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5 Socialist realism, modernism and Dmitriy 
Shostakovich's Odna (Alone, 1929-1931) 

Joan M. Titus 

After the somewhat unsuccessful premiere of The New Babylon in 1929, 
Grigoriy Kozintsev and Leonid Trauberg embarked on a new film, Odna 

(Alone). At this point in time, the arts, including music and film, were 
experiencing a shift into what would become the socialist realist aesthetic 
that dominated the 1930s and beyond.1 Composers, artists, writers and film 
directors were placed in a position where they were increasingly forced to 
negotiate between state politics and progressive art. On the film 'front', 
technology was rapidly changing. The March 1928 Party Conference on 
Cinema questioned and further defined the 'Soviet' film, which placed greater 
demands and restrictions on film-makers.2 These conferences and state 
organizations required that film be entertaining, profitable and properly 
socialist - a difficult request to fulfil, since many Soviet-made films were 
educational and therefore unpopular when compared to those starring 
Charlie Chaplin.3 With the introduction of the possibilities of sound film in 
the early 1930s, many directors, such as Kozintsev and Trauberg, were already 
beginning to experiment by adding music and sound effects to their film 
projects. In 1931, the first sound films were introduced to the public, among 
them Alone and Dziga Vertov's Enthusiasm (Symphony of the Donbass). 

Film underwent changes in technology, formal technique and approach to 
narrative, drawing from modernist and agitational-propaganda ('agit-prop') 
trends from the mid 1920s forward. Regarded as the most innovative medium 
of all the arts because of its potential to carry the socialist message, film was 
required by Sovkino (the state film organization) to be 'intelligible to the 
millions'.4 Film music, particularly from 1928 to 1932, therefore needed to 
follow this vague guideline. Shostakovich's score to Alone was evaluated 
accordingly, as either 'intelligible' enough to the public or too formalist, 
that is, modernist, to serve the 'millions'. 

Alone, the first sound film for which Shostakovich composed music, 
embodies and symbolizes a transition from the aesthetics of the 1920s to 
those of the early 1930s, often described as a move from modernism to 
socialist realism.5 Beginning with The New Babylon, institutions such as 
Sovkino regarded music for film as part of the propaganda machine.6 Such 
music could serve the political agenda of the post-revolutionary period by 
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101 Socialist realism, modernism and Shostakovich's Odna 

providing an outlet for the function of music - music could finally be 'for the 
masses'. Moderate-modern composers such as Shostakovich became part of 
the process of negotiating between innovative musical trends and the increas
ing need for music that reflected socialist ideas in film. Alone thus presents a 
case where this negotiation reveals greater complexity than the terms 'mod
ernism' and 'socialist realism' imply. 

Instead of presuming a simplistic transition from one monolithic trend to 
another, scholars have been challenging the implied dichotomy of the two 
trends of modernism and socialist realism. Boris Groys, Irina Gutkin and Nell 
Edmunds among others have shown that there are overlapping connections 
or shared tropes between elements of modernism and socialist realism, 
ultimately revealing that the boundary between the two concepts is far 
more fluid than previously thought. 7 The fluidity of this boundary is apparent 
in musical culture as well. Many composers who were often categorized as 
modernist throughout the 1920s, including Shostakovich, wrote for the 
socialist cause. As early as the 1930s, contemporaneous writers such as 
Leonid Sabaneyev observed this overlapping of modernism and socialist 
realism in musical trends.8 This observation has also been made by scholars 
today such as Levon Hakobian and David Haas, who have recognized that 
modernist composers such as Shostakovich had written for socialist content.9 

It therefore comes as no surprise that Shostakovich was especially prepared to 
write film music, such as the score for Alone, which combined musical 
innovation with socialist goals. 

After The New Babylon, a film that used the defeat of the 1871 Parisian 
Commune as a symbol of the proletariat, Kozintsev and Trauberg sought to 
represent the construction of an individual who embodies the motives and 
power of socialist politics.10 Inspired by a newspaper article about a woman 
rescued by the government from nearly freezing to death in Siberia, Trauberg 
initiated the idea of having a 'positive' heroine who undergoes character 
transformation as the central focus of the film.11 The title, Alone, refers to a 
young woman, played by Yelena Kuz'mina. A recent graduate from the 
Pedagogical Technical School in Leningrad, Kuz'mina is sent by the govern
ment to teach Oirat villagers in the Altai region of Siberia.12 The first half of 
the film concentrates on her naive anticipation of her new life after gradu
ation and her hesitant acceptance of her appointment in the Altai.13 The 
second half of the film is designed to contrast with the first in terms of film 
style, music and Kuz'mina's character development. As Kozintsev wrote, the 
cheery 'tonality' of the first half was 'important for the contrast with the real 
life' of the second part of the film. 14 Shot entirely in the Altai, the second part 
consists of scenes of the everyday pastoral, pre-Soviet life of the villagers; and 
Kuz'mina's eventual involvement in the conflict between the Oirat villagers, 
the bai (the owner of the land), the chairman of the village council (sel'sovet) 
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102 Joan M. Titus 

and a vilified, unnamed 'kulak'. Although initially interested only in teaching 
the children, Kuz'mina finds herself in the middle of a class war, which begins 

when the bai and the chairman sell the villagers' sheep to this unknown kulak. 
After nearly freezing to death in order to find the villagers help, the film ends 
with the villagers revolting, having adopted Kuz'mina's newly discovered 
Soviet spirit, and with Kuz'mina being flown on the 'airplane from heaven' 
to the nearest city to receive medical treatment. Received as one of the first 
'psychological' and realist films, Alone reveals a significant shift from the 

1920s-era idea of the individual superficially representing the mass, seen in 
films such as Battleship Potemkin. Instead, it focuses on the exploration of an 
individual's inner world: in this case, Kuz'mina's transformation from the 
child-like 'bourgeois' intelligent into a representative of the socialist state. 

