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Physical Culture and the Embodied Soviet Subject, 1921-1939: Surveillance,

Aesthetics, Spectatorship (Abstract)

My thesis examines visual and written culture of the interwar Soviet Union
dealing with the body as an object of public observation, appreciation, and critique.
It explores how the need to construct new Soviet subjectivities was realised
through the figure of the body. I explore the representation of ‘physical culture’
(fizkul’tura), with reference to newspapers, specialist fizkultura and medical
journals, and Party debates. This textual discourse is considered alongside visual
primary sources — documentary and non-fiction film and photography, painting and
sculpture, and feature films. In my analysis of these visual primary sources |
identify three ‘categories of looking” — surveillance, aesthetics, and spectatorship —

that I claim structure representations of the embodied Soviet subject.

My introduction incorporates a brief history of early Soviet social
psychological conceptualisations of the body, outlining the coercive renovative
project of Soviet subjectification and introducing the notion of surveillance. My
first and second chapters explore bodily aesthetics. The first focuses on non-fiction
media from the mid- to late-1920s that capture the sporting body in action; this
chapter introduces the notion of spectatorship and begins to unpack the ideological
function of how bodies are observed. The second further explores questions of
bodily aesthetics, now in relation to fizkul’tura painting and Abram Room'’s 1936
film, Strogii iunosha. My third chapter looks at fizkul'tura feature films from the mid-
1930s to explore how bodies were related to social questions of gender and
sexuality, including marriage and pregnancy. My final chapter focuses on cinematic
representations of football from the late 1930s and the relationship between bodies
on display and onlooking crowds. These two chapters together indicate how the
dynamic between the body and its spectator (whether individual or in a group) was
reimagined in the late interwar years; the body’s aesthetic appeal is now of little
importance compared to its ability to constitute a public subjectivity through the

manipulation of emotion, trauma, and pathos.
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Preface

This dissertation is the result of my own work and includes nothing which is
the outcome of work done in collaboration except as declared in the Preface and

specified in the text.

It is not substantially the same as any that I have submitted, or, is being
concurrently submitted for a degree or diploma or other qualification at the
University of Cambridge or any other University or similar institution except as
declared in the Preface and specified in the text. I further state that no substantial
part of my dissertation has already been submitted, or, is being concurrently
submitted for any such degree, diploma or other qualification at the University of
Cambridge or any other University or similar institution except as declared in the

Preface and specified in the text.

This dissertation is 80,485 words long (including footnotes and references, but
excluding abstract, preface, contents, acknowledgements, glossary, and

bibliography).
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ITomeraBmmcs Gecrromoriao mo komuare, CamOUKUH morres B BaHHY,
paszeJics TaM 1 C YAMBJIEHHUEM OIJIsi/ie]l CBOE TeJIO IOHOIIM, 3aTeM
npo6op MOTaJI YTO-TO Y 3aJIe3 B XOJIOAHY0 Boay. Bona ymuporsopuia
€ro, HO OH TYT >Ke MOHsIJI, HACKOJIbKO YeJIOBEK ellle CaMO/eJbHOe,
HEMOIIIHO YCTPOEHHOe CYIIeCTBO — He bosee KakK CMYyTHBIN 3apOAbILI U
MPOEKT Yero-To bosiee AEeMCTBUTEHBHOTO, M CKOJIBKO HAO €IIe pa60TaTb,
9TOOBI pasBEpPHYThb U3 9TOrO 3apOAbILIA JIETSIIUHA, BbICIINHI o6pa3,

norpebeHHbIN B BalLlEH MeYTe...

— Andprei Platonov, Schastlivaia Moskva

The best world is the body’s world

filled with creatures filled with dread
misshapen e} yet the best we have

our raft among the abstract worlds

and how I longed to live on this earth

walking her boundaries never counting the cost

— Adrienne Rich, Contradictions: Tracking Poems (18.)



Introduction

Introduction

I. Physical culture and the embodied Soviet subject,

1921-1939: surveillance, aesthetics, spectatorship

For the first time in history, no doubt, biological existence was reflected in political

existence

— Michel Foucault, ‘The Right to Death and the Power over Life

1. The view from the balcony

In 1931 the artist Aleksandr Deineka produced a small oil painting titled Na balkone.”
The canvas is open to the elements, the scene uncluttered and bright; sun, sea, and wind
are in effect. The pastel blue of the water and the white of the towel speak to purity and
freedom, a setting in which attention is paid to the body and its sensations. A girl fresh
from swimming or sunbathing commands the frame: her skin’s deep, ochre colours are
carefully shaded and seemingly reflected back onto the railings behind her, lending a sense

of depth to an otherwise perspective-free image. She is bronzed, liberated, and attractive.’

Yet Deineka disrupts his own idyll. The body is decentred, with the blank shape of the
towel occupying the centre of the frame. The face is expressionless. The girl has carefully

defined breasts but no genitals to speak of and no pubic hair. Is there supposed to be an

' Michel Foucault, ‘The Right of Death and Power over Life’, in The History of Sexuality. Volume I:
An Introduction, trans. Robert Hurley (New York: Pantheon, 1978), pp. 133-60 (p. 142).

* T have used the Library of Congress standard transliteration throughout for all citations, titles,
and proper names.

% Voda, solntse, and vozdukh were commonly referenced together in the 1920s and 1930s as the holy
trinity of vigorous, healthy living. See, for instance, Doma otdykha. Sbornik statei i materialov (1920-1923
2¢.) (Moscow: Gosizdat, 1923), pp. 5-10.
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eroticism to the scene? If so, are we comfortable with it? Finally there is the way that this
body fades into yellow-grey nothingness up the length of the left side of the frame — not
only at odds with the rude naturalism of the scene as a whole but unprecedented and
unrepeated in all Deineka’s work. The girl is laid bare but seeping out of the frame, rooted
in the world of light and water whilst only half-present. Na balkone is a painting that both

stages and disrupts the act of looking at a body; the gaze is troubled.

Figure 1. Aleksandr Deineka, Na balkone (1931)

I return to Deineka at length in Chapter Two. I cite Na balkone in opening because its
combination of bodily definition and indistinction, openness and opacity raises some
questions that are central to my work. Produced during the First Five-Year Plan, in a
moment of enormous political and cultural shift, Deineka’s painting obliquely asks: what w
a Soveet body supposed to look like (is there an inherently ‘Soviet’ body type, or even perhaps a
particularly ‘Soviet’ form of beauty)? How i a Soviet body supposed to be looked at (what are

the rights and responsibilities of the observer before the body on display and the collective
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at large)? And perhaps most importantly, to what ends is this looking carried out (what is at
stake in the act of bodily observation, what is at risk and what can the Soviet collective

hope to gain)?

In this thesis I attempt to follow the flesh of Na balkone as it fades out of the frame,
interrogating those moments in interwar Soviet culture when bodies and looking were
both problematically and productively intertwined. Doing so requires that the third
question above be paid particular attention. To what ends are bodies observed? Why does
it matter how the Soviet body is presented and received? Why might flesh need to be
contained, not allowed to fade out of the frame? The interwar years represented the first
sustained period of construction and institutionalisation in Soviet society and culture.
Reflecting on his 1926 visit to Moscow, Walter Benjamin wrote: ‘Now it is made clear to
every Communist that the revolutionary work of this hour is not conflict, not civil war, but
canal construction, electrification, and factory building.” My contention is that the body
and its observation are constitutive of a parallel process of construction or formation, one
that has become the theme of many academic works: that of Soviet subjects. The
revolution was to be incarnated in embodied subjects as it was in power lines and chimney
stacks. How the embodied subject looked, felt, and acted became questions of utmost

importance in complex and often abortive efforts to lend the revolution flesh.

I approach this issue of incarnation and subjectivity primarily through the lens of
‘physical culture’, or fizkul'tura. Physical culture/fizkul’tura is a valuable but unwieldy
analytical category, encompassing as it did not just sports and exercise but practically all
points of contact between the Soviet body and the Soviet public sphere, including but not
limited to hygiene and health, labour practices, sexual politics and gender roles, bodily
aesthetics, and the general ethics of collective living.” Simply by framing the body in terms
of swimming and sunbathing, Na balkone is legible as a ‘physical culture’ work. If this
hybridity makes it difficult for the researcher to come to terms with fizkultura, it also
points to the need to account for complexity of association and representation, the fine

grain of discourse, when tracing the kinds of questions outlined above. An awareness of

“ Walter Benjamin, ‘Moscow’, in Reflections: Essays, Aphorisms, Autobiographical Writings, trans.
Edmund Jephcott (New York: Schocken Books, 1986), pp. 97-130 (p. 130).

® On the sport/fizkul'tura distinction, see Susan Grant, Physical Culture and Sport in Soviet Society:
Propaganda, Acculturation, and Transformation in the 1920s and 1930s (New York: Routledge, 2012), pp.
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the conceptual scope of fizkul'tura allows us to draw links between early Soviet discourses

on a wide range of issues, from psychology to gender, aesthetics, and violence.

Rather than the institutional or political history of fizkultura, however, this thesis
presents readings of its representations in visual culture — fiction and non-fiction film,
photography, painting, sculpture. I do so in order to tackle in detail my central concern:
looking at bodies. Theoretical and administrative debates about the role of fizkul'tura in
Soviet society represent a fascinating source base for historians, highlighting a plethora of
socio-political anxieties and desires. But an analysis that also takes in its framing in visual
media deepens our understanding of just what was at stake in the relationship between
private bodies and the public sphere: it can highlight the principles and ideals animating
the dream of a fully functional Soviet collective. I therefore explore the works of
administrators, filmmakers, and critics side-by-side, understanding them as mutually
productive. Just as the institutions and actors of fizku/’tura incorporated a wide range of
discourses and practices in their outlining of Soviet corporeality, so a blending of textual
and visual analyses allows us to delimit the properties of Soviet corpo-fantasy. As is so
often the case, it is the discrepancies between reality and fantasy that provide the richest

grounds for discussion.

In this thesis I show how bodies were imagined, projected, and policed, from the end of
the Civil War to the eve of the Second World War. I show how the body in its material
messiness was frequently figured as fundamentally problematic to the project of
revolutionary construction. As the most intransigent of all cultural sites, the body is a locus
for personal and collective anxiety, collapse, and trauma. Yet it is also potentially a site of
transcendence. Through fizkul’tura and its visualisation, it was possible for the body to be
rendered productive of Soviet values and persons. Notwithstanding their pathological,
corruptive potential, bodies could be put to productive ends; through pathos, empathy,
enthusiasm, and jubilation, the complexly objectified body could serve a sense of

communality.

2. The field of study

Recent years have seen a growing number of secondary works dedicated variously to

ftzkul’tura, to the history of sensation and perception in Russia, to the place of the body in
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early Soviet culture, to the formation of Soviet selthood, and to the intersection of visual
cultures with each of these. I trace an interdisciplinary line through this field in order to
understand the intersection of bodies and looking, of physical and visual cultures, in the
context of Soviet subjectification. What is meant by ‘subjectivity’ in the early Soviet

context is a difficult and expansive topic. Below is a concise review of the literature that

informs my work.

Efforts to bring about the New Man or Person — the nrovyi chelovek — have long been a
standard topic for historians of the interwar Soviet Union. In the early years of the regime,
the Bolsheviks required Soviet people to populate the Soviet state, and this impossibly
broad brief became an integral aspect of art in every medium, Party-aligned and heterodox
theories, propaganda, and popular culture. The most famous expression of this comes from
Trotskii, in his Literatura ¢ revoliutsica (1924): ‘Social construction and psycho-physical self-
education will become two aspects of one and the same process [...] Man will become
immeasurably stronger, wiser and subtler; his body will become more harmonised.” Since
the transformative process envisaged was theoretically without end, the issue of the rovyd
chelovek became in effect that of ‘Soviet(self)hood’: what will it mean for a person to be
Soviet? What qualities will they possess, and how will they experience — and react to —
the world around them? There was in effect no aspect of human life — including every
kind of bodily process and sensation — upon which the question of revolutionary

transformation could not be brought to bear.

‘Sovietness” and ‘the self”: these are unwieldy categories, and have provoked much
groundbreaking research in part because they have proven so polyvalent. The ever-
expanding literature responding to the issue of the novy: chelovek encompasses social,
emotional, and sensory histories, psychology and other medical practices, psychoanalytic
approaches to film and literature, increasingly sophisticated analyses of ‘everyday life’ (or
byt), and much besides. Just as the Soviets themselves pursued an enormous array of
transformative and disciplinary projects with one guiding principle — to bring about Soviet
people — so at heart many histories of the interwar Soviet Union attempt to answer the
same twin questions of ‘Sovietness’ and ‘the self’. What one historian today understands as
‘subjectivity’ another reads as ‘emotional affect’ or ‘identity’, but the underlying concern is

the same: to define the terms and conditions of Soviet(self)hood. When I speak in this

® Leon Trotsky, Literature and Revolution, trans. and ed. William Keach (Chicago: Haymarket
Books, 2009), pp. 206-207.
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thesis about Soviet ‘subjectification’ I refer to the questions of what it meant to be, to feel,
or to look Soviet, even when the primary or secondary sources might not speak explicitly in
the same terms. Secondary works dedicated to various aspects of Soviet selthood or
subjectivity, and how political and cultural actors attempted to bring about such states of

being, provide the basis for my own research.

My work is in part an addition to the longstanding historical project to account for the
formative power of Soviet values, the principles structuring the discourse of Soviethood.
Influenced by the pioneering work of Sheila Fitzpatrick and others,” social and cultural
historians have in the past three decades explored categories of Soviet experience such as
utopianism,”’ class identity,’ social etiquette and morality,'” and gender division."" In
response to and reaction against this diffuse tradition, many social historians now
understand Soviet ‘subjectivity’ in terms of its discursive production and delimitation. The
work of Stephen Kotkin, Igal Halfin, and Jochen Hellbeck, for instance, speaks to the
textual or linguistic constitution of subjectivity in the socio-political context of Stalinism."
This is a broad church of historical inquiry with which I share a belief in the importance of
considering side-by-side the experiential and discursive categories of Soviet living.
Throughout this thesis attention is paid to the ways in which physical culture was talked
and written about, how the notion of an embodied Soviet subject was formed through

party-political, popular, and journalistic discourse.

7 Of Fitzpatrick’s many works, see: Sheila Fitzpatrick (ed.), Cultural Revolution in Russia, 1928-1931
(Bloomington, IN: Indiana University Press, 1978); The Cultural Front: Power and Culture in
Revolutionary Russia (New York: Cornell University Press, 1992); and Sheila Fitzpatrick, Alexander
Rabinowitch, and Richard Stites (eds.), Russia in the Era of NEP (Bloomington, IN: Indiana University
Press, 1991).

® Richard Stites, Revolutionary Dreams: Utopian Vision and Experimental Life in the Russian Revolution
(New York: Oxford University Press, 1988); Katerina Clark, Petersburg, Crucible of Cultural Revolution
(Cambridge, MA: Harvard University Press, 1995).

’ Mark D. Steinberg, Proletarian Imagination: Self, Modernity, and the Sacred in Russia, 1910-1925
(Ithaca, NY: Cornell University Press, 2002); Lewis H. Siegelbaum and Ronald Grigor Suny (eds.),
Making Workers Soviet: Power, Class, and Identity (Ithaca, NY: Cornell University Press, 1994).

1% Anne E. Gorsuch, Youth in Revolutionary Russia: Enthusiasts, Bohemians, Delinquents
(Bloomington, IN: Indiana University Press, 2000); David L. Hoffman, Stalinist Values: The Cultural
Norms of Soviet Modernity, 1917-1941 (Ithaca, NY: Cornell University Press, 2003).

" Lynne Atwood, Creating the New Soviet Woman: Women's Magazines as Engineers of Female Identity
(New York: St Martin’s Press, 1999); The New Soviet Man and Woman: Sex Role Socialization in the USSR
(Bloomington, IN: Indiana University Press, 1990); Anne Gorsuch, ““A Woman is Not a Man”: The
Culture of Gender and Generation in Soviet Russia, 1921-1928’, Slavic Review, 55:3 (1996), 636-60.

' See, inter alia: Stephen Kotkin, Magnetic Mountain: Stalinism as a Civilization (Berkeley:
University of California Press, 1995); Igal Halfin and Jochen Hellbeck, ‘Rethinking the Stalinist
Subject: Stephen Kotkin’s “Magnetic Mountain” and the State of Soviet Historical Studies’, Jahrbiicher
Fiir Geschichte Osteuropas, 44:3 (1996), 456-463; Igal Halfin (ed.), Language and Revolution: Making
Modern Political Identities (London: Frank Cass, 2002); Jochen Hellbeck, Revolution on My Mind: Writing
a Diary under Stalin (Cambridge, MA: Harvard University Press, 2009); Eric Naiman, ‘On Soviet
Subjects and the Scholars Who Make Them’, Russian Review, 60 (2001), 305-15.
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Parallel with and indebted to these histories are works that draw out the relationship
between Soviet selthood and artistic/cultural production. Here the focus is most often on
the instrumentalisation of the cultural sphere as part of the transformative project of the
novyi chelovek. Frequently these works detail the intersections between discursive categories
and the material conditions of ‘real’ Soviet life, analysing the discrepancies between word
and deed that disrupted the process of subjectification; often this requires that the sphere
of ‘everyday life’, or byt be taken seriously as an object of study.'® The sites of ‘public’
culture — such as workers’ clubs, social housing, or organised demonstrations — have
proven particularly productive for scholars looking to understand the extra-textual forces
at play in delimiting Soviet selfhood."" When studies such as these are successful, the body
of the Soviet subject is situated productively in relation to the ‘facts’ of Soviet culture. 1
consider this school of writing particularly important precisely because it is characterised,
whether explicitly or implicitly, by a cultural materialism, a sense that the physical
interaction between the individual and the culture at large could prove just as significant to
subjectification as the discursive realm. My contention is that we can arrive at an
understanding of the embodied Soviet subject only through such an instrumentalist reading

of artistic production and reception.

(It should be noted also that the above two branches of historical work have largely
traded in the interwar years. In this they inform my own timeframe: 1921-1939. This
period is of such interest because it represents the extensive early era of Soviet cultural
experimentation and maximalism (whether avant-garde or Stalinist) when it came to human
transformation. Inasmuch as this lends it a unitary character, this near-two-decade stretch
also contains the sharp political and cultural division separating the NEP from
Stalinism/the advent of socialist realism. I have chosen this timeframe precisely because it
allows for the juxtaposition of ruptures and continuities in medical, aesthetic, and

fizkul’tura discourses.)

"% See for instance: John E. Bowlt and Olga Matich, Laboratory of Dreams: The Russian Avant-Garde
and Cultural Experiment (Stanford: Stanford University Press, 1996); Christina Kiaer and Eric Naiman
(eds.), Everyday Life in Early Soviet Russia: Taking the Revolution Inside (Bloomington, IN: Indiana
University Press, 2005); Christina Kiaer, Imagine No Possessions: The Socialist Objects of Russian
Constructivism (Cambridge, MA: MIT Press, 2005).

' On workers and leisure: Lewis H. Siegelbaum, ‘The Shaping of Soviet Workers’ Leisure:
Workers’ Clubs and Palaces of Culture in the 1930s’, International Labor and Working-Class History, 56
(1999), 78-92. For an architectural example, see Victor Buchli, An Archaeology of Socialism (Oxford:
Berg, 1999). On public parades and demonstrations, see Karen Petrone, Life Has Become More Joyous,
Comrades: Celebrations in the Time of Stalin (Bloomington, IN: Indiana University Press, 2000); Choi
Chattergee, Celebrating Women: Gender, Festival Culture, and Bolshevik Ideology, 1910-1939 (Pittsburgh,
PA: University of Pittsburgh Press, 2002).
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The materialism in these histories, and their sense of subjectivity as necessarily
‘embodied’, have been brought to the fore in two closely related fields: emotional and
sensory history. Amongst the most promising recent developments in Soviet studies, these
disciplines interrogate the point at which the thinking and feeling individual comes into
contact with the world, without relying on objects of cultural production to stage this
encounter. In the words of the historians of emotion Mark D. Steinberg and Valerie Sobol,
their field explores ‘the knotty intersections of body, self, society, culture and power."
Sensory history in particular remains a tantalising and inchoate field as far as Russia and
the Soviet Union is concerned, with scholars beginning only recently to explore the ways
in which political discourse and artistic experimentation were understood and shaped in
terms of sensory experience.'® For the likes of Oksana Bulgakova and Anna Toropova,
cinema has provided productive ground for analyses of the categories of sensual
experience deemed valuable to the Soviet project, a confluence with particular significance

17
to my own work.

How do emotional and sensory histories influence my work? First, they tend to
highlight the points at which discursive and bodily categories interact and disrupt each
other. In their concerns with how the Soviet subject ‘felt’ the world around them, they
refer to extra-textual phenomena; the sources available to historians of the early Soviet
Union, however, remain overwhelmingly textual and descriptive. Thus these disciplines
reveal the difficulty inherent in trying to understand the process of subjectification in
terms of the body, and the importance of employing a range of sources in doing so —
textual, visual, theoretical, artistic. Second, they deepen our understanding of the role of

cultural materialism and artistic production in forming Soviet subjects; they suggest new

> Mark D. Steinberg and Valerie Sobol, ‘Introduction’, in Mark D. Steinberg and Valerie Sobol
(eds.), Interpreting Emotions in Russia and Eastern Europe (DeKalb, IL: Northern Illinois University
Press, 2011), pp. 3-18 (p. 6). On the emotional history of Russia see also Jan Plamper, ‘Introduction’,
Slavic Review, 68:2 (2009), 229-37; Jan Plamper, Shama Shakhadat, and Mark Eli (eds.), Rossiiskaia
imperiia chuvstv: podkhody k kul’turnoi istorii emotsii. Sbornik statei (Moscow: Novoe literaturnoe
obozrenie, 2010); Anna Toropova, ‘An Inexpiable Debt: Stalinist Cinema, Biopolitics, and the
Discourse of Happiness’, Russian Review, 74 (2015), 665-83.

'® A recent introduction to the potential for a sensory reading of Russian history is Matthew
Romaniello and Tricia Starks (eds.), Russian History through the Senses, from 1700 to the Present
(London: Bloomsbury, 2016). Examples of more focused research include: Claire Shaw, ‘“We Have No
Need to Lock Ourselves Away”: Space, Marginality, and the Negotiation of Deaf Identity in Late
Soviet Moscow’, Slavic Review, 74:1 (2015), 57-78; Irina Sirotkina, Shestoe chuvstvo avangarda: tanets,
dvizhenie, kinesteziia v zhizni poetov i khudozhnikov (St Petersburg: Evropeiskii universitet v Sankt
Peterburge, 2014); Igor’ Chubarov, Kollektivnaia chuvstvennost’: teorii i praktika levogo avangarda
(Moscow: Izdatel’stvo VShE, 2014).

'” Oksana Bulgakova, Sovetskii slukhoglaz: kino i ego organy chuvsto (Moscow: Novoe literaturnoe
obozrenie, 2010); Anna Toropova, ‘Educating the Emotions: Affect, Genre Film, and Ideology under
Stalin” (unpublished doctoral thesis, University College London, 2012).
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ways of reading film, fine art, even literature in terms of the embodied subject. Finally, and
most importantly, in their emphasis on sensory or affective experience they point to the
need to account for the types or categortes of looking — surveillance, aesthetics, and above all
spectatorship — around which my work is structured. These are introduced in section 4.

below.

There are three authors who have proven particularly influential on this thesis. Eric
Naiman, Christina Kiaer, and Emma Widdis have all made invaluable contributions to our
understanding of the body in early Soviet culture. Naiman'’s Sex tn Public: The Incarnation of
Early Soviet 1deology (1997) accounts for the problematic position of bodies within the
Soviet world-building of the 1920s, and suggests ways of reading ‘utopia’ and ‘ideology’ in
conjunction.' In Naiman’s words, ‘ideology and the literature that can shape it are not
purely reflective of material realities but affect the perception of those realities in ways that
then have an impact on the development of material realities themselves’."” Utopian
cultures, such as that of the Soviet 1920s, are thus engaged in a constant process of self-
abnegation and renewal; within this, the body of the new Soviet person plays a crucial
role. Naiman's stated aim, to highlight ‘the ideological uses made of the body at a concrete
historical moment when theory is put into practice” and ‘the discursive marks made on the
flesh when it is forced to “mediate” between the Ideal and the Real” informs much of my

l <20
own analysis.

The significance of Kiaer’s work, first on Constructivism and more recently on
Aleksandr Deineka, lies in her insistence on the sensual-bodily encounter between Soviet
subject and Soviet culture.”’ Her innovative reading of Constructivism as an attempt to
produce socialism through a transformed commodity relation is informed by an acute
materialism: Kiaer shows us how the sensate body was understood as the malleable
substrate of Soviet subjectivity, manipulated through its interactions with cultural
material. Her work on the peculiar bodies in Deineka’s early-1930s paintings (one of

which we have already encountered) takes these ideas more in the direction of affect

'® Eric Naiman, Sex in Public: The Incarnation of Early Soviet Ideology (Princeton, NJ: Princeton
University Press, 1997).

P Ibid., p. 19.

* Ibid., p. 5.

2 Kiaer, Imagine No Possessions; ‘Lyrical Socialist Realism’; ‘Collective Body: The Art of Aleksandr
Deineka’, Artforum, 51:3 (2012), 243-49; ‘Was Socialist Realism Forced Labour? The Case of Aleksandr
Deineka in the 1930s’, Oxford Art Journal, 28:3 (2005), 321-45.
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theory, but the principle remains: the Soviet subject is an embodied one and will not be

brought into being without sensitivity to sensory, material encounters.”

Finally, Emma Widdis’s recent work on cinema in relation to sensation, feeling, and
subjectivity has shaped my appreciation of both the centrality of experiential categories,
and the role that film and other visual culture can play for scholars of the interwar
period.”” Widdis outlines the ‘cinematic project’ of formulating an ‘alternative Soviet
psychology’, characterised by a ‘reanimated sensory engagement with the world”.** Since
subjectivity is formed through sensory contact with the world, ideologically informed
changes to the conditions that create sensation — including the conditions produced by
the consumption of film — can inculcate a new Soviet subjectivity.” This emphasis on the
visual representation of subjectification has proved vital in my analysis of categories of
looking. Theoretical similarities aside, I have also been influenced by Widdis’s
methodology, which contextualises films in terms of both their critical and popular

reception, and contemporaneous extra-cinematic discourses around sensation and

selfhood.

What, then, of physical culture itself? There are a number of secondary works
dedicated to fizkul’tura and the role of the body in early Soviet society, but none that bring
my particular frames of reference to bear. Those that deal with fizkul/’tura in the broad
sense of the term can be divided into two major groups: histories of fizku!tura and sport,
and histories of fizkul’tura and medicine. First, there are those studies that set out the
administrative and institutional histories of fizkultura, answering the question of sow the
Soviet body was organised. For most of the twentieth century only a few efforts were
made to explain the practical functioning of fizkultura, usually from a rigid totalitarianist
viewpoint: Henry W. Morton and James Riordan were for a long time the standard

texts.”® In common with most other fields, the opening of archives in the 1990s allowed

** This thesis skirts the issue of affect theory without engaging with it in depth: my own approach
centres on new ways of describing and analysing those cultural moments to which affect theory
might otherwise be applied. On the issues surrounding the use of affect theory in historical
discussions of bodily or non-cognitive experience, see: Jonathan Flatley, ‘Glossary’, in Affective
Mapping: Melancholia and the Politics of Modernism (Cambridge, MA: Harvard University Press, 2008),
pp- 20-36; Ruth Leys, ‘The Turn to Affect: A Critique’, Critical Inquiry, 37:3 (2011), 434-72.

* Emma Widdis, ‘Socialist Senses: Film and the Creation of Soviet Subjectivity’, Slavic Review, 71:3
(2012), 590-618; Socialist Senses: Film, Feeling and the Soviet Subject, 1917-1940 (forthcoming).

* Widdis, ‘Socialist Senses’, p. 616.

* Ibid., p. 596-97.

* Henry W. Morton, Soviet Sport: Mirror of Soviet Society (New York: Collier Books, 1963); James
Riordan, Sport in Soviet Society: Development of Sport and Physical Education in Russia and the USSR
(Cambridge: Cambridge University Press, 1977).
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historians outside and within Russia to appreciate new complexities not just in the
practicalities of fizkul'tura organisation but also in the ideological underpinnings of this
cornerstone of Soviet lived experience. Susan Grant and Robert Edelman in particular
have provided evidence of how fertile this historical ground is.”” These institutional
histories have also addressed at length the links between fizkul/’tura and the military in the

Soviet Union, an angle that I do not explore at length here.

Second, there is now a substantive literature on the theories and practices of Soviet
health and hygiene, much of which is directly relevant to the theme of fizkultura. This
literature is largely concerned with bodily coercion. The consensus is that from a public
health point of view the construction of the nrovyi chelovek required the rational organisation
of the individual body and the maintenance of hygiene at a population level. Scholars have
therefore dedicated themselves to detailing this rationalisation, emphasising the
instrumentalist, utilitarian, and positivist aspects of Soviet medical culture. This has taken
the form of general histories,” as well as more detailed accounts of issues of sexual and
reproductive health,” and the intersection of public health and the psychological
sciences.”® In the words of one author, ‘the rationalised body was more essential to the
socialist utopia than even the state; the creation of the body Soviet was the creation of the
socialist utopia.” There is a clear link between these ‘medical histories” and the biopolitical

theories of population-level governmentality first formulated by Michel Foucault. In my

*” Grant; Robert Edelman, Serious Fun: A History of Spectator Sports in the USSR (New York: Oxford
University Press, 1993); Vitalii Stolbov, Istorii fizicheskoi kul’tury i sporta (Moscow: Fizkul’tura i sport,
2000); B. P. Goloshchapov, Istoriia fizicheskoi kul'tury i sport (Moscow: Izdatel’skii tsentr “Akademiia”,
2008). I draw extensively on Edelman’s social historical approach to Soviet sport in Chapter Four.

* Susan Gross Solomon and John F. Hutchinson (eds.), Health and Society in Revolutionary Russia
(Bloomington, IN: Indiana University Press, 1990); Tricia Starks, The Body Soviet: Propaganda, Hygiene,
and the Revolutionary State (Madison, WI: University of Wisconsin Press, 2009); D. D. Venediktov,
Zdravookhranenie Rossii: Krizis i puti preodeleniia (Moscow: Meditsina, 1999).

* Frances L. Bernstein, The Dictatorship of Sex: Lifestyle Advice for the Soviet Masses (DeKalb, IL:
Northern Illinois University Press, 2007); Dan Healey, Bolshevik Sexual Forensics: Diagnosing Disorder in
the Clinic and Courtroom, 1917-1939 (DeKalb, IL: Northern Illinois University Press, 2009); Homosexual
Desire in Revolutionary Russia: The Regulation of Sexual and Gender Dissent (Chicago: University of
Chicago Press, 2002).

% Daniel Beer, Renovating Russia: The Human Sciences and the Fate of Liberal Modernity, 1880-1930
(Ithaca, NY: Cornell University Press, 2008); Hannah Proctor, ‘Reason Displaces All Love’, The New
Inquiry, 25 (2014) <http:/ / thenewinquiry.com/essays/reason-displaces-all-love> [accessed 17
September 2014].

5! Starks, p. 4.
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third and fourth chapters I draw on Foucault and a number of scholars who apply his

work on biopolitics to the Soviet context.”

Conversely, while studies of the body as a cultural figure are certainly forthcoming,
these are often found wanting when it comes to an appreciation of the theoretical and
ideological contexts within which images of the body would have been produced. The few
cultural or artistic histories of fizkul’tura produced in English do not account for the Soviet
self and how it might be understood in relation to ideological and visual imperatives. Mike
O’Mahony’s Sport in the USSR: Physical Culture — Visual Culture (2006) is a survey that
covers the 1910s up to the 1980 Moscow Olympics, drawing out some trends in figuration
and subject matter but failing to explain how these shifts relate to conceptualisations of the
body and selfhood;* the same is true of the recent exhibition (and accompanying
catalogue) ‘Sovetskii sport’, held at the Institute of Russian Realist Art in Moscow,* and
an edited volume by historians in Frankfurt.”® There have been excellent studies on the
cultural figure of the body outside of fizkul'tura: these include those that focus on literary
or other textual sources,’® and those that focus on cinema.”” Yet the true potential of an
analysis that takes in physical and visual culture in an attempt to bring to light new aspects
of Soviet subjectivity remains unrealised. Central to my work is a dual claim: that
fizkul’tura deserves rigorous conceptual analysis as a staging ground for Soviet
subjectification that elucidates many of the concepts and problems raised by social,
cultural, sensory, emotional, and medical histories; and that such an analysis properly
conceived will pay close attention to visual culture, including but not limited to cinema, as

a space in which the body is reimagined for the onlooker.

% Foucault, ‘“The Right to Death’; Toropova, ‘An Inexpiable Debt’; Sergei Prozorov, ‘Living Ideas
and Dead Bodies: The Biopolitics of Stalinism’, Alternatives: Global, Local, Political, 38:3 (2013), pp. 208-
27.

% Mike O’'Mahony, Sport in the USSR: Physical Culture — Visual Culture (London: Reaktion, 2006).

% Nadezhda Stepanova and Andy Potts (eds.), Sovetskii sport. Zhivopis’, grafika, fotografiia i
skul’ptura iz sobraniia instituta russkogo realisticheskogo iskusstva, gosudarstvennykh muzeev i chastnykh
kollektsii (Moscow: Skanrus, 2014).

% Nikolaus Katzer, Sandra Budy, Alexandra Kohring, and Manfred Zeller (eds.), Euphoria and
Exhaustion: Modern Sport in Soviet Culture and Society (Frankfurt am Main: Campus Verlag, 2010).

% See for instance: Naiman, Sex in Public; Rolf Hellebust, Flesh to Metal: Soviet Literature and the
Alchemy of Revolution (Ithaca, NY: Cornell University Press, 2003); Keith A. Livers, Constructing the
Stalinist Body: Fictional Representations of Corporeality in the Stalinist 1930s (Lanham, MD: Lexington,
2004); M. Zolotonosov, Slovo i telo: seksual nye aspekty, universalii, interpretatsii russkogo kul turnogo
teksta XIX-XX vekov (Moscow: Ladomir, 1999).

7 See for instance: Widdis, ‘Socialist Senses’; Toropova, ‘An Inexpiable Debt’; Bulgakova; Anne
Nesbet, Savage Junctures: Sergei Eisenstein and the Shape of Thinking (London: I.B. Tauris, 2007); Lilya
Kaganovsky, How the Soviet Man Was Unmade: Cultural Fantasy and Male Subjectivity Under Stalin
(Pittsburgh: University of Pittsburgh Press, 2008).
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A study such as this should at its outset acknowledge the chimerical nature of ‘genuine’
historical subjectivities. We cannot hope to account for real people and their actual lived
experiences or psychologies. We will certainly not arrive at genuine subjectivities through
analyses of cinema or painting. Instead we can trace developments in the conceptualisation
and imagination of bodies and selfhood in cultural texts, and the aesthetic and ideological
contexts in which these representations were produced. We can define the evolution of
Soviet bodily ideals and map their apparent irreconcilability with aspects of the material
world. In doing so we can refine established historical periodisations. The relationship
between the 1920s and the 1930s, between the NEP era and Stalinism, has long been a
matter of debate. By examining bodies, visual culture, and subjectification side by side 1
am able to reinforce certain received notions about a socio-cultural rupture between the
two decades, but I also draw out a number of continuities requiring further comment. In
matters of bodily aesthetics, gender and sexuality, and social psychology there are
continuities that span the breadth of the interwar period; the same questions reframed and

never satisfactorily answered.

3. Sources and methods

In 1935 the English journalist Huntly Carter reported on a trip to Russia where he had
been charged with assessing the popular mood regarding cinema. The film that made by
far the strongest impression on Carter was a documentary short depicting a recent

fizkul’tura parade on Red Square, titled Schavtlivaia iunost’.

The parade was a picture, never to be forgotten [...] For youth was indeed
streamlined, leaning on health, vigour, enthusiasm, conveying that sense of fitness,
well-being, speed, movement, a sense of conquest of natural forces, that comes from
the well-trained, lithe and supple body. One saw masses of warm radiating flesh

[...] a poem of physical perfection.

Here was the Soviet culture at its best, and here was the People as the Cinema.”®

In Carter’s ecstatic response we can discern a number of ideas that will recur

throughout this thesis. There is the iteration of qualities that had come to define the

% Huntly Carter, ‘The Soviet Cinema and the People: Their Social Unity’, in Playtime in Russia, ed.
Hubert Griffith (London: Methuen and Co., 1935), pp. 95-118 (p. 118).
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nominal aims of Soviet fizkul’tura — rude health, social enthusiasm, discipline. There is the
‘conquest of natural forces’, a common rhetorical device of the 1920s and 1930s that
reaffirmed the need for a radical transformation of human life. And bookending these
remarks are two lines that equate bodies (Parade), collective identity (People), and their

visual representation (Cinema).

In short, Carter’s description points to a reading of early Soviet culture in which
bodies and images are mutually constitutive of the conquest of nature and the formation of
a novyi chelovek, a Soviet subject. In this thesis I apply this notion to a wide range of textual
and visual sources in order to elucidate different categories of looking and their role in
subjectification. In Chapter One, I also look at non-fiction film and photography; in
Chapter Two, painting and sculpture; it is in Chapters Three and Four that I shift my
focus solely to fiction film. I do this because my aim is less to add to the literature on
Soviet cinema than it is to elucidate certain ‘categories’ of seeing and the production or
disruption of subjectivities. Widening my net, as it were, allows me to account not only for
the ‘People as the Cinema’, but for the ‘People as the Photograph’ or the ‘People as the

Painting” as well.

My methodology draws on the observations of Francesco Casetti on cinema as a
disciplinary model situated within a ‘network of social discourses’:*’ I argue that his formal
argument as to the interaction between film and discourse can be expanded to include
other manifestations of the cultural image. For Casetti, cinema is influenced by its social
and political context, yet it also ‘gives an image [...] to its surrounding reality — both
actual and possible’.”’ As such, its function in relation to ideological demands is as ‘an
optimal interpreter of a latent tension [...] [that is] nonetheless a non-neutral witness.”"!
For my purposes, the ‘latent tension’ is that experienced by Soviet subjects compelled to
transform their understanding of their bodies and their bodily presence in the world. What
I trace in my work is the dynamic between the nexus of political and medical discourses
that create the new Soviet body and visual representations of these discourses’ affective
power. In drawing on Casetti, I am also responding to the question of whether visual

representations can meaningfully be appropriated and instrumentalised to such ends;

whether, for instance, a medium such as cinema can fulfil its ideological ‘promise to be a

% Francesco Casetti, Eye of the Century: Film, Experience, Modernity, trans. Erin Larkin with Jennifer
Pranolo (New York: Columbia University Press, 2005), pp. 169-186.

“ Ibid., pp. 171-172.

“! Ibid., p. 175.
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site in which the various solutions offered may become models to which one must conform

[...] [when] the problem lies in mastering a series of elements that seem to exceed all

sides.”

Of course, these questions did not escape Soviet thinkers themselves. Throughout this
thesis I make references to native iterations of Carter’s equation of body, people, and
image, and to the idea of a cultural project combining coercion with renovation. To cite
two examples: in a 1925 review of an exhibition by the Association of Revolutionary
Russian Artists (AKhRR), Anatolii Lunacharskii stated that it was ‘imperative that the
artist [...] [conceive] in his blood and nerves’ in order to foster greater social cohesion, or
‘camomnosuanue naponos’.” In 1928, Sergei Tret'iakov argued for a cinema that would
make Soviet audiences fee/ as well as think, an emotsionalizator as much as an
tntellektualizator, and an agent of bodily exertion: ‘TloaTopa yaca kMHOCeaHca MbI BOI>KHBI
HpeBpaTUTD /U1l HUX B T€ AeCSITh MUHYT yTPeHHEH 3apsAKOBON IMMHACTUKU, KOTOPBIE

44
NPUBOJAT CIIOPTCMEHA B 6OAPOE, HANPSKEHHOE COCTOSTHUE.

One consequence of the diversity in my primary sources and my intention to look
afresh at fizkultura and subjectification is that I do not make extensive reference to
theories of cinema or vision. Certainly, a version of this thesis could be written which was
structured very firmly around recent film theory. The question of film spectatorship and
desire has been at the heart of much film theory since Laura Mulvey’s seminal ‘Visual
Pleasure and Narrative Cinema’ (1975).* Expansions upon and polemics with Mulvey’s
psychoanalytically-informed account of scopophilia, voyeurism, and film phantasy now
constitute a significant body of theoretical work,* whose application in Soviet cinema
studies I reference at points.” However, it is not my intention primarily to elaborate on a

theoretical position as regards film or any other medium. Instead, I try to highlight

“ Ibid., p. 176.

“ Cited in Angelina Lucento, ‘The Conflicted Origins of Soviet Visual Media: Painting,
Photography, and Communication in Russia, 1925-1932’, Cahiers du monde russe, 56:2-3 (2015), 401-28
(p. 401).

“S. Tret'iakov, ‘Chem zhivo kino?’, Novyi LEF, 5 (1928), 23-28 (p. 28).

“ Laura Mulvey, ‘Visual Pleasure and Narrative Cinema’, Screen, 16:3 (1975), 6-18.

“ See for instance: Kaja Silverman, The Acoustic Mirror: The Female Voice in Psychoanalysis and
Cinema (Bloomington, IN: Indiana University Press, 1988); Mary Ann Doane, Femmes Fatales:
Feminism, Film Theory, Psychoanalysis (New York: Routledge, 1991).

“” Most relevant for my work are Kaganovsky; Andrey Shcherbenok, ‘Russian/Soviet Screened
Sexuality: An Introduction’, Studies in Russian and Soviet Cinema, 3:2 (2009), 135-44; Anne Eakin Moss,
‘Stalin’s harem: the spectator’s dilemma in late 1930s Soviet film’, Studies in Russian and Soviet Cinema,
3:2 (2009), 157-72; Tat'iana Dashkova, Telesnost’ - ideologiia - kinematograf. Vizual nyi kanon i sovetskaia
povsednevnost’ (Moscow: Novoe literaturnoe obozrenie, 2013).
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examples of productive primary sources through which I can posit a particularly Soviet
maodel of looking or spectatorship; that is, one that is ‘Soviet’ before it is ‘Lacanian’, ‘queer’, or
‘affective’. In this sense my research contributes to an intellectual history of Soviet bodies
and Soviet vision rather than a theoretically-informed account of visual media. If my work
does subscribe to a particular theory of film, then it is above all that proposed by Thomas
Elsaesser and Malte Hagener in their attempts to outline the relationship between cinema,
perception, and the human body.”® Elsaesser and Hagener describe the mutual

transformation of spectator and screen in terms that mirror my own.

The idea of the body as a sensory envelope, as perceptual membrane and material-
mental interface, in relation to the cinematic image and to audio-visual perception,
is thus more than a heuristic device and an aesthetic metaphor: it is the ontological,
epistemological and phenomenological “ground” for the respective theories of film

and cinema today.”

Elsaesser’s and Hagener’s line here chimes with earlier work by Linda Williams and
others that attempts to move beyond the singularity of vision expressed in Mulvey’s ‘gaze
theory” and towards a reading of film that accounts for both perception and expression, for
the fact that film ‘is an act of vision with both a subjectivity that views and a view that is
seen.”” The intended relationship in interwar Soviet film between screen and viewer, or
between onscreen spectators and onlooking audience is at the heart of my discussion in the
second half of this thesis. As Williams argues in her rebuttal of ‘monolithic’ gaze theory,
‘fantasy can engage with the complex effects of spectatorship, but we need a better
understanding of how the categories of sexual difference, and desire itself, are culturally

variable.”!

My primary textual sources can be divided into three groups. The first are texts by
medical professionals on the dynamic between mind, body, and society, and the
psychological and physical risks and benefits of fizku/'tura. These include clinical
psychologists as well as medical sociologists, gynaecologists, and theorists of sexual

deviance. Disciplinary differences aside, these professionals share a common concern for

* Thomas Elsaesser and Malte Hagener, Film Theory: An Introduction Through the Senses (New
York: Routledge, 2010).

“ Ibid., p. 12.

% Linda Williams, ‘Introduction’, in Linda Williams, ed., Viewing Positions: Ways of Seeing Film
(New York: Rutgers University Press, 1995), pp. 1-22 (p. 9).

*' Tbid., p. 15.
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the ways in which mental ‘disorders” — violence, substance abuse, sexual perversion —
originate in individuals and social groups, and how management of the body can prevent

this.

The second group comprises theorists and administrators of fizkultura. These were
people who debated the form and function of Soviet physical culture, and who attempted
in spite of immense practical and political difficulties to put in place structures for the
management and honing of Soviet bodies. They were Party ideologues and bureaucrats,
athletes, journalists, and commentators. These fizkultura specialists drew on the work of
the medical professionals in their arguments, formulating a kind of applied socio-
psychological thought based in part on the more rigorous work of doctors; in turn, medical
professionals promoted fizkultura as a means of sublimating extraneous bodily urges and

regulating bodily and mental processes.

The final group consists of the myriad critics and journalists who contributed to the
interlinked discourses around fizkultura, the body, and its visual representation. These
include film and art critics and theorists, sports correspondents, and propagandists. In
specialist and general interest publications they responded to my primary visual sources or
else helped to create what Casetti calls the ‘network of social discourses” within which
visual representations of the body proliferated. In the 1920s in particular the fizkultura
press constituted a significant proportion of the specialist journalism available to the Soviet
public: from established names that would run for decades — Fizkul'tura i sport, Sovetskic
gport — to short-lived NEP-era publications that staked claims to discursive territories still
in the process of formation — V pomosheh’ fizkul taktivistu, Kulturnyi front, Za novyi byt.
Taken together these three groups of writers form the discursive context for the visual
culture at the heart of my thesis, reinforcing or challenging ideas about the Soviet body

and the Soviet subject as they were reflected on screen or canvas.

4. Categories of looking

I structure my readings of physical and visual cultures around three core ‘categories of
looking”: surveillance, aesthetics, and spectatorship. I identify these as central to the re-
imagination of Soviet bodies. I began this introduction by posing three questions: what w a

Soviet body supposed to look like? How ts a Soviet body supposed to be looked at? And, to what ends w
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this looking carried out? These questions speak to the importance of the body in the creation
of Soviet peoples, and we cannot hope to answer them without close attention to the

functions and intersections of categories of looking.

I frame my analysis around these categories because they enable us to think through
the complex dynamic at play between private and public experiences of the body.
Surveillance is my term for the types of vision that contribute to a collective and personal
system of regulation of body and mind, behaviour and consciousness, and includes both
external observation and subjective self-disciplining. I draw on Peter Holquist’s work on
Bolshevik surveillance measures and their European context; for Holquist surveillance
should be understood not simply as a system for the revelation of information, but as a
means of societal transformation.”® Again, the renovative project is also a coercive one. The
surveilling gaze is one that monitors the body, alert to its destructive agency as regards
Soviet subjectification. It represents a disciplinary visual mode, and is most strongly
associated with the social psychological discourses that I outline in Part Two of my
introduction, below; it is also at the heart of many fizkul'tura theorists’ concerns about the

proper formation of healthy Soviet citizens.

Aesthetics refers to a complex series of attempts to delimit Soviet bodily beauty. The
aesthetic gaze shapes and is shaped by a discourse on the desirable outward appearance of
the Soviet citizen; it operates parallel to disciplinary modes, but deals instead in terms of
pleasure and attraction. Nonetheless, the aesthetic gaze retains a regulatory aspect, as the
body of the novyi chelovek is compelled to assume beautiful characteristics. In this way the
aesthetic gaze fixes the desired contours of personal and collective embodiment. In
Chapters One and Two I trace out the development of a distinctly Soviet bodily aesthetics
based on a mutuality of exposure and sacrifice. This aesthetics is formulated first in the
productionist theories of the mid-1920s Levyi front iskusstv (LEF) and then carried
forward in painting and film into the 1930s, where it is transformed in the Stalinist artistic

context into a particular brand of neo-classicism.

Tying these two categories together is spectatorship, the ways in which bodies are
observed and understood within the Soviet public sphere. Spectatorship is in a sense the

principal theme of my thesis, since it is fundamentally rooted in collective/communal

%2 Peter Holquist, *”Information is the Alpha and Omega of Our Work”: Bolshevik Surveillance in
Its Pan-European Context’, The Journal of Modern History, 69:3 (1997), 415-450, esp. p. 417.
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experiences, and hence speaks most compellingly to the ideological exigencies of Soviet
subjectification. There is already a substantive literature on the intrusion in this period of
the public project of Sovietisation into the private sphere.” I am more interested in what
might roughly be termed the already-public realm: activities where the body is explicitly
displayed and observed. This is why spectator sports provide such productive ground for
analysis. Spectatorship is addressed throughout my thesis, but comes to the fore most
prominently in Chapters Three and Four, where 1 read fizku/'tura feature films in terms of

their staging of the acts of bodily performance and observation.

There is another term that is central to my thinking and which recurs throughout my
primary sources, similarly refracted through a range of loose synonyms: my preferred
version is obshchestvennost’ (mutuality, communality, public-mindedness). Other terms will
be encountered in the discussion that follows which might in another context serve the
purpose that obshchestvennost’ does for me — vzaimootnosheniia, for instance, or otvetstvennost’
— but none that capture so well the sense of what I would call a fotalised (that is, fully
socialised) communality. Taking an inductive approach to my primary sources, it is also
true that obahchestvennost’is simply the more recurrent term used by those engaged in
Soviet world-and-subject-building. It is the quality that is cited, again and again, as crucial
in redefining physical culture, modes of thinking, or artistic expression along specifically
Soviet terms. It becomes a proxy for the collective project of Soviethood. Once identified
within a canvas, for instance, obshchestvennost’ can make a mediocre painting of a football

match into a statement of pure Soviet identification.

As will be shown, obdshchestvennost’is a term which arises in many different contexts; it is
always a precious and nebulous quality. Of course, such an uncertain quality is the subject
of a great deal of debate, and the definition of obshchestvennost’ changes over time; staying
alert to these permutations helps me to trace the evolution of my other principal themes. I
do not draw on one explicit definition of the term, preferring to maintain a sense of
obshchestvennost’ as something always ambient or atmospheric in relation to the concrete
artefacts of cultural production. At this introductory stage, though, the definition given by
Vladimir Ushakov in his 1935-40 edition of the Zolkovy: slovar’ russkogo iazyka is as good a
summation as any: ‘Obuecrsennoe muenue [...] OOiiecTBeHHBIN TeMIEpaMeHT,

CKJIOHHOCTb K ob1ectBeHHol pabore [...] CooreBercTBHe 001IECTBEHHBIM TPEGOBAHMAM,

% Kiaer and Naiman (eds.).
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unrepecam.” As I encounter it in my sources, I understand the word obshchestvennost’ to
indicate a discursively constructed entity or quality that refers both to the discourse and to

the entity or quality itself.

5. Timeframe and structure

The period covered in my research, from 1921 to 1939, has been chosen to reflect the
broad sweep of Soviet interwar history: from the immediate aftermath of the Civil War,
through NEP-era reconstruction, the First Five-Year Plan, and the early years of socialist
realist consolidation. This eighteen-year period saw the simultaneous institutionalisation of
medical, sociological, and fizkultura theory and practice, as well as the gradual
development of aesthetic models pertaining to the body. The choice of timeframe may
seem counterproductive, inasmuch as the transition from the NEP to Stalinism is situated
in the middle of my chronology. However, over the course of my research I have come to
realise that in matters of the body — from aesthetics to questions of gender and sexuality,
from psychology to theories of fizkul'tura — there are under-appreciated continuities
stretching from the First to the Second World War that reveal more than they conceal.
This being said, my thesis is not strictly chronological. Chapters One and Two deal with
sources from the early 1920s to the early 1930s, while Chapters Three and Four shift the
focus to the mid- and late 1930s; however, I consistently make reference to material from
across the interwar era throughout, in part to emphasise through implication that I am
more interested in outlining the evolution of certain ideas than I am in contributing to the

historicist policing of periodisations.

The thesis is structured as follows. My Introduction is split into two sections: a
standard scene-setting, above, followed by a brief history of social psychological theories
of the body. This two-headed opening is justified by the important intellectual context
provided for my later claims about the body and the collective. As I demonstrate,
ftzkultura was informed by the debates undertaken by psychologists and other medical

figures; the ways in which visual representations of physical culture were received was in

*D. N. Ushakov, ed., Tolkovyi slovar’ russkogo iazyka, 4 vols (Moscow, 1935-40), vol 2, pp. 728-29
(p. 728). For a contemporary introduction, see Vadim Volkov, ‘Obshchestvennost’: zabytaia praktika
grazhdanskogo obshchestva’, Pro et Contra, 2 (1997), 77-94. Volkov defines obshchestvennost’ as the
‘Russian variation’ on the conception of civil society.
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turn informed by this dual medical-fizkultura configuration. It is therefore impossible to
fully appreciate the ways in which the body was understood in physical and visual culture
without reckoning with the discursive history that had originally situated it in relation to
society. Models of surveillance, aesthetics, and spectatorship all derive from arguments

first undertaken along social psychological lines.

My first and second chapters proper explore bodily aesthetics and relate these to the
problems that the body poses to the formation of Soviet subjectivities. In these two
chapters I trace a line in aesthetic theory between Boris Arvatov and LEF’s mid-1920s
productionism and the ‘return to classicism’ that typifies the 1930s, as well as introducing
questions of spectatorship taken up in more detail later in the thesis. Chapter One builds
on the mind-body dynamic and the importance of bodily surveillance established in the
second part of the Introduction, showing how aesthetic and disciplinary categories of
looking became intertwined in the mid- to late-1920s with what Arvatov calls ‘social-
aesthetic monism’. In this chapter I show how non-fiction media — newspaper clippings
and newsreels — worked both to stage desirable bodies and to refine the gaze of their
observer. In this discussion of aesthetics, non-fiction images, and subjectivity, two points
become clear: the self-reflexivity of media is crucial in creating an image of Soviet
spectatorship; and that fizkul'tura and obshchestvennost” are closely linked in visual culture,
with the communal aspects of sport — the presence of the crowd, the discipline of the
team, the bond between spectator and athlete — brought to the fore. Bodies must be

observed, but passive or alienated observation is insufficient.

Chapter Two continues this exploration of questions of bodily aesthetics into the
1930s, now in relation to fizkul’tura painting by Aleksandr Deineka, Aleksandr
Samokhvalov, and others, and Abram Room’s unreleased 1936 film Strogii tunosha. 1
examine how figurative painting allowed for the dynamics between living, feeling bodies to
be brought out to a degree lacking in non-fiction images, arguing that this represents the
ongoing entrenchment of obshchestvennost’ as the vital signifier of properly Soviet bodily
experience. Through Deineka in particular I am able to demonstrate that the avant-garde
aesthetics of a figure like Arvatov are recast rather than renounced in the oft-commented
1930s turn to classicism. However, these images also work to highlight the deficiencies of a
Soviethood constructed around aesthetic categories. Strogit iunosha poses the question of
whether it is sufficient for a body to be beautiful: staging moral quandaries alongside

athletic prowess, Room'’s film implies that the aestheticised body often houses an empty
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subject, devoid of emotional attachment to the collective, regardless of whether its

fizkul’tura is conducted in the spirit of obshchestvennost’ or not.

My third chapter looks at the evolution of fizkultura in feature films from the 1920s to
the 1930s, showing how emotionality was brought to bear upon physical and visual
culture. For subjectivity not to get lost in the kind of pure bodily communion encountered
in Deinekian painting, fee/ing — in the sense of ‘emotionality’ (emotsional’nost’y or
subjective investment — had to be introduced into the act of observing bodies.” It is here
that spectatorship, understood in terms of the emotional bonds formed in an act of public
looking and performance, becomes the main focus of my argument. I concentrate on three
examples from the mid-1930s — Schaatlivyc finwh (Pavel Kolomoitsev, Ukrainfil'm, 1934),
Lavry Miss Ellen Gred (1urii Zheliabuzhskii, Vostokfil'm, 1935), and Sluchainaia votrecha
(Igor’ Savchenko, Rot-Front/Mezhrabpomfil'm, 1936) — that thematise athletics and
sexual relationships in order to explore the ways in which bodies as aesthetic objects were
related to broader social questions of gender, marriage, and pregnancy. I comment on
questions of cinematic genre/style, and introduce a biopolitical theoretical line that informs

my fourth chapter in particular.

This fourth and final chapter is about football. Here I bring together several threads
that have run through my discussion: social psychological questions around pathology and
public disorder, and the concomitant fixation of surveillance; the proper form and function
of fizkul'tura within the broader project of Soviet subjectification; a biopolitical concern,
exhibited in Stalinist-era texts in particular, with policing bodies on both individual and
population levels. This chapter opens with an explanation of the social history of football,
showing how it came to be associated in interwar Russia with khuliganstvo. 1 argue that
within certain visual representations of football, this violent or destructive quality was
repurposed to serve the cause of obshchestvennost’; again, this comes down to the careful
staging of spectatorship, the ways in which Soviet subjects are shown to empathise with
the players suffering on the pitch before them. In two exemplary feature films —
Zapozdalyc zhenikh (Kote Mikaberidze, 1939) and Vratar’ (Semen Timoshenko, 1937) — 1
examine the relationship between bodies and onlooking crowds. In combination with
Chapter Three, this final chapter shows how the dynamic between the body and its

spectator was reimagined in the late interwar years; the body’s aesthetic appeal is now of

% The differentiation between Soviet conceptions of ‘feeling’ /‘emotion’ lies outside the scope of
this thesis; see Widdis, Socialist Senses.
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little importance compared to its ability to constitute a public subjectivity through the

production of trauma and subsequent pathos.

My thesis can be thought of in terms of two rough halves: the extended Introduction
and Chapter One deal with medical discourse, aesthetic theory, and non-fiction media;
Chapters Two through Four turn to the disparate ‘fictions’ of painting and feature film. To
indicate this shift, I have named each of the final three chapters after an exemplary
fizkul'tura figure: The Bather, The Runner, and The Footballer. These figures, defined by
their actions and the reception of their bodies, function as avatars for the principal
concerns of their respective chapters, helping me to frame the arguments of each in

appropriately corporeal terms.
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I1. Social psychologies and problematic bodies

1. Making brains communist

Any account of Soviet psychology must necessarily reiterate the materialism that ran
through so much cultural and scientific thinking in the 1920s and 1930s. Most ideologues,
artists, and medical professionals of the interwar Soviet Union took seriously Marx’s
dictum from the Preface to A Contribution to the Critigue of Political Economy: ‘It is not the
consciousness of men that determines their existence, but their social existence that
determines their consciousness.”” Here I explore how the materialist implications of this
statement were worked out in the Soviet psychological sciences, in order to contextualise

my subsequent claims about physical and visual cultures.

The primacy of Marx’s ‘social existence’ requires that the physiological operations of
the body be situated in their social context — not only the physical ‘facts’ of social life
(cohabitation, collective labour, and so on) but also the principles governing public
behaviour. This confluence of bodily and communal experience was explicitly
acknowledged by Soviet ideologues as a constitutive element of the revolutionary project.
Nikolai Bukharin announced to the First Soviet Pedological Conference in 1927 that ‘the
cultural revolution has a socio-biologic equivalent that reaches down to the very
physiological nature of the organism.”” Four years earlier, in Literature and Revolution,
Trotskii described the goal of the novy: chelovek in the same terms: ‘to raise himself to a new
plane, to create a higher social biologic type.””® For this particular synthesis of the social
with the biological to be realised it was necessary for Soviet science to elaborate a mind-
body dynamic that accounted for the fundamental primacy of the social sphere. The broad

discipline that resulted, and which I outline below, we can term social psychology.”

% Karl Marx, ‘Preface’ to A Contribution to the Critique of Political Economy (Moscow: Progress
Publishers, 1977), p. 10.

%7 Cited in Alexander Etkind, Eros of the Impossible: The History of Psychoanalysis in Russia, trans.
Noah and Maria Rubins (Oxford: Westview Press, 1997), p. 265.

% Trotsky, p. 206.

% In the primary and secondary literature a number of terms are used to refer to the field at hand:
psychology, social psychology, Marxist psychology, behaviouralism, social or human sciences, and so
on. There are both ideological and chronological reasons for these shifts and progressions, and I try to
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Here I offer a selective account of mid-1920s social psychological discourse relative to
the new ideological paradigm of Soviet power. Here the body is consistently posited as an
obstacle to efforts to construct new forms of individual and collective consciousness, with a
nexus of bodily processes, impulses, and behaviours threatening the formation of Soviet
subjectivities. Key here are the pseudo-philosophy of materialist monism and the
juxtaposition of observation and surveillance. 1 argue that the trope of the problematic body
was formed in part through the attempts of intellectuals to respond to a set of
irreconcilable philosophical and ideological demands within the NEP-era. The resulting
professional or disciplinary anxieties led these thinkers to focus on notions of control of
both bodily behaviour and the mind. As a result, psychology shifts from a science that
observes or describes the individual within the collective to one that functions as a mode of

surveillance and, ultimately, coercive transformation.

Clearly, the notion that psychological sciences work to discipline and coerce subjects
is neither new, nor specific to the Soviet Union. For one, Soviet psychologists borrowed
liberally from their pre-revolutionary Russian forebears;* in turn these Tsarist thinkers
were part of a much wider disciplinary turn, originating in mid-nineteenth-century France
and Italy, that sought to understand the new forms of subjectivity produced by modern
urban living.®' There is a much broader set of theoretical paradigms to consider here too,
most obviously in the work of Michel Foucault.”” The enduring concern in Foucault’s
work with the relationship of power to knowledge and the construction of discourses is of
course applicable to the Soviet example.®” However, since my thesis is not primarily a
medical history, I do not dwell on Foucault here; in Chapters Three and Four, I do make
reference to another of Foucault’s theoretical innovations in my discussion of the

biopolitical turn in Stalinist culture. Likewise, what follows is in no way an exhaustive

use ‘social psychology’ as a catchall term unless the source in question makes a point of doing
otherwise.

% On the liberal heritage of Soviet psychology see Beer. Examples of pre-revolutionary socially-
minded psychology and psychiatry include: Vladimir Bekhterev, Vnushenie i ego rol” v obshchestvennoi
zhizni (St Petersburg, K. L. Rikker, 1898); Sergei O. Iaroshevskii, Materialy k voprosu o massovykh
nervnopsikhicheskikh zabolevaniiakh. Obozrenie psikhiatrii, nevrologii i eksperimental noi psikhologii (1906).

! Among the most influential texts were: Gustave Le Bon, La psychologie des foules (Paris: 1895);
Scipio Sighele, La folla delinquente (Turin: 1891), translated into Russian by A. P. Afanas’ev as Tolpa
prestupnaia (St Petersburg: F. Pavlenkov, 1893). On this broader European trend see: Robert A. Nye,
The Origins of Crowd Psychology: Gustave Le Bon and the Crisis of Mass Democracy in the Third Republic
(London: Sage, 1975).

> Among Foucault’s many works, see in particular: Histoire de la folie & 1'dge classique — Folie et
déraison (Paris: Plon, 1961); Naissance de la clinique — une archéologie du regard médical (Paris: PUF, 1963);
Histoire de la sexualité. Vol I: La Volonté de savoir (Paris: Gallimard, 1976).

% This has been at heart of social histories of Stalinism, for instance, for around two decades: see
Kotkin; Halfin (ed.); Hellbeck.
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history of Soviet psychology, rather an attempt to draw out the evolution of certain Soviet
discourses. In doing so I draw on a number of more detailed histories of the psychological

. . . . . 64
and psychiatric sciences in Russia.

Daniel Beer has shown at length how the modernising drive of pre-revolutionary
liberal intellectuals was carried through into the Soviet era;® still, in the NEP era the
parameters for psychological inquiry were scrutinised anew. In a post-revolutionary
context that saw the rapid propagation and institutionalisation of new, often contradictory
psychological schools, a new cohort of vocial scientific theorists and practitioners attempted
to definitively delineate their fields according to a series of common (if poorly-defined)
‘Marxist” ontological principles.®® For psychologists, perhaps the most crucial of these was
materialtst montsm. Whilst this often amounted to nothing more than a pseudo-philosophy,
the paradigm can be roughly put: matter determines consciousness, but both can be
described and explained by a single science.”” Further to this act of
description/explanation, medical science had also to transform its subjects — in this case

the human body and mind.

The prescriptions of materialist monism, such as they were, make clear the tensions
that underlie the work of Soviet psychological modernisers. We can draw out and
contextualise several of these tensions by considering three brief texts by exemplary NEP-
era thinkers. Konstantin Kornilov’s Sovremennaca paikhologiia ¢ marksizm (1924), published
shortly after his appointment as head of the Institute of Psychology in Moscow,
demonstrates his attempts to construct a theoretical basis for psychology that ties it to
certain philosophical aspects of crude Marxism.”® Having been recently promoted to a
position of considerable status and scrutiny, Kornilov is also at pains to delineate his new
Marxist psychology from the work of his contemporaries; hence his text also contains
critiques of the influential but crude reflexologist doctrines of Ivan Pavlov and Vladimir

Bekhterev. Vladimir Borovskii’s ‘Chto takoe psikhologiia’ (1927) published three years

later in the journal Kravnaia nov’, is another theoretical work that similarly aims for an

* See for instance: Etkind; Beer; David Joravsky, Russian Psychology: A Critical History (Oxford:
Blackwell, 1989); Loren R. Graham, Science, Philosophy, and Human Behavior in the Soviet Union (New
York: Columbia University Press, 1987); Irina Sirotkina, ‘The Ubiquitous Reflex and Its Critics in Post-
Revolutionary Russia’, Berichte zur Wissenschaftsgeschichte, 32:1, (2009), 70-81; Hannah Proctor,
‘Revolutionary Thinking: A Theoretical History of Alexander Luria’s ‘Romantic Science”,
(unpublished doctoral thesis, Birkbeck College, University of London, 2016).

% Beer, pp. 166-191.

% On the process of institutionalisation amongst Soviet psychologists, see Etkind, pp. 269-270.

%71 take this definition from Widdis, ‘Socialist Senses’, p. 596.

% Prof. K. N. Kornilov, Sovremennaia psikhologiia i marksizm (Leningrad: Gosizdat, 1924).
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ideologically-informed exposition of psychology, defined in opposition to certain pre-
existing schools, including that of Bekhterev.” Borovskii, at the time employed at the
Laboratory for Comparative Psychology and Animal-Behavioural Research in Moscow,

talks in terms of ‘behavioural’ psychology.

Figures like Borovskii and Kornilov represent the more strictly scientific basis from
which a wide range of discourse flow. Works by Aron Zalkind and Martyn Liadov
demonstrate how social psychologists’ vocabulary and theoretical frameworks were
appropriated and applied to the lives (and bodies) of ‘real’ citizens, reacting to everyday
stimuli and difficulties. Zalkind, a former psychoanalyst who would later replace Kornilov
as head of the renamed Institute of Psychology, Pedology, and Industrial Psychology,
wrote two articles under the heading ‘Mozg 1 byt (o ratsionalizatsii byta umstvennogo
rabotnika)’ in 1928.”° He prescribes material solutions to the problem of psychological
exhaustion amongst Party workers; this practical angle, as well as the date of publication,
make Zalkind’s work a useful companion piece to that of Kornilov and Borovskii, moving

us beyond the purely theoretical at a time when the discursive terrain was again shifting.

Unlike Borovskii, Kornilov, and Zalkind, Liadov had no scientific training and no
documented grounding in psychological theories: he was instead a professional ideologue
and revolutionary, with a history of political organising (notably in the Caucasus) and
Party careerism. From 1923-1929 — that is, throughout the NEP — he was employed as
rector of the Sverdlov Communist University, the most prestigious school for future Party
administrators. As such he was in a position of considerable influence, with direct contact
with and authority over those cadres that would later manage the bureaucracy of the
Soviet state. His Voprosy byta records speeches he made to students at the university
between 1924 and 1925.”" Here, he indicates the origins of the petty-bourgeois mentality
(meshchanstvo) and indicates ways in which it can be overcome in the everyday life of
Soviet citizens. What Liadov represents for my purposes is what we might term ‘popular
science’, a third stratum of ideologically-informed discourse after Borovskii and Kornilov’s
theorising and Zalkind’s practical advice. His text reads much like Zalkind’s, yet he lacks

the latter’s scientific training; what he indicates is the way in which the vocabulary and

% V. M. Borovskii, ‘Chto takoe psikhologiia’, Krasnaia nov’, 4 (1927), 155-175.

70 A. Zalkind, “Mozg i byt (o ratsionalizatsii byta umstvennogo rabotnika)’, Revoliutsiia i kul'tura,
19, (1928), 52-57; A. Zalkind, ‘Mozg i byt (o ratsionalizatsii byta umstvennogo rabotnika) (okonch.)’,
Revoliutsiia i kul'tura, 20 (1928), 42-51. On Zalkind’s early and late career, see Etkind, pp. 272-282.

' M. N. Liadov, Voprosy byta (doklad na sobranii iacheiki sverdlovskogo kommun. un-ta) (Moscow:
Izdanie kommunisticheskogo universiteta im. Ia. M. Sverdlova, 1925).
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rhetoric of academic debates ‘trickled down’ into the discourse of less rigorously scientific
yet much more politically influential figures. Liadov provides a juncture between the

academy and ideology, abstraction and instrumentalisation.

Soviet psychology was bound to reject the subjective ‘introspection’ of its pre-
revolutionary forebears — considered individualistic and hence bourgeois — in favour of a
more materialist understanding of mental processes. However, Soviet science was also
required to be more sophisticated, socially-minded, and unitary than the tradition it
inherited, which meant that crude or reductive materialism (what Kornilov labels
‘physiologisation” (fiziologizirovanie)) as regards subjective phenomenon was also
unacceptable.”” The mind of the Soviet citizen thus represented a complex object of study
for social psychologists and ideologues that was always-already in a contradictory and

unclearly defined relationship with the body.

2. Reactions, reflexes, and responsibilities

Borovskii, Kornilov, Zalkind, and Liadov are of interest precisely because their work
situates the body in relation to the non-bodily, the mind, or consciousness. In their
elaborations of the mind-body dynamic, and their reference to Marxist sociological
principles, these four authors, and the professional psychologists in particular, return to a
number of key issues: the need to situate the psyche or consciousness, or else at least to
avoid eliding them altogether in physiological concepts such as the reflex; an anxiety over
the precise sociological function of their new science; a desire to distance themselves from
introspection as an instrument of self-consciousness; and an understanding of body, mind,
and social world as exerting a reciprocal and potentially disruptive influence upon each

other.

Borovskii is explicit on this latter point in positing the methodology of an anti-
reductivist psychology. It is worth quoting from him at length. He first outlines how
behaviour is inevitably an expression of the influence upon the body of the environment,
or ‘stimuli’. It is important to note here the use of the term vzaimootnoshenita, as it indicates

the mutually constitutive dynamic between body and environment.

7 Kornilov, p. 34.
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2Kussp — sT0 HenpepbIBHBIN 0oOMeH BeliecTs U SHEPIUH Me>XLy OPTaHM3MOM M €ro
cpenoii. Ha karkmoe namenenue cpeapl OpraHmsm orpedaeT (pearnpyeT) BUAVUMBIM
WUJIU CKPBITBIM 06pa30M [...] Ha usmenenue cooTHOMIEHUS MEXXAy BHELIHUMHU U
BHYTPEHHUMU yCJIOBUSIMU [...] Mo U3y4daeM MNOBeJeHMEe, KaK B3aMMOOTHOLIEHUE
ME>KIy CUTyalnred 1 peakusiMi Ha ee nameHeHust. Vlsmenenus curyanmuy,
MOCKOJIbKY OHU KaK-1100 BIUSIIOT HA OpraHMU3M, Mbl MHAY€ HA3bIBAEM CIMUMYAAMIL
MJIA Pa3ApaskUTeNsIMU. 1 0ra Mbl MOYKEM CKasaTh, YTO MTOBEAEHNE — OTO CyMMa

o 73
B3AaMMOOTHOIEHNM MEXAY CTUMYJIaMU U pPE€aKIIUSAMU.

