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Tesla — idealist mnwmbdwmd :
J. P. Morgan - cruel capitalist
Adams - advisor for cruel capitalist

(yround 1904, at Morgan's house, USA)

Morgan : There was one promise without damn visions
and lightning flashes of yours. What promise I was
counting on, was that you will be able to send the
messages to distant @Hmomm»hﬁdaosa any wires. But
we heard that this thing k=sre- been invented, but
not by you Tesla, but by some Italian...

Adams 3 Marcconi y

Morgan s Whatever. Well hemadé some kind of boxes

talking with England with it. I had to buy patents

from him. You are boa#@nww one with the ideas.

There is this Jew over Germany...

Adams ¢ Einstein... whole scientific world is tal-

king about his theory. his

Morgan : And there is thing in Paris.

Adams ¢ They split the atom.

Morgan $ Whatever it means...

Adams : It means®whole new source of energy.

Tesla ¢ Such energy is created by destroying natu=-

ral elements. This is serious crime against the

nature and one day will gedsse==%e bring a catastrophj

World is at a crossroads right now. If we pass

this chance we shall be ableto be responsible for

future generations.

Morgan : Chance! Chance of what?

Tesla 3 We send the energy to the outer shell of

the world, to the Ionosphere. Energy from the sea,

the wind, energy from the sum. We no longer need to
destr® or burn anything. We simply take what alre-

W@% exists and put to our use in unlimited quanti-
ies.

Morgan ¢ You want me to believe that this is all
ossible? o
esla ¢ Yes I have proveds And already everything

is in this file. A1l we have to do¥to appy it.

Morgan : Adams, you see all of this?

Agams:yes, sir. ;

|Morgan ¢ One single sourceof the energy.

what this means., Right Tesla?

Tesla s Yes sir, that's right.

Morgan ¢ And any one can drawn on anyone in

world? el L

Tesla ¢ The Barth's outer shelly you remember, goes

around the whole planet. Yes. Power will belong to

everyone.

What was that?

That's

Morgan ¢ There are some financial details we have ;

to go over., Tesla, I don't want to keep ypu any
longer. I'm sure you are anxious to go back to

Pour work. We will send these files to you. Bye
Tesla. I forgot you never shake hands.

(Tesla leaves).
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Social elokuvien
Cinema ainoa tar
perustuu koitus  on
elokuvan kéyhyyden
kayttéar- ccmm«_vmm:.
voon, vasta kolonisointi
kohtanaan valheilla |

valtavirta-elo-
kuvan vaihto-
arvo.  Social
Cinema pyrkii
kéyttamaan ku-
via poliittisin kei-
noin ja olemaan
suoraan htey-
dessé elinkokemuk-
siin ja -olosuhteisiin.
Olemme  kyllasty-
neitd ja tylsistyneitd

keski-ikdisten miesten

porvarillises-
ta mukavuu-
desta ja hy-
vinvoinnista.
Tosiseikka, ettd
suurimmalla o
salla thmisista ei
ole edes alkeell:-
sia peruselinehto-
ja, on tarpeeksi
inhotaksemme ’vaih-
toehtoista’ valtavir-
taelokuvaa. Mutta

ja naisten psykologi- onneksi on my®s ole:
sia kriiseja kdsitteleviin massa elokuvia, jotka
tekopyhiin  ‘vaihtoeh- | ovat dlttiita luokkatie:
to’ elokuviin. Erityisen toisuudelle, riistolle,
vdsyneita O_maam n_D. mar mﬁﬂ_mmomzzm:p. _AO%
vid-lynchmaisiin _ keskil- | hyydelle ja _tavallisten
vokkaisten  varakkaiden | miesten ja naisten on el
miesten seksuaalisistq, mille. Tassa Social Cin:

ema:n toisessa jaksossa,
hteistyossd  Kokeellisten
aiteiden Nomadisen Aka-
temian kanssa, esitamme

tai tarkovskimaisiin uskon-
nollisista ja metafyysisistd
ongelmista kertoviin eloku-
viin. Meidéan, niinkuin monen

muunkin,  maailmanlagjuis- elokuvia tieteestd, ei eman-
esti, on mahdoton samastua sipaation sortajana _ vaan
naiden elokuvien mystiikkaan, sen vapauttajana. Taman

emansipaation  mddritelmé

ja tamd on yhden tarkedn MAansips - :
syyn takia: monella meistd ei kristallisoituu Leninin utopiassa
3gn  kommunismir

ole samanlainen elintaso kuin madaritellessaan
seuraavasti: neuvostovalta plus

mitd ndissé elokuvissa esite- Ao
tdan. Mielestamme na koko maan sdhkdistdminen.

