experience, Eisenstein expediently uses the real 

features of these individuals as a fixed and given type. The 

evolving process of Bair's enlightenment during the course 

of the film imitates a concept of historical reality as pro- 

cess. Storm stands between the theory of the individual in 

Plekhanov and the development of the theme in Lukäcs. Bair 

is at once historic individual and dynamic stereotype. Bair 

marks a coincidence of concurrent scientific and historical 

reality, but is still made to embrace a truth at the core 

of a myth. 
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5. Between St: anislavski and the model 

Pudovkin's contemporaries in the Soviet avant-garde 

noted, generally with disappointment, a stylistic shift 

from his performances as 'naturshchik' for Kuleshov and his 

experimental directorial work in the mid 1920's to a supp- 

osedly more conservative approach adopted from the mid 

1930's onwards. (see chapter two, above) By 1931, Pudovkin 

was renouncing publicly the earlier devotion to montage as 

obsessive and "obsolete when considered in relation to the 

rapid growth of Soviet film technique". 1 His acknowledge- 

ment of a preoccupation with formal issues, at the expense 

of charcter and plot development, appears to endorse the 

position adopted by Dinamov (and later Shumyatskii) and the 

official leaders of the Central Committee who had condemned 

Eisenstein, Dovzhenko and Vertov for barren intellectual 

aestheticism. 
2 The first All Union Party conference on cin- 

ema in 1928 declared that the main criterion for evaluating 

formal and artistic qualities of films is the requirement 

that cinema furnish "a form that is intelligible to the mill.. 

ions". "The overvaluation of montage", said Shumyatskii, 

chairman of the centralised Soviet film organisation 

from 1930, "represents the primacy of form over content, the 

isolation of aesthetics from politics". 3 In 1929 Pudovkin 

joined the Communist Party and in 1935 it was he, and not 

Eisenstein, who was decorated as the doyen of cinematog- 

raphy. According to Babitski and Rimberg, "Kuleshov never re--- 

linquished his artistic credo and always opposed the idea 

that the cinema should serve a narrow propaganda function, 

whereas Pudovkin devoted his great talent wholly to the 

service of the Party". 5 Certainly, late in life, he was pre- 
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pared to lend his name to documents which repeated the usual 

maxims: "Instead of showing a serious and important stage in 

the history of the Russian labour movement, the formalist 

freaks [in Strike] led spectators away from real life, con- 

fused and sometimes distorted the link of the films with 

actual historical reality". 
6 When Sadoul, writing in the 

1950's, accuses Pudovkin of naivete, does he refer, with the 

benefit of hindsight, to his apparent complicity with the 

Stalinist regime or to the simplicity of his themes and 

their presentation if judged by the self-proclaimed pro- 

gressivist agenda set by the 1920's avant-garde? 7 Converse- 

ly, can Pudovkin's espousal of Stanislavski be deemed opp- 

ortune and progressive, in as much as the holism of the 

System appears to render it more amenable to work with 

speaking actors and sound, superseding techniques specific 

to or concomitant with silent film? The System presents it- 

self as a useful tool for the actor and director faced with 

the exigencies of standard production procedure (shooting 

out of sequence, multiple takes); the emphasis under Shumy- 

atskii on characterisation centred the director's attention 

upon the actor and required the skills of professionals. 

Set against the agenda of the early 1920's, Pudovkin's 

espousal of Stanislavski can be deemed regressive, in that 

it returns to a model derived from the theatre, that art 

from which the 'new' cinema most vehemently sought to dist- 

ance itself and, more especially, from a form of theatre re- 

garded as outmoded. "All the younger generation and all the 

innovators were on our side then", recalls Eisenstein in 

1927, "including the Futurists Meierkhold and Maiakovskii: 

ranged in bitter opposition against us were Stanislavski the 
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traditionalist and Tairov the opportunist". 
8 In the mid 

1920's, Stanislavski was out of favour with avant-garde art- 

ists and often with the state authorities: his 1927 produc- 

tion of Beaumarchais' The Marriage of Figaro was slated for 

his equivocally empathetic handling of the character of 

Count Almaviva. 
9 The innovators were equally disdainful of 

pre-revolutionary Film d'Art cinema, for achieving nothing 

more than the mechanical recording of the "art of the actor". 

"The film remained", says Pudovkin in Kino-rezhisser i Kino- 

material, "but living photography. Art did not enter into 

the work of him who made it", 10 

The antipathy between cinema and theatre had been rein- 

forced originally by common academic and critical hostility, 

and Stanislavski's own denial of cinema's unique artistic 

status and scepticism as to the possibility of the cinema be- 

coming anything other than ancillary to the legitimate stage- 

In 1912 he had written: 

Theatre and cinema belong to different spheres and 
things by which the theatre excites, attracts and 
charms us can never be provided by cinema.... 
Theatre lives by the exchange of spiritual energy 
which goes continually back and forth between aud- 
ience and actor; that contact of feeling that can 
unites actor and audience... That will never and 
can never occur in the cinema where the living 
actor is absent, where the flow of spiritual mo- 
tions is effected by mechanical means. 11 

Meierkhold too had expressed resistance initially towards 

film. 
12 However, Kuleshov, Pudovkin and the FEKS directors 

readily credited Foregger and more significantly Meierkhold 

and his pupil Eisenstein with innovative and experimental 

work from which cinema drew its own lessons or found comple- 

mentary. Writing in 1934, on the occasion of Meierkhold's 

si;: tieth birthday, Pudovkin says that he "brought theatre 

13 
just to the limit beyond which cinema immediately began". 
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Kuleshov defers to the precedent of Eisenstein's episodic 

presentation of Enough Simplicity.... 
14 

Osip Brik, in his 

1926 Sovetskii Ekran article 'Kino v teatre Meierkhol'da' 

(illustrated with pictures of Igor Il'inskii as Arkashi in 

Ostrovski's The Forest) says that the new theatre takes the 

theme and spirit of a play and not necessarily the entirety 

of the literary scenario; the play is conveyed by means of 

gesture, mime and intonation and is pieced together from 

separate episodes as is a film on the editing table. 15 
In 

contrast, Pudovkin's later advocacy of Stanislavski quotes 

experiments conducted in the Pushkino barn and the Moscow 

Art Studio before the revolution and quotes from the System 

as it was taking shape before the 1920's rather than from 

Stanislavski's subsequent retractions and revisions. *16 In 

his Akter v filme, Pudovkin seems to lift wholesale Stanis- 

lavski's quotations in My Life in Art from the old stage 

masters Coquelin and Karatigin. 17 Rather than citing con- 

current practice, in 1938 Pudovkin refers or arrives at 

ideas long since discussed at first hand by Eisenstein: in 

1924 Eisenstein had identified the theoretical usefulness of 

Rudolph Bode's notion of totality, according to which the 

body as an organic whole participates in the execution of 

every movement; in 1938 Pudovkin writes of the involvement 

of the whole body in a single gesture. 18 Pudovkin by the 

1930's appears to seek to found a theory by looking 'safely' 

towards the past rather than, progressively, towards a hypo- 

thetical future. 

............................................................ 

*having seen the chamber theatre in Stanislavski's house I 
wonder whether he intends this when he discusses the conse- 
quent new style of intimate performance, and not the studio 
proper. 
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Ultimately, are the terms regressive and progressive 

useful towards an understanding of Pudovkin's work? Can the 

influence of Stanislavski and Kuleshov upon Pudovkin be re- 

spectively, decisively thus represented or is this merely to 

repeat a prejudice rooted in an avant-garde hagiography? Is 

the tacit conflation of political and artistic credibility 

no more than a simplistic interpolation of Lenin's insist- 

ence on the necessity of the Party as the vanguard of the 

revolution? In 'Dogmatism and Freedom of Criticism' he 

states the basic premise: "The role of the vanguard fighter 

can be fulfilled only by a party that is guided by the most 

advanced theory". 19 Does the division between two camps pre- 

sume as unbreachable the contesting claims of the various 

Soviet factions and deny the number of possible positions 

that could be (and were) held with equal sincerity? My con- 

tention here is that, while Pudovkin may align himself theo- 

retically on different occasions with one faction or another, 

in practice he is something of a hybrid. 

James Naremore, in Acting in the Cinema, consistently 

casts Pudovkin as Stanislavski's "most ardent disciple". 20 

Pudovkin maintains that the relationship was more one of con- 

vergence than conversion. Indeed, his claim that his pos- 

ition has been arrived at gradually, through trial and error 

and reflection upon personal experience suggests a mode of 

development of which Stanislavski himself would approve 

whole-heartedly. Pudovkin called upon his experience not 

only as a director but also as an actor with Perestiani (The 

Days of Struggle), Gardin (Hammer and Sickle), Trauberg and 

Kozintsev (New Babylon) and Otsep (The Living Corpse). In 
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Ivan the Terrible, says Eisenstein, Pudovkin committed him- 

self to his rale so thoroughly that he made himself ill. 21 

Inkizhinov says that, although a poor actor himself, Pudov- 

kin worked by demonstration. He acted in his own Mother and 

The End of St. Petersburg and with Kuleshov variously worked 

as actor, assistant director, scenarist and designer. 22 

"Refracting theory through the prism of experience", Stan- 

islavski and Pudovkin become similar in tone as much as in 

content. 

Pudovkin retains his belief as to what constitutes the 

aims of art but apparently changes his mind about how this 

is to be best achieved. For Pudovkin, writing in 1926, "the 

highest valuation of a work of art is the experience of a 

real emotion", that is to say, it is to be evaluated accord- 

ing to its subjective effect. 
23 Montage is recognised by 

Pudovkin as a powerful means towards this end: "editing is 

not merely a method of separate scenes or pieces but is a 

method that controls the 'psychological guidance' of the 

spectator". 
24 He acknowledges the debt of all film-makers to 

Kuleshov as the first theoretician of montage: "We made 

films, Kuleshov made cinema", reads his preface to The Art 

of Cinema (1929). 25 Pudovkin continues in the 1920's to ack- 

nowledge the observations of Kuleshov on specific functions 

fundamental to their art, but begins to regard that which 

had previously been uniquely celebrated as now deleterious 

to the aims of that art. Pudovkin acknowledges that montage 

can effectively create a fictive, purposeful geography or 

temporal unity (for instance in the introduction of footage 

of the 1925 Moscow Chess Tournament in Chess Fever or the 

close-up of Trotski cut with Mr. West's viewing the Red Army 
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parade through binoculars). (see chapter seven, below) Pud- 

ovkin acknowledges also that film montage allows the dir- 

ector to construct the appearance of an entirely new human 

being who does not exist in reality, by assembling a sum of 

parts shot in close-up ('creative anatomy'). 26 It is these 

individual shots which confirm Kuleshov in his attachment 

to reality. Pudovkin acknowledges that the performance of an 

actor can be rendered effectively (in Kuleshov's terms, with 

speed and economy) by its differentiation into essential 

elements taken separately and subsequent re-integration; 

"Between the natural event and its appearance upon the 

screen there is a marked difference. It is exactly this diff- 

erence that makes the film an art. Guided by the director, 

the camera assumes the task of removing every superfluity 

and directing the attention of the spectator in such a way 

that he shall see only that which is significant and char- 

acteristic"; "The will of the director transforms and sub- 

dues reality in order to assemble the work out of it". 27 In 

1929, speaking to a foreign audience, Pudovkin stresses that 

the exploration of montage is a course along which one might 

still usefully proceed. 28 However, in practice he had moved 

away from Kuleshov's example even if he had not yet wholly 

transferred his allegiance elsewhere. Inkizhinov reports 

Pudovkin's comments during Storm over Asia and their wari- 

ness of one another's methods: 

Valeri, you are the only example of an actor of 
Meierkhold who really has a truth on screen with- 
out equal- But I work strictly in the principles 
of my school and I renounce absolutely the method 
of Stanislavski, in total! 29 

By 1934 and the publication of Akter v filme, Pudov- 

kin is placing the unity of an actor's performance, the 
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reality and integrity of the event, as a priority over eff- 

iciency. His respect for the "whole and life-like image" 

requires that technical obstacles to the rendition of an 

actor's performance as a whole be as far as possible count- 

eracted. Stanislavski's method is advocated as a means of 

achieving unity and integrity of performance, of-overcoming 

procedural interruptions which correspondingly threaten an 

impression of wholeness in the audience. Montage constit- 

utes dismemberment of reality, Pudovkin adheres to the 

totality. (see chapter eight, below) In 1934, Pudovkin 

writes: "The realism of a representation increases as its 

approach to the complexity of an actual object and as its 

deepening by detail, but at the same time it must portray 

the object as part of a whole". 
30 For Pudovkin, the actor 

acquires new significance and thereby priority as that unity 

through which emotion is at one and the same time conveyed 

and aroused. The actor becomes a figure of communion, of 

"spiritual exchange". Performance is accorded the creative 

prerogative in the realisation of the scenario, rather than 

editorial construction (as with Eisenstein). Pudovkin crit- 

icises the earlier de-valuation of the actor to the status 

of a mere shot-sign: 

The actor became, so to say, shuffled, sorted out, 
used, in effect, like an aeroplane, a motor-car, 
or a tree. Directors, in searching for the right 
methods of constructing a performance cinemato- 
graphically, missed realising that to get fullest 
value in a performance, cinematographic or other- 
wise, by a living being, that living person must 
not only be eliminated in the process, must not 
only be preserved, but must be brought out. 31 

Pudovkin finds in cinema the fullest means of realising and 

validating the intentions of Stanislavski. It is as though 

stanislavski had been frustrated and encumbered in his in- 

tentions rather than of his own volition had elected to 
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not use cinema, not to see in it the potential recognised by 

Pudovkin. Pudovkin finds that the cinema close-up maximises 

empathy between performance and audience; montage eye-line 

matches, rather than being no more than a particular in- 

stance of editorial concinnity, achieve the psychological 

communion and intensity of Stanislavski's ensemble on stage. 

Pudovkin records that his reservations had been ex- 

pressed, and his shift in position had been arrived at inde- 

pendently in practice, before they became codified in the 

later paean to Stanislavski. Vera Baranovskaia, a principal 

from Stanislavski's Moscow Art Theatre, remembered for 

Sovetskoe Kino 38 (1926) the trepidation with which she 

approached her work on Mother, unaccustomed as she was to 

the procedures of its director. The 'naturshchik' in avant- 

garde cinema, she relates, served as no more than a model 

unquestioningly carrying out the director's instructions 

("Again from the beginning! To the right! To the left"), and 

less as a model for an artist's painting, drawn from life. 

She identifies the difficulty in film-acting of overcoming 

its practical exigencies, shooting a role in separate pieces 

and out of sequence, and says that the craft of the pro- 

fessional actor is that which enables him or her to master 
32 

"mosaic work� Pudovkin in 1934 repeats her formulation: 

In the cinema, exactly as in the theatre, we imm- 
ediately come right up against the problem posed 
by the discontinuity of the actor's work being in 
direct contradiction with his need for a contin- 
uous creative 'living-into' and embodiment of the 
image played. 33 

Inkizhinov repeats Baranovskaia's claim that Pudovkin was a 

director who respected the contribution of actors, unlike 

Eisenstein who was not concerned with their "lived exper. - 

138 



fence" and who decided upon performances in advance. 
34 Dis- 

cussing Battleship Potemkin at the time of its release in 

1925, Pudovkin had observed: "As far as the performances in 

the different roles are concerned, everything is bad, apart 

from the almost static moments of people who are not acting. 

This is partly the fault of the director, who has not master- 

ed his human material". 
35 Critical reaction to Mother sugg- 

ested that in 1926 Pudovkin had already acieved his own dis- 

tinct and avowed aims. The reviewer from Kino remarked: 

The film Mother can be compared with Potemkin. The 
battleship, the first film of general significance 
produced by Soviet cinema, is a creative triumph 
for the director and cameraman. In this picture 
Eisenstein was able to demonstrate astonishing 
mastery in directing the mass and the magnificent 
art of montage. In Mother, in addition to these 
achievements, the triumph of the actors deserves 
just as much attention: they have been employed by 
their director to the full extent of their creat- 
ive ability. 36 

The early writings of Kuleshov and Pudovkin can be said to 

be products of a scientistic 'Zeitgeist'. "Our exercises, 

our training", says Kuleshov, "were conceived according to 

fundamental laws extracted from the analysis of the struct- 

ure of film, the camera and the human mechanism of the act- 

or". 
37 In such an atmosphere the writing of theoretical 

works was itself construed as a practical, productive activ- 

ity engaged in by the artist as worker. In order to enhance 

his credibility, Pudovkin stakes a similar claim for Stanis- 

lavski: 

Before Stanislavski... the majority had been con- 
tent either to depict personal emotions or to form- 
ulate general principles of a poetic rather than 
scientific character... Stanislavski's great merit 
lies in the fact that the results of his theatric- 
al analysis, scrupulously verified by experiment, 
have produced a number of objective principles 
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which can serve every actor and every producer as 
a basis for methodical work... 38 

Ironically, Pudovkin urges the case much further than his 

mentor ever did on his own behalf: Stanislavski's identific- 

ation of the pressing need for a grammar governing the act- 

or's work is reminiscent rather of the ambience of a prev- 

ious age and, unlike Meierkhold, his contemporary, he con- 

cerns himself predominently with the actor rather than a 

systematisation of the entire dramatic event or experience 

for instance, Meierkhold's N=A'+A2). 
39(see 

chapter nine, 

below) Indeed, he often felt the dichotomy between himself 

in a role and himself as his own director. Equally, Stanis- 

lavski is concerned that acting finds itself distinguished 

from music and painting in the absence of a codified tech- 

nique, but is prompted more by a perceived lack in pro- 

fessional standing than by an endeavour to find some uni- 

versal principle underpinning all the arts collectively. On 

his own behalf, Stanislavski says in My Life in Art: "In a 

series of variegated exercises I tried to develop... the 

inner rhythm of that unseen energy which calls out move- 

ment and action... These are purely practical methods and 

theses... it would be a mistake to look in them for any sci- 

entific bases from which I feel myself to be very far". 40 

He is wont to stress that his initiation into the mysteries 

of his art has developed with profound introspection and 

soul-searching. "The superconscious is ruled by inspiration 

... 
is that miracle without which there can be no true art 

and which is served by the conscious technique of the actor 

which i tried to establish. . . My system does good only when 

it becomes second nature of the actor, when he stops think- 

ing of it consciously, when it begins to appear natural as 
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of itself... ". 41* Kuleshov and Stanislavski-both hold with 

improvisation as a means of pre-empting hackneyed gestures 

and received habitual convention. 

Although Stanislavski relates anecdotally the opinions 

offered to him by the audiences of his performances and the 

corresponding subsequent amendments, this is as nothing com- 

pared to the attempts at full-blown 'market research' under- 

taken by the avant-garde theatre and cinema of the 1920's. 

Meierkhold appointed a team of workers who clinically listed 

particular idiosyncracies and discrepancies in staging on 

each occasion, timed the lengths of scenes and described the 

audience profile in terms of class, age and gender. 42 The 

journals urged attention to rural audiences, likely to be 

witnessing cinema as a novelty, and Barnet's House on Trub- 

naia delightfully portrays the reactions of a peasant girl 

unaccustomed to urban entertainments. (see chapter two, above 

Kuleshov attempts to legitimise his entire theory of montage 

on the basis of his original observations of audience reac- 

............................................................ 

*Mikhail Bulgakov nicely satirises the method in action: 
'"Tell Veshnyakova", ' Toropetzkaia read out, '"that I have 

solved the problem of the part of Xenia... I was standing 
with Praskovia Fyodorovna on the bank of the Ganges and it 

came to me: the answer is that Veshnyakova should not enter 
through the big double doors centre-stage, but from the side, 
near the piano. She shouldn't forget that she has recently 
lost her husband and in her state of mind nothing would in- 
duce her to come in by the centre doors. She should walk 
like a nun, looking down at the floor and holding a little 
bunch of marguerites: so appropriate for a widow... "'. 'God, 
how true! How profound! ' cried Veshnyakova. 'It's true! 
Somehow I felt wrong coming through the big doors' ... Ivan 
Vasilievich, after 55years of work as a director, had invent- 

ed his famous 'method'- universally regarded as a creation 
of genius- which prescribes how an actor should prepare him- 

self to play a part. I don't doubt for a moment that the 

method really is a work of genius, but the practical applic- 
ation of it reduced me to despair. [Black Snow 1965, (London: 
1991) 87 & 162] 
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tions and an appeal to popularity with an exemplary statist- 

ical mean: "The public in cheaper theatres, less educated, 

much rougher and more spontaneous, was not as neurotic and 

therefore reacted much more directly to the effect of action 

and entertainment on the screen". 
43 He noticed that American 

films most affected audiences and therefore adopted these as 

an object of study. It was remarked that it was action with- 

in and between frames which conspicuously characterised Am- 

erican cinema. It was action also which most markedly dis- 

tinguished this cinema from the static staging of prerevol- 

utionary Russian cinema, from which Kuleshov distanced him- 

self on all counts possible. Official interest in the cin- 

ema, as an industry, extended to the collection and coll- 

ation of statistics on film reception and receipts and, as 

an instrument of instruction, to the monitoring in model 

conditions of the effects of various films directed at 

children. (see chapter three, above) In spite of Kuleshov's 

optimistic appeal to public preference it was readily demon- 

strable popular disaffection for much of the avant-garde 

product which prompted changes in official policy. 

An enthusiasm for the metaphorical and utopian notion 

of a scientific laboratory in which the new society was to 

be developed was heralded in 1920's nomenclature: Kuleshov 

worked in a workshop (equating the activity with manual 

labour), frequently termed his laboratory. 44* The image he 

hopes to evoke is of a team collectively dedicating their 

experimental endeavour towards a common, social good. Kul- 

eshov lists as experiments the various preparatory episodes, 

....................................... 

\................... 

*This romanticising of science is evident also in such films 

as Ae a, The Death Ray and Engineer Prait's Project 
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tasks and exercises undertaken by the group, sometimes later 

incorporated into a finished film. The laboratory also work- 

ed as a collective in a real sense, sharing and exchanging 

responsibilities. Although Stanislavski worked consistently 

with a familiar ensemble of actors, designers and musicians, 

informed of one another's activities and sharing their con- 

tribution to a production from the outset, this model is 

more akin to a traditional theatrical troupe, sat at the 

feet (as Bulgakov would have it) of its master. 
45 Similarly, 

when Pudovkin suggests that actors be involved in the sum of 

procedures in the making of a film, this is to enable them 

to perform their particular designated röles more effective- 

ly: 

... the director must be the central organiser of a 
group of colleagues whose efforts are directed 
upon the goal mapped out by him. Collective work 
on a film is not just a concession to current 
practice, but a necessity that follows from the 
characteristic basic peculiarities of films. The 
American director is surrounded during his direct- 
orial work by a whole staff of colleagues, each of 
whom fulfils a sharply defined and delimited func- 
tion. 46 

Although Pudovkin and Zarkhi and Doller worked in altern- 

ation or collaboratively, there is little sign that impromp- 

tu interventions were welcomed welcomed from elsewhere: once 

determined, the scenario, "the hard skeleton", absolutely 

governed its realisation by the group as a whole. Baranovsk- 

aia says that discoveries made in rehearsals could be accomm- 

odated, but the instances she cites do not extend beyond de- 

tails of performance. 
47 

Leon Moussinac, in Le Cinema Sovietique (1928) says 

that abstract experimental cinema as it was known in Paris 
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and Berlin (Richter, Eggeling, Delluc, Dulac et al) was not 

considered relevant by Soviet film-makers to the practical 

urgencies and necessities of the revolution. Indeed, much of 

Kuleshov's experimentation was prompted by mundane con- 

straint as much as by a fervent spirit of enquiry. Kuleshov 

made 'films on paper' in the absence of stock. He blocked 

and performed a 'film without film' in which actors' move- 

ments before a fixed camera, and the duration of those move- 

ments, corresponded exactly to their envisaged fixing on 

film. 
48 

Kuleshov suggested that this would avoid the waste 

of re-takes and of cutting between multiple-camera positions 

and that it would also encourage the sponsorship of films by 

giving potential financiers a very clear idea of the final 

product to which they were being invited to commit them- 

selves. However, Pudovkin remarks on the very limited applic- 

ability of the procedure, its failure to match the demands 

of scenarios covering a variety of locations and a large 

cast. It was confined to orthogonal framing. Sometimes, Kul- 

eshov's experiments serve no purpose other than to summarise 

current procedure and to demonstrate the adequarv of the 

'new' medium to realise phenomena evinced in other forms 

elsewhere. Kuleshov nevertheless declares the phenomena them- 

selves to be uniquely novel in cinema. (see chapter seven, be-- 

low) 

It is to Pudovkin, as Kuleshov's assistant, that sub- 

sequent film theorists have turned for an account of the 

most famous of the experiments and the supposed derivation 

of the Kuleshov 'effect'. Sometimes the experiment is de- 

scribed incorrectly, sometimes it is incorrectly ascribed to 
49 

Pudovkin himself. Generally, the 'effect' is quoted as 
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tacitly proven, as if the experiment itself was impervious 

or no longer worthy of interrogation. Ironically, directors 

to whom use of the 'effect' (as a cinematic device) is 

credited have sometimes denied knowledge of the experiment 

(Bresson, for instance). 50 
In later life, Kuleshov himself 

claimed that nothing survived and that he had forgotten its 

details, refuting the claims of others to hold a photograph- 

ic record of the event. 
51 Here follows Pudovkin's account, 

delivered in a lecture in 1929: 

Kuleshov and I made an interesting experiment. We 
took from some film or other several close-ups of 
the well-known Russian actor, Mozhukin. We chose 
close-ups which were static and which did not ex- 
press any feeling at all: quiet close-ups. We 
joined these close-ups, which were all similar, 
with other bits of film in three different combin- 
ations. In the first combination the close-up of 
Mozhukin was immediately followed by a shot of a 
plate of soup standing on a table. It was obvious 
and certain that Mozhukin was looking at this soup. 
In the second combination the face of Mozhukin was 
joined to shots showing a coffin in which lay a 
dead woman. In the third the close-up was followed 
by a shot of a little girl playing with a funny 
toy bear. When we showed the three combinations to 
an audience which had not been let into the secret 
the result was terrific. The public raved about 
the acting of the artist. They pointed out the 
heavy pensiveness of his mood over the forgotten 
soup, were touched and moved by the deep sorrow 
with which he looked on the dead woman, and admir- 
ed the light, happy smile with which he surveyed 
the girl at play. But we knew that in all three 
cases the face was exactly the same. 52 

Pudovkin left the workshop in 1925 to direct his own mater- 

ial. In The Art of the Cinema (1929) Kuleshov provides an 

account at variance with that of his assistant. It could he 

the account of an entirely separate encounter: 

We had an argument about whether the particular 
psychological state an actor experiences is de- 
pendent or not on montage. There were those who 
said that here is something which could not be 
altered by montage. We had a dispute with a cer- 
tain famous actor to whom we said: Imagine this 
scene: a man, sitting in jail for a long time, is 
starving because he is not given anything to eat; 

145 



he is brought a plate of soup, is delighted by it 
and gulps it down. Imagine another scene: a man in 
jail is given food, fed well, full to capacity but 
he longs for h_is freedom, for the sight of birds, 
the sunlight, houses, clouds. A door is opened for 
him. He is led out onto the street and he sees 
birds, clouds, sunlight and houses and is extreme- 
ly pleased by the sight. And so, we asked the 
actor: will the face reacting to the soup and the 
face reacting to the sun appear the same on film 
or not? We were answered disdainfully: it is clear 
to anyone that the reaction to the soup and the 
reaction to freedom will be totally different. 
Then we shot these two sequences and regardless of 
how I transposed those shots and how they were ex- 
amined, no one was able to perceive any difference 
in the face of this actor, in spite of the fact 
that his performance in each shot was absolutely 
different. With correct montage, even if one takes 
the performance of an actor directed at something 
quite different, it will still reach the viewer in 
the way intended by the editor because the viewer 
himself will complete the sequence and see that 
which is suggested to him by montage. 
I saw this scene, I think, in a film by Razumny: * 
a priest's house, with a portrait of Nicholas II 
hanging on the wall; the village is taken by the 
Red Army, the frightened priest turns the portrait 
over and on the reverse side of the portrait is 
the smiling face of Lenin. However, this is a fam- 
iliar portrait, a. portrait in which Lenin is not 
smiling. But that spot in the film was so funny 
and it was so uproariously received by the public, 
that I, myself, scrutinising the portrait several 
times, saw the portrait of Lenin as smiling!... The 
montage was so edited that we involuntarily imbued 
a serious face with a changed expression character- 
istic of that playful moment. In other words, the 
the work of the actor was altered by means of mont- 
age. In this way, montage had a colossal influence 
on the effect of the material. It became apparent 
that it was possible to change the actor's work, 
his movements, his very behaviour, in either one 
direction or another, through montage. 53 

The claim that these experiments conclusively prove anything 

seems to me highly spurious. Even Pudovkin offers the dis- 

claimer that "the combination of various pieces in one or 

another order is not sufficient" and suggests that different 

lengths of film in combination yield different phenomenolog- 

ical and emotional effects on the spectator. The experiments 

*Having seen Razumny's Brigade Commander Ivanov (1923), I 

suspect that this is the film to which Kuleshov refers. 
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are unsatisfactory as science and seemingly produce results 

which, if not entirely contradictory, are at least not sim- 

ultaneously sustainable. 

Pudovkin urged caution upon those who would seek to 

extrapolate a general theory from isolated examples of Kul- 

eshov's studio practice, however interesting they may be in 

themselves. "What is a theory? It is experience codified... 

Pavlov conducted thousands of experiments minutely controll- 

ed and studied". 
54 Amongst the characteristics of Pavlov's 

research which rendered it an exemplary model to his fellow 

scientists were the length of time for which his team worked 

with particular subjects, the detailed and independent anal- 

ysis of individual idiosyncracies (allowing a single aberr- 

ant instance to jettison a hitherto established theory) and 

insistence on the exact definition of terms. (see chapter 

three, above) Set against this paradigm, the Kuleshov experi- 

ment (or experiments) make a poor showing. To how many 

people did Kuleshov show the film or films and how was the 

audience constituted? As Tsivian observes, the notion of the 

experiment casts its audience as an uninitiated tabula rasa, 

but the most basic conventions of story reading, that is to 

say, an established customary handling of pictorial or writt- 

en text, predisposes the spectator to project one image for- 

wards onto the next. He suggests that classic conventions of 

shot/reverse shot editing were by the 1920's thoroughly nat- 

uralised in the Soviet audience. 
55 Similarly familiar was 

the facial close-up as used by D. W. Griffith, as a prelude to 

the exhibition of the object contemplated. (see chapter eight 

below) A desire to read a causal relationship between images 

may proscribe the option of finding a contiguous pairing 
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void of meaning. Surely, the desire of the spectator to make 

sense of the 'new woman' assembly and the priority inherent- 

ly given to a particular interpretation are equally operat- 

ive as the fact of temporal linkage of the parts. Elsewhere, 

Pudovkin noted that juxtapositions were susceptible of diff- 

erent interpretations according to the ordering of the se- 

quence. 
56 Bela Baläzs says that the face in close-up has a 

peculiar effect on the viewer, who sees it as pure physiogn- 

omy, abstracted from a spatial context. 
57 

The use of footage of the famous actor raises addition- 

al objections. Mozzhukin was well known and lauded in the pre- 

war cinema for his 'full' style, his formidable gaze and 

mesmerising intensity, the concentrated static internalis- 

ation of emotion. "The stare works in reverse, offering a 

window into the protagonist's (usually) tortured psyche... 

the audience is invited to imagine what has gone before and 

within: a sign of subjectivity". 
58 

This seems remote from 

the use of blank models, in themselves supposedly of no 

significance, mannequins on which the director by choice or 

necessity hangs a chosen meaning by the-conjunction with ex-- 

ternal material. This, however, is the sense in which the 

experiment is commonly invoked. Pudovkin himself contrived 

such a performance in Otsep's-The Living corpse. 59 
(ill. 5. i) 

In spite of Kuleshov's contention that "in either one direc- 

tion or another" it was possible to change the actor's work, 

as the accounts stand they appear to demonstrate distinct 

phenomena: 1) subject to his own qualification, Pudovkin 

shows that a particular facial arrangement of the actor 

Mozhukin in close-up was retrospectively perceived and in- 

terpreted differently according to the different proceeding 
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images; 2) Kuleshov says that the effect of editing partic- 

ular images can overrule an actor's effective performance, 

included as an image in that sequence (endorsing his claim 

elsewhere that, in cinema, the editor held the prerogative); 

3) Kuleshov says the. general ambience of a sequence, which 

he does not attach to any particular object or image in that 

sequence, was able to invade his perception of a particular 

image; he seems to interpret the picture of Lenin as acting 

in the sequence as if it were a picture of an actor, an ob- 

jective equation of actor as 'filmic material' which, also, 

he makes elsewhere. The single common conclusion here seems 

to be that images in film are not viewed objectively, in 

isolation. Such apprehensions are not unique to film. Darwin 

too had observed in his 1872 Expression of the Emotions in 

Man and Animals, that "... if f rom the nature of the circum- 

stances we expect to see any expression, we readily imagine 

its presence". 
60(see 

chapter one, above) 

There is broad agreement between Kuleshov, Pudovkin 

and Stanislavski that an actor's training in the new society 

should differ appreciably from that under the old. Kuleshov 

and Pudovkin maintain that film, specifically, requires 

different skills. The new actor needs must work on himself 

before he embarks upon his role, even if the example as to 

what constitutes this work will differ according to the 

school in which he is trained. There is agreement on the 

preparatory training of the body as the tool of the actor. 

