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WE: VARIANT OF A MANIFESTO

T NPTy P gy A et el b T

We call curseives Ainchs—as opposed o 'cinema
aherd of iunkmen doing rather well peddling their rags.

We see no connection between true kincchestvo and the
cunning and calculation of the profiteers.

We consider the psychological Russo-German film-drama —
weighed down with apparitions and childhood memaries—an
absurdity.

Glosses followed by 'ed.” or “trans.”” are additions by the present
editor or the translator. Glosses which are not s¢ marked are taken irom the
Moscow edition without substantial alteration.

kinoks. (“cinema-eye men’'). A neclogism coined by Vertov, involving a
play on the words kinc (*'cinema™ or “film'') and oko, the latter an obsoles-
cent and poetic word meaning “"eye.” The -ok ending is the transliteration of
2 traditional suffix vsed in Russian to indicate a male, human agent.
Kinoglaz ("Kino-Eye’) is the name Vertov gave to the movement and
group of which he is the founder and leader. The term was also used to
designate their method of work. it ig, as well, {he title of the feature-length |
film that, in 1925, initiates the period of his maturity. We have chosen to use
the Russian title in all cases involving mﬂmn:.mn reference 1o that film, since it
is by its Russian title that the film is generally known to scholars and
archivists. This work was the culmination of a development begun in 1922
with the production of a series of shorter newsreel films bearing the same
title and devoted to aspects and problems of the new Soviet society. When
reference is made to the group or movement as such, we have used the
name King-Eye, both in order to distinguish it from the specific productions
and to stress the continuity involved in the producticn, by Vertov and hig
group, of the Kinonedelia ('"Kino-week"') and Kinopravda (*'Kino-treth’'}
chronicles, which preceded the appearance of the fitm Kinoglaz—trans.
and ed.
kinochestvo. Another of Vertov's neofogisms: the suffix chestve indi-
cates an abstract quality, therefore, the quality of the cinema-eye. While its

Bt
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Verlow and Mark Maaridsen on leeatinn fo1 Three Sonas of Lenin

To the American adventure film with its showy dynamism and to
the diamatizations of the Amearican Pinkertons the kincks say thanks
for the rapid shot changes and the close-ups. Good . . . but disor-
derly. not based on a precise study of movernent. A cut above the
psychological drama, bt sti tarking in foundation. A cliché A copy
of a copy.

precise signification is rather vague, it weould appear from the context that
Vartov is using il, by analogy with kinok, in contrast Yo cirematagraphy. In
his jaurnal of 1924, he writes. “We almast never vsed the lerm kinochestvo,
as it says nothing and is gratuitous word building.” Film thegry of the pariod
is characterized, internationally, by a proliferation of terminotogy, and this
particular instance racalls the elabarate speculation surrounding the notion
of “photogénia’ proposed in France by Vertow's conlemporary, Jean

trans and ed.

Epsateir
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WE proclaim the old firnz, based on the romance. thealrical fitms
and the like, to be leprous. )

—Keep away from them!

—Keep your eyes off them!

—They're mortally dangerous!

—Conlagious! .

WE affirm the future of cineina art by denying its present.

"Cinernatography”™ must di= so that the arl of cinema may live
WE call for s deaih to be hasined

We protest against that mivig of the arts which many call synthe-
sis. The mixture of bad colors, even those ideally selected fiom the
speciium, produces not white, but mud.

Synthesis should come al tin summit of each arf's achievement

andd not before.

WE are cleansing kmochesivo of foreign matter—ofl music, litera-
ture. and theater; we seek our wn rhythm, one lifted frorm nowhere
else, and we find it in the moveinents of things

WE invite you:

1o flee—

{he sweel embraces of the iomance,

the paison of the psychologr:al novel,
ha clutches of the theater «f adultery;
to turn your back on music,
~-to flee—
cotinto the open, into four-dinensions {thiee + Hme), in gearch
r own material, our meter and rithm,
e “nsychotogical” preveiis man from being as precise as a
stopwatch; it interferes with his desire for kinshin with the machine,
i an art of movement we have no reason o devote our patticular
attention to contermporary man
The machine makes us ashamed of man’s inability o control
himeelf, but what are we o do if electricity's unerring ways are mor2
exciling to us than the disorderly haste of active men and the
1piing mertia of passive ones?
Saws dancing at a sawrnill convey to us a joy more infimate and

ible than that on human dance floors.
For his inabilify to controf tis movements, WE {emporarily exchide
man as a subject for fim,

int

romanee.  Vertovis referring 1o a type of sentimental film based on

=ar “romances’’), popular at tha! time—trans,




DZIGA VERTOV: ARTICLES. ADDRESSES

Our path leads through the poetry of machines, from the bungling
citizen to the perfect efectric man.

In revealing the machine’s soul, in causing the worker to love his
workbench, the peasant his tractor, the engineer his engine—

we introduce creative joy into all mechanical iabor,

we bring people into cioser kinship with machines,

we foster new people.

The new man, free of unwieldiness and clumsiness, will have the
fight, precise movements of machines, and he will be the gralifying
subject of our films.

