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D.W.GRIRFFITH

Part 1
THE VISION



The chatter of an audience is heard, as we:
PADE IV

mheatrical curtains part. A screen within our screen bezins to
flicker to life with an EAPLY STL®BNT MOVIZ, in the stvle of
~fpiffith's Biogravh films. =

-

(This little movie parallels the early struserles of Criffith's life.)

1. TITLE CARD: '"PHE TARMROYV 'S VISION"
The bioeraph logo also apoears on the card.

2, TITLE: Sleepy Vallev.

3. ESTABLISHING LOY5 SHOT: A small countrv farmland
restled in a valley.

4, SHOT: A cornfield, crops blowing in the breeze,

5. SHO™: A boyv, his mother, and his sister at work
in the cornfield, while the father is asleep on the
porch of their small house.

6. SINCLE: 'The father, rockine gently asleev in his
chair, At his feet is a doz,also asleep.

7. TI™LE: "Roaring Jake" - still firhtine
for the Confederacy -~~ with his
mighty snore.

8. TNSERT™: ™M™he dor asleep at his feet., His nose twitches
at a flv that buzzes around his head.

9. SI"GLE: ™he bov, hard at work with his hoe. He stops
and wipes his brow. 4Ye leans on his hoe,
dav-dreamine,

10. TIMLYE: Yountr hearts vearnine
for better thiners.

11, MASTER: The boy's father wakes uvp and yvells at the boy
to ret him back to work. '

12, SINGLE: The bov falls off his hoe, surprised out of his
reverie. He jumps back to work.,

13. TULL 3¥0™: The family workirr in the field.

FADE 0OUT



TADE IN:

14,

15
16.

17.
18.

19,

20,
21,
22
",

24,

A BSAUTI®UL LANDSCAPE: A pond with weepinz willows
blowine lazily in the breeze of a summer's dav.

TITLE: His secret place.

SAME LAYDSCAPE: The boy- meanders down to the pond.
He sits and gazes into the water.

TITLE: The Vision.

A SUPERIFPOST™ION apvears in the water. It is Jesus
Christ! Christ raises his arms out toward the boy.
Then the superimovosition disapvears.

TITLE: Convinced he is destined
Tor greater thines.

SINALE: The boy sits by a window writing in a notebook.
TITLE: His Conquering Sword.
CLOSE-UP: The quill pen with which the boy writes.

TITLE: ™he bumokin beginnines
of a would-be Shakespeare.

SINGLE: The boy in his room writing.

IRIS IN

IRIS OUT

25.

26,
27,

28.

29.

EXTERIOR MASTER: The boy is oratinm under a tree in
the meadow. He is reading aloud his little vlay,
holding his notebook in his hand and actine out all
the parts himself by switchine back and forth from
each character's vposition. He is a big ham actor.

TITLE: Yis first audience.

SHO™: A herd of cows impassively watch the bov's
theatrics while chewing thei~ cud.

TITLE: HYe confides his dreams
to Sister Bessie,

SI0mM:  ™he bov vets a cow and tallkks to it.



30, TITLE: "I don't want to be a farmer -
I want to be a great writer."

31. LONG SHOT: The boy and the cow.
IRIS IN

IRIS OUT

32. MASTER: The Postman, a comedy character actor with a
long;, white beard, ambles up to where the boy is again
at work in the field.

33. TITLE: ™ outside world beckons.

34, SHOT: The boy opens his letter and reads it excitedly.

35. TITLE: A masazine accepts one
of his little stories.

36, SHOT: The boy jumms up and down excitedly.

37. SINGLE: On the porch, the dor starts to bark, causinz
the boy's father to fall off his chair, As the father
picks himself uo, confused at the ruckus, the boy runs
up to show him the letter. Sternly, the father reads
the letter, shakines his head. Ye vnoints back to the
field, indicatine that the bov should ro back to work.
Disapnointed, the bov kicks at the dirt, but roes back
to his hoe.

38. TITLE: Determined to make something
of himself, he invests all his
savings in a ticket to the city,

39. SHOT: The local train station, a diaronal angle down
the tracks. T™he boy stands waitinz with a small satchel
of his belonminrs, ™he train pulls in, the boyv gets on
it, and the train pulls out,

Lo, TITLE: Ve would like to imarine
the boy an instant success.
Rut the reality is not so grand.

41, SHO™: A crowd of rich folk stand waiting for an elevator
in a hotel lobby, The elevator door ovpens, and we see that
the boy is the elevator operator. HYe makes a big show of
his job, welcomine the peonle into the elevator with a
erand resture and chatterine awav to the amusement of his
otheriise enokty nassenrars. T™he door shuts and zoes on
to the next floor.



42, TITLE: He makes a conquest --
A member of a traveling acting troup.

43, SHOT: The boy is showing off to a oretty girl in the
hotel lobby.

L4, TITLE: The Lure of the Stage,
45, CLOSE-UP: The girl. She does a few vaudeville steps.
CUT TO:

THE THEATER AUDIENCE

Watching this little silent movie are a mother and her two teenaged
daughters (MRS, CISH and LILLIAY and DOROTHY).

As it is 1912, the eirls are conservatively and identically dressed,
their lons, fair hair in curls with little bows. They are pretty
girls, dressed to look younzer than their age. Their mother is very
proper and loving,

DOROTHY suddenly recoenizes the girl in the movie on the screen.

DOROTHY
Oh! 1It's CGladys!
(she pokes her sister)
Look Lillian! Mother, look!
It's Gladys!

CUT BACK TO:
h6, SHOT: The boy and Gladys flirting with each other.

k7, TITLE: She finds him a job
with the acting troup.

MRS, ISH
(voice-over)
Why 1 believe vou're rieht, Dorothy.
It is Gladys. I would never have thousht
Mrs. Smith would allow her daughter to
apvear in a flicker!

48, SHOT: Some actors, in medieval costumes, hamming it up
to a small audience on an even smaller stage.

L9, TITLE: T™he Twilizht Revelers,



50. SHOT: On stape, a person in a hear outfit comes bounding
on to the stage. The other actors go running off the
stage, wildly gesticulating fear, leaving the bear alone
on the stage., Gladys walks across the stage pulling a
curtain.

51. TITLE: His first big part.

52. SHOT: Backstage, Gladys helps the bear off with its
head. It is the boy, delirhted with his success on the
stage.

In the movie audience, LILLIAN turns to her mother,

LILLIAN
Maybe Gladys could find work for us
in the flickers too, Mother.

MRS. GISH
Vhy Lillian, the very idea! We are
stare actresses,

LILLIAN
Can't we go see her anvway, Mother?

DOROTHY
Oh yes, can't we go! Can't we go!
Please, Mother!

Dorothv is bouncing up and dowvn in her seat,

MRS, GISH
Dorothyv! Devort yourself!
I fear Gladys may have lost all
propriety. However, since we must
be in Yew York next week for the
Belasco auditions anywav, I see o
reason why we can't nay her a visit,
Let us not judre, lest we ourselves
be judred,

LILLIAY
(anzelic)
Thank you, Mother.,

Back to the "flicker" on the screen,
53, TITLE: Stranded---an actor's lot.

54, SUYO™: Out on the ritreets of the city, several of the
theater vlavers ara bidii-» each other roodbves - foing
off in different directions carrving their suitcases,
The show has folded, The boy timidly approaches Gladys.
They shvly shake hands,



55. TITLE: They vow to meet again.

56. SHOT: Cladys leaves, trudeine her suitcase. The boy
gazes, after her, then turns and exits the frame in the
other direction.

57. SHOT: The boy shoveling concrete on a road crew - hard
work under the hot sun.

-

58. MITLE: Working his way.back home.

59. SHOT: The boy huddled against the wind on an open flat
car of a train as it moves through the countryside.

60. LONG SHOT: The boy's familv home, As the bov trudges
home in disgrace, the dog leaps from the porch, barking
a friendly welcone,

61. MEDIUM SHOT: As the bov approaches the door, his mother's
arms reach out for him and embrace him. She is in mournine.

62. TITLE: The tragic news -
His father has died.

63. SHOT: The empty rocking chair, rocking in the wind.

64, TITLE: The family moves to the city,
looking for work.

65, SHOT: The boy is selling Encyclopedia Britaniccas
door-to-door., He carries the heavy load of books up
the stairs of a city temnement and knocks. A burly beer-
drinker opens the door. The bov hardly has a chance
to berin his spiel when the brute threatens to punch
him. The boy retreats.

66. TITLE: ™he public is hard to please.

67. SHOT: The boy wearily climbs another set of stairs with
his encyclopedias. Pullinr himself togrether, he outs on
his salesman's smile and knocks., It is Gladys that opens
the door! They hur each other in surorise and happiness,
the bov droppine his books.

