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PREFACE Hi&

umming up a hundred years in the development of a

major mass medium is a daunting task. We have
tried, within the compass of a single volume, to con-
struct a readable history of the principal trends within
mainstream fictional filmmaking, documentary film-
making, and experimental cinema. Our Introduction,
“Film History and How It Is Done,” lays out in more
detail the assumptions and frame of reference that have
guided our work. We hope this book will prove a useful
initiation to an endlessly fascinating subject.

We have been studying film history for over thirty
years, and we are well aware of how much a historian
owes to archives, libraries, and individuals. Many
archivists helped us gain access to films and pho-
tographs. We thank Elaine Burrows, Jackie Morris,
Julie Rigg, and the staff of the National Film and Tele-
vision Archive of the British Film Institute; Paul Spehr,
Kathy Loughney, Patrick Loughney, Cooper Graham,
and the staff of the Motion Picture, Television, and
Recorded Sound Division of the Library of Congress;
Enno Patalas, Jan Christopher-Horak, Klaus Volkmer,
Gerhardt Ullmann, Stefan Droessler, and the staff of the
Miinchen Filmmuseum; Mark-Paul Meyer, Eric de
Kuyper, and the staff of the Nederlands Filmmuseum;
Eileen Bowser, Charles Silver, Mary Corliss, and the
staff of the Film Study Center of the Museum of Mod-
ern Art; Ib Monty, Marguerite Engberg, and the staff of
the Danish Film Museum; Vincent Pinel and the staff of
the Cinémathéque Frangaise of Paris; Robert Rosen,
Eddie Richmond, and the staff of the UCLA Film
Archive; Bruce Jenkins, Mike Maggiore, and the staff
of the Walker Art Center Film Department; Robert A.
Haller, Carol Pipolo, and the staff of Anthology Film
Archives; and Edith Kramer and the staff of the Pacific
Film Archive. We owe special thanks to Jan-Christopher
Horak and Paolo Cherchai Usai of the Motion Picture

Division of George Eastman House, who assisted our
work “beyond the call of duty.” Finally, this book could
not have been as comprehensive and detailed as it has
become without the generosity of the late Jacques
Ledoux and his successor Gabrielle Claes. Along with
their staff at the Cinémathéque Royale de Belgique, they
kindly supported our work in innumerable ways.

In addition, we wish to thank others who shared
information and films with us: Jacques Aumont, John
Belton, Edward Branigan, Carlos Bustamente, Chen
Mei, David Desser, Michael Drozewski, Michael Friend,
André Gaudreault, Kevin Heffernan, Richard Hincha,
Kyoko Hirano, Donald Kirihara, Hiroshi Komatsu,
Richard Maltby, Albert Moran, Charles Musser, Peter
Parshall, William Paul, Richard Pefia, Tony Rayns,
Donald Richie, David Rodowick, Phil Rosen, Barbara
Scharres, Alex Sesonske, Alissa Simon, Cecille Starr, Yuri
Tsivian, Alan Upchurch, Ruth Vasey, Marc Vernet, and
Chuck Wolfe. Jerry Carlson went out of his way to as-
sist our work on eastern European and Latin American
topics, while Diane and Kewal Verma helped us get ac-
cess to obscure Hindi films. Tom Gunning waded
through the entire manuscript and offered many valu-
able suggestions.

Our coverage of silent cinema was enhanced by the
annual “Giornate del cinema muto” events at Porde-
none, [taly. These gatherings have revolutionized the
study of silent cinema, and we are grateful to Davide
Turconi, Lorenzo Codelli, Paolo Cherchi Usai, David
Robinson, and their associates for inviting us to partici-
pate in them.

We are also grateful to our readers in the discipline,
who provided helpful criticism and suggestions: Jonathan
Buchsbaum, Queens College; Jeremy Butler, University of
Alabama; Diane Carson, St. Louis Community College;
Thomas D. Cooke, University of Missouri; David A. Daly,
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Southwest Missouri State University; Peter Haggart, Uni-
versity of Idaho; Brian Henderson, State University of
New York at Buffalo; Scott L. Jensen, Weber State Col-
lege; Kathryn Kalinak, Rhode Island College; Jay B.
Korinek, Henry Ford Community College; Sue Lawrence,
Marist College; Karen B. Mann, Western Illinois Univer-
sity; Charles R. Myers, Humboldt State University; John
W. Ravage, University of Wyoming; Jere Real, Lynchburg
College; Lucille Rhodes, Long. Island University;
H. Wayne Schuth, University of North Orleans; J. P.
Telotte, Georgia Tech University; Charles C. Werberig,
Rochester Institute of Technology; and Ken White,
Diablo Valley College. Additional suggestions and correc-
tions for this new edition came from several of the above,
as well as Geneviéve van Cauwenberg, Université de
Liege; Neil Rattigan, The University of New England;
Scott Simmon, University of California—Davis; Cecile
Starr; and Tom Stempel, Los Angeles City College. Our
new research was aided by Robert Chen, the National
Taiwan College of Arts; Li Cheuk-to; Stephen Teo;
Athena Tsui; James Schamus, of Good Machine; Shu Kei;
and Yeh Yueh-yu of Hong Kong Baptist University.

This project could not have come into being with-
out the resources and people of the University of
Wisconsin-Madison. Much of this volume derives from
our teaching and scholarly work, activities that have

20

been generously supported by the Department of Com-
munication Arts, the Graduate School, and the Institute
for Research in the Humanities. Moreover, we have
come to rely on the Wisconsin Center for Film and The-
ater Research, its collections and its staff supervised by
our archivist, the ever-cooperative Maxine Fleckner
Ducey. Joe Beres and Brad Schauer helped us immea-
surably with the new illustrations.

In addition, our Madison colleagues lent their exper-
tise to this book. Tino Balio’s suggestions improved our
coverage of the film industry; Ben Brewster scrutinized
our chapters on early cinema; Noél Carroll offered de-
tailed comments on experimental cinema and Holly-
wood film; Don Crafton supplied suggestions and pho-
tographic materials on animation and early French
cinema; Lea Jacobs improved our understanding of Hol-
lywood film and women’s cinema; Vance Kepley advised
us on Russian and Soviet film; J. J. Murphy informed our
discussion, of the avant-garde; Marc Silberman helped us
nuance our treatment of German film history. Our
newest colleagues, Kelley Conway, Michael Curtin, and
Ben Singer, have helped us refine this edition. Our intel-
lectual debts to these colleagues are deepened by our ad-
miration and affection.

Kristin Thompson
David Bordwell
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