He then extrapolates this understanding of stimulated behaviour to the social level,
where the behaviour of each individual becomes a constituent part of the shared social
environment. It is precisely this extrapolation that gives his behavioural psychology its
socially useful application. ‘/lanee ara camas peakuus ofHOro MHAMBHUIA MOYKET OKA3aThCSI
CTUMYJIOM [UISl PEAKLUMU APYTUX UHAMBUIOB [...] [Mbl udyuaem]| nnaue, kakue peakuuu

74
MIPU KaKUX YCIOBUSX UMEIOT OUOCOUUALOHYIO YEHHOCMb.

Borovskii thus recognises the potential for a psychology alive to the notion of
vzatmootnoshentia to describe and mould the individual and thus the collective. Implicit to this is also
an understanding of behaviour as a potential agent of disorder, as we shall see below. The
concept of the ‘biosocial’ is one that recurs a few times in NEP-era authors, although it is
far from being a governing trope in social psychological or fizkultura discourse. It is used
to refer simply to the fundamental link between the individual body and social structures,
and does not seem to have any greater conceptual complexity behind it; it captures
something of the thinking behind ‘biopolitics’, for instance, without referring to a

thoroughly developed line of theoretical thinking.

If we turn to Liadov, we find this notion of ‘6Guoconmnansnas uennocts’ recast in light
of the need to transform everyday life. Like Borovskii, he is alert to the importance of
interrelationships in situating the individual and their experiences within a wider collective
context. To the question of what constitutes ‘crapsiit 6611’ and conversely what ‘Hossrit
6bir” should look like, Liadov is blunt: ‘mbI nourn Hruero HoBoro noka He coaznanu u Bpsiz
JIM SICHO mpeacTaBsiem cebe, kakoi ObIT siBsieTcs Hammm uaeanom.” What can be stated

with certainty, however, is where the essence of 4yt resides: ‘B oTHomEeHnnn mopeit apyr

75 Borovskii, p- 159. Unless otherwise indicated, all emphases in citations are retained from the
original source.
7 Ibid., p- 160.
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npyry.”® Byt is a manifested relational system, a kind of psychological reflection of one’s
material/social circumstance. Liadov lays out, for instance, the way in which meshchanstoo
emerged in medieval times at that point at which labourers began to live in private family
households. This atomisation of the social world produced a form of everyday life that is
framed in psychological terms: that of ‘oppositionality’ (protivopostavlenie) or the ‘concept of
conflict’ (‘nonsitue GopsGe'), an antagonism between isolated individuals.” If Liadov
shares with Borovskii the conceptualisation of the individual as constitutive of and
constituted by her social environment, he also reproduces implicitly the notion of
behavioural stimulation by defining meshchanstvo psychology in terms of a wilful or
unreflexive response to ‘desire’ and ‘stimulation’ (zhelaniia and pobuzhdeniia).”” Liadov calls
to replace this unreformed cycle of stimulation and reaction with a behaviouralism based
on the principle of collective responsibility, or ofvetstvennost’. The notion of responsibility
located ‘B oTHOwEenUM Moneit apyr k apyry’, like Borovskii's vzawmootnosheniia, should be
read as an expression of the guiding principle of vbshchestvennost’. 1t also indicates that
Liadov conceives of psychology in terms of regulation. In this he is not alone, as we shall

see below.

If behaviour is a social phenomenon, one that goes beyond the realm of neurological
physiology, then subjective processes must be delineated and situated within the new
psychology. Kornilov’s conceptualisation of packhika-soznanie is tied to his attempts to
frame psychology in terms of distinct Marxist principles of class agency and development:
his somewhat crude formulation is that psychology is simply biology plus sociology, and
thus its object (the psyche/consciousness) can and should be refigured by the sociological
insights of Marxism.” In this vein, consciousness is replaced as the basic substrate of
psychology by class consciousness: rather than extrapolating from individual experience to
the social world, Kornilov proposes that Marxist psychologies advance ‘ot coumnanshoi,
KJIACCOBOI MCUXOJIOMMM K MPOdeCcCHOHATbHOM, TPYIINOBOM U, HAKOHEL, yKe K

o »79
I/IH,ZII/IBI/IJJ‘yaJIbHOI/I TIICMXOJIOTHUMU.

Zalkind’s work stands apart in its explicit discussion of both the beneficial and

deleterious ways in which the body affects the mind, specifically in this case the mind of a

7 Liadov, p. 4.

¢ Ibid., pp. 4-7.

7 Ibid., p. 18.

78 Kornilov, pp. 5-6.
™ Ibid., p. 75.
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Party worker.® In this his work is closer to Liadov’s. Yet, as Etkind notes, Zalkind had
himself been a prominent practising psychoanalyst before the Revolution, and during the
NEP era he continued to publish theoretical works on the field.* He is useful then because
he moves the debates that Borovskii and Kornilov exemplify onto the question of mutually
constitutive collective and individual disorders. His psychological paradigm is closer to the
behaviouralism of Borovskii — he thinks in terms of stimuli and bodily reaction — but he
stands out in his focus on the brain as a physiological organ. Inasmuch as it is the ‘location’
of Party workers’ political self-consciousness, the brain for Zalkind is the epicentre of the
body’s political ambiguity: whilst a corporeal component like any other, it is unique in that
it guides revolutionary activity and can therefore also deralil it. In his terms: ‘ninoxoit moar
Aaet mioxyto pesosouuio [...] Pesomonus — aro He Gpen cymacuiesero: fenath ee HafoO

82
C TOpAYHM CEPALIEM, HO XOJIOAHbIM MOSI‘OM.,

‘Mozg i byt’ is one of numerous works that Zalkind published during the NEP on
problems of the body; as Hannah Proctor has shown, Zalkind had been particularly
preoccupied with the ‘momosoit Bonpoc’” since the early 1920s.* Her description of his
conceptualisation of sexual energy in terms of ‘the constant tension between pleasure and
unpleasure [which] must be regulated through sublimation, repression, and cathexis,’
speaks to the problem represented by Borovskii’s cyclical system of behavioural
stimulation and reaction: if the mind is to be tempered (if we are to achieve the desired
‘xonoanslit moar’), then all bodily processes must be purified and instrumentalised. At
every stage, Zalkind links external stimuli to the mental constitution of the Party worker,
situating the individual subject within a demanding world of psychological exigencies. This
is a catalogue of bodily functions that in its explication is simultaneously a prescriptive call
for what Zalkind terms ‘rationalisation’ (ratsionalizatsiia);* that is, the uncluttered
recycling of ideologically sound perception and behaviour through the mind, the body, and
the social world. These bodily functions include: movement (‘PaBnomepmbre,

PUTMHN3UPOBAHHbIE NBMIXKEHMSI [ . ] SIBJIAKOTCSI BMECTE C TEM KPYIITHBIM MCTOYHHUKOM

8 Zalkind’s term is ‘ymcrBennsiii pabotux’, literally ‘intellectual worker’, although the term
refers to any Party functionary engaged in bureaucratic or functionary work, as well as ideologists
and propagandists.

* Etkind, pp. 272-279.

% Zalkind, ‘Mozg i byt’, p. 52.

8 Proctor, ‘Reason Displaces All Love’. See also, for instance, Aron Zalkind, Polovoi vopros v
usloviiakh sovetskoi obshchestvennosti (Leningrad: Gosizdat, 1926).

$ Zalkind, ‘Mozg i byt’, p. 53.
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8 -
CHCTEMATH3ALMK CAaMbIX MO3roBbIx npoueccos’); breathing (‘ospoposnennoe npixanue
‘Mo3roBuka’ IACT eMy Heucuepraemble TBopdyeckue npeumyiectsa [...] Orcroga o6wmii
”\ .86 ‘ o
poct smunoctr'); - and sex (‘Cepbesno paborarommii Moasr TpebyeT B 10JI0BOM BONpOCe

n 87
aronomul’).

A shared preoccupation with sexuality and its rationalisation is the strongest link
between Zalkind and Liadov, who frames his own calls for a kind of ratsionalizatsiia in
terms of his general principle of otvetstvennost’. Rather than responding unreflectively to
sexual stimuli, the Soviet citizen should understand that this stimulation is itself a part of a
broader social experience, and temper their reactions accordingly. Thus the purely
physiological world of pobuzhdeniia is replaced by that of tovarwhchestvo and ‘venoseueckue
aysersa’: this is a socially-situated sexual behaviouralism.® Interestingly, given Proctor’s
definition of Zalkind’s work precisely as a moralistic rereading of psychoanalytic concepts
of the libido, Liadov is explicitly anti-moralistic: ‘Bosposkaats crapyro mopanb He xoTum.
Cosnasats HOBBII KaTexuauc Toxe He Gyaem.” Perhaps, given that his audience consists
precisely of the people whose sexuality he is calling to be reformed, Liadov is loathe to do
away with pleasure altogether (‘Msr He ackerst’, as he rather disingenuously claims).” Yet
this manoeuvring requires him to introduce a temporal element into the behaviouralist
schema that Borovskii, for instance, would have no need for. ‘Cerogns — pamocts [...] A
3aBTpa — 4yBCTBO Heymosaersopentroctr.  This temporal projection away from the
actual process of stimulation and reaction stands as another example of the ways in which
writers such as Liadov strain to fold the social world into their understanding of both the
mind and the body, when both are always on the point of fatally contaminating that same

social world.

From the above reading of four NEP-era figures, we can discern a clear line of
thought, linking bodily stimuli, psychological formation, and collective responsibility. The
body and psyche are understood as mutually constitutive of subjectivity; subjects should in
turn be governed by the principle of otvetatvennost’ — a social psychological term that is

equivalent to the obshchestvennost’ encountered in later artistic sources. We can also see that

% Zalkind, ‘Mozg i byt {okonch.), p. 42.
% Ibid., p. 46.

¥ Ibid., p. 50.

% Liadov, pp. 34-35.

® Ibid., p. 29.

” Ibid., p. 38.

! Ibid., p. 35.
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the concern for votvetstvennost lobshchestvennost’is often interchangeable with an anxiety to
impose discipline on mind/body. This is not surprising: when the individual and the
collective are so inescapably mutually constitutive, the slightest contamination of one can
lead to the dissolution of the other. One branch of social psychology was concerned in
particular with the diagnosis and prevention of this potential dworder. ‘Psychopathology’
rose to its level of highest prominence during the moral panic surrounding ‘hooliganism’ in
the late 1920s, when antisocial behaviour, sexual licentiousness, and substance abuse
amongst the young were perceived as having reached epidemic levels.” The specialists
who committed themselves to analysing this social affliction — while recognisably
operating in the orbit of social psychology — brought a variety of disciplines to bear in
their attempts to understand and correct the disjunctures in the body politic; in the words
of one such expert, ‘Conunanbnas ncuxonaTrosorus sBASETCS TUCLUUITIMHON CMEXHOM
Me>K/ly MHOTMMH HAYKaMHU — COLMOJIOTHEH, IPaBOM, ncuxodusronorueit n

.1 95
NCUXUATPUEH .

Notably, there is no crude materialism in the psychopathology of the late 1920s. Iakov
Bugaiskii, who published one of the most comprehensive introductions to the subject,
claimed that hooliganism had actually increased in direct correlation with an increase in
living standards, falling unemployment, and so on; to his mind, this was a ‘npectynnoe
nesiune ocoboro posma’ requiring innovative thinking.” Likewise, in a survey of French
thinkers on criminal ‘degeneracy’ (vyrozhdaemost’), Khristian Rakovskii criticises Western
European thinkers who sought to ascribe anti-social behaviour to factors such as hunger
or poor ventilation.” Any explanation of public disorder must look beyond environmental
conditions to the emotional-psychological dynamic between citizens: in other words,
obshchestvennost’. Indeed, the word is used in several texts: Bugaiskii warns that
hooliganism has become ‘Guuem namreit obmecrsennoctn’;” party sociologist Aleksandr
Oborin describes criminality as ‘npsimas remoncTpanus npoTus coBeTCKOM

» 97
00OI11eCTBEHHOCTH

 On the hooliganism epidemic see Gorsuch, Youth in Revolutionary Russia, pp. 167-181.

% Ta. Bugaiskii, Khuliganstvo kak sotsial no-patologicheskoe iavlenie (Moscow: Molodaia gvardiia,
1927), p. 3.

* Ibid., p. 30-33.

% Kh. Rakovskii, Etiologiia prestupnosti i vyrozhdaemosti (Moscow: Gosizdat, 1927), p. 79.

% Bugaiskii, p. 7.

7 A. Oborin, Protiv grubosti i samodurstva (Moscow: Gosizdat, 1928), p. 12.

33



Introduction

Whether framed explicitly in these terms or not, the operative idea behind the turn to
obshchestvennost’ here is again one that we have encountered before: that of contagion,
zarazitel'nost’, a failure to maintain a socially productive self-other relationship. One
psychologist who specialised in the treatment of sexually violent criminals, Nikolai
Brukhanskii, explains a mass brawl between the families at a workers’ wedding outside
Moscow in these terms: ‘3apasureabHOCTb: KPUTHUECKOE OTHOLIEHUE OT/AEIBHOTO YeI0BeKa
Bece GoJsiee u Gosiee ocnabeBaeT; OH He B COCTOSIHMM YITH U3-TI0/L BJIACTH, OT IICUXOJIOTUN
rosmet.”® For Bugaiskii it is therefore no surprise that, as he puts it, ‘mepsonagansHo
XyJTUTaHCTBO BBIPAXKATIOCH B 030PCTBE, IyMe Ha yJIMIAX U B 0bIecTBeHHbIX MecTax.” It is
precisely these kinds of spaces that promote both individualistic grabs for attention, and
the insular logic of imitative behaviour that easily descends into violence or disorder. "1,
fleiCTBUTEIBHO, TOMINA, OKaTbiBaeMasi BOJOH, peACTaBJsieT 3abaBHOe 3peiiiye, N IPUHSTD
y4acTHe B OPraHMBAIMU TAKOTO CrieKTakast — o1o Toxe uzpa.” One result of this line of
thinking is the idea, prevalent at the end of the 1920s, that since hooliganism is a response
to social environments it can and should be judged and addressed in social environments.
For instance, Grigorii Avlov published in 1927 a short play that recounts the trial and
sentencing of two young hooligans that was intended for performance in Komsomol cells
and at workers’ clubs, with the explicit reasoning that the types of anti-social acts depicted

could only be processed in a group setting.'"'

3. A stadium is not a theatre

One of the most important ‘group settings’ in Soviet society was, of course, fizkultura.
As I demonstrate at length in my discussion of the social history of football in Chapter
Four, sport and other forms of physical culture in no way escaped the anxious disciplinary
gaze of the social psychologist. When Bugaiskii states that hooliganism emerges from

‘obectBennble mecta’, he could very well be referring to the stadium. Brukhanskii even

% N. P. Brukhanskii, Ocherki po sotsial noi psikhopatologii (Moscow: M. i S. Sabashnykh, 1928), pp.
5-14.

» Bugaiskii., p. 66.

1 Thid., p. 62.

""" Gr. Avlov, Sud nad khuliganami (Moscow: Doloi negramotnost’, 1927), esp. pp. 3-9. For other
suggested responses to hooliganism, see the handbook compiled by Vladimir Tolmachev for the
Commissariat of Internal Affairs: V. N. Tolmachev (ed.), Khuliganstvo i khuligany. Sbornik (Moscow:
Izdatel’stvo narodnogo komissariata vnutrennikh del RSFSR, 1929).
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explicitly cites spectator sports as a psychopathological concern: ‘«Asapr», «cnopt» —

o 102
KpaCHOM HUTBIO IPOXOAAT Y€PE3 XYyJUTaHCKHE zlena.'

How would it be possible for fizkul’tura to be a positive, productive force in the social
psychological terms that I have outlined here? What would it mean, crucially, for
Jizkul’tura to be obshchestvennaia? Like other cultural spheres, sport was subject to a rash of
experimental formulations in the early to mid-1920s as factions within the new Soviet state
fought for predominance. Despite considerable debate as to how exactly Soviet sport
would manifest itself over time, there were certain points of broad agreement among its
early administrators and theorists. Fizku/'tura was from its inception understood to act
upon both mind and body.'” As I have suggested, fizkultura theorists and administrators,
many of whom had backgrounds in medical disciplines, were heavily influenced by the
kinds of debate being waged by the likes of Zalkind. Indeed, Zalkind’s ‘Mozg 1 byt’, with
its prescriptions regarding bodily processes from posture to breathing, is in many ways a
certifiable fizkulturny: text, contextualising the refinement of the body in terms of social
progress. We can see this rhetoric in a number of prominent NEP-era fizkul tura
ideologues. The secretary of the All-Union Council on Physical Culture (VSFK), Boris
Kal’pus, emphasised the ‘Biusnue «cnoprusnoro» ornowenus k ¢pusnueckum
YIPa’KHEHHSAM Ha BOCTIUTAHUE MCUXUYECKUX KAYeCTB YeJOBEKa: BOJIM, PELIUTEIbHOCTH,
CMeJIOCTH, XJIa/IHOKPOBUS, yBepeHHOCTI/I’.104 Fizkul tura was to be a fundamental tool within
prosveshchente campaigns aimed at rationalising and modernising the everyday behaviour of
Soviet citizens. In 1925 at the third congress of the Red Sport International, a parallel
grouping to the Comintern, Kal'pus and the Rector of the Moscow State Institute for
Physical Culture, A. Zikmund listed the enlightening potential of properly administered

fizkul'tura:

CI)I/ISI/I‘ICCKI/IC yapa>xHeHHsI CJIy>KaT OAHOBPEMEHHO Pa3pelIeHni0 COIMaJabHbIX,

Ipon3BOACTBEHHbIX, HCI/IXO-(i)I/IBI/IOJIOFI/I‘IeCKI/IX, nmegarormrdyeCKmMx M 9CTETUYECKMUX

1% Brukhanskii, p. 34.

1% For contemporary accounts that offer some overview of the discourse around the future of
fizkul’tura, see: N. A. Semashko, Puti sovetskoi fizkul tury (Moscow: Fizkul'tizdat, 1926); A. Zikmund,
Osnovy sovetskoi sistemy fizkul tury (tsel’, stredstva, metodika i praktika provedeniia) (Moscow: Novaia
Moskva, 1926).

1% B. Kal'pus, ‘Sport i fizicheskaia kul'tura’, Krasnyi sport, 1 (1924), 7-11 (p. 8).
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sapad npouserapuara [...] LIEJIBIO B nannom ciyuae siBasiercs

, 105
COBEPIIEHCTBOBaHME (PUBMUYECKOM TPUPOBI WIEHOB pabouero Kiacca.

Obohchestvennost’, otvetsvennost’, a general sense of collective purpose: these were all key
to this early theorising. At times this was crudely put in terms of class solidarity.
Konstantin Mekhonoshin (deputy at the time to Health Commissar Nikolai Semashko)
prioritised one thing — ‘knaccosas conupaprocts [...] Ha ee Gase coznarorcst HOBbIE
dbopmsr ciopra’® — while Mikhail Kedrov warned the Red Sport International against
any slippage in strict proletarian discipline: ‘Heo6xoaumocTs camoro GecnouiagHoro
pasobaueHnss pacKOJIbHUYECKOH [IeATebHOCTH «BOYXK/AeH» 1 bopbba 3a ycTaHOBJIEHUE

107
€IMHCTBA PpabOYEero CrIOPTUBHOIO JBU>KEHMS .

More common and more suggestive, however, were appeals to communality not only
on a general class level, but also between spectators and athletes. From the mid-1920s to
the beginning of the 1930s it was common for the fizkul’tura intelligentsia to complain
about an increase in what might be termed unilateral spectatorship and performance.
Amongst the various terms applied are teatralizatsiia, teatral’nost’, paradnost’, and
pokazatel’nost’. This discourse was influenced in part by the translation into Russian in 1925
of the French doctor Georges Hébert's Le sport contre ['éducation physigue, which decried all
competitive sport as a distraction from the truly beneficial business of corporeal pedagogy.
Hébert’s work was undoubtedly one of the first to popularise amongst fizkul'tura specialists
the pejorative notion of ‘theatricality’; the translation of his book ends as follows: ‘/lo cux
HOP, BMECTO TOrO, YTOObI CO3AABaTh JIO/EH, Mbl CTapasnch co3aasath yuemnuonos! Bmecto
TOrO, 4TOObI 3aHUMATBCSI TIeJATOTNYECKUM /IeJIOM, Mbl 3aHUMAJINCh TOCTAHOBKOI
spemi!”'® As one writer put it in the pages of Krasnyi sport, provincial sports in particular
were organised on the bases of ‘nokasarensnocts u nemoncrparusnocts’; athletes were
reduced to the role of performing artists and little attempt was made to encourage less

gifted members of the community, with the result a lamentable ‘rearpanusauusa cnopra.’

1% A. Zikmund and B. Kal’pus, ‘Tezisy III kongressa K.S.I. po nauchno-metodicheskim i
tekhnicheskim voprosam proletarskoi fizicheskoi kul'tury’ (1925). RGASP], f. 537. op. 1. ed. khr. 15. L.
1-86 (11. 3, 31).

1% K. Mekhonoshin, ‘Krasnyi Sport’, Krasnyi sport, 1 (1924), 5-6 (p. 6).

17 M. S. Kedrov, Raskol’nicheskaia deiatel’nost’ sotsial-demokratov v rabochem sporte i nasha taktika.
Doklad na V plenume ispolkoma Krasnogo Sportinterna (Leningrad: Krasnaia gazeta, 1929), p. 53.

1% Zhorzh Eber, Sport protiv fizkul tury, trans. G. A. Diuperron (Leningrad: Vremia, 1925), p. 98.
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The answer was clear: ‘Tlonanbie ot rearpanusanmm, 6am>xe K NTOATMHHOMY CIIOPTY,

Gmmke k npupome!””

At the end of the decade Nikolai Antipov, who would go on to serve as Chairman of
the All-Union Council of Physical Culture from 1931-1933, summarised in book form the
concerns of the administrative circles among which he had moved in the mid-1920s.
Fizkul'tura was, in his eyes, at a standstill: the numbers of kruzhki organising sport in the
provinces was falling after some years of faltering growth; there was no universal system
dictating collective action; the training of champions — or ‘pabora ¢ oqunoukamu’ — had
led to myopic specialisation on the part of coaches and athletes alike.''” The failure to
engage communities in ‘action’ (dewtvie) over ‘observation’ (sozertsance) had left non-elite
sports enthusiasts in a double bind: they were guilty not only of passively observing from

the sidelines, but also of fighting amongst themselves.

[T]earpansrocts (BonpumHCTBO CTaAMOHOB M MJIOLIAIOK YCTPOEHO TAKUM
00pa3om, YTO Ha HUX AEHCTBYeT HeOObIIAS TPYIINA JHMILL, & MACCHI MOTYT TOJIBKO
CMOTPETH [...] Macchl SIBJISIIOTCS. TOJBKO 3PUTEISIMUM [ ...] «CBO, CBOM»; TOCKOJIBKY
«bOJIENBIMKOB » OBIBAET AOCTATOYHOE MHOTO ¢ 00eUX CTOPOH, TO, ECJIM KPUKU HE

111
IIOMOraroT, IyCKarmTCd B X004 MHOT A& KyJIaKI/I.)

This, clearly, was not obshchestvennost’. At stake was fizkultura’s capacity to act as an agent
of Soviet subjectification. As the rest of this thesis will indicate, its visual representation
sought in response to capture or provoke a more productive relationship between

spectator and athlete, between the twin experiences of observing sport and performing it.

4. Drunks, nervous wrecks, and other empty subjects

The connections between fizkultura and the broad project of social psychology were
far from incidental; just as administrators and ideologues borrowed from medical
discourses in their polemics, so psychological rhetoric reflected the terms of the debates

about how the Soviet body should be interpolated into the rationalising mode of fizkultura.

'S, Popov, ‘Ob odnom iz vrednykh uklonov v sportivnoi rabote’, Krasnyi sport, 5 (1924), 4-5.

" N. K. Antipov, Sostoianie i zadachi fizkul turnogo dvizheniia (Moscow: Fizkul'tura i sport, 1930),
pp- 4-7.

"' Tbid., pp. 10-11.
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In 1924, a fizkul'tura propagandist named Dmitrii Kradman wrote a short book on the
place physical culture might play in the creation of properly Soviet subjects. His
explanation is explicit in citing fizkultura as a potential site for the ‘incarnation’

(voploshchente) of living socialism.

Pesontonus pasbyauna u BCKOJBIXHy/Ia MHOTHE CTOPOHBI MAaCChl, IBUHYB €€ B
MOTy4em HOpPbIBE K OCO3HAHUIO BCETO OKPY’KAIOLEro, K 3HAHUIO, K HOBOH KYJIbTYPe,
k ¢punocodun comanusma 1 peasbHOMy €ro BomoueHuo. banske u ougyrumee
BCEro Npu MaTepHUaIUCTHYECKOM MOHUMAHUU SKU3HU ISl YeJ0BEKa ero TeJo — OT
HEro, OT ero COCTOSIHUSI, UCXOAUT e ICTBEHHOCTb, Macca MPOJETAPCKUX TeJsl CO3/[aeT
«COLMAaIbHO-6MOIOTMYECKYTO JeHCTBUTENbHOCTD. » €10 Mo4yBCTBOBAIOCH paHblie
Bcero. Ham Hy>kHa ¢pusnveckas Molb, KaK MCTOUHUK COLMAIbHO-ICUXUYECKOM
mou [...] [4ro6sr] aror dyTbO, CIOPT M NP. BOCIUTHIBAT HE POCTO
PeLINTETbHOCTD, KOTOPasi MOKET ObITb MPOCTO MOJIOCTBIO, & PELIUTENBHOCTh

112
PEBOIIOIMOHHY1O.

Kradman'’s text speaks once again to the high stakes involved in the management of
Soviet bodies: for materialists, social reality itself derives from the state of the body. We
can take the metaphor of voploshchenie quite literally. It follows from this that the
construction of a socialist society populated by socialist subjects will proceed exponentially
more smoothly if the bodies of said subjects can be relied upon to behave. It is at this
point, where dwcipline comes to the fore, that the debates around spectatorship and
participation, passive isolation versus active engagement in fizkul'tura overlap tellingly with
the arguments of psychologists. According to the Marxist schema, science can only be
properly instrumentalised as a modernising force if it is tied to the socio-economic world;
such a link allows it to move from ‘pure’ empirical description to applied transformation
not just of individuals, but also of the body politic as a whole. In terms of psychology, as
Borovskii states, it is only when we study the relationships between individuals that our
work gains in ‘Guocoyuanrsnas yennocms'.''> However, the tension surrounding the precise
position and function of the psyche in Marxist social psychology also speaks to a
professional or disciplinary unease about the different variables involved in this

transformative project. To retain a disciplinary authority over such divergent variables,

"> D. A. Kradman, Fizicheskaia kul’tura kak chast’ kul turno-prosvetitel'noi raboty (Leningrad:
Gubono, 1924), pp. 3-7.
"% Borovskii, p. 160.
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these thinkers turned to a conception of psychology as a means of control of mind and

body, individual and social. As I have previously stated, the renovative project is thus also
a coercive one. This is something which Trotskii had already implied in his positing of the
‘social biologic type’: ‘Social construction and psycho-physical self-education will become

114
two aspects of one and the same process.’

The sociological, materialist monist conceptualisation of the mind-body dynamic
allowed for its three constituent elements — the mind/consciousness, the body, the social
world — to influence and be influenced by each other, as Borovskii lays out. If woman is a
social animal, and matter determines consciousness, then mental processes are to a greater
or lesser extent the result of external stimuli upon the subject, that is to say, from its social
environment. Behaviour, as the objectively observable corporeal expression of said mental
processes, is then enacted within that same sociality. It is important to note here the degree
to which ‘the body’ and ‘behaviour’ are indistinct if not directly interchangeable in this
rhetoric: for instance, what Borovskii outlines as the subject of his ‘nayxa o nosedernwu
wenosera’ is equivalent to the kinds of bodily processes that Zalkind and Liadov seek to
‘rationalise’.''® On the line are bodily impulses, processes, fragilities, and their physical
manifestation in the social world. There is an ineluctable logic to this form of materialism
— the material conditions of society form the subjectivity of the individual, who then acts
upon society, altering its material conditions — that seems to justify the previously-noted
anxiety that characterises social psychologists of the period. The contamination of the
process of subjectification and socialisation at any point with deviant (bodily) behaviour
will create a negative spiral of worsening physical and moral conditions. The body
becomes a mediator in a kind of feedback loop. In Liadov’s own words, the question for
those looking to prove their credentials as standard bearers for a ‘ncuxonorus 6ynyero

. ‘ 1116
obuectsa’ is as follows: “Uro TyT peryaupyer namm otHowmenus?

Zalkind'’s prescriptive text is a fine example of the coercive/renovative project.
However, the form that this coercion takes is not simply one of external pressure or
reprimand. The subject must take responsibility upon herself. It is here that it is useful to
turn to fizkul'tura and the arguments put forward by Kradman, Antipov, et al. For this is

really a question of observation/spectatorship. An idea at the heart of much psychological

" Trotsky, p. 206.
"® Borovskii, p. 157.
"% Liadov, p. 22.
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discourse is introspection, or samonabliudenie. All of the psychologists cited thus far, from
Pavlov to Kornilov, are opposed to simple vamonabliudenie as a scientific method.""”
Borovskii, for instance, claims: ‘camonabnionenue He Hay4HBIA MHCTPYMEHT, & KPUBOE
seprano’;''® Liadov makes this methodological claim into a metaphor for the broader task
of reforming byt when he claims that only a Menshevik would passively observe the world
of otnosheniia without trying actively to transform it.""” However, the projects of
psychological coercion that these thinkers set out do in fact imply that a remarkable degree
of self-awareness is required on the part of the individual. This is a question of vurvedlance,
where vamonabliudenie is transformed into a collective and personal system of regulation of
body and mind, behaviour and consciousness. The blurring of the lines between
observation and surveillance, and the notion of the self-disciplining body move us from the
irreconcilable ‘fact’ of the problematic body to the ways in which it was targeted and
addressed. As mentioned above, this observation draws on Peter Holquist’s definition of
surveillance as both a system for the revelation of information and a means of societal

120
transformation.

Borovskii explicitly states that psychology properly conceived allows for the continual
close surveillance of those around you. The shift away from vamonabliudente is underlined in
his rephrasing of the demand ‘Know Thyself’ (‘Nsyuaii camoro cebs’) into that of ‘Know
Thy Neighbour’ (‘Usyuaii ceoero cocena’). His crooked mirror has become a transparent
window.'”! Elsewhere, Zalkind appropriates and reworks the concept of vamonabliudenie in
his call for vamoregulirovanie, the means by which personal bodily and mental functioning is
automated beyond the point of conscious introspection: ‘moar nosyuaer, HakoHel, CHOBa
CBOIO CMIOCOGHOCTb K CAMOPEryJIMpOBaHmIo [...] He Hao BO3Oy>KAATH anmeTuTa — OH Cam
seasiercst.” > What is distinctive here is that the new modes of collective being — whether
Borovskii’s observation of others or Zalkind’s socially-beneficial homeostasis — are
figured as perpetual. They become qualities of the subjectivity at hand. The constant nature
of social psychological self-control is thus guaranteed by its being internalised or, in
Zalkind’s term, automated. The threat of the problematic body makes the need for such

internalisation completely logical: given the mutually constitutive nature of individual and

"7 On Pavlov’s and Bekhterev’s rejection of samonabliudenie, see Joravsky, p. xiv.
"% Borovskii, p. 155.

" Liadov, p. 22.

" Holquist, p. 417.

"I Borovskii, p. 158.

' Zalkind, ‘Mozg i byt’, p. 54.
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social disorders and the always-potentially disruptive influence of the body, such an

internalised system of self-discipline turns out to be the same thing as self-preservation.

5. Filmic case studies

This thesis as a whole looks at bodies and their visualisation, with this social
psychological discourse informing the argument if not explicitly addressed. There are
however occasions when visual culture and social psychology are brought into close
contact, and which bear brief consideration now — if only to lay the ground for the
frequent jumps between textual and film culture that I will be making throughout. Two
feature-length semi-documentary films from 1929, Za vashe zdorov'e (Kul'turfil'm, dir. A.
Dubrovskii from a screenplay by A. Tiagai), and Bol’nye nervy (Kul'turfil’'m/Sovkino, dir.
N. Galkin from a screenplay by N. Galkin and L. Sukharebskii; only a German-intertitled
version survives) deal directly with the surveillance and discipline of the minds and bodies
of errant Soviet citizens.'” Both films mix documentary footage, including scientific tests
performed for the camera, with fictionalised, semi-narratival scenes; both were also made
under the supervision of professional medical doctors. In Za vashe zdorov’e, an alcoholic
factory worker is treated in a state clinic, where he is subject to electroshock therapy and
hypnosis (the actor playing the patient, A. Chistiakov, actually underwent the treatments,
becoming the first person to be hypnotised onscreen in Russia). Bol’nye nervy tells the story
of Baturin, the director of a NEP-era business who comes down with nrevrastenita due to his
unhealthy working conditions and habits. After a month in a dom otdykha, in which he is
subject to a strict regime of fizkul'tura, dietary restrictions, and medical lectures, he returns

healthy to his wife and daughter.

Both films are at pains to document what might be called the logic of dissolution, how
Borovskii's vzaimootnoshentia or Liadov's otvetsvennost’ are corrupted by abuse of the
individual body. Galkin’s film in particular plays almost as if Zalkind’s ‘Mozg 1 byt” had

been adapted for the screen. Baturin certainly suffers from a ‘nnoxoit moar’ in need of

1% Both Za vashe zdorov’e and Bol nye nervy were produced by Kul'turfil'm, a subsidiary of
Sovkino dedicated to producing films in line with prosveshchenie campaigns that specialised in
blending documentary and dramatised material. On Kul'turfil’'m see Oksana Sarkisova, ‘The
Adventures of the Kulturfilm in Soviet Russia’, in Birgit Beumers (ed.), Dictionary of World Cinema:
Russia 3 (London: Intellect, 2016); and her Screening Soviet Nationalities: Kulturfilms from the Far North to
Central Asia (London: I.B. Tauris, 2017).
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rationalisation; the film is a catalogue of the ways in which negative bodily stimuli degrade
the mental constitution of the worker. Baturin inhabits a world of both frantic hyper-
modernism (the neon lights of the opening shots and the fast-paced turnover of his office
bureaucracy) and frustrating, rickety infrastructure (the cramped and freezing trams, his
airless, untidy office). Nervous illness is for him a question of private-personal experience.
His understanding of his place amongst and responsibilities towards the social body is
confused. This is both spatial and temporal. His office is a swinging door, swamped with
requests and demands from co-workers; on the tram his personal space is invaded, the
presence of others is felt as a physical pain. At home, he has no space in which to suffer by
and for himself, as his young daughter stands watching him, imitating his anxiety, pacing
around the room behind him in aimless circles. He reads political literature at the ‘wrong’
time (in bed, agitating himself further), and works late into the night in a windowless
room, detached from natural rhythms of work and leisure. As a result of this confusion in
terms of self and other, Baturin becomes fragmented, doubled. He dreams of work, his two
selves (private and public) colliding; shots are layered on top of one another to show his

decentred sense of subjectivity (Figure 2).

Fizkul'tura is a crucial part of his therapy, which sees his ‘two selves’ reforged into one
obshchestvenno-minded worker/father/husband. We witness Baturin engaged in swimming,
gymnastics, and pole-vaulting, intercut with footage of a doctor speaking directly down the
lens: ‘Gymnastik und Sport sind die besten Mittel fiir gesunde Nerven. Die verschiedenen
Sportarten dienen je nach der Eigenart oder Entwinklung besonderer Nerven- und
Willenskrifte.” Baturin is thus reborn, but only after responding to the omnipresent
ideological prodding of the state: personal renovation and public coercion intermingled.
The final intertitle of the doctor’s ‘lecture’ reads ‘Selbstbeherrschung!” But we have
already seen, quite literally (in one of the film’s documentary asides), the hands of a state

physician toying with the brain of a deceased worker (Figure 3).
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Figure 3. A hands-on approach to workers’ health: Bol’nye nervy (1929)

Za vashe zdorov'e goes to great lengths to visualise the corruption and rehabilitation of
the social body. In one staged sequence, drunkenness leads a husband to rape his wife; the
resulting child is born disabled, the voploshchenie of the social sickness that led to its
conception. This perversion of conception/birth — the literal formation of new Soviet
subjects — is reiterated in an experiment where chicken eggs are injected with vodka,
hatching into sickly, damaged chicks (the intertitles: ‘Hensneunmsie / Bonka orpasuna
mouioko matepu’). At another point the dangerous distinction between false sensation and

empirical observation is illustrated by showing two drunk men kissing, accompanied by
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the intertitle: ‘O6manuusoe uysctBo Becenns.” A healthy understanding of others, even if

they are right in front of one’s face (or kissing it), is shown to be a vulnerable thing.

It is the corruption of vision that drives this film. In the rehabilitation clinic the body is
subjected to the corrective gaze of the state. In a scene of mass hypnosis therapy, a trained
doctor, one Livshits, speaks directly down the camera (Figure 6), confronting the viewer
— who had up to this point been complicit in judging the alcoholic worker — with the fact
that they too are answerable for their actions. In a sense this sequence is an idealisation of
the reach and efficiency of the corrective institutions of psychology and medicine: so total
is the control embodied in Livshits that a man has a needle passed through his arm without
awaking. ‘Huxakoro outyienus Bol He ayBcTByere': in this induced atmosphere of absolute
sensory rationalisation, the doctor’s words become a kind of speech-act. In the climatic
moments, Livshits informs the room of hypnotised patients that they will no longer feel
anything but revulsion towards alcohol (Figure 5); then, he instructs them to raise their
hands at the word otvrashchenie. Either unwittingly or with an artificially absolute sense of
willing, they are ‘voting’ for their own (embodied) sense of revulsion (Figure 4). In these
two films the anxieties — and solutions — raised in the work of social psychologists are
staged within narratives of rehabilitation, the corruption and reconstruction of the subject

and his sense of obuhchestvennost’ played out in an unerring blend of fact and fiction.

Figure 4. Absolute sensory rationalisation. Hypnosis therapy in Za vashe zdorov'e (1929)
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Figure 5. REVULSION (Za vashe zdorov’e)

Figure 6. Dr Livshits meets our gaze (Za vashe zdorov’e)

6. Interiors and exteriors

Above I described the self-surveillance and regulation desired by Zalkind as
automated; perhaps the patients of Dr Livshits are the closest example of truly thoughtless
bodily discipline. The concept of automation at play here suggests a kind of psychological
machine aesthetic. We might then link the behavioural theories of Borovskii and Kornilov
and the sexual discipline of Zalkind and Liadov to industrial psycho-technics of Aleksei

Gastev and his Scientific Organisation of Labour institute (Nauchnaia Organizatsiia Truda),
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or else the Sistema trudovoi gimnastiki devised by Gastev’s colleague Ippolit Sokolov.'”
These contemporaneous sources would allow us to examine the ways in which the body

proved problematic within the world of Soviet labour.

My focus, however, is different. On the basis of the above observations I ask instead
what the relationship was between ideas of the body, its observation (whether in the form
of surveillance or otherwise), and conceptions of what a Soviet subjectivity might be. In
their discussions of NEP-era sexuality Bernstein and Proctor go some way towards
formulating a response to the question of subjectivity by stressing the role of negative
definition. For Bernstein, ‘sexual normalcy [...] was defined negatively as the absence of a
series of deviant and dangerous behaviours’;!* Proctor cites Zalkind’s rhetoric on sex as
‘draining both revolutionary activity and sex (assuming the two are mutually exclusive) of
any definable gualities.”'”® Yet neither moves beyond these statements to the question that
such negatively defined subjectification posed for those who faced it firsthand. This is
significant, since it is in the question of subjectivity that the need for perpetual/automated
self-discipline becomes particularly difficult. If subjectivity is understood to refer to the
individual consciousness as situated within a wider material and social world, then for our
social psychologists the concept is already subsumed within their understandings of the
mind: that combination of subjective and physiological phenomena that processes stimuli
from the external world. The coercive project in social psychology represents an attempt to
render this mind-reaction both predictable and reliable: in Borovskii’'s words,
‘Tlcuxonorus, Bo-nepBbIX, A0J>KHA HAYYUTHCS TOHUMATD Jofel [...] Hago ymers 1)
IPeICKA3aTh MOBEIEHIE YeTOBEKA 1 2) HAMPABHUTD €ro B IOHKHOM Hanpasaernn. ~ Yet
conceptualising the mind as a fundamentally reactive phenomenon means placing it
beyond the realm of control: whilst the external world may in some circumstances be
controllable (for instance, in Zalkind’s demands for properly ventilated office space), the
desired degree of behavioural predictability will only be achieved once the subject has

internalised the ‘correct’, ideologically informed patterns of reaction. This amounts, in the

! For instance, Gastev speaks to the notion of a collectivist/anti-individualist psychology in his
‘O tendentsiiakh proletarskoi kul’tury’, Proletarskaia kul’tura, 9-10 (1919), 42; he later set out a more
programmatic approach to transforming the body to make it more suitable for Soviet labour in Kak
nado rabotat’: prakticheskoe vvedenie v nauku organizatsii truda (Moscow: VDSPS, 1924). Sokolov in turn
designed his Sistema in order to rationalise bodily motion during labour: Ippolit Sokolov, Sistema
trudovoi gimnastiki (Moscow: VSEVOBUCH, 1922). See also Sirotkina (pp. 75-76) on the origins of
Sokolov’s work in experimental choreography.

1 Bernstein, p. 7.

1% Proctor, ‘Reason Displaces All Love'.

" Borovskii, p. 158.
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end, to a total emptying out of the subject, since subjectivity was in the first instance

merely the individualised — personal, reflexive, circumstantial — processing of stimuli.

Looking ahead, we can ask how best to relate this social psychological thinking to the
world of fizkul'tura and categories of looking. In the first instance, I argue, this can be
achieved by reframing the mind-body relationship in terms of interiority and exteriority;
or, how the subject understands and relates (interior) to its presence, whether bodily or
otherwise, within a collective (exterior). To take the example of exercise: improved
cardiovascular capacity and attractive muscle tone (exteriority) cannot be pure or
pragmatic ends in themselves. Rather the body is adapted in accordance with the demands
of symbolic modes such as labour’ and ‘defence’, and as such psychological claims are
made of the subject, ones that relate to its interiority. Liadov makes explicit reference to
the psychological expediency of fizkultura, and to both ‘internal’ (vnutrennie) and ‘external’

(vneshnee) qualities.

Korna s Busky crpoiityio ¢purypy ¢puskynpTypHuKa — 9TO neas, s BUKy Oyayiiero
3/I0POBOrO, TADMOHUYECKH PA3BUTOrO YeJoBeKa. Y Hero HeT HUKAKMUX ITPUKpAC,
KpOMe BHYTPEHHHMX Ka4eCTB, KOTOPbIE sI JOJKEH TOHSITh U y3HaTh. S mosken
npopaboTaTh C HUM [OJIrOe BPEMS, YTOOBI MOHSATH M N3y4duTh ero. 1o BHemHemy

128
BUAY A MOT'Y TOJIBKO KYKJy IIOHATH 1 BJI}O6I/ITbCH B HEe.

‘Harmonious development’ means that ‘health’ becomes a social and not merely a
physiological state; the fizkul'turnik’s external beauty reflects an internalisation of desirable
‘qualities’. Yet this ideal vision is made possible by the notion of a featureless figure, one
possessing ‘Hukakux npukpac; indeed, to possess ‘features’ is inhuman, doll-like. Unless
having toned muscles is somehow understood to be inherently Soviet, the issue remains. It
is worth noting here Bernstein’s description of fizkul'tura as a fundamentally reactive
method of subjectification, one that can never be immediately socially productive.'”
Furthermore, what about those instances in which these two aspects of being — interiority
and exteriority — are not in fact reconcilable? The infinite variety of sensations that the
world can stimulate within the individual — hunger, pain, cold, desire, nausea, exhilaration

— cannot always and automatically be abstracted into the projection of a collective identity

external to the subject. There is therefore no way to ensure that subjectivity is expressed in

" Liadov, p. 39.
'» Bernstein, p. 152.
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a way befitting the new Soviet citizen; this, then, may ultimately explain why psychological
‘normalcy’ in this period is so often defined negatively, as the absence of harmful behaviour.
There is no positive attribute beyond the suppression or sublimation of the negative. These

questions are addressed further in the conclusions of my first and second chapters.

Liadov’s reference to the ‘exterior’ raises an issue that might at first glance not seem
entirely relevant to questions of psychology and subjectification: that of aesthetics. Yet
there is no disjuncture here. Given that the body and the mind are mutually constitutive,
that the body is expected to maintain strict discipline, that the dynamic between bodies is
of the utmost importance, and that the act of looking at bodies — whether with a
disciplining or admiring eye — is central to the maintenance of Soviet obuhchestvennost’, it
stands to reason that beauty be on the agenda. In my first chapter proper, I continue the
thread of this Introduction, showing how the arguments presented by our social
psychologists about the formation and maintenance of Soviet subjectivities were mirrored
in the works of other thinkers and filmmakers from the NEP-era who were concerned
more with the aesthetic refinement of the body than its clinical perfectibility. I then
proceed to examine non-fiction photography and film, drawing out the ways in which
bodies are pictured as part of a process of aesthetic appreciation that can never lose touch

entirely with the ideological exigencies of the period.
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K&)}(ﬂblﬁ YE€JIOBEK NOJIXKEH YMETb KB&JII/I(i)I/ILII/IpOBaHHO XOOUTDhb

— Boris Arvatov’

1. OGmecTBennas acreTuka, oomecrsenHas: puakyabTYpa

How to approach the question of the beautiful Soviet body? In this and the following
chapter, I show how fizkul’tura was enlisted in the working through of questions of bodily
aesthetic and visual media. Broadly speaking, sports and fizkultura properly undertaken
were understood as sites of performative bodily mutuality in which the qualities of beauty
and social responsibility could be tested. From its earliest formulation this
conceptualisation was framed in terms of class and psychology as well as aesthetics: as
Aron Zikmund and Boris Kal’pus put it at a 1925 congress of the Red Sport International:
‘Dusnyeckue ynparkHeHUs! CILy>KaT OAHOBPEMEHHO pas3pelleHHIO COLMabHbIX,
HNPOU3BOJCTBEHHDIX, NCUXO0-(PU3UOTOTMYECKUX, ME/JATOTHYECKUX U 9CTeTUYeCKUX 3a/a4
nposerapuara.” In other words what was at stake was nothing less than Soviet

subjectification: how individuals were socialised into Soviet ways of living.

The interplay of subjectivity and obshchestvennost’ within sports and fizkul'tura is what
informs the choice of primary material for this chapter: photography and non-fiction film
that stages both bodies and their spectators. I look at material from 1925-1934, offering a
reading of the evolution of non-fiction media at the close of the NEP era and in response
to the early strictures of Stalinism. Within the frame of camera shot or canvas, they insist
upon the figure of the onlooker as an integral part of the world of fizkul'tura, part of the
action rather than part of the scenery. This reflexivity around the act of looking informs
each medium differently. Non-fiction film and photography were used to inform viewers

both how to use their own bodies, and how to appreciate those of other citizens. Before

" Boris Arvatov, Iskusstvo i proizvodstvo (Moscow: Proletkul’t, 1926), p. 110.

* A. Zikmund, and B. Kal'pus, ‘Tezisy III kongressa K.S.I. po nauchno-metodicheskim i
tekhnicheskim voprosam proletarskoi fizicheskoi kul'tury’ (1925). RGASPI, f. 537. op. 1. ed. khr. 15. 1.
1-86. (1. 3).
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turning to these sources, however, I first outline the aesthetic discourse that informs my
visual analysis. In this chapter and the next, I draw out a decade-long line of thinking
about bodily beauty that extends from mid-1920s avant-garde theorising through to
Stalinist neo-classicism. What unites the thinkers dispersed over this period is their
determination to formulate a distinct Soviet aesthetics — that is, as always, one in which
the social/collective world predominates. In the following chapter, The Bather, I bring out
more clearly the intersection of such an aesthetics with spectatorship. Here, my starting

point is the work of Boris Arvatov.

One of the founders and primary theoreticians of the Levyi Front Iskusstv (LEF),
Arvatov wrote several texts between 1923-1930 in which he outlined his conception of
protzvodstvennoe tskusstvo, or productionist art.’ His most explicit engagements with aesthetic
theory are a short 1925 article, ‘Byt 1 kul’tura veshchi’, and his most substantial tract on
the subject published one year later, skusotvo i proizvodstvo.” Here we find the clearest
formulation of a radical collectivist aesthetics that can be traced through visualisations of
the body more than a decade later.” Arvatov’s text was an attempt to theorise a total
collectivisation of artistic production and reception; as a result, ‘art’ as such ceases to exist,
becoming inseparable from industrial production. Individualism is subsumed into the
rational organisation of artistic labour, the products of which are the material substrate of

everyday life.

[Planbiue XxynosxHUKY cO3AaBaIM MIUTIO30PHYIO KPACOTY B KAPTHUHAX U CTATYSIX,
M300pa’kaiu >KM3Hb UM BHELIHE YKPAllalu ee, — Telepb UM Hafo OpocaThb
BCTETHKY CO3EPLAHMUS U JIOOOBAHMS, OCTABUTD MHAMBUILYAJINCTUIECKH-
BIOXHOBEHHBIE MEUTHI O )KM3HU M, BMECTO 9TOTO, B3STHCSI 38 CTPOUTEIBCTBO CAMOMN
>KU3HM, ee maTepuasbHbix dopm [...] [Byprxyasusrit xynoskuuk] 6611 mactepom, HO
PUPO/BI, COLMAIBHBIX M TEXHUYECKMX 3aKOHOB CBOErO MAaCTEPCTBA HE 3HAJ U HE

6
IIOHMMaJI.

% A detailed account of productionist art is beyond my scope here; an excellent recent appraisal is
Igor’ Chubarov, Kollektivnaia chuvstvennost’: Teorii i praktika levogo avangarda (Moscow: Izdatel stvo
VShE, 2014), pp. 147-192.

“ Boris Arvatov, ‘Byt i kul'tura veshchi’, in Almanakh Proletkul’ta (Moscow: Proletkul’t, 1926), pp.
75-82; Iskusstvo i proizvodstvo.

® Other examples of LEF-associated aesthetic theorisation include: Nikolai Chuzhak, "Pod
znakom zhiznestroeniia (opyt osoznaniia iskusstva dnia)’, LEF, 1 (1923), 12-39; S. Tret’iakov, ‘Tribuna
LEFa’, LEF, 3 (1923), 154-164. On Arvatov as aesthetic theorist in the context of the evolution of
Constructivism, see Christina Kiaer, Imagine No Possessions: The Socialist Objects of Russian
Constructivism (Cambridge, MA: MIT Press, 2005), pp. 7-38.

® Arvatov, Isskustvo i proizvodstvo, pp. 89, 105.
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This collectivisation and rationalisation involves a shift from personal inspiration
‘ . ) 7 - -
(‘ummnysnbebt HesdaBucuMoii mmuHocTH') to communal deference;” from private display to
public space;® and from passive observation to active and organised doing (‘6ypsxyasmoe
MCKYCCTBO OpPraHU3yeT MaTepHaJlbl )KU3HU BHE UX MPAKTUYECKOro NMpUMeHeHMsl,

. 9
OpraHM3yeT UX He JIs AeUCTBYS, a VISl CO3epLaHus. )

The ultimate goal for Arvatov is a complete collectivisation — or democratisation —
of the right and agency to determine and appreciate ‘beauty’: ‘Kasxaprit uenosex nosmxen
yMeTb KBaln(UILMPOBAHHO XOJMUTh, FTOBOPUTb, yCTPAUBATh BOKPYT cebst MMp Belueii ¢ ux
kauectBenHbimu cBoiictBamu u np.’ The socialist vision depends upon this mutuality
between selves and the world; in bourgeois society it is obstructed by what he calls the
‘moHomommst KacTel crenmasnuctos o uckyccrsy . Thus the task at hand for the
proletariat is to break the monopoly on beauty. Only in this way will they be free to

experience the world anew.

3agaua nposerapuaTta — paspyLlnTb 9Ty IPAHb MEXIY XyA0KHUKAMHU,
MOHOIOJINCTAMU KaKOM-TO «KPACOTbI», U ODLIECTBOM B LI€JIOM, — CAEJIATh METO/bI
XYA0’KECTBEHHOTO BOCIIMTAHUS METOJAMMU BCEOOILErO BOCIUTAHMS OOLIECTBEHHO-
rapMOHMYECKOM JUIHOCTH [...] JlocTUrHYTH MOIHOTO Oy IeHUsT peanbHOCTH [ ... ]
NOOUTHCS TAKOTO COLMATBHO-ICTETUIECKOTO MOHM3Ma, KOTJA Kajk/l0€ SIBJICHHE,
Ka’K/[as Bellb M CTPOUTCS, M BOCHPUHUMAETCS, KaK >KUBOM LieJ1eCcO00pasHbIiA
opranuam [...] Tak — u He nHaye — moskeT ObITH MPOBeieH B ObLIECTBE
KOHKPETHBII MOHM3M MUPOOLLYLIEHNUS U IIPAKTUKH, — TO, YTO IPUHSTO HA3bIBAThH

o o o o 11
«pagocCTbhbio», «TBOPYECKOU INOJTHOTOU», «FAPMOHMEN » X KN3HU, «KPACOTOU».

In Arvatov’s ‘obuecTBenno-rapmonmnueckas auuHocts there is an echo of the notion of
‘social-aesthetic monism’, encountered in the works of Konstantin Kornilov and Vladimir
Borovskii in the Introduction (above)."” For the committed productionist, the
transformation of artistic production entails the transformation of the aesthetic subject.
Once the proletarian subject has contributed to breaking the monopoly on beauty, both

she and the objects with which she interacts will achieve heightened telesoobraznost’, or

7 Ibid., p. 105.

® Ibid., pp. 49-50.

9 Ibid., p. 111.

" Ibid., p. 110.

" Ibid., pp. 110-113.

' Vladimir Borovskii, ‘Chto takoe psikhologiia’, Krasnaia nov’, 4 (1927), 155-75; Konstantin
Kornilov, Sovremennaia psikhologiia i marksizm (Leningrad: Gosizdat, 1924).
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goal-orientation/expediency." It is Arvatov’s invocation of (Soviet) subjectivity here,
figured in sensual/corporeal terms, that links his aesthetic theory to his contemporary
theorists of fizkultura. As we have observed elsewhere, the mid-1920s saw a proliferation
of texts linking fizkul'tura to the formation of properly Soviet citizens.'* The LEFist search
for a truly collectivist aesthetics segues into a more pragmatically instrumentalised

understanding of fizkul tura.

However, just as for Arvatov the ‘obiiecTBenno-rapmonnyeckas suanocts’ can only
be the result of collective/communal activity, fizkultura that is itself not obshchestvennaca
cannot hope to produce subjective obshchestvennost’. What does it mean, then, for fizkultura
to be mutual/collective/communal? Frequently appeals to communality along these lines
referenced the connection between spectators and athletes. Arvatov had railed against art
that was made ‘ne naist peiictBus, a na cosepuanust’, because it was actwity that allowed
for renewed mirooshchushehente. To resign oneself to passive observation was to waste art’s
great transformative power. It is striking how analogous statements often are from
ftzkul’tura theoreticians and organisers of the period. Like art, fizku/’tura had the potential
to forge new subjectivities, new forms of mdirooshchushchenie; and, as with art, for this to be
realised meant fizkul'tura becoming a space for active rather than passive engagement. As |
show below and in subsequent chapters, fizkul'tura with its modes of looking and doing
was thought about and represented in ways that, if not directly analogous, spoke to the

contemporary reconceptualisation of the social role of art.

We saw in the previous chapter that in the mid-1920s the fizkultura intelligentsia was
often concerned with combatting the rise of ‘passive’ spectatorship: the tendency on the
part of citizens to watch sport from the sidelines instead of participating in what was
potentially a powerfully socially cohesive activity. This perversion of ‘genuine’ fizkul tura
was figured as ‘nokasarensHocts u nemonctparusnocts . The response: ‘Tlopanbuie or

6 6 I'" Thi k
TeaTpasMsanmu, 6JaMKe K MOAJMHHOMY CHOPTY, 6Mske k npupoge! is attack on
teatralizatsita was a recapitulation of ideas that had already found expression amongst

social psychologists — recalling the shift from vamonabliudente to active self-discipline —

"> On this core term in Constructivist theory, which encapsulates the movement’s rejection of art
for art’s sake, see Maria Gough, The Artist as Producer: Russian Constructivism in Revolution (Berkeley:
University of Californa Press, 2005), esp. pp. 21-120.

“See, inter alia: N. D. Korolev, Fizicheskaia kul’tura v povsednevnoi zhizni trudiashchegosia
(Leningrad: Leningradskii gubernskii sovet professional'nykh soiuzov, 1926); N. A. Semashko, Puti
sovetskoi fizkul tury (Moscow: Fizkul'tizdat, 1926); A. Zikmund, Fizkul’tura i byt (Moscow: Proletkul’t,
1925).

'* S. Popov, ‘Ob odnom iz vrednykh uklonov v sportivnoi rabote’, Krasnyi sport, 5 (1924), 4-5.
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and would itself be echoed a few years later in Arvatov’s writing. Just as fizkul tura
ideologues favoured participation over passive observation, Arvatov calls for dewtvee in

place of vozertsance.

What was on the line here was fizkul'tura’s capacity to act as an agent of Soviet
subjectification and Soviet beauty, where in practice these were not entirely
distinguishable: certainly, de-formed subjectivities risked falling short of Arvatov’s
aesthetic qualifiers of ‘harmony’ and ‘joy’. The visual representation of physical culture
thus had to function as a means to capture or provoke a more productive relationship
between spectator and athlete, between the twin experiences of observing sport and
performing it. A crucial and often overlooked aspect of this representation was non-fiction
material: amateur and journalistic photography, newsreels and documentary footage,
instructional film and photography. The crudest but most persuasive justification for
taking this material into account is that it was more widely consumed (and, in the case of
photography, produced) than fictional work. Every newspaper and journal featured
photographic illustration, and the increasing availability of camera equipment to amateur
enthusiasts meant a proliferation of still images of sporting bodies. In terms of film, as
Graham Roberts has remarked, documentary footage was more widely distributed and
consumed than any feature film: ‘The fact is that newsreel was part of almost every cinema
programme from the mid-1920s. Audiences, via club showings, were far more likely to
have seen Zurksih or any number of documentary shorts than the masterpieces of

Dovzhenko or Eisenstein’.'®

In her work on the ‘documentary moment’ in early Soviet culture, Elizabeth Astrid
Papazian highlights the dual qualities of non-fiction material that so appealed to Soviet
practitioners: objectivity and instrumentality. These allowed non-fiction imagery to serve
as a kind of scientific substrate for the realisation of fizkultura ideals, projecting and
promoting obshchestvennost’in spectatorship and performance; this was particularly true in
the period up to 1932. In her words, objectivity and instrumentality ‘suggested an answer
to the key question of how to revise the relationships between the artist and the world,

between art and politics, and between artist and audience.”” As Devin Fore has argued in

16 Graham Roberts, Forward Soviet! History and Non-Fiction Film in the USSR (London: I.B. Tauris,
1999), pp. 1-2.

' Elizabeth Astrid Papazian, Manufacturing Truth: The Documentary Moment in Early Soviet
Culture (DeKalb, IL: Northern Illinois University Press, 2009), p. 14.
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his work on factography and LEF, non-fiction visual materials represented the ‘exemplary’

response to fundamental generic questions posed by 1920s theorists.'®

2. Non-fiction images in the search for obshchestvennost’

In the sections below, I identify three ways in which non-fiction material is employed
in the service of obshchestvennata fizkul'tura. These aspects feed into the creation, through
sporting bodies, of a beautiful Soviet subject. They are: 1) fizkul'tura as testing ground for
the technics of documentary media and the delimitation of Soviet ‘realism’ — this is most
common in the second half of the 1920s; 2) the educational and discursive role of non-
fiction media in creating technically and aesthetically aware citizens — a concern
throughout the period; 3) documentary film as a reflexive exercise in engagement with its

participants — an aspect that comes to the fore from the latter years of the First Five-Year

Plan.

Documentary technics and realism

As the youngest media of the period photography and film were, as Raymond
Williams had it, ‘like socialism itself [...] seen as a harbinger of a new kind of world, the
modern world’."” In Benjaminian terms, the relatively easy technical reproducibility of
photography in particular meant it could be taken up by working amateurs, bypassing
what Arvatov defined as bourgeois, specialist cadres.” While this gave the media the
potential to be truly revolutionary, their practitioners needed quickly to adopt ‘laws’
alongside ‘mastery’, as prescribed by Arvatov: ‘[6ypskyasublii Xxynosxuuk] 6611 mactepom,
HO MPUPO/IbI, COLMATbHBIX U TEXHUYECKUX 3AKOHOB CBOETO MACTEPCTBA HE 3HAJ U He
nouumain.” The unusual contortions and configurations of sporting bodies provided
fertile ground for photographers and filmmakers to test themselves and the documentary

capacities of their media.

'® Devin Fore, ‘The Operative Word in Soviet Factography’, October, 118:10 (2006), 95-131.

" Raymond Williams, ‘Cinema and Socialism’, in Politics of Modernism (London: Verso, 2007), pp.
107-118 (p. 107).

** See Benjamin’s classic essay, ‘The Work of Art in the Age of Mechanical Reproduction’, in his
INuminations: Essays and Reflections, trans. by Harry Zohn (New York: Schocken, 1969), pp. 217-252.

*' Arvatov, Iskusstvo i proizvodstvo, p. 105.
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Around the time of Arvatov’s essay, the specialist photographic press began to press
the case for fizkul'tura as a productive subject for amateur photographers looking to
improve their technique. G. Nauman considered the sporting body the perfect testing
ground for a ‘science’ of Soviet photography.” The prominent critic Adrian Piotrovskii
proposed fizkul'tura as an antidote to the dull pictures of children and rivers that the
editors of Sovetskoe foto received from subscribers. Criticising the quality of contemporary
photojournalism, he notes: ‘B 6GonplmHCTBE CilyuaeB BUAMM aT1eTOB, 3aMEPLIMX B KAKUX-TO
HeeCTeCTBEHHO-HATIPSKEHHBIX No3ax. B ux ¢urypax He 4yBcTByeTcs )KM3HD, He
4yBCTBYETCS IBUOKEHHE, Y OHU ITPOM3BO/AT BIIEYATIEHNE MAHEKEHOB, KOTOPBIM MPUAAIH
PAL HeJIenbIX nonoxxennit.”” It is the movement inherent to fizkul'tura that makes it a
valuable testing ground for both photography and photographers; the task is to capture
the grace and technique of the rapidly shifting body without reducing it to awkward
freeze-frames. This point was taken up a year later in the pages of Fotograf in a longer
essay by Aleksei Sidorov, who argued that sporting bodies ceased to be ‘mannequins’ only
when their photographer worked with the spectator in mind: ‘B uenoseueckux neusxkenunsx
Ka4eCTBO M 9CTETHYECKOe 0(pOpMIIeHHEe HanbOIee, KOHEYHO, PA3BUTO TaM, I ABM>KEHHUE
CO3HATEJIBHO CTABUTCS LEJIbIO 3penuuyrozo nopsiaka [ ...] Jsumxenue ects nponecce [...] Ecrs
npewrok, a ne npwiryn.””* If we consider, for example, two images from a 1928 issue of the
journal Spartakiada, we see how Sidorov’s and Piotrovskii’s concerns were played out in

practice in the late 1920s.”

* G. Nauman, ‘O sportivnoi s”emke’, Sovetskoe foto, 6 (1926), 166-68.
* A. Piotrovskii, ‘Fotografiia i fizkul tura’, Sovetskoe foto, 4 (1926), 99-103 (p. 100).
* A. A. Sidorov, ‘Iskusstvo dvizheniia i fotografiia’, Fotograf, 7-8 (1927), 198-202 (p. 200).

* Images from: D. R. Konstantinovskii, ‘Ob izuchenii massovogo fizkul'turnogo zrelishcha’,
Spartakiada, 2 (1928), 6; L. G., “Trenirovka legko-atletiki’, Spartakiada, 2 (1928), 9-11 (p. 10).
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Ha Kpacooii miomaan B jens oGIIeMOCKOBCKOro mapaja PUIRYALTYPHHEOB 1928 r.

Figure 1. ‘On Red Square on the day of the 1928 Moscow fizkul'turnik Parade’. Spartakiada, 2 (1928)

b ¢ )
SLopomnii momenr crapra. CopesnopaHHe PaGodHX CHOPTCMEHOK HA TpionesainickoM crajnone,

Figure 2. ‘A good moment on the starting line. Competition of working sportswomen at the

Griuneval'dskii Stadium’. Spartakiada, 2 (1928)

The first image retains a sense of dvizhenie by capturing the moments before the human

pyramid is complete (Figure 1): the supporting crowd, the precarious top figure, the
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hunched, braced stances all speak to the body in action rather than frozen in posed
triumph. The second image captures the moment immediately after a posed moment of
tension (Figure 2); rather than an accumulation of tension, it conveys its release, the
‘xopoumii moment’ at which technique and strength burst into life. We get a sense here of
what Sidorov means when he says: ‘ncuxoroeuueckan pearkyus spurens saskuee, yem
peaymctuueckoe nzobpaxenue.”” These moments before or after posed bodily stasis — the
fully-formed human pyramid and the runners ‘on their marks’ — are less instantly legible
but more suggestive of the dynamism of fizkul'tura as felt by its spectator. These are the
‘yanosbie momentsl, in Piotrovskii’s words, that test the technical proficiency of non-

fiction media.

The relevance of fizkultura to documentary media was heralded into the 1930s. In
Sovetskoe foto in particular, variations on Piotrovskii’s and Nauman’s arguments were
printed until 1936, with later authors specifying the issues raised for photographers by
particular sports — skiing, ice-skating, athletics, and others.” The issue of documentary
technics and fizkultura was also raised with regard to non-fiction film, although here the
question of amateur proficiency was understandably less pronounced. The critic and
filmmaker Vladimir Shneiderov wrote in Kino in 1935 on the need for both khudozhbestvennoe
and dokumental’noe cinema to link their production practices to the particular demands of
fizkul’tura, criticising filmmakers for resigning themselves to their and their actors’ weak
physical condition and poor technical knowledge: ‘AsTops! kunONpPOU3BENEHMIT MOAUAC
COBHATENIHO M30EraloT BO3MOXHOCTH MOKas3aTh Xopoino paborawormee tesno.” Shneiderov’s
article was accompanied by panels ascribed to famous sportspeople detailing the ways in
which the techniques of fiction and non-fiction film could be refined through careful
attention to sport. One of these was the champion swimmer Anton Shumin, who
complained that the only educational films about swimming worth watching were

imported from abroad.”

It should be noted that swimming is the most common sport in newsreels that do seek
to use the documentary capacity of film to capture sporting technique. For instance, a 1930

edition of Sovkinozhurnal featured a piece on the training regime of champion long-distance

* Sidorov, p. 202.

* See, for instance: B. Konev, ‘Snimaite lyzhnyi sport!’, Sovetskoe foto, 1 (1935), 24-26.
B V. Shneiderov, ‘Nuzhen tolchok’, Kino, 33 (1935), 3.

* ‘Sozdadim khudozhestvennyi obraz fizkul'turnika’, Kino, 33 (1935), 3.

57



Aesthetics, non-fiction, subjectivity

swimmers Faizulin and Malin, taking the viewer out into the otherwise unreachable Black

Sea (Figure 3).”

Figure 3. Hot chocolate in the Black Sea. Sovkinozburnal 35/298 (1930)

An undated documentary short from the 1930s entitled #ovskva segodnia employed the
newly developed means of underwater cinematography to demonstrate to its audience the
correct technique for backstroke kick, neatly slotted into an otherwise unremarkable piece

of propaganda filmmaking (Figure 4).”'

30 Sovkinozhurnal 35/298 (1930), RGAKFD 1-2136.
5! Moskva segodnia (undated), RGAKFD 1-3792-I1. The first underwater camera in the USSR was
built by F. A. Leontovich in 1933.
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Figure 4. Backstroke for the masses. Hoskva segodnia (undated)

Diving was a particularly popular discipline for newsreel filmmakers throughout the
period. Its dramatic, acrobatic nature provided ample opportunity for slow-motion footage
that attempted to make its tumbling bodies legible to the casual viewer, as for instance in
an edition of Sovkinozhurnal detailing a 1929 gala between Muscovite and German athletes

at the Dinamo vodnaia stantsiia (Figure 5).%

. *‘L - J
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Figure 5. Slow-motion gravity. Sevkinozburnal 43/222 (1929)

52 Sovkinozhurnal 43/222 (1929), RGAKFD 1-2066-“b”.
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These works were being produced during the First Five-Year Plan, at a time of
general cultural reassessment. At the same time as non-fiction film was responding to the
critiques of the likes of Shneiderov, documentary photography was subjected to a rigorous
reassessment, as attempts were made to reconcile its increasing availability to untrained
amateurs and entrenched journalistic stylistics with the growing need to define the
medium in terms of socialist realism. By 1935, when Shneiderov was staking his claim for
a fizkul'tura cinema, the art critic Leonid Mezhericher could demonstrate quite clearly in
Sovetskoe foto how the ideas of Nauman, Piotrovskii, and Sidorov had been adapted to the
new criteria. Mezhericher draws a line under photography informed by the debates of the
1920s: ‘pororpacdus 06bIYHO NPUBOAUTCS MPUMEPOM UMEHHO HEPEALUCITULECKOZ0, YICTO
mexnuueckozo cnocoba nzobparxkenus aeiicrsureastoctu [ ...] O npoussenenusax
dororpaduu roBopsT Kak 0 MpoLyKTaX MIOCKOTO, Geamymuoro namypauwsma.' His
delimitation of ‘technical’ or ‘naturalist’ images allows Mezhericher to suggest the potential
for a new school of photography — one that takes the documentary technics espoused in
previous years and rejects the chimera of absolute mimesis in favour of artistically inflected
reality in its revolutionary development.” His example is of photojournalists covering the
construction of the Moscow Metro. If they capture workers’ filthy conditions, then they
are naturalists. If they capture the ‘neno yectu u repoiicrsa’ contained within that filth,
then they are (socialist) realists.” As we will see, Mezhericher’s definition of ‘realism’
contra ‘naturalism’ spoke to a burgeoning desire in the mid-1930s to relinquish the
‘documentary moment’ in favour of a beauty not understood in terms of clear,

straightforward, or lifeless technics.

Non-fiction and the education of technically and aesthetically aware citizens

Parallel to fizkul’tura’s capacity to refine the technics of documentation was
documentary media’s capacity to refine the practice of fizkul'tura. In the fizkul’tura special
interest press, photography was often incorporated into articles. Almost every issue of
publications such as lzvestiia fizicheskol kul'tury, Fizkul'tura ( sport, and Krasnyi sport

throughout the period in question ran features advising their readers on the proper

% L. Mezhericher, ‘O realizme v sovetsom fotoiskusstve’, Sovetskoe foto, 1 (1935), 4-7 (p. 4).

5 On this see also: Katherine Hill Reischl, ‘Objective Authorship: Photography and Writing in
Russia, 1905-1975" (unpublished doctoral dissertation, University of Chicago, 2013).

% Mezhericher, ‘O realizme’ p. 7.
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training and performance of particular disciplines. These were almost always illustrated
with photographs of the sporting body in medias res. One fizkul'tura activist, Petr Ratov,
wrote a series of articles in Jzvestiia fizicheskol kul’tury in the mid-1920s on the unequivocal
importance of photography in the training of Soviet bodies. As he puts it: “To, uro npn
M3y4YeHUM TeXHUKHU TOrO WJIM MHOTo BUAa puanveckux ynpaxHenuii ¢pororpadus nmeer
KoJloccaslbHelIIee 3HaAYeHUE, B 9TOM, [lyMaeTcsl, HU y KOrO COMHEHUsI BO3HUKHYTb He
mosker.”® Ratov underlined his point with a photomontage demonstrating the correct

technique for hurdlers at the starting block (Figure 6).

PG VLUVLCHBULS D B VAN RS Ui s e B [P

CTPOTrO HHAHBUAYAJIbHLIMH CBOHCTBAMH H
. He MOXeT ObiTb TpHMEHHMA K JAPYTHM.
3arem—He Bcerja BbllatolLHecs: MacTepa
0061a1a10T 3aKOHYEHHOM TEXHHKO# (B roJI-
HOJi Mepe TO OTHOCHTCA H K 3HAMEHKTO-
CTSM C MHPOBBIM HMEHEM), 2 BO-BTOPbIX—B
momenT ororpaduposaiius Ha 3epkano
OueHb JIErKO MOJXKeT MOABEPHYThCs Henpa-

Ha KOpOTKHe jaucTaHuuu. Iloutu Bce MHu-
POBble PeKOp/bl B CMPHHTE NMpHHAMIeKaT
umenno emy. Kro Obl mor nopymarb,
4TO B AMepuKke, B CTpaHe, rie CrOPT
noJay4Hs Hayynoe OGOCHOBaHHE, MOTYT
COBepaThCs Takue rpyGbie ownOKu npo-
THB 3aKOHOB MeXaHMKH JBHXKEHHS, KaKHe
cerb y [Mapnoka.

e T

Mepeve yerhipe ckHyka—cTapT llagnoka—xorow-n sHeprHYHaa paGoTa pyKaMy, WOSBOrAKOWAA yJe, HaTh Halnewauwwi
HaKnoH. MaThIi—G6pPOCOK HAa NEHTOUYKY (CM. CTATBIO Bhille). Pyce. Domo.