68. TITLE: ™he Twilirht Revelers re-united,

69, SHOT: The actinr trouv, includine Gladys and the boy,
taking happy bows on the stage.

70, ™T"L®: Tnr his srare time,
ha cortivuag to write,



71.

72,

73

74,
75.

76.
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FADE IN:

SHO™: Gladys looks over the boy's shoulder as he writes.

TITLE:' The blg break -
The famous producer likes his play.

SHOT: In a large office, a very dignified, suited
pentleman shakes the bov's hand and gestures toward his
manuscript. The boy svorts a new suit --- and a mustache,
which he twists self-consciously with his fingers.

TITLE: A new role to play.

SHOT: The boy and Gladys shyly hold hands in a wedding

ceremony, with his mother and sister and members of the
acting troup watching.

CLOSER 2-SHOT: The boy and Gladvs shyvlv kiss.

IRIS IN
END TITLE CARD, with the Biograph logo.

FADE OUT

CITY STREET - DAY

New York City - 1912

Photo montage of Manhattan, ending on a L-story brownstone at
11 Bast 1l4th Street - the old Biogravh motion victure studio.

A sirm on the first floor window sayvs: American Mutoscove and
Biograph Comnany.

MRS, GISH, with LTLLTAN and DOROTHY, pause at the sign, then enter.

A RECEPTTONTST, a middle-ared man with a cigar, sits in a booth
next to a winding staircase. Mrs. Gish aporoaches him,

MRS.GISH
Will you kindly let us see Gladys Smith?

RECEPTIONIST
(friendly, dbut puzzled)
IT'm afraid there's no one here bdbv
that name,

DOROTHY

(piping up)
Put we saw har in one of vour plctures -
"Phe Rarpboy's Vision." "ladvs Smith,
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Suddenly a boyish voice chimes in from behind them.

VOICE
.You mean Mary Pickford.

The Gishes turn around and see a teenaged boy sweeping the steps.

BOY
I'll go get her for you.

The boy goes off up the stairs. Lillian and Dorothy look after
him,

DOROTHY
He's cute! He sure does look familiar.

- LILLIAN
He's the boy in the movie!
(she turns to the receptionist)
Isn't he the boy in the movie?
Why is he sweeping steps?

RECEPTIONIST
(matter~of-factly)
Veah., That's Bobby Harron. He
was in the movie. So was I. You
never know what yvou're going to do
next in this place.

CU™ TO:
THE WOMEN'S DRESSING ROOM - UPSTAIRS

The boy, Bobby HYarron, steals quietly to the open door of the
dressinr room and eavesdrops on three voung actresses who are
gossipins in front of the mirror. Bobby leans on his broom,

much as we saw him leaninr on his hoe as the boy in the movie,

18™ ACTRESS
Marv, have vou heard! Mr, Griffith
just rave the lead part in "The Sands
of Dee" to that new girl, Mae Marsh!

Outraged, Marv tosses her long curls and pouts,

MARY
Mae lMarsh! That was mv vart!

1ST ACT™RESS
Mp, Criffith said it was her reward
for wearir~ that awful erass skirt
in that caveman victure,



9.

MARY
So! I suppose Mr. Criffith thinks
it's more important for an actress
to show her leess than having 6 vears
experience on the stage! Oh, he'll
be sorry!

. 2ND ACTRESS
(pierling)
I heard its 'cause she went out
dancine with him last night.

Mary suddenly spots Bobby in the mirror,

MARY
What are you gooning at, dumbell?

BORBY
(grinning)
There are some friends of yours
downstairs looking for you, Gladvs.
(He is makine fun of her old mname)

Mary shakes her fist at Bobby,.

MARY
My name's Mary. Mery Pickford,
Anerica's Sweetheart! And don't
you forget it!

Bobby, plavinem, puts up his dukes as if to fight., NMary takes a
swineg at him and he jumns out of the way fast. He doesn't want to
tangle with her., She "hmns" haurhtily, her chin in the air, and
exits to greet her friends, Bobbv makes faces after her,

As Yary comes down the stairs, Dorothy svots her,

DOROM{Y
(fladys!

NDorothv! Lillian!

The girls hur avd kisa « rood friends happy to see each other apgain.
Mrs, Cish kisses "arv on “he chanlk,

LILLIAN
Oh, Gladys, 'e saw vou in the flickers
and decided we had to come visit vou.
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MARY
Oh, myv name's not Gladys Smith anymore.
It's Mary Pickford, Mr, Belasco
thought it sounded better, and so he
chanced it while I was in "The Warrens
of Virginia."

§ LILLIAN
(imoressed)
Mr. Belasco! VWhv we had hoped to
audition for Mr., Belasno,.

VARY
(bragzine)
I shall be in his new plav.

CUT TO a POV of the group from the top of the stairs, as they
chatter away animatedly, Sun streams in from the street, bathing
the roonm in warm light,

DOROTHY
If vou're to be in a play, how
come You're working in the movies?

MARY
Oh, movies are rreat between stage jobs,
I ret seventy-five dollars a week!

LILLIAN
(even more invressed)
Seventy-five dollars! Imagine!

MARY
You and Dorothy should try doinrm
movies too. VYou can alwavs work
in them while vou're looking for
a play.

Lillian is suddenly aware of a nresence watchine them., Her eyes
are drawn to the tov of the stairs,

There ies a break in the conversation as NDorothv, Mrs, Gish and
finally Mary's attentlion is drawn to where Lillian is starine.

From their point-of-view, we see a tall, imvosine man of 37 at the
top of the stairs, He weers a tailored suit and a wide-brimmed
straw hat, MYMe ~azes dowr intently on the Gishes, his esyes seeming
to examine them, It is D,W.GRIFFITH,

Prom Griffith's POV, we see Lillian standing in the light that
streams throurh the window, %he backlirhting seemins to form a
halo arourd har lor~ blorde haiwn, She 15 a vision of beauty.

Gpriffith breaks into a few bars of a love duet from "Tristan und
Isolde," his fine baritone voice projecting magnificently down the
stairs.
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MARY
Oh, Mr, Griffith,
GRIFFITH
Yes, Mary?
MARY

I'd 1like vou to meet my old friends -
Mrs. Gish and her daughters, Lillian
and Dorothyv.

(to the Gishes)
Mr., Criffith is in charre of all our
productions here.

Griffith proceeds down the stairs. The Gishes are awed by the
authority that Griffith exudes. He extends his hand to Vrs. Gish.

GRIFFITH
How do you do, Mrs. Gish,
(teasing Mary)
Mary, aren't vou afraid to bring
such pretty girls into the studio?
Thev might steal vour job away.

IFARY

(saucy)
I'm not afraid of any little girls,
Mr., Griffith, Besides, Lillian and
Dorothy are my friends

Griffith continues to examine the girls with his eyes -~ Lillian
in particular.

GRITFITH
(to Lillian)
Where are you from?

LILLIAN
The theatere--
but we come from Massillon, Ohio.

GRIFFI™Y
(mispronouncine the word on purvose)
Massillvoon---well I knew vou were
Yankees the minute I saw you.
(to Mrs., Gish)
Can they act?

nOROT™YY
(with rreat comic dirmity)
Sir, we are of the lecitimate theater.
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A
GRIFPITH
Indeed. Put I don't just mean reading
lines. Ve don't deal in words here.
This 1s very different from the lexitinate
, theater.

(he smiles)
There is only one wav to find out if
vou will do. WYWith vour mother's permission,
would vou voung ladies nlease come
upstairs into the rehearsal hall,

Griffith points them uvo the stairs with a sweevp of his hand, and
Lillian and Dorothy flow with his gesture risht uv the stairs.
Frs. Gish waits downstairs, ever the quiet chapnerone of her two
child-actor dauchters.

FRITFITH
(teasine Mary)
Well, Miss Marv. Vou may well
e sorrv...

MARV
vou're the ore who'd be sorry,
Mr, “riffith - if vou lost myv
valuable services.

Upstairs is a larre, unfinished room, with a larse skvlizht and
exvosed beams. It is set uo with a few basic proos - tables and
chairs and lamps. A vainted backdroo of a landscape harcs askew
arainst a wall., A hand-cranked camera on a tripod sits imvosingly
at one side of the room.

Several actors are sittine around, includins Xate Bruce who we saw
as the mother in "The Parmboy's Vision." ~Ariffith introduces the
tishes to the other actors,

GRIPFITH

Ladies and rentlemen, these are the
Gish sisters, Miss Lillian and liss
Dorothy -~ of the lezitimate theater.

