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her eyes only to reveal eyes painted on her eyelids (Ray’s Emak Bakia, 1927).
and-—most famous of all-—a man Strops a razor and deliberately slits the eyeball
of an unprotesting woman (Un Chien andalou, Fig. 12.21). An Impressionist film
would motivate such events as a character’s dreams or hallucinations, but in these
films character psychology is all but nonexistent. Sexual desire and ecstasy, vio-
lence, blasphemy, and bizarre humor furnish events that Surrealist film form em-
ploys with a disregard for conventional narrative principles. The hope was that the
free form of the film would arouse the deepest impulses of the viewer. Buiiue]
called Un Chien andalou “a passionate call to murder”

The style of Surrealist cinema is eclectic. Mise-en-scene is often influenced
by Surrealist painting. The ants in s Chien andalou come from Dalf’s pictures,
whereas the pillars and city squares of The Seashell and the Clergyman hark back
to the Ttalian painter Giorgio de Chirico. Surrealist editing is an amalgam of some
Impressionist devices (many dissolves and superimpositions) and some devices of
the dominant cinema. The shocking eyeball slitting at the start of Un Chien an-
dalou relies on some principles of continuity editing (and indeed on the Kuleshov
effect). On the other hand, discontinuous editing is also commonly used to frac-
ture any organized temporal-spatial coherence. In the same film, the heroine locks
the man out of a room only to turn to find him inexplicably behind her. On the
whole, Surrealist film style refused to canonize any particular devices, since that
would order and rationalize what had to be an “undirected play of thought.”

The fortunes of Surrealist cinema shifted with changes in the art movement as
a whole. By late 1929, when Breton joined the Communist Party, Surrealists were
embroiled in internal dissension about whether communism was a political equiv-
alent of Surrealism. Bufiuel left France for a brief stay in Hollywood and then re-
turned to Spain. The chief patron of Surrealist filmmaking, the Vicomte de Noailles,
supported Jean Vigo’s Zéro de Conduite (1933), a film of Surrealist ambitions. but
then stopped sponsoring the avant-garde. Thus as a unified movement, French Sur-
realism was no longer viable after 1930, Individual Surrealists continued to work,
however. The most famous was Bufiuel, who continued to work in his own brand
of the Surrealist style for 50 years. His later films, such as Belle de Jour (1967) and
The Discreet Charm of the Bourgeoisie (1972), continue the Surrealist tradition.

Despite the victory of the Russian Revolution in October of 1917, the new Soviet
government faced the difficult task of controlling all sectors of life. Like other in-
dustries, the film production and distribution systems took years to build up a sub-
stantial output that could serve the aims of the new government.

Although the pre-Revolutionary Russian film industry had not figured promi-
nently in world cinema, there were a number of private production companies op-
erating in Moscow and Petersburg. With most imports cut off during the war, these
companies had done quite well making films for the domestic market. The most
distinctive Russian films made during the mid-1910s were slow-paced melodramas
that concentrated on bravura performances by actors playing characters caught -
extremely emotional situations. Such films showcased the talents of Ivan Mozhukin
and other popular stars and were aimed mainly at the large Russian audience, sel-
dom being seen abroad. _

These film companies resisted the move made directly after the Revolution to
nationalize all private property. They simply refused to supply films to theaters op-
erating under the control of the government. In July 1918 the government’s film
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“Everyone who has had in
 his hands a piece of film to
 be edited knows by experi-
_ence how neutral it re-
~ mains, even though a part
- of a planned sequence, until
_ it s joined with another
. piece, when it suddenly
acquires and conveys a
~sharper and quite different
- meaning than that planned
- for it at the time of 3
Milming’t i

Figu re | 222 Storm over Asia: After

a close-up of a servant placing a necklace
around the neck of the officer’s wife.
there isacut , . .

Figure 1223 .. w02 medium
close-up of an elaborate piece of jewelry
being lowered over the head of a

priest . . .

The Soviet Montage style displayed tentative beginnings in 1924, with
Kuleshov’s class from the State Film School presenting The Extraordinary Ad-
ventures of Mr. West in the Land of the Bolsheviks. This delightful film, along with
Kuleshov's next film, The Death Ray (1925), showed that Soviet directors could
apply Montage principles and come up with amusing satires or exciting adventures
as entertaining as the Hollywood product.

Eisenstein’s first feature, Strike. was released early in 1925 and initiated the
movement proper. His second, Potemkin, premiered later in 1925, was successful
abroad and drew the attention of other countries to the new movement. In the next
few years Eisenstein, Pudovkin, Vertov, and the Ukrainian Alexander Dovzhenko
created a series of films that are classics of the Montage style.