The intention of Kozintsev and Trauberg to create a realist film based on 
the transformation of the individual can be viewed in part as a metaphor for 
their own transformation as film directors.15 By the end of the 1920s, the 
'eccentrism' expressed in their earlier films was becoming more conservative 
and less of a modernist 'slap in the face'. Kozintsev repeatedly emphasized in 

his writings that the Soviet montage technique and character typage, exem
plified by Sergey Eisenstein and Dziga Vertov, had 'outlived their usefulness', 
that is, failed to be useful in discovering the inner world of an individual 
character.16 Thus, Kozintsev and Trauberg approached Alone differently, 

utilizing longer, lingering shots, slower editing, and only occasional dialectical 
montage that served to depict the inner world of the heroine or represent the 
Oirat villagers in a near-documentary fashion. 17 This style and approach to 
character development moved towards what would become Kozintsev and 
Trauberg's brand of realism, in severe contrast with their rebellious and 
modernist style of the mid 1920s. Although born of experimentation in the 

spirit of modernism, the realism of the final version of Alone would become 
common to dramatic socialist realist film for the remainder of the l 930s.18 

Just as Alone is transitional in terms of its plot and film techniques, that is, 
caught between two aesthetics that are regarded as mutually exclusive, it is also 
transitional and innovative in its approach to sound. Alone was the first Soviet 
film to be conceived as a 'sound' film. In actual practice, Alone uses a 

combination of both silent film techniques and sound film, which resulted 
from the newness of the technology and unavailability of sound equipment 
during shooting in the Altai.19 As a result, intertitles relate the speech of the 
characters, with only one instance of synchronized voice.20 Despite faulty 
recording equipment and technical restrictions, however, Kozintsev stated 
that the film was shot 'theoretically' with sound in mind.21 For Kozintsev, the 
sound design of the film involved more than Shostakovich's score - it included 
pre-recorded song and 'found' sound effects, such as car horns or ticking 
clocks, which were often layered or interwoven into Shostakovich's score.22 It 
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was after the shooting was completed that the' sound effects, recorded song 
and Shostakovich's music were compiled and recorded by Lenfil'm's hired 
orchestra as a whole soundtrack. 

In his book The Deep Screen, Kozintsev expressed how he had wanted to 
continue the work of The New Babylon with Shostakovich, implying that he 
wanted to make the music, and had later considered it to be, an integral part 
of the film. 23 Even though music was deemed a necessary part of film at this 
time, the execution of 'music in film' was still relatively new in the Soviet 
Union. Shostakovich's music permeates most of the film, acting as a com
mentary or character in the drama, and extends the philosophy of sound/ 
image interaction with which the directors and composer had begun to 
experiment in The New Babylon.24 The score predominantly contains recur
ring motives and repeated sections. These motives interact with other 
recorded sounds, such as ethnographic recording to depict the characters 
and their inner worlds, or to serve as placeholders for speech. The composer 
and the directors thus created a score that went beyond basic accompani
ment; instead, it exemplified what directors such as Eisenstein and V sevolod 
Pudovkin called the 'counterpoint' between sound and image.25 

Since this film was designed with contrast in mind, the first half was 
intended to represent Kuz'mina's life before her transformation. As 
Kozintsev had stated in The Deep Screen, music and image were created as 
two aspects of one idea. The music in the first half of the film therefore echoed 
the cinematographer Andrey Moskvin's focus on the colour white - bright, 
tonal and clear. The song, 'Kakaya khoroshaya budet zhizn" (How Good Life 
Will Be), functions as the main motive of the film, acting as an aural comple
ment to the visual brightness (Ex. 5.1). 

This song also plays a significant role in character development and acts as 
a commentary on the main social message of the film. It appears after 
Kuz'mina prepares for the day and meets her fiance on the street, and is 
therefore initially associated with the happy young couple. They travel 
around the city, gazing through store windows at china sets, and picking 
out new furniture and other fixtures for their future 'bourgeois' home. 
Dressed in white, these two lovers prance around in ecstasy, hanging off 
trolleybuses covered in white flowers and playing instruments and metal pots 
in department stores, while the song plays in the background The words 
'How Good Life Will Be' are reiterated throughout, with little variation in the 
text or the music. Kozintsev retrospectively stated that this song, which he 
called a galop, was intended to be 'ironic' in its depiction of a young naive girl 
and her unarticulated and trite desires.26 The bright quality of the music and 
the images, especially the use of the colour white, was designed to parody the 
radiant, permanently smiling young people building their new lives. As 
Kozintsev declared in 1966, the work team of Alone did not subscribe to the 
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104 Joan M. Titus 

Example 5.1 An excerpt from Alone, No. 6, the beginning of the vocal part of the 
'How Good Life Will Be' episode. The overall form of the section is: Instrumental 
(Intro-A-A-B-Intro) - Song (C-C-D-D1-D) - Instrumental coda (E-E-F), of which 
this page shows the vocal line from the beginning of the 'C' section. NCW, vol. 
CXXIII (Moscow: DSCH Publishers, 2004), bb. 93-100. All subsequent examples are 
from this edition unless otherwise indicated. 
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non-stop smiling aesthetic that, ironically, later became the crux of the 
socialist realist film-making aesthetic.27 The shooting and the editing in 
combination with the exaggerated 'happy' content of the music therefore 
create a sense of irony. By itself, however, the music may not easily be 
interpreted as ironic. Shostakovich had already commented, when referring 
to his opera The Nose, that his music did not try to 'be witty': 'The music does 
not carry any deliberately "parodying" overtone ... Despite all of the com
icalness of what is happening on stage, the music does not make things 
comical.'28 

It is possible that 'How Good Life Will Be' was composed and carefully 
placed in the film with the same principle in mind. The combination of the 
shooting, colour palette, music and editing creates the irony of which 

, 
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Table 5.1 Table of motives in Alone 

Motive/idea Motive typea Number(s/ Reel(s) Association(s)' 

How good life will be Leitmotive 6, 14,25 1, 2 Kuz'mina 

Barrel-organ Reminiscence 3, 13, 18 (R3), 19 1, 2, 3 Urban/bourgeois 

March A Motive 4, 7, 12 1, 2 Kuz'mina's attitude 

MarchB Non-recurring 10, 11 1, 2 Girl in hallway 
Russian lot Reminiscence 20,24,40 4,7 Altai/people of Altai 
Bai Reminiscence 17, 22, 30 3, 4, 5 Bai 
Chairman of village council Reminiscence 26, 33 (RS), 43 4, 5, 7 Chairman of village council 

(snoring) 

Notes: a At times, I use the term 'reminiscence motive' instead of 'leitmotive' to indicate that a motive is 

connected to a secondary theme in the film as opposed to its primary theme. For more information on my 

motive distinctions, see Joan Titus, 'Modernism, Socialist Realism, and Identity, in the Early Film Music of 
Dmitry Shostakovich, 1929-1932', Ph.D. dissertation, Ohio State University, 2006, chapters 2 and 4. 

b These numbers correspond to the numbers in the recent version of Alone in the New Collected Works of 
Shostakovich. See NCW, vol. CXXIII (Moscow: DSCH Publishers, 2004). Not all of the numbers are 
indicated here, since my discussion focuses on a few recurring themes within the work. Numbers that are 

missing (for example, '1 ') are other motives not discussed here or underscoring. For a more detailed table 
of motives throughout Alone, see Titus, 'Modernism, Socialist Realism and Identity', p. 417. 