(the other actors chuckle)
Ve shall rehearse the story of the
tvwo 7irls who are tranved in an
isolated house while thieves are trving
to break in and rob the safe.

Suddenly distracted, Sriffith aooroaches a vouns woman with a note
pad, evidentlv his secretary, and zives her a memorandum.

GRI¥RITH
I’'iss “einer, vlease venird me to
tall *r, ®iktzer» ahont a ralo effact

I would like to work out with him.
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The secretary makes a note.

Criffith suddenly turns his attention back to his actors. Standing
by the camera, he zives directions to the mirls. 4Yis voice takes
on an ominous tone, ’

GRIVFITH
Now Dorothy, you hear a stranse noise.

Dorothy watches as Griffith gives the instructions, then bezins
to pantomime the action.

"RIFFITH
Now run to vour sister.
Lillian, vou're scared too.

(Ye watches as Dorothvy runs to Lillian)
Look toward me, where the camera is.
Show your fear, You hear somethinge.
What is it? You're two frightened
children, travped in a lonely house
by these brutes., ™hev'!re in the next
room,

The intensity of Griffith's voice compells them to react, forgetting
their initial stagefricht. They do look scared.

Griffith turns to one of the other actors.

GRIFFITH
Elmer, pry oven a window, Climd
into the house. Xick down the door
to the room that holds the safe,
You are mean, "hese rirls are hidinge
thousands of dollars. T™hink what
that will buy...

Criffith hams up his description of the scene with rreat melodramatic
flair. The actor, Elmer, roes throurh the motions with & sinister
snarl on his face.

GRIVWRTTH
Iillian! You hear the door dbreaking.
You paniec! You run and bolt the door!

LILLTAN

(confused)
What door?

GRIFPFRIT™Y
irht Iin front of vou! T Y¥rmouw
there's no door, but pratevd thera

is. "lun to the telephone...
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Lillian is catchine on., There is no telephone either, but she
gﬁete?gs there is. FRElmer keeps making threatening gestures from
e side.

GRIFRPITH .
Start to use the televhone.
No one answers. "You realize the
wires have been cut, Let the
camera see what you feel. ™his wav.
Fear! VJMore fear! Look into the camera.
Now you see a gun coming through a
hol? in the wall., Look scared, I tell
vou!

Griffith raises the intensity of his voice, working the girls into
a frenzy,

GRIWFITH
No, that's not enough. Girls,
hold each other. Cower in the corner.

Suddenly, ~riffith pulls a gun from his vest pocket and takes a
step toward the pirls. He starts firing the gun in the air.

GRIFFIT™H
I'm poing to pet you!
I'm rFoing to get you!

Terrified, the girls start instinctively scurrving around the room
tryvineg to met away from Griffith., He pursues them, firing the gun
in the air.

Just as suddenly, he stopbs and puts the pun awav.

The girls are hidinyr underneath a table, with their hands covering
their heads, "™he other actors chuckle in amusement as the girls
finally dare o look out,

Criffith is smiling at them, pleased,

GRIYFITH
Cirls, you have f'ine exoressive
bodies and rood instincts. I think
I can use you, if you would like
to work for ma, VWould vou like to
work for me?

The rirls crawl out from under the table, trying to resain their
composure - rather wonderstruck by the whole thine,

LILLIAY
‘'e wvould have to talk to our mother
first,
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FRIFFI™Y
I can use both of vou and vour
mother as extras todav - for which
vou will be paid five dollars each.
That 1s, unless vou have other
engacsements.

LILLIAMN .
Oh, well no. We have no other
enzacements,

GRI®®ITH
Tood. Bobbvy, show our new actresses
to the dressing room and have them
outfitted for the theater scene.

Robbv shows the girls off down the stairs. Griffith srabs Xate
Bruce and starts whirlinz her around in circles.

GRIFFI™Y
C'mon, Rrucie, let's dance.

The older woman enjovs doinz a few turms with D.W. He supplies
the music, improvising ta-da, ta-da, tada's to waltz time.

The CAMERA MOVES IW on MARIFRITH'S TACE as thev dance. We hear the
music of his mind bhecome a realitv as mplaved bv a dance hall orchestra,

The CAMERA PULLS BACK to reveal Griffith waltzine with a pretty
vounz woman. Thev are but one of several couples waltzinz on a
small revolvine dance floor in a turn-of-the-centuryv New York
dance hall. The small orchestra vlavs to the side.

Criffith's dancing partner is one of- the recsular dancers from the
dance hzall. The other girls sit together at one side of the hall
waitine to be asked to dance, ™he voung men mill about at a distance
lookine them over, A sien reads "10¢ a Dance".

ks Nriffith dances esrandly around and around, his eves catch sight
of a woman in her earlv 30's who is standinz imvatiently at the side

of the revolvine floor trving to get his attention.

Griffith finishes his dance and escorts the rirl back to the waitines
area, He then lets the revolvine floor bring him around to the
woman who has been waitines for him. It is LINDA ARVIDSOMN GRIFFITH,

his estranged wife.

GRIFFITH
Would you care to dance, Linda?

LINDA

(terselv)
T would care to sit derm 2074
discuss business,

This is one woman Griffith cannot charm.
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Linda turns and leads Griffith to a booth where they can sit and
talk in relative privacy,

X LINDA "
(suddenlv looking fGriffith in the eves)
David, I don't suppose there's
any chance of us getting back
together...

Griffith shakes his head and looks off toward the dancers. This is
painful for hinm.
GRITFITH

Linda, Linda, we've been throush this

so many times., The arsuments...

the fights...

(he looks back toward her)
You drain me of my enereay,
I can't do my work.

LINDA
Ves. You're married to vour wark, edk,
I need more nonev. 1 understand vou're
negotiating new coéntracts,

I

GRIWFIT™YH
I wouldn't
forget my oblimation to you, Linda,
You're still my wife,

LIVDA
You foreot agbout me quick enouch
evervy time some new little girl
came into the company.,

GRIFFITH
The camera is cruel, Linda,
It demands yvoung faces,
It's not like when we were on the
stage torether. You've never
understood the camera and what

it demands.

LINDA
It's not the camera that's cruel,
David,

GRIFFITH

I have to be faithful to my vision.

LIY DA
And that's more immortant than
pein~ faithful to rour wife?
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Criffith cannot arzue with her anvmore. Ye remains silent. But
Linda will not stop. She is too wound up in her accusations.

LINDA
Ves, I know.....please don't start that
argain, Linda. Ye both arreed to
" sevarate and not divorce.

An actress herself, Linda plays out the arpument, actinz both sides.

LI!DA
How very convenient for yvou, David.
You and vour little girlfriends.
Free to dallv, but not to marry.
Be discreet and avoid scandal.
e wouldn't want a scandal, would we?
Mo. A scandal would ruin vour career...
and my sogrce of income,

Suddenly, Linda's tone chanres from accusine to wistful.
LIMNDA
Your career,..your vision...
David, vou've left me behind!

She looks at him once more, then buries her head in her arms on
the table. Griffith sits quietly, his forehead to his hand.

The CAMERA MOVES AWAY from Griffith and Linda, back into the dance
floor, where the waltz music arain takes over, and the dancing
couples block our view of Griffith and Linda.

FADE OUT
FADE IN
INT, BIOGRAPH STUDIO - DAY

Lillian is gittine in front of a window, playing with a kitten.
She is all innocence and charm.

e PULL BACY to see that the window is a prov, vart of a set in
the Biosraph Studio hall, Lillian is about to be vhotoerranhed

for the first time, "here is a lot of hustle and bustle going

on around the set, but she is oblivious to it, '

Off to the side, Mary stands watchinz Lillian with great curiosity.

Griffith is beside the camera talkiner with his cameraman, Billv
Pitzar,
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GRIFFIT™YH
What I would like to get is
a halo of light around her head.

BITZER
A halo.

Yeavy-set in his earlyv 40 s, BITZER feigns disgruntlement whenever
Criffith mentions sonethinz new. He is a great mechanic, and always
looks on the practical side of thines., He's a comedian.

GRIFFITH
Yes. I think we can do it by
shining the light in from behind
her, like sunlirht.

BITZER
(mulling it over)
A halOseso»

GRITFITH
Why don't we just move the light
behind the the window and see what
happens.,

Bitzer is still mulline it over. He's about to say "a halo" again,
but Griffith beats him to the punch.

GRIFFITH
Yes, a halo.

BITZER (slow and deliberate)

I've figured it out...
and it can't be done.
Iff ya move the light behind the window,
va might get a halo, but va won't
see her face.

