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1. Pathos 122

From an area where subjective experience has already been camp}et'eiy
devoured by obiective concreteness, through whose exterior depiction
the artist's temperament. and fantasy aze quite unexpectediy and no less
intensely arcused.

Architecture. .

Having verified the norms of ecstatic construction discovered }an us in
examples from the first two areas, et us try o show how persua:szve they
are also in the area of architectural conception, fantasy, and imagerv.

We could make this excursion on the principles of the Gothic that
seem to explode the balance of the Romanesque style. And, within t}rze
Gothic itself, we could trace the stiring picture of movement of ifs
lancet® world from the first almost indistinct steps toward the ardent
madels of the mature and postmature, “flamboyant” late Gothic.

We could, like W&Ifflin, contrast the Renaissance and Baroque®™ and
interpret the excited spirit of the second, winding like avspiral, as an
ecstatically bursting temperament of a new epoch, expl{}dzz?g preceding
forms of art in the enthusiasms for a pew quality, responding to 4 new
social phase of a single historical process.

We could show this clearly in a very concrete example of what was
done with the “cosmically balanced” project of the plan of 5¢ Peter;i
Cathedral in Rome {created by a man of the Renaissance, Bramanie™
(1506)], by Michelangelo, in whom the temperament of a man of the
Baroque is exploding when this initial project finally falls to him forty
years later for its final completion.t '

But for clarity 1 would stili prefer to trace this case as well — again
within the limits of one biography - by juxtaposing two works {}f, two
different stages of the creativity of the same artisf - tt}e ?ﬂuzicier
completing his path by a leap from the architect and archeclogist into the
image of the artist — and the visionary. . o

Such is the case of Giovanni Batiista Piranesi '

1f Bl Greco is known by every youngster in his aspect of an ecstatic
mystic, then perhaps it would do no harm for Piranesi if we introduced
several “corroborations” of this from “autheritative scurces” before
rushing into a direct cbhservation of his erchings, although they cry out
most eloquently of this themselves! ) _ o

A. Benocis's History of Painting has discussed this exhaustivelys:

.. .History knows few artists in whom the excitement of creativity would appear
with such strength, in whom there would be such ardor. ..
... A remazkable ability to be al the same time both a scholar and 3 poet (no

i i i i e - HAM.}
* Lancet arch: sharply pointed arch associated with the Got?uc sty ) ]
H imer Bramanie, the project passes lo Raphael. Raphael dies in 1522._ The project is
continued by Peruzzi and Antonio da Sangallo the longer. Sangallo dies in 1546 and the
next year the work passes to Buonarotid. )
4 135:!19 16, p. 486. 1o the quote 1 allowad myself to categorically choose those passages that
have particedarly direct relation to what is relevant o us.
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one will say where Piranesi the archaeologist ends and where the artist begins,
where the poet passes over into the scholar and the visionary — into the strict
Investigator). . . !

- . -Myopic minds reproached Piranesi for the fact that in proceeding from his
archaeclogical studies, he was not able to restrain his fantasles. However, one
may ask what is essentially more valuable: those grains of so-called knowledge,
which a true archaeclogist may discover in his investigations, or that new fairy-
tale world which arose in Piranesl's imagination as the result of his ecstasy
before the power and heauty of Roman architecture? . ..

Even in this sheort, descriptive discuasion, even in these traditional
turns of speech, which ave always at the service of art critics and
historians of art {*. . . where the archaeologist ends and where the artist
begins, where the poet passes over into the scholar and the visionary --
into. . .the investigator”, even in them we can perceive what we already
know as the basis of the characteristic guality of ecstasy, of the ecstatic
personality!

Here what is taken, not as a series of rhetorical phrases bnt as a
biographical fact, gives us another broag exampie of a leap within the
biography itself.

We already saw Zola passing from a "novelist” into a “eacher of Hfe”;
we know that same eveolution from the satizist to the utopianist in the
biegraphy of Gogol; we know Leonarde da Vinei, Tansporied from an
artist 1o & scholar. We also know this latter from Goethe's biography,
where the jump from poetry into the sphere of pure philosophy (even if it
be the second part of Faust) is even more siriking. . .

However, in his biography Piranesi gives us transitions of a reverse
leap instead: from archeolegist to artist, from scholay to poet, from
investigator 10 visionary. '

Thus at least inner discovery moves through the sequence of a series of
etchings, through the etchings themselves, and, finally, through visibly
changing editions of the same series in intervals through a period of
fifteen t0 twenty years.

Let us recall something analogous in the regeneration of the pictorial
treatment of one and the same theme in £l Greco.

And let us turn 10 this area in discussing the problems of the work of
Gigvanni Battista Piranesi. ..

Piranesi or the flux of form?®

I am sitting in a bright veliow room flooded by sunlighi. 1t is the corner
room of my aparitment on Potylikha and through one of its windows it
locks out at the village of Troitskoe-Golenishchevo. From here, beating
the French “in the rear,” partisans at one time drove out the army of
Napoleon's invaders from Moscow.

(This gave the name 10 the whaole region.)
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The other window iooks out at a bare field.

Onee this field was an appie orchard.

The apple trees of the orchard — I dug up, in 1938.

1 liberated this area of its orchard under a studio lot for “The Battle on
the Ice”

Here in the summer, after transforming the lot into the ice-covered
gurface of Lake Chad, and after re-creating other hordes of invaders of
the Russian land, I pursued for a month — the cur-knights of Alexander
Nevsky.

Recently beyond my windows the limits of the city of Moscow
terminated.

And the house where I lived was the last house within Moscow city
limmizs.

Tnadvertently dropping a cucumber out of the kitchen window, it
would now drop into Moescow . . . Province.

But now the Hmits of the city have been extended, and the line of the
watershed of both province and city go far out beyond my windows.

In 1941 the invader-Germans were not allowed up fo this line and were
heid back somewhere, above the village of Troitskoe and the field of “The
Battle of the Ice,” not reaching my yellow room, which lcoked out through
its windows in the direction of Mozhaisk and Minsk. '

Between the windows - in the corner — a windowsiil.

On the windowsiil — if.

Iz — the object of many years of longing and searching.

I first saw it as a reproduction in a small — but actually guite thick -
littie book on the history of theater decoration: Guilio Ferrari, La
Seenografia (Milano, 1902), from the library of the former theater of 8. L
Zimin.

¥ is a sheet of a Piranesi etching.

It belongs to the series Operie varie di Architettura [ Various Works of
Architecturel.

And it is called Carcere oscura [Dark Dungeon or Dark Prison].

It is assumed to have been created under the influence of the work
Prison d’Amadis of Daniel Marot. It far surpasses the prototype. And it
is dated 1743.

Quite recently — fust now — I was finally able to get it

Asg always — by means both strange and inscrutable.

In the form of an exchange.

An exchange with one of the peripheral museums.

The musemn was based on an extravagant and unsystematized
collection of rarities of a certain merchant, who often fraveled abroad.

in his private residence a stuffed bear got along guite peacefuliy with a
dish, a terrible carved “biackamoor” with candlesticks, and beautiful
items truly upper class: for example, several sheets of Piranesi.

Figure 7 Dar!; Dungeon [or Dark Prison] by G.B. Piranesi, 1743, From Frima
Farte di Architetturee Prospettive inventate ed incise da Gio. Batta. Piranesi

grguc;grto veneziang, . ., Plate 2, drawing 6. Photograph & Ashmolean Museum,
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. . & 102
In exchange went — one Edelinck,’® one Hogarth,'®" one Nanteuil,

and the charming Claude Melian'®®. .

Perhaps that was a ot .

But in return T finglly got this one and one other sheet of Piranesi — my
Very own.

My very own, accurately framed, is distinguished from ﬂ?e canary-
vellow walls by its expressive coffee-stained color of burnt sienna and
white passe-partoul. )

1 have been a longtime admirer of the architectural violence of
Piranesi's Dungeons.

But more an enthusiast than a conmoisseur, 4

Therefore I always related this sheet I liked so much 1o the series
Invenzioni capriccosi df carcerf,* weli-known in two variants - 1745 and
17615 — not 10 the earlier Opere varie."

I am locking at this sheet on the wall right now. ‘

And at first I am struck by its complete perfection — the degree of &g

" balanced. .. eekness. -

Probably, because of the freshness of the first Impression mafle by
originais of the latest Carceri,* it seerns unexpectediy hanmiess, without
much pathos.

Not ecstatic. ..

And now, looking at the shest and mentally examining the means used
in the method of “ecstaticizing” the material, I involuntarily begin to
apply them to the given etching. o

I ponder over what would happen with this etching if it had been
brought to a state of ecstasy, of being beside itself

Both as a whole. And in all of its features. ..

1 admit that this experiment on Piranesi preceded what has been
described above and appiied to El Greco,

And both experiments are put here not in the “histaricai’f sequence of
their origin but with the aim of maintaining a pmgn?ssme sSerrIence
(actor — painter ~ architect) according to the motives discussed abovg.

For a clarifying exposition of what I worked out in my thoughts, here is
a reproduction of the etching and a diagrammatic bxefakdf)wn, Let us
enumerate the basic elements in the diagram and its distinctive features.

Now — step by step, element by element — let's "blow them up” one
by one.

We already did this once with Ll Greco’s picture. )

Therefore now it is already simpiler, habitual, demanding less time
and space.

* Fantasies on Dungeons. L ]
t Moreover this same mistake was made (with less justification than by a 1(3:131*{ dllleza:}te)
by the album publisbed by the Academy of Architecture USSR Piranesf {1939, which,
withowt any basis at all, also inciudes this sheet in the wrong serfes.

¥ Dungeons.
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A dozen explosions will be sufficient to ecstatically “ransform” the
diagram that is drawn before us.

However, it would be wrong to deny compietely any quality of pathos
in this initial sheet,

Otherwise ~ what would be this print’s attraction for me, the sheet I
knew before my encounter with the raging [Dungeon] of the basic series?

But here, in this sheet, if there is a degree of “being beside itself” then
it is realized, not as an explosion, but as. . .disselution,

And - not as form, but only as a system of means of expression.

And, therefore, instead of vielence and strongly impressive uproar — a
#flowing Iyricism of “mood.”

Gilesecke, in his work on Piranesi,* writes about this print in exactly

this spirin:
The etching Carcere oscura s daring and ver still restrained {befangen Im
Vortrag {restrained in delivery]) in the presentation of the material. . . The bright
and alry perspective here goes even furthser. . . (In comparison to other etchings of
the series — SME) the soft silvery light, which the Venetians so love streams down
from above nto this airy chamber and loses Htself in the gloomy distance; forms
are softented, are quite Indistinct, as if they were in the process of dissolution
(Aufldsung), and the drawing itself tenderly scatters like streams of separate
lines. .,

To this | would add that the vaults rise and stretch upward so that the
dark mass at the bottorms, graduslly growing light, overflows into the
vaulted top fiooded with light. ..

However, let us turn 1o the technique of the explosion.

In order to analyze this, let us enumerate the basic data of depiction in
the etching.’

A - the general arch confining the entive etching as a whole.
a; and gy — s side walls,

B and C ~ the arches carrving the basic support of the architechiral composition
of the whale. .

D the system of passing far Into the depths of the lower corner arches, and in &s
depths resting against the wall with the grated window.

£ — the ascending stalrcase, carried off into the depths, behind the columas.

F.F; — the ropes, cutlining the center of the composition (F), and underiining its
movement into the depths (F)

G — the little round window over the “zavalinka.” T

H - the firm base of the stone siabs of the floor,

J— the heavy masonry of the stone blocks of the severe vertical columns,
1t - the Hitte balcony to the right and left near the columns of the foreground.

* We will refer Jater to this work of Giesecke: Meister der Grafik, Band V. Giovanni Battista
Piranesi von Albert Giesecke, Klinghardt and Biermann, Leipzig, 1911
T[4 small mound of earth along the cuter walls of a peasant's house — HM.]
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Figure 8. Bisensteln's schematic on_ﬂine of
Pirsnesi’s Dark Dungeon [Dark Prison].

Now let us try te give freedom to the ecstatic fury of the whole and let
us observe what must occcur — and would occur ~ with 2ll these concrete

elements of composition to achieve this.
First of all, arch A, which confines the etching, would explode.

The upper stone senxicircle flies ont beyond the limits of the sheet. |

¥ you like — from being semicircular it will become. . .angular.
From stone - woodern.

The intersection of wooden rafters — instead of a stone arch — would

ailow it to “fump out” simultanecusly from both ti}e material and the

form. o
The columns a; and a, would appear 1o “burst” inside the sheet out of

. ifs horders, and the sheet, broadening out beyond their iimits, “leaps

over” from a vertical format — to a horizontal one {we may zecai\i szzch_a
leap of the format into its opposite — bt from horizontal to vertical — in

T i
<

But the arches B and B; would not submit to this tendency to explode.
As distinct from arches A and C, which flew apart completeig, these
arches may undergo an “explosion” within their formy that is, pre-

serving the “idea” of the arch, they could change into something of an -

opposite characier.
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What would the qualitative jump inside the form of the arch in the
given circumstances be like?
The jump from the semicircular arch — into a lancet arch:

NEYA

Moreover — this cen be another leap from a single-fiying arch into an
arch of the double-flying vertical type.

