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PART ONE

THE RISE OF HOLLYWOOD

(1891—1931)

X THEMEBRNARERTF T ARG L. BIE 2000 BAERT, & AR A b By (38
BEDHEIE T WO Wit 8. EH R, R, ATTE R FHRERE MBS IT
B, EEZRREEMERE —-FESERM IR, BT LB BRI, B LI AT B
B — MR R R . RITSRXBINEE, NERARE =Y.

1891 4F  EE KR P RFEDHT - Fili 4 ( Thomas Edison ) B ) — R T4t — AR 15 2h
BN HENR" . WEZE, BlAERH T ML, 1894 48, Sl #] F 2 #sr,
BN THES BN, BERERX 4, MNEA LT TH A FE—505 0 i
BRo TIZERIEHE SR FRIBRYN , 55 18 19 A7 K32 /K (Lumiere ) 5035 F 1895 4E 12 f 28 M —
ZMNHELE L = B, P AT TR A TS S A TR T+ — S E s B, B R T
AR . X— R AGEER AT 28,

BB ETLR B, NI RIS, Mt sk SRR T4,
HRAFE BAMBKERY HEAMK SR, EEETRRAEE, KEGRE 4
PAhEf, MERENER, WHEATFEER SEEEME, K ERES S, S
AR E R EZ AR T B (nickelodeon) TR R ML, X b /NEV B Bk A iR 70 JE 4,
BAMARER - BHEFHWETRTURE R, “@hHEk” K8 TE AR, TR
THFETEZR, L -BEET , ST RE - HERE SR RE, F RN IR RS0
PR, B 1910 4F, 23600 FLE Be SR B & 10000 £ R, EH 8 EWALAA 2600 F A
Wo BEE, BRATALIF AR T BB AR, W B P P AR S, B 1915 48,4
JAEBREH AL T 4900 T AWK,

RS REERENMRLF., ABEAEZY, EENEH R T S8 b EALRE,
20 tHER], HA T HIETGE 2 B R R E TSRS, S F X BRI I S
AU BN . B AN 3, XS KR P i BB A B A e S 1B 3R i T 4 (R (I B, I B &
A, H BB EAR, JUP A ERAT DA P AMER, O S S e | & R 5 i 2 5 2 (61 AH
BEARGE , SRR gt 2 T E, T LA £ KRR SRR E, XAl ¥ & +aE3 B, 1011
B BRI aT T 58— 5 AT RIS BB BT IR Y, SRS B 2 A B 0

RIS T A SRS B IR (D. W, Griffith) , f th 5 5% 5 56 31 o7 3645 411 i
MR — PP R BB R B RANT+ K RIFGF T —TEZE
BIBEA: ) ( The Birth of a Nation) (1915) (%R ( Intolerance) (1916 ) 25 400 £3E K-,
M BT AT, R T IR M S B b0 HA R B R R N T/E . #% B SERR i
BT X—], X EARIST T KIBAIH, R THBEL mE L sl K&l
FLFMBETR EHSMHBTS, O Ea T EATERSNE, £ T hREMN
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EERE HERE KE R R, XFERESOAKRENT 25N aE,

1914 45 55— R R ARER & , BRI El R AR 4R A SRS, BRUN 69 s B2 L R BIAR A iy,
#AT 2L 8. SRERWER, EEEEEFILPRAEESN T EER BB AL
MBI ARSI, 27T 1920 4, XEAQEAH =02 —HIRAK s dis. R,
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ERWBEI T AL KR, R BIEE, A EERPBEA T He ik,

BRI A A RRE BRI MR f, BRI H., &5 - S5ARERA
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Dictator) (1940) EN\+REEH . AHMIEBREDE HXT/NAYRIGE, R EBMRTES
AR, R B S5IRE, AR B b B IR NG R, B ik A HE DR,