Openly recognizing the rhythm of machines, the delight of
mechanical labor, the perception of the beauty of chemical pro-
cessas, WE sing of earthauakes, we compose fim epics of electric
power plants and flame, we defight in the movements of comets and
meteors and the gestures of searchlights that dazzle the stars.

Everyone who cares for his art secks the essence of his own
technigue.

Cinema’s unstrung nerves need a rigorous system of precise
movement, :

The meter, tempo, and type of movement, as well as its precise
location with respect to the axes of a shot's coordinates and per-
haps to the axes of universal coordinates (the three dimensions +
the fourth—time), shoud be studied and taken into account by each
creator in the field of cinema.

Radical necessily, precision, and speed are the three
components of movement worth filming and screening.

The geometrical extract of movernent through an exciting
succession of images is what's required of montage.

Kinochestvo is the art of organizing the necessary movemeriits of
objects in space as a rhythmical ariistic whole, in harmony with the
properties of the material and the internal rhythm of each object.

Intervals (Ihe transitions from one movemert to another) are the
material, the elements of the art of movement, and by no means the
movements ihemselves, It is they (the intervals) which draw the
movement to a kinetic resolution.

montage. InAussian a single word conveys notions that in English are
rendered by the two words montage and editing. In most instances, one
English meaning has been chosen according to the context—trans.
material.  This termis frequently used by Verlov and others to mean Rim
footage. Its constructivist connotaticon is significant with respect to Vertov's
theory and practice —1irans.

WE: VARIANT QF A MANIFESTO 9

The organization of movement is the organization of its elements,
or its intervals, into phrases. ‘

In each phrase there is & rise, a high point, and a falling off
(expressed in varying degrees) of movement.

A composition is made of phrases, justasa .u:qmmm is made of
intervals of movement.

A kinok who has conceived a film epic or fragment should be
able to jot it down with precision so as to give it life on the screen,
should favorable technical conditions be present.

The mest complete scenario cannot, of course, repiace these
notes, just as a libretto does not replace pantomime, just as literary
accounts of Scriabin's compositions do not convey any nation of his
music.

To represent a dynamic study ona sheet of paper, we need
graphic symbols of movement.

WE are in search of the fim scale.

WE fail, we rise . . . together with the rhythm of movements—
slowed and accelerated,

running from us, past us, toward us,

in a circle, or siraight line, or ellipse,

1o the right and left, with plus and minus signs;

mavements bend, straighten, divide, break apart,

multiply, shooting noiselessty through space.

Cinema is, as well, the arf of inventing mo vements of things in
space in response to the demands of science; it embodies the
inventor's dream—be he scholar, artist, engineer, or carpenter; itis
the realization by kinochestvo of that which cannot be realized in life.

Drawings in motion. Blueprints in motion. Plans for the future. The
theory of refativity on the screen.

WE greet the ordered fantasy of movement.

Our eyes, spinning like propeilers, 1ake off into the future on the
wings of hypothesis, ‘

WE believe that the time is at hand when we shall be able to hur!
into space the hurricanes of movement, reined in by our tactical

lassoes.
Hurrah for dynarmic geomelry, the race of points, lines, planes,
volumes.
Hurrah for the poetry of machines, propelled and driving; the
poetry of levers, wheels, and wings of steel; the iron cry of -
movements: the blinding grimaces of red-hot streams.
1922
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The Fifth Issue of Kinopravda

Because of the framework and the requirements imposed on
Kinopravda, the screen newspaper, the creative spirit of its newsreel
director is bound hand and foot.

With one half confined to political events, it's forced to devote the
other half to commercial profit.

Neither political fitming nor Hlming done under economic pressure
takes into account the cinematic interest of a subject, and this
necessarily results in the recording of static moments together with
the dynamic—which is inadmissibie in the poetry of movement.

Despite the above-mentioned conditions . . . Kinopravda no. 5,
like the preceding issues, gradually manages to break the old news-
reel routines, controlling the images and rhythms of each separate
therme and anxiously $eeking out the overall puise of the
Kinonedelia, the rhythmic unity of heterogeneous themes.

The link belween the separate rhythms introduced info issue no.
5 {a man absorbed in reading Kinopravda} is merely a temporary
device o soothe the viewer's eye.

The man sees ihe testimony of witnesses at the trial of the
Socialist Revolutionaries; becomes acquainted with a People’s
Commissariat train in Siberia; is gently frangported to health resorts
in the Caucasus: and finatty. half out of his chair, follows intently the
quick, clear pulse of “The i Derby,” with which the issue
concludes.

Step by step. deep-rooted methods of shooting and editing are
changing in favor of the revelation of pure movement, the
cetebration of movement on the screen.

Greal attention is paid 1o the design of tifles (since tilles are
unavoidable for the presen).

Kinopravda. (“Kino-truth.") A film journal directed by Vertov, named
after the newspaper founded by Lenin. Each edition treated two or three
subjects. Initiated by Goskino in June 1922, twenty-three irregularly appear-
ing issues were made before its disappearance in 1925. With this journal,
Vertov's theoretical position began to become known. The journal served
as a laboratory for the development of Vertov's filmic vocabulary and as a
stack of footage for use in later feature-length work—ed.