A, 7

P ? E,i
[#] =

Such.a form would be particularly appropriate, since its very outline
bears the image of an upper lancet arch N expioding as if it were in fiight
out of the flat overhang M and with the fwo-cornered outiineg p-g
iransported into the triangle x—y—z, thus keeping in this drawing a trace
of that process that occurred with the whole arch A,

Rushing ahead and moving into the depths by column a, downward,
the staircase in its growing explosion pushes down column a, standing
in its path, dashes ahead, and not oniy by one flight of stairs E, but like a
tripie break in a flash of Hghtning — E, E;, E, —it dashes in zigzag fashion
ultimately forward. And this ultimate movement seems like a dash
beyond the limits of the contours of the shest. In exactly the same way the
system of arches D, increasing their tendency into the depths, during
which they change the angularity of the confour into a semiciicle —
knocks cut by its pressure this confining wall with the grated window
and dashes off somewhere in the direction of the general point of descen:
that, in turn, in contrast i the initial form, seems 0 already exist not
between the upper and lower edge of the sheet, but somewhere beyond its
Iimit; not enly to the righs, but also below, and with a rumbile, repeating
it, the firm base of the Hoor disappears, which is so distincily visible in
the first sheet and which in the second disappears somewhere in the
framed depths of its new ecstatic appearance.

The liftle broken balconies m and rmy on the columns of the
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foreground a, angd a, dash toward each other, become a singie bridge,
and this bridge remains not as balconies in front of the arch outlining D,
but undoubtedly dashes beyond it — into the depths and, perhaps,
upward.

The strict proportion of the stone breaks apart in the masonry.

g

The little round window ¢ turns into a square and escapes into the
plane perpendicular to it '

And finally, having broken away from the cenzerline (which is outlined
so distincily), the ropes and blocks esplode into those parts of the
etching that, in its vertical stage, were not even in the initial variant of the
sheet! '

And, as if catching their signal, ali the other details seem to be caught
up by a whirlwind;

and “everything is swept by a powerful tornado” — as If they would roar
out from the sheet, which has lost its initial reficence and “cosiness” in
the name of raging violence. .,

And here in the thoughts before us, in place of the modest, lyrically
meek sheet of Carcere oscura — a whirlwind, aiming like a tornado at all
sides: Ropes, scattering staircases, exploding arches, stone blocks torn
apart from each other. ..

The scheme of this new ecstatic form of the etching emerges in our
imagination before cur very eyes.

The eves themselves — glide along the yellow wall.

Here they slipped out beyond the limits of the edges of the first sheet.

Now they slipped by another model of violence hanging between the
window and the door — The Temptation of St. Anthony by Callot.}%¢
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Figure 9. Dungeon by G.B. Piranest, ¢. 1743. From Carceri, Plate XIV, 2nd state,
Photograph © Ashmolean Museum, Oxford.

And here they stopped unexpectedly on the second sheet of Piranesi,
which came 10 me from that same peripheral source, from under the
canopies_ of those same carved figures of biackamoors with candlesticks,
of a bear with a tray, and a second-rate Japanese bric-a-brac of bronze.

To where did the scheme that was just standing before our eves
suddenly disappesar?

I cannot catch it

I think it — plunged into that second sheet of the incomparable
Giovanni Battista,

And so it is!

The "miracie” of El Greco ~ has been repeated.

The farfetched scheme — turns out to really exist.

Namely, it lies at the basis of Piranesi’s second etching.

Indeed, it was necessary that in a bundle of ali the other possible
Piranesi etchings besides the Carcere oscura, the late merchant Maecenas
should bring this very one from Iialy.

That as an exchange for the second etching it was this very one that
fell into my hands.

That both of thern, mounted, should hang on the yveliow wall of that
same room of mine,
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And that, having taken my eyes off ons, they should stop with the
imagined scheme before us; namely, on that sheet that cast, Like invisibie
nets, this invisible scheme of transforming the first etching into the
second!

Nevertheless, the second etching of Piranesi — is the first exploding in
ecstatic flight.

Here it is.

Try to argue!

Let us guickly peruse its main features.

Down to the pettiest detail they are identical to what we approximately
gutiined above.

After this we have little need of genera! phrases of Benois on the
scsrasy of Piranesi. o

(By the way, we found these words many years after the direct
“lumination” coming from the fusion of both etchings).

‘We are inferested in the dates of the sheets.

The way they are linked in biographical succession.

The place of Dungeons in the general biography of Piranesi’s work.

The stages of their creation.

The choras of enthusiasm accompanying them.

The personalities of the enthusiasts.

The nature of the actual architectural fantasies, in which one system
of visions grows into others; where certain planes, endlessly opening up
behind others, push the eyes info unknown depths; and the staircases,
ledge by ledge, grow into the heavens or, like a reverse cascade of these
ledges, precipitate downward.

Indeed, the ecstatic image of the staircase, hurled from one world to
another, from sky to earth, we already know from the biblical iegend of
Joseph's dream,’® but the pathos image of the elemental down surge of
human masses on the Odessa steps, reaching up to the heavens, we know
from our own opus [Potemkin}.

Carcere oscura as a restrained precursor of the most noterious Carcerl
just as famous [...]

Carcere pscura — still a distant peal of thunder from the depths of the
sevies of 1743 is of gquite a different ring.

Within two years this distant peal bursts out like a real blow. During
these years in Piranesi's consciousness and feelings there occurred one
of those explosions, one of those inmer “catacitysms” shaking his
spiritual constitution, worldview, and relation to reality that transform a
man. One of those psychic leaps that “suddenly,” “abruptly,” unex-
pectedly, and unforeseen raise man from the class of those just like him-
self to the height of a true creator, capable of wresting from his soul
images of unprecedented might, with unabated strength burning the
hearts of men.
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Some interpret the Carcerd as the visions of an archeologist's delirium,
who absorbed too deeply the terrible romanticism of the gigantic ruins of
Rome's former greatness.

Cthers try to see in them the embodiment of the image of persecution
mania from which at this moment the artist is beginning to suffer.

They also enumeraie real causes for it, but give preference to imagined
ones,

But I think that in the interval of these several years there occurs in
Piranesi that same moment of iumination “of genius” that we noted
above in Balzac, and that P. 1. Tchaikovsky wrote so clearly about in
discussing another musician of genius — Glinka.

June 27, 1888, Tchaikovsky notes down in his diary:

...An unprecedented amazing phenomenon in the sphere of arf. A dilettante who
played now the violin, now the plano; whe compeosed rather colorless quadrilles,
fantasies on fashionable {talian themes, who fried out serious forms as well {the
guartel, sexiel) and romances, bui, excep? for banality reflecting the taste of the
‘30's, he had not written anvthing, when suddenly in his thirty-fourth vear he
composes an opera, which in genius, scale, novelty, and unapproachable
technique stands on a level with the greatest and most profound works that exist
inoart?. . At times | am alarmed o the polnt of madness by the question of how
such a colossal artistic strengih could be combined with such insignificance,
and how, after having been a colorless dilettante for so long, Glinka in one step
suddenly rose 1o the level (ves! 1o the levell) of Mozart, Beethoven, and whomever
you please. ..

And actually there were no models af gll; there were no antecedents® for
Mozart, for Glinka, or for any of the masters. It is striking, amazing!...

Yes! Glinka is a real creative genims. .0

It is necessary to assume that in this, “suddenly,” abruptly, and in-
stantaneously “there burst” evervthing that, as graintike bits and pieces,
accum.ulated and added up through the "banal,” the insignificant and
the “dilettantish,” so that it could expiode in Ruslan as a whole, organic
unlty of individual genius.

Bu‘{ what is particularly striking here is the complete “correspon-
dence” to what happens to Piranesi between the series Vedute varie® and
Carceri.

Actually, Carcerf stands almost at the beginning of the creative path of
Piranesi.

Everything done before has almost no real, independent value (if you
don’t take into account two or three Capricei’

* That is, precedent — a case cecurring sartier and serving as justification for subseguent
cases of a similar type. :
isﬁxe Digry of P. L Tohatkovsky, GIZ, Moscow - Petvograd, Musical Sector, 1923, pp. 214—
f Various Views.

Fanfasies.
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And even those different groups of elchings that Piranesi created
nefore Pungeons do noi constitute independent series, but later the
majority of them became part of a suite of architectural views of 1750.

As we can see, “the divine word” of ecstasy concerns Piranesi at 2
rather early stage of his work.

And the blinding flash of Dungeons seems 10 retain its bright
reflections and keep Its sparkle, filling with its inspired poeticization noi
only the picturesquensss of the ruins of former Rome, which appear in
such inspired profusion from under his burin, but aiso the more. prosaic
~vedutas” of the official buildings of the city conteraporary to him.

‘Fhis Imperishable fervor through ali his creativity is also apparent
from the fact that, in fifteen to Twenty years, from his hand there appears
a new, more profound, even more perfect variant of these eichings, made
stronger by the redrawing of the piates in their unrestrained elemental
grandenr. (Let us recall how many times, continually perfecting its inner
spirituality, El Greco repaints one and the same theme in several
variants!} .

Even here there is an echo in Bl Greco!

But there is even mote in common with El Greco.

Afrer the first hint of 1743, 1745 brings the series Carceri in its initiai
variant.

Giesecke names them — sucecessfully, and in the tone of Goethe's “Ur-
faust” — “1r-Carceri.” (The firsy, original Faust is the first variant of
Faust; the “original” first Dungeons - the first variant of the series
Dungeons.)

Successfully and appropriately because, along with Goethe's Faust,
replacing the fizst tr-Eaust (1776--75), comes Faust propet £1770-1806)

And in place of it, the second part of Faust (177318323

Thus, in place of the first varianz of Dungeons, in fifteen to twenty
years the second variant appears — and, if it seemns suppiemeniary,
retouched, and redrawn in ierms of the erchings, then in terms of
depictive, ecstatic “evelation” it is more profound and vivid. After this
follows the third stage of the inner self-explosion of the Dungeons.

It is True — no longer within the work of Piranesi himself.

Beyond the limits of his hiography.

Even beyond the limits of his country and epoch.

But a hundred-odd years ahead.

And not on the soil of Italy, but Spain.

But on one and the same line with it.

And with a step, beginning from there, 1o where the volume and space
of his conceptions were guickly reached by the furious spirit of Piranesi.

Continuing to rise in the intensity of his plastic conceptions, these
three phases seem to repeat the stimulating growth of the conception of
Goethe's Faust, from a sketchy beginning 1o its apocalyptic concluding
episode. '
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Carcere oscura plays a role here, similar to that which the Faust of the
Middie Ages plays (which also served Christopher Marlowe in 1588), as
a purely thematic herald of the future philosophical conceptions of
Goethe.

They repeat “literally” that path made by El Greco’s Expulsion from the
Temple, from the stage of a depiction of an “everyday bibiical scene” ona
level that is still maintained by Carcere oscura — fo the pathos
dramatization of the middle variants of the composition «~ Ur-Carcer
(1745) — to the ecstatic last variant Carcerd (1760--66).

...1s it possible to g6 even further?

And is it possible — after the comparatively short first stage with its
dissolution of forms, through the second ~ already expioding the objects
being depicted — and this in two jolts, strengthening the breaking up of
forms and the pushing of the elements both into the depths as well as
forward (by means of extensions of the foreground) — to foresee and find
one more “jump,” one more “explosion,” one more “thrust” beyond the
limits and dimensions and thus, it seemed, totally and completely io the
lirnit of the exploded “norms” in the last variant of Dungeons?

Is such a subseguent jump possible?

And where, in what area of depiction should it be sought?

In Carcere oscura the concreteness was retained and the means of
depiction “flew apart”: Lines disintegrate into cascades of tiny strokes™;
the density of form, softened by light, spreads into space, the clarity of
edges plunges into the overflowing contours of form.

Tn invenzioni capricciosi, using those same means of expression (true,
in somewhat heightened intensity), the concreteness bas also “flown
apart.” .

More precisely — objects as physical elements of the depiction itself
flew apart.

But the representational concreteness of the elements in this case was
not attered.

Stone “moved away”’ from stone, but kept its representational “stone”
concreteness.

The stone vault was hurled info the angular wooden rafters, but the
representational “concreteness” of both was kept antouched.

These were “in themselves” real stone arches, “inthemselves” realistic
wooden beams.

The piling up of perspective recessions coincides with the madness of
narcotic visions {see below), but each link of these generally dizzy
perspectives “in ftself” is even naturalistic.