Figure 6. American hurdler Paddock and his imitable technique. Izvestiia fizicheskoi kul’tury, 13-14
(1926)

Other examples from the same publication demonstrate how this journalistic

photomontage technique could be applied to sports such as skiing and the high-jump
(Figures 7 and 8).%

% P. Ratov, ‘Fotografiia v sporte’, Izvestiia fizicheskoi kul'tury, 13-14 (1926), 13. See also: P. Ratov,
‘Iskusstvo dvizheniia’, Izvestiia fizicheskoi kul'tury, 2 (1926), 12-13.

% Images from: P. Ratov, 'Tekhnika gorno-lyzhnogo sporta', Izvestiia fizicheskoi kul tury, 3 (1926),
8-9 (p. 8); Nikolai Feit, Mekhanika pryzhka', Izvestiia fizicheskoi kul'tury, 13-14 (1926), 5-8 (p. 7).
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Figure 8. How to high-jump. Izvestiia fizicheskoi kul’tury, 13-14 (1926)

It was non-fiction film and newsreels, however, that possessed the greatest potential to
transform the Soviet public. The administrative realisation of this potential seems to have
coincided with the cultural revolution that accompanied the First Five-Year Plan from
1928; the cause of this realisation was the planning of the First All-Union Spartakiada,
held in Moscow in August of that year. The Spartakiada was an enormous undertaking
that attempted to bring together athletes from every Soviet republic as well as foreign
delegates competing in dozens of disciplines; alongside this were parades, lectures, and

radio broadcasts.

The screening of non-fiction film was intended from the beginning to form an integral
part of the event. Throughout the Spartakiada, an exhibition was held in Moscow’s
Leninskie Gory on the theme ‘Ten Years of Fizkul'tura Achievements’. This was to feature
displays of sporting equipment, an anthropological section, performances by a ‘fizkul tura

orchestra’, and, in the words of the exhibition’s acting director, ‘Kuno-nepensnkka,
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58
BouebH. poHapk, sKpaH U goToannapar, IIaKaThl, aIbOOMbI, AMANO3UTUBBI U MPOY.”

Instructions issued to the commission responsible for staging the exhibition make it clear
that film screenings there were intended to be metodologicheskie — that is, technical and
educational in character. As well as footage of sporting bodies in action, this section of the

exhibition was to feature films:

B CME>KHBIX HAy4YHbIX AUCLUIUIMHAX, TIOCKOJIbKY OHU UMEIOT OTHOLIEHUS K
dusnueckoil KybType B LIMPOKOM CMbIC/IE 9TOTO CJI0Ba / Me/laroruka, neoaorus,
HCHUXOTEXHUKA U PO OTOOP, AHTPOIOIOrHsl, AHTPONOMeTpUSl, brosorus,
dbusunonorus, pediekconorus, eBreHruKa, BpauebHblii KOHTPOJIb U CAMOKOHTPOJIb,

39
TMHEKOJIOr1sl, KapAnoJorud, 3ApaBoOXpaHeHune, rurueHa 1 npod.

Fizkul'tura was being positioned here as part of a broader project for the biological and

psychological rationalisation of the Soviet subject.

The wide range of material broadcast at the exhibition speaks to the administrative
effort to make the Spartakiada as broad-ranging as possible, in subject matter and public
reach. Aron Zikmund, Rector of the State Institute for Physical Culture, unsuccessfully
lobbied the event’s organising committee for funds to use stadia in the capital as giant
open-air cinemas during the Spartakiada; Zikmund hoped to bring in crowds of thousands
for showings of both popular feature films and documentaries ‘nayuno-noxasarensaoro
conpepoxanus’.”* While Zikmund’s dream of tens of thousands of fizkul turniki engaged in
simultaneous entertainment and technical education went unfulfilled, the Spartakiada was
ultimately accompanied by a series of film screenings in more modest surroundings. The
schedule — which included documentaries on healthy living and the proper practice of
ftzkul’tura alongside avant-garde works (Pudovkin’s Konets Sankt-Peterburga and
Eisenstein’s Oktiabr’), bytovye dramas (lutkevich’s Kruzheva) and light-hearted sports
comedies (Artkino’s Besprizornyc sportsmen, Dobbel’t’s and Nikiforov's Sportivnaia
ltkhoradka) — suggests that Zikmund'’s message was not entirely lost on the organising

committee.” Likewise, plans were made to screen popular feature films as part of

% Gausman, Letter to the Exhibition Commission of the Spartakiada Organising Committee, 26
July 1928. GAREF, f. 7576. op. 1. ed. khr. 44. 1. 15.

% ‘Instruktivnye ukazaniia organizatsiiam, uchastvuiushchim na vystavke Dostizhenii fizkul tury
za 10 let’ (1928). GAREF, f. 7576. op. 1. ed. khr. 44. 1. 21.

‘0 A. Zikmund, Letter to the Agitprop Commission of the Spartakiada Organising Committee
(August 1928). GAREF, f. 7576. op. 1. ed. khr. 44. 1. 62.

“! “Plan kul’turnogo obsluzhivaniia uchastnikov Spartakiady po linii kino’ (1928). GAREF, f. 7576.
op. 1. ed. khr. 44. 1. 41.
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ftzkul’tura-friendly evenings that would also involve lectures by medical doctors on
reflexology and the respiratory system.” Non-fiction film took its place amongst the many
visual resources put to work educating the Soviet citizen, physically, psychologically, and

culturally.®

By the end of the First Five-Year Plan, non-fiction film’s role in the physical education
of the people had been reimagined along rather Zikmundian lines. Now the emphasis was
firmly on the mass nature of this media. As one writer put it in the pages of Fizkul taktivwt:
‘He pabounii nonsken npuiitn k pusKynbType, a PU3KYIbTYpa LOKHA UITH TYARQ, TAe
HNPOUCXOAAT HauboJslee MaccoBble cKoreHus: pabouux [...] Mcrnonbsosats BceBoamoskHbIE
cobpanmusi, Bedepa, Kuno u cbopuma misi opranmsamn.’” In keeping with the broader
cultural shift towards centripetal Stalinism, non-fiction film was now envisioned as one
arm of a centralised, radial power structure that would, ideally, govern each regional
centre according to generalised laws. It is instructive to compare planning for the 1928
Spartakiada with that for the 1932 iteration; four years on, senior administrators were
bemoaning the fact that the programmes of 1928 had not been expanded upon and that, as
a result, the massovoe aspect of fizkul’tura film was underdeveloped. Gregor’ Cherniak, a
member of the organising committee in 1932, wrote an internal memo in which he
chastised his colleagues for their failure to realise in time the educational potential of film.
Cherniak proposed a new kino fizkultury in which films would be planned and produced
according to a simplified, educational model: ‘punbm nenurca na 3 vactu (ne
MeXaHUYeCKH, a 10 CYLIeCTBY) - 1) 3HaueHMe TOro WJIM MHOTO BUJA CIIOPTA [l OPraHu3ma
YesloBeKa; 2) MOKa3 U NOAPOOHDI aHAIN3 TEXHUKHU 9TOTO CIIOPTa Ha MPUMepax JIyqIinX
macTepos; 3) obnactu npumenenus B Tpyne u obopore.’ The minutes of a meeting of the
All-Union Council for Physical Culture held the same year include a decree calling for a

similar reworking of the relationship between film and fizkultura; this time explicitly

“ “Nauchnye doklady i demonstratsiia kino-fil'm fizkul’turnogo soderzhaniia’ (1928). GAREF, f.
7576. op. 1. ed. khr. 44.1. 104.

“ The non-fiction film of the period to feature fizkul’tura and which is now most celebrated is, of
course, Dziga Vertov’s Chelovek s kinoapparatom (VUFKU, 1929). I have chosen not to comment on
Vertov’s work here since Chelovek is far from being centred on fizkul’tura, Vertov being preoccupied as
much with the fundamental questions of documentary technique and theory as he is with any
particular aspect of Soviet everyday life. Mike O'Mahony is amongst those to comment on Chelovek’s
portrayal of fizkul’tura, and he does so with explicit reference to the 1928 Spartakiada: Mike
O'Mahony, Sport in the USSR: Physical Culture — Visual Culture (London: Reaktion, 2006), pp. 31-33, 71.

“ A. Gil'd, “Vovlech’ massy’, Fizkul taktivist, 30 (1930), 8-9.

* G. L. Cherniak, ‘Osnovy plana kino-raboty po mirovoi Spartakiade’ (1932). GAREF, f. 7576. op.
24. ed. khr. 1v. 11. 9-12.
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predicated on the idea that film could be used to transmit centrally-approved technical

standards to the Soviet periphery.

Kuno kax Hanbosee HarmsaaHbIN BUA yueObl M MHCTPYKTaXKa, B JAHHOM CJLydae
OKa’KeTCsl He3aMEHNMBIM CPE/ICTBOM B JieJIe IEPeCTPONKN (PUBKYIbTPAOOThI, TaK
Kak Osarogapst CBOeil MaCCOBOCTH, €IMHCTBEHHO, CMO>KET OXBATUTD BCIO Ty
rpomaanyto ayauropuo [...] [lo mmaum npusnedenns obwecTBeHHOro BHUMaHUS
[...] ITo orpaskenuio, puxcauny 1 NOABEAEHUIO UTOTOB COLUATNCTUIECKUX
NOCTYDKEHNH M MOOes, MpeACTaBIeHHbIX Ha CAMUX MPa3HeCTBAX ISl

o 46
nocjaeyayroumen 1€eMOHCTpalumn

At this time newsreels, too, were increasingly employed in the service of technical
education. Rather than footage from competitive matches or galas, it became common for
newsreels to feature reports from training camps; the emphasis was thus on training and
technical refinement, rather than the result of any particular encounter. Examples include
reels devoted to pokazatel’nye boi amongst Moscow boxers, with doctors present and
spectators looking on with quiet attentiveness;” an item on a Voronezh kolkhoz
undertaking training for GTO qualifications, with workers’ sprints and long-jumps
carefully timed and discussed by fellow participants;*® and a report on the run-up to the
1932 Spartakiada from Uzbekistan, demonstrating how the choreography of fizkul’tura

parades and the science of Crimean-style sanatoria have been exported to the East.”

The mass-participatory, radially-organised nature of fizkul’tura in these early-1930s
sources is also accompanied by an increase in shots of onlooking crowds of spectators, an
aspect of non-fiction media that would ultimately assume a great deal of significance.
Given the two aims of non-fiction media laid out above — teaching Soviet citizens how to
look at and how to emulate technically adept bodies — this shift to the spectator is not
surprising. What is noteworthy is how, over the second half of the rough decade under
consideration, the onlooker/emulator comes to be incorporated into the image; this is what
I address below and in subsequent chapters. Across fizkultura media — as in practically
every artistic field — 1932 marked a transitional point after which artists and producers

were increasingly caught up in the construction and codification of socialist realist culture.

“ ‘Fizkul’tura i kino. Predlozhenie VSFK’ (1932). GAREF, f. 7576. op. 24. ed. khr. 1v. 1. 1-7 (1. 1-2).
7 Sovkinozhurnal 35/229 (1929), RGAKFD I-2058.

8 Soiuzkino zhurnal, ‘Za sotsialisticheskuiu derevniu’ 21 (1931), RGAKFD I-2362.

9 Soiuzkino zhurnal 42 /452 (1932), RGAKFD 1-2286.
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The shifting focus of non-fiction media and its intended effect was one small part of this

intractably complex process.

Documentary, spectatorship, reflexivity

Fizkul'tura and non-fiction media, then, had a symbiotic relationship, with the close
observation of each informing and improving the practice of the other, creating in the
process a self-perpetuating image of the technically proficient, demonstrative sporting
body. Yet perhaps the most important aspect of photography and documentary film with
regards to the search for obshchestvennost’ was their reflexivity. The subjects of these
documentary media are aware of their being captured on film; the performance and
recording of fizkul’tura in these circumstances become a zone of engagement in which
identities were formed in the space between the objective standards of sporting

achievement and the subjective field of Arvatov’s mirooshchushchenie.

Photography’s role here is relatively limited. As shown above its development with
regards to fizkul'tura was closely linked to the journalistic criteria of illustration and
education; as a still medium it was most often bound up in technical debates about the
recording of stillness and dvizhenie before being subsumed into the question of (socialist)
realism contra naturalism. There was little room for meta-medial awareness in the dry,
didactic fizkul'tura press. A full consideration of the role of reflexivity in sports
photography would require research into private archives, which might reveal the extent
to which amateur practitioners chose to follow the advice of Nauman, Piotrovskii, and
Sidorov in capturing bodies in action. One telling example of this is the collection of
private photos, taken in the early 1930s, of the champion swimmer Liusia Vtorova recently
uncovered by Christina Kiaer. Kiaer posits these images — particularly one featuring
Liusia posing topless in the style of Ivan Shadr’s famous ‘Devushka s veslom’ sculpture
from Gorkii Park — as an unusual kind of art historical source caught between the
nascent genre of the ‘snapshot’ and posed, public portraiture. She also raises the question
of reflexivity, reading into this self-consciously stylised pose an effort by Liusia to arrange

herself suggestively within the frame.” Kiaer’s comments — tying together the question of

% Christina Kiaer, “The Swimming Vtorova Sisters: The Representation and Experience of Sport
in the 1930s’, in Nikolaus Katzer, Sandra Budy, Alexandra Kohring, and Manfred Zeller (eds.),
Euphoria and Exhaustion: Modern Sport in Soviet Culture and Society (Frankfurt am Main: Campus
Verlag, 2010), pp. 89-109 (pp. 95, 107).
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public beauty, self-aware bodies, non-fiction media, and eroticism — are all the more
tantalising given that Liusia Vtorova was the inspiration for several of Aleksandr
Deineka’s ‘lyrical’ paintings, which we will meet in the following chapter. (When the art
critic Nikolai Shchekotov praised Zgra v meach for avoiding Western-style subjective fancy
and lubochno-pouchitel’nost’, lauding Deineka for the objective, real-life feeling contained
within his work, he perhaps did not realise quite how close to the bone his comments

were.)”!

It was in newsreel footage that reflexivity was most fully realised. In many reels,
particularly those produced before 1928, it is the fizkul turniki themselves who are
rendered self-aware: the intrusion of the unfamiliar technology of the camera into the
quotidian routine of training and competition visibly disturbs the sporting body, adding a
performative aspect to what had been a distinctly self-contained activity. A few examples:
participants in a meeting of fizkul’turniki on Vorovskii Square in Moscow in May 1924
repeatedly turn away from their instructor’s demonstrations to look back at the camera
filming them for the newsreel Gookinokalendar’s® the same newsreel in 1925 travels to the
countryside and reports on a provincial football match in which the goalkeeper, sitting
leaning on his goalpost, notices he is being filmed and begrudgingly pulls himself to his
feet;” competitors at the 1926 national boxing, wrestling, and weightlifting championships
waiting to be announced to the crowd in the wings of a gymnasium seem suddenly aware
that they are stripped to the waist when they notice the presence of the Sovkinozhurnal film

54
crew.

By the end of the First Five-Year Plan it was increasingly common for newsreels to
devote almost as much time to recording the spectators of sporting events as they did to
relaying the sport itself. Spectators were shown arriving at competitions; wide-angle shots
were used to take in the full length of bustling stands inside stadia; crucial moments in the
sporting action — the scoring of a goal, sprinters crossing the line — would be
immediately followed by close-up shots of individual spectators’ reactions, whether joyful,
anxious, aggravated. One edition of Sowuzkinozhurnal from 1934 features a report on the

opening match of the spring football season at the stadium of the ‘Stalin’ factory; besides

I N. M. Shchekotov, ‘Sovetskie zhivopistsy. Vystavka “Khudozhniki RSFSR za 15 let”’, Iskusstvo,
4 (1933), 51-143 (p. 121).

%2 Goskinokalendar 20 (1924), RGAKFD I-176.

% Goskinokalendar’ 54 (1925), RGAKFD 1-12841.

5 Sovkinozhurnal 16 /35 (1926), RGAKFD 1-828.
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the presentation of the teams and the goals scored we witness an elderly spectator
squinting through opera glasses at the action and a father trying in vain to get his infant
child to focus on the game rather than the camera.”® A report produced by the journal
Krasnyi sport in 1931 on preparations for the World Spartakiada in Berlin features sports
from shot-put, discus, and motorcycle racing to tennis and football, and in each instance
individual members of the crowd are shown reacting to the bodies on display: shouting
‘daval!’ pointing out refereeing errors, bending their necks to take in action on the far side
of the stadium.”® One fan at the final of the football tournament looks knowingly into the

camera and breaks out in a grin.

Figure 9. A self-aware football fan. Krasnyi sport (1931)

Undated newsreel footage from the 1930s documenting the various rounds of the
national football cup, from provincial qualifiers to the final in Moscow, also makes
plentiful use of spectators as material. As the tournament progresses the stadia become

larger and less provincial, the crowds larger and more diverse. From small boys sitting in a

% Soiuzkinozhurnal 14/513 (1934), RGAKFD 1-2462.
% Krasnyi sport (1931), RGAKFD 1-3752-I11.
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tree watching a kolkhoz game we move to stylishly dressed women concerned at the

roughness of the play in a stadium holding several thousand (Figure 10).%

Figure 10. A better class of fan. Iz veka ¢ vek na futbol’nom share (1998)

In a neat moment of meta-filmic reflexivity, one cameraman, filming on behalf of the
newsreel, manages to capture the arrival at the ground of a rival documentarian — who

bears a strong resemblance to Dziga Vertov’s brother and cinematographer Mikhail

Kaufman (Figure 11).

%" The original newsreels have not been preserved, but the footage, acquired through the archives
of the clubs in question, can be found in a 1998 documentary on the history of football in the Soviet
Union: Iz veka v vek na futbol 'nom share (1998), RGAKFD I-32032-I-III.
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Figure 11. The professional spectator arrives. Iz veka v vek na futbol’nom share (1998)

These moments of documentary reflexivity, in which athletes, spectators, and
cameramen alike become aware of their performative functions, are central to our
discussion of obshchestvennost’ and sporting bodies because they point towards the onscreen
process by which collective imagination was created. In their moments of
mediated/documented self-recognition, athletes and spectators cease to exist on one side or
other of the divide that distinguishes sporting performers from their audience; in that
instant they can understand themselves as part of the collective undertaking called
Jizkul'tura. Joshua Malitsky has written on the role of documentary media in the formation

of ‘social imaginaries”:

The relation between understandings and practices is pivotal because some self-
understandings are not formulated in any kind of explicit frame. Instead, they are
embedded in the narratives, symbols, modes of address, and systems of cognition
that subtend and make possible everyday activities [...] Nonfiction film helps
people grasp society as a set of identifiable categories while simultaneously
prompting people to see themselves as belonging to new kinds of collective

58
agency.

% Joshua Malitsky, Post-Revolution Nonfiction Film: Building the Soviet and Cuban Nations
(Bloomington, IN: Indiana University Press, 2013), pp. 11-13.
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With Malitsky, I argue that the ‘decisive goal’ of these newsreels, revealed most tellingly in
their moments of participatory reflexivity, ‘was not only to participate in the accelerated

development of subject construction but also to instil the desire for Soviet [subjectivity]."”

Perhaps the most acute non-fiction examples of Malitsky’s ‘accelerated development
of subject construction” are scenes captured at Black Sea Spartakiadas in the 1930s
(Figures 12 to 15).%” These were local events organised by and for the garrisons of the
Black Sea Fleet in Sevastopol and other Crimean towns. They consisted of a mix of
regular Spartakiada events — parades, light athletics, swimming, wrestling — and
specially designed disciplines targeted at sailors. These were meant to reproduce familiar
drills and naval tasks, an early example of the militarisation of fizkultura festivals that
would become commonplace in the late 1930s: swimming races in full kit or carrying rifles,

climbing rigging against the clock, competitive lifesaving, and so on.

Figure 12. The Black Sea lads live it up. Sovkinozbhurnal 45/308 (1930)

These events are fascinating because of the intense obshchestvennost’ that must have
been instilled in competitors and spectators alike before the cameras even arrived. All the
athletes and their audiences share the same strictly enforced military identity; they are

competing and spectating in locations they have spent most of their adult lives, and the

% Ibid., p. 5.
% The images here are taken from: Sovkinozhurnal 45/308 (1930), RGAKFD I-2146;
Soiuzkinozhurnal 43 /452 (1932), RGAKFD 1-2287.
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events are designed to resemble practices with which everyone is intimately familiar. The
potential mutuality of fizkul'tura is strongly manifested, the distinction between spectator

and fizkul'turnck blurred to a rare degree.

Figure 13. Stripping away the distinction between competitor and fan. Sovkinozburnal 45/308 (1930)

Under the Crimean sun, hundreds of topless, shaven-headed men form the fleshy
canvas on which one form of idealised Soviet subjectivity is conveyed. The camera lingers
on the crowd more than the competitors (who respond most heartily to the naval themed
events, laughing at the spectacle of labour-turned-game), but it makes little difference.

These men delight in their mutual exposure, mutually organised and enacted.
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Figure 15. The fleshy canvas of Soviet subjectivity. Soiuzkinozbhurnal 43/452 (1932)

3. The non-fiction subject

The three intersections of non-fiction media and fizkultura outlined above —
Jizkul'tura as testing ground for the technics of documentary media and the delimitation of
Soviet ‘realism’; the educational and discursive role of non-fiction media in creating

technically and aesthetically aware citizens; documentary film as a reflexive exercise in
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engagement with its participants — can be understood as the testing ground for the
creation, through sporting bodies of a ‘beautiful” Soviet subject. As Malitsky argues in
relation to documentary film, the visualisation of collectivity that this medium strives
towards can be understood as the conjunction of ‘subjective’ imaginations and ‘objective’
political and social processes.®’ Being recorded by a camera fixes the citizen in a place
between subjective investment in the sporting body (whether as athlete or audience
member) and awareness of the objective conditions of Soviet sociality. This transforms
both the view through the camera lens and the act of spectatorship into what Sarah E.
James has called ‘a new and politically educated kind of seeing’; one that ‘dissolves private

intimacy in a socially embedded and mutable experience’.*®

What does it mean for subjectification, understood in terms of ‘becoming’, to be so
closely intertwined with bodies? Again, the particular character of non-fiction media can
be instructive here. Photography and film both produced images that fixed particular
moments within the tumultuous project of Soviet world-building, whilst allowing for a
sense of dynamism and transformation — or ‘becoming’ — to persist. In her reading of the
‘documentary moment’ up to 1932, Elizabeth Papazian highlights non-fiction media’s
ability ‘both to record a changing reality faithfully and to affect (“produce”) it.”** In 1928,
Osip Brik — friend and colleague of Arvatov at LEF — had lauded photography over
painting in similar terms. Painting, Brik argued, resembled iconography in that it captured
its object in static isolation from the world; photography, on the other hand, gave a sense
of the true nature of things by recording them ‘in constant motion and in constant
connection with others.”® The issue for documentarians, whether they understood their
work in terms of a LEFist ‘factography’ or not, was that the process of transformation
could not be taken as an end in itself. Becoming Soviet was the ultimate aim; fixation on

the formal qualities of non-fiction media risked lapsing into directionless fact-for-fact’s-

sake.®

The benefit of fizkul'tura was that it added a solid sense of direction to the process of

transformation or becoming. The fizkulturncki dealt in quantifiable achievements, and

¢! Malitsky, pp. 27-28.

% Sarah E. James, ‘A Socialist Realist Sander? Comparative Portraiture as a Marxist Model in the
German Democratic Republic’, Grey Room, 47 (2012), 38-59 (p. 41).

% Papazian, p. 210. On this see also Fore, ‘“The Operative Word'.

* Osip Brik, ‘Ot kartiny k foto’, Novyi LEF, 3 (1928), 29-33.

% On this tension in Brik’s work and that of other LEFists, see Alastair Renfrew, ‘Facts and Life:
Osip Brik in the Soviet Film Industry’, Studies in Russian and Soviet Cinema, 7:2 (2013), 165-88.
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could always aspire to better themselves by jumping higher or running faster. These
achievements were not only quantifiable, they were generalisable. If fizkultura was
conducted in the spirit of obshchestvennost’ then there was no meaningful distinction
between participants and spectators; the act of spectatorship became simply an exercise in
the refinement and communality of one’s own body.*® By pushing bodies to better
themselves in clearly delimited ways, fizkultura offered one potential way out of the dead

end of factography and into Soviet subjecthood.

Thinking in terms of bodies also helps us to understand the evolution of non-fiction
media as part of the much broader cultural shift that occurred between 1928 and 1932.
Papazian’s and Brik’s definitions of the particular qualities of non-fiction material — its
ability to record and produce change, its ability to fix moments within processes of
transformation — bear clear relation to what would later be understood as the aim of
socialist realism: to ‘depict reality in its revolutionary development.” Studies of nonfiction
media concur that the years 1928-1932, during which socialist realism was a nascent
aesthetic strategy and cultural Stalinism still a relatively blank canvas, represented the
peak of documentary filmmaking and photojournalism. Papazian argues that the huge
destructive and creative forces unleashed in this period by the First Five-Year Plan
necessitated a frenzy of recording and documentation, before mature Stalinism saw these
media submitted to ever tighter centralised control.®® Margarita Tupitsyn makes a similar
claim for what she calls photography of ‘typicality’ — that is, photography that was
intended to convey objective, factual imagery from Soviet life: “The status attained by
photography and photomontage between 1928 and 1932 was comparable only with that of
painting and graphic arts in the brief period immediately following the Revolution.”

Similarly to documentary film, the fall from grace was sharp for Stalinist photography.”

% This generalisation worked on spatial or geographical terms too: the greater the individual
fizkul’turnik’s achievements, the closer they came to competing in national competitions, the stronger
their metonymy with the centripetal capital. Indeed, several newsreels and documentaries record the
preparations of provincial or national republic athletes before travelling to Moscow for prestigious
tournaments. See, for instance: Soiuzkino zhurnal 42 /452 (1932), RGAKEFD, 1-2286; Soiuzkino zhurnal
22/521 (1934), RGAKEFD, 1-2470; Erivan’ na stroike. Agit-massovyi fil'm v 1-ch (Armenfil’'m/Soiuzkino,
1932), RGAKFD I-4007-“b".

% The phrase is from Zhdanov’s speech at the 1934 Soviet Writers Congress, available at:
<https:/ / www.marxists.org/subject/art/lit_crit/sovietwritercongress / zdhanov.htm> [accessed 11th
October 2016].

% Papazian, pp. 6-17.

% Margarita Tupitsyn, The Soviet Photograph, 1924-1937 (New Haven: Yale University Press,
1996), p. 126.

7% Tupitsyn argues that photography declined in status so sharply because of its practitioners’
inability to move beyond the ‘zero degree’ of formalism. Ibid., p. 152.
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Earlier we saw how the debate on photography and ‘realism’ was informed by the
advent of socialist realism, with the critic Leonid Mezhericher distinguishing between
‘mnockuit Hatypanuam’ and genuinely ‘realist’ images that no longer strove for absolute
mimesis. Photography could indeed aspire to ‘realism’, and in the period after 1932, as
Tupitsyn shows, the most successful photographers were those that followed
Mezhericher’s advice and actively rejected fragmentation and naked documentarianism. It
was painting, and to a lesser extent sculpture, however, that proved themselves most
suited to the task of reintroducing a sense of holism to revolutionary transformation.
Mezhericher had employed the example of the construction of the Moscow Metro, calling
on photographers to go beyond the basic material facts of the process and instead to
capture the ‘neno uecru u repoiicrea’. When it came to bodily beauty, chest”and gerowtvo
proved to be the preserve of Deineka and his contemporaries. In Papazian’s words,
‘documentary served as a precursor of the similar socialist realist concern with the
representation of the path to the future and the ideological transformation of the

[viewer].”!

By 1935, the terms of engagement had decisively changed. Mezhericher and his
colleagues at Sovetskoe foto no longer had time for ‘neutral’, ‘purely’ factual photography.
The great Constructivist designer and famous photo-essayist Aleksandr Rodchenko was a
particular cause of frustration for his anachronistic adherence to old methods of capturing
bodies in action. Morozov criticised one print in particular, ‘Pryzhok v vodu” (1935)
(Figure 16): ‘in the depictions of swimmers or instructors of Soviet sport the reader wants
to see a beautiful trained body. In Rodchenko’s photograph, the character is killed by
biological detail.”” Rodchenko’s mistake was twofold: not to appreciate that beauty was
now the order of the day; and not to recognise that by 1935 beauty demanded, as one art
critic put it, that bwlogica (hairy legs and bent toes) be subordinate to ‘social

. 73
consciousness .

’! Papazian, p. 210.
”? Quoted in Tupitsyn, p. 154.
75 Shchekotov, p. 121.
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Figure 16. Aleksandr Rodchenko’s ‘Pryzhok v vodu’ (1935): ‘killed by biological detail’

We have seen how, from the mid-1920s to the early 1930s, non-fiction media laid the
ground for a response to Arvatov’s call for a de-monopolised aesthetics, by revitalising the
acts of performing and spectating fizkul'tura; we have also seen that by the end of this
period, the ‘fact’ of bodies onscreen was no longer sufficient. Arvatov had called for a
renewal of praktika in the broadest sense (‘Kasxxapit uenosex nomnsxen ymern
KBaJIM(UILMPOBAHHO XOIUTh, TOBOPUTH, YCTPAUBATH BOKPYT Cebst MUp Belleil ¢ ux
KauecTBeHHBbIMM cBoiictBamu u nip.’), but also for a radical new form of ‘ro, uro npunsaro
Ha3bIBATb «PalOCTBIO», «TBOPYECKOM ITOJTHOTOM », «TapMOHMEMN » YKU3HH, «KPaCOTOI'/’I».'74

Non-fiction could account for praktika but not for mireoshchushchente.

In the next chapter, moving our focus from non-fiction visual media to painting and
sculpture, we are attempting to grasp something of the affective aesthetic experience
which Arvatov equates with ‘joy’, ‘harmony of life’, and so on. In a recent article Angelina

Lucento draws on the writings of Anatolii Lunarcharskii to position painting as a constant

7 Arvatov, Iskusstvo i proizvodstvo, pp. 110-113.
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‘competitor’ to non-fiction media throughout the 1920s.”> As early as 1925, in a review of
an AKhRR exhibition dominated by photography, Lunacharskii warned against an over
reliance among artists on this new medium: ‘It is imperative that the artist create his own
picture, so that it would be appear to have been conceived in his blood and nerves [...]
and not a reflection, like a photographic shot.”® Lucento also cites a speech given in the
early 1930s in which the Commissar for Enlightenment warned artists: “‘We must strive to
attain an exact knowledge of the experience of the person from his external manifestation.
Human feeling, frame of mind, is very immediate and can be difficult to consider, but the
way in which it is reflected physiologically, in the pose, through the very entirety of the
construction of the figure, has a great indicative meaning.”” If Lunacharskii was swimming

against the tide in 1925, by 1932 his position had gained precedence.

Mechanical media, such as film and photography, were recognized as vital to both
the development of social connections and collective spectatorship. Figurative
painting, on the other hand, was recognized as crucial for the maintenance of the
collective's awareness of the human body as an organic, rather than industrial
organism. Such a corpus was considered both the site of proletarian consciousness
and the source of sensual, comradely social relations [...] by the early 1930s, in the
cultural sphere at least, the new Soviet human was conceived of as an entity, whose

capacities for perception and thought were rooted in the substance of his/her

flesh.”®

‘Fixation’ through non-fiction had reached its peak; now was the time of ‘embodiment’

through painting.

7> Angelina Lucento, ‘The Conflicted Origins of Soviet Visual Media: Painting, Photography, and
Communication in Russia, 1925-1932’, Cahiers du monde russe, 56:2-3 (2015), 401-28.

76 Anatolii Lunacharskii, ‘Diskussiia ob AKhRRe’, Zhizn’ iskusstva 33 (1926), 3; translation from
Lucento, p. 401.

7 Lucento, p. 411.

7 Ibid., pp. 404, 428.
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YesoBeK, 05KUB [I0 TOTO MOMEHTa, KOTJa HeJIb3sl
Ero Gosbuie 11061Th, 6pesryst MIbITh IPOTUBY

Bemenoro TE€YE€HbsI, NIPSAYETCA B IIEPCIIEKTUBY.

— Tosif Brodskii, ‘V Ttalii”!

1. Beautiful in a new way, in our way

In April 1933, the art critic Nikolai Shchekotov published in Zskusatvo his essay-review
of the 1933 retrospective exhibition Fifteen Years of Artwts of the RSFSR, held first in
Leningrad, then in Moscow.” Shchekotov’s lengthy exploration of the stylistic and
thematic evolution of Soviet painting and sculpture is not easily summarised, but in his
remarks on portraiture a number of ideas recur. A distinct epoch, in Shchekotov’s view,
requires distinctive portraiture — that is, the artistic rendering of ‘types’ (tipy); the
inadequacies of Soviet painterly representations of faces, bodies, and personalities thus

represents a serious problem:

Yepes rakue THIMYECKHE IOPTPETHI, Mbl, 3a4aCTY0, MOAXOAUM BIIOTHYIO K
PACKPBITHIO OOLECTBEHHBIX OTHOLIEHUH TON My Apyroi anoxw |[...] Mel crpamno
Hy>KAaemcs [ ...] He TONbKO B MHAMBUAYAJIbHBIX, HO U TUIIOBBIX MOpPTpeTax |[...]
Hapno 65110 661 LymMaTh, 4TO UMEHHO TaKMe «OPUIMHAJbBI» ISl IOPTPETHON

JKMBOIIMCH 3aXBaTAT XyAOXXHUKA, UAYIIETO B HOTY CO CBOMM BPpEMEHEM.

Conversely, the best portraiture on display reflects for Shchekotov the pinnacle of Soviet
painting. He finds grounds for optimism in the final rooms of the exhibition, showcasing

younger artists; the most encouraging of all is Aleksandr Deineka.”

" Tosif Brodskii, 'V Italii’, in Uraniia (Moscow: Azbuka, 2010), p. 204.

> N. M. Shchekotov, ‘Sovetskie zhivopistsy. Vystavka “Khudozhniki RSFSR za 15 let”’, Iskusstvo,
4 (1933), 51-143. For a detailed account of the exhibition see Masha Chlenova, ‘Staging Soviet Art: 15
Years of Artists of the RSFSR, 1932-33’, October, 147 (2014), 38-55.

% Shchekotov, pp. 79, 93.

“Ibid., p. 106. On the critical reaction to Deineka’s works in the 15 Years exhibition, see Christina
Kiaer, ‘Lyrical Socialist Realism’, October, 147 (2014), 56-77.

79



The Bather

Deineka showed three new paintings at the /5 Years exhibition: #Mat’ (1931) (Figure
1), lgra v miach (1932) (Figure 2), and Kupaiushchaia devushka (1933). These works came
closest to Shchekotov’s notion of the individual-typical portrait, one in which figuration
might reveal the ‘oGmecrsennsie otnomenus’ of the age. Of Mat” he writes: ‘aro cunbHbIi
00pas oHePruYHOI, CamMo/IesITeNbHOH, CBOOOAHOM >KEHIMHbI, B KOTOPOI Guosorus
OIOCpeACTBOBaHa BbICOKUM coruanbibim cosHauuem.” Of Igra v miach: ‘aro ynaunas
HONBITKA HANTH 06pas Mo HOBOMY, 120 Hauwemy KpacuBoi skeHmmHbI-pabotauusr . Crucially,
Deineka’s canvases materialise a specifically Soviet topicality. ‘Oro ne my6ouno-
noyuuTesnbHas [kaprtuna], Ho ¢punocodus B AefiCTBUM, TOCKOJBKY XyA0KHUK

o o 5
BMeEIIMBaeTCd B ) KMM3Hb paapemeHHOH COBETCKOM TEMATUKMU.

Figure 1. Aleksandr Deineka, Mat’ (1931)

® Shchekotov, pp. 120-121.
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Figure 2. Aleksandr Deineka, Igra v miach (1932)

The most intriguing and, to my mind, important aspect of Shchekotov’s reaction to
Deineka is his claim that these women represent the ‘06pas no nosomy, no nawemy
kpacuBoii skeHmmHbl-pabotarubl.” What Shchekotov means by this is left implicit. What 1s
this ‘new beauty’? Shchekotov hints at the answer: Deineka’s figures are both personal
and typical, marrying ‘biology’ to ‘social consciousness’. Their bodies exist on the canvas in
the space between ‘coBerckas Tematuka’ and personal affect. The gist of his response to
Deineka’s bodies is echoed in other reviews of the exhibition. Two months after
Shchekotov’s piece, lskusstoo ran another essay-review of the retrospective by Abram
Efros. Efros criticises those artists who value composition at the expense of “>xussie
ocobennoctu moackux ¢uryp, Tunos’; he praises those who capture ‘nacrosias
>KMBONMCHOCTH U >kusHeHHOCTh . And in reference to Deineka he provides a neat definition
of the task at hand to complement Shchekotov’s: ‘«coBerckmii noprper», — a rakoe
HOHSATHE CYLIECTBYeT y>Ke COBEPLIEHHO TaK K€, KaK MOHATHE «COBETCKUH meisask», —

6
CTaBUT MMEHHO 9Ty ABYE€AMHYIO 3a1a4y: O6H_IeCTBeHHO-JII/I‘IHOI‘O 1/1306pa>KeH1/151 ‘IeJ'IOBeI(a.,

¢ Abram Efros, ‘Vchera, segodnia, zavtra’, Iskusstvo, 6 (1933), 15-64 (pp. 52-59).
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As we will see below, Shchekotov’s and Efros’s rhetoric was typical of contemporary
art criticism. Their concerns were not limited to the field of painting. Three years after the
15 Years exhibition, Abram Room completed his feature film Strogic cunosha, to a script by
TIurii Olesha.” Censors refused the film a cinematic release, but Olesha’s and Room’s work
represents perhaps the most holistic cinematic engagement of the period with the questions
of ‘new beauty’, the dual public-personal nature of subjecthood, and Efros’s “>xusnie
ocobennoctu moackux ¢uryp’. It refines and dramatises the issues raised by Shchekotov
and Efros. Olesha’s screenplay also provides another answer to the question of
Shchekotov’s ‘new beauty’, when the Komsomol hero and would-be adulterer Grisha

‘
remarks: ‘Kpacora — aro nesno pnanexrnueckoe. Bosnukaer Toneko mesxay nsyms.’

This chapter traces the line between Shchekotov’s remark on beauty ‘no nosomy, ro
nawemy’ and Grisha’s dialecticism, and shows how the aesthetic project proposed in the
previous chapter by Boris Arvatov was transmuted into new media. It demonstrates how,
by the time Room’s film fell victim to mid-1930s anti-formalism, the conceptualisation of
beauty had consolidated around the core notion of mutuality/sociality (ebshchestvennost’);
how Stalinist beauty came to be conceived, in Oksana Bulgakova’s words, as neither fully
‘phrenological’ nor ‘intuitive’,® but rather somewhere in between, in the subjective niche
that Shchekotov terms ‘dpunocodus B neiticreun’. In this space between phrenology and
intuition lies the potential Soviet subject. I also highlight the discursive context that
explains the significance of Grisha’s remark and Strogii iunosha as a whole. In doing so, 1
further explore the central theme of spectatorship, of looking at bodies, that informs the

thesis as a whole.

Christina Kiaer has provided the most compelling reading of Deineka’s career at the
juncture of the /5 Years exhibition. In two recent articles she has argued that he was at the
forefront of what she variously calls ‘haptic’, ‘emotional’, or ‘lyrical’ socialist realist
painting”: a point in the early 1930s when ‘socialist realism’ was relatively inchoate, and
certain artists were able to combine a modernist aesthetic of fragmentation or elision with
a return to figurative canvas painting. The result, as seen in work by Deineka and

associates such as Aleksandr Samokhvalov and Sergei Luppov, was ‘lyrical” art — centred

7 Strogii iunosha, dir. Abram Room (Ukrainfil'm, 1936, unreleased).

® Oksana Bulgakova, ‘Sovetskie krasavitsy v stalinskom kino’, in Sovetskoe bogatstvo. Stat'i o
kul'ture, literature i kino. K shestidesiatletiiu Khansa Giuntera, ed. Marina Balina, Evgenii Dobrenko, and
Turii Murashov (St Petersburg: Akademicheskii proekt, 2002), pp. 391-411 (p. 397).

? Kiaer, ‘Lyrical Socialist Realism’; Christina Kiaer, ‘Collective Body: The Art of Aleksandr
Deineka’, Artforum, 51:3 (2012), 243—49.
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in ‘feeling, emotion, and sensuality [...] a proposal for the critical value of deploying

emotion as a social force, and for the social value of communicated emotion.’"°

For Kiaer, Deineka’s lyrical #at” and Igra v miach represent a singular achievement:
they mark ‘a moment in 1933 when socialist realism had the potential to become a radically
collective project of artists working at the boundary between private emotion and publicly
oriented feeling to create a shared visual language of socialism.”' Whilst I will draw on
Kiaer’s analysis, I argue that these works are better understood in terms of a longer
discursive and aesthetic history that includes canvas painting but also photography, non-
fiction film, sculpture, and cinema. Deineka’s lyrical ‘moment’ was in fact one stage in a
broader process in which critics, theorists, artists, and filmmakers explored how bodily

beauty might function in the context of Soviet emphases on collectivity.

I argue that the valences of Deineka et al’s bodies are only truly apparent if we
understand their chronological position, between Arvatov’s lvkusatvo [ proizvodstvo and
Room'’s Strogi iunosha. 1f the LEFists stand for the left wing of the artistic avant-garde,
Room’s and Olesha’s film plays on and into the Stalinist aesthetic ‘return to Classicism’.
Whilst the disjuncture between Arvatov and Room may seem pronounced, I understand
them as connected by their attempts to untangle the question of new, Soviet beauty; the
“>xuBble ocobennoctu’ of Deineka et al represent the mid-point in this evolution. The
paintings and sculpture of the 1930s and Room’s film see LEFist aesthetic theory relocated
into the visualised body: Arvatov’s proletarianised beauty becomes Shchekotov’s beauty
‘nmo-nosomy, no-nawemy’, which becomes Grisha’s ‘neno quanexrnueckoe’ realised
ultimately in a Soviet reworking of what one critic called the ‘kyabr uenoseueckoro Tena

[...] manexuit unean npesneit Onnamer.’ '

As described above, Arvatov’s, Shchekotov’s/Efros’s, and Grisha’s ‘beauties’ all
depend upon a notion of collectivity/mutuality/sociality (obshchestvennoat’). This deferral to
obshchestvennost’is the common thread that runs through the approximate decade in
question, and is what makes sports and fizkultura central to the visual working through of
bodily aesthetics. Broadly speaking, sports and fizku!’tura properly undertaken were

understood as sites of performative bodily mutuality in which the qualities of beauty and

' Kiaer, ‘Lyrical Socialist Realism’, pp. 59, 76.

U Tbid., p. 60.

"> M. Raikhinshtein, ‘E. Manizer-lanson. “Metatel”nitsa diska’. Gips. 1935. O. K. Somova.
“Metatel "nitsa diska’. Gips. 1935. T. F. Smotrova. “Metatel"nitsa granaty’. Gips. 1935.", Iskusstvo, 5
(1935), 143-49 (p. 143).
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social responsibility could be tested. From its earliest formulation this conceptualisation

was framed in terms of class and psychology as well as aesthetics.

The interplay of subjectivity and obsbchestvennost’ within sports and fizkul'tura also
informs the choice of primary material for this chapter. In common with the previous
chapter, what unites my sources here is that they all ‘stage’ both bodies and their
spectators. Within the frame of camera shot or canvas, they insist upon the figure of the
onlooker as an integral part of the world of fizku/'tura, part of the action rather than part of
the scenery. This reflexivity around the act of looking informs each medium differently.
Just as non-fiction film and photography were used to inform viewers both how to use
their own bodies, and how to appreciate those of other citizens, ‘lyrical’ fizkul'tura
paintings are defined by their attempts to visualise the communion of athletes, and Strogic
tunosha structures its narrative of adulterous desire around what I will call a ‘dialectics’ of

attraction and surveillance.

Why then is this chapter dedicated to The Bather? Aquatic sport (swimming, diving,
water polo) is one of the most common subjects for both documentary footage and
fizkul'tura paintings;'® Strogit tunosha opens with the heroine Masha emerging, Aphrodite-
like, from a lake. The degree of exposed flesh involved in swimming allows for a rarefied
degree of mutual bodily admiration: as Oksana Bulgakova notes, nudity generally
disappeared from Soviet applied art in the early 1930s, except when it came to depictions
of sport.” But the Bather is also a figure who embodies the problematic aspects of
subjectification as realised through bodily aesthetics. Commenting on Deineka’s

obedennyi pereryy v Donbasse (1935) (Figure 3), Kiaer writes:

Although the boys in Lunchbreak in the Donbass represent a collective of young
workers sharing leisure, there is no ‘comradely’ interaction between them; their

faces are blank and mask-like, forestalling psychological or emotional access, for

13 In the Russian State Archive for Cinema and Photo Documents (RGAKFD), 228 newsreels and
documentary items dated 1920-1939 are listed as featuring depictions of sports or fizkul’tura. In these,
swimming is the third most frequently portrayed activity with 36 occurrences (after football (59) and
fizkul’tura parades (49)); diving is fifth (22 occurrences). Vodnye stantsii are the second most common
location (25 occurrences) after the generic ‘stadium’ (70). Unlike, for instance, parades — which
become much more frequent from the mid-1930s onwards — depictions of swimming and vodnye
stantsii are quite evenly spread over the period 1926-1936.

" Bulgakova, p. 393.
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the viewer or for each other [...] we do not know, yet, what a community of

socialist leisure will look like. They are embryonic.'®

Here Kiaer refers to a notion that has gained some currency in recent works on Soviet
subjectivity, namely that this subjectivity is always contingent and inchoate. As she herself
has put it elsewhere: ‘a central characteristic of Soviet subjectivity was the desire to be a
Soviet subject [...] All Soviet subjects were would-be Soviet subjects.””® I will suggest that
The Bather is always both striving for a greater degree of bodily grace and technique and
frustrated by her environment. She aims for self-transcendence but fails, leaving spectators
with the aesthetic valence of her body but, problematically, not much else. The exposure of
flesh always risks impeding ‘psychological or emotional access’. The Bather represents

private subjectivity, collectively forestalled.

Figure 3. Aleksandr Deineka, V obedennyi pererye v Donbasse (1935)

15 Christina Kiaer, “Was Socialist Realism Forced Labour? The Case of Aleksandr Deineka in the
1930s’, Oxford Art Journal, 28:3 (2005), 321-45 (p. 341).
16 Christina Kiaer and Eric Naiman, ‘Introduction’, in Christina Kiaer and Eric Naiman (eds.),

Everyday Life in Early Soviet Russia: Taking the Revolution Inside (Bloomington, IN: Indiana University
Press, 2005), pp. 1-22 (p. 17).
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2. Staging spectatorship on canvas

What were the qualities of ‘embodiment’ on canvas? How exactly might artists of
sporting scenes attempt what Arvatov had called ‘conmansro-acretnueckuit mouuam'?"”
How could they resolve the tension between dewtvie and vozertsanie? One of the aspects of
painting that set it apart from non-fiction media in attempts to convey the new, Soviet
beauty of Shchekotov et al was its ability to manipulate figuration, to exaggerate or
diminish, magnify or distort the sporting scenes in hand. This was what Lunacharskii
referred to as the ‘poetry’ of painting in comparison to photography, the sense that a
canvas had been ‘conceived in [the artist’s] blood and nerves’.'® This would require the
counterposition of two aspects of spectatorship which we have already encountered in
several primary and secondary authors: the sporting body and the social imperative, what
Shchekotov calls biologiia and ‘conmansroe cosnanue’."” Staging spectatorship in these
terms, as an intersection between individual, sensitive bodies and the infrastructure of
public life, is one way for the Soviet artist to create a truly Soviet portrait, the
‘oburecTBeHHO-MuHOE M3obpaskenue yesosexa. > In this it also represented an indirect
response to Arvatov’s earlier demand, that Soviet culture should ‘paspymurs a1y rpans
MESK/Ly Xy/IOKHUKAMMU, MOHOTIOIIMCTAMHU KAKOH-TO «KPACOTHI», U OOIIECTBOM B 1eoM ;.
ftzkul’tura spectatorship, properly imagined, presented an opportunity for anti-

monopolistic public culture.

In my discussion of non-fiction media, I argued that documentation of sporting action
was part of a project to create collective experiential categories, in which, in Sarah E.
James'’s words, ‘a new and politically educated kind of seeing [...] dissolves private
intimacy in a socially embedded and mutable experience’.”” Below I focus on works by
Deineka and his contemporary and fellow ‘October’” alumnus Aleksandr Samokhvalov,
before bringing in other artists of fizkul'tura active in the first half of the 1930s to show

how by the middle of that decade a discernible compositional model had emerged that

' Arvatov, Iskusstvo i proizvodstvo, p. 113.

'® Cited in Angelina Lucento, ‘The Conflicted Origins of Soviet Visual Media: Painting,
Photography, and Communication in Russia, 1925-1932, Cahiers du monde russe, 56:2-3 (2015), 401-428
(p. 401).

" Shchekotov, p. 121.

* Efros, p. 59.

*' Arvatov, Iskusstvo i proizvodstvo, p. 110.

* Sarah E. James, ‘A Socialist Realist August Sander? Comparative Portraiture as a Marxist
Model in the German Democratic Republic’, Grey Room, 47 (2012), 38-59 (p. 41).
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allowed for obshchestvennost’” and social-aesthetic monism between pictured athletes,

pictured spectators, and the extra-pictorial viewer.

3. Aleksandr Deineka: the space between bodies

One way to appreciate the evolution in Deineka’s work during the First Five-Year
Plan is to consider three ‘pairs’ of his fizkul'tura images, with the individual paintings in
each pair thematically linked but separated by several years. Over this period Deineka was
a member of several artistic groups: OST (the Society of Easel Painters, 1925-1928),
‘October’ (1928-1932), and the Russian Association of Proletarian Artists (RAPKh) (1933
onwards). In Kiaer’s words, Deineka’s initial membership of OST indicates that ‘his
avant-garde critique of bourgeois realism was combined with an insistence on the
revolutionary potential of figurative painting”’; for much of the puatiletka itself he was
engaged in producing poster art with ‘October’, introducing elements of graphicism and
monumentality into his figurative works.* Considering works from both sides of this
chronological divide, then, allows us to consider the evolution of the sporting bodies that
were always a feature of Deineka’s output as a matter of syncretic stylistics as well as in

terms of their treatment of spectatorship and obsbchestvennost’.

Figure 4. Aleksandr Deineka, Tennis (1923) / Tennis (1931)

* Kiaer, “Was Socialist Realism Forced Labour?’, p. 325.

* “October’, which also counted Gustav Klutsis and Sergei Eisenstein among its members, has
been described as one of the last outpost of the avant-gardists before the advent proper of Stalinist
cultural edicts. See ibid., p. 329.
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Figure 5. Aleksandr Deineka, Futbol (1924) / Vratar’ (1934)

In these two pairings (Figures 4 and 5) we see segmented, deconstructed bodies
become fleshed out, and coherent. The two earlier pieces (1923’s 7ennws and Futbol) speak
to Deineka’s concern in the 1920s to prioritise formal novelty over the potential social
affect of his work. In 1919, while still resident in his native Kursk, he wrote: ‘Kaptuns
COBPEMEHHOCTH — COH, SPKHMU AETCKUI COH, KOTOPBLIM HEe MOYKET yJIO0XKUThCS B paMKax
peanbrOCTH [...] CKasKy MposTeTapHMaTa, TBOPSIIErO CBOO SIPKYIO sKU3Hb. ~* Writing in
lokusstvo in 1933, when Deineka was working on Vratar’, Boris Nikiforov commented that
his output between 1924-1927, while suitably attentive to the healthy world of fizkul tura,
was nonetheless characterised by its ‘nososbHo abcTpakTHOI conmanbHoM
xapakrepucTukoi. B atux paborax eme oueBuaHO npeobnafaoT akafgeMUIECKHE 3aa41

o 2% . . . .
usydeHus yesnosBeueckoii purypsr.” It was this abstraction or rejection of the ‘pamku

* A. Deineka, ‘Iskusstvo nashikh dnef’, Izdatel stvo kurskogo professional no-proizvodstvennogo
soiuza rabotnikov iskusstva, 8 (1919), 12.
* B. M. Nikiforov, ‘Aleksandr Deineka’, Iskusstvo, 3 (1933), 85-107 (p. 96).
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peasnbnoctu’ that led one member of the Federation of Unions of Soviet Artists (FOSKh)

to declare the figures in Deineka’s 1920s works ‘degenerate’.”

How then is the change realised in the later works? For Nikiforov, Deineka adopts a
more differentiated approach to each individual body, a result of his newfound concern for
the emotional or affective potential of the image: ‘Bmecro rpaduueckoro xonrpacra
4epHOro 1 6esI0ro TOHOB MOSIBJSIIOTCSI PA3HOOOPa3HbIe 1IBETOBbIE COYETAHUS,
COOTBETCTBYIOIINE TOMY I MHOMY SMOIMOHATbHOMY XapakTtepy obpasa.” This line was
echoed in the same magazine later that year when Abram Efros praised Deineka for
moving away from disjointed ‘posterism’ (plakatnost’) towards a more holistic figuration
(‘on cHOBa Geper cBou cioskeTsl Gobim 1 equHbM oxsatom.’)” lakov Tugendkhol'd, a
writer sympathetic to OST, wrote reproachingly in 1928 that its members, Deineka
included, had been guilty in the mid-1920s of ‘riyxoii uepnoror dona, nakuposannoit

30
MOBEPXHOCTBIO [...] cBoeobpasHas amanbprama NKOHOIMMCHOTO ¢ AMEPUKAHCKUM.

Superficially, the development encapsulated in these two sets of images is a standard
one from 1920s formal experimentation to 1930s ‘realism’. But there is another vector
mapped out in the comments of Nikiforov, Efros, et al; namely, that it might be possible to
draw out a correlation between the ‘fleshed-out’ body, the social characteristics of
ftzkul'tura, and the emotional character of artworks, if the bodies on display could be read
as the living bodies of comrades, not as formal quirks. Deineka’s gradual induction into
what we might reasonably call socialist realism is more accurately described in terms of a
shift towards bodily obshchestvennost’. And yet in these works he is not quite there. In the
same meeting of FOSKh in 1932 that saw Deineka branded degenerate, two delegates —
Vogman and Murzaev — expanded on the formalism-realism distinction. Vogman looks
for the ‘nnanexTnueckas ycranoska’ in Deineka, arguing that his paintings lack the
‘moment kouxperHoctr”'. Murzaev agrees: ‘O tom, uro [leiiHeka 1o CyImecTBy 10 CHX mop
He /1aJl KOHKPETHOTrO MPOU3BEEHUS HA COBETCKYIO TeMy [ ...] To aTo noromy, uto GuiToBast

CTOpOHA BKJIIOYAET M MOJUTHYECKYIO CTOPOHY M 9MOLMOHAJIBHYIO CTOPOHY pabodero

” Doklad t. Lezvieva, Stenogramma sobraniia agit-massovogo sektora FOSKh po obsuzhdeniiu
doklada Dosuzhego “O tvorchestve khudozhnika A. A. Deineki” (1932). RGALL £. 2942. op. 1. ed.
khr. 26.1. 3.

* Nikiforov, ‘Aleksandr Deineka’, p. 97.

* Efros, p. 57.

% Ja. Tugendkhol’d, ‘Iskusstvo i sovremennost’ (o khudozhnikakh OSTY, in Bor'ba za realizm v

izobrazitel'nom iskusstve 20-kh godov; materialy, dokumenty, vospominaniia, ed. V. N. Perel’'man (Moscow:
Sovetskii khudozhnik, 1962), pp. 216-22 (p. 218).
! Doklad t. Vogmana, Stenogramma sobraniia, 1. 7.
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xnacca.” Treatment of ‘Soviet themes’ lacks concreteness and dialectic rigour when the

definitive figure for fizkul’tura is omitted: the spectator.

Figure 6. Aleksandr Deineka, Lyzbniki (1926) / Beguny (1934)

The above two works (Figure 6) share a compositional technique that Deineka
frequently employed in depictions of group sports events, particularly skiing and running:
the participants are set in profile, their forms overlapping one another, as though they
were being pulled horizontally through the space of the canvas, with little heed paid to
perspective — perhaps a result of Deineka’s long apprenticeship in grafika and poster art.”
The earlier painting, in keeping as we have seen with many of Deineka’s fizkul'tura
paintings from the 1920s, is without setting. The whiteness of the unpainted surface may
be taken as snow, but beyond this there is no ‘grounding’ the skiers. In contrast to Zennis
and Futbol, this is at least a ‘directional’ image, the figures pictured clearly expending
energy along a particular vector from left to right. The muted colour scheme, featureless
facial profiles, and rigidly two-dimensional bodies, however, remain. The later work
exhibits the basic technical differences that distinguish, for instance, Vratar’ from Futbol:
the more naturalistic and varied colour scheme, the more clearly indicated location, the
attention to bodily proportion and definition. Most crucially of all, there is a spectator.
Now the muscled flesh of the runners is exposed 0 someone exterior to the action of the

race; an extra layer of significance has been added. The woman is not in the stands, or part

% Doklad t. Murzaeva, Stenogramma sobraniia, 1. 14.
% Other examples include: the ink illustration ‘Lyzhnaia vylazka’ published in Krasnaia nov’, 13

(1929), 5; the later mosaic developed from the watercolour ‘Lyzhniki’ of the same name (1950); the oil
paintings ‘Beg’ (1930) and ‘Beg (Kross)’ (1932).
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of a crowd, but seemingly present on the track, part of the same flattened plane as the race
itself. She is viscerally involved. While her body is turned at a different angle to those of
the runners, she has her head turned to follow them out of the frame,
destabilising/decentring herself in relation to the sporting action. She bears a discernible

expression: anxiety, perhaps?

The presence of the spectator creates a new relationship between dynamic/sporting
and static/observing bodies. It is what gives Beguny that vital, if difficult to define quality of
emotsional’nost’. The slippage into the space between bodies was a response to a changed
agenda: as Emma Widdis amongst others has shown, the idea that ‘emotion” was a
required aspect of Soviet art was increasingly prevalent from the end of the 1920s
onwards.* Putting the spectator on canvas became a way of meeting these demands. Most
of the critics who praised Deineka’s ‘lyrical’ style make mention of ‘emotion” at some point:
Nikiforov cites his ‘Gosbmiast amornmonansras sapsinka’;” Tugendkhol'd sees him as a
proponent of a ‘Gosree amormoHanbHO-HaCKIIIeHHbIH peanuam ;™ the critic Aleksandr
Zamoshkin, who wrote at length on Deineka, Samokhvalov, and Soviet monumentalism in
general, approved of the artist’s ‘omonmonanbHo-HackeHHBINH 06pas, 3K0poBas
supuanocts’.” This emotionality is perhaps what Shchekotov means when he notes that
Deineka seems to knrow his subjects, that his bodies on canvas are “>xusnennsie
sriedatienus.> Kiaer’s lyrical ‘moment’ of 1931-33 was, I would argue, part of a longer
shift from the artist towards a new understanding of how bodies might be shown to
interact. In the discussion above of non-fiction media, we saw how Osip Brik lauded
photography’s ability to capture the relation of objects to a ceaselessly dynamic world; in
Deineka’s post-'32 work, we begin to see instead how that dynamism is less a function of
the world and more a relationship between living, feeling, emoting bodies. The question is

no longer how to represent obvhchestvennost’ but how to create it through representation.

3 See: Emma Widdis, ‘Socialist Senses: Film and the Creation of Soviet Subjectivity’, Slavic
Review, 71:3 (2012), 590-618 (pp. 592-599).

% Nikiforov, ‘Panno dlia zdaniia Narkomzema. Khudozhniki A. Deineka i F. Antonov’, Iskusstvo,
4 (1934), 51-60 (p. 53).

% Tugendkhol’d, p. 222.

%7 Aleksandr Zamoshkin, ‘A. Deineka’ (1935). RGALL f. 614. op. 1. ed. khr. 125. 1. 15-20 (1. 19).
This was one of a series of articles on contemporary artists which Zamoshkin wrote for the journal
Literaturnyi kritik but which were never published.

% Shchekotov, p. 122.
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4. Aleksandr Samokhvalov: legitimate eroticism

Aleksandr Samokhvalov studied under Kuz'ma Petrov-Vodkin at the Higher Artistic
and Technical Institute (VKhUTEIN), graduating in 1923. Like Deineka, he was engaged
from the mid-1920s in the production of graphics, in particular illustrations for books, and
worked in theatres in Leningrad and Novosibirsk. He was a founding member of the
‘Krug khudozhnikov’, an offshoot of the Higher Artistic and Technical Studios
(VKhUTEMAS) of which he was a member from 1926-1929, when, like Deineka, he
joined ‘October’. Natan Strugatskii, the most observant contemporary commentator on
Samokhvalov’s career, cited his two-year stint in that group as the period of his greatest
ideological and creative growth, thanks to what he calls Samokhvalov’s constant ‘6ops6a
npoTHB J1epOBCKUX TeHAEHUMH [...] MPOTMB NPUHIMNIOB “TereMOHUYN apXUTEKTYPbI

o 39
OPpOTUB YCTAHOBOK Ha BEIIMCTCKHUMN KOHCprKTI/IBI/IBM.’

Samokhvalov, like Deineka, spent the years of the First Five-Year Plan moving away
from graphicism and towards a more holistic and emotionally resonant corporeality. His
departure from ‘October’ in 1932 to join the Leningrad branch of the Union of Soviet
Artists coincided with a spike in his public profile, as Samokhvalov established himself as a
portraitist of the new Soviet woman; his Devushka v futbolke (1932), which would go on to
win a gold medal at the Paris International Art Fair in 1937, and his watercolour series
Metrostroevki (1933-1934) gained him critical and popular acclaim. In 1930, Samokhvalov
had been sent by Gosizdat to Ivanovo-Voznesensk to produce watercolour studies of
female agricultural workers; in 1931 and 1932, he made two four-month trips to the
‘Leninskil put” commune to immerse himself in the world at hand. ‘Usyuenus u
nabmoaenus’, in Strugatskii’s view, allowed Samokhvalov to develop what he calls the
‘cunrernueckuii peanuam’ of his post-‘October’ portraits: ‘Crpemnenue k Tunuyeckomy
0600611EeHUI0, K PeaTnCTHYECKOH COMKHYTOCTH — BOT YTO JIESKUT B OCHOBE TBOPYECKOTO
3aMbICJIa 9TUX NOPTPETOB [ ...] ux undusudyarusupyrouweii konkpernoctu (emphasis in
original).” The concept of socialist realism as a ‘synthetic’ (or syncretic) realism
combining romanticism with verisimilitude has, of course, been prominent in the English-

language literature since the translation in 1992 of Régine Robin’s Le Réalisme socialiste: Une

% N. Strugatskii, Aleksandr Samokhvalov (Leningrad and Moscow: Ogiz 1zogiz, 1933), p. 38.
“ Ibid., pp. 7, 12.
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eathétique impossible.” Certainly we can see in Samokhvalov’s portraits what Robin calls
socialist realism’s ‘awkward cohabitation [...] [of] mimesis as the aesthetics of

representation [...] [with] the epic, heroicization, monumentalism, the collective gesture of

42

mobilization.”

Figure 7. Aleksandr Samokhvalov’s women of the 1930s: Devushka v futbolke (1932), U lebedki (1934),
Devushka na beregu v krasnot kosynke (1932)

Where Deineka imagined scenes of communal life, Samokhvalov gathered evidence
from socialised living and then focused in on individual women (Figure 7). In this sense,
Efros was right to define Samokhvalov contra Deineka as a portraitist first and foremost,
who compensated for his lesser creative talent with a stronger grasp of the individual:
‘[CamoxBanos] ymeer y>ke HalTH TOT 30JI0TON pa3pes, B KOTOPOM €CTb MOAJIMHHAS Mepa
TUNWYHOCTH U Ja’ke NOPTPETHOCTH, C OAAHOM CTOPOHBI, 1 06001EeH s, faKe
moHymenTanuama, — ¢ apyroit.” Recall that Deineka had been criticised in certain
quarters precisely for a lack of konkretnost” — or ‘mopnuunas mepa tunuunoctu’, as Efros

has it.

When it came to depictions of fizkultura and the dynamics between exposed bodies,

however, Samokhvalov’s strengths as a portraitist became weaknesses. Devushka v futbolke

‘I Régine Robin, Socialist Realism: An Impossible Aesthetic, trans. by Catherine Porter (Stanford:
Stanford University Press, 1992); see esp. pp. 60-74.

“ Ibid., p. 71.

“ Efros, p. 59.
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1s the most iconic example of a tendency to borrow the properly Soviet trappings of
Jizkul'tura and use them as ornamentation in the appreciation of a certain type of female
body — and Samokhvalov certainly ‘had a type’, as almost all his 1930s works featuring
women attest. As Kiaer notes, Devushka v futbolke retains a degree of sexualisation on the
part of the artist, implying personal or narratival ends, that is lacking from, for instance,
the more ambient intimacy of Deineka’s Igra v miach.* 1f Samokhvalov’s art after 1930-
1932 turned towards 'synthetic realism’, then his portraits of isolated sportswomen betray
a fetishisation of sturdy, thick-thighed female bodies carried over wholesale from his work
in the 1920s (Figure 8). The way in which these women meet the gaze of the extra-

pictorial spectator, if not solely reducible to ‘eroticism’, nonetheless demands a strong

emphasis on personal visual gratification.

Figure 8. Aleksandr Samokhvalov’s fizkul'turnitsy: Devushki (1927-8), Spartakovka (1928), Devushka 4
iadrom (1933), Povle krossa (1935)

Fizkul'tura, with its socially-acceptable array of exposed flesh, allowed Samokhvalov to
pursue what we might call an insular eroticism, one centred on subjective validation. But it
also allowed him, at points, to use his skills as a portraitist in service of a Deinekian
‘aMoLMOHAIBHO-HACHILEHHBIA 06pas’, a ‘3roposas supuunocts’. As we saw with Deineka’s
Beguny above, the inclusion of spectators can radically alter the dynamics of a sporting
scene; however, this only holds if the composition pays heed to the issues of mutuality and

community, something which Samokhvalov the consummate portraitist clearly found

“ Kiaer, ‘Lyrical Socialist Realism’, p. 69.
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difficult to incorporate. If we look at three fizkultura paintings by Samokhvalov from the
period 1925-1935 we can see how he was ultimately able to produce works of a kind with
the best of Deineka.

Figure 9. Aleksandr Samokhvalov, Sovetskaia fizkul’tura (1925)

For Strugatskii, the theme of fizkul’tura presented Samokhvalov with a ‘nosyro udeiinyio
sadauy, mocrasnenHyo nepen Hum dedcmoumensnocmoio’ (italics in original).* Unlike
Deineka in 1925, Samokhvalov in Sovetskaca fizkul'tura (Figure 9) does not deconstruct the
body, presenting us rather with several fields of sunlit skin in naturalistic tones. But this is
not a successful fizkultura image in terms of the presentation of
spectatorship/obshchestvennost’. The actual sporting action (what seems like a football match
played by women in what would become Samokhvalov’s trademark black-striped futbolka)
is set to the side in the middle ground, obscured, interrupted, seemingly squashed by the
domineering spectacle of the red flag planted in the Soviet-branded globe. A variety of

activities are ongoing, with no fixed attention paid to the dynamics of any individual one,

* Strugatskii, Aleksandr Samokhvalov, p. 30.
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yet despite the busy composition the scene is somehow arranged without any one athlete
observing the movement of another. Not only are there no spectators external to the
action, these figures are unaware even of each other. This is demonstrative rather than
inclusive action. Only one figure — the second athlete from the right supporting the globe
— appears to be looking in the direction of his comrades, but his glance seems furtive,

even voyeuristic, and does not help to embed us, the viewer, within the scene.

4 “.l._" o
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Figure 10. Aleksandr Samokhvalov, Na stadione (1931)

The figuration in Na stadione (1931) (Figure 10) is if anything more abstracted,
recalling the flat profiles of Deineka’s Lyzhniki. Nonetheless, this is a more promising
update of the stadium scene left underrepresented in Sovetvkaia fizkul'tura. The location is
conveyed with much greater precision, the three elements of the athletics stadium (running
track, field, audience) occupying clearly defined fore-, middle-, and backgrounds. This
brings the sporting action forward, with discus, running, hammer-throwing, and rowing all
on display and unobscured. At this point, though, Samokhvalov has not yet mastered the
art of capturing the Deinekian 'space between bodies’. In part this is to do with a hangover
from his stylings in the 1920s, identified amongst others by Zamoshkin: as much as he

reaches towards ‘purmuunocts u neasnocts’, there is a schematism to Samokhvalov’s
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arrangement of figures.” Each group of athletes forms a self-contained set isolated from
the others. Some of those holding oars seem to be looking towards the field, but the
foreshortened sense of scale, as well as the undifferentiated black block of the crowd,

confuse any sense of interpersonal dynamics.

Figure 11. Aleksandr Samokhvalov, Va stadione (1935)

1935’s Na stadione (Figure 11) is perhaps the finest example of Samokhvalov’s capacity
to combine realism and romanticism, ordinary characters and intense emotionality.””
would argue that it is his most successful fizkul'tura painting by some distance. It is as if the
scene in the 1931 work of the same name had been cleaned out and calmed down. With
the possible exception of the diving board in the near background, the scene is
fundamentally naturalistic; the bodies are well-proportioned, with attention paid to the
play of sunlight on skin. The setting is simple and legible, with no undifferentiated masses

or distortion of scale. Although there are four different sports on display, the scene feels

minimal and uncluttered, with each activity clearly visible.

¢ Aleksandr Zamoshkin, ‘A. N. Samokhvalov’ (1935). RGALL f. 614. op. 1. ed. khr. 125.1. 21-25 (1.
24).
7 Strugatskii, Aleksandr Samokhvalov, p. 63.
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It is the treatment of spectatorship that is most striking. Instead of the undifferentiated
blue-black blobs of the previous painting, we are presented with a deserted stand that is
mostly hidden from view. Rather than emphasising the mass nature of sports
spectatorship, Samokhvalov presents us with a solitary figure looking down across the
playing field, individualising the experience of observation, lending it konkretnost’. The
figure is also a fizkul turnitsa, wearing the same black two-piece and red cap as the
foregrounded discus thrower; there is no essential distinction between her and her
comrades on the field. The spectator is implicated in the action and so are we, the viewer;
rather than being distanced from the athletes we are placed at ground level, sharing the
grassy space. Finally, we see how Samokhvalov’s eroticism is legitimated — redeemed,
even — by the obshchestvennost’ of properly-imagined fizkul'tura. The two foregrounded
women — one relaxing and observing, the other engaged in activity — both retain the
traits of Samokhvalov’s sexualised individual portraits (thick thighs, cropped hair,
compact, muscular abdomens). Unlike those works, however, neither is looking directly
out of the frame towards the viewer: one is concentrating on her own body, muscles
tensed, full of kinetic potential; the other turns towards her, flanked by a man likewise in a
state of easy undress. The distinction between observer and participant has broken down.
Samokhvalov relaxes the unilateral gaze in this work, ceding the sexualising focus of his
portraits, opening up the potential for bodies to affect each other — and the viewer — as

equals.

Mike O’Mahony has suggested, after Strugatskii, that Devushka v futbolke be read as a
reference to the iconographic tradition, in which Samokhvalov immersed himself whilst
working to restore the frescoes of the Georgievskii Cathedral in Ladoga in 1927.* For
O’Mahony, the ‘romantic’ or 'synthetic’ realism that Strugatskii finds in Samokhvalov is
related to the notion of an iconographic ‘transfiguration’ of the flesh. As individual
iconographic representations of saints and martyrs become, through worship, the
embodiment of transcendent forces, so the individual woman in a truly ‘o6mecrsenno-
auuHblil opTpet’ attains a degree of typicality, or sociality. I would suggest that this
reading diminishes the erotic aspect of Samokhvalov’s portraits: rather it was fizkultura
and its ethos of obshchestvennost’ that allowed him, at points, to attain the

psychological/emotional clarity that Strugatskii ascribes to him as an artist of the coming

“ Mike O'Mahony, Sport in the USSR: Physical Culture — Visual Culture (London: Reaktion, 2006),
pp. 41-42; Strugatskii, ‘Aleksandr Samokhvalov’, p. 6.
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‘
future: ‘riry6okoe 4yBCTBO K1aCCOBOTO M JIMYHOTO JOCTOMHCTBA, MOBBILIAIOIIEECS] CO3HAHME
OTBETCTBEHHOCTH 3a cebsl U APYTHX, KpenkKas Bepa B cebst, B cBou cuibl [ ...] Bor atn

49
9€pThl, TUTIMYECKME YEPTHI 6y11ymero.'