Kinonedslia. (“Kino-week.") A weekly newsreel journal, scripted and
directed by Vertov, begun in June 1918 and issued through December

1919. A scarcity of film stock occasioned by an embargo organized by anti-
Soviet European film monopolies resulted in irregular preduction. Fourteen
issues were completed —trans. and ed. ’

Baasy

KIMCKS: A REVOLUTION 1"

The newsreei should feed on reality, and, given the slightest
economic freedom, it will immediately open wide its eyes, triumph as
well in art (whose creative growth is now stronger than ever before),
and be supported by the broad, gesticulating throng of workers,
bringing that throng closer to the iron rhythm of advancing—
crawling, driven, and flying—machines.

Hundreds of thousands, millions of citizens of the RSFSRH [Russian
Soviet Federated Socialist Republic]—uneducated or simply hiding
irom the neisy advance of “today" —will have to sharpen their
senses before the shining screen of Cinema.

1922

Kinoks: A Revolution

(From an Appeal at the Beginning of 1922)

You—filrmakers, you directors and artists with nothing 1o do, afl
you confused cameramen and writers scattered throughout the
world, )

You—fheater audiences, patient as mules beneath the burden of

- the emotional experiences offered you,

You—impatient proprietors of theaters not yet bankrupt, Qmma_‘_,..
snatching at leftovers from the German, or more rarely, the
American table—

You—exhausted by memories, await with dreamy sighs the
moon of some new six-act pro<tuction . . . (nervous folk are
requested to shut their eyes).

You're waiting for something that will not come; the waitis
pointless. '

A friendly warning:

Don't hide your heads like ostriches.
Raise your eyes,

Look around you—

There!

it's obvious to me

as Yo any child

The innards,

the guts of strong sensations
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are lumbling out
of cinema’s belly,
ripped open on the reet of revolution.
See them dragging along,
leaving a bloody frail on the earth
that quivers with horror and disgust.
It's all over.

{From a Stenographic Record)
To the Council of Three—Dziga Vertov

Psychological, detective, satirical, trave! fim—it deesn't matter
what kind—if we cut out all the themes, leaving only the captions, we
get the piciure’s literary skelaton. We can shoot other themes to go
with that literary skeleton—reafist, symbolist, expressionist—what
have you. This situation will not change. The correlation is the same:
a literary skeleton plus fim-illustrations—such, almost without ex-
ception, are all fims, ours and those from abroad.

The Council of Three. A policy-making group drawn from the kincks,
Vertov’s staff of collaborators. The Council articulated Vertov's projects
and imperatives through putlished statemenis and manitestos. The group is
generally assumed to have been composed of Vertov, Mikhall Kaufman, his
chief cameraman and brother, and Elizaveta Svilova, Vertov's editor and
wife. Georges Sadoul, in his Histoire générale du cinéma: L 'art muet, vol. 5
(Paris: Editions Deno&l, 1975), lists in addition the painter, Belyaev-—ed.

Elizavela Svilova  (1900- 1976), Vertov's wife and lielong collabo-
rator. began her career in film as a photographic printer and editor for Pathe
Fréres in Moscow, also working for other foreign film companies represent-
ed in tsarist Russia. In 1919 she participated in the nationalization of the
film industry and in 1921 began work on a long-term project of collecting all
available film materizal on Lenin. From the results of the first year's research
she made a compilation film, released in 1922 in celebration of the anniver-
sary of Lenin's birth as a special issue of the Goskino Kalendar series.
From 1972 to 1924, she was chief editor for Goskino, the state film produc-
tion agency. Svilova was a creative collaborator and chief editor for some
of Vertov's major work. She acted as co-director on four of Vertov's later
films, made during the 1920s. She worked as Assistant Director inthe
Mezto abpom Studios at VUFKU, and finally, from 1940 to 1941, acted as
the director of Soivzkinokhronika. in 1944 and 1945 she directed the Cen-
tral State Studio of Documentary Fitm. Her filmography lists a great mapy
directorial assignments. She is an outstanding example of the interesting
development and realizalion of careers for women in a cinematic tradition
which was grounded in an aesthetically innovative ard politically revolotion-
ary era—ed.
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(From an Appeal of January 20, 1923)
To Cinematographers—The Council of Three

Five seething years of universal daring have passed through you
and gone, leaving no trace. You keep prerevolutionary “artistic™
models hanging like ikons within you, and it is to them atone thal
your inner piety has been direcled. Foreign countries support you in
your errors, sending lo a renewed Russia the imperishable relics o
film-drama done up in splendid, technical sauce. .

Spring arrives. The fim-factories are expected to resume work.
The Council of Three observes with unconcealed regret film produc-
tion workers leafing through literary texts in search of suitable
dramatizations. Names of theafrical dramas and epics proposed for
adaptation are already in the air. in the Ukraine, and here in Mos-
cow, several pictures with all the signs of impotence are aiready in
production.

A strong technological lag:; a foss of active thinking, tost during a
period of idleness; an orientation toward the six-act psychodrama—
i.e., an orientation toward what's behind you—all these factors
doom each atlempt [at adaptation] to failure. Cinema's system 15
poisoned with the terrible toxin of routine. We demand the cpportu-
nity to test the antidote we've found upon its dying body. We ask the
unbelievers to see for themseives: we agree io test our medicine
peforehand on “guinea pigs” —film &tudes . .