(as if reciting from his own special textbook)
If ya shine the lirht toward the camera,
the face goes dark on the film,

GRIFFITH
Vell see i vou can't come uvp with
something, Pilly,

Griffith turns back to Lillian.
BIT7ER
5 (mutterine to himself)
Next he'll want little winss of light.

We CILOSE IM to an INTIMA™E 2-SHOT of Lillian and Griffith as
Griffith rives her his instructiorg feor the scene,
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GRIFFITH

Now Lillian, you are no longer just

one individual girl - vou are no longer

just Lillian Gish. For me you must be

the essence of all girlhood. You must

have the wonder, the curiosity, the

reserve, and the trust of every girl

. everywhere,

From the side, Mary strains to hear Griffith's every word to Lillian.
An anger grows in her - she has heard Griffith's seduction before.

CRIPFITH

(to Lillian)
Iemember, this is not the stage, where
the audience may be far away and not
able to see what you are doing,
The audience is as close to you as the
camera. As close as I am.

LILLIAN
What should I do?

GRIFFITH
Don't worry about what you do.
Don't try to act. All you have to do
is feel what T ask vou to feel, and
the camera will see what you are feeling.

Lillian listens intently, hvpnotized by his voice.

GRIFFITH

(continuins to Lillian)
ow in this scene, Bobby will be
gseeing vou for the first time. It
will be love at first sirht,.
But you must be every rirl, evervwhere,
and every boy who sees this moticn
picture will fall in love with vou.
This is what vou mist becomne for me,.

Do vou understand?

JTLLIAY
Yes.

CATFFI™H
Good. Then we're going to shoot it.

Griffith roes back and stands beside the camera. 4e nods to Pilly,
and Billy starts to handerank the camera.

OTFFITY
ow Lillian, you are dlaving with
the kitten,



20.

Lillian starts playing with the kitten again,

GRIFFITH
(off-Screen)
Now Bobby comes into the room.
- He sees you. Bobbv is standing
risht where the camera is.
. llow slowly, ever so slowly, you
raise your eyes and see him.

Lillian shyly raises hereves to the camera. She is indeed a lovely
vision of idealized Victorian girlhood.

Mary watches, sizing up her new competition. Now she turns and
quietly leaves the set.

We CUT TO a CLOSE-UP of Lillian, as she gazes into the camera,
radiant in her everyzirlness,

CUT TO:

INT. BIOGRAPH STUDIO - A DIYFEREMT SET

friffith is directin~ Farv Pickford and an older man, Charles Failes,
in another scene,

Yow it is Lillian who stands %o the side wa%chine "»iffith rehearse
the performers.

Mary is ir contemvorarv dress and is weariv> a particularlv sillv
and elaborate woman's hat. Mailes vplavs her father in the scene,

AITHATMH
Yow, Mr, Mailes. Vou are a verv
stern father and vou forbid Jarv
to wear this ridiculous hat out in
public. Marv, vou ret verv anepry -
Vou've saved all vour monev %o huv this
hat, and vour heart is set on wearine
it, Yow let's see it.

frircith steps back and the actors rehearse.

M, MATLES
rarv, T forkid vou %o wear that
discrace”ul hat, “You look like
a jezebell!

Farv recoils, tirhtanint har Cigts in determivation, but her face
does not look verv anary,

'”Ar\"

Yall T'm pai-~ vo waan {4
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GRIPPITY
More anger, Marv. VYou're acting,.
Vou don't ‘eel it.

Marv elares at'ﬂri¢Fith, then repeats her action without much chanze.

r{ADV
Well, T'm poing to wear it!

CRIPWI™H
Well Marv, if that's the best vou
can do, verhans we should have Miss
Lillian try it. Mavhe vou're rettfing
a little old for this kind of vart.

Marv flares and shoots back her answer at ~riffith:

MARV
I know just what vou're trvine to do!
You're trvinz to make me jealous.
Well it won't work! Awnd if vou think...

Marv shakes her fist toward D.W. at the camera, ~riffith smiles
and taps Bitzer on the shoulder.

GRITPT™Y
Shoot it, Billv.

Billv starts cranking the camera on Marv, who is now cenuinely
anrrv,

GRIVPITH
Tell her about the hat, Mr, Mailes.

Failes does his line:

MR, MAILZS
Marv, T forbid vou to wear that
disrraceful hat. VYou look jush
like a jezebel.

Farv, the total nrofessional, immediatelv falls into character and
does the scene, usine her real ancer with 7rifeith to do it ri~ht,.

MARY
Well I'm rpoine to wear it!

ARI*PIMY
Yow that's what T wanted,
Tt's a darb!. ‘ow let's get
o with the navht sgevra,
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Mary does not appreciated havine been tricked by Griffith. She
stamps off the set, humiliated in front of Lillian and the rest
of the company.

cuT™ m0:
INT. A TRAIN CAR - MOVING THROUTH THE COUNTRVSTDE

All the Biocraoh plavers and technicians are ridinm the train to
a country location in uvstate Y¥ew Vork.

Thev are in high svirits, like going to a picniec. The women are
sivging a very upbeat version of "Ves We Shall Gather At the River."
Some of the men are playine cards.

Raoul Walsh, a handsome voung actor, is sittinz next to Miriam Cooper,
a darklv beautiful voung actress; thev are flirtins with each other.

Criffith comes walkinre down the aisle from the nmext car. IIunnine
up the aisle and dodeing vast 2riffith come Bobby Harron, opursued
by Dorothv Gish - both screamines wildlv like little children,

Toward the end of the car, Kate RBruce is haovily singins and knitting
away. Propved next to her is a mirror i= which Lillian is tryinz

out a range of facial expressions to see how they look. She makes

a pathetic little smile by usine two fingers to just slichtlv vush

up the sides of her lips., She lets the curiously etherial expression
freeze on her face as she lapses into a reverie.

Griffith takes note of the little smile as he passes by.

GRIFRITY
Vou look like DaVinci's Mona Lisa,
Miss Lillian, with that curious
little smile. I wonder what vou
could possiblv be thinkine?

Lillian jumns at Griffith's voice, surprised, then embarrassed to be
caurht looking at herself in the mirror.

LILLIAN
Oh, Mr, Griffith. I was just
practisine...

ARIFFITH
Miss Lillian, there's a younr
woman in the next car down, with
a new babyv., Perhavs vou should
go sit with her for a while.

LILLIAY
T don't undarstand,
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GRITFITH
Well, if you are going to plav
the part of the voung mother in this
oroduction, don't vou think vou had
better spend some time observing how
a real nother acts?

LILLIAY
The wvoune mother? But I thoucht
Marv was goinz to play the voung
mother,

GRIPTITH
If you don't think you're mature
enoush to do it...

I.ILLIAM
Oh, I can do it, Mr. Griffith.
I can be very mature,

GRIFFITH
I thought so.
(to Xate Bruce)
And Brucie, vou'll nlary Miss Iillian's
aunt. Whv don't you both go look
at the babyv.

KATE BRIUCE
Yes, Mr. Griffith.

Griffith proceeds on to the next car where Billy Ritzer has his
camera apart. He is cleaning and tinkerine with the vieces.

BIT7ER
Yey, Warko, va warma see the new ~ismo
for making those la-de-da blackouts
vou're alwavs buggine me ta do? “mh?

He shows Griffith a black metal iris with movable nlates to make a
circular opening of variable size,

RITZER
Look! We tack it on"mine lieber" here,..
(he is referrine to his canera)
And remember this, I can close it down,,..
(he demonstrates the iris)
Or I can open it uo, Just like me ladyv's
eveball. That's what ya wanted, ain't it?

Griffith is very pleased.
CRIVRITY

Tt's an iris, Rilly., The camera eve
now has an iris!
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BIT7ER
Anyways, it beats trvinz ta do it
with a cigar box! Up down, up down.
Maybe it'll zet vour moneymen friends
off my back for wastinzr film on
+ blackouts,

~RIPFITH
I hope so, Rilly. dave vou firured
out how to do that backlighting idea
vet?

BITZER
There vou ego arain. Why can't va be
happy doing it the simple way, Warko.
Always has to be somethineg new,
something new, WYWhy don't va ever
take a vacation!

GRIFFITH
A vacation! UWhat do you call this
we're on now. A week in the country,
free expenses, the beauties of rature,..

BITZER
Three pictures in 7 davs ain't no
vacation., I don't care if it's
Miami, Florida.

GRIFFITH
Billy, if vou had more than ore dav off
a week, vou wouldn't know what to ¢o
with vourself. What's more enjovable
than makine pictures.-

RIMZER
Drinking beer for one thine.
I can't say ir the oresence of
ladies what the other thine is.