5. Bathers: on site/in sight

How then does the representation of spectatorship play out in images of bathers?
Above I suggested that swimming was an important subject matter for non-fiction media
as well as painting because the degree of bodily exposure involved allowed for a rarefied
degree of mutual bodily admiration amongst practitioners and spectators. Two points in
particular emerge from a consideration of ‘swimming paintings’ of the early to mid-1930s,
both of which are relevant to and expand upon the issues raised by Deineka’s and
Samokhvalov’s works. First, the setting — the vodnaia stantsiia — takes on a heightened
importance in swimming paintings. Second, the compositional importance assigned to the
spectator in the likes of Beguny and Na stadione is pushed even further: at points the ‘real’
action of swimming/diving is subservient to the portrayal of the bodies and attitudes of
onlookers, with the presence of water allowing artists to play on the way in which bathers’
bodies tend constantly to disappear from and reappear in view. Illustration of these points
works to demonstrate the essentially quixotic or even chimeric nature of the
obshchestvennost’in Deinekian fizkul'tura as much as it underscores the value of his

contribution to the nascent field of Stalinist artistic subjectification.

Sergei Luppov is a figure often neglected in discussions of early socialist realism,”® but
his fizkul'tura scenes tell us much about the evolution of spectatorship on canvas in the
1930s. Having graduated from the Moscow School of Painting, Sculpture and
Architecture in 1917, Luppov (like Deineka) spent most of the 1920s teaching and
producing graphic art, in Slobodsk and then Moscow. A participant in every exhibition of
the Association of Artists of Revolutionary Russia (AKhRR) until he joined the Union of

o Strugatskii, Aleksandr Samokhvalov, p. 64.

% Several of Luppov’s works were featured in the recent exhibition Soviet Sport (Moscow,
Russian Institute of Realist Art, February-May 2014); he does not, however feature in the bibliography
of the accompanying book, Sovetskii sport. Zhivopis’, grafika, fotografiia i skul’ptura iz sobraniia Instituta
russkogo realisticheskogo iskusstva, gosudarstvennykh muzeev i chastnykh kollektsii, ed. Nadezhda
Stepanova and Andy Potts (Moscow: Skanrus, 2014). It seems that there was a single retrospective
dedicated to Luppov in the Soviet period. See: L. N. Petrova, Luppov, Sergei Mikhailovich. Katalog
vystavki (Moscow: b.i., 1969).
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Artists in 1932, Luppov frequently returned to the theme of sport as both competition and
leisure. In the 1930s, Luppov painted a number of ‘bathing scenes’, in which he followed a
similar course to Samokhvalov above, coming to centre the spectator and ground the

image within concrete locations, the infrastructural space of legitimate fizkultura.

Figure 12. Sergei Luppov, Sport (1930) / Vednaia stantsiia (1937)

Both Sport and Vodnaia stantsiia (Figure 12) are set in vodnye stantsic which have been
embedded within cityscapes. In the earlier work, however, this architectonic aspect is
offset by the centring of perspective on a trio of divers. Angling the image to account for
the outstretched limbs of the two female divers makes the canvas subservient to these
aerial contortions; the city, the stantsiia, the indistinct spectators and the distant rowing
boats — now seemingly toiling uphill — are all destabilised in favour of the moment of
highest bodily tension. We as viewers are not of a kind with the spectators within the
painting: our perspective (angled, mid-air) could not be shared by anyone within the
scene. The divers’ bodies are dark and heavy, obscuring the fore, middle, and
backgrounds. This, and the extra-scenic perspective contribute to a work that leans much
more heavily on participation, the dynamism of actually-sporting bodies, than on the

experience of spectatorship.

Luppov radically recentres the scene seven years later. The setting is ostensibly the
same. Now, though, it is the onlookers rather than the divers who ground the image. As in

Samokhvalov’s Na stadione the viewer is implicated into the action, placed at the side of the
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water. The focal point is the left foreground, where two bathers relax and observe their
comrades; the centre of the frame is occupied by more bathers-spectators, with one figure
flexing his muscles. In Sport perspective is dictated by the kineticism of the diving bodies;
here it is stabilised by the still bodies and clear lines of sight of the non-participants. The
central trio of divers, a split second away from entering the cold blue of the water, leaping
away from the centre of the image, no longer dominate the frame — indeed they are
beneath the eye-level of their spectators and us, the viewer. That the hierarchy of
participation and spectatorship has collapsed is further emphasised by the figure of the
instructor in the central foreground. Megaphone aside, there is nothing to distinguish this
man in trunks and swimming cap from any of the other bodies on display: the sense is of a
rotating cast of muscular comrades, with any one of them capable of taking up the

megaphone and continuing the process of mutual appreciation and improvement.

The increased importance of the spectator in sporting scenes coincides with an
emphasis on both unreleased kinetic potential and the split second before the fizkul turnik’s
body is obscured or removed from view — in these cases by water. Depicting bodies
crouched at the water’s edge (like the central figure in Vodnaia stantsiia or the competitors
in Kirill Kustodiev’s Na starte (1933) (Figure 13)), in mid-air (the divers in Vodnaia stantsiia
or Na stadione), or at any point of release (Samokhvalov’s discus throwers, for instance, are
coiled and ready to spring into action) becomes an understated way to intensify the
spectatorial gaze within the sporting frame through the implication of its disruption.
Bathing scenes, with their abundance of flesh on display, require these moments of kinetic

potential to focus the eye.
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Figure 13. Kirill Kustodiev, Na starte (1933)

Figure 14. Aleksandr Deineka, V basseine (1935)
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One of the clearest examples of this technique is Deineka’s 1935 inked miniature, I/
bassetne (Figure 14). The rippling outlines of the three bathing women here link them to
their watery environment, lending their bodies an obvious liquidity, disrupting in
particular the supposedly static poses of the two figures to the left. The diving figure who
grounds them (and us) as spectators is pictured at the very point of entry into the water;
she has concentrated the uncertainty of her companions’ bodies into a streamlined
verticality of movement, as underlined by the comparatively dark shading of her profiled
limbs. This fixity of purpose and posture is conveyed at the climatic moment, frozen at the
point of highest velocity, left unresolved in its suspension just prior to the clean entry into
the water that will remove her body from view. The point at which her fingertips meet
their own reflection is a focal point that fixes in place the triangle of participant-spectators;
Deineka does not even need to picture the pool, or the water, to tie this minimalist scene

together.

V basseine was made in the same year as the oil painting V obedenny: pererye v Donbasse,
with which this chapter opened. The contrast between these two bathing scenes indicates
that Deineka continued to explore different approaches (across different media) to the
question of visualising fizkultura. Kiaer describes the boys of Pereryv as lacking in
“comradely’ interaction [...] their faces are blank and mask-like, forestalling psychological
or emotional access, for the viewer or for each other.”' Kiaer is not wrong as regards
Pereryv, but nor is her reading generalisable when one considers a broader range of
ftzkul’tura/bathing paintings from the period. Pereryv is one example of a trend in painting
that tested different models of how one form of Soviet subjecthood might look — or feel.

The placing of bodies on canvas need not necessarily produce this ‘forestalling’.

*! Kiaer, “Was Socialist Realism Forced Labour?’, p. 341.
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Figure 15. Aleksandr Deineka, Vodnaia stantsita Dinamo (1934)

Indeed, the previous year Deineka had completed another painting that evinces even
more clearly the emerging artistic model of spectatorship: Vodnaia stantsiia Dinamo (1934)
(Figure 15). This 1s perhaps the archetypal image of The Bather as representative of
obshchestvennost’. Here we have a fully-realised landscape that balances the architecture of
work (the harbour in the distance) and leisure. The inclusion of the plane flying out of
frame ties this scene to the Soviet world beyond — to other landscapes and other
spectators. The displacement or decentring of the sporting action itself that Luppov effects
in Vodnaia stantsica is taken even further here. The divers themselves are part of a middle
distance obscured and squeezed into a thin vertical strip of canvas by the dark mass of the
embankment that hosts the spectators. The architecture/infrastructure of leisure blocks
our view of that leisure’s enactment, making the six onlooking figures the real subject of
the painting. This is the gesture that makes this image so representative of attempts to fix
obshchestvennost’ on canvas: the onlookers are clearly also bathers themselves, their bronze

flesh exposed; but, this fact being established by a combination of location, figuration, and
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backgrounding, there is no need for them actually to be shown participating in sport. They

and the distant divers are, somehow, indistinguisha‘ble.52

What are the implications of Deineka’s closing the circle between spectator and
participant? In many ways, Vodnaia stantsica Dinamo responds to the demands of those
critics who were also engaged in the search for properly Soviet painting. Here we have
confirmation of Shchekotov’s praise for Deineka’s embodied virtues (‘Oro ne ny6ouno-
noyuuresbHas [kaptuna], Ho ¢punocodus B 4eHCTBUN, TOCKOJIBKY XyI0KHUK
BMEIIINBAETCs B Y)KM3Hb pa3pelIeHHONH COBETCKOM TeM.aLTI/IKI/I');53 we recognise the truth
behind Nikiforov’s claims that, ‘B syumux puskynprypubix pucynkax [eiinexku ynauno
Haiifien 0bpas coBeTckoro pU3KyIbTyPHUKA: 9TO pabouMii Ha OTAbIXE, & OTHIOAb HEe
npodeccronanbublii Gypryasusiii pekopacmen.” Materialist, archetypal, and communal:

the hallmarks of the best of Deineka’s fizkultura scenes.

Yet certain problems persist. A more pessimistic reading to the scene is certainly
tenable, with the domineering structure of the embankment a symbol for the persistent
frustration of attempts at spectatorship, communality, and so on. As in Beguny, Na stadione,
and Vodnaia stantsita, the viewer is implicated into the scene, our perspective matching that
of the fizkul’turniki. But now we no longer even get to see the faces of these onlookers.
Turned towards the action, they deny us reciprocity. In making the bodily communion of
these figures so pronounced, has Deineka sacrificed the potential for emotsional’nost™? 1s it
in fact feasible to insist so intensely upon bodily obshchestvennost’, as he does here, whilst
also maintaining a level of individualisation sufficient to invoke an emotional stake within
the scene? Are these spectators smiling, frowning, crying? How are we to know what their
relationship is with the divers, outside the shared identity of fizkul'turnik? Vodnaia stantsica
Dinamo is a painting about fizkul’tura but not necessarily one about Soviet pegple, and it
lacks the psychological qualities that Strugatskii’s attributes to the best of Samokhvalov’s
work (‘B ncuxuveckom cTpoe, B oBeieHUH, B HOBOH MOPaJIY, B HOBbIX OTHOLIEHUSIX —
r1y6OKOe YyBCTBO KJIACCOBOTO M JIMYHOTO AOCTOMHCTBA, HOBbILIAIOLEeCs CO3HAHUE
OTBETCTBEHHOCTH 3a cebst u apyrux’); qualities that, it appears, are only rarely encountered

within a single frame. As we will see below, such a disconnect between the sporting and

% The scene is also, of course, highly reminiscent of the newsreel footage of Black Sea
Spartakiada celebrations, which we encountered in the previous chapter; there too the emphasis was
on mutuality of exposure, the blurring of the line between spectator and competitor.

% Shchekotov, p. 121.

* Nikiforov, ‘Aleksandr Deineka’, p. 86.
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emotional valence of characters — the blocking of access to their full selves or
subjectivities — ultimately represents one of the most intractable problems for those

engaged in creating Soviet subjects through art.

6. Mortality and beauty

In 1935, the year of Vodnaia stantsiia Dinamo, the English journalist P. E. Hall visited
the Soviet Union to report on sport for an edited volume detailing Playtime in Russia.”® His
descriptions of football matches coincide with the experience of spectatorship and
participation that is found in the fizkultura images above. Of the crowd, he writes: ‘they
were all players and watching others is only an occasional diversion.”® Inside the stadium
is ‘a world where “match” and “sprint” and “goal” leaped the barrier of languages, and
tennis whites, shorts, spiked shoes and the rest obliterated differences of dress. There were
as many girls as men among the participants, and more participants than onlookers’.”” He
notes too (with some surprise) that after a training session the athletes all go off to the

cinema together.

Hall’s observations chime with the above comments on the growing role of
spectatorship in fizkultura painting, as a vector for the required Soviet traits of
obsbchestvennost’, emotsional’nost’, konkretnost’. Samokhvalov, Deineka, Luppov, and
Kustodiev all depict athletes-who-are-also-spectators; what is more, they implicate us, the
viewer, into the scene as additional participant-spectators. Fizkul'turniki are not individual
idols to be venerated, but part of an infrastructure of work and leisure, with stadia and
vodnye stantsic figured into the composition, multiple sports included in a single scene, and
sporting bodies decentred within the frame. In the most successful fizkultura paintings
from the early years of socialist realism, it is not admirable bodies that are portrayed, but
admirable relations between bodies; the body’s potential to structure the socialised space
around it. As Kiaer says, ‘it is as if the depiction of social processes or the social totality

demanded by the thematic model of Soviet painting had been replaced by the body itself as

% P.E. Hall, ‘Sport’, in Playtime in Russia, ed. Hubert Griffith (London: Methuen and Co., 1935),
pp. 184-204.

% Ibid., p. 186.

7 Ibid., p. 189.
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a totality’. Deineka’s bronzed bathers are ‘transitory figures on their way to larger spaces’,

the body latent with social purpose.”

Reading Deineka in conjunction with the likes of Samokhvalov expands upon the
important critical intervention of Kiaer’s ‘lyrical moment’, with its focus on the emotional
affect of individualised bodies. Conversely, it also calls into question the notion that these
images can be understood in terms of collective discipline or regimentation, as has recently
been suggested by Boris Groys, whose short monograph on Deineka posits his fizkul tura
paintings as ‘allegories for corporeal immortality [...] the immortality of the machine.” In
this reading, emotsional’nost’ is replaced by spiritual machine-hood. What we see are not
bodies engaged in communal feeling, but ‘formalised’ parts of an immense, unfeeling
mechanism of bodily perfection, the totalising impulse of the avant-garde extended into the
1930s: ‘Immortality is understood here not as an extension of an individual lifespan, but as
the exchangeability of individual bodies, due to their lack of “inner life”.”® Groys speaks of
‘serialisation” with regard to Deineka’s sporting bodies, and in one sense he is right to do
s0:*! as I have shown, there is an interchangeability to these figures who are both
spectators and participants, coworkers and friends. This is not, though, a result of their
ever more regimented and toned exteriors, but precisely because they both have and share
the common ‘inner life” of the Soviet citizen. I have described this as the animation of the
space between bodies. It is what Kiaer describes as the ‘social value of communicated
emotion’,”” or the painterly equivalent, almost a decade later, of Arvatov’s ‘koukpersbrii

o 63
MOHHM3M MHUPOOHLYINEHMSA U IIPAKTUKH, — TO, YTO IPUHATO HA3bIBATb [ . ] «KpacoToun >>.,

This meta-corporeal figuration should, then, be at the heart of our interpretations of
Shchekotov’s concept of beauty ‘no-nosomy, no-nawemy’. We should also bear in mind
Katerina Clark’s remarks on the ‘return’ of the aesthetic in the neo-classicist 1930s.”* While
her focus is on architecture, Clark frames her discussion of, for instance, the
‘beautification’ of Moscow in terms of broader attempts to define (and integrate into
production) a properly ‘Soviet” aesthetic theory. In her words, the ‘foregrounding of the

beautiful’ was bound up in a ‘system that cut across discursive boundaries. This meant the

% Kiaer, ‘Lyrical Socialist Realism’, p. 71.

% Boris Groys, Alexander Deyneka (Moscow: Ad Marginem, 2014), p. 49.
% Ibid., p. 50.

5! Ibid., p. 56.

% Kiaer, ‘Lyrical Socialist Realism’, p. 76.

% Arvatov, Iskusstvo i proizvodstvo, p. 113.

¢ Clark, pp. 105-135.
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aestheticization of politics, or more accurately [...] the aestheticization of metapolitics, of
the model that subtended and justified practices in the political arena.”® The codification
and subsequent recognition of beauty is a technique for the transcendence of individuality;
in this, Stalinist aesthetics borrows from the Enlightenment aesthetics of Kant, as

described in Terry Eagleton’s The ldeology of the Aesthetuc:

Within the dense welter of our material life, with all its amorphous flux, certain
objects stand out in a sort of perfection dimly akin to reason [...] Because these are
objects which we can agree to be beautiful, not by arguing or analysing but just by
looking and seeing, a spontaneous consensus is brought to birth within our

creaturely life [...] in some sense very like a rational law.*

Arvatov had equated his ‘concrete monism’ with ‘rapmonus sxusnn’; Clark could easily
be describing Na stadwne or Vodnaia stantsica Dinamo when she writes that in the Soviet
1930s, ‘the beautiful was represented as being the “harmonious” [...] that which marries
the subjective to the objective in concrete actuality.”” The body of a comrade is an

actuality about which one can fee/: ‘this is/we are beautiful.’

This begs an awkward question: what does this communal bodily aesthetic feel like for
the viewer who encounters it within an artwork? There is no ‘monism’ here if art and life
remain incommensurable. We can begin to respond to this by considering a notion which
Kiaer borrows from Devin Fore: that of ‘supercharged’ mimesis.*®® As well as conveying the
body’s physical attributes, Deineka also hints at its force, energy, and sensory experience,
what would elsewhere be called its affect. In an article on Dziga Vertov’s 1928 film
Odinnadtsatyi, Fore offers another way of reading such mimesis-beyond-mimesis in Russian
revolutionary culture. He borrows from psychoanalysis the notion of ‘overdetermination’
to describe the way in which Vertov’s images contain multiple and simultaneous spatial
and temporal layerings that bind the audience with the figures onscreen.” I would argue
that the sporting bodies of Deineka et al lie somewhere in this nexus of ‘supercharging’
and ‘overdetermination”: they bring together and confuse the space of the field, the

stadium, the swimming pool with that of an indistinctly ‘Soviet’ tabula rasa in which they

% Ibid., p. 106.

% Terry Eagleton, The Ideology of the Aesthetic (Oxford: Blackwell, 1990), p. 17.

% Clark, p. 122.

% Devin Fore, ‘The Metabiotic State: Dziga Vertov’s “The Eleventh Year”’, October, 145 (2013), 3—
37.

% Tbid.
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might become whatever they want to be; they exist within distinct units of time — the few
seconds spent plunging towards the water, or leaping for a football, or rotating towards a
throw of the discus. Inasmuch as they possess any semantic significance, it is inchoate,

dependent on the viewer’s reaction to these strangely beautiful bodies.

Fore’s description of temporal flows and layerings has its own intellectual history. For
Marx, the commodity was an object that possessed value only insomuch as it represented
‘coagulated labour time’ (‘geronnene Arbeitszeit’).”’ The commodity is thus a temporary
formation, a confluence of semantic elements that are more fluid and thus possess greater
potentialities than their objective/physical manifestation. This sense of the temporary
semantic formation, the unstable constellation, I argue, can be paraphrased or
appropriated for the overdetermined, becoming-Soviet bodies of Deineka, Samokhvalov,
et al. Rather than ‘geronnene Arbeitszeit’, might we think of the suspended bodies as
representing ‘geronnene Spielszeit’? Are they beautiful inasmuch as they are coagulations
of various positive ‘states’ — such as joy, health, vigour, collective activity? The danger in
conceiving of bodies as related to commodities in this Marxian way is that it blurs the lines
between subjectivity and objectivity. Are the fizkulturniki of these canvases people or
things? If they are the former, then we can respond to their bodies with eroticism,
empathy, even love: but if they remain visual objects then our relation to their beauty
cannot progress beyond a problematic form of fetishism. Whether the ‘dialectical matter’ of
beauty resolves itself on the side of subjectivity or objectivity informs my reading of

Abram Room'’s Strogii tunosha and Stalinist (neo-)classicism.

7. Strogii iunosha: the values of visibility

The neo-classical Stalinist aesthetic turn, and the function of the body within it are
addressed as perhaps nowhere else in Abram Room’s 1936 film Strogil iunosha, from a
screenplay by Iurii Olesha. Through this film we can draw out the line from Arvatov’s
productionist theorising to mid-1930s conceptions of beauty. Strogii iunosha is a meditation
on unconsummated adulterous longing, voyeurism, and athleticism; the juxtaposition of
fizkul'tura with explicitly sexualised flesh gives the act of looking at bodies, and the

sensations of shared bodily experience particular thematic importance and semantic

70 Karl Marx, Capital, Volume 1, trans. Ben Fowkes (New York: Penguin, 1992), pp. 128-130.
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complexity. Opacity and perception are central to the film, and in particular its
preoccupation with bodies: at work, at play, lusted after, spied upon. Both characters and
audience are asked whether public and private bodily interactions are justified by the ‘fact’
of visibility. In a world in pursuit of obshchestvennost’, is it enough simply to be seen?
Olesha and Room achieve this through explorations of transparency and obscurity, and
through filmic play on the trope of statuary that brings the resurgent neo-classicism of the

period to bear on the narrative.

In this cinematic take on bodily observation and communality, Olesha and Room
invoke the notion of a ‘dialectical’ beauty even as they question its viability. The central
concern of the film, in my reading, is whether the gazes of different characters meet the
demands of properly dialectical (that is, properly Soviet) beauty. In a way that Deinekian
canvas painting clearly cannot, the film portrays bodies moving in and out of sight,
contrasts motion with stillness, and allows for the emotional impact of particular bodies to
alter over time. In doing so it asks to what extent bodies are productive agents in the
Soviet world, and what qualities the Soviet subject might require in order ultimately to

move beyond the fragilities and compromises of the body itself.

Two households and their indignities

How does sight function in Stroget tunosha within what Michel Chion has called
cinema’s ‘hierarchy of perceptions’?”' The film explores two worlds — each with its flaws
and virtues — and their commensurability. On one side is the world of the celebrated
surgeon Stepanov: this is the realm of sensory confusion. On the other is the world of the
young Komsomol engineer Grisha: this is the realm of sensory clarity. Stepanov’s young
wife Masha is the agent that passes between the two and brings them into contact and
conflict. Each man’s home is carefully arranged to underline the initial distinction.
Stepanov’s grand estate is languid, sprawling yet guarded, a place where the senses are
dulled and befuddled. His nakhlebnik Tsitronov snoozes in the summer sun in a deckchair
amidst abundant flora, unaware of his surroundings, and on several occasions Room
obscures our view of characters by filming their interactions through the elaborately

wrought railings of the villa’s Art Deco gates; this motif of vision compromised by luxury

! Michel Chion, The Voice in Cinema, trans. Claudia Gorbman (New York: Columbia University
Press, 1999), p. 5.
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or indulgence is reinforced by Stepanov’s and Tsitronov’s rich dining, smoking, and

drinking, all of which render them immobile and ill-tempered.

Figure 16. Masha the Bather (Strogii iunosha)

The initial effect of this is to inculcate a sense of just how problematic the observation
of bodies can be. The opening shot, of Masha as Bather, emerging from a lake (Figure 16),
is revealed as the point of view of the leering Tsitronov; Masha’s physical beauty and its
expression through, for instance, swimming will need to be redeemed through the rest of
the film, as will our gaze as implicated audience. When Stepanov wishes to spy on his wife
with Grisha, out for a car ride in the roads beyond the villa, he has to use Tsitronov’s
binoculars to do so (Figure 17): as he has artificially stunted his senses, so he must

artificially magnify them in order to penetrate the fug surrounding his home.

Figure 17. Tsitronov teaches Stepanov to be a voyeur (Strogii iunosha)
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Grisha’s shared apartment is open-plan, with white walls and wide windows beyond
which the vistas of Moscow are clearly visible. Where Stepanov’s estate breeds sly
behaviour — Stepanov’s spying, Tsitronov’s voyeurism — Grisha’s apartment is a
fundamentally open, communicative space. Mariia Belodubrovskaia has highlighted
Grisha’s visual associations with cleanliness: ‘Genbie crennr crannona, Gesibie cTeHbI B
xomHare ['puim [...] Genas naunas cranums, 6esble natbs Mamm u opesxcia MHOTMX
npyrux mepconasxeii. 1 Bce oro cerures Ha comnie.”” Tellingly, a telephone and a pair of
headphones hang from the apartment wall by the window: the outside world is not fenced
off, as it is chez Stepanov, but rather engages with the domestic sphere in mutual
interpenetration, both visually and aurally. This sensory exposure is used to comic effect
later in the film when Grisha’s mother, supposedly asleep, chides him after overhearing a
conversation between him and his Komsomol partners; in keeping with the communal

space, her bed is in the same room, behind a curtain.

Crucially for this ideologically educated younger generation, when Grisha and his
confidant Diskobol have their most emotionally intense conversation about the former’s
feelings for Masha, a portrait of Lenin looks down from the wall. Everything is open to
rigorous inspection in the world of the Komsomol. When Grisha does attempt to hide from
Stepanov late in the film, his apartment is so ill-suited to the task that he resorts to locking
himself in his cupboard. This is his only true moment of dejection: his comedic betrayal of
his principles allows Stepanov to mock Grisha on his own terms, with a subversion of
Grisha’s mantra of what a komsomolets ‘should be’ (‘uenosex crout B mxady u rosopur o
ropaoctu! ¥ komcomounua noskHO 66Tk yyBeTBo tomopa!’). Unlike Masha at the film'’s
close, Grisha is unable to remove himself from view. A Komsomolets must have a sense of

humour; it can be hard otherwise to live with your non-negotiable publicness.

Each of these sensory worlds has its own body type. Tsitronov and Stepanov are
either sleeping or eating; they are corpulent, prone to indigestion, inactive, aroused to
sexual jealousy. The toned young bodies of Masha and her suitor Grisha are decked in
pristine white, and before either speaks we have seen both engaged in physical exercise:
the film opens with an extended sequence of Masha taking a morning swim, while before
Grisha has even arrived at the Stepanov estate he is distracted by a game of tennis. Yet in

themselves these physiologies are fairly superficial: they provide clear points of contrast

7 Mariia Belodubrovskaia, ‘Ekstsentrika stilia v fil'me A. Rooma “Strogii iunosha” (1936,
Tynianovskii sbornik, 12 (2006), 318-38 (p. 327).
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between the worlds of Stepanov and the Komsomol, but do not tell us much about the
complex interaction between the two. Here we need to go one step further and consider

instead, as Deineka et al have taught us, how the characters look at each other’s bodies.

Surveillance and dreams

In Strogii iunosha the act of observing other characters is directly informed by the
division between the two sensory worlds. Stepanov’s estate is most consistently linked to
the voyeuristic mode, particularly through Tsitronov. On three occasions he
surreptitiously observes Masha in a compromised position — whether emerging from her
swim or getting dressed in her chamber — until he is eventually expelled from the house by
Stepanov. In the communal, open world of the Komsomol, conversely, bodily display and
appreciation is distinguished by its mutuality, its obshchestvennost’. Key here are the
sequences at the stadium, where the young fizkul'turncki in their scanty sportswear interact
without concern or embarrassment. The distinction here is, of course, that fizkul'tura is a
common endeavour, a public duty, aimed at improving the condition of the body politic
through personal tempering. Indeed, it could be seen as a common effort towards
sublimation of the very urges that drive Tsitronov to his private and damaging acts of

looking.”

In Strogii iunosha the ideological acceptability of looking at bodies derives from
whether or not these bodies ‘know’ that they are being observed. In this sense, the concept
of ‘dialectical beauty’ as introduced by Grisha (‘kpacora — ato neno nuanextuueckoe.
Bosnuxkaer tonbko mesxay nsyms’) is the rewording in aesthetic terms of one of the
structuring tropes of the film: what might be termed a dialectics of survedllance, a constantly
shifting interaction between observer and observed. There is a certain neatness in this
framing: not only can Room’s film be seen as the endpoint of the decade-long development
of a brand of Soviet bodily aesthetics; the way in which the film manages this also allows
us to relate it back to the mid-1920s and the formulation of another of my principle

‘categories of looking’, surveillance.

Grisha’s definition of beauty perhaps helps to explain the seeming moral ambiguity in

Room's treatment of his potential adultery. Stepanov is physically unfit and keeps

7> On fizkul’tura as sublimation, see Frances L. Bernstein, The Dictatorship of Sex: Lifestyle Advice for
the Soviet Masses (DeKalb, IL: Northern Illinois University Press, 2007), p. 152.
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unsavoury company, and the suggestion is that he has ‘purchased” his wife in the first
place. Masha is attracted to Grisha, who seems to have a strong case, despite the
objections of his conscience; the broadly sympathetic characters of Diskobol and Dasha
frequently give him their full backing. Yet Masha rejects Grisha and returns to Stepanov
in a final act of reconciliation. Considering this moral ambiguity as a question of bodies, we
might say that, of the two potential couples, by Grisha’s own definition the only
combination that would be beautiful — that is, communally affective, obshchestvenno — is
that of himself and Masha; furthermore the object of Grisha’s attention is aware of (indeed

welcomes) his gaze and as such he is not guilty of voyeurism.

However, this remains a reductively corporeal, compromised reasoning; it removes
aesthetics from the public, integrated world, disregarding, for instance, the damage done
to the collective by the cuckolding and broken marriage of a public figure of authority.
Fortunately for Grisha, Masha absolves him in the final instance. Since theirs has been a
mutual attraction, hers has been a knowingly observed body: as such, it can willingly
remove itself from view. The film ends with Masha reconciling herself with the qualities of
her husband, leaving Grisha and the komvomoltsy behind as she returns into the gated
world of the estate. The final shot of the film, with the doors of the marital home closing
behind her, completes in a sense the motion of the opening sequence: Masha emerging
from the lake and walking into the garden in front of the house. If the film begins with
Masha as Bather, her body exposed in a world of voyeuristic and adulterous gazes, then it
ends with that same body clothed and neutralised by its removal from view within the

collective institution of marriage.
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Figure 18. Grisha’s dream: synaesthetic bodies (Strogii iunosha)

Grisha is cast as the positive inverse of the voyeur Tsitronov: both aestheticise
Masha’s body, but the komsomolets does so as part of a mutual relationship of attraction. As
if in recompense for his ultimate rejection, the dream sequence in which Grisha is united
with Masha at Stepanov's grand party affords him one moment of ‘pure’ aestheticisation of
her body: unilateral, private, isolated from the pursuit of obshchestvennost’. In the
unmonitored dream space Grisha's wonder at Masha's body can have no public effect. His
dream is like an anti-ideological counterpart to scenes by Luppov or Deineka. The
mirrored walls of the ballroom reflect the image of the young couple back upon
themselves: the aesthetic effect of Masha is totalised (Figure 18). She does not act, but is
reduced to pure sensation, a synaesthetic experience for Grisha: ‘Bor Bam nBu>kenme,
caywmaiire! Bor ee nouenyi, ciymaiire!” Arkadii Bliumbaum sees this dream-Masha as an
instance of ‘Bonsiomennas mysbika’, a pure aesthetic object free from the detachment of
representation.”* In the ‘real’ world, Masha collapses the dialectic of surveillance by
removing herself from her bodily relationship to Grisha; in the dream, Grisha resolves the
same dialectic by assimilating entirely his partner-in-attraction. That neither scenario truly
satisfies the aesthetic criteria of the time — Arvatov’s ‘concrete monism’ allied to new
forms of communal living — indicates just how complex and problematic the question of

bodily attraction could be.

7 Arkadii Bliumbaum, ‘Ozhivaiushchaia statuia i voploshchennaia muzyka: konteksty
«Strogogo iunoshi»’, Novoe literaturnoe obozrenie, 89 (2008), 138-89.
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Do Greek statues talk?

Structuring our reading of the film around the mutual gazes of Masha and Grisha, we
are left with the question as to whether a relationship based on mutual bodily observation
and admiration can ever be sufficient. This is the question at the heart of arguably the
central sequence of Strogit tunosha, the exchange between the komasomoltsy at the stadium,
where they discuss the moral and intellectual qualities of the new Soviet youth. In some
ways this sequence is a waking counterpoint to Grisha's dream, in that it is the most public
instance of bodily observation and aestheticisation. In the decree confirming the film's
censoring, this scene was cited as particularly problematic, its juxtaposition of classical
imagery and Komsomol conceits seen as a muddle of aesthetic and ideological priorities;”
Nikolai Topchii, reviewing the film in Radian ske kino, attacked Olesha and Room for
turning ‘a living Komsomol member, full of vital boiling blood, the blood of youth [...]
[into] a passionless, well-groomed young man whose gaze is turned inwards’, just one
amongst many ‘still-born images of pseudo-classical youth.”® Topchii’s reference to the
‘pseudo-classical’ is telling. To appreciate the implications of Strogil iunosha’s play on
statuary, athletics, and the social role of morality and the intellect, we need to consider in
more detail the ways in which the Stalinist ‘aesthetic turn’ was accompanied by a renewed

enthusiasm on the part of critics and artists for the artistic heritage of classical cultures.

Arvatov had himself spoken approvingly of classical sculpture a decade earlier. From
his (anachronistic) LEFist perspective, the plastic art of antiquity spoke to the avant-garde
desire to bring art to bear on lived experience. He cites the public ritual of the ancient
Olympic games as an example of the complete integration of art into life, with Greek
statuary a reflection of the desire to resubstantiate this unity: ‘s npesneit I'peryun
CKYJIBIITYpa TaK Ha3bIBAEMbIX KPACUBbIX TeJI OSIBUJIACH C TOT'O MOMEHTA, KOT/la pacrajnch
ONIMMNUICKME UTPBI, T.€. OPraHU3alysl, BbIpabaThIBaBIIas peaJbHOIO
kBaymduimposantoro yenoseka.” As Bliumbaum states, Arvatov reads antique plastics
‘4epe3 NPU3My MPOTUBOMNOCTABJIEHUS ICTETUYECKUX OOBEKTOB U YKM3HEHHBIX NPAKTHK |...]

7 . .
Pesosonust 1o/mkHa crepers 1o passiuure.” . In other words, Soviet society needed to

7 Mark Tkach, ‘Postanovlenie tresta Ukrainfil'm o zapreshchenii fil'ma ‘Strogii iunosha”, Kino,
28 (1936), 2.

76 Cited in Milena Michalski, ‘Promises Broken, Promise Fulfilled: The Critical Failings and
Creative Success of Abram Room’s “Strogii Iunosha”’, The Slavonic and East European Review, 82:4
(2004), 820-46 (p. 836).

77 Arvatov, Iskusstvo i proizvodstvo, p. 123.

’® Bliumbaum, p. 155.
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reflect the aestheticised labour of Hellada, with its integration of rhythms and harmonies

into the practice of the common good.

During the First Five-Year Plan many critics began to echo Arvatov’s earlier remarks,
with the emphasis now transferred from his unfancied avant-garde productionism to
concerns for a new Soviet ‘monumentalism’. In practice this meant a renewed engagement
with sculpture, statuary, and other large-scale public works. Sculpture allowed for the
most direct comparison with extant classical works, could be tested in small-scale models
before being installed in public, and could be integrated into larger architectural or urban
ensembles, such as parks, facades, and factory complexes. In the 1930s, such architectural
ensembles were expected to ‘provide in monumental and simple images a powerful
expression of the epoch’s ideological content.”” Arvatov’s notion of Hellada, the lost world
of rhythmic, aestheticised labour, no longer held; the lesson now being learnt from ‘antique
plastics’ was how to make the public field of vision both decorative and discursive. In
Clark’s words, ‘the ornamentation or “mask” that Stalinist architects put on their buildings
was not to be individual or “arbitrary” [...] but integrated into a coherent system. No
decorative detail, not even the slightest curlicue, could be considered random or politically
neutral.”® The rhythms and harmonies of Arvatovian idealised labour became a

1

morphology of public imagery, a ‘grammar of building.”

Among art critics there was a general consensus after 1932 on the vitality of
monumentalism/classicism.*”” Introducing a series of unpublished articles written for
Luteraturnyd kritck, Aleksandr Zamoshkin argued in teleological terms: “Hepes Bcio ucropuro
HAIIlero MHOTOTPAHHOTO COBETCKOTO UCKYCCTBA TPOXOAUT CTPEMIIEHHE K
moHymeHTampHOMy TBopuectBy . This was a reflection of both the grand scale of the
Soviet project, and the need for a revitalised sensory engagement with the world on the
part of the revolutionary population (‘Ougymenue matepuanbHOCTH TPEAMETOB COCTABISIET

Heobxomumble peanockiki monymentaauama. )" This sentiment was echoed by

7 *“Q nekotorykh voprosakh sovetskoi arkhitektury”, stenogramma vystupleniia tov. Angarova
na obshchemoskovskom soveshchanii arkhitektorov 27 fevralia, 1936 g.’, Arkitektura SSSR, 4 (1936), 9.

% Clark, p. 109.

* Tbid., p. 119.

% On classical references in the sphere of fizkul'tura outside of cultural representation, see
discussion of Nikolai Podvoiskii’s ‘red Spartan” sports organisation in Irina Sirotkina, ‘Teatr
kollektivnogo entuziazma: Meierkhol’d, Podvoiskii i rozhdenie zhanra fizkul’tparadov’, Teoriia mody,
33 (2014), 105-24.

% Aleksandr Zamoshkin, ‘Poiski monumental'nosti’ (1935). RGALL f. 614. op. 1. ed. khr. 125. 1.
34-47 (1. 34).

¥ Ibid., 1. 36.
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architectural critic Igor’ Grabar’ in lukusstvo, who claimed that the communally- and
monumentally-minded Soviets were uniquely positioned to learn from ancient cultures:
‘Ensa nu yacTo 6biBany B MCTOPUM UCKYCCTBA MOMEHTBI, CTOJIb OJIATONPUSITCTBOBABLINE
3/IOPOBOMY POCTY M PACIBETY CKYJIBITYPbI, KAK HAIIHN JHU B Hamreil crpane.’™ In the same
publication Ivan Khvoinik argued for a ‘saocrpenne Buumanus mononesxu Ha nuactuxe
4esIOBEYeCKOro Tesa, pa3pabaThiBaeMoil HA KJIacCHuecKoit ocHose s his reasoning (again
reframing Arvatov along Stalinist lines) was that classical works would help Soviet art
move away from ‘formalist’ preoccupations with asceticism and disproportion and towards
‘peanuam KpymHOro cTuiIst U GOJBIIONH COLMaNbHON eMKOoCTH [...] peasmam BepHbIi

o »87
AEeNCTBUTEJIBbHOCTUA.

The Soviet artist, then, was perfectly positioned to requisition the classical interplay of
public affect and monumental scale. In the words of the architect Aleksandr Shchusev:
‘Onoxa TpebyeT OT HAC CO3/1aHUs TAKUX Belllel, KOTOpble Obl 0OCIY>KMBAJIN 3T MACChI, &
He OT/IesTbHBIX JITI, PA3BUBAIIH MPOJIETAPCKYIO 00IIecTBeHHOCTS 1 Ben ee Brepen.” Once
again, obshchestvennost’ was key. Mikhail Raikhinshtein, one of the most enthusiastic of
lokusstoo’s classicist critics, argued in impassioned terms for a proletarian renaissance of
‘Benukonennas ['penus ¢ ee kysnbrom yesnoBeveckoro tena [...] nanexuit ugean npesneit
Omnamer’:” a public sphere in which the citizen would be confronted by images and models
of legibly beautiful bodies (‘e cosnanme naureit meurs, a Hanm roBapumu’).”’ Ancient
Greece came to symbolise the public potential of plastic art; as Shchusev had it, ‘nam

Gmmke pemokpatnueckue Aduapr’.!

It should be noted that Deineka himself played a significant role in the discursive
construction of Russia-as-Greece. He was often talked about as the premier
monumentalist amongst popular Soviet artists,”” and occasionally cited explicitly as an
artistic classicist.” He himself spoke of his love of Greek sculpture, again in terms that

reconfigured Arvatov’s avant-garde classicism of art-into-life. In a reminiscence published

% Jgor’ Grabar’, ‘Aktual'nye zadachi sovetskoi skul ptury’, Iskusstvo, 1-2 (1933), 155-57 (p. 157).

% 1. E. Khvoinik, ‘Molodye kadry sovetskoi skul’ptury’, Iskusstvo, 4 (1933), 159-84 (p. 174).

¥ Ibid., p. 177.

% Cited in Igor’ Grabar’, ‘Pervaia vstrecha arkhitektorov so skul’ptorami. Otchet o zasedanii
MOSSSKhS 9 fevralia 1933 g.’, Iskusstvo, 1-2 (1933), 158-60 (p. 159).

% Raikhinshtein, ‘E. Manizer-lanson. “Metatel”nitsa Diska”’, p. 143.

% Ibid., 146.

°! Cited in Grabar’, ‘Pervaia vstrecha’, p. 159.

9 Nikiforov, ‘Aleksandr Deineka’, p- 100; Boris Ternovets, ‘Novye freski A. A. Deineki’ (1936).
RGALL £. 2701. op. 1. ed. khr. 16.1. 19-24 (1. 18).

% Efros, p. 57.
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in 1947, he wrote: ‘5l 1106110 GosbIIME MIAHBI U 5KM3HEHHOCTH 0Opa3a B BEllaX — [O3TOMY
51 B0OJIEH B IPEYECKyI0 CKYJIBIITYPY, I/le TApDMOHUSI MPAB/bl )KXU3HU U LIeJbHOTO BUAEHUS
NpeKPacHOro unentuns.” Like Raikhinshtein, Deineka was an anti-idealistic classicist, a
prominent proponent of the notion that Stalinist art could not settle for a simple formal
replication of Greek models. In a 1937 speech, for instance, he warned against painting
kolkhoznik ‘no sakonam knaccuueckoit komnoauuuu [...] ['pynner npasaueix Goros He
MOTYT GBITh 06sIBaTETBHBIM IS KOJXO3HMKA MPpUMepom xoporuero Tona.” He argued
instead for a concerted effort to draw on Soviet byt and to integrate sculpture into public
space: his example is a statue of a frzkul turnik in Sverdlovskaia metro station, which speaks
to him not of some pure compositional ideal, but ‘ckopee or n1068u Haweit k cnopty n

96
OPEKPACHOTO OTHOIIEHMA K CKYJbIITOPAM U 6OJIbLHOFO K HMM 110Bep1/151.'

While cinema unsurprisingly had a less direct relation to resurgent classicism than,
say, sculpture, it could and did play on the growing presence of classical tropes within
Soviet life and the relation between these tropes and ideas of bodily beauty. Oksana
Bulgakova has shown how Stalinist film can often be seen to play on classical fopor, notably
the opposition between ‘Gerrust u kaxcumoctu’.”” Once again questions of visibility and
transparency are brought to the fore. Bliumbaum'’s reading of Strogii iunosha pays close
attention to its recycling and reworking of classical themes in relation to Olesha’s stated
aim in the mid-1930s to write stories of youth and beauty; the result is a curiously

monochrome world.

B usBecTHOM cMBICTE BTO «CBeTJIAS », «rapMOHHYECKasi» aHTUYHOCTb, HEe 3HAIoast
AMOHUCUMCKOTO «y>Kaca» [...] IHonwiTka «IMPOTALUTL» CTPaJaHUe B HOBbIM MUP
SIBHO MPEANPUHMMAETCSI Oureweii B paMkax npeBpalieHUst «6yp)}<ya3HbIX»
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IIEHHOCTEHN B «YEJIOBECYECCKHE».

This reading is compelling. Is the film’s engagement with the classical turn limited to
kazhimost’, the world of outward appearances, visibility? Did Olesha and Room manage to

integrate ‘mpaBabl >ku3HU U HesabHoro Buaenus npekpacuoro’? Olesha had read, in

** A. Deineka, "12 avtobiograficheskogo ocherka’, Ogonek, 28 (1946), 60-69 (p. 68).

% Aleksandr Deineka, ‘Rech’ na otkrytii vystavki’ (1937). RGALL, f. 634. op. 1. ed. khr. 713. 1. 14-
18 (1. 17).

% Ibid., I. 19.

” Bulgakova, p. 404.

% Bliumbaum, p. 172.
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translation, the German critic Biicher on Greek sculp‘cure,99 prior to Strogit tunosha his most
notable take on classical themes had been a comic ode co-authored with Valerii Stenich in
1934;' it has been suggested that the strapping young goalkeeper Volodia Makarov and
the football stadium in which he plays in Olesha’s novella Zavwt’ can be understood in
terms of Greek classical models."”" Strogii iunosha’s treatment of classical tropes is largely
confined to the world of sports and play (there is certainly no suggestion, for instance, that
Grisha’s adulterous longing might lead to a ‘tragic’ downfall). The classical statues on
show are of Olympian athletes; Grisha's main confidante is called Diskobol.'” I have
argued that the film is structured around a dialectics of surveillance that calls into question
the inherent value of bodies’ visibility. Yet in the stadium scene, Olesha’s and Room’s
sensibility to this dialectic, to the properly-Soviet aesthetic, is abandoned. The superficial
comparison at work is that between the bodies of the fizkul'turniki and the similarly
scantily-clad pseudo-classical figures of the statuary. Leaving the athletics field to enter the
changing room, Diskobol walks silently and in profile amongst a series of marble figures,
drawing out the corporeal, visual parallel in the absence of sound; when the komvomoltsy
then begin their very earnest debate, the sense is of naked (in both senses of that word)
communality, a true neo-Olympianism of bodily and moral rigour.'” But does this
communality, the mutual admiration and observation of the Komsomol enterprise truly

carry any teological weight? Do their posturings extend beyond pure corporeality?

% K. Biukher, Rabota i ritm (Moscow: Novaia Moskva, 1923).
' Tu. Olesha and Val. Stenich, "Moskva v te dni byla Elladoi. Shutochnaia poema’, Literaturnyi

Leningrad, (8th October 1934), p. 3.

101 See, for instance, discussion of Platonic ideals in Andrei Apostolov, ‘The enemy at the gate:

the Soviet goalkeeper in cinema, culture and policy’, Studies in Russian and Soviet Cinema, 8:3 (2014),
200-217 (pp. 202-03).

1% On the figure of the discus-thrower in Soviet sculpture, see M. Zolotonosov, ['\vrto kpatoc.
Issledovanie nemogo diskursa: Annotirovannyi katalog sadovo-parkovoi skul'ptury stalinskogo vremeni (St
Petersburg: INAPRESS, 1999).

"% It should be noted, however, that Strogii iunosha features very little actual sport as part of its
classicism; as I argue here, it is more concerned with questions of the mind-body intersection than the
thrill of the flesh per se. This is its major distinction from the quintessential classicist youth/sports film
of the period — one also concerned with collective experiential categories but to quite different ends
— Leni Riefenstahl’s Olympia (Olympia-Film, 1938).
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Figure 19. Statuesque youth (Strogii iunosha)

Figure 20. More statuesque youth (Strogii iunosha)

Emma Widdis cites the use of silence in this sequence as a way of highlighting the
faktura of the statuesque bodies on display: in her reading, the focus is deliberately shifted
to ‘visual and tactile communicative modes’, with the juxtaposition of athletes and
sculpture intended to draw our attention ‘to the new, embodied, animate, aesthetic ideal of

the Soviet youth."" The body has become a work of plastic art within the rejuvenated

" Emma Widdis, ‘Making Sense Without Speech: The Use of Silence in Early Soviet Sound

Film’, in Sound, Speech, Music in Soviet and Post-Soviet Cinema, ed. Lilya Kaganovsky and Masha
Salazkina (Bloomington, IN: Indiana University Press, 2014), pp. 100-116 (p. 112).
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world; our observation of the body is now conjoined with our sense of its faktura. Such a
reading elides the need for an articulated intellectuality. But it is unproductive to consider
the stadium sequence without taking stock of what is vaid, the words that are attached to
these bodies, preventing us from gazing upon them as pure plasticity. When the
komsomoltsy begin their debate, they freeze into fixed positions in a series of tableaux
(Figures 19 and 20): Room emphasises their sudden rigidity by placing the protagonists of
the debate in three separate groupings and cutting between them as each speaks, rather
than panning across the communal space or having the characters move amongst
themselves. The contrast between athlete and statue that Widdis notes is in fact

suspended, and this in turn alters the reception of what is being said.

In their statuesque positions, these ‘ideal Soviet youth’ begin to extol the moral virtues
befitting their new society. Grisha takes the lead, pronouncing a series of characteristics
with the formulaic introduction, ‘komcomonern rosmken Goith..." It is almost as if they have
been inspired by their neo-classical surroundings and the amateur Olympianism of their
athletic achievements to enact some sort of Greco-Roman public forum. Yet something is
amiss here. The physical immobility, the semi-conscious stylisation, the formulaic
pronouncements of abstracted moral qualities (gordym, reshitel’nym, smelym, akkuratnym):
the overwhelming sense is that these fine young bodies are stuck on the level of base
rhetoric or framing. They need not have said anything, they could have revelled in the
plasticity and receptiveness of their mutually exposed bodies. But they are not properly
inspired by the classical imagery around them: we do not witness, as Khvoinik had it,
‘3a0CTpeHMe BHUMAHMST MOJIO/IE)KH HA TIIACTHKE desioBedeckoro tena’; - there is no
movement, as per Shchusev, ‘ot akagemuueckoit cyxocTu 1 CTUIN3aTOPCKUX YCIOBHOCTEH,

o o 106
peann3ama BEPpHbIN lIeI/ICTBI/ITeJIbHOCTI/I.’

In choosing to add discourse to the heady corporeal context, the characters lose their
animate qualities and become frustrated organs of speech. As Topchii has it, these are
‘still-born youths’. In the words of Room’s biographer, Irina Grashchenkova, ‘Grisha is a
statuary image, primordially completed, devoid of individuality: indeed, an image and not a
character, constructed according to a law of poetic and metaphoric reflection.””” If we are

going to progress from observing these bodies, in Widdis’ phrase, ‘being in the world” to

1% Khvoinik, p. 174.
19 Tbid., p. 175.

"7 Cited in Evgenii Dobrenko, The Political Economy of Socialist Realism (New Haven: Yale
University Press, 2007), p. 233.
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hearing them proclaim upon that world, then their words are going to need to retain some
of that same sense of plasticity, that same sense that the world at hand can be moulded and
bettered that drives the fizku!/'turnik to run faster and jump higher. The body may be the
object of a mutually appreciative gaze, but a gaze does not change the world. Arvatov had
hoped that a proletariat educated into aestheticised labour might ‘crenars metonpt
Xy/10’KECTBEHHOTO BOCITUTAHUSI METO/IaMU BCeObI1ero BOCIuTaHuUs 0b1eCcTBeHHO-
rapmonunueckoit smaroctr’; © Diskobol and company are hardly three-dimensional, even
when they are statues. Strogit tunosha provides an example of how the aesthetic discourse of
the LEFist 1920s had evolved through non-fiction and fine art media into a Stalinist neo-
classicist line that aimed to prescribe artistic production and reception from architecture to
cinema. It also shows how intractable the problem was of satisfying the contradictory

demands of Soviet bodily aesthetics.

8. Cutting open empty bodies

I have traced in this chapter the evolution of beauty over the decade separating
Lokusstoo ( proizvodstvo and Strogit tunosha. The notion of ‘new’ beauty has been shown to be
part of a broader discursive move to theorise and realise obshchestvennost” as a structuring
principle of Soviet culture. Fizkultura was a core activity of mutual observation, an arena
in which Soviet citizens could merge spectatorship and participation, creating a new kind
of bodily mutuality that would function as a vital component of the process of Soviet
subjectification. In Strogii iunosha an attempt is made to combine many of the aspects of
this potted history of bodily aesthetics — sports, sexual attraction, morality, collective
activity and spectatorship, classical tropes — but in this sense the highly idiosyncratic film
that results is typical only in its failures. Can we pinpoint what it is that remains

unreformed or undervalued in all these attempts to foster beauty ‘no-nosomy, no-naweny’?

In the late 1920s, Olesha worked on a play about a Soviet girl who longs to leave for
the West and the promise of stardom. At one point she overhears the following remark in

her student dormitory:

H 6]31 IPpOCTO 3alIPpETUJ BUAETH CHBI. B NEPEXOAHYI0 310Xy, KOorjga Hy>XHO OXPaHsTb

CbOpMI/IpyIOH{yIOCH INCUXHKY HOBOI'O 9YEJIOBEKA, CJEAYET HaKa3bIBaTb CHOBUALIEB.

1% Arvatov, Iskusstvo i proizvodstvo, p. 113.
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Ectb 06cTosTenbCTBA, KOTOPBIE Pa3pyLIAIOT IICUXUKY: CHOBUAEHMS, OTPA>KEHUS B
sepkaie [...] OTo 0YeHb OnacHast Belb /Il HEOPTaHU30BAHHON IICUXUKU —

109
OTpa’keHue B 3epKaJie...

The reference here to the ‘popmupyrontyrocs ncuxuky nosoro uenosexa’ is telling.
Olesha is voicing the concern that distorted or insular modes of vision — dreams,
reflections — might disrupt the creation of properly Soviet men and women: the Soviet
subject is an inchoate thing that must be protected and nurtured by ever deeper forms of
censorship. As we have seen, Strogil iunosha also features warnings as to the negative
psycho-social effect of improper vision: Tsitronov’s voyeurism, Grisha’s dream of pure
(syn)aesthesia. This defensive impulse in Olesha’s screenplay informs Evgenii Dobrenko’s
conclusion that ‘themes of power, subordination, worship, and deification are central to
[the] work”.""" In the introduction to this chapter I cited Christina Kiaer’s and Eric
Naiman'’s claim that ‘all Soviet subjects were would-be Soviet subjects.”'" If an institution
such as fizkul'tura had the potential to be hugely productive for the ‘popmupyromasca
ncuxuka’, it could also contribute to its degeneration; at stake in the aestheticisation of

bodies was much more than the physical form.

The notion of power (vlast’) is indeed at the heart of Strogii iunosha. Consider the film'’s
ending. On the thematic level, the film resolves the romantic tension between Masha and
Grisha by having the former return to her husband; parallel to this is Grisha's acceptance
of the value of the corpulent and opulent Stepanov to Soviet society. Despite his physical
or material faults, Stepanov’s is a great intellect. As Grisha tells Diskobol, ‘Bnacts renus,
BJIMSIHUE BBICOKOTO yMa... 910 npekpacHas Baactb. As | have shown, the komvomoltsy are in
great bodily shape but lack a certain vitality of intellect: a point that is forcefully made
when Stepanov uses his ‘superior mind” — namely his world-famous surgical expertise —
to save the life of the komsomol'ka Ol'ga on the operating table. The operation itself, which
is unusually closely-filmed, and presented almost as a spectacle (with anxious comrades
looking on), is about as close to the Arvatovian-classicist ideal of aestheticised labour as we

might find.

' Cited in Violetta Gudkova, "Zagovor chuvstv': mechta o golose', Novoe literaturnoe obozrenie,
38 (1999), 147-148 (p. 147).

""" Dobrenko, p. 235.

"' Kiaer and Naiman, p. 17.
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Figure 21. Stepanov: aestheticised labour (Strogii iunosha)

I have spoken in this chapter about terms such as konkretnost” and emotsional’nost’, used
as qualifiers by which to judge the degree of obshchestvennost’in bodily beauty. The figure
of Stepanov suggests that these qualifying characteristics, while wholesome, may
ultimately be insufficient. The angst-ridden komvomoltsy awaiting the results of the
operation are undoubtedly ‘emotional” as regards their friend. But this nervous, raw
emotion is not the same as emotsional’nost’, which denotes something more publicly
productive. Anxiety will not save her life, or help her ‘become Soviet'. The fizkul turniki
train their own bodies but their only response to those of others is admiration; their gaze
lacks the practical, pragmatic rehabilitation of Stepanov’s: the surgeon can look upon
another's body and then apply his mental capabilities to manipulate and improve it. If the
body is a work of plastic art, then it can be moulded: here we arrive at the notion of power.
Grisha refers to ‘our leaders’ — those in possession of ‘superior minds’ — as ‘mobegurenn
cmepru’. Casting the body in marble does not conquer death, and by extension neither
does athletic prowess; the fleshy, aesthetic ideal of ‘being in the world’ submits before the

ideal of acting upon it.

What does Stepanov find when he cuts into Ol'ga’s flesh? Once on the operating table
this fizkul turnitsa-komsomol’ka resembles the Bather, exposed for assessment. She has
aimed for self-transcendence but has been left physically immobile and helpless; the
aesthetic valency of her body is no longer at stake. Even when the exposure of flesh can be

reconciled with ‘psychological or emotional access’, this Bather is proof that the collective
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will not always need to care about personal hopes and desires. Does it matter, ultimately,
whether fizkul’tura has made Ol'ga beautiful? In my remarks on painting above I
suggested that to understand the elision of spectatorship with participation might mean
reading these canvases as blurring the lines between subjectivity and objectivity. Is Ol'ga

empty? Can her bones and organs disclose some inherent Sovietness?

Strogil iunosha should in the final instance be understood as a rejection of the notion
that bodily obshchestvennost” and bodily beauty are sufficient to the Soviet cause; it points to
the need to integrate into the affective corporeal world the effective power of the intellect,
to foster heroes who are more than simply muscled. Stepanov himself does not represent a
solution to this crisis: he is still fat and bourgeois. What would be needed to move beyond
the limitations of both of the ‘worlds’ of Strogii iunosha is a combination of the surgeon’s
instrumental intellect with the ‘Soviet’ socialised emotion of the komsomoltsy. Stepanov is
far from perfect, but he does show that, to move beyond both the objectivising fetishism of
unredeemed sexuality and the reflexive but non-instrumental sphere of an obshchestvennost -
informed aesthetics, the body will also have to exist outside of the frame of fizkultura; in
the pragmatic, malleable world. In the next chapter we will see how this being-in-the-
world came to be represented onscreen, through pregnancy, labour, and comradely

sexuality.
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The Runner

1. On your marks

In the previous chapter, we saw how representations of the sporting body in painting,
sculpture, and film evolved in relation to changing conceptions of beauty between the
publication of Boris Arvatov’s lvkusstvo ( proizvodstvo in 1926 and the production and
censorship of Abram Room'’s film Stregi iunosha in 1936. In doing so I made reference to
the ‘lyrical” artistic mode; that is, in Kiaer’s words, one functioning ‘at the boundary
between private emotion and publicly oriented feeling to create a shared visual language of
socialism... [in] an attempt to rework modernist aesthetic strategies to help viewers to feel,
as well as to comprehend analytically, the meanings and promises of socialism.” Attempts
to combine in visual works an appreciation of bodily aesthetics with the expression of
‘feeling’ most often resulted in the portrayal of bodies that were beautiful but lacking in
inner life; the stilted pseudo-Classical komvomoltsy in Strogii iunosha being of a kind with the

canvases in which ‘feeling’ often seems a matter of inference on the part of the viewer.

I have used obohchestvennost’ as a kind of shorthand for the most common aspects of
this desired but nebulous ‘feeling’: communality of experience, social consciousness,
mutual aesthetic appreciation. In this chapter I use the notion of ‘feeling’ as a meeting of
private and public concerns to explore in greater detail a number of ‘sporting’ films
produced concurrently with paintings such as Deineka'’s lgra v muach and Mat” (1933).
(The question of ‘lyricism” and its relation to cinema has its own history; as we will see
below, this is particularly pertinent for films produced within Ukraine in the 1930s.)” I
look at a parallel development to that outlined in The Bather: now the question is not how
an aesthetics of the Soviet body emerged, but how the ‘inner life’ of cinematic characters
evolved in relation to their onscreen bodies — how the emptiness that threatened the

youths of Strogil iunosha is counteracted. We can then ask: how is our understanding of the

' Christina Kiaer, ‘Lyrical Socialist Realism’, October, 147 (2014), 56-77 (p. 60).

* The terms of this debate were mostly clearly stated in the debate between Béla Baldzs and
Vsevolod Vishnveskii on the question of kamernost’ in cinema: see Bela Balash (Béla Baldzs),
‘Monumentalizm ili kamernost’?’, Kino, 22 (1937), 2.
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dynamic between private body and public life, subjectivity and obshchestvennst’ refined by

films in which ‘feeling’ is fully realised as a functional component of characterisation?

Below I explore how feature films about sporting Soviet citizens evolved thematically
and stylistically from the mid-1920s to the mid-1930s, from Chaplinesque physical
comedies and simplistic romantic-athletic metaphors to romantic dramas with an emphasis
on sensuality, emotion, domestic life, and psychologically nuanced individuals. This
refocusing was accompanied by a retrenchment of gender-specific roles, in social and
biological terms, and by a recentring of spectatorship away from the staged mutuality of
Deineka et al and onto the individual, compelled to adapt the mantra of self-sacrifice and

samoregulirovanie at the heart of NEP-era social psychology to the Stalinist context.’

The iconic figure of this chapter is The Runner. As films committed to portraying the
sensual and emotional life of individuals, running occupied a privileged thematic position:
the most bare, uncluttered athletic activity, requiring no special equipment, history, or
even training; a form of fizkul'tura in which the individual is reduced to the expression of a
basic human ability, compelled to compete against themselves as much as against their
rivals, even as they perform in grand stadia before attentive crowds. As such, running is a
productive trope in films in which personal, subjective development within the collective is

foregrounded. The Runner is the iconic figure of private experience, publicly performed.

2. Emotional abstraction and NEP-era sports cinema

In the NEP-era, feature films that thematise sport and fizkultura can roughly be
divided into two categories. Firstly, there are those that document and propagandise
fizkul’tura for its therapeutic function: in the two Kul'turfil'm productions we encountered
in the Introduction — Za vashe zdorov'e (A. Dubrovskii, 1929) and Bol’nye nervy (N. Galkin,
1929; survives only in German translation) — exemplary fictional characters are shown
struggling with the scourges of alcoholism and neurasthenia; submission to state
institutions such as rehabilitation clinics or doma otdykha prepares them for reinsertion into
Soviet society as productive citizens. More common are films that instrumentalise sport

and fizkultura in terms of a simple metaphor of (specifically masculine) romantic

% See Introduction (above); Aron Zalkind, ‘Mozg i byt (o ratsionalizatsii byta umstvennogo
rabotnika)’, Revoliutsiia i kul’tura, 19 (1928), 52-57.
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competition: ‘love’ is something that is won. A rigid narratival template runs throughout
these films, which are usually played as comedies with a keen moralistic edge. Below is a
schematic example combining elements of the plots of eight different sporting comedies

from the period.”

The premise is that the hero competes for and ultimately earns the affections of a
single girl through an act of athletic prowess. This may represent a battle against personal
inadequacy. The bumbling telegraph worker Sirotkin in Besprizornyi sportsmen tries to
impress a sporty co-worker — played by real-life athlete L. Efremova — by joining her in
training; suspecting that she is in love with her coach, he decides to train himself on the
streets of the city, with comedic results. His haplessness, played out in a series of sub-
Chaplin scenes of buffoonery, is the condition that need be overcome to win her over. The
premise of the initially useless protagonist recurs in N. Molodtsov’s Nechaianny: sportsmen,
where the hero Boris discovers a talent for motor racing that wins him a race and thus his
sweetheart, and B. Nikiforov’s Neuderzhimyi, in which another Boris is persuaded into
joining a fizkulturnyc kruzhok by the love interest Katia, ultimately proving himself an

accomplished ice-skater.

Alternatively, the competition occurs between two or even three young men. In V.
Shmidtgof’s Otvazhnye moreplavateli the demure Shurochka promises her heart to whichever
of three unathletic university friends wins a swimming race; only one, Vania Stepochkin,
realises the value of sport as a counterpart to academic study, and so earns her affections.
P. Malakhov's Dva vopernika stages the ongoing sporting battle between Vasilii and Nikolai
for the affections of Natasha while the three are ensconced in a military training camp.
Similarly, in Konkurs na... the inexperienced Nikiforov must overcome his rival
Khliastikov in a skiing competition, whilst E. loganson’s Pryzhok charts the differing
sporting fortunes of half-brothers Andrei and Petia, initially sparked by their mutual

attraction to a girl named Nadia.

In all of these films, sporting achievement and romantic catharsis are simultaneous.

The worth of the hero is made quantifiable, either in his winning some kind of race

“ The films referenced are: Besprizornyi sportsmen, dir. Artkino Collective (Goskino, 1926, partially
preserved); Nechaiannyi sportsmen, dir. N. Molodtsov (Staraia i molodaia gvardiia, 1927, not
preserved); Otvazhnye moreplavateli, dir. V. Shmidtgof (Sovkino, 1927, not preserved); Konkurs na...,
dir. A. Dobbel’t (Trudkino, 1928, not preserved); Pryzhok, dir. E. Ioganson (Sovkino, 1928, not
preserved); Dva sopernika, dir. P. Malakhov (Agitfil'm / Gosvoenkino, 1928, not preserved);
Neuderzhimyi, dir. B. Nikiforov (Trudkino, 1928, not preserved); Sinie vorotniki, dir. B. Shpis (Sovkino,
1928, not preserved).
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(running in Dva vopernika, skiing in Konkurs na..., ice-skating in Neuderzhimyi, motorbiking
in Nechatannyi sportsmen), or his setting a new record. If the hero does not triumph outright
then he must at least demonstrate a previously unseen capacity for physical effort: for
instance, the novice sailor Senia Antonov in B. Shpis’s Stnee vorotnike, who progresses from
capsizing and nearly drowning to basic competence on the water. Two other narrative
tropes are noteworthy here. First, in formulaic comedy-of-errors style the hero is often
entered into the defining competition surreptitiously by a rival (Nikiforov in Konkurs
na...), or else wanders into it unwittingly (Boris in Nechatannyc sportsmen); his victory is the
result of immanent, inner resources, proof of character. Second, the hero most often begins
the film as an intellectually rigorous but unathletic or physically unimpressive character
who is distinguished by a willingness to train themselves; their moments of
sporting/romantic triumph come at the expense of more naturally athletic or talented
competitors who lack the humility and self-discipline of the hero (the competent but

undedicated Vasilii in Dva vopernika, the duplicitous Khliastikov in Konkurs na..., the
hubristic half-brother Andrei in Pryzhok).

It is clear that sport proves a convenient device in Soviet romantic comedies in the late
1920s, 1927-28 in particular: it allows for the potentially problematic chauvinism of
masculine erotic pursuit to be refigured in terms of an activity recognised as socially
productive; indeed, as Frances Bernstein notes, fizkul'tura was in the 1920s often cited as
an effective method of sublimating unruly erotic energy.’ Furthermore, the notion that the
hero is redeemed by sporting/romantic triumph only after overcoming their narrow
intellectualism or untested physicality is in line with contemporary efforts (detailed in the
second half of my Introduction above) to establish a socio-psychological monism of Soviet
minds and bodies.® Yet the simplicity of the ‘competition’ metaphor that structures these
narratives makes the ‘feeling’ that is at stake a mere abstraction: its substance is impossible
to discern outside of the mechanics of the plot. As such the inner life of the hero is not
brought any further into focus. Since the metaphor of sport-as-romance is so facile and so
absolute, the two moments of triumph for the hero so interchangeable, there is nothing to

occupy the screen beyond the bodies involved.

® Frances L. Bernstein, The Dictatorship of Sex: Lifestyle Advice for the Soviet Masses (DeKalb, IL:
Northern Illinois University Press, 2007), p. 152.

® On psychology and monism see, for instance, Emma Widdis’s work on Soviet subjectification:
‘Socialist Senses: Film and the Creation of Soviet Subjectivity’, Slavic Review, 71:3, (2012), 590-618 (p.
596).
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In a sense, however, these fizkul'tura filmmakers were in an impossible position: if little
effort was made to indicate why the demonstration of sporting prowess should convince a
woman to fall in love, then this is largely due to the fact that the narratival template
required to sublimate the negative connotations of the erotic pursuit storyline did not allow
for much in the way of emotional exposition. In Otvazhnye moreplavateli in particular the
arbitrariness of the ‘feminine’ romantic logic is exposed: three friends declare their desire
for Shurochka, and without pausing to judge them on merits of personality or ideology she

nominates a swimming race as the arbiter of her emotional response.

3. The coming of the emotional hero

This abstracted or quantitative understanding of emotional worth as manifested
through sport is largely abandoned from around 1928 onwards. Sporting cinema was
never a cultural vanguard, but at a few years’ remove it began to reflect a shift that had
occurred in social scientific and psychological disciplines in the mid-1920s, accounting for
individual consciousness and emotionality.” The narratival instrumentalisation of sport
becomes more varied: rather than the ‘hook’ on which a central romantic triumph depends,
it is embedded into the plotting and used to illustrate particular character traits beyond
generalised romantic ‘value’; perhaps ironically, the notion of romance-as-competition was

taken up in feature films not about fizkul'tura as the 1930s progressed, as Tat'iana

Dashkova has noted.?

Rather than the abstracted competition of the earlier films, sport now became much
more infrastructural, in an emotional and social sense. As much as it still served as an
indicator of characters’ romantic worth, it was now concurrently tied into narratives of
Soviethood. In Lavry Miss Ellen Gre/ (Iu. Zheliabuzhskii, Vostokfil'm, 1935) shipbuilders
deal with deadlines and emergencies thanks to the focus and resilience they have learned
in training as athletes: the scene of greatest tension sees the sympathetic Mukhtar carry
out emergency underwater repairs on a stricken ship in a diving suit, marrying his physical

strength to technical knowledge. The young heroes of Iu. Leont’ev’s Komsomol caper

7 On this shift in psychological discourse see Introduction (above) and Irina Sirotkina, “The
Ubiquitous Reflex and Its Critics in Post-Revolutionary Russia’, Berichte zur Wissenschaftsgeschichte,
32:1, (2009), 70-81 (pp. 70-74).

® Tat'iana Dashkova, Telesnost’ - ideologiia - kinematograf. Vizual nyi kanon i sovetskaia povsednevnost’
(Moscow: Novoe literaturnoe obozrenie, 2013), p. 86.
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Propavshee zveno (Vostokkino, 1934, partially preserved) are first driven apart and then
unified by sports, in the process overcoming the ethnic tensions between Russian and
Central Asian citizens. The impetuous Mitia, smarting from defeat in a volleyball game,
racially insults fellow Pioneer Murzurkan. Through the machinations of the camp leaders,
Mitia comes to realise the error of his ways, and the film ends with the Pioneers marching
in a fizkultura parade, unified and orderly. In the romantic comedy Miach ¢ serdtse (B.
Iurtsev, Mosfil'm, 1935, not preserved) Aleksandr Savchenko meets and falls for
Aleksandra on the eve of a football match in which he will play a starring role; however,
before he goes on to score the winning goal and cement Aleksandra’s affections, the couple
have to overcome their disappointment at the jobs assigned to them by a local labour

committee. Football is not the only game in town.

At stake in this shifting of fizkultura’s cinematic role was the construction of the Soviet
hero as an individual, psychologically and emotionally invested in the institutions and
processes of Soviet society. As Emma Widdis's recent work attests, from 1928 onwards
first the sensual, and then the emotional world of characters became increasingly
important in Soviet cinema, as filmmakers sought to place their characters in productive
interrelationship with the world: what one critic called the portrayal of ‘proletarian
individuality’.” The representation of sport onscreen would also have to transform in line
with changing expectations. No longer strictly delimited by its instrumentalisation as a
metaphor for romantic conquest, sport too was now allowed its private intimacies as well

as its social exigencies.

It is important to note here that attempts to represent newly nuanced characters and
attempts to capture something closer to the essence of fizkul'tura were in fact
conceptualised as working hand in hand. In 1930, G. Zamskii had called for a greater
sensuality in visual representations of fizkultura, and a rapprochement between art and
sport: the ‘konoccanbroe pesomonmonusupymoiee snasenue’ of both was being wasted,

Zamskii argued, by artists too concerned with set-dressing.

