Chapter 12

Storytelling

Classical Hollywood cinema and
classical narrative
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This chapter looks at the relation of notions of dlassical Hollywood cinema and
classical narrative in Bordwell, Staiger'and Thompson’s account of classical
Hollywood cinema. The initial and principal focus of discussion here will be
B4 - ¥ Had; clagsieal Hollywood in terms of the studios as industrial /financial organizations
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ety prin aspect of, and is not synonymous with, classical Hollywood. Rather, classmal

WL ety o Hollywood included forms of storytelling: which.lack- the—awell—mad%quah&esn
'{ﬁ A ;i{ ¥ e i, B550CTATE With ‘classical ; narratwe form.

and as a mode of storytelling, It will be argued that classical narrative is only one

: k{ #obl - s The transformations in the “economic ¢ condmons in Hollywood and implications
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b obg e » U, post-studio Hollywood production, while the extent to which post-studio pro-

duction confinues the impératives for film making established in the classical

‘;;‘ QJ FDJJLVL\M systern needs to be examined as such in order to understand its requirements

A - for modes of narrative and narration. Unhookmg classmal narrative and clas-
a7 "'—;1. wodt e

ese transformations for film production suggest that we should now refer to

- U

sical Hollywood as_equivalent js, I. suggest an 1mportant step in enabling the
- differences between Sclassical’. and. .‘post- -classical’ - Americarrcinenma- to- be

(R um;/
[y siose! fovey properly assessed ;
~ Poree Paradoxmally, I suggest in two of the most sustained accounts of classical
" Hollywood, The Classical Hollywood Cinema: Film Style and Mode of Preduction to 1960
4 (CHC) by David Bordwell, Janet Staiger and Kristin Thompson, and David
Bordwell’s subsequent study, Narration i the Fiction Film, the Hollywood film
f et ;’“mwoL_ becomes increasingly indistinct because it appears undifferentiated, at least___
} parratively, as a result of the inclusiveness of the definition of class:cal narratwe as
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ol ofady « { Hollywood narrative — is defined, but its very definition includes, it seems,
1} ;‘-’Wﬁu “”{"“e wrtually all p0551b1e deviations, so that every exception therefore proves the rule.
! i The church is so broad that heresy is 1mp0551b1e

narrative, for

it emerges in these two  texts. A dominant mode of narration — cla551cal '
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in his discussion ‘Evelution, functionalism, and the study of American cinema’,
its
. o
basic historical argument . . . is that every element in that system was | i Q\N )
more or less constrained to serve both the function of storytélling and », i’:e_c. -
the function of profit maximization. Innovations that performed better in ~ st poer wot
both these roles than their functional alternatives tended to become <vore, Lt,a #

! L b e ,,c
incorporated into the system as norms or as standard practice. g —

This approach, as Eitzen emphasizes, has value: it has produced a much clearer
account of the Hollywood film. industry both at the level of the description of
specific practices — it contains a great deal of valuable information — and at the
level of explanation: it avoids simplistic intentionalist accounts of history. Eitzen l ,
argues that The Classical Hollywood Cinema underratés or ignores ‘other important oea et ia
impulses’,2 such as 2 non-narrative, melodramatic impulse, and the role of spec- bt':‘mb:;;:ﬂ_
tacle. But its limitations are not the effect of its restriction to just two pivotal [N7av, o
functions — narrative and profit. The additional impulses Eitzen mentions cannot
be added to the functionalist schema of the book without undermining it, for its
limitations are the result of the assumptions framing its two determining
functions,
The profit function is framed by the authors of The Classical Hollywood | Cmema in
texrms of definitions of ‘capitalism’, and in terms of mdustry generated ( definitions
of profit. But it is qualified, they argue, by the ideological/signifying practices
which arose in Hollywood, such that ‘In the balance between economical produc-
tion and a presumed effect on the film, the latter won out. ** Profit maximization

was not determmmg, rather additional costs were accepted in order to preserve a

) Thxs is explained as the result of the prioritization of classical Pane T

et Tich
4 e, P

ina capltahst society there is no opposition of business and art: most
“artists make art to rmake money. And one could make movies more ¢
cheaply if one did not recognize conventions of narrative constructlon,‘

spectacle, verisimilitude, continuity and so on., , ~
(CHC, p. 367)

The function of storytelling is bracketed as ‘classical Hollywood narration’, and all
innovations, developments and changes are seen as functional for this form of
narrative. Eitzen suggests, moreover, that those which cannot be related to this
definition are seen as functioning for the profit motive. This is undoubtedly e s
correct, but it is not quite the argument of The Classical Hollywood Cinema. * Instead IJL.,%L.P