Under Stanislavski, the emphasis is negative, calling for 

personal discipline to overcome superfluity and to reign in 

� 61 
"the anarchy of muscles Stanislavski advocates training 
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in the form of purgation. Although the contribution of jc - 

tuition and the subconscious is highly valued in the trained 

actor, the behaviour of the body in spite of volition is 

more often to be discouraged in the uninitiated. Even though 

Stanislavski insisted on the right of the realm of theatre 

to remain apart from real life, to not become merely natur- 

alised, he came to despise overt theatricality and "the 

theatre in the theatre". 
62 

He promoted a tendency in Russia 

and elsewhere for actors' performances to approach their 

audiences' experiences in everyday life. Simultaneously, 

this shift in taste and style, from what Roberta Pearson 

terms a "histrionic to a verisimilitudinous mode", was 

occurring in many of the foreign films imported after the 

revolution (Pearson founds her terminology on particular 

comparisons in Griffith). 
63 Pudovkin even advances a claim 

on behalf of Stanislavski as a visionary precursor for the 

tendency in cinema, presuming for cinema a more adequate 

realisation and validation of Stanislavski's theatrical pro- 

ject. But although life-like credibility was claimed by the 

new medium as its particular preserve (sometimes as a virtue. 

sometimes as an impediment), constraints were imposed on 

the style of performance in order that its rendition on 

screen prove acceptable. Large gestures in front of the cam- 

era were functionally enlarged when screened and looked simp- 

ly ridiculous when accompanying speech which could not be 

heard (Pudovkin cites the example of Moskvin in The Postmast-- 

er). 
64 Stage make-up was to be discouraged (Vera Baranovsk- 

aia was induced to play Mother without make-up, and Sovets- 

koe Kino emphatically offers an illustration of her decked 

out in powder, pearls and feathers as a Film d'Art diva). 65 

The sensation of the audience in the cinema of proximity 
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encouraged this tendency in the actor. In 'Stanislavski's 

System in the Cinema', Pudovkin writes: 

Owing to the closeness of the public and cast [in 
Loss of Hope] all exaggeration and gesture and in- 
tonation had to go and every half-tone and subtle 
nuance acquired extreme importance. The unusually 
intimate association between actor and spectator 
produced a feeling of particular sincerity and 
directness... it revealed to Stanislavski new poss- 
ibilities of altering existing theatrical forms 
and transforming the stage performance into a more 
direct reflection of real life. 66 

Kuleshov employs a relativity of modes (between 'hist- 

rionic' and 'verisimilitude') to comic effect in Mr. West. To 

say baldly, as does Lindley Hanlon, that Kuleshov's group 

overact, is to miss the point. 
67 

Mr. West himself is played 

as an ingenu, with child-like mannerisms like dropped-jaw 

gawping. 
68(ill. 5. iii) His naivete is underscored by his in- 

ability to recognise in the ostentatious pretence of Zhban, 

the Princess and their cronies, the falsity of their story. 

Assuming that Mr. West sees what the audience sees simultan- 

eously, one is amused that he could be so readily duped by 

the frenetic lip-biting and popping eye-balls of the Prin- 

cess (played by the famously odd Alexandra Khokhlova), yet 

one appreciates also that Mr. West's credulity when confront- 

ed by 'The Barbarian horde' has been anticipated in his read- 

ing of the inflamatory catalogue of Soviet types. At the end 

of the film, Mr. West encounters the real Soviets: Trotski, 

the Red Army and the "leather-jacketed officer with the 

mauser at his hiP". *(see chapter four, above) A similar con- 

trast of style is employed to comic effect in Chess Fever 

*for the recurrence of this figure as a new Soviet type see 
Geoffrey Hosking, A History of the Soviet Union (London: 
1990) 86; it also appears as a puppet in N+N+N (1924); when 
I visited Moscow in 1995, the museum of the Revolution on 
Tverskaia was showing a good selection of the actual article 
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(ill. 5. v), between Fogel and Anna Zemtsova, and to dramatic 

effect in The Living Corpse. (ill. 5. _i) 

Under Kuleshov, the actor's mastery of his body is a 

positive attribute; indeed, its acquisition is a fundament- 

al task which precedes any role. This can be set against a 

broader urge towards physical fitness and expertise as nec- 

essary skills of the 'new man' and 'new woman' in the build- 

ing of Soviet society. Marchand and Weinstein, reporting in 

1927, include acrobatics in the curriculum of the Leningrad 

Film School and Trauberg's directors' course, reported by 

Moussinac, included such one-to-one sports as fencing and 

boxing. 69 These improved carriage and balance and sharpened 

reflexes. Kuleshov and Inkizhinov boast of Barnet's talents 

in the workshop being nurtured by his previous training as a 

boxer. The circus was admired as a display of physical skill 

and agility in its performers as much as in its formal organ- 

isation, as a succession of such 'turns'. Such journals as 

Kino, teatr, sport (1923) endeavoured to cover all these act- 

ivities equally, as spectacle. Members of Kuleshov's work- 

shop performed their own stunts: he gives an account of a 

hazardous four-storey leap by Pudovkin. 70 Under Kuleshov, 

physical malleability is required of the actor in order that 

he can with ease undertake any move set by the director. For 

Kuleshov (theoretically) the actor is not an artist; 

the actor is subservient to the 

creative prerogative of the director assembling the montage 

pieces and thereby to the requirement of "optimal organis- 

ation" of shot for quick and easy apprehension by the cin- 

ema audience; the actor is no more and no less than a moving 

"shot sign", equivalent in communicative status to the prop 
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"curiosity". A character can, indeed, be reduced to an ess- 

ential sign, an isolated typical gesture (for instance, 

Zhban's finger-crooking in Mr. West). The shot is framed, the 

action is blocked and the workshop actor's body is trained 

to achieve graphic clarity, simplicity and economy of ex- 

pression. 
71 In 1926, Pudovkin reiterates the lesson learnt 

from his erstwhile master: "the... requirement, conditioned 

by the basic character itself of filmic spectacle, will 

probably exist for ever- the necessity for clarity". 
72 

There is much in Kuleshov's exposition which is rem- 

iniscent of Meierkhold's exercises in Biomechanics. Indeed, 

the personnel of both collectives at one time worked in 

adjacent studios. Meierkhold similarly differentiates exer- 

cises involving actors by themselves ('drawing the bow') 

and together ('the leap onto the chest') into a series of 

basic moves. However, there seems to be a fundamental dis- 

crepancy between Kuleshov and Meierkhold as to the relation- 

ship bnetween the actor's ability to sign bodily a partic- 

ular emotion effectively to an audience and the concomitant 

sensation of that emotion. Kuleshov, with Eisenstein, in- 

sisted that "the work of film actors be so constructed that 

it comprises the sum of organic movement with 'reliving' 

held to a minimum", appearing to hold with Diderot that the 

actor does not personally experience that which he conveys 

externally. 
73 Stanislavski held that 'reliving', the redis- 

covery of emotion within the memory of his own experience, 

was crucial to the actor's art. The actor was to summon 

forth his memory to pre-empt convention. According to Meier- 

khold, there existed a reciprocal and reflexive relation 

between the physical exercise and the psychological state, 
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as though the experience which caused an expression equally 

could be effected in the actor in the undertaking of the 

prescribed posture. 
74 There are sources for the system in 

Taylorism, in William James and in Pavlov, especially in the 

composition of the reflex: as sensation (initial withdrawal, 

refusal of action); cerebration; tendency to action. 

"Meierkhold was able to... [cause the actor] to automatically 

experience an entire gamut of emotions due to a constantly 

changing arrangement of his musciature. This would also en- 

able the actor to precisely establish the relationship be- 

tween his physical appearance and his own inner nervous 

feelings". 
75 

In The Art of the Cinema, Kuleshov wrote that he pre- 

ferred the movements of the real life stevedore loading 

sacks to those of any actor (Kamerni, Meierkholdian or Mos- 

cow Art Theatre). 76 It was something of a contemporary 

commonplace to celebrate in manual labour an aesthetic as 

much as a social value. The repetition of a given activity 

reduces the movement to an essential and typical standard 

denominator, to the least expenditure of physical effort 

required to accomplish the task. * The paring of human energy 

fits the individual into the general industrial equation, 

minimising time and motion maximises productivity. "The 

Table of Hours, it turns each one of us... into a six-wheeled 

epic hero... ", crows Zamiatin. "No doubt about it, that 
77 

Taylor was the genius of antiquity". Gastev, Taylor's prom- 

inent and zealous Soviet acolyte, used photography ih his 

*Current research into repetitive strain injury (notably on 
fishing trawlers, the closest instance I could find to 

stevedores) suggests that Kuleshov's confidence was mis- 

placed. 
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laboratory to analyse the component parts of simple tasks 

(for instance, swinging a hammer). Any task, says Kuleshov, 

in terms derived from Taylor, can be rendered as a labour 

process. 
78(see chapter one, above) Huntley Carter's 1924 

survey of Soviet theatre and cinema is fancifully illus- 

trated with stylised paper-cut figures, supposedly in Bio- 

mechanical postures, with the size of angle annotated be- 

tween body and limb. (ill. 5. vi) In practice it seems that 

Meierkhold's exercises were subject to individual variation 

and re-interpretation. 
79 

In the training schedule, the 'labour processes' 

correspond to unit tasks (sitting down at a table, opening 

a door). Only in the third year of Trauberg's curriculum 

were students allowed to progress to composite tasks and 

complete scenes. 
80 For Kuleshov, the typical action is 

arrived at through improvisation, as though pre- logical 

spontaneity can short-cut the unthinking evolution of the 

stevedore's sack-lugging. This is preferred to inherited 

convention, but once the typical action is settled upon in 

rehearsal its repetition in performance is fixed. For 

Stanislavski, it was a function of the living actor that he 

be free to act spontaneously. Mikhail Iampoiski has made 

much of the influence of the French stage theoretician Del- 

sarte on pre- and post-revolutionary directors, quoting 

Anna Zaitseva-Selivanova (Pudovkin's wife-to-be) in an art- 

icle testifying to a close familiarity with his writings as 

translated by Count Volkonski. 
81 Delsartism is listed as a 

subject of study at the Leningrad school and was familiar to 

Eisenstein. Kuleshov himself insists that Delsarte's useful- 

ness does not extend beyond "an inventory of the possible 
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APPENDICES 

APPENDIX F 

NOTES ON THE ILLUSTRATIONS 

The illustrations in this book have been chosen to follow the scheme of the book and to offer necessary explanations, especially technical ones. It 
is quite impossible in a single volume to describe at length the involved 
technical systems and processes at work in the New Russian theatre. But 
illustrations can do much to convey their nature and meaning. These 
technical explanations are demanded by a New theatre which is practically 
a new technique of the drama. That is to say, a theatre in which every 
thing-acting, stage, scenery, auditorium-is being reconstructed for a new 
technical purpose, namely, the expression of a new social style of thought 
and action which has developed since the Revolution. Each period of history has its manner or style. Thus there is the baroque, the rococco, 
the empire, the modern, and so on. To-day in Russia there is a distinct 
style known as the R. S. F. S. R. It is based on a line. Just as the rococco 
style was based on round and elliptical lines, so the Soviet style is based on 
a straight line. The geometrical principle of the straight line is the shortest distance between two points, and the R. S. F. S. R. style or straight line style is accordingly constructed on this principle. 

TAn. ottasm GEsxvas in the Russian Theatre. 
Two work diagrams of angles. 

Actor pupils are expected to learn how to use their hands and feet on the 
above models. These two models show turning movements at go degrees. 

In brief, the spirit of Taylorism-American Taylorism-has been 
accepted in Russia as the ideology of the new style. Taylorism is, as we 
know, a system of promoting the greatest efficiency in a worker. It is one 
that reduces the worker to an energy-saving automaton. This system is at 
work throughout the New theatre. A study of the illustrations, particularly 
those belonging to the Left Group section, will reveal the application of 
Taylorisrn and associated systems, such as bio-mechanics, to the work of 
the theatre, in particular acting. 277 U 
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changes in the human mechanism" and that it cannot be re- 

garded as a method of acting. 
82 In practice, one of the most 

wonderful things about the wonderfully odd Khokhlova (Kul- 

eshov's muse) is her ability to strike a succession of dis-* 

tinct expressions and poses: witness, for instance, her 

performances in Mr. West, By the Law and The Female Journal- 

ist. 
83 

But Kuleshov inherits nothing of Delsarte's cabalism, 

nor his manic tripartite classifications (constitutional, 

passional and habitual gestures; Thought, Sensation, Emotion: 

Goodness, Beauty, Truth), nor his attachment to classical 

notions of beauty at the expense of the authentic expression 

of emotion. 
84(see 

chapter seven, below) Although Delsarte, 

like Stanislavski, is prompted by the desire to codify an 

appropriate grammar of acting, Delsarte seems to be the epi- 

tome of the 'stencils' against which Stanislavski railed 

persistently (see chapter four, above): 

Standing in the lengths; the strong leg is back, 
its knee straight; the free leg in front, the 
knee also straight. The condition such a position 
represents is antagonistic; the sentiment, de- 
fiance, irritation, splenetic emotion. It also in- 
dicates self-assertion with an added element of 
defiance. Many men erroneously consider this pos- 
ition a manly one to assume. Remember, these att- 
itudes are types. . . An attitude midway... Lor mixed] 
... partakes of the meaning of the two from which 
it is composed. 
Standing in the breadths; the free leg is slightly 
in the rear of the strong leg; the knee of the 
strong leg is straight; the free knee is bent; the 
toe of the free leg is on line with the instep- 
arch of the strong leg; the foot of the free leg 
is very much turned out; the heel of the free leg 
is raised a little from the ground, while the ball 
rests on the ground. 
The attitude should be unconstrained. It repres- 
ents a suspensive condition, neutral, transitive, 
or colorless sentiments. It should be assumed when 
changing the direction of the lateral walk on the 
stage. 85 

There is also broad agreement between Kuleshov, Pudov- 

kin and Stanislavski in their rejection of the theatrical 
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staging popular under the ancien regime. They hold in con- 

tempt the artificiality of its painted back-cloths and its 

exhaustive clutter of knick-knackery. Predictably, Stanis- 

lavski's objections focus on the actor: 

What business have I, an actor, with the fact that 
behind me hangs a drop curtain painted by a great 
artist? I don't see it, it doesn't inspire me, it 
does not help me... it only forces me to be as tal- 
ented as the background against which I am stand- 
ing and which I do not see. Often this wonderful 
backdrop only interferes with me-Better give me 
one good armchair around which I will find an end- 
less series of methods for the expression of my 
emotions... These palpable objects seen by us on 
stage are more necessary and important for us act- 
ors than... canvases separate from us... 86 

Such objects may even be acquired in preparatory work (Stan- 

islavski's famed expeditions) and employed in rehearsal to 

assist the actor in his development of a r6le. 
87* Kuleshov 

too stresses the careful selection of objects, but this con- 

cern is directed less towards the stage business enacted by 

an individual than towards the fast and clear signification 

to the audience of character or setting within a general 

schema. Here again, the minimum required to achieve the de- 

sired effect is to be preferred. Kuleshov quotes such "cur- 

iosities" as the coat hanger in a vase and glass elephant 

supplied by Rodchenko for The Female Journalist; in Mr. West 

the same table seemingly appears on several occasions, var- 

iously accompanied by a low slung washing line with washing 

(Zhban's garret) or a telephone and post-card size stars and 

stripes (the American Embassy); the sets for Engineer 

Prait's Project are similarly pared down and spartan. Kul- 

eshov praises the example of the 'new' theatre to foreground 

*many of the less mangey and moth-eaten articles are still 
to be seen in Stanislavski's house-museum in Moscow 
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or oversize significant objects, and sometimes uses paint or 

cloth covering to deliberately flatten or diffuse variation 

in a background in order to clearly delineate and to focus 

attention on the object proper. 
88(see 

chapter seven, below) 

Pudovkin sets Lebedev's desk in The End of St. Petersburg far 

back from the camera, the conspicuous expanse of polished 

parquet flooring in the foreground and the offices beyond 

conveying a sense of the industrialist's extensive command 

over property. with the advent of montage and the close-up 

cutaway, props and settings acquire a significance equiva- 

lent to that of performers: literally and metaphorically 

they can be made to figure as largely in the imagination. It 

is in this sense that, for Eisenstein, the dispute between 

actor and non-actor becomes pointless and that, for Arnheim, 

the stage prop can be said to perform as an actor. 
89 Kulesh- 

ov, and especially Pudovkin, recognise that, with the advent 

of cinema, expression is no longer signified by the actor 

alone, that emotion can be conveyed and stirred by montage 

of a number of elements between and within shots as much as 

by an actor's performance. (see chapter six, below) 

Equally, Kuleshov, Pudovkin and Stanislavski agree on 

the effectiveness of an appropriate and specific location. 

Consistent with his attachment to the objectively real as 

the raw material of film, Kuleshov says: "... if you shoot a 

film in Batum based on a story of the North Pole it will not 
90 

work. What pertains to nature pertains also to people... ". 

Pudovkin's love of location shooting lies partly in the will 

to discover and document hitherto uncharted landscapes and to 

show these to an audience unfamiliar with the full extent of 

the new Soviet Empire. Hunger.. Hunger.. Hunger had been filmed 
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on location with Gardin in the Volga using non-actors, the 

opening sequences of The End of St. Petersbura were similar- 

ly shot in the Volga. As for using such locations as the 

backgrounds for scripted drama, he seems more concerned with 

the authenticity of representation and performance which the 

location prompted from the actors (professional or other- 

wise), for instance in filming Storm over Asia in Mongolian 

territory. He quotes Stanislavski's recollection of an im- 

promptu rehearsal of a scene from A Month in the Country 

with Olga Knipper during a walk in the park and their subse- 

quent amendment of its rendition on stage: "... the trees, the 

air the sun hinted to us of such real, beautiful and artist- 

ic truth which cannot. . . be compared to that which is created 
91 

in us by the dead wings of a theatre". 

In practice, Kuleshov did not work with stevedores but 

with a close group of professionals: Pudovkin, Fogel, Barnet, 

Podobed, Khokhlova. However, he chooses not to make much of 

their familiarity with one another as a basis for sound coll- 

ective work: their shared interests are represented theoret- 

ically as professional rather than personal. In practice, 

Pudovkin worked as a director with actors from a variety of 

backgrounds (Batalov had been used by Protazanov for Aelita; 

Baranovskaia came from MKhAT; Inkizhinov came via the Kul- 

eshov workshop and, from 1916, tutor in Biomechanics with 

Meierkhold). However, Pudovkin says that his own training 

left him feeling ill-equipped initially to create the nec- 

essary rapport with artists themselves trained with Stanis- 

lavski. Endorsing Baranovskaia's reservations, he claims 

that he discovered the System through his acquaintance with 
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these artists as an effective means of establishing trust 

between themselves: 

On what could one base this confidence?... I still 
looked at actors from a formalist point of view, 
entirely externally... How could I reach the in- 
telligence and the heart of those whom I had to 
direct, whom I had to guide in the creation of 
characters which still existed only in my imagin- 
ation. How to find a common language? 92 

Pudovkin says that the idea of "recollected emotion" was 

born in him in his creative work with these actors. 

Pudovkin advocates Stanislavski as a means of drawing 

the reality of the everyday and ordinary into the artificial 

construction of the film and film-studio practice. Pudovkin 

invokes spontaneity or the quasi subconscious as a route to 

an act which will prove effective and effecting on screen: 

In the film Storm over Asia, I wanted to have a 
crowd of Mongols looking with rapture on a pre - 
cious fox-fur. I engaged a Chinese conjuror and 
photographed the faces of the Mongols watching him 
... Once I spent endless time and effort trying to 
obtain a good natured smile-when I photographed 
his face smiling at a joke I made, he had been 
firmly convinced that the shooting was over. 93 

Pudovkin quotes for Mother the precedents of the court scene 

in Tolstoi's Resurrection and the hands of Mae Marsh in 

Intolerance: *"the actress was probably crying when she pinch" 

ed the skin of her hands; she lived a full and real exper- 

ience and was completely in the grip of the necessary emo- 

tion as a whole". 
94 However, when it came to filming Baran- 

ovskaia in her role he sometimes found mannerisms performed 

by the actress, almost unselfconsciously, without deliber- 

ation, most suitable to his intentions: 

*Mae Marsh, Screen Acting (L. A.: 1921) 117, corroborates Pud- 

ovkin's suspicion: "Mr. Griffith is quick to appreciate the 
involuntary action of one of his actresses while a scene is 
being played or rehearsed. As, for instance, in the court 
room scene ... (the mother and the law) when I began uncon- 
sciously to wring my handkerchief and press it to my face.. ". 
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First I removed all that seemed to me superfluous 
and exaggerated and then I decided... to suggest 
that she should act this scene without making a 
single gesture or movement... then... I allowed the 
actress to make a single gesture which I had no- 
ticed among the many she had made in the beginning, 
It was a movement of the hand as of someone naive- 
ly fending off some terrible threat. 95 

Stanislavski's final legacy to Pudovkin rests in his 

almost lyrical exposition of the place of the film actor 

himself as a living breathing human being. For an audience 

the experience of watching a film should become, says Pudov- 

kin in 1934, more like watching everyday, ordinary behaviour. 

"The final object of the actor and his performance is to con- 

vey to the spectator a real person, or at least a person who 

could conceivably exist in reality". 
96 This is to say, that 

performance should be judged by its mimetic authenticity and 

credibility, in reference to something which resides outside 

the experience of the film. Pudovkin suggests also that the 

'magic IF' of Stanislavski is a means whereby the actor can 

counteract the ruptures imposed upon the unity and integrity 

of his performance by shooting out of sequence and success- 

ive takes. Significantly enough, he never suggests a radical 

change in the procedures responsible for the disruption. 

However, by the time that Pudovkin writes Akter v fil'me, it 

is as though the entire institution is to be reproached for 

its removal from another 'everyday' life. Pudovkin quotes 

the Diderot paradox. By the time that Pudovkin writes Akter 

v filme, his theoretical concerns appear to have shifted 

from the act to the actor. When Pudovkin says that ".. a 

living human individual is an individuality of at least a 

given profundity and complexity of its own", he refers sure- 

ly less to a role as an external. given which the actor is 

required to characterise than to the actor himself. 97 
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6. Dynamism, Plasticity and Organic Unity 

"Early Soviet Marxism as a whole", says David Bord- 

well, "eagerly embraced Pavlov's reduction of all behav- 

iour to material laws... Every science needs its... common 

denominator of measurement. For Pavlov, the reflex as a 

response to a stimulus constitutes such a common denomin- 

ator-the reflex was seen as the elemental unit out of 

which all behaviour could be constructed". 
1 Critics who 

have acknowledged the appropriation of Pavlov in Soviet 

thought have either referred to him gesturally as an ex- 

ample of objective psychology, or have concentrated unduly 

on the isolation and reductiveness of the reflex as a con- 

tained unit. Pavlov chose to work with digestive secretions 

not because he found these interesting in themselves but 

because they could could be produced readily and reliably; 

the salivation reflex is, he tells an audience in 1909, 

"strikingly specific". 
2 (see chapter three, above) For 

Pavlov, the reflex was not so important as an object of 

discovery in its own right but as a tool by means of which 

the interaction of phenomena in a given body could be in- 

vestigated and the reciprocal action of that body with its 

environment could be observed. Pavlov did not deny the poss- 

ibility of idealist psychological explanations; like Bekh- 

terev he simply protested that they were neither scientific- 

ally verifiable nor useful and did not yield an adequate 

moment of enquiry: 

Still, the importance of the unconscious in 
psychic life is, generally speaking, enormous... 
[but] it may be stated with conviction that, in 
its essence, psychic life does not offer any de- 
finite fulcrum for scientific analysis. 3 

The reflex articulates the organisation of material in move- 
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ment. It seems to me that the significance of Pavlov to 

the materialist project can be more fully understood in 

this more extensive appreciation of his work. 

The attachment of Soviet Marxism to Pavlov lay largely 

in his usefulness in accounting for change, through time and 

across space. For Soviet Marxism, Pavlov's work was of mat, 

erial concern in the understanding it afforded of the integ- 

ration of the individual in the dynamics of society, of 

history, of evolution in time and with the natural environ- 

ment. "Along with strength, equilibrium and mobility", wrote 

Pavlov in 1935, "another very important property of the 

nervous system incessantly manifests itself- its high plast- 

icity. Consequently, since this is a question of the innate 

type of nervous system, we must take into account all the 

influences to which the organism has been exposed from the 

day of its birth to the present moment". 
4 Bekhterev similar- 

ly, in 1923, claimed for his 'reflexology' that: 

... 
it investigates all manifestations of so-called 

psychic activity or the spiritual sphere from an 
objective standpoint and confines itself to the 
external peculiarities of the activity of man: his 
facial expression, his gestures, voice and speech 
as a coherent integration of signs in correlation 
with exciting external influences- physical, bio- 
logical and social- but also with internal influ- 
ences, regardless of whether either of these two 
types of influence is referable to the present or 
the past, even the very remote past. 5 

Lenin took his rendition of Nature from Engels, who in turn 

inherited it from Hegel: "There is no matter without move- 

ment any more than there is movement without matter. -The 

study of the different forms of movement is therefore the 

essential object of the science of nature". In On the Quest- 

ion of Dialectics (1921), Lenin wrote: 

Dialectics is the science of general laws of 
motion, both of the external world and of human 
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thought. . . as a doctrine of development concerning 
itself with forces and tendencies acting on a 
given body, phenomenon or society; the interde- 
pendence and close indissoluble connection between 
all aspects of any phenomenon; universal process 
of motion-that follows definite laws. 6 

Marxism viewed science as a function of human activity de- 

rived from society as a whole and, in turn, insisted that 

Marxism was rooted in Nature. Soviet Marxism was not alone 

in stressing that movement was an essential function of 

Nature, but Lenin was especially concerned to render a 

Nature in which matter retained its objective reality and in 

which the continuum was clearly articulated around decisive 

moments. For Lenin, the reflex is decisive as a reaction be- 

tween an internal organism and an external stimulus; the 

reflex marks the boundary between physical and psychical 

activity in the individual. But Lenin's Natural Philosophy 

has a political imperative: Materialism and Empirio-Critic- 

ism (1909) was written in direct response to the new 

physics' denial of the primacy of matter, and more specific- 

ally, to the Machians' claims to have constructed a more 

correct world view on the basis of this discovery of how 

the world is and has come to be. In 'The Relations of Mech- 

anics to Physiology', Mach declares: 

The majority of natural inquirers ascribe to the 
intellect the implements of physics, to the con- 
cepts mass, force, atom etc., whose sole office is 
to revive economically arranged experiences, a 
reality beyond and independent of thought. Not 
only so, but it has even been held that these 
forces and masses are the real objects of inquiry 
and if once they were fully explored, all the rest 
would follow from equilibrium and motion of these 
masses... we should beware lest the intellectual 

machinery employed in the representation of the 
world on the stage of thought be regarded as the 
basis of the real world. 7 

Mach advocates tolerance of an incomplete conception of the 

world and disputes the notion of cause and effect in nature; 
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he opposes the primacy which Lenin accords to matter: 

"Space and time are ordered systems of sets and sensations". 

Lenin, as the successor of Engels, opposes Mach for his 

alignment of himself with Dühring. 
8 

Lenin criticises Mach 

for being wrong in principle and inconsistent in applic- 

ation: 

In Mach, the first sensations are declared to be 
"real elements of the world"... then the very opp- 
osite view is smuggled in, viz that sensations are 
connected with definite processes in the organism. 
Are not these "processes" connected with the ex- 
change of matter between the organism and the ex- 
ternal world? Could this exchange of matter take 
place if sensations of particular organisms did 
not give them an objectively correct idea of this 
external world...? .. natural science instinctively 
adheres to the materialist theory of knowledge... 
Materialism, in full agreement with natural sci- 
ence, takes matter as primary and regards con- 
sciousness, thought, sensation as secondary, be- 
cause in its well-defined form sensation is ass- 
ociated only with the higher forms of matter (org- 
anised matter) while "in the foundation of the 
structure of matter" one can only surmise the ex- istence of a faculty akin to sensation ... Machism 
holds to the opposite idealist point of view and 
at once lands into an absurdity: since in the 
first place, sensation is taken as primary in 
spite of the fact that it is associated only with 
definite processes in matter organised in a defin- 
ite way; in the second place, the basic premise 
that bodies are complexes of sensations is violat- 
ed by the assumption of existence of other living 
beings and in general of other "complexes" beside 
the given great I. 9 

Marxists were not alone in requiring an attachment of 

knowledge of reality to scientific discovery, but early 

Soviet Marxism required a doctrine which described mechanic- 

ally the process and structure whereby objects were set in 

motion rather than assuming movement as a transcendant 

vitalising force, nor was it sufficient to assume that 

logical order reflected natural order. The reflex was a de- 

cisive moment for philosophy in that it located the origins 

of consciousness, both in the process of evolution of the 
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individual being from birth to maturity and in the pro- 

cess of evolution of life forms. "The view of subjective 

psychology does not harmonise with the law of evolution, 

if it cannot tell at what level of development in the 

animal kingdom the phenomenon called consciousness 

begins". 
10 Thus Bekhterev criticises James and Bergson 

(published in Russia in 1908 and 1914 respectively) for 

idealism in their adherence to the vague notion of a 

'cosmic consciousness', subsuming all nature, animate and 

inanimate, organic and inorganic. "Haeckel, le Dantec, 

Petri and de la Grasserie and others regard the psychic and 

consequently consciousness as resident in every, cell and 

every molecule and atom... a 'psychology of minerals'. "11 But 

Bekhterev. ever equitable, cannot entertain a rigidly mechan- 

istic position either: 

The view holds undisputed sway among modern psych- 
ologists that, in investigating the behaviour of 
man, it is not possible to exclude the psychic al- 
together because every reality and every process 
is first of all a psychic reality, for our know- 
ledge of nature is second hand, through the medium 
of the psychic world, which the mechanists deny... 
if we turn to the objective investigation of the 
external person and regard that individual's 
logical process and his behaviour as reactions to 
stimulii from the external world, we shall have 
direct evidence that development of these reac- 
tions is inevitable, if we take into account the 
individual's bio-socio development under the in- 
fluence of his experience and consider the utilis- 
ation of external influences for his own present- 
ation and that of the community. 12 

Conversely, the vitalist Bergson repudiates Spencer for a 

misplaced attachment to the reflex and an inadequate evolu- 

tionism which falsely emphasises isolated states over the 

process of becoming. Bergson calls for "A PHILOSOPHY WHICH 

SEES IN DURATION THE VERY STUFF OF REALITY. Matter or mind, 

reality has appeared to us as a perpetual becoming. It makes 
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itself or it unmakes itself, but it is never something 

made", 
13 

By compounding the reflex with the reflex, 
Spencer thinks he generates instinct and rational 
volition one after the other. He fails to see that 
the specialised reflex, being a terminal point of 
evolution just as much as perfect will, cannot be 
supposed at the start. That the first of the two 
terms should have reached its final form before 
the other is probable enough; but both the one and 
the other are deposits of the evolution movement, 
and the evolution movement itself can no more be 
expressed as a function solely of the first than 
solely of the second. We must then go in quest of 
the fluid reality which has been precipitated in 
this twofold form, and which probably shares in 
both without being either. At the lowest degree of 
the animal scale, in living beings that are but an 
undifferentiated protoplasmic mass, the reaction 
to stimulus does not yet call into play one defin: - 
ite mechanism, as in the reflex; it has not choice 
among several definite mechanisms, as in the vol- 
untary act; it is, then, neither voluntary nor 
reflex, though it heralds both. . . But to all this 
Spencer shuts his eyes, because it is of the ess- 
ence of his method to recompense the consolidated, 
instead of going back to the gradual process of 
consolidation, which is evolution itself. 
Is it, finally, the question of the correspondence 
between mind and matter? Spencer is right in de- 
fining the intellect by this correspondence. He is 
right in regarding it as the end of an evolution. 
But when he comes to retrace this evolution, again 
he integrates the evolved with the evolved... so 
that it is vain for him, then, to pretend to make 
the genesis of it. 14 

Moreover, science was not the only area of knowledge 

to enter the mechanist/vitalist debate and to pursue new re- 

lationships of space and time and a new fascination with 

movement. "Plastic art discloses what science has discover- 

ed", says Mondriaan, aspiring to found art on an objective 

basis. "Neoplasticism should not be considered a personal 

conception. It is the logical development of all art, 

ancient and modern; its way lies open to everyone as a prin- 

ciple to be applied". 
15 

Here, too, Bergson makes a notable 
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contribution: 

Pure change, real duration, is something spirit- 
ual, impregnated with spirituality. Intuition is 
the quality which reaches the spirit, duration, 
pure change-There is, however, a fundamental 
meaning: intuitive thinking is thinking in dur- 
ation. Intelligence arises ordinarily from the 
immobile and constructs the quality of movement 
as well as it may from juxtaposed immobilities. 
Intuition arises from movement, posits it or 
rather notices it as reality itself and sees no- 
thing in immobility but an abstract, instantan- 
eous moment which our mind has singled out of 
mobility. Usually it is of things- that is to say 
of the stable- that intelligence is given and 
change becomes an accident that is supplied after- 
wards. For the intuition, change is the essential. 

16 
Throughout the arts, there was an enthusiasm for dynamism, 

movement per se, and for plasticity, both as the description 

of form in space and its representation in movement through 

time. The term 'plasticity' is prominent in the manifestos 

of the artistic avant-garde in Europe. For the artists of 

de Stijl the 'new plastic' was defined as "a new organis- 

ation of the surface"; 
17 the Italian futurists presented 

their 1912 credo under the title 'Pittura, Scultura, Futur- 

ista (dinamismo plastico)'; 
18 Laszlo Moholy-Nagy urged that 

"the significance of the plastic features of a face, of 

shells, flowers and a thousand other matters. . . be re-discov- 

ered again� 
19 

and Leger, on behalf of French Purism, con- 

cluded that "plastic beauty is totally independent of sen- 

timental, descriptive and imitative values". 
20 The meaning 

ascribed to 'plasticity' by those who employed it was various, 

but, broadly, 'plastic' denotes the organisation and artic- 

ulation of material in movement. Even stillness, says Mon- 

driaan, is in plastic terms no more than the poising in 

equilibrium of potentially generative forces: "In plastic 

art, reality can be expressed only through the equilibrium 

of dynamic movement of form and colour... dynamic equilib- 
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rium, the unification of forms or elements of forms through 

continual opposition... destroys static balance". 21 In the 

manifestos, 'plasticity' indicates an enthusiasm for move- 

ment as a proper theme for the modern work of art (as dis- 

tinct from any previous subsidiary concern with the ex- 

pression of the plastic attributes of such and such a sub- 

ject), with movement (natural or mechanical) as the gener- 

ator of forms and with the means by which dynamism and 

flux (as opposed to stasis) are to be conveyed in an art 

work truly representative of a modern perception of the 

world. 