The concrete reality of perspective, the real depictive guality of the
objects themselves, are not destroyed anywhere. )

* Althm_zgh they do not underge that furious tuwrbulence that governs the disintegrating
{exploding) strokes, for example, in drawings by the pen of van Gogh.
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‘Madness - is only in the piling up, in the juxtapositions, explodjl_lg tie
very basis of their everyday “possibility,” the grouping ;?f ther_n infto a
system of arches consecutively being “heside themselves, ezjupwzg from
the bowels of their new arches; staircases exploding into flights of new
stair passages; vaults continuing the leaps oul of eacgh other inio
infinity.

Now it is aiready clear what will be (or should he) the next step.

‘What is left to explode - is the concreteness.

Stone no longer stone, but a system of intercrossing angles and
planes, in whose play the geometrical basis of its forms explode.

Semicircles of their structural contour burst out of the semicireular _

outlines of vaults and arches. ‘

Compiex columns disintegrate into primary cubes and cyiinders, from
whose interdependence the congrete appearance of the elements of
architecture and nature is constructed. o '

The play of chiaroscuro — the conflict of illuminated projections with
areas of gaping darkness among them — becomes mdepender{t spots, no
longer of light and dark, but concretely drawn dark and light colors
(namely, colors, and not a range of “tones™). . ) o

Can it be that this is everything that occurs in Piranesi's etchings?

No, not within the limits of the efchings.

But heyond them.

Not in the work of Piranesi.

But beyond their limits.

A leap beyond the limits of this opus. _

And as a cannonade of directions and schools exploding out of each
other. o

And in the first place, beyond the limits of the canon of realism in the
sense it is interpreted by popular understanding. _ _

The first leap is beyond the imits of a precise outline of objects in the
play of geometrical forms composing them - and we have before us
Cézanne. '

The connection with the object is still imperceptible.

Next — the young Picasso, Gleizes, Mewinger.'*

A step further — and the blossoming of Picasso._

The object — the “cause” — is already disappearing.

It has already dissolved and disappeared.

It has exploded in general outlines and elemezzts,_ as fragments and
“stage wings” (the continuity of Piranesi), which build a world of new

spaces, volumes, and their interrelationships.

Leftists of the aris and. . .ecstasy?

Picasso and ecstasy?

Picasso and. . .pathos? o

Whoever has seen Guernica will be even less surprised by the
possibility of such an assertion.
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The Germans, looking at Guernica, asked the author:

"Did you do this?”

And proudly the painter answered:

“Ng - You!uiﬁ?

And probably it is difficuit to find ~ although one should include the
Destios of Goya (The Disasters of War) — a fuller and more agonizing
expression of the inner wagic dynamics of human annihilation.

But it is interesting that even on the paths leading here 1o the militant
Spaniard’s explosion of the pathos of social indignation could be seen
the tie of Picasso with ecstasy, in relation to his actual method in earlier
stages of his-work.

There the ecstatic explosion did not coincide with the revolutionary
essence of the theme.

And the explosion was not born from the theme.

There — like a unigue elephant in a china shop — Picasso trampled and
smashed any kind of merely “cosmicaily established order hateful o
him” as such.

Not knowing where 1o lash out at those who were guiity in the social
disorder of this “order of things,” he lashed out at "“things” and “order,”
before he suddenly “began fo see clearly” in Guernica — where and in
what lay discord and “initial causes.”

Thus, curiously enough, Burger (Cézanne and Hodler), for example,
includes-Picasso before Guernica into the category of mystics.

And this is because of signs of - ecstasy.*

But in Guernica Picasso experiences a leap from an absiract ecstatic
“protest” into the pathos of a revolutonary challenge io fascism
trampling Spain.

And Picasso himself . into the ranks of the Communist Party !

The fate of the majority of others — is different.

internally they are not aware of ecstatic explosions.

For internally they do not bura with paihos.

They are not scorched by the flame of an enduring idea.

And with the most lofty of all possible ones - the idea of social protest.
With the fire of batile.

With the flame of the re-creation of the world.

They are not shaken by an inner peal of indignation.

In their souls the coiling lightning of wrath does not flash.

They do not blaze with white fire, in which service to an idea flares up
with action. .

And few are those who knrow ecstasy within their works.

The ideological impulse is lacking.

* This quote was cited by me on another occasion in the chapter Nonindifferent Nature,

* We will return to the problem of ecstasy in Picasso again in the chapter Nenindifferent
Nature. .
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And there is no pathos of creation.

And they le in the scheme of ecstasy like separate links of a single
historical chain of the leaping movement of art as a whole, and in their
personal biographies there are not those huge leaps and fumps, beyond
the frame, of newer and newer limits, with which the life paths of El
Greco and Piranesi overflow as well as Zola or Whitinan, Pushkin, Gogel,
Dostoyevsky, and Tolstoy.

Even if they do not burn with that hint of flame.

Even if the fires of their burning did not achieve the degree of the flame
of social protest.

Neveriheless, they still are all devoured by ideas that are more
valuable 1o them than life itself

And only with such ideas.

Only with the obsession of such ideas.

Only with the self-dissolution and self-kindling of self in the service of
those capabile of giving birth to pathos.

Only with such a degree of incandescence of ghsession is the ecstasy
possible, shifting by continuous leaps through the expressive means of
the artist enveloped by an idea, as by a flame; by Images erapting like
lava; by his heart nourishing his works with bicod. ..

However, after this flight of personal pathos, which is somewhat
unexpected on the pages of a research essay, lef us mrn back and look
again at a series of features of the phenomenon that interests us -~ the
work of that same Piranesi.

Perhaps here it would be most appropriate 1o linger slightly on the
strange appearance of ecstasy, which for some reason is very often
connected with visions of architectural images.

Omne of the greatest merits of architectural structures and ensembles is
considered to be the harmonic transition of certain of their forms into
others — like an “overflow” of some into others.

In completed examples of architecture this 1s discerned directly.

And the dynamics of these construction elements overfiowing into
each other promote that feeling of emotional seizure, that “absiract,”
“nonrepresentational”’ whole that the harmonic building truly represents
for us. : :

The “abstract” and “nonzepresentational” quality in the given case in
ne way removes a very definitely expressed “imagistic” quality from such
an gnsembie.

And in this sense the architecture in different epochs is expressed in
different ways, and, besides, it expresses a definite thought or idea in the
most concrete sense of the word.

And this is why the “image” is always socially and historically
conditioned and expresses a definite ideological content of & certain
epoch.
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’I‘hp very rhvthin {and melody) of forms harmoniously flowing over
into éach other is the reflection, through the interrelationship of volumes
and space and the siructure of materials, of a certain leading image of
social concepts; and the completed building thus expresses and
fembodies the spiritual content of the nation-builder at a certain stage of
Its social and historical development.

[The mistake of the so-called leftist architecture — especially the
constructivist — is in the rejection of the imagistic content of a building
which is totally reduced fo utilitarian aims and the properties of bzzildiné
matertals.

No lesis abominable in its architectural ideology is the substitution (in
the imagistic content of the building) by an eclectic reconstruction Min
parts” of elements of obsolete architectural epochs, reflecting in their
forms ideoiogies of other nations and social and political conditions
alien to.ust

i one compares the perfect transitions of architectural forms into each
other in such different examples as, let us say, the Hagia Sophia or
Charires Cathedral with a government building of the Nicholas epoch or
a\facade of the Pitti Palace, then one is clearly struck by the fundamental
difference of the rhythmic characteristics both of the forms themselves
and of the rhythmic course of their transition inte each other, in the
process of the composition of the organic architectural whole.

] And each of these ezamples begins to speak with the strongest
fzgurat_ive thetoric of its epoch: of its system or of its inner aspirations.

Typical is the expressive form of the palaces of soverelgn feudal
dukes, who built a fortress in the center of the city — a bulwark against
the two independent communes of the townspeopie.

) The image of absolutism frozen in the invincibility of its principles —
is the structure of buildings of the Nicholas epoch. The terrestrial
emperor — the concrete “Tsar and God,” leaning on the bureaucrat and -
policeman.

And on the other hand, the exalted “upward” flight of the Middle

- Ages in Gothic churches, directed tfoward the absiract, idealistic god of

the mystics, whom the Roman high priest — the pope - had not vet
succeeded in replacing.

However, in all the historical differentiation of architectural images in
the _Composition of ensembles of different epochs, there lies the same
basic principie —the principle of the ransition of separate parts from one

1o the other, a principle of harmony resounding in different ways in

different ages.
And it is on this second feature will will now focus our attention.

* {gf;? Eisenstein is clearly oriticizing the so-called Smiinist style of eclectic architecture
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On the roads and crossroads of my path 1o cinematography I once had
to study architecture as well (in the Institute of Civil Engineering).

I had just begun to work on a project when she whirlwind of the Civil
War snatched me away and returned me not 10 the drawing boards of
architectural projects, but sansferred me to the stage of the theater, first
as a set designer, then as a theater director, and then — as a film director.

The experience of an architecl-designer and set designer for the
theater did not last long.

But long enough to captare one — Most fundamental — feature of the
actual process of the “creation” of yolume ~ space constructions.

Architecture is not called “frozen music” in vain (“Gefrorene Musik” -
Goethe).

At the basis of the composition of its ensernble, at the basis of the
harmony of its conglomerating masses, in the establishmeni of the
melody of the future overflow of its forms, and in the execution of its
rhvthmic parts, giving harmony to the relief of its ensemble, les that
sarme “dance” that is also at the basis of the creation of music, painting,
and cinematic montage. %

The massive and spatial caesuras between them, the spots of light and
pits of darkness shading them, the congiomeration of details growing out
of each other and then in scattering trilis the outtines of the general
contours - ail this preceded by spots, lines, intersections, in the form of a

‘rough draff, siriving 0n paper to consolidate that flight of spatal
vigsions, which is condemmned to settle as stones o bricks, iron and
concrete, glass and the prefabricated wails of a prepared structure.

At the hasis of the architectural design is that same emotion that, from
the level of inspired obsession, Now overfiows in a flame of ecstasy — and
the dithyrambs of its visions consolidate the cathedral chorale frozen in
stone, now by a magnificent marching step, whose image has been kept
for centuries by the court and park structures of Versailles, now finally
able to scatter through the artificial play of the pipes of porcelain
shepherds and shepherdesses, which came to life through the coguettish
play of the Trianonites. ..*>

We are interested in the first case.

The case of maxirum restraint.

A case when architecture Is no longer an analogue to salon conversa-
tion by the firepiace but a unigue stone “symbol of faith” — & passionate
expression in stone of its jdeological credo, whose ardor forces the
stones to pile upon stone, and in their straining toward heaven, to forget
their own gravity, to soar up in the lancet form of arches, hanging in the
air and, piers unfoiding between them, to Tetnrn in them on the surfaces
of stained-glass windows, burning like multicolored flames.

1t 1¢ difficult to find structures more clearly representing the embodi-
ment of ecstasy frozen in stone than Gothic churches.
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It is difficult o find buildings capable by their structure alone to
seq;:lezztialiy “tugn on” to ecstatic harmony those entering beneath their
vau:ts.

gnd to the degree that the structuze and image of such a cathedral in
all its features repeats that system of sequences of Intensity bursting ount
of each other, those principles of being beside oneself and of passing
_irzto each other, and the final fusion together of all elements composing
it, when the vaults trembie like an organ, and the sun stzeams through
the stained-glass windows, efc., ete. — ¢ould serve as a separate chapter.

Hcfwever, Besides the social-historical validity of the image of the
Gothic cathedral, of which much has been written, we are also interested
in its inner prototype as an ecstatic vision.

And we have every right to suspect such a psychic basis for it,

I an ecstatic state had not been at the original soutce of this izhage,
then 'fhe irmage, not having been bom of such a state, would not have
peen ina position to be that “copybook sampile,” by which the experienc-
ing viewer would have failen into a state of ecstasy.

Thus Tolstoy wrote about music.

(Fhe shortest path of direct transmission of the original state of the
author — to the listener.)

Thus, the waltz tempo is a copy of that state in which Johann Strauss’s
*soul danced,” repeating by its movements the structuze of this tempo in
the completed waltz. Those dancing join that same state in which its
author was at the moment of the creation of the dance.

A rudimentary esample of that phenomenon we know in the cuiture of
ancient Mexico. '

Here the examples are not as grandiose and systemartically elaborated
by & system of canons as in the culinre of the Gothic cathedral. But just
because of this, probably, they are clearer and more perceptible. The
chimeras sit solemnly on these cathedrals like frightening visions of
delirium.

Thousands of frightening figures, ke a forest, covering the structures
of their coeval Asiatic contemporaries — the Hindu “gopurams.”**

But they (basically component images of separate natural pheno-
mena: the head of an eagle above a woman's breast, a human body
crowned by an elephant’s head) in ro way reach the level of horror of the
ornamenial monsters of ancient Mexico.

And here — the monstrosity and frightening unexpectedness derive not
so muck from the combination of various frightering details, actually
belonging to various animals (the way in which Leonardo da Vinci
created realistic models of unreal beings, and Barnum®!! demonstrated
in the puppets at the beginning of his career), as much as in.. the
ormamentat decomposition of visible objects of nature.