Lt M p
there are two distinct strategies used in the book to negotiate the relation of these M[““ e,
) -er};L..

l‘"h.]\.
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5 e v 'fattempts to resolve the tension in 'd1e book between econe
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7 two functions, and these, I argue, are in the end in contradiction with one another.
First, in the discussion in “The Hollywood mode of production: its conditions of
existence’, a nec-Marxist frame of analysis is adopted, drawing both on the work of
Harry Braverman and, less dlrectly, on the rereading of Marx by Louis Althusser.
It is argued that “While in the last instance economic practices may have been
determinant, this part {Chapter 8] will stress that 1deolog1cal/ signilying practices

|
i

[ T e,
{/‘ Gt @

lar conﬁguratlon (CHC, p- 89). What in Althusser is argued as the relative
s s autonomy of ideological practices bécomes here the reIauve determination of the
Fnr il : e(j(\)gg_nlgzax_the Jdeojn_gcal\ The Classical Honwood Cinema then at attempts to shift

Yertopdy away from a functionalist account and draws instead upon approaches influenced

“;I: f? )‘"’i'" same, for in Chapter 30, ‘Since 1960: the pers:stence of 2 mode of film practice’,
j“; e the -assumption that Hollywood makes money, not art, is qualified: ‘Hollywood
; 'J‘j‘ﬂ: Q§< ‘makes classical movies to make money’ (CHC, p. 351)_Lh;§__5_ii,£gn1}21:0mlse which

tism and the and the ¢ Ehasw

e

_" on the dommance of the 1deolog1cal norms, of
fi e

group stvle and of classmal narrative, What the authors seek here is to,show

(‘: mgn nifyt d_g_practlces in ther‘ socxo/ pohucal formau(m,_ lmplymg-a prom___ )
P— nple determinations, This has been enormously helpful in demonstrating the
r;@ a;i.:::w« discursive determlnatlons of the ideological/ signifying practices in distinction
ga‘i S, gy o from the simple profit-function. As a result, the history of the process of their
%g! I interaction can be studied. But in contrast, the competing determinations in
Sﬁ b Ao relation to the signifying practices are held to be resolved, producing a hierarchy
; ‘ T\Tg:mig)é—’ in the ‘group style’ of realism and verisimilitude, cavsal coherence, continuity,
N%‘i e spectacle, stars and genre, under the ‘primacy of narrative’, understood as ‘clas-

‘iE A et sical narrative’ wh1ch is in fact defined as all of these elements under the control
?E of ‘conventions of narrative construction’ (CHC, p. 367). The problem here is not,
“ ln«% ~= or not only, that this is a circular argument, rather it is that we cannot study

uﬂw ‘u’% Hollywood production practices historically. For after 1917 no innovations pro-

"“( irdrter  duce change in the mode of practice, only accommodations; there is no ‘resistance’

in the system. Here the explanatory value of functionalism is considerably
reduced.” Meanwhile this account, though explicitly qualifying it, still assumes
profit as the determining function.

What, then, s the relatlon of storytelling and profit? For the : Hollywood studios

P e -
[V el e f

PO At St
TR narrative or storytelhng is secondary to the aim of proﬁt all films were made to
."’1%« - iy make a proﬁt but ‘story’ films made the most profit, hence they became synony-
P »3.,1,45\_ mous with profit. The proﬁtablhty of story-films is not inherent, but the result of

v

g fpmn 7l b a*—‘-. |

_“‘—T—-__—.
contmually 1nﬂuenced the necessity to divide labour and to divide it in its particu- "~

by Michel Foucault’s work emphasizing a field of competing discourses-in-which .

Hélyw od._ﬁ]mmpractme, of a
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specific exhibition practices in relation to the creation of a market (a middle-class
audience) and a product for that market.” What emerges in the early years of
cinema is not, simply, the marrative film — ‘Hollywood’s very definition of a
movie’ — but a profitable commodity, which can be produced through regular and
controlled manufacturing processes (CHC, p. 367). The story-film could be pro-
duced within a fixed site under careful production control. The detailed division
of labour which arose in film production facilitated not just the skills and practices
of film production, but also the managerial supervision whereby economies in
costs could be achieved through maximum use of labour time.”