In the theatre, Appia, Tairov and Meierkhold similar- 

ly celebrate plasticity. but their exploration of its dram- 

atic potential extends beyond a formalist enthusiasm for 

abstract sculptural settings of mass and light. Meierkhold 

discusses the plastic as a means of involving the audience 

as the fourth creator in a ritualistic performance: 

... the spectator is compelled to employ his imag- 
ination creatively in order to fill-in those de- 
tails suggested by the stage action... stylisation 
employs statuesque plasticity to strengthen the 
impression made by certain groupings on the spect- 
ator's memory-the stylised theatre wants to 
abolish scenery which is located on the same plane 
as the actor and the stage properties, to remove 
the footlights, to subordinate acting to the 
rhythm of dialogue and plastic movement; it antic- 
ipates the revival of the dance and seeks to in- 
duce the active participation of the spectator in 
the performance... 22 

Film, as the art of the moving image, was accorded a 

peculiarly privileged position. Film was welcomed by avant- 

garde artists as a medium which responded to, could even 

materially fulfil, these various aspirations. In 1934, 

Panofsky recognised in film unique possibilities for the 
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"dynamisation of space" and "the spatialisation of time". 23 

In 1923, Elie Faure observed: "The cinema is plastic first; 

it represents a sort of moving architecture which is in 

constant accord- in a state of equilibrium dynamically pur- 

sued". 
24 

The duration and disclosing of a film referred it 

qualitatively, for some critics, to older and exotic preced- 

ents, for instance, Egyptian reliefs and Chinese roll paint- 
25 

ings. More often, film commended itself as a symptom of 

modernity and a celebration of a modern aesthetic: "cinema 

fits naturally into the rhythm of the world", said Leger. 26 

The plastic arts increasingly adopted terms descriptive of 

the performing arts to express their aesthetic ideals. Film 

not only juxtaposed performing and plastic art but presented 

a unity in which the traditional distinction could be over- 

come. (see chapter seven, below; Faure continues: 

Let us not misunderstand the meaning of the word 
'plastic'. Too often it evokes the motionless, 
colourless forms called sculptural- which lead 
all too quickly to the academic canon, to helmet- 
ed heroism, to allegories in sugar, zinc, papier- 
mache or lard. Plastics is the art of expressing 
form in repose or in movement by all the means 
that man commands: full-round, bas relief, engrav- 
ing ... drawing in any medium, painting, fresco, the 
dance; and it seems to me in no wise overbold to 
affirm that the rhythmic movements of a group of 
gymnasts or of a processional or military column 
touch the spirit of plastic art far more nearly 
than do the pictures of the school of David. Like 
painting. moreover, and more completely than 
painting, since a living rhythm and its repetition 
in time are what characterise cine-plastics- the 
later art tends and will tend more every day to 
approach music and the dance as well. The inter- 
penetration, the crossing and the association of 
movements and cadences already give us the im- 
pression that even the most mediocre films unroll 
in musical space. 27 

It seems to me worth setting film against this broad 

swathe of intellectual enquiry into dynamism, plasticity and 

organicity, before investigating the various interpretations 
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evinced in Pudovkin's films and in his writings. Pudovkin 

does not stand conveniently on one side or the other of the 

mechanist/vitalist debate, he is concerned with film both as 

a conspicuously additive construction and as duration, as 

the absorption of time fluidly passing: in the same breath 

he uses an analogy from architecture (bricks, keystones) 

alongside an analogy from music (crescendo, diminuendo). 
28 

A film, for Pudovkin, has objective identity and existence, 

it stands as a deliberate abstraction from the indifferent 

natural visual and rhythmic continuum, but simultaneously 

plays and functions in real time. Unlike his contemporaries 

in the pure film movement in the rest of Europe (Richter, 

Eggeling, Lye, Leger), Pudovkin does not make abstract qual- 

ities of line, volume, tone and movement the subject of his 

work, but rather requires of an aesthetic that it serve a 

particular social and political imperative. 29 

Pudovkin uses 'plastic' in a narrow sense to denote 

the selection of subject matter to be photographed. The 

camera directs the attention of the viewer towards a partic- 

ular object, an ability akin to that identified by Kuleshov 

in Pushkin and by Eisenstein in Zola to locate pertinent 

details in a given scene. (see chapter seven, below) 

Golovnia recounts that he and Pudovkin would often spend 

hours searching out a particular tree or river at a partic- 

ular time of day and then insert the shot in a sequence of 

material entirely unrelated in actuality. Sometimes they 

would encounter their ideal entirely by chance. The choice 

of shot entails exploiting or contriving lighting which 

reveals the object in its ideal aspect: in The End of 
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St. Petersburg, Golovnia attempted to capture the idiosyn- 

cratic quality of the twilight and the White Nights, "when 

contours become uncertain, the space nebulous, when the 

image loses its naturalistic quality". 
30 

But the 'plastic' 

denotes more than the search for a natural object which can 

be photographed more effectively than another example: it 

means more than unusually photogenic. Equally, for Pudovkin, 

'plastic' equates with more than the Impressionists' 'photo- 

genie', that which Delluc defined mysteriously as the capac- 

ity of the camera to transform pictorially the natural 

aspect of an object, to reveal appearances beyond the usual: 

Delluc's definition seems to apply to the single shot, fixed 

or moving, regardless of context. 
31 

Delluc's Photogenie was 

culled from previous articles in Esprit Nouveau and he was 

known also for his contributions to Veshch'-Gegenstand- 

Get. 
32 In his ARK zhurnal article 'Fotogeniia', responding 

to the 1924 Russian translation, Pudovkin says that for 

Delluc the term comprises "the photographic representability 

of such and such an object, with the 'genius' of film" but 

says that he seems to "have considered the question of the 

film material itself of scarcely any importance". 33 Eisen- 

stein responds with a useful definition which corresponds 

to 'typage' (see chapter four, above): "An idea expressed in 

its completeness is photogenic; that is, an object is photo- 

genic when it corresponds most closely to the idea that it 

embodies". 
34 

For Pudovkin, the 'plastic' incorporates a sim- 

ilar notion, meaning the appreciation at the outset of an 

element in sequence and the selection of visual material 

appropriate to the expression of a particular theme. "a 

supra-artistic concept", commanding the film as a whole: 
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The scenario-writer must bear always in mind the 
fact that every sentence that he writes will have 
to appear plastically upon the screen in some 
visible form. Consequently, it is not the words 
he writes that are important, but the externally 
expressed plastic images that he describes in 
these words. . . The scenarist must know how to find 
and to use plastic (visually expressive) material: 
that is to say, he must know how to discover. and 
how to select, from the limitless mass of material 
provided by life and its observation, those forms 
and movements that shall most clearly and vividly 
express in images the whole content of his idea. 35 

Pudovkin intends by "clear and expressive" that which read- 

ily and economically conveys a definite idea or feeling, an 

intention on the part of the director to avoid confusion or 

misunderstanding between the making and the viewing of the 

film. In The End of St. Petersburg, the garlanded statue of 

Alexander III weeps as Europe goes to war. (ill. 6. i. a) With 

the opening shots of the film, Pudovkin and Golovnia sought 

to convey Russia in general and not just the particular 

landscape of the Volga region: 

The first shots... show hilly countryside with 
sheaves of rye, ploughed fields which reach as far 
as the horizon to merge with the sky... In these 
pictures a sense of space was achieved by the well 
considered succession of graded tones, of the 
yellow rye and blue sky with white clouds. 
The troughs and furrows conveyed the feeling of an 
infinite distance and the cutting from landscape 
to landscape determined the extension of vision-36 

,, it is well known", says Pudovkin, "to the specialist 

and to the general public alike, that some shots turn out 

well on screen and some badly". 
37 

The selection of individ- 

ual elements, ultimately the choice of shot and camera 

angle, is always to be subordinated to the general theme and 

the will of the director. Although Pudovkin quotes Kul- 

eshov's analogy of film as a putting together of bricks, 

these separate individual pieces are not free to find or to 

generate their own form of combination. 
38 'Plasticity' is 
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implied by Pudovkin more loosely in the internal feel, fun- 

damentally intuitive, for a film as a whole, as material 

clearly organised within very definite boundaries. "Cinema- 

tography is, before anything else, limited by the definite 

length of a film. A film more than 7,000 feet long already 

creates an unnecessary exhaustion". 
39 A director must 'feel' 

the division of the film into its reels and shape his mater- 

ial accordingly. "A reel must not exceed a certain length... 

a reel runs through in under 15 minutes and the whole film 

in about l/ hours. If one tries to visualise each separate 

scene as a component of a reel, as it appears upon the 

screen and consider the time each will take up, one can 

reckon the quantity required as content of the whole scen- 

ario". 
th 

In this respect, Pudovkin speaks of the appearance 

of movement of the screened image, the fact of its movement 

and the time accorded to it, as that which specifically dis- 

tinguishes film from photography. Here the director's activ- 

ity is somewhat akin to orchestration: "A film is only real- 

ly significant when every one of its elements is firmly 

welded to a whole-When one calculates that in a film of 

about 4,000 feet there are about 500 pieces, then one per- 

ceives that there are 500 separate but interlocked groups of 

problems to be solved... by the director". 41 
I suggest that 

for Pudovkin there is an additional sense in which the "raw 

material of film" acquires a substantial plastic meaning 

apart from its appearance on screen. Pudovkin says that many 

technicians have become proficient directors by first learn- 

ing to handle material shot by others, to feel the balance 

between different lengths and tones (elements, unlike bricks, 
42 

dissimilar in kind); Pudovkin advocates that cutting is 
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the basic skill of the director, not only in relation to 

the spectator's apprehension of the screened image but also 

as a craft underpinning the film-making process. lezuitov 

and the Schnitzers have published Pudovkin's lists, giving 

the exact lengths of individual shots (and consequently 

their relative proportions) of sequences in Mother and in 

the parade sequence in The End of St. Petersburq (Eisen- 

stein's example of "perfect metric montage"). 
43 

(ill. 9. i. ) 

As a distinct photographed element, spoken titles are 

for Pudovkin a case in point. Titles may have plastic con- 

tent, by means of an expressive type face or by size of 

font: German films were known to use gothic black letter 

to indicate officialdom; Gardin, amongst a number of ex- 

pressionist devices, uses fancy lettering in the style of a 

calling-card to introduce the Baron in Locksmith and Chan- 

cellor. In Famine, notes Pudovkin, the title 'Comrades' app- 

eared: normal size, followed by the larger title 'Brothers' 

and thereafter 'Help' filling the whole screen. Dovzhenko's 

Arsenal, Kuleshov's The Female Journalist and Pudovkin's own 

End of St-Petersburg use a similar effect. But Pudovkin 

notes further that "more important than the plastic aspect 

of a title is its rhythmic significance... it must be borne 

in mind that with the length of a title must be considered 

the speed of the action in which it appears. Rapid action 

demands short, abrupt titles; long drawn out action can be 

with slow ones". 
44 

In The End of St. Petersburg, linked only 

the staggered single caption 'from Penza, from Novgorod, 

from Tver' recurs as a leit-motif through the film. Pudovkin 

is wary of the disruption of the fluid movement of a se- 

quence by an unwieldy, halting title and, again, is eager to 
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facilitate the address of the film to the audience in an 

aesthetic unity of word with image: 

The main consideration affecting spoken titles is: 
good literary treatment and, certainly, as much 
compression as possible. One must consider that, 
on the average, every line of title (two to three 
words) requires three feet of film. Consequently 
a title twelve words long stays on the screen from 
twelve to eighteen seconds, and can, by a temporal 
interruption of this kind, destroy the rhythm, and 
with it the sequence and impression, of the curr- 
ent shots. 
Clarity is as important for the spoken as for the 
continuity title. Superfluous words that may en- 
hance the literary beauty of the sentence but will 
complicate its rapid comprehension are not per- 
missible ... It must be added that in construction 
of the scenario one must be careful of the dis- 
tribution of the titles. A continual, even inter- 
ruption of the action by titles is not desirable. 
It is better to try to distribute them... so that 
by concentrating them in one part of the scenario 
the remainder is left free for development of the 
action. Thus work the Americans, giving all the 
necessary explanations in the early reels, 
strengthening the middle by use of more spoken 
titles, and at the end, in quicker tempo, carrying 
through the bare action to the finish without 
titles. 45 

The organisation of literary material is hereby 

structured in accordance with a general ideal schema, as ex- 

emplified for Pudovkin by Griffith. Pudovkin observes that 

Intolerance (released in Russia in 1916) combines "the inner 

dramatic content of the action and a masterly employment of 

external effort (dynamic tension)" and seemingly follows his 

own advice to directors to take Griffith's films in general 

"as models of correctly contrasted intensification". * In 

The End of St. Petersburg, images are accorded an appropriate 

length of time, indeed are inseparably matched to screen 

time, for the comprehension of their content, in their own 

right and in sequential context. The quivering reflections 

of the palaces on the banks of the Neva remain on screen for 

long enough to allow contemplation of the unstable found- 
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ations of this fated city, "... the most abstract and in- 

tentional city in the whole round world", said Dostoevski; 46 

said Pushkin: 

Proshlo sto let, i iunyi grad, 
Polnoshchykh stran krasa i divo, 
Iz t'my lesov, iz topi blat 
Voznessia pyshno, gordelivo; 

Almost a century- and the city young 
Beauty of the Northern world, amazing, 
From gloomy forest and muddy swamp upsprung, 
Proudly risen in splendour blazing. 47 

These shots announce the guiding theme for Pudovkin and Gol- 

ovnia, 'St. Petersburg. .. Petrograd. .. Leningrad'. In The End 

of St. Petersburg, sequences are balanced like separate move- 

ments in a single shot or like separate elements in a single 

composition; dynamic movement is balanced against stillness 

and an appropriate speed and direction is determined for 

each sequence. The film opens with a calm, stratified pict-. 

ure of a sunrise; the day breaks and the blades of a wind- 

mill slice vertically, chopping regularly through the sky; 

winds blow left to right across the plains and the tide 

passes over the estuary. "It was not a single windmill", 

says Golovnia, "destined to be looked at and studied, but a 

*FT 12 & 20: "At the very last moment, when the noose is be- 

ing laid round the neck of the hero, comes the pardon, att- 

ained by the wife at the price of her last energy and effort. 
The quick changes of scene, the contrasting alternation of 
the tearing machines with the methodical preparations for 

the execution of an innocent man, the ever increasing con- 

cern of the spectator. .. all these compel an intensification 

of excitement that, being placed at the end, successfully 

concludes the picture... A working out of the action of the 

scenario in which all the lines of behaviour of the various 

characters are clearly expressed, in which all the major ev- 

ents in which-the tension of the action is correctly con- 

sidered and constructed in such a way that its gradual in- 

tensification rises to a climactic end- this. -As a treat- 

ment already of considerable value and useful to the direct- 

or in representation. " 

see also Vance Kepley Jr., 'Pudovkin and the Classical 

Hollywood Tradition' Wide Angle 7.3 (1985) and 'Intolerance 

and the Soviets' Wide Angle 3.1 (1979). 
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detail of the countryside considered as an uninterrupted 

shot, consisting of a whole series of elements rhythmically 

unified.. . by montage into a single picture". 
48 

The younger 

man waits motionless while the older breaks bread; neither 

is perturbed by the child (rushing into foreground from 

top of frame to bottom) reporting the screams of the 

mother: the men, worldly wise, know all too well that these 

pangs herald birth and not death and they continue their 

toil regardless. There is resignation: "one more mouth to 

feed; one more proletarian must leave to find work". The 

slow monotonous pace of the sequence sets the ensuing action 

of the film against the immutable course of the day and the 

seasons. As a train speeds the peasants away, windmills are 

seen on the horizon, turning ever turning. The spectator is 

suddenly jolted to attention by the rushing, lilting carr- 

Tage transporting the minister through the city of .. 

St. Petersburg: a sense of urgency is afoot. A slow-cranked 

shot of clouds passing over the statue of Peter the Great 

enhances the feeling of unnatural acceleration. Belching 

factory chimneys and close-ups of fast-moving wheels and 

pistons continue the sense of urban dynamism, of men work- 

ing to the rhythm of machines: when the strike is called 

the same wheel will be shown in close-up, stationary. Raw 

material is selected to situate the narrative but simult- 

aneously is employed to establish visually the momentum 

of the action: the factory smoke mirrors the clouds. Before 

the storming of the Winter Palace a bridge is shown closing, 

but as the camera seemingly passes under, the screen be- 

comes a stark composition in black and white: night falls 

like the slow closing of an eye. The effect of a passing 

train in Chaplin's 1923 Woman of Paris could have provided 
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a source for Pudovkin's shots of the lift. When the manager 

is offered promotion by the industrialist Lebedev, the alt- 

ernating black/white cast flashingly by the grille-work of 

the elevator cage on his face serves to mark the speed of 

his ascent to dizzying heights: Panofsky's "spatialisation 

of time" is applied to metaphorical purpose. Pudovkin equal- 

ly employs dramatic content and external effort reciprocally, 

To effect a diegetically accommodated transition from one 

scene to another without disrupting the flow of the sequence 

Lebedev advances upon the camera; his bulk consumes the 

screen in an encroaching blackness. The artful convention of 

a fade is effected apparently artlessly and effortlessly. 

Yuri Tsivian says that early viewers frequently re- 

marked jolts and shakes which rendered the act of projection 

all too appreciable. 
49 

Mürsterberg observed (as did Arnheim 

thereafter) that the momentum of projection functions quasi- 

transparently. 
50 Certainly the mechanical progress of the 

film through the projector is not normally consciously per- 

ceived, one is not normally aware of the vehicle of move- 

ment itself moving. I contend that, in Pudovkin, an appre- 

ciation of filmic momentum, through the rigorous manipul- 

ation of movement in and between frames, verges on the 

palpable: 
Always there exist two rhythms, the rhythmic 
course of the objective world and the tempo and 
rhythm with which man observes this world. The 
world is a whole rhythm while man receives only 
partial impressions of this world through his 
eyes and ears and skin. The tempo of his im- 
pressions varies with the rousing and calming of 
his emotions while the rhythm of the objective 
world he percives continues in unchanged tempo. 51 

Echoing Meierkhold's understanding of plasticity as a part- 

icipatory relationship between performance and audience, in 
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his notes on rhythmic montage, Pudovkin lavishes praise on 

Ruttmann's Berlin (1927): "In his film Ruttmann never merely 

places something in front of the spectator, always he works 

with the montage of the material and the spectator together, 

as one". 
52 At the end of Mother, the tension of the dramatic 

action (anticipation of the son's impending escape) is vis- 

ually wound-up by the intermittent succession of shots of 

the prisoners walking round and round in a circle, counter- 

clockwise, in the prison yard. In The End of St. Petersburg, 

the spectator is emotionally engaged via a sensational 

assault. Images are often assembled to produce a sequence 

with the capacity to arouse a particular response, irresp- 

ective of their subject matter. In context, their source is 

often difficult to ascertain and is of no consequence. In 

Film Technique, Pudovkin cites the example of the explosion 

during the war sequence: 

At the beginning of that part of the action that 
represents war, I wished to show a terrific ex- 
plosion. In order to render the effect of this 
explosion with absolute faithfulness, I caused a 
great mass of dynamite to be buried in the earth, 
had it blasted, and shot it. The explosion was 
veritably colossal- but filmically it was nothing. 
On the screen it was merely a slow, lifeless move- 
ment. Later, after much trial and experiment I 
managed to edit the explosion with all the effect 
I required- moreover, without using a single piece 
of the scene I had just taken. I took a flammen- 
werfer [sic] that belched forth clouds of smoke. 
In order to give the effect of the crash I cut in 
short flashes of a magnesium flare, in rhythmic 
alternation of light and dark. Thus gradually 
arose before me the visual effect I required. The 
bomb explosion was at last upon the screen, but, 
in reality, its elements comprised everything im- 
aginable except a real explosion. 53 

With fast cutting bombarding the eye, it seems that the sen- 

sational impulse is transferred from one shot to the next 

rather than the attention being held to allow for an ident- 

ification of content. It would seem that this impulse oper- 
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ates independently of any residual image on the retina. 
54 

Even the howling baby in The End of St. Petersburg seems to 

be employed for purely physiognomic effect rather than to 

convey dramatic action. "Single features-appear in space; 

but the significance of their relation to one another is 

not a phenomenon pertaining to space, no more than are the 

emotions, thoughts and ideas which are manifested in the 

facial expressions we see. They are picture-like and yet 

they seem outside space; such is the psychological effect 

of facial expression", says Bela Baläzs. 55(ill. 
6. i. a) The 

cutting of shots during the central section of the film 

(the war years) is so rapid that the eye cannot catch all 

the images clearly, the combination of speed and brightness 

agitates, even aggravates the eye in the manner of op. art. 

Knowingly or by experiment, Pudovkin applies the phi effect, 

whereby two graphic forms projected alternately produce an 

illusion of transformation or simultaneity or movement. * 

Vertov uses a similar effect in Man with a Movie Camera 

(1929), but, unlike Pudovkin, merely stages the trick with 

virtuosic aplomb, and does not integrate the device into an 

address to the spectator of thematic content. 
56 In The End 

of st. Petersburg, the symbol of the Aurora is transformed 

into the symbol of the Bolshevik leader with his arm out- 

stretched, previously located in the action. (ill. 6. viii. a) 

The silhouette of the battleship (60 frames) is replaced by 

the negative of the same image (7 frames), proceeded by the 

blast, white on black (3 frames) superseded by the Bolshevik 

*The phi phenomenon, so named by Gestalt psychologist Max 
Wertheimer: an irreducible experiment depending on critical 
intervals between images shown. See Richard Gregory, Eye and 
Mind and Visual Perception; also on brightness see Ernst 
Gombrich, Art and Illusion (London: 1977) 260. 
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(20 frames). Petrograd becomes Leningrad. (i11.6. iii; iv): 

On the sailors' hat bands were 'Avrora' and 
'Zaria Svobody'- names of leading Bolshevik 
cruisers of the Baltic Fleet. One of them said, 
"Kronstadt is coming! "... it was as if, in 1792, 
on the streets of Paris, someone had said, "the 
Marseillais are coming! " For at Kronstadt were 
25,000 sailors, convinced Bolsheviks and not 
afraid to die... * 57 

Theoretically, the closest approach Pudovkin makes to 

Pavlov's reflex is in his isolation of the shot or camera 

angle as the most reductive element. Pudovkin suggests that 

the making of a film can be likened to the process of diff- 

erentiation and integration in mathematics. Ivor Montagu 

notes that the analogy with calculus extended to (or was 

derived from) Pudovkin's understanding of perception as a 

computation of stimulii in the brain; Vance Kepley traces it 

to Pudovkin's early training as a chemist. 
58(see 

chapter 

nine, below) Shots are to be selected by virtue of their 

ability to express in concrete form the theme of a particul- 

ar scenario. Pudovkin acknowledges that the director is pre- 

disposed, obliged, to photograph the external world in a 

particular, purposeful way. The selection of a particular 

camera position can in itself render ordinary reality extra- 

ordinary, can lend an analytical interpretation to the usual 

or'familiar. "To show something as everyone sees it is to 

have accomplished nothing", says Pudovkin. 59 
For instance, 

in The End of St. Petersburg, shots frequently deviate from 

an orthogonal stance: the camera is placed to re-orientate 

decisively the perspective (literally and mataphorically) of 

*The battleship Avrora is now open as a museum, telling the 
story of the ship on the night of 25th. October 1917 and de- 

scribing conditions on the ship for the officers and the 
men; the tone of John Reed's account suggests well the myth- 
ical status enjoyed by the ship. (see also Moscow Museum) 
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the viewing subject. Contrary to Dart's complaint that Pud- 

ovkin's orientation is destructive of audience identific- 

ation in the film, I suggest that Pudovkin constructs a 

particular position in which the viewing subject is of nec- 

essity placed. 
60 The shot of the two peasants walking across 

the pale open courtyard is more emphatically contrasted in 

scale by having the equestrian figure of Alexander III heavy 

and black in foreground; or, again, in the steep distorting 

angle of a shot of the isolated peasants overshadowed by the 

statue of an apostle of St. Isaac's cathedral, seeming even 

more insignificant and insect-like; 
61 

the housing-block to 

which they go to find lodging is first shown to the spectat- 

or as a distant object, looking, with its regular grid of 

bare black rectangular openings, more like a pigeon coop 

than apartments. (ill. 6. v. ) The low shots of the ministers 

who declare war on behalf of the nation are framed to show 

their legs in relation to the cabriole legs of chairs 

(these are stout bandy-legged old men, unlikely themselves 

to be despatched to war), to show their richly embroidered 

costumes emblazoned with the regalia of state (these are 

not medals attained in battle), to exclude recognition of 

accountable individuals (these are mere faceless function- 

aries). One is reminded of Bely's description of Nikolai 

Appollonovich, "with his cap clutched in a white gloved 

hand, he would ascend the stairs behind the dignitaries, the 

old men in gold braid and white trousers". 62 An old man and 

a young woman lean out to wave to the troops departing for 

war: all the young men are leaving; photographed from below, 

the flowers cascading down on them are omens of the grenades 

to come. (ill. 6. i) As Baläzs observes generally, sometimes a 

picture can make a point strikingly which would in words be 
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no more than a cliche. 
63 

Unlike Vertov, who in theory likened the camera lens 

to a window, a fixed flat plane parallel to the action which 

streamed past (at one stage even suggesting the burying of a 

camera in a wall to record whatever happened to pass before 

it), Pudovkin (like Kuleshov) lays stress on the choreograph- 

ing of the pro-filmic event, on the organisation of the 

mise-en-scene within the boundaries of the frame and within 

an appropriate depth of field; that which is enclosed by the 

frame is not an accidental portion of a temporal and spatial 

continuum but is deliberately assembled. The absolute bound- 

ary of the picture frame concentrates the director's atten- 

tion on the subject matter enclosed, it establishes a par- 

ticular relation of subject with frame. This corresponds to 

the eventual focus of the spectator on the projected image 

in relation to the boundary of the screen: in the projected 

image the picture frame retains a directed and substantive 

presence. Lebedev is generally shot in The End of St. Peters- 

bur such that he exceeds the limits of the frame; standing 

frontal to camera (h_"s head swivels above his stiffly 

starched collar). 

Pudovkin acknowledges that the limitations of the 

recording apparatus (the camera angle of vision, the focal 

length of the lens) impose constraints upon that which can 

be photographed effectively and that such a photogenic eval- 

uation of potential raw material already refutes the film's 

claim to be a direct representation of the natural world. 

But in this transposition also resides the camera's extra- 

ordinary potency. Extreme close-ups, as a means of de-famil- 

iarising the original subject matter had been used previous- 
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ly in Le Ballet Mechanique (1924). However, with Leger these 

magnifications remained little more than a startling novel- 

ty, an entertaining party trick. Pudovkin photographs a 

shell axially foreshortened and a ship's gun hole, and alt- 

ernates these with the cropped shot of the face of the howl- 

ing baby. (ill. 6. ii) The similarity of the shots as abstract 

compositions combine to register graphically the idea that 

making war brings pain and suffering to those at home and at 

the front. 

Kuleshov seemed in general to favour the positioning 

of the camera to correspond to the eye of a spectator view- 

ing a scene played in the same horizontal ground plane. The 

picture stands perpendicular to the ground plane. Kuleshov 

regarded as affectation the practice of Expressionist and 

Constructivist photographers "to seize things from above and 

below", and certainly Kuleshov was not alone in doubting 

that unusual camera angles rendered Rodchenko's photographs 

any more politically correct. 
64 

Kuleshov entertained the 

notion of a spatial web embracing the entire mise-en-scene, 

a 3-dimensional grid radiating from the lens, akin to the 

cone of vision employed by a standard perspectival present- 

ation of natural optics, with a single sight line similarly 

drawn parallel to the ground plane. Kuleshov, endorsed by 

Eisenstein, advocates this conceptual pyramid as a tool 

assisting the clear and distinct arrangement of elements 

within the shot frame. 
65 

Pudovkin generally endorses Kul- 

eshov's mise-en-scene, and, indeed frequently reiterates 

tenets of his mentor's theories, but there is no mention of 

the web. Furthermore, the camera is often set not in the 

limiting vertical plane of the space in which the dramatic 
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action is performed but rather is placed in a continuous 

space such that action is deemed to extend behind the 

camera: entrances are made from camera left, exits are made 

past camera right. Pudovkin uses the height, angle and tilt 

of the camera not only as devices which effect a particular 

interpretative expression in the screened picture; sometimes 

the picture is a means of rendering more forcibly a sense of 

the camera being somewhere, of situating the camera point of 

view as an authentic eye witness: in The End of St. Peters- 

burg, a view from the war trenches is shot as a thin horiz. -. 

ontal slit of white at the top of the frame above a black 

base; a view from the roof of the Winter Palace reverses 

the proportion. (ill. 6. iv) Kuleshov says that his the 

Law similarly deviated from the normal division of the 

frame by thirds and cites this as an extension of cinema's 

expressive potential. 
66 In theory, Kuleshov is seemingly 

more proscriptive and the web indicates consistent spectat- 

or placement. The screened image is for Pudovkin a thing in 

its own right in and to which the spectator can re-orient- 

ate his point of view at the director's will. Contrary to more 

recent highly subjective debates around spectator place- 

ment in film (of which, I think, Dart is wont to fall foul) 

Pudovkin assumes that such re-orientations are customarily 

and habitually incurred in film-viewing. 67 Indeed, inter- 

titles could not be accommodated without it. However, Pud- 

ovkin's advice that these be limited and judiciously dis- 

tributed (explanatory titles towards the beginning, dia- 

logue titles in the middle, with as few as possible towards 

the end) suggests that titles obstruct subjective incorp- 

oration is abetted by the unimpeded progress of the action. 
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Rather than using the film camera to obtain an image which 

conveyed the illusion of 3-dimensional depth, Pudovkin fre- 

quently seems to have deliberately flattened his image. 

Pre-revolutionary directors, notably Bauer, had used props, 

and a succession of vertical planes and contrasted tones 

to enhance the apparent depth of field, to counter the loss 

of focus in depth, and employed this spatial articulation 

theatrically. 
68 

By the same token, Kuleshov noted that un- 

cluttered carefully positioned sets and the selection of 

colours and textures which produced flat, dark tones on 

film, could seemingly bring the action towards the picture 

plane. 
69(for 

a discussion of this practice in Mr. West, see 

chapter three above) Perspectival distortion can also be 

productive of a flattened image: the tilted shots in The 

End of St. Petersburg of the peasants crossing the courtyard 

have a quality, I would suggest, reminiscent of Leger and 

Degas paintings of trapeze acts (significantly enough also 

painted from photographs). 
70 Pudovkin seems to use flat 

backgrounds to intensify the graphic, surface quality of 

some gestures and some images. Like Kuleshov, he is con- 

cerned for their ability to communicate efficiently, for 

their ready apprehension. These serve, like posters, to 

arrest the spectator's attention within the duration of 

the film, just as do the over-sized titles: FREEDOM!, 

BROTHERS!. These shots are not the constitutive fragments 

of a conceptual, single united pro-filmic space in which 

actions have been simultaneously or consecutively per- 

formed. These shots are ofen uniquely declamatory rather 

than mutually coversational. Consequently I think that 

Peter Dart misses Pudovkin's intention when he complains 
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of lapses in continuity (continuity in a normative sense is 

not here at issue): 

Several times in Mother and in The end of 
St. Petersburg especially people who are supposed 
to be confronting each other are shot in close-up, 
each looking toward the same edge of the screen. 
Thus, they do not appear to be looking at each 
other but rather they appear to be looking at some 
third thing while they speak. 71 

Dart criticises Pudovkin under the presumption that identity 

of space and causality of image is inherently necessary or 

natural to filmic coherence and comprehension; but such a 

presumption is, I think, generally insubstantiated and here, 

specifically, misplaced. Sometimes the same arresting image 

is repeated several times in a sequence (for instance, the 

strike leader and the peasant boy in absolute profile, earn- 

estly gazing out of frame left) or the silhouetted shot of 

the strike leader, arm outstretched as he addresses the 

workers). (i11.6. viii) When the Bolshevik's wife is shown 

as the c'fficer holds a bayonet to her throat, her chin up- 

lifted, one is being presented with a gesture of defiance 

rendered in its most archetypal and photogenic form. Indeed, 

the shot appears to be specifically lit to this purpose: 

hitherto the face has been shown with the eyes sunk in 

shadow, the cheeks hollow (the low level of a basement): now 

the eyes open and the face is fully illuminated. (i11.6. vii) 

When the peasant boy demands that Lebedev release his 

comrade, his determined features are starkly lit from below, 

exaggerating the set of the brow (there does not appear to 

be any explanation 'natural' to the mise-en-scene for this 

effect). Indeed, Barry Salt dubs such a shot "a cliche of 

72 
the Soviet avant-garde". The snapshot of the single gest- 

ure is itself, commented Rodchenko, a phenomenon not ordin- 
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arily available to the spectator; Rodchenko prefers a series 

of reductive snapshots to the synthetic portrait. 73 Noel 

Burch suggests that Eisenstein uses separate shots intending 

a synthesis, towards the plastic construction of an object74 

in space; by contrast, I suggest that these poster shots of 

Pudovkin retain their singularity and thereby derive their 

impact. Where Pudovkin does take the same object from a 

succession of clearly differentiated angles or positions, 

(for instance, of the police officer in Mother), this char- 

acterises the figure (his evasion of the direct gaze), is 

again subjectively expressive rather than sculpturally ex- 

ploratory. Sometimes Pudovkin's snapshots imitate agitation- 

al posters more directly: hands raised in support of the 

Bolshevik leader recall posters of the revolution showing 

workers and the Red Army saluting the Flag. (See, for in- 

stance, Moor's 1918 'The glorious promise' or Klucis' 1930 

'A practical plan for good work')75 (ills. 6. ix; x) 

Pudovkin cites various distinguishing filmic 

devices which have become conventional and to which aud- 

iences have become accustomed. The portrayal on film of sim- 

ultaneous events in different locations and flashes back- 

wards and forwards, are spatial and temporal transpositions 

of naturally available experience. The screen close-up sig- 

nifies a similarly altered perception, a similar cue. Theor- 

etically, Pudovkin found no reason why "close-ups in time" 

could not be applied to concentrate and intensify attention 

and experimented with these in A Simple Case and in Deserter 

(the chain crashing, boomingly, onto the ship's deck). 

When the director shoots a scene, he changes the 
position of the camera, now approaching it to the 
actor, now taking it farther away from him, 
according to the subject of his concentration of 
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the spectator's attention... This is the way he 
controls the spatial construction of the scene. 
Why should he not do precisely the same with the 
temporal? Why should not a given detail be moment- 
arily emphasised by retarding it on the screen, 
and rendering it by this means particularly out- 
standing and unprecedently clear. 76 

Indeed, contrivances of performance speed were called for 

customarily, since early'films had registered natural move- 

ment as apparently ridiculous: dance was known rarely to 

produce a good result on film. Pudovkin notes that Ivan 

Moskvin's rhythmic, emphatic movements in The Postmaster, 

made to accompany stage delivery of speech, did not achieve 

on film the desired effect: 

During the shooting, when the words were audible, 
the scene was effective-but on the screen it re- 
sulted as a painful and often ridiculous shuffling 
about on one spot... Gesture- movement accompanying 
speech, is unthinkable on the film. Losing its 
correspondence with the sounds that the spectator 
does not hear, it degenerates to a senseless mutt- 
ering. The director in work with an actor must so 
construct the performance... that the significant 
point shall lie always in the movement, and the 
word accompany it only when required. 77 

In The End of St. Petersburg, the Bolshevik's wife's frenetic 

rocking of her baby, which the spectator perceives as ex- 

pressive of her extreme anxiety, was probably performed nat- 

urally and deliberately retained for this very effect. Sim- 

ilarly, the bourgeois' applause of Kerensky contributes to 

the rabid pace of the war. (ill. 6. xi)(See introductory note 

re projection speeds) Pudovkin observes that fast-cranking 

had been used by Epstein in creating a dream-like aura 

around his adaptation of The House of Usher (1928), but cen- 

sured the use of the device in this instance as too gen- 

eral. 
78 Entr'acte, also cited by Pudovkin, includes a slow- 

motion sequence of a cortege and Murnau's Nosferatu features 

slow-cranking. Slow-motion was familiar in educational and 
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scientific films, slow-cranking had hitherto been used 

humorously and fast-cranking had been used to emphasise 

the balletic qualities of the stunts of such as Fairbanks, 

to further enhance whatShklovskii and Delluc coined "his 

grace and natural poetry". 
79 In Storm over Asia, Pudovkin 

uses slow motion to heighten tension, as the troops turn 

against the Mongolians. 