Billv sirnals down the aisle referrine to Marv Pickford who is
hustlinez toward them from the next car., She does not look haovy.

MARY
I've baen looking fot vou, lr. Griffith,

NRIPWIM™H
Well here T am, Mary, How do
the accomodations suit vou?

MARY
The accomodations suit me just fine,
thant vou, But what's the meanin~ o~

this!
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She holds out an Indian costume.

GRIFFI™Y
(feipnine innocence)
WVhy that's your Indian costume, Mary.

. MARY

(sarcastic)
I know that's mv Indian costume,
Mr, Griffith., Rut I thousht I
was playing the yvoung mother!

GRIFFIT™Y
Yo, T've assiened that vart to Miss
Lillian.

MARY

(shaking her fist at D.W.)
Oh, vou'll be sorry, Mr, Griffith!

CRIFFITH

Well Mary, exceot for me, you make
more money than anvone else in this
comoany; and, at your insistence,
vour name and picture are now used
in the companv's anmmouncements.

But as far as I'm concerned, vou're
just another member of the commany.

MARY
Not for long. I think you should
know that I've accepnted an offer
from David Belasco to star in his
production of "A Cood Little Devil,"
T shall receive top billine and
receive twice the salarvy that this
companv vavs me, So this Indian
picture will be the last time that
I will be just another member of your
stock companv, Mister Griffith,

G»iffith seems momentarily taken aback. Then he extends his hand
toward Mary in friendship.

ARTRPT™Y

Wwhy I...I'm sincerely sorryv that vou
will be leavine us, Marv, But verhavs
it is time that vou struck out on your
owvn, You are a verv capable actress,
and I'm sure vou'll be a great success
with NDavid ®elasco, ¥av "od bhe with
vou, T wigh vou well,
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Mary accepts Criffith's handshake, herself moved by the sincerety
of Griffith's statement.

cuT T0:
EXT. A DIRT ROAD - DAY

The plavers are walking down the road carrvinz their suitcases,
still sinrine. Ahead is their destination: a large old resort
hotel on a beautiful lake. The sign reads: Cuddebackville Inn,

Arrivine simultaneously is an open car driven by the hotel owner,
carryine Griffith, Mary, and Billv Bltzer with his camera equipment.
The car is hopelessly overloaded. Dorothv and Robbv hop a ride on
the runnine board as the car chuss and spits its way up to the hotel.

CUT TO:
CLOSE-UP: LILLIAN

She waves her arms about, screaminz, helpless, as the waron in
which she is sitting careens along a country road, cut-of-control.

Lillian wears an early American settler's costume, with bonnet and
ljong dress. She avpears to be alone at the front of the waeon, with
the horses dashing madlv alone.

YJe PULL BACK to see that on the other side of the waron are Pilly
Bitzer and his camera shooting the scene - and a driver who controls

the horses.

Gallopirry un beside Lillian on another horse is actor 3Raoul YWalsh
in a pioneer outfit, ‘e vells to her:

WALSH
Jump! I'll catch you, Jump!

Lillian stands up, hesitates a moment, then leavs toward Raoul's
outstretched arnms, 'le rrabs her, awkwardly pulling her on to the

gaddle in front of him,

walsh hauls his horse tc a atop and lowers the stolid Lillian to
the ground, A car pulls up in which Ariffith has been following.

nRIReIM™yY
Tt's a darh! VNow that's what T
call actine!

ariffith's car proceeds ahead to where the wamon has stopped.

n'?waI-ﬂvJ
MA vou ~e* {4 71l1lv?
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Catching her breath, Lillian looks uv at Walsh in admiration.

LILLTAY
«Mpr, Walsh, I'm so zlad vou're
experienced at doine this sort
of thine, Otherwise, I would
have been scared out of mv wits.

Wlalsh shakes his head, his face vale with frizht.
JALSH
Miss "ish, T've never done this
before in myv life!
Lillian's eves open wide in astonishment.
cum 20:
EXT. A CLIT= OVERHA"RIW:; TUT LAKE

Mary Plickford, in her I»dian costume, stands at the edee looking
nervously down, Tt is about a 25-foot drop into deev water.

Griffith also looks over the edre. ™wo cameras are set uvo below.
Raoul "alsh is opsratine one camera; Bobby Yarron is at the other.

GRIPRITY

Are vou readv down there?
WALSH

Readyv!
BOBRY

I'm readv, Mr., Griffith
Mary turns to 7riffith.

MARVY
I hove vou're readv, Mr, Criffith,
'cause I'm onlv zoinr to do this
once.,

Griffith stevs back to where Bitzer has his 3rd camera set un back
on the cliff,

BIT7%R )
Warko, I hone va got a real good
explanation for va monevmen friends
when thev find out we shot the same
scene with three caneras...
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GRITFITH
Let me worry about that, Billv,
Miss Mary is onlv willine to do

-it once, and I want to make sure
we get it.

‘ BIMZER
Vou'll get it ----three times!

As Bitzer begins to crank the camera, Griffith calls out through
a megaphone: ’

GRIFFITH
Alright Mary, Let's do it!

MARY
(to herself)
This is my last leap for you,
Mister Griffith!

Mary races to the edze of the cliff, as if pursued.
All three cameras are cranking.
She looks around in fear, She is tranved!
*GRITFITH
(throush the mecaphone)
Alright, now, you two - move in
on her! You have her traoved!

T™¢0 very mean looking actors in trappers outfits move menacingly
toward Mary.

GRIFRITH
Alright Marv. JUMP!

fary strairhtens up in defiance. Just as the two men are about to
Z..2b her, she throws herself off the cliff,

As we hear the splash, Bitzer stops erinding and turns to D.V.

BITZER
Warko, she's gone, She swims?
GRIFFITH
(vickedly)
Yho knows.

Bitzer and Criffith exchanre a consviritor's look.

cu™ TO:
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ZXT, CUDDEBACKVILLE INN - DAY

The company is on its lunch break. Thev sit around at outside
tables enjovine box lunches.

Dorothy and Bobby and some of the vouneer children of the compvany

are plavine follow the leader behind a varade of little ducklings

that follow their mother around the gsrounds. The children imitate
the ducks' walk and make quacking noises.

BOBRY 2 DOROTHY
Quack! Quack! AQuack! Quack!

Griffith and Bitzer are drinkinz beer at a table. Bitzer is playing
with a little metal flywheel, that he spins or “he table.

BIT”ER i
So VWarko, when are we going to
stoov fooling around and get rich
in this business? That's what I
wanna know. ''hy don't you get your
head outta the clouds.

But Griffith is not listening. He is gazinz across at the next
table - at Lillian CGish.

Lillian sits alone, her head in the clouds, enjoyinz a quiet moment.
She is aware that Griffith is starinz in her direction, but she
jsn't lettinr on. The sun backlights her as before, giving her a

halo-~like radiance.

BITZER
Hey, ‘arko, the ducks are eating
vour lunch,

Bitzer is not succeedines in petting Criffith's attention.

BITZER
Hey, Yarko, are vou there?

A waiter comes to Lillian's table and spreads out a white tablecloth
in front of hner. ™he sunlizht reflecting off the tablecloth

suddenly illuminates her face.

OGRIFFITMY
mhat's it! That's the answer!

BITZER

What's the question?

ADTERT™Y
Tonk over thern,
(he poimts to Lillien)
Look at her face!
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BITZER
(stubborn)
Whose face?

GRIFFITH
Miss Iillian's!

BIT7ER

Ya, she's very orettyv,

et el |
Bitzer starts plavine with his little metal flvwheel again.

GRITFITY
Yo, the liecht! Look at the light
on her facel

Bitzer looks again at Lillian, slowlyv realizing what Griffith is
talking about.
RIT7ER
The light on her face...

GRIFFITH
Is there enourh light on her face
to show on the film?

BITZw®R
Ya, maybe......But what's doing it?

i GRIFFITY
It's the sun - reflectineg off
the tablecloth.

BITZRR -
(muttering to himself)
Cirarboxes and now tablecloths.

CUT TO:

EXT. LAXESIDE -~ DAY

Lillian, in her settler's costume, holds a young baby in her arms.
The sun is arain behind her, backlightins her., In front of her,
Bobby ard 2aoul 'lalsh hold a white tablecloth, reflectins light onto

Lillian's face,
Bitzer has his camera set un for a shot.

GRIFFITYH
How's it look, Billy?

RIT7ER
Ti¥e *he Mipein lanv,
(he crosses himself)
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GRIFFITH
Let me look.

Griffith looks throurh the lens at Lillian and the baby.

GRIFPFITY
Oh no. Mo, it won't do.

BIT7®R
What's wrong?