What is critical for a manufacturer of luxury goods — as forms of entertainment
such as films may be termed — is not simply the cost (which can, within limits, be
passed on to the customer), but the predictability of cost so that advance sales can
be planned and future returns on investment calculated. Thus ‘factory” produc-
tion, which began with the streamlined output of cheap one-reel filws, was
adopted throughout the industry. This produced not only a standardization of
product but also standards of product, of qualities in films which themselves, as
‘high production values’, were (and are) an important component in profitability,
defined in terms both of the quality of stars, costume, sets and locations, but also
in terms of costs. Standards of narration in film were maintained through the
contmulty system of editing. The impetus to hlgh standards in productlon requ.lres e

oterniinate GFiferia, and it is here that the ideological and signifying practices e e

“which established the ‘norms’ of classical Hollywood arise, as Bordwell, Staiger

and Thompson show.

These ideological and mgm.fymg practices are not, therefore, autonomous (even
relatively), but solicited and supported by the firms. Moreover, that the pursuit of
certain norms was costly was not necessarily in conflict with the function for
profit. For capitalism as a mode of production the maximization of profit is not a
simple calculation of what will make the most money, but a question of choices
within a determinate economic context. In Hollywood, for example, the transi-
tion to sound in the late 1920s was undertaken under the new conditions of
oligopoly in which the five studios which were vertically integrated with produc-
tion, distribution and exhibition now functioned together with the three smaller
producer/distributors to limit and delimit forms of competition between them-
selves. In this market it was possible for the studios to pursue the maintenance of
established production procedures in the transition even where these would pro-
duce considerable costs, since they could be recouped at the box office and, more
importantly, passed on to exhibitors. That the studios did so is not simply the
consequence of the influence of ideological /signifying practices.

In the vertically integrated industry of Hollywood after 1924, profitability
depended not on the unit-cost of individual films in relation to their returns but
on the saleability of cinema asa whole — on the mass market for films in general —
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and for this a system of regular and predictable production of films of determinate
standards and quality was central, The role of monopolistic practices modifies the
phs Gt playing-field of competition and redefines the scope and means for profit-making.
°”C‘F"°’_WMM WE_E&CIQSEQI Hollywood Cinema presumes a continuous competi-

e é‘”‘)(*’:'% tion in the_ system k between functional alternatives, for example, between studios,

e, .3\,.- vy

S}ji;f ;;::2?‘ . were_the five studios dependent as CXhlbltOl:E gp_each qjgher s Produw the
] - o et o v, history of the mtroducnon of sound teclmology is the story-of monollstlepraet1ees
‘; in the elottrical cormmunications mdustr)r as well as ini Ho]lywood *Thus Eitzen's
HIx y ok sun’lgﬁry culd be rephirased, for there are not two functions but only one, profit,
G| e 1 »w« which nevertheless is subordinated in The Classical Hollywood Cinema to the function
{é;-; .“i‘fj?\ o 1 of classical narrative.

The emphasis 1 am placing here on profit in Hollywood is not an attempt to
Gy b asSETE its simple primacy but to show, as Eitzen has pointed out, that certain
: rovdy | Copenvh elements in the ¢ group style” of classical Hollywood, notably genre and stars, but
5 ‘!%:‘_;; _f;);”f by also spectacle and spectacular effects, were important not for narrative but as
i s'ifu . w t&uchstones for the proﬁtable film. Rather than classical narrative, [ suggest that it
‘)Lls the notion of the ‘package’ which was key for the Hollywood studios. The story
ﬂ-‘fb‘ﬁf— s{\\"-‘_!‘-{" is part of the package but the studios wanted multiple guarantees. These would be
= H'@x» .y 0#};? provided — it was hoped — through the other elements of the package, notably
Ll Loy 1A / stars and high production values, but also sensational and spectacular ele-
_ments, involving set features such as batties or chases or spectacular setm‘gm
events in nature. John Ford’s The Iron Horse (1924) typifies this package approach.

According to Tag Gallagher, Ford

commanded . . .
cooks to feed the crew; 2,000 rail layers; a cavalry regiment; 800 Indi-
ans; 1,300 buffalo; 2,000 horses; 10,000 cattle; 50,000 properties; the
original ‘Jupiter’ and ‘116" locomotives that had met at Promontory
Point May 10, 1869; Wild Bill Hickcock’s derringer; and ... the
original stageéoaeh used by Horace Greeley. 1

5,000 extras; construction of two whole towns; 100

The film had no scenario, only a short synopsis, and according to Gallagher, Ford
kept making it up as the weeks went on — ten in all, rising from a budgeted four
weeks. The film was among the top grossers for the decade, and against costs of
$280,000 it returned over $2 million.