Ivor Montagu, in his notes to Film Technique, claims 

that the Russians, "as naturalists" were inclined to dis- 

favour tracking shots as drawing attention to the camera. 80 

The appellation and the explanation seem hard to credit 

(Bazin was later to praise Renoir for employing tracks and 

dollies as a naturalised, self-effaced technique) and odd 

given the conspicuous manoeuvring of spectator placement in 

different rapidly juxtaposed camera angles. 
81 Furthermore, 

Montagu claims (more plausibly), tracking shots were re- 

sisted as inordinately expensive. Eisenstein argued that 

such shots prove unwieldy in cutting. 
82 Certainly tracks 

had been used before the revolution, for instance by Bauer 

in Child of the Big City, where the spectator's attention 

is drawn to the dancer on stage in the background of a 

restaurant scene; or in Day Dreams where a track identifies 

a character's stream of attention as it is caught by a pass- 

ing woman who reminds him of his dead wife. 
83 Pudovkin sim- 

ilarly uses a moving camera subjectively. In The End of 

St Petersburg, the slow track and pan as the Bolshevik's 

wife walks through the Winter Palace conveys the grandeur 

of the building, its monumental symmetry, her awe in 

attempting to encompass it in her gaze (and possibly also 

her trepidation). Intercut shots of her battered metal 
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potato kettle remind one of the incongruity, of her not 

being well acquainted with such finery, Given tracking as 

an acceptable option, when Pudovkin chooses not to use a 

track, I would contend, there is also significance in the 

selection of an alternative, in his favouring the use of a 

more effective means of "dynamisation of space". When the 

peasants arrive in St. Petersburg there is a close-up, full- 

square shot of the base of a marble column; the shot lends 

appreciable scale to the subsequent shot of the colonnaded 

portico, thereafter dissolved into subsequent similar shots. 

The dissolve and the fade, states Pudovkin, are commonly 

used to carry film action from one location to another, de- 

noting a transition in time compressed and across space un- 

seen. 
84 Where the colonnade shots overlap and mix into one 

another, one moving sideways behind another in the opposite 

direction, there is a subjective impression of repetition, 

of the same thing being seen time and time again, of multip- 

licity and perplexity on the part of the peasants in this 

vast city of Italianate palaces and monuments, "which appear 

in the usual accounts of letters and poems", says Golovnia8 

The shots of rising share prices are overlaid top to bottom 

in the war sequence to suggest that they are no sooner 

chalked up, than they are erased and superseded. The inter- 

vening title, "Forward, Forward! ", matches the profiteering 

of the manufacturers' share-holders to the engagement and 

re-engagement of troops in battle. Fervour on the floor of 

the stock exchange is rendered subjectively, the camera 

shoots in the face of the frenzied, slavering speculators, 

it keels as the crowd jostles: 

While taking the first shots of the stock exchange 
we observed that wide shots of the action in the 
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background, on the staircase, turned out badly, 
the scene became static. We wanted to achieve a 
dynamic mass, because these shots of the agit- 
ation in the exchange were to be edited in parall- 
el with the action at the front. To render the 
concept clearly, this composition was constructed 
to forward the action: a marked diagonal movement 
in the shots of the attack and a chaotic linearity 
in the shots of the exchange. In this way the con-" 
ceptual difference of the two actions was emphas- 
ised plastically. The exchange is frenetic con- 
fusion, speculation, febrile movement, disorganis- 
ed. The front is tension, decisiveness, strength. 

86 

"Rhythm is a modern catchword", says Pudovkin, "rhythm 

guided by the will of the director can and must be a power- 

ful and secure instrument of effect". 
87 For Panofsky, move- 

ment in a literal sense is of the essence of cinema, both in 

its founding and in the experience of it by an audience: 

It was not an artistic urge that gave rise to the 
discovery and gradual perfection of a new tech- 
nique; it was a technical invention that gave rise 
to the discovery and gradual perfection of a new 
art... the primordial basis of the enjoyment of 
moving pictures was not an objective interest in a 
specific subject matter, but the sheer delight in 
the fact that things seemed to move-The specta-- 
or occupies a fixed seat, but only physically... 
aesthetically he is in permanent motion as his eye 
identifies itself with the lens of the camera, 
which permanently shifts in distance and direction. 
And as movable as the spectator is, as movable is, 
for the same reason, the space presented to hin. 

88 
The question remains whether cinema was experienced as a 

really new phenomenon or whether its particular aesthetic 

properties, the "dynamisation of space" and the "spatialis- 

ation of time" allowed for a new apprehension of the world. 

Certainly the mechanists found in the discovery of cinema a 

powerful means of asserting a theoretically consolidated 

world view. Bergson complains that absolute duration is 

wanting from their reality. But, although a film affords a 

substantive experience in time, Bergson's cinematic metaphor 

stresses the technical rather than the phenomenal. the pro- 

cedural functions rather than the experience of the medium. 
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For Bergson, cinema does not afford a new knowledge, rather 

it confirms habitual misconceptions: "the mechanism of our 

knowledge is of a cinematographical kind": 

In order that the pictures may be animated, there 
must be movement somewhere... it is in the appar- 
atus. It is because the film of the cinematograph 
unrolls, bringing in turn the different photo- 
graphs of the scene to continue each other, that 
each actor of the scene recovers his mobility; he 
strings all his successive attitudes on the invis- 
ible movement of the film. The process then con- 
sists in extracting from all the movements pecul- 
iar to all the figures an impersonal movement 
abstract and simple, movement in general, so to 
speak; we put this into the apparatus, and we 
reconstitute the individuality of each particular 
movement by combining this name- of the cinemato- 
graph. And such is also that of our knowledge. 
Instead of attaching ourselves to the inner be- 
coming of things, we place ourselves outside them 
in order to recompense their becoming artificially 
... Perception, intellection, language so proceed 
in general. 89 

Bergson endorses the mechanistic position that cinema re- 

constructs a logical computation but asserts that its super- 

f icial semblance of reality is spuriously founded in custom 

rather than truth. 
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7. The film as a specific work of art and experience 

A concern with the specificity of media 

Film theory in Soviet Russia, as elsewhere, heralded 

its subject as a new phenomenon, celebrated it for its pre- 

rogative as the most contemporary of all arts. Sokolov, in 

Kino Fot 1 (1922), celebrates film as the new philosophy, 

the new science and the new art, a new form of education and 

propaganda, entirely suited to the new needs of the century. 

In his 1927 'The Nature of Cinema', the formalist theoret- 

ician Boris Kazanski endorses the earlier enthusiasiasms of 

Elliot and Münsterberg (see chapter two, above): 

Cinema arose within our own memeory and literally 
developed before our eyes. Thus its study presents 
possibilities and promises results which cannot be 
obtained for the other arts, whose origins extend 
far back into the darkness of time, hidden from 
sober investigation by the fog of legend and the 
dogma of tradition. 1 

Theory strove to identify cinema's peculiar characteristics 

and to establish terms by which film could be evaluated as 

an art. Paradoxically, to this end it often resorted to the 

authority of a cultural heritage, discovering in it portents 

of cinematic practice. Furthermore, in the course of estab- 

lishing its own aesthetic (even an aesthetic which was some- 

times fiercely anti-art), writing on cinema partakes in a 

discussion of more general cultural issues: the purpose of 

art, the means whereby the art work affects its audience and 

the relationship of the artist to that audience. Film is 

acknowledged as something distinct but simultaneously as an 

amalgam which espouses a number of other arts, which inher- 

its content and form from other arts and which is most often 

received by the audience for whom it is intended as part of 

a syncretic experience, aided and abetted by its musical 
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accompaniment. 

In Film Technique, Pudovkin narrates the history of 

film as a progression away from theatre. In its first phase, 

film was no more than living photography and did no more 

than record the art of the actor. In its second phase, he 

says, film managed to accomplish distinct transitions of 

space and time of which the traditional theatre was incap- 

able: between acts such concentrations and leaps had been 

made but not within the duration of a single scene. 
2 "The 

film director. . . can concentrate in time not only separate 

incidents but even the movements of .a single person. This 

process, that has often been termed a 'film trick', is, in 

fact, nothing other than the characteristic method of filmic 

representation". 
3 

However, it should be noted that Pudovkin 

uses a conventional example of theatrical practice to under- 

score the line of progression which he wishes to trace. Not 

only had various cinematic strategies been indicated in 

avant-garde theatre but the two areas of practice were becom- 

ing mutually informing, exchanging personnel and procedures 

and sharing a range of theoretical concerns. Pudovkin prais- 

ed Meierkhold for discovering and representing a contempor- 

ary theme in his staging of the classics. 
4(see 

chapter five, 

above) Regarding the disciplines broadly, it is significant 

that Meierkhold had used a form of close-up in the over- 

scaling of props for his production of Masquerade and in the 

isolation of essential set dressings for the artist's studio 

in Krampton" 
5 

Close-ups of objects were already familiar in 

films of the teens and Meierkhold himself commented in 1914 

upon a difference in procedure which he then perceived: 

.. in cinema an object appears on screen for util- 
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itarian reasons; in the studio (in a pantomime) an 
object appears so as to afford the actor the 
chance to make use of it in order to make the 
spectator happy or sad... The cinema's principal 
aim is to grip the spectator by means of the plot. 
In pantomime, the spectator is gripped not by plot 
but by the manner in which the actor's free inspir- 
ation manifests itself through his sole desire to 
dominate the stage. 6 

Meierkhold had attempted to stage flashbacks and in 1907, in 

Spring Awakening, had lit action in different parts of the 

stage space to present them to the spectator in quick succ- 

ession, juxtaposing the isolated pieces in a putative mon- 

tage. 
7 Eisenstein carried the programme of disparate elem- 

ents of his staged spectacles (which had included such 

stunts as a boxing match and the short film Glumov's Diary 

inserted into Every wise man) into the collage of grotesques 

in Strike. (1924). In a narrower aspect, it is significant 

that Meierkhold's collective, including Eisenstein, shared a 

building with Kuleshov's workshop in the early 1920's, enabl"- 

ing their actors to train together. 
8 

Meierkhold's elemental 

exercises in biomechanics, the intention, realisation and 

refusal of action, have much in common with Kuleshov's re- 

duction of basic tasks into separate attitudes, a la Del- 

sarte. Whereas, in rehearsal, the complete action was diff- 

erentiated into its separate units by the deliberate and 

adept control of the actor over the body, with Kuleshov the 

units could be separately shot then assembled. 

Pudovkin says that his own awareness of the potential 

for film as an art came with a fortuitous meeting with Kul- 

eshov. He has little to say in Kino-stenarii and Kino- 

rezhisser i Kino-material of his previous apprenticeship 

with Gardin, certainly he does not choose to credit him as a 
9 

formative influence. Pudovkin, like Baläzs, says that the 
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Americans were the first to seize the peculiar possibilities 

of film as other than a photographic record and is dismiss- 

ive of film practice before Griffith. 10 Pudovkin reiterates 

Kuleshov's thesis that film needs must discover its own 

proper materials and usage, is required to reveal its 'core' 

in order to be recognised as an art alongside its ancient 

predecessors: 

It appears to me that every art has its own specif- 
ic quality which is what makes it an art. Painting 
cannot exist without colours; sculpture without 
plastic material. The cinema consists of fragments 
and the assembly of those fragments, elements 
which in reality are distinct... All this... con- 
vinced me of the necessity to consider montage as 
the basic means of cinema art, the specific funda- 
mental quality of the medium. 11 

Montage, and more especially Kuleshov's use thereof, is pro- 

claimed by Pudovkin as the conspicuous founding moment of 

film as art, dismissing any debt to the efforts of 'primit- 

ive' film-makers. Meanwhile, Kuleshov is keen to draw a 

parallel between his art and exemplary style elsewhere: he 

says that Tolstoi refers to the equivalent of montage as 

'connection' and Kuleshov and Eisenstein refer to Pushkin: 

"You can take any poem by Pushkin and number the shots. .. "; 12 

Eisenstein refers to the pertinence of imagery to theme in 

Zola: "... his pages read like complete cue sheets", and re- 

commends him in retrospect to Pudovkin: "I criticised Pud- 

ovkin because he did not read 'Money' before filming the 

stock exchange for 'The End of St. Petersburg'. It would 
13 

have turned out even better if he had". 

The over-emphasis in the 1920's on montage, later 

to be censured, was surely prompted in no small part by 

this compunction to affirm artistic status for film. However, 

even in the 1920's Pudovkin seems to deal in the theoretical 
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currency without being consistently tied to it in practice. 

Whereas Kuleshov can tend towards the apprehension of frag- 

mentation as the end product in the spectator, Pudovkin is 

often more intent upon accomplishing summation and synthesis. 

The constituent shots of Kuleshov's experiments seem static 

and self-contained: for instance, the 1921 sequence in which 

Khoklova and a man meet; a close-up of a handshake; she 

points; he looks. * But such experiments were deliberately 

staged to test a particular hypothesis and are not extracted 

from a larger scenario. The conclusion, I think, is twofold: 

that a conceptual event can be broken-down (differentiated) 

into a logical sequence and that the concept can be con- 

structed (integrated) from individual pieces shot in isol- 

ation. For Eisenstein, the concept often does not arise be- 

fore this integration, there is no previous referent. (see 

chapter nine, below) Bazin narrowly construes the concept as 

a pro-filmic event to which montage can only allude, and re- 

quires that the differentiation process be effaced by a sub- 

sequent integration. (see chapter eight, below) In the inter- 

ests of economy, Kuleshov endeavoured to find the minimum 

number of shots in which the integration can be effected; 

for Kuleshov this minimum is the optimum. Minima were nec- 

essitated by strict economic constraints; but the notion of 

economy was also scientistically and aesthetically appeal- 

ing. 14 The proof of Kuleshov's hypothetical 'created geog- 

raphy' and 'created woman' resides'in the necessary synthes- 

is being effected in the spectator's imagination, the syn- 

thesis which Pudovkin says ought to be actively assisted. by 

*shown at Pordenone Film Festival, 1996 
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movement forging a transition from, for example, a long shot 

cut to a close-up. 
15 By means of the engagement of imagin- 

ation, as much as by editorial intervention, montage renders 

film a creative and not merely an imitative art. The assem- 

blage of depictions of features from a number of women to 

render an impression of a unitary ideal is at least as old 

as Zeuxis. Kuleshov and Zeuxis follow a similar procedure, 

deviating from the mere imitation of nature, the difference 

is that Zeuxis organises his parts into a simultaneous ob- 

jective whole whereas Kuleshov offers them successively. 16 

Pudovkin likewise is aware of Meierkhold's sequence from 

preparation to completed action and that the impression of 

the action is enhanced in the representation of the sequence. 

However, rather than cutting between successive segments Pud". 

ovkin employs a strategy which is less visually disruptive 

and which better retains an image of unity: in Storm over 

Asia, the withdrawal of the Mongol, the gathering of his 

strength before he strikes the white man, is fast-cranked 

and decelerated for the viewer, the blow itself appears acc- 

elerated in force within the context of the sequence. The 

movement is performed whole, partially intensified. "Slow- 

motion in editing", says Pudovkin, "is not a distortion of 

an actual process. It is a portrayal more profound and pre- 

cise, a conscious guidance of the attention of the spectat- 

or. This is the eternal characteristic of cinematography". 
17 

Pudovkin declines montage in favour of more pressing con- 

cerns. 

A respect for the integrity of a particular perform- 

ance sometimes urges Pudovkin to opt for a locked-off, 

frontal mid-shot of a scene, purposefully using conventional 
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dramatic (chiaroscuro lighting to direct the spectator's 

attention and emotion. Golovnia refers also to the influence 

of painters, Rembrandt especially. 
is Pudovkin asserts: 

There is one more element characteristic for the 
work of the director with the actor- that is light, 
that light without which neither object nor human 
being nor anything else has existence on the film 

... An actor unlit is nothing. An actor lit only so 
as to be visible is a simple, undifferentiated, in 
definite object. This same light can be altered 
and constructed in such a way as to make it enter 
as an organic component into the actor's work. The 
composition of the light can eliminate much, em- 
phasise much, and bring out with such strength the 
expressive work of the actor, that it becomes app- 
arent that light is not simply a condition for the 
fixation of expressive work by the actor, but in 
itself represents a part of this expressive work. 
Remember the face of the priest in The Battleship 
Potemkin. lit from underneath. 19 

In Mother, Mikhail Vlasov's body is laid out centre frame, 

foreshortened. As the scene opens, two figures, shrouded in 

black, sit with their backs to the spectator, camera left. 

The mother sits immobile to the right of the body, her face 

white against the dark background. The two figures turn and 

are seen to be wailing babushki. They move away and the 

mother continues to sit, motionless, eyes fixed blankly. Al- 

though Pudovkin here uses a tonal and volumetric construc- 

tion resembling a form of 'internal montage' in Eisenstein, 

I suggest that its employment is the consequence less of a 

predilection for graphism per se than of a reluctance to 

detract from the dull resignation conveyed in the duration 

of Baranovskaia's performance. Here again, the scene defers 

to Pudovkin's general pronouncement that "arousing emotion 

in the spectator is the true end of all art" and that it is 

the film-maker's task to find the means whereby this can 
20 

best be achieved on screen. 

Pudovkin prefaces Film Technique with an analogy be- 
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tween film practice and literature. It is a common-sense 

statement directed at persuading his readers of what is to 

follow: 

To the poet or writer separate words are as raw 
material. They have the widest and most variable 
meanings which only begin to become precise 
through their position in the sentence... To the 
film director each shot of the finished film sub- 
serves the same purpose as the word to the poet. 

21 
Film Technique was compiled from a number of lectures and 

the 1926 publications, Kino-stsenarii and Kino-rezhisser i 

Kino-material. Eikhenbaum published Literature and Film in 

1926 and Viktor Shklovskii Poetry and Prose (including his 

discussion of Mother) in 1927.22 His article 'Semantika 

Kino' appears in ARK zhurnal 8 (1925). 
23 

However, Pudovkin 

does not enter into a theoretical debate with these con- 

temporaries much exercised by the possible psychological or 

semantic foundations of his analogy. (see chapter eight, be- 

low) Amidst the wranglings of the Formalists and the con- 

tentions of Eisenstein and Vertov towards a suitably Real- 

ist theory, Pudovkin is wont to express vague. and vaguely 

idealistic sentiments. Montage is for Pudovkin ". .. a selec- 

tion naturally conditioned in advance by that filmic image 

... which exists in the head of the director long before its 

actual appearance on the screen� 
24 

Beyond paying his re- 

quired obeissance to montage, Pudovkin seems untroubled in 

the early writings by any pressure to appear intellectually 

or culturally 'au courant'. Pudovkin does not refer to con- 

temporary avant-garde practice in literature or criticism in 

an attempt to locate his own work favourably alongside it. 

In contrast, Eisenstein not only cites major literary fig- 

ures at home and abroad but also subjects their work to 

specifically cinematic scrutiny: 
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... Fedorchenko is a more accessible and less ex- 
pensive 'edition' of James Joyce. 
Ulysses is of course the most interesting phenom- 
enon for cinema in the West. 
I don't know about the literary aspect but I think 
the same applies there. 
At any rate, however odd it may seem, I am famil- 
iar with Joyce's writings. 
I don't have to read him at night in a hurry, like 
I did Dreiser the night before my official meeting 
with him. 
Fedorchenko and Joyce are very close to contempor- 
ary cinema. Certainly more than half way to what 
lay ahead. 
They use the same 'de-anecdotalisation' and the 
direct emergence of the theme through powerfully 
effective raw material. 
This may be completely tangential to the plot that 
only figures in the work because the author is con- 
scientious. 
The same 'physiologism' of detail. 
In close-up. 
In a purely intellectual effect, an abstract con- 
clusion from their physiological methods. 
Cinema again. 
There is, of course, significantly more in Joyce. 
To meet the demands of the denunciatory, polemical 
and other multiple tasks that Ulysses or The Por- 
trait of the Artist as a Young Man set themselves. 
Fedorchenko is more like a fixing agent but her 
construction is the same. 25 

When Pudovkin refers to Maiakovskii or Meierkhold it comes 

more by way of a personal anecdote. Even when referring 

(rarely) to classical authors, Pudovkin is predominently con- 

cerned with his personal preferences and their potential as 

sources of cinematic impulses, of 'plastic raw material', 

or, as for Eisenstein. of the deliberacy with which details 

are selected, rather than with finding in them precedents 

for a definite structure. Of his adaptation of Mother, Pud- 

ovkin says: "Mother began for me with the image of the 

mother crushed, firstly in a general perception of the at- 

mosphere of Gorki's novel and secondly in the final emotion- 
26 

al shock: the mother under the horses' hooves". 

213 



A film adaptation 

Soon after the revolution, major works of Russian lit- 

erature-including those of Pushkin, Tolstoi, Turgenev, 

Gogol and Gorki, were declared the property of the state. 

There was, says Jeffrey Brooks, "a widely shared belief that 

Russian literature could serve as a bridge between classes"; 

There was a perception on the part of many educat- 
ed Russians that they had a moral obligation to 
influence and contribute to cultural development.. 
a shared common belief that 'proper' literature 
was a necessary beacon to guide the Russian peas- 
ant... 
Efforts to mould the literary taste of the common 
reader were also an expression of a more funda- 
mental desire to bring common people into a con- 
sensus of values shared by educated Russians or to 
create a new consensus incorporating the values of 
the common people... Success in this endeavour woul 
would both discharge the intelligentsia's debt to 
the people and close the gap between the common 
people and the rest of society. 27 

These efforts took the form of disseminating cheaper ed- 

itions of the approved texts and, in recognition of the high 

rate of illiteracy (2 out of 5 Russians in the 1920's could 

not read) cinema was enlisted as a suitable means of 

acquainting a broad public with its cultural heritage. 28 

Indeed, literary adaptations, as period costume pieces, had 

been a staple of the pre-revolutionary Film d'Art movement 

and in 1918, a competition was launched for a scenario based 

on a work by Turgenev, to mark his centenary. 
29 More specif- 

ically, cinema was to be exploited as a medium capable of 

popularising an officially approved canon of masterworks in 

which the lineage of the revolution was affirmed. "Once a 

work was officially recognised as a classic its ideological 

soundness was taken for granted", observes Anna Lawton. 30 

The Mother was held in especially high regard for the fav- 

our which it found with Lenin and for its reputedly having 

. 
31 

been written with his consultation, Richard Stites dubs 
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him "the semi-official bard of Bolshevism". 32 Furthermore, 

Gorki as an individual was esteemed as something of a hero, 

a son of the soil sharing "the values of the common people", 

and a political descendant of Chernishevski, having suffered 

censorship and exile under the ancien-regime. 33 (see chapter 

three, above) 

Gorki had based his novel on events at the Krasnoe 

Sormovo plant in Nizhni-Novgorod and the character of Pavel 

Viasov on the leader of a May Day demonstration, Pavel Zal- 

omov. In court, the demonstrators conducted their own de- 

fence before being sentenced to prison. 
34 

Nathan Zarkhi, 

Pudovkin's scenarist, drew additionally on reports in Pravda 

of cavalry troops being sent in against strikers in Tver in 

1905 (ill. 7. i); Eisenstein similarly based Strike on events 

in Rostov-on-Don. 
35 Fault had been found by Lunacharski with 

Razumny's 1919 film adaptation for being merely episodic; 

Mariamov, Pudovkin's biographer, says that the earlier ver- 

sion was found wanting in precisely those capacities which 

critical opinion was to find exemplified in its successor. * 

The 1926 adaptation took liberties with the original in 

order to emphasise a political theme. "The idea of content 

does not refer to subject matter, in the ordinary sense of 

the term, but to social purpose", said Trotski. 36 This nec- 

essary summation is pointed by the particularity of loc- 

*Razumny names Pavel's comrades individually and occupies 
himself with a quantity of background information; the moth- 
er similarly nurses her husband in spite of his dissolute 

past and his cruelty towards her; her religiousness is more 
clearly marked (paintings on the wall, icons on a corner 
shelf) as is her later contribution-to the comrades' convers- 
ations and her reading of 'Proletarians of all Countries'; 

pamphlets are shown to provide sufficient cause for arrest. 
Razumny similarly cast actors from MKhAT. 
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ation at the end of the film; at the beginning, Pudovkin: 's 

film shares with the novel a general sense of the location 

being abstracted to any place, the protagonists to un- 

named characters, any of a number of anonymous industrial 

suburbs and their inhabitants to which such incidents occur- 

ed. Of Razumny's adaptation, Mariamov complains: 

The film was no more than a period piece, account- 
ing for a single past episode in social history. 
The sense of Pavel as a type representative of his 
class and his time was thereby lost, but also the 
film lost the connection between Pavel and his 
comrades with the generation of the October Revol- 
ution, binding the theme with the general public 
seated in the auditorium. The film did not treat 
its subject matter correctly. . .a return to the 
broader ideological and artistic foundation of 
Gorki's work was called for. 37 

Tolstoi's The Living Corpse, similarly the subject of a 

number of film adaptations, was variously interpreted. 

Otsep's version deviates from the original in that obstruc- 

tion to a divorce between a loveless couple is seen to eman- 

ate from the Orthodox Church rather than (as Tolstoi would 

have it) from a rigid state bureaucracy. (see chapter two, 

above) 

Pudovkin also acknowledges Tolstoi (his favourite 

author) as the source for the trial scene in Mother: in 

Resurrection the judge is distracted by thoughts of his mis- 

tress, in Mother a conversation about "a fine-looking filly" 

is revealed to concern a horse, which the judge then draws 

on his blotter as the trial proceeds. The Death of Ivan 

Iah volunteers itself as a secondary source for the cyn- 

icism of the legal functionaries towards the practice of the 

law. 
38 In his 1928 article, 'Kak is rabotaiu s Tolstym', Pud- 

ovkin indicates that he found in Tolstoi a species of pertin- 

ent detail which Eisenstein prefers to identify in Joyce: 
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He works with enormous persistence upon every 
detail. He denies himself any simple rule of eleg- 
ant compositional style and doesn't shy away from 
using one and the same word repeatedly in a single 
passage in order to confer upon it the greatest 
persuasive power. Tolstoi leaves the reader no 
room to see something other than as he shows it. 
Everything that he writes accords perfectly with 
a real object... The form of his language is so 
fundamental to the idea that any relativity is ult- 
imately lost. 39 

Mother deviates from Gorki's novel significantly in 

the röle of the father. In the latter, he is merely refered 

to in passing: 

Living a life like that for some 50 years, a work- 
man died. Thus also lived Michael Vlasov. 40 

In the film, the röle is expanded to serve a number of purp- 

oses, both dramatic and ideological, and material which in 

the novel which might be deemed to compromise or confuse the 

clarity of the theme is deliberately discarded. For instance, 

in the novel the son behaves badly towards the mother immed- 

iately after the death of Vlasov senior (indeed, "he knew no 

better") whereas in the film the older generation is consist- 

ently identified with reprehensible behaviour, or with ideas 

which are shown to be held falsely in contrast with the 

younger generation's enlightenment (Gorki's 'Children of the 

Sun'). It is significant that the story tells of the politic- 

al awakening of a woman of peasant stock: such as she were 

regarded by the state as generally conservative and resist- 

ant to change. 
41 The babushki wailing at the side of the 

corpse warn the mother against her son, it is he, they say, 

who has brought this trouble upon her. The character of 

Vlasov is used to endorse the official campaign against al- 

coholism (prominently voiced by Trotski) and to promote the 

idea of a new Soviet Citizenry who would reject alcoholic 

. excess: "Drunkeness is a violation of our class, proletar- 
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ian communist morality. Vodka poisons and destroys the org- 

anism, it bears us out of the world of reality into a world 

of illusion, it deprives us of judgement". 42 In order to buy 

vodka the father attempts to take the flat iron which serves 

as a weight to the clock, then to take the clock itself. 

This is the only adornment of the bare interior and the 

Mother intervenes to prevent him. Viasov's vast shadow over- 

whelms the cringing mother and the father succeeds by brute 

force to take the iron. Vlasov then presents it at the tav- 

ern, drawing it out from a torn and dishevelled pocket. His 

fecklessness is contrasted with the mother's thrift and fort- 

itude: meanwhile, she sets to, endeavouring to piece togeth- 

er the broken clock, evidently much repaired previously. Al- 

cohol is the root of further evil: unaware that he is an ob- 

ject of public mockery (an accordion player in the tavern 

winks connivingly at the film's audience) the refusal of the 

bar tender of the iron is seized upon by the members of the 

Black Hundred conspiring in the corner as an opportunity to 

manipulate him to their ends (Vlasov's addiction renders him, 

a working man, susceptible to bribes to betray his class). 

Here again, the naming of the group contributes particular 

resonance. In the 1905 revolution the Black Hundred were 

agents provocateurs, acting against Jewish groups and strik- 

ers. 
43 Thus Zarkhi crucially brings together father and son 

on either side of the factory owners and the workers. The 

manager flicks cigar-ash from a gloved hand (he will not 

sully his hands himself); a paid lackey from the tavern 

draws out a knuckle-dustered clenched fist. Vlasov is shot 

in the ensuing fight, but the cronies who were so keen to 

enlist him into their gang on the previous night now slink 

away and desert him. 
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The mother is converted to the cause of the young, she 

turns from the established order and towards the promise of 

the new. At first unquestioningly she responds to the police 

officer's word that Pavel will be treated better if he sur- 

renders his arms; she bows and fauns to his authority and 

pleads with Pavel to act to save himself. The simple obed- 

ience of a peasant woman ("it's good to be simple", Gorki 

has her say) is a sign of political naivete. In the novel, 

her folk roots are repeatedly signalled in the language in 

which her point of view is described: the mother is central 

to the novel in her becoming an heroic protagonist but also 

in that the descriptive voice is most frequently her own, 

the text is suffused with Orthodox and folkloric images. 

The lawyers at the trial are "four large blackbirds", utter- 

ing "hailstorms of unintelligible long words". 
44 

One is re- 

minded of the old woman in The Twelve, wondering how many 

pairs of felt boots could be made from a red flannel flag. 45 

Pudovkin takes the Gorki original as his "object of imit- 

ation" and also adopts its "manner and style". However, pol- 

itical enlightenment is effected in the film not by the 

series of long conversations with Pavel's comrades by which 

she is persuaded in the novel (and in the Razumny version), 

but by growing disaffection with the old regime. Surrounding 

characters are employed to demonstrate her emotional state 

in their reaction or appearance to her. For instance, in 

the arrest, although she defers to the officer's authority, 

it is her growing distrust of him which is shown in the cam- 

era's look askance and in the obscuring of his eyes with the 

wire frame of his spectacles (whereas the comrades look dir- 

ectly to camera, eyes clear and bright, looking forwards 
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like the comrades in The End of St. Petersburg). (ills. 7. i, ii) 

While the mother approaches her son's trial with trepid- 

ation (anxiously arriving long before anyone else), fearful 

of what darkness in his soul may be uncovered by the probing 

of the court, she then comes to realise that the pomp and 

gravity of the judges is no more than superficial and sham, 

their participation no more than routine (one functionary is 

intoxicated, it is observed): grandiose histrionic oratory 

leaves the guards unmoved (it is tediously usual and famil- 

iar) and a dowager onlooker, viewing the scene through a 

lorgnette, applauds the fine-ness of the show. It is the 

mother's sense of injustice which is conveyed at Pavel's 

trial, at the failure of the established order to command 

authority any longer (the trial, clearly figured by the 

double-headed eagle as a Tsarist performance, is reduced to 

an entertainment staged for a bourgeois audience): "Here 

was nothing to frighten her by its power or majesty". 
46 

Pudovkin and Zarkhi consistently argue for the prim- 

acy of theme (the 'supra artistic concept') conveyed in a 

written scenario as the 'hard skeleton' governing the clear 

organisation of a film, but reiterate the difficulties in- 

volved in transfering a literary work to the screen: 

The theme is almost always the most that one can 
take from a literary work in changing it into a 
screenplay. The development and treatment of the 
plot of a literary work (especially in the hands 
of a great master) are the result of purely lit- 
erary methods. Their translation to the screen is 
quite impossible. 47 

The scenario must be written in visual and active terms. 

Pudovkin disparages the literary scenario and the use of 

long explanatory intertitles. Pudovkin and Zarkhi were far 

from alone in addressing the problems of effecting such a 
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transition, M. Smelianov's 'Literatura Kino' (ARK zhurnal 1) 

and V. Dekabr'skii's 'Literatura i Kinematograf' (Art-Ekran 

5) voice similar concerns. 
48 Numerous scenarios are rejected, 

says Pudovkin, because they are written in terms which are 

not susceptible to plastic expression: "often" is not a cin- 

ematic term, he says, discussing the example of the life of 

the family Nikonov. 49 Indeed, the several year span of 

Gorki's novel is contracted in the film to a number of sig- 

nificant events. (ill. 7. iv) In the book, the characters who 

take care of the mother while Pavel is in prison are indiv- 

idually identified by name and origin; the comrades serve 

to demonstrate the solidarity of proletariat (Pavel), peas- 

antry (Andrei) and intelligentsia (Riabin and Sonia) during 

the revolution against capitalist exploitation. This solid- 

arity is hard won: there is much discussion of the relative 

merits of revolutionary methods and programme. The comrades' 

interim disputations are unsuitable for direct translation 

to film and there is less differentiation between them. 

When they point to one another in turn as 'Pavel Vlasov', it 

is, I would suggest, not merely a mocking gesture, a man- 

oeuvre to impede the course of the arrest: any one of these 

comrades could become the character Pavel and take his part 

in what is to come. Selflessly, Pavel foregoes the fond 

longings of the woman revolutionary who delivers the guns, 

for the sake of a higher cause. In the book, the characters 

who take care of the mother are enumerated; in the film it 

is sufficient to render that she is comforted: the action is 

abstracted to its typical expression in the stroking of 

hands, in feet taking someone to the hob to prepare a meal 

for her. (i11.7. v) The gesture is repeated sufficiently for 

it to be understood that this was done over a period of time. 
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The film uses individual figures to point a general 

understanding of theme. Intertitles and single shots are 

used not only as formal "keystones" (in Pudovkin's terminol- 

ogy), conceived "in plastic (externally expressive) images" 

which structure the shape of the work but also as keys 

whereby the meaning of the theme is to be extrapolated. THE 

MOTHER is introduced to the viewer in her defining territory. 