Xynos>kHuk, koropsiit 95% BpemMeHU NPOBOAUT HA KOH(PEKTHBIM OTUKETOM MU

mnaxkatom st TOXKO nnu Coskuno, muoro ais ¢puskyastypsr He gact. Tonbko

% Widdis, ‘Socialist Senses’; A. S. Piataev, ‘Chto takoe individual’nost’? V diskussionnom
poriadke’, Kino, 40 (1933), 3.
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AJIMTEbHOE U TIIyOOKOe ndyueHue u obcyskaeHne PUaKyIbTYypHOM KU3HU C

10
AKTHUBOM (i)I/IBKyIH)TypHI/IKOB MOJKET AaTh ITOJIOXKUTEJbHbIE PE3YJIbTAThI.

Five years later the same impulse was expressed in a full-page spread in Kino, as critic
and filmmaker Vladimir Shneiderov attacked the state of Soviet fizkul tura-on-film."" For
Shneiderov the problem of capturing fizkultura in cinema was the same as that of creating
nuanced, sympathetic heroes, and Soviet cinema was under-performing on both counts
(‘Hawm repou nasnexo He Bcerna siBJSIIOTCS 0Opasamu 30pPOBOro, FaApMOHUYECKH
passuroro desnoseka...) Representations of fizkultura had to be based on an intimate sense
of its practice. Shneiderov’s article was accompanied by a collection of responses written
by famous sportsmen and women, similarly lamenting the deficiencies of cinema’s attempts
to represent their disciplines onscreen, and offering solutions. For Nikolai Starostin,
founder of Spartak Moscow and the most famous footballer in the country at the time,
cinema was guilty of a fundamental nepravdivost’ when it came to sports, since directors and
screenwriters had no notion of how it felt for athletes to train their minds and bodies:
‘lemoncTpanus 60b110# TPEHUPOBOYHON paboThI, MPOBOAMMON (PUBKYJIBTYPHUKAMM,
orcyrcrsyer.”” The champion swimmer Anton Shumin complained of footage that was
‘ouenb ogHo0Opasno’ and ignorant of technique; parachutists Nata Babushkina and Sima
Blokhina noted that filmmakers, ignorant as to the mechanics involved, were unable to
capture the athlete’s body in motion in a manner truthful to ‘nary yue6y, 6err’.' Shumin is
also illustrative of a further connection between onscreen and real-life sporting heroes,
something that becomes more apparent in relation to Lavry Miss Ellen Grei or Sluchainata
vatrecha, discussed below: filmmakers often borrowed from the biographies of famous

sportspeople in constructing their characters.

A cinematic understanding of the sporting body was thus imperative; without this,
fizkul’tura would not be of a kind with the world of Soviet senses and emotions. Above |
used the term ‘infrastructural’ to describe the new cinematic function of fizkultura. Just as

the individual character was to be ‘embedded’ in the world — sensually and emotionally

' G. Zamskii, ‘'Khudozhnik pomozhet aktivno propagandirovat’ fizkul turu’, Fizkul taktivist, 14
(1930), 7-9. See also: V. Nelidov, “‘Avtorskie kadry po fizkulture’, Fizkul taktivist, 7 (1931), 22-25; G.
Korsakov, ‘Kak khudozhestvenno oformliat’ shestviia i demonstratsii’, Fizkul taktivist, 13 (1930), 9-12.

11'V. Shneiderov, ‘Nuzhen tolchok’, Kino, 33 (1935), 3.

"? ‘Sozdadim khudozhestvennyi obraz fizkul turnika’, Kino, 33 (1935), 3.

" Ibid.. Babushkina and Blokhina’s complaint echoes Eisenstein’s insistence, in a programme he
devised for the Akamediia Kino, that first-year students there train in boxing, gymnastics, and
‘obmmast PpuskyasTypa’ in order to learn precision and rhythm in their camerawork. S. M. Eizenshtein,
"Programma prepodavaniia teorii i praktiki rezhissery', Iskusstvo kino, 4 (1936), 51-58 (p. 52).
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engaged with their labour, their domesticity, their comrades — so fizkul'tura was now to be
imagined as an integrated aspect of society. Just as films such as Abram Room’s
unpreserved Ukhaby (Sovkino, 1928) acted, in Widdis’s reading, as representations of
labour’s constitutive function for ‘the evolution of a new kind of Soviet subject precisely
through a changing relationship with material’,' so films such as Umbar or Miach i serdtse
now showed fizkultura to be a structural and a structuring force, a dynamic building block

of Soviet society.

4. Gender and running

With this in mind we can turn our attention to gender in three exemplary films from
the mid-1930s that foreground the figure of the Runner: Schastlivy: finwsh (Pavel
Kolomoitsev, Ukrainfil'm, 1934), Lavry Miss Ellen Grei (Iurii Zheliabuzhskii, Vostokfil'm,
1935), and Sluchainaia vostrecha (Igor’ Savchenko, Rot-Front/Mezhrabpomfil'm, 1936)."
With a renewed emphasis on the pravdivost’ of characterisation in cinema came an attention
to individuality of experience. This tallied with a much broader retrenchment in terms of
gender issues concurrent with the Five-Year Plan. There is a considerable literature on the
evolution (or regression) of gender roles under Stalinism.'® Whilst I largely agree with and
employ the schema that distinguishes between attitudes to gender in the 1920s and 1930s,
it should be noted that the films discussed below reward closer reading in part because

they disrupt such clear periodisations.

The sphere of fizkul'tura had remained a bastion of gender conservatism during the
NEP-era, the need for gender segregation never seriously questioned by any influential
party. This is not surprising when we consider the extent to which sport, like sexuality,
had been subject to a process of medicalisation in the 1920s. As Dan Healey has shown,

the 1920s saw the Bolshevik regime hand medical professionals unprecedented authority

" Widdis, ‘Socialist Senses’, p. 601.

'» The production of Finish and Lavry outside of the central film studios — by Vostokfil’'m and
Ukrainfil’'m respectively — would seem to be fairly typical for fizkul’tura films of the 1930s; see also
Strogii iunosha (Ukrainfil'm, 1936), discussed in the previous chapter, and Zapozdalyi zhenikh
(Thbilisskaia kinostudiia, 1939), discussed in the next. This correlation may be due to the fact that films
eulogising sport and youthful corporality benefited disproportionately from being shot in warmer
(southern) climes.

10 See for instance Bernstein, The Dictatorship of Sex; Susan E. Reid, ‘All Stalin’'s Women: Gender
and Power in Soviet Art of the 1930s’, Slavic Review, 57:1 (1998), 133-73; and work by Pat Simpson,
including ‘Liberation and Containment: Re-Visualising the Eugenic and Evolutionary Ideal of the
Fizkul’turnitsa in 1944’, The International Journal of the History of Sport, 28:8-9 (2011), 1319-35.
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over legal and medical questions of sexuality: ‘Medicine offered a language of modernity
[...] Medicalization crucially transferred authority in sexual matters from the individual to
the collective, to be presided over by its experts.”” Sport was subject to a parallel process
of medicalisation; in the mid-1920s, the institutions of fizkultura were established and
dictated by ‘experts’ — often with medical training — concerned above all with the strict
maintenance of hygiene standards and collective discipline. Medical doctors who were
granted a platform in both specialist and general interest newspapers and journals, such as
Nikolai Korolev, Viktoriia Gorinevskaia, and her husband Viktor Gorinevskii, repeatedly
stressed the physiological discrepancies between the sexes and the need for a kind of
‘gender realism’ regarding fizkul'tura. In a 1926 article in the specialist magazine lzvestiia
fezicheskod kul’tury Korolev voiced a common medical opinion: ‘Craasxusanue sxe
My>KEeCTBEHHOCTH U >KEHCTBEHHOCTH B 0OOMX M0J1aX SIBJASIETCS OAHUM U3 TPU3HAKOB

18
Ha4YMHAIOIIETOCA BbIDOXXAEHMA. ’

Two years later, Gorinevskaia published a book-length treatise on the subject of
women'’s fizkul'tura. Women, she argued, should be allowed time off work during
menstruation and occupy themselves only with sports that would emphasise ‘rapmonus
passurusi’, such as swimming.'” Even when the stated aim of writers was the universalistic
emptying out of gender difference into a shared ‘Sovietness’, the means to the end were
always to be safely segregated. In the 1928 ‘International Women’s Day Special’ of the
popular magazine Fizkul'tura ( sport, Dr. Ivan Solonevich lauded Soviet sport’s dual

emancipatory and delibidinising effect:

Cnopr cmbiBaer nociaeaHue nsaTHA TOH IPSI3U, KOTOPOM XPUCTUAHCKUN aCKETU3M
3amasaJ 4es0BeuecKoe Teso. B cnopre skeHckoe Testo — He cobaasH, «cocyn
ABSIBOJIBCKMI», a pabouast MalnHa, - Takas e, Kak u my»xckoe teso. Korna ona
paboraer XOpOLIO, HA Hee TaK >Ke IMPUSTHO CMOTPETh, KAK M Ha BCSIKYIO XOPOLIO
paboratouyro mammny [...] Tam, rae mau u auck — ram HeT MecTa AT LOMOCTPOSI,

o o . 20
IJTST paGCTBa [...] pacTeT ApYyroi, HOBbIM, €lle HEBUAAHHbBIM TUI >KEHIUHDI.

Anti-ascetic but completely unerotic, brave but machinistic: in these senses Soviet

women would resemble Soviet men. However, this ‘new type’ of woman was still very

' Dan Healey, Bolshevik Sexual Forensics: Diagnosing Disorder in the Clinic and Courtroom, 1917-1939
(DeKalb, IL: Northern Illinois University Press, 2009), p. 5.

'® N. D. Korolev, ‘Fizkul’turnye zhenskie tipy’, Izvestiia fizicheskoi kul'tury, 1 (1926), 2-3.

" Viktoriia Gorinevskaia, Fizkul tura rabotnitsy (Moscow: Trud i kniga, 1928), pp. 46, 52.

1. Solonevich, ‘Ot krinolina... k khokkeiu’, Fizkultura i sport, 10 (1928), 17.
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much a woman, and in keeping with the times Solonevich went on to prescribe certain
sports as ‘suitable’ for female machines (hockey, skating, discus). These examples from the
late 1920s show that gender was already rigidly prescribed before the advent of Stalinism
proper. In a sense, the scientific/hygienist approach of Gorinevskaia and Solonevich was
the precursor to Stalinist understandings of gender; crudely put, in the later period this

physiologism simply acquired a moral and emotional aspect.

We should bear this continuity in mind when we turn to accounts of gender
specifically concerned with the 1930s. Victoria Bonnell and Susan Reid have commented
in particular on the non-filmic visual culture of the post-1932 years, and its appropriation
of certain female archetypes; both agree that the retrenchment in women's issues in the
period was accompanied by a sharp rise in the profile of the female figure in Stalinist
visual culture, as though the discursive departure from the question of liberation required
a proliferation of images of liberated womanhood.” Bonnell in particular notes a
distinction between propagandistic images of women in the 1920s and in the 1930s: where
once women in political posters had been abstracted, representative of sloganistic ideals
such as Freedom and Justice, ‘Stalinist iconography’ was instead ‘behavioural’, imagining
‘particular’ women within identifiable material circumstances.” In keeping with the
renewed traditionalism of the period, chief amongst these circumstances was motherhood,
the ne plus ultra of gender-specific experience, the supreme example of an individual

character’s sensual/bodily experience tallying with social exigencies, and the guiding theme

of both Lavry Mws Ellen Grei, and Sluchainaia votrecha.

Before turning to these two films, however, I consider their earlier counterpart,
Schastlivyi finish. In its concerns with gender roles, the institution of labour practices, and
the running theme it is very much of a kind with other mid-1930s fizku!l'tura films. Yet
despite being released in 1934, the plot is entirely in keeping with the template of the
romance-competition comedies of the 1920s as detailed above. The nerdy yet conscientious
dockworker Marko is the only one of his friends and coworkers who is not enthused by
fizkul'tura. However when he falls in love with the newest member of their workforce,
Ania, he resolves to give up fixing radios and take up training in order to impress her.

Aided and compelled by his confidantes Boris and Vera, and his brigade commander

*! Reid, “All Stalin’s Women’; Victoria E. Bonnell, ‘The Representation of Women in Early Soviet
Political Art’, Russian Review, 50:3 (1991), 267-88.

* Ibid., p. 277. See Dashkova, pp. 86-121 on the equivalent traditionalisation of gender roles in
film.
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Lukich, he eventually manages to defeat the deceitful and self-involved Andrii, winning
Ania’s heart and the right to compete at the national championships in Moscow. We can
see that the abstraction of emotion that underpinned films such as Otvazbhnye moreplavateli is
retained: despite a slightly more convoluted plot than was allowed in earlier films, there is

still no clear indication as to why, in the final reckoning, his running ability should endear

Marko to Ania.

In its conflation of two sets of tropes, though, I will claim that Schastlivy: finesh is more
than a simple chronological anomaly. Rather, its particular deployment of the romantic-
sporting competition lays the ground for films such as Sluchainaia vstrecha, in which athletic
victory or defeat is less a precursor to romantic breakthrough than to the reinforcement of
social norms. It achieves this by making its narratival abstraction of emotion the basis for
an exploration of gender-specific anxieties and sensations: masculine not feminine,
homosocial not heterosexual. Marko, Boris, and Andrii are engaged in a search for the
most comfortable and compelling performance of masculinity, and they conduct this
search through interrogations of their bodily interactions with others. Schastlivy: finish
introduces the sense of crisis that emerges when the Soviet hero is left unclear as to his

emotional and sensual place in the world.

5. Schastlivy( finish: perceptions of the male body

PasBe Ha camom nmese Tak J1erko Aa0TCs PUSKYNBTypHBIE TODEBI, KAK 9TO MOKA3aHO B

dbunbme «Cuactnusbiit punmm»?’

Nikolai Starostin®

Schastlivyi finish 1s the story of a young man leaving the world of the mind behind in
favour of that of the body. In doing so, Marko ascends to a more wholesome, more socially
acceptable form of masculinity: one based on honest self-sacrifice. What are the
bodily/emotional parameters of this evolution? At the moment of triumph, as he is borne
aloft by cheering friends having outrun Andrii, Marko comes face to face with Ania; at

last, he has earned her affection, and they stand before each other as romantic equals. Yet

* ‘Sozdadim khudozhestvennyi obraz fizkul turnika’.
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before they have even embraced onscreen, the shot fades into one in which the same pose
is one of farewell — at the railway station, Marko is leaving Ania behind in order to travel
to Moscow to compete in the national championships. There is no hint of consummation.
What are the terms of emotional investment in this romantic comedy without romance,
and what can it tell us about gender when neither men nor women express their desires
beyond the blandest platonicism? It is a commonplace to assert Stalinist cinema’s essential
chasteness; Tat'lana Dashkova has outlined with particular clarity the ways in which
eroticism 1is elided onscreen in the 1930s (‘cBasp me>xny snakamu spoTuyeckoro u
sporuueckum addexrom gocTatouno HeoyeBuana... ) Is it enough, though, to fall back

on ‘chasteness’ as a catch-all explanation?

From the beginning, Marko’s emasculation is linked to his insufficient awareness of
the world beyond the confines of his imagination and his slim frame — in an early scene,
he slips and falls from the boat he is working on; unable to swim, he has to be rescued
from the water by his friend Vera. His apartment is tangled with cables, criss-crossing the
field of the camera, and he is frequently seen through a cloud of cigarette smoke; he first
meets Ania when he absentmindedly bumps into her on the street whilst engrossed in an
electronics manual. In his sun-drenched corner of Crimea, with his kindly manager and
caring friends, Marko is not confronted by the lacunae in his own self-understanding until
the literal collision with Ania introduces the previously absent factor of sexual attraction
into his life. Ania’s entrance into his field of vision awakens Marko to his and others’
bodily presence in the world. Concomitant to this is the realisation that his intellectualised
isolation has made him a passive observer of others. This question of passivity will
subsequently be key to the film’s play on masculinity. There is not yet a body behind
Marko’s gaze, and his admiration for Ania has no effect: he is reduced to following her,
unseen, through town to the stadium that is to prove the testing ground for his character
development. Here, we are introduced to Marko’s rival Andrii, as Kolomoitsev establishes

the love triangle that drives the narrative.

* Dashkova, pp. 80-126 (p. 115).
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Figure 1. ‘He didn't just triumph on the track...” Andrii the physical specimen (Schastlivyi finish)

In character, Andrii is the inverse of Marko: physically strong, egotistical,
individualistic. He is lackadaisical about labour and erotically charged, with a pretty girl
waiting on his every move (‘JIyuwmii craitiep roposa nobesxaan He ToabKO Ha GErOBOM
nopoxke...") (Figure 1). The contrast is clear: whereas Marko is delimited by his mental
faculties, Andrii lives entirely through his body. As Vera tells Marko, Y nero, Buano, noru
pabotaiot, a ronosa BeixoaHas.” Andrii thus shares with Marko an obfuscated perception
of the world, an inattentiveness to what lies beyond his immediate field of vision. He
defines his social value entirely in terms of his performance on the running track, and
pursues whichever attractive girl presents herself to him at any given time. He is
committed to this delimited vision, his focus ever more egotistical, concentrated inwards.
Conversely, his meeting with Ania convinces the sympathetic Marko that he needs to
expand his field of vision beyond the confines of his own intellect, to join in the bodily

communality of the fizkul turnike.

A key scene in the film unfolds in the stadium when the love triangle is established: it
is here that Marko and Andrii commit to the narrative arcs leading to their eventual
confrontation. In an image that foregrounds the intersection of vision and sexuality,
Marko watches Ania watching Andrii beat Boris in a race (Figure 2). Kolomoitsev
simultaneously establishes and visualises the dynamics of the romantic-sporting conflict in

this simple image of cross-purposed spectatorship. Marko looks at Ania with quiet
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yearning and a sense of his need to better himself, to gain a bodily presence in the world;
Ania looks at Andrii with a platonic, comradely appreciation of his athletic prowess; Andrii
is aware of her gaze and therefore concerned above all with his image of himself as strong
and victorious. We have here an example of a cinematic trope highlighted by John Haynes
in his work on Stalinist masculinity: Andrii fulfils the role of ‘male pin-up’, a man who
appropriates for his own ends that essential quality of onscreen femininity identified by
Laura Mulvey, ‘being-looked-at’.*> However, whereas Haynes is concerned with positive
pin-ups, Andrii acts instead as a negative or parodic model against which the unassuming
Marko can set himself. From this juncture onwards, Marko’s task is to combine Ania’s
ideologically correct, objective-aesthetic appreciation of the sportsman with a romantic,
emotional investment. In doing so he will also redeem her character, by putting pay to the

possibility that she might be won over by athletic prowess alone.

Figure 2. Marko watching Ania watching Andrii (Schastlivyi finish)

The panic of watching men shower

In her discussion of the place of women in Stalinist art, Susan Reid suggests that

during the 1930s, ‘spectatorship’ came to be understood as fundamentally feminine,

* John Haynes, New Soviet Man: Gender and Masculinity in Stalinist Soviet Cinema (Manchester:
Manchester University Press, 2003), p. 58.
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symbolising ‘submission.”® In a context in which the transmission of political acuity and
labour skills was conceived of as patrilineal, to observe one’s fellow citizens meant
adopting an emasculated role. Schastlivyi finwsh, in its exploration of Soviet masculinity as a
reconciliation of intellect with physical prowess, quietly subverts this schema. This is a
romantic comedy in which the female gaze is elided, and male rivals are compelled most
intensely by their sense of themselves as men. Despite the promise of a kiss at the end, the
masculine field of vision dominates; in this sense, Schavstlivyi finish is open to the kinds of
reading inspired by Laura Mulvey’s famous claim: “The man controls the film phantasy
and also emerges as the representative of power in a further sense: as the bearer of the
look of the spectator, transferring it behind the screen to neutralise the extradiegetic
tendencies represented by woman as spectacle.” Yet there is more to what meets the eye

than meets the eye.

Unusually for a film about sport that reaches its climax in a packed stadium, the most
striking scenes of spectatorship in Schastlivyi finish are those that take place in the grand
communal changing room where the athletes prepare to train and compete, and wash
themselves afterwards. This liminal yet expansive space is an arena of looking. Aleksei
Bobrovnikov’s set design certainly suggests that this is a zone of particular importance.
What should be a functional, adjunctive room to the main arena is in fact multi-tiered,
high-ceilinged, and strikingly lit; the room is often shot with a clear fore-, middle-, and
background, and populated by many extras both in and out of focus. Most notable,
though, is the amount of flesh captured: naked and lathered torsos and buttocks abound, a

cavalcade of mutual masculine exposure (Figure 3).

Superficially, then, this is a space in which the men are at ease with what I have called
their bodily presence. But the proliferation of bodies in the changing room does not allow
the necessary emotional faculties to flourish. Tellingly, Marko is ill at ease here: on his sole
visit, he is visibly out of place, threatened by Andrii, and eventually told to leave (Figure
4). If the stadium allows these men to compete for something beyond sheer physical
superiority — either the appreciation of women, Soviet honour, or (as Marko eventually
manages) both — then here bodily performance is internalised and claustrophobic: in this
homosocial theatre, the men must expose themselves to one another, but without an outlet

or an object of sublimation for their corporeal competitiveness. This is a space of anxiety

* Reid, ‘All Stalin’s Women’, p. 172.
¥ Laura Mulvey, ‘Visual Pleasure and Narrative Cinema’, Screen, 16:3 (1975), 6-18 (p. 12).
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about bodies that are nonetheless freely flaunted. Certainly, it is within the changing room
that Andrii’s ego is most threatened and aggravated: this is where he threatens to
physically assault Marko, and where he sabotages Boris’s running shoes, causing his rival

to fall and injure himself.

Anne Eakin Moss has argued that in films of the 1930s the depiction of social groups
is most often linked to femininity: male heroes are lone avatars of Stalinist values, whereas
women are represented communally.” This is, predictably, understood in terms of
cinema’s attempt to foster what I would call obuhchestvennost’ “These films make women'’s
community an object of desire by idealization and eroticization, but also inscribe the
audience into the community and ask the spectator to identify with it.” In this reading, the
public display of (female) flesh is one of Stalinism’s most powerful ‘affective techniques of
inclusion’.”” With this in mind, we might read Schadtlivyi finish’s proliferation of male flesh
as an indication of something gone awry in the collective; rather than the ‘passive and
fecund’ bodies of female community,” these showering men walk a fine line between
mutual appreciation and competitiveness or outright aggression. Again, the particular
configuration of bodies and vision in this fizku/tura film has the potential, at points, to
undermine conventional psychoanalytically minded readings. For instance, Haynes argues
that the musicals of Grigorii Aleksandrov are constructed in such a way as to counteract
the Oedipal crisis; since trauma derives in the first instant from the child’s recognition of
sexual difference, Aleksandrov enacts an ‘hysterical effacing of difference itself” (for
instance in the famous lullaby scene from the end of Zuirk (1936)).” How then to square
the therapeutic ‘effacing of [sexual] difference’ with the tension created when men watch

other men shower?

* Anne Eakin Moss, ‘Stalin’s harem: the spectator’s dilemma in late 1930s Soviet film’, Studies in
Russian and Soviet Cinema, 3:2 (2009), 157-172.

* Ibid., p. 159.

% Ibid., p. 160.

' Tbid., p. 163.

% Haynes, p. 108.
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Figure 3. Intimidating figures (Schadstlivyi finish)

Figure 4. Marko is ejected from the homosocial arena (Schastlivyi finish)

This homosocial anxiety speaks to the film’s primary concerns: the need to reconcile
mind and body, to construct a form of masculinity not prone to aggressive insularity, and
to do so in a way that can be publicly witnessed. What then is the positive form of
masculinity that the film offers in contrast? Rather than being driven by their bodies,
trapping themselves within homosocial panic, Boris and Marko succeed in finding more
ideologically sound and emotionally wholesome forms of interpellation. Boris trains under

the watchful eye of his brigade commander, Lukich. Revealed to be a former athletics
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champion himself, Lukich represents the paternalistic ideal of the film: calm, patient,
attuned to both the physical and technical requirements of Soviet society and thus able to
oversee both construction projects and fizkul'tura. It probably does not hurt that he bears a
certain resemblance to Lenin, a bust of whom also looks down on his training ground for
good measure. Marko, meanwhile, is mindful of and motivated by the need to better
himself, to expand his personal horizons beyond the ‘merely’ intellectual. The romantic arc
of the narrative, such as it is, derives from the fact that this project of self-improvement
happens to coincide with the need to ‘rescue’ Ania from the boorish Andrii. This, then, is
the psychological refinement of the sporting-romantic competition trope of the 1920s that

Schastlivyd fintwh enacts.

‘What is to be done, Comrade Apollo?’

The narratival insignificance of the female gaze is most strikingly conveyed in Marko'’s
decision to undertake his training regime in secret. Ania only witnesses his athleticism in
the final instance, when he has already become an avatar of positive masculinity. Marko is
shown attempting a high jump in his cramped apartment, and learning to swim in the open
ocean, but never in the stadium or in the presence of anyone but his sole confidante,
Vera.”” In itself this concealment would speak to the superficiality of his romance with
Ania: rather than showing her that his true strength of character lies in his self-discipline
and willingness to better himself for her, Marko denies her anything but a triumphant self-
image. But his desire for secrecy goes further than this: he actually feigns injury for much
of the film, walking with a cane and exaggerated limp, thus emphasising his physical

dysfunction to a girl who he knows appreciates athletic men.

Why introduce this double deception, when Marko’s appeal to Ania is precisely that
he is not as conceited and self-involved as Andrii? In her work on the problems of
masculinity in Stalinist cinema, Lilya Kaganovsky highlights the prevalence of wounded,
maimed, or otherwise impotent heroes in films of the 1930s. In her Lacanian reading, this

is a reflection of the need for castration — or ‘decentering’ — before the paternal figure of

% Open-water swimming in the Black Sea was a favoured training regime of elite swimmers at
the time, and regularly covered in newsreel footage. See for instance editions of Soiuzkino zhurnal
19/554 (RGAKEFD 1-2532) and 20/560 (RGAKFD 1-2536), both from 1935. The image of the clandestine
fizkul’turnik is a minor trope throughout the 1920s and 1930s. See for instance the ‘parallel’ training
regimes of Sirotkin in Besprizornyi sportsmen (1928) and Sandro and co. in Kote Mikaberidze’s
Zapozdalyi zhenikh (Tbilisskaia kinostudiia, 1939).
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Stalin, and hence a recognition of ‘male lack as the site of ideological and erotic
investment”.” A crucial aspect of becoming a ‘Soviet man’ is thus a process of self-denial,
realised through the body. Marko is already unfit: feigning injury is a doubling down on
his flaws as a man, what Kaganovsky cites as the necessary abnegation of the Stalinist
hero. In light of the homosocial panic captured in the changing room, we might
understand Marko’s behaviour as a form of self-defence. He is able to develop a platonic,
delibidinised relationship with Ania whilst he gradually and furtively shifts his perspective
on the world from intellectual pursuit to athletic achievement. It also allows for the film'’s
ideal model of masculinity: one based on mental acuity and physical self-sacrifice, the
sublimation of bodily impulses into delibidinised labour and fizkul’tura. At one point,
Marko stands before a neo-classical statue, leans on his prop cane, and asks, “Uro nenars,
tosapuibs Anosuton?’ (Figure 5) His cane reinforces the need for self-abasement; the
reference to Chernyshevskii and the epithet tovarwheh situate the film’s romantic/sporting
narrative in the sphere of Soviet ideology; the address to Apollo is an appeal to the rational
and instrumental in constructing subjectivity. It may be a comic image, even a pathetic

one, but this is Marko’s moment of heightened clarity.”

Figure 5. Comrade Apollo (Schastlivyi finish)

5 Lilya Kaganovsky, How the Soviet Man Was Unmade: Cultural Fantasy and Male Subjectivity Under
Stalin (Pittsburgh, PA: University of Pittsburgh Press, 2008), p. 25.

% The deployment of a Classical reference point is in keeping with what were burgeoning
Stalinist bodily aesthetics in art and life. See discussion of Room’s Strogii iunosha in Chapter 2 (above).
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We have seen that homosocial, bodily competition is helpless, that positive male
characters require ideologically sound and emotionally wholesome forms of interpellation,
that the hero must submit in symbolic self-castration to the paternal ideal. Lukich
functions in this provincial setting as the substitute for the largely implicit figures of Lenin
and Stalin, a kindly, omniscient, and demanding father, chiding Andrii and training Boris
(Figure 6). It is Lukich who instructs Marko that he must discard his cane and perform
against Andrii. Notably, Marko has already rejected the pleas of a gaggle of attractive,
scantily-dressed girls to rush to the stadium and take the injured Boris’s place at the
starting line before Lukich enters. When these same girls form a ring around Marko so
that he can change into his running shorts, the implication is clear: the hero sheds his
clothes and his deceptions in the presence of women but at the bequest of the paternal
voice. Lukich is the ‘leader’ identified by Liliia Mamatova as crucial to Stalinist mythology,
the one required to ‘mpuyunrs npocroro yenoseka k Gaurensrocti.”® Or, in the Lacanian
terms of Kaganovsky, the ‘prerogative’ of Lukich-the-father-figure ‘decentres’ the subject
in Marko, compelling him to try and accede to a constantly forestalled fullness of self.”” He
wins the race because of Lukich and against Andrii, rather than for Ania. This, then, is
how we are to understand that abrupt fade from stadium to railway platform and the
elision of actual romance from this romantic comedy. Lukich is a provincial avatar for
Stalin; having served his purpose, he is superseded by the interpellation of the capital and
the Big Man himself. There is always a bigger daddy. Marko’s self-negating masculinity

can now be tested at the epicentre of the nation.”

% Lilila Mamatova, ‘Model’ kinomifov 30-kh godov’, Iskusstvo kino, 11 (1990), 103-11 (p. 107).

% Kaganovsky, p. 10.

% Haynes identifies the ‘pull away’ from the female love interest in terms of a masculine refusal
to engage with sexual difference; whereas some onscreen heroes are pulled away to achieve great
feats of labour (for instance, in kolkhoz comedies), in fizkul’tura films they are compelled to get back on
the training field and run faster than before. Haynes, pp. 146-47.
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Figure 6. Under the watchful eye of Lukich-Lenin (Schastlivy finish)

Yet having triumphantly reconciled mind and body, could Marko not be afforded a
moment of respite with Ania? The immediate turn to Moscow suggests, in the final
instance, that the masculine ideal of Schaatlivy: finish cannot hold, that its balancing of
romantic longing, mental faculties, ideological acuity, and athletic prowess is too
precarious. Marko must continue to outrun himself, to supersede his personal emotional
investments; once again love is stuck as an abstraction, our young lovers denied any
intimacy that might threaten the call of the capital. As we will see below, 1930s culture was
replete with examples of local victory leading to national recognition, of ever-tightening
metonymies between citizen and sportsman, and of provincial avatars of Lenin and Stalin
yielding to the influence of the real thing: the coach of the nation. Aleksandr Deineka
himself had grasped something of this shift a year before Schastlivy: finwsh was released with
his popular poster ‘Rabotat’, stroit’ 1 ne nyt'!” (1933) (Figure 7). Its slogan, in the form of a
quatrain, echoes the famous line from Nikolai Nekrasov’s 1856 poem of civic engagement,
‘Poet i grazhdanin’(‘TTosrom moskents To1 He 6brTe/Ho rpaskpanunom 6uite o6sizan.’)” Not
everyone is to be expected to match Marko’s prodigious achievements — to be an atlet —
but he and his friends are an example of the requirement of every healthy citizen to think

of their body in terms of civic identity; to be a fizkul'turnik-citizen.

% Available at: <http:/ / www.stihi-rus.ru/1/Nekrasov /78.htm> [accessed 19 October 2016]
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Figure 7. Aleksandr Deineka, ‘Rabotat’, stroit’, i ne nyt’!’ (1933)

6. Lavry Miss Ellen Grei and Sluchainaia vstrecha: women

on the run

Schastlivyc finish is a film about masculinity, figured as the perpetual performance of
selflessness, control of the female gaze, and paternalism in work and love. It marries a
1920s-style abstraction of romantic narrative to a burgeoning desire, in the early 1930s, to
investigate the inner lives of its characters. What happens when the same subject matter —
running, gender roles, the mind-body conundrum, romantic intrigue — is explored
through the inner lives of women rather than men? How does a filmic focus on femininity

affect our understanding of obshchestvennost’, emotionality, and fickul tura?
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Below I consider in parallel two films about female Runners: Lavry Mws Ellen Grel
(Vostokfil'm [Yalta], 1935, directed by Iurii Zheliabuzhskii from a screenplay by A. lan)
and Sluchainaia vstrecha (Rot-Front/Mezhrabpromfil'm, 1936, directed and written by Igor’
Savchenko). Both are set in Ukraine, and both bear witness to the 1930s’ retrenchment of
gender and familial roles outlined above, as well as to the growing infrastructural influence
of fizkultura as a normativising force in Soviet society. In Lavry, Tania and her husband
Mukhtar are exemplary workers on the docks of Crimea as well as enthusiastic and
talented fizkul'turniki. Tania’s hopes of emulating the record-breaking time of celebrity
American runner Ellen Gray at an upcoming regional Spartakiada are hampered when she
falls pregnant. Desperate to have an abortion and dedicate herself to training, she leaves
Mukhtar, who has insisted that she both bear his child and not allow sport to distract her
from her work commitments — the local Komsomol have declared that the repair of a
cruise ship will be completed by the beginning of the Spartakiada. Cut loose from the
collective, Tania is denied an abortion, falls in with the disreputable layabout Mot’ka, and
neglects both her health and that of her unborn child; she is then beaten in the climactic
running race by a former friend who is also a proud mother. Eventually she is brought
back into the collective fold and reunited with Mukhtar, who in her absence has achieved

local celebrity as a parachutist.

Sluchainaia votrecha likewise relates the story of a young woman reconciling the
demands of pregnancy, work, and sporting excellence. The action revolves around the
workers in a toy factory set somewhere in idyllic provincial Ukraine. Grishka, a sports
instructor newly arrived at the compound, recognises the running prowess of the udarnitsa
Irina and resolves to train her in preparation for an All-Union competition in Moscow.
Coach and athlete fall in love and are soon married. When Irina falls pregnant, Grishka
demands that she have an abortion in order that her training not be compromised; she
declines and their marriage breaks down. Her comrades at the factory, as well as its kindly
director Vasilii, rally around Irina, supporting her as a young mother and rejecting
Grishka. Irina is thus able both to give birth to a daughter, and to compete — and win —
in Moscow. By the film’s close she has also forged a new, mutually rewarding relationship

with her co-worker Petr Ivanovich; Grishka is left an arrogant and dissatisfied outcast.

Despite the superficial narrative similarities, these two films represent a quite radical
departure from Schastlivyi finish. Where Marko and Ania share a single, chaste kiss at the

climax of that film, Tania/Mukhtar and Irina/Grishka are directly and immediately
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confronted with the problems of desire, sexual relationships, and familial duty. As noted
above, these two films are prime examples of the trend towards the fictionalised mirroring
of real-life sporting celebrities. Star swimmer Anton Shumin’s marriage to his protégée
and trainee Kseniia Aleshina, for instance, mirrors the situation of Mukhtar and Tania in
Lavry Miss Ellen Gred or that of Grishka and Irina in Sluchainaia votrecha. P. E. Hall, an
English sports journalist who visited the Soviet Union in 1935, recalls the celebrity of
Mariia Shamanova; a chemist who was also the most successful female distance runner in
Russia, she had retired from athletics to give birth before returning to training and setting
a new record.”’ Given Shamanova’s fame at the time, the clear parallels with Irina in

Sluchainaia votrecha, released a year after Hall’s visit, are surely not coincidental.

There is thus a visceral, corporeal element to the emotional relationships in these films
that runs deeper than the physical exertion of athletics. Irina and Tania only find
resolution in private and public life when they recognise the secondary importance of
athletic performance in the face of the social, emotional demands of family and co-workers.
Lavry Miss Ellen Gred and Sluchainaia votrecha are key texts inasmuch as they demonstrate
the need for filmmakers by the mid-‘30s to account for the inner lives of individualised
characters, the changing role of fizkul’tura as a structuring aspect of Soviet public life, and
the continuing search for a workable model of obshchestvennost’, the elusive quality of
mutuality that was now expected to inform the lives of onscreen characters down to the
genital level. The shift in focus from masculinity to femininity in these films is paralleled by
a discarding of homosociality in favour of heterosexuality. In these sun-kissed fantasy
worlds populated by bodies that are both desirable and increasingly strictly interpellated
by ideological demands, how will eroticism be accommodated? How will the spectatorship

of (female) bodies be made obshchestvenno; if necessary, how will it be policed?

“0P. E. Hall, ‘Sport’, in Playtime in Russia, ed. Hubert Griffith (London: Methuen and Co., 1935),
pp. 184-204 (pp. 194-196).
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7. Nothing more than a name on a boat

XO4Yellb PELIUTh OJOBYI0 Npobiemy — Oyab 0OlIeCTBEHHBIM PAOOTHUKOM, TOBAPUILEM.

Nikolai Semashko

Sex 1s a material reality for the couples of Lavry Miss Ellen Grei and Sluchainaia votrecha.
The ‘sexual problem’ was a constant issue for the Party; it was also one that they
approached with a remarkably consistent ideological and institutional arsenal. Both
Frances Bernstein and Dan Healey demonstrate how the rationalistic, modernising
institutions and programs of NEP-era prosveshchenie campaigns provided the material basis
and moral legitimation for Stalinist conservatism in matters of sexuality and gender.”
Bernstein in particular draws out the dual principles driving the burgeoning discourse on
‘sexual hygiene’ by the end of the First Five-Year Plan: the maintenance of personal sexual
health in both physical and psychological terms, and the reproduction of healthy
offspring.® As we shall see, both of these principles are active in these films. Yet ‘sex’, in
and of itself, is absent. We should be mindful here of a point made by Andrey
Shcherbenok: a ‘Soviet kiss’ is not the same as a ‘Hollywood kiss’. Drawing on Dashkova,
Shcherbenok argues that whereas a kiss in American cinema of the 1930s functioned
metonymically to convey the ‘fantasmatic scene’ of intercourse, ‘Soviet cinema tends to
immerse the off-screen sex act in such a tangle of emotions and meanings that its

fantasmatic corporeality fades from view.* Feeling trumps friction.

Lavry Miss Ellen Gred and Sluchainaia votrecha can be read as visual reiterations of
problems that had preoccupied Soviet culture for over a decade. As I have indicated
above, a strict gender essentialism was central to the theory and practice of fizkultura, and
the same is true of its onscreen representations. Men and women in these films experience
sexuality in quite different ways and to quite different ends. For one thing, sexual desire
itself is strictly gendered as masculine. In both films it is men who have explicitly erotic

designs on women — namely, Mot’ka and Grishka. For each, the sexualising gaze is

“! Cited in Vladimir Bekhterev, Znachenie polovogo vlecheniia v zhiznedeiatel nosti organizma
(Moscow: Narkomzdrav RSFSR, 1928), p. 25.

“ Bernstein, pp. 1-7; Healey passim, esp. p. 159.

“ Bernstein, p, 130.

“ Andrey Shcherbenok, ‘Russian /Soviet Screened Sexuality: An Introduction’, Studies in Russian
and Soviet Cinema, 3:2 (2009), 135-44 (pp. 137-138).
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reflective, and constitutive, of a socially pernicious personality. Julian Graffy has
described Grishka as the concentrated centre of Sluchainaia vstrecha’s ‘darkness’, an agent
from beyond the idyllic world of the toy factory who acts to highlight its latent ugliness;™ it
is his sexual desire for Irina (and the pregnancy that results) that darkens the mood.
Mot’ka in Lavry is a less threatening figure than Grishka — weak, disoriented, and stupid,
he enters the frame haphazardly, his gait lazy, his hands in his pockets, never seemingly
intent on going anywhere in particular. He is often framed alongside or behind some
sporting action, a clueless bystander. He is also the only character to experience attraction
to another; when he does act, it is out of thoughtless desire for Tania, and he embarrasses
himself (for instance, painting her name on the side of a boat in the process of being
repaired) (Figure 8). In his final close-up he is framed as a grinning non-entity between
the wife he has failed to woo and her returning husband (Figure 9).* His is a reactive,
empty body, making him a closer relative to the sub-Chaplin clowns of the 1920s fizkul’tura

comedies than the bright young workers that populate the scenes around him.

Figure 8. Mot’ka and the vandalism of sexual attraction (Lavry Miss Ellen Grei)

“ Julian Graffy, ““An Unpretentious Picture”? — Igor’ Savchenko’s A Chance Encounter’, Studies in
Russian and Soviet Cinema, 6:3 (2012), 301-18 (p. 311).

“¢ This final framing shot of the three characters recalls the visualisation of the love triangle
between Natasha, Fogelev, and Ilia at the close of Boris Barnet’s Devushka s korobkoi
(Mezhrabpomfil’'m, 1927).

1562



The Runner

Figure 9. Mot’ka’s final exclusion (Lavry Miss Ellen Grer)

While the severity of its consequences might vary, masculine sexual desire is not a
complex thing. The ‘simplicity of male desire’ — here its simple negativity — is noted by
Healey;” men were the agents of a spermatic economy whose libidinal flows were
uncomplicated and could/should be straightforwardly stifled or sublimated — for instance,
through sport. The danger posed to obuhchestvennost’ by masculine sexual desire was, then,
that it was in its crudeness too easily abstracted into the unthinking pursuit of
gratification. Much like the titular American sprinter Ellen Grey, whose magazine profile

she 1dolises, Tania becomes a mere referent for attraction, a name on a boat.

Mot’ka’s clownishness is further exploited to expose the sinister implications inherent
in this idea of masculine desire. At one point he believes he has discovered Tania’s address.
Holding a dishevelled bouquet, he rings the bell and tells the maid he is there to see the
young lady of the house; the camera dwells in medium close-up on his expectant grin as it
turns to incomprehension when the maid returns with a girl of five or six. It cuts to a wide
angle shot of the plush, petit-bourgeois lounge, the guileless sailor with his flowers
opposite the innocent child in her white dress. The scene is a contrived comedic skit, but
this framing is more disturbing than amusing: the visual punchline of the scene has Mot’ka
wooing a pre-pubescent child. Like the dissatisfied outcast Grishka — who is ejected from
the stadium by the police after Irina’s triumph and trudges disconsolately into the distance

(Figure 10) — Mot’ka is ultimately expelled from the collective with which he has failed to

“ Healey, p. 78.
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reconcile himself. Unlike Grishka, and perhaps reflective of his status as clown rather than
outright villain, his departure is on his own terms. He chooses to leave on the Krasny: sport,
the ship which Tania’s and Mukhtar’s labour collective have been repairing throughout
the course of the film (Figure 11). Tania gives him a portrait of herself as a memento, or
else as a reward for having relieved the Odessa collective of his unhelpful presence.

Carried out to sea, he is allowed to indulge in his simple, idolatrous desire.

Figure 10. Grishka is cast out (Sluchainaia vstrecha)

164



The Runner

Figure 11. Mot’ka sails away (Lavry Miss Ellen Grei)

If masculine sexual desire is direct, active, and problematically simplistic, then what is
the feminine relationship to sex? In answering this we have to reckon with the chasteness
of these films, as highlighted by Dashkova.® There is no onscreen sexual contact, and
women are never depicted as desiring subjects. As Pat Simpson has noted, one aspect of
Stalinist representations of fizkul'turniki inherited almost untouched from the 1920s was
‘hygienism’, a fixation on cleanliness and probity whereby women were expected to submit
‘to a double level of containment and body discipline — fizku!'tura followed by ‘hygienic
maternity’.” If we are to approach the question of feminine sexual desire in Lavory and
Sluchainaia vstrecha, we have to do so indirectly, recognising the way in which feminine
sexual self-awareness is recast obliquely as the female characters’ understanding of their
body as something to be ‘shared” in broader, less explicit terms. Obsbchestvennost’ once more
comes to the fore as an analytical category against which we are encouraged to judge these
women and their understanding of their own bodies. As Dashkova notes, ‘na

« O6H_IeCTBeHHbII‘/JI » XapakTep J'IIO6BI/I YKasbiBa€T, B 4aCTHOCTH, 0NICYIMCMmete nPusanHociiL B

6 » 50
JJFOOOBHBIX CII€HAaX .

We have already seen that Tania’s narrative is one of self-isolation from the collective,
followed by reconciliation. We can reframe this indirectly in terms of desire. To some

degree Tania’s flaw is that she does not understand her own body as something that could

“¢ Dashkova, pp. 80-126.
“ Simpson, ‘Liberation and Containment’, p. 1328.
% Dashkova, p. 89.
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be enjoyed by or shared with others. She intends to make of herself a singular, iconic
image, like that of Ellen Grey in the sports journal over which she obsesses; as such, she
seeks to expunge her body of the taint of others. (We should note here Zheliabuzhskii’s
play on still images throughout the film: from the photo portrait of Ellen Grey that
kickstarts the narrative to the image of Tania that Mot’ka carries away with him in the
closing shots, via the frequent framing of print media such as newspapers and letters, and
the inclusion of a keen amateur photographer among the supporting cast). Tania’s desire
to have an abortion represents her attempt to reverse the irreversible act of having
compromised her body through intimacy with Mukhtar. In this idyllic Crimean
community, though, private intimacy is merely a microcosm of social intimacy, and to
abandon the embrace of her husband is also to abandon her co-workers. In this sense she
is guilty of abusing the emotional infrastructures that have made her who she is, a skilled
worker, secure wife, and talented athlete. Tania’s detachment from her own desirability is
a result of her objectivising her body oo much; she understands it purely in the quantitative
terms of the runner and not as a friend or lover. To paraphrase the psychologist Vladimir
Borovskii, whom we encountered in the Introduction, she fails to recognise her body’s

« 51
OUo-conManbHas [EHHOCTS .

If Tania acts in fear of the desirability and ‘shareability’ of her own body, then
Mukhtar is at the centre of several scenes that provide a contrast to her detachment. He is
an emotional as well as a physical role model, the onscreen representative of another trope
identified by Dashkova: ‘nokas 110681 uepes paboty, To ecTb He MpocTO NapasIenusam, a
nepexoduposariue nNoOOBHOM TMHUN B TPYAOBYIO [...] IeMOHCTpUpPYeT LyXOBHOE eAnHeHUe
napsl u, myTem meTadbOpIIecKoro nepeHoca, MPOYNTHIBACTCS KakK apoTideckast.” He
welcomes and defends the odinakovost’ of labour and family units. He does this not in terms
of his sexuality, but by putting his body on the line for the sake of the collective. In one
sequence, Mukhtar dons a diving suit to salvage a damaged boat, in front of cheering
crowds of coworkers reminiscent of a sporting event. Later he strips to his pants to lead
the Spartakiada parade. At the climax of the film, he attempts a perilous parachute jump
over the bay in order to delight and inspire the people below. Mukhtar appreciates the
(desexualised) public desire for his body. His acts of display indicate how the onscreen

spectator and the offscreen audience are positioned in relation to the emotional-sporting

*! Vladimir Borovskii, ‘Chto takoe psikhologiia’, Krasnaia nov’, 4 (1927), 155-75 (p. 170).
% Dashkova, p. 86.
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narratives being played out. In my final chapter I return to the notion of bodily sacrifice as

constitutive of the Soviet experience of spectatorship.

Irina in Sluchainaia vstrecha is an uncomplicated character; indeed, in contrast to men
such as Grishka and Mot’ka, the transparency of her motivations is precisely an indication
of her positive social standing, as Julian Graffy has observed.”® The simplicity of her
character is a reflection of her complete commitment to the collective, which is structured
around both labour and leisure: as one intertitle tells us, communal exercise in the stadium
and river takes place ‘Kaxppiit nens nocie paborsr..." (Figure 12) So, while she entertains
Grishka’s initial flirtations as he tails her around the running track during training (Figure
13), she only submits to him later in the film, when he publicly declares that he will live
within the community as her personal trainer. Irina is at ease with her own desirability as
she is with her athletic prowess, but she understands these as secondary to the collective
that supports her. It is worth noting also that the drama of Grishka’s eventual non-
departure is resolved by an act of collective sacrifice on the part of Irina’s comrades: their
pledge to Vasilii, the patrician director of the factory, to take on her workload so that Irina
can devote time to training is what convinces Grishka to stick around. While hardly a
more complex figure than Grishka, Irina is legitimated by her appreciation of the social

structures sustaining their briefly-shared sporting and erotic goals.

Figure 12. Irina and her sympathetic supporters (Sluchainaia vstrecha)

% Graffy, p. 308.
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Figure 13. And her unsympathetic admirer (Sluchainaia vstrecha)

Notwithstanding her talent as a runner and her attractiveness, Irina is completely
subsumed within the obshchestvennost’ of the commune. As a result, and despite her being
nominally the heroine of the film, she is often a background character and at points
retreats entirely from the action. The film’s troubled production history reflected this, with
the initial title of /rinkin rekord changed on its release to Mesiats mai; only after the film was
withdrawn from circulation and recut in response to criticism did it acquire the title
Sluchainaia votrecha.” 1f the film has a ‘hero’ then it is surely Petr Ivanovich, who mediates
those scenes that allow the Irina-Grishka narrative to unfold (he leads the collective
request that Vasilii sign Irina off for training, stands up to Grishka after he demands that
she have an abortion, and confides in Vasilii in his efforts to expel Grishka from the
commune) and ultimately becomes the surrogate father of their baby. While Irina does not
entirely neglect the desirability of her body, she understands this within the lyrical,
sentimental terms of the provincial commune setting; her beauty is simply of a kind with
the natural delights of the woods where couples are shown romantically strolling, and the
social delights of a smoothly-run labour-leisure collective. In Emma Widdis’s words, ‘Irina
turns away from the physical discipline of heroic achievement and embraces the [...]

pleasures of pregnancy [...] Erotic fulfilment is replaced by an alternative model of

* Emma Widdis has informed me that the indefatigable Petr Bagrov of the state Gosfil'mofond
archive has recently uncovered a new version of Savchenko’s film, opening up the possibility of yet
more refraction away from the director’s initial treatment.
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sensory plenitude.”® Desirability and sexual satisfaction are never for her ends in and of

themselves.

The totality of Irina’s (and Petr Ivanovich’s and Vasilii’s) identification with the
collective and the simplicity of character that results were, however, indirectly identified
by critics as failings, inasmuch as they reduced the drama onscreen to something
superficial and sentimental. According to Ol'ga Afanas’eva, the film’s lyrical stylings create
the impression of a “xoxybHON NPUNOAHATOCTH U HEeCTECTBEHHOCTU C HEOOIBIIMU
MICKYCCTBEHHO MPHIMMTHIMHU BITM30IaMH U3 peabHoil xusan.*° Afanas’eva’s comments
were in keeping with a wider trend in film criticism in the mid-1930s attacking cinematic
‘lyricism’ for its lack of engagement with the richness of Soviet reality. Vsevolod
Vishnevskii coined the term ‘kameproe kuno’ in his attacks on directors such as Mikhail
Romm and lulii Raizman, criticising their fondness for elegant domestic interiors that
lacked heroic monumental’nost’s™ in response, Béla Baldzs argued that the scale of Soviet
achievement in reaching into all areas of life could in fact only be captured on the human
or individual scale.”® In this Baldzs joined the ranks of film critics and theorists arguing for

the portrayal of feeling subjects onscreen.

For critics incensed by kamernost’ and lyricism, Savchenko’s film was indicative of a
deleterious trend. V. Tarov cited Sluchainaia vstrecha in these terms: ‘Ilopa pemmrensno
BBICTYNaTh MPOTUB PaboT, JIETKO U GeCIevHO CKOJIb3SILMX MO NOBEPXHOCTHU Hallel 6oraToi
neiictBuressrocTn.” Writing in Kino, K. Linovskaia explicitly linked the film'’s
superficiality to its monochromatic characterisation: ‘Kapruna nosepxnocrnas [...] B
kaprune xusbix moaeii ver.” Reading these two films in terms of romantic narratives
driven by physical attraction, then, strands us in a world of poverkhnost’ rather than one of
dewstvitel'nost’; particularly when the desired female leads, Tania and Irina, are detached
from or unconcerned by the social function of their body image. To get beyond this
superficiality and draw out the more profound links between sex, femininity, and
obshchestvennost’ requires us to look at the ‘bio-social’ concerns of these films beyond

flowers and flirtation: pregnancy, spectatorship, and citizenship.

% Emma Widdis, ‘Child’s Play: Pleasure and the Soviet Hero in Savchenko’s A Chance Encounter’,
Studies in Russian and Soviet Cinema, 6:3 (2012), 319-31 (pp. 324-8).

% Q. Afanas’eva, ‘Sluchainaia vstrecha’, Rabochaia Moskva (18 October 1936), p. 4.
% Vsevolod Vishnevskii, ‘Protiv kamernoi kinematografii’, Kino, 20 (1937), 2.

%8 Bela Balash (Béla Baldzs), ‘Monumentalizm ili kamernost’?’, Kino, 22 (1937), 2.

%7 V. Tarov, ‘Besslavnoe proshloe i budushchee. O fil'me “Sluchainaia vstrecha”’
Moskva (13 October 1936), p. 3.

%0 K. A. Linovskaia, ‘Sluchainaia vstrecha’, Kino, 49 (1936), 3.

, Vecherniaia
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8. Working mothers and man-children: avoiding the issue

At the head of this chapter I noted that the 1930s have often been considered a period
of retrenchment in terms of gender issues. In this reading, motherhood is the ne plus ultra of
gender-specific experience, the supreme example of an individual character’s sensual or
bodily experience tallying with social exigencies. Whilst there is much to debate in any
rigid discursive periodisation (as I have indicated more than once, the rhetorical and
institutional continuities between the 1920s and 1930s as regards sexuality and gender are
significant), the issue of pregnancy/maternity was certainly brought to the fore in the mid-
1930s by a raft of legal and cultural interventions. Perhaps most notable was the
recriminalisation of abortion; the Central Executive Committee resolution on the matter
was carried on 27* June 1936, four months before the release of Sluchainaia votrecha. As we
will see below, this stark biopolitical interdiction on the part of the state was tied to a
refiguring of Soviet citizenship that was formalised in the ‘Stalin Constitution” adopted in

November of that same year.

Lavry Miss Ellen Grei and Sluchatnaia vstrecha are prime examples of the cultural
manifestation of this ‘maternal turn’. In these films, pregnancy serves to take characters
and viewer beyond the poverkhnost’ of beauty and even sex itself, towards more profound
questions of femininity and what we have called ‘6uo-counansuas nennocrs’. In this they
stand out from the broader fizkul’tura cinema, which shied away from pregnancy. As far as
I have been able to ascertain, Lavry and Sluchainaia vstrecha are the only surviving
fizkul’tura films to tackle the issue of pregnancy, although Julian Graffy has drawn out
links between them and other films of the period: Iulii Raizman'’s Letchiki (Mosfil'm,1935),
in which the heroine Bystrova comes to act as surrogate mother to another woman's child;
Fridrikh Ermler’s Krestiiane (Lenfil'm, 1935), with its animated sequence imagining the
heroine as mother to Stalin’s child; and Grigorii Aleksandrov’s hit musical Zuirk (Mosfil'm,
1936), which again deals with questions of surrogacy and the collective responsibilities of
parenthood.”’ Outside of the cinema, art historian Pat Simpson has demonstrated how the
mid-1930s fit within a longer-term evolution in Soviet understandings of motherhood. Her
reading of canvas art from the 1920s to the end of the Second World War outlines ‘an

apparently enduring commitment within Soviet culture to a broadly eugenic evolutionary

*! Graffy, pp. 313-5.
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ideal of the healthy New Soviet Woman.®> Within this, the cleanliness and rude health of

the female body is stressed, whether as mid-1930s mother-citizen, or as 1940s incarnation

of the Motherland.

To understand the function and character of motherhood in Lavry Mws Ellen Gred and
Sluchainaia vostrecha we need to examine two aspects that risk being elided: the experience
of being pregnant, of carrying a child and projecting that child into the future; and the fact
of children and their function within the collective. The first is curiously elusive. In neither
film is pregnancy represented onscreen, despite being the central narratival device. Lavory
ends with Tania reconciled to her pregnancy and to Mukhtar but with the reality of
bearing a child yet to have an impact on their lives. As we have seen, Irina in Sluchainaia
vatrecha retreats from the narrative into her pregnancy; after Grishka leaves the toy factory
we cut straight to the scene of Irina’s triumphant race some years later. Widdis describes
this as the retreat into ‘the corporeal chaos and private pleasures of pregnancy.”®® Whilst it
is correct to highlight the way that the nominal female lead recedes from the film, replaced
onscreen by a homosocial reckoning between Grishka, Petr Ivanovich, and Vasilii, the
‘corporeal chaos and private pleasures of pregnancy’ here are something of a projection.
The sense of Irina’s being pregnant is completely lacking; all that we get is the statement of
a physiological fact relating to a hypothetical time frame: she cannot carry to term and
continue to train as an athlete. It is as if the film doubles down on the absence of
metonymically-referenced sex identified by Shcherbenok, by also removing pregnancy
from the viewer’s ‘fantasmatic’ field of vision. This elision plays out in the scene in which
Irina informs Grishka of her pregnancy and he demands she seek an abortion. The
confrontation is shot as a series of singles, husband and wife counterposed rather than
framed together in a way that denies the union that led to the situation at hand. The
camera lingers on Grishka and his angry gesticulations shot in full, cutting only briefly to

close-ups of Irina’s static face (Figures 14 and 15). Grishka dominates the exchange.

% Simpson, ‘Liberation and Containment’, pp. 1319-1320.
% Widdis, ‘Child’s Play’, p. 324.
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Figure 14. Grishka rejects the pregnancy (Sluchainaia vstrecha)

y
POCCHA /

Y

Figure 15. Irina reacts to rejection (Sluchainaia votrecha)

In Lavry Miss Ellen Gret, the fact of pregnancy is likewise missing. Zheliabuzhskii

distances the viewer from Tania’s ‘predicament’ by filtering the physicality of pregnancy
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through textuality.” His film lacks a dramatic scene of revelation such as that between
Irina and Grishka; instead, Tania informs Mukhtar of the situation iz abventia, leaving him
a written note. Zheliabuzhskii chooses to show us this note being written out in full in
close-up, firmly concentrating our attention on the verbal release of information rather
than the characters’ sensory experiences (Figure 16). One of the few other references to
Tania’s physiological state also comes in text, in intertitles relating dialogue between
Mukhtar and friends, expressing concern that his errant wife is not eating or sleeping
properly given her condition. When Tania visits a clinic to request an abortion, she is
denied: ‘Bamn moTtusbl HeocHoBaTesnbHbBIE U MBI Bam onepaumio aenats He Oyaem.” The
charge of neosnovatel’nost’ refers in the first instance to Tania’s lack of social conscience in
abandoning her husband and comrades, but it could just as well relate to the film’s
insubstantial portrayal of pregnancy. As with Irina, we witness Tania’s emotional response

to the news of pregnancy but not her experience of pregnancy itself.

Figure 16. Tania’s farewell in writing (Lavry Miss Ellen Grei)

Describing NEP-era depictions of maternity such as Sergei Tret'iakov’s 1926 play
Kbhochu rebenka and Abram Room’s 1927 film Tret’ia Meshchanskaia, Hannah Proctor writes

that:

T am grateful to Julian Graffy for the observation that Lavry was surely one of the final silent films
produced in the Soviet Union; whether Zheliabuzhskii was knowingly playing on the question of text
and speech with this technological evolution in mind is unclear.
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The female protagonists of these narratives are poised between times; their children
remain incorporeal, like communism itself. The physical experience of pregnancy
and childbirth are similarly absent, detaching motherhood from the messy present-
tense materiality of both the body and the domestic sphere. Although the desire to
have a child is presented as a biologically rooted female yearning, pregnancy seems
to occupy the mind rather than the womb, functioning as a kind of transcendent

link to the future.®

Chronological disparities notwithstanding, Proctor makes a valuable point here as
regards onscreen maternity of the 1930s. The elision of the ‘messy present-tense
materiality’ is best understood as the result of a kind of temporal realignment, one that
privileges the always-already-born child over the unborn child. The biopolitical
significance of the pregnant body is not in the female-specific experience of carrying to
term, but in the universal act of bringing forth new citizens into the population; as such,
the gestation period itself is either avoided, as we have seen, or retroactively represented
through the already-born child. If NEP-era children were ‘incorporeal, like communism
itself’, then by the mid-1930s they were present in abundance, proof of the Stalinist claim
that socialism was a fait accompli in the Soviet Union. The emotional response of the viewer
is not directed towards the body of the glowing mother-to-be, but rather on the child
already present, and on the social structures that support women and children in their

particular fragilities.

Children thus come to stand for the whole process of fertilisation, pregnancy, birth,
and parenthood. Both Graffy and Widdis comment on the role of infantilisation or
‘infantilism’ in Sluchainaia votrecha, a film ‘marked by the ubiquitousness of children and
toys and by the childlike qualities of the adults.*® Not for nothing does the action unfold in
a toy factory in which the adults are institutionalised like schoolchildren, allowed out to
play at the end of each day. The greatest show of wonder at the toys produced involves not
children but the workers themselves, in the scene in which Petr Ivanovich convinced
Vasilii to allow Irina time off work with a display of fantastical new contraptions, including
a remote-controlled zeppelin. Vasilii himself, like Lukich in Schastlivyi finish, is a typically

paternalistic Stalinist director who calls the local youths his ‘consultants’ and acts as foster

% Hannah Proctor, “‘Women on the Edge of Time: Representations of Revolutionary Motherhood
in the NEP-Era Soviet Union’, Studies in the Maternal, 7:1 (2015), at: <http:/ / www.mamsie.bbk.ac.uk>
[accessed 8th October 2015].

% Graffy, p. 306.
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father to vulnerable orphans. In the scene in which his kindly wisdom is most highlighted
— when Petr Ivanovich comes to him for advice regarding Grishka — Vasilii is holding a

baby (not his own) in his arms throughout (Figure 17).

Figure 17. Vasilii as the universal father (Sluchainaia vstrecha)

For Graffy this ‘cult of the child” allows Savchenko more easily to emphasise the
totalised harmony that characterises Stalinist sociality: there is no ‘estrangement’ between
generations, between work and play, between industry (the factory) and nature (the sun-
dappled woods and lake).” For Widdis the omnipresence of toys and games is indicative of
the film’s attempts to map out a new model of bodily pleasure within the strictures of
Stalinist comedy: ‘the tactile and magical pleasures of toys’ neutralise the threat that adult
passions might otherwise pose.”® Two notions are implicit in both authors’ readings of the
film: first, that the Stalinist idyll functions only when the figure of the child is fully
incorporated into its symbolic order; second, that the bodily facts of attraction, sexuality,
pregnancy, and birth cannot be allowed to contaminate the muwe en scéne. The maintenance
of obshchestvennost’ thus depends on the sublimation of precisely those gendered and

sexualised experiences that the biopolitical bent of Stalinism aimed to regulate. Relevant

7 Ibid., p. 311.
% Widdis, ‘Child’s Play’ p. 328.
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here is Oksana Bulgakova’s observation — one in keeping with the readings of Dashkova
and Shcherbenok — that the relationships between men and women in films of the era are
centred on ‘production’ more than on ‘eroticism’.*”” The viewer is prompted to understand
any sex that might occur as always-already subsumed into a tight network of emotional-
social dependencies. Filmmakers may have turned to questions of maternity in an attempt
to add emotional or sensual heft to their romantic narratives, but the old charge of
poverkbnostnost’ still applies. When Grishka angrily protests Irina’s decision to keep their
child, he asks her: ‘A zauem Tebe peGenok? Xouewn s tebe kykiy kynao? No doubt this
line is supposed to underscore his callous nature, but it does in fact point to the structuring
of emotional repression — and the concomitant superficiality of social interactions — that

dominates the film as a whole.

9. The citizen-spectator

To understand how issues of sexual desire, pregnancy, and parenthood are at least
partially resolved in Lavry and Sluchainaia vstrecha, we have to look at those moments in
which the infants of fizkulturnitsy do in fact appear. Both films feature a climactic race in
which the heroine pits herself against local rivals. Both have faced the same dilemma and
reacted differently: Tania has tried to run despite her pregnancy, whilst Irina is returning
to athletics after retreating into pregnancy and motherhood. Their results, of course,
correspond directly to their decisions. Irina wins her race in record time, takes her young
daughter in her arms, finally dismisses Grishka (who has come to see what his former wife
is capable of), and runs a lap of honour before the jubilant crowd, child and new husband
Petr Ivanovich in tow. Tania loses to a co-worker who also happens to be the mother of a
young child, and is reduced to watching as her conqueror celebrates with her own
husband and toddler, who shouts: ‘Tlana, cmorpu! Mama nepsas!’ (Figure 18) What is at
stake in these mirrored scenes of athletic victory and dejection, cohesive and broken family

units?

% Oksana Bulgakova, ‘Sovetskie krasavitsy v stalinskom kino’, in Sovetskoe bogatstvo. Stat'i o
kul'ture, literature i kino. K shestidesiatletiiu Khansa Giuntera, ed. by Marina Balina, Evgenii Dobrenko,
and Iurii Murashov (St Petersburg: Akademicheskii proekt, 2002), pp. 391-411 (p. 399).
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Figure 18. Victorious family units (Lavry Miss Ellen Grei - Sluchainaia vstrecha)

Let us unpack the visual structure of these parallel scenes. In each a distinction is
established between two sets of spectator: the crowd and positive individuals, and the
negative individuals of Mot’ka and Grishka. The crowds are portrayed as a uniform,
animated mass, good-natured in their enthusiasm, celebrating the generalised atmosphere
of athletic achievement rather than their particular favourites. The effect is emphasised
with shots of uniformed sailors and policemen integrated into the collective (Figure 20).
Both directors employ frequent low angle shots that stretch the image of the crowd across
the frame, and both favour a fixed shot from ground level that allows for the runners to

move through the frame whilst keeping the crowd in focus at all times (Figure 19).

Figure 19. Framing the crowds (Lavry Miss Ellen Grei - Sluchainaia vstrecha)
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Figure 20. The uniformed masses (Lavry Miss Ellen Grei - Sluchainaia vstrecha)

In each instance attention is also drawn to an individual spectator already established
as a positive character: Petr Ivanovich in Sluchainaia vstrecha and Mukhtar’s photographer
friend in Zavry. These figures are foregrounded against the crowd and given their own
reaction shots (Figure 21); these are partisan observers used to tie the general mood of

goodwill created by the crowd shots to the emotional narrative of the films as a whole.

Figure 21. Individualised emotional spectators (Lavry Miss Ellen Grei - Sluchainaia vtrecha)

Mot’ka and Grishka are unsympathetic spectators. We witness each arriving separately
from the other principal characters, inserting themselves into the pre-existing, happy

homogeneity of the crowd. Both are anxious, moving awkwardly through the frame;
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Grishka is smoking (much to the amusement of one bystander who remembers him as the
stern fizkul'tura instructor from the toy factory who forbade tobacco). Both men are
invested in the performance of a single female athlete, whence their anxiety and their
alienation from the crowd around them; both, too, are dissatisfied with the results of their
respective races, Mot’ka because his beloved Tania has lost, Grishka because his ex-wife

has won without his involvement.

The distinctions drawn between these ‘positive” and ‘negative’ spectators bring to the
fore the connections being made between the figure of the athlete, the collective, and the
emotional sphere. The crowd in these sequences is a positive manifestation of the idealised
Stalinist public. Its relationship to the bodily exertions of individual (female) athletes is
universalised: the crowds here would celebrate regardless of who won, since any
expression of sporting ability would, by virtue of the construction of public space, be a
‘Soviet’ one. As for those individualised spectators who are in fact invested in the
performance of one particular athlete, this emotional particularism is vindicated: given the
unity of family and labour units in these films, the fizku/turnitsa in question was always
already a coworker and comrade before they became either a romantic partner or a star
athlete. (Luckily for Petr Ivanovich, he inherits a child, so he and Irina do not need to
have sex.) Watching the race need not have anything to do with either the female athlete’s
sexual attractiveness or their sporting achievements. In this succession of medium-depth
shots, premised on proximity but not intimacy, the spectator’s gaze is once again directed
towards public female bodily performance and away from any over-identification with the

individual body as such.

Figure 22. Irina and Mukhtar, avatars of the community (Sluchainaia vstrecha - Lavry Miss Ellen Grei)
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Mukhtar-the-husband in Lavry Mws Ellen Grei in particular is a confusing figure unless
the above is taken into account. He does not seem to care too deeply that his pregnant wife
has left him, and dedicates considerably more effort to repairing boats than he does to
winning back her affections. His actions — or lack of them — are more coherent if we
read him as the symbolic counterpoint to Tania’s individualism. His narratival role is
precisely to embody on the everyday level the emotional obshchestvennost’ that is replicated
en masose in the stadium scenes. Mukhtar is the centre of several scenes that provide a
contrast to Tania’s detachment, where the odinakovost’ of labour and family units is
demonstrated with a degree of self-congratulation. At a fizkul'tura parade (put together
with footage that is either drawn from or remarkably similar to newsreels from Black Sea
Fleet Spartiakadas from the period),”’” Mukhtar leads the identically-dressed processions
bearing a flag, a self-aware avatar of the community (Figure 22). He embodies his own

sense of belonging.

These scenes of unity are crucial because the incorruptibility of the collective is
precisely what allows its members to compete against one another, indeed to ‘defeat’ one
another without any disturbance in the positive emotional atmosphere. Petr Ivanovich
fulfils a comparable role to Mukhtar in Sluchainaca vstrecha, although in a less overt fashion.
It is he who confronts Grishka after the latter’s conflict with Irina (Figure 23), and who
seamlessly replaces the villain within the labour-family unit of the commune. When
Grishka asks Vasilii about Petr Ivanovich at the final race, the director’s reply is simple
but loaded: ‘Tlerp Vsanosuu y nac, na mecre.” The definitive symbolic erasure of the
villain from the collective occurs not when he is thrown out of the stadium, but when Petr
Ivanovich takes Grishka’s own son from Irina’s arms in front of the estranged husband,
with the crowd looking on: a neat visual representation of the way in which interpersonal

connections are refigured in accordance with collective harmony (Figure 24).

70 See Chapter Two, above. Examples of newsreels which may have served as inspiration for this
sequence include: Sovkinozhurnal 45/308 (1930), RGAKFD 1-2146; Soiuzkinozhurnal 43 /452 (1932),
RGAKEFD 1-2287.
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Figure 24. Petr Ivanovich erases Grishka’s fatherhood (Sluchainaia vstrecha)

The problem with Tania, conversely, is that she yearns for the iconic form of
distinction associated with Ellen Grey, one that would entail an unconditional elevation
above the crowd. Looking at the American’s portrait, Tania exclaims: ‘S ne xysxe ee! Mur
naske noxosku... Later, refusing to train with her old fizkul'tura buddies, she tells herself:
‘C oTMMU [€BUOHKAMM MHE COCTSI3AThCS HEYETrO: MOCJIE3aBTPa s MOKaxKy cBoil kaacc!’ Her
individualistic counterpart amongst the spectators is of course Mot’ka, who requires the
woman he idolises to outdo all others to satisfy his personal, sexualised desire. Mot’ka is

berated by Mukhtar’s photographer friend for being so invested in the actions of a single
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athlete — and another man’s wife at that: ‘A b1 yero o 4y»x«oii >kene Gecrnokoumbes?
Bonensuk necuactueiit!” The race winner, who already has a child and has managed to
reconcile familial and athletic concerns, is integrated into the emotional unity of the
collective by her having committed to her husband and her pregnancy: in a sense, the very

fact that the toddler exists justifies its own delight at her victory (‘Mama nepsasn!’)

In these climactic stadium scenes, spectatorship is being linked to the emotional
obligations of Stalinist citizenship. Golfo Alexopoulos has drawn attention to the
reconceptualisation of citizenship during the mid-1930s.”" As it was formalised in the
‘Stalin Constitution” of November 1936, Soviet citizenship was repurposed as an
increasingly ‘didactic and disciplinary’ category based around explicitly formulated ‘social
obligations’.” Among these was the requirement that women recommit themselves to a
traditional childrearing role:” the recriminalisation of abortion in the summer of 1936 is a
clear example. However, as Alexopoulos notes, the reconfiguration of citizenship around
social obligation was not limited to the physiological; it extended to the emotional
structures of collective living as well. Work was now explicitly framed as an obligation
rather than the formal ‘right’ as it had been understood in earlier Soviet legalistic
discourse, and the same reframing applied to the ‘personal capabilities’ of each individual.
‘Personal capabilities’, in Alexopoulos’s reading, stood for emotional and social
commitment to the collective — in practical terms something very similar to what I have
called obshchestvennost’ ‘Each citizen had to uphold the USSR Constitution, obey the laws,
respect the rules of socialist communal life (‘conmnanucruueckoe obwesxurue’), observe
labor discipline, and honestly perform his or her social obligation.” In Stalin’s words, the
Constitution created a ‘mouernas obssannocts’ and a ‘cBsamennsii goar,” requiring that all
citizens be ‘active’ and, crucially, happy.”” The act of spectatorship was one way in which
citizens were able to fulfil these myriad social-emotional obligations, to be in — and cheer

on — the collective.

Cinema had a role to play in the fulfilment of this ‘happiness obligation’. In a recent

article Anna Toropova offers a psychoanalytically informed reading of Dziga Vertov’s 77

I Golfo Alexopoulos, ‘Soviet Citizenship, More or Less: Rights, Emotions, and States of Civic
Belonging’, Kritika: Explorations in Russian and Eurasian History, 7:3 (2006), 487-528. On the category of
citizenship and its relationship to questions of subjectivity see also Oleg Kharkhordin, The Collective
and the Individual in Russia: A Study of Practices (Berkeley: University of California Press, 1999).

