8£4% Sparknotes
FE X5

& X 2REDFLIRAT

fr@tw jn‘:"-;-»“ %

; = 3
P



S HEEIERE FE
Today’s Most Popular Study Guides

R =ikl
The Godfather Trilogy

Sparknotes  Fi¥
X7 #E
HIRIT EW

SMARTER BETTER FASTER

e XERNRDFHERAT



FhRAFREICS EF 02-2010-199

EHERRE (CIP) B

AL =8Pl . IR / 2@ Sparknotes RERFR I XFHFFE. — K. K@
BHE BE AR |, 201011

(RBEEIELEFERS)

54 3 : The Godfather Trilogy

ISBN 978-7-5433-2787-0

.3 0.O%--@31- 0. ORF-IDUE—NEEWOHLFiL—%E
IV.H319.4:]

AR A B CIP $di 7 (2008) 35 179113 5

The Godfather Trilogy

Copyright © 2004 by Sparknotes LLC

All rights reserved.

Chinese edition © 2010 by Tianjin Science & Technology Translation & Publishing Co.
This Chinese edition was published by arrangement with Sterling Publishing. , Inc. ,
387 Park Avenue South,New York,NY 10016.

MHEENERERE - BL=MHE

TODAY’S MOST POPULAR STUDY GUIDES

 RIEBRHECEIE N A A

: XK

: RETHTXOER 24 5

: 300192

: 022-87894896

: 02287895650

: www. tsttpc. com

s IR BEDR ARTELA

: EEFEHE

: 846 x1092 32 A& 4.375 Higk 88 TF
2010 4E 11 A8 1R 2010 & 11 555 1 KA
EMt:10.00 7T

R - @RSR
(F AP R AR, Ty B maAR)

ENDEAREESEE
2 =
3F

SEEWMHEE > B

B
&i
A




REE

EFEMiEE AEANSALNGERE BT iR 4
BXF, REXRENHREATCHFESAEAYABLEE
RIAHBEERELEF T L RAIIRLERRITHERL
FF2EL, U BFLINBLLEFNERLFFIH
B FEBERR, REAFHATRAEREBN AH
BREF AGEBPRAEFEGLE A EH, XAH
BRI ENET B I e ARG LM
F R, B HROELENUSTE ADIF . EA
B BEHR . ELIIBEL ERBE,FARAME
HMEBEEBR BAELBE ADNBARREHEEE B,

whBE RN E BRELATEALES IS
HEP EFREALBN,FPTRMNERSMBRE LY
mif, BEZAFFEHNEHM, ERNAUEEG Tt
LEARG TR, RBstEhuhefNEA E4H K
AWYER HRNRBETRINEERE-T 8T B
Ko BEMAE VWM LEBERKL L FRAEAE—KLER
ARFE BEMNEARYABRS AL 20 H, A
RiEHFEERF RELFER, ML

RAEMESFRRAINZAHBG“EE 25984,
ABFH W AR TR R, KRR eI S 104
HURRBRERBE B A Eik, TRRTEACHES,
RATWATERER #—-FFETHZEINOAE, XK
HRAT B REN B EFRERRIHE P FTERT A T8
FRFR, FERERBRAEG A, BERT Rokeh X5
R, iLiEH B Mk B REARE,

K2 AR ARATAT



SIN3ILINOD

CONTEXT v ov it o
RE - KBk

PLOT OVERVIEW oo 10
B %

CHARACTER LIST +vvreennrrinianinnnisnna. 26
- RCRE=Y

ANALYSIS OF MAJOR CHARACTERS - 24
H-7

THEMES ,MOTIFS & SYMBOLS .- 60
-SRI

FILM ANALYSIS ovverererenianniinineenn, 76
mh-2H

IMPORTANT QUOTATIONS EXPLAINED

e a4

EH-AE

KEY FACTS woceenreaannn.. e, 112
ME=ES

REVIEW & RESQURCES -+ vorevnns 122

B3 PN



>
(]
o
=
-
e
[«
=
3]
Nefrre
K=
(=]
(O]
@
oy
—

CONTEXT

oviegoers had little reason to expect much

from The Godfather when it was released in

1972. The film was based on a popular though

not best-selling novel, made by a relatively in-
experienced director, and performed by mostly unknown ac-
tors, plus one, Marlon Brando, who was considered well past
his prime—all in all, not exactly the classic Hollywood formula
for success. Defying the odds, The Godfather went on to be-
come one of the most popular movies of all time. It gave birth
to two sequels, the first of which is a masterpiece in its own
right, spawned countless clones, launched the film careers of
several significant actors, and changed forever what the audi-
ence would expect when they entered a theater.

