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FOREWORD

Not surprisingly, the years 1914 and 1915 are widely perceived as the best known and the most intensely scrutinized in the career of D.W. Griffith. The background of this eventful period has been established with a certain degree of accuracy: late in 1913, after six years of unrelenting work and almost five hundred films directed for the Biograph Company, Griffith signed an agreement with Harry E. Aitken, then co-owner with his brother Roy of two studios – Reliance (New York) and Majestic (Los Angeles) – whose films were released under the Mutual trademark. According to the terms of the contract, Griffith would produce his own feature films while supervising those made by others. By early 1914, the migration of the core Biograph personnel to the Aitken organization (including Lillian and Dorothy Gish, Blanche Sweet, Robert Harron, Henry B. Walthall, Mae Marsh, Donald Crisp, assistant director William Christy Cabanne, and story editor Frank Woods; cameraman Billy Bitzer joined them shortly afterwards) had already taken place. In the course of this annus mirabilis for cinema and world history (war between Germany and Russia was declared on 1 August), Griffith would produce The Birth of a Nation – the most acclaimed and controversial motion picture ever made – and begin working on what would become the “modern story” of Intolerance (1916). This massive epic was bound to occupy him for a good portion of 1915, well into the Spring of the following year.

Film historians have long been accustomed to take The Birth of a Nation as a milestone for the periodization of Griffith’s career: first the Biograph shorts, then the features. In purely auteurist terms, the events of 1914–15 are firmly established from a filmographic standpoint: four features directed in the first half of 1914 (with The Avenging Conscience becoming the first Griffith film to attract extensive attention in Europe), then The Birth of a Nation, its triumphal or contested screenings throughout the United States, and the filming on the first section of Intolerance. Given his hyperactivity, what did Griffith actually managed to supervise for Reliance-Majestic and Fine Arts-Triangle? So far, the question has been marginalized as a footnote in the chronologies of his life. It is by all means an extremely chaotic footnote, made even more confusing by the uneven or contradictory information published by the Aitken companies in the trade journals of the period.

According to Mutual advertisements, Griffith supervised all Reliance or Majestic productions during much of the first half of 1914. While the features were being marketed through State Rights, the short films in one or two reels were being supplied to theaters through Mutual’s contract distribution organization. They were produced on a regular schedule – a comedy on Monday, a drama on Wednesday, and so on. Hence the first question: did Griffith have a say in the production of short films as well as the features? The situation is of special interest to early-cinema scholarship, as it focuses on an important era in the history of film production: Mutual was in the midst of the transition from shorts to features, and caught between the established market for one-reelers and the growing demand for something bigger and better. There was even some uncertainty on how to define the difference between shorter and longer films – a two-reel film would sometimes be called a “feature”. All in all, Aitken found this new development quite profitable. He was supporting Thomas H. Ince’s ambitious productions, Mack Sennett’s popular comedies and Griffith’s “masterpieces” as well as several interesting small companies like Thanhouser. They were all beginning to advertise their stars: Griffith was already a big one, but this is also the time when Chaplin was making his name.

To further complicate the issue, there is the question of the names given to the production and distribution companies and their corresponding studios. In June 1915, Mutual’s directors replaced Aitken with John Freuler; within a month, Aitken formed the Triangle Film Corporation and took Griffith, Ince, and Sennett with him. Starting with The Lamb, Triangle became the distributor for all Griffith-supervised pictures. From 1914 to 1919, Griffith rarely moved from his Los Angeles studio at 4500 Sunset Boulevard. Only its name was changed: from the “Reliance-Majestic” studio, to the “Fine Arts” and sometimes “Griffith Studio”, to the “Griffith Artcraft Studio”. It all depended upon who was distributing (Russell Merritt even suggests – in a correspondence to the Editors dated 12 February 2002 – that it may be confusing to call the films that Triangle distributed “Fine Arts films” because it implies a new studio, and the facility on 4500 Sunset Boulevard was called “the Fine Arts Studio” before Griffith left Reliance-Majestic for Triangle).