> Alexopoulos, pp. 488-490.

75 Simpson, ‘Liberation and Containment’, p. 1328.

7 Alexopoulos, p. 519.

7 Ibid., p. 523.
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pesni o Lenine (Mezhrabpomfil'm, 1932) that relates the formal categorisations outlined by
Alexopoulos to a broader and more diffuse project of Stalinist biopolitics.”® “The
establishment of a popular conception of “happiness” which merged self-realization with
restless obligation was in no small part facilitated by Stalinist cinema[’s][...] discursive
logic'.77 In the case of Lavry Miss Ellen Grei and Sluchainaia votrecha, Irina and Tania’s rival
repay their debts to the state through the rearing of children. The self-abnegation involved
in choosing to fulfil the social obligation of carrying to term is represented negatively, by
the absence of pregnant women from the screen. Toropova describes the ‘symbiosis of self-
realization and bloodshed on the Soviet screen’ as indicative of the ‘painful pleasure [...]
with which happiness became entwined in the Stalin era.”® Are we in fact to read the
pregnancies of these two films as ‘painful pleasures’, whose affirmation of social
commitment is tempered by a degree of bodily transformation and tribulation that is too
traumatic to be shown onscreen? As Kaganovsky has shown, Stalinist cinema was not
afraid to portray self-sacrifice before the state in the form of, for instance, crippling war
injuries;”” the fact that it could not put the fact of pregnancy onscreen speaks to just how

complex the knot of issues surrounding sexuality and the public body was by the mid-
1930s.

This reading of the libidinal economy of happiness/abnegation, in which only obeisance
on the part of characters permits them the expression of selfless public happiness, goes
some way towards unpacking the stadium scenes; it also helps us to understand the
darknesses at the heart of each film. In an essay first published in Ekran i tsena in 1997,
Sergei Kudriavtsev describes Sluchainaia vatrecha as ‘a typical lyric comedy [...] [in which]
the triumph of socialism and the new way of life is not even possible without the existence
of evil everywhere and all around.” Graffy too points to a ‘darkness’ at the heart of the
film’s cult of the child, with the toy factory figured as a prison where the warden has
replaced labour with play and punishment with infantilisation.”’ The ‘threat’ posed to
‘carefree existence’, the ‘evil’ or ‘darkness’ of Vitrecha is, 1 would argue, a reflection of the
consequences of failing to meet the affective standards of citizenship; and, given that these

are films about sport, this failure is ultimately crystallised in a moment of insufficiently

76 Anna Toropova, ‘An Inexpiable Debt: Stalinist Cinema, Biopolitics, and the Discourse of
Happiness’, Russian Review, 74 (2015), 665-83.

7 Ibid., pp. 666-67.

7 TIbid., p. 668.

7 Kaganovsky, How the Soviet Man was Unmade.

% Sergei Kudriavtsev, Svoe kino (Moscow: Dubl'-D, 1998), p. 173.

¥ Graffy, p. 311.
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‘Soviet’ spectatorship on Grishka’s part. His inability to watch the race as a Soviet citizen
is proof enough of his personal flaws. When he is thrown out of the stadium he is pictured
humbled and small beneath a muscular statue that seems, symbolically, to be casting him

out of the institutional obshchestvennost’ represented by Soviet fizkul'tura as a whole.

It is the ending of Lavry Miss Ellen Grei, however, that speaks most starkly to the
confluence of bodily self-sacrifice, personal abnegation and social cohesion. While his wife
has been absent, Mukhtar has been training as a parachutist and has won the right to
make the jump over the Sevastopol docks that will mark the climax of the Spartakiada.
Meanwhile, Mot’ka, whose motivation at this point is unclear at best, forges a letter from
Mukhtar to his errant wife warning her that if she does not attend his skydive, he will not
open his parachute out of despair. Horrified, Tania rushes to the harbour where a crowd
has gathered, but cannot find Mukhtar before his plane takes off. The jump itself goes off
without a hitch, and when Mukhtar and Tania meet afterwards on the waterfront, she has
realised in her terror at what might happen that she still cares for her husband. They are

reconciled and Tania is welcomed back into the symbolic fold.

The episode is played for laughs, another misadventure stemming from Mot’ka’s
buffoonery, but comes across more as an unsettling summation of the film'’s biopolitical
concerns over bodies and what happens to them publicly. In terms of the ‘cBamennsrit
noar’ of citizenship, suicide represents perhaps the ultimate capitulation, worse still than
the abortions proposed by Tania and Grishka.” Mukhtar’s not opening his parachute
would turn this community’s most symbolically resonant and eagerly anticipated moment
of spectatorship into a violent farce. Tania’s rehabilitation into the odinakovost’ of family
and workforce is a result of the revulsion that this possibility provokes. At the crucial
moment, when Mukhtar jumps from the plane, she refuses to be a spectator. She covers
her eyes (Figure 25). This is her moment of greater self-abnegation because it sees her
deny herself the experience of being part of a joyful spectating crowd. Tania’s redemption
derives from her feeling the terrifying inverse of the child’s joy that its mother has won a
race: when she turns away, she experiences for a second the sensation of her husband
becoming the most abject corpse of all. From this moment of terror onwards Tania can

begin to feel happiness again, as she has always been obliged to do.

* On the ideological reading of suicide under Stalinism see: Thomas E. Ewing, ‘Personal Acts
with Public Meaning: Suicides by Soviet Women Teachers in the Early Stalin Era’, Gender and History,
14:1 (2002), 117-37; Kenneth M. Pinnow, Lost to the Collective: Suicide and the Promise of Soviet Socialism,
1921-1929 (Ithaca, NY: Cornell University Press, 2010).
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Figure 25. Tania can’t bear to look (Lavry Miss Ellen Grer)

10. Death and the maidens

In these films that dramatise the inner life of the Runner, the dynamic between private
body and public life, subjectivity and obshchestvennoat’is realised more fully than in any
earlier fizkultura film because ‘feeling’ is fully realised as a functional component of
characterisation. More than that, it is revealed to be part of the emerging system of social
and affective obligations that constitute Stalinist biopolitics. Critics may not have cared for
them, but Lavry Miss Ellen Grec and Sluchainaia vostrecha were not censored like Room’s
Strogii iunosha despite their thematic and stylistic similarities. In the previous chapter we
saw how attempts to combine aestheticisation of the body with the creation of coherently
Soviet subjectivities fell short in painting and film; bodies were shown to be ‘empty’
beneath their impressively toned exteriors. As it turned out, one way to deal with the
threat of empty bodies was to put babies inside them, to get biopolitical, to get to grips
with the strictly gendered bodily experiences that define men and women in relation to the

social world: to give flesh to the notion of a ‘6uo-connanbuas nennocrs’.

Films such as this were, though, intended as comedies. If, as we have seen, the ‘lyrical’

style of filmmaking led to criticisms of formal poverkhnostnost’, then the weighting of
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narratives with concerns like abortion could also prove detrimental to directors” attempts
to construct emotionally relatable heroes. In a review published in Kino, Boris Alpers
lamented the fact that Zheliabuzhskii had failed to reconcile himself to the kinds of small

details that sustain comedic narrative:

HaM He XBaTaeT yMeHMsl UTPaTh C JeTalsIMU, eBa OLLYTUMBIMU CIOXKETHbIMH
xozamu [...] aBTOpbI Hpes/ie BCero Harpy>kaloT 9Ty USSIIHYIO CTIOPTCMEHKY PSIOM
rPOMO3AKUX «Ipobiaem». [leBylika aTa He TOJIbKO 06sI3aHA PACKPBITH Ha CBOEH
Cyabbe pasHUILy MesKIy COBETCKMM U OypsKya3HbIM CIOPTOM, HO U ITPU3BaHa
paspeiuTs npobsemy MaTepUHCTBa, abOpTa, JIMYHOM KM3HU U O0ILECTBEHHOTO

83
[ooJra v T. I.

In the middle of all this existential confusion, Alpers claimed, “Tania’ disappears. And
as we have already noted, Irina in Sluchainaia vstrecha is a supremely simplistic character
who retreats from the narrative as soon as she is faced with a crisis. What would a
physically strong and emotionally aware hero onscreen really look and sound like? Why
was bringing these types to life within positive depictions of communal life such a

cinematic chimera?

To answer this we may have to look at the relationship between happiness and
violence, or even death. It is here that we can trace the particularities of Stalinist biopolitics,
and unpack visual representations of bodily exertion and social joy. For a regime so
persistently associated with the most egregious and violent interventions on a population
level, the exact relationship of Stalinism to biopolitical theory has gone curiously under-
examined. This is a point made by Sergei Prozorov, who across several articles has
attempted to define the terms of the argument.* His major contention is that Stalinist
biopolitics is simultaneously extremely positive or productive while also functioning as ‘an
equally extreme thanatopolitics.® In contrast with the ‘ideocratic’ Soviet thinking of the
1920s, Stalinism is ‘biocratic’: it takes as its ‘central question [...] the construction of

socialism as a lived reality.”™ It does not correct what is, but literally ‘makes be’.

% B. Alpers, ‘Lavry Miss Ellen Grei’, Kino, 36 (1935), 3.

% Sergei Prozorov, ‘Living Ideas and Dead Bodies: The Biopolitics of Stalinism’, Alternatives:
Global, Local, Political, 38:3 (2013), 208-27; Sergei Prozorov, ‘Foucault and Soviet Biopolitics’, History of
the Human Sciences, 27:5 (2014), 6-25.

% Prozorov, ‘Living Ideas’, p. 209.

% Ibid., p. 212.
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The relationship between this line of argument and the infantile world of, say,
Sluchainaia vstrecha is not as tenuous as it might seem. The visual representation of
aesthetically pleasing, athletically able, and ideologically sound bodies was an issue of
great significance in interwar Soviet culture and one that was never resolved in any kind of
sustained manner. By the height of mid-1930s Stalinism, as my analysis of films such as
Schastlivyd finish, Lavry Miss Ellen Gred, and Sluchainaia vstrecha has shown, the scope of
different concerns that had to be reconciled in such representation was almost
unworkable. Socialist realist art was, of course, supposed to contribute towards the
productive side of the biopolitical project: that is, the ‘construction of socialism as a lived
reality.” But the destructive aspect of that same biopolitical project was such that any
realised model of Soviethood would contain the necessity of its own negation. As Prozorov

explains, the innovation of Stalinism lay in

the biopolitical redeployment of the revolutionary idea of communism as the
transcendence of the existent order of things in the immanentist terms of a positive
order of socialism that is to be constructed [...] The ultimate paradox of socialist
biopolitics is that the combination of the immanentism inherent in any biopolitical
project and the orientation toward transcendence that defines the communist
revolution necessarily leads to the immanent negation of the very reality that is to
be made socialist [...] the paradox of Stalinist biopolitics consists in the fact that its
complete realisation would coincide with the complete annihilation of the lived

reality to which it applies itself.*

Ultimately, the only thing that is guaranteed to the Stalinist body is its own death. It is
nonetheless compelled to e alive, to exist as positive proof of the reality of socialism. Under
these conditions, attempts to portray the body are likely to fall back on one or another
characteristic — beauty, sexual desire, the ability to bear children — and lose sight of both
the small details that contribute to the construction of believable characters and/or the
broader themes and social imperatives that Soviet culture required. The experience of
watching Lavry or Vistrecha is one of a kind of incomplete, dissatisfying spectatorship; or, an
inability to project oneself into the mutually satisfying emotional spectatorship conjured up
onscreen. The elision of potential fantasmatic sex scenes (in Shcherbenok’s words) into

pregnancies which themselves remained unstaged leaves the viewer with a sense of bodily

¥ Ibid., pp. 212, 219.
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proximity but not intimacy. The psychoanalytically-informed reading of Stalinist film
proffered by Kaganovsky is left wanting when applied to these strange, unfunny
unromantic romantic comedies. Kaganovsky describes situations in which the male
cinematic hero is rendered abject in order that he — and the viewer — might learn to
‘enjoy the symptom’ of their own symbolic castration.*® Lavry and Vitrecha, conversely,
present us with images of women who occupy exalfed positions, who represent in their
fertility and athleticism an holistic image of selthood. And yet our witnessing of this
wholesomeness is forestalled, hovering between outright bodily indulgence and

sociological detachment, presenting the richness of life in a way that is singularly lifeless.

Is there a way of overcoming this bottleneck that does not end up in the replication of
‘thanatopolitics’, the continual recapitulation of negation or death? I argue that the answer
to this question lies in the depiction of violence and mass disturbance. If Stalinist art could
find a way to show the wounding or damaging of bodies and combine this with the kind of
positive communal agitation that we see in the spectators of the running films’ stadium
scenes — if it could somehow create an image of happy bodily violence — then it might be
possible for negation and obahchestvennost’ to coexist, tentatively, within the cultural sphere.

This is the subject of my final chapter.

% Kaganovsky, p. 110.
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The Footballer

Ecnu Hamo ron 3abbem,
Ecsnn vapo Biesem B npaky,
Ecnu samo necsp crioem

ITpo xomanny Hamry.

— Russian fan chant

1. Necessary damage

In the above chapters I have examined representations of the body across a range of
media, and shown how each new image raises issues that it ultimately cannot address.
Non-fiction media helped us to appreciate the ways in which bodies are required to be
public, and that spectatorship must also figure as part of the act of representation (Chapter
One); from fizkul'tura paintings and Strogii iwnosha we saw how aesthetic valence should
not be prioritised at the expense of emotional investment and the correct alignment of
values and instrumentality (Chapter Two); and ‘running films’ like Schavtlivyi finish, Lavry
Miss Ellen Grei, and Sluchainaia votrecha demonstrated that individuals should understand
the ‘6uo-counansuas nennocts’ of their publicly-displayed bodies just as spectators’
engagement with these bodies should derive from collective experiential categories
(Chapter Three). In all this, the core concern is the creation and maintenance of
obshchestvennost’, that nebulous ideological imperative of sociality, mutuality, communality.
As indicated in my Introduction, the bodies I have discussed represent one aspect of an
extremely broad issue: the relationship of the Soviet body to the Soviet
mind/consciousness/personality, and how this relationship influenced (or jeopardised) the

process of Soviet subjectification.

In this final chapter, I bring together some of the key concepts that have structured my

discussion thus far — spectatorship, emotionality, obshchestvennost’ — and consider in depth
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issues that were raised in my reading of 1930s ‘running films’. Could the emotional
obligation underwriting claims to citizenship within the Stalinist biopolitical project be
meaningfully addressed through depictions of the body, and how might this be reconciled
with the threat of violence represented by Mukhtar’s fake suicide note? To answer these
questions we may need to understand ‘violence’ (broadly conceived) as constituent of,
rather than a threat to obshbchestvennost’. 1f, as I have demonstrated throughout,
representations of pristine, beautiful, wholesome, or orderly bodies always fell short of the
demands posed to Soviet artists, might the imperfect, damaged, or disorderly body not
ultimately prove for them a more powerful agent of social cohesion? This reading bears
comparison with Lilya Kaganovsky’s work on the formation of masculinity in Stalinist
cinema, and I cite her at length later in this chapter." However, Kaganovsky deals largely
with male bodies damaged in war or construction, rather than in playing a game.
Responding to these questions thus requires us to consider in some detail the function and
conceptualisation of violence in pre-war Stalinist culture and the dynamic between

personal and social (dis)order outside of typical frames of reference.

Here I turn to football in interwar Soviet culture. My sources include feature films
with footballing heroes, discussions of the game in the specialist and general press, and
examples of the official or expert discourse on football as a part of Soviet fizkul’tura. By far
the most popular form of fizkultura, 1 will show how football was from its beginnings
associated with social and personal disorder, unchecked emotion, and the rejection of
hegemonic cultural formations: it was an ineradicable aspect of Soviet social life that
required careful manipulation if it was to put to good use. In the cultural sphere at least,
football could be reimagined in such a way that its disorderly or violent potential produced
moments of collective catharsis, reinforcing rather than threatening the body politic. My
analysis thus far has demonstrated many continuities — in matters of sexuality and gender
politics, bodily aesthetics, and fizkul'tura administration — that problematise the notion of
a clean break between NEP-era and Stalinist culture. The instrumentalisation of violence
and disorder discussed in this chapter speaks to another continuity: that between concerns
in the 1920s over social pathology and hooliganism, and the discourse on Stalinist selthood

commonly understood, after Katerina Clark, in terms of ‘spontaneity’ or ‘elementality’

' Lilya Kaganovsky, How the Soviet Man Was Unmade: Cultural Fantasy and Male Subjectivity Under
Stalin (Pittsburgh, PA: University of Pittsburgh Press, 2008).
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(stikhiia) and ‘consciousness’ (soznanie).” In the recapitulation of social psychological tropes
we also see the implicit return of surveillance as an operative category of looking. But
where the figure of surveillance had represented for the likes of Aron Zalkind a technical
means of rationalising the mind-body dynamic,’ by the late 1930s it had become part of an

expanding repertoire of emotional techniques of social cohesion.

The iconic figure of this chapter, then, is The Footballer. An individual defined by his
role within a collective unit, the Footballer treads a fine line between heroism and villainy,
acting in an environment in which he can at any moment suffer injury or inflict it upon
others. His sport has great tactical and technical potential but can easily descend into
chaos. A defining feature of this physical and psychological balancing act is that it is played
out in front of a mass of spectators, who are provoked by the game itself into a state of
heightened emotional investment; whether the intensity of the occasion is socially
productive or destructive depends, as always, on the nature of the bond between athlete

and onlooker. The Footballer and his fans are on the line.

2. An abundant soil for all kinds of machinations

Football, perhaps more than any other form of sport, spoke to problems that had
animated theorists and practitioners since the first years of the revolution. As I indicated in
my Introduction, fierce debate raged in the early NEP years as to the management and
development of fizkul'tura, as factions within the new Soviet state fought for predominance.
The foreclosure of this experimental period was, however, comparably swift and
comprehensive in comparison with other cultural fields. As early as July 1925 the Central
Committee issued a decree on the centralisation and rapid expansion of fizkul tura in order
to foster ‘a high-performance, competitive approach that could inspire proper values.” The
institutionalisation of fizkul'tura was thus required to accommodate both competition in the
traditional sense, as well as the unyielding popular desire to ypectate as well as to

participate.

* See her reading of the master narratives of socialist realist fiction: Katerina Clark, The Soviet
Novel: History as Ritual (Bloomington, IN: Indiana University Press, 2000).

° A. Zalkind, ‘Mozg i byt (o ratsionalizatsii byta umstvennogo rabotnika)’, Revoliutsiia i kul'tura,
19 (1928), 52-57; “‘Mozg i byt (o ratsionalizatsii byta umstvennogo rabotnika) (okonch.)’, Revoliutsiia i
kul’tura, 20 (1928), 42-51.

“ Cited in Robert Edelman, Serious Fun: A History of Spectator Sports in the USSR (New York:
Oxford University Press, 1993), p- 34.
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This context suggests that even before the First Five-Year Plan or the Cultural
Revolution fizkul'tura occupied a position of uneasy compromise: between mass
participation and the construction of a Soviet model of spectatorship; between
inspirational, exemplary performers and unexceptional crowds; both a threat and potential
ally in the drive for enlightened citizens. Its hybrid character was demonstrated by the way
ftzkul’tura was positioned in relation to other aspects of the Soviet cultural project. The
most high-profile example was the First All-Union Spartakiada, held in Moscow in 1928.
The Dinamo stadium, at the time the biggest sporting venue in the country by far, was
constructed specially for the event, a clear sign of the significance afforded to mass public
spectatorship. Yet as we saw in Chapter Two, the Spartakiada combined this mass
spectacle with parades, lectures, and radio broadcasts, and an exhibition on the theme “Ten
Years of Fizkul'tura Achievements’, featuring an anthropological section and performances
by a fizkul’tura orchestra’. Regardless of its scale or scope, sporting action itself was
insufficient. This ongoing balancing act around fizkul’tura made it a cultural field in which

the lines between social cohesion and dissolution were often blurred.

Football occupied a particularly problematic place within this hybrid world. It is not an
exaggeration to state that the sociological and cultural genealogy of football in the early
Soviet Union placed it in outright opposition to the notion of a didactic, utilitarian
manipulation from above. By far the most popular sport, it was also the one most closely
associated with working-class support. Throughout the interwar period, football was
understood as both a breeding ground for, and an offshoot of autonomistic socio-cultural
movements, spontaneous organisation and lawlessness, and public and personal
antisociality; it was also linked to the worst excesses of NEP-era speculation and
commodification. How did a sport that brought so many Soviet citizens together come to
represent such a perceived threat to obuhchestvennost’? In answering this question I draw
extensively on the work of the historian Robert Edelman, who has synthesised much of the
pre-existing English and Russian-language scholarship on Soviet sport in his social

histories of football, and the team Spartak Moscow in particular.’

The organisational history of football as a popular sport is one of parallel development,

if not direct opposition to official structures. Initially introduced into urban areas in the

® Edelman, Serious Fun; Robert Edelman, ‘A Small Way of Saying “No”: Moscow Working Men,
Spartak Soccer, and the Communist Party, 1900-1945’, The American Historical Review, 107:5 (2002),
1441-1474; Robert Edelman, Spartak Moscow: A History of the People’s Team in the Workers’ State (Ithaca,
NY: Cornell University Press, 2009).
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late nineteenth century by British, German, and French nationals, the first stadia used for
the game were small and privately owned, often attached to factories or offices where
foreign specialists were employed, with crowds numbering only in the small hundreds.’
However, by the outbreak of the First World War workers had taken to playing their own
games of football on the streets of Moscow, Petersburg, and other urban centres,
transforming the self-consciously gentlemanly sport of their social superiors into something
spontaneous and self-generative: ‘wild’ (diki) football.” Intra-city leagues were established,
with matches played out on urban hinterland, the boundaries between ‘street’ and ‘sport’
made porous. In a series of unpublished articles written in the mid-1930s and intended to
form a short history of Soviet sporting societies, the journalist Vladimir Alkalaev described

how these ‘wild’ leagues sprouted up along railway lines and outside factory gates.

Tax HasbiBaemble «AMKHME KPY>KKH», KOTOPBIE CTUXMITHO, KaK IPUOBI IOCIIE TOMKAS,
BO3HUKAJIM JIETOM U PACIAJAINCh OCEHBIO. JTH KPYI>KKH [...] OpraHnsoBbIBaINCh B
[A@YHBIX MECTHOCTAX M3 AaYHOU Mosiofexu u pabouux |[...] Boobue sxe poab auxux
KPY>KKOB Obli1 G0Jiee 3HAYUTEIbHOM, YeM MOKHO ObLJIO Obl ;yMaTh U MHOTHE U3
TenepelHnx pabOTHUKOB PUSKYJIBTYyPbl M1 MACTEPOB MOJLY 4NN CBOIO
[EePBOHAYAIBHYIO IOArOTOBKY U CIIOPTHUBHYIO 3aKAJIKy MUMEHHO B 9TUX JUKHUX

8
KpY>KKax.

In her discussion of hooliganism amongst revolutionary youth, Anne Gorsuch notes
that ‘the streets” had since the beginning of the century posed a particular problem to
authorities intent on imposing ‘proper values’; they were an unmonitored and unostructured
(we might say ‘unsurveilled’) environment in which the ‘crudeness’ of the unreformed
working-class persisted without supervision.” In the Presnia district of western Moscow
where Spartak was born, violent crime and racketeering were indeed common; '’ in his
memoirs, one of the four founding brothers of Spartak, Petr Starostin describes Presnia as
a criminal and dangerous district.'’ Presnia was also known for the ‘recreational’ mass fist

fights arranged by workers every winter, ritualistic occasions that functioned

¢ Some striking archival photographs of the early days of Russian sport, including football, are in
Tat’iana Andreeva and Marina Guseva, Sport nashikh dedov. Stranitsy istorii rossiiskogo sporta v
fotografiiakh kontsa XIX-nachala XX veka (St Petersburg: Liki Rossii, 2002).

7 Edelman, Spartak Moscow, pp. 16-18.

® V. Alkalaev, ‘Sportivnye obshchestva i kluby’ (1936). GAREF, f. 7576. op. 24. ed. khr. 7. 1. 1-51 (1.
10).

% Anne E. Gorsuch, Youth in Revolutionary Russia: Enthusiasts, Bohemians, Delinquents
(Bloomington, IN: Indiana University Press, 2000), pp. 139-147.

' Edelman, Spartak Moscow, pp. 26-32.

" Edelman, ‘A Small Way’, p. 1449.
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simultaneously as entertainment, seasonal celebration, and as an arena for the tending of

social grievances accumulated throughout the year."

Football’s autonomism was maintained throughout the First World War and the Civil
War. With the fledgling Soviet state under existential threat, factories and co-operatives
continued to organise their workers into teams and get on with the business of playing. In
1918, 19 teams were able to compete in the Moscow city championship, and an exhibition
match against a Petrograd side was organised, advertised, and played despite the obvious
logistical difficulties involved."” In the immediate post-war period workers began to take
over the pre-revolutionary sporting infrastructure abandoned by the bourgeoisie. Under
the NEP — with living standards improving, the return of ‘leisure’ as a viable aspect of
everyday life, and the proliferation of small business and advertising — football became a
mass phenomenon. The informal groupings of dik: football were consolidated into
recognisable teams with distinct identities and fan bases. That the strongest teams were
effectively professional outfits, their players remunerated with ‘gifts’, was an open secret.
Mikhail Sushkov, who played for several Moscow teams in the 1920s, captured the almost-
nefarious atmosphere around football at the time when he described it as ‘an abundant soil
for all kinds of machinations.”* By 1928 the average attendance at matches in Moscow and
Leningrad was 19,000, dwarfing that for other sports; the Dinamo stadium built for that
year’s Spartakiada staged athletics, cycling, and parades but was only full when football
was being played.'® The construction by the end of the decade of stadia seating 20,000 or
more in Leningrad, Kiev, Thbilisi, Baku, and elsewhere was at least in part a response to the

need to accommodate ever-larger crowds of football fans."

That all of the above happened largely without direct state intervention is telling:
certainly no other cultural form could regularly attract such large numbers of willing

spectators or participants without some degree of interpellation from the party apparatus.

' On these fights see Daniel Brower, ‘Labor Violence in Russia in the Late Nineteenth Century’,
Slavic Review, 41:3 (1982), 417-431 (pp. 425-427).

'* Edelman, Spartak Moscow, 43-45; Serious Fun, p. 44.

' Cited in Edelman, Spartak Moscow, p. 54.

1> Some estimates put the attendance at the final of the football tournament at 50,000: see
Edelman, Serious Fun, pp. 40-47.

'* As Edelman notes (ibid., pp. 38-39), the construction of the Dinamo and other large stadia in
the Soviet Union should be understood in terms of a global trend in the 1920s towards the mass
spectacularisation of sports: for instance, 1928 also saw the opening of the Yankee Stadium in New
York (capacity 63,000) and Wembley Stadium in London (capacity 100,000). On the question of mass
spectatorship and public space in interwar France, see Joan Tumblety: ‘Rethinking the Fascist
Aesthetic: Mass Gymnastics, Political Spectacle and the Stadium in 1930s France’, European History
Quarterly, 43:4 (2013), 707-30.
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By the time of the inauguration of a centralised national league in 1936, football had
evolved with a unique degree of autonomy into a mass spectacle in which a large number
of Soviet citizens were strongly emotionally invested; it had done so largely thanks to the
enthusiasm of the working-class fans and players who had taken to the game in the
unmonitored, unstructured zone of the streets. The 1925 decree of the Central Committee
had stated that fizkul’tura was to ‘inspire proper values’. Such a straightforwardly
instrumentalist understanding could not easily be reconciled with what football had
become. The diffuse dikost” attributed to street culture was concentrated inside the stadium:
the volume and rowdiness of the crowd made this an equally difficult space to monitor and
control. This was something acknowledged early on by the All-Union Council for Physical
Culture chair Boris Kal’pus. In a 1924 article he recounted how the party administration in
one gubernita had realised how popular football was, and had altered the rules in an attempt
to make the game more conducive to ‘proper values’. Matches were won not by scoring
goals, but according to the ‘koppexTHOCTB, T0BKOCTD, KPacoTa Urpbl U CHIPAHHOCTH

rxomann.’ The result? In Kal'pus’s words: ‘monyuwmics nmonusiii abeypm.””
p Yy YP

Official concerns about footballing dikost” were not wholly unfounded. Violence and
disorder at football matches was indeed a common occurrence in the increasingly large and
difficult to police crowds of the 1930s. Recorded examples range from the relatively benign
— groups of twenty or thirty teenagers would rush the ticket barriers hoping to watch
games without buying a ticket'® — to the outright aggressive. Followers of Spartak, many
of whom would have been able to remember the Presnia neighbourhood of the 1910s and
1920s, seem to have been particularly given to a ‘working-class tradition of fanship [that]
was often violent and little concerned with “sportsmanship”.' After just two months of the
inaugural season of the national league in 1936, the Football Section’s disciplinary
committee had dealt with 43 incidents of ‘hooliganism’ at matches (drunkenness, fighting,
verbal abuse), and invasions of the pitch by angry fans following poor results were
reported in almost all large towns.” Violence on the pitch was also not unusual, from mass

brawls in Moscow derbies to players kicking each other in the head in Simferopol and

"7 B. Kal'pus, ‘Sport i fizicheskaia kul'tura’, Krasnyi sport, 1 (1924), 7-11 (p. 10).
'8 Edelman, Spartak Moscow, p. 96.

" Edelman, ‘A Small Way’, pp. 1447, 1455.

** Edelman, Serious Fun, p. 69.
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assaulting the referee in Leningrad.”’ There was particular animosity, as we shall see,

between fans of Spartak and those of their Moscow counterparts Dinamo.

By the mid-1930s, the disorderly atmosphere of football was a source of constant
aggravation for fizkul'tura officials. In 1936, on his accession as chairman of VSFK and the
All-Union Committee for Physical and Sports Affairs (VSKFSD), Ivan Kharchenko
published a short book in which made special note of football’s propensity for a ‘nensrit
pan Herepnumbix 6e306pasuii’. The sport’s rapid rise in popularity correlated with an
increase in all manner of disorder: ‘I'py6GocTs, HeqMCHMIUIMHUPOBaHHOCTB, a MOPOH Aaxe
XyJIMTaHCTBO, Koe-rie craiu maccobim sisienrem.” The solution to this problem was
clear, and put in terms that recalled the decree eleven years previously on ‘proper values':
‘HaJ10 IMKBUAMPOBATH CPEM UTPOKOB MbSIHCTBO, HEONPSITHOCTD, IPYOOCTDb, pyraHsb,
uexoppextHocTs. .. > Kharchenko'’s displeasure echoes one of his predecessors on the
VSFK, Nikolai Antipov, who in 1930 had argued that football’s popularity had necessarily
made it a source or site of aggression: ‘TlockonbKy «6osenbMKOB» GbIBaeT 1OCTATOUHOE

24
MHOTO C 00eHMX CTOPOH, TO, €CIM KPUKH HE MOMOTAIOT, ITyCKAIOTCS B XO/ MHOT/A KyJIaKu.'

A cartoon published the same year in Za novyi byt shows Antipov’s kulaki in action, and

does a good job of summarising official concerns over the game (Figure 1).”

2! bid., p. 53.

** 1. Kharchenko, Sovetskii sport na pod”eme (Moscow: Fizkul'tura i sport, 1936), p. 18.

% Tbid., p. 20.

* N. K. Antipov, Sostoianie i zadachi fizkul turnogo dvizheniia (Moscow: Fizkul'tura i sport, 1930),
pp- 10-11.

* F. Zavalov, ‘Tovarishcheskoe “istiazanie”’, Za novyi byt, 11-12 (1930), 9.
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TOBAPHLLIECKOE ,MCTS3AHHE"

Figure 1. ‘Comradely “confrontations”. Za novyi byt, 11-12 (1930)

We also get a sense of the prevailing mood around football in match reports from the
specialist fizkultura press, in how the action was described, and which qualities among
players were lauded or criticised. What would the positive, ‘Soviet’ form of football look
like? Two brief observations suffice here. First, an inordinate amount of attention was
afforded to referees and to the concept of authority on the field of play. As early as 1924
concerns were raised as to whether Soviet referees were sufficiently well-trained to
manage the violent passions associated with football. In a series of articles published in
Krasnyi sport ahead of the autumn season, V. Gridin and Georges Duperron (a Russian-
born French merchant who helped popularise the sport in Petrograd) fretted over what
was to come. Gridin thought Soviet referees were insufficiently impartial, and that this was
contributing to fights and drunkenness in the stands.” In the next issue, Gridin explicitly

took referees to task, reminding them that football was an inherently disorderly game and

* V. Gridin, ‘Podgotovka k futbol’'nomu sezonu’, Krasnyi sport, 7 (1924), 6-8 (p. 8).
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that it would collapse into grubost’ without their close attention: ‘Tlpu cnabom cynpe dyrbon
127
npeBpallaeTcs B CKaHAaul [...] qaeT BO3MO>KHOCTb cpaBHUBaTh yTOOs ¢ 6oeM OBIKOB.
Duperron agreed that the odds were stacked against referees from the off: ‘Bce onun
npuxomst Ha urpy [...] y»xe B HepHom Hactpoennu.”” Twelve years later, Kharchenko
was repeating much the same line. Referees were too weak-willed for a game as intense as
football, he wrote. ‘Bererapuanckum npasam B cpesne dpyTbonbHbIX Cyneit Heobx0aMMO

29
IOJIOYKUTH KOHEILI.

The second notable trend in the sports press was to fixate on those elusive positive
qualities that might come to define properly ‘Soviet’ football. These were neatly summed
up by Nikolai Starostin, another of the founding brothers of Spartak Moscow (on whom
more below) in an article assessing the first season of the national league: ‘cTuan
coseTckoro gyTbosa xapakTepuayercs: Heyaep>kMmbim Hanopom [ ...] Heobxonumo Gonbie
u r1y6oKke N3yYNTh TEOPUIO, YIIYUILIUTh TEXHUKY M — YTO OYEHb BaKHO — NpHOOpecTH
Hacrosiyio Kysietypy. . There was a moralistic edge to the selective reporting in the sports
press on the presence or absence of ‘nHacrosimias kyabstypa’ at games: one correspondent at
a match between Spartak and Dinamo attempted to posit the Soviet fan as a neutral
onlooker who would be appalled at any misconduct. ‘Mockosckuii spurtens cnpaseanus.
On xover Bunets Hacrosimee copeBHoBanue. Ot yemnuona Corsa — «/Ilunamo» — on
TpeGyer xoporeii urpsl, a, raasuoe, stuku. ' In a VSKFSD publication two years later, a
(conveniently) anonymous fizkul turnck describes a noteworthy comrade thus: ‘Bacunuii ne
TOJIBKO OTIMYHBIHA yTOOIMCT, HO M xOpowuit ToBapui. OH CKPOMEH, AKKYPAaTeH... UTPAET
He TOJIBKO TAKTMYECKH MPABUJIBHO M TEXHMYECKHM XOPOLLO, HO U, YTO OCOOEHHO BasKHO,

52
abCoMIOTHO KOPPEKTHO.

Even the most optimistically-minded reports and interviews never failed, though, to
reiterate the need for constant vigilance, for constant improvement in the behaviour of fans
and players. Football in the 1930s was presumed guilty until proven innocent, often with
good reason. Actually-existing football was fundamentally compromised, somehow

inherently opposed to the notion of a didactic or utilitarian manipulation from the realm of

V. Gridin, ‘O sud’iakh i sudeistve po futbolw’, Krasnyi sport, 8 (1924), 8-11 (pp. 8, 10).
*® G. A. Diuperron, 'O sudeistve’, Krasnyi sport, 9-10 (1924), 11-12 (p. 11).

* Kharchenko, p. 20.

%0 Nikolai Starostin, ‘Futbol'nyi god’, Vecherniaia Moskva (1st November 1936), p. 3.

5! “Futbolist’, “Vtoraia nich’ia “Dinamo”’, Vecherniaia Moskva (7th October 1936), p. 3

V. Durov and N. Krainii, Znamenostsy sovetskogo sporta (Moscow: Fizkul'tura i sport, 1938), p.
44.
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‘official’ culture. Considered in terms of the concepts that have structured my thesis overall
— spectatorship, emotionality, obshchestvennost’ — football clearly had the potential to do
huge damage; the scale of its popularity and its history of spontaneity in both organisation
and disorder seemed almost designed to undermine the kinds of positive models of

spectatorship and emotional connection that I have outlined elsewhere.

Indeed, the particular dynamic created between football players and their spectators
was often posited as inherently unhealthy, disordered, even psychotic. The kulak: that
Antipov laments are the result of the intense dynamic he posits between onlooker and
action; for Duperron, the football crowd is defined by its atomised and irrational emotional
outbursts (‘y Hac >ke kpuk noasiMaeTcst OObIYHO Oe3 BCSKOrO TOJIKA U JIMIIb HA OCHOBAHUM
angHbIX cumnatuii u antunatuii’); Gridin underlines the dialectic of disorder that runs
between stands and pitch in his description of the task facing the referee: ‘ny>xno nomuurs,
4TO CyZbSl IEPKUT CBOUM CBUCTKOM B PyKaX He TOJbKO UTPOKOB, HO u aputesneil. U anecn
Ha0 GbITh HeMHOXKKO ncuxosorom.” Pitch invasions, where the aggravation of the crowd
was transferred onto the field of play, were symbolic of the supposedly self-sustaining
cycle of violence specific to football. Edelman cites a 1935 issue of Krasnyi sport that
attributes the ‘low cultural level’ of matches to ‘the closed atmosphere of the sporting
crowd.”® As the stadium could become an arena for the enactment of violence, so the

bodies of individual players and fans could become microcosmic sites of disorder.

These concerns were captured in the ‘Football’ entry in the first edition of the Bolvhaia

vovelskata entsiklopedica, published in 1935:

Bonbias smoumoHanpHas HaChILLEHHOCTb UIPbI HEN30€)KHO CBA3aHA C U3BECTHOM
CTPaCTHOCTBIO, HEPEJAKO NepPexosiIeil B a3apTHOCTD, 3aparkalollieil U 3puTesen,
TpebyeT 0coboro BHMMaHUsl K BOCIIUTATEIbHOM pabore [...] TpaBmarudeckue
nospeskaeHus npu ¢yrtoode [...] gaiie Bcero cBA3aHbI C HEOCTATKOM TEXHUKH, C

o o o o 36
IIOAMEHOMU €€ I‘py6OI/I CHJIOU U C O6H_ICI/I HEANCIUIITIMHUPOBAHHOCTbBIO UTDOKOB.

With these misgivings out of the way, however, the encyclopaedia can move on to the

positive qualities (or ‘proper values’) that football, carefully administered (played in short

% Diuperron, p. 12.

5 Gridin, ‘O sud’iakh’, p. 9.

% Edelman, Serious Fun, p. 54.

% N. Bunkin, ‘Futbol’, Bol’shaia sovetskaia entsiklopediia, first edn., in 65 volumes (vol. 59: Frantsoz-
Khokusai, 1935) (Moscow: “Sovetskaia entsiklopediia”, 1926-1941), pp. 352-354 (p. 352).
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bursts only, on no account should women be permitted, doctors must be on hand at all
times) might demand of and instil in participants: “4yBcTBO KOMIEKTUBHOCTH, B3aUMHOE
IOHMMaHUE UTPOKOB |...] MHUIMATHBA, XJIaHOKPOBHE, PEIIUTENBHOCTS | ...] cmemocTs.
In its call for expert supervision and strict gender segregation, its concerns over class
solidarity, and its invocation of the ‘proper values’ that could be derived from sport, the
entry bears the trace of those 1920s fizkul'tura thinkers searching for a true Soviet sporting
model. Conversely, the warnings over azartnost’ and vtrastnost’ speak to the lived experience

of football and football spectatorship in the years since.”® What we have is thus a succinct

summary of the seemingly impossible position occupied by the sport by the time of the
Second World War.

3. Shoot Stalin from the pitch, hang Trotskii from the

goalposts

Describing the ‘ephemeral and complex’ social relations of the football stadium,
Edelman argues that, if ‘not the sites of pure Bakhtinian carnival, the Soviet stadium was
also not the Circus Maximus.” As a coda to the above discussion of football’s socio-
cultural history, and as an illustration of the compromise Edelman posits — between
joyous collective participation and sadistic observation — we can turn to a bizarre series of
events in the life of Nikolai Starostin, founding member of Spartak Moscow, football

superstar, and prisoner of the gulag.

% Ibid., p. 353.

% One way of assessing just how threatening football was in 1935 is to compare its entry in the
Encyclopaedia to that of a violent contact sport/martial art like boxing. The entry for boxing,
published eight years previously in 1927, is remarkably similar to that for football. Again, there are
warnings over azart; again, the importance of “BpageGHbIlI KOHTPOAD' is stressed; again, the attendant
positive qualities include smelost’, reshitel 'nost’, tochnost’: N. Bunkin, ‘Boks’, Bol'shaia sovetskaia
entsiklopediia, first edn., in 65 volumes (vol. 6: Bessarabiia-Bol'm, 1927) (Moscow: “Sovetskaia
entsiklopediia”, 1926-1941), p. 698. A social and cultural history of Soviet boxing has yet to be
undertaken in English, and would represent a difficult undertaking: official literature is monotonous
and uninformative, determined to emphasise party control over a form of sport both brutal and, like
football, with close ties to spontaneous, underground organisation on the part of the urban working-
class. Boxing was in fact banned outright in several Soviet republics in the early 1920s. Aleksandr
Deineka and Sergei Eisenstein, among other, were keen amateur boxers, with the latter incorporating
a fully equipped boxing ring into his stage design for a production of Jack London’s The Mexican in
1920.

% Edelman, ‘A Small Way’, p. 1457.
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A child of the Presnia neighbourhood, he was raised with his three younger brothers
(Petr, Andrei, Aleksandr) and two sisters (Vera and Klavdiia). After a successful career as
a player in NEP-era teams, Starostin and his friend, Komsomol chairman Aleksandr
Kosarev, were instrumental in the foundation of Spartak Moscow in 1935. Unlike the most
prominent Moscow teams, Dinamo and TsDKA — which were founded, run, and staffed
by members of the NKVD and the Red Army respectively — Spartak was from the outset
intended as a civilian club, whose members were nominally drawn from co-operatives
involved in food production, leather-tanning, and textiles. This distinction from the organs
of state force, combined with the Presnia’s long tradition of football fandom, some astute
coaching, financial support, and the Starostins’ talent as players soon led to Spartak
becoming the most popular team in the capital.” Nikolai went on to star for the Soviet
national team, and became arguably the most famous sportsperson in the Union. The
history of Spartak and the Starostins has been subject to a great deal of myth-making in
both Soviet and post-Soviet times. They have been cast, as the subtitle of Edelman’s
history of the club has it, as ‘the people’s team in the worker’s state’, a quasi-oppositional
force that pitted ‘authentic’ popular enthusiasm against the instrumentalist arm of the state,
represented above all by Dinamo: the carnival to state-sponsored circuses. Turii
Oleshchuk, an anthropologist who began attending Spartak games in the 1930s, labelled
them the ‘poanas komanna npocromoneii’.”" It is not my intention to interrogate this history
here, but rather to use the neat symbolic distinction between Spartak and the organs of
state to draw out something of football’s uneasy or compromised position in relation to

Stalinist governmentality.

Ahead of the 1936 iteration of Physical Culture Day, Kosarev proposed that, alongside
the usual fizkul'tura parades across Red Square, the onlooking party dignitaries —
including Stalin, who had never indicated any interest in the sport — should be treated to

1. A full-size ‘pitch’ of green felt was stitched together by

a demonstration of footbal
Spartak volunteers and laid across the cobblestones. Fearful that Stalin would grow bored,
or that stray balls might cause a disturbance, Kosarev decided that the game should be

played according to a script; so, after Dinamo refused to participate, a Spartak eleven

played out a pre-determined, 45-minute, 4-3 victory over their own reserve side. The

 See ibid., pp. 1454, 1459-60.
' bid., p. 1454.
“ For details of the build-up, playing, and aftermath to the match, see Edelman, Spartak Moscow,

pp- 115-135; Jim Riordan, ‘The Strange Story of Nikolai Starostin, Football and Lavrentii Beria’,
Europe-Asia Studies, 46:4 (1994), 681-90.
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‘match’ represented perhaps the ultimate attempt to redeem football (and Spartak) in the
Stalinist context, by bringing it to the public-political heart of the Union and the scrutiny
of the party hierarchy. The potentially violent spontaneity of the sport was abandoned,
with Kosarev’s script imposing something of the rigid collective organisation of the
ftzkul’tura parade onto proceedings. The unmonitored working-class support of the stadia
was replaced by a small, dispassionate elite. The event proved a popular enough addition

to the day’s programme to be repeated in subsequent years (Figure 2).

Regardless of this relative success, however, the Starostins and Kosarev remained
suspect. Ahead of the inaugural national league season in 1936, Central Committee
member and former head of the Georgian Communist Party Lavrentii Beria was made
director of the Dinamo sports society, of which he had long been an ardent fan. He would
hardly have needed fan rivalry to feel animosity towards the Spartak management in any
case: Kosarev was a close associate of NKVD head Nikolai Ezhov and thus an indirect
political rival to Beria. From 1937, it seems likely that the Starostins and their close friends
were under constant police surveillance.” By the time Beria was appointed as Ezhov’s

deputy in August of 1938, the position of the Spartak elite was almost untenable.

A month earlier, Nikolai Starostin had attempted one final time to redeem football as a
public spectacle, to double down on Kosarev’s intentions two years previously to make the
game into a utilitarian, performative, and ideologically rigorous component of officially
endorsed fizkultura. My archival research reveals that he sent a letter, via Kosarev, to
Viacheslav Molotov on July 7* in which he outlined his proposal for an extraordinary
reimagining of the staged football match.* Claiming that standard fizkul'tura parades
lacked vsharzh, he suggested something more enlivening: a football-theatre hybrid in which
a ‘fascist’ eleven would take on the workers’ state. In some detail, he describes how each
member of the fascist side would represent a well-known enemy of the people, as well as
including short refrains specific to these villains, to be sung or otherwise proclaimed as the
‘game’ was being acted out. The goalkeeper was Trotskii. His refrain was to be: ‘Onopa
BepHas komanabl/['HycHbit nec us noasnoit 6anael,/Iusepcant, mnuon, raguna/Byner nis
Hero apyras nepekaaauna.” At the conclusion of the spectacle, Starostin suggested,

Trotskii should be hanged from his own crossbar, the goal becoming an impromptu

‘5 Edelman, Spartak Moscow, p. 117.
“ Nikolai Starostin, ‘Sekratariu TsK VLKSM - Tov. Kosarevu A. V. zasluzhennogo mastera sporta
gr. Starostina Nikolaia. Dokladnaia zapiska’. 7 July 1938. RGASPI, f. 82. op. 2. ed. khr. 970. 1. 57-63.
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gallows.” The defensive line of the fascist side was to include ‘Peressolini’ (a preening
caricature of Mussolini) and an alcoholic Russian aristocrat.” General Franco was to play
on the right wing. The attacking line was to comprise Hitler (‘Usannus u tyn... Beerna B
odcaiine./Ha rpybocts Beskyro macrak/3ato auib aepskurcst B uucaiine,/Yro coxeus no
tna cymed... Peiixcrar’), Goebbels (‘Mrpats ne mosxer rosnosoit/M nsera xpacuoro
6ourcs/Ho Tak kak 6auskuii apyr c cyapeit/To Bcem Ha ronosy capurcs’), and Goering
(‘Cnabosar... rexunuecku.../Inynosar. .. rakrnuecku.../Masnosar...
dusuaecku.../Tyrosar... ncuxuueckn...’).” Finally, in a bizarre tribute to the Soviet
obsession with the rigour and authority of the referee, Starostin’s match was to be
officiated by Neville Chamberlain, his refrain: ‘Bun 6ecnpucrpacthsiii coxpanur.../Ho
BO3MyLIAiics 3puUTesb. .. Boi.../Bce-paBno on “noacsucrur”’/On um riayboko napens
csoir.*® Starostin’s vision of a fascist team who could be humiliated on Red Square seems
intended to externalise the problematic aspects of football — from the ill-discipline of the
players to the behaviour of the crowd and the effectiveness of the referee — neutralising its
threat through performance. His suggestion fell on deaf ears. Molotov dismissed the idea
outright; in a letter to Zhdanov and Kosarev, he suggested that Starostin had gone too far,
managing to make football something that was s aggressively ‘Soviet’ that it made little
diplomatic sense: ‘c kakoii cTaTi Mbl HAYHEM pyTaTh NIPABUTENbCTBA 4y Th JIU HE BCEX CTPaH
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MuUpa nu 6&JI&F&HI/ITB Ha 9Ty Temy? STO — HE€ YMHO U BPEAHO AJIs1 nena.'

In November that year Beria replaced Ezhov; within a few weeks Kosarev had been
arrested and executed.”’ The Starostins were no longer in a position to use political theatre
pieces to counterbalance the dubious gains that football had brought them. After several
further years of surveillance, the four brothers and a number of friends were arrested on
20+ March 1942. Among the charges levelled at them was that the brothers had plotted to
use the 1937 Physical Culture Day performance to assassinate Stalin on Red Square. This
charge, apparently the fabrication of Spartak athletics coach Vasilii Steblev,” was absurd
(and eventually dismissed), but perhaps fitting. Nikolai Starostin’s arrest marked the

definitive symbolic failure of football to reconcile itself neatly to the instrumentalist

“ Ibid., 1. 58.

“¢ Ibid., 11. 59-60.

7 Ibid., 1. 61.

8 Ibid., 1. 62.

“ Viacheslav Molotov, ‘Tov. Zhdanovu, Tov. Andreevu, Tov. Kosarevu’. 10 July 1938. RGASP], f.
82. op. 2. ed. khr. 970. 1. 64.

% Edelman, Spartak Moscow, p. 118.

' Tbid., pp. 128-129.
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demands of real life fizkultura. 1f football was to play a productive role in the construction
of Stalinist obshchestvennost’ then it was not going to happen on the felt-cobblestones.

Nikolai spent the next ten years in a succession of labour camps.

Figure 2. An exhibition match on Red Square - Trotskii not included. Iz veka v vek na futbol’nom share
(1998)

4. Hooliganism, psychopathology, disorder

I have shown how throughout the 1920s and into the era of high Stalinism football was
associated with violence, the threat of public and personal disorder, and spontaneity of
emotion and deed: qualities that threatened tentative models of Soviet spectatorship and
obshchestvennost’. In order to appreciate the valence of football as it was represented in
cinema in the 1930s, it is worth returning briefly to the history of Soviet thinking on
antisociality, and the loose collection of phenomena labelled ‘hooliganism’. This draws on
the discussion in my Introduction on the social psychology of the NEP era, particularly in

reference to the notion of ‘psychopathology’.
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There is a substantial literature on the discursive and judicial concern with khuliganastvo
in the second half of the 1920s.” Certain material conditions of the NEP — the return of
private enterprise, the perceived moral licentiousness of post-revolutionary youth, the
importation of foreign leisure habits such as nightclubs and dancing — were blamed for a
perceived epidemic of criminality and other anti-social behaviour that was widely
discussed in the general press. As the discipline most directly engaged with hooliganism,
psychopathology was therefore at its peak at the same time — and, it could be argued, for
the same reasons — as football clubs and fan culture were experiencing rapid expansion.
The specialists who committed themselves to analysing the disorder afflicting Soviet
society brought a variety of disciplines to bear in their attempts to understand and correct
the disjunctures in the body politic. As a result, the accounts offered by these thinkers do
vary; however there are a number of common threads, which we can identify as precursors

to later Stalinist understandings of disorder.

As demonstrated in the Introduction, a common feature of psychopathological works
was their insistence that public disorder be understood not just in terms of environmental
conditions, but with reference to the emotional/psychological/affective dynamic between
citizens: in other words, obshchestvennost’. Thus hooliganism is ‘6Guuem naweit
obutectBenrocTr ;> criminality is a ‘ipsiMast leMOHCTPAIHMSI IPOTHB COBETCKOM
obmecrsennoctu’.’® This turn to obshehestvennost’is often related to ‘contagion’
(zarazitel’nost’), a sociological trope since the mid-1800s. This is the fear that the
psychological malfunctions provoking negative behaviour can be unwittingly transmitted
from one individual to another. One psychologist who specialised in the treatment of
sexually violent criminals, Nikolai Brukhanskii, explained contagion in these terms:
‘3apasuTenbHOCTb: KPUTUYECKOE OTHOLIEHUE OTEIBHOTO YesoBeKa Bee bosiee u Gosee
ocnabeBaeT; OH He B COCTOSIHMM YHTH M3-TIO/ BAACTH, OT rcuxosoruu toamer.””” Violent or
disorderly acts may be the outward manifestations of a kind of unregulated individualism,
but they can only be properly analysed relative to social living. So, for Brukhanskii, the

compulsion under Soviet rule towards active engagement in social life can prompt a

%2 See, for instance, Eric Naiman, Sex in Public: The Incarnation of Early Soviet Ideology (Princeton,
NJ: Princeton University Press, 1997); Gorsuch; Joan Neuberger addresses many of the factors that
would contribute to later khuliganstvo anxieties in her Hooliganism: Crime, Culture, and Power in St.
Petersburg, 1900-1914 (Berkeley: University of California Press, 1993).

% Ta. Bugaiskii, Khuliganstvo kak sotsial no-patologicheskoe iavlenie (Moscow: Molodaia Gvardiia,
1927), p. 7.

** A. Oborin, Protiv grubosti i samodurstva (Moscow: Gosizdat, 1928), p. 12.

% N. P. Brukhanskii, Ocherki po sotsial’noi psikhopatologii (Moscow: M. i S. Sabashnykh, 1928), pp.
5-14.
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reaction from those who, ‘no cymecrsy, eme naxoparcs na ctynenn
uHaMBH Ly anucTdeckoro ourrust; the result is anarchic outbursts.” Hooliganism is an
amorphous and imitative phenomenon that results from young people’s inability to engage
with their surroundings on an emotionally mature level; in Brukhanskii’s words, their
inability to inject volia into their own ‘primitive’ psychological processes ('Y moaonoro
yesioBeKa re xéamaem docmamouno cur [ ...] noamomy on yewrenno peguexmupyem u npouséodum

pad necoobpasnix dedemeoui’).”

Another psychopathologist, lakov Bugaiskii, relies even more heavily on the notion of
imitation and social interaction. For him, khuliganstvo is completely distinct from the sphere
of rationality: ‘xysnuranckmii noctynok xapakrepusyetcs 6eCLeNbHOCTBIO TOBEAEHNS],
GecroeanocTeo.” We should understand hooliganism, he argues, in terms of the insular
and arbitrary dynamic of situations of increased social pressure. Hooligans are people
trying to draw attention to themselves within a crowd;” or else they are like children
playing games who have made the logic of ‘play’ into something vindictive and harmful to
others.”” For Bugaiskii it is therefore no surprise that, as he puts it, ‘nepsonayansro
XyJTUTaHCTBO BBIPAXKATIOCH B 030PCTBE, IyMe Ha yJIMIax u B obrmecrBenubix mectax.’” It is
precisely these kinds of spaces that promote both individualistic grabs for attention, and
the insular logic of imitative behaviour that easily descends into violence or disorder. "1,
fleiCTBUTEIBHO, TOMINA, OKaTbiBaeMasi BOJOH, peCTaBIsieT 3abaBHOe 3peiiiye, N IPUHSITh
y4acTHe B OPraHMBAIMH TAKOTO CTIEKTAKJIsi — 010 Toxe uzpa.”” Antisocial behaviour, in
Bugaiskii’s analysis, is another form of spectator sport, the shadow version of a game like
football in which all pretences of discipline or regulation have been abandoned. The twin
notions of contagion and the ‘game’ of antisociality should make it clear to us how
spectator sports and psychopathology might feed into one another. Conversely, they also
point towards a socially productive reading of a phenomenon like football:
imitation/contagion is cited in these pathologising texts as a mode of dissolution, but
formally speaking this is a neutral mechanism. Indeed, obvhchestvennost’ could be thought of

in terms of the positive instrumentalisation of imitative or contagious action.

% Brukhanskii, p. 25.
7 Ibid., p. 28.

% Bugaiskii, p. 56.
 Ibid., p. 57.

% Ibid., p. 59.

5! Ibid., p. 66.

% Ibid., p. 62.

196



The Footballer

The importance of obshchestvennost’, the notion of behavioural contagion, the question of
imitation and emotional fragility: what I have outlined here as indicative of the late NEP-
era discourse on hooliganism is clearly of a kind with that surrounding football well into
the 1930s. We need only turn back to the Bolshaia sovetskaia entsiklopedita and its
description of the risks of the game: ‘Bonbmas amonnonansnas HacbieHHOCTD UTPBI
HensbesKHO CBsI3aHa C U3BECTHOU CTPACTHOCTBIO, HEPE/IKO MepeXoAsieil B a3apTHOCTD,
sapasaromteit u spureseit...”” The ‘obutectsennsie mecra’ mentioned by Bugaiskii could
easily include the stadium. Brukhanskii even explicitly cites spectator sports as a
psychopathological concern: ‘«Asapr», «cnopr» — kpacHoii HUTBIO TPOXOAAT Yepes

64
XyJIMTaHCKUe fena.’

The question now is how we can appropriate the above framing when talking about
cultural production in the 1930s, long after the hooliganism panic had subsided and the
terms of social psychological discourse had shifted. My approach here is to think in terms
of the distinction in Stalinist culture between otikbiia and voznanie, where otikhiia stands as a
substitute for the kinds of psychological phenomena associated with khuliganstvo, and
soznante 1s defined negatively as their desired absence. The real life football match of the
1930s, in this reading, was in constant danger of resolving the dichotomy in favour of
atikiia, or spontaneous transgression. But, as Katerina Clark has most famously shown,
Stalinist cultural forms can be seen as arenas in which the distinctions and passage
between dtikhiia and soznanie are played out.” If there was space for football’s legitimation,
then, it lay precisely in its fictionalisation and representation. The point here is not to draw
any neat line between artistic imaginings of the sport and its actual existence as a
problematic site of popular entertainment, but to examine the idealised football match
within its broader cultural context. In this way we might understand how the very real
problems posed by football could be resolved according to the utopianism of the Stalinist
project, violence and ‘Gonbiuas amoumonanbHas HackieHHOCTh repurposed in imagined

forms of play and spectatorship.

% Bunkin, ‘Futbol’, p. 352.
¢ Brukhanskii, p. 34.
% Clark, The Soviet Novel.
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5. Bodies on the line

Let us first consider a literary example from the late NEP era. lurii Olesha’s Zaowt’
(1927) was published at the height of the perceived khuliganstvo epidemic, and features in
Volodia Makarov arguably the most famous fictional footballer of the time.® Zavist’
thematises and problematises the nature of the ‘onlooker’ or spectator in Soviet society: its
protagonist, Kavalerov, cannot bring himself to participate in the world-building of public
culture, preferring instead to observe from the margins. The basic structure of the
narrative is one that pits passive observation of the world against active participation in its
transformation. The extended sequence in which Kavalerov attends a football match
between a Soviet side and an elite, bourgeois German outfit is, superficially at least, set up
to contrast him with his antagonist Makarov: a physically potent young worker who is
Kavalerov’s rival for the affections of the demure Valia, and who is playing in goal for the
Soviet side. Sure enough, Makarov’s robust performance on the pitch — his metonymic
participation in Soviet life — marks the point in the narrative at which Kavalerov loses all
hope of winning Valia. Yet Olesha’s description of the match and of the dynamic flowing

between players and crowd is far from straightforwardly celebratory.

The scene is set by the bluster of the weather, which seems to be joining in the
taunting, partisan atmosphere (‘sspkumii, CkBO3HO, TPOCBUCTAHHBIN BETPOM CO BCEX
cropon.’) The internal logic of the crowd is one of disorganisation and grubost” ‘nrogn
CHIOpHITH, KpHJastH, ckanaatmmm us-3a nycrskos’.” No sense of loyalty or ceremony can
prevail in these conditions: rather than appreciating team play, the crowd cheers for the
German star Goetske, drowning out the music of a brass band attempting to instil a more
ordered sense of fun.®® The relationship between spectator and player is primitive and
unsublimated; the crowd is deindividualised and rears up as if about to collapse under the
weight of its own violence. ‘Bes ny6nuka, Best sxuBasi nokaTocTs TPMOYH CTAHOBUJIACH KaK
OyaTO OTBECHEE, — Ka’>K[bIil 3pUTE/Ib IPUIOAHNMAJICS, BBITAJKUBAEMbIH CTPALIHbIM,
HETepPIIeIMBBIM JKeJTAHUEM yBHIETh HAKOHEI-TO camoe mHTepectoe — Boutue roma.” This
‘terrible desire’ dehumanises the players. At the half-time interval, the spectators are

surprised to notice, as if for the first time, the violence inflicted on their behalf: ‘3esakam

% Turii Olesha, Izbrannoe. Zavist’ i drugie (Moscow: Khudozhestvennaia literatura, 1969).
 Ibid., p. 129.
% Tbid., p. 130.
% bid., p. 131.
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HOBOCTBIO OBUIM MOAPOGHOCTH POCTa MM CJIOXKEHUS TOTO WJIM MHOTO UTPOKA, YKECTKOCTh
Ccca/iuH, TsKesloe AblXaHue, MOJHOe CMsiTeHHe ofesxabl. Vanamu Bce npoussoauio Gonee
70 e .
nerkoe, npasanuuHoe Brneuvataenue...” There are strong echoes here of Bugaiskii’s view of
. T . . . .
the crowd as generative of imitative antisocial behaviour (‘ronna, oxarsiBaemas Bonoi,
npejcrasisieT 3abaBHOe 3peiiuye, N IPUHSATD y4acTHe B OPraHU3alMM TAKOTO CHEKTaKJIs —

n71
aTO TOXKE Wepa.’)

In the midst of this ‘crpamnoe, nerepnenusoe sxenanue’, though, Olesha does offer
another model of spectatorship and fandom. Valia, in love with Makarov, overcomes the
generalised prazdnichnoe reading of the game. When her hero’s goal is threatened she
screams, ‘Kak OyaTo cefiuac rke, HEMeUIEHHO, JOJKHA OblIa YBUAETb YTO-TO Y KACHOE U
npecrymuoe.”” The distinction between her response to a goal being scored (‘y>cacuoe u
npectyntoe’) and that of the crowd (‘nakonen-to camoe unrepecnoe’) derives from the
emotional relationship between this particular spectator and this particular player. Valia’s
personal investment in Makarov’s body imparts compassion to her act of spectatorship,
experienced as fear for another’s safety. If the onlooker is able to feel compassion for the
body-on-the-line, to share in its suffering, then the scene becomes one of unification. Valia
has a moment of unexpected intimacy with a fellow spectator, as she buries her face in her
neighbour’s shoulder in concern at what might happen to /er goalkeeper. While the crowd

around her is at war with itself, Valia experiences a brief moment of communion.

Here we can turn to the work of Keith Livers on the body in Stalinist literature.”

Livers argues that many characters’ narratival apotheoses derive from a ‘dialectical
synthesis’ of utikita and soznanie rather than the strict accession from one to the other: ‘the
hero’s ascent to transcendent consciousness necessarily passes through the trauma of
transgression as he or she moves from ignorance to sublime gnosis.”* Acts of spontaneity
or transgression can therefore in fact be productive, ultimately reaffirming the boundaries
that delimit the collective. Valia’s voznatel’nost’ depends upon the threat of violence against
Makarov, the sense of something ‘y»<acnoe u npectynnoe’ in the air; it is an offshoot of the

atikhiinost’ of the overall affair. Even if voznanie is ultimately to exert its influence over

70 Ibid., p. 135.

7! Bugaiskii, p. 62.

7 Olesha, p. 131.

75 Keith A. Livers, Constructing the Stalinist Body: Fictional Representations of Corporeality in the
Stalinist 1930s (Lanham, MD: Lexington, 2004).

7 Ibid., p. 157.
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unreformed vtikhiia, for Livers the utopianism of Stalinist culture lies precisely in its claims

to a synthesis of these Dionysian and Apollonian realms.”

In this reconfiguration of the Dionysian/Apollonian distinction the body plays an
unsurprisingly prominent role. For Livers, in the 1930s, ‘perhaps even more than in the
preceding decade, the body [...] stands in the foreground as the ideological and
mythological arena in which the Stalinist dream of the realised utopia is violently played
out.”® For the sake of our discussion there are two aspects of this ‘violent playing out’ that
should be emphasised. First is the body itself: on the line, at risk of injury or humiliation
within the disorderly atmosphere of the match. Makarov is a fine example of the
compulsion to synthesise corporeality and rationality — in the words of the Bolvhata
vovelskata entsiklopediia, smelost” and khladnokrovie — in order to survive the ordeal. Second is
the crowd and its reaction to this display. Livers’ contention is that the dialectical synthesis
can only ever be realised momentarily; the Stalinist body is therefore a ‘masochistic
signifier’, inasmuch as it must constantly ‘strive to occupy a position that is unlikely or
even impossible.”” However, this masochism can be elevated into something productive by
the compassion of the spectating crowd, the impossible compulsion of the individual

becoming a shared burden.

In keeping with the dialectical nature of the Stalinist utopia, masochism properly
appropriated becomes a means to foreclose further suffering. Rather than the unstructured
sadism of ‘recreational brawls’ or football hooliganism, where violence is enjoyed in and of
itself, the masochistic football experience sees players and fans empathwe with the infliction
of pain and thus achieve a kind of catharsis: masochism becomes what I call mass-ochism;
that is, collectivised sentience of the positive potential of pain. The violent sensation is no
longer displaced onto the body of a disconnected other, but rather becomes a shared
moment of what Livers calls ‘the trauma of transgression’ accompanying the passage into
soznanie.”® This appropriation of violence into a reforging pathos depends upon a renewed
awareness of the body of the other: this sense of community is what is implied when
Edelman refers to the football stadium as halfway towards being a ‘Bakhtinian carnival’. In
its Stalinist iteration, the carnival no longer represents Bakhtin’s anti-purist escape, but

rather an attempt to shore up a monological system of signification that is threatened from

7 Ibid., p. 158.
7* Ibid., pp. 3, 5.
7 Ibid., p. 167.
7S Ibid., p. 153.
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within. In Livers’s words, ‘it is in the stadium that the mythical extremes of chaos and
order are merged to produce the Stalinist superbody.”” The arguments outlined here
around mass-ochism and dialectical synthesis draw upon and point to a number of
theoretical approaches to violence and pain. Before turning to two cinematic examples of
football, disorder, and communal i1dentification, I outline here three such models that

inform my readings of the primary visual material.

First, we can consider Elaine Scarry’s theorisation of the ‘body in pain’.** For Scarry,
pain is defined by its ‘aversiveness’, ‘inexpressibility’, and ‘unshareability’; she focuses on
the way in which pain resists articulation through language, having ‘no referential content’
and ‘no object”.” As such, almost all attempts to inscribe the experience of wounding in
fact end up as descriptions of or allusions to something external to the act itself. ‘Pain is not
identical with [...] either agency or damage, but these things are referential; consequently
we often call on them to convey the experience of pain itself.” The infliction of pain is
equivalent to the ‘unmaking’ of the victim’s world, but Scarry maintains a parallel concern
with ‘making’. Sometimes the consequences of pain’s infliction make overt what is at stake
in its very inexpressibility; by inversion they expose the nature of expressibility.* We
might think back here to Olesha’s stadium. The crowd’s ‘nerxoe, npasaauunoe
sreuatienue’ of the violence inflicted on their behalf derives in part from the
‘unshareability’ of the player’s experiences; but given the right configuration, this is
mutable into something emotionally positive, the expressibility of Valia’s love for Makarov.
Both unruly crowd and anxious girlfriend are reacting to the same essential qualities of
pain itself. Representations of wounding in literature or film are in Scarry’s reading
attempts to externalise the ‘self-contained loop’ of pain, to create a ‘socialised sentience’
through the imagination of what it means to be hurt: a sentience that pertains both
between the characters on screen or page and amongst the audience bearing witness to

them.%

Moving on to theories specific to the Stalinist cultural context, we can think about

Evgenii Dobrenko’s idea of the socialist realist hero as representing the rationalisation of

7 Ibid., p. 20.

% Elaine Scarry, The Body in Pain: The Making and Unmaking of the World (New York: Oxford
University Press, 1988).

* Ibid., pp. 3-5.

 Ibid., p. 15.

% Ibid., pp. 19-23.

¥ Ibid., pp. 169-170.
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violence.* For him, ‘there is no doubt [...] that behind the revolutionary metaphors of
“conquest” and “transformation” of nature (the creation of a “second nature”) lay an
attempt (translated into the language of political-ideological realia) to rationalise
violence.” The metaphor of ‘reforging’, favoured in the 1920s and during the First Five-
Year Plan, indicates a commitment to ‘pedagogical violence’, the public re-education of
intransigent criminal elements. By the advent of the Terror in the mid-1930s, however, the
prevalent metaphor is that of ‘transformation’, which speaks instead to concealed violence.”
According to the Stalinist logic of socialism ‘achieved’, oppositional elements must
necessarily cease to exist; criminals are now shot rather than reforged. For Dobrenko, this
‘routinization of terror’ requires a cultural reaction: the socialist realist master narrative of
the hero’s accession through vtikiia to soznante represents the subsumption of the concealed
violence of the real world. ‘Transformed by socialist realism, the person disciplined by it
lives, as it were, beyond the gulag: the camp disappears into the triumph of the hero, and

»88

reality continues to develop by the laws of the transformed world.”™ Dobrenko’s reading of
the ‘disciplining realia’ of cultural production ties into Scarry’s idea of the ‘socialised
sentience’ of artistic representations of pain. Within the specific context of Stalinism,
Dobrenko argues that social violence disappears into the injured body of the represented
protagonist, and that this is a necessary process for the production of a (non-horrifying)

sense of communality. As we will see, this is an important notion when considering

representations of football in particular.

Finally, we should consider Lilya Kaganovsky’s work on the cinematic ‘unmaking’ of
Soviet man.” (The similarity in Kaganovsky’s and Scarry’s titles seems coincidental —
Kaganovsky certainly does not cite the latter author extensively — but does indicate
something of the importance of violence done to bodies in socialist realist culture.)
Kaganovsky’s psychoanalytic reading of masculinity in Stalinist cinema understands the
wounding or incapacitating of male heroes as enacting a necessary limitation upon and
affirmation of Soviet subjectivity.” For Kaganovsky, 'castration” (figured through any act
of wounding) represents, in the Lacanian tradition, a ‘symbolic lack’ that simultaneously

denies the individual access to the symbolic order structured around the phallus and

% Evgenii Dobrenko, Political Economy of Socialist Realism (New Haven: Yale University Press,
2007), pp. X-xxi.

% Ibid., p. xiv.

¥ Ibid., p. xv.

% Ibid., p. xvi.

% Kaganovsky.

* Ibid., p 4.
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reasserts this separation as a personal failing. Wounding is thus a potent example of the
Oedipus complex’s resolution into a dual prohibition/imperative (‘you may not be like
this’/'you must be like this’).”’ As a result, Kaganovsky argues, the male socialist realist
protagonist is ‘always attempting to accede to a fullness of being (being like the father)
forever foreclosed to him’;”* his apotheosis arrives when he learns to accept his
wounded/castrated condition. Stalinist narratives are driven by the ““wish fulfilment” of the
tnadequacy of the male subject’, with male characters reconciling themselves to an ‘obscene
enjoyment of lack (both physical and psychic)”.”” Kaganovsky’s analysis is important for
my discussion since it provides a model for understanding just how it is, in Dobrenko’s
words, that violence ‘disappears’ into the fictional individual: how the formal and

theoretical mechanisms at work here interrelate.

The mass-ochistic synthesis of vtitkhiia and voznanie, the ‘socialised sentience’ of the
inexpressibility of pain, the rationalisation of social violence, and the symbolic importance
of enjoying one’s wounded state: these are the parameters that inform my reading of
football onscreen and its reconciliation of disorder with obahchestvennost’. Below 1 explore
two films about men and football. First, I look at Kote Mikaberidze’s Zapozdalyi zhenikh
(Thbilisskaia kinostudiia, 1939, from a screenplay by V. Karsanidze and K. Gogodze), a
knockabout kolkhoz romance containing a serious lesson on the necessity of harnessing
atikhiinost’ in the accession to full Stalinist subjecthood. I conclude with a reading of Semen
Timoshenko's Vratar’ (Lenfil'm, 1936).> Adapted for the screen by Lev Kassil’ from his
own hugely popular children’s novel Vratar’ respubliki, this film provides perhaps the best
extant example of cinema’s engagement with the complex knot of issues that have
animated this chapter: fizkultura, spectatorship, obshchestvennost’, violence, the Stalinist
subject.” In both of these films we are consistently reminded of an idea that has recurred
throughout this thesis in a variety of different formulations, and which is succinctly
phrased by Scarry: that ‘the graphic image of the human body substitutes for the object of

belief that itself has no content and thus itself cannot be represented.”