naiden
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on voittomme lopullinen.
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lemme jo laatineet maata varten alustavan sdhkois-
tamissuunnitelman, siti on ollut
parasta tiedemiestimme ja teknikkoa. On laadittu suunni-
telma, jossa on esitetty materiaali- ja finanssilaskelmat
moneksi, vahintdidn kymmeneksi vuodeksi eteenpiin. Tim4
suunnitelma osoittaa, kuinka monta miljoonaa tynnyri4
~sementtia ja kuinka monta miljoonaa tiilti tarvitsemme
sdhkoistamistd varten. Sahkoistamistehtavien toteuttaminen
vaatii laskelmien mukaan rahavaroja
kultaruplaa. Tieddtte, ettei kultavarantomme riitd ldhimain-
kaan kaikkien ndiden menojen kattamiseen. Eika elintar-
vikevarantommekaan ole suuri. Siitd syystd meidin on
katettava menot myontdmalla toimilupia sen suunnitelman
B mukaan, josta olen puhunut. Niette laskelmista, milld
‘tavalla téltd pohjalta on suunniteltu teollisuutemme ja
kulkulaitoksemme jilleenrakentaminen.
L Minulla oli dskettdin tilaisuus olla ldsnd erdissi talon-

poikain juhlassa Moskovan kuvernementin kaukaisella seu-
- dulla, Volokolamskin ujestissa, missa talonpojilla on sahkd-
valaistus %, Pidettiin ulkoilmakokous, ja erds: talonpoika:
astui esiin ja alkoi pitdd puhetta tervehtien tita uutta
itapahtumaa talonpoikien eldmassd. Han sanoi, ettd he,

“talonpojat, olivat elidneet pimeydessd ja nyt he saivat
- ‘Valoa, epéluonnollista valoa, joka tulee valaisemaan heidin

italonpoikaista pimeyttinsa. Minua henkilokohtaisesti nama
Zsanat eivit kummastuttaneet. Puolueettomista talonpoikais-

laatimassa kaksisataa |

1—1,2 miljardia |

Kommunismi on Neuvostovalta plus koko maar.sihk
i EESQF Muuten maa pysyy maana, jossa vallitsevan

pientalonpoikaistalous, ja meidén on tajuttava se selvisti.
Me olemme heikompia kuin kapitalismi, emmekd ainoas-
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n 1 mitassa, vaan my6s maamme puitteissa.
Kaikki tietdvit sen. Olemme tajunneet sen ja viemme asian
niin pitkéille, etta taloudellisena perustana tulee olemaan
pientalonpoikaistalouden asemesta suurteollisnus
silloin, kun koko maa on sdhkoistetty, kun teollisuudelle;
maataloudelle ja kulkulaitokselle on luotu teknillinen pe-
rusta nykyaikaisen suurteollisuuden muodossa, vasta silloin:
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Yhdysvalloissa 1940 valmistunut .u_o._aw.. and
the Land on erinomainen esimerkki .:,camr
leen esittamisestd”. Ivensin rekonstruktio on
jotain aivan muuta kuin oikotie tapahtumasar-
jaan, jonka luonnollista kuoriutumista Eu\w:m_
ehka odottaa kymmenkertaisia aikoja — "uu-
dempi, laveampi dokumentaarisen elokuvan

muoto’ merkitsee emotionaalisen (kokonais)ti-
lanteen, ihmisen ja hanen yhteiskuntansa to-
dellisten suhteiden, ndkemyksellistd hahmotta-

mista.

Ilvens korostaa suurena vaarana helppoa
naturalismia: amatbérit saavat tehda mita lys-
t44 tai sitd mikd heistd tuntuu luonnolliselta.
Vaikka tuo "luonnollisuus’ onkin hahmotuk-
sessa ylivertainen johtolanka ja erédénlainen en-
siskenario, siitd voi helposti ajautua &arivii-
vattomaan ilmaisuun. Sellaisen hetteikdssa ku-
vattu henkild ja h&nen sisimpéansa :w:._u_._ve&
sen sijaan ettd hanen profiilinsa tulisi osaksi

T g ==t .

- - -
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A&riviivoiltaan ja yhteiskunnalliselta sisallol-

td4n ymmdérrettavaa ja havainnollista maa-
ilmaa.

B e

Toinen perusvaara liittyy esiintyjien yhteis-
mitattomuuteen. Kun ensimmainen visyaalinen
vaikutelma henkildstd on aika ratkaiseva, saat-
taa elokuvaus lahtea kayntiin ryhmalla esiin-
tyjid jotka kukin erikseen ovat merkittavid mut-
ta jotka yhdess4 ja samoissa kohtauksissa —
olivatpa he sitten vaikka oikeat is4 ja poika —
eivat puhalla yhteen.

