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Preface

We spend much of our waking lives surrounded by moving photo-
graphic images. They have come to occupy such a central position in our
experience that it is unusual to pass even a single day without encoun-
tering them for an extended period of time, through either film or televi-
sion. In short, moving photographic images have become part of the total
environment of modern industrial society. Both materially and psycho-
logically, they have a shaping impact on our lives. And yet few people in
our society have been taught to understand precisely how they work.
Most of us, in fact, have extremely vague notions about how moving
images are formed and how they are structured to create the multitude
of messages sent out to us by the audiovisual media on an almost contin-
ual basis. If we made an analogy with verbal language, we should be
forced to consider ourselves barely literate—able to assimilate the lan-
guage form without fully comprehending it. We would, of course, be
appalled to find ourselves living in a culture whose general verbal literacy
level corresponded to that of a three-year-old child. Most persons living
in such a culture would, like small children, be easy prey to whomever
could manipulate the language. They would be subject to the control of
any minority that understood the language from the inside out and could
therefore establish an authority of knowledge over them, just as verbally
literate adults establish authority over children. Such a situation would
be unthinkable in the modern industrial world, of course, and our own
culture has made it a priority to educate its children in the institutions of
human speech so that they can participate in the community of knowl-
edge that verbal literacy sustains.

Imagine, though, that a new language form came into being at the turn
of the twentieth century, an audiovisual language form that first took the
shape of cinema and became in time the common currency of modern
television. Imagine that because the making of statements in this lan-
guage depended upon an expensive industrial process, only a handful of
elite specialists were trained to use it. Imagine, too, that although public
anxiety about the potentially corrupting influence of the new language
was constant from its birth, it was perceived not as a language at all but
as a medium of popular entertainment—that in this guise the language
was gradually allowed to colonize us, as if it were the vernacular speech
of some conquering foreign power. Finally, imagine waking up one day
in the last quarter of the twentieth century to discover that we had mis-
taken language for a mode of dreaming and in the process become mas-
sively illiterate in a primary language form, one that had not only
surrounded us materially but that, as language forms tend to do, had
invaded our minds as well. What would we do if that happened? We
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could choose to embrace our error and lapse into the anarchic mode of
consciousness characteristic of preliterate societies, which might be fun
but would most certainly be dangerous in an advanced industrial society.
Or we could attempt to instruct ourselves in the language form from the
ground up and from the inside out. We could try to learn as much of its
history, technology, and aesthetics as possible. We could trace the evolu-
tion of its syntactic and semantic forms from their birth through their
present stages of development, and try to forecast the shapes they might
take in the future. We could, finally, bring the apparatus of sequential
logic and critical analysis to bear on the seemingly random structures of
the language in order to read them in new and meaningful ways.

This scenario conforms quite accurately, I believe, to our present situa-
tion in the modern world. The language of the moving photographic
image has become so pervasive in our daily lives that we scarcely notice
its presence. And yet it does surround us, sending us messages, taking
positions, making statements, and constantly redefining our relationship
to material reality. We can choose to live in ignorance of its operations
and be manipulated by those who presently control it. Or we can teach
ourselves to read it, to appreciate its very real and manifold truths, to
recognize its equally real and manifold deceptions. As a lifelong student
and teacher of language forms, both verbal and audiovisual, I believe
that most intelligent and humane persons in our culture will opt for the
latter. It is for them that [ have written this book.