Your head titeraily whirls when you see the treatment of the corner of
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{a)

Figure 19. (a b) Seuiptural decorations 0n the Mayan Pyramid, Yucatan. From
Disenstein's 1931 flm GQue Viva Mexico! (©) Desail from +he frieze of the fagade of
the Governor's Palace, Tymal, showing some of the two thousand geulptured
stone elements comprising its decoration.

1 a5 Monjas Palace” in Uxmal’? in the form of 2 decomposed buman
profile or in the serpent heads disintegrating inlo sncredible disjointed-
ness in the gatleries hehind the Teotihuacan pyramid. :
How simply and clearly the stretched-out details compose “hack-
wazds” into 'a hear™: iis face, €yes, claws, back on the Light hiue carpets
of the fribes of the North American Indians. '
How easily the whole is gathered rogether again “montagelike” from
this ornamental distribution. And what real dizziness seizes you when
the stone hook, profruding along 2 diagonal from the cOIneEr of the
building, begins to be interpreied as a nOSe; You must ook for deformed
stone eyes through the system of carved stones going around both sides

of the coner; and the teeth of the lower patt of the treatment of the

puilding suddenly appear as a system of monstrously transformed jaws.

Dizziness is the result of a constant slipping from the prototye face
into this system of stretched-out details losing their human features,
and again back to the face-ina rormenting aitempt 10 create the process
through which one becomes the other, the original —2 mongtrous result—
again - “packward” ~ 1o the original (without which & would be
impossible "0 interpret,” 10 organize, 10 perceive, 0 include it into @
system of yepresentations comprehensible 0 Bsh

And. . .dizziness — is 1Ot sitply a rhetorical phrase — it 19 what
actuaily occurs. '

For in the attempi 1o wenter” into the process of pirth of these ecstatic -
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Caption to Figure 10 (cont)

z;::ualiy “having become ecstatic” from the appearance given to them —

: igas of the ornamental decomposing of faces and heads, you enter 2

d};sc ;z:lxpof -21:13 r;erms of that process, which gave birth to these images of

osed forms inaccessible to the no i

Qooomos rmal state of conscious-
éi' .T%:e visions of similar architectuzal images in statesl of exaltation

and ecstasy Ce?nnected. . .with opium are described by De Quincy.’™
(He c¢ails his own devotion 1o opium a disease.)

{.:l‘l:ig thea ea;iy sta_lgbs of the majady, the splendours of my dreams were indeed
iefly azcb:atecmzalv; and I bebeld such pomp of cities and palaces as nover yet
was beheld by waking eye, unless in the clouds. ..

Later he quotes ; 114 « .
quotes from Werdswoerth ...a passage which describes,
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as an appearance actualily beheld in the clouds, what in many of iis
circumstances 1 saw frequenty in sieep.”™ :

In the same passage of poeiry he clearly stops at the moment of the
continuous fioctuation of architectural ensembles that piled up with
threatening clouds: :

*The sublime circumstances — “hat on their restiess fronis bore stars,’
—might have been copied from my own architectural dreams, so often did
it oceur...” :

These guotations would be enpugh to compare Piranesi’s amazing
architectural visions flowing into each other, not only in the unigueness
of their system, but also in their figurative system, with the reflection in
concrete forms of the fantastic architecture of these authors’ ecstatic
siajes.

However, this is also confirmed by the fact that De Quiincy uses,
namely, Piranesi's Dungeons as the most precise correspondence to
those architectural visions fhat seize him in states of exaltation under the

influence of opium:

Many vears ago, when t was jooking over Piranesl’s Amiguities of Rome,
Coleridge, '” then standing by, described 10 me & se1 of plates from that artist,
called his Fantasies, and which racord the scenery of his own vislons during the
delirinm of a fever. Some of these €1 describe only from memory of Coleridge's
account) represented vast Gothic halls, on the floor of which stood mighty
engines and machinery, wheels, cables, catapilis, e, expressive of enonmons
power put forth, of resistance overcome. Creeping along the sides of the walls,
you perceived a staircase; and upon this, gropicg his way upward, was Piranesi
wimsell. Follow the stalrs a e farther, and you perceive them reaching an
abrupt tenmination, without any balustrade, and allowing no step onwards o
him who should Teach the extremity, except into the depths below. Whatever 18 to
become of poor Piranesi, at least you guppose that his Jabors must now in some
way terminate. But raise your eyes, and behold a second fiight of stairg sufl
higher, on which again Piranest is perceived, by this drne steniding on the very
brick of the abyss. Once again elevate your eye, and & still more aerial flight of
sralrs is described; and there, again, is the delirious Piranesi, busy on his
aspiring labors: and so on, until the unfinished stairs and the hopeless Piranest
hoth are lost in the upper gloom of the hali. With the same power of the endless
growth and seif-reproduction did my archilecture proceed in dreams. (pp.

24950,

We must not be disturbed by the factual fmprecision of his details.
this Dungeons is called Fantasies.
The movement of Piranesi down the stairs of his own faniasies is —

inventions.
There is no shest in the series Dungeons like the one described.

* [Thamas De Quincy, Confessions of an English Opium-Eater, Routiedge, London, 1905,
p. 250 — MM}
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But the fact that the Hights of siairs refl i i
ected
author himself — is obvious. the fnner Tight of the
bAn{i itis not_accidenzal that the combined memories of two poets —one
?h:;l;ht?fn?cmng_}s and the other of a story about them — embodied this
0 a real image of the author of the erchi i
staircase passages. Fings running along the
en"rheredls also no evidence of visions of allegedly feverish delirium
grtav?e on tbese_sheet& Ang the reflection in them of states of real
exallation—is naﬂt_ung more than a conjecture without any real basis. But
an gfen_more basic mistake is the designation of the hall as — Go;rhic‘
_13213 not so rauch a mistake as the ecstasy of Piranesi caught quit;
precisely, an ecstasy expressed through an architectural image, parti-
cui;;ly fl;lzly expressed in Gothic halls and cathedrals.. P
e scheme, device, formula, or method is i ‘
ice, . particularly apparent
you see them applied not only in pure form, but also iYI: Egmrgﬁ when
Pflrady can he of two fypes. v
‘mﬁaﬁhir bat?zf the theme and manner of its application are parodieg -
e e fun of” — and then parody is something attacking from the side
o iha H?r?dy of :the method (device, formuia, scheme) arises when it i‘s
e e mcmner’_ but the “thems” that is subjected fo mockery. Then
ese means are in thie hands of the author, and he uses them when, for
examp_ie, to achieve persiflage {banter], “the insignificant” is raised 1
the height of pathos. °
“va’zl‘he ;pp}lcaﬁ_an 20 tire “imsignificant” of the means of treating what is
N uabie 'a:ﬁd sign#ficant” — in the incongruity of the story's content and
rm — by itself produces a mocking, comic resull.
w egiu;gz; ﬁﬁ?ﬁe comic “catalog” of Rabelais sounds as € it
: #tman, in its “patheticizing” the trifles of
life frf?zn_the details of the chiidhood of the giant Gargazng )Wei‘YdaY
? glzr}zlaz case has arisen in my own experience. ‘
- T ;'S mz;resnzg to note that it wedged ftself into the middie of the
o 01?3 Itlgeamg]del Oldf alezd the New {during suspended production) — that
. e of shooting that i i
o wore refinod g very fili: in which the problems of
This “case” is one of the scenes of the fi
i _ e film October (produced in 1927
GOTZ&;S scene is the ascent of the head of the pre-October vaisibn:z‘i
m:fr{l;m&m, E_{eregsky, up the Jordan Staircase of the Winter Palace
2 ];«: “af{ az: ironie symbol of his ascent to the peak of high power f
e e mc%( of this scene (and its ironic effect) consisted in the fact t?;az
b same piece of t“!m_ ascent of the chief up the marble staircase of the
inter Palace was 3_<}zned together one after the other “without end.” Of
:;f;izs;, z[I:?: really mtbm;lt end, but in the length of four or five retak;es in
scene was shot. During the shooting of what i
mn i F Was
everyday “domestic” episode, it was conceived as being em:nf;iz;ple
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irgnic in bebavior ~ after his ascent up the staircase, Kerengsky “derocra-
ticaily” shakes hands with the former tsar's janitor, standing on the fop
janding of the staircase.

Already in the course of editing emerged the f;oncepz ofla pathos-
parody solution with the repeated shot of ascending the stais.

Thus the exact sane ascent piece is repeated four or ﬁvg tzmeg.

Besides the “nsignificance” of the object, an izonlic effect is achzeveld
by the fact that In ihe scheme of pathos construction ~ w!lr;eze a move‘
(jumyp) from dimension to dimension, from piece 10 p1lece, zs" oblzgatr:)ry
in the design of ecstasy — here not only were there no “umps” of guality,
but even no change in the piece igse}i

From below Kerensky went up in one sh'ot.

From below ~ up that same staircase — N the second.

From below up — in the third.

1n the fourth.

1n the fifth. ‘ ‘ ‘

“This absence of gualitative crescendo from piece to piece is emphas-
ized by the fact that a erescendo of captions went into the ‘cuts bletwee‘n
these pieces and carried ranks of increasing importance, mth'whmh this.
pre-October toady of the bourgeoisie obligingiy decorated Ifzmself.

“The rinister of this,” “the minister of that,” “the president of the

s =3 Z s ELE ...l - ‘e,fl]! .
council of ministers, he commander-dn-cii o

And the repetition of the same method of depmuc}p, in its waIn,
“nvatidated” the crescendo of callings and ranks — reducing them 1o the
1evel of that absurd ascent "o nowhere,” whlich the feet of the cog-
mandes-in-chief, fettered by English-type teggings, wamped out on ibe
marble stairs. n .

As we can see, by an essentially insignificant sys{e‘m' of dzspla{:em‘ent,u
the pathas-filled ascent of Piranesi merges from the visions of De Quu}cy
and Coleridge Ini0 the ironic marking time of Alexandes Fedorovich
Kerensky. - - )

wprom the sublime to the ridiculous — Is one §tep. o .

In the essence of the phenomenon a3 well as in the principies of its
compositional embodiment! . o

Tgus, this example throws jight on our baslc principle from yet oné
more angie of scrutiny. . action

From the position of ironic parody constzuclion. .

The “significance” and meaning of those Very forms flowing nio c:":ach
other — architectural forms fhat belong to a system™ of more stable objecis
of nature organized by man, has aiready been dzscusse{ll by us above.

{...7 Howsver, let us go back even further, back fqr just & molxrze%zt,
and again compareé what Piranesi does in his classical Carcer! with
what Giesecke calls the Ur-Carceri. _

The merging of these WO variants is extremely remarkable. One
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and the same technical compositional device is In them: absolutely
everywhere.

For the already existing variant (see, for exampie, in Glesecke the
reproductions of both variants of the title page or the page with the
powerful monumental stalrcase with armor, helmets, and flags at its
foot), Piranesi definitely draws new foregrounds.

These new foregrounds are huried one more step into the depths by
planes of the deepening conglomeration of forms.

Even without this, the very composition of the architectural ensembles
is built on the continuously diminishing and contracting repetitions of
one and the same azchitectural motif, which (in terms of perspective)
appear to thrust themselves out of each other.

Literally stretching lengthwise, reduced to the diameter of a single
telescope tube, these dirzinishing arches, engendered by the arches
of a piane brought closer, these flights of stairs, these progressively
diminishing new stair landings bursting upward, phmge inio the
depths. Bridges engender new pridges. Columns — New columns. Vaulis
— yaults. And so on — ad infinitum. As far as the eve will allow you to
follow.

Raising the intensiiy of the engravings from variant to variant,
Piranesi, while adding new foregrounds, seems 1o push even more into
the depths, yei one more stage deeper, the whole fugue created by hixp of
volumes and spaces consecutively plunging deeper, joined and inter-
sected by the stairs.

Plane bursts out of plane and like a system of expiosions, plunges into
the depths. -

Or, through a system of continuously arising new foregrounds
repiacing them, it thrusts forward from the sheet of the etching
advancing on to the viewer.

Forward or into the depths? — Isn't it ail the same here? And in this
simultaneity of opposing thrusts — forward or into the depths - one more
pair — a pair of opposites ~ is again triumphanty shot in ecstasy!

As we can see, not only in a scheme of finished construction, but even
in the méthod of the process of construction #tself, “pushing owt” from
plane to plane. '

it is necessary to stop here for a moment and say & few words about the
significance of perspective reduction.

Its role in Piranesi is twofold.

First of all, the common one — iilusion-spatial perspective, that is —
“drawing” the eye into the imagined depth of space, which is represented
according to the rules of how it was used to seeing receding distances in
actual realify.

But there is something else — "second.”

In Piranesi perspeciives are constructed in a very unique way.
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Figure 11. Four sketches by Eisenstein analyzing Piranesi's Dungeon.

And their basic unigueness lies in their inherent interrupiions and
leaps. 3

Nowhere in Dungeons do we gind an uninterrapted pergpective view
into the depths. :

But eveyywhere an initial movement of plunging into the depths
through perspective ig interrupted by a bridge, column, arch, oY passage.