' Tbid., pp. 7-9.

” Ibid., p. 8.

% Ibid., pp. 10, 22.

91 conclude with Vratar’, despite Zhenikh being the later film, because it offers more room to
develop my principal themes. In any case, as late-‘30s fizkul'tura romantic comedies, the two films are
of a kind regardless of the chronological gap.

% Lev Kassil’, Vratar’ respubliki (Moscow: Gosudarstvennyi izdatel’stvo detskoi literatury, 1937).

% Scarry, p. 198.
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6. Zapozdalyi zhenikh: romantic aggression

Kote Mikaberidze’s Zapozdalyi zhenikh is not a film which one would automatically
associate with questions of violence and masochism; released a decade after his mixed-
media feature Hoia babushka (Goskino Gruzii, 1929), perhaps the highpoint of the
Georgian avant-garde, it is certainly a striking demonstration of the shifting demands
placed on directors with the advent of Stalinism. This is a ko/khoz romantic comedy
saturated with the tropes of plenitude and collective happiness. In a preview article
anticipating the film’s release, Vladimir Dalin was bluntly optimistic: ‘ckiaonnocts k
BECEJIOH LIyTKe, OCTPOTE, IOMOPY, JIeXKAILasl B CAMOM XapaKTepe TPy3MHCKOro Hapoaa |[...]
PapocTs K0/1IEKTUBHOI )KMBHU Y KOJJIEKTUBHOTO TPYAA [...] SIBISIOTCS OCHOBHBIM
neirrmorusom’”.”” The plot is a simple one. Sandro and his mother move into a new home in
a kolkhoz vineyard. It is obvious to all that this middle-aged only child needs a wife-
khoztatka. But Sandro is too shy to tell his sweetheart Maro how he feels. Maro suspects
that Sandro has another woman — he spends a lot of time with a visiting fizku/turnitsa —
but it turns out that he is simply mad for football and has been training with his friends in
private. The sport helps him overcome his shyness, particularly after his team of ageing

workers beats a team of younger locals, and confess his feelings to Maro.

The vineyard does not need an injection of hooliganism, but it does require some form
of disruption. Everything in this microcosmic Stalinist utopia is agreeable: the sun never
sets; the vineyard is overflowing with juicy grapes and the tables groan under the weight of
every lunch; the kolkhoz director also dispenses flawless advice on matters of the heart.
There is not even any unrequited love: Sandro and Maro are smitten with each other from
the moment they meet, and the narrative turns simply and slowly on their innocent
inability to express this fact. This is what also rids the film of any potentially troubling
eroticism: as Tat'lana Dashkova has noted, the chasteness of Stalinist film is often a
consequence of the certainty of the emotions of display.” Unlike in Zavry Miss Ellen Gre
there is no heroic task of labour to undertake alongside the romantic narrative; there is also

no centrifugal impulse drawing characters towards Moscow, as there is for Marko in

7 V. Dalin, ‘Zhizneradostnaia komediia’, Iskusstvo kino, 9 (1938), 26-27 (p. 26). A version of the
screenplay was published in the same issue: K. Gogodze and V. Karsanidze, ‘Zapozdalyi zhenikh’,
Iskusstvo kino, 9 (1938), 8-26.

% Tat’iana Dashkova, Telesnost” - ideologiia - kinematograf. Vizual nyi kanon i sovetskaia
povsednevnost’ (Moscow: Novoe literaturnoe obozrenie, 2013), p. 87.
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Schastlivyi finish (why would anyone leave this paradise?). In fact there is no sense of
direction at all, just a not-really-a-problem to be worked out in no hurry. As Sandro’s

mother tells him: “Te6e nexyna cnemurs, u s xo4y BuzeTH CBOIO BHYuKy !’

What needs to change in order for this small wrinkle to be ironed out of the collective
fabric? Tritely put, Sandro needs to believe in himself, to recognise himself as worthy of
attention. He is already a Stakhanovite, an admired member of the kolkhoz, in the
proximity of his dream girl. What he needs is a slight adjustment or refraction of his self-
image so that he can also become a lover-husband-father, completing another circuit in the
harmonious social functioning of the vineyard. As his elderly friend Luka puts it, Sandro
suffers from ‘minoxoe spenne’. He is conscious of his position within the collective, but not
of his potential to excite and seduce. What Sandro needs is a deeper synthesis of his
inherent voznanie and his untapped vtikhia. Football acts as the catalyst: its azartnost’ makes
it comedic and liberating. Edelman notes that in Russia football was associated with the
rejuvenation and celebration of spring thanks to the timing of the sporting calendar.” In
Zapozdaly: zhenikh it allows Sandro to adjust his ‘nioxoe spenue’ just enough to become the
boisterous man he needs to be. He is quickly established in the film as physically awkward,
prone to pratfalls (Figure 3); this nelovkost’1s the result of his possessing an elemental

(sttkhicnyi) bodily energy that he does not know how to direct.

Figure 3. Sandro’s pratfalls (Zapozdalyi zhenikh)

* Edelman, Serious Fun, p. 44.
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Throughout the film ‘nnoxoe spenue’ relates to the visualisation of the body. As the
above examples demonstrate, Sandro most often occupies the centre of the frame,
providing the movement within a fixed shot featuring a generous amount of backdrop; he
is an object of observation, like an animated part of the set dressing. When the camera is
tighter to him so that he dominates the frame, then this is counterbalanced by blocking that
partially obscures him: for instance, he will hide among the vines whilst working in order
to snoop on a co-worker’s conversation, cringe and turn away from the camera because he
is embarrassed in Maro’s presence, or conceal his true emotions by pretending to be
engrossed in a book. Sandro can be observed, but not too closely; he is an obscurantist
unable to ‘see’ himself. At one point Luka teaches him how to embrace Maro by holding up
a children’s picture book to camera, a brief moment of muwe en abime, framing Sandro’s

inability to frame himself (Figure 4).

Figure 4. Lessons in love (Zapozdalyi zhenikh)

This inadequate visualisation is restructured by football. When Sandro, Luka, and the
other older workers discover that their younger comrades, led by the dashing Shota, have
formed a football team, they decide to try this sport out for themselves. The result is

embarrassing. In the editing script (but not in the final cut) Sandro and Luka consult a
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rulebook in their attempts to understand why their version of football has descended into
chaos: ‘Canppo Beipsan msau y Jlyku. O6a tssxeno apimar. Y o60MX aULa MOKpPBIE OT MOTA.
Cannpo rosopur: / Oto He urpa. Iro ue dyr60s. Tak B dyr6on He urparor. Iro mpaka...”
Attuned to his body through sweat and bruises, Luka realises that the energy the older
men have unleashed could be powerful if it were just slightly more structured, enacted
within the boundaries of an gra rather than a draka: ‘Tupe no kamxke y... nac... Huuero
He Boixoaut!... Teopus Ges NpakTUKU... He MOTYYAETCS ... )KUBOH YeIOBEK Hy eH. ..
Pyxosomurens!'"" Again what is needed is merely a slight adjustment in these men'’s self-
visualisation, for them to see themselves not as careening individual bodies but as a team.
This is provided by a visiting (white, blonde, Russian) fizkulturnitsa, a positive parallel to
Grishka in Sluchainaia vstrecha, who takes these hapless enthusiasts under her wing (Figure

5). In her presence, bodies come together onscreen into tight knit units. The camera is still

fixed in the middle distance, but now the frame contains a collective (Figure 6).

Figure 5. From rabble...

1% Kote Mikaberidze and F. Vysotskii, ““Zapozdalyi zhenikh”. Rezhissersko-montazhnyi
stsenarii’ (1938). RGALL f. 2450. op. 2. ed. khr. 639 (1. 32).
% Ibid., 1. 32.
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Figure 6. ... to collective (Zapozdalyi zhenikh)

The climactic meeting between Sandro’s team of elder statesmen and Shota’s young
guns is staged like a light comedy version of Olesha’s match. Our hero wins out, of course,
despite him and his comrades possessing no real footballing ability. His team are perhaps
more suited to the unpretentious atmosphere. The two goalkeepers are shown preening
and posing for the crowd; Luka turns up drunk and stumbles around seeing double of
teammates and rivals alike — his own comedic ‘nnoxoe spenne’ (Figure 7). The crowd is
shot in an unremarkable manner similar to those in Lavry Mwo Ellen Gred and Schastlivyc
ftnwh — low angle framing, toggling between neat rows of bodies and individual examples
— but here they are animated to a degree that would have seemed problematic in these
earlier films. Supporters of each team rise to their feet to gesticulate and protest when they
feel wronged by the referee; there are arguments among fans of the same team; at one point
a particularly aggrieved fan shoves his neighbour in his heavily-bandaged jaw without
realising (Figure 8). To a certain extent this scene displays precisely that primitive
azartnost’ that characterised the anxieties of the fizku/’tura administrators about football.
What with the antics of the goalkeepers, the comedy stylings of Luka, and the lack of
technical sporting ability on display the notion that teatral’nost’ and fizkul'tura should not
mix has been at least temporarily abandoned. This is an occasion in which boisterousness
wins out over technicality. ‘Football” here is instrumentalised, the game itself of secondary

importance to Sandro’s self-realisation. It is as if his ‘noxoe spenue’ is transferred for the
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duration of the match to the other players and the spectators, just long enough for the

game to serve its narratival purpose.

Figure 8. Grubost’ in the crowd (Zapozdalyi zhenikh)

Sandro’s predominance over the game and his growing sense of confidence are
reflected in the way in which his body is reframed. Where before he occupied the centre of
a fixed frame, as if fixed in position by the objectifying camera, now the movements of his
body dictate the shot. He will run with the ball towards the camera, which tracks

backwards as if in response, keeping his whole body in shot. The use of close-ups is
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determined by where, how, and whom Sandro is kicking, lunging, or otherwise extending
himself. This is a visual representation of his emotional evolution: from the passive
observer who attempted to hide his emotions behind a book, he is now assuming an active,
even aggressive role as one who provokes emotional reaction on the part of spectators.
Again we are reminded of Bugaiskii’s description of the feedback loop at play between
actor and observers: ‘Tonna, okaTeiBaemas Bofo#, npeacrasiser 3abaBHOE 3peruye, N
IPUHSATS yYacTHe B OPTAHMBAIMK TAKOTO CIIeKTaKasi — o1o Toske uzpa.’ > Sandro’s physical
outbursts organise the spectacle of the unruly crowd, as well as the movement of the

camera.

Before our eyes, Sandro is acquiring the qualities that the Boluhaia sovetskata
entsiklopedita had attributed to the truly Soviet football player: umeloat’, reshitel'nost’, dvizhence.
That his doing so depends upon a dynamic between player and spectator that is generative
of disorder is made explicit in Gogodze’s and Karsanidze’s initial lteraturnyi stsenarti.
Where the film has Sandro surging up the pitch to score a predictable, last-minute winning
goal, the screenplay sees him resorting to gamesmanship and foul play. At one point he
argues with the referee to have a goal against his team ruled out, only to be told: ‘Urpa
npasutbHast. Ber mpourpamu, Canmpo.”” And rather than winning the game for his team,
in the earlier iteration Sandro nearly throws it all away in his aggression by fouling Shota
and conceding a last-minute penalty. He depends upon his goalkeeper Almaskhan to save
the game, and by extension his chances with Maro. At this moment Luka switches from
drunken jester to moral arbiter: ‘Ocpamumuce, u Bo Bcem Bunosar tei.” ™ In the final film
Luka is himself guilty of a little khitrost’, when he fakes a head injury. The violence done to
him is imaginary, but the concern it provokes is real, with his children running onto the
pitch in panic (Figure 9). Since, as Scarry shows, pain has no referential content, it is
almost impossible to turn it into a trick or joke. As with Zavist”s Valia, for Luka’s children
there is only the wuzhasnoe and none of the prazdnichnoe. Occasionally the overpowering
sunniness and Georgian jollity of the affair give way to hints of the unease and potential

damaging disorder underlying Sandro’s transformation.

1 Bugaiskii, p. 62.

% K. Gogodze and V. Karsanidze, ‘“Zapozdalyi zhenikh”. Literaturnyi stsenarii. 1-i variant’
(1938). RGALLI, £. 2450. op. 2. ed. khr. 637 (1. 51).

% Tbid., 1. 53.
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Figure 9. Shota’s fake injury, and his children’s real concern (Zapozdalyi zhenikh)

Before production began, officials demanded that the scenes involving football be
shortened. After reading Gogodze’s and Karsanidze’s original treatment, the head of the
Committee for Cinematographic Affairs recommended: JIunua ¢yrbona, B koTopom
seictynaer Canapo, nosmkHa ObITh 3HaUNTEBHO Goslee MoTUBHMpOBaHa >kenannem Canapo
BBICTYIIUTb Tepe/L JII0OUMOIi AeBYIIKOI B KauecTBe NObeaUTeNs U Teposi, TOOeANB Aaske
mosogoro [lora.'” While grounding Sandro’s desire in its proper social context was
important, it was also not advisable to indulge at length in the disorder of the football for
its own anarchic sake. This vineyard utopia must be disrupted, the vision of certain of its
members refracted just enough to slip the final pieces of the emotional puzzle into place.
This does not mean, however, that the holistic sense of order can be abandoned. This
recalls Kaganovsky’s conception of the ‘wish fulfilment of the inadequacy of the male
subject”:'" Sandro is compelled into rigorous bodily action, but prohibited from following
this logic to its end point, which would see the unruly theatricality and partisanship of the
football match become a governing principle within the collective. Zapozdaly: zhenckh is a
minor film, but its instrumentalist imagining of football, its hints of violent disorder, and its
play on the emotional link between spectator and player all point towards the more pointed

biopolitical and theoretical concerns raised two years earlier in Timoshenko’s Vratar’.

1% “Zakliuchenie po literaturnomu stsenariiu “Zapozdalyi zhenikh”, in ‘Proizvodstvennyi otdel.
“Zapozdalyi zhenikh”. Materialy po kartine’ (1938). RGALL, f. 2450. op. 2. ed. khr. 641, 11. 1-3 (1. 3).
1% Kaganovsky, p. 10.
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7. Vratar’: worrying and truly happy

Nearly a decade after Volodia Makarov, the public was introduced to another fictional
goalkeeper: Anton Kandidov. The creation of sports writer and children’s novelist Lev
Kassil’, Kandidov represented a watershed in the cultural production of fizkultura. In the
words of Marina Kostiukhina, the 1936 film Vratar’, which Kassil” scripted with Mikhail
Iudin, and his own 1938 novel Vratar’ respubliki ‘onpepennn cnoprusnsiit popmart nenoit
coBeTCKOM arnoxu: opMaT AUTepaTypHslii [...] u Bocnurateasusiii (Ha kaure Kaccnns
BOCIMTAJIOCH HE O/IHO TIOKOJIEHHE COBETCKUX CIIOpTcmeHoB). B ocHose atoro ¢opmara —
uneonorust u cemantuka dyréonsHoit urpst.”” Lev lashin, the great Dinamo Moscow and
Soviet national goalkeeper of the 1950s and 1960s, and probably the most celebrated
Russian footballer of all time, claimed that he had watched Timoshenko’s film upwards of

thirty times as a child.'®

Kassil’ had an intimate understanding of the practice of Soviet football: he worked as a
sports correspondent for Zzvestiia from 1932-1937. His journalistic as well as his fictional
writing on football was influenced by foreign melodramas detailing the rise and fall of
antiheroes from professional boxing or gymnastics, victims of the perils of fame in the

' His understanding of the socio-cultural function of sport and his

bourgeois world.
representation of it in writing seem to have been directly opposed to the instrumentalism
and disciplinarianism of high-profile fizku/’tura administrators. Kostiukhina describes the
style of Vratar’ respubliki as a mix of ‘obunbnas meradopuxa u runepbonusanus (Bopora —
tpuymdanbHas apka, craauon — Kosuaeit) [...] Beprunmii cocencrayer B Hux ¢ Yonrom
Yurmenom u Maskosckum.”''* Kassil” himself was open about his appreciation of the

individualistic and aesthetic qualities of ‘poetic’ sporting excellence as opposed to what he

saw as the staid practicalities of fizkultura:

Cunopr [...] oqHO M3 camMbIX HAIVISIAHBIX U BEJIMKOJIEHbBIX POSIBIEHUI
€eJI0BEYECKOM BOJIM, KOTZla BCE TEJIECHBIE CHIIbI Y€JI0BEKA MOLIMHSIIOTCS

BCEIOIJIOLIAIOLIEMY CTPEMIIEHHUIO K CAMOCOBEPLIEHCTBOBAHUIO [...] [pasHuua

17 M. S. Kostiukhina, ‘«Vratar’ respubliki» L. Kassilia: k probleme sportivnogo formata v
sovetskoi detskoi literature’, in Marina Balina and V. Iu. V'iugin (eds.), «Ubit’ charskuiu...»: paradoksy
sovetskoi literatury dlia detei, 1920-e-1930-¢ gg. (St Petersburg: Aleteiia, 2013), pp. 135-51 (p. 135).

% Ibid., p. 135 (n.).

9 Tbid., pp. 136-139.

10 Thid., p. 139.

212



The Footballer

MeXXAy CIIOPTOM U (bmsxynbiypoﬁ] Kakas €CTb, HaIpUMEpP, MEXAY one;IOCTynHOI?'I

o o 111
rpamMoOTOM U1 IT093MUEM.

The above might suggest that Kassil’ was awkwardly out of step with the prevailing
mood around fizkultura by the mid-1930s. Yet his melodramatic novelistic education, his
hybrid writing style, and his keen awareness of the bodily spectacle of the elite sportsman
combined to produce an unusually perceptive appreciation of the emotional dynamics that
underpinned both the playing and watching of football. Kassil’ was alive to the play
between otikhiia and soznance well before he wrote Vratar’ respubliki. To take just one
example from his journalistic career: in the autumn of 1932 Kassil’ reported on an annual
marathon relay race through Moscow, competed by members of the city’s largest sports
societies (including Dinamo and Spartak).'"” His description of the event pays as much
attention to the onlooking crowds as to the runners, capturing the agitation produced by
this public sporting spectacle that seems to bring the streets — that old, risky zone of

unmonitored emotion — to life.

OcradeTHblit ber — sapaskatoiiee u nmpekpacHoe spenuiie. Mocksa sacmoTpenach.
Berasnu tpambt u aBro. Ho naccasxupos He Tak BosHOBasia 3a/eprkKa, Kak UCXOJ
6era. Tonnel sapureneii, cnopst u TpeBo)ach, o>kuaanu 6eryHos Ha aranax |[...]
Kasxapiit 6eryn Hec, Tak ckasaTb, ABOHHYIO HArpy3Ky. OTO ObLI He TOJIBKO

113
cioprcmeH — 9T10 6bL1 arutartop [...] Ha craguone takoro ne Berperuis. ..

Kassil’ was both an observer and a champion of vpectatorship, and of sport’s disruptive,

ebullient potential.

Kassil’ began to compile notes in the mid-1930s for a novel based on his experiences
reporting for /zvestiia. Before he had finished his own literary version of the Anton
Kandidov story, he was approached by Semen Timoshenko to collaborate on a projected
film about the world of Soviet sport, to be produced by Lenfil'm." Kassil’ put his book on
hold and, together with Mikhail Tudin, reworked his narrative into a screenplay. The final
film features most of the same characters as the novel published two years later, as well as

the same basic narrative — Kandidov’s rise to and fall from grace as a goalkeeper and his

" Cited in ibid., p. 137.
"? Lev Kassil’, ‘S “volshebnoi palochkoi”, Fizkul'tura i sport, 28-30 (1932), 8-9.
"3 Ibid., pp. 8-9.
114 Gee Aleksei Tremasov, ‘Narodnyi vratar’ sovetskogo kino’, at
<http:/ /tremasov.ucoz.ru/publ/1-1-0-7> [accessed 1st December 2013].
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eventual reconciliation with his friends at the Gidraer factory — but is a great deal simpler
and takes its characters in different directions. My focus here is the film and its visual

patterning of violence, joy, and community.'"®

In this version of the story Anton Kandidov is an impulsive and physically imposing
young man working on the Volga barges with his friend Grusha.''® His potential as a
goalkeeper is spotted by Evgenii Karasik and Nastia, workers and residents at the local
Gidraer factory, when they see him unloading a haul of watermelons. Anton and Grusha
move to Gidraer, where the physically weak and overweight Evgenii is the chief engineer
in the construction of a new hovercraft. Anton quickly makes a name for himself as a
goalkeeper for Gidraer’s team, and he and Nastia fall in love. But fame goes to Anton’s
head; he fails to contribute to the hovercraft project and argues with Evgenii and Nastia;
soon he leaves Gidraer for their more glamorous rivals in construction and football,
Torpedo. Determined to win their comrade back over, Evgenii decides to replace Anton as
Gidraer’s goalkeeper ahead of the climatic match of the league season, which sees Torpedo
and Gidraer face off. During the match, Karasik tries his best to match Kandidov’s efforts
to no avail, until he suffers a broken rib during a goalmouth scramble and is carried from
the pitch. When he wakes up to see Nastia and Grusha watching anxiously over him, he is
overcome with energy, sprints back onto the pitch, and runs through the entire Torpedo
team before finally scoring against Anton. Incensed, Anton strikes a Gidraer player in the
face and is dismissed by the referee. Gidraer are victorious, Evgenii and Grusha realise
their love for each other, and with a little help from the engineer’s pet project — a talking
robot — Anton and Nastia are finally reconciled and the collective rejoined. The final
sequence sees Anton playing in goal for the Soviet national side against the foreign ‘Black
Bulls’. He too takes a blow to the ribs, before picking himself up, saving a last minute
penalty, and running the length of the pitch to score the winning goal. His redemption is

complete.

"% Keith Livers offers a thorough analysis of the much more convoluted narrative of the novel
and its resolution in a scene of ‘ritualistic’ football violence: see Livers, pp. 153-187.

16 Anton’s surname is, of course, an unsubtle reference both to his ‘candid’, outspoken nature,
and to his character’s narrative function within Kassil”’s picaresque as a kind of Stalinist (as opposd to
Voltairian) Candide. A closer analysis of the utopian aspects of the text/film might unpick the
distinction between the ‘rational’ / Enlightenment and ‘irrational” Stalinist worlds inhabited by their
respective Kandidy.
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Figure 10. Iurii Olesha (left) and Lev Kassil' (right) take in a game. Iz veka v vek na futbol'nom share
(1998)

Sympathy, brutality, fraternity

Vratar’ can be read in simple terms as a negotiation between vttkhiia — represented by
Kandidov — and soznante — represented by Karasik. Kandidov is certainly an elemental
force, associated through his introduction with the currents of the mighty Volga,
preternaturally gifted as an athlete, impulsive. In his initial treatment, Kassil’ describes the
character thus: ‘Borarbips. Bonraps. Benukonenen, umnosanren, uecrono6us,
npocroayiieH, obaarenen sHewHe [...] OH cTuXueH 1 9T0 OyAeT NOIYEPKHYTO: €Er0
nosiBiieHreM B pUIIbME COIMYTCTBYIOT HABOJHEHUs], OypU, MSATEJH, TOJIIBI. . 1 Karasik,
meanwhile, is corpulent and clumsy but wise to the emotional needs of others and
technically gifted. Keith Livers sees the novel Vratar’ respubliki as a prime example of the
‘dialectical synthesis’ of vtikhiia and voznanie: side by side, Kandidov and Karasik form what
he calls a Stalinist ‘transbiological family’ combining the positive qualities of both the
‘excessive son” and the ‘restraining father figure”.'"® Their comradely reunion, more than
the romantic one between Kandidov and Nastia, is what closes Kassil”’s narrative. As with

Olesha’s frenzied crowd, the crucial aspect of this reading is that vtikhiinost’ is not

""" Lev Kassil’, ‘Materialy k stsenariiu “Vratar’ respubliki”’ (1936). RGALL f. 631. op. 3. ed. khr.
173.1.1-20 (1. 2).
"8 Livers, pp. 19, 157.
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superseded but worked into characters’ apotheoses: Karasik cannot win the day for the

good folk of Gidraer without bursting from his sick bed and charging up the pitch.

Recognition of this dialectical synthesis does not, however, elucidate in any great detail
the dramaturgical role of violence in the film or its visual patterning. The most important
instances of this arrive in short succession towards the end of the film: Karasik is injured,
Kandidov strikes an opposition player, Kandidov is injured himself in a later match. Yet
Timoshenko foreshadows these with a steady stream of visual warnings. Kandidov in
particular is subject to a series of signs as to what will befall him. In the film’s opening
scene, he sees a steamer with ‘Pushkin’ painted on the side, and notes that the poet
achieved global infamy (‘Bor muposoii napens 6b11..."); the word mirovod is later used by
the members of Torpedo to entice him to join their team — he can become a global star. A
central tenet of the Russian romantic myth of Pushkin is his bloody death in a duel, and it
is unlikely that the film’s indirect association of infamy with violence is purely coincidental.
The signs mount for the headstrong Kandidov: he suffers a nosebleed after a ball to the
face in training; during an argument Nastia rips up a portrait of his face on the cover of a
sports magazine; during the match itself a goalpost is snapped in half by the force of a
strike,'”” and an old man is shown in the crowd wearing both a football shirt and a bandage
around his head (Figure 12). That these are also, broadly, moments of physical comedy
suggests that the narrative as a whole is geared towards a neutralisation or
instrumentalisation of violence rather than leaning too heavily on its own threatening

subtext.

" In October 1936, a match between Spartak Moscow and TsDKA Moscow was abandoned after
a pitch invasion left the goalposts snapped in two: see Edelman, Spartak Moscow, p. 97.
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Figure 11. The referee’s establishing shot (Vratar’)

Figure 12. The wounded spectator - the ghost at the feast (Vratar’)

The Gidraer-Torpedo match itself is built into this visual patterning. Notably, the
referee is announced by the match commentator (‘Baumanue! Ilossasercsa pedepu. Cynps
maTya. ¥Ynpasuresnb urpsl. biocrurens sakona u nopsaka’), and afforded his own
establishing shot, alone with his assistants in the green expanse of the pitch (Figure 11).
The simultaneous importance and fragility of authority, ‘sakon u nopsanox” is thus made
clear. The game itself, as lead-up to the climactic moments of wounding, should be read as

a play on the distinction between inflicting and suffering injury within the context of a
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visual system of sympathy established throughout the film. Kandidov and Karasik are set
against each other as rival goalkeepers. Each is the archetypal body-on-the-line, his team’s
last hope against enemy attacks. Two earlier sequences in the film have shown us both
Kandidov and Karasik training in the Gidraer yard, standing in goal and attempting to
save shots from coworkers. In these parallel scenes Kandidov is shot from the front, with
the camera placed between the player kicking the ball and the goalmouth; all we can see is
the ball entering the frame and Kandidov springing to stop it (Figure 13). He is a figure
focused on to the exclusion of others; the viewer adopts the perspective of the player trying
in vain to beat him. (This effect is only heightened when Kandidov later appears on the
cover of a sports magazine, which he proudly waves in Nastia’s face.) Conversely,
Karasik’s training session is shot from behind the goal. The attacking players are in shot,
and we follow the flight of the ball from their feet to the back of the net, bulging in front of
us (Figure 14). This simple use of framing establishes a clear line of sympathy between the

viewer and Karasik ahead of the crucial on-pitch encounter.

Figure 13. Kandidov unsympathetically hogs the frame (Vratar’)
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Figure 14. Kandidov invites perspectival sympathy (Vratar’)

This weighting of sympathy is subtly maintained during the match itself. Over the
course of the fifteen-minute footballing sequence, Timoshenko and his cinematographer
Vladimir Danashevskii use an impressive array of shots and edits to convey the dynamism
and disorder of the play: close-ups of bundles of legs kicking at the ball; panning shots that
mimic the point of view of a spectator in the stands turning their head to follow the play;
fixed frames into which bodies move, collide, and then leave again. In this context, it is
almost exclusively Gidraer players who are afforded steady tracking shots. The most
obvious example is the long shot that follows Karasik up the pitch as he charges towards
the winning goal (Figure 15). These tracking shots build on the sympathy established
when Karasik was just an aspiring loser facing potshots from local children. The structure
of the sporting action — what football fans would call the ‘run of play’ — is uncovered

through identification with Gidraer players and Karasik in particular.

Kandidov in contrast is framed during the match as the self-conscious avatar of his
team’s success or failure, as indicated by a lingering shot of him fingering his side’s badge,
sewn into his kit (Figure 15), his position as goalkeeper keeping him detached from the
ruckus of the game, as opposed to the pressed-upon Karasik. The visual patterning of
sympathy and teamwork contra individualism comes to the fore in the dual moments of
violence that close the match. Karasik puts his body on the line for his team and is
inadvertently wounded as a result. When he is lying prone on the field he is surrounded by

concerned teammates. Kandidov strikes an opposition player at no benefit to his side and is
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dismissed. When he finally concedes a goal, and is lying distraught in his goalmouth, he is
alone (Figure 16), just as he is as he storms out of the stadium, disappearing into the depth
of the frame. John Haynes has drawn attention to the way that the high-angle crane shot

used to capture Kandidov lying alone and fleeing the stadium effects ‘an unsettling mixture

of pathos and superiority.”*’

Figure 15. Karasik loses himself in the game; Kandidov stands apart as self-aware avatar (Vratar’)

Figure 16. The wounded Karasik attracts concern; the beaten Kandidov is abandoned (Vratar’)

Yet the relationship in these sequences between community/obshchestvennost’ and

violence/pain is more complicated than the simple trope of self-sacrifice for the communal

' John Haynes, ‘Film as Political Football: The Goalkeeper (1936)’, Studies in Russian and Soviet
Cinema, 3:1 (2007), 283-97 (p. 291).
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good suggests. There is more at stake here, particularly when we factor in the onlooking
crowd and the flow of emotions between pitch and stands. In line with Kassil”’s description
of sport as poetry — a wonderful expression of human will — and the dialectical
relationship of utikhita to soznanie in the Kandidov-Karasik rivalry, ‘pure’ rationality has
little place in Vratar’. His engineering prowess aside, Karasik is certainly not a reasonable
man, even if he does act as the embodiment of voznnanie within his community. He is
thoroughly emotional: nervous around Grusha, excitable around Nastia, reacting angrily to
Kandidov's transgressions. Like Marko in Schastlivy: finwh, what he requires in order to
accede to a fullness of character is to reimagine himself as a bodily being, to refuse to

acquiesce to his physical deficiencies.

He manages this in the end thanks to the compulsion provided by the emotional
spectatorship of Nastia. With Gidraer trailing 1-0 at the half-time break, Nastia enters the
team’s changing room and demands an improved performance in the second half: ‘[Tosop
[...] Bce na Bac cmorpar... Manbuuku, s Bac ouens mobmo!” When Karasik complains that
he does not possess the requisite knowledge to play well (‘51 neiicrBurensuo ne ymero
urparts’), she replies: Tt 6ynerus nns mens.” Nastia in this instance represents the
emotional demand of the collective, something superseding athletic ability and rational
thought. Here we get a sense of the biopolitical terms of the film, the ‘happiness debt’
outlined at the end of the previous chapter; I will return to this below. The team are
roused, break into song, and go on to win. Crucial here is the fact that Nastia and their
other comrades will be watching (‘Bce na Bac cmotpsit’): Karasik and company will have to
respond visibly to the emotional demand. In fact, the importance of having one’s fragile, at-
risk body witnessed by one’s comrades was played out before the match even began. With
the rest of the Gidraer team stranded after the hovercraft bringing them to the match
breaks down, Karasik decides to run out onto the pitch to face Torpedo alone. Kassil”’s
description of this moment in the directing script is telling: ‘Ornsanynca nasan n
pelnTensHo nobesxxan Ha nose. Orpomen craguon. Ouens man Kapacux [...] Cmex.
Xoxor. Oraymuresnsusiii xoxor 120 teicsa wenosex [...] Y Hactu maseprymuce ciessrt.””!
The rest of the Gidraer team do eventually arrive, after having hitched a ride in an airplane
and parachuted into the stadium in true daredevil style. Before the match has even begun,
Karasik and then his teammates have repaid the emotional debt of their besotted spectators

by risking their vulnerable bodies on their behalf.

"I Lev Kassil” and Mikhail Iudin, ““Vratar’ respubliki”. Otryvok iz stsenariia’, Kino, 28 (1936), 3.
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The foul that sees Kandidov sent off is pure grubost’, unreflective and sadistic. Inspired
as it is by the need to have Nastia and company witness his emotional debt to them,
Karasik’s injury is in fact restorative. His pain causes consternation in the crowd (Figure
17), with Nastia and Grusha running to his side in the infirmary (Figure 18); the violence
suffered by Karasik reinforces his value to them. Moments later he is barging past
opponents, itself a form of violence (he has probably committed a number of fouls), but
since he is now embodying the positive values of initsiativa and smelost’ the violent act
becomes comedic, even joyous. Karasik thus reconciles his unimpressive physique with
enthusiasm and energy, fusing the soznance he has always possessed to a newfound vtikhiia.
As he makes his charge up the pitch, Nastia and Grusha break from the crowd to follow
him up the touchline despite a policeman trying to restrain them; they track him in parallel
with the camera. Spectatorship and sporting action are in emotional and visual unity: mass-
ochism achieved. The script here reads: 'Y 6onenbmukos ys>xe naunnarorcs KoHByIbCHMM
[...] ucrepuaecku kpuuar ¢ Tpubys’,'” but this is not Olesha’s undifferentiated, primitive,
‘>xuBas nokartocts: this is something like an entire crowd of Valias, with Nastia and
Grusha its avatars, repeatedly captured in close-up and mirroring their stricken comrade’s

movement towards the ‘npectynnoe u y>xacnoe’ act of humiliating Kandidov.

Figure 17. Mass concern (Vratar’)

22 Tbid., p. 3.
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Figure 18. Individualised concern (Nastia and Grusha) (Vratar’)

This kind of obshehestvennoat’, in which the ‘entire polis is ritually reconstituted’,'”
derives ultimately from the combination of bodily sacrifice and emotional debt, and how
these are observed by spectators. In this context, which necessitates at least the risk of
injury if not outright aggression, it is perhaps not surprising that Gidraer’s plan to
‘recapture’ Kandidov is framed in quite violent terms. “Uro6s1 BepryTh AnToHa,” Nastiia
declares, ‘namo nobenurs ero.” Karasik takes up the challenge: ‘51 uyscTByt0, uTO 51 326BI0
emy rou, Tosapuiu!’ For Kandidov to once again become part of the mass-ochistic
spectacle of community, he must be targeted in a way that borders on sadism. Throughout
the film, Kandidov is referred to as the ‘cyxoit Bparaps’ due to the fact that he has never
conceded a goal. It is this virginal state that must be violated, desecrated with the stain of
communality. Kandidov has assumed the properties of his own front-page photograph in
the sports magazine (just as Tania had aspired to do with the portrait of Ellen Grey)
(Figure 19): he has become an iconic figure, a ‘muposoii napens’. It is the detached purity
of this state that makes it unacceptable, indicating as it does his departure from the logic of
bodily sacrifice. As in Zapozdalyi zhenikh, we are confronted here with an image of
perfection that needs to be disrupted without being destroyed; it is enough to prove Anton

mortal to bring him back.'*

% Livers, p. 176.

" In Kassil”’s novel, the question of Kandidov’s ‘virginal’ state is played up by a scene in which
he is invited during a European tour to become the goalkeeper for the football team of the Vatican: an
earthly variation on St Peter guarding the pearly gates. Kassil’, Vratar’ respubliki, pp. 119-120.
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In any case, it would be no good for Kandidov’s goalkeeping prowess itself to be called
too deeply into question, since this is what allows for his redemption in the film’s final
sequence: the USSR versus the Black Bulls." It is no surprise that he suffers the same
injury in this match as Karasik had in their previous encounter: a blow to the ribs. The
crowd’s response, of course, is pure concern: we see Karasik himself rise to his feet in
alarm, all too empathetic towards his stricken friend. The identification between the
players on the pitch and their spectators is absolute, figured in the enacted metonymy of
the ‘national side’. As such, Kandidov’s mass-ochistic, self-sacrificial injury revitalises him
just as it did Karasik. He gets to his feet, saves a penalty kick, and runs the length of the
pitch to score the winning goal. He is the mirror image of his friend, bound as they now
are by the collectively conscious experience of injury. The symbolism may be crude, but
this is nonetheless as clear an example as one is likely to find of Scarry’s ‘socialised

sentience’. Self/other distinctions break down, and the collective body results.

Figure 19. Kandidov delights in his own image (Vratar’)

% John Haynes notes that the Black Bulls players were drawn from the ranks of the Dynamo
Kiev Masters team, and so may well have been recognised by the audience — presuming that they
were football as well as film fans. Haynes, p. 293.
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Figure 20. Kandidov in goal for the USSR: representing something greater than himself (Vratar’)

Community, comedy, catastrophe

What are the implications of this model of vbshchestvennost’, delimited as it is by the
time of the match, the space of the stadium, and by the need for bodily suffering? Where
do its tensions lie? Vratar’is defined by a constant play between staticity and eruption,
fixity and novelty. In a sense, the Gidraer community is totally static and self-sustained.
Every member has an essentialised role. When Kandidov is first spotted on the banks of
the Volga, one worker tells Karasik, ‘Bparaps nacrosiero y nac ner...” Kandidov’s
function in his future collective is determined before he even agrees to join. When he
decides to leave, his comrades are overcome with an almost pathological desire to return
him to his proper place, to /is team. Unlike in other fizkultura films, there is no transition
between romantic partners and no switching of familial roles. Indeed, the romantic
inflexibility of Kassil”’s and Iudin’s script was a source of annoyance for some: several
speakers at a discussion of the film at Dom Kino in Moscow in December 1936 became
fixated on the fact that Grusha desired Karasik and not the strapping Kandidov. One was
moved to ask: ‘Mosker nu neByika mo6uTh TOsCTOrO YesoBeka? ATO AEHCTBUTENBHO

6 »126
MP&“IH&H HPO Jiema.

16 “‘Stenogramma disputa v dome kino po obsuzhdeniiu fil'ma “Vratar’ respubliki”. 14 dekabria
1936 goda.”. RGALI, f. 2923. op. 1. ed. khr. 10 (1. 25).
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Of course, the affirmation of local loyalties, especially when figured in terms of labour
units, was not a necessarily negative trait. Indeed, the transfer of players between teams
had been a source of great irritation for fizkul'tura activists and administrators since the
mid-1920s, when the NEP first opened up the possibility for a quasi-open market in
athletes. The Council of Physical Culture’s records for the year that Vratar’ was released
feature dozens of complaints to regional and national officials on the matter: fans stating
the inappropriateness of athletes moving between teams; factory directors asking for
permission to release or register workers for use in their sports teams; athletes writing in to
plead for special allowances or to attack managers for failing to allow them to move.'”
There is even an example of a ‘real-life’ Kandidov, one S. Artem’ev, who writes in self-

exculpation after having spent several years moving between different football teams in

search of success:

[Tepexons na ogHOM OpraHMsanmu B APYTyIO s1 HE TOIBKO MOBPEANI CBOUM
TEXHUYECKUM PE3YJIbTATAM, HO M HE3AMETHO JUIst Ce0s1 OTBBIK OT TPYAOBOM M
obuectsenHo sxusnu [...] [lpoury paspemars mue Boictynars 3a O6iecTBo
CITAPTAK B xosurekTrBe KOTOPOroO 51 BBIPOC C AETCTBA U KOTOPBIMA CUMTAIO [JISt

6 6 128
Ceosd POAHBIM M OJIM3KHM.

The story of Anton Kandidov’s return ‘home’, and the rigidity of that home’s social
structures was thus partly a response to a well-known and widespread obshchestvennost -

deficiency in Soviet football.

Yet this sense of staticity and inflexibility is itself shown to be insufficient to sustain
community. The ‘reforging pathos’ and ‘ritual reconstitution” identified by Livers depend
entirely on the energy, disorder, and risk of the football match. Communal life
ritualistically reasserts itself against its own mummification into lifeless iconicity. As
Marina Kostiukhina puts it in her reading of Vratar’ respubliki: ‘s pomane Kaccuna [...]
CTaTHYHOCTb B3pbiBaeTcs. Anodeos cBOGObI — MOLIHBIH PbIBOK BpaTapsl uepes Bce
nose.”” In the film it is first Karasik and then Kandidov who makes this dash for freedom.
A description from the novel of Anton leaping into action to make a save demonstrates this

constant contrast between passivity and energy. Anton is an irresponsible player, loafing

' “Materialy o perekhodakh sportsmenov iz odnoi organizatsii v druguiu’ (1936). GAREF, f. 7576.
op. 14. ed. khr. 3a.

'8 Ibid., 1. 91.

'? Kostiukhina, p. 145.
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around until the moment that a ball is kicked towards him. “Tonbko B camyro Hy>xHYyI0
CeKyHly BCe 3TH Kak OyATo pacciabieHHble MBILILbI U B3IVISAL, MOTHBIA yMBILIEHHOTO
npeHebpeskeHMsl, COOMPATNCD, CHKUMATNCH, KOHLEHTPUPOBAJIUCH B BEJMKOJIEITHO
orrouennom Gesommbourom Gpocke.”* And it is of course these moments of vzrys that
animate the crowd and hence fulfil the communal emotional debt. There is something
incommensurable at the heart of the obvhchestvennost’ in Vratar’, which perhaps explains
why only a football game — the ‘amphitheatre of self-renewal’ — can generate and contain
1 151

We can approach this question of staticity/fixity and eruption/novelty from another
angle by considering the critical response to the film regarding genre and style. Roughly
speaking, a tension was highlighted between the lyrical style and the comedic genre. In
common with many other films of the period (such as Raizman’s Letchiki, for instance), the
film’s ‘lyricism” — as evidenced by its spacious, brightly-coloured interiors, idyllic
exteriors, preponderance of clean white sets and costumes, and simplistic romantic
storylines — was criticised for its sterility and inflexibility, what one critic called its
‘Uckaskenue meicrBuresprocTr . - Lyricism” in this reading signified lifeless spaces
occupied by soulless characters: in the case of Vratar’, the scenes that act as filler between
the sporting action. In an annual review of cinematographic trends published in Jskusatvo
kino, Sergei Bronshtein cited Vratar’ (alongside Sluchainaia vstrecha) as one of a number of

films from 1936 guilty of ‘cold” and uninhabitable muwe en scéne.

Cnawassl u tpadapernsl nasuibonsl «Bpataps» (“Jlendunasm”) [...] xonoaust u
OrPOMHBI, HE3ABUCUMO OT TOTO, KTO B HUX /IOJ’KEH OOUTATh, BHINUCAHBI B
CTaHAAPTHBIX OesIbIX TOHAX, 0OCTaBJIeHbl HEYA0OHOM MeGENbIO U KasKyTCsl
He>kuIbIMU. DTO Mbl uMeem Bo «Bparape», B puabme «Hacrosmuii rosapuin»
(“Yxpaundunom”), B «Cayuaitnoit Bcrpeue» (ctyaus “Por-dpont”) u Bo muornx

133
APYTUX KapTUHax.

These sterile interiors were populated by unmotivated, uninteresting figures; in Kino,
Sergei Ginzburg again linked Vratar’to a whole range of other ‘lyrical’ romantic comedies

and concluded: ‘Bo Bcex atux punbmax Her 06paszos, a UMEIOTCS JIUILIb TIEPCOHAKU,

1% Kassil’, Vratar respubliki, p. 147.

! Livers, p. 168.

%> Nikolai Aduev, ‘Fantastika i pravdopodobnost”, Kino, 26 (1936), 3.

'3 S. Bronshtein, “Tekhnicheskoe kachestvo nashikh fil'mov 1936 g.’, Iskusstvo kino, 5 (1937), 58-64
(p- 59).
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neiicteyiomme sna.’ > The clearest summation I have seen of lyrical lifelessness comes
from a participant at the Dom Kino roundtable discussion in December 1936. At this
meeting, Aleksandr Stolper — who had by that point written Nikolai Ekk’s 1931 film
Putevka v zhizn” — called Vratar’the culmination of a stylistic development that he traced
from Aleksandr Macheret’s Chastnaca zhizn’ Petra Vinogradova (Moskinokombinat, 1934)

through to the (clearly much-maligned) Sluchainaia vatrecha.

Y nac nosiBuiics / st He mory Hassarb ato gaxke ctuinem / C MECTA: XKanp cnagkoit
aupuxu [...] VI3 yero ckaagsiBaercs aror ctuis? B nepeyro ouepens n3 orpomusix
naJiail, 13 MOJIOYHO-0€eIbIX JeKOPALMii, U3 LBETYLIMX A€PEBbEB U HACKBO3b
¢danbmbbix mopei [...] aTo — nupuueckas xomenus, HM Apama, HU KOMEANs, HU
pbi6a, Hu maco. Yro e aro Takoe? / C MECTA: Duae. /cmex/ Ho ¢ Toit nmb

. 135
pasHuLei, uro ¢use OGbiBaeT BKyCHOE.

If its lyrical formal qualities were associated with blandness, inflexibility, fixity, then
what about the film proved popular or moving? Again, the critical response was practically
unanimous: the staging of the football match was a triumph, a comedic, exciting example of
dynamic filmmaking. Danashevskii was praised for his camerawork here (‘6aecrse no
AMHAMHUKE U 9KCIPeCcCUM cAieaBlmnii «pyToonbHyto» nonosuny «Bparapsi»’, as Bronshtein
had it) as much as he was criticised for the interior scenes elsewhere.'*® In an edition of
lokusstoo kino published a few months earlier, . Berezark claimed that the footballing
scenes ‘saved’ the picture.'” For Ginzburg, the match between Gidraer and Torpedo was
captivating in its energy and narrative compression, the way in which it followed the ‘logic’
of the game and the particular emotions associated with football spectatorship: ‘Onu
CMOTPSITCS C TeM OGOJIBLIMM UHTEPECOM U BHUMaHHMEM, KOTOPbIM 3pUTEJb y/esieT
HACTOSILIUM COCTSI3aHUSIM. 3/1eCh y 3pUTeJisl BOSHUKAET HACTOSIIMI CIOPTUBHBIA a3apT, OH
npespamaercst 8 pyT6onbHOrO «Gosenpumka»’.  This sense of the ‘logical’ or expedient
staging of the match was highlighted again in the Dom Kino discussion, where one

otherwise disgruntled participant described Danashevskii’s and Timoshenko’s work as

%S, Ginzburg, ‘Vo vlasti plokhikh traditsii. O kartine «Vratar’»’, Kino, 61 (1936), 2.
1% ‘Stenogramma disputa’, 1. 1.

1% Bronshtein, p. 62.

17 1. Berezark, ‘Vratar”, Iskusstvo kino, 1 (1937), 27-29 (p. 28).

1% Ginzburg, p. 2.
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revelatory ‘cine-football’: ‘Oro Bnepsrie npumeneno B kunoTexHUKe, B KMHODYTOOTBHOI

1139
TEXHUKE.

Here the fundamental importance of spectatorship is laid bare, inasmuch as the film
‘succeeds’ only at those moments in which the film-viewer is rendered coterminous with
the match-viewer; when, in Shcherbenok’s terms, our ‘perception of [the characters']
relations has been so deeply grounded in their intersubjective network’ that we know how

' The football sequence, with its play between

it feels to be amongst the onscreen crowd.
crowd, team, and cinema audience, shows how our understanding of spectatorship and
film can move beyond the unilateral, dominating gaze proposed by Laura Mulvey as

141 d d .
and towards a more expansive

structuring the relationship between viewer and screen,
and inclusive reading of fantasy and visual pleasure. As Judith Mayne has written, cinema
is ‘fantastic’ inasmuch as it allows for the staging of desire. But whereas in Mulvey’s classic
text, this desire would be read singularly as that of the (male) viewer, Mayne insists that ‘it
is not necessarily the enactment of a single character’s desire. Its pleasures are the

pleasures of mobility, of moving around among a range of different desiring positions”.'* In
Vratar’ this ‘mobility” should be read as the immanence and interchangeability of emotional

commitment produced by obshchestvennost’. The crowd, the players, and we the viewers are

all in it — the act of spectatorship — together.

The staged football worked so well precisely because it was dynamic, driven by an
irruptive sense of motion and the unfolding of unexpected but ‘logical” action. In other
words, it was the only successfully ‘comic’ part of this ostensible comedy; indeed, Berezark
argued that the film as a whole could only have functioned if Timoshenko had made a pure
‘byr6oabnas komeaus’ based on these ‘sicupie u ormunsie kanper’.'* Football fitted so well
into the comedic frame for the same reasons that made it a useful staging ground for the
emotional debt and bodily sacrifice that underpinned social renewal: it was characterised
by disorder, nepredskazuemost’, vzryv. And yet this may ultimately have been the problem. As
critically maligned as it was, the film’s sterile formal lyricism in fact captured quite well the

immutability of community that motivates Karasik and company to conquer and return

1% ‘Stenogramma disputa’, 1. 22.

140 Andrey Shcherbenok, ‘Russian /Soviet Screened Sexuality: An Introduction’, Studies in Russian
and Soviet Cinema, 3:2 (2009), 135-44 (p. 139).

' TLaura Mulvey, ‘Visual Pleasure and Narrative Cinema’, Screen, 16:3 (1975), 6-18.

"> Judith Mayne, ‘Paradoxes of Spectatorship’, in Linda Williams (ed.), Viewing Positions: Ways of
Seeing Film (New York: Rutgers University Press, 1995), pp. 155-83.

15 Berezark, p. 29.
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Anton; in any case, the narrative is wholly structured around the reaffirmation of this
community, without which the viewer is left with nothing but crazy football antics. But the
comedic joy that reanimates this community and prevents it from falling into lifelessness
depends on football’s disruption and novelty, the ‘anodeos ceoGoast” identified by
Kostiukhina. Somewhere in the middle of this play between obshchestvennost’ and disorder

the film 1s destined to fall short.

Vratar’ and the critical reaction to it represent a generic, culturally attenuated framing
of the core questions — of bodies on display, of violence and emotional/social cohesion —
that have structured this thesis. In its own minor way, it asks: can Soviet cinema handle a
body ‘acting out’, moving in unexpected and dynamic ways, displaying aggression? How
will the staging of spectatorship and the emotional dynamic established onscreen between
onlooker and actor allow it to constrain those moments in which ‘craTnanocts
sapbiBaercsi ! These are questions of particular importance in the high-Stalinist 1930s,
when socialism was declared an immanent phenomenon — something that could be felt —

and life had ‘become more joyous’.

In his review of the film, Berezark touches on precisely these issues. Like many of his
contemporaries, he is concerned that Soviet comedy does not adequately reflect the
sensations of ‘joyous’ life. The happiness debt is going unpaid onscreen. Berezark frames
the question explicitly: can screenwriters and directors allow for nepredskazuemost” —
nominally the guiding principle of comedy — in their depictions of Soviet life? If they
cannot, then they risk losing the vivacious, even disorderly essence of actualised socialism.
'Ilo koHLA 06y MaH, MO-CBOEMY PALMOHAIVMCTUYEH KaXKAbIH MX LIar. JTO, KOHEYHO,
nenpasuabHo. Ha camom ysx nene B Haweil 60poii, paflocTHOM YKU3HU MHOTO
neosxunantoro u cmemsoro.”  Berezark’s demand for a true ‘gyr6onbuas komenus’ rather
than the psychologically flat ‘komenus npasos’ that Kassil’ and Timoshenko serve up
should be understood in these terms, as an insistence on the importance of a little chaos in
the mix. Timoshenko seems to have appreciated this to a greater extent than the final cut of
Vratar’lets on. In a handwritten note from the set of the film, he sketches out some 1deas
about Karasik’s character and the source of the film'’s potential comedy: ‘nns camux repoes
— OTKPBITHI BCe MyTH pasuTtus yesaoseka [...] On u ageck BorxoauT nobeaurenem

HEOXXMAAHHO JJIs1 3pUTeJIel U IJIsi CAaMOTO cebst. B a10i1 HEOXKMIAHHOCTH MCTOYHUK

4 Tbid., p. 27.
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rJy0OKOro KOMMU3Ma, MOIMHHOTO HAILIETO COBETCKOTO xomuama. ' With this in mind, the
persistent association in the film of Karasik with his pet robot, the mindless automaton,

seems more and more like an admission of failure.

As for Kassil’, the extent to which he intended to push the connection between
disorder and social reconstitution is made clear if one looks at his early plans for the Vratar’
screenplay.'™ At a point at which his ideas about the Kandidov narrative on both page and
screen were still relatively inchoate, and his proposals for the film not yet clipped by
budgetary and technical restrictions and Timoshenko’s better judgement, the story is
effectively an accumulation of catastrophic events, with the final moment of social
consciousness almost an afterthought. Kandidov’s vtikhiinost” dominates. Kassil”'s treatment
opens with a hurricane and with Kandidov crashing his hovercraft through the wall of the
local Anti-Flooding Commission."” To pay for the repairs, Kandidov suggests staging a
football match and charging for entrance; what transpires is pure azartnost’” and grubost’.
The pitch is a grass patch with jumpers for goalposts, the referee has a car horn instead of
a whistle, goats invade the field. Kandidov is knocked unconscious and a fight breaks out,

with the referee transforming, in Kassil”’s words, into a boxing umpire: ‘Haspesaer npaka.

3purenn Geryr ¢ kpukom: HAIIIMX BbIOT! TOIIA, HE BbIJIAI 11"

That all this is just the prelude to Kandidov joining the Gidraer collective indicates just
how much disorder Kassil’ imagined was needed in order to inculcate obshchestvennost’. Not
that the tikhiinost’ lets up once the goalkeeper meets the engineer (here called ‘Nobka’
rather than Karasik) et al. Anton chafes at Nobka'’s plans to build a series of robots, the
lifelessness offending his vivacity (‘Im Hy>kHbI poboThl GeckpoBHBIE U GeccepaeuHble, Bam
tpynuo saecs, Auron!’)'” Later, he harangues Nobka before he leaves to join the rival
team: ‘51 yenoBek r1yGOKOIT BOABI, @ BbI MEHSI HA MEJIKOBOJHYO MAIIMHY HOCHUAETb XoTuTe |
Ox, MoXeTe BbI pasBe MOHSTH KUBYIO Aynry, Bam aBromarsl HyxHbi!'* The play between
robotic inflexibility and elemental energy is completely explicit here, the collective
seemingly irreconcilable. Its ritual reconstitution on the field will require an extra degree of
violent disorder, which Kassil’ duly delivers: Kandidov in this version not only knocks

Nobka unconscious on the pitch, but is eventually sent off for attacking the referee,

14 RGALL, f. 1966. op. 1. ed. khr. 298.1. 1.
16 Kassil’, ‘Materialy k stsenariiu’, 11. 5-35.
17 Ibid., 1. 5.

148 Ibid., 1. 11.

19 ibid., 1. 23.

190 Tbid., 1. 24.
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symbolic embodiment of all authority.'”" In front of the spectating crowd, Anton has staged
a physical assault on the collective and its binding ties, but this outrage is meant to serve as
a prelude to his inevitable redemption. What is a tenuous and momentary conflation of

disorder and obshchestvennost’in the final film is stretched to breaking point here.

It is in Kassil”s proposed ending, though, that the distinctions between the body and
its spectator, between obshchestvennost’ and crude individualism, between the
unexpectedness of comedy and the threat of destruction are fully collapsed. Here we can
bring the discussion full circle, appreciating the role that theories of violence and
biopolitical control have to play in our readings of seemingly facile films. Unable to
reconcile himself with his former comrades, Anton decides to commit the ultimate violence
to communal unity and kill himself. He locks the doors and windows in his room and turns
on the gas. Nobka and Nastia try to ring him but he cannot reach the phone. As he lies
dying and alone, Anton is able to assess the quality of his own expiration, to act as the
spectator to his own terminal body-on-the-line moment; at the point of death the presence
of another is no longer even required in order for the emotional debt to the collective to be
felt. ‘Ox, AnTon, 1 HoMupaewIb THI He MO-COBETCKM, a Ha 3arpanuyHblii manep! Yopr,

152 . . . .
npsamo ¢ komdoprom nomupato!”** At the very last moment, he is inspired to live.
On nasaer Ha noJ1, Kak 6okcep Ha puHre.

N kax Ba puHre, BAPYT, CJABIIIUT OH, CKBO3b YK€ IOTEMHEBLIEE CO3HAHUE, IE€BSITh

YAApOB, KaK CYeT CyAbH. JTO OBIOT 4achl.
Omnu 6bloT EBATH y1APOB.
Cuer Hokayra!

W, xorpa nmocsenuue cuibl Haxonout B cebe Anron Kanmmunos — BBIIPSMJISIETCS BO

BeCh POCT U OOPYIIMBAETCS HA CTEKJIO OKHA.
Cee>kuii Bo3yx BpbIBaeTcs B pa3buroe okHO.
Cser! Connrne!

Han Bonoit Hecercst rimccep u cBepKaloT Ha Hem OyKBBIL:

1 Ibid., 1. 31-32.
2 Ibid., 1. 35.
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«BPATAPb PECITYBJIMKM».'*

In this startling sequence, the dual compulsions of bodily sacrifice and social
constitution are played out for the highest of stakes. Mukhtar’s non-suicide in Lavry M
Ellen Grei (see Chapter Three) is sufficient to reunite a husband with his wife. The
supposed social dissolution in that film is really a matter of distorted self-image on the part
of an individual, and does not require that real blood be spilt. By contrast, Anton’s debt to
the Gidraer collective is so grievous that it cannot be repaid through the kind of
performative anxiety that Lavry’s Tania displays. Thus in Kassil”s original telling, Anton
has to die. Here we have a kind of recapitulation of the Stalinist biopolitics outlined by
Sergei Prozorov, with which we ended the previous chapter. Since the Stalinist project —
including its cinema — consisted in the actualisation of socialism as a lived reality, it could

* and since an errant figure like Kandidov will not be

not ‘correct’ but only ‘make be’:'
permitted in the conditions of immanent socialism (in the terms I have used, what we
might call totalised obvhchestvennost’), then he should not be permitted to linger in the
background. ‘If the existing reality [...] is from the outset construed as obsolete and dying,
then [...] the only thing that socialism promises this dying reality is the actualization of its

death.”'®® In this sense, Anton has no choice but to end his life.

This is the ‘thanatopolitical” aspect of Stalinism, which should be understood alongside
Evgenii Dobrenko’s reading, encountered above, of the ‘rationalisation of violence’. For
Dobrenko, the socialist realist master narrative of the hero’s accession through atikiia to
soznante (or rather his dialectical synthesis of the two) represents the subsumption of the
concealed violence of the real world: ‘Transformed by socialist realism, the person
disciplined by it lives, as it were, beyond the gulag: the camp disappears into the triumph
of the hero, and reality continues to develop by the laws of the transformed world.”*® The
social violence implicit in such a rigidly guarded community as Gidraer is transmuted into

the bodily violence that Anton does to himself.

Yet as much as Anton must die, he must also live: the collective body must forever be
reconstituted, refined, redoubled. It cannot be allowed to suffer a wound as definitive as

death. Kenneth M. Pinnow has written on the way in which the new conceptualisation of

% Tbid., 1. 35.

1% Sergei Prozorov, ‘Living Ideas and Dead Bodies: The Biopolitics of Stalinism’, Alternatives:
Global, Local, Political, 38:3 (2013), 208-27 (pp. 211, 217).

% Ibid., p. 217.

1% Dobrenko, p. xvi.
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citizenship that emerged under Stalin, and which was codified in the 1936 Constitution,
was incompatible with suicide (in comparison with the NEP-era medicalisation of self-
harm as a curable anti-social trait with identifiable catalysts).'” In the football match we
saw how Karasik’s publicly witnessed injury was revitalising, pushing him to score the
winning goal; somehow, Anton has to make his own suicide similarly rejuvenating. In this
narrative’s conjunction of bodies and spectators, order and chaos, Anton has to kill himself,
and he has to live, and each demand is as important as the other. In this he is an echo of
Pavka Korchagin, the hero of Nikolai Ostrovskii’s epochal socialist realist novel Kak
zakalwalas’ stal’ (1934), whom Kaganovsky discusses at length as an example of the Stalinist
hero’s compulsive ‘refusal to die’ in the face of his own unending bodily sacrifice; like
Korchagin, Kandidov in the final instance returns to life and the collective, even as his ‘act
of “returning” to [the] Stalinist ranks marks the distance between the fantasy of inclusion

and the reality of dis/memberment.”*®

Perhaps most striking of all, Kassil’ frames this acting out of un-Soviet death and
Soviet life in terms of sport. Even football, with all its concomitant disorder, is no longer a
pungent enough metaphor for Anton’s suicide. In this climactic moment of eruption and
rejuvenation, Kassil’ turns to boxing, an intentionally violent martial art. Of course, Anton is
‘boxing” against his own unwelcome character traits. Symbolically speaking, Anton has
been obliged on behalf of the collective to punch himself in the face to the point of death
and then to get back up. In this way, he pays off the biopolitical happiness debt that was
unsuccessfully addressed in the ‘running’ films of the previous chapter while just about
surviving as a living body. Although its formulation in the final film version of Vratar’is
nowhere near as brutal, the story of Anton Kandidov’s redemption on paper and onscreen
highlights what Anna Toropova calls ‘the symbiosis of self-realization and bloodshed on
the Soviet screen [that] points to the painful pleasure [...] with which happiness became

entwined in the Stalin era.”®

Football in the Soviet 1920s and 1930s was synonymous with disorder and the

improper expressions of unchecked emotion, with spontaneity and individualistic passions,

157 Kenneth M. Pinnow, Lost to the Collective: Suicide and the Promise of Soviet Socialism, 1921-1929
(Ithaca, NY: Cornell University Press, 2010), pp. 232-37. See also Thomas E. Ewing, ‘Personal Acts
with Public Meaning: Suicides by Soviet Women Teachers in the Early Stalin Era’, Gender and History,
14:1 (2002), 117-37.

1% Kaganovsky, pp. 19-41 (p. 41).

% Anna Toropova, ‘An Inexpiable Debt: Stalinist Cinema, Biopolitics, and the Discourse of
Happiness’, Russian Review, 74 (2015), 665-83 (p. 668).
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and with the supposed psychopathological tendencies behind the hooliganism epidemic.
Timoshenko’s film indicates how the problematic nature of real-life football could be
subsumed in fictional works into a process of recognition and reconciliation. Kaganovsky
speaks of the need for the Stalinist hero to experience ‘obscene enjoyment’ in the face of
his own mutilation,'” and the world of Gidraer is one in which violence is oddly happy.
Violence sparks romance and friendship, and leads to moments of great sporting
excitement. At least momentarily, it allows for participant and spectator, life and death,
disorder and cohesion to become coterminous. On the footballing scenes in Vratar’,
Berezark writes: ‘Bce clieHbl UTPbI 3aXBaTHIBAIOT, BOJHYIOT 3PUTEJIS U, [JIABHOE, 3aCTaBJSIIOT
ero mo-sacrosiemy Beceautbesi.” - Here, at last, is a thread running from the rough streets
of Spartak’s Presnia through the young lovers of Zavwt’to Karasik and Kandidov’s
unlikely triumphs. Like Valia, Grusha, Nastia, Evgenii, and their real-life forebears, the
Stalinist spectator is ‘truly happy’ only when they are gripped by fear; only then can they
enjoy, obscenely, the sensation of their own emotional and bodily debts to the socialist

world.

1% Kaganovsky, p. 10.
1! Berezark, p. 29.
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Conclusion

1. Comrades and corpses

I began this thesis with the body of the naked girl in Aleksandr Deineka’s Na balkone
(1931). I proposed ‘following’ her flesh as it seemed to seep out of the frame, tracing the
lacunae in transmission and observation that frustrate visual representations of the Soviet
body. My attempts to do so have taken me back to the earliest years of fizkul'tura
theorising; through the establishment of a social psychological mind-body dynamic under
the NEP; the iteration of a bodily aesthetics from the mid-1920s to the mid-1930s;
questions of Stalinist emotion and social cohesion, gender roles and sexuality; and finally
into a consideration of violence, disorder, and their uneasy resolution or redemption into

something called obshchestvennost’.

My work has brought together several core objects of study (the body, fizkultura),
structuring concepts (obshchestvennost’), and analytical modes (surveillance, aesthetics, and
above all spectatorship). | have argued for an understanding of Soviet subjectification in
which the corporeal is constitutive of the psychological, the emotional, and the sociological
— embodied subjectivity — and the interrelationship between physical and visual culture
is recognised as crucial to establishing just what it means to ‘become Soviet’ in the first
instance. Taking in the whole of the interwar period has allowed me to demonstrate how
aspects of Soviet embodied subjectivity such as beauty, gender identity, and socialised
emotion were established slowly, often over more than a decade, belying the assumption

that the 1920s and 1930s were marked more by disruption than continuity.

Taken together, my readings of visual and physical cultures have posited a particularly
Soviet model of looking or spectatorship, one centred on obshchestvennost’, the corporeal and
emotional unity of the collective. In defining this model I have tried to respond to the three
key questions which I raised in opening in relation to Na balkone: what is a Soveet body
supposed to look like? How ts a Soviet body supposed to be looked at? And to what ends w this looking

carried out?
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First, we can say that while the body is supposed to appear clean, orderly, and
sensually attuned, these exterior distinctions are in fact of secondary importance compared
with the body’s willing exposure to the gaze of others in the first place. We saw this in
Boris Arvatov’s conception of ‘counanbho-acrectTudyeckuii monusm’, in newsreels where the
rationalised body acted as an exemplary model, in Deineka’s and Samokhvalov’s fizkul tura
canvases, and amongst the conscientious komvomoltsy of Strogii tunosha. But the attractive

and available body is not in and of itself a guarantee of properly Soviet subjectivity.

Second: the Soviet body is supposed to be looked at communally and with a sense of
mutuality — in other words, in the spirit of obshchestvennost’. This is the lesson of Stroge
twunosha, with its play on voyeurism and desire. It is also the operative idea behind
ftzkul’tura paintings that blurred the line between sporting participation and observation,
as well as the ‘running’ films of the 1930s, which made the crowd as much a part of
sporting performances as the athletes themselves. But not all forms of looking are equally
valid, and within the onlooking crowd it is always possible for spectatorship to be distorted

by personalised, socially incoherent passions.

Finally, the ends to which the spectatorship of bodies is carried out is always
obshchestvennost’. Only when obshchestvennost’is realised in the act of spectatorship can the
play between body and onlooker become constitutive of the actualised Soviet community.
This is the premise behind my discussion of ‘running’ and ‘football’ films of the 1930s, as
well as the biopolitical bent behind Stalinist conceptions of emotional citizenship; it can
also, though, be traced back to the social psychology outlined in my Introduction, and the
conviction there that Soviet communal living could be brought about through constant
attention to one’s own body, to its dangerous impulses and erraticisms. Even in the absence of
others, some kind of Soviet ‘spectatorship’ is possible. Obshchestvennost’is always an

ongoling concern.

This thesis has dealt in large part with bodily ideals: self-rationalising physiologies,
perfectly muscled torsos, star athletes who are also faultless mothers and wives. In a
world-building state such as the early Soviet Union, ideals are meant to be realised. The
problem with bodily ideals is that their immanence or absence is so keenly felt; everyone
inhabits a body that is visible, tangible, sensible to others. The importance of embodied
subjectification was hence that it would ground Soviet world-building in the most

granular, universal material details of life itself — in the veins, organs, muscle fibres of
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every citizen. The embodied subject would be more than a novyi chelovek: she would be a
zhivot chelovek. This idea is the thread running through my chapters on the Bather, the
Runner, and the Footballer, where the threat of ‘empty’ (that is, lifeless) subjectivities is
addressed through explorations of emotional individualwation and emotional spectatorship.
Accounting for embodied subjectivity helps us to appreciate the resurgence, post-NEP, of
‘consciousness’ in psychology and the emotionally complex individual hero in cultural

production.

Just how ‘alive’, though, were these new, embodied subjects? In my final two chapters
I have turned to biopolitical theory in order to address various issues raised by fizkultura
cinema of the 1930s — emotional debt, citizenship, sexual politics. Drawing on Sergei
Prozorov, I have argued that, in the Stalinist context, biopolitics is notably ‘positive’ or
‘productive’; in contrast with the ‘ideocratic’ Soviet thinking of the 1920s, Stalinism is
‘biocratic’, taking as its ‘central question [...] the construction of socialism as a lived
reality.”" This positive/productive line provides a theoretical counterpart to the visual
figure of the embodied subject. My contention throughout this thesis has been that the
body and its observation can be understood as constitutive of a process of Soviet
construction or formation. The embodied subject was one of many ‘building sites’ for the
interwar state, one aspect of a process that Walter Benjamin noted in 1926: ‘now it is made
clear to every Communist that the revolutionary work of this hour is not conflict, not civil

war, but canal construction, electrification, and factory building.’2

However, simultaneous with this emphasis on ‘construction’ is a tendency towards
destruction, what Prozorov calls ‘an equally extreme thanatopolitics.” Since in its biocratic
form the Stalinist project does not ‘correct’ but literally ‘makes be’, it is compelled towards
the negation of the immanent results of its own productive impulses whenever these are
anything less than ideal. And the Soviet body, as I have demonstrated throughout, is never
ideal, inasmuch as it ascends only momentarily to a state of certifiable obvhchestvennoat’.
This is why, as I have stated elsewhere, the only thing that is ultimately guaranteed to the
embodied subject is its own death. Images of the prone, helpless, lifeless body have

recurred in my readings of 1930s films in particular: the komsomol’ka Ol'ga on the

" Sergei Prozorov, ‘Living Ideas and Dead Bodies: The Biopolitics of Stalinism’, Alternatives:
Global, Local, Political, 38:3 (2013), 208-27 (p. 212).

* Walter Benjamin, ‘Moscow’, in Reflections: Essays, Aphorisms, Autobiographical Writings, trans.
Edmund Jephcott (New York: Schocken Books, 1986), pp. 97-130 (p. 130).

% Prozorov, p. 209.
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operating table in Strogit tunosha; Evgenii Karasik in Vratar’lying unconscious on the
football pitch; and, most tellingly, the dual ‘fake’ suicides of Mukhtar in Lavry Miss Ellen
Grel and Anton Kandidov in the first treatment of Vratar’. These last two are the only
instances in which we the viewer are threatened with the image of a corpse, but by the end
of the interwar period the intersection of physical and visual cultures and subjectification
placed intolerable pressures on the imagined body. The image of the embodied subject
collapses under its own weight, even as it is compelled to lve, to exist as proof positive of
the immanence of socialism. In 1936, Benjamin, who had recognised the centrality of
productive forces to the interwar Soviet state, reflected on the generation that had
survived the First World War — the generation that would go on to build the Soviet state
and its citizens — in terms that capture something of the vulnerability of the corporeal

substrate of Russian revolutionary ideals:

A generation that had gone to school in horse-drawn streetcars now stood in the
open air, amid a landscape in which nothing was the same except the clouds, and at

its centre, in a forcefield of destructive torrents and explosions, a tiny fragile human

body.*

2. Utopia incarnate

The Revolution is the biggest and most real person on earth.

— Andprei Platonov, ‘Anatolii Lunacharskii”

If the Soviet embodied subject was not entirely a chimera, it was at least near
impossible to represent visually. Trotskii’s famous formulation of the project of the novy:
chelovek — ‘Social construction and psycho-physical self-education will become two

aspects of one and the same process [...] Man will become immeasurably stronger, wiser

“ Walter Benjamin, ‘The Storyteller: Reflections on the work of Nikolai Leskov’, in Illuminations:
Essays and Reflections, trans. by Harry Zohn (New York: Schocken, 1969), pp. 83-111 (p. 84).

® Andprei Platonov, ‘Lunacharskii’, Krasnaia derevnia, 26 (1920), 2. Translation from Eric Naiman,
Sex in Public: The Incarnation of Early Soviet Ideology (Princeton, NJ: Princeton University Press, 1997),
p-73.
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and subtler; his body will become more harmonised® — was not something that lent itself
to the photograph, the canvas, or the screen. Does it make sense, then, to conclude that the

cultural project I have outlined in this thesis was at heart ufopian?