''Association(s)' can refer to a character, place or idea. 

Kozintsev wrote. The images of the white and sunny clothing and character of 
the couple, their playing of pots, pans and a violoncello in department stores, 
and carefree rides on the tram are edited to converge exactly with specific 
cadences, climaxes and repetitions of the musical phrases. It was 
Shostakovich's sense of musical timing and humour that contributed to the 
end result - an overly positive rendering of the couple that Kozintsev felt was 
a parody of bourgeois ideals. These scenes act in contrast to the burgeoning 
socialist ideals that would appear in the second half of the film. 

This notion of contrast permeates the film and begins at the point when 
Kuz'mina receives her assignment. Walking out from a building's shadow, 
creating a shot that is half black and half white, Kuz'mina stands silent while a 
'march', as it is notated in the score, sounds in the underscoring. 29 This march 
(labelled March A in Table 5.1) had appeared initially when Kuz'mina walked 
on to the street to wait for her fiance earlier in the day. The martial dotted 
rhythmic-melodic idea in the key of C major dominates the tune and appears 
to emulate the physical motion of Kuz'mina's cheerful walking in its initial 
appearance. On the street with her new, Altai assignment, however, the 
march, generally unchanged, takes on a different character in its new key of 
E minor, as she stands contemplating her fate. The music here 'anchors' the 
image, demonstrating Shostakovich's continued use of his first principle, his 
'principle of the shot', which he had theorized after having composed his 
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score to The New Babylon. 30 The reappearance of the march directly refers to 
her dreams and previous naive attitude towards her future, while its change in 
key indicates a souring of her dreams and a change in her life's direction. 

Other recurring motives, such as March A and the main leitmotive 'How 
Good Life Will Be', continue to play a role in the creation of contrast and 
irony, yet change meaning as Kuz'mina transforms throughout the film. 
Standing in the hallway of the building where she received her assignment, 
with a new march in the underscoring (March B), she encounters an enthu
siastic citizen who wishes to be sent far away, but is not allowed to go 
(Table 5.1).31 Kuz'mina momentarily doubts her desire to request a different 
position. Nonetheless, she complains and begs not to be sent to the Altai, 
especially since she is to be married and was going to buy new furniture. At 
this point, March A returns to accompany her question 'Why am I chosen to 
go the Altai?' (Table 5.1).32 As she then begins to enumerate all of the lovely 
things she anticipated, March A immediately segues into a reappearance of 
the barrel-organ motive in exactly the same key, another reminiscence motive 
also associated with Kuz'mina's naive optimism that was depicted earlier in 
the film.33 The instrumentation has changed, however, to a 'hand organ'.34 

This formerly underscored tune initially attributed to the diegetic barrel
organ player on the street from earlier in the film is, for the first time, played 
on the instrument for which it was intended, further reinforcing the associ
ation with the image of the barrel-organ player. The reappearance and elision 
of these motives in connection with Kuz'mina's daydreaming lend an ironic 
character to this scene, and continue to emphasize the intended 'parodic
naive' tone of the first half of the film. 

After leaving the room with her new assignment, Kuz'mina stops in the 
hall, contemplative. Confronted by an older man who begins to commiserate 
with her, the main leitmotive 'How Good Life Will Be' returns with its 
original text and original key area of G major, finishing with an overdubbed 
spoken statement of the song's text (see Table 5.1 and Ex. 5.2). 

At that moment, Kuz'mina tears up the new assignment and storms out of 
the building, having decided to accept the post in the Altai. The leitmotive 
here is less forceful, given its slower tempo marking, and is clearly placed at a 
turning point in the action. It signals a deserting of her possible 'good life' for 
another path that, as the film later shows, is a better 'socialist' life than the one 
she would have had. 35 

The main leitmotive makes its final appearance in the second half of the film 
when Kuz'mina confronts the chairman of the village council in his home, 
confirming the heroine's complete transformation. The scene begins with 
Kuz'mina screaming twice at the chairman to get out of bed; instead of her 
voice, the rattling of an alarm clock, originally used earlier in the film, sounds. 
After a quick montage of images of the chairman's home, the leitmotive enters , 
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Example 5.2 An excerpt from the reappearance of'How Good Life Will Be', an exact 

repetition of the song part of No. 6. Alone, No. 14, bb. 5-13 
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the moment Kuz'mina speaks to the awakened man, and acts in the interest of 

the village.36 The song reappears exactly as it did in No. 6. Instead of ironically 

depicting Kuz'mina' s bourgeois 'good life' in the beginning of the film, the song 

could function as a ironic commentary on the anti-Soviet life of the chairman. 

This commentary becomes apparent when, after the appearance of this motive, 

the chairman reveals his allegiance to the bai and disinterest in the life of the 

villagers. Since the focus is on Kuz'mina, this leitmotive could have a secondary 

meaning, as a commentary on her new 'good life', which involves the building 

of socialism in this remote village. The original ironic meaning is therefore 

transformed by the new context. While it may still remain a parody of anti

Soviet life, it may also be sincere: in this film, a 'good life' is a socialist life. 

Although musically unchanged, the main motive of the film therefore mirrors 

the dramatic focal point of the film - Kuz'mina's character transformation 

from 'bourgeois' intelligent to socialist citizen. 
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The approach to the song 'How Good Life Will Be' can be read as a 
combination of modernist and socialist realist traits. The ironic first appear

ance of the song is modernist in its potential for multivalency and sense of 
humour, similar to the techniques Shostakovich used in The Nose. This irony 
was apparent to critics such as Y eremiya Y offe, who considered the section 
with the 'flying tram' and 'How Good Life Will Be' 'parodic', especially in 
comparison to the 'internal, subjective' musical nature of the second half of 

the film.37 Another critic, Pavina Ri'bakova, also wrote that the leitmotivic 
song had 'mocking bourgeois characteristics'.38 The final appearance of the 
tune clarifies that this modernist use of irony was eventually intended for a 
socialist meaning - it was Kuz'mina's character, not the musical idea, that was 
initially insincere. 