No systematic attempt has yet been made to bring clarity to this quagmire and determine the extent of Griffith’s participation in these productions (Russell Merritt began tackling the case in his 1988 article “The Griffith Third: D.W. Griffith at Triangle”). The very term “supervision” is in itself vague enough, as it leaves room for conjecture on whether the term applied to the approval (or even drafting) of the script, cast and crew, or involved the actual overseeing presence on the set. Both possibilities may apply to Griffith’s case, but truth on this point may never be known. Inclusion of the “supervised” films in the corpus of The Griffith Project has inevitably been the object of debate within the editorial team since the beginning of this series. Indeed, one is tempted to say that Griffith must have been way too busy with The Birth of a Nation and Intolerance to spend any time on other people’s productions; however, there is adequate proof that many of the films under his nominal responsibility received some degree of personal attention on his part, as testified by trade journals reports and photographs showing him on the set. Several of these production units actually look like small-scale Griffith projects. Their directors were Griffith protégés such as James Kirkwood, Edward Dillon, Donald Crisp; there were scripts by Anita Loos; and the casts were straight from the Biograph days: Henry B. Walthall, Blanche Sweet, Lillian and Dorothy Gish, Mae Marsh, Spottiswoode Aitken. As we felt that this evidence could not be ignored altogether, we have decided to open the debate on this question by incorporating in this and future volumes of the series a number of titles plausibly supervised by Griffith. We obviously make no claim of completeness nor undisputable accuracy on this matter, and hope that further research will shed some light upon an obscure aspect of the director’s activity.

The films directed and supervised by Griffith in the years 1914 and 1915 define the parameters of this volume, the eighth installment in a multi-year research project commissioned by the Pordenone Silent Film Festival in Sacile, involving the analysis of all the films where D.W. Griffith was credited as director, actor, writer, producer and supervisor. Writers and editors have extensively verified the filmographic information published in modern scholarly books and essays with the data gathered from primary sources and, whenever possible, through the analysis of the prints viewed. As we ventured into a major terra incognita, editorial discretion had to be exercised on a number of occasions in this new phase of the project. Contrary to the method applied to previous volumes in this series, assignments have no longer been given by consecutive groups of films; instead, we have chosen to give priority to the individual interest or expertise of contributors on specific topics (such as in the case of Paul Spehr, who has concentrated his attention on the “lost” films presumably supervised by Griffith), and to distribute the other assignments as evenly as possible among the specialists who have generously helped to develop The Griffith Project through their work on previous volumes. As there is not enough information available at present on Griffith’s supervisory role in the one- and two-reelers directed by others (a function he had also served during his years at Biograph), it has been decided to leave them out of this survey except for a handful of shorts of special interest such as the remake of The Painted Lady (DWG Project, #511), given its obvious reference to one of the most important films in Griffith’s career at Biograph (#433) and the recent discovery of the first reel of the 1914 version.

As in previous volumes, films are listed in their presumed order of shooting, with the last day or month of shooting determining the chronology of the entries. It has been extremely difficult to do so in the case of the films supervised by Griffith, and the sequence proposed here should be considered as a tentative. When the presumed date of filming is vague or ambiguous, the dates of copyright, release or premiere in large cities have been taken into account in establishing the entries’ sequence. Filming dates of the Fine Arts Films have been extensively researched by Ben Brewster in the Harry and Roy Aitken Papers at the Wisconsin Historical Society, also available in microfilm edition. In a correspondence dated 29 June 2003, Brewster writes:

The Fine Arts [production] books are not in the Aitken Collection. But those productions which started before the formation of Triangle and the establishment of Fine Arts were entered in the Reliance and Majestic books, and cost records were completed in those books. As a result, there are production records – ledgers broken down to show all costs associated with individual productions – for few of the titles covered in this volume, even though they were eventually released under the Fine Arts label.… [T]he Aitken Reliance and Majestic production records were books kept in Los Angeles – ([as far as New York productions are concerned] they only have records for work done … in the Los Angeles studios, such as titling).… The production records have a lot of cost entries after shooting ceased, often up to and beyond the release of the film. The first dates [given] for each title [in a database compiled by Brewster and provided to the Editor] are the dates of the earliest entry in the respective ledger pages; the second are the date of the last entry for salaries of cast and crew (which these records enter weekly, based on the number of shooting days in the relevant week). The interval between these dates, incidentally, is almost always greater than the number of shooting days indicated at the top of the first page for each title. These shooting days are an accounting device for the allocation of overhead costs, but I can’t from the ledgers work out how they are calculated. But I think it is reasonable to assume that the period within which cast and crew are being paid salaries is pretty close to the shooting period (I have ignored the fact that there are sometimes gaps in the weekly sequence of salary entries, presumably because the production rested for a time, so my dates are the beginning and ending of shooting overall). In every case, salary payments are made within a week of the earliest entry.