If ‘utopianism’ is read simply as a desire for the unattainable, then it is true that this
thesis has highlighted the sheer irreconcilability of demands placed on the Soviet body. In
my discussion of social psychology in the Introduction, for instance, | emphasised how
medical professionals were required to reconcile body, mind, and society within a
convincingly Marxist and monist science. These psychologists emphasised control in an
attempt to fix the subjects of their discipline; the impossibility of maintaining this
externalised form of coercion in perpetuity led them in turn to promote a form of
automated self-control without spatial or temporal boundaries. One might ask whether the
truly utopian aspect of this field of early Soviet culture lay in intellectuals’ attempts to
control others, or in their attempts to have others control themselves. Strogii iunosha deals
in utopianism inasmuch as it posits the incommensurability of two versions of Soviethood:
one based on bodily beauty and mutuality, the other on instrumentalist intellectual
capacity. In Zapozadalyi zhenikh and Vratar’ we saw how, after Keith Livers, the
‘utopianism’ of Stalinist culture could be said to lie in its claims to a dialectical synthesis of

Dionysian vitkhiia and Apollonian voznande.

Rather than stating flatly that the ideal Soviet body was unattainable, however, it is
more productive to consider the specific interrelationship between the Soviet utopian
project broadly conceived, and the body itself as agent and substrate within it. Here we need
to turn back to Eric Naiman's Sex in Public: The Incarnation of Early Soviet 1deology, still the
most comprehensive commentary on the matter. Naiman reads the NEP era precisely as
one of revolutionary ‘incarnation’ (voploshchente); he cites one critic associated with
Proletkul’t, A. Mgebrov, who declares that the revolution represents ‘the unmediated
possibility for [man] to incarnate everything through himself.” This is problematic, since
for Naiman utopia is ‘anti-cultural” — in a constant attempt at self-purification it represses
the extant ‘biological, historical, or personal “facts” that constitute its essential metonymies
— and as such abhors the very forms through which it gains immanence.® (There is a clear

link here between Naiman'’s repression of ‘facts’ and Prozorov’s biopolitical

® Leon Trotsky, Literature and Revolution, trans. and ed. William Keach (Chicago: Haymarket
Books, 2009), pp. 206-207.

” Naiman, pp. 4, 67.

® Ibid., pp. 16.
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‘thanatopolitics’.) As a result, utopian cultures such as the early Soviet Union are engaged
in a constant process of self-abnegation and renewal. Utopia must be given a body, but
every body is already itself a contamination of utopia.’ In Naiman's words: ‘the dream of
utopia is apt to display disturbing defects when compelled to assume political and
economic flesh [...] [hence] the discursive marks made on the flesh when it is forced to

“mediate” between the Ideal and the Real’.'’

In the final instance, then, the printed, painted, and filmed bodies of this thesis might
convey nothing more nor less than the frustration of utopian ideology incarnated. Where
does this leave scholars wishing to explore further the conceptual underpinnings of early
Soviet bodies? Responding to this question allows me in closing briefly to point to lacunae
in my own research. In writing this thesis I experienced something I imagine is common
for scholars of the Soviet 1920s and 1930s: the sensation that no matter what cultural
current or concept I settled on, Andrei Platonov had already captured its essence
somewhere, in his inimical, quasi-mystical style. In order to work through a wide variety
of visual primary sources and to elaborate my core themes of surveillance, aesthetics, and
spectatorship, I have had to disregard literature almost entirely; suffice to say that
studying literature from the same period could reveal much about embodied subjectivity,
as Rolf Hellebust in particular has already amply demonstrated.'' Platonov would be at the
heart of any more expansive study of revolutionary voploshchenie. As Hellebust himself has
shown, voploshchenie for Platonov is not (as it is for Naiman) a ‘phase’ of the revolution: the
whole revolution is one great act of incarnation, a material insertion of meaning into a
hitherto unredeemed world."” Platonov’s characters are constantly trying to ‘overcome
their insubstantiality’, to affirm the solidity of matter in the context of their individual
existential emptiness,'® and Platonov dwells at length on their bodily sensations: the
resonant beating of the heroine Moskva Chestnova’s heart in Schaotlivaia Moskva (1934),"

for instance, or the weary legs of the nomads in Dzhan (1932)."

? Ibid., pp. 17-20.

" Ibid., p. 5.

" Rolf Hellebust, Flesh to Metal: Soviet Literature and the Alchemy of Revolution (New York: Cornell
University Press, 2003).

"2 Ibid., pp. 124-130.

"% Ibid, pp. 126.

" Andrei Platonov, Schastlivaia Moskva, in Schastlivaia Moskva: roman, povest’, rasskazy (Moscow:
Vremia, 2011), pp. 9-110.

1> Andrei Platonov, Dzhan, in ibid., pp- 111-234.
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A study of embodied subjectivity that took Platonov as its starting point would likely
have to contend with the theological resonances of his singular celebration of voploshchente.
Platonov’s is a messianic vision in which the revolution and the utopia it engenders allow
for spirit and matter to exist in union, blowing away all concerns that the world’s spiritual
(or ideological) progress might be derailed by the irrationalities or excesses of the body.
This is a pre-Hellenistic Christian view of bodily worth that is reiterated over hundred of
years of Orthodox theology. Thus there might, for example, be a way to map out a kind of
spiritual parallel to the monism in social psychological discourse of the 1920s, in which the
immediate pre-revolutionary predecessors are not nineteenth-century French sociologists
but nineteenth-century Russian religious philosophers like Nikolai Fedorov and Vladimir
Solov’ev. What would it mean to read early Soviet bodies in terms of the doctrine of
kenosis, for instance — to interpret the materialism and biopolitics of NEP-era and
Stalinist ideology on spiritual terms?'® Both Platonov and his Christian forebears, after all,
were committed to transforming the human world in the light of an irreducible ideal. As
Roman Jakobson once said, there can be ‘no resurrection without incarnation, without

flesh — immortality cannot be otherworldly’."”

This theological-utopian bent, however, would require a much more strictly textual
approach. This thesis’s visual sources illustrate more readily the aspirations and failures of
those who saw the Soviet body as a site of potential transcendence or corruption. As much
as we can discern in the visual culture several specifically Soviet ‘categories of looking’, the
body remains intransigent in the face of its own perfectibility. It can be moulded, perhaps,
but not controlled; as Deineka indicates in Na balkone, it is always escaping outside the
frame, outside the gaze. Given the ideological, aesthetic, and emotional demands which
they made of the body in the interwar Soviet Union, it is perhaps not surprising that the
reach of fizkul’tura theorists, filmmakers, ideologues, and athletes themselves exceeded
their grasp. In an article praising the People’s Commissar for Enlightenment Anatolii
Lunacharskii, published in 1920, Platonov wrote: ‘the Revolution is the biggest and most
real person on Earth’. Given the scale of the world-building task at hand, the individual
embodied subject could never hope to function as a tenable synecdoche for this towering,
millenarian figure. It could not encompass or inspire so much. It could never be real

enough.

'® On this see Hellebust, pp. 149-151.
' Cited in Elena Tolstaia-Segal, ‘Ideologicheskie konteksty Platonova’, in Andrei Platonov: Mir
tvorchestva, ed. E. B. Shubina (Moscow: Sovremennyi pisatel’, 1994), pp. 47-83 (p. 62).
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Azart — Passion or fervour. Usually understood as a fundamentally antisocial
phenomenon resulting from excessive emotional and/or sensory stimulation (for
instance, the thrill of a football match), and characterised by irrational,
individualistic behaviour. It is associated with vtikbiinost’, or, conversely, with the

absence of voznatel nost’.

Biosotsial’naia tsennost’” — Biosocial worth or value. A term introduced by
social psychologist Vladimir Borovskii in his ‘Chto takoe psikhologiia’ (Krasnaia
nov’, 4 (1927), 155-175), it points to the constitutive interrelationship between the
individual body and social structures, and the need to account for the social effects
of one’s bodily actions. Hence it is a useful category in thinking about fizkultura
and obshchestvennost’. The notion of the ‘biosocial’ can be related to biopolitical

theory but is not a programmatic line of thinking.

Emotsional’nost’ — Emotionality. The quality of being receptive to and
productive of emotions. This is an important aspect of Stalinist conceptualisations
of subjectivity in particular, where emotsional’nost’ is usually understood as
fundamental to social cohesion, indicating as it does an awareness of the needs and
desires of others and the ability to address these through the demonstration of one’s

own emotional capacity.

Fizkul'tura — Physical culture. The catchall term for cultural forms that
engage, exercise, rationalise, and refine the body. This includes sports and
calisthenics, but practically all points of contact between the Soviet body and the
Soviet public sphere can be described in terms of fizkultura: hygiene and public
health, labour practices, sexual politics and gender roles, bodily aesthetics, and so

on.

Novyi chelovek — The New Man/Person. The archetypal Soviet citizen, and the
projected end point of much political, social, and cultural transformation in the
early years of the Soviet Union. The postulated qualities of the rovyi chelovek were
prone to change, but in the interwar period the following were routinely
emphasised: physical beauty and strength, rationalised bodily processes and
impulses, obahchestvennost’in word and deed, responsiveness to Party ideological

demands, and the sublimation of sexuality.
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Obshchestvennost’ — Mutuality, communality, sociality. A nebulous but crucial
term that recurs in multiple contexts across political and cultural fields. It indicates
awareness and appreciation of one’s social group, attention to the effects of one’s
behaviour on the collective, a willingness to engage in collective projects, an
openness to sharing information. Obshchestvennost’ can be thought of as a kind of
diffuse intimacy, a sense of connection to others that can be activated at any time. It
is often posited as synonymous with ‘Soviethood’ (the collection of qualities that
define the novyi chelovek), and used as a kind of yardstick against which to measure

the ideological rigour of works of art.

Soznanie / Soznatel’nost’” — Consciousness. ldeological acuity, selflessness,
focus, rationality of action. Alongside vtikhiia / stikhiinost’, it 1s frequently
understood as one of the twin poles of Stalinist subjectivity. Identified by Katerina
Clark (Zhe Soviet Novel: History as Ritual (2000)) and many others as the endpoint of
the socialist realist master narrative, which sees the hero transcend his initially
spontaneous or elemental state and achieve ‘consciousness’. Stalinist culture can
also be read as staging the dialectical synthesis of consciousness and

elementality/spontaneity.

Stikhiia / Stikbiinost” — Elementality or spontaneity. Undirected energy,
primal strength or vigour, irrationality. Alongside voznanie / voznatel’nost’, it is
frequently understood as one of the twin poles of Stalinist subjectivity. Identified
by Katerina Clark (Zhe Soviet Novel: History as Ritual (2000)) and many others as the
starting point of the socialist realist master narrative, which sees the hero transcend
his initially spontaneous or elemental state and achieve ‘consciousness’. Stalinist
culture can also be read as staging the dialectical synthesis of consciousness and
elementality/spontaneity; in this reading, sftkhiinost’ is not abandoned entirely in the
accession to soznatelnost’, since it is itself a source of desirable qualities such as

bravery, initiative, and physical self-sacrifice.

Voploshchenie — Incarnation. The act or process of giving physical form to
ideals or ideological imperatives. The desire to define the bodily qualities of the
novyi chelovek, for instance, can be understood as part of a broader project of
revolutionary ‘incarnation’, whereby ‘Soviethood’ is brought into being. Eric
Naiman defines the 1920s as the Soviet state’s era of incarnation in these terms,
relating the concept to the inherent crises of utopian social thought (Sex tn Public:
The Incarnation of Early Soviet 1deology (1997)). Voploshchenie also has theological
connotations, notably of a pre-Hellenistic Christian view of bodily worth, that are

of particular importance to Russian Orthodox Christian thought.

Zarazitel'nost’ — Contagion. A trope in social sciences, social psychology, and

psychopathology that was popularised by mid-nineteenth-century French and
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Italian thinkers, it refers to the tendency for irrational or antisocial behaviour to
become dispersed throughout groups of people. This is sometimes understood as
occurring via a mechanism of imitation. Although it is largely used to refer in
pathological terms to social behaviour that works against obshchestvennost’,
indicating the failure to maintain a socially productive self-other relationship,

contagion is technically a formally neutral mechanism.

245



Bibliography

Bibliography

Archives consulted

Gosudarstvennyi arkhiv Rossiskoi Federatsii (GARF) — State Archive of the Russian

Federation

Gosudarstvennyi fond kinofil’'mov Rossiskoi Federatsii (Gosfi'mofond) — State Cinema

Foundation of the Russian Federation

Rossiskii gosudarstvennyi arkhiv kinofotodokumentov (RGAKFD) — Russian State
Archive of Film and Photo Documents

Rossiskii gosudarstvennyi arkhiv literature 1 iskusstva (RGALI) — Russian State Archive

for Literature and the Arts

Rossiskii gosudarstvennyi arkhiv sotsial no-politicheskoi istoriit (RGASPI) — Russian

State Archive of Socio-Political History

Primary journals, magazines, and newspapers consulted

Ekho

Ekran

Ermitazh
Fizicheskaia kul'tura
Fizkul'taktivwt
Fizkul'tura { sport
Fotograf

Gorn

Tokusotvo

246



lokusatvo kino

Lzvestita

Lzvestiia sporta

Lzvestita fizicheskol kul’tury
Kadr

Kino

Kino ( zhizn’

Krasnaia nov’

Kraonyi sport

Kuznitsa

LEF

Leningradskaca gazeta kino
Luteraturnyc Leningrad
Novyi LEF

Ogonek

Pod znamenem marksizma
Pravda

Proletarskaia kultura
Proletarskii sport
Rabochaia Mooskva
Rabochil i teatr

Sovetskata fizkul tura
Sovetskil sport

Sovetskoe foto

Sovetskoe kino
Spartakiada

Sport

247

Bibliography



Bibliography

Teatr { studiia

V pomoosheh’ fizkul taktivistu
Vecherniaia Moskva
Kul’turnyc front

Za novyt byt

Zrelishcha

Films referenced

Aleksandrov, Grigorii, Zuirk (Mosfil'm, 1936)

Artkino Collective, Besprizornyi sportsmen (Goskino, 1926)
Barnet, Boris, Devushka s korobkol (Mezhrabpomfil'm, 1927)
Bilinskii, M., Semnadtsatiletnie (Odesskaia kinostudiia, 1939)
Bol’shintsov, M., Pokhozhdeniia lavrovykh (Kul'turfil'm, 1926)
Dobbel't, A., Konkurs na... (Trudkino, 1928)

Dolzhikov, 1., Gotov k trudu i oborone (GIK/Soiuzkino, 1932)
Dubrovskii, A., Za vashe zdorov’e (Kul'turfil'm, 1929)

Ekk, Nikolai, Putevka v zhizn’ (Mezhrabpomfil'm, 1931)
Ermler, Fridrikh, Krestiane (Lenfil'm, 1935)

Galkin, N., Bol’nye nervy (Kul'turfil'm, 1929)

Gerol khokkeia (Sovkino, 1927)

loganson, E., Pryzhok (Sovkino, 1928)

lurtsev, B., Miach i serdtse (Mosfil’'m, 1935)

Iutkevich, S., Chernyi parus (Sovkino, 1932)

Kazachkov, B., Flag stadiona (Lenfil'm, 1934)

Kolomoitsev, P., Schastlivyi finwh (Ukrainfil'm, 1934)

Komarov, Sergei, Potselui Meri Pikford (Mezhrabpomfil'm, 1927)

248



Bibliography

Konstantinovskii, L., Gerol matcha (VUFKU, 1926)

Kuzis, E., Znamenitost’ (Gosvoenkino, 1929)

Leont’ev, lu., Propavshee zveno (Vostokkino, 1934)

Macheret, Aleksandr, Chastnaia zhizn’ Petra Vinogradova (Moskinokombinat, 1934)
Makovskii, A., and A. Tan, Unbar (Turkmenfil'm, 1936)

Malakhov, P., Dva sopernika (Agitfil'm/Gosvoenkino, 1928)

Mikaberidze, Kote, Mowa babushka (Goskino Gruzii, 1929)

— — —, Zapozdaly( zhentkh (Thilisskaia kinostudiia, 1939)

Molodtsov, N., Nechaiannyi sportsmen (Dom kommunisticheskogo vospitaniia molodezhi

‘Staraia i molodaia gvardiia’, 1927)

Nikiforov, B., Newuderzhimyi (Trudkino, 1928)

— — —, Sportivnaia likhoradka (Trudkino, 1927)
Raizman, Tulii, Zetchik: (Mosfil'm, 1935)

Riefenstahl, Leni, Olympia (Olympia-Film, 1938)
Room, Abram, Strogit iunosha (Ukrainfil'm, 1936)

— — —, Ukhaby (Sovkino, 1928)

Savchenko, 1., Sluchainaia vatrecha (Rot-Front/Mezhrabpomfil'm, 1936)
Shmidtgof, V., Otvazhnye moreplavateli (Sovkino, 1927)
Shpirkan, N., Ochir (Soiuzkino, 1933)

Shpis, B., Sinie vorotniki (Sovkino, 1928)

Timoshenko, Semen, Vratar’ (Lenfil'm, 1936)

Vertov, Dziga, Odinnadtsatyi (VUFKU, 1928)

— — —, Chelovek 4 kinoapparatom (VUFKU, 1929)

— — ., Tri pesni 0 Lenine (Mezhrabpomfil'm, 1932)

Zheliabuzhskii, Tu., Lavry Miss Ellen Gred (Vostokfil'm, 1935)

249



Bibliography
Primary material

‘Absoliutnyi chempion’, Vecherniaia Moskva (Moscow, 23 October 1936), p. 3

Aduev, Nikolai, ‘Fantastika i pravdopodobnost”, Kino, 28 (1936), 3

Afanas’eva, O., ‘Sluchainaia vstrecha’, Rabochaia Moskva (Moscow, 18 October 1936), p. 4
Agol, 1, ‘Metafizika i dialektika v biologii’, Pod znamenem marksizma, 3 (1926), 118-50
Alpers, B., ‘Lavry Miss Ellen Grei’, Kino, 32 (1935), 3

Amurskii, 1., and G. Shpindler, ‘Lavry Miss Ellen Gret', Rabochaia Moskva (Moscow, 17
August 1935), p. 4

Antipov, N. K., Sodtoianie [ zadachi fizkul'turnogo dvizheniia (Moscow: Fizkul'tura 1 sport,
1930)

Arvatov, Boris, ‘Byt 1 kul’tura veshcht’, in Almanakh Proletkul’ta (Moscow: Proletkul’t,
1926), pp. 75-82

— — —, Lskusotvo i proizvodstvo (Moscow: Proletkul't, 1926)

Astrov, Iv., ‘Za vashe zdorov'e’, Kino, 17 (1929), 2

Avlov, Gr., Sud nad khuliganami (Moscow: Doloi negramotnost’, 1927)

Azova, E., ‘Za krasnoe sportivnoe edinstvo’, Fizkultura i sport, 14-15 (1931), 5
Balash, Bela, ‘Monumentalizm ili kamernost'?’, Kino, 22 (1937), 2

Bekhterev, Vladimir, Vaushenie i ego rol’ v obshchestvennoi zhizni (St Petersburg: K. L. Rikker,
1898)

— — —, Znachente polovogo vlecheniia v zhiznedeiatel’nosti organizma (Moscow: Narkomzdrav

RSFSR, 1928)
Beliaev, N., ‘Foto-rabkory protiv khuliganstva’, Sovetskoe foto, 9 (1926), 198

Berezark, 1., “Vratar”, lokusstvo kino, 1 (1937), 27-29

Beskin, Osip, ‘O “nezainteresovannosti esteticheskogo suzhdeniia™, lukusstoo, 6 (1933),
65-77

Biukher, K., Rabota ( ritm (Moscow: Novaia Moskva, 1923)
‘Bol'nye nervy’, Leningradskata gazeta kino, 26 (1929), 3

Borovskii, Vladimir, ‘Chto takoe psikhologiia’, Krasnaia nov’, 4 (1927), 155-75

250



Bibliography

Brik, Osip, ‘Ot kartiny k foto’, Novy/ LEF, 3 (1928), 29-33

Bronshtein, S., “Tekhnicheskoe kachestvo nashikh fil'mov 1936 g.’, lukusstvo kino, 5 (1937),
58—64

Brukhanskii, N. P., Materialy po seksual’nol pstkhopatologii. Poikhiatricheskie ekapertizy
(Moscow: M. 1 S. Sabashnykh, 1927)

— — —, Ocherki po sotsial’not psckhopatologic (Moscow: M. 1 S. Sabashnykh, 1928)

Bugaiskii, la., Khuliganstvo kak sotsial’no-patologicheskoe iavlenie (Moscow: Molodaia
Gvardiia, 1927)

Bunkin, N., ‘Boks’, Bolshaia sovetskaia entsiklopediia, vol 6 (Moscow: Sovetskaia
entsiklopediia, 1926), 698

— — —, ‘Futbol’, Bol'shaia sovetskata entsiklopediia, vol 59 (Moscow: Sovetskaia

entsiklopediia, 1926), 35254
‘Byt’ na avangarde sovetskoi obshchestvennosti’, Fizkul taktivist, 14 (1930), 1-3

Carter, Huntly, “The Soviet Cinema and the People: Their Social Unity’, in Playtime in
Ruvsia, ed. by Hubert Griffith (London: Methuen and Co., 1935), pp. 95-118

Chernetskaia, Inna, ‘O tantse’, Teatr ( studiia, 1-2 (1922), 35-36
‘Chto nam meshaet rabotat’ v kino’, ukusstvo kino, 6 (1936), 22-29

Chuzhak, Nikolai, ‘Pod znakom zhiznestroeniia (opyt osoznaniia iskusstva dnia)’, LEF, 1
(1923), 12-39

Dalin, V., ‘Zhizneradostnaia komediia’, Jskusstvo kino, 9 (1938), 26-27
Danilevich, A. F., Rabochee vremia i otdykh (Moscow: Trud 1 kniga, 1924)
Deineka, A., ‘12 avtobiograficheskogo ocherka’, Ogonek, 28 (1946), 60—69

— — —, 'Iskustvo nashikh dnei’, Izdatel stvo kurskogo professional’no-proczvodstvennogo soiuza

rabotnikoy tskusstva, 8 (1919), 12

— — —, Zhizn’, toskusstvo, vremia. Literaturnoe-khudozhestvennoe nasledie (Khudozhnik RSFSR,
1974)

““Dinamo” - “Spartak”. 6 oktiabria na stadione “Dinamo”’, Vecherniata Moskva (Moscow, 1

October 1936), p. 3
Diuperron, G. A., ‘O sudeistve’, Krasnyc sport, 9-10 (1924), 11-12

Doma otdykha. Sbornik stater { materalov (1920-1925 gg.) (Moscow: Gosizdat, 1923)

251



Bibliography
Durov, V., and N. Krainii, Znamenostsy sovetskogo sporta (Moscow: Fizkul'tura i sport,
1938)
Eber, Zhorzh, Sport protiv fizkul’tury, trans. by G. A. Diuperron (Leningrad: Vremia, 1925)

Efros, Abram, ‘Vchera, segodnia, zavtra’, lokusatve, 6 (1933), 15-64

Eizenshtein, S. M., ‘Programma prepodavaniia teorii 1 praktiki rezhisseru’, Jokusstoo kino, 4

(1936), 51-58

Feit, Nikolai, ‘Mekhanika pryzhka’, Zzvestiia fizicheskoi kultury, 13-14 (1926), 5-8

‘Futbol. Kartiny i sobytiia v futbol’nom mire na zapade’, Krasnyi sport, 9-10 (1924), 53-55
‘Futbolist’, ‘Vtoraia nich'ia “Dinamo”’, Vecherniaia Moskva (Moscow, 7 October 1936), p. 3

Gastev, Aleksei, Kak nado rabotat’: prakticheskoe vvedente v nauku organizatsic truda (Moscow:

VDSPS, 1924)
— — —, 'O tendetsiiakh proletarskoi kul'tury’, Proletarskaca kul’tura, 9-10 (1919), 42

Gerasimov, ‘Fizkul'tura — faktor polovogo vospitaniia’, Fizkul'tura v shkole, 8 (1931), 12—
15

Gil'd, A., ‘Vovlech’ massy’, Fizkul taktivest, 30 (1930), 8-9
Ginzburg, S., Vo vlasti plokhikh traditsii. O kartine «Vratar’»’, Kino, 61 (1936), 2

Girinis, S., ed., Ocherednoe izvrashchenie marksizma. O teorit Enchmena (Moscow: Novaia

Moskva, 1924)

Gogodze, K., and V. Karsanidze, ‘Zapozdalyi zhenikh’, lskusstvo kino, 9 (1938), 8-26
Gol'tsman, A., Reorganizatsiia cheloveka (Moscow: Tsentralnyi institut truda, 1924)
Gorinevskaia, Veronika, Fizicheskaia kul'tura rabotnitsy (Moscow: Trud i kniga, 1925)
— — —, Fizkul'tura rabotnitsy (Moscow: Trud 1 kniga, 1925)

— — —, "Zhenskii organizm 1 fizkul'tura’, Fickul'tura ( sport, 10 (1928), 2

Grabar’, Igor’, ‘Aktual’'nye zadachi sovetskoi skul'ptury’, lukusstvo, 1-2 (1933), 155-57

— — —, ‘Pervaia vstrecha arkhitektorov so skul’ptorami. Otchet o zasedanit MOSSSKhS
9 fevralia 1933 g.’, lokusstvo, 1-2 (1933), 158-60

Gridin, V., ‘O sud’iakh 1 sudeistve po futbolu’, Krasnyi sport, 8 (1924), 8-11
— — —, ‘Podgotovka k futbol'nomu sezonu’, Krasnyc soport, 7 (1924), 6-8
Grigorov, G., and S. Shkotov, Stary: ( novyi byt (Moscow: Molodaia Gvardiia, 1927)

252



Bibliography

Gushchin, A., and S. Korovkevich, ‘Leningradskie zhivopistsy’, Jukusstvo, 3 (1935), 5-34

Hall, P. E., ‘Sport’, in Playtime in Russia, ed. by Hubert Griffith (London: Methuen and
Co., 1935), pp. 184-204

I., E., ‘Eshche ob iskusstve v fizicheskoi kul’ture’, £kran, 15 (1925), 13

laroshevskii, Sergei O., Materialy k voprosu o massovykh nervnopoikbicheskikh zabolevanicakh.
Obozrenie postkhiatris, nevrologil [ eksperimental’not potkhologii (Moscow, 1906)

Iasnev, V., ‘Sportivnaia likhoradka’, Kino, 19 (1928), 3

Ivanov, S., ‘Kriticheskii smotr’, Kino, 15 (1936), 1

‘K voprosu o monumental' nom iskusstve’, lokusatvo, 4 (1934), 2-20

Kagan, A. G., Rabochaia molodezh’ na otdykhe (Leningrad: Priboi, 1927)

Kal’pus, B., ‘Sport i fizicheskaia kul'tura’, Krasmyi sport, 1 (1924), 7-11

Kan, Evgenii, ‘Telo i odezhda’, Zrelishcha, 7 (1922), 16

Karmanova, E., ‘Za novyi sotsialisticheskii byt’, Za novyc byt, 5-6 (1930), 3-4

Kassil’, Lev, ‘S “volshebnoi palochkoi”, Fizkul'tura ¢ sport, 28-30 (1932), 8-9

— — —, Vratar’ respubliki (Moscow: Gosudarstvennyi izdatel’stvo detskot literatury, 1937)

Kassil’, Lev, and Mikhail Iudin, ““Vratar’ respubliki”. Otryvok iz scenariia’, Kino, 28
(1936), 3

Kedrov, M. S., Raskol'nicheskaia detatel’nost’ sotsial-demokratov v rabochem sporte ( nasha taktika.
Doklad na V plenume ispolkoma Krasnogo sportinterna (Leningrad: Krasnaia gazeta, 1929)

— — ., Sovetskii sport na pod"eme (Moscow: Fizkul'tura i sport, 1936)

Khvoinik, I. E., ‘Molodye kadry sovetskoi skul'ptury’, Zukudstvo, 4 (1933), 15984
Khvylia, A. A., ‘Ukrainskaia sovetskaia kinematografiia’, Kino, 44 (1936), 1
Kolomarov, B., ‘Rozhdenie geroia’, Rabochii i teatr, 14 (1934), 6

Konev, B., ‘Snimaite lyzhnyi sport!’, Sovetskoe foto, 1 (1935), 24-26

Konstantinovskii, D. R., ‘Ob izuchenii massovogo fizkul'turnogo zrelishcha’, Spartakiada, 2

(1928), 6
Kornilov, Konstantin, Sovremennaca psikhologica ¢ marksizm (Leningrad: Gosizdat, 1924)

Korolev, N. D., Fizicheskaia kul’tura v povsednevnol zhizni trudiashchegosia (Leningrad:

Leningradskii gubernskii sovet professional’nykh soiuzov, 1926)

253



Bibliography

— — —, 'Fizkul'turnye zhenskie tipy’, Jzvestita fizicheskol kul'tury, 1 (1926), 2-3

Korsakov, G., ‘Kak khudozhestvenno oformliat’ shestviia 1 demonstratsii’, Fizkul taktivist,

14 (1930), 9-12

Kradman, D. A., Fizicheskaia kul'tura kak chast’ kul'turno-prosvetitel'not raboty (Leningrad:
Gubono, 1924)

Krinkin, 1., ‘Realizm 1 naturalizm v tvorchestve khudozhnikov kino’, lskusstvo kino, 1

(1936), 15-20
Le Bon, Gustave, La psychologie des foules (Paris, 1895)
Lemberg, G., ‘Dvizhenie na vostok!’, Proletarskii sport, 1 (1925), 8-9

Liadov, M. N., Vaprosy byta (doklad na sobranii tachecki sverdlovskogo kommun. un-ta)

(Moscow: Izdanie kommunisticheskogo universiteta im. la. M. Sverdlova, 1925)
Linovskaia, K. A., ‘Sluchainaia vstrecha’, Kino, 49 (1936), 3

Livshits, 1., ‘Protiv formalizma 1 naturalizma. Diskussiia na Ukraine. Nastolashchikh

vyvodov ne sdelano’, Kino, 15 (1936), 1

Mannin, Ethel, ‘Playtime of the Child in Modern Russia’, in Playtime in Russia, ed. by
Hubert Griffith (London: Methuen and Co., 1935), pp. 136-85

Margolin, Samuil, “Vos'moe iskusstvo. Ob ekspressionizme, Amerike, 1, konechno, o

Chapline’, Ekho, 2 (1922), 20-24

‘Match shesti gorodov’, Fickul'tura i aport, 7 (1938), 4

Mekhonoshin, K., ‘Krasnyi sport’, Krasnyi aport, 1 (1924), 5-6

Mezhericher, L., ‘O realizme v sovetsom fotoiskusstve’, Sovetskoe foto, 1 (1935), 4-7
Mukhtarov, K., ‘Fizkul'tura k natsional nostiam’, Jzvestiia fizicheskol kul tury, 4 (1926), 1-2
‘Nad chem rabotaiut kino-rezhissery’, Rabochii i teatr, 14 (1934), 7

Nauman, G., ‘O sportivnoi s”emke’, Sovetskoe foto, 6 (1926), 166-68

Nechaev, A. P., Peikhologiia fizicheskoi kultury (Moscow: Rabotnik prosveshcheniia, 1927)

Nekrasov, Nikolai, ‘Poet 1 grazhdanin’ <http://www.stihi-rus.ru/1/Nekrasov/78.htm>
[accessed 19 October 2016]

Nelidov, V., ‘Avtorskie kadry po fizkul'ture’, Fickultaktivwt, 7 (1931), 22-25

Nels, A., “Tret’e pervenstvo’, Fizkul'tura ( sport, 13 (1938), 15

264



Bibliography

Nesterenko, A., ‘Bol'nye nervy’, Kino ( zhizn’, 9 (1930), 6

Nikiforov, B., ‘Panno dlia zdaniia Narkomzema. Khudozhniki A. Deineka 1 F. Antonov’,
lokusotvo, 4 (1934), 51-60

Nikiforov, B. M., ‘Aleksandr Deineka’, skusstvo, 3 (1933), 85-107

Novikov, A., and L. Osipov, ‘Razrabotka marksistsko-leninskoi metodologii v oblasti
fizkul'tury — boevaia zadacha dnia. (V poriadke obsuzhdeniia)’, Fizkultaktivwt, 14 (1930),
5-7

‘Novosti. Leningrad’, Leningradskata gazeta kino, 18 (1928), 1

““O nekotorykh voprosakh sovetskoi arkhitektury”, stenogramma vystupleniia tov.

Angarova na obshchemoskovskom soveshchanii arkhitektorov 27 fevralia, 1936 g.’,

Arkhitektura SSSR, 4 (1936), 9

‘O soderzhanii 1 metodakh fizkul'traboty v natsional’nykh raionakh i respublikakh’,
Fizkul'taktivist, 7 (1931), 32-35

Obolenskii, Leonid A., ‘Noveishaia psevdo-nauka’, Russkaia mysl’, 1893, 122
Oborin, A., Protiv grubosti { samodurstva (Moscow: Gosizdat, 1928)

‘Obzor ekrana. “Otvazhnye moreplavateli”’, Leningradskaia gazeta kino, 3 (1928), 3
Oganesov, K., ‘Insaidy’, Fizkul'tura i sport, 7 (1938), 14

— — —, ‘Pervenstvo SSSR po futbolu’, Fizkultura i sport, 11 (1938), 6-7

Olesha, Iu., and Val. Stenich, ‘Moskva v te dni byla Elladoi. Shutochnaia poema’,
Luteraturny: Leningrad, (Leningrad, 8 October 1934), p. 3

Olesha, lurii, Izbrannce. Zavist’ ( drugie (Moscow: Khudozhestvennaia literatura, 1969)
Osa., ‘Futbol. Pervye igry 20 aprelia’, Krasnyi sport, 9-10 (1924), 26-39
Otten, N., ‘Semnadtsatiletnie’, Kino 14 (1940), 3

Pellinger, Irina, ‘K voprosu o fizicheskoi kul'ture zhenshchiny’, Zzvestiia fizicheskot kul'tury,

9 (1927), 2

Petrov-Bytov, P., ‘Mirovozreneie, talant, iskrennost’, Sovetskoe kino, 12 (1933), 44-45
Piataev, A. S., ‘Chto takoe individual'nost’? V diskussionnom poriadke’, Kino, 40 (1933), 3
Piotrovskii, E., ‘Fotografiia i fizkul'tura’, Sovetskoe foto, 4 (1926), 99-103

Platonov, Andrei, ‘Lunacharskii’, Krasnaia derevnia, 26 (1920), 2

265



Bibliography

— — —'Proletarskaia poeziia’, Kuznitsa, 9 (1922), 28-29
— — —, Schastlivaia Moskva: roman, povest’, rasskazy (Moscow: Vremia, 2011)
Pletnev, V.F., ed., Iukusstvo v rabochem klube (Moscow: Vserossiiskoi Proletkul’t, 1924)
Popov, L. F., ‘Obraz kommunista na ekrane’, Sovetukoe kino, 1-2 (1934), 6-14

Popov, S., ‘Ob odnom iz vrednykh uklonov v sportivnoi rabote’, Krasnyi sport, 5 (1924), 4—
5

Raikhinshtein, M., ‘E. Manizer-lanson. “Metatel'nitsa diska’. Gips. 1935. O. K. Somova.
“Metatel'nitsa diska’. Gips. 1935. T. F. Smotrova. “Metatel'nitsa granaty’. Gips. 1935.,
lokusstvo, 6 (1935), 143-49

Rakovskii, Kh., Etiologiia prestupnosti  vyrozhdaemosti (Moscow: Gosizdat, 1927)
Ratov, P., ‘Fotografiia v sporte’, Jzveatiia fizicheskot kul'tury, 13-14 (1926), 13

— — ., ‘Iskusstvo dvizheniia’, Zzvestiia fizicheskoi kultury, 2 (1926), 12-13

— — —, ‘Tekhnika gorno-lyzhnogo sporta’, Jeveatiia fizicheskol kul'tury, 3 (1926), 8-9
Sechko, Mikhail, “Khokkeist”, Za novyi byt, 1-2 (1930), 14

Semashko, N. A,, ed., Fizicheskaia kul’tura v derevne. Shornik statet (Moscow: Fizkul'tizdat,
1925)

— — —, O uvetlom ( temnon v rabochem bytu (Moscow: Gosizdat, 1928)
— — —, Puti vovetskol fizkul tury (Moscow: Fizkul'tizdat, 1926)

Shchekotov, N. M., ‘Sovetskie zhivopistsy. Vystavka “Khudozhniki RSFSR za 15 let”,
lokusotvo, 4 (1933), 51-143

Shmidtgof, V., ‘Otvazhnye moreplavateli’, Rabochi ¢ teatr, 3 (1927), 5
Shneiderov, V., ‘Nuzhen tolchok’, Kino, 33 (1935), 3

Shpirkan, N., ‘Ot stazhera - do rezhissera...’, Kadr, 6 (1933), 2

Sidorov, A. A., ‘Iskusstvo dvizheniia i fotografiia’, Fotograf, 7-8 (1927), 198-202

— — ., ‘Iskusstvo dvizheniia i fotografiia (okonchanie)’, Fotograf, 9-10 (1927), 25963
Sighele, Scipio, Za folla delinguente (Turin, 1891)

— — —, Tolpa prestupnaia, trans. by A. P. Afanas’ev (St Petersburg: F. Pavlenkov, 1893)

Slepkov, V., Na bytovye temy (Leningrad: Krasnaia gazeta, 1927)

256



Bibliography

‘Sluchainyi sportsmen’, Leningradskaia gazeta kino, 29 (1928), 3

Sluchevskii, Vladimir K., “Tolpa i ee psikhologiia’, Knizhki nedeli, 4 (1893), 32
Sokol, V., ‘Chto delaet Soiuztekhfil'm’, Kino, 28 (1936), 3

Sokolov, Ippolit, ‘Industrializatsiia zhestikuliatsii’, Ermitazh, 10 (1922), 6-7
— — —, ‘Novaia fizkul'tura proletariata’, Gorn, 2 (1922), 28-36

— — ., Sistema trudovoi gimnastiki (Moscow: VSEVOBUCH, 1922)

— — —, ‘Teatralizatsiia fizkul'tury’, Ermitazh, 7 (1922), 15

Solonevich, I, ‘Ot krinolina... k khokkeiu’, Fizkultura i sport, 10 (1928), 17
‘Sovetskie futbolisty vo Frantsii’, Zeveutiia fizicheskot kul'tury, 1 (1926), 5
‘Sozdadim khudozhestvennyi obraz fizkul'turnika’, Kino, 33 (1935), 3
Starostin, Nikolai, ‘Futbol'nyi god’, Vecherniaia Moskva (Moscow, 1 November 1936), p. 3

Stremovskii, M., ‘Nuzhen marksistskii uchebnik fizkul'tury’, Fizkul'taktivist, 17-18 (1930),
20

Strugatskii, N., Aleksandr Samokbvaloy (Leningrad and Moscow: Ogiz Izogiz, 1933)
— — —, ‘Aleksandr Samokhvalov’, skusstvo, 5 (1933), 1-17

Struminskii, V., ‘Marksizm v sovremennoi psikhologii’, Pod zramenem marksizma, 1926,

207-33

— — —, ‘Marksizm v sovremennoi psikhologii (ockonchanie)’, Pod zrnamenem marksizma, 3

(1926), 140-84
Tarde, Gabriel, La philosophy penale (Paris, 1890)

Tarov, V., ‘Besslavnoe proshloe 1 budushchee. O fil'me “Sluchainaia vstrecha”, Vecherniaia

Moskva (Moscow, 13 October 1936), p. 3
Ternovets, B. N, ‘XV let sovetskoi skul'ptury’, lokusstoo, 3 (1933), 140-77

Tikhomirov, A., ‘K voprosu o khudozhestvenno-monumental’nom nasledii antichnosti’,

Lokusstvo, 4 (1934), 121-52

Tkach, Mark, ‘Postanovlenie tresta Ukrainfil'm o zapreshchenii fil'ma “Strogii iunosha”,

Kino, 28 (1936), 2

Tolmachev, V. N., ed., Khuliganstvo ( khuligany. Sbornik (Moscow: Izdatel’stvo narodnogo
komissariata vnutrennikh del RSFSR, 1929)

257



Bibliography

Tret'iakov, S., ‘Chem zhivo kino?’, Novy/ LEF, 3 (1928), 23-28
— — —, ‘Tribuna LEFa’, LEF, 5 (1923), 154—64

Trotsky, Leon, Literature and Revolution, ed. by William Keach (Chicago: Haymarket
Books, 2009)

Turkin, V., “Tri kartiny Ukrainfil'ma’, Zikusstvo kino, 2 (1935), 38-43

Urazov, Izm., ‘Besprizornaia kartina («Besprizornyi sportsmen»)’, Kino, 44 (1926), 1
Ushakov, D. N., ed., Tolkooyi slovar’ russkogo iazyka, 4 vols (Moscow, 1935-40)

V. P., ‘Fizkul'tura v nepreryvnoi nedele’, V pomosheh’ fizkul taktivistu, 19-20 (1929), 4-8
Vaisfel'd, ‘Na putiakh k iskusstvu sotsializma’, Sovetakoe kino, 1-2 (1934), 15-23
Van'iat, Iu., ‘Lidery futbol'nykh polei’, Fizkul'tura i sport, 8 (1938), 9

— — —, ‘Moskovskie futbolisty otkryli sezon’, Fizkultura i sport, 10 (1938), 8-9
Vishnevskii, Vsevolod, ‘Protiv kamernoi kinematografii’, Kino, 20 (1937), 2

Vol'ter, A., ‘Nashi zadachi’, Zukussteo, 1-2 (1933), i=xii

Zalkind, Aron, ‘Mozg 1 byt (o ratsionalizatsii byta umstvennogo rabotnika)’, Revoliutsita (

kul'tura, 19 (1928), 52-57

— — —, ‘Mozg 1 byt (o ratsionalizatsii byta umstvennogo rabotnika) (okonchanie)’,

Revoliutsiia [ kul’tura, 20 (1928), 42-51
— — —, Polovoi vapros v usloviiakh sovetskol obshehestvennosti (Leningrad: Gosizdat, 1926)

— — —, ‘Refleksologiia 1 nasha sovremennost”, in Novoe v refleksologii i fiziologii nervnot

sstemy, ed. by Vladimir Bekhterev (Leningrad and Moscow: Gosizdat, 1925), pp. v—vii

Zamskii, G., ‘Khudozhnik pomozhet aktivno propagandirovat’ fizkul'turu’, Fickul taktivwt,
14 (1930), 7-9

Zavalov, F., “Tovarishcheskoe “istiazanie”, Za novyi byt, 11-12 (1930), 9

Zhdanov, A. A., ‘Soviet Literature — The Richest in Ideas, the Most Advanced Literature’
<https://www.marxists.org/subject/art/lit_crit/sovietwritercongress/zdhanov.htm>

[accessed 11 October 2016]
Zikmund, A., Fizkul'tura { byt (Moscow: Proletkul’t, 1925)

— — —, Osnovy sovetskot swstemy fizkul'tury (tsel’, stredstva, metodika ( praktika povedeniia)
(Moscow: Novaia Moskva, 1926)

258



Bibliography

Secondary material

Agamben, Giorgio, ‘Notes on Gesture’, in Means without Ends: Notes on Politics, trans. by

Vincenzo Binetti and Cesare Casarino (Minneapolis: University of Minnesota Press,

2000), pp. 49-62

Alexopoulos, Golfo, ‘Soviet Citizenship, More or Less: Rights, Emotions, and States of
Civic Belonging’, Kritika: Explorations in Russian and Eurasian History, 7 (2006), 487528

Andreeva, Tat'iana, and Marina Guseva, Sport nashikh dedov. Stranitsy tstorid rossitskogo sporta

v fotografiiakh kontsa XIX-nachala XX veka (St Petersburg: Liki Rossii, 2002)

Apostolov, Andrei, ‘The enemy at the gate: the Soviet goalkeeper in cinema, culture and

policy’, Studies in Russian and Soviet Cinema, 8:3 (2014), 200-217

Atwood, Lynne, Creating the New Soviet Woman: Women v Magazines as Engineers of Female
[dentity (New York: St Martin’s Press, 1999)

— — —, The New Soviet Man and Woman: Sex Role Soctalization in the USSR (Bloomington, IN:
Indiana University Press, 1990)

Bailes, Kendall E., ‘Alexei Gastev and the Soviet Controversy over Taylorism, 1918-24’,
Soviet Studies, 9 (1977), 373-94

Baudry, Jean Louis, Narrative, Apparatus, 1deology: A Film Theory Reader (New York:
Columbia University Press, 1985)

Beer, Daniel, Renovating Russia: The Human Sciences and the Fate of Liberal Modernity, 1880-
1950 (Ithaca, NY: Cornell University Press, 2008)

Belodubrovskaia, Mariia, ‘Ekstsentrika stilia v fi'me A. Rooma “Strogii iunosha” (1936)’,
Tynianovekii sbornik, 12 (2006), 318-38

Belodubrovskaya, Maria, ‘Abram Room, A Strict Young Man, and the 1936 Campaign
against Formalism in Soviet Cinema’, Slavic Review, 74 (2015), 311-33

Benjamin, Walter, /llumations: Evsays and Reflections, trans. by Harry Zohn (New York:
Schocken, 1969)

— — —, Reflections: Evsays, Aphorisms, Autobiographical Writings (New York: Random House,
1995)

Bernstein, Frances L., The Dictatorship of Sex: Lufestyle Advice for the Soviet Masses (DeKalb,
IL: Northern Illinois University Press, 2007)

259



Bibliography

Bliumbaum, Arkadii, ‘Ozhivaiushchaia statuia 1 voploshchennaia muzyka: konteksty

«Strogogo iunoshi»’, Novoe literaturnoe obozrenie, 89 (2008)
<http://nlobooks.ru/sites/default/files/old/nlobooks.ru/rus/magazines/nlo/196/789/799/index
.html> [accessed 12 October 2013]

Bonnell, Victoria E., “The Representation of Women in Early Soviet Political Art’, Russan
Review, 50 (1991), 267-88

Bowlt, John E., and Olga Matich, Laboratory of Dreamy: The Russian Avant-Garde and
Cultural Experiment (Stanford: Stanford University Press, 1996)

Brauer, Fae, and Anthea Callen, eds., Art, Sex and Eugenics: Corpus Delecti (Aldershot,
England; Burlington, VT: Ashgate, 2008)

Brodskii, losif, Urantia (Moscow: Azbuka, 2010)

Brower, Daniel, ‘Labor Violence in Russia in the Late Nineteenth Century’, Slavic Review,
41 (1982), 417-31

Buchli, Victor, An Archaeology of Socialtsm (Oxford: Berg, 1999)

Bulgakova, Oksana, ‘Sovetskie krasavitsy v stalinskom kino’, in Sovetskoe bogatstvo. Stat’i o
kul’ture, literature [ kino. K shestidesiatleticu Khanoa Giuntera, ed. by Marina Balina, Evgenii
Dobrenko, and Iurii Murashov (St Petersburg: Akademicheskii proekt, 2002), pp. 391-
411

Caillois, Roger, Man, Play and Games, trans. by Meyer Barash (Champaign, I1L: University
of Illinois Press, 2001)

Casetti, Francesco, Eye of the Century: Film, Experience, Moderncty, trans. by Erin Larkin and
Jennifer Pranolo (New York: Columbia University Press, 2005)

Chattergee, Choi, Celebrating Women: Gender, Festival Culture, and Bolshevoik 1deology, 1910-1959
(Pittsburgh, PA: University of Pittsburgh Press, 2002)

Chernevich, G.L., ed., 50 let «Dinamo» (Moscow: Fizkul'tura i sport, 1973)

Chion, Michel, 7he Vocce in Cinema, trans. by Claudia Gorbman (New York: Columbia
University Press, 1999)

Chlenova, Masha, ‘Staging Soviet Art: 15 Years of Artists of the RSFSR, 1932-33,
October, 147 (2014), 38-55

Chubarov, Igor’, Kollektivnaia chuvstvennost’: Teoril ( praktika levogo avangarda (Moscow:

Izdatel’stvo VShE, 2014)

Clark, Katerina, Moscow, the Fourth Rome: Stalinism, Cosmopolitanism, and the Evolution of Soviet
Culture, 1951-1941 (Cambridge, MA: Harvard University Press, 2011)

260



Bibliography
— — —, Petersburg, Cructble of Cultural Revolution (Cambridge, MA: Harvard University
Press, 1995)

— — —, The Soveet Novel: History as Ritual (Bloomington, IN: Indiana University Press,
2000)

Clark, Toby, ‘The “New Man”’s Body: A Motif in Early Soviet Culture’, in Art of the
Soviets: Painting, Sculpture and Architecture in a One-Party State, 1917-1992, ed. by Matthew
Cullerne Bown and Brandon Taylor (Manchester: Manchester University Press, 1993),
pp- 33-50

Crary, Jonathan, Suspensions of Perception: Attention, Spectacle and Modern Culture (Cambridge,
Mass.: MIT Press, 2001)

Dashkova, Tat'iana, Telesnoat’ - ideologiia - kinematograf. Vizual'nyi kanon i sovetskata

povsednevnost’ (Moscow: Novoe literaturnoe obozrenie, 2013)
Demetz, Peter, Marx, Engels, and the Poets (Chicago: University of Chicago Press, 1967)

Doane, Mary Ann, Femmes Fatales: Feminism, Film Theory, Psychoanalysis (New York:
Routledge, 1991)

Dobrenko, Evgenii, Political Economy of Soctalist Realism (New Haven: Yale University
Press, 2007)

Eagleton, Terry, The Ideology of the Aesthetic (Oxford: Blackwell, 1990)

Edelman, Robert, Serious Fun: A Hetory of Spectator Sports in the USSR (New York: Oxford
University Press, 1993)

— — —, ‘A Small Way of Saying “No”: Moscow Working Men, Spartak Soccer, and the
Communist Party, 1900-1945’, The Amerccan Historical Review, 107 (2002), 1441-74

— — —, Spartak Moscow: A History of the People's Team in the Workers” State (Ithaca, NY:
Cornell University Press, 2009)

Elsaesser, Thomas, and Malte Hagener, Film Theory: An Introduction Through the Senvses
(New York: Routledge, 2010)

Etkind, Alexander, Eros of the Impossible: The Hestory of Poychoanalysis in Russia, trans. by
Noah and Maria Rubins (Oxford: Westview Press, 1997)

Ewing, E. Thomas, ‘Personal Acts with Public Meaning: Suicides by Soviet Women
Teachers in the Early Stalin Era’, Gender and History, 14 (2002), 117-37

Farnsworth, Beatrice Brodsky, ‘Bolshevism, the Woman Question, and Aleksandra
Kollontai’, The American Historical Review, 81 (1976), 292-316

261



Bibliography
Fitzpatrick, Sheila, ed., Cultural Revolution in Rusvsia, 1928-1951 (Bloomington, IN: Indiana

University Press, 1978)

— — —, Everyday Staliniom: Ordinary Life in Extraordinary Times: Soviet Rusoia in the 19500
(Oxford: Oxford University Press, 1999)

— — —, ‘Happiness and Zoska: An Essay in the History of Emotions in Pre-War Soviet
Russia’, Australian Journal of Politics ¢5 History, 50 (2004), 357-371

— — —, The Cultural Front: Power and Culture in Revolutionary Russia (New York: Cornell
University Press, 1992)

Fitzpatrick, Sheila, Alexander Rabinowitch, and Richard Stites, eds., Russia in the Era of
NEP (Bloomington, IN: Indiana University Press, 1991)

Flatley, Jonathan, Affective Mapping: Melancholia and the Politics of Modernism (Cambridge,
MA: Harvard University Press, 2008)

Fore, Devin, ‘The Metabiotic State: Dziga Vertov’s “The Eleventh Year™, October, 145
(2013), 3-37

— — —, "The Operative Word in Soviet Factography’, October, 118 (2006), 95-131
Foucault, Michel, Histoire de la sexualité. Vol I: La Volonté de savocr (Paris: Gallimard, 1976)
— — —, Naissance de la clinique — une archéologte du regard médical (Paris: PUF, 1963)

— — —, "The Right of Death and Power over Life’, in The History of Sexuality. Volume I: An
Introduction, trans. by Robert Hurley (New York: Pantheon, 1978), pp. 133-60

Geiger, Roger L., ‘Democracy and the Crowd: The Social History of an Idea in France
and Italy, 1890-1914’, Soceeties, 7 (1977), 47-71

van Ginneken, Jaap, Crowds, Psychology, and Politics (Cambridge: Cambridge University
Press, 1992)

Goloshchapov, B. P., lstoria fizicheskod kul'tury ¢ sport (Moscow: 1zdatel’skii tsentr
‘Akademiia’, 2008)

Gorsuch, Anne E., ““A Woman Is Not a Man”: The Culture of Gender and Generation in
Soviet Russia, 1921-1928’, Slavic Review, 55 (1996), 636—60

— — —, Youth tn Revolutionary Russia: Enthusiasts, Bohemians, Delinguents (Bloomington, IN:

Indiana University Press, 2000)

Gough, Maria, The Artwt as Producer: Russian Conotructiviom in Revolution (Berkeley:
University of California Press, 2005)

262



Bibliography
Grafty, Julian, ““An Unpretentious Picture”? — Igor’ Savchenko’s A Chance Encounter’,
Studies in Russian and Soviet Cinema, 6 (2012), 301-18
Graham, Loren R., Science and Philosophy in the Soviet Union (I.ondon: London Lane, 1966)

— — —, Science, Philosophy, and Human Behavior in the Soviet Union (New York: Columbia
University Press, 1987)

Grant, Susan, Physccal Culture and Sport in Soviet Society: Propaganda, Acculturation, and
Transformation in the 1920s and 1950s (New York: Routledge, 2012)

Grigoriev, A.l., and N.A. Grigorian, ‘I.M. Sechenov: The Patriarch of Russian
Physiology’, Journal of the History of the Neurosciences, 16 (2007), 19-29

Groys, Boris, Alexander Deyneka (Moscow: Ad Marginem, 2014)

Gudkova, Violetta, ‘Zagovor chuvstv”: mechta o golose’, Novoe literaturnoe obozrenie, 38

(1999), 147-48

Halfin, Igal, ed., Language and Revolution: Making Modern Political 1dentities (london: Frank
Cass, 2002)

— — —, Terror in My Soul: Communist Autobiographies on Trial (Cambridge, MA: Harvard
University Press, 2003)

Halfin, Igal, and Jochen Hellbeck, ‘Rethinking the Stalinist Subject: Stephen Kotkin'’s
“Magnetic Mountain” and the State of Soviet Historical Studies’, Jabhrbiicher Fiir Geschichte
Ovteuropas, 44 (1996), 4566-63

Hatherley, Owen, The Chaplin Machine: Slapstick, Fordwm and the International Communst
Avant-Garde (Chicago: Pluto Press, 2016)

Haynes, John, ‘Film as Political Football: The Goalkeeper (1936)’, Studies in Russian and
Soviet Cinema, 1 (2007), 283-97

— — —, New Soviet Man: Gender and Masculinity in Stalinwt Soviet Cinema (Manchester:
Manchester University Press, 2003)

Healey, Dan, Bolshevik Sexual Forensics: Diagnosing Disorder in the Clince and Courtroom, 1917-
1959 (DeKalb, IL: Northern Illinois University Press, 2009)

— — —, Homovexual Desire in Revolutionary Russia: The Regulation of Sexual and Gender Dissent
(Chicago: University of Chicago Press, 2002)

Hellbeck, Jochen, Revolution on My Mind: Writing a Diary under Stalin (Cambridge, MA:
Harvard University Press, 2009)

263



Bibliography
Hellbeck, Jochen, and Nikita Mikhailov, eds., Chelovek [ lichnost’ v istorit Rossii (St
Petersburg: Nestor-Khronika, 2013)

Hellebust, Rolf, Flesh to Metal: Soviet Literature and the Alchemy of Revolution (Ithaca, NY:
Cornell University Press, 2003)

Hoffman, David L., Stalinist Values: The Cultural Normo of Soviet Modernity, 1917-1941
(Ithaca, NY: Cornell University Press, 2003)

Holquist, Peter, “Information Is the Alpha and Omega of Our Work”: Bolshevik
Surveillance in Its Pan-European Context’, The Journal of Modern Huwtory, 69 (1997), 415—
50

Hunt, Thomas M., ‘Robert Edelman’s Serious Fun and the History and Historiography of
Soviet Sport’, Journal of Sport Hustory, 38 (2011), 465-473

James, Sarah E., ‘A Socialist Realist Sander? Comparative Portraiture as a Marxist

Model in the German Democratic Republic’, Grey Room, 2012, 38-59
Joravsky, David, Russian Paychology: A Critical History (Oxford: Blackwell, 1989)

Kaganovsky, Lilya, How the Soviet Man Was Unmade: Cultural Fantasy and Male Subjectivity
Under Stalin (Pittsburgh: University of Pittsburgh Press, 2008)

Katzer, Nikolaus, Sandra Budy, Alexandra Kshring, and Manfred Zeller, eds., Euphorwa
and Exhaustion: Modern Sport in Soveet Culture and Soctety (Frankfurt am Main: Campus
Verlag, 2010)

Kelly, Catriona, Refining Russta: Advice Literature, Polite Culture, and Gender from Catherine to
Yeltsin (Oxford: Oxford University Press, 2001)

Kharkhordin, Oleg, The Collective and the Individual in Russia: A Study of Practices (Berkeley:
University of California Press, 1999)

Kiaer, Christina, ‘Collective Body: The Art of Aleksandr Deineka’, Artforum, 51 (2012),
243-49

— — —, Imagine No Possessions: The Socialist Objects of Russian Constructiviom (Cambridge,

MA: MIT Press, 2005)
— — —, ‘'Lyrical Socialist Realism’, October, 147 (2014), 56-77

— — —, “Was Socialist Realism Forced Labour? The Case of Aleksandr Deineka in the
1930s’, Oxford Art Journal, 28 (2005), 321-45

Kiaer, Christina, and Eric Naiman, eds., Everyday Life in Early Soveet Rusosia: Taking the
Revolution Inside (Bloomington, IN: Indiana University Press, 2005)

264



Bibliography
Koenker, Diane P., Republic of Labor: Russian Printers and Soviet Socialism, 1918-1950 (Ithaca,
NY: Cornell University Press, 2005)

Koroleva, M., Aleksandr Aleksandrovich Detneka (Moscow: Direkt-Media, 2011)

Kostiukhina, M. S., “«Vratar’ respubliki» L. Kassilia: k probleme sportivnogo formata v

sovetskoi detskoi literature’, in «Ubit’ charskuiu...»: paradoksy sovetskol literatury dlia deter,

1920-e-1950-¢ gg., ed. by Marina Balina and V. Iu. V'iugin (St Petersburg: Aleteiia, 2013),
pp- 135-561

Kotkin, Stephen, Magnetic Mountain: Stalinism as a Civilization (Berkeley: University of
California Press, 1995)

Krylova, Anna, ‘Beyond the Spontaneity-Consciousness Paradigm: “Class Instinct” as a
Promising Category of Historical Analysis’, Slavic Review, 62 (2003), 1-23

Leys, Ruth, “The Turn to Affect: A Critique’, Critical Inquiry, 37 (2011), 434-72

Livers, Keith A., Constructing the Stalinist Body: Fictional Representations of Corporeality in the
Stalinist 19505 (Lanham, MD: Lexington, 2004)

Lucento, Angelina, ‘The Conflicted Origins of Soviet Visual Media: Painting,
Photography, and Communication in Russia, 1925-1932’, Cahiers Du Monde Rusve, 56
(2015), 401-28

Makoveeva, Irina, ‘Soviet Sports as a Cultural Phenomenon: Body And/Or Intellect’,
Studies in Slavic Cultures, 3 (2002), 9-30

Malitsky, Joshua, Post-Revolution Nonfiction Film: Buiding the Soviet and Cuban Nations
(Bloomington, IN: Indiana University Press, 2013)

Mamatova, Liliia, ‘Model” kinomifov 30-kh godov’, lskusstve kino, 11 (1990), 103-11
— — —, ‘Model’ kinomifov 30-kh godov: genii i zlodeistvo’, lskusstvo kino, 3 (1991), 88-97

Marx, Karl, A Contribution to the Critique of Political Economy (Moscow: Progress Publishers,
1977)

— — —, Capital, Volume 1, trans. by Ben Fowkes (New York: Penguin, 1992)

Michalski, Milena, ‘Promises Broken, Promise Fulfilled: The Critical Failings and
Creative Success of Abram Room’s “Strogii lunosha™, The Slavonic and East European

Review, 82 (2004), 820-46
Morton, Henry W., Soviet Sport: Mirror of Soveet Society (New York: Collier Books, 1963)
Moss, Anne Eakin, ‘Stalin’s Harem: The Spectator’s Dilemma in Late 1930s Soviet Film’,

Studies in Russian and Soviet Cinema, 3 (2009), 157-72

265



Bibliography

Mulvey, Laura, ‘Visual Pleasure and Narrative Cinema’, Screen, 16 (1975), 6-18

Naiman, Eric, ‘On Soviet Subjects and the Scholars Who Make Them’, Ruvsian Review, 60
(2001), 305-15

— — —, Sex in Public: The Incarnation of Early Soviet Ideology (Princeton, NJ: Princeton
University Press, 1997)

Nesbet, Anne, Savage Junctures: Serget Eisenstern and the Shape of Thinking (Llondon: 1.B.
Tauris, 2007)

Neuberger, Joan, Hooligantm: Crime, Culture, and Power in St. Petersburg, 1900-1914
(Berkeley: University of California Press, 1993)

Nye, Robert A., The Origins of Crowd Poychology: Gustave Le Bon and the Crusis of Mass
Democracy in the Third Republic (London: Sage, 1975)

O’Mahony, Mike, Sport in the USSR: Physical Culture — Viual Culture (London: Reaktion,
2006)

Osborne, Peter, Peter Brooker, Andrzej Gasiorek, Deborah Longworth, and Andrew
Thacker, eds., The Oxford Handbook of Moderntsms (Oxford; New York: Oxford University
Press, 2010)

Papazian, Elizabeth Astrid, Manufacturing Truth: The Documentary Moment in Early Sovet
Culture (DeKalb, I1L: Northern Illinois University Press, 2009)

Petrone, Karen, L«fe Has Become More Joyous, Comrades: Celebrations in the Time of Stalin
(Bloomington, IN: Indiana University Press, 2000)

Petrova, L. N., Luppov, Serget Mikhailovich. Katalog vystavki (Moscow: b.i., 1969)

Pinnow, Kenneth M., Lost to the Collective: Suicide and the Promise of Soviet Socialiom, 1921-1929
(Ithaca, NY: Cornell University Press, 2010)

Plamper, Jan, ‘Introduction’, Slavic Review, 68 (2009), 229-37

Plamper, Jan, Shama Shakhadat, and Mark Eli, eds., Rossiwkaca imperiia chuvoto: podkhody k

kul’turnol twtorid emotsit. Shornik statet (Moscow: Novoe literaturnoe obozrenie, 2010)

Proctor, Hannah, ‘Reason Displaces All Love’, The New Inquiry, 2014
<http://thenewinquiry.com/essays/reason-displaces-all-love/> [accessed 17 September

20141

— — —, ‘Revolutionary Thinking: A Theoretical History of Alexander Luria’s “Romantic
Science” (unpublished doctoral thesis, Birkbeck College, University of London, 2016)

266



Bibliography

— — —, "‘Women on the Edge of Time: Representations of Revolutionary Motherhood in

the NEP-Era Soviet Union’, Studies in the Maternal, 7 (2015)
<http://www.mamsie.bbk.ac.uk> [accessed 8 October 2015]

Prozorov, Sergei, ‘Foucault and Soviet Biopolitics’, History of the Human Sciences, 27 (2014),
6-25

— — —, 'Living Ideas and Dead Bodies: The Biopolitics of Stalinism’, Alternatives: Global,
Local, Political, 38 (2013), 208-27

Reid, Susan E., ‘All Stalin’s Women: Gender and Power in Soviet Art of the 1930s’, Slavic
Review, 57 (1998), 133-73

Reischl, Katherine Hill, ‘Objective Authorship: Photography and Writing in Russia, 1905-
1975" (unpublished doctoral dissertation, University of Chicago, 2013)

Renfrew, Alastair, ‘Facts and Life: Osip Brik in the Soviet Film Industry’, Studies in
Ruvsstan and Soviet Cinema, 7 (2013), 1656-88

Revzin, G., ‘Devuskha moei mechty’, lvkusstvo, 3 (1990), 39-43
Rich, Adrienne, Your Native Land, Your Life (New York: W.W. Norton & Company, 1986)

Riordan, Jim, Sport in Soviet Society: Development of Sport and Physical Education in Russta and
the USSR (Cambridge: Cambridge University Press, 1977)

— — —, “The Strange Story of Nikolai Starostin, Football and Lavrentii Beria’, Europe-Asa
Studies, 46 (1994), 681-90

Roberts, Graham, Forward Soviet! History and Non-Fiction Film in the USSR (LLondon: 1.B.
Tauris, 1999)

Robin, Régine, Socialist Realtsm: An Impossible Aesthetic, trans. by Catherine Porter
(Stanford: Stanford University Press, 1992)

Romaniello, Matthew, and Tricia Starks, eds., Russan History through the Senses, from 1700 to
the Present (London: Bloomsbury, 2016)

Sarkisova, Oksana, Sereening Soviet Natwonalities: Kulturfilmo from the Far North to Central Asia
(London: 1.B. Tauris, 2017)

— — —, ‘The Adventures of the Kulturfilm in Soviet Russia’, in Dictionary of World Cinema:
Ruvvia 3, ed. by Birgit Beumers (London: Intellect, 2016)

Scarry, Elaine, The Body in Pain: The Making and Unmaking of the World (New York: Oxford
University Press, 1988)

267



Bibliography
Segel, Harold B., Body Ascendant: Moderntsm and the Physical Imperative (Baltimore: The
Johns Hopkins University Press, 1998)

Shaw, Claire, “We Have No Need to Lock Ourselves Away”: Space, Marginality, and the
Negotiation of Deaf Identity in Late Soviet Moscow’, Slavic Reveew, 74 (2015), 57-78

Shcherbenok, Andrey, ‘Russian/Soviet Screened Sexuality: An Introduction’, Studies in
Ruvsstan and Soviet Cinema, 3 (2009), 135-44

Siegelbaum, Lewis H., “The Shaping of Soviet Workers’ Leisure: Workers’ Clubs and
Palaces of Culture in the 1930s’, /nternational Labor and Working-Class History, 56 (1999),
78-92

Siegelbaum, Lewis H., and Ronald Grigor Suny, eds., #Making Workers Soviet: Power, Class,
and ldentity (Ithaca, NY: Cornell University Press, 1994)

Silverman, Kaja, The Acoustic Mirror: The Female Vocce in Poychoanalysts and Cinema
(Bloomington, IN: Indiana University Press, 1988)

Simpson, Pat, ‘Liberation and Containment: Re-Visualising the Eugenic and Evolutionary
Ideal of the Fizkul'turnitsa in 1944°, The International Journal of the History of Sport, 28
(2011), 1319-35

— — —, ‘Parading Myths: Imaging New Soviet Woman on Fizkul’turnik’s Day, July
1944’, Russian Reveew, 63 (2004), 187-211

Sirotkina, Irina, Shedtoe chuvstvo avangarda: tanets, dvizhenie, kinestezita v zhizni poetov (

khudozhnikov (St Petersburg: Evropeiskii universitet v Sankt Peterburge, 2014)

— — —, ‘Teatr kollektivnogo entuziazma: Meierkhol'd, Podvoiskii i rozhdenie zhanra

fizkul'tparadov’, Teorica mody, 33 (2014), 105-24

— — —, "The Ubiquitous Reflex and Its Critics in Post-Revolutionary Russia’, Berichte Zur
Wessenschaftsgeschechte, 32 (2009), 70-81

Solomon, Susan Gross, and John F. Hutchinson, eds., Health and Soctety in Revolutionary
Russia (Bloomington, IN: Indiana University Press, 1990)

Starks, Tricia, The Body Soviet: Propaganda, Hygiene, and the Revolutionary State (Madison, W1:
University of Wisconsin Press, 2009)

Starostin, Nikolai, Futbol skvoz’ gody (Moscow: Sovetskaia Rossiia, 1989)

Steinberg, Mark D., Proletarian Imagination: Self, Modernity, and the Sacred in Russta, 1910-
1925 (New York: Cornell University Press, 2002)

Steinberg, Mark D., and Valerie Sobol, eds., Znterpreting Emotions in Russta and Eastern
Europe (DeKalb, IL: Northern Illinois University Press, 2011)

268



Bibliography

Stepanova, Nadezhda, and Andy Potts, Sovetskii sport. Zhivopes', grafika, fotografica i
okul ptura iz sobranita Instituta russkogo realisticheskogo tokusstva, gosudarstvennykh muzeev (

chastnykh kollektsii (Moscow: Skanrus, 2014)

Stites, Richard, Revolutionary Dreamds: Utopian Vision and Experimental Life tn the Russian
Revolution (New York: Oxford University Press, 1988)

Stolbov, Vitalii, lutorid fizicheskol kul’tury i sporta (Moscow: Fizkul’tura 1 sport, 2000)

Tolstaia-Segal, Elena, ‘Ideologicheskie konteksty Platonova’, in Andrei Platonov: Mir
tvorchestva, ed. by E. B. Shubina (Moscow: Sovremennyi pisatel’, 1994), pp. 47-83

Toropova, Anna, ‘An Inexpiable Debt: Stalinist Cinema, Biopolitics, and the Discourse of
Happiness’, Russian Review, 74 (2015), 665-83

— — —, '‘Educating the Emotions: Affect, Genre Film, and Ideology under Stalin’
(unpublished doctoral thesis, University College London, 2012)

Tremasov, Aleksei, ‘Narodnyi vratar’ sovetskogo kino’ <http://tremasov.ucoz.ru/publ/1-1-

0-7> [accessed 6 December 2013]

Tsivian, Yuri, ‘Charlie Chaplin and His Shadows: On Laws of Fortuity in Art’, Critical
Inguiry, 40 (2014), 71-84

Tumblety, Joan, ‘Rethinking the Fascist Aesthetic: Mass Gymnastics, Political Spectacle
and the Stadium in 1930s France’, European History Quarterly, 43 (2013), 707-30

— — —, "The Soccer World Cup of 1938: Politics, Spectacles, and La Culture Physique in
Interwar France’, French Historical Studies, 31 (2008), 77-116

Tupitsyn, Margarita, The Soviet Photograph, 1924-1957 (New Haven: Yale University Press,
1996)

Venediktov, D. D., Zdravookhranenie Rossii: Krizw ( puti preodeleniia (Moscow: Meditsina,
1999)

Volkov, Vadim, ‘Obshchestvennost’: zabytaia praktika grazhdanskogo obshchestva’, Pro et
Contra, 2 (1997), 77-94

”r

Vysotskii, Vladimir, “Vratar
19 January 2017]

<https://the-fasol.com/page_text.php?id=15663> [accessed

Widdis, Emma, ‘Child’s Play: Pleasure and the Soviet Hero in Savchenko’s A Chance
Encounter’, Studies in Russian and Soviet Cinema, 6 (2012), 319-31

— — —, ‘Making Sense Without Speech: The Use of Silence in Early Soviet Sound Film’,
in Sound, Speech, Muvic in Soveet and Post-Soviet Cinema, ed. by Lilya Kaganovsky and Masha
Salazkina (Bloomington, IN: Indiana University Press, 2014), pp. 100-116

269



Bibliography
— — —, ‘Socialist Senses: Film and the Creation of Soviet Subjectivity’, Slavic Review, 71
(2012), 590-618

— — —, Soctalist Senses: Film, Feeling and the Soveet Subject, 1917-19490 (forthcoming)

Williams, Linda, ed., Viewing Positions: Wayes of Seeing Film (New York: Rutgers University
Press, 1995)

Williams, Raymond, Politics of Modernism (London: Verso, 2007)

Windholz, George, ‘Emmanuil S. Enchmen: A Soviet Behaviorist and the Commonality of
Zeitgeist', Poychologecal Record, 45 (1995), 517-34

Wood, Elizabeth, The Baba and the Comrade: Gender and Politics in Revolutionary Russia
(Bloomington, IN: Indiana University Press, 1997)

Wurm, Barbara, ‘Mediale Wissenapparate: chronofotographische Arbeiterbilder in der
frithen Sowjetunion’, in Re-Inszenierte Fotographie, ed. by Kriiger et al (Munich: Wilhelm
Fink, 2011), pp. 99-116

Zolotonosov, M., Slovo ( telo: sekosual’nye aspekty, universalii, interpretatsic russkogo kul’turnogo

tekota XIX-XX vekov (Moscow: Ladomir, 1999)

— — —, Dlurto ‘kparog. losledovani nemogo diskursa: Annotirovannyi katalog sadovo-parkovor

dkul ptury stalinskogo vremeni (St Petersburg: INAPRESS, 1999)

270