The Resolution of the Council of Three, April 10, 1923

The situation on the film front must be considered iNAUsSpPICIoUs.

As was fo be expected, the first new Russian productions shown
recall the old "artistic” models just as Nepmen recall the old bour-
geoisie.

“artistie’,  In Russian, the fictional, narrative fitm is designated artistic
in contrast to documentary —trans.

Nepmen, NEP.  NEP is the acronym of the New Economic Policy institat-
edin 1921 after the period of War Communism with a view to stimulating the
economy of the Soviet Union. The policy's emphasis on market demand and
market requirements involved making concessions to private agriculture
and reordering many aspects of the country's industrialization. it created,
as well, a class of middlemen to organize the exchange between vrban and
village production and consumption. The “Nepman’s” speculative ventures
involving quick, high profits are often afluded to by Vertov in his castigation
of the effects of a revival of bourgeois norms and practices within the film

industry—ed.

NOTICE. THAS MATERIAL MAY Bt
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The repertoire planned for summer production, both here and in
the Ukraine, does not inspire the least confidence.

The proposals for broad expetimental work have been passed
over.

Al efforts, sighs, tears, and expectations, all prayers-—-are di-
rected foward it—the six-act film-drama.

Therefore the Council of Three without waiting for the kinoks 1o
be assigned work and ignoring the latter's desire to realize their own
projects, are lempararily disregarding authorship rights and resocive
to immediately publish for general use the common principtes and
slogans of the future revolution-through-newsreel; for which pus-
pose, firs! and foremost, kinok Dziga Vertov is directed, in
accordance with party discipline, to publish certain excerpts from
{he pamphlet Kinoks: A Revolution, which shall sufficiently clarity the
nature of that revolution

The Council of Three
In fulfillment of the resolution of the Council of Three on April 10 of
this year, | am publishing the following excerpls:

Upon observing the films that have arrived from America and the
West and taking into account available information on work and
arlistic experimentation al home and abroad, | arrive at the following
conclusion: :

The death sentence passedin 1919 by the kinoks cn all films,
with ne exceptions, holds for the present as well. The most scrupu-
fous examination does not reveal a single film, a single artistic
experiment, propatly directed to the emancipation of the camera,
which is reduced Yo a state of pitiable slavery, of subordinaticr to the
imperfections and the shorisightedness of the human eye.

We do not object to cinema’s undermining of literature and the
theater: we whoily approve of the use of cinemna in every branch of
knowledge, but we define these functions as accessory, as second-
ary offshots of cinema.

The main and essential thing is:

The sensory exploration of the world through fim,

We theretore take as the point of departure the use of the

The Man with a Movie Camera

camera as a kino-eye, more perfect than the human eye. for the
exploration of the chacs of visual phenomena that fills space.

The kino-eye lives and moves in time and space; it gathers and
records impressions in a manner wholly different from that of the
human eye. The position of our bodies while observing or our per-
ception of a certain nurmber of features of a visual phencmenon ina
given instant are by no means obligatory limitations for the camera
which, since it is perfected, perceives more and better.

We cannot improve the making of our eyes, but we can endlessiy
perfect the camera.

Untit now many a cameraman has been crilicized for having
fimed a running horse moving with unnatural slowness on the screen
(rapid cranking of the camera)—or for the opposite, a tractor plow-
ing a fieid too swiftly (slow cranking of the camera}, and the like.

These are chance 0CCUITences, of course, but we are preparing
a system, a deliberate system of such occurrences. a systern of
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seeming irregulasities to investigale and organize phenomena.

Until now, we have violated the movie camera and forced it to
copy the work of our eye. And the better the copy, the better the
shooting was thought to be. Starting today we are tiberating the
carnera and making it work in the opposite direction—away from
copying.

The weakress of the human eye is manifest. We affirm the kino-
eye, discovering within the chaos of movement the resut of the
Kking-eye's own movement; we affirm the kino-eye with its own di-
‘mensions of lime and space, growing in strength and polential to the
point of self-affirmation,

| make the viewer see in the manner best suited to my presenta-
tion of {his or that visual phenomenon. The eye submits 1o the wilf of
the camera and is directed by it to those successive points of the
action that, most succinctly and vividly, bring the film phease o the
height or depth of resolution.

Example: shooting a boxing match, not from the point of view of
a spectator present, but shooting the successive movements (the
blows) of the contenders.

Example: the filming of a group of dancers, not from the point of !
view of a spectator sitting in the auditorium with a baltet on the stage
hefore him.

After ail, the spectator at a ballet follows, in confusion, now the
cornbined group of dancers, now random individuat figures, now
someone's legs—a series of scallered perceptions, different for
each spectator. .

One can't present this to the fim viewer. A system of successive
movaements requires the filming of dancers or baxers in the order of
their actions. one after another . . . by forceful transfer of the view-
er's eye to the successive details that must be seen.

The camera "carries" the film viewer’s eyes from arms fo legs,
from legs to eyes and so on, inthe most advantageous sequence,
and organizes the delails into an orderly montage study.

You'e walking down a Chicago street today in 1823, but Imake
you greet Comrade Volodarsky, waiking down a Pefrograd street in

-
-4
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1918, and he returns your greeting.