"penned-in" in her "narrow cage", between the washing line 

and the hob. To THE FATHER is attributed his characteristic 

realm: the tavern. 50 The juxtaposition of words with images 

becomes a means of rendering emphatically apparent a connot- 

ation lost or submerged in common usage. The intertitle 

PILLARS OF THE ESTABLISHMENT is framed by a shot of the col- 

onnaded portico of the Palace of Justice and a low close-up 

shot of the sturdy, booted, akimbo legs of a soldier guard- 

ing the palace. (ill. 7. vi) Montage does not merely materially 

connect shots but effects "a differential exchange" of con- 

tent; 
51the intertitle WORD WENT ROUND is coupled with a 

frontal shot of a metal grille denoting the cellular struct- 

ure of the revolution: the shot is simultaneously feasible 

within the spatial continuity of the sequence locating the 

film action in the factory and opportunistically effecting 

as an arrested, emphatic affirmation of the theme. The inter.. 

vention of the intertitle, as a visual phenomenon, the punch 

of white on black, is employed to stimulate the viewer's 

imagination into activity. It initiates the operation of 

the viewer's imagination, where the very requirement of 

participatory imagination is construed as a method of reg- 

istering and fixing in the audience an intended meaning. 

pudovkin presupposes a mapping of the viewer's experience 

onto his directorial intention, affirming a shared social 
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purpose: "The director and scenarist lead despotically along 

with them the attention of the spectator... the smallest 

error in clearness of vividness of construction will be app- 
52 

rehended as an unpleasant confusion or as... a blank". 

In the novel, the mother for a long while remains un- 

named and unidentified, until the Ukrainian asks her to in- 

troduce herself; Pudovkin transfers this passivity to a 

performance which conspicuously lacks voice: Baranovskaia 

plays the role with her mouth clenched shut, as though dull- 

ed into submission. She is not so much silent as forcibly 

muted. The slowly dripping tap by the body of her husband 

marks time and the heavy thud of tears, although her face, 

unlike those of the wailing babushki, registers Vlasov's 

death as a blank. Her increased animation, expressiveness 

and radiance accompanies her growing participation in the 

new cause and draws from the novel her heightened and accel- 

erated sense of the passage of time: the "... bygone days in 

which her past dragged along, a thin, black thread" as 

against "the days glided by one after the other, like the 

beads of a rosary" and "the pendulum which always beat with 

an energy that seemed to say: 'I must get to the goal; I 

must get to the goal'. "53 At the trial, Gorki says, it seems 

to the mother that the judges are slavering after Pavel's 

blood, preying upon the health and vitality of his body; in 

the film the commanding officer, old and gaunt, is shown 

with his hound at his feet and the cavalry horses sweat and 

chew at their bits in anticipation of the imminent charge. 54 

The mother's optimism for a new age, "The life is for our 

children; the earth is for them", is introduced in her en- 

counter with a young mother suckling her own child, a baby 
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boy as was once her own. 
55 The mother's growing love for 

Pavel's friends, beginning with her adoption of Andrei 

("unthinkingly she called him Andriusha") shows the expan- 

sion of an individual, selfish love ("we love that which we 

need") to a generous fellow-feeling for an entire gener- 

ation, for the Children of the Sun who will lead the world 

to a better future. Her political awakening is staged as a 

religious conversion, to which she herself gives testimony: 

Why, this is like a new god that's born to us, the 
people. Everything for all; all for everything; 
the whole of life in one, and the whole of life 
for everyone and everyone for the whole of life! 
This I understand all of you; it is for this that 
you are on this earth, I see. You are in truth 
comrades all, kinsmen all, for you are all child- 
ren of one mother, of truth. 56 

For Pudovkin's mother, taking hold of the red banner at the 

head of the demonstration is staged with as grand a gesture 

as the signing of the cross in mourning. 

In spite of all these translations from novel to 

screen, Gorki himself is said to have disapproved of the Pud- 

ovkin version, accusing it of political tendentiousness at 

the expense of maternal motivation and was mollified only 

when Zarkhi and Pudovkin appealed to him in person. 
57 

Subse- 

quently, examining the film in the light of the new regime's 

pronouncements towards the political recognition of women, 

Judith Mayne has judged Mother wanting and regressive in the 

centrality of the son to her awareness and social enfran- 

chisement: "Ultimately, then, Mother is not the mother's 

film; it is Pavel's". 58 The martyrdom of the son is not only 

Christ-like but also reminiscent (as is Bair, in Storm over 

Asia) of the self denial of saintly princes in Russian folk- 

lore. 59(see 
chapter four, above) It is as though, in seeking 

to legitimise and endorse the revolution by finding for it a 
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social equivalent of its Christian pre-cursor, to build a 

new God, the old mythology cannot withstand demolition. 

Gorki's mother herself faces this dilemma; what will she 

have left if her God is taken from her? 60 

The significant keystones of the scenario, the clear 

articulation of character to serve the theme, refers Pudov- 

kin's Mother to the celebratory spectacles orchestrated by 

the commissariat of the Enlightenment in imitation of pop- 

ular ritualistic forms, even though the conventions are 

here effectively humanised by Baranovskaia's performance and 

such details as the prison porridge and the boy having his 

ear clipped by his bourgeois father as he cheers on the joy- 

ful demonstrators. Contemporary commentators were wont to 

herald film as the vehicle of a new urban folklore, pecul- 

iarly adept at addressing a new and migrant proletariat dis- 

possessed of its rural traditions. 
61 

Both novel and film owe 

much to a received form in folklore, a conventionalised, 

national form which Propp identifies in its Soviet success- 

ion: "Epic poetry shows whom people consider a hero and for 

what deeds. . the content of epic poetry is struggle and vict-- 

ory... waged not for narrow, petty goals, not for personal 

interests, not for the well-being of the individual hero but 

for the people's highest ideals". 62 
In the novel, the 

mother's politicisation and gradual involvement in the 

struggle is registered partly in the move from a passive to 

an active role in the events described. She forms her opin- 

ions as a witness to the conversations of Pavel and his com- 

rades, she struggles with her own confusions which are then 

resolved in crucial events: the arrest; the trial; Pavel's 

death. it is less important that the viewer derives a sense 
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of the real time elapsed over events represented than that 

a sensation of a continuous sequence of episodes be apprec- 

iated in the theme's coming to fruition. It is character- 

istic of pictures that they live only in the present and 

that the spiritual dynamic of the film is sensed as a 

present continuous. Piotrovski analyses the construction of 

Mother in comparison to the Griffith schema of catastrophe- 

chase-rescue, preceded by the briefest introduction of 

characters and limited delineation of preparatory circum- 

stances. The crucial events of the film, "representing 

treachery, judgement, flight", are each "constructed accord- 

ing to the schema 'preparedness for catastrophe-catast- 

rophe'. "63 Furthermore, Piotrovski observes: "The emotional 

tension of the whole is enormous and it, as distinct from 

the melodrama of Griffith, is spread in equal measure". As 

an analysis of the narrative content alone of the scenario 

this conclusion may be satisfactory, but for Pudovkin the 

scenario plans for a film as a physical event. It seems 

to me that the end of Mother produces a markedly heighten- 

ed tension which is physically effected and effecting: 

shots of the marching demonstrators' shadows cast over the 

flakes of ice flowing downstream; shots of demonstrators 

marching regularly horizontally across frame (eventually 

abstracted to a flickering staccato punctuation of light 

and shade), shots of the flag being passed in action to the 

head of the march (the flag ascending from bottom to top of 

the frame, culminating in its appearance atop the Kremlin) 

create an urgent, forceful rhythm which is appreciably re- 

tarded, tautly wound-back and strained by parallel inter- 

jected shots of the prisoners slowly walking counter clock- 

wise in the prison yard. The explosive sense of physical 
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release which is experienced at the end of the film serves 

to sublimate the moment of the mother's death. Piotrovski 

is of the opinion that the theatrical basis of "a tragic 

denouement" is "seriously obstructed in cinema" because in 

film the person of the performer is wholly identified with 

the mask of the character. Piotrovski volunteers this incap- 

acity as an explanation for the prevalence of "happy end- 

ings". 64 Mother is seemingly epic cinema; it accomplishes 

a specifically cinematic catharsis. 

A theory of transmutabilit 
respective media) 

G. E. Lessing published his Laocoön in 1766. His compar- 

ative study concerned itself with the antique sculpture of 

Laocoön (now in the Capitolone, Rome) and the treatment of 

the same subject in a poem by Homer. However, Lessing's 

theoretical considerations extended to the plastic arts and 

to the progressive arts in general. He is anxious that their 

respective domains be defined and regards infringement as an 

aberration: "the true end of a fine art can only be that 

which it is capable of arriving at without the help of any 

other". 
65 Lessing is concerned less with the proper handling 

of materials in a craft sense than with the means of achiev- 

ing an effect. His work has been invoked by successive auth- 

ors, some answering Lessing himself, some adopting any of 

the manifold areas of discussion as a point of departure. Of 

these, Duchenne (1858), Eisenstein (1937), Arnheim (1938) 

and della Volpe (1960) seem here particularly pertinent. 

Lessing's interest was archaeological, in as much as 

he endeavoured to detect which work took historic preced- 

(aesthetics and propriety of 
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ence. However, in attempting to date the work he adopted a 

progressivist view (for instance, in the achievement of in- 

creasingly naturalistic perspective). Furthermore, he sought 

to associate work which he deemed aesthetically exemplary 

with an historic golden age, asserting simultaneously the 

capacity of superlative art to edify mankind and that super- 

lative art is the product of a just and moral society. Eis- 

enstein echoes Lessing's formula, applying it to an intell- 

ectual appreciation of aesthetic principles: 

... since all forms of cinema are determined by the 
nature of the society which creates them, it is in 
the highest form of social organisation- ours- 
that we are moving towards the fullest understand- 
ing of the aesthetics of this art form, that is to 
say towards a level of comprehension where all its 
many and varied achievements contribute to an ever 
clearer image of the principles which underlie it. 

66 

Duchenne set himself a more limited objective. He 

turns to the expression on the face of the central figure in 

the Laocodn and makes an anatomical inspection. From his 

knowledge of muscular activity he concludes that antagonist- 

ic muscles are shown to be operating simultaneously and that 

the expression contravenes natural possibility. 67 Lessing 

too had ordinarily observed that the expression was not a 

naturalistic imitation, and that one could not surmise from 

the face the horrific pain narrated in the comparative poem. 

Lessing suggests that this idealisation of the face, this 

compromise of expression, is subject to the paramount gov- 

erning principle that beauty is the end of art: 

There are passions and degrees of passion which 
express themselves in the countenance by the most 
hideous distortions and which place the whole body 
in such attitudes of violence that all the fine 
lines which mark it in a position of repose are 
lost. . ancient artists either abstained from these 
altogether and entirely or used them in a subordin- 
ate degree in which they were susceptible of some 
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measure of beauty. Rage and despair do not dis- 
grace any of their works. 68 

Whereas Duchenne seems disposed to reproach the sculptor for 

his want of fidelity to nature, for Lessing the antique is 

seemingly beyond reproach and deviations from nature accord- 

ingly provoke appropriate explanation. Turning to the effect 

of the Laocoön on its viewer, Lessing offers the following 

justification: 

Bodily pain does not present a sufficiently dis- 
tinct idea to our imagination to produce by the 
mere aspect of it at all a corresponding feeling 
in us. 69 

Lessing similarly cites the example of Zeuxis' painting of 

Helen, drawn from a number of sources in order to approach a 

closer rendition of her beauty: ultimately, he says, it is 

the object of the artist to arouse in the viewer the contemp- 

lation of an ideal: "Art does no more than put our imagin- 

ation in motion". 
70 

For Lessing, then, artistic license from nature is 

sanctioned by the requirement of the artist to imitate and 

intimate the ideal with the means (formal and material) at 

his immediate disposal. The question remains as to whether 

the sculpture or the poem is an imitation from another form. 

Of critical importance for Lessing is less that a trans- 

lation has been made than that the effect is conveyed on 

each occasion by means appropriate to that art individually. 

When it is said that the artist imitates the poet, 
or the poet imitates the artist, this mode of 
speech means either that the one makes the work of 
the other the real object of his imitation or that 
they have both the same object of imitation and 
the one borrows from the other the manner and 
style of imitation. 71 

Lessing rails against a "mania for description in poetry and 
72 

for allegory in painting". The arts succeed best indivit- 
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ually when they employ their charateristic instruments. Less- 

ing's principal complaint against hybrid forms, against the 

arts in combination, is that effect is compromised by a 

resort of one art to means extraneous to itself, that their 

autonomy is thereby invaded. The best effects are achieved, 

he says, where there is concordance, for instance in the 

union of poetry and music, being both successive and "not 

only addressed to one sense, but produced at the same time 

by the same organ� 
73 

But Lessing laments that in general 

one art has become auxiliary, merely an accessory to the 

other. 

Rudolph Arnheim inherits from Lessing the notion of 

propriety of means and is similarly concerned with the man- 

ifestation and the reception of the art work. He acknow- 

ledges that art aspires towards purity, ".. a.. medium of ex- 

pression that is capable of producing complete works by its 

own resources will for ever keep up its resistance against 

any combination with another medium" and that the only art- 

istic justification for a composite is that "it must serve 

to express something that could not be said by one of the 

media alone� 
74 In both instances, Arnheim applies the crit- 

erion of irreplaceability. He is equally concerned for com- 

patibility; Arnheim is prompted by the advent of the talking 

film into a "theoretical study of the aesthetic laws whose 

violation made it so unsatisfactory", "in their attempts to 

attract the audience", he says, "the two media are fighting 

each other instead of capturing it by united effort". 75 Arn- 

heim favours unitary wholes over duplication. (see chapter 

eight, below) He says that the ancient arts were obliged to 

discover their characteristic substitutes for the means 
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denied them. He suggests that the audience is most receptive 

to art which is perceived as completed form and that compos- 

ites are effective where deficiencies of means in one area 

are complemented by an accompaniment: for instance, the abil- 

ity of music to transmit abstract feelings and moods "per- 

fectly completing" the imagery of dance and the silent 

film. 76 

Galvano della Volpe subscribes to the idea that there 

exists something which is essentially filmic and, like Arn- 

heim, defines this in terms of what it is not: "It is a 

fallacy to include cinema among the visual arts and to 

classify it as a sub-species of painting". 
77 

Della Volpe 

differentiates the percived image yet further: "The two 

dimensionality of the film itself is a purely physical 

characteristic, it is quite external to the cinematic work 

and extraneous to the sign and value of film. The two di- 

mensionality of the canvas, on the other hand, is totally 

intrinsic to the sign and value of painting". He also, along 

with Arnheim, seems to regard silent film as closer to this 

filmic essence. Rather than welcoming film's ability to 

accommodate other arts as technology allows, film, for della 

Volpe, qualifies as art the more readily it purges itself. 

Ironically. there is a suspicion that della Volpe risks em- 

bedding film in the "fog of legend and the dogma of trad- 

ition" which its early apologists had hoped to escape. "Even 

Visconti's Senso", he says, "remarkable though it is as 

spectacle, represents a contamination of cinema and painting 

with colour and literature- an ensemble of hybrid effects". 78 

He repeats Lessing's contention, that within the arts indiv- 

idually translations are required to find appropriate form 
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in their own medium to be aesthetically valuable: "... what 

counts aesthetically in the cinema... is what we might call 

'renovatio' of verbal and literary idea-images, the most 

everyday and familiar that we possess, or their renewal into 

into filmic, pictorial or sculptural idea-images". 79 Pudov- 

kin, della Volpe's "aesthetic paradigm", employs such means 

as double exposures, of dancing and mandolin playing in The 

Living Corpse and in Mother, where they convey Vlasov seeing 

double, the worse for drink; Barnet re-winds the film in 

order to back-track in the narration of The House on Trubnia. 

Eisenstein's Laocoön returns to Lessing's premise that 

the plastic and the progressive arts occupy fundamentally 

distinct territories and that art best conducts itself intro- 

spectively within the confines of its domain. Eisenstein pro---- 

claims film's capacity to transcend this distinction and, 

having once asserted montage to be the defining principle of 

film, in 1938 he adopts montage as the basis of a theory 

which incorporates the production and reception of the sound 

f ilm. (see chapter nine, below) Having once found precedents 

in literature, in 1938 he turned to the discussion of harmon- 

ic structure in music. Film is cast as the glorious culmin- 

ation of a cultural tendency; amongst Eisenstein's contemp- 

oraries, Timoshenko too, in his 1926 Iskusstvo kino i mon- 

tazh fil'ma (introduced by Piotrovski) had noted that the 

physical bases of cinema were known already by Ptolemy. 80 

Finding origins for cinema "in the darkness of time", for 

Eisenstein corroborates its future: 

Thus we can see that the principle of cinema is 
not something which dropped upon mankind from the 
heavens, but it is something that has grown out of 
the very depths of human culture. 81 
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Media and combinations (cinema as a mixed art) 

In 1920's film theory, film assumed the mantle in 

which romantics of the previous century had presented the 

gothic cathedral. It drew together the talents of individual 

artists in different fields, combining to produce an impress- 

ion in a mass audience in which a panoply of responses were 

evoked simultaneously. Such also were the ritualistic mass 

spectacles of the early years of the revolution: 

The Taking of the Winter Palace was a haunting re- 
construction of real life events in the actual 
historical locations; a sort of mystery play per- 
formed in the Palace Square and on the steps of 
the Bourse, with the participation of real war- 
ships, marine detachments and with classical 
choirs... and masks representing capitalists and 
proletarians. 82 

Far from aiming at that "beauty in concordance" extolled by 

Lessing, this manifestation deliberately juxtaposed diverse 

phenomena. Far from taking nature as its model, it strove to- 

wards a sublimation of everyday experience. Silent film ach- 

ieved this effect either externally, by the performed accomp- 

animent of music, or by exploiting the silence, introducing 

images which forcibly evoked a particular sound impression: 

as Arnheim says, it found its characteristic strength in an 

apparent, unnatural deficiency. Sound could find a direct 

substitute in a descriptive image or a response in the view- 

er could be elicited through the shot and sequence. 

Unlike Eisenstein, Pudovkin has little to say about 

the music which accompanied his own silent films. The sub- 

ject of appropriate scoring was frequently and variously dis- 

cussed in the journals: Khr. Khersonskii's 'Muzyka v Kino' in 

ARK zhurnal 3 is highly technical, Sergei Budoslavskii in 

ARK zhurnal 9 is concerned with the notion of melody; - 
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articles in Kino, address the appropriate characterisation 

and suitable proportioning of music to film and a 1923 issue 

draws together the views of a number of professional comment- 

ators including D. S. Blok and the conductor of the Goskino 

orchestra, M. Z. Basov. Blok's contribution to ARK zhurnal , 
83 

'Muzykal'naia illiustratsiia v kino', discusses the relative 

merits of written and improvised scores. Blok, who became 

musical director at Goskino, composed a score in 1935 for 

Mother and Shaporin's work on Pudovkin's first sound film, 

Deserter, is mentioned in Akter v Filme (1934). Sadly, in 

all of this, there is little precise information as to what 

exactly was played, nor does Pudovkin seem to have been suff - 

iciently fussy or pedantic to specify a particular score 

for his own films . Marie Seton wrote to Ivor Montagu before the 

incomplete London screening of A Simple Case: 

I think Pudovkin has told you that he has no very 
definite ideas about it. The enclosed suggestions 
are his, they may give you some ideas: middle of 
the second part from the first explosion in the 
civil war episode to the moment when the young 
soldier is dead, there must be no music; Pudovkin 
has not thought of any special music and he leaves 
the choice to [you]; first part (prologue)- Bach, 
beginning of fourth part again Bach; second part 
beginning and end must have an epic quality; third 
part- Beethoven. 84 

Golovnia is hardly forthcoming either: 

... we always felt that films like Mother and more 
particularly End of St. Petersburg were perfectly 
understood by audiences, especially when they had 
a good musical accompaniment ... at that time 
special scores were written for important films 
and in the best cinemas they were always shown 
with their proper musical accompaniment. .. for End 
of St. Petersburg several musical phrases evoked 
immediate and very precise associations- in the 
scene of the patriotic demonstration the music 
played was a slightly distorted version of the 
national anthem- the two perceptions, visual and 
aural, were linked and mutually reinforcing. 85 

Golovnia suggests that the success of Pudovkin's films with 

234 



audiences was due in part to the effective 'cuing' or 'sign- 

ing' of the intended reaction by the music. Sovkino advocat- 

ed that producers and composers work alongside one another 

"while making the film and in particular for them to agree 

finally on the musical scenario when the picture is being 

put together". 86 Shostakovich, an erstwhile cinema pianist 

himself, advocated that a composer should take no more than 

the theme from a film as an impulse to his own autonomous 

work. Kozintsev agreed: "We had the same idea- not to illus- 

trate shots but to give them new quality and scope; the 

music had to be composed against external events so as to 

show the inner sense of the action". 
87 As Kozintsev had turn- 

ed to Zola as an historic source for his images of Second 

Republic Paris in New Babylon, Shostakovich turned to Offen- 

bach's operettas and wrote a new orchestration of an old 

french song and of the Marseillaise. However, the orchestra 

and the audience proved resistant to their innovation. But 

Shostakovich's notion of producing a score as a counterpoint 

to the film was to become standard practice with sound films. 

"Music must retain its own line", says Pudovkin, discussing 

the score for Deserter. 

Eisenstein's 1928 Statement on Sound (to which Pudov- 

kin and Alexandrov were signatories) was not opposed to 

the introduction to film of sound per se; rather it resist- 

ed the naturalistic constraints on the medium which the 

synchronisation of image with dialogue portended, "the line 

of least resistance". Characteristically, Eisenstein argued 

the case by asserting that it was montage, the quintessence 

of cinema, that synchronisation placed under threat and that 

it was only in its potential for developing and advancing 
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montage technique that sound was to be welcomed: 

In the first place there will be commercial ei: - 
ploitation of the most saleable goods, i. e. of' 
talking pictures- those in which the sound is re- 
corded in a natural manner, synchronising exactly 
with the movement on the screen and creating a 
certain 'illusion' of people talking, objects mak- 
ing a noise, etc. 
The first period of sensations will not harm the 
development of the new art; the danger comes with 
the second period, accompanied by the loss of inno- 
cence and purity of the initial concept of cin- 
ema's new textural possibilities can only intens- 
ify its unimaginative use for 'dramas of high 
culture' and other photographed presentations of a 
theatrical order. 
Sound used in this way will destroy the culture of 
montage because every mere addition of sound to 
montage fragments increases their inertia as such 
and their independent significance; this is un- 
doubtedly detrimental to montage which operates 
above all not with fragments but through the juxta- 
position of fragments. 
Only the contrapuntal use of sound vis-ä-vis the 
visual fragment of montage will open up new poss- 
ibilities for the development and perfection of 
montage. 88 

Equally, Pudovkin had argued in Film Technique that film act- 

ing applied its own peculiar selectivity towards 'indiffer- 

ent nature', employing its own independent means, and that 

it was spurious to construe the absence of dialogue as a re- 

grettable ommission. "The idea that the film actor should 

express in gesture that which the ordinary man says in words 

is basically false. In creating the picture the director and 

actor use only those moments when the word is superfluous, 

when the substance of the action develops in silence, when 

the word may accompany the gesture, but does not give birth 

to it� 
89 

For Pudovkin, acting for silent cinema is not a 

matter of restoring to a performance that of which it has of 

necessity been deprived, but rather of transposing the narr- 

ative from a constative to a performative plane, whereby the 

meaning of a gesture is its enactment. But, with the advent 

of sound, Pudovkin is characteristically less concerned with 
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the preservation of artistic tenets inviolate, than with the 

capacity of sound to enhance an effect: "The role which 

sound is to play in film is much more significant than a 

slavish imitation of naturalism;... the first function of 

sound is to augment the potential expressiveness of the 

film's content". 
90 

In practice, both Pudovkin and Eisenstein 

were to work productively in sound, although Romm (possibly 

as an apology for the formal and political "line of least 

resistance" pursued in the later films) says that Pudovkin 

had difficulties adapting to dialogue. 91 In the Russian 

version of A Simple Case he attempted his first experiments 

in the manipulation of sound perspective; in Deserter these 

were realised in such moments as the close-up crashing of a 

chain on the deck and the distorted whining of a palm-court 

orchestra. Pudovkin explains the intention of his work with 

Shaporin on the rout of the workers' march through Hamburg: 

The score was written, played and recorded for the 
whole of the sequence as a single-purposed unity, 
a workers' march tune with constantly running 
through it the note of stern and confident victory, 
firmly and uninterruptedly rising in strength from 
beginning to end. 
What was the significance of this line? We render- 
ed in this second line, that of the sound, the 
subjective attitude to be adopted by the spectator 
towards the content of the happenings in the image. 

... It has been clear to me that the emotion of 
spectators cannot be attributed to the component 
elements separately, such as skilful editing of 
the image or the high quality of [the] score. The 
crux of the matter is... that the emotion derives 
from far deeper elements integrated as a result of 
the combination of the two lines- the objective re- 
presentation of reality in the image and the revel- 
ation of the profound inner content of reality in 
the sound. 92 

Of images which constructed in the spectator a sense 

of sound accompaniment, Pudovkin praises Eisenstein for the 

figure of the accordion player in Strike, sustaining the im- 
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pression as the characters move off into the far distance 

with an elongated fanning shadow from the bellows. 93 The 

accordion underwrites a satirical edge to the action (as do 

the tavern players in Mother), and provides an emphatic pace 

(brutally interrupted by Vlasov's attack on the bartender). 

Pudovkin praises also the stone lion sequence in Potemkin, 

rising to the unheard sound of the ship's salvo in the bay. 

"It is not just, as Pudovkin says, that this effect can be 

'reproduced' in words with difficulty", remarks della Volpe, 

,, it is impossible to reproduce it or translate it into 

words or verbal 'values' without entirely losing its filmic- 

visual artistry� 
94 Indeed, the addition of a sound accomp- 

animent to the sequence sometimes marred rather than assist- 

ed its reception: at the first London screening with the 

Meisel score, the film projection speed was slowed to match 

the tempo of the music and, to the amusement of the audience, 

the lions lumbered rather than sprang to attention. 95 The 

dripping tap in mother regulates a different tempo in the 

spectator's perception: its slow monotony effects the dull 

thud of her grief. "There is a law in psychology", says Pud- 

ovkin, "that lays it down that if an emotion give rise to a 

certain movement, by imitation of this movement the corresp- 

onding emotion can be called forth". 
96 

Asked, by a foreign 

reporter in 1929, how he would convey the same scene in 

sound, Pudovkin answered: 

If this were possible I would do it thus: the 
mother is sitting near the body and the audience 
hears clearly the sound of the water dripping in 
the wash-basin; then comes the shot of the silent 
head of the dead man with the burning candle; and 
here one hears a subdued weeping. 
That is how I imagine to myself a film that sounds, 
and I must point out that such a film will remain 
international. Words and sounds heard-could be 
rendered in any language... 97 
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The psychological substitution and combination of 

phenomena had been the subject of symbolist speculation be- 

fore the revolution. Rhythm as a connective device, prim- 

ordial and constant and underpinning the universe, was sub- 

sequently invoked in avant-garde manifestos as frequently 

as the plastic. (see chapter six, above) Kandinski wrote 

about colour as being equivalent to music and line equival- 

ent to dance. He not only believed that one means of stim- 

ulating the senses to respond, he also believed that one 

stimulus might be substituted for another to achieve a sim- 

liar effect and that sensory equivalents could be scientif- 

ically measured. 
98 Scriabin and Kandinski had discussed the 

synaesthetic translation of sounds and colours, suggesting 

an intuitive correspondence with particular tones. A sym- 

phony was intended in which music and colour would be man- 

ifested simultaneously. 
99 Eikhenbaum similarly discussed 

the comparability of light and melody. 100 Pavlov demonstrat- 

ed the physiological possibility of transferring, through 

training, the conditioned reflex associated with an audible 

sign to a secondary, visible sign. Mechanics of the Brain 

shows an experiment with a monkey in which a bell or a 

metronome beat accompanying a blue plate with food is put 

within the monkey's reach; the monkey takes the food. When 

a different sequence of beats is used or a red plate, the 

monkey remains on his perch. There was a similar interest in 

the brain's ability to render phenomena in the absence of an 

objective stimulus. Bekhterev follows in a long heritage of 

scientist -philosophers (Locke, Hume et al) concerned with 

the inner speech of the deaf and dumb and the perception of 
101 

colour by the blind. (see chapter one, above) The silent 
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cinematic strategies of Pudovkin and Eisenstein were ess- 

entially instrumental and expedient. Conversely, the con- 

sciousness of the brain's ability to fabricate that which 

was not present in concrete experience was, in turn, delib- 

erately exploited. Meierkhold elected to use stylisation, 

had adopted a form of overt reductionism as a means of en- 

gaging the spectator imaginatively in a performance: theo- 

retically, the spectator's creativity became actively in- 

volved in the construction of a concept, prompted into 

action instead of merely looking on. 
102 

1920's film theory declared its own formulations of 

the relationship between the spectator and the director, be- 

tween the screen and the camera. An attempt was made to in- 

corporate formal positions concerned with the peculiar mat- 

erial and apparatus of film with the perceptual and concept- 

ual effect upon the spectator. Kuleshov posits a formal 

equation in which the supposed experience of the viewer in- 

forms the direction of the scene. (see chapter nine, below) 

For Kuleshov (unlike della Volpe) the frame retains its sub- 

stantive presence: "imagine the screen as a blank white rect- 

angle to be filled... � 
103 

Kuleshov hypothesises a geometric 

grid, "a pyramid with its apex resting on the camera", along 

the axes of which the performed action is organised for op- 

timum figurative clarity. This equation serves separate 

scenes rather than the transitions. Kuleshov says little of 

what is conceptually constructive in the formal conjunction 

of these pieces. Theoretically, Eisenstein lays most emphas- 

is on his own editing of the film as the moment at which it 

begins to exist and as that procedure in which the greatest 

and most decisive effect is achieved on the spectator. In 
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practice, unlike Pudovkin, he often shot material without 

knowing how or whether it was to appear on screen. 104 Eikh- 

enbaum and Eisenstein, extrapolating from Pavlov, argue that 

meaning is made in the computation or "equilibration" of 

neural fragments and that montage correspondingly imitates 

this process, that the formal mechanism maps onto the con- 

ceptual, activity occurs in juxtaposition. 

Pudovkin too asserts the construction of identity be- 

tween spectatorship and the making of the film. The process 

begins for him with the camera angle, his basic unit. Mech- 

anically, the shot is less important for Pudovkin as a 

photographic record than as a means of selecting and isolat- 

ing material (frame, focal length, length of shot, angle of 

camera and angle of vision): "THE CAMERA COMPELS THE SPECT- 

ATOR TO SEE AS THE DIRECTOR WISHES". 105 Theoretically, Pud- 

ovkin aligns the act of viewing a projected film with his 

imagining and direction of scenes, already thematically dict- 

ated by his scenario. The scenario is pragmatically subdivid- 

ed in accordance with the length of reels currently avail- 

able and the customary number of reels per feature. Shutko, 

writing in 1927, nicely appreciates this as standard pract- 

ice rather than decisively formulated: 

... it is sometimes amusing to read of the idle ex- 
periments of certain theorists who try to time 
such cinematic masterpieces as The Tobacco Girl 
from Seville or The Spanish Dancer and who dis- 
cover an amazing regularity: each act lasts 11-12 
minutes. Their theoretical brains are already tick- 
ing over, "a. cinematurgic 'law' for the construc- 
tion of a section of a film is ready to be born 
but it transpires that this is all the result of 
the more or less constant length of each reel and 
nothing else. 106 

Pudovkin uses diegetic movement in a single frame juxtaposed 

with movement in the adjacent frame to ease logical or emo- 
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tional coherence to the succession of the fragments and 

uses montage movement to aid the apprehension of his 

theme: in both direction of the parts and the whole he ob- 

serves his "psychological law", "guiding the spectator". 

(see discussion of Mechanics of the Brain, chapter three 

above) Theoretically, Pudovkin allows little room for ambig- 

uity or divergence of interpretation between himself and his 

audience, "despotically leading" his audience. 

However, direction is for Pudovkin not an entirely 

unilateral process. The director, he suggests, anticipates 

a potential viewer's shift of attention from one point of 

a supposed pro-filmic event to another, both in space and in 

time. The director's "despotism" resides in his presuming 

the expectation which he then obligingly satisfies. This 

shift, he suggests, is ordained by the sequence in which 

attention would be attracted were an event to be witnessed 

naturally. Here, however, Pudovkin invites criticism, using 

as examples citations from scenarios already conventionally, 

actively ordered into such a sequence. But when Dart and 

Arnheim complain of inconsistency in practice (sometimes 

there is no such referent pro-filmic event or an apparently 

natural sequence is disrupted) they fall foul of a similar 

presumption, criticising Pudovkin for contravening a conven- 

tion which is an accessory of the art, no more than provis- 

ional, usual but not natural in the sense of essential to 

the medium, no more than occasionally expedient, even if in 

practice this becomes a generally favoured option. (see chap- 

ter eight, below) The convention of identifying the camera 

with a participatory röle in the event is, for Pudovkin, sub- 
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ordinate to the task of effecting in the spectator a 

particular theme. A common sense analogy with literature 

seems useful here; Pudovkin takes the liberty which is 

allowed the author, sometimes narrating action, sometimes 

reporting dialogue, but in both capacities adopting a 

thematic point of view. 
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8. Poetic Realism and a Poetry of Cinema 

In conclusion to his 1974 thesis, Pudovkin's Films and 

Film Theory, Peter Dart conveniently invokes Bazin's prefer- 

ence for depth of field and the expansive, uninterrupted 

spaciousness of full-focussed shots as more cinematic than 

the fragmented analysis necessary for montage; he draws from 

Bazin the moral that such means are inherently less inten-. 

tional on the part of the director, more democratically in- 

volving of the spectator. Dart sets up Bazin in opposition to 

the Soviet 'school', whose filmic methods he then facilely 

suggests are concomitant in their marked intentionality with 

a dictatorship over the film audience and the wider public. 

"According to Bazin", says Dart, "montage as used by Kul- 

eshov, Eisenstein or Pudovkin 'did not give us the event, it 

alluded to it'". * However, I find the assumption made by 

Dart of a direct correlation between methods and political 

context unconvincing both as a general thesis and in the 

particular circumstances of Soviet film in the 1920's and 

early 1930's. Also, I find the suggestion that Bazin was 

himself hostile to, or inappreciative of, early Soviet ach- 

ievements in film misplaced and erroneous. 

Bazin distinguishes between two broad and opposing 

............................................................ 