GRIFFITH
Mot the lighting, BRilly. ™he
lighting looks fine,
It's the baby!

Griffith strides up to Lillian and takes the baby from her. He
examines the babv closely. Bitzer and Lillian and a couple other
players crowd around trying to see what the matter is.

GRIWFITH
(fully serious)
This baby won't do. It looks
like an old man.

Pitzer makes funny faces at the baby, trying to pet it's attention.
It is a particularlv homelv baby,

BITZER
That ain't no baby -
That's a 40 vear old dwarf.

CGRIFFITH
Where's the woman .from the orphanare.
We've pot to met a different baby,

An elderlv woman hustles over to where Griffith is ranting,

YWOMAN
Why whatever is the matter!

GRIFFITH
I'm sorry, Mrs. Kessler, but this
baby won't do. ™Moo many wrinkles,
Can you get me a different babyv?

WOMANY
(truly puzzled)
Well, Idon't know., I suvvose so.
What kind of baby do vou want?

Lillian can't hold back anv lonmer, She breaks out with a Firrle,
and so doas Robbv, Soon evervove is laurhinc, “»iffith included.

CUT TO:
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EXT., THE LAKE

Griffith is in a boat with a meraphone shouting out orders for a
chase scene involving Indians in canoes.

GRIFFI™Y
Faster! Faster! The trappers
are threatening your orincess!
VYou've got to save her!

Billy is at the front of the lead canoe shooting back at Bobby,
who is dressed as an Indian brave and paddline the canoe with
great determination.

Pehind Bobby are four other canoces, filled with Indians, all
paddling furiously forward. There is a classic ridiculousness
to all this melodrana.

CUT TO:
INT, EDITING ROOM -~ BIOGRAPY STUDIOS - NEW YORX

The cutter, young Jimmy Smith holds a strip of negative up to the
light. Griffith looks over his shoulder.

GRIFFITH
Cut from the canoes, to Mary being
chased on the c¢liff., Keep goinz back
and forth between the canoes and Mary,

CUT TO:
THE COMPLRETED IVDIAN MOVIE, AS PROJECTZD ON A SCREEX (in black # white

Ve see the shot of the Indians paddline the canoes to the rescue,
then a shot of lMary onursued by the two white travpers. We hear
Griffith's continued instructions to his cutter:

GRIFFITH
(VOIC=-0VER)
Each time we cut back to the canoes,
make each shot a few frames shorter,
The cutting back and forth becomes
faster and faster,

On the screen, we see the connleted intercuttine of the race,
leading to the climax where Mary jumps from the cliff,

Mary lands in the water and swims to the shore - just as the canoes
arrive. Mary and Robbv emorace, as the other Indians vile out of
their canoes,

CuT TO:
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The two trappers, tryine to run awav. But thev are quickly
:;rrognded by Indians. They give up, throwing their hands in
e air.

CUT TO:

Lillian, in her settler's costume, wandering crazed through the
Indian teepee village.

cuT TO:
CLOSE-UP: LILLIAM

She flails her arms in the air in grief and rolls her eyes,
She craddles her arms and rocks as if she had a baby - pantomime
to indicate an hysterical, bereft mother,

CUT TO:
The canoes, pulled uv on the shore.

Prom one of the canoes, up pops a little girl, a big smile one her
face, holding the baby.

mITLE CARD: The Reunion.

The 1little girl gives the baby to Lillian, who kisses it repeatedly
in joy.

cuT 1T0:

¥ary and Bobby, arm -in-arm together, silhouetted on the cliff
against a sunset.

IRIS IN TO BLACK.
Iv™, BIORRAPH SCREETING 20Q0M

The lishts are turmed on ir the small Riorravoh orojection. room,
crovded with the assembled members of ~riffith's comvany. Thev have
been watchinz the comvleted Indian movie,

They clav ard cheer, pleased with their new movie. Marv Pickford is
ro lonrer amon~ them,

An electric undercurrent of exciftement is evident in the faces of
the comnany, as Griffith stands in front of the screen and addresses
them:

ANTEOTTY
(*vll of corTidence pnd aunthoritv)
¥ ®riends, I hrave an announcerevwt
to make. T™his is the last motion picture
I will be makinz for the Biograph company.
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There is a hush amons the companv, Thev listen in freat
anticivation.

AIITRITH
(eontinuing)
'T have just sirned an arreement with
Fr. Yarry Aitken of the Peliance-
* Majestic ™ilm Corporation to supervise
their motion nicture productions in
California.

We move from face to face of the membhers of the companyv. Bobby
darron and Dorothy "ish avpear to be listening, but are vlavinz
little foot =zames beneath their chairs; ¥ate Bruce continues her
knitting as she listens; Raoul Walsh, sittine mnext to Miriam Cooper
arain, slivs his hand on to hers.

GRIWFITH

(continuing)
It is my intention under this new
contract to make lonfrer victures
than out little ten-minute stories.
Pictures that take on larcer, more
important subject matters. Pictures
that may rank with the great accomvlishments
of literature and the stare,

"o one is more taken with Griffith's words than Lillian “ish.
She beams with pride o be a vart of this masnificent undertakinzs,

ARIWWITH
Most of you have been with me for
winter locations in California before,
so you know how much more azreeable
the weather and the land there are for
makinre motion pictures. Like our little
motion pictures, California is vounz and
new and full of potential. It is mv hope
that each and everv one of vou assembled
here will join me in makins this move,

Arain the companv spontareouslv claps and applauds Griffith's proposal

The camera graduallv MOVES TM toward "riffith as he stands in front
of the prlowing white screen,

CRIPIITH
It has been mv erowing conviction
that the rentlemen who control the
Biograph Commany have no foresight
into what motion nictures are to
hbecore,
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As the camera moves into a CLOSE-UP of (RIFFITH, we see that he
is completely taken up with what he is saving, He gazes into
space, possessed bv his own vision. The white screen behind him
seems to radiate lirht,

GRIFFITYH
I believe that in our work over
these last few yvears, we have discovered
a new lanruage. The languace that was
predicted in the Bible....the Universal
Laneuace that will reunite the world's
civilizations that were scattered in the
destruction of the Tower of Rabel.....
a totally visual languace that all mankind
evervwhere can understand alike. Our
motion pictures are this universal language.

The CAMERA has MOVED IN so that only Griffith's eves stare out
from the screen. They are hyonotic in their intensitv.

GRIPRITY
We are witnessing the birth of a power
that will make ALIL MEN BROH®RS,....
and END WAR FOREVER,

His speech finished, Criffith remains transfixed by his own rhetorie.

The CAFERA PULLS RACK, revealing the members of the comoany. The
room is absolutely silent; no one quite dares break the spell,

Then someone claps, and quickly thev are all apolaudiﬁe. The
applause brines Griffith back to reality. HYe looks around the room
at his loyal comvany and smiles.

Only Bitzer at the back of the room seems less than overwhelmed.
He nudges Charles lMalles and savs into his ear:

BITZER
That ain't exactly how he told it
to me. What he said to me was:
"Stick with me, and we'll all get rich,"

HARD CUT TO:

AN EXPLOSTO!", sendiwr dirt and smoke sprayins across a
CIVIL WAR BATTLE™IRLD,

A TITLE: "OJAI, CALIFORNIA - 1914"

Ve are in the midst of a maneuvering of troops across the rolling
hills of a Southerwn Califormia landscane. "asses o® hlye “orthenn
troons ard ~rav Confedarate tvpene, on font avd on horsahacz, move
about, "ut there is no actual firhtine, “hesge are preparations for
the battle scenes that will appear in "™he Birth of a Nation."
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Raoul 'alsh, on horseback and wearinz a Confederate officer's uniform,
is giving instructions to a group of Confederate cavalry soldiers.

WALSH
Our siemnal will be two flashes
from Griffith's control tower.

A large mirror used for sending signals is on a rotatine stand, and
is manned by an extra, Sammy.

WALSY

(to Samny)
VYou relayv the messacre to Donald
Crisp's troops on that hill over
there, so his charge will be
co-ordinated with ours,

(to the horseriders)
The explosions will s0 off rirht
where we are now ten seconds after
the sifnal -~ so evervone better
get the hell out of here on cue.

""here i1s a moment of tension waiting for the siemal. The horses
are nervous, readv to bolt.

T™so0 flashes of lisht appear in the distance.

YWIALSH
Alrieht, let's go!

WJalsh turns his horse and spurs it down the hill, brandishing his
sword in the air. The troops follow in a svirited charre.