It (1927), by contrast, is a realistic romantic comedy with a contemporary

NN of story, spectacle and voyeurism, featuring not only its star — Clara Bow — but
L .,
t Ry also the department storg_itself as a_palace of consumerism. These, were all

T ‘recognizable elements in the film package for 19205 audiences. For The Classical
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stylistic options and sound technology But this was not the case, for not only

setting involving sales glrls in a department store, but it also functions as a package__ B
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Hollywood Cinema, these elements are motivated by the generic identification of the
film as comedy. Indeed by categorizing both key e!ements of the classical ,’ .
Hellywood ‘group style” — genre and stars — as forms of motivation, each are ik /
brought into service for the norm of classical narrative. Motivation enables the |

viewer to understand why characters act as they do, or why an element is in the

film: “Motivation is the process by which a narrative justifies its story material and Lium-atcsw
the plot’s presentation of that story material’ (CHC, p. 19). But, unlike motivation _&"“M et

involving plot and characters — ‘compositional T motivation’ (CHC P 19) — both

e e e amebcd
“stars and genre present “extratextual references, functlonmg mtertexrual{y. These 4y
I S = yetvinioy . Fatea ot
references are part of audience expectations for the genre or for the star zmd
e il s
constltute an extratextual narrative image which is brought into play, varied and i)':»,:&m i
Ghry

adapted within any particular film. As a result, it is s argued, as viewers we are not

at all dlsturbed when Judy Garland burst;;azegang, since we expect her to. sing 1n(n _.\ !

ﬁlms "sudiences read such elements in relation to the star- -image and/or generlc(
conventions. Nor is the unity of the film disrupted, it is claimed, since it is ﬂ‘”‘* ;LLC,"
premised ‘on the inclusion of such elements. Such elements do, however, disrupt f""“‘*:

~~ classical narrative since, as intertextual elements, they pose the narrative as a_ ?f"" PG

construct, dlsturbmg the suspensmn of dlsbehef as aud:ences draw on their know- > . h«_:cm

e o ot ot b,
TE "‘\-\-,—7‘" N

1edge of other Al fj}g}_s to understand the elem ents in. this fim, Nex;ertheless, while Sty
qdrments do produce narrative dlsrup‘qon it is argued that they are motivated mﬁ\t’m i

L e A

genencally w1th1n the classical narrative,, and as a result, ‘in such instances the T
——l vm-},

_ty'plcal mult1p1e motivation of the classu:al text mmply gives way to a more lmear
series: a scene motivated composmonallv then a song or gag p motivated generic-gy. | —, 4 ot

*3lly then another scene, and so forth’ (CHC, p. 71). There is narrative disruption -+’ ] it

since the structure of causahty is interrupted and the film becomes discontinuous, / pt-Mmm
_bu this is motivated genencally This is the achievemnent of classical Hollywood } *W‘l-v"\‘\
Jbutitis not, I suggest, classical narrauve ) ah M

,ﬁ.,,%g
There aré twé different accounts of narratlve motivation here, One empha51zes i P
y‘\"‘!"\a\_ N

the notion of psychological and causal motivation, while the other poses the ! i’a’\'

notion of ‘unity’. ‘Understanding classical story causality takes us toward grasping d,\';:i:w;
how a classical film unifies itself. Generally speaking this unity is a matter ofyf. LH":}"”"{\‘\
motivation’ (CHC, p. 19). While generic motivation does ‘unify’ an OtherWISel ety

‘heterogeneous text, it does so in a way anuthetlcal to classical narranve s:nce} th
psvcholo and_natl:amri causality ‘are broken. The conflict here is recogmzed T z«:h e
but dlsmlss T3 the grounds that

h b
oot bk

e S

i_f"”’ ixd On the whole, generic motivation co-operates with causal, or com- wﬁmurﬂ\.\
:,t:; positional, unity. Genres are in one respect certa}n kinds of stories, (W?:m
Yl v endowed with their own particular logic that does not contest psycho- \ Pb\
+ 1 -
(}ig\’-—%é«\f»\)ﬁ logical causality or goal-orientation. . J W"“'\b)
Pt
SOF (CHC, p. 20)
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' s,L,l e P A JJ _This is true for narrative genres such as the detective story, and the gangster fil film, - and loomiog forward in frame, holding his fist in what might seem a gesture of e A*és-'
i sl Tt ot for the }E‘Elcal ﬁlmiﬁﬂéﬁ’iﬁmﬂﬁ However, strongly marked narra~‘ ,,%L T revengeful anger, contradicting his earlier character and implying a new narra- N,Q' -
- " tivé ‘gétires, such as the horror film and detective film, were rarely ‘A’ Jpictures in }\p,_ " tive. The ending is clearly not a closure. Rather a hesitation is introduced, and {{,
classical Hollywood, at least- before 1940. Mu51cals and comeches both of which : Ww the death of Cagney as the Tom Powers character is presented as Lfggrettabf" - ;:F\::f