As Kozintsev noted, the second half of the film was designed to stand in stark 
contrast to the first hal£ Recurring motives function in a grotesque manner, 
representing anti-Soviet characters such as the bai or the chairman, while 'folk' 

music and ethnographic recordings are associated with Kuz'mina and the 
villagers. For the chairman, a reminiscence motive/section is first heard when 
Kuz'mina finds him in his home sleeping and accompanying himself with 

obnoxious snoring. In an instance of movement between the diegetic space of 
the film and the non -diegetic underscoring, the loud snore of the napping 

chairman is made musical. Kozintsev described this 'snoring scene':39 

The snoring, at first usual, mundane, was the only sound of the scene; then the snore 
became louder, started to burst and whistle (we invited a special imitator) and 
finally, the whole symphony orchestra joins in a hoarse wheeze, turning his loud 
snore into a kind of prehistoric animal. The teacher begs and pleads, tears appear in 
her eyes, but slowly and heavily the musical action gathers strength, growing into a 
symphonic snore.40 

After finally rising out of bed, the chairman is accompanied by this 'symphonic 
snore', which enters with a dirge-like motive in the contrabassoons and low 
brass. This consists of an undulating minim motive accompanied by snore-like 
glissandi in the high range of the trombones, musically picking up the actor's 
snore and using it as an ostinato throughout the remainder of the scene, where 
the chairman denies Kuz'mina any help in her situation (Ex. 5.3). 

Kozintsev's description of the snore turning orchestral - or, as he also 
described it, the use of a sound to lead the image - again picks up on 
Shostakovich's 'principle of the shot', which he used in The New Babylon.41 

He uses his music as the main agent of meaning to clearly depict the chairman 
as grotesque and antithetical to Kuz'mina. This is reminiscent of similar 
musical techniques in The Nose used to express the physicality of the imagery. 
In the opening act of the opera, the vulgar snore of the main character, 
Kovalyov, acts as part of the orchestral texture, which mainly consists of 
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Example 5.3 An excerpt from the reminiscence motive/section of the 'snoring' scene. 
Alone,No. 26, bb.4-8 
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glissando slides in the trombone and the violin. A similar orchestration and 
texture appear in Alone, where the music comes to depict the chairman's 
indifference to Kuz'mina as well as his questionable and boorish character. 
The chairman's position is made clearer when the same section of music 

recurs during his last two appearances, when he indifferently watches the bai 

undermine the villagers (see Table 5.1). Shostakovich thus continued the 
experiment of The New Babylon by musically reinforcing the main idea of 
the scene - he made the physical musical, while characterizing the chairman 
as an 'enemy'. 

The bai is also characterized as similarly anti-Soviet, particularly through 

Shostakovich's music. Unlike other associative music in the film, no specific 
melody represents the bai. Instead, the bai is associated with the general idea of 
the Altai through musical colour, or timbre. On one level, musically linking the 

Altai and the bai can be understood in terms of the musical representation of 
the second half of the film. As Kozintsev has remarked, the music had changed 
from the 'bright' tone of the first half of the film to a 'darker' tone for the 

second.42 The music of the second half opposes the 'bright' tonal homophony 
of the first half with minor-mode linear layering of solo wind instruments, 
including oboe, bassoon and flute. This instrumentation and timbral quality are 
used both for images of the Altai and for the bai, although the Altai music is 
accompanied by either a semitonal undulating line, sometimes played in the 
solo bassoon or oboe, or a scalar melody that ends in a long trill.43 There are 
instances, however, of consistent instrumentation and melodic ideas that 

almost constitute a motive for the bai. In fact, the composer intended that 
the use of solo woodwinds for the motives associated with the Altai and the bai 
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should have a timbral association, that is, should function as 'leit-timbre'.44 

These melodies are played by one or two solo woodwinds, which are accom
panied sparsely with either steady quavers or a drone, scalar in ascent and 
descent, and use grace note 'hiccups', almost 'leit-gestures' that add to the 
grotesque sound of the bai. These specific instruments and their motives vary 
each time they reappear throughout the remainder of the film and only in 
association with the bai. He appears in three moments throughout the second 
half of the film: (1) when Kuz'mina introduces herself to the chairman; (2) in 
the classroom to intimidate Kuz'mina and take the children into the field to 
help tend the sheep; and (3) at the end, when they argue over the fate of the 
sheep and the villagers (see Table 5.1). This is therefore an instance where 
associations are more strongly rooted in timbral quality than in melodic 
motive, showing the versatility of Shostakovich's ability to represent and depict 
the grotesquerie of anti-Soviet characters in the film. 

As part of the contrastive comparison of the first and second halves of the 
film, Kozintsev wrote that the three instances of the bai's 'leit-timbres' acted 
in sharp contrast to Kuz'mina's leitmotive of the 'good life'. These angular 
instrumental motives and their respective instruments reappear to reinforce 
the power of the bai and, as Kozintsev has written, act as his 'old and rattling 
voice'.45 The texture, instrumentation and perceived 'atonal' quality, as 
noticed by contemporaneous critics, contribute to the exaggeration and 
physicality that lend the bai' s motive a grotesque quality. 46 This is particularly 
apparent when it is seen as a substitute for his unheard voice. These aspects 
also serve as a musical depiction and reinforcement of the landscape of the 
Altai as sparse, highlighting how Kuz'mina is 'alone'.47 Yet the bai's 'rattling' 
voice was not only received as generally physical. Since there was only one 
instance of synchronized speech in Alone, the music was received as 'vocal' in 
its own way. Y offe, who argued that instrumental music is a metaphor for 
speech, described Shostakovich's music as 'imitating speech' in an almost 
onomatopoeic manner.48 Using the musical metaphorical 'speech' of the bai 
as a case in point, Y offe argued that the music imitates not only the speech 
intonation and the general emotions of the character, but also the timbres, 
accents and rhythms of the 'intonational-vocal image' of the person.49 In this 
sense, the music acts as a substitute for speech, allowing it an even more 
specific 'coding'.50 The music, when representing the bai, therefore acts not 
only as a quasi-motive but also as a bridge between diegetic and non-diegetic 
space, almost a 'fantastical gap'.51 It is a kind of musicalized speech. 