Ancther example: the coffins of national heroes are lowered into
the grave {shotin Astrakhan in 1918); the grave is filled in {(Kron-
stadt, 1921); cannon saule (Pefrograd, 1920); memoriat service,
hats are removed (Moscow, 1922)—such things go together, even
with thankless footage not specifically shot for this purpose {cf.
Kinopravdano, 13). The montage of crowds and of machines greel-
ing Comrade Lenin Axm:ouﬁmr\Qm.:o. 14), fimed in difterent places at
ditferent times, belongs to this category.

| am kino-eye, | am a builder. 1 have placed you, whorn I've
created today, in an exiraorcinary room which did not exist untit just
now when 1 also created it. In ihis room there are twelve walls shot
by me in vaiious parts of the world. In bringing together shots of
wails and details, 've managed to arrange them in an order thatis

pleasing and o construct with intervals, correctly, @ film-phrase
which is the room.

|-am kino-eye, | creale a man more perfect than Adam, | create
thousands of different people in accordance with preliminary biue-
prints and diagrams of difierent kinds.

{am kino-eye.

From one person § take the hands, the strongest and most dex-
terous; from anofher| take the tegs, the swiftest and most shapely:
from a third, the most peautiful and expressive head—and through
moniage | creale a new, perfect man.

tamkino-eye,lama mechanical eye. |, a maching, show you the
world as only | ¢can see it.

Now and forever, | free myself from human immebility, } amin
constant motion, 1 draw near, then away from objects, { crawl under,
1 climb onte them. 1 move apace with the muzzle of a gafloping horse,
| plunge full speedinioa crowd, | cutstrip running soidiers, 11all on my
back, | ascend with an m:_u.ﬂmsm' 1 plunge and soar together with
plunging and soaring podies. Now |, a camera. fing myself along
their resultant, maneuvering in the chaos of movement, recording
moverment, starting with movemenis composed of the most complex

combinations.
Freed from the rute of sixteen-seventeen frames per second,




tikhail Kavfman .

free of the limils of time and space, 1 put Womméjm« any given points in
the universe, no mattar where I've recorded them,

My path leads to the creation of a fresh parception of the world. |
deciphar in a new way a world unknown to you

Once more let us agree: the eve and the ear. The ear does not
spy, ha eye does not eavesdiop
Separation of functions
Radio-ear—the montage "' hear!
King-eye—tha montage "l ses!”
There you have it, citizens, for the first time: instead of music,
painting, theater. rinematogranhy, and other castrated outpourings.

Within the chaos of moverments, running past, away. running into
and colliding—the aya, all by itsell, enters life.

Aday of visual impressions has passed. How is one lo construct
the impressions of the day into an effective whole, a visual study? If
ane films everything ths eye has seen, the resulf, of course, will be a
jumble. If one skillfiully edits what's been photographed. the resutt will

Mikhail Kaufman

he clearer. If one scraps bothersome waste, it will be belter still. One
oltains an organized memo of the ordinary 2ya's improssions.

The mechanical eve, the camera, rejecting the human eye as crib
shaal, gropes its way through the chaos of visual events, letting itself
bes drawn or repelled by movement, probing. as it goes. the path of
its own miovement. It experiments, distending time, diggecling move-
Qg

ent, o in conlrary fashion. absorbing time within itself. swallo
ceessible 0

a procasses of long duration

yoars, thus schemati
e notral eye.

Aiding the imachine-eye is the kinok-pitot, who not coly controls
tha canera’s movements, but entrusts himself to it during experi-
Tientsin space. And at a later time the kinok-engineer. with remote
controt of cameras. .

The result of this concerled action of the liberated and perfected
camera and the strategic brain of man directing, observing. and
gauging—1ihe presentation of even the most ordinary things will {ake

an an exeeptionally fresh and interesting aspact.

How many people. starved for spectacles, are weaiing away the
seats of their pants in theaters?
They flee from the hurmdrum, from the “prose’ of e, And maan-
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while the theater is almost always just a lousy imitation of that same
life, plus an idiotic conglomerate of balletic affectation, musical
squeaks, tricks of lighting, stage sets (from daubs to constructiv-
ism), and occasionally the work of a talented writer distorted by all
that nonsense. Certain masters of the theater are destroying the
theater from within, shattering old forms, and advancing new slo-
gans for theatrical work; to further their rescue they've enlisted
biomechanics (in itself a worthy pursuit}, and cinema (honor and
glory to it}, and writers (not bad in themselves), and constructions
{there are some good ones}, and automobiles (how can one not
admire the automobile?), and gunfire (something dangerous and
impressive at the front); and by and large not a darmned thing
comes of it

Theater and nothing more.

Not only is this no synthesis: it's not even a legitimate mixture,

And it cannot be otherwise.

We kinoks, as firm opponents of premature synthesis (“‘For syn-
thesis must come at the summit of achievementt”), understand that
it's pointless to mix scraps of achievement: the little ones will imme-
diately perish from overcrowding and disorder. And in general-—

The arena's smail. Come out, please, into life,

This is where we work —we, the masters of vision, the organizers
of visible life, armed with the omnipresent kino-eye. This is where the
masters of word and sound, the most skilful editors of audible e,
work. And I make bold to sfip them the cc_.u::ocm mechanical ear
and megaphene—the radiotelephone.