Lﬂkm‘“\\tl"xrough our alignment with both his mother and brother, while the closmg\ brugiod,

_were regularly produced as ‘A’ pictures, were therefore 11pportant ‘elements in
titles refer audiences to the gencral issue — and fears — of organized crime. }u; ﬁ::;‘ /

classical Hollywood but were not confused with * proper story-films,

‘C;\ « f“;;d" " Gepre reappears at the end of The Classical Hoh‘ywood Cinema to subvert the The ending ends us, therefore, in a similar way to the ending of Thelma & Rt pod

E\'t}we LAasrmtt 1] - e A

}?E:L f"”’ ?}/notlon ofa post-classncal or non-classical cinema: QM film style and codified Louise (1991)@ L‘: - ”“::4
’ . genres swallow up art-film borrowings, taming the (already limited) disruptive- S }NL!J»\[ At the same time non-linear, episodic narrative, in which a series of narra- et

-

tive scenes are presented which are causally self-contained or only weakly causally
connected remained acgeptable in Hollywood. The Iren Horse is one example, while
Ford’s later Four Sons (1928) only partially conforms to Bordwell's outline — the

¥ M"‘W\iﬂ\ £
s i

ness of the art cinema’ (CHC, p. 375). Thus Coppola’s The Conversation (1974)

1 il oot ‘exemplifies how the New Hollywood has absorbed narrat:onal strategies of the
H:é—-—-ﬁ'h sM\G..(,:\'art cinema while controlling them within a coherent genre framework’ (CHC,

N

¥ o , .
PN }{ p. 377). Genre, however, is not classical narrative. son who leaves for America fulfils the criteria of a goal-oriented hero, but he does
ZE'\L"“I’L%&% I@}f}?_"y of melodrama as 2 film genre exemplifies SOIT_‘?Ef Phe problems of not bring about the story’s events. In the 1930s, and staying with Ford as exem-
fromee _genre 2 and classmal narrative as ‘well as the role of proﬁt in classical Hollywood.

plar, Steamboar Round the Bend (1935), a highly successful Will Rogers vehicle, is
_not 2 story.in. which events are causally. prepared for."* All the key actions are

given off-screen and reported by characters, mcludlng the killing = and Duke’s
’ subsequent ‘trial, as well as his appea) against his conviction "and sentence to death.
: These, moreover, are displaced by the set pieces such as the wedding, and the
g confrontation with the local community leaders who are won over to the ‘edu-
cational” travelling show. The rivalry of the steamboat captains is set up with the
bet on the race, and then abandoned as a narrative goal, for although Captain John
does enter the race and succeeds in beating Captain Eli, he does so in order to
reach Duke before he is hung. '

The Classical Hollywood Cinema, however, argues that the narration which arises ey .-
with the films of narrative integration has wholly adopted the nofms of bourgeois ot 0 AR jud
theatre and literature, and it is this that it terms classical. A 1920 manual for ,\M hea,
aspiring scriptwriters is cited as a typical account, ‘Plot is a careful and logical Mﬂ«aeu:b
working out of the laws of cause and effect. The emphasis must be laid upon
causality and the action and the reaction of the human will.” The authors add that
‘Here in brief is the premise of Hollywood story construction: causality, con-
sequence, psychological motivations, the drive toward overcoming obstacles and
achieving goals. Character-centered — ie personal or psychological — causality is
the armature of the classical story’ (CHC, p. 13). A similar account is given over,_wgu,h
forty years later by Irwin R. Blacker in The Elements of Screen- wrztmg ¢ This seems e oidn
to support the case made in The Classical Hollywood Cinema for the contmumg N
hegemony of classical narrative, but it may more simply attest to a continuity in ':i:‘h s
assumptions about the norms of screenwriting which writers assert. What is e 14':” ol
presented here is a discourse of screenwriting which, even in 1936, bases itself on ; \‘L‘
the priority of Aristotelian prmcxples Blacker, for example, notes that ‘All plots -r:;t::\