R X TR SR MESRE M A H 1 B 8% 4k, 20 42 20 454X, p3E
FEEGTE B T %1 BE (studio system) , Za#FIA =S, )5 RBI T AR KRE AT, Bl
KB (MGM) | Ik HI 5% (Paramount ) | 48 4% 51, 3 ( Wamner Brothers ) , 20 i 40 %5 35 7
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. Columbia) , LA BT ZK OK B #E JIRHISE B4 S35 .20 HE4E AR T i SR i) R N “ F
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--------------------------------------------------------------------------------- PART ONE THE RISE OF HOLLYWOOD gg

Chapter 1 Silent Films

Silence is more musical than any song.
—Christina Rossetti

] Introduction}

The Birth of a Nation {—EFRMFEE)(1915)
City Lights {322 t)(1931)

B HEAZY], HTHEAR EWRG FRERF RAEEm. BEAEE BTN EREBE
o NI BV R AR L B A Rk AR 3K, T & 48R 2 B B 4R 32 I L B R T 2 5 7% AR BA
Z, R, EARNEEHASEREZARKEE., BHNTHERE X T 4R M, #I8
AREHWFEE, ERASELSHNAGT RN EEEA,

EEEFLZREIL-B - Xk/R(Jean-Luc Godard) % i “ i 2 T HE KT EHAE
ARG BIERT ., X— S KFKBER, RAMHLERL,"OD - W - REIEREE B RIES
HHARME"  EMBEE, BENERNFETEMEE, MEREWFTHE.CNE"H
BARE 2F—PRAR/HFENELERE., HEENAEBERENFH B, B
TR REI RO/, B  H EE R, X W RS KSR TR R EIES . M
R E S — MERBYBEL: ) ( The Birth of a Nation) (1915) FEREEE H &R - KE
Hr /MR RBURIE) (A Tale of Two Cities) RIIRE, FE R (Intolerance) (1916) B, &
B et — BBk R AR G 2 B RS BT, M HE S o S R R A T 2 37, o i — P BRI 7%
FUEMRS .. ERAMIRE, X LY ERMERERBE LRI,

(—~E K HIUEAE ) Bt B /DK R A D (The Clansman) , 2R EHEE 5 B3
EAE, i BRat A K ik 3 /BT, 12 5% T B3 db ik 4 (American Civil War) P4 & &% )5 = 2@ it 3
(Reconstruction Era) AN BN AT, T RBRH B ALK E XXX 3K 3% (Ku
Klux Klan) B3l EARBES —HEZ PN, BERFHEAE RO ER. “RI1
ARBEHE - RIRAEBEHARBREREFIABA - X—FRE R L X2
MWL WAES O EIE R A EM, iR S, A B 7Em FEN P HE
BN KELERFPE> T BEERAERBREEAMES, TEAMEHENHET, (BF

@ “I think one should mention Griffith in all articles about the cinema: everyone agrees, but everyone
forgets none the less. ”

@ “We do not fear censorship, for we have no wish to offend with improprieties or obscenities, but we
do demand, as a right, the liberty to show the dark side of wrong, that we may illuminate the bright side of
virtue—the same liberty that is conceded to the art of the written word—that art to which we owe the Bible and
the works of Shakespeare. ”




HIEA: ) H B ABRSA R E B MR BRI, SRR R L AEAS B IR K K 8 A
£ BR A 5 (0 5 F AT, #% B AERR AR B3 AR B R, SR Tlk STHA 4 e 08 DA B X A B
Yiit, BARXTHERBE THERBIGH &, (ERERERCUFENAETHEK K, “HE
HISUAE AR PR — 7 s O BRI A R TR E, HREEE
B TIRMEIS S,

LB ALSR , I SE 3 O RAD f 4k, B B L RFEKNET, TR, EES
L R EE RS B/NATF—2H - S HRA X —/NRIRIUIE R B4 T 1914 48, 5R
FA 24 X . B HIMIE K /NFUTRTUBBUS M O B A5 i RS B IR RE /N 1, H R
FES RS HMNOER FrFERR SR E, HHRE R WARR M AERE, XN/
BIUVEREAALD, I B E R BE AR AR EK—A 5,