This is:

newsreel,

radio-news.

| promise to drum up a parade of kinoks on Red Square on the
day when the fulurists relzase the first issue of a radio-news
moniage.

Not the newsreels from Pathé or Gaumont (newspaper chroni-
cle), not even Kinopravda (political newsreel), but a real kinok
newsreel—an impetuous survey of visual events deciphered by the
camera, bits of real energy (as opposed to theater) joined through
intervals into a lectonic whole by the great craft of montage.

Such structuring of the fim-object enables one to develop any
given theme, be it comic, tragic, one of special effects, or som
other type. ’
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It's entirely a question of the particular juxtaposition of visual
detaits, of intervals.

The unusual flexibility of montage construction enables one to
introduce into a film study any given motif—politicat, economic, of
other. And therefore:

« As of now, neither psychological nor detective dramas
are needed in cinema, <

« As of now, theatricat productions transferred to film
are no longer needed,

» As of now, neitner Dostoyevsky nor Nat Pinkerton are
to be put on the screen.

« Everything is included in the new conception of the
newsreel. Into the jumble of life resolutely enter:

1. kino-eye, challenging the human eye's visual repre-
seniation of the world and offering its own ™! see," and
2 the kinok-editor, organizing the minutes of the life-
structure seen this way for the first time.

1923

On the Organization of a
Film Experiment Station

The film office and edilorial staff of Kinopravda are being elimi-
nated. A small nucleus of workers, united by inner discipline, is being
formed—1he first film experiment station.

By organized work, the agency aims to break through the front of
despair caused by idleness, among other factors, if only on one
sector of this front—that of the newsreel and of experimentation. In
addition, experimentation is also to be regarded as a kind of ferment
that involves interested colleagues in intensive cooperation—a_
method that is tried and true. A

Prospects for the future (a tigh objective): aninstitute for conlinu-
ous invention and perfection, a stake in the worldwide quality of
production, the cinema-lighthouse of the USSR.

Let those inclined to smile take note: the higher the objective, the
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Consciousness or the ,mcw.mc;mmocm
{From a kinck proctamation)

We oppose lhe collusion of H:m......a:mn“ovmm._:mmmo_m:.. and a

bewitched public. I

Onily consciousness can fight the sway of magic in allits forrms.

Only consciousness can form a man of firm o?:ﬂ.o:.,m.::
conviction. ’

Wa need conscious men. not an unconscious

to any passing suggestion.
Long live the class consciotsness of the healthy with eyes and

MmAss submissive

- earsto see and bear with!
~.._fway with the fragrant veil of kisses, murders, doves, and

slaighit-of-hand!
Long live the class vision!
Long live kine-eye!

" -

e

The Basis of Kino-Lye — ‘ .
The establishrient of a visual (kino-eye) msa)mcm;o;\ (rarfio-enr)

class bond bebyeen the praletanats of alt nalions andtatrls ona

patforms of the comnusist deceding of world 1elations. -

Ther decoditgg of lile as it is.

- wiluence of facts upon workers” consciousness.
.

~

T~ Influence of tacts, not acting. dance, o1 verse. ,
f// Reteqation of so-called art—to the periphery of consciousness.
) 1_mnm.:o of society’s econemic structure al the center of attention.
Instead of surrogates for life (theatrical presentations, fim-drama,
elc ) carefully selscted, recorded, and organized facts (major of
minor) from the fives of the.workers themselves as well as fromn
those of their class enemies. .;///

~ -

From a Talk by a Group Leader N
Tiwough this visit we learned how films are made. From procuc-
tiandp screening, the fellows followed the making of an artistic
qu_:m,_./ T saw lor themselves a studio, actors, and directors.
tuction of fins by kinoks; and as a result, for the
& Oclober Revolution, the group pul up a
wi with actors and artistic dramas -

N

They saw the €
seventh anniversary ¢
huge poster on their car: ™

give us a new cinemal” And in bracket: S~
eleventh and ninety-third detachments . /
Young Pioneers.” .
The group has about fifteen active members. Among a numb
of gifts received on the detachment’s anniversary was one from the
kinoks: areal still camera with alf the accessories. There was no end
to our joy. ~.
Right now the feliows are putting. ,NE a weekly newspaper of their
. own, Photo-eye, consisting of their owrt photegraphs (every photo-
graph, even those thal have not furned out, is included). Through
. this newspaper they can gauge their progress in U:Qauwmu:,\. and,

—. in addition, iluminate all the main events in their lives each Wmfmx/

neersin other cries of the Soviet Union—Rybinsk, Voronezh,
Barnaul, etc. —and they feel it's their duty to tell everyone about their
group and about Pholo-eye.

In order to review our work a diary is kept by each in turn. Certain
interesting moments in the life of :WIQ.@:U /ma descrbed in it

Provisional Instructions to Kino-Eye Groups
1 Introduction

Our eye sees very pootly and very lithe —and so men conceived
of the microscope in order o see invisible phenomena; and they
discovesed the telescope in order to see and explore distant, un-
known worlds. The movie camera was invented in order o
penetrate deeper into the visible world, to explore and record visual
phenomena, so thal we do not forget what happens and what the
future must take into account. .