Tach Hime the perspective movement is caught op again behind a
similar column or semicirenlar arch.

But it is not in this perspective key, bui in a new one — usually in &
considerably reduced scale of representation than you would expect 0T
wish to suggest. '

This gives a double effect.

A direct one, which is manifested in the fact that such a reduced
representation fhrough a break in an arch, or from under & hridge, or
between wo columss, gives the ibusion of the extrernely great remote-
ness of what is represented in the distance.

But even stronger is the second effect.

We have already said that she scale of these new pieces of archite¢-
raral space seem 1o be different from what the eve “would expect” to see.

tn other words: The size and movement of the architectural elements
striving, let us say, o meet an arch, finish by drawing their scale behind
the arch in a namral way, that s, the eye expects 1o see hehind the arch a
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continuation of the architectural theme in front of the arch, reduced in a
normal way through perspective.

Instead of this, another architectural motif looks through the arch at it,
but moreover — this motif, in terms of perspective reduction, 1s approxi-
mately twice as large as the eye would suppose.

_ And as a result there is the feeling that the suggested arched structure
seems to “explode” out of the nataraily snggested scale Inio a gualita-
tively different scale — into a scale of heightened intensity (in the given
case - exploding “out of stgell” from the normally presumed spatial
recession). :

Trom this arises the unexpected qualitative leap n scale and space.

And the series of spatial depths, cut off from each other by columns
and arches, are construcied as disconnected links -of independent
spaces, strung together not according fo the guality of uninterrupted
perspective, but as a sequential collision of spaces with different
gualitaiive intensities of depths.

(This effect s built on the ability of our eye o continue by inertia a
motion that has once been set up. The collision of this "presumed” path
of motion with the other path substituted for it gives the effectof a jolt.
The phencmencn of cinematographic movement is also constructed on
an analogous ability to retain the imprint of the viewer's fmpression.)

Tt is very curious that in certain features of this method, Piranesi
corresponds to the “vertical” landscapes. . .of Chinese and lapanese
painting (kakemono}.

This ig its scheme {see Figure 121

Here also an amazing feeling of ascension is achieved.

But the nature of this "ascension” is very different from the examples
of Piranesi.

Tf in Piranesi everything is - dynamics, whirlwind, the farious fempo
of drawing one into the depths and into the interior, then here everything
— is a calm and solemn ascent o the iiluminated heights.

Both this and the other model in their emotional effect go beyond the
Hmits of the usual realistic effect.

_The first — by passiopate intensity.

“The second - by Iucidiy.

In them it seems the active aggressiveness of Western ecstasy was
imprinted (Spanish, Italian) in contrast fo the ecstatic quietism*'® of the
East {India, China).

Tt is interesting to compare the different means by which these effects
were achieved, different in nature but similarly ecstatic in relation to the
normal” course of effect on things.

The attempts of the Tralian are directed with foll force to making out of
the flat surface of the engraving a truly captivatng three-dimensional
hody.




Figure 12. Eisenstein’s schematic analysis of “vert-
cal” landscape in Chinese art,

The attempt of the Chinese - to make out of three-dimensional reality
- 3 two-dimensional fmage of contempiation.

This is the source of the representational canons - the extreme
perspective of one and — the reverse perspective in the other.

Cominon to both ~ is the interruption of the continuity of representa-
tion done in an identical seguential Mmanner.

1n1 Piranesi the continuity of perspective is broken by columns, archies,
and bridges.

In Choko and Yosa Buson'!” the fusion of representation is simply
interrupted or “motivated” by gtreaks of clouds.

After ench such interruption or layer of clouds that siipped through,
the next repzesentaﬁonal element of landscape (& mouniain mass) is
again not given in the scale dictated by an effect of real recession.

But, in contrast to Piranesi, here the new element turns out 1o have
heen unexpectedly decreased, but alsoc unexpectedly increased (also
exactly twice as muchl):

not; A\‘ hut:
—
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The volume of the ohject (the mountain ridge) also is "beside itself” in
selation to the presumed scale.

But thiz is a leap not in an increase of the range berween the normat
size of details in perspective, but on the contrary —in a decrease of this
range.

In the diagram below it is apparent what is happening in both cases.

Let the real perspective reduction of the object AB at the point 4, be
expressed through A Bi.

Piranesi af this poing depicts it In measure A:C (e, AC < ABL)

Consequently the “jump is more powerful, and the illusory sense of
depth is greater, and the eye, carrying point A; to Ag, piunges into the
depths.

The Chinese ai the same point A; represent the, object in the
dimension of 4,0 (where AD > 4,81

The jump between AB and A;D 18 less than the normal perspective
imterval AB — AyB, and the eye, bringing point Ay to A, stretches It
forward into the plane.

As a result both cases have an ecstatic effect, going bheyond the limits
of 2 simple true refiection of the appearance of phenomena.

But they are characterized in a different (opposite) way: One serves as
the expression of the pantheistic quietism, characteristic of the ecstaic
contemplation of the Easy the other expresses the “explosiveness”
typical of "active” ecstasy —one of the proclivities of “"Western” ecstasy.
¢This certainly does noOt mean that the East is unaware of the fanauc
gcstasy of the dervishes or of Shakhsy-Bakhsy, and Spain — of the
mystical ecstasies of St. John of the Crosst®: or that the works of Fra
Beato Angelico!?® do not correspond to the Bodhisattva*?? of India or the
Mongol demons with the works of El Greco. This division, of course, is
quite “conventional”

CGuietism tries to bring opposites together by dissolving them into
each other. Hence the reduced scope of the difference in size repeats this,
returning and bringing the explosive jumps 10 & single smooth flow.

The other type of ecstasy acts in a different way: Maximally
intensifying each of the opposites, it Wies at the highest point of this




1f, Pathos 152

intensification to force them 1o penetrate each other, thereby raising their
shattering dynamism to the highest pitch.

The present section of this work is basically devoted to this type.
Aftention is given {0 quietismm another chapter in this coilection — in
Nonindifferent Nature.

This method of capturing the depths of space is ciose to me because of
my own work on the shot.

1t is interesting that this method has been most distinctly formulated
in The Old and the New, and its most extensive application occurs in the
set designs for Jfvan the Terrible, promoting the effect of the "gigan-
sieness” of the interiors. I wrote about the significance of the different
scales in relation to the theme of van in Izvestiva (Feb. 14, 1945 in
connection with the premiere of the first series of the film. And it was
probably not accidental that 1 referred fo their size O by a static termg,
but by a term reflecting the dynamic conception of *growing size,”
"riging” vauits, eic. The feeling put into them of the obsession and
exaltation of the theme achieved by the author appears throagh the
terminology.

This method consists of the fact that the "set design proper” for my
shots never in itself exbausts the real “piace of action.”

Most often this set design proper seems 10 be a “spot in the
background,” which appears through a system of foregrounds placed
like “wings” attached endlessly in front Of it, driving this sef design
proper farther and further into the distance.

In my work set designs are inevitably accompanied by the uniimited
surface of the floor in front of i1, allowing the bringing forward of
unlimited separate foreground details; and a colltection of just such
detatis: portable columuns, paris of vaults, stoves, plers, or objects of
everyday use.

The last point in this method is the close-up of the actor carried
beyond all thinkable limits. Gver the actor's shoutder is put the whole
space in which can be outiined the set design with all its substructures,
and the back of whose neck covers that part of the studio that can no
jonger be fettered by the insufferable details of the “place of action.”

This “ecstatic” method of construction of set designs according 1o a
scheme. . .based on the telescops, is not limited in my work to the azea of
the visual and plastic.

As in all other "schemes” of ecstatic construction, this also pccurs in
my work in the dramatization.

If in respect 1o Potemkin and The General Line'™ we touched on 3

wransference into the opposite” within the course of tae drama itself, and
in The Old and the New the very pivot of the action consisted in such a
yransference from the “old” 10 the “new,” then in another epic-Grama case
we are dealing with a pure scheme of phases of a developing historical
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subiect that consecutively ~ “like a crosshow” — efect each other.

1t is in just this way that the scheme of the film: about the Fergansky
Cansl was constructed, which we planned with P. A. Pavienko*# right
after Alexander Nevsky, bug, unforiunately, it was not realized.

1 conceived it as a friptych of the struggle of man for water.

Three phases:

Tamerlane,*

~ Tsarism,
The koikhoz [collective farm] system.

How should one connect in a dynamic unity three similar epochs
standing apart from each other by centuries and decades?

Here the device turns out to be the “miple crosshow” separated in the
tempo of narzation — the double transference beyond oneself arranged in
retrospective sequence. '

The first link.

The epic-iay deployment of Tamerlane’s campaigns and Urcheng's
sieges passed by.

And its tragic finale flowed together into an image of an old man, the
narrator Tokhtasyn, singing about these times of yore.

The figure of the old man closed the first link.

And the singing old man opened

the second link.

H narrated — no longer in primordial forms but in common, averyday
forms — the tone of batile for a centimeter of an irrigation ditch of Ceniral
Asia impoverished under the tsars, & baitle, replacing the scope of the
campaigns of medieval fitans, that drove hundreds of thousands of
soldiers against each other, draining rivers from besieged cities, fighting
each other by depletions and by the influx of water that drowzed the
besieging armies.

1n the unequal battle with the bey [Turkish governor] and the tsarist
official, the old singer abandoned his native Central Asia after having
hegun the mournful page of this story with his song.

“The daughter was taken away by a merchant and bey “for a debt.”

. Along with the father, the meditator and nonresistor 1o evil, the young
son broke away, leaving for the liberation movemsent.

And the old man dragged himself into the iranian foothills, far away
from the people.

But even this episode turned out to be a narrative: NOT a song of the
past, but a tale around a campfire.

= [*In 1395 Moscow barely escaped invasion iy the army of one of the greatest conquerors
of history, Tameriane, who had spread hig rale through the Middle East and the
Cancasus, .. Tamerlang's forces actually devastated Riazan and advanced upen Moscow,
only to furn back 5o the steppe before reaching the Oka River” (N. Riazanovsky, A History of
Russia, Oxford University Press, New York, 1970, p. 11y - HAM.]




¥i. Pathos 154

The tale of an engineer-builder, one of the participants of the
unprecedented construction of the Fergansky Canal

The engineer was that same young man - the son of Tokbtasys, who
had left his father — but the wgacond Hnk” of the film was the story of how,
passing through the revolution, e came 10 the Fergansky sconstruction.

And his story opened

the third link of the epic nagration.
The third Hnk, beginping with his tale, ynfolded & new monumental

fresco of new campaigns by masses in the thousands, bui 80 jonger in
the form of a battle against each othez, but in that unigue bhattle that
remains the lot of aman freed from exploitation, freed from the chains of
glavery, a man creating Communist society” — a patile with the elements,
a victory over nature, 2 sublection of the natural forces the creative
genius of free man.

In the fury of this construction, the iively Tokhtasyn returned from the
Tranian foothilis and met his son in the joyful moment when the water
begins to flow. .. :

in the epic struchure of this film, as if in glow motion, that same
telescopic structure siowly unfoids that, in its springlike, jnstantaneous
leap from phase O phase, we saw in the action of the ecstatic effect in

preceding exampies.

[Examples of ecstasyl

At this point 1 remermber an amusing incident shaf may serve as a
sransition 1o the next section of examples of ecstasy.

My general conception of the pathos composition, as it has been
discussed here, had peen developed long hefors.

And even # it had not heen worked out at once sn all its aspects, sl
its basic elements had been studied in such detail that even thirty vears
later T included it in a course of lectures on how a director composes a
film of pathos.

1 remember how, after one of those lectares — i think it was in 1933 —
concerning the ecstatic leap within a composition of pathos, one of my
audience came up 10 me, Comrade D, and with, a sly grin mysteriousiy
communijcated to me “Sergel Mikbailovich, 1 bet you couidn’t guess
what inventions your lecture made me think of?”

He shook his head even more mysteriously at a question about the
details of this smprobable invention (as to the shape of his-head, It was

* [T pead these words now with tragic irony, for the Fergansky Canal, along with the White
Sen Canal and other ngoeialist” constructons of the Five Year Plans, were in the matn built
with siave labor from Gulag, as dooumanted by A Solzhenitsyn. Perhaps thal was tha real
yeason Stalin forbade the making of yer another Fisenstein film - HM.1
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Figure 13. Eisenstein's draw-
ing (Mexico, ©. 19300 showing
ex stasis (= pathos).

somewhere in beiween the head of a tapir and a dolphin, and the profile
seemed 10 resembie the beak of a parroi if such a beak could
ympetuously puff up from a terrible attack of 2 cold; add a smali
extremely lively black eye to shis. . though what does his appearance
matter 1o you?h

Comrade D. refused to divulge hls secret 10 e, but promised to
confess his ideas in a few days.

In several days he really did come up to me again, but with an
embarrassed look rather than & mysterious one.

The invention tirned out 1o be a flasco.

