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Vertov’s The Sixth Part of the World 

 “I SEE YOU”, A Dissection of the film’s Exemplary Formalities of the Montage Movement and 

Inherent Contradictions in Vertovian Rhetoric on Documentary 

 

The Soviet Montage movement can be defined by its production, through the 

medium-essential emphasis on editing, as well as a narrative that disseminated Marxist ideology, 

through its favor of large populations over main characters, and themes of patriotism, revolution 

and the Bolshevik depiction of labor with high honor. These are all exemplified in Dziga 

Vertov’s 1926 film, The Sixth Part of the World. Vertov presents a holistic portrait of the USSR 

through editing together seemingly disparate populations of individuals who represent the 

majestic size (as alluded to in the film’s title) and diversity of the expansive country, all working 

together to create a better Republic.  

Furthermore, the film is the prototype of a propaganda film, which both exemplifies the 

incentive of the Montage filmmakers to represent the Bolshevik empire in all its glory and also 

unveils Vertov’s critical fallacy of critique upon Hollywood films and other works of fiction. He 

considers them to be “mortally-dangerous”, “cine-nicotine” (Vertov, 7) that do not allow the 

viewer to make decisions for themselves, however, he himself was paid by the government to 



produce a nationalist film that enforces a politically-biased perspective of the Soviet Union to 

citizens of the nation.  

Vertov embodies the Soviet Montage trend on a technical level, through the use of the 

classic temporal, spatial, and graphic techniques in order to create a portrait of the USSR in 

which the individual citizens of the diverse country work together like a machine to better their 

future. Vertov uses overlapping and elliptical editing to warp the medium’s representation of 

time throughout the film in order to allow the viewer to attempt to fathom the unbelievable 

amount of work that the Soviet people exert, while still producing a film within the constraints of 

less than an hour and fourteen minutes. When Vertov’s wife, Evgenia Svilova edits together 

different footage of the same action, the people’s work appears to be longer and more arduous 

since the actions are elongated. Eisenstein’s Soviet Montage masterpiece, The Battleship 

Potemkin, uses overlapping editing during the scene where the sailor smashes the plate that 

begins the mutiny (Thompson, Bordwell, 115). While very different in its deliverance and 

significance, both films use additional film slides to elongate an action of labor.  

Production was a common theme in Soviet Montage. Vertov valorizes the proletariat 

people by providing visibility to their work, which can be one of the ways to read the statement, 

“I SEE YOU” woven throughout the film, as well as Vertov’s ever-so-important kino-eye’s 

all-knowing existence that would provide witness to the unseen worker. 

To take a closer look at Vertov’s overlapping editing scenes, at 23:27, after the titles, 

“You, spinning your flax in the spinning room”,  the viewer first encounters one woman, then 

several women oriented around a table spinning flax around wooden dowels. In a medium 

close-up, a worker smiles as her hands perform the task with elegant dexterity. The film overlaps 



to a close-up of her hands, where the viewer is able to witness the citizen’s learned technique up 

close, and then back to the medium close-up and back to the close-up again. The overlapping 

close-ups provided a minuscule glimpse of specificity and understanding of the technique and 

labor each woman must undergo to produce the product. After the title, “You, spinning your 

wool in the mountains”, a similar scene occurs, where the work of older women’s hands are 

overlapped by varying closeness.  

The inference that Vertov is attempting to show the dignity of the laborer is further 

solidified. Next are titles that say “You all are the masters of the Soviet land”. Vertov cleverly 

alludes to “you all” being the workers who are the “masters” of their crafts. This is followed by a 

crowd of people clapping. They use their hands to enact a social code of respect when they put 

them together again and again. They are clapping for “the master of the Soviet land”, or people 

like the women spinning their flax and wool. The screen says, “In your hands lies the sixth part 

of the world”. A worker is given a scarf of honor and people clap. The overlapping edits from the 

previous scenes that emphasized the workers’ hands come full circle as the crowd of comrades 

pays respect to a proletariat laborer whose hands, otherwise known as time and hard work, are 

honored with the equal ownership of the Soviet Union. Which is to say, Vertov embodies his 

school of filmmakers by successfully communicating a profound, Marxist ideology through the 

use of Montage editing techniques. 