*Peter Dart, Pudovkin's Films and Film Theory (New York: 
1974) 155. Bazin here speaks of Kuleshov, Eisenstein and 
Gance and not of Pudovkin rsee Qu est-ce-que le Cinema I 
(Paris: 1958) 133 & tr. Gray, What is Cinema? (Berkeley: 1967) 
25]. Dart concludes, ibid. 156 that "Pudovkin's film theory 
is well-suited to the ends of socialist realism". To the 
contrary, the period of 'socialist realism' under Stalin's 
authoritarian control saw a rejection of the type of montage 
which Dart associates with "intentionality". Consequently, i 
am suspicious of Dart's reading of Bazin and of his under- 
standing of periodic changes in Soviet film and in Pudov- 
kin's contribution. 
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trends: 

... those directors who put their faith in the im- 
age and those who put their faith in reality. By 
'image' I here mean, very broadly speaking, every- 
thing that the representation on the screen adds 
to the object there represented. This is a complex 
inheritance but it can be reduced essentially to 
two categories: those that relate to the plastics 
of the image and those that relate to the resourc- 
es of montage, which,: after all, is simply the or- 
dering of images in time. 1 

Bazin praises the image of the stone lions (while wrongly 

accrediting this to The End of St. Petersburq) as "e symbol 

of the aroused masses" and lauds Eisenstein: "Maybe it does 

not really matter if Russian painting is second rate provid- 

ed Russia gives us first rate cinema. Eisenstein is her Tin- 

toretto". 
2 

But Bazin generally values the development of a 

cinema of reality, marked by a number of formal traits: 

Well-used, shooting in depth is not just a more 
economical, a simpler, and at the same time a more 
subtle way of getting the most out of a scene. In 
addition to affecting the structure of film lang- 
uage, it also affects the relationships of the 
minds of the spectators to the image, and in con- 
sequence it influences the interpretation of the 
spectacle... in general terms: 
1)... depth of focus brings the spectator in closer 
relation with the image than he is with the real- 
ity. Therefore it is correct to say that, independ- 
ently of the contents of the image, that its 
structure is more realistic; 
2)... it implies, consequently, both a more active 
mental attitude on the part of the spectator and a 
more positive contribution on his part to the 
action in progress. While analytical montage only 
calls for him to follow his guide, to let his att- 
ention follow along smoothly with that of the dir- 
ector who will choose what he should see, here he 
is called upon to exercise at least a minimum of 
personal choice. It is from his attention and his 
will that the meaning of the image in part derives. 
3)From the two preceding propositions, which be- 
long to the realm of psychology, there follows a 
third which may be described as metaphysical. In 
analysing reality, montage presupposes of its very 
nature the unity of meaning of the dramatic event. 
Some other form of analysis is undoubtedly poss- 
ible but then it would be another film. In short, 
montage by its very nature rules out ambiguity of 
expression. Kuleshov's experiment proves this 'per 
absurdum' in giving on each occasion a precise 
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meaning to the expression on a face, the ambiguity 
of which alone makes the three successively ex- 
clusive expressions possible. 3 

When Bazin proceeds to a discussion of the particular 

cinema which he values most highly (the Italian School of 

the Liberation), he again posits a notion of reality in 

which he requires the director to place his faith: "Is not 

neo-realism primarily a kind of humanism and only secondar- 

ily a style of film-making? Then as to the style itself, is 

it not essentially a form of self-effacement before reality? "; 

"I am prepared to see the fundamental humanism of the curr- 

ent Italian films as their chief merit. They offer an opport- 

unity to savour, before time finally runs out on us, a re- 

volutionary flavour in which terror has yet no part". 
4 How- 

ever, in as much as Bazin's predisposition for reality over 

image inclines him towards a particular subject-matter as 

direct source, he finds the true precursor of Paisä, as a 

film and as an event, in the Soviet 'school' and especially 

in Battleship Potemkin: 

Was it not from the outset their search for real- 
ism that characterised the Russian films of Eisen- 
stein, Pudovkin and Dovzhenko as revolutionary 
both in art and politics, in contrast to the ex- 
pressionist aestheticism of the German films and 
Hollywood's mawkish star worship? 5 

Bazin's view of the affinity between Pudovkin and neo-real- 

ism is apparently endorsed by the Italians themselves. Zav- 

attini comments: "Pudovkin for us, is not only a great dir- 

ector. Pudovkin for us is cinematography"; Umberto Barbaro 

adds: "Pudovkin's creative work brings together, into an 

harmonious and unified whole, a profoundly humane perception 

of humanity, both theoretically and artistically". Bazin 6 

finds in the Italian school "films of the domestic, satiric- 
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al and social descriptions of everyday life", films which 

evince "a sensitive and poetic verism", 7(here apparently 

adopting a term hitherto applied to literature). a Given 

Bazin's distinctions and comparisons, the following quest- 

ions seem pertinent: 

* with what qualifications can literary terms be app- 

ropriated in a discussion of film; 

* is the term 'poetic realism' an oxymoron, indicat- 

ing a concept theoretically problematic and contra- 

dictory; 

* does ambiguity in the image constitute its realism 

and/or its poetry; 

* in what sense does it apply to early Soviet film 

practice (and especially Pudovkin); 

* what creative tolerance, in practice, does Pudov=. 

kin's supposed 'intentionality' allow a spectator? 

The revolutionary poet, says Maiakovskii, requires an 

exact sense of the group represented on a given question, 

"i. e. an orientation towards an objective"; work begins with 
9 

this social command. Maiakovskii and his avant-garde coll- 

eagues belligerently rejected the absorption of a previous 

generation of Symbolist poets with personal inspiration and 

introspection. Furthermore, would-be practitioners are ex- 

horted to carry notebooks to work on their verses anywhere 

and to take down words and rhythms caught in passing on the 

street: "... fill the granaries of your skull with all kinds 

of words, necessary, expressive, rare, invented, renovated 

and manufactured". 
10 For Maiakovskii, poetry was a real 

weapon and "a difficult and laborious job". 11 He despised 

decorative and academic versifying (a poetry of iambuses and 
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trochees) and abstract speculation ("problems of beauty, 

aims of art") as superfluous and irrelevant; he favoured a 

poetry which adopted the sloganeering and typographical 

style of newspapers and agitational tracts, forms which 

suited themselves to polemical purposes. Criticism placed 

greater emphasis on how a work was made, on concrete prob- 

lems of articulating form and its development, rather than 

by whom. 
12 For Maiakovskii, as for Pudovkin, rhythm is the 

basis of effective construction and the principal means of 

affecting an audience. Golovnia and Pudovkin share with 

Maiakovskii his commitment to the centrality of theme, for 

instance in Zarkhi's working title St. Petersburg -Petrograd- 

Leningrad for End of St. Petersburg. and purposefully set 

out to discover plastic material suitable to this end. 
13 

(see chapter six, above) Pudovkin acknowledges that much 

useful material may be found opportunely during the course 

of work; at other times it needs must be (or is more exped- 

iently) fabricated. 

Pudovkin never, in theory or pracice, prioritises the 

chance encounter. He consistently distances himself from 

Vertov and the 'kinoki', enthralled by the camera's unique 

ability to "seize life unawares", nor was he interested in 

the ordinary or routine for its own sake. Golovnia spoke of 

filming St. Petersburg in the evening, in twilight and during 

the White Nights, "when contours become uncertain, space 

nebulous, when the image loses its naturalistic quality and 

acquires a certain form conventionally deemed poetic". 
14 

Pudovkin, in Film Technique, was at pains to stress the 

ability of the camera to distance the film spectator from 

everyday experience, demanding of himself and other film- 
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makers such an estrangement of source material: "The power 

of filmic representation lies in the fact that, by means of 

the camera, it continually strives to penetrate as deeply 

as possible, to the mid-point of every image... To show some- 

thing as everyone sees it is to have accomplished nothing"15 

Here again, Pudovkin is voicing sentiments concurrently ex- 

pressed elsewhere. Viktor Shklovskii, in 1923, writes in 

terms reminiscent of Moholy-Nagy's celebration of re-discov- 

ered forms, "... the plastic features of a face, of shells, 

flowers and a thousand other matters" : (see chapter six, 

above): 

The transfer of the object to the 'sphere of new 
perception'-was proclaimed as the principal aim, 
the raison d'etre of poetry. 'People living at the 
seashore grow so accustomed to the murmur of the 
waves that they never hear it. By the same token 
we scarcely ever hear the words which we utter... 
We look at each other but we do not see each other 
any more. Our perception of the world has withered away, 
what has remained is mere recognition'. It is this 
inexorable pull of routine, of habit, that the art- 
ist is called upon to counteract. 16 

For Pudovkin, as for Bazin, the discrepancy between the mech- 

anical properties of the camera and the faculty of human 

vision is a matter for theoretical consideration. Whereas 

Bazin claims that deep focus compensates for the fallibility 

of the eye, constructing an enhanced, more complete reality 

than that normally available, Pudovkin cites the camera's 

angle of vision as a selective and analytic function which a 

at once removes the film image from the merely common place: 

Normal human vision can embrace a little less than 
180' of surrounding space-the field of the lens 
is considerably less... already the director begins 
to leave behind the normal apprehension of real 
space.. picks out from it only a part-Not only 
does the small view angle set bounds to the space 
in which the action develops both in height and in 
width. . . but the depth of the space picked out is 
also limited. 17 
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While Pudovkin is committed to a realism of theme and 

representation and the derivation of settings and images in 

the actual world (the wind, water and landscapes of Storm 

over Asia and The End of St. Petersburg), the use of genuine 

documentary sequences is rare. Golovnia was required circ- 

umstantially to film the ceremony of the monks in Mongolia 

in total (see chapter four, above); in the most factual film, 

Mechanics of the Brain, much of the material was of necessity, 

Pudovkin admits, staged for the camera (see chapter three, 

above); footage of Trotski and of the Red Army parading is 

neatly inserted into Mr. West in the land of the Bolsheviks 

(111.8.1); in Chess Fever, location footage of the 1925 

Moscow chess tournament is edited into the story, showing 

the participants Capablanca, Grüfeld, Torre, Spielman etc., 

"every photograph of the masters", says the reviewer in 

Sovetskoe Kino, "shows us a moment in the course of play". 18 

Capablanca, occasionally looking nervously to camera, was 

persuaded to appear in the film as a performing 'type' along- 

side Anna Zemtsova (the 'type', that is, of Capablanca him- 

self). (il1s. 8. ii; iii) Pudovkin and Zarkhi certainly attach 

themselves to real material in the sense that they drew from 

reports of actual events for the scenario of Mother, (see 

chapter seven, above) But Pudovkin's attitude to this raw 

material is that without deliberate selection and direction it 

lacks specific form or thematic content: "Usually... the 

scenarist gives the director the idea as such, the detached 

content of the image, and not its concrete form"; 19 

The editing-plan can exist before the moment of 
shooting, and then the will of the director trans- 
forms and subdues reality in order to assemble the 
work out of it. The editing-plan can appear 
during the process of shooting, if the director 

come upon unforeseen material, use it simultan-' 
eously orientating his work according to that feas- 

255 



. rý 
co 

.ý 
Co 



.: ý .. _ 

HHHO N WAXM-ATbl 

MI Fall. 'F 

MM as. co" IIM"f,! " NO MiMI.. M. 

" eN. NýMMý Meýai+ýRa 0.. n., rwwMq r "N 

ea w"I_", Uro yPow a Mr ' w. 1., w4arwa6 w 
isst. MrMOa4 b"& a". ' p. 2"., a yN/ Ma741R  

"f 
N"Im Mý ? nwaw -a" ? ". ampeArMwd. Owb 

i 
ýc $... s. fw rc n tw \ iasf irr.. ýn r sný w. " o 
. ýwM P74ý ' ýMýLb" 

.. U.. M u ta1Aq E5 

UN UU.. U. i. V sw. eaw . 
IWr 

- ýý 1 
.. 
T., wý. -týNý"weA Os, w 

t nN. e". Crwr- 
IL Mmmoomp% 

pamy"-ßfIp ar 

A+ 0 Iiw Mt"wwy' 

. pay. y_ýeýr amwam 

" ýr ý1rýý -�sissy 

"W rwcw "M"rý" 

a 

r Y. ý"'. ý 

.t : 7, ; 

'ýs 
'. 

asses p Cti flaUr rM, 

anewea a ap. 
0 RlrU xw -ahMM 

an swum* s1 Nc. a11" 

%*Aº MMN Kvpow wv 80%. 

MM. "Nal. - Yrwýb N 

mwmw/ dc"o NIMON/ 

rf sommmom 9". 4". 0 GOP 

1ýYý1AYýM N ewme K` 

MIR7ýý YID a? UI afavM' 

w; magora Mpwa meara 

. *Y"4aº 

": Ma Mwor w MOM, NOW 

. 
Us r Sarno" corm wti^U 

-, tire remer. w r)pgc Raw 

rpmot^& Top% 

VIP»/4 %vom" s ßr 

um& ne de-, - 
o.. r. n+« Mr. 0 

Torts 

13 

W -a». Lkw. >-. Ilw 

1"e- pr O. Hca ".. tº.. r 

" "". ese.. " "ta. l " Sa. ý"S 

fad t. º+N ar. +"c+1wf+v "N 

AM pCMºMV Y" " K"t" a. f"S 

 a Ds.. TM. TA* 0.0 Moo -& 

N. r nr^we t a7 1. I. 

on le"W"406 

masrnr M"wa M. -. 

Ma aaaawei &M-4 $-" 

y0- 

Sýrrý 

K... 6a.. r' 

ý 
_. " _. 

8. iii. 



ible future form that will compose, from the 
pieces shot, a united filmic image. 20 

In practice, says Pudovkin, the expedient image, the con- 

crete form, could be selected, the direction of the film be 

instigated, by any of a number of collaborators: Pudovkin, 

Zarkhi, Golovnia or Doller. 21 

Dart is concerned with metaphor in Pudovkin's films 

above any other attributes which might render or qualify 

them as poetic (rhythm, metre, syntax for instance), in 

spite of Eisenstein's famous praise of The End of St. Peters- 

burg as exemplary of perfect metric montage. (see chapter 

nine, below) Expansive definitions of literary metaphor have 

been drawn upon in the attempt, by Trevor Whittock and 

others, to find equivalent categories for film. 22 
For these, 

ample illustration can readily be found in Pudovkin, both in 

his selection of pro-filmic material and the method and ord- 

ering of construction. The End of St. Petersburq and Mother 

offer the following examples: 

Identity asserted: the mouth of the canon and the baby's 
howling in the war sequence; 

Explicit comparison: the capitalist Lebedev (shot from below) 
and the statue of the imperialist, 
Peter the Great 

Substitution: the city shown as its reflection in the 
Neva; lapses of time shown as the pains- 
taking grinding of a blade in the 
trenches, in the waning of a whisp of 
steam from a glass of tea 

Juxtaposition: bandy-legged senators and the cabriole 
legs of senate chairs; fragments of 
ice on water, the demonstrators' shad- 
ows cast across them; 

Metonymy: wheels turning and smoke billowing as 
the factory day begins; a jewelled hand 
reaching into a cornucopia of fruit and 
champagne; 

Synecdoche: the stroking of the mother's hands; an 
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arm issuing the command to war; the 
cross on the equestrian statue (milit- 
ary, ecclesiastical and political power 
combined in a single figure) 

Distortion: ant-like peasants, with the dark shadow 
of the equestrian looming over them; 

Rule disruption: shots of Pavel and the officer looking 
increasingly intently; reiterative re- 
petition of the same shot out of sequ- 
ence (the Bolshevik leader, arm raised); 
the superimposition or over-lapping of 
shots (the accordion players in the tav- 
ern, the succession of colonnades and 
mounting stock prices); 

Chiming: calm water rippling. fields furrowed, 
clouds drifting left to right, (sliced 
through by the blades of the windmill 
cutting top to bottom). 

Sometimes a metaphor (such as the dripping tap as the mother 

mourns Vlasov) arose spontateously in the course of work; 

sometimes a metaphor which Pudovkin judged effective in the 

context of another film was adapted for use elsewhere: Pud- 

ovkin cites, for instance, a smoking ashtray in The Leather 

Pushers: "The spectator immediately visualises the great 

space of time the man has been waiting and, no less, the 

degree of excitement that has made him smoke nearly a hun- 

23 
dred cigarettes". The breaking ice floes of Mother owe 

much to Way Down East, where Bartlett jumps across ice floes 

to save Anna Moore- as the jam breaks and the floes approach 

the fall, the floes hurtle forwards. Pudovkin found the tell- 

ing details of Chaplin's Woman of Paris especially effective 

also. (ill. 8. iv) Effective here carries connotations of econ- 

omy (concision), the strength of an image in preference to a 

possible title and ready recognition; but it also, i suggest, 

generally implies for Pudovkin the selection of material 

which can be accommodated readily within the diegesis, in- 

corporated into the "united filmic image". Pasolini suggest- 
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ed that the attachment of film to concrete form prevented it 

from expressing abstractions, "It can be a parable but never 

a directly conceptual expression". 
24 

In Pudovkin, it seems 

to me, images render and endorse the parable, images arise 

organically from their thematic, conceptual function and sim- 

ultaneously ground that theme in concrete material and exper- 

ience; their place in a sequence provides sufficient inform- 

ation for adequate interpretation of the parable, even at 

the expense (as Orrom, Burch and Kepley have observed) of 

consistently regulated narrative and spatial continuity. 
25 

Unlike a number of Eisenstein's sequences (most famously the 

Gods sequence in October) Pudovkin uses objects naturalist- 

ically located within the mise-en-scene. These shots, says 

Eisenstein were a grize towards realising his notion of in- 

tellectual cinema, they "were assembled on a descending in- 

tellectual scale and lead the notion of god back to a block 

of wood". 
26 Pudovkin was aware of such a distinction between 

himself and Eisenstein. In his early writings he was gener- 

ous in his praise and in no way disapproved Eisenstein's 

different approach: 

In his film a stone lion rises to its feet and 
roars. This image has hitherto been thinkable only 
in literature, and its appearance on the screen is 
an undoubted and thoroughly promising innovation. 
It is interesting to observe that in this short 
length of film all the characteristic elements pec- 
uliar and specific to filmic representation are un- 
ited. The battleship was taken in Odessa, the var- 
ious stone lions in the Crimea, and the gates... in 
Moscow. The elements are picked out and welded in- 
to one united filmic space. From different, immov- 
able stone lions has arisen in the film the non- 
existent movement of a filmic lion springing to 
its feet. Simultaneously with this movement has 
appeared a time non-existent in reality, insepar- 
ably bound up with each movement... Naturally this 
example of the lions instanced here cannot be 
brought into relation with the use of the camera 
as observer. It is an exceptional example, offer- 
ing undoubted possibilities in the future for the 
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creative work of the film director. Here the film 
passes from naturalism, which in a certain degree 
was proper to it, to free, symbolic represent- 
ation, independent of the requirements of elem- 
entary probability. 27 

Pudovkin uses objects naturalistically located within 

the mise-en-scene, either in the action and or in isolated 

close-up. Their metaphoric significance is cued by the surr- 

ounding action: in Storm over Asia, the puddle through which 

Bair tramps regardless on the way to his execution is skirt- 

ed around by the British soldier, staving off the dread mo- 

ment. (see chapter four, above) Sometimes the context can be 

immediate: the puddle is preceded by the soldier procrastin- 

ating in the barracks. Sometimes the context is cued by se- 

quences earlier or later in the same film. The increasing 

turbulence of the elements (the rippling of water, the wind 

in the trees) functions as a variant of the 'chiming' met- 

aphor identified by Whittock. Storm over Asia culminates in 

a sequence in which umpteen billy cans are rolled over the 

steppes by a tempest, followed by soldiers' caps, followed 

by soldiers themselves, unable to stand against the force of 

the storm, gusting and billowing a thousand leaves against 

them. 
28 In Mother, morning is shown by mists over still 

water and the cockerel crowing; waves and the stirring of 

the wind appear after the death of Vlasov; the elemental im- 

agery culminates in the ice floes breaking as Pavel escapes 

and the demonstrating mass advances. In the joy sequence, 

Pavel's vision of laughing children playing in the open is 

matched with the other prisoners' "Dreams of Freedom": back 

on the farm, working the land, for instance. The joy sequ- 

ence is also worked into the diegesis in parenthesis, with 

the mother returning (from the prison) through the field 
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and past the duck pond at which the children play; the ice 

floes break as Pavel is attempting to escape across the 

river, heightening the urgency of the drama, as much as sig- 

nalling the cataclysmic revolution which is to follow. The 

title "And outside it is spring" simultaneously conveys narr- 

ative information, necessary to the plot, and functions meta- 

phorically, conveying the subject of the parable contemplat- 

ed by Pavel on hearing of the escape. 
29 

Rudolph Arnheim criticises the sequence for inadequate- 

ly prefacing its figurative intention: "Each shot is substan- 

tive. .. Film's affinity for physical reality compels each 

shot to maintain its literal significance". * 

It is very questionable whether the symbolic conn- 
ection of smile, brook, sunbeams 'happy prisoner' 
and 'joyous child' can add up to visual unity. It 
has been done thousands of times in poetry; but 
disconnected themes can easily be joined in lang- 
uage because the mental images attached to words 
are much vaguer, more abstract and will therefore 
more readily cohere. Putting actual pictures in 
juxtaposition, especially in an otherwise realist- 
ic film, often appears forced. The unity of the 
scene, the story of the prisoner who is rejoicing, 
is suddenly interrupted by something totally diff- 
erent. Comparisons and associations like the-brook 
and the sunbeams are not lightly touched upon in 
the abstract but are introduced as concrete pieces 
of nature- and hence are distracting. 30 

Arnheim admits that, however unsuccessful he finds this part- 

icular instance, the possibility of the kind of montage 

which it represents nevertheless exists. He does not qualify 

his criticism by reference to the reception of the film by 

the audience for which it was intended, nor to any familiar 

conventional cinematic cues on which the sequence may be re- 

*Arnheim was a dedicated follower of Gestalt psychology; 

certainly he tends to argue for a consolidation of images 
into unitary wholes rather than their successive accumul- 
ation but i am more interested here in his specific objec- 
tions rather than his general stance. 

260 



lying. But in pre-revolutionary and Soviet film, the close- 

up of a face staring full forwards was often used as an 

announcement of introspection. (see chapter five, above) Raz- 

umny's Brigade Commander Ivanov (1923), for instance, uses 

such a shot as a lead into a revelation of the commender's 

thoughts. Arnheim's disposition tends towards aesthetic dog- 

matism and essentialism. Similarly, in his discussion of 

sound, Baläzs maintains that in film it can only ever be re- 

production and not representation; Pudovkin attempts in 

Deserter to employ equivalent distortions from the habitual 

and commonplace, 'close-ups' in sound. Viktor Shklovskii 

noted the stylistic inconsistencies in Mother but found them 

less objectionable: 

When we examine Pudovkin's Mother, in which the -. ' 
director has taken great pains to create a rhythm- 
ic construction, we observe a gradual displace- 
ment of everyday situations by purely formal el- 
ements. The parallelism of the nature scenes at 
the beginning prepares us for the acceleration of 
movements, the montage and the departure from ev- 
eryday life that intensifies towards the end. The 
ambiguity of the poetic image and its character- 
istically indistinct aura, together with the cap- 
acity for simultaneous generation of meaning by 
different methods, are achieved by a rapid change 
of frames that never manage to become real. The 
very device that resolves the film- the double ex- 
posure angled shot of the Kremlin walls moving- 
exploits the formal rather than the semantic feat- 
ures: it is a poetic device... Mother is a unique 
centaur, an altogether strange beast. The film 
starts out as prose, using emphatic intertitles 
which fit the frame very badly and ends up as pure- 
ly formal poetry. Recurring frames and images and 
the transformation of images into symbols support 
my conviction that this film is poetic by nature. 

31 
Eisenstein too found disparities in the film: 

In actual fact the complete played 'chamber' qual- 
ity of The End of St. Petersburg and Mother is sudd- 
enly overturned in the middle of the film by a 
whole swarm of mass-scale and impersonally express- 
ed methods for the social characterisation of phen- 
omena. The disproportion in the work is unavoidab- 
le and obvious. 32 
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Pudovkin, ever sensitive to criticism, was sufficiently per- 

sonally piqued to reply: 

If the film was a success, it seems to me that 
this is because I really showed everything that I 
felt and experienced in a very simple manner. I 
like this film more than any other of my works. 
There is a unity in it. Shklovskii calls me a 
centaur. Personally, I think that I was a young 
puppy, with one paw shorter than the others. I do 
not want to be a mythological beast- it has no 
future. But I know that a puppy becomes a grown 
up and lively dog- and it's this dog that I want 
to become. 33 

Fundamentally, Pudovkin seems to have been following the 

pattern which he presented publicly in Kino- stsenarii in 

the same year, attempting to carry the action and impact 

forward without titles towards the end, interweaving the 

various threads of the plot with the metaphoric parable in 

accelerated tempo. (see chapter six, above) 

What seems to me significant in all this is the per- 

vasive recourse to literary models and the urge towards 

theoretical differentiation between poetry and prose com- 

parable with literary criticism. Paradoxically, while Pud- 

ovkin theoretically repeats the concurrent received wisdom 

that the director should "despotically lead" the spectator 

(thereby lending support to Bazin's supposition), in pract- 

ice there remains sufficient ambiguity for images to be 

read effectively either, or both, figuratively and nar. rat-" 

ively" Eikhenbaum maintains that no cinematic metaphor ex- 

ists that is not verbal first. While Eisenstein appreciates 

the 'emotional dynamism' of Mother (the ice breaking and 

the workers' demonstration) and The End of St. Petersburq 

(the stock exchange and the battlefield) he complained of 

literary parallelism that "does nothing to enliven the mat- 

erial" (such, he said, was the case with otsep's The Living 
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Corpse). 
34 It seems to me that the ideal spectator posited 

by Pudovkin is not only the equivalent of the "ideal persp- 

icuous observer" of an actual pro-filmic event, his or her 

observation finding itself re-presented on screen; the 

ideal spectator, "and it is the director who makes him so" 

is the film spectator who is able simultaneously to analyse 

and synthesise the "united filmic image" presented in the 

experience of its viewing, and that recourse to verbal de- 

finition or explanation, while it may endorse the image, is 
35 

by no means essential to its understanding. 

Titles, too, serve figuratively as images in the mont- 

age as plastic material, not merely to convey speech, narr- 

ative or directorial commentary. In The End of St. Petersburg 

the same format of title ('Peasants... ' , written as three 

lines stepped diagonally down the frame) is repeated as a 

reminder of the drudgery of their "meanwhile" alongside the 

action in the city. Typeface and size may also be regarded 

as a potential form of distortion metaphor. 
36(see 

chapter 

six, above) 

The metaphorical content of the image is conveyed not 

only by the concrete object which is photographed. Film 

metaphor, says Eikhenbaum, "can be built on devices such as 

camera angle, lighting etc. � 37 For Pudovkin, the selection 

of camera position and angle is the basic unit of differen- 

tiation: "first is worked out into sequences, the sequences 

into scenes, and these are constructed by editing from the 

pieces, each corresponding to a camera angle". 
38 Frequently, 

pudovkin selects a camera position which serves a primarily 

metaphoric, directorially interpretative function rather 

than representing a point of view of any of the characters 

263 



B. V. 



in the diegetic space: the shot is selected for its effect 

upon the spectator. The close-up of the heavy boots of the 

guard at the court room in Mother is matched with a shot of 

the colonnaded portico and the ironic title "Pillars of 

Justice and Honour"(ill. 8. v); Falconet's Bronze Horseman is 

matched with the statuesque figure of Lebedev, his torso 

static and dominating the frame, the head slowly turning 

above the stiff white collar. 

Although Pudovkin speaks of the cut from one shot in a 

film to another corresponding to a shift in the attention of 

the "ideal perspicuous observer" to a supposed event, he 

does not render these cuts transparent- the shift from one 

shot to another can become recognisably a vehicle of meta- 

phor. Here again, Pudovkin is not positing or undertaking 

anything new. Earlier theoreticians had realised that there 

was in the connection of shots the potential for more or 

less creative interpretation. Indeed, for an earlier gener- 

ation of theoreticians, it is as much montage as creative 

engagement of the viewer which qualifies film as art as mont- 

age as a creative putting together on the part of the film- 

maker. In 1919, Shipulinski observed: 

The procedure of viewing and perceiving film works 
on the principle of exchanging images which appear 
for a moment on screen and are immediately assoc- 
iated with those which have just disappeared so 
that the viewer's imagination is the very factor 
which gives new meaning to the moving objects on 
the screen. 39 

A mix can presage the "initiation of one idea giving birth 

to another"; the fade to black a "drawing away" from the 

scene by an observer. 
40 

In Mechanics of the Brain, the open- 

ing and closing of the iris substitute for the lapse of time 

between labour pangs. Although Pudovkin speaks hypothetic- 
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ally of the correspondence of the editing of shots with the 

"natural transference of attention of an imaginary observer 

(who, in the end, is represented by the spectator)", 40 

Pudovkin is aware, along with Eikhenbaum, and indeed Bazin, 

that the means whereby such a natural transference is eff- 

ected in cinema is no more than an artifice, a style or 

convention and that other means equally lie at the disposal 

of the director: 

Once we begin to speak about film styles and about 
shot composition, that much-talked-about 'natural- 
ism' can be seen to represent only one of many 
possible styles, a style which is in no way less 
conventional than the others... naturalism in cin- 
ema is no less conventional than literary or 
theatrical naturalism. 41 

In Chess Fever, Pudovkin makes an entertaining play on such 

a convention, the hypothesis of creative geography tested by 

Kuleshov. (see chapter nine, below) After the establishing 

shots of the Moscow tournament, in which competitors are 

shown facing each other either side of the board, we are 

introduced to another scene by a series of close-ups: a jack- 

et sleeved hand moves the white pieces; from the opposite 

direction, a hand in a shirt cuff moves the black; the cam- 

era pulls back to reveal Fogel playing against himself. 4.2 

(ill. 8. vi) 

Arnheim, Orrom, Kepley and Burch note Pudovkin's de- 

viation from syntactical rules governing the spatial and 

temporal orientation of the film spectator, some of which 

Pudovkin appears himself to endorse provisionally in Kino- 

Stsenarii and Kino-rezhisser i Kino-material; Dart says 

that this damages the required spectatorial "identification" 

with the film. 
43 In practice, while Pudovkin adheres con- 

sistently and rigorously to a certain set of working proced- 
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ures, formal construction is governed by expedience and the 

particular context of the film. Pudovkin wills a particular 

interpretation of an image by its position in a sequence; 

images may be introduced in an apparently narrative sequence 

which grounds them in the diegesis, then are subsequently 

interspersed as individual frames in later montage sequences 

in which they figure metaphorically, as a momentary tenden- 

tious reminder of a larger synthesis. A shot of a factory 

worker, collapsed from exhaustion, is established early in 

The End of St. Petersburg and then recurs; a sodier dying ag- 

onisingly slowly in the mud of the trenches is cut success- 

ively into the stock market sequence, the frenetic activity 

as prices rise ("both sides are satisfied"). The series of 

shots of landmarks of St. Petersburg includes the distinctive 

silhouette of St. Isaac's Cathedral and the tympanum of the 

cathedral portico bearing its dedication to its patron on 

the entablature; the equestrian statues of Peter the Great, 

Alexander III and Nicholas I precede the officer on the 

bridge, similarly mounted;. a close-up of the cross on the 

flank of Tsar Nicholas' steed becomes a figure for the union 

of the city with the lineage of the tsars, and of the tsars 

with the church, repeated later during the war sequence; the 

single silhouette of St. Isaac's dome is used to locate para- 

llel action in St. Petersburg alongside the trenches. Pudov- 

kin creates a unique realm which does not of necessity refer 

to a context of real space and time; the film provides its 

own context of hermeneutic necessity in which the particular 

poetic image is crucial. Pudovkin's im. lgPs, certainly before 

storm, are rarely simply decorative. As Tarkovski says: "The 

straightforward narrative cannot contain the pressure of 
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ideas awakened by the story, the necessity arises to work 

not in the prosaic, plot-centred form but in the 'compos- 

itional' poetic form". 
44 

Maiakovskii says that, for the poet, the creation of 

neologisms is no less than obligatory and that syntactical 

rules exist to be broken: "A poet is a person who creates 

these very rules... A mathematician is a man who establishes, 

enlarges and develops mathematical rules, a man who introd- 

uces new concepts into mathematical knowledge". 45 But Maiak- 

ovskii is equally dismissive of the free-for-all largesse of 

supposedly 'free' verse and of art for art's sake: 

I make this stipulation: establishing rules is not 
in itself the aim of poetry, otherwise the poet 
turns into a scholastic exercising his powers in 
formulating rules for non-existent or useless 
things and propositions. . .A proposition which de- 
mands formulation demands rules, is thrust upon us 
by life. Methods of formulation, the aim of rules, 
are defined by factors of class and the needs of 
our struggle. 46 

The deviation of Pudovkin's practice from standard logical 

syntax (to which he adheres closely in mechanics of the 

Brain) is in some measure exonerable as (or even demonstrat- 

ive of) poetic licence: 

The film is yet young and the wealth of its 
methods is not yet extensive; for this reason it 
is possible to indicate temporary limitations with- 
out necessarily attributing to them the permanence 
and inflexibility of laws. 

Everything said here regarding simple methods of 
taking shots has certainly only information value. 
What paricular method of shooting is to be used, 
only his own taste and his own finer feelings can 
tell the scenarist. Here are no rules; the field 
for new invention and combination is wide. 47 

In The End of St. Petersburg and Mother, Pudovkin rhythmical- 

ly repeats images in order to underscore a particular mean- 

ing quite apart from the immediately contiguous diegetic 

context; these shots are not routinely interpolated into a 
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standard pattern of editing, rather, the particular rhythm 

and syntax of the film is constructed out of them. In The 

End of St. Petersburg, the raising and lowering of the ship's 

guns over the Neva is a recurring motif: its recurrence 

lends shape and visual structure to the film and dynamically 

punctuates the narrative; the guns denote the ominous power 

of the state over the workers, but it is their labour, fever- 

ishly polishing shells, which keeps the guns primed; the 

guns are garlanded for war; the guns of the Aurora salute 

the fall of the Winter Palace. The aesthetic freedom which 

Pudovkin accords the director, fundamentally romantic in 

tendency, is qualified by his insistence upon the selection 

of real material, both thematically and in its concrete vo- 

cabulary (material corresponding to everyday experience). 

For Shkolvskii, it is this preponderance of the formal over 

the semantic which renders a work poetic; for Pudovkin, the 

thematic derivation of images equally renders the work real. 