FAMAETRERE YNCHER, B NRE TAEN G EIEEDEHNE
o AERE, R JLE, BEE—RKERFEPRRRFE, W EELE TR, FuR
BWEANEHREIRTT, B, —RAWLFEMHEE, ANVMEEAREJNKRABRAEEEE
Y, EREAWEXER DN, Y00 N E SERET - EA4E(Mack Sennett) 4§
PO, SMETTER. WS, E5IMIFE TR e B4EE, REEFQESIT)
(Gold Rush) (1925) . (3R T 2 %) ( City Lights) (1931) . { BE % it 1LY ( Modern Times)
(1936) (KM FE ) (The Great Dictator) (1940} %, &L HIARRZ RN, 00 4E 5 A1
L, BERL B BN, (B2C) FIRMTE T, C4%) ( The Pawnshop)
(1915) B BB SR 2 BOm A, 3X — ZR 30 %oF B AR R B A4 B A0 25 B PR LA R 5 90 B T b SR8
SFHIBUANHE . SRTT, S —FB 5 A 9 B T 0 1 BUAK S 45 KM, (H R B S AR 5 1 AR
AT JE R E 2B MAINO . 1952 RS EIE)Y (Limelight) Bl b B SR MR B &
ERENEE, HIRT 2R EANRRZ A &= T WA, D] B KRB
1914 4 IREXN EHHRE X E K MSPETE -2 A, V22 T RIHE L B R EIR—4E,
— SR T AR ) 0 [ B AR 4R R ( Edwardian Era) -

B B2 2RI E—REF B, BRYNAESE B 0L @E
AN, X EEERE N Z R IREEE TR AHRT., BRSO ER, R
INFREIR IR ZE S, BB BN NFEIEE, X — SEGRTT 2 5%) P AR IF AR,
LG ARE A A Y BP SRR , P VBRI S 0 S e 38, IR IEAR 5 35 T 4 R A 23 A A 5 T
B, NRIRDCT R L ERRREZBEA IR RENEEE SRR /E, B PkiE
FERROER——/MARN E WA EZECHIERPIFA T, R K, IR &L
B, WE ML MR T/ MNURU T, A TFTHAMRE BB AN A—
BEX -HIEREBEEFNE¥RER TR, SHMERE E UE, RS ERE LM
RIb L, A, B A KIREBENRE, RS AN SN, HRAEESESE, UETH
SUIFAB LR M . 50 4R, BL A AR 2 3] “ 2 R4 £ L (McCarthyism ) {38 & , 78
AEITER, SENERAERRH LT HE LM,

@ “Only a winning side in a war ever gets to tell its story. ” (D. W. Griffith)
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jFilm Details
The Birth of a Nation
| pr——— #x  Release Date: March 3, 1915

Genre: Drama, History, Romance, War

Director: D. W. Griffith

Writer: Thomas F. Dixon Jr. (novel and play)

Cast: Lillian Gish, Mae Marsh, Henry B. Walthall, Miriam Cooper
Running Time: 190 minutes

H

AT MPAA Rating: Not Rated
ATION %

Release Date: March 7, 1931

Genre: Comedy, Drama, Romance

Director: Charlie Chaplin

Writer: Charlie Chaplin

Cast: Charlie Chaplin, Virginia Cherrill, Florence Lee, Harry Myers
Running Time: 87 minutes

MPAA Rating: Not Rated

Selected Readings

©Reading Task 1:

Revered and ReviledV: D. W. Griffith’s The Birth of a Nation

Eric M. Armstrong

The epic Birth adapts Thomas Dixon’s novel and play The Clansman: An Historical
Romance of the Ku Klux Klan, chronicling the rising racial, economic, political and geographic
tensions leading up to and including the Civil War, The Emancipation Proclamation®, Abraham
Lincoln’s assassination® by John Wilkes Booth, and the tumultuous Southern Reconstruction

@ revere: v. B, AL, revile: v. BB, WA,

@ The Emancipation Proclamation: {f@HBNEZ), HAE BT 1862 4F4074T, R B RIS M
BAGREH AH,

® assassination: n. FEAC,WIR, BHILERBESER My U5 X A SN TR R O A R TR AR,
T 1865 4F 4 F] 14 H 7R 425 Bl B @ 1 £ 1,



period that was the genesis of the Ku Klux Klan. The dramatic saga of two star-crossed families
hewn asunder® by the bloodiest of America’s wars, the Camerons from South Carolina, and the

Stoneman’s from an unnamed North, anchors the narrative.