Preface to the Third Edition

The third edition of A History of Narrative Film is different from the
second in a number of ways. It updates the scholarship and filmographi-
cal material on virtually every period, cinema, and filmmaker discussed
in the second. There are new sections on ethnic cinema (“race movies”
and Yiddish cinema), Scandinavian or Nordic cinema, New Spanish cin-
ema, the cinemas of the former Soviet republics—Baltic (Lithuania, Lat-
via, and Estonia), Transcaucasian (Georgia, Armenia, and Azerbaijan),
and Central Asian (Ubekistan, Kazakhstan, Kirghizia, Tadjikistan, and
Turkmenistan)—post-Soviet cinema in Russia and Eastern Europe, and
the cinemas of the Middle East (Iran and Israel) and the Pacific Rim. The
terminal points of film history are reconsidered to reflect new thinking
about the “cinema of attractions” on the one hand and computer gener-
ated imagery (CGl) on the other. There has also been a reorganization of
chapter contents, so that New German Cinema now appears at the end
of Chapter 15 (“European Renaissance: West”), Eastern Europe and the
former USSR each have their own chapters (Chapter 16, “European
Renaissance: East,” and Chapter 17, “The Former Soviet Union, 1945—
Present), Chapter 18 becomes “Wind from the East: Japan, India, and
China,” Chapter 19 is “Third World Cinema,” and Chapter 20 is “Hol-
lywood, 1965—Present.” Finally, there is a revised and updated Selective
Bibliography for this edition which proceeds chapter by chapter, with a
large section on “Theory and Aesthetics” at the end.

For all of this new material and restructuring, however, the interpre-
tive core of A History of Narrative Film and the principles informing it
remain unchanged. There is a prevailing opinion in some quarters today
that the essence of the postmodern condition is its chaos of images and
that “meaning” is something manufactured by academic critics to justify
their paychecks. If this were true, the teaching of film history could only
be approached by quantification—as the study of intersecting vectors,
subject to analysis of varients in the manner of a social science—and,
indeed, in some quarters, that is the way film history is now being taught.
But the film history represented by this volume does not conform to that
approach, because it assumes the primacy of human agency among the
myriad economic, technological, and social determinants that have made
motion pictures the quintessential art form of our century. As the twenti-
eth century closes and we mark the one-hundredth anniversary of cin-
ema’s birth in the closing years of the nineteenth, we should remember
that what we celebrate has been overwhelmingly a narrative form con-
cerned with individual and collective human destiny. Whether the prod-
uct of the classical Hollywood paradigm or Zen Buddhist aesthetics,
motion pictures have existed for a century mainly as a remarkably effec-
tive way for people to tell stories about people. And, unless human
nature itself is somehow altered, nothing is likely to happen in the
twenty-first century to change that signal fact. xix
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A Note on Method

For reasons that will become apparent in the course of this book, I
believe that the history of film as we have experienced it to date is the
history of a narrative form. Many of the greatest films ever made were
created by artists seeking to break the constraints of this form as it
defined itself at different points in time, and there is much evidence to
suggest that since the fifties the cinema has been moving in an increas-
ingly non-narrative direction. But the fact remains that the language
common to the international cinema from the last decade of the nine-
teenth century through the present has been narrative in both aspiration
and structural form. For this reason, I have excluded documentary cin-
ema, animated cinema, and the experimental avant-garde from consider-
ation in this book except where they have influenced narrative form to a
demonstrable and significant extent. This is not to suggest that any of
these excluded forms is unimportant, but rather that each is important
and distinctive enough to warrant a separate history of its own (several
of which, in fact, already exist).

A Note on Supplementary Material

The endnotes for this volume are gathered in Part I11 of the Instructor’s
Manual. They are both documentary and substantative in nature, and
instructors should note that some of the stills appearing in the latter
chapters of the text are discussed therein.
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A Note on Dates, Titles, and Stills

Wherever possible, the date given for a film is the year of its theatrical
release in its country of origin. Unless otherwise noted (as in the case of
intermittent production or delayed release), the reader may assume a
lapse of six months between the start of production and the date of
release for features. This is important in correlating the history of film
with the history of human events (for instance, many American films
with the release date of 1942 went into production and were completed
before the Japanese attack on Pearl Harbor on December 7, 1941).