The use of leit-timbre appears throughout the score in association with 
other specific situations or characters aside from the bai.52 The barrel-organ 
for Kuz'mina and urban life, for example, also shows that instrumentation is 
attached to specific characters or places.53 Cheremukhin pointed out that the 
trombone glissandi of the chairman's 'snoring' scene act as a 'leit-timbre', 
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returning later in the film and falling into the category of low-range instru
ments and their association with the Altai and bai throughout the film.54 

Since the trombone glissandi appear only in the second half of the film, 
I suggest that they are linked with the smug indifference of the chairman, 
since they occur in three places specifically associated with him: (1) the initial 

'snoring' scene, (2) shortly after the 'snoring' scene when the chairman drinks 
tea with his wife and comments on the uselessness of Soviet propaganda 
posters55 and (3) at the end, when he discusses Kuz'mina's impending death. 
This leit-timbre of the trombone glissandi goes beyond associations in 
this film. Trombone glissandi were first used by Shostakovich in The Nose 

and The New Babylon; they also appear in The Lady Macbeth of Mtsensk 
District as an aural signifier in the love scene between Sergey and Katerina. 
Instrumentation, therefore, plays a significant role as a code in musical form 
and meaning, and the relation between form and the plot in Alone, as well as 
potentially in Shostakovich's other film scores and operas.56 

In contrast, the villagers were musically depicted without grotesquerie and 
irony. Instead, village song, revolutionary song and ethnographic recordings 
were used to realistically represent Oirat life. Although this approach to musical 
representation was likely intended to correspond with the ethnographic realism 
that Kozintsev and Trauberg sought, it also allowed that realism to be construed 
as socialist. Village song was used to represent pre-Soviet life in the Altai, which 

was often regarded as pagan or backward from the socialist perspective. One 
tune, entitled by Y offe as 'Dolyushka russkaya' (The Russian lot), functions in 
part as a representation of the Altai, and repeats three times throughout the 
fourth and seventh reels, first as an instrumental motive that introduces the 

snowy winter of the Altai and later as a vocal song dubbed over the acted 
singing of the chairman's sombre wife (see Ex. 5.4 and Table 5.1). 

Example 5.4 The first full phrase of the second appearance of the 'Russian Lot' motive, 

with text (from Alone, No. 24). The first appearance is in No. 20, in piccolo, over images of 

the Altai. No. 24, bb. 6-16 

J__J J, .P ll J J J II m J j Ji J) it u J J '---"' ..._., It 
JJ,a - pe-BO }lit - TXT- ro, cy - )la - pe- BO MH - no - el 
da - n-vo di - tjat- ko, SU - da - re - vo ml - lo - el 

Kax y Te - 6ll 30 - BYT MY - l!<a - To? Cu - llO- pOM, Cn - llO - poM, 6a - TIOW - Ka, 

Si - do - rom, Si - do - rom, ba - tjuJ - ka. Kol: u te - b]a u, - vut mu - ta - to? ,. "' Ji J, J II If Ji p p l IJ J 
u Cu - JlO - poM, Cu - lJP - poM, po - ,IIH. - MCHb - I<Oii. 
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This song bears a slight resemblance to Russian village music (changing 
metre, melodic contour and limited range) and was said to be written by 
Shostakovich, though it does not appear in any of his known manuscripts. 57 It 
is unclear whether this tune was borrowed or was composed with Russian 
village music in mind. Regardless, it is used once as an instrumental 
'number', directly before the moment when the chairman's wife 'sings' the 
tune; from that point forward, it is used only as underscoring. It lastly appears 
over a series of images of the Altai andofKuz'mina on her sickbed (Table 5.1, 
No. 40). This move from underscoring to diegesis to underscoring again 
shows how fluidly music moves between these two spaces and how this 
particular tune can represent both the people and the landscape. As 
Kozintsev later related, the directors were attempting to characterize the 
Oirat villagers in the most 'authentic' way possible to avoid misrepresenta
tion. This reminiscence motive is localized to the second half of the film and 
appears initially and finally to epitomize the forlorn character and the des
olation of the Altai wilderness, while also serving as a segue into Kuz'mina's 
unsuccessful confrontation with the chairman. It sets up the contrast between 
Kuz'mina and the chairman during this scene and helps reveal the chairman's 
anti-Soviet position later in the scene. 

Overtone singing, a style common to the region where the directors shot 
the Altai section of the film, is also used to epitomize this region and represent 
village life. It first appears in the second half of the film over landscape images 
of the Altai, setting up the scene of Kuz'mina's arrival. Many groups of the 
Altai region, categorized as 'Altai Turks' or 'Altai Mongols', use overtone 
singing for various contexts, ranging from lullabies to hunting. 58 The singing 
in Alone is only a fragment, leaving the context unclear. Original context and 
functional meaning may not have been the intent of the directors, since this 
appearance of overtone singing appears to signify the Altai region generally, 
rather than a specific ritual or a group. The use of this fragment of overtone 
singing appears to reinforce the 'folk' aspect of the film and the directors' 
desire for 'authenticity' and realism. 

The directors also achieve a kind of folk realism in the second half of the 
film by using an aki'n, or village bard, who appears when the villagers are 
working and when Kuz'mina is taken away by aeroplane. Each time, he 
appears with a string instrument that resembles a dombra, an instrument 
typically used by an aki'n in the Altai region.59 Although he accompanies his 
singing with this instrument, the sound he creates is not heard, since sound 
equipment was unavailable during shooting in the Altai. Instead, 
Shostakovich's music stands in for his music. In his first appearance, he 
sings to the villagers as they shear sheep, while Shostakovich's music, con
sisting of a horn line of a rising third and a harp line of two undulating notes, 
sounds in the score (Ex. 5.5). 

; 
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Example 5.5 Alone, No. 15, bb. 1-5 

TPETMI lIACTh <l>HJihMA THIRD REEL OF THE FILM 

The Steppe of the Altai 

Violom:elli 

Contrabass! 

CTem .. A.Jrraii: .M15 
Andante [J • S6] 

solo 
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The use of the conventional Western harp is particularly creative, since it is 
the only orchestral solo string instrument that has the volume to be heard 
over the horn. Shostakovich has thus found a unique way of dealing with the 
lack of 'real' synchronized sound by substituting a near-equivalent in the 
score to evoke the everyday life of the villagers and the traditions of the Altai. 