But the camera experienced a misfortune. It was ivented at a
time when there was no single country in which capital was notin
power. The bourgeoisie’s hellish idea consisted of using the new toy
to entertain the masses, or rather to divert the workers' attention
from their basic aim: the struggle against their masters. Under the

Young Pioneers. The Young Pioneers were established by the fifth
Komsomol Congress in 1922 for children between the ages of ten and
lourteen. The organization stressed collective action rather than individual
incentive and competition. kn Vertov's Kimoglaz of 1924, members are an-
tive in campaigns for price control, the eliminalion of alcohalism, and in
oihar aspects of public education—ed.

The detachment corresponds with the couniryside and with umo,..
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form. We know many enemies of the contemporary theater who are
at the same time passionale adrpirers of cinema in its presant fotrm.

Few people see clearly as yet that nontheatrical cinema (with the
exception of newsreel and some scientific fims) does not exist

Every theatrical presentation, every motion picture is constructed
in exactly the same way: a playwright or mozu?ﬁ.zmﬁ then a direclor
or film director, then actors. rehearsals, sets, and the presentabon to
the public. The essential thing in theater is acting, and so every
miotion picture constructed upon a scenario and acting /s a thealical
preseniation, and thatis why there are no differences hetween tha
productinons by directors of different nuances.

Al of this, both in whole and in part, applies to theater regardless
of its trend and direction, regardless of its relalionship to theater as
such. Alf of this lies outside the genuine purpose of e movie
carmera —ihe exploration of the phenomena of life.

Kinppravda has clearly shown that it is possible to work outside
theater and in step with the revolution. King-eye is confinuing e
work, beguin by kinopravda, of crealing Hed Sovief cinemi

2 The Work «f Kino-{'ye
(i the basis of repotts by film-chservers a plan for the onenta-
lion and offensive of the movie carmera in lile’s ever-changing
erviromnent is being worked out by the Council of Kino-Eya, The
work of ha movie cameta is reminiscent of the work of the agents of

eloctne narectic of the movie theaters, the more o1 less starving . e GI'Y who do not know what lies ahead, but have a definite
aly sub- assighment; to separate out and bring to light a particuiar izsue, A

nster s’ cinemnma. The

pwoletarnat, the jehless unclenchaed s iron fist and v

s of he

mitted to tha corrupling

whiar affair,
stens evpensive and seats e fow And so the masters force

1. The kinok-observer closely walches the environment

o dinee africal produchions that show ns how

ftir oy

and the people arcund hins and tries 1o et sepas
rale, isolated phenomena according to generalized o

distine:tive characteristics. The kinok-observer i3

the: brourgecisie love, how they sufler, hows they care for their
workers, and how thesa higher beingg, the aristocracy, differ from
lvwwer ones (workers, peasants, efc))

; - . - . assignnd a thame by the leader
icnary Russia the masters’ cinema played a procisely assigned al by the le

2 The aroup leader of film [recennaissance] scou dis-
tributes themes to the observers and, in the begiining.
helps each observer to sumrmarize his observations

Wheit the leadder has collected alf the surmmaries. he n
fivichisal cfatn

arrole, Alter the Qcteber Revolution the cinéma was faced with

. Actors who had

cult task of adapting itsel 1o the now

plaved tsarist civil servants began to play workeers: these whoe had
plaved fadies of the court are now grimacing m Soviet shle Few of

turn classifies thern and rearranges the ir
nof the therme s

us yet realize, however, hat all this grirmacing remains, m mmy

aespects within the frameweark of bowrgeois trchnique and theatrical until a sufficienlly clear constrac

§ achieved.
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Themes for initial observation can be spiit into roughly
three categories:

a. Observation of a piace (for example, a viltage reading
room, a cocperative)

b Observation ol a person or object in motion (exam-
ples: your father, a Young Pioneer, a poshmain, a
streetcar, elc.)

. Observation of a theme irrespective of particular per-
gons or places (examples: waler, bread. footwear,
fathers and children, cily and country, tears, laughter,
etc.)

The group leader must teach them to use a camera
(later, @ movie cameraj i OiGer 1o prctograph the more
striking momenits of observation for a bulletin-board
newspaper.

A bulletin-board newspaper is issued monthly or every
two weeks and uses pholographs te illustrate the lite of
a tactory, plant, or village; it participales in campaigns,
reveals surrounding lie as fully as possible, agitates,
propagandizes, and organizes. The group _mmamﬂ sub-
mits his work for approval by the Goskino cell of the
Hed kirioks and is under he immediate supervision of
Ihe Council of Kino-Eye.

3 The Council of Kino-Eye heads the ertire organiza-
tion. It is made up of one representative from each
group of kinok-observers, one representative of the un-
organized kinoks, and, provisionally, three
representatives of the kinok production workers. .

Inits practical, everyday work the Council of Kino-Eye
relies upon a technical stafi—the Goski - ollof Ned
kinoks.

The Goskino kinoks' cell should be regarded as one of
the factories in which the raw material supplied by
kinok-observers is made into fim-cbjects.