In another correspondence (2 November 2003) Brewster adds:

I realised there is another source.… The Reliance-Majestic Studios prepared monthly reports, including an inventory; the inventory listed films in production, attributing to them a book value equivalent to what had been expended on the production to date. Once a film was released, it was removed from the inventory (I am not quite clear why that is so – perhaps they count as having been sold to the distributor, Triangle). In Box 33 of the Aitken Papers there is a complete run of these inventories from January 1915 to November 1916, but none before or after. Anyway, a big jump in the inventory figure for a film means that a lot of work was done on it in that month. As a result, it is not hard to indicate when films were in production, except for those produced in New York City or Fort Lee, for which the inventories are much more erratic, only usually indicating the value of work done on them in Los Angeles. But there is something on almost all the titles.

By all means, this wealth of information must be taken with a great deal of caution, as several questions and apparent contradictions still remain unanswered (as demonstrated, for instance, by the dates of filming and of the New York premiere of Manhattan Madness [1916], discussed in a note to the film’s credits in Volume 9 of The Griffith Project). Nevertheless, it is thanks to these production ledgers that the estimated filming dates have been established for several entries, and I gratefully acknowledge Ben Brewster for facilitating what would otherwise have been a thankless and often fruitless task.

The methodology adopted for the inventory of archival sources has been discussed at some length in the foreword to previous volumes of this series, but is worth summarizing them here. The archival sources listed in each entry of The Griffith Project represent the extant preservation material (closest to the original camera negatives) utilized for the making of viewing copies. According to this definition, the term “archival source” is used exclusively for the ur-elements from which viewing copies are made, such as paper prints, nitrate negatives, positive prints generated at the time of the film’s commercial release and re-release, archival negatives struck before the corresponding nitrate print decomposed, or fine grain masters and modern positive prints or negatives if no other material is available. For example, a camera negative, a nitrate 35mm release print with English titles and a nitrate 35mm release print with German titles are listed as separate archival sources of the same film, as it is presumed that all the known preservation material and access copies in existence derive from one or more of these prints. Therefore, a 16mm generated from one of the above elements (such as many Biograph shorts distributed by Blackhawk in the 1970’s for non-theatrical use) is not included in the inventory. On the other hand, a 16mm copy derived from a nitrate 35mm print distributed in Spain would be regarded as an archival source as long as the corresponding nitrate print or 16mm reduction negative are no longer extant. Whenever in doubt about the nature of an archival element, we made mention of it with the caveat that its printing generation has not been determined. Detailed information (including format, footage and source) on some of the prints available for viewing at the time of publication of this volume can be found in the official catalogue of the 2004 Pordenone Film Festival, held from 9 to 16 October in Sacile.

The Griffith Project is the direct outcome of the generous help provided by all the individuals and institutions involved in the preservation and study of Griffith’s work. Mike Mashon (Library of Congress), Elaine Burrows (National Film and Television Archive, London), Steven Higgins (The Museum of Modern Art), Paul Spehr, Russell Merritt, and Kevin Brownlow have replied with admirable patience and insight to the hundreds of inquiries I have submitted to them for almost a decade. Our special thanks go to Mary Lea Bandy and Anne Morra (The Museum of Modern Art, New York), Greg Lukow, Patrick Loughney, Madeline Matz and Linda Shah (Library of Congress), all of whom are currently involved in this massive undertaking initiated several years ago by Iris Barry and Eileen Bowser at MoMA and by the staff of the Motion Picture, Broadcasting and Recorded Sound Division at the Library of Congress.

Film preservation is by definition an international effort: several archives have restored other Griffith titles, or helped with additional documentation and research. We wish to express our gratitude to Tim Kittleson, Eddie Richmond, Charles Hopkins and Jennifer Teefy (UCLA Film and Television Archive); Mark-Paul Meyer, Rommy Albers, Catherine Cormon and Simona Monizza (Filmmuseum, Amsterdam); Eva Orbanz (Film Museum Berlin); Dan Nissen and Thomas C. Christensen (Det Danske Filmmuseum); Stéphanie Côté, Robert Boivin (Cinémathèque Québécoise, Montréal) and Robert Daudelin, former director of the Cinémathèque Québécoise; Anca Mitran and the staff of the Arhiva Na?ionala de Filme (Bucarest); Paulina Fernandez Jurado (Fundación Cinemateca Argentina); Carlos Roberto de Souza and Patricia De Filippi (Cinemateca Brasileira); Lúcia Lobo (Museu de Arte Moderna, Rio de Janeiro); Michelle Aubert, Eric Le Roy and Jean-Louis Cot (Archives du Film, Bois d’Arcy); Michael Pogorzelski and Fritz Herzog (Academy Film Archive); Alberto Del Fabro (Cinémathèque française); Catherine Gautier (Filmoteca Española); Dinko Tucakovic (Yugoslovenska Kinoteka, Belgrade); Agata Zalewska (Filmoteka Narodowa, Warsaw); Vladimir Dmitriev (Gosfilmofond of Russia); Catherine Surowiec; Edward E. Stratmann, Caroline Yeager, Chad D. Hunter, Deborah Stoiber, Daniel Wagner, Tim Wagner, Jared Case, Benjamin Tucker, Kelli Hicks, Anthony L’Abbate and all the staff of the Motion Picture Department at George Eastman House for their generous help in retrieving and sharing information on film credits and archival sources.