1t tuns out that the contents of my lectute on ecstasy made him think
of.  .a rocket missile system of consecutive ejections of one rocket out of
another.

He rushed over with this idea to someone in the military department.

However, there they caimed him down, saying that something of the
sort had already heen investigated there and was well known.

What it was exactly and to what degree ~ is unknown.

Later something of the sort really seemed to have been adeopted in the
Finnish campaign, judging by a chance tale, somewhat confused, of one
of the participants of the battles in Finland.

I general, racket missiles of the “chain” type seemed o have been
adopted for practice even in World War IL

It is quite probable that the principle of the rocket missile is actually
quite ancient, and there is an opinion that even in 1232 the Chinese used
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guch missiles against the attacking Mongols. Since the fourteenth
century this missile was widespread in Europe. But definitely since 1850
— when the perfection of precise alm increases —the missiles of the Tocket
type being imprecise in this regard, disappear from practice and from the
area of any theoretical interest.

“Fhe honor of a new revival and wide application of this principie in
World War 11 belongs to the Soviet Uniog, which, since 1941, brought
down on the German invaders a mmassive series of rockets from our
multirocket projector (nicknamed Katusha).

The Germans are building their "V-2" according fo this principie.
England and later the {Jnited States have been diligently studying the
discoveries made in this area during the war. The new intensification of
tnterest in the idea of a rocket missile now depends on what this missile
would be like if freed from the action of the so-calted recoil - the reverse
push that unavoidably is produced by each common artiliery missile on
the weapon ejecting it. This lack of Tecoil makes the rocket principle
particularly valuable ander conditions of firing missiles of great
destructive power from relatively light and unsteady structures {light
airplanes or small sea units).

But 1 have no particular interest in the “simple” rocket missile - or if I
have, it is only because the “haeguriful” here is in the initial active
principle being taken in reverse or the “tmpeding” principle of the
“nopmal” type of artijlery. The principle of recoil is what should be taken
as the active basis, transporied from the area of counteraction into the
principle of action itself; the power impetusIs directed totally 1o the side,
and, figuratively speaking, “the cannon” is reversed with its back 10 the
opponent and sirikes at him by means of the infinitely increased power
of recoil aimed in his direction.

Thus the significance of the COTRIBON expression, “canion go o battle
backwards,”* is reversed from the image of where 16 sirike the enenly,
into a new phase more shattering in its blow! This aimost recalis a
similar paradox in the area of agriculural industry.

It is well known what a scourge the locust is.

But it is also well known what a great bearer of fatty tissue is this pest,
which utterly devours the crops, grain, and earthly vegetation.

This fat forces steam engines to skid helplessty on the rails covered
with the squashed liltle bodies of locusts.

And during my stay o Mexico they told me about an incident that took
place in South America, where it ins ol in certain districts it was moxe
profitable 10 process the fatty substance of the locust (which was not
allowed to develop to the stage of being able to fiy) than 1o 11y fo save the
carelessly sown and unsown fields.

* {“Pushki k boyu stali zadom,” a Russian idiomatic expression - H.}
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A comparison of a military-technical incident with an incident from
the biclogical-zoological field (where else could you find a similar use of
locusis?(} is quite normal ai this point, when spheres of principles
previously rigidly opposing each other are closely connected, spheres
that lie at the hasis of physics and biology, the reatment of fnorgamic
phenomena of nature, which merge with the norms of the organic
kingdom of nafire, eic.

This will be discussed below.

Byt evern now it is curious to note that the rocket movement of missiles
whose application clearly has a broad future has as {ts most profound
“prototype’ a phenomenon that is purely biological and, one might add,
in its earliest stages of development.

Doesn’t it sesm that this principle i5 completely “copied” from the
characteristics of the first steps on the path of independently moving
shifre of the so-called Brownian movement in colicids?

This is how Iohn Yerbury Dent describes the scheme of how moleculies
of living protoplasm shift:

Now let us imagine this catalyst as a compound with a big molecule: It has the
attributes and behaviour of a colioid - that is, it iz big encugh 1o be
comparatively stable in an environment of vibrating smalier molecules, yet small
enough 1o be jostled by thern. Tt exhibits what is called Brownian movement. We
also must picture this molecuie as being able 1o absorb and combine with certain
malecules which we may conslder its food, and able 1o break down at the other
end of its molecular chain, giving out molecules as it waste products. This large
molecule is impinged upon on all sides by other molecules huf, i is able to
shsorb some of them. 1t is not dispiaced by the molecules it absorbs, and it
suffers some Tecoil from the molecules it discharges; in other words, it moves
towards its food and away from its waste products. It has developed another of
the attributes of life. It is quite possible to picture all movement of protoplasmic
molecules in this way. The direction is governed by the absorption of some
molecules and the discharge of others.”

However, let us return to the type of rocket missile my lecture on “the
formula of ecstasy” inspired Comrade D.

It is quite apparent that such a “formula” appiied 1o the trealment of
increasing speed of the missiles {or flying machines) must definitely
take into account the normal limits of speed, just as the fiight of ecstasy
must regard the conditions of normal emotion, and as pathos must
regard — simple uplift.

And it cannot be that technical thought — so skilifully using ihe
“ecstasy” of transferring certain forms of energy into others, provoking
“explosions” by a definile form of composed mixtures, which are

* Jokin Yerbury Dent, The Human Machine, Alfred A. Knopf, New York 1937, p. 7.
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transferred into the gaseous state, etc. - would not use such a
construction so distinctly ecstatic, increasing the speed of flight.

it is curious that this idea was not applied in the prewar period, that it
also was not used during the was; the first (in any case, published) dafa
on a serious introduction of a similar idea into new technoiogy appears
only at the height of the period of postwar existence, when the workd,
hardly vet reestablished, already has begun what devilishly looks iike
preparations for a new war.

Thus, only by June 1948, — judging by the information from the mid-
year congress of members of the American Society of Engineers and
Mechanics in Chicago — similar experiments and a practical treatment of
the application of this principle became a reality.

1t is interesting that the data in this direction go from the more crude
and superficial applications of the ecstatic formula to the most refined
areas, connected not only with constructions of new fiying devices, bl
with a revision of the conception of the actual physical structire of
matier, giving practical resulis that force you 0 ohserve "in a New
aspect” a whole series of positions of theoretical physics that had
appeared to be stable and indestructible.

Thus, Colonetl Philip B. Klein, a staff member of Major Air Command
of American aviation (the Air Material Command}, describes the
simplest possible of these aspects - the rocket plane, which is ejected
from a “flying” airwomb rushing at full speed. According to his
statements, such an experimental rocket piane (X513, ejected from the
“womb” 0f a B-29, as shown in the test in California, is ciose 10 achieving
the speed of sound.

o until now, still not having tested to the fuli capacity of the power
available to if, this rocket plane X$-1 and the model following it
apparently confront one major difficulty — the inability of the piot's
reflexes to function in similar circumstances. This forces Cotonel Kiein
to direct the attention of engineers and designers to the fact that in the
sature they must invent wsamething of a type” that would completely free
the work of controiling simitar apparatus, by means going far beyond the
Himits of functions conceivabie for man.

More interesting and precise in construction - and, I might add,
solved inwardiy compietely according to the “ecstatic prescription” — &re
the so-calied space rockets on which M. J. Zucrow, professor at Purdue
{Jniversity, reporied. .

Part of the problem conceras the realizavion of flights, rotaliy
peyond the limils of the atmosphere, encircling the earth, and inio
regions free from the earth's gravity. In order fo jaunch similar rockets, it
ngms out that it is not necessary 10 wait ages for man 1o master the
control of atomic energy. Itis possible to s0ive this problem by means of
that same fuel (liguid oxygenisa component) on which the rocket planes
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£S-1 work, if at the basis of the construction principie one puts the
“multistep” principle, according to which a systers of tandem rocket
motors acts like a consecutive “chain,” ejecting the “head one” foyward —
into space. The difficulty in its practical realization is still the high
temperature (5,000 or more degrees Fahrenheit) to which the chamber of
+he inner structure is subjected. If this difficulty is finally overcome, then
the given consiruction compietely ensures the possibility of passengers
fiying beyond the limits of the space directly surrounding our planet. . . *

The third “deepening” of the principie — from an airplane ejected from
an airplane, through a rocket eiected by a rocket, ejected by & rocket,
ejected by a rocket, ate.t — to a fraction of the material ejected in an
endiess series of chain reactions of new particles flying out - carTies us
beyond the limits of the Chicago conference of the practitioners of rocket
comstruction — into areas of the practical application of the atom, which
is now so much obsessing the imagination of nations after the
destructive action of the atom bombs dropped on Japan.

The Gothic

Already several times in the course of this work the sharp prefile of Gogol
protruded through its colorful variety, as a shadew slipping through its
separate sections. [...7'%

It wouid be too simple and foo easy to flood these pages with another
sea of quotes, taken from well-known pages of pathos in his works, in
wlzich digressions “rear up” once in awhile in his poems, stories, or
tales. -

The “ecstatic” structure of them is distinet and clear everywhere.

And we will relate Gogol to our theme in more detail at this point.

In an area with which he wouldn’t usually be associated. '

Let us consider Gogol alongside of Piranesi. ..

In regards to...architecture.

This would appear to be strange and unexpected only if one forgets
how many months Gogol spent in that same Rome that put Giovanni

. Battista's imagination in a fever.

Forgetting about those spiritual “prisons” through which Gogol drove
his reader in "The Inferno” and “Purgatory” of the final parts of Dead
Souls, ¥ out of which he himself so desperately sought an escape into
the light, like the figure of Piranesi conceived by Coleridge, rushing
along the precipices of the passages and staircases of his own etchings.

;’ ;é-m describing these data according 10 a report on a conference in Newsweek of June 30,
$1 1eat this formula here in the manper of the “mranslangnage” of Gertruge Stein'®?
becau_se in the next section this will help us establish the “correspondence” between the
material of this chapier and the nest.
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And having quite forgotten Gogol's wonderfully passionate enthus-
jasm for architecture. : ‘

And how Gogol perceives architecture and how he writes abc:wat it—
probably the closest approximation of how Piranesi forces it 10 live and
tremble in his etchings. )

Namely, the way Gogol writes about architecture as a form of ‘pemg
peside oneself and as a forin of {ransition of ong form into another; in the
pathos of his descriptions he veveals the ecstatic character of his naturfa,
as well as a reflection in the very principies of architecture of those basic
necessary Sivings of our natare,. which find their expression in
architecture.

"here are probably few who now reread the Arabesqug& Even fewer
readers linger over the article "On the Architecture of Our Time.” Yes, and
even [ would have hardly glanced at it if it had not been put next to the
asticle "A Few Words on Pushkin,” which 1 needed for another, quiie
special occasion.

Therefore, this article should be discussed in detailed excerpts.

it is particuiarly characteristic that, of ali the various t'gpes of
architecture, the kind that 1s most atiractive to Gogol is the architeciure
fhat is the most ecstalic — the Goihic.

Not in vain, Coleridge (and after him De Quiney), in defining the:
actual style of Piranesi's visions, turned to the term "Gothic halk’
{ncorrect in defiring the true style of these halls, but quite correct in
defining whas Piranesi (ecstati{:ally) does with these halls!

. .No mater which wind of architecture it be - the smoom, monumental
Egyptian, the huge and colorful architecture of the Hingus, the luxuricus
architecture of the Moors, the inspired and gloomy Gothic, the graceful Gresgk -
afl are good if they ave suited o the specified construction; they will all be
magnificent only when they are truly comprehended. )

_..If, however, one must give a definite preference 1o One of these architectural
styles, then i wonld always give if to the Gothic. .. _

. PBul it disappeared, this neautiful architecturel Ag SOOD B8 the enthusiasm
of the Middle Ages was extinguished, the thought of man was gismembered and
strove for a multipHcity of different aims; 88 S00R 88 the unity and wha}tenass of
the one disappeared, S0 did the grandeur a8 well. Its forces, once having been
dismembered, became gmall: it snddenly proguced & muiriplicity of wander‘fm
things in all shades and varieties, but no longer somnething grand, something

igentic.. ..
919. . Tney passed — those centuries when faith, strong, ardent £aith, dz‘rec.ted a_ll
rhoaghts, ail sminds, all actions o one end; when the artist strove toAraJse his
consciousness higher and higher roward heaven, 10 1t alone he sirained, an‘d
before it, almost in gight of it, he reverentially raised his praying hands. His
building flew rgward heaven; Rarow windows, colinns, vaults_ stretehed
infinitely toward the heights; wansparent, almost lace-like spires like smoke
appeared over them, and the magnificent temple wa? a5 great before the
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common dwellings of the people as the demands of the soul were great before the
demands of the body.. ..