Given the film’s astonishing success, one might draw the conclusion that the wretched
blood of racism was still coursing through America’s veins like a raging river a mere half-
century after Lincoln enacted the Emancipation Proclamation. Undoubtedly, but the film’s
subject matter likely had little to do with its success. The awfulness of its message can be
matched only by the genius of its production. The unchallenged master of his craft, D. W.
Griffith is single-handedly responsible for codifying the language of cinema and shattering the
world’s notions of what a film could be. Griffith invented an impressive array of shooting,
editing and narrative techniques that gave birth to cinema as we know it today. His innovation
in alternating close-ups® and long-shots® from varying angles for emphasis, implementing deep
focus®, jump-cuts®, refining tracking shots and color tinting, and engineering emotional
responses through calculated editing techniques, i. e., more dramatic scenes contain more cuts,
and his unique employment of “iris shots”® to concentrate focus on a particular area of a shot,
and back-and-forth quick-cuts to imply the simultaneous occurrence of separate events,
combined to create an artistic cinematic experience unlike any audiences had ever seen. Griffith
didn’t invent all of these techniques, but Birth was the first time they had all been used in the
same film to create a cohesive narrative—a feat he accomplished in only nine weeks with a
single camera and two lenses.

Filmmaker and historian, Kevin Brownlow, described Griffith as, “the only director in
America creative enough to be called a genius. ” Few silent-era film scholars would disagree.
But still in question in some circles, remarkably, is whether Griffith’s work is sufficient to
indict him as a racist. So ingrained were his prejudices as a 19th century Kentucky native that
he was genuinely oblivious@ to his film’s disquieting moral construct. Apparently horrified upon
finally understanding the terrible implications and effects of Birth, Griffith attempted to atone
for his sins with his next film, 1916’s Intolerance, which portrays blacks in a positive light,
and is regarded as a landmark film in its own right. Though, however sincere he may have
been, few observers were convinced, or at least willing to forgive the damage caused by Birth.

The Director’s Guild of America, which established the D. W. Griffith Award in 1953
with the aim to honor only the most accomplished filmmakers including Stanley Kubrick, Akira

hewn asunder: #r43FF,

close-up: n. HEHL,

long-shot: n. ;E48,

deep focus: n. FE,

jump-cut: n. Bk¥E HEE R FEAEBA U A4S AR BRI SRR,

iris shot: AR HI Bk, KA B R 3 I — RIS, — B4 B B/, DU ZS B —Bxg
oblivious: adj. AHEREMN, RN EL,

80 6e®6e 6 e
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Kurosawa, Ingmar Bergman, Alfred Hitchcock, and Cecil B. DeMille®, went so far as to strip
the award of Griffith’s namesake in 1999 explaining that the director “helped foster intolerable
racial stereotypes.” This decision raises all kinds of ethical questions. Can we still appreciate
talented artists of the past that don’t conform to modern ideals? Is it ethical to retroactively
apply our morals to them? Should Griffith be held to the same standards of today? Is it okay to
overlook Griffith’s unprecedented contributions to the art form because of inherent prejudices?
Should the film still be regarded as a masterpiece despite its disgraceful thesis? Should art be
fettered by specific moral constructs? And if so, who decides what these are and when does art
lose its right to be called art?

Some have even suggested that the sins of Birth should eliminate it from scholarly
discussions of history’s “great films,” arguing that Inrolerance is Griffith’s true masterpiece,
offering as much, if not more, to the birth of cinema as an art form than its predecessor without
the stain of racism. This argument is not without merit, however, it implies that skating an
honest examination of history because we have condemned moral relativism in modern society is
justified in our quest for universal equality and progress. No, we must accept The Birth of a
Nation in all its magnificence and repugnance. It is as much a part of the fabric of cinema
history as its subject is in the annals of America. For better or worse, every film made since
owes a great debt to D. W. Griffith and The Birth of a Nation, revered as it is reviled.