Francis Ford Coppola, the director of The Godfather Trilo-
gy, was one of many young directors who came to prominence
in the 1970s and challenged the old Hollywood system. His
contemporaries included Martin Scorsese, Roman Polanski,
George Lucas, and Stephen Spielberg, among others. This at-
tack on old Hollywood is announced right at the beginning of
The Godfather when the lawyer Tom Hagen asks studio owner
Jack Woltz to cast the singer Johnny Fontane in a movie. Woltz
seems classic L. A. -slick, and we are not surprised when he
says no. But we are surprised when we learn why. We expect
that Woltz’ s excuse will be that Johnny is old and washed-up
or that he lacks acting talent, but instead, Woltz says that John-
ny is perfect for the part, which is precisely the reason he
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W CONTEXT

doesn’ t get it. Woltz blames Johnny for stealing a pretty young
actress from him and refuses to do anything that will help him
rehabilitate his career. In his exchange with Tom, Woltz comes
across as materialistic, crass, bad-tempered, vengeful, and
bigoted, but Coppola hints that his greatest crime is that he
isn’t a real artist. He is in film production only for the sex and
the money. Whether he makes a good film is barely a concern.
Coppola’ s criticism of the Hollywood system goes well
beyond this ugly depiction of a Hollywood producer. The God-
father Trilogy criticizes the content and structure of typical Hol-
lywood films. By the 1970s, moviegoers were more film lite-
rate than those of earlier generations and demanded more for the
price of their tickets. One way to appeal to an audience of both

sophisticated and unsophisticated viewers is through what critic
Robert Ray calls a “corrected” genre film. A corrected genre
film has its share of action sequences that appeal to naive view-
ers, but it also includes new stylistic devices and an irony-laced
plot that appeal to a more critical audience. In Ray’ s analysis
of Hollywood films, The Godfather is the paradigmatic correct
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ed genre film. To the naive audience, Michael Corleone seems
like a heroic outsider battling against the corrupt system—in
effect the hero of a Western set in New York City. A more so-
phisticated audience sees Michael as duplicitous, immoral, and
cruel, and will be repulsed by him. But many people would ar-
gue that The Godfather isn’ t corrected enough. Subsequent
gangster films, such as Scarface, Goodfellas, and Donnie
Brasco, as well as the popular TV series The Sopranos, all try
to further “correct” The Godfather by presenting a grittier, less

glamorous view of Mafia life. But this process of criticizing the
4  myth of the Mafia really began in Coppola’ s films. Indeed, the
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W CONTEXT

most successful correction of The Godfather is probably The
Godfather Part ll. (The andlysis section will explore this argu-
ment in greater depth. )

In addition to spawning numerous “corrected” gangster
films, The Godfather ’ s legacy also includes its amazing cast,
with actors such as Al Pacino, Robert De Niro, Diane Keaton,
James Caan, and Robert Duvall, who have taken their places a-
mong the most successful performers of the past thirty years.
No less significant is The Godfather ’ s rehabilitation of the
late, incomparable Marlon Brando. Francis Ford Coppola, the
director and brains of the entire operation, would himself be-
come a Hollywood fixture, going on to direct classics such as
The Conversation and Apocalypse. Certain filmic elements,

such as the use of montage in The Godfather or of underexpo-
sure in the cinematography of The Godfather Part II, have
proven highly influential in the decades since. Lastly, it should
be pointed out that The Godfather films took part in the larger
social discourse of their times. In 1972 and 1974, when The
Godfather and The Godfather Part II were released , respective-
ly, America was experiencing much turmoil and change.
Coming on the heels of the turbulent 1960s, while the Vietnam
War and the culture wars raged, The Godfather films took part
in the New Left critique, exposing the hypocrisy of institutions
of power. The Godfather highlights police corruption and the
questionable morality of politicians who send their citizens
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abroad to fight wars. Political corruption is a major theme of
The Godfather Part II. The Godfather Part 1II brings to light
the tensions between the worldly and spiritual concerns of the
Catholic Church. The true genius of The Godfather films is that
6 they are historically and socially specific genre films and, at the
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W CONTEXT

same time, monumental epics exploring universal themes.