" Gothic architecture, that Gothic architectare which was formed before the
end of the Middle Ages, is a phenomenon which the tagte and imagination of man
has never again progduced...In it everything is unified togethes: this forest of
vaults rising harmoniously high over your head, windows, huge and narrow, with
numberless variations and intertwining, joined to this terrifying, colossal mass
of the tiniest, most colorful decorations, this Hght web of carving, entangling it
with its net, winding arcund it from the foet to the top of the spire and flying with
it to the heavens; grandeur as well as peauty, Yuxury and simplcity, heaviness
and lightness ~ these are the virtues which never, except for this pariod, were
contained in architecture. Entering into the sacred darkness of this ternpie,
through which the windows mujticolored light peers fantastically, and raising
your eyes upward, where lancet vaults lose themselves and intersect one over
anéther, one over another, endlessiy — it is quite natural 1o feel an involuniary
terror in your sl at the presence of & female saint, whom the insolent mind of
man dare not rouch. ..

Look more often at the famouns Cologne Cathedral — there is all of its
[Gothic - SME] perfection and grandeur. A finer monument was never produced
by ancient or modemn epochs. 1 prefer Gothic architecture because it allows the
artist 1o engage in more revelry. The imnagination strives more vividly and more
ardently to height rather than breadth. And therefore one rmust use Guothic
architecture only in churches and in high rising buildings. Lines and Gothic
pilasters without cornices, close 1o each other, must fiy through the whole
stracture. It is sad if they stand far apart from each other, if the building does not
rise up 10 at least twice {ts height, if not triple! It then destroys itself Raiseitas it
shounid be: so that its walls rise higher, higher, as high as pogsible,” s0 that their
pumerous corner columns surround them more densely like arrows, Hke poplars,
like pines! Let there be no cul, 0O presk or cornice that would give another
direction or would diminish the size of the building! So that they be equal from
the foundations fo the very summit! Huge windows, varied in form, more colossal
shan their heightt More ethereal, lighter spires! $o that the more everything rises
upward the more it flies and penetrates. And remermber the most imporrant tiing:
shere is o comparison of height and breadih. The word breath must disappear.
tere there is one principle idea - height. T

Magnificent pages!
Magnificent in the feeling of the pathos of Gothic architecture.

* Wasn't the oy of Plevako, 50 fameons for its - pathetic quality, taken fram here, which had
resounded in the wial of the Mother Superior Mitrofanya,'® which, as is wall-known, Yay at
the basis of the subject of A. N, Ostrovsky's Wolves and Sheep?

tN. V. Gogol, On the Architecture of Our Time, collected works in & volumes, vol. &
GosHuzdat, Moscow, 1959, pp. 40-61. This article is cited Jater. [Victor Hugo, “Preface o
Cromwell" also sees contrast as a mark of modern genfus: *.. .t is of the fruitfal unjon of
the grotesque and the sublime tvpes that modern genius is born -~ 50 complex, so diverse in
its forms, so inexhaustible in sig creations; and therein directly opposed to the uniform
simplicity of the genius of the ancients.” In G. Anderson and Robert Warnock, eds., Scotr
¥oresman, Tradition and Revol, Chicago, 1951, p. 356 — HM.]
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And wonderful examples of the feeling for the characteristic features
of pathos conSiraction.

A basic significance that, in the given Case, bas the axdor of an idea.

"fhe flowing of all variety into the problem of expressing the wnity of
this idea.

The unity of opposites as a factor of its expression (“grandeur as well
as beauty,” "oxury and simplicity,” “heaviness and lighiness.” Al
another place in his arficle (Gogol writes: “The true effect is contained in
sharp antitheses”).

Repetition lending to infinity (“lancet vauits one over another...
withoot end”).

The leap from dimension to di ension ("so that their namnersus
corner columns surround them densely ilike arrows, iike poplars, like
pines”; "ace-like spires,” coming out of the stone substance and, “like
some,” appeared OVer the building).

And in the statement itself about the features of the Gothic ~thereis a
jummp from description to direct authorial address 1o the reader: "Raise
1. . higher, as high as possible. .." from an address w0 the reader — t0
direct command to the phenomena: wy ot there be no break. . .So that they
he equal...Huge windows. . .A more ethereai, lighter spirel So that
everything would. . gy and penetratel”

And now, as if in ecstasy, we scan that same scale of gradations
giecting each other by which Gogol tnany yeals jater achieved the
description of the pathos fiight of the “bird-troika” in Dead Souls.

But other pages of the ariicle are yariegated with that same type of
dynamic exposition of the vivid movement of architectaral forms.

Sometimes the gxposition is ecstatically explosive, and the image of it
resounds like 2 welt-known figure (4 will emphasize it in the text):

.. .A portico with columns. . .We also nave lost: i did not OCCUT G himtogiveita
colossal size, to push apart the whole width of the building, @ raise it to its full
hefght. . Is it surprising that buildings, which they demanded be huge, seemed
empty, because the pediments with columas were scuipted only over thelr
porches. ..

. TNew cities have 10 form at all: they are S0 correct, so smooth, SO
monotoncus that, after crossing one sireet and feeling bored, you reject any
desire 1o look at another. These are & series of walls, and nothing more. iIseless
totrytofinda viewpoint from which one of these continuonS walls would af s0me
point snddenly grow and gxplode into the airlike 2 bold broken vanlt orwouild be
giected ke sOme and of tower-giant.

Sornetinies the very form of the description slips into anpther sysiem
a metaphoric sysies.

And then these descriptions take 0B 2 particalar censual charm, for
the comparisons themselves are chosen by the marks of those external
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prototypes of iznitation or inner dynamic stimulants (the dance) thatoa
great extent determine the forms and rhythms, harmony and nature of
archditectiure constroctions:

1 Gothic architecture what is most notable is the impzint, aithough somewhat
unclear, of a tightlty woven forest, gloory, grand, where an axe has not rung out
for centurigs. These decorations, surging in interminable lines, and the nets of
filigree carving, axe pothing but a dark secollection of the Tank, pranches and
legves of a ree. ..

And the building went heyond its stone Yimits, and the temple turned
into a forest, But there is more — this is how the image of “the xingdom of
Asiatic luxury” is drawn:

A huge Eastern dome - sither totally round or curving Hke a delightful vase
nuned apside down, OF in the shapeofa sphers, OF ioaded, sculpted with cagving
and ornaments, 1ike a rich mire ~ reigns patriarchically over the entire boilding;
pelow, at the very foot of the buitding, smail domes go around its vast walls like a
whole fence, and resembie obedient slaves. Slender minarets fiy out oo ail sides,
presenting the most charming contrast between irs tight, cheerful towers and the
solemn, majestic appearance of the whole building. Thus 2 grand Mohammedan,
in a wide robe decotated with gold and precious stones, reciines among the
hourls, slender, nuds, and blinding in thelr whiteness. ..

‘The forms of the buiiding come to life when combined with people.

Below it obedient slaves walk around i, its light minarets cluster
around it iike houris, and reposing in the centez, its dome turned like the
grand Mohammedan in a gold robe. ..

But even these rransformations are not enough for the author.

By his will the architecture is forced to fuse into all possibie variety of
forms pouring into each other (he is discussing architectaral cities):

Here the architecture must he as capricious as possibie: it must take on & stelh
appearance, show 2 chearful expression, breathe with antiquity. shine with
novelty, spili over with fear, sparkie with beauty, he at one MOMent gioomy as a
day seired by a storin £311 of thunderclouds, at the next as clear as a morning full
of sunshine. ..

. .Architectare is also the chronicle of the world, writes Gogol 1ater,
“it speaks when songs and legends have already become silent and when
nothing speaks any longer of the nation which perished. .."

And probably the most dynarmic picture of the constant transition of
architectural forms into each other, which his imagination draws for
him, can be fournd in. . .a fooinote 0 the same articie:

... A very smange thought occurred 1o me earlier: I thought it wouid not pe a bad
iden tc have one sireet in a ity which would contain an architectural chronicle,
so that it would begin with heavy, gloomy gates, and ot passing through them the
viewer would see on both sides grand buildings rising high ofa wild, primeval
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1aste common 1o pre-historic peoples, and then a gradual shift of it into different
forms: & great metamorphosis into the colossal, full of simplichy, the Egypiian,
then into great beauty — the Greek, then into the sensual Alexandrian and
Byrantine with tow domes, then into the Roman, with several rows of arches; later
descending again to wild periods and then suddenly rising 1o upusnal Tuxary —1n
1he Arable; then to wiid Gothic, then Gothic-Arabic, then puré Gothic, the crown
of art breathing 1n Cologoe Cathedral, then a terrible confusion of architecture,
proceeding from a Teturn to the Byzantine, then the ancient Greek in new
costume, and, finally, the whoie street would terminate in gates which would
coptain elements of a new style... .

The perception of this formation of new types of architecture as &
single stream of different varieties flowing into each other is manifested
the whole time in the words In which this strange vision is described (Ma
gradual shift...into different forms,” “a metamorphosis. ..into the
Bgyptian,” “then into great beauty — the Greek,” “then into the sensual
Alexandrian,” “descending again 1o wild periods,” “then suddeniy
rising,” etc, — ali this characterizes these changes as a single streany, as
single forms “metamorphosizing” into others, “descending” from some 10
others and “rising” from some 10 others.*

However, what is probably most striking in this whole article is how
Gogol, with the true insight of a seer, wdigtills” from a congiomeration of
models of past architeciure and coptemporary architecture — a rough
sketch of models of future architecture.

Meanwhile, he seems t0 have “guessed”. . .the skyscraper {atthough of
medium height) when he drops remarks about houses placed on ciy
hills ("One should observe that houses show thelr height one hehind the
othet, so that it would seem 10 one standing at the foot that a twenty-story
mass was looking at him.").

Sighing very reasonably:

*Surely it isn't impossible to create (even for the sake of originaiity)
compietely original and new architecture, by-passing formey conven-
tions?..."

No less justly ~ even for our day! — he grieved:

«  fsp't it possible for us...to furn shattered bits of art inio
something grand? Must everything we meet i nature necessarily be only
a column, a gome or an arch? How many other forms have stiil not been
touched by us at alil... How many of these which not a single architect
has yet extered into his cedex!i...”

In anticipation, Gogol mischievously throws in a concrete example at
the end of the article:

+ A% another point in the book 1 will bring in {for another reasond a description of a similar
wpe of picture composed of the movement of changes in the appearance of women's
fashion. It was written {in an ironic manner) by Jean Coctean. '™ As we have seen, our
Gogol, a good nundred years earlier, “gutgatloped” the Freanch wit of our time.
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Let us take, for example, those hanging decorations which have recently begun to
appear. S¢ fay, the hanging architecture only appears in theater boxes, balconies,
and in small bridges.

But i whole storeys hang oul,

if daring arches are hurled one after angther,

1f wholé masses instead of heavy columns find thermselves on casiiron
SUPPOTE,

if a house 13 hung over from WP 0 bottom with balconies decorated with
castiron rincean banisters, -

and in thousands of different forms, castiron decorations hanging from them
envelop i with their light net,

and it will look through them, as through a tansparent. veil,

when these castiron rinceau decorations, rwined around a pretfy, chroular
towes,” fly with 1t to the sky, '

what lighiness, what aesthetic etherealness would our homes acquire then!

Once Andrey Bely struck his readers by a guote from Nevsky Prospect:
that anticipates Picasso.'?

But somehow even Bely saw-thar Gogol had anticipated Le Corbusier's
ideas about a house on tree trunks;**® and if his idea of “the
sransparency” of architecture was solved, not by his castiron “trans-
parent veils,” but by .. .glass, then — it was ihe glass of the American
(Frank Lioyd Wright), “father of transparent houses,”*3* and the concep-
tion of his “beautiful tower” ~ is Tatlin's tower.}%

It is alse interesting how, here in Gogol, a separate tiny detail
(hanging theater boxes, balconies, small bridges) develops into a new
form of an unprecedented whole. :

“And h_ow he has become aware by himself of this feature and potential.

And npow he considers this feature and potential {0 be inherent in the
creator and poet:

“But what a muliitude of hints about everything exist, capable of
engendering an extremely wnusual and vivid idea in the head of an
architect, if only this architect be a creator and poet.” -

And this was ail ‘written in — 18311 -

Superconcreteness.

[...1We discovered a certain “ormula” according to which works of
pathos are constructed.

We found an extremely clearcut condition for that state, in which &ll -
elemerits and features of a given work must be or appear, in order that the
pathos effect of the whole be achieved (this condition was the ecstatic.
state of ail its elements — a state that presumes the continuous

. spasmodic transition from quantity to quality as well as a series of other -

features).
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89 Maurice Barres (1862 1923), French writer, author of the book L Greco ou

Ie Secret de Tolédes, (1912},

90 This picture exists in four variants. Actually there ave seven canvases of The
Expulsion of the Moneylenders from the Temple attribuied tc Ei Greco and
saveral copies from his studio. It may be that he had in mind the four with the
greatest variations from each other.

91 Laccoon, the painting by El Greco, created in 160610 (preserved in the
National Gallery, Washington); The Lifting of the Fifth Seal, see note 88; The
Concert of Angels in the Clouds, detall (upper part) of the Ei Greco painting The
Annuncigtion (1593, Bithao Museum, Spain).