Last but not least, we are grateful to all the interns and students of the L. Jeffrey Selznick School of Film Preservation who contributed to the early stages of preparation of this and other volumes: Kelly Chisholm, Sonia Genaitay, Sungji Oh, Christina Porterfield, Heather Stilin, John Woodard (in the academic year 2001–2002); Susan Busam, May Dea, Andrew Lampert, Diana Little, Ember Lundgren, Brianne Merkel, Robert Nanovic, Heather Olson, Brent Phillips, Magnus Rosborn, Alexandra Terziev, Edward Tse (2002–2003); Daniel Blazek, Christina Nobles, Loubna Regragui, David Rice, Jennifer Sidley, Marcus Smith, Anna Sperone (2003–2004). Brendan C. Burchill, recipient of the 2004 Pordenone/Selznick School Fellowship, has assisted with supplementary research. My colleagues on the Board of Directors of the Pordenone Silent Film Festival (Davide Turconi, David Robinson, Piera Patat, Livio Jacob, Carlo Montanaro, Piero Colussi, Lorenzo Codelli and Luciano De Giusti) were instrumental in turning the Griffith retrospective into a unique opportunity to reassess the extraordinary contribution of D.W. Griffith to the art of film. Commentaries on the goals and methodological issues raised by The Griffith Project before and after the series started in October 1997 have been published in Griffithiana, Vol. XXI, Nos. 62–63; May 1998, pp. 4–37; in the French journal 1895, No. 29, December 1999, pp. 187–88; and in Luca Giuliani (ed.), The Collegium Papers I (Gemona: Cineteca del Friuli/Le Giornate del Cinema Muto, 2001, pp. 23–32), the inaugural volume of an annual collection of essays and workshop transcripts written or assembled by students participating in the festival.

Paolo Cherchi Usai

Rochester, January 2004


NOTES ON CONTRIBUTORS

EILEEN BOWSER is a film historian and curator emeritus of the film archives, Department of Film and Media, The Museum of Modern Art, New York. She is cataloguer of the D.W. Griffith Collection of papers at the museum, author of The Transformation of Cinema: 1907–1915 (1990), co-author (with Iris Barry) of D.W. Griffith (1965) and editor of Biograph Bulletins 1908–1912 (1973).

BEN BREWSTER is the assistant director of the Wisconsin Center for Film and Theater Research in Madison, Wisconsin, USA. He is co-author (with Lea Jacobs) of Theatre to Cinema: Stage Pictorialism and the Early Feature Film (1997) and author of many articles on early cinema in Screen, Film History, Cinema Journal and Griffithiana.

PHILIP C. CARLI is a musicologist, film and sound recording historian, composer, conductor, and silent film accompanist living in Rochester, New York. He regularly performs at George Eastman House, the New York Public Library, Northeast Historic Film, the Nottingham (UK) British Silent Film Festival, the Pordenone Silent Film Festival, and other venues in the United States and Europe. He has also composed and recorded more than fifty silent film scores for both piano and orchestra, and his history of American band and orchestral recording in the early acoustic era, “Looking for the Band” (and Orchestra), is due to be published shortly.

PAOLO CHERCHI USAI, senior curator of the Motion Picture Department at George Eastman House, is professor of Film at the University of Rochester and director of the L. Jeffrey Selznick School of Film Preservation, established in 1996. Cofounder of the Pordenone Silent Film Festival and of Domitor, the international society for the study of early film, he is an adjunct member of the National Film Preservation Board at the Library of Congress and a member of the Executive Committee of the International Federation of Film Archives (FIAF). His latest book is The Death of Cinema (BFI, 2001).

TOM GUNNING is professor of Art History and member of the Committee on Cinema and Media at the University of Chicago. He is the author of D. W. Griffith and the Origins of American Narrative Film: The Early Years at Biograph (1991) and numerous articles on early cinema (including “the Cinema of Attractions”). He was a founding member of Domitor, the international society for the study of early film. His most recent book, The Films of Fritz Lang: Allegories of Vision and Modernity (2000) is published by BFI.