Alonz a dirt road at the bottom of the hill is proceedins an open
tourin~ car carrying two men in business suits: Yarry Aitken,
Criffith's entrevnreneur, and Clarence Seyvmour, a votential financial
hacker,

“teir car is ripght in the middle of Walsh's chareing troops.

Aitken brinrs his car to an abrupt halt as the screaming horsemen
charre by all around them. One overzealous horseman actually leaps
his horse over the car. MNr. Seymour is startled and thrilled;
Ait¥%en grins broadly.

Aitken and Sevmour proceed alone= the road to what is apparently
the location headquarters - a collection of tents and automobiles
at the center of a flurry of activity. There is a large tower in
the middle, where Ritzer is settince up the camera,

Apifeith is ir 2 makeshift boxins rins, svarrine wuith Tony 0'Sullivan,
a former boxer with a face that has taken far too many punches.
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Aitken and Seymour ret out of their car to watch ~“riffith box.
Griffith is in mood shape, invirourated by his morninz exercize.
He spots Aitken and comes over to the side of the ring to say hello.

AITKE!
Mr. Sevmour, I'd like to introduce
our director-general, Mr. friffith.
Mr. Griffith, this i's Clarence Seymour
of the California Mutual Trust,

Criffith extends his hand.

ARTRRITH
I'm pleased to meet vou, Mr, Seymour.
I hope you'll vardon mv anvearance,
but I believe a man must sweat at least
once a day to maintain his health.
I find that movie wars are almost as
demandine as real wars - so I endeavor
to keep fit to match the vigours of
the dav.

Griffith dresses as he talks, puttine on his white shirt and tie,
his jacket and his wide-brimmed hat,.

MR, SEYMOUR
I can quite understand, Mr. Ariffith,
We have alreadv been throurh the
Battle of Chattanoora on our drive
here this mornine,

GRIFRITH
That was just a rehearsal,

MR, SEVI'OUR
It convinced me,

GRITFI™Y
We're about to do the real thine,
if you want to watch. Vou'll be
able to see it all from here., Yow
I have to ro back to work, It's
been a vpleasure, Vr., Seymour,
Enjoy vour visit., I'm sure vou and
Mr. Aitken have business to discuss.

Criffith proceeds to climb the scaffoldiwr of the tower to join

i} 1 " " !
%%t%gghecél%xelggégrg? ed, sittine banaath a hig black umbrella
GRIFFIT™Y
Ready, Billy?
RITAER

“at? ™me for lunch, “arko?
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L e L
Let's shoot it. Send the sicnal.

ajtzer starts to crank the camera. The mirrors flash the sional.

cuT m0:
EX™. BATTLERTELD

®apoul Yalsh receives the mirropy sisvral from the tower. Fe turrs
to his troovns, wavire his sword.

WALSY
Alriecht, vou bastards! ™his
one's for the monev!

Walsh charzes off down the hill, the others following,

One horsemzan can't =zet his horse under control - it keevs rearing.
Tn the distance, e hear the firing of canmons, the whistles of
live rounds.

In vanic, the horsema» spurs his horse down the hill, just in time
before a shell bursts in an exvlosion,

i . cu™ ™0:
CLOSE-UP: LILLIAY TSH, screamine in terror.

In a 2-shot, we see that she is cornered in a small ~oom bv

rfeorze Siermann - a white actor in blackface - nlavine the "ulatto
heavv of ""he Birth of a "atior," Silas ILvnch, “hev are rehearsing
i» an irterior veriod set.

Lillian is in hvsteria, held cantive bv the Mulatto who vplans to
rave her, As the helvpless virsin, Lillian wears her lon= hair down
in goft curls and a filmv white dress,

STLAS
(Fresturine out the window)
See! 1'v veonle fill the streets!
“ith theam, T will build arn empire,
Ard vou, as mv queen, will sit at nv side.

Lillian withdravg in horror, thean haurhtily:

LILLIAY
lave vou lost vour senses!
Are you mad! Vou will be
horsewhioped for this insolence.

“a leang avd advancas touand han, “ha ynshes to the door and

a trie:
to et out, 3But it is locked! Lo
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SILAS
There will be no horsewhinping,
YWe have the power now.
You will he mine!

He advances toward her arain. She spins around the table, trving
to keep it between herself and her attacker.

We hear Griffith's hichly melodramatic voice directinz the scene.

ARTPRITH (Off-Screen)
The Black Menace takes no heed
to vour pleadinrs, He pursues vou
relentlesslv., Ve will not be
thwarted in his nerverted desire
and lust!

CLOSE-UP: (Criffith's Tace as he directs the scene. His expression
changes from hard to soft as he speaks of the character Lillian is
plaving.

ORIPITH
Poor, sweet %lsinm - flower of womanhood -
Svolls of a ravarire var,
This Dark REvil will prevail.
Yow, you collanse into the chair,
bepeinz, pleadirm, for him to let vou ro.

Cri®fith's tone chanres back to a malefic hardness, his face becoming
28 lustful and cold as hisg words,

ORI PETTY
Silas lunses al hor skirts, oullinge
the hem of her rom to him and
kisgine 4t., “sle 1a f111ed with
revuigion and YWonwror,

CU™ BACY to the scene from behird Lha camera, We see both Lillian
and her attacker plavin-+ the sea o and “riffith and Bitzer at the
camera, Oriffith's volce acaves the soell,

GE17RIMY
Elsie makea a “inal futile effort to
escape, Silas r=absg har and takes her
in his arrms, ¢ hovers over her,
and she fainte 1imnlv backward, losin~
congciousranea,

Lillian faints in the arma o” har attacker,

AHT e TMY
Vea, ™hat's wondannl, Yow von
ma'Y valav a mer .
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riffith leaves Lillian and Silas and walks to the other side of
the fake wall of the set. ™here waits LVDIA, the actress who is
playvin~ Silas's nistress. She is a white woman in black face.

A MAID is on the floor adjustine the hem of Lvdia's costume. The
FAID 1is an exotically beautiful Black girl, about 18 vears old.

Griffith gives instructions to Lvdia for the next scene.

ARIFFITY
''ow Lydia, you are Silas's mistress.
You can hear him in the next room.
He's bereine a white girl to become
his wife - his queen!

Lydia listens intently, but without reaction. Yowever, the Maid,
who now stands a few feet away, reacts with great feeling to
these instructions, perhaps iden+1fv1nF with the emotions more
deevly than the act”ess.

GRIV*ITH
(to Lydia)
You become insanely jealous!
You pound on the door! You
rush in and try to tear Silas
awav from the white zirl,

T™he maid car barely contain herself, Her performance has succeeded
in distractin~ °»iffrith.

GRIFFITH
(to the Maid)
And what night your name be,
my dear?

The maid straicrhtens up, timidly at first, but then with poise.

MATID
T amn Madame Sul-te-'lan.

GRIFTFI™H
(amused and charmed)
Irvdaed, Amd are you an actress?

~

SUL=""E-WA"
"o, sir. T've never acted,
But 1 danced and ganr with Yewlitt's
Minstrels - that is, until they
ran off with the monev ard left us
stranded, So then I rot this here job,

Orifrfith chucktlns at this storv,
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GRI™FITH
Yes. I full well understand
your predicament. I've had that
experience myself.

The whole companv has stopped and is watching and waitine while
Griffith talks,with Sul-te-Wan.

GRITFI™Y
Would yvou like to be an actress?

SUL-TE-AN:
Oh, yes, sir.

GRIFFITH
Pine. I'm sure we'll find manv
uses for vou within the picture,

Griffith secretary, Agnes VYeiner, interrupts:

SECRETARY
Mr. Griffith, Mr. Epping is here.

Griffith's face becomes somber. He turns to Bitzer.
GRITRFITH
Mr. Bitzer, vrepare to shoot the

sequencé. T shall be back in a
moment .

Bitzer throws up his hands in mock desperation.

2riffith walks off the set.
cuT ™0:

EXT. STUDIO
Griffith meets Eppinz just outside the studio.

EPPING is a smallish man in a business suit and derby hat., It an
effort to overcome his small size, he exarzerates everything comicalll;

GRIFFI™Y
Did you get the navroll monev?

Zpning moans and wrines his hands,

EPPTN
Oh I'r, Criffith, the worst has
happened, T™he worst! There's
no money for the pavroll, There's
no monev for anrthive! Aitker's
haetzers hava -ithdravm their suvrort.
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GRIFRI™Y
Misht T ask the reason?

EPPIV:
Aitken says vou're not half finished
vet and alreadv vou've svent more
monev than “hev usuallv spend on §
pictures! ™hev rot cold feet!
Aiken raised the monies vou've been
svendine for the vast week himself,
But he's run out of resources too.
There's no -ore monev!