Their depiction of the experiences of Sicilian-Americans in the
twentieth century speaks to the experience of all American im-
migrant communities. As exciting and suspenseful as any Hol-
lywood action flick, they are also dramas with as much pathos
and emotional weight as any film can have. Today The Godfa-
ther films are classic reference points in American culture, but
they startled audiences when they were released because they
combined styles and genres in a completely new way. That the
films look so familiar to us now is the ultimate proof of their

tremendous influence. *
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PLOT OVERVIEW

During a backyard wedding reception for his daughter,
Connie, and his new son-in-law, Carlo Rizzi, Don Vito Corle-
one, a Mafia boss known as the Godfather, conducts business
in his office. With him are his oldest son, Sonny, and his a-
dopted son and family lawyer, Tom Hagen. Several people
come to Vito's office to make requests, including Bonasera, an
undertaker seeking revenge for a crime against his daughter,
and Johnny Fontane, a Frank Sinatra-like singer and actor who
wants Vito to help land him a part in a movie. As the wedding
reception draws to a close, Vito dispatches Tom to Los Angeles
to talk to Jack Woltz, the studio owner. Despite Tom’s prod-
ding, Woltz refuses to give Fontane the part, so the Corleones
make Woltz “an offer he can’t refuse. ” The day after the meet-
ing with Tom, Woltz wakes up in a blood-stained bed to dis-
cover the severed head of his prized horse under the covers at
his feet.

Back in New York, a gangster named Sollozzo wants to
involve the Corleone family in his narcotics smuggling opera-
tion. Two other crime families, the Barzinis and Tattaglias, are
already in on the scheme, but Sollozzo wants Vito’s protection
and financing too. Vito arranges a meeting with Sollozzo. Son-
ny and Tom support the idea of expanding the family business,
but Vito cannot overcome his initial skepticism about the
scheme and his distaste for drug trafficking. Vito rejects the of-
fer and orders his bodyguard, Luca Brasi, to investigate Solloz-
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* PLOT OVERVIEW

zo. Luca is murdered, and shortly afterward a hit man attempts
to assassinate Vito while he shops at a fruit market. Vito sur-
vives the shooting but is badly hurt, and Sonny temporarily
takes control of the family business.

Vito’s youngest son, Michael, a World War II hero, is in
town for his sister’s wedding, accompanied by his WASP girl-
friend from New England, Kay Adams. Unlike Sonny and
Tom, Michael is a “civilian” who has vowed never to get in-
volved in the family business. While visiting his father in the
hospital, however, Michael discovers that the guards who were
supposed to be protecting Vito have disappeared, leaving Vito
vulnerable to another assassination attempt. Michael hides his
father and pretends to be a gangster holding a gun to scare off
the assassins. He grills a crooked cop named Captain McClus-
key about whereabouts of the men who should be guarding Vi-
to, and McCluskey punches him. Michael is knocked uncon-
scious. Days later, after receiving advice and a gun from mem-
bers of the family, Michael arranges to meet at a quiet Italian
restaurant with Sollozzo and McCluskey to negotiate a peace.
At the meeting, Michael kills both men. He then flees to Sici-

ly, where Vito was born.
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Newspaper headlines announce the slew of Mafia killings
that follow. Vito Corleone returns home from the hospital and
is disappointed to learn that Michael has participated in a Mafia
killing. While Vito recovers from his gunshot wounds, hot-
headed Sonny and cautious Tom debate whether to escalate the
war with the Tattaglias, Sollozzo’s sponsors.

When Sonny sees Connie with a black eye, he learns that
Carlo has been beating Connie, and he attacks Carlo brutally,
12  hitting him with a trash can. After she suffers another beating,
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