JOYCE JESIONOWSKI is a film scholar and the author of Thinking in Pictures (1987), an examination of the formal structures of D.W. Griffith’s Biographs. She currently serves as assistant dean at Yeshiva College in New York City.

J.B. KAUFMAN is a film historian who has written extensively on topics including Disney animation and the films of Blanche Sweet. He is co-author, with Russell Merritt, of Walt in Wonderland: The Silent Films of Walt Disney (1992) and of a second book on the Silly Symphonies.

CHARLIE KEIL is associate professor of History and Cinema Studies at the University of Toronto. He is the author of Early American Cinema in Transition: Story, Style and Film-making, 1907–1913 (2001) and has published extensively on early cinema.

MIKE MASHON is curator of the Moving Image Section in the Library of Congress Motion Picture, Broadcasting and Recorded Sound Division.

DAVID MAYER is emeritus professor of Drama and research professor at the University of Manchester, England. His books include Harlequin in His Element: English Pantomime, 1806–1836 (1969) and Playing Out the Empire: Ben Hur and Other Toga Plays and Films (1994). He is author of numerous essays on nineteenth- and early twentieth-century popular stage entertainments and links with early film.

RUSSELL MERRITT is visiting professor in the Film Studies program at the University of California, Berkeley. He has written with J.B. Kaufman an account of Walt Disney’s silent cartoons, Walt in Wonderland: The Silent Films of Walt Disney (1992), and a forthcoming book on the Silly Symphonies. He directed and produced “The Great Nickelodeon Show”, presented at the Giornate del Cinema Muto in 2002. His most recent commentaries on Griffith can be read and heard on laser disks and DVDs produced by Film Preservation Associates for The Birth of a Nation, Intolerance, Way Down East, and the Biograph anthology D. W. Griffith Years of Discovery: 1909–1913.

CYNTHIA ROWELL graduated in 1999 from the L. Jeffrey Selznick School of Film Preservation at George Eastman House. She is employed by Milestone Film & Video.

PAUL SPEHR has been an archival consultant and film historian since retiring from the Library of Congress where he was Assistant Chief, Motion Picture, Broadcasting and Recorded Sound Division. He is the author of The Movies Begin: Making Movies in New Jersey, 1887–1920 (1977) and American Film Personnel and Company Credits, 1908–1920 (1996) as well as of a number of articles on archival matters and early film history. He is working on a book about the career of William Kennedy Laurie Dickson.

LINDA WILLIAMS directs the Film Studies program at the University of California, Berkeley. Her books include a psychoanalytic study of Surrealist cinema, Figures of Desire (1981), a co-edited volume of feminist film criticism (Re-vision, 1984), an edited volume on film spectatorship, Viewing Positions (1993) and Reinventing Film Studies (co-edited with Christine Gledhill, 2000). In 1989 she published a controversial study of pornographic film entitled Hard Core: Power, Pleasure and the Frenzy of the Visible (2nd edition, 1999). Her latest book is Playing the Race Card: Melodramas of Black and White, from Uncle Tom to O.J. Simpson (2001).


NOTE ON LAYOUT

[image: ]



502

RELIANCE MOTION PICTURE CO.

THE GREAT LEAP; OR UNTIL DEATH DO US PART

Alternate title: Until Death Do Us Part

Filming date: finished January 1914

Location: Reliance-Majestic studio, 29 Union Square?, New York; Green River, Kentucky, or Ausable Chasm, New York

Distribution: Mutual Film Corp.; Continental Feature Film Corp. (the latter reissued the film in December 1914)

New York premiere: early March 1914, Weber’s Theatre (29th St. and Broadway)

Los Angeles premiere: 26 March 1914, Woodley’s Theatre

Release date: by 18 April 1914

Release length: four reels

Copyright date: not copyrighted

Supervision: D.W. Griffith

Director: W. Christy Cabanne

Scenario: not known

Camera: not known

Cast: Mae Marsh (Mary Gibbs); Robert Harron (Bobby Dawson); Ralph Lewis, Donald Crisp (The fathers); Charles Eagle Eye; Raoul Walsh

NOTE: According to contemporary sources, this was the first film supervised by D.W. Griffith at Mutual Film Corp. after his departure from Biograph.

Archival sources: none known

Mary Gibbs is the daughter of a Kentucky mountaineer who falls in love with Bobby Dawson, the son of the leader of a clan with whom Gibbs is in dispute regarding the boundary of his land. During the several encounters between the two warring factions, a member of one of the clans is killed, which starts a battle royal between the two families.

Mary Gibbs and her father are attacked by their enemies and are driven into their home, which they barricade and continue to fight. Mary, realizing that her lover is among those in the attacking party, and fearing that he may
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