Ethnographic recording also plays a significant role in creating realism and, 
inevitably, representing the socialist message in the film. After shooting in 
the Altai, Kozintsev invited a genuine shaman, Kondraty Tanashev, back to 
Leningrad.60 Seeking realism, Kozintsev made an ethnographic recording of 
Tanashev performing a healing ritual that was later dubbed over the images of 
the shaman's ritual in the film. 61 This recording of the shaman can be read as 
an aural equivalent to the horse skin draped on a pole, a sign of shamanism. 
The recording first appears after Kuz'mina gazes at the horse skin and 
converses with the chairman upon her arrival in the Altai. During this 
conversation, they both hear the shaman's music, which, as they attend 
stage left, is made visible through a cut to the image of a shaman healing a 
sick woman. In response to this diegetic interruption, the chairman explains 
that the shaman is continuing the old, pre-Soviet ways. Thus, not only does 
the viewer/listener then associate the shaman and his music with the Altai, 
but the montage, strongly influenced by Lev Kuleshov's early experiments of 
montage between different locales, indicates that the shaman and his music 
are diegetic, that is, part of Kuz'mina's surrounding soundscape. This ethno
graphic recording thus adds a degree of aural realism that reinforces the visual 
realism obtained through on-location shooting in the Altai. 
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The shaman's music appears a second time when Kuz'mina settles down in 
her new hut and starts to think of her life in the city, which is indicated by her 
gazing at the portrait of her fiance and repeating exercises that she performed 
at the beginning of the film. Kozintsev described the scene: 

The sound fabric of the episode of the teacher's arrival was complex. The young 

woman was settling in, unpacking her things; suddenly the alarm clock went off, and 

then the tune of the distant city barrel-organ was heard. A tambourine's crude strikes 

and the hoarse cry of the shaman (a genuine recording) invaded the merry motive. A 

device for threshing corn pounded and squeaked (a genuine recording), and then, as 

if stitched into the sound fabric, a woodwind phrase arose - the voice of the bai, 

composed by Shostakovich.62 

The shaman's recording acts again as interruption, this time of the barrel
organ tune, which repeats music first heard in Kuz'mina's courtyard as she 
awoke in the opening scene of the film and is associated with her ideal city life. 
In the manuscript draft and recently published edition of the score to Alone, 

the only music that appears is a ten-bar ostinato for organ and low wood
winds (bass clarinet, bassoon and contrabassoon). This ostinato is repeated 
once and continues into a cor anglais solo, which accompanies images of the 
Altai and Kuz'mina's gaze as she looks out of the window.63 After the cor 
anglais solo, the barrel-organ player's music enters in C minor, in contrast to 
the original appearance of the tune in C major. Here, the barrel-organ music 
is technically non-diegetic, though it could be a sound that she hears in the 
diegetic space of her mind, her 'imaginary' soundscape, as opposed to the 
general diegetic space of the film. This barrel-organ thus represents her ideal 
city life, and according to Kozintsev, is a 'real-life' symbol - 'a reminder of 
her thoughtless past' (Table 5.1).64 The sudden and diegetic intrusion of the 
shaman's music on her daydream is indicated in part by her sudden turn 
towards to the window, stage left. Slowly, the barrel-organ music overlaps 
with the shaman's music, which is not indicated in the original manuscript, 
but appears in the finished soundtrack of the film.65 The barrel-organ and 
music of the shaman in combination with the eventual addition of a hammer
ing and pounding sound create a temporary polyphonic cacophony.66 This 
musical layering continues over a montage of images of the shaman, villagers 
working, and a horse skin. This layering approach to music and sound, 
characteristic of the montagist style employed in Shostakovich's score to 
The New Babylon, is used to represent the wild, non-Soviet character of the 
land, particularly in contrast with the new urban arrival.67 It also provides a 
brief glimpse into Kuz'mina's state of mind and her (in)ability to adapt to her 
new surroundings. Just as the urban, naive Kuz'mina seems to resist her new 
rural surroundings and seeks simply to teach the children, Shostakovich's 
music, the recording of the shaman, and found sounds fail to blend together. 
This layering highlights the difference between light/dark, urban/rural and 
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Soviet/pre-Soviet, encapsulated in the cinematic/musical moment and related 
to the concept of contrast that permeates the film. This difference is under
scored in Kozintsev's use of the recording of the shaman in particular, which 
he described as 'authentic'. It could also be read as a fetishizing of the 'folk' 
Other to embrace diversity as a symbolic depiction of the 'folk' to the 'folk', 
which later became popular under the doctrine of socialist realism.68 The 
realist intent, however, was overshadowed by the montagist presentation - as 
the critic Kliment Korchmaryov put it, the scene was one of the 'defects' of the 
film, because it was symbolic instead of 'real'.69 

There is one successful reference to socialism in the film that uses a 
revolutionary song to deliver the film's message. In a later scene, Kuz'mina 
sits with the children of the village and attempts to teach them about the kulak 
resistance during collectivization. To keep from freezing, she then invites the 
children to dance in a circle, at which moment the music shifts instrumenta
tion (low strings and clarinet to flute) and key/mode (from Db minor to F 
major) into a recognizable reference to a Civil War song known as 'Marsh 
Budyonnogo [March ofBudyonniy]'.70 This reference becomes clearer when 
the intertitles appear with the phrase 'Konnaya Budyonnogo' (cavalry of 
Budyonniy), which coincides with a quaver pattering of the tune that more 
clearly resembles the original song, as well as evoking connotations of the 
famous Civil War hero (Exx. 5.6 and 5.7). 

Example 5.6 Dmitriy Pokrass, 'Marsh Budyonnogo [March ofBudyonniy]' (1920), from 

Mikhail Druskin, Russkaya revolyutsionnaya pesnya [Russian revolutionary song] 

(Leningrad: MUZGIZ, 1959), p. 46 

23. MAPW 6Y,lJ,EHHOro 
(Mb! - KpacHble KaBaJiepHCThl) 

6b1CTp0, OlKHBJleHHO 

' i 1> I p p p ~ I Ji .bjJ, J> I J J I J , J> I ll &l J~ I 
Mbl-Kpac.Hbl..0 Ka - aa_ne_pMC.Tbl M npo Kao (Sw_ RMH-KM-KH pe_ 

~ p Pn1J1l> I J r I r , (j I P P P P I p p p p I 
-~KC_Tbl_e ae - AYT pac - CKaa: 0 TOll,K&HBHO_~N RC-Nw_e, 0 

' JiJi J, .b I ;, JiJ1 ;, I .b !), i, 1 J> )i¢i,l> la ~1 1 J I 
TOM,KaK B AKH Ke..HaCT.Hbl.e Mbl fOP.AO, llbl Clltl.RO B !Soll M - AeM. Be -

' J. J I J, b J, J> I r J l•J ' J> l~l i J I 
-AM IK, 6y - AeH_HblA, HBC CMe - ne - e B ISoAI nycTb rpoM rpe.MHT, 

4 ,. J> l .b 111 .b; IJ; y J lj j) lb ) J,1 l> I 
nyc.Kall no_ map Kpy.ro~ Mbl 6ea - aa _ BBT_Kw_e re_ 

& J J, --
F l1J ' !> IG p p p Ir p I rd 11 

po - M ace, K BCR•TO Ha_wa JKMBKb BCTb (Sopb_lSa• 



71 
' I 

I: I, 
D I 

I 

! . 