Power and the Land oli viimeisia merkkitdita
siind yhteiskunnallisten dokumenttien sarjas-

— | s © . =
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sa, joka syntyi Yhdysvalloissa presidentti Roo-
seveltin New Dealin taidepolitiikan tuloksena.
Elokuvan tuottaja oli Pare Loreniz, teoksien
The River ja The Plough That Broke the Plains
ohjaaja, ja se liittyi maaseudun s&hkdistami-
sen tarpeisiin ja propagointiin. Elokuvassa
esiintyva Parkinsonin perhe 16ytyi pitk&n hara-
voinnin tuloksena, tyypillisena esimerkking ja
tavallaan yhteenvetona siita tutkimusmatkasta
jonka lvens — ensimmdist4d kertaa — teki

¥hdysvaltojen suurten kaupunkien ulkopuolel-
le, maan hiljaisen enemmiston asuinsijoille.
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Mutta tiedettikoon ja muistettakoon, ettei mmxrmmmﬁmammﬁ
voida suorittaa, kun meilld on lukutaidottomia. Ei riitd se,
ettd komiteamme pyrkii tekemddn lopun lukutaidottomuu-,
desta. Se on tehnyt paljon siihen verrattuna, mitd on ollut,
mutta vihin siihen verrattuna, mitd on tehtava. Paitsi luku- |
taitoisuutta tarvitaan sivistyneiti, tietoisia, wvalistuneita]
tyotitekevid, tarvitaan sitd, ettd talonpoikaiston valtaosa |-
kisittdisi selvdsti ratkaistavanamme olevat tehtdvit. Tul-
koon tdma puolueen ohjelma tdrkeimmaksi kirjaksi, loyta-
_koon se tien jokaiseen kouluun. Yleisen sdhkoistdmissuun-
nitelman ohella siind on Vendjdn kutakin piirid varten |,
‘§ laaditut erikoissuunnitelmat. Ja kaikilla eri paikkakunnille
matkustavilla tovereilla tulee olemaan tietty suunnitelma
siitd, miten hdnen oma piirinsa sahkoistetaan, siirrytidan
A 8§ pimeydestd normaalioloihin. Ja, toverit, paikkakunnilla
voidaan ja tdytyykin vertailla, kehitelld ja tarkistaa teille |
annettuja ohjeita ja pyrkid siihen, ettd vastattaessa kysy- |
-mykseen, mitd on kommunismi, kaikissa kouluissa, kaikissa |
kerhoissa puhuttaisiin myos siitd, miten pédstidn pois |
pimeyden tilasta, eikd rajoituttaisi yksinomaan siihen, miti .
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on sanottu puolueen ohjelmassa.

Tyontekijdin parhaimmisto, talousmiehet ja spesialistit
ovat tdyttdneet saamansa tehtivian — laatineet suunnitel- |

|

__,__

tamista varten. Nyt on saatava tydliiset ja talonpojat zm-—.
R toisiksi siitd, miten suuri ja vaikea tuo tehtiva on, misti on
‘I § aloitettava ja miten siihen o
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1934
, 1941

]

), 1932
1937

Moskva stroit metro (Moscow Builds the Subway)

Strana Sovietov (The Country of the Soviets)

Ispaniya (Spain), 1939

19486

1927
lstoi (The Russia of Nicholas

]

1928
(Twenty Years of Soviet Cinema)

L]

1927
(The Great Road)

Rossiya Nikolaya II i Lev To

)

ut
(Komsomol--Leader of Electrification

P
IT and Lev Tolstoi)

Segodnya (Today), 1930
SH-E

Dynast

Velikiy

1940
Fashizm budet razbit (Fascism Will Be Destroyed)

Strana rodnaya (The Native Country), 1942

Sud v Smolenske (The Trial in Smolensk)
Po tu storonu Araksa (On the Other Side of the Aras

Padenie dinastii Romanovykh (The Fall of the Romanov

20 let sovetskogo kino

K

In addition to these films, Shub edited many doc-
umentaries for the younger filmmakers and conceived scores
of newsreels dedicated to various political, public, and cul-
tural events of the country. One of the most successful was
her two-hour newsreel about the International Congress of the
Democratic Federation of Women, held in Moscow in 1948,

a0t

e
was not 09

The greatest problem Shub faced was digging up all
the existing film material, which, after the Revolution, had
been largely taken out of the country and sold to foreign
producers (mostly American) or destroyed by the bad con-
ditions in the film archives and production companies in
Russia. She began at the last moment to search for all the
footage related to Russian history, visiting many archives
and storage places of the pre-revolutionary newsreel com-

R | panies, "Kino-Moskva,'" "Pathé," and "Gaumont” in Moscow,
Leningrad, and Kiev as well as in The Moscow Museum of
the Revolution. She persuaded the government to buy the
important 2,000 feet of negative about the February Revolu-
tion of 1917, including rare shots of the Tsarist period,
sold in the United States immediately after the Revolution.
She then began extensive research into the historical back-
ground and the selection of relevant material that could

Wl support her historical point of view.