92 . .akes such an astonishing and exciting Storm over Teledo. 1n a section
of Nonindifferent Nature Eisenstein analyzes in detail the principle of the
“patheticatior” of landscape in the painting Storn over Toledo.

93 Andrea del Sarto (1486-1531), Italian painter of the Renaissance, repre-
sentative of the Florentdne school.

©4 .. .contrast the Renasissance and Barogue. Elsensiein has in mind the book
hy the German art critic Henrich Wilitin (1864--1945) The Renaissarnce and the
Barogue. .

95 Donato Bramante (14441514}, ltalian architect of the Renaissance,

designer of the Milan cathedra! and others. In 1504 began to work on a project for -

St Peter's Cathedral, Rome.

94 Giovanni Battists Piranesi (1720--1778), lialian engraver and architect
Author of an enormous guantity of engravings, the themes of which are ancient
and modern (for Piranesi) Rome and grandicse architectural fantasies. See G. B.
Piranesi Carceri, Origo Verlag, Zurich, Switzerland, 1958. In the next chapter
Eisenstein analyzes two engravings of Piranesi from his cycle Fantasy on the
Theme of Dungeons (174550 and 1761}

97 Alexandre Nikclayvevich Bemoiz (1870-1960), Russian artist, theater de-
signer, art historian, head of the World of Art Group (Miz Iskusstvo), Petersburg.
Fisenstein quotes from his History of Painting of all Times and Peoples.

98 This chapter does not have g tifle. Here is a note about it dated july 4, 1947,
in which Bisenstein writes: "Stzictly speaking the second theme in every chapter
is or should be stamped out. Along the lines of "Helent 0r the Rescue of the
Virhyous™: "Piranesi or the Flux of Form.”

99 Daniel Maror (1663-1752), French engraver and theater artist.

100 Gérard Edelinck (1640--1707), French engraver, master of metal engraving.
101 Williays Hogarth (1697:--1764), English painter, engraver, and an theoreti-
gian, author of the well-known treatise The Analysis of Beauty.

102 . Robert Nanteui! (1423-78), French engraver and draughtsman.

108 Claude Mellan (1598-1478), French engraver and draughtsman.

104 Jacgues Callor (1592—1638), French engraver and draughtsman, whose
hasic works are considered his Ballf (1629), Capriccio (1617-23) The IXisasters
of War (1623-33). Callot’s two engravings "The Temptation of St Anthony” relate
to 1615 and 1638,

105 .. .the stair case, huried from one world 1o ancther. . . the Biblical legend of
Jacob's dream, see (Genesis.

106 Next — the young Picasso, (leizes, Metzinger. The French artist Paul
Cézanme (1839 1906) deciared: “Everything in nature is designed in the form of a
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sphere, cone, cylinder; one must leam fo draw these simmple figures, and Hvou are
able 1c master these forms, you can do anything, you want.” {(#Masters of Art on
Art, Vob. I8, Iskusstve, Moscow-Leningrad, 1939, p. 219 With this formuala

- Cézanne expressed the task of one school of twentieth-century painting — cubism,
. the program of which was laid down by the French artists Albert (Gleizes

(18811952} and Jean Merzinger (1883-1956) in Gleizes and Metzinger, On
Cubism, Unwin, London, 1913,

107 “No - youl” In his monumental painting Guersica Picasso reflected the

barbarcus destruction of the city of Guernica by the German and fralian fascists

_ during the Spanish civil war (19369

108 Arthe basis of the composition of its ensembie. . . lies that same ‘dance’ that
is also at the basis of the creation of music, palnting, and cinematic rmontage.
(This statement refutes the accusations of certain critics that Eisenstein transfers

- mechanically the laws of one art into another. In fact. . . Eisensiein seeks for the

general aesthetic laws governing each form of art's specific shaping of

- gxpression, but in principte universal for all systems of art. [Russian ed. notel
109 Triznon, o paiace in Versailles.decorated with frescoes and scalptures in the

Rococeo style.

130 Gopurams, the great gateways of indian tamples, richly ornamented with

sculptures. Alongside of realistic representations of animals are alsc figures of
faniastic monsters, several of which Eisenstein describes.

"111 Phineas Tayior Barnwm (1610--91), famous American circus enfrepreneur,
" whose touring cireus covered America and Europe.

112 Uxmal, one of the ancient cities of Yucatan, founded in 8971007
113 Thomas De Quincy (3 785.--1859), English writer, author of essays on
Shakespeare, Milton, etc., and author of the famous Confessions of an English
Opium Eater (1821}

114 William Wordsworth (1770--1850), £nglish poet.

115 Samuel Taylor Coleridge (1772-1824), English poet. Like De Quincy,
Coleridge was a dope addict and his famous poem Kubla Khan was written under
the influence of opium.

116 Ouietism, a complicated religious movement that swept through France,
taly, and Spain during the seventeenth century. Quietism was essernitially a
reaction against the bureaucratic ecclesiasticism of the Roman Catholic Church,
lts chief apostie was Miguel de Molinos who was eventually condemned as a
neretic by the Inguisition and imprisoned for life. Eisenstein deals with the
assthetic expression of Eastern “quietism” — the contemplative philosophy of
ancient India and China - in Nonindiffarent Nature (see present volume, p. 216}
117 Yosa Buson (1716-83), [apanese artist and poet.

118 St john of the Holy Cross, Fisenstein means Juan de la Cruse (154291, a
Spanish poat-mystic, known as the Doctor Bcstatic and posthumousiy relegated
to sainthood.

119 Fra Beato Angelico (Guide di Pietze) (1387-145%), lmilan artist of the
Florentine epoch of the Renaissance.

120 Bodhisattva, one of the incarnations of Buddha.

121 The General Line, the tizle of the first version of Eisenstein’s film The Gld
and the New that was intended to show the general line of the Communist Party
in agricuiture. [See my other two bhooks Masters of Soviet Cinema, Routledge
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Kegan Paul, Boston, 1983; and Immoral Memories, Houghton-Miffiin, Boston,
1983. ] ) ) -
122 Peter Andreyevich Pavienko (1899-1951), Russian Soviet writer ?gggic&;:ce
writer. Together with Eisenstein wrote the script of Alexaénfer Newvsky 2
; ! i i 17 — HM.
of Soviet Cinema, op. cit. p. 40, 216 .
1;42335 r;;;zenstein is working{here with data from the American press fhat he ha‘i :;
hand. The principle of the multistage rocket predicted by é{g }E; ’stlkttr)(\;zigmm
' i i 4 Western as 'S,
i in practice in the following years of Soviet an :
ﬁ?zégr;ige Stein (1874-1946), American author, represe;z;a}t_ive ]?fldn;cs;dzrr?d
ives, Autobiography of Alice To 2
i thor of the books Three Lives, The i
ﬁériusai had a significant influence on the formation of the style of the young
Hemingway. ) ) ) . )
125 iﬁer En the manuscript, Bisenstein says: "At another gzm; ;:; ‘;:ili zr;glg
i in which the famous passageo -
souch on the technigue of pathos inw o of the bird-roffa
; in terms of composition. in a third passag :
of Dead Souls was consoucted in 50 i e i
1 t himself in Dead Souls.” However, n :
T ot oot 10 les enumerated here. in Tsgall
does not turn out 1o be among the examp
?’?Iﬁogemra} State Archives of Literature and Art of the UStSR)Jheaiksic;:e?npiizé
i inti t the content and p .
been preserved, precisely pointing ou :
?:sseazch ozl: pathos, of two unfinished fragme?lts :)n Dead Souls by Gogol:
10 June, 1947, "Gogol and Pathos.” “Rird-Troika.
A Gogol "Bird-troika.” )
i Chichikov in the troika.
ii The troika in general i i
i1 Only a smart people counid nvent 1t . i}
1ilxlr E}Arzn’t you, toc, Rus, a smart unswrpassable foika. .. (formula of the
atomic bomb)

1947. Kisiovodsk. . B
é(} }(l;?;:ﬂ The formula of Whitman-Chichikov and the register of dead peasanis

(Vol. 1, chap. VII). Right after and as a consequence of The Covetous Knight
126%;$:ri’of"i§§ QPzdr;g;o;jtzh{fe‘;j;'mes,};eipe;g;eg, {(;fogfl’?jé :3;) ff:r;)z:fi gz:f;
of Dante’'s Divine Comedy. Eisenstein hints I s ) Doa
Souls. The Russian literary scholar . N. Dvsmnik&K&hko&:sky, in characten:t o
this conception, wrote that the g.;reat poem of Gogqi had to ilrit é:}:ev;g
everyihing that was bad and dark” in the nature of Russian man, and t ;mh el
the good inclinatons hidden in it, and fnally, to show Rus the way_tohre(:hic};ikw
better future. .. The story abowt the adventures of Pav_ez lvaxf?}ac chikoy
tarned info & poetic contemplation of Rus "from a nice d}stancg into & mou 1

i jan ™ ess and the frightening lack of light,
gz:;;i’o;:}éb; l;;i'(;z?:ggiﬁ;l: S}:inem Ea;ﬁu; I:z :zﬁ ;i:izlé” H{lz;zltr i}é “g;;gg:ggz
® Y Was ;
g}oaz;teg; :;1 ga:ti?ﬁ;icfg;ﬁ f;x;r gappeéf rezeadjng i}:}zﬂittzg, ;}\rrfkrse 2;?0511'2510'
worked on Dead Souls {D. Nd{)ésglggll;:;xgélfgx}rsky, . 2
2{1;2079015’6':({13:1:2 'ﬁ;gﬁ;iwﬁiﬁéo {ZB:GLBW 1908), Russi?:{l_t lagynera a;;im igt?;crfi
e o oaanatod by dark machinations 1 groat speculators

i e 4 e e 4 a1 i s
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and con men, Flevako shouted: “Higher, butid bigher the walls of the society that
believes in you, so that the world won't see the deads created by you under the
cover of a cassock and cloister!”

128 lean Coctean (1889-.1963), French writer, artist, theater director and fim
director, member of the French Academy. Cocteat’s ironic passage on fashion is
cited by Eisenstein in his study Montage (see Vol. 11, Selected Works, pp. 39899,
129 At this point in the manuscript Eisenstein made the mark of footnote;
however, he did not bring in the quote. At Tsgali the foliowing excerpt from
A, Bely's book The Mastery of Gogol has been preserved, marked "On. .
‘Gogol-Piranesi’.”

“his (Gogols 8. E.) description of the ¢ity is the most urban of the whan:
Paris: strack. . . by the gleam of streets, by the disarray of roofs, thick ¢himneys,
unarchitectaral, solid masses of houses, plastered with the dense raggedness of
stores, the ugliness of bare. . .side walls, on the roofs . . -on chimnpeys, by the light
ransparency of the lower stories. . . from mirrors. .. Paris_ . . craters, founitains,
flashing sparks of news. . under the fashion of petty. . laws. . A magic heap
blazed. . houses became transparent, etc. Roma.” {It is interesting to note that
$. M. Eisenstein worked in Hollywood ont a filmscript called The Transparent
House; see Iskusstvo Kino (The Art of the Cluema) — HM.]

"Gogol in a unigue way sees the playing crowd of walls, as we see it from a
sireetcar: with a jump in the houses that open and close the perspective:
‘Sidewalks bearing. . . carriages with galloping horses that seemed not to move, &
bridge stretched out and broke. . .into an arch, a house stood with its roof below,
a senty-box came reeling towards him'” (Nevsky Prospect), A. Bely, Mastery of
Gogol, Gos 1zdkhudiit, Moscow-Leningrad, 1934, p. 309 (Fsgali, £ 1923. op.

130 In his well-known "Five Theses” the French architect Le Corbusier wrote:

. "ln a structure one can separate the unessential from the essential. Instead of the

former foundations on which a strocture rested without a conirolied calculation
there appear calculated foundations, in the place of former walls — separate
columns. . They rise directly out of the earth to 3, 4, 6, etc. meters and bear the
first story on this height. ‘Thus, the building is saved from moistare, they have
enough lght and air, the building turns into a garden that passes under the
house.” {Architecture of the Contemporary West, M. lzogiz, ed., State Publishing
House of Fine Ants, 1932, P. 400

131 Frank Lloyd Wright (1869--1961), American architect who had a great
influence on the architecture of the twentieth century. The basic principles of
Wright's work are a rejection of decorative stylization, the substitution of a flat
facade for “three-dimensional” architecture, the attempt to connect the house
with the surrounding tandscape. Proceeding from these principles, Wright
applies glass extensively, alterpates cloged spaces with open terraces and
squares, achieving the “transparency” of & building and its “synthesis” with
nature.

132 Valdimir Evgrafovich Tatlin (1885-1952), Rugsian artist, In 1992 he created
the project of the monurpent to the Third international in the form of a colossal
tower created in the spirit of constructivism. :
133 Galley, an ancient ship propelied by both oars and sails.

134 Helicopter, a plane that can iy vertically.

135 Gregorian chants sung in tnison, the performance by a male choir singing