Pudovkin was well aware that interpreting the explicit 

function of metaphors theoretically often seemed to diminish 

the potency with which they were felt at the actual moment 

of their being viewed in the film. Contemporary commentators, 

attempting to describe his work to a foreign audience, were 

equally aware that Pudovkin's images could not be reduced 

sensibly to description: "On paper this sounds complicated", 

says Winifred Ellermann, writing in 1928, "Everything is 

clear, watched on the screen"; "Things that seemed so clear 

in the pictures seem diffuse, almost confused put into sen- 

tences . 
48 

The variations in the manner in which Pudovkin makes 
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the shift from one shot to another serve a phatic function, 

prompting a passive viewer into becoming an alert spectator; 

this requires a positive contribution from the spectator to 

the action of the action of the film (rather than, as Bazin 

would have it, to the action of the pro-filmic event). Nor 

is the spectator, in spite of the "intentional" director's 

very best endeavours, unfailingly obliged to assimilate 

that compelled intention. Eikhenbaum, and indeed Bazin, 

noted that all viewing of montage implicated the operation 

of metaphor, and thereby a degree of ambiguity overcome only by 

familiarity with convention or idiosyncracy, even montage 

which was intent upon the reconstruction of a dramatic event 

in an integrated spatial and temporal unity (that is to say, 

naturalist in Eikhenbaum's terms and realist in those of 

Bazin): 

In order to study the laws of cinema (and in the 
first place of montage) it is very important to 
realise that the perception and understanding of 
films is inseparably linked to the formation of internal speech, which chains the individual shots 
together. Without this process, only the 'trans- 
sense' elements of cinema would be perceived... The 
film viewer must carry out a complex mental pro- 
cess in linking the shots... a process almost ab- 
sent in everyday life, where the word envelops ev- 
erything and crowds out other means of expression 
... It is not accidental that there are people for 
whom mental cinema work seems difficult, exhaust- 
ing, unfamiliar and unpleasant... Cinema demands of 
the viewer a very special technique of guess-work, 
and this technique will, of course, grow more com- 
plicated with the further development of cinema. 
Already directors often use symbols and metaphors 
whose sense relies directly on current verbal meta- 
phors. The process of internal speech continually 
accompanies film viewing. We have already grown 
accustomed to an entire set of typical formulas of 
film language; the slightest innovation in this 
area will strike us no less than the appearance of 
a new word in the language. 49 

The concern of Maiakovskii to lay bare the manufactur- 

ing procedures of poetry, the concern of Pudovkin and Eikh- 
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enbaum to determine the construction and perception of film, 

is analogous to that of physiological psychology in its im- 

petus to make manifest and to investigate by means of hypo- 

thesis the workings of the brain. Crudely, the formation of 

conditioned reflexes would seem to demonstrate how substit- 

ution metaphors can operate (colours for the monkey; sounds 

for the dog: see chapters seven and three above). Pavlov was 

led to speculate that even language, a secondary system 

peculiar to man, might come in the future to be regarded as 

a complex and advanced construct of conditioned reflexes. 

This seemingly originates in the notion of substitutive el- 

ements in an arbitrary symbolic language; those elements of 

language which are not directly designative seem more resist- 

ent to such ready theoretical accommodation. Bekhterev as- 

cribes to spoken language a gap between the utterance and 

the understanding of meaning, similar to that which Eikhen- 

baum identifies in the internal processing of a subjective 

perception of film. "According to the philologist Potebnia", 

he says, quoting from a symposium held. i, n,. 1916, "speaking 

does not mean the transmitting of thought from one man to 

another, but rather the awakening of his own thoughts in the 

man to whom he speaks". 

In view of this, we must admit that what the hear- 
er understands is only similar to what happens in 
the speaker. It is clear from this that language, 
as a motor reaction, only sets in motion a simil- 
ar thought, which develops in direct dependence on 
the man's personality. He who hears the speech of 
others thereby develops his own thought and 
does not receive the external thought expressed in 
words of the speaker. According to Professor Pol- 
ianov, everything we say really requires a listen- 
er who understands the subject of discourse ... We 
use in speech only necessary allusions. Once these 
arouse in the listener the necessary thought, our 
goal is reached... Let us take poetry- the language 
of images- which is much more condensed than ordin- 
ary practical language, yet who does not know that 
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one or two lines of a poem arouse more thoughts 
than a whole treatise on the same subject? In 
Potebnia's opinion, each word contains three el- 
ements: the sound, which may be divided into its 
parts; the idea contained in it; and its meaning 
as a symbol. The sound and meaning remain perman- 
ently associated with the word although when we 
speak the meaning may depend on those correl- 
ations into which the word enters with other elem- 
ents of speech and pronunciation, depending on 
dialect and accent; but the idea... is that prim- 
ary inner image which has associated a given div- 
isible sound with a given object. But this image 
is often lost and... may be completely different in 
different individuals... The word itself is really 
the embodiment of an idea and-the word, even 
every divisible sound, gives birth to an idea, but 
an autonomous idea. . . which arises in the head of a 
listener in direct connection with the outwardly 
directed orientation reflex... it is clear how 

.. little we can rely on verbal transmission if we 
want thereby to study accurately the inner world 
of another person. 50 

Pudovkin, who never refers to Pavlov or to Bekhterev for 

theoretical support, never makes the claim that the complex- 

ity of spectatorship can be reduced to a mechanistic physio- 

logical or 'trans-sense' activity even where he resorts in 

practice to certain expedient physiological effects. Rotha 

exaggerates, I think, the influence of Pavlov's specific 

findings on the generality of Pudovkin's work: "... the key 

to Pudovkin's direction lay plainly in The Mechanics of the 

Brain, for it gave an exposition of the methods which he 

employs for the selection of his visual images, based on an 

understanding of the working of the human mind". 
51 

Pudovkin 

certainly apprehended the efficacy of logical syntax for 

the purposes of a particular theme, but elsewhere chose to 

select and order his material otherwise. 

While Bekhterev acknowledges his consideration of Pot- 

ebnia's thinking on language, Russian poets and linguists in 

turn looked to scientists, such as Wundt and Helmholtz', for 

objective corroboration of their experiments with sounds and 
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and f orms: 
52 the formalist faction questioned whether words 

and language were necessary to the processes of thought; 

utilitarians, following the didactic tradition in Russian 

letters, discussed the consequences for social and education- 

al policy. For Plekhanov, as for Maiakovskii thereafter, the 

quest for "pure beauty" was not only socially reprehensible, 

it was also philosophically a false trail: 

He who worships "pure beauty" does not thereby be- 

come independent of biological and historical 
social conditions which determine his aesthetic 
taste; he only more or less consciously closes his 
eyes to these conditions. 

... it can be said with certainty that every more 
or less gifted artist will increase his power sub- 
stantially if he absorbs the great emancipatory 
ideas of our time. Only these ideas must become 
part of his flesh and blood and he must express 
them precisely as an artist. 53 

All were implicated in a rancorous philosophical debate 

around the relationship of things and forms in the world to 

their representation. Plekhanov, writing in 1899, introduced 

the basic parameters of the discussion: 

... space and time are forms of consciousness ... the 
whole question is whether certain forms or re- 
lations of things correspond to these forms of 
consciousness... it goes without saying that mater- 
ialists can give only an affirmative answer to 
this question. . . Our representations of the forms 
and relations of things are no more than hiero- 
glyphics, the latter designate exactly these forms 
and relations and this is enough for us to be able 
to study how the things-in-themselves affect us, 
and in our turn, to exert an influence on them. I 
repeat: if no correct correspondence existed be- 
tween objective relations and their subjective re- 
presentations ("translations") in our minds, our 
very existence would become impossible. 54 

Plekhanov, the father of Russian 

drawn the term 'hieroglyph' from 

uing to bicker over its precise 

three, above). But the father of 

unable to determine scientifica 

Marxism, admitted to having 

Sechenov, even while contin- 

meaning. 
55 

(see chapter 

Russian physiology had been 

lly whether sensations are 
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actual copies, reflections of objects and processes in 

nature, or only symbols that merely give us information 

about what takes place in nature. David Joravsky concludes: 

Helmholtz and Sechenov used the metaphor of sym- 
bols or hieroglyphs to suggest the way that psych- 
is entities such as sensations, perceptions and 
representations correspond to physical objects. 
Their purpose was not to indulge. in philosophy, 
certainly not in metaphysical theorising, but to 
make neurophysiology a rigorously physical science 
by the systematic exclusion of psychic processes- 
these were asigned to psychology- philosophers 
were left to worry about the ontological implic- 
ations of research strategies. Plekhanov was will- 
ing to regard these distinctions. 

. . 85 consistent 
with a Marxist understanding of materialism; Lenin 
was not and attacked Helmholtz for 'physiological 
idealism'. 56 

Lenin's Materialism and Empirio-Criticism (1908) asserted 

categorically his copy-theory of mind and accused Plekhanov 

of deviation from correct principles. Plekhanov had-respond- 

ed to Bogdanov's criticisms by calling him a Machist (ie. a 

fiendish subjective idealist); 
57 

Lenin in turn says that 

Plekhanov's thesis that "consciousness is an internal state 

of matter" is equivalent to the stance of Mach and Avenarius, 

"that every mental process is a function of the cerebral 

process". 
58 

It is to this fraught and heady atmosphere that the 

use of the term 'hieroglyph' in 1920's Soviet polemics of 

film and photography should, I think, be referred. Certainly, 

the term was used outside of Russia in relation to film, 

notably by Gance in an article of 1926: ".. we have come back 

to the level of expression of the Egyptians... Pictorial lang- 

uage has not yet matured because our eyes have not yet ad- 

justed to it. There is as yet insufficient respect for, in- 

sufficient cult of, what it expresses". 59 Polianov wrote. of 

'Sound Gestures' in the Japanese language and Kh. lebnikov of 

273 



'The self-valuable word'; Eisenstein, fascinated by the 

forms of Japanese language, spoken and written, used the 

term 'hieroglyph' to denote a self-sufficient single figure 

in which a number of ideas are concisely put together. 
60 

"Theories of metaphor", says Trevor Whittock, "are 

closely related to theories of imagination and to the pro- 

cesses and structures imagination employs- the study of meta- 

phor leads off in one direction towards cognitive psychology 

(interest in the mental processes underlying perception and 

mental categorisation) in another towards rhetoric and strat- 
61 

egies of communication". Pudovkin's poetry investigates 

the cinematic potential of both rhetoric and psychology. 

Film-making is not, for Pudovkin, an objectively definable 

exact science. Cinema is made in the mind of the spectator, 

but 'mind' for Pudovkin is neither wholly an objective nor 

wholly a subjective entity (neither, indeed, was it ultimate- 

ly an entirely resolved issue for Pavlov). (see chapter 

three, above) Pudovkin acknowledges simply that 'mind' im- 

plicates cognitive and emotional and interpretative facult- 

ies and acknowledges the assumption that there exist comm- 

only shared characteristics therein in his audience. To the 

extent that his audience in the 1920's did respond in accord- 

ance with his intentions (as popular and critical if not pol- 

itical reaction testifies) I find it hard to accept Rotha's 

evaluation that "His films contain more study, more deliber- 

ation, more calculation, more esoteric intellectuality than 

those of Eisenstein". 
62 Pudovkin never becomes entirely 

formalist: recognition of an object in the image is always 

an active element. Pudovkin uses expedient means to limit 
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the degree of error, of slippage, between what he seeks to 

convey of his own appreciation of reality and the understand- 

ing of the spectator; he proclaims and manifests openly the 

intentionality of which Dart accuses him- this is his comm- 

anding objective. Yet he also acknowledges that the extent 

to which such means may be determined are themselves subject 

to limits which each film needs must negotiate anew with its 

audience on its own terms. 
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9. The Eisenstein/Pudovkin Controversy 

Leon Moussinac, surveying the Soviet scene in situ in 

1928, famously drew a comparison between Eisenstein and 

Pudovkin: "A film by Eisenstein resembles a shout; a film 

by Pudovkin evokes a song". 
1 

The intention here is to in- 

vestigate any distinct principles underpinning their evident 

stylistic differences and their reputed "feud' (see chapter 

two, above); to enquire whether Pudovkin's pronouncements on 

theoretical issues amount to an independent theoretical 

stance; to examine what was required of theories of film- 

making and film reception in the context of the scientistic 

climate in which their own writings were produced. 

However, this task can be undertaken only with caution. 

To match the literary output of Eisenstein with that of Pud- 

ovkin is hardly to compare quantitatively like with like. In 

1962, writing in the foreword to Nizhny's memoir., Ivor 

Montagu speaks of the available published work of Eisenstein 

as "an iceberg-above-water fragment of the whole he left be- 

hind"; in 1993, confessing his own far from complete know- 

ledge of Eisenstein's writings, David Bordwell refers to the 

entire oeuvre as "a baggy monster". 
2 

The six published 

volumes alone of the Selected Works (1964-71) run to more 

than five hundred pages apiece. Against this, we have Pud- 

ovkin's 'basic primers' (The Film Scenario and The Film 

Director and Film Material and the later The Actor in Film) 

together with the various and sporadic articles and lect- 

ures concerned with these themes and with specific films, 

originally published in journals and some collected in the 

Russian anthologies. Even the best-known of these works are 

not necessarily (nor even intentionally) theoretically well- 

279 



considered; much of this material is anecdotal. It seems 

worth repeating the suggestion made in an earlier chapter, 

that this paucity is a measure of Pudovkin's reluctance to 

commit himself to paper, especially in a politically harsh 

and unpredictable climate. There is in Eisenstein a marked 

tendency, an impetus, an enthusiasm for theorising per se 

(even if the results are not always wholly satisfying as 

theory). Pudovkin seemed increasingly simply to lack the 

stomach for it. And all too readily he is prepared to con- 

sign the work of a film to the fate of its maker: 

Everything said here regarding simple methods of 
taking shots has certainly only information value. 
What particular method of shooting is to be used, 
only his own taste and his own finer feelings can 
tell the scenarist. Here are no rules; the field 
for new invention and combination is wide. 3 

Pudovkin and Eisenstein devoted themselves in the 

1920's to the furtherance of the revolutionary cause. Pud- 

ovkin, before Eisenstein, became a member of the Communist 

Party and stood as a Party candidate. 
4 They share the Marx- 

ist belief that experience may be rationally directed by 

means of theory, but both defend themselves against its 

fossilisation into dogma; indeed, the zeal which Eisenstein 

invests in his theoretical work actively resists such a 

fate. They dedicated their film-making talents to propa- 

gandistic and consciousness-raising subject matter (the work, 

Lenin said, of professional agitators) and sought, although 

by different means, to address a wide and popular audience; 

their writing, similarly, is directed towards utilitarian 

ends. "The purpose of this study", says Pudovkin of The Film 

Scenario, "is to communicate what is, it is true, a very 

elementary knowledge of the basic principles of directorial 
5 

work". Both were concerned with the training of personnel 
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between them, but Pudovkin nevertheless admired Eisenstein 

enormously. In the 1920's he acknowledged that watching 

Battleship Potemkin had been an inspiration and even in the 

late 1940's still proclaimed it to be one of the greatest 

silent films (see chapter eight, above). 
10 

In turn, Eisen- 

stein, in 1928, praised End of St. Petersburg as "the first 

epic from an individual psychological theme of the past... 

� 
11 

A hit in every way. 

Although Lenin's pronouncement sanctioned theory- 

writing as a worthwhile endeavour, Pudovkin locates his own 

contribution within narrow limits. He accepts his place in 

the struggle as the given condition of his film-. making act- 

ivity but does not take issue with, nor interrogate the 

necessity of, this circumstance: nor does he establish this 

as a theoretical prerequisite for his own film writing. 

Whereas Eisenstein perpetually cites Marx, Plekhanov and 

Lenin (and, furthermore, the precursors in a materialist in- 

tellectual and scientific tradition in which Marxism was 

founded) there is in Pudovkin no evidence of a close famil- 

iarity with these sources. Indeed, even the term 'dialectic' 

is a license taken by the English translation of Film Tech- 

nique, not present in the 1926 originals. 
12 

Eisenstein's 

citations seem to serve as an appeal to a readership 

equally erudite and politicised, aware of the skill with 

which the intellectual 'tour de force' has been accomplish- 

ed; simultaneously their unimpeachability lends weight and 

support to his arguments. They contribute to the ranks of 

great names against which Eisenstein pits himself and to 

which he is intent upon proving himself a good match (as 

Jacques Aumont observes), if not their master. 
13 

In spite 
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of the esteem in which Pudovkin was held as a practitioner 

he never seems to have sought to present himself as a 

philosopher or 'grand savant'. Pudovkin, referring in public 

somewhat scathingly to the "galaxy" of star names with which 

an Eisenstein paper was littered, may well have been, with 

some justification, intimidated and overawed by the scope of 

the master's enterprise. 
14 It may also be worth suggesting 

that, although not entirely exempt from official criticism 

himself, Pudovkin's more modest intellectual ambition 

rendered him of more immediate service as a Soviet cultural 

delegate after the Great Break. Nevertheless, while Eisen- 

stein, like Pudovkin, is keen to foster that area of pract- 

ice which ultimately lies beyond the capacity of scientistic 

theorising or regulation, Pudovkin's romantic position was 

one which he was also prepared to defend politically: film 

production plans must be "carried out by living people as a 

free development of creative individuality and not as the 

execution of an order or commission". 
15 

The writings of the early 1920's of Pudovkin and Eis- 

enstein are based upon the observation of imported films 

and on reports of films which had yet to be released. Con- 

sistently they seek to distance themselves from any of the 

theatrical practices associated with the pre-revolutionary 

'film d'art' movement. Pudovkin mentions films on which he 

served his apprenticeship with Vladimir Cardin (Locksmith 

and Chancellor and Hammer and Sickle, which uses parallel 

cutting to heighten dramatic tension towards its end), but 

he makes no significant claim that the work of this old- 

school director extended any great influence upon him and 

instead reserves public acknowledgement for Kuleshov. * Eis- 
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enstein later contrived analyses of his own films to illus- 

trate conscious devices and constructs. Sometimes this 

serves to give the impression that, in retrospect, Eisen- 

stein was in the artistic vanguard of correct thinking. 

Eisenstein acknowledges the success of American stunt films 

with audiences and the supremacy of Chaplin. Pudovkin 

credited the Americans with the vitalisation of the camera: 

"It acquired the faculty of movement on its own, and trans- 

formed itself from a spectator to an active observer. 

Henceforward the camera, controlled by the director, could 

not merely enable the spectator to see the object shot, but 

could induce him to apprehend it". 10 Pudovkin similarly 

praises Chaplin, as much as director as performer. 

Pudovkin and Eisenstein draw their students' attention to 

popular American cinema (for instance Tol'Able David, 

Dam, Saturday Night and Woman of Paris) even though Eis- 

enstein, in particular, was dismissive of their romantic 

and politically incorrect content. 
17 

Eisenstein complains 

that Pudovkin is unduly attached to the example of Griff- 

ith; certainly Pudovkin finds in Griffith a combination of 

"the inner dramatic content of the action and a masterly 

employment of external effort (dynamic tension)", but con- 

cedes that Griffith is far from infallible- only the last 

part of Intolerance is considered worthy, its "ponderous- 

ness and tiredness effaced its effect for the most part". 
is 

Eisenstein also accuses Pudovkin of continuing unthinkingly 

in the footsteps of his erstwhile teacher, although Pudov- 

............................................................ 

*Gardin argued that editing was not supposed to suppress the 

psychological style of pre-revolutionary cinema; ironically 
Pudovkin returned to a similar position, in his practice and 
his writing, by the end of the 1920's. (see chapter five) 
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kin himself does not find Kuleshov's films entirely beyond 

reproach. 
19 Eisenstein considered that it was not suffic- 

ient to progress by piecemeal adjustments in practice and 

criticises Pudovkin for failing to advance theoretically 

Kuleshov's concept of montage- by 1929, he says, "thor- 

oughly outmoded". 
20 It could be suggested that Pudovkin's 

primer contents itself with the codification of current 

practice, seeking to extract from it a number of cogent 

principles which it is assumed to contain. Pudovkin's pro- 

ject, it could be suggested, grounds itself conservatively 

in the normative acceptance of practical conventions; a 

film is, for instance, assumed to be a certain length, con- 

sisting of a given number of reels projected at a given 

speed. (see chapter six, above) While never proscriptive 

("Here are no rules; the field for new invention and combin- 

ation is wide"), Pudovkin rarely risks a definite comprehen- 

sive hypothesis beyond the limits of individual experiments. 

Both Pudovkin and Eisenstein defended film's artistic 

status. Pudovkin rejected Vertov's denunciation of film as 

art; Eisenstein accused him of making mischief In his manif- 

estos against art. 
21 

Eisenstein and Pudovkin, along with 

Kuleshov, Timoshenko, Eikhenbaum and others, agreed that 

montage was the specific property by which film art was to 

be defined, governed and evaluated: "editing is the basic 

creative force", says Pudovkin, at the opening of Film 

Technique, "the foundation of film art". 
22 "Because of its 

methodology, shot and montage are the basic elements of 

film... To determine the essence of montage is to solve the 

problem of film as such", says Eisenstein, in 1929.23 For 

both, art is inextricably bound to craft. But Eisenstein 
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often judged the methods employed by Pudovkin and found his 

art wanting: 

What then characterises montage and, consequently, 
its embryo, the shot? Collision. Conflict between 
two neighbouring fragments. Conflict. Collision. 
Before me lies a crumpled yellowing sheet of 
paper. 
On it there is a mysterious note: 
'Series-P' and 'Collision-E'. 
This is a material trace of the heated battle on 
the subject of montage between E (myself) and P 
(Pudovkin) six months ago. 
We have already got into a habit: at regular in- 
tervals he comes to see me late at night and, be- 
hind closed doors, we wrangle over matters of 
principle. 
So it is in this instance. A graduate of the Kul- 
eshov school, he zealously defends the concept of 
montage as a series of fragments. In a chain. 'Bricks'. Bricks that expound an idea serially. 
I oppposed him with my view of montage as a coll- ision, my view that the collision of two factors 
gives rise to an idea. 
In my view a series is merely one possible partic- 
ular case. 
Remember that physics is aware of an infinite num- 
ber of combinations arising from the impact (coll- 
ision) between spheres. Depending on whether they 
are elastic, non-elastic or a mixture of the two. 
Among these combinations is one where the coll- ision is reduced to a uniform movement of both in 
the same direction. 
That corresponds to Pudovkin's view. 
Not long ago we had another discussion. Now he 
holds the view that I held then. In the meantime 
he has of course had the chance to familiarise him 
himself with the set of lectures that I have given 
at the GTK since then. 
So, montage is conflict. 24 

It does not suit Eisenstein's purpose here to mention the 

number of possible exceptions in Pudovkin's practice from 

the stance in which Eisenstein represents him- for instance, 

where movement initiated in one shot is not continued into 

the next (during the prison escape in The End of St. Peters- 

burg) or where an image is ironically paired with a title 

(heralding the infant lama in Storm over Asia). This is to 

say, even before his feud with Eisenstein in 1929 and his 

supposed change of heart (supposed, this is, by 'E' and not 

confirmed explicitly by 'P') Pudovkin's work is not entirely 
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consistent nor commensurate. Significantly enough, Eisen- 

stein does not re-examine the primers for contradictions in 

this stance nor does he identify past points of contact be- 

tween Pudovkin and himself. For instance, although Eisen- 

stein later retracts, both he and Pudovkin had used the 

analogy of a shot performing in sequence as a word serves in 

a sentence. 
25 

Eisenstein's notion of montage as conflict applies to 

film a principle derived from and extensible elsewhere: Eis- 

enstein thereby appropriates for his theoretical position a 

measure of ideological credibility and approval: 

In the realm of art this dialectical principle of 
the dynamic is embodied in 

CONFLICT 
as the essential basic principle of the existence 
of every work of art and every form. 

FOR ART IS ALWAYS CONFLICT: 
1. because of its social mission 
2. because of its nature 
3. because of its methodology. 26 

Eisenstein considers conflict not only as a mode of con- 

struction between separate shots and the overall structure 

of a film but also as an antagonistic mode of address to the 

spectator: "In our conception a work of art... is first and 

foremost a tractor ploughing over the audience's psyche in a 

particular class context". 
27 One is reminded of Bukharin's 

declaration of intent with regard to the intelligentsia, 

"ideologically conditioned in a definite way. Yes, we will 

put our stamp on intellectuals, we will work them over as in 

a factory". 28 In 'The Montage of Film Attractions', Eisen- 

stein advocates that the audience be subjected to "a series 

of blows to the consciousness and emotions". He here invokes 

Pavlov: "The method of agitation through spectacle consists 

in the creation of a new chain of conditioned reflexes by 
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associating selected phenomena with the unconditioned 

reflexes they produce". 
29 For Eisenstein, the ordering 

of images does not of necessity correspond to a logical 

exposition of a pre-ordained plot pre-existent in the 

director's imagination nor should it correspond to a 

latent expectation in the viewer. 

By contrast, Pudovkin is altogether more mild and 

amenable, more temperate and conciliatory and foregoes the 

model offered by physiology. He speaks of the "psychologic- 

al guidance" of the spectator. Already in his account of 

the making of Mechanics of the Brain Pudovkin presumes 

that the spectator's interest in a simple narrative or ex- 

position will naturally follow a given course (natural, 

that is, in the sense of the observation of a comparable 

everyday event) and that it is to this potential, inten- 

tional view of an imaginary ideal observer that, as a rule 

of thumb, the editing plan should correspond. 
30 

For the 

most part, Pudovkin suggests, the director concedes to 

and complies with the presumed expectation and does not 

seek to disrupt it; montage is a means of easing its 

course by the elimination of superfluous detail and 

"insignificances that fulfill only a transitional func- 

tion": 

Imagine yourself observing a scene unfolded in 
front of you, thus: a man stands near the wall 
of a house and turns his head to the left; there 
appears another man slinking cautiously through 
the gate. The two are fairly widely distant from 
one another- they stop. The first takes some ob- 
ject and shows it to the other, mocking him. The 
latter clenches his fists in a rage and throws 
himself at the former. At this moment a woman 
looks out of a window on the third floor and 
calls, "Police! " The antagonists run off in opp-. 
osite directions. Now, how would this have been 
observed? 

1. The observer looks at the first man. He 
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turns his head. 
2. What is he looking at? The observer turns his 
glance in the same direction and sees the man 
entering the gate. The latter stops. 
3. How does the first react to the appearance on 
the scene of the second? A new turn by the ob- 
server; the first takes out an object and mocks 
the second. 
4. How does the second react? Another turn; he 
clenches his fists and throws himself on his opp- 
onent. 
5. The observer draws aside to watch how both 
opponents roll about fighting. 
6. A shout from above. The observer raises his 
head and sees the woman shouting at the window. 
7. The observer lowers his head and sees the re- 
sult of the warning- the antagonists running off 
in opposite directions... Here we have approached 
closely the basic significance of editing. Its 
object is the showing of the development of the 
scene in relief, as it were, by guiding the 
attention of the spectator now to one, now to 
the other separate element. 31 

As with Kuleshov, it is important not only that the episode 

is broken down for the sufficient assembly of a logical 

sequence but also that this sequence can be adequately con- 

structed from individual, independent bits shot in isol- 

ation; economical construction is advocated, the minimum 

(in terms of number of shots) is promoted as the optimum. 

Also like Kuleshov, it seems significant that the example 

locates an external observer, apportioning his interest be- 

tween active antagonists. 
32 Elsewhere, Pudovkin suggests 

that the camera may also be located in the scene subject- 

ively, to considerable effect, to identify one or another 

protagonist's point of view. The montage is again depend- 

ent upon narrative logic and diegetic contiguity. 

Pudovkin sometimes speaks of montage as a more posit- 

ively interventionist and constructive procedure, obliging 

the specator to become "the ideal perspicuous observer": 

these methods he summarily lists as contrast, parallel, 

symbolic, simultaneous or reiterative montage. 
33 

Pudovkin 
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here asserts that it is incumbent upon the director, in his 

selection of shots and their assembly, their subject matter 

and manner of cutting, to construct a non-naturalistic real- 

ity, "not as everyone sees it"; montage specifically enables 

the bringing together of elements which are not of necessity 

spatially or temporally contiguous: 

The lens of the camera is the eye of the spectator 
He sees and remarks only that which the director 
desires to show him, or, more correctly put, that 
which the director himself sees in the action con- 
cerned. 34 

One must learn to understand that editing is in 
actual fact a compulsory and deliberate guidance 
of the thoughts and associations of the spectator. 
... If the editing be co-ordinated according to a 
definitely selected course of events or conceptual 
line, either agitated or calm, it will either ex- 
cite or soothe the spectator. 35 

But even where the content of a shot is not unambiguously 

predicated by the content of its precursor, Pudovkin seems 

to suggest that there is a thematic or formal movement, a 

definite motivation for transferral of attention and that 

this impetus effects the serial connection which Eisenstein 

seeks to shatter and replace with collision. 

Contrast- Suppose it be our task to tell of the 
miserable situation of a starving man; the story 
will impress the more vividly if associated with 
mention of the senseless gluttony of a well-to-do 
man... On the screen the impression of this con- 
trast is yet increased, for it is possible not 
only to relate the starving sequence to the glutt- 
ony sequence, but also to relate scenes and even 
separate shots of the scenes to one another, thus 

... forcing the spectator to compare the two ac- 
tions. . . one strengthening the other... 

In Pudovkin's example of contrast, 

connotated in the first series of 

exaggerates the first connotation, 

but nothing new is posited, no new 

aneously by the juxtaposition; the 

theoretically presented as a union 

the idea of poverty is 

shots; the second series 

throws it into relief, 

idea is produced spont- 

juxtaposition is not 

of opposites, it is not 
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deemed to effect a synthesis of thesis with antithesis. 

Certainly, even though the experience of watching a 

Pudovkin film can prove conspicuously physically bombarding 

(Eisenstein's example of perfect metric montage, the pat- 

riotic parade in The End of St. Petersburg) Pudovkin urges 

constraint upon the director and is anxious that film- 

watching is an aesthetically pleasing and constrained activ- 

ity- the film should not be inordinately long; tensions 

should be balanced such that the spectator is not exhausted 

before the thematic climax; undue use of certain technical. 

devices (irises and shutters) should be judiciously avoided 

for fear of trying the viewer; Pudovkin advocates novelty as 

a phatic element, reviving and retaining attention rather 

than forcibly shocking or "ploughing over the psyche": "the 

spectator should be preserved for maximum tension at the 

end'. 
36 

In the same year of the reputed feud, Eisenstein 

wrote: 

According to Kuleshov's definition (which Pudovkin 
also shares as a theorist) montage is the means of 
unrolling an idea through single shots (the 'epic' 
principle). 
But in my view montage is not an idea composed of 
successive shots stuck together but an idea that 
DERIVES from the collision between two shots that 
are independent of one another (the 'dramatic' 
principle). 37 

Neither in principle nor by method does Pudovkin allow of 

shots which are independent: "In this preliminary paper- 

work must be created that style, that unity, which con- 

ditions the value of any work of art". 
38 

Pudovkin is never 

indifferent to the pro-filmic event which the shot preserves 

and there is always intentionality in the selection of mat- 

erial and of the shot: the film shown to the audience 
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corresponds to the idea of the film from which the editing 

plan is drawn and the film staged and shot. When Pudovkin 

speaks of editing as creative he speaks as much of the 

painstaking initial analysis into basic units (camera 

angles) as the later synthesis of the whole. Eisenstein 

implies in his writing in the period 1922-1925 that the 

film is not known before the final process, that the film 

as material art object and as idea does not exist until it 

reaches the editing table; by the 1930's his teaching 

implies that the initial process is equally significant. 

Pudovkin sticks firmly throughout to his triadic principle, 

which suited well his practice and his ideal of film-making 

as a collaborative venture, one in which all participants 

fully comprehend the needs and tasks of their colleagues. 

For Pudovkin, the creative work lies as much with the scen- 

arist and the director of the mise-en-scene, holding the 

established idea of the film in their heads as they proceed, 

as it does with the editor. Through this series of montage 

processes the film is rigorously built, but the idea of the 

film is conceived beforehand. 

Pudovkin's pronounced position with regard to montage 

changes with time. In the early 1930's he obligingly en- 

dorses official censure of a past preoccupation with montage. 

Although he is, as ever, disappointingly imprecise in his 

terminology, in this instance he may be understood to mean 

the fast cutting for which Soviet silent cinema was known 

abroad (Eisenstein averages less than 1.7 seconds per shot, 

Pudovkin 2.5 seconds, Dovzhenko 3.5-4.5 seconds and Holly- 

wood 5-6 seconds, says Bordwell). 
39 

He intends also to 

identify a film-making practice in which the editing process 
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takes creative precedence over all else, or, yet worse, a 

purely formal and autonomous exercise which disregards the 

representational content of the image. Pudovkin's procedural 

principle allowed him-to adapt relatively comfortably to the 

new emphasis on the actor's performance, a position at which 

he had arrived, he maintains, through his work with artists 

from the Moscow Art Theatre. Indeed, Eisenstein coincident- 

ally corroborates Pudovkin's claim by saying that in 1924-25 

(that is, even in the silent period) there was a prevailing 

trend "that living man could only be shown in film in long 

dramatic scenes. And that cutting (montage) would destroy 

the idea of real man". 
40 

(see chapter five, above) In Film 

Acting Pudovkin is keen to stress that film preserves the 

real time in which an actor's performance was delivered be- 

fore the camera; he emphasises that the actor's performance 

engages a fully psychologised "real lived experience", a 

commodity which Eisenstein was wont to despise. "The discon- 

tinuity of the actor's work", says Pudovkin, "must never be 

ignored but always treated as a difficulty to be over- 

come". 
41 The ideological shift of the 1930's towards indiv- 

idual consciousness and effort, a turn away from the earl- 

ier determinism for which Pavlov had seemingly lent support, 

met with official directives for films with naturalistic 

characters and linear plot development. 

At this time, Pudovkin urges Ivor Montagu not to re- 

publish the 'basic primers' in the absence of an apologia 

accounting for the milieu in which they had been written 

(see chapter two, above). 'Types instead of Actors' proves 

embarrassingly incompatible with the tenets of 'The Actor 

in Film'; Pudovkin now wishes to stress that editing is the 
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foundation of film art but that film art is not constituted 

by montage alone. 
42 By the 1940's, Pudovkin is making curs- 

ory additional references to "dialectical thinking" and app- 

ears to have extended the connections which he finds accept- 

able in principle to include those which he had himself 

effected in practice (thereby resolving some of the earlier 

anomolies); but eseentially he repeats the examples of 

correct logical construction given previously: 

A myriad of methods of connection may exist be- 
tween the highly ideophilosophical connection and 
the externally-formal connection, but all of them 
must be present in the shots being joined in order 
that montage create an action on screen which de- 
velops without interruption, is understandable and 
is completely meaningful. Two shots cannot be 
joined together if one of them in some manner or 
aspect does not continue the other. This of course 
must be understood to include the widest range of 
possible forms of connection including sharp con- 
trast or contradiction, which are sometimes the 
best ways of joining two or more shots in a con- 
tinuous development of a single idea. 43 

Essentially, this is mere tinkering. One has little 

sense of Pudovkin's engagement with theoretical issues con- 

solidating or developing with time, with changing technical 

opportunities or with the vicissitudes of the political 

climate. Here, I think, is where the real difference with 

Eisenstein lies. Pudovkin logs his sound experiments on 

L-9 im le Case and Deserter but there is nothing comparable 

to the thoroughness of Eisenstein's commentary on Nevsky. 