. I 

I 
•; 

Ii 

I 

I ,, 

I 

!I 

I 
1 

ii 
_l_ 

Tr-be 

V-ni 

II 

116 Joan M. Titus 

Example 5.7 Alone, No. 29, bb. 44-7 

The content of this well-placed song creates an apparently effective con
nection to the idea of socialist building in the Altai, since Korchmaryov, who 
gave the film score a negative overall review, considered the song to be an 
'especially impressive' moment in the score. This song, well known through
out the 1920s and associated with socialism, was still seen as appropriate 
musical material to cite in a film score, as indicated by Korchmaryov's 
review. 71 The appropriation of the music to the 'March of Budyonniy' there
fore functions as a positive rendering of the state and of socialist construction 

during this moment in the film. 
Since sound technology and composing for film were becoming increasingly 

common, critics of Alone focused their discussions of the music differently 
from those about The New Babylon. Music in film was still considered integral 
and necessary, and to be a carrier of meaning or a method for heightening 
emotion. Yet unlike The New Babylon, Alone was generally received as an 
'emotional' film that explored the inner psychology of the main characters and 
the social situations in which they were found. The reception of the score 
therefore centred on three intersecting sets of issues: realism, socialist ideals and 
the representation of people of varying classes; the music's interaction with the 
cinematic action and the musical depiction of the heroine's inner world; and 
the use of sound technology by the directors and Shostakovich. In various 
reports, newspaper articles and other essays, a majority of the critics praised 
Shostakovich's music and recognized the intention of the directors and com
poser to create an 'intelligible' and socialist film, while only a few dissenters 
disapproved of the music's interaction with the image or disagreed on the 
appropriateness of the musical 'content'. This reception was varied and com
plex, indicating changes in the art politics of the early 1930s. 

With the 'Statement on Sound' in recent memory, many critics and the 
directors commented on the relationship of music and image, focusing on 
whether or not the music accompanied the action or operated as an equal 
partner to it.72 As Kozintsev explained, 'we wanted to continue 
Shostakovich's experiment from The New Babylon', making the music as 
much of a character in the film as the heroine herself.73 As he stated in his 
discussion of the music to The New Babylon, 

; 
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In those years music was used to strengthen the emotions of reality, or, to use the 
current terminology, to illustrate the frame. We immediately came to an agreement 
with the composer that the music would be linked to the inner meaning and not to 
the external action, that it should develop by cutting across events, and as the 
antithesis of the mood of a specific scene. 74 

To continue the experiment from The New Babylon, Kozintsev wanted to 
'reinforce the visual images, to have them juxtapose with sound'.75 This is 
reminiscent of one of the main points from the 'Statement on Sound', which 
expressed the intent to keep the art of montage intact while incorporating 
sound, producing a 'counterpoint' to the image.76 According to the 
Statement, the result would be a montage or juxtaposition of the sound 
with the images, while the images themselves were organized according to 
the principles of the Soviet montage technique of the 1920s. Although Alone 

appears to employ a different style from The New Babylon, Kozintsev's desire 
to 'reinforce the visual images, to have them juxtapose with sound', indicated 
a continuing preoccupation with the experiment of sound and music as an 
integral part of the film's language. 

Kozintsev's desired effect of counterpoint of sound and image was recog
nized by critics of his time. Some critics, such as the prominent film music 
scholar and composer Sergey Bugoslavskiy, praised Shostakovich's music 
as an integral part of the film: a notable comment, since film music was 
only beginning to be considered something other than mere accompaniment. 
In one of the most revealing statements of Lenfil'm's Sound Committee 
report, Bugoslavskiy plainly stated, 'The music of Shostakovich appears to 
be a major step towards the work of montage film music.'77 This statement, 
followed by a long description of Shostakovich's music, clearly reveals that 
the music was heard as an active player in the film, working in counterpoint 
with the images. Boris Al'pers, who authored the newspaper article 'The 
Mistakes of FEKS', supported Bugoslavskiy's interpretation: 'The action of 
the film almost always is accompanied by symphonic music which plays 
the role of psychological commentary on dramatic situations.'78 Both 
Bugoslavskiy and Al'pers described how the music 'grows out of the whole 
ideological conception of the work',79 and that 

The music of Shostakovich is worthy of being placed on the level of active 
involvement in the action, in the discovery of the connection between the characters 
and their behaviour, [and] in the establishment ofleitmotives, which characterize the 
experiences of individual social groups (the bourgeois attitude and the kulaks).80 

In these interpretations and Kozintsev's descriptions of the sound design in 
Alone, Shostakovich's music had clearly transcended the role of accompani
ment and had become integral to the film. 

A set of surveys of Alone, taken during the film's first showing for the 
employees of Soyuzkino Studio on 10 March 1929, demonstrates how the 
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score to Alone was received by many as an incredible achievement for sound 
film.81 Nearly 800 people answered the questionnaire and debated over the 
film for several hours. Many people in the audience, including the actor 
Kuz'mina herself, were deeply moved by Shostakovich's music.82 They 
showed overwhelming support for it, leading some to state that 'the music 
saved the picture. The picture is a kind of illustration to Shostakovich's 
music.'83 A few years later, the composer Valeryan Bogdanov-Berezovskiy 
found Shostakovich's music to be 'correct' and 'Soviet'.84 Alone was also one 
of the first sound films that Stalin watched, prompting him to suggest that the 
industry needed more support to continue its growth in sound film-making.85 

Negative reviews focused on Shostakovich's musical language. Another 
Sound Committee member complained that 'the music is leftist, deeply 
intellectual, far from the proletarian ideology, difficult to understand; it is 
complicated'.86 In this instance, the words 'leftist' and 'intellectual' pejora
tively refer to the modernist musical practices of the 1920s, which were 
received as contrary to later socialist realist musical practices. Another critic, 
Korchmaryov, summed up Shostakovich's music more generally with 
descriptors such as 'atonal muddle' or 'ambivalent'.87 Korchmaryov contin
ued with an insincere compliment: 