Excerpted from The Moving Arts Film Journal, February 26, 2010.

©Reading Task 2:

Beneath the Mask: Witty, Wistful, Serious Is the Real Charlie Chaplin®

Grace Kingsley

Away from the Cooper-Hewitts it’s a very human, natural, lovable Charlie that greets
you. A Charlie with flashes of drollery®, and moments of wistfulness, too, such as you see in
the pictures. A Charlie of unexpected vanities, and of equally big humilities concerning himself
and his achievements. A shrewd Charlie, who is saving his money toward the time when he
may do big things. And a Charlie, above all, who takes life and himself seriously, and wants
you to take them seriously, too.

Maybe it’s the background of the poorhouse that makes him serious. You know, when he
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was a little boy, Chaplin, his brother and mother were thrust into an English workhouse. If it
hadn’t been for the poorhouse, and certainly if it hadn’t been for a certain large curly dog,
maybe there never would have been anybody in the world earning six hundred and seventy
thousand dollars a year and the world would have been out a lot of laughs besides. It was the
big curly dog of Chaplin’s workhouse period that pulled Charlie out of the river one day when
the embryo comedian was in bathing and had got beyond his depth.

Chaplin’s present ambition—that for which he is saving? Nothing less than appearing in
high comedy on the speaking stage—comedy as high as Pinero® or Shaw® or Wilde®.

One believes that he will achieve it, too, even though you smile at the idea that, in the
very midst of a funny fall, Charlie may be delivering a Shaw epigram, or that he may be
murmuring a Wilde bon mot all the while he is kicking the fat man!

“When I arrive in the morning I’'m usually gloomy, ” said Charlie, as he led us out on the
big stage, “especially when I haven’t any idea of what I'm going to do in a scene, as is often
the case. Tears bedew my eyes as I put on my make-up, and I weep sadly as I step out on the
stage. And as for these gray hairs”—indicating those about his temple over his right ear—*“I got
them all the other day trying to be funny in a ballroom scene. I think any comedian who started
out to be funny in a ballroom would have his career blighted at the outset. ”

Charlie is given to spells of moody melancholy. One night he was particularly low-spirited,
and, when he chanced to meet the joyous Tom Meighan, the latter proposed a slumming party
to chase away the glooms. They went down to the old “Mug” saloon on Winston Street.

“The proprietor was suspicious of us from the beginning, ” said Chaplin. “Maybe our
clothes were too good. He asked all sorts of questions. ‘Do you work on the docks at San
Pedro?” “No, not at San Pedro,’ I assured him. After we had spent upwards of thirty cents
buying him drinks, he openly voiced the opinion we weren’t there for any good. Finally our
evidence of overwhelming wealth—we had spent six bits by that time—caused him to decide
that such reckless spenders must be from Alaska. After a while, though, he began to look at
me closely. A look of amazement stole over his face. ‘ You ain’t—it can’t be Charlie
Chaplin!’ he cried. ‘Pshaw,” I answered, °of course not. I'm a traveling man.’ ‘I’ll bet you
are Charlie Chaplin!” he insisted. But when I coyly admitted I was indeed that very person—

“*Aw, no you ain’t,” he veered around. ‘No man that made six hundred and seventy
thousand dollars a year would come to a dump like this!* And no amount of persuasion of proof
could convince him. ”

® Arthur Wing Pinero: YL - g% - HAH (1855—1934) R BIFER , K @A RIAERE (L&
YEH (B A 5E TR A ) (The Second Mrs. Tanggueray) (1893)%,

@ George Bernard Shaw: F{[144(1856—1950) , /R 22 7K H HIRIFE R , BAtt B 2 4 i 1 K i 2R 537,
) Yy U

@ Oscar Wilde: BH-F - /R (1854—1900),19 4 SHIAMF L KBESR, MK KA ER], 8
R 2N



................................................................................. PART ONE THE RISE OF HOLLYWOOD §g

Oftentimes he goes to the theater to listen to comments of his audiences.

“And when I hear some of the criticism, I walk off quickly, ” he says.