For Eisenstein, montage serves as a 'fulcrum of analysis' 

much as the reflex serves Bekhterev and Pavlov. It is his 

consistent attachment to montage as a theoretical key (to 

art, to nature, to social progress) which bestows upon his 

writing the considerable coherence it commands over its 

vast surface. Montage provides the hypothesis in which Eis- 

enstein sets out to prove an equivalence between film- 
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making and viewing; variation in one function is matched 

with a corresponding reformulation in the other. For Eis- 

enstein, theorisising is the means of perceiving reality 

more closely, more astutely, more correctly. Pudovkin pre- 

sents a number of worked examples rather than an attempt at 

theory. Pudovkin's classifications are fuzzy (albeit not as 

unsatisfactory as some critics, to suit their own agenda, 

have suggested) and his thinking sadly vague; * Eisenstein's 

categorisation and recategorisation and cross-referencing 

has real intellectual status and force even where it tends 

towards pedantry. Sometimes the structure in place allows 

him to accommodate, integrate and exploit new technologies 

of production: undaunted by the advent of sound and in 

spite of the well-founded fears of the 1928 manifesto, Eis- 

enstein's 'The Fourth Dimension in Cinema' develops ideas 

expounded in 1924. He recognises crucially that in sound 

cinema the focus of attention reverts centripetally into 

the shot rather than concentrating on the connections be- 

tween them. The theory develops towards collision within 

the shot (hidden editing) such that in his discussion of 

Crime and Punishment with Nizhny he argues for a method 

hitherto considered 'unfilmic'. 
44 Montage provides the 

means whereby Eisenstein reconciles himself theoretically 

to the official revival of Stanislavski and the methods of 

the Moscow Art Theatre (my erstwhile "deadly enemy". ) , 
45 

Certainly these shifts and turns were opportune (Eisenstein 

............................................................ 

*for instance, see Rudolph Arnheim Film as Art (London: 1958) 
82 and fn. 33 above; it seems clear to me that Pudovkin re- 
fers to events simultaneous in the course of the dramatic 

action in the class 'parallelism' and not simply to a method 
of cutting insufficiently distinct from 'contrast'. Arnheim 
cursorily summarises Pudovkin and Timoshenko before volun- 
teering his own new, improved schema. 
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had often openly declared his hostility to naturalistic 

performance and psychologism hitherto) but there is more 

at stake than personal vindication, I think. 

Amongst the "galaxy of stars" referred to by Eisen- 

stein there are numerous eminent scientists. He is familiar 

with contemporary research and its historical and theoretic- 

al context; he apprehends Marxism, too, as a science which, 

as such, can be dismantled to discover fundamental laws of 

matter beyond the confines of the discipline. Eisenstein 

seemingly appreciates the full force of J. B. S. Haldane's de- 

finition of correct methodology: "the dialectical method in 

science is to push a theory to its logical conclusion and 

show that it negates itself"; 
46 

this is to say. he apprec- 

iates Marxism as science but also recognises what might be 

required of a science thoroughly informed by Marxism. Marx- 

ism as a discipline ("referring to systematic scholarship 

offering a coherent interpretation of a set of phenomena"), 

grounds itself as much in natural science and a science of 

cognition as in philosophy. (see conclusion, below) To 

Marx and Engels, Darwin's theory of evolution was a vindic- 

ation of the dialectical process: "to Marx and Engels, 

Darwin's theory of evolution was an important illustration 

of the principle of transition of quantity into quality". 
47 

Lenin reproached Plekhanov for deviating from the material- 

ism of Marx and Engels in positing his notion of the 

'hieroglyph'. In Materialism and Empirio-Criticism he 

asserted the primacy of matter and that this view is sci- 

entifically corroborated; "natural science instinctively 

adheres to the materialist theory of knowledge". 48 But Eis- 
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enstein's extensive and eclectic reading includes not only 

scientists working in the approved materialist tradition, 

but also those often disparaged by later Soviet commentators 

as idealist or bourgeois (or simply foreign). Freud (whose 

writings were translated and widely available by this date), 

was a source of inspiration for Eisenstein's writing in the 

1930's and contributed to a teaching syllabus at VGIK which 

included also Pavlov, William James, Helmholtz and Darwin. 49 

The course structure suggests that he found something of use 

in all of them. Eisenstein was familiar with the early 

treatises of Bekhterev and often couches his theorising in 

language redolent of reflexology. This, too, develops with 

time away from the basic mechanistic model of the early 

1920's: in 'Perspectives' (1929), he speaks of: 

A complex of conditioned reflexes grown wise with 
experience. And the direct passion of conditioned 
reflexes. 
In the crucible of the dialectic a new fact in 
construction has been smelted. A new social life 
has been forged. 

Or again: 

There is no way in which we can produce within our 
ourselves a revision of our perception of the act 
of 'cognition' as an act with immediate effects. 
Even though reflexology has adequately demonstrat- 
ed that the process of cognition means an increase 
in the quantity of conditional stimulants that 
provoke an active reflex reaction from a partic- 
ular subject. 
Which means that, even in the actual mechanics of 
the process, there is something active and not 
passive. 50 

In 'Beyond the Shot' Eisenstein turns to the psychol- 

ogist Luria for support for an argument that the close-up 

affords an exceptional magnification, equivalent to the 

scale of its significance in the mental image of an event. 
51 

(see introduction, above) "A new trend in Soviet psychology 

became discernible by the end of the 1920's", says Loren 
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Graham, "this stemmed from the realisation that with the 

defeat of subjectivism and introspection... the greatest 

danger was now from militant materialists who hoped to 

swallow up psychology in a purely physiological understand- 

ing of mental activity. The defenders of psychology rallied 

around the concepts of psyche and consciousness". 
52 

How- 

ever, it seems to me that David Bordwell over-simplifies 

the situation and exaggerates his own case when he desig- 

nates a shift in Eisenstein's epistemology (and hence his 

theorising) between an early period influenced by Pavlov's 

mechanism and a later period, in which Pavlov had fallen 

from official favour, which sought to accommodate the work 

of Luria's master, Vygotski. Ben Brewster and Trevor Whitt- 

ock cast doubt on this thesis; Aumont and Taylor argue per- 

suasively for consistency and coherence over shift. 
53 

In 

any case, Vygotski likewise did not enjoy official approval 

and remained unpublished until the 1960's. 54 
It seems to me 

that Eisenstein seeks rather to identify points at which 

the extant theoretical structure can expand to incorporate 

the new material, and that, again, this indicates develop- 

ment rather than rupture. Eisenstein engages with potential 

moments of negation, rather than avoiding or ignoring them. 

"Science has its 'ions' its 'electrons' its 'neutrons' 

Art will have- attractions! ", writes Eisenstein in 1945.55 

Pudovkin drew an analogy between the methods of his film 

practice and the process of calculus, one with which, as a 

chemist, he was very familiar: "For every event a process 

has to be carried out comparable to... 'diff erentiation'- 

that is to say, dissection into parts or elements... there 

follows... a combination of the discovered separate elements 
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into a whole- the so-called 'integration ',,. 56 The process 

welcomed a re-casting by ideologues (Lenin not least among 

them) in dialectical mode; Pudovkin does not make this 

easy manoeuvre. 
57 (see chapter one, above) Again, unlike 

Eisenstein, he does not assert the ideological correctness 

of his formal practice before applying it to the affirm- 

ation of a particular political reality, even though, in 

the 1930's, he of necessity opens lectures by declaring 

the political allegiance: "We, as Marxists... ". 58 
Indeed, 

the absence of a conspicuous self-examination may have 

helped Pudovkin's 'basic primers' to the success which 

they enjoyed abroad. Lewis Jacobs' appraisal of their re- 

ception in the United States is confirmed by Steiner and 

Hurwitz: 

It did not concern itself with basic dramatic 
principles common to all the theatrical arts. We 
made the error of overlooking the fact that Pud- 
ovkin was presupposing this base and we consid- 
ered it a Bible of film principle rather than a 
series of collected essays on film technique. 59 

Even more remarkable, it seems to me, given Eisen- 

stein's patent and fashionable enthusiasms, is the absence 

in Pudovkin's writing of the 1920's of any acknowledged 

reference to current scientific research: the 1926 public- 

ations, Kino-stsenarii and Kino-rezhisser i Kino-material, 

appeared without footnotes to support any such attachment. 

Although Pudovkin occasionally mentions, anecdotally, his 

work on Mechanics of the Brain, he never seeks to underpin 

whatever principles of film and cinema he presents by ex- 

trapolating from what he evidently understood well, from 

first principles, of Pavlov's work on higher nervous activ- 

ity, even though it might have lent considerable ideologic- 

al buttressing and credibility to his own position. Unfash- 
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ionably, in an article of 1938, Pudovkin mentions in pass- 

ing Pavlov's hypothesis of language as a second order func- 

tion (see chapter three, above), in support of his own 

thesis of gesture as the primary form of expression. But 

neither in Mechanics, nor in his writing about this film, 

nor in his writing about film principles in general does 

Pudovkin allow himself the holistic indulgence of Eisenstein. 

Equally, given Pavlov's own resistance to misinterpretation 

by those who sought to extract political and ideological 

capital from his work, the comparative reticence of 

Mechanics and of Pudovkin's account of it thereafter, may 

well have contributed to Pavlov's own eventual reconcil- 

iation to the project. As a constructive model for film and 

cinema principle, Pudovkin is more concerned with the pro- 

cedures whereby the experiments are conducted and the proof 

effected than by the cognitive ramifications of Pavlov's 

results. Pudovkin states that montage both corresponds norm- 

atively to naturally motivated observation and that, as a 

rhythmic mode, it can serve a conducive auxiliary function 

(it "soothes or excites") or that its content can function 

to form an impression (either emotional or intellectual)- 

but he is far from explicit as to the distinct physiologic- 

al and psychological bases of his suppositions. He provides 

his reader with the vaguest and most general of references: 

There is a law in psychology that lays it down 
that if an emotion give birth to a certain move- 
ment, by imitation of this movement the corresp- 
onding emotion can be called forth. 60 

The urgency with which Eisenstein perpetually wills 

himself to classify and identify discrete qualitative pro- 

cesses (by 1929, defined as metric, rhythmic, tonal and 

overtonal montage) was directed towards an ambitious project, 
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the creation of a cinema in which the distinct elements of 

his enquiry eventually would be resolved: 

Intellectual cinema will be the cinema that re- 
solves the conflicting combination of physiolog- 
ical overtones and intellectual overtones, creat- 
ing an unheard of form of cinema which inculcates 
the Revolution into the general history of cult- 
ure creating a synthesis of science, art and 
militant class consciousness. 61 

This revised thesis of cinema integrates a re-formulation of 

the viewer along with a developed, more complex notion of 

film-making. The utilitarian agenda had required film-makers 

to examine the reception of their films with a general aud- 

ience, both in terms of the thematic content, the types and 

characters represented, and the formal effects employed. The 

first edition of Sovetskoe Kino includes an article on ob- 

servation exhorting film personnel to watch audiences assid- 

uously and Eisenstein reports the reception of the Kerensky 

sequence in October and cites the exacting efforts of the 

research laboratory for audience psycho-physiology: the con- 

struction of the Soviet new man and woman was dependent upon 

a formulaic quantitative and qualitative appraisal of the 

base material. 
62 

Eisenstein, together with many commentators 

in film journals, very soon discovered that audiences were 

not homogenous nor consistent in their reactions and that 

the viewer could not be equated as a tabula rasa on which 

the film simply operated. The butchering sequence in Strike 

made no impression upon rural audiences; provincial aud- 

iences found it harder to follow fast and complex montage 

than their metropolitan counterparts, more accustomed to 

film viewing: 

... on a worker audience the slaughter did not have 
a 'bloody' effect for the simple reason that the 
worker associates a bull's blood above all with 
the processing plants near a slaughter-house! 
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While on a peasant, used to slaughtering his own 
cattle, there will be no effect at all. 63 

Pudovkin's description of 'audience' is more generalised in 

the primers and this address more generalist. Pudovkin's 

more compromised attachment to normative conventions, his 

pursual of less experimental principles, facilitated the 

general reception of the major early films and consequently 

eased his transition to the formal conservatism of the 

1930's. Pudovkin's characteristic relative taciturnity and 

caution as an ideologue and theoretician proved politically 

fortuitous; but this still does not infer that the intell- 

ectual gymnastics by which Eisenstein re-articulated his 

position were politically motivated, even if they were 

nevertheless advisable. 

Soviet doctrine dedicated itself to the improvement of 

society but recognised that this would be achieved only 

through the fabrication of the new Soviet citizen, by educ- 

ating the citizen's awareness of his or her position in 

Nature, Labour and Society. 
64 Pudovkin's appeal for educ- 

ation in film literacy is situated alongside this wider cam- 

paign for basic schooling. Cinema was pressed into service 

as a tool of enormous significance in the pedagogic project. 

In their films, Eisenstein seems more determined upon 

didacticism than Pudovkin (the gods and Napoleon sequences 

in October, for instance). Pudovkin was, indeed, amongst 

those who, when circumstances required a condemnation, found 

Eisenstein guilty of pitching his films above the heads of 

his audiences: 

Young Eisenstein produced Strike... filled with 
mere formal tricks. Instead of showing a serious 
and important stage in the history of the Russian 
labour movement, the formalistic freaks of the 
author led spectators away from real life, con- 
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fused and sometimes distorted the link of the film 
with actual historical reality. 65 

Pudovkin speaks of "compulsion", of the director "in- 

fallibly leading" the viewer, but thematically Pudovkin's 

major films re-affirm a known course. He is concerned for 

and achieves an effectively orchestrated conceptual and 

emotional appeal to the audience. However, he is less than 

eloquent theoretically as to how this reaction is articul- 

ated in the mind of a viewer. It is for elucidation and 

support on precisely such issues that Eisenstein turns to 

Luria and Freud and to classic treatises on aesthetics such 

as Schopenhauer and Christiansen. Eisenstein is keen to un- 

derstand the various theories advanced of cognitive and 

psychological mechanisms and development in order that film 

may be employed all the better to affect and impress his 

audience, to manufacture a newly receptive, newly aware aud- 

ience in the process of film viewing. Here again, Pudovkin's 

position seems more conservative. He seems rather to accept 

his film audience as a given, the "literacy" being accomp- 

lished preparatory to the viewing. The audience of a Pudov- 

kin film may be roused, inspired to undertake great deeds 

but Pudovkin does not postulate that the experience of film- 

viewing itself can effect an organic change in the viewer. 

Engels believed that the unity of theory and 
practice was connected with the problem of cog- 
nition... the most telling evidence against ideal- 
istic epistemologies was that man's knowledge of 
nature resulted in practical benefits, man's 
theories of matter "worked" in the sense that they 
yielded products for his use. 66 

Theoretical writing aspired to be scientific in its concerns 

with social utility and also in the methodology which it 

attempted to espouse. This confidence in the beneficent 

workings of science was not unique to the Soviet Union, but 
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it received there a particular impetus, aptly paraphrased 

by Lenin: "Revolution equals Marxism plus Electrific= 
67 

ation". Soviet theorising was equally scientific in the 

inductive model it adopted for itself. It could not afford 

to entertain any suggestion that its theses were not empir- 

ically verifiable. 
68 

Hence the frequent occurence of syllog- 

isms, intrinsic to theories of a totalising aspect: Eisen- 

stein demonstrates his theses by recourse to constructions 

which already consciously employ the terms of his proof. The 

interest and use lies in the process, in the working-out. 

Pudovkin is broadly attached to the notion that Marx- 

ism is demonstrably socially progressive and adopts this as 

the major theme or "supra artistic concept" of his films. 

Marx believed himself to be labouring in accordance with 

scientific precedence; producers of Marxist theories of art 

frequently imitated what they understood of a more strictly 

correct scientific method and perception. Here again, Pud- 

ovkin is curiously out of vogue. His early publications 

neither affect the jargon nor the scientific typography 

familiar in such as Punin, Meierkhold, Timoshenko and (occ- 

asionally) Eisenstein, presenting their theses as tables or 

mathematical equations or diagrams. (ill. 9. ii)6) He does not 

assume Eisenstein's somewhat forced pose, employing his own 

films as an exemplary objective test case for his own hypo- 

theses (for instance, in 'The Dramaturgy of Film Form'). 

Pudovkin equally lacks Eisenstein's attentive identification 

of differences. his taxonomy of distinct entities as a means 

of analysing phenomena clearly and recognising process. He 

also is less willing to explore, I think, the cinematic re- 

lationship between the film and its audience. Pudovkin's 
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efforts are directed at calculating the product which he 

delivers in respect of given common sense appraisals of re- 

ception. Even where Eisenstein's writing is wildly unsystem- 

atic and eclectic, unable to confine itself to the matter of 

a particular discipline, there is an urge towards rational 

explanation and the discovery of a rational direction in ex- 

perience. Not only is Eisenstein fond of locating his own 

practice and theory metaphysically, he also relishes histor- 

ical systems which have striven for all-encompassing total- 

ity. He cites the pure number ratios of Pythagoras, the 

visual and acoustic harmonies of the Golden Section and 

censures Pudovkin for his neglect of such universal truths. 

This sort of work has a very special effect on the 
person who contemplates it- not only because it 
raises itself to the level of natural phenomena, 
but also because the law which governs those who 
contemplate the work, to the extent that they 
themselves are part of organic nature- the con- 
templator feels himself organically bound to a 
work of this type, united, conmingled with it, 
exactly as he feels himself united and conmingled 
with the surrounding organic milieu and with 
nature. 70 

Eisenstein not only recognises the urgency of his political 

c rcump, tances but also acknowledges an explicit ideological 

structure as the context within which he works: "these con- 

cepts are not tools", observes Jacques Aumont, "they are 

completely inseparable from the very way in which they are 

formulated". 
71 

Pudovkin's basic primers provide a manual 

which appears of more immediate practical use (he was in 

his own practice notoriously methodical), and which has 

predictive power only in as much as his axioms endorse con- 

vention and rely on the equilibrium of the viewer with 

the film. Eisenstein endeavours to provide the foundations 

of an inclusive theory of cinema which accounts for qualit- 
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ative transformation; that is to say, a truly revolution- 

ary theory. 

305 



1. Leon Moussinac, Le Cinema Sovietigue (Paris: 1927) 161 

2. Vladimir Nizhny, Lessons with Eisenstein (London: 
1962) xi; David Bordwell, The Cinema of Eisenstein (London: 
1993) xiii 

3. FT 38 

4. Richard Taylor, Film Propaganda (London: 1979) 91 

5. FT 2 

6. see, for instance, 'Give Us a State Plan' 1927 and 
'The Twelfth Year' 1928 in S. M. Eisenstein: Selected Works I, 
ed. Richard Taylor (London: 1988) 

7. ibid. 

8. V. I. Lenin, What is to be Done?, trans. Robert Service 
(Harmondsworth: 1988) 93 

9. SNE I 177 and SME II 264 

10. Peter Dart, Pudovkin's Films and Film Theory (New York 
1974) 

11. SME I 112 

12. IM/B. F. I. /SM item 

13. Jacques Aumont, Montage Eisenstein, trans. Hildreth, 
(London: 1987) 

14. SOURCE NOT ESTABLISHED 

15. Babitsky & Rimberg, The Soviet Film Industry (New York 
1955) 316 

16. FT 

17. for Eisenstein's thoughts on Woman of Paris see SME. I 
and for Pudovkin's original and revised views see FT and FA; 
for Eisenstein's teaching from Tol'Able David see 
and for Pudovkin on this, Daddy and Saturday Night (and its 
"slight content") see FT; see also Vance Kepley Jr. 'Pudov- 
kin and the Classical Hollywood Tradition', Wide Angle 7.3 
(1985) 

18. FT 8 

19. re Mr. West, ibid. 18: "the dynamically saturated earl- 
ier reels are easy to look at and grip the spectator with 
ever-increasinglexcitement. But after the end of the third 
reel, where the cowboy's adventures came to an unexpected 
end, the spectator experiences a natural reaction, and the 
continuation, in spite of the excellent directorial treat- 
ment, is watched with much diminished interest" 

20. SME 1 163 

3 06 



21. ibid. 62 

22. FT xv 

23. SME I 163 

24. ibid. 144 

25. FT ; SME I 46 & 

26. SME I 161 

27. ibid. 

28. qu. Sheila Fitzpatrick, Education and Social Mobility, 
(Cambridge: 1979) 84 

29. SME I 45; Eisenstein later suggests that he did not 
know of Pavlov at this date: see 'How I became a film dir- 
ector' 1945 in SME III 289: "Thus was born the term 'the 
montage of attractions'. If I had known of Pavlov at that 
time, I would have called 'the montage of attractions' 'the 
theory of artistic irritants'. " 

30. FT ; see also Noel Burch 'Film's Institutional Mode 
and the Soviet Response' October 11 (1979) 86-87 

31,32. FT 40-41; Pudovkin's example corresponds to an 'ex- 
periment' of Kuleshov, shown at the Pordenone festival in 
1996, in which a man crawls up to a balustrade and is watch- 
ed by another man. 

33. FT 47-50: 'Editing as an instrument of Impression' 

34. ibid. 64 

35. ibid. 45 

36. ibid. 46 

37. SME I 163 

38. FT 4 

39. Bordwell op. cit. 46; see also Bryher, Film Problems of 
Soviet Russia (Territet: 1929) 15 and Barry Salt Film Style 
and Technology (London: 1992) 172-173 for further comparison 

40. SME I 178 

41. ibid. 47 &; FA 26-27; see also the discussion of 
Mae Marsh's hands in Intolerance (chapter five, above) 

42. V. I. Pudovkin, 'Film Acting: two phases' Theatre Work- 
shop 1.1 (1936) 53-67, in which Pudovkin volunteers critic- 
isms of Kuleshov's films and procedures, including the re- 
hearsal of films without film. 

307 



43. qu. Dart, op. cit. 163 

44. see Nizhny, op. cit. 97 and SME I 

45. SME 174 & 

46. J. B. S. Haldane, 'Beyond Darwin' (1939), On Being the 
Right Size (Oxford: 1985) 135 

47. Loren R. Graham, Science and Philosophy in the Soviet 
Union (London: 1973) 52 & 54 

48. V. I. Lenin, Materialism and Empirio-Criticism (1908) 
(London: 1952) 37 

49. see Nizhny, op, cit. 154 and Marie Seton Sergei M. Eis. - 
enstein (London: 1952) 483 

50. SME I 155; see also 'Overt. onal Montage'(1929) 

51 ibis? 1.41 

52. Graham, op. cit. 365; this shift was not peculiar to the 
U. S. S. R. 

53. see Ben Brewster's reply to Bordwell's 'Eisenstein's 
Epistemological Shift' in Screen 15.4 (1974-75) and Trevor 
Whittock, Metaphor and Film (Cambridge: 1990) 102. 

54. Graham. op. cit. 368 re Vygotski's 1934 'Thought and 
Language'; also David Joravsky, Russian Psychology: A Crit- 
ical History (Oxford: 1989) 

55. SME III 289 

56. FT 68 

57. V. I. Lenin, On the Question of Dialectics (1915) 
(Moscow: 1980) 10 

58. FA 93 

59. Lewis Jacobs in FT iv; Steiner and Hurwitz, qu. Viada 
Petric, 'Soviet Revolutionary Films in America'. Ph. D. 
thesis, New York U, 1973,459 

60. FT 45 

61. SME I 194 

62. ibid. 125 

63. ibid. 65 & 201; Babitsky and Rimberg note the differ- 
ences in distribution between town and country 

64. Sheila Fitzpatrick, op. cit. 20 

65. Pudovkin, Alexandrov, Piryev, Soviet Films: Principal 
Stages of Development (Bombay: 1951) 6. 

308 



66. Graham, op. cit. 62. 

67. qu. Richard Stites, 

6.19. see Karl Popper, The Logic of Scientific Discovery 
(London: 1972) 40, presenting an. argument against induction: 

... 
inference to theories from singular statements which are 

'verified by experience' .... is logically inadmissable. 
Theories are therefore new.? r empirically verifiable... I 
shall certainly admit a system as empirical or scientific 
only if it is capable of being tested by experience. These 
considerations suggest that hot the verifiablity but the 
falsifiability of a system is to be taken as a criterion of 
demarcation... it must be possible for an empirical scient- 
ific system to be refuted". 

69. see for instance Edward Braun, Meyerhold on Theatre 
(London: 1969) 50; " N= A'+A2 (where N= the actor; A'= the 
artist who conceives the ideas and issues the instructions 
necessary for its execution; A2= the executant who executes 
the conception of A'; see also Punin's 'First Cycle of 
Lectures ', John E. Bowlt, ed. Russian Art of the Avant- 
Garde (London: 1988) 171: S(Pi+Pii+Biii+... P@)Y=T (where 
s= sure of principles (P), Y= intuition, T= artistic creation 

70. qu. Aumont, op. cit. 64 and SME 1 187. 

71. Aumont, op. cit. 25. 

309 



Conclusion 

This project began with the narrow objective of exam- 

ining a body of work seemingly long neglected. It sought to 

do so by attempting to discover its points of contact with a 

concurrent area of scientific theory. The connection made 

between Pudovkin and Pavlov has been seen to be useful in 

various ways: in the particular case of a film made by Pudov- 

kin to popularise Pavlov's research and Pudovkin's under- 

standing of the specific means suitable to the task; in re- 

garding Pavlov as exemplary of correct scientific theorising; 

given the routine appropriation of Pavlov in early Soviet 

artistic and intellectual activity, in employing Pavlov as a 

means of navigating a route through the context of Pudovkin's 

work. I have attempted to locate the work in the context of 

its production and in its reception at home and abroad, and 

to examine whatever claims it may have on modernity. I offer 

the awkward position in which Pudovkin has been placed, be- 

tween the popular and the avant-garde, as one explanation for 

his historic neglect. 

As the work of Pudovkin was here understood to comprise 

both his film practice and his writing about film, there was 

the opportunity to investigate whatever scientistic aspir- 

ations the writing evinced and also to examine a particular 

relationship between practice and theory as an opening to an 

understanding of what expectations and demands one area of 

work might fairly make of the other. I have concluded that 

Pudovkin's writing may well fall short of the most exacting 

and correct criteria of scientific theorising: adopting 

Sorrell's outline, for instance, Pudovkin's writing is 

neither unified nor concordant within itself; nor can it be 
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taken to be objective (there have not been consistent or 

rigorous attempts and failures to falsify its propositions); 

nor does Pudovkin seek to predict or control practice by 

means of his writing, much as one may discover there 

occasional possible explanations and suggestions as to means 

of efficient and efficacious procedure. ' This is to say, that 

Pudovkin's theorising does not espouse the manner of "arriv- 

ing at warranted conclusions employed in physics, chemistry 

and biology". It may even fall short of less formal scientif- 

ic standards, "a broader and looser conception of science (in 

which Marx and Engels can be situated) which refers to system- 

atic scholarship offering a coherent interpretation of a set 

of phenomena". 
2 

However, the aspiration towards scientific 

theorising, by whatever definition, seems to me to be present 

in Pudovkin's very encouragement of practical experiments and 

tests (even when, as in the instance of A Simple Case, these 

turn out badly) and in his theoretical commitment towards 

progress in practice. Pudovkin's concerns with film theory 

are firmly utilitarian, to minimise practical difficulty yet 

to foster improvisation in the face of particular circum- 

stances (which may in turn require the amendment of the pre- 

vious theoretical suppositions) rather than to proscribe and 

ordain. Pudovkin is as much concerned with theory which 

serves as a tool in the making of films as he is with the 

means of critical appraisal. Ian Christie and Kristin Thomp- 

son have already opened a discussion of Pudovkin's early ex- 

perimental work in sound; a future project might seek to ex- 

plore further the development from his use of the silent 

slow-motion 'close-up' as a concentration of audience atten- 

tion, to his later manipulation of the sound track. 
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David Bordwell and Noel Carroll have forwarded constit- 

utive models by which to characterise and to evaluate film 

theory. A self-respecting theory should, says Bordwell, com- 

prise an ontology, an epistemology and an aesthetics, thereby 

emphasising its explanatory and academic capacity. 
3 

Film and 

cinema are thus theoretically located prestigiously alongside 

the older arts. Carroll defines classical film theories, 

amongst which he counts Pudovkin, by the nature of the 

questions which they endeavour to address: 

1. What is the determinant or crucial feature of 
film; 

2. What is the value or röle of cinema; 
3. What are the processes of articulation in film 

by which 1. and 2. are effected? 4 

Classical theory is similarly characterised by the logical 

relations which are assumed to appertain between these 

aspects, which function simultaneously as critical and anal- 

ytical criteria by which filmic products can also be judged. 

Carroll complains that more recent theories have failed to 

engage adequately with the concerns which characterise their 

precursors; perhaps one could say rather that such concerns 

have become more explicitly identified and separately dis- 

tinguished (between apparatus theory, reception and spectat- 

orship studies) than they were hitherto. It is Pudovkin's de- 

clared objective, for practice, that there be as little 

slippage as possible between directorial intention in its 

making and the generally received experience of the film, and 

his consequent tendency, in theory, to conflate these dis- 

tinctions. Certainly Pudovkin advances his case more by 

commonsense assumption and in answer to immediate social and 

political demands made of him and his fellow Soviet film 

workers, than by rigorous proof of such connections. But he 
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is equally less attached to a logical theoretical structure 

per se than is Eisenstein; significantly again, the shifts 

in Pudovkin's theorising are justified in his own reckoning 

by his gains in practical experience, rather than in a 

theoretical recognition of problems as yet unaccounted for. 

Similarly, Pudovkin seems little concerned with the exercise 

of producing philosophically integrated and coherent theory 

for its own sake. Here again his interests are more pragmat- 

ic and practical than academic and he is of necessity as 

much concerned with the content of his material as with its 

form. Pudovkin did not initiate the subjects of debate which 

his writings address and often his contributions are not 

original nor unique; sometimes he contributes simply a codif- 

ication of current means and ends, observed in a variety of 

popular and 'art' films, home-produced and imported. Where 

Pudovkin's films are themselves the subject of commentary 

(see chapter seven for the appraisals of Arnheim and della 

Volpe, for instance), it seems to me essential to establish 

in future what versions of the films were under discussion. 

My research has discovered several versions of Storm over 

Asia and of The End of St. Petersburg; the copy of Mother 

released in France is reported by Winifred Ellerman as half 

the original length. 5 The translation and publication of 

Pudovkin's writings requires careful mapping also. The 

themes which concern Pudovkin (the centrality of the actor; 

the material, spatial and temporal means specific to cinema; 

cinema and didacticism) are shared with contemporaneous film 

commentators in Russia and elsewhere. These also echo wider 

social and political debates (mechanism/vitalism; naturalism/ 

idealism/realism; nature/nurture) in which Russian and Soviet 
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artists and intellectuals engaged with one another and with 

their European and American contemporaries. 

Although there was specific contact in practice be- 

tween Pudovkin and Pavlov, both in choice of means and of 

matter, the enquiry into any theoretical affiliation has 

been necessarily oblique. The first editions of Kino- 

Stsenarii and Kino-rezhisser i Kino-material were publish- 

ed without notes and there is little direct reference to 

contemporary theory, scientific or otherwise, in the body of 

the text. Pudovkin does, however, quote specifically from 

other writings on film and, more often, from films them- 

selves. But thorough engagement with other material, anal- 

ysis conducted by means of a theoretical apparatus already 

in place, is extremely rare and patently held little attrac- 

tion: the repudiation of Vertov (as discussed in chapter 

three), the early article responding to Delluc's Photog6nie 

(discussed in chapter six), and the later appreciation of 

Stanislavski (discussed in chapter five), are perhaps the 

closest he comes. Certainly, Pudovkin's side of the notor- 

ious theoretical tussle between Eisenstein and Pudovkin 

wants for a clear and ready exposition of Eisenstein's 

stance as Pudovkin understood it. A future project, requir- 

ing a consultation of the R. G. A. L. I. archives, closely ex- 

amining their teaching programmes and their films, might 

establish Pudovkin's debt to his first master Vladimir 

Gardin (see chapter two). 

Contrary to David Bordwell's commonplace assumption, 

I have here contended that Pavlov sought not to reduce all 

human behaviour to material laws but rather to test the 
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capacity of reflexes to explain behaviour. Certainly, in 

the early 1920's and again in the 1950's, Pavlov was read- 

ily seized upon as a persuasive instrument in Soviet ideol- 

ogy and orthodoxy. Certainly I am persuaded that there are 

particular instances where a knowledge of the ramifications 

of Pavlov's research for Soviet film practice illuminates 

the work of Pudovkin under discussion, but I am not intent 

upon making too much of this, and I am not seeking to push 

any coincident affiliation far, either historically or crit- 

ically. Following Pavlov's example, I am urging caution with 

regard to the transferability of theory from one area of 

endeavour to another. Furthermore, given that Pavlov may be 

taken as emblematic and paradigmatic of that exact science 

to which film theory in the 1920's is being urged to aspire, 

I find it advisable to heed the warnings of his own model, 

Darwin, and also of other scientists cited here, such as 

Mach, Haldane and the philosopher of science, Popper: all 

were well aware of the subjective compromises perforce em- 

bedded in theory and, moreover, of its implicit, even ultim- 

ately necessary potential limitations. For Popper, the 

criterion of empirical theory is that it should be falsified 

by experiment; 
6 

Haldane, in more avowedly political terms, 

declares: "the dialectical method in science is to push a 

theory to its logical conclusion and show that it negates it- 

self". 
7 

Pudovkin's writing may fail to fulfill satisfactorily 

some of the criteria one might reasonably level at a con- 

solidated film theory, but this is not to say that the writ- 

ing is of no theoretical or utilitarian value. Certainly, in 
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abstract terms, it fails as theory by the standard set by 

Pavlov. However, rather than censuring Pudovkin for the ob- 

jective incoherence of his theory and the inconsistency be- 

tween his theory and his practice, it seems to me to be 

worth reccgnising in this diversity and waywardness an ad- 

mission that his theorising was historically circumspect, 

that theory proves itself useful to him as a contingent re- 

source, and that the theory and practice were mutually in- 

forming rather than immediately correspondent. My contention 

here has been that Pudovkin's greatest and most enduring con- 

tribution has been in the films themselves or, rather, in the 

experience of watching the films, which continue to stand 

without the explanation or interpretation afforded by his 

writing. The discussion of his writing demonstrates the ex- 

tent of the artfulness with which the accessibility of his 

films was effected. 
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