The crucial issue in this type of {ilmmaking is to
present the visual data in such a manner that the author's
ideclogical attitude comes through without distorting the
documents themselves, Shub emphasized this issue by
saying: "The intention was not so much to provide the facts,
but to evaluate them from the vantage point of the revolu-
tionary class. This is what made my films revolutionary
and agitational--although they were composed of counter-
revolutionary maferial’ (251). She had in mind footage taken
from films made by anti-Marxist filmmakers which supported
the Tsarist policy.




ESTHER SHUB: FILM AS A HISTORICAL DISCOURSE

Vlada Petric

It is amazing how many unexpected solutions
come up when you hold film stock in your hands.
Just like letters--they are born from the tip of the
pen. ==Shub

Esther Shub, along with Dziga Vertov, must be con-
sidered the most avant-garde Soviet filmmaker in silent
documentary cinema., Admitting that she got her "schooling"
from Vertov's films, Shub saw cinema as a constructivist
enterprise, i.e., a montage structure composed of archival
footage. Hence she would select only existent film shots
to construct new cinematic structures as an engineer would
construct a building or machine. Vertov also considered
himself an "engineer,'' but he and his kinoks® photographed
"life~-As-It-Is" without a preplanned script. In contrast to
Vertov, Shub used prewritten scripts for her films, but both
fought uncompromisingly against ''staged" cinema with actors
and sets.

When Shub started her career as a filmmaker, there
was another prominent woman filmmaker in the Soviet Union--
Olga Preobrazhenskaya, who directed several feature films,
including both Women of Ryazan (1927) and The Quiet Don
(1930). However, Shub's interest lay not in the feature film,
but in the documentary. She belonged to the revolutionary
filmmakers who wanted to change the very ideas about cinema
and at least diminish the influence of the traditional (bourgeois)
cinema in the new society. Shub's most important contribu-
tion was the establishment of a specific cinematic genre, the
so-called compilation film, movies made exclusively from
existing documents, mainly stock footage taken by many, often
unknown, cameramen. Working with newsreel material
(kinokhronika), Shub discovered some crucial principles of
editing and intertitling, which were further developed b
Eisenstein, Vertov, Pudovkin, and Kuleshov.

Shub was born to a family of landowners in 2 remote
Russian village in the Chernigov district in the Ukraine on
March 3, 1894, She attended elementary school in a nearby
provincial town and studied literature in Moscow a few years
before the October Revolution. Most of her time in Moscow
was spent with the family of Alexander Ertel, a writer famous
at the time, whose home was regularly visited by important
literary and theater people, including the great poets Maya-
kovsky and Khlebnikov, the writer and poet Bely, and the
painter Burlyuk. They all belonged to the avant-garde move-
ment which fought against traditional art as well as the of-
ficial cultural policy imposed by the Tsarist government. After
the revolution Shub dropped her study of comparative literature
g0 that she could attend the seminar of The Institute for Women's
Higher Education given by progressive scholars and social activ-
ists of Moscow. While studying at the Institute, she applied for
a job in the government, feeling that she could contribute some-
thing to the culture of the new regime; thus she became one of the
officers in the Theater Department of Narkompros.

In the beginning she was involved in theater and
collaborated with Meyerhold and Mayakovsky, but later, in
1922, she joined the staff film company, Goskino, and 'began
to_l:earn about cinema. She soon became an expért in re-
editing films imported for Soviet distribution, while producing
her_se].{ both compilation and documentary films, Shub re-
ma:med in Goskino until 1942 when she was nominated chief
editor of Novosti Dnya (The News of the Day) in the Central
Studio for Documentary Film in Moscow. In 1933-35 Shub
supervised the montage workshop in Eisenstein's class in
VGIK. © During the war she edited newsreels and continued
to teach montage in VGIK when the school moved to Alma Ata
in Kazakhstan. Her closest friends in the film world were
Sergei Eisenstein, Vsevolod Pudovkin, Dziga Vertov, and
Viktor Shklovsky. She wrote two books, In Close U) 1959
and My Life--Cinema, 1972.4 Shub died in Moscow ,Sep- :
tember 21, 1959, leaving to the history of cinema tﬁe fol-
lowing films: :
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