As for the titles of films in languages other than English, those in
French, Italian, Spanish, Portuguese, and German are given in the origi-
nal language, followed, in parentheses, by a literal English translation
(and an alternate English-language release title, if one exists), followed
by the date of release. After the initial reference, the original foreign-
language title is used, except in the case of a film that is best known in
the English-speaking world by its English title (for example, Jean-Luc
Godard’s Breathless [A bout de souffle, 1959]). For Scandinavian, East-
ern European, Asian, and African languages the convention is reversed:
the initial reference is given in English, followed by the original title in
parentheses (a transliteration is supplied if the original title is in an alpha-
bet other than our own). All subsequent references use the English title,
unless the film is best known here by its foreign-language title (as in the
case, for instance, of Akira Kurosawa’s Ikiru [Living/ To Live, 1952]
and Yojimbo [The Bodyguard, 1961]). In the case of films for which
the original foreign-language title was unavailable, only the English title
1s given.

The photographs used to illustrate the book represent a combination
of production stills and frame enlargements. Since they are taken on the
set by professional photographers, production stills yield a higher quality
of reproduction; but since they are made intially for the purpose of pub-
licity, they sometimes “beautify” the shots they are intended to represent
to the point of distortion. Frame enlargments, on the other hand, are
blown-up photographically from 16mm prints of the films themselves,
and therefore represent the actual images as composed and shot by the
filmmakers. Their quality of reproduction is often lower than that of
production stills, since several extra steps of photographic transference
are involved in printing them, but their correspondence with the film
images is exact. Whenever shot sequences have been reproduced for dis-
cussion or when lengthy analysis accompanies an individual image or
series of images, I have tried to use frame enlargements. When less ana-
lytical procedures are involved, I have used production stills. (Many films
of the fifties and most films of the sixties, seventies, eighties, and nineties
were shot in some type of widescreen process, with aspect ratios varying
from 2.55:1 to 1.85:1. For reasons of typography and design, most of
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A Note on Dates, Titles, and Stills

the stills in this volume have been reproduced in the 1.33:1 aspect ratio
of the Academy frame.) Though photographs can never replicate cinema,
lacking as they do the essential component of motion, they can be made
to represent it. Throughout the book, I have attempted to integrate the
stills with the written text in a manner that will provide for maximum
delivery of information. The reader is therefore encouraged to regard
both photographic and verbal information as part of the same critical
fabric, although neither, finally, can substitute for the audiovisual infor-
mation contained in the films themselves.

The illustrations in this book were obtained from the Museum of
Modern Art’s Film Stills Archive with the following exceptions (and
excluding frame enlargements supplied by the author):

The Academy of Motion Picture Arts and Sciences: 10.30.

The British Film Institute: 17.11, 17.12, 17.13, 17.14, 17.15.

Forrest Ciesol of International Cinema Concepts: 17.30,17.31, 17.32,
17.33, 17.34, 17.35, 17.36, 17.37, 17.38, 17.39, 17.40, 17.42, 17.43,
17.44, 17.45, 17.46, 17.47, 17.48, 17.49, 17.50, 17.53, 17.54, 17.56,
17.57, 17.64, 17.65, 17.66, 17.67, 17.68, 17.69, 17.70, 17.71, 17.74,
17.75.

Cinema §: 15.121.

Cinemabilia: 10.24, 10.26.

Howard Cramer: 2.7.

The Library of Congress: 1.12, 1.13, 1.21¢(a), 2.1, 2.2.

New Line Cinema: 15.118, 15.119.

The New York Film Festival: 15.126.

New Yorker Films: 15.117, 15.124.

Jerry Ohlinger’s Movie Material Store: Insert illustrations for The
Adventures of Robin Hood; Gone With the Wind; Fantasia; Kismet; The
Ten Commandments; Kwaidan; 2001: A Space Odyssey; The Wild
Bunch; Fellini Satyricon; The Godfather; The Shining; Poltergeist.

Superstock International, Inc.: Insert illustrations for Meet Me in St.
Louis; Black Narcissus; She Wore a Yellow Ribbon; Vertigo; Il conform-
ista (The Conformist); Picnic at Hanging Rock.

Unifilm: 19.2, 19.9, 19.22, 19.23, 19.29, 19.30, 19.31.

Photofest: Insert illustrations for Queen Kelly; Toll of the Sea; Ran;
Do the Right Thing; Dick Tracy; Terminator 2: Judgment Day; Bram
Stoker’s Dracula; Farewell, My Concubine.
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