The Goskino kinoks' cell should also be regarded as an
educational, model workshop through which Young £40-
neer and Komsomol filrn groups will be drawn into
production work. .

Specifically, all groups of kinok-observers will be drawn
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into the production of future kino-eye seties. They will
be the author-creators of all subsequent film-objects.

This departure from authorship by one person or a group of
persons to mass authorship will, in our view, accelerate the destruc-
tion of bourgeois, artislic cinema and its attributes: the poser-actor,
fairy-tale scripl, those coslly toys—sets, and the director-high

nrinst,

3. Very Simple Slegans

1_Film-drama is the opium of the pecple.

2 Down with the immortal kings and queens of the
screen! Long five the ordinary mortal, fimed irt life ai s
daily taskst

3. Down with the bourgeois fairy-tale script! Long live lile
asitis!

4. Fitm-drama and religion are deadly weapons in the
hands of the capitaists. By showing our revolutionary
way of life, we will wrest that weapon from the enemy's
hands.

5 The contemporary artistic drarma is a vestige of the
old world. 1t is an attempt to pour our revolutionary
reality into bourgeois maolds.

& Down with he staging of everyday lite! Film us as we
are.

7 The scenario is a fairy tale invented for us by a writer.
We live our own lives, and we do not submit to anyone’s
fictions.

B. Each of us does his task in iife and does not prevent
aryone else from Eoﬂrm:@.. The film workers' task is to
fim us so as not to interfere with our work.

9. Long live the kino-eye of the proletarian revolution!

-

4. The Kinoks and Editing
By editing, artistic cinema usually means the sphicing logether of
individual fimed scenes according to a scenario, worked cutto a

grealer or lesser extent by the director.
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The kinoks altribute a completely different significance to ediling
and regard it as the organization of the visible world.
The kinoks distinguish among:

1. Editing during observation—onienting the unaided
eye at any place, any time.

2. Editing after observation—mentally organizing what
has been seen, according to characteristic features.

3. Editing during filnting— orienting the aided eye of the
movie camera int the place inspected in step 1.
Adijusting for the somewhat changed cenditions of
filming.

4. Editing after filming—roughly organizing the footage
according to characteristic features. Locking for the
montage fragments that are lacking.

5. Gauging by sight {hunting for monlage fragments)—
instantaneous orienting in any visual environment so as
to capture the essential link shots, Exceptional
attentiveness A military rule. gauging by sight, speed.
attack.

6. The final editing—revealing minor, concealed themes
together with the major ones. Reorganizing all the foot-
age into 1he best sequence. Bringing out the core of the
fim-object. Coordinaling similar elernents, and finally,
numerically calculating the montage groupings.

When filming under conditions which do not perinit prefiminary
observation—as in shadowing with a movie camera or fining unob-
served —the first two steps drop away and the third or fifit step
comes to the fore

When filming short moments, or in rush filtming, the combining of
several steps is possible.

In all other instances, when filring one or several themes, all the
steps are carried out and the editing is uninterrupted, beginning with

- the inilial observation and ending with the finished fim-object

The Kincks and the Scenario

It is entirely appropriate to mention the script here. Once added
to the above-mentioned editing system, a literary scenario immedi-
ately cancels its meaning and significance. Because our objects are
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consiructed by editing, by organizing the footage of everyday life,
unlike arlistic dramas that are constructed by the writer's pen.

Does this mean that we work haphazardly, without thought or
plan? Nothing of the kind. .

If however, we compare our prefiminary plan to the plan ot a
commission that sets out, let us say, to investigate the living quarters
of the unemployed, then we must compare the scenario to a short
story of that investigation writferr before the investigation has taken
place. .

How do artistic cinerma and the kinoks each proceed in the
present case?

The kinoks organize a film-object on the basis of the factual fim-
data of the investigation.

Alter polishing up a scenario, fim direclors will shoot some enter-
laining film-illustrations to go with it: a couple of kisses, a tew lears, a
murder, moonlit clouds rushing above, and a dove. At the end they
write “Long live. . . . 1" and it all ends with " The Internationale.”

Such, with mincr changes, are ali fim-art-agitdramas.

When a picture ends with " The Internationale,” the censors usu-
ally pass it, but the viewers always feel a bit uneasy hearing the -
proletarian hymn in such a bourgeois context.

A scenario is the invention of an individual or a group of people: it
is a short story that these peope desite to transfer to the screen

We do nol consider this desire criminal, but presenting this sort of
work as cinema’s main objective, ousting real film-objects with these
little film shorl stories, and suppressing all the movie camera’s re-
markable possibilities in worstip of the god of art-drama—this we
cannot understand and do not, of course, accepl.

We have not come o cinema in order o feed fairy 1ales to the
Kepmen and Nepwomen lounging in the loges of our first-class
movie theaters. .

We are nol tearing down arlistic cinerna in order to soothe and
amuse the consciousness of the working masses wilh new rattles.

We have come o serve a particular class, the workers and
peasants nol yel caught in the sweet web of art-dramas,

We have come to show the world as it is, and to explain to the
worker the bourgeois structure of the world.

We want to bring clarity into the worker's awareness of the
phenomena concerning him and surrounding him. To give everyone
working behind a plow or a machine the opportunity to see his
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