- are contrived, but they must not appear to be so’, hence too much coincidence RN

”"w}:{#z{‘ﬂ' While the story—ﬁlrn enabled economics of productaon, ‘the “profitability of The

| SR story-film arose with the shift to the middle-class audience and the higher admis-

sion prices that could be charged. At the same time that the turn to the middle

classes offered respectability, and relief from the censorship and approbnum of

reformers, it also opened up the possibility of creating a new mass audience. Tom

Gunning has argued that to effect this shift appropriate narratives and forms of

narration were adopted, and film’s narrative role had to replace its role as fair-

ground novelty. It was to respectable theatre and literature that film producers

turned for stories and storytelhng Nevertheless the new parrator system he 4

. describes arising in the work of Griffith, and its more complex narrative form,

.‘derives more from the melodramatic stage than respectable classics’, "

Director Frank Borzage’s comment in 1922 that ‘Today in the plctures we have

the old melodramatic situations fitted out decently with true characterizations’

(cited in CHC, p. 14), points to this complex inheritance which is not yet, I think,

fully understood or placed in relation to classical Hollywood and classical nar-

B rative. Indeeo'“]%grzgge_ s own films specifically break the canons of classical

Sy ? narrative, not only in Seventh Heaven (1927) with its ypmotivated ending, but.

rjmen Mo also the later Strange Cargo (1940) which is on the one hand a standard star vehicle

prossadiin, for Joan Crawford and Clark Gable and on the other hand presents a story of

miraculous redempnon which does not square with the rationalist motivation

eyl of classical narrative. The endmg of The Public Enemy (1931} is pure t theatrical

JRL melodrama Suspense is created through the characters’ lack of knowledge
contrastmg w1th ‘the audience’s partxal knowledge and the forewarmng gwen
the spectator by the contrast of the” music — with cross cuttmg characteristic of
D.W. Griffith and silent cinema melodrama. The sequence ends with a shot of
Tom Powers’ morally upright brother Mike stepping away from Tom’s corpse
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. must be avoided. " Similarly ‘story holes’ or an unexplained piece of story. create
Ry v L‘f"“_"‘“‘ gaps which can ‘shatter the willing suspension of disbelief and leave the audience
“f'\"‘f‘a%w’:“’ unsatisfied’. It is just such a ‘story hole’ which John Ford introduces in The
! Searchers (195 6) when Ethan Edwards, instead of shooting Debbie as he had sworn
NN g Fto do, sweeps her up into his arms and embraces her. .
/  Blacker’s guide, while drawing in the main on a much later repertoire of film
references, remains closely within the terms set out by Frances Marion in 1937.'
K But films are not equivalent to their screenplays, and an aspect of such manuals, at

‘X lil“""‘ Teast 1n the périod of cIass:cal HoIIywo ertion of the craft and art of
] e b SEIptwriting against the barbarism of the pre -’
%;M\a . Tector’sy cuts, Blacker notes that the demands of the industry are at variance with
g Wi - T S T T S PEIERER N TN INCUSLY are at variance with
o) el e, §004 scriptriting:
Eoo T |

. In the film industry, the lead character is very important: producers will ask

7132 about the character before the story because of the star factor in financing

g:%"? and distribution. And film critics tend to praise character portrayal more

:5 than plot because the audience identifies with the characters. This is not

- gi the natural way to work on a screenplay, and it creates distortions.

@: Rather, citing Paddy Chayafsky, Blacker argues that the writer starts with the
‘_'igi incidents and then develops characters to execute those incidents, ‘so that the

characters take shape in order to make the story true’ 2
What is presented in these accounts is a version of the ‘well-made play’, in
contrast to the melodrama of the nineteenth century, Namely, the centring of a

few or one protagonist, with causally connected incidents, motivation, and psycho-

logically developed characters. As Barry Salt has noted, the innovation of Ameri-

G can cinema here — drawing on theatrical norms — is the inclusion of comic
jincident as contrast.” In the accounts of the screenwriting guides, melodrama is

:“:;‘LG;'L'“V ¢ dschewed: As a result, as noted earlier, the heritage of stage melodrama and its
Brirod ! ] role for cinema has been obscured it is both a source for dlassical I—_I_c_)}_lmogc_l_,?l
|§29b #bhad, and the form agairist which classical narrative in Hollywood defines itsel
] M'L(‘W(‘ ing the stereotypes, thé usé o spectacular staging and_effects,_and.the.suhordin-