There is one pleasing moment in the work of Shostakovich - the move from atonal 
muddle, borrowing from the painful, negative model of the bourgeois West, to 
clear harmonic and melodic concepts. Of course, the path of the Soviet composer lies 
not in the looking back on decadent models of the West, but in a satisfying and 
understandable, mass manner of execution.88 

The focus on the musical language, as opposed to its interaction with the 
image, led these critics to use the usual descriptors 'leftist', 'atonal', 'bourgeois' 
or 'decadent' to emphasize the excessive modernism of the film. Instead, 
critics such as Korchmaryov wanted a style that was 'intelligible to the 
millions', as indicated by his plea for an 'understandable, mass manner of 
execution'. Y offe also deemed Alone and Shostakovich's other early music as 
'formalist' and 'constructivist'.89 He specifically described Shostakovich's 
music to Alone as 'grotesque' and 'parodic', particularly when instrumental 
music replaced the speech of the characters, as in the case of the bai.90 

Korchmaryov also perceived the bai similarly, and described the linear 
texture and instrumentation as the 'atonal wandering of lonely 
instruments'.91 

The contemporary critic Ribakova also noted that the speech that was 
included in Alone was secondary to the musical underscoring. Ribakova 
insisted that the music either reveals the 'veiled meaning' of the scenes, 
implying that the music acts as a substitute for speech in this silent-styled 
film, or brings out the film's deficiencies that would otherwise go unnoticed in 
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its silent version.92 She also claimed that Shostakovich's use of'folk' songs and 
dances as motives to represent characters or groups was ineffective because it 

was too generalized or misrepresentative in the context of the main theme of 
the film: the 'rebuilding' of Kuz'mina.93 Ri:bakova instead considered 
Kuz'mina's themes (the barrel-organ and 'How Good Life Will Be') to be 

'hostile music' for a young woman from a 'Soviet city', implying that she 
thought Kuz'mina's themes to be perhaps too 'bourgeois'.94 As Ribakova 
complained earlier, no 'revolutionary songs' were used by Shostakovich, 
which should naturally have a 'connection with the struggle of the proletar
iat'.95 This is incorrect, since Shostakovich did use a revolutionary song, the 
'March of Budyonniy', that went unnoticed by this critic. Positive or negative, 
Shostakovich's music was effective as an integral part of the film. Yet, the 
variety of the reviews shows that what was appropriately 'Soviet' at the time 
was still being debated. 

Other criticisms and comments about the film were concerned more with 

the technology than with artistic direction or musical style. Since Kozintsev and 
Trauberg were among the first to experiment with sound in film, they made 
mistakes and encountered difficulties with recording and producing sound 
effects.96 Although Shostakovich's music, particularly his use of orchestral 
colour, was generally received well, many critics commented that the placement 
of the recording microphones diminished the quality of the sound.97 One critic 
claimed that the flute and oboe were 'deficient' in timbre, while another stated 
that these same instruments were 'badly recorded'.98 Sergey Gerasimov, the 
actor who played the role of the chairman, also commented that the music to 
Alone lacked technical sophistication.99 Kozintsev also related that 

Shostakovich was reported to the authorities by sound specialists at the studio 
for failing to consider the limitations of the recording equipment when com
posing his score, claiming that the composer attempted to sabotage the film.100 

This criticism of Shostakovich resonates with contemporaneous arguments by 
Ippolit Sokolov, who had published an article before the film's release that 
scolded film directors for misunderstanding the limitations of the equipment 
and allowing the novelty of sound to act as a substitute for 'content and form': 

There is now a battle going on in sound cinema between technology and content plus 
form. In art, the substitution of naked technology for content and form is the most 
extreme kind of Formalism, the narrowest form of technicization.101 

Approximately six months after the film's release, Shostakovich himself also 
commented on the terrible quality of the film's recording: 

I cannot complain about the orchestra in my own work for Alone and Golden 

Mountains. I had an exceptionally high quality orchestra under the direction of the 
extremely talented conductor N[ikolay] Rabinovich. And the result? When you're 
listening to the soundtrack, you become convinced that all the work was reduced to 

I 
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dust: the screen wheezes, hiccups and emits various sounds, which brings to naught 
the works of a first-class orchestra and of the composer. 102 

Almost twenty years later, Shostakovich recalled Alone as 'not really a sound 
film' .103 He stated that 'in those years, the methods, techniques and decisions 
for the real artistic connection of sound and image were only just being 
sought'.104 Contemporaneously and in hindsight, it is clear that much exper
imentation still needed to be done when recording a symphony orchestra for 
film in the early 1930s. 

Alone is a key example of the transitional nature of politics, music and film 
in the late 1920s and early 1930s. At the time of its premiere, Alone had a 
mixed reception because of the lack of agreement as to what was 'intelligible 
to the millions', the unreliable sound technology and the changing role of the 
composer. The reception responded to the techniques used in the film and its 
score, which exhibit traits typical of 1920s-era modernism, along with the 
traits that would soon be recognized as socialist realist. The latter traits 
involved a move away from modernist character typage and fast-paced, 
quickly edited shots, and towards a 'realist' approach to sound and socialist 
content. The use of sound was at times 'modernist' in the way that the 
directors chose to layer the ambient sounds of everyday life and 'authentic' 
recordings with Shostakovich's musical score, as demonstrated in the hut 
scene. At the same time, the film-makers regarded these sound effects and 
'authentic' record~ngs as realistic. The musical approaches that Shostakovich 
used in Alone, like those used in The New Babylon, reveal the composer's 
continued sensitivity to editing, shooting and mis en scene. The invention of a 
song-leitmotive, musical evocations of the 'folk' and the use ofleit-timbre and 
musicalized speech illustrate that Shostakovich's music was innovative and 
played an integral role in the creation of meaning in the film as a whole. His 
music often served as a representation of the personality and political position 
of a character - as ironic, grotesque or sincere; or as evocations of the 
heroine's inner world. For the first time, Shostakovich had the opportunity 
to fully explore the movement between diegetic and non-diegetic sound, as 
heard in the snoring scene, and to explore the 'fantastical gap' with the bai's 
musicalized speech. Using revolutionary song as a musical reference to the 
'folk' also anticipated socialist realism, which sometimes evoked praise from 
reviewers in regard to the socialist message of the film. His music was received 
both positively and negatively, yet was considered effective in the midst of the 
eventual shift to the politically dominant socialist realist aesthetic. Both Alone 
and its varied reception are therefore rich historical documents of a time 
when modernist and realist means were used to a socialist end. 

; 
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