For, strange as it may seem, as sensitive to criticism as a child is this famous comedian,
who has created a guffaw that is heard around the world, a ripple of laughter that ceaselessly

encircles the globe.

Excerpted from Charlie Chaplin: Interviews, ed. Kevin J. Hayes, University Press of
Mississippi, 2005, pp.17-21.

{v Topics for Empathic Understanding and Critical Thinking‘_%

1. Since the moment of its release, The Birth of a Nation has triggered as much dispute as
one could possibly imagine. Even today, people are still denouncing its blatant racism while
honoring its cinematic achievements. Can a film be racist and classic at the same time?

2. What do you know about the American Civil War and the ensuing Reconstruction Era?
Is there any difference between what The Birth of a Nation says and what you have in your
mind about this period of history?

3. Which do you think is more suited to represent the past, history or fiction?

4. Since its release, The Birth of a Nation has engendered various protests. Do you think
censorship is a wise idea to crash down different, or politically incorrect, opinions? What’s the
best way for the authorities to deal with contentious films like this one?

5. Some scholars believe that racism in The Birth of a Nation has helped entrench the idea
of white supremacy in the society. Do you think a movie could have such a great power? What
kind of function are films wielding here?

6. Grace Kingsley’s article revealed many anecdotes of Charlie Chaplin as an artist and as
a man. What do you like about Chaplin and why?

7. Are their any symbolic meanings in the title “City Light?

8. What do you think of the ending in City Lights? Does it signify that the flower girl and
the Little Tramp will become lovers and live happily ever after?

9. Which funny episode in City Lights appeals to you most? What do you think is Charlie
Chaplin’s secret of humor?

10. When City Lights came out in 1931, talkies had been all around. Charlie Chaplin went
against the tide to make such a silent movie and it was well accepted. Do you prefer the Little
Tramp remaining silent or talking eloquently on the screen?

Film Encyclopedia

Montage( X %)
When film made its debut on this planet Earth during the late 19® Century, it was not so




different from dramas in a theater as it is now. The Lumire Brothers simply fixed the camera in

a place and shot the whole scene without interruption. It was hard to imagine that, if people had
stuck to the old method, a film that tells the story of the whole life of a man within two hours,
like Citizen Kane, could have ever come to the world. Luckily, it was not long before people
found out that films could be processed, namely, cut and glued together, which means film-
makers could edit the film, choosing their favorites and discarding the unnecessary. It enabled
film to become an independent art. Then, some people tried to put cameras in different places,
shooting scenes from different angles and distances, and then put different shots together
through editing. This is the embryonic montage at work. Montage in filmmaking is used to
refer to the film technique that combines different short shots according to whatever sequence
that film-makers favor. More often than not, it is used to show the passage of time.

The theory of montage style made its great strides in Soviet films from 1924 to 1930. After
the victory of the Russian Revolution in 1917, the government attempted to nationalize private
property, which film companies resisted. One result was that some producers fled abroad with
their equipment. A cinematic movement, led by a few young filmmakers, was developed out of
these difficult conditions. In 1924, Lev Kuleshov presented The Extraordinary Adventures of
Mr. West in the Land of the Bolsheviks, showing that montage style could be so applied to
make films entertaining. Sergei Eisenstein released Strike and Potemkin in 1925, which won
acclaims from both home and abroad. These young directors and theoreticians agreed that “a
film does not exist in its individual shots but only in their combination through editing into a
whole. ” Their systematic application of montage into filmmaking supported by theories enabled
them to stand out in the whole world. Of course, voices of opposition never cease to exist, but
we all can’t deny that montage is the basis of film art. Since then, filmmakers have been testing
montage and long takes (uninterrupted shot in a film that lasts longer than the conventional) .
Alfred Hitchcock, a strong follower of the montage technique, experimented with long takes,
as long as 10 minutes, in his film Rope, but it did not come out well.

Internet Resources
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http: //www. charliechaplin. com/biography./4

http: //en. wikipedia. org/wiki/City_Lights

(Information about the production, off-stage stories, cast, acceptance of City Lights)