L ion of a3, 3l imdecd narraiv, o e petoial al of which mste.
‘;La":"ff; e = sEET A8 Eﬁéfé&?é?iéfi‘é"Eféhights;éf:tﬁéé&ica melodrama at the turn of the century.
h&ﬂﬂﬂ?“' For A. Nicholas Vardac, melodrama is the precursor of silent cinema, but
AP, screenwriters such as Frances Marion rejected it:

| A oy 0 VI N

“’F""\h:nwl\“ Melodrama bears somewhat the same relation to tragedy as farce does to
i comedy. It requires sensational situations with exaggerated power to
affect the plot actors and it also needs acute conflict, The plot is more
important than the characterization because the plot controls the

¢ producer’s (and, with Ford, the dir- _

, Teject-
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characters. The action, the events, are stressed and chance or fortune is
the motivating factor. The weakness of melodrama lies in the use of plot
for plot's sake.”

Blacker similarly asserts that ‘Plot is more than 2 pattern of events: it is the
ordering of emotions. If the plot is all action and little emotion, it is melodrama’.
Narratives require a cinematic discourse in order to become film stories — to
be narrated in cinema. Film form in Hollywood, the perticular deployment of
citiematic techniques, is characterized in CHC by its unobtrasiveriéss: The* continu=—

ity style” of -Hollywood_é;"n_;;l'{;s,_i;ed imperceptible___editin_g, while camera move-
ment, angle and shot scale served the dramatic a .t _a styleless s SEIE e
Classical narrative, for Bordwell, Staiger and Thompson, is the subordination of 7« YT

TeA s
form to narrative (CHC, p. :G-O)ﬂfiutuyl;st;:‘?;;tgr;;_;re_};laced in the service of the Froy e

narrative, conveying information, helping the _spg:.c_t_éjc__q_r to construct a coherent —

causal and logical -- time and space, David Bordwell sees cléssmzﬁi-_l_oﬂywoodas /

S, b A n B T

__drawing on a limited paradigm of stylistic and technical devices which offers &,

__codified system recognizable. by the spectator.---Tiﬁs-—'él.ioi\}'é hxmtoargue thatt’he\ }

classical system always codifies, or contains, any excessive stylistic element, any
feature which deéviates from the norm of psychological motivation.” ‘

" While norms of cinematic narration, such as the 180° rule, were characteristic%M
of the Studio'SX;F‘%}_E.,}EM-}:I.QI.IWH.W.,.’..\#}?f"?_,, F?;.re“h& necy sarily” used ‘in “an ‘“‘ﬁ’? :%h
{mobtrusive way, Detective Burton’s Triumph (1914), cited as an example of the i< ..
subtle use of eyeling matches (CHC, p. 209), appears quite self-conscious in its use > exef_
of shot-reverse shot between the characters looking and the object of their looks. e, T
Poapinsretetudiniygyuey s e R S e e it P

The film displays the eyeline. match, just as_it displays the visual procedure” of

subtlg u

e ‘_Qn’.‘;ﬂetec_:tivc,_ a.ndppr:eparation;of and for.the crime,
assical narrative than a precursor to the c[ocur‘:lqe_r}_t_a;_—x,_ﬂ

" drama of & Bl like Call Northside 777 (1948), ~~" =77

Such norms, moreover, were not always accompanied by the kind of classical/:f‘?; o) Lf“""“‘r

story The Classical Hollywood Cinema outlines, Howard Hawks' The Big Sleep (1946) A’f&?‘“’; 24,
js_vﬂzgﬂci_usiic;ﬂ_in_gi_style, unfolding action and space coherently. This clarity 'Z_/f’ froap,
_does not ns_gpwx;_a_sin_ﬁ_l&ﬁmightforward narrative, however. Of course, 2s a . :;:“iﬁ"‘%'b"(
_gk‘_cgcit_:i_\f_e_:ﬂgllsm, the unfolding of the narrative involves___lgegpi_ng,_th.t.fns.p.e.ctator,.in;

. 2
the dark — the film is characterized by quite extreme retardation of narrative W%‘in-h:f
information, Pékt"fi?:ﬁng 0¥ t6 Marlowe's Kicwlgdge Bul without am: hésgﬁkm.@;b
/"\:‘._‘—“';‘A:"' ._W '?h“*w d T ““'dﬂ.‘.-"mth. l N
understanding nalysis of the évents an_gcitlcig%gP,uL" he en m is
learly. generic, but, while remaining formally a detective. stoy, it fails to deliv
& whodurihit, Although the film docs supply catises for all its events (despite ,
Hawks’ claim to the contrary), these are highly convoluted. For example, Gei, %:;‘:tfﬁhﬁ‘{-
ger’s death and Carmen’s involvement arise independently, but appear in the film

