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Daydream Utopia: Image Analysis of Sovkhoz Building in Eisenstein’s The General Line

Akiko HONDA

In the 1920s, Soviet radical film directors such as Sergei Eisenstein attempted to create
films based on facts (dakrer). However, their aesthetics of “fact-based” films was condemned
as formalism in the following decade. In its place, socialist realism’s aesthetics of dream-like
reality or idealized reality appeared on the Soviet screen. From the viewpoint of exploring the
process of this drastic shift from avant-garde to socialist realism, The General Line in 1929
directed by Eisenstein is worthwhile. Particularly, images of an ideal sovkhoz building stand
on the borderline of the two cultures. Analyzing the sovkhoz images, this paper sheds light on
the ambiguity of the boundary between the two cultures and demonstrates how these two

types of aesthetics co-exist in one film.