Vertov also uses elliptical editing, another common temporal technique used by the 

Montage filmmakers. Elliptical cutting is when an event appears to occur much faster than real 

time due to the mitigation of certain parts. Svilova exceptionally exemplifies this tactic in under 

two and a half minutes between 35:10 and 37:25, which shows the extensive process wheat must 



undergo from when it is sewed to transported. Jump cuts ground the viewer in the flattening of 

time throughout, such as at 36:18 when the sacks of grain travel down the slide, and at 36:45, 

where workers unload the sacks of grain into the belly of the ship. 

Beyond temporal editing, the Soviet Montage Filmmakers also used spatial editing 

techniques such as crosscutting to create “unusual spatial relationships” (Thompson, Bordwell 

117). The Sixth Part of the World produces a conceptual map of the USSR through Vertov’s 

portraits of the people and terrain of the expansive Republic. As described in his own words, 

“Drawings in motion. Blueprints in motion” (Vertov, 9). Vertov uses graphic crosscutting to 

produce a route throughout the frames of various forms of transportation coming from all 

different forms of angles, so to represent the change of space and time. The form of 

transportation finally moves straight down the middle of the frame towards the viewer when it 

arrives at the farthest reaches of civilization in the Soviet Union to deliver goods to the 

Samoyeds and to pick up furs for the Leipzig Fair in the capitalist countries, so that the Soviets 

can buy more machines to make more machines. In short, Vertov produced a graphic 

representation of the Soviet population moving throughout the country as a machine that works 

unitedly (in a sort of “no man left behind” sort of way) in order to better its prosperity. Vertov 

illustrates this Communist ideology in a metaphorical manner that cannot be understood without 

effort. He exemplifies his own firm Constructivist, documentary style and belief that “fiction 

uses our emotions to cloud our ability to think clearly and critically” (lecture) by creating a 

discontinuous map of the Soviet Union that one cannot truly follow but can only deduce its 

meaning through close attention to detail and reasoning.  



The Sixth Part of the World is a documentary-style film that does not have a main 

character. Instead, it gives the viewer a quasi-field study of the proletariats of the Soviet Union 

through hundreds of characters that are introduced throughout the picture. This was a widely 

popular trend as “many Montage films downplay individual characters as central causal agents. 

Instead, drawing on a Marxist view of history, Montage films often make social forces the source 

of causes and effects” (Thompson, Bordwell 114). Beyond the mere fact that using one character 

was inherently Western and therefore Capitalist, Vertov was also creating a portrait of the Soviet 

Union. Vertov states in his own writing on the topic, “I am kino-eye, I create a man more perfect 

than Adam, I create thousands of different people in accordance with preliminary blueprints and 

diagrams of different kinds” (Vertov, 17). The Sixth Part of the World exemplifies then, Vertov’s 

own dogma of a Kinok Montage film. The number of people that are presented in the film 

compare to A Man with a Movie Camera, however, they are coming from a much grander scale. 

In a sense, one can think of The Sixth Part of the World to be a macro version of Vertov’s most 

famous film. With in mind the Marxist mindset that change happens through the masses, The 

Sixth Part of the World humanizes the individual, as shown through the editing montage 

previously dissected, while also seeing them as a small part in the grand scheme of the Soviet 

economy like a machine. Each person helps to better the country. 

The Sixth Part of the World clearly exemplifies the trend of a Soviet Montage film 

through its use of editing techniques that are used among all of the masters of the movement, in 

temporal, spatial, and graphic manners. Vertov’s 1926 film also embodies the trend’s belief in 

Communism and use of the political ideologies as themes through the subject of labor, unity, and 

prosperity. It also favors large crowds of people over Hollywood-style character-driven plots, 



further driving the perceptual image of a Communist work. Yet, Dziga Vertov’s own movement, 

the Kinoks: comprised of himself, his wife, Yelizaveta Svilova, and his brother, Mikhail 

Kaufman (Vertov), were extremely anti- fiction. Vertov would make films for the government, 

and they inherently would present a pro-Communism perspective. The Sixth Part of the World is 

absolutely a form of propaganda. While the film is a good example of a Kinok film in the sense 

that it has the attributes of what Vertov wanted in one of his films, his reasoning that followed 

them, such as that they were less propagandistic than Western fiction cinema is flawed, and thus 

cannot really be seen as a documentary. 
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