“at first a8 catisally linked. The problerm is not; or not just that] 5§ Bordwell notes;
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causal information about the crime is rarely given more than once, rather it is that
the film does not make it clear how the crime-detection is being pursued in the
actions and events we are shown. The key to the story is Carmen, it is she who is
the cause of the events in the film.-She killed Regan, leading Vivienne to seek.
Eddie Marr’s help in covering it up, opening her to his blackmail, and it is
Cormen’s drug habits which give rise to demands for money which prompt.
General Sternwood to engage Marlowe's services. All of this is not the central

story, .rather it is a mise-en-scéne for the love story which develops betweemct.,{.a\,_/’
. Marlowe and Vivienne. ‘Structufally, all the murders functlon much in the same oovg
way as the leopard in Brmgmg Up Baby” (1938) “that is, as devices.” Bordwell.“““:m“
suggests that The Big SIeep isa detectwe ﬁlm in which the | mterest of conm ™ “"W-Lu

over the construction of a coherent

"in relation to why and how is not dlsturbmg Nevertheless while The Big Sleep is
" Classical Cinera, it dewates From the deﬁmtlon of classical narrative in_The Classical
Ho]lywood Cinema™ "~

My aim here ha§ Been to find a way to challenge the. hegemony of this accomnt, _

of classical narrative. For the ﬂex1b1hty claimed for it becomes so elastic that
" there can never be a post-clas:51cal that is not absorbable by the cm
Contemporary American cinema is . marked by the "disappearance of the studio
system. and by new forms of competition and organization ‘for profit’ in the )
" context not merely of television, but of cable, satellite and video. Its aims, as a

_marrative cinema, cannot be seen as unified as was possﬂ:)le under the old ohgo-
poly. Sg}ls_gg_rg __s_haven«ehangedﬁand perhaps-no_longer exist t as a consistént
group of norms. The relation of contemporary American. cinema to classical
HolLy.wood_and 1t;nar.ra_nve forms remains to be investigated.
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Chapter 13

Specularity and engt’illli“ment

Francis Ford Coppola and Bram
Stoker’s Dracula

Thomas Elsaesser

New Hollywood

When looking to define post—classicél Hollywood, one could do worse than take
the current American cinema’s most maverick of charismatic producer-director-
auteurs as example, and among his variedGeuizg} pick one of the more hybrid films.
Erancis Ford Coppola’s Bram Stoker’s Dracula {1992) was a“ilegg{ ly a ‘commercial’

and therefore less Person,al pro]ect (in the language of auteurism), helping to
restore the director’s battered mdustry reputatlon after the collapse of Zoetrope
and the disaster of One from the Hea;g (1982)." But it could also be regarded as a
professionally confident, shrewdly Calcalated and supreme y self-reflexive piece
of filmmaking, fully aware that it stands at the crossroads of major changes in the
art and ind_uit_r_y"_t_)_f_ﬂg}ly‘i@g.d;JQQkiugyhaCkNasmlLas_fo:l:mar.d,.mhile__sj;;gk_i_gg_gg;n4
aground allits own.___

Post-classical filmmaking of the kind represented by Bram Stoker’s Dracula is
unthinkable without the ‘New Hollywood’, a label referring, above all, to the
economic revival of Holiywood filmmaking since the mid- 1970s.% Its begmmng
dates back to the worldwide success of Steven Spielberg’s Jaws (1975}, George
Lucas’ Star Wars (1977) and Coppola’s The Godfather (1972).% Three elements
make up the ‘New Hollywood’: fixst, a new generation of directors (sometimes called |
the ‘Movie Brats”),” second, new marketing strategies (centred on the blockbuster as j
a distribution and exhibition concept),’ and third, new media ownership and manage-
ment styles in the film industry. ¢ One could add rew technologies of sound and image
reproduction, ranging from digitized special effects to Dolby sound, and rew delivery .
systems, but it seems that the second - the new marketing strategies, also known as
‘High Concept'” filmmaking — was in many ways the most crucial. If the cinema
was to survive, so common wisdom has it, it needed to attract audiences brought

up on television and popular music, audiences who identified with the broader
attitudes and values of ‘youth-culture’ (non-conformism, rebelliousness, sexual
freedom, fashion-consciousness and .conspicuous consumption). The signs, images