The theoretical writings and film making practice of these directors were based
on editing. They all declared that a film does not exist in its individual shots but
only in their combination through editing into a whole. We should remember here
that since the primitive cinema. no national film style had yet appeared that de-
pended on the long take. The great films that inspired Soviet filmmakers, like /n-
tolerance and some French Impressionist efforts, were based largely on editing jux-
tapositions,

Not all of the young theoreticians agreed on exactly what the Montage ap-
proach to editing was to be. Pudovkin, for example, believed that shots were like
bricks, to be joined together to build a sequence. Eisenstein disagreed, saying that
the maximum effect would be gained if the shots did not fit together perfectly, if
they created a jolt for the spectator. He also favored Jjuxtaposing shots in order to
Create a concept, as we have already seen with his use of conceptual editing in Oc¢-
tober (pp. 284-287). Vertoy disagreed with both theorists, favoring a “cinema-eye”
approach to recording and shaping documentary reality.

Pudovkin’s Storm over Asia makes use of conceptual editing similar to that of
Eisenstein’s October. Shots of a military officer and his wife being dressed in their
accessories are intercut with shots of the preparation at the temple (Figs. 12.22—
12.25). Pudovkin’s parallel montage points up the absurdity of both rituals.

The Montagists’ approach to narrative form set them apart from the cinemas of
other countries. Soviet narrative films tended to downplay character psychology as a
cause; instead, social forces provided the major causes. Characters were interesting
for the way these social causes affected their lives. Films of the Soviet Montage move-
ment did not always have a single protagonist. Social groups could form a collective

Figure 1224  .ooiona cut back to F[gure 1225 . . juxtaposed with a
a close-up of a tiara being set on the similar framing of a large headdress being
wife’s head . . . positioned on a priest’s head.
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hero, as in Eisenstein’s films before Old and New (1929). In keeping with this de-
emphasis of individual personalities, Soviet filmmakers often avoided well-known ac-
tors, preferring to cast parts by searching out nonactors. This practice was called ty-
page, since the filmmakers would often choose an individual whose appearance
seemed at once to convey the type of character he or she was to play. Except for the
hero, Pudovkin used nonactors to play all of the Mongols in Storm over Asia.

By the end of the 1920s, each of the major directors of this movement had made
about four important films. The decline of the movement was not caused primarily,
as in Germany and France, by industrial and economic factors. Instead, government
political pressures exerted a strong control which discouraged the use of the Mon-
tage style. By the late 1920s, Vertov, Eisenstein, and Dovzhenko were being criti-
cized for their excessively formal and “esoteric” approaches. In 1929 Eisenstein went
to Hollywood to study the new technique of sound; by the time he returned in 1932,
the attitude of the film industry had changed. While he was away, a few filmmakers
carried their Montage experiments into sound cinema in the early 1930s. But the So-
viet authorities, under Stalin’s direction, encouraged filmmakers to create simple
films that would pe readily understandable to af] audiences. Stylistic experimenta-
tion or nonrealistic subject matter was often criticized or censored.

This trend culminated in 1934, when the government instituted a new artistic
policy called Socialist Realism. This policy dictated that all artworks must depict
revolutionary development while being firmly grounded in “realism.” The great
Soviet directors continued to make films, occasionally Mmasterpieces, but the Mon-
tage experiments of the 1920 had to be discarded or modified. Eisenstein man-
aged to continue his work on montage, but occasionally incurred the wrath of the
authorities up until his death in 1948. As a movement, the Soviet Montage style
can be said to have ended by 1933, with the release of such films as Vertov's fin-
thusiasm (1931) and Pudovkin’s Deserter (1933).

The introduction of sound technology came about through the efforts of certain
Hollywood firms to widen their power. During the mid-1920s Warner Bros. was
in the process of investing a great deal of money to expand its facilities and hold-
Ings. One of these expansions was the investment in a sound system using records
in synchronization with film images (Fig. 12.26).

By releasing Don Juan (1926) with orchestral accompaniment and sound ef-
fects on disc, along with a series of sound vaudeville shorts with singing and talk-
ing, Warner Bros. began to popularize the idea of sound films, In 1927, The Jazz
Singer (a part “talkje” with some scenes accompanied only by music) had a tremen-
dous success, and the Warner Bros. investment began to pay off.

The success of Don Juan, The Jazz Singer, and the shorts convinced other stu-
dios that sound contributed to profitable filmmaking. Unlike the early period of
filmmaking and the Motion Picture Patents Company, there was now no fierce com-
petition within the industry. Instead, firms realized that whatever sound system the
studios finally adopted, it would have to be compatible with the projection ma-
chinery of any theater, Eventually a sound-on-film rather than g sound-
on-disc system became the standard and continues so to the present. (That is, as
We saw in Chapter 1, the sound track is printed on the strip of film alongside the Figure 12.26 An early projector
image.) By 1930 most theaters in America were wired for sound. with-a turntable (lower center) attached.