GRIFTTNY

(refusire to join in Bopinz's hvsteria)
Is that all?

EppIV:
IS ™HA™ ALL, he asks ne!

GRIFFI™Y
I muess T'11l have to raise the
money mvself.

DISSOL''% T0O:
A BRASS BAND, trvine to” vlav "Dixie."

"he band consists of a make-shift croun of old men and little bovs
dressed up in soldiers' uniforms to look like a marchine band. But
thev are no more musicinns than soldiers. Thev keev rehearsing,

but thev can't zet it richt, Tt's drivine evervone on the set crazv,

rpifrith is stagine the scene where the South marches off to war,
Crowds lire the street throuch which the Confederate troops will
march in all their rlorv.

All the recular ~ricfith companv plavers are beire used in the scene
eicher as soldiers or as the women, the children, the elderlv, and
the loval black slaves who wave flars and cheer in the crowd.

Bitzer is settinr uo his camera on a raised platform to shoot down
on the street ag the narade nasses, Y“e sinrrs along with the band
sarcastically ags thaev kaen rehearsivr the first bars of "Dixie" over
and over arain, It sounds like a broken record,

RI™7ER

Oh T wish I was in the land of cotton...
Oh T wish I was in the land of cotton...
Oh I wish I was in the land of cotton...

Criffith is moviner amores the nlaversg and extras in the streat
rpiviny instructions arl jokirr with the company,
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Raoul Walsh, in his Confederate uniforn. comes ridins dovm the
street and swoovs up Miriam Cooper from the crowd on to his horse.
Thev ride over to Griffith.

WALSH
How's that for a little action,
Mr, Griffith?

RFRIFFITYH
It's a darb, MNr. Valsh,
We'll use it.

The band strikes another sour note; Walsh erimaces.

WALSH
Mr. Griffith, the band, it...

GRIFFITH
I know, I know. Just pretend
it's "Dixie." You're an actor,
aren't vou.

Walsh rives a soldier's salute and turns his horse awav.

Griffith moves along the street to Madame Sul~te-Jan. She is dressed
up to play one of the loval black slaves in the crowd.

GRIFPI™H
Vell, Sul-te-Wan, and how do vou
like your new career as an actress?

SUL-TEZ-WAN
(all smiles)
I like it jes' fine, NMr. Griffith!

“rom the attention Griffith is giving Sul-te-Wan, he seems almost
to be flirtine. Some of the extras exchanse looks of disavporoval,

GRIWFITY
Perhans in this scene vou become
aroused.,..
(a lorr vause)
«.s by the music and the vaseantrv.
Vou're a dancer - what would vour
reactionr he,

Sul-te-lWan screws her face in concentration on the crivnled "Dixie"
comine from the band and does a few tentative steps to the music,
but the band blows it arain and stovs for a moment. 1In the break,
Sul-te-Yan picks up her own rhyvthm, snappinz her fincers and smiling
broadly., She immrovises a "rovocative 1little hip-swin~ing dance.

“riffith is nleased and anusad,
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GRIFFITH
That will do just fine.

Criffith proceeds along the street to where Mrs. Gish, Lillian
and Dorothy are all costumed to playv part of the crowd Lillian
has disesuised herself to look entirelv different than in her major

role as Elsie,

the Yorthern girl.

GRIFF1''H
Well, how do you Yankees like
playine belles of the Confederacy
for a change?

LILLIAX
Do vou think anvone will recognize
me, Mr. Criffith?

GRIFFITH

( joking)
Why, Miss Lillian, I didn't even
recoenize you mvself, Besides,
the camera is so far away that
no one will notice.

MRS. GISH
(aside to friffith)
Mr. Griffith, the girls and I
would like to invest some of our
savings in the picture - 3300 worth.

GRITTIMY
And how much have yvou saved in
total, IM"rs. Fish?

MRS GISH
3300,

GRIPFITH
I see. I anoreciate your offer
and your confidence in the vnicture,
Mrs, Gish, but vou'd better hold on
to vour savinesg, VYou'd be takine
too much of a risk.

Dorothvy is stomping around ir the backeround with her hands over
her ears trvinr to block out the sound of the band., Lillian keeps
rudeinge her trvine to mak%ea her behave,

Foni~r guddenlr

GRIVFI™H
Don't vou Yankees anpreciate the
rousing melody of "Dixie"?

cones rurnines nn o Oriftith
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EPPING
(out of breath)
He's here, Mr. friffith,
Clune's here!

. GRIFFITH
(confident and calm)
.Does he have his checkbook with him?

Boping waves his arms in desperation.

EPPING
Come, come!

Griffith walks off briskly with Eoping.

Am imposing black limousine sits in the dust. By the open door
stands CLUI'E, a paunchy businessman in a black suit, shuffline his.
feet, waiting and taking in the activity.

Griffith glad-hands Clune and directs him to the camera platform,
giving him a hand up to where Bitzer has set up the camera.

GRIFPRITH
You'll be able to see it all from
here, Mr. Clune, just as vour audience
will see it on the screen., As vou'll
see, this is not the storv of the
Civil Yar that the Yankees tell in their
history books. This is the real story,
as told to me by someone who fourht in
the war and knew -~ Colonel Jacob 'lark
Griffith, my father. ™his is the true
story about the clorv that was the
Southern cause and the tragedv that
befell the South in defeat.

CcLun®
That mav be all well and rood, Mr,
Griffith, But I'm a business man
first and-a Southerner only second.
How can you hn sure that thev'd even
show such a revolutlionary picture up
"orth?

CPIVRITYH
™rue art is alwavs revolutionary,
Ir, Clune, alwavs explosive and
sensational, It's true that this
picture won't meke evervone happy.
Some people will love it; some peonle
will hate §t, ™Mt hoth will Sewawnd
that it be saer, Ay ise murivaggmen
like yourself, Nr., Clune, will take
advantare of the controversv,

(econtinued)
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GRIFFITH
(continuing)
And even thourh vou have the biegest
auditorium in town, vou'll wish vou
had, even a bigerer one to accomodate
the crowds that will demand to see
this picture,

CLUNE
Well, Mr. Griffith, I. don't know.

GRIFFITH
Let me show vou this scene, Mr. Clune,
and then let's talk about it.

Griffith picks up his mesaphone and speaks to the crowd.

ORIPFITH
Alright, Ladies and Gentlemen.
We are going to shoot it now.
Evervone in their places vnlease.
Alright now, soldiers - start the
procession. Let's hear the band!

Bitzer starts cranking, the band strikes up their attempt at "Dixie,"
and the crowd coes wild-with enthusiasm and patriotic glee as the
soldiers move down the street.

As the pathetic plaving of the band reaches Clune's ears, a small
smile cracks his otherwise cold and noncommittal expression. The
worse they plav, the bigger Clune's smile. He chuckles aloud,

CLUNE
Actvally that war music would sound
preat in my theater - with mv orchestra

playineg it.

GRIVFITH
Yes! Just picture those soldiers
marchine to the thrillinz music, playved
by the best orchestra, not only the best
in Log Anreles, but the best in the world!
Your orchestra vlaving Dixie! 'hy it
will tear them right out of their seats!

CLUME
lell, I don't know. ™ifteen thousard
dollars is a lot of money...
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GRIFFITH
Why, Mr. Clune. 515,000, Let's see.
Your theater seats 1000 people -
at two dallars a ticket. two verformances
a day. That's 34000 a day. At that rate,
vou'd make back vour investment in 4 dayvs
and show a sizable profit before the first
week&’ out, It's simple arithmatic.

CLUNE
(becominz convinced)
It certainly does sound good...

CGRIFFITH
You won't regret it, Mr. Clune.
We're going to score this entire
picture with the greatest music
ever written: HMozart, Tschaikowsky,
The ride of the Valkyrie bv Yasner...

DISSOLVE TO:
INT., CLUNZ'S AUDITORIUM - OPEWING NIGHT OF "THE BIRTH OF A NATION"

A fvll piece orchestra is building into "The Ride of the Valkyrie"
by YWagsner,

On the screen, we see the famous "Cathering of the Xlan" sequence
from THE BIRTY OF A YATION. T™he Ku Klux Klan rides throush the
Southern landscape on galloping horses., Both horses and riders
are cloaked and hooded in flowing white costumes, embellished with
crosses.,

U M0

TYE AUDIZEMCE,
Th2 auvdience is in turmoil., Half the people apnlaud wildly; the
other helf boos and cat-calls. Several people are standing, velling
at the screen or at other peonle in the theater,
Rotten veretables are thrown into the orchestra pit, but they play on.

CUT BACK TO:
THY GATHERING O® THE KLAN,

The scene feains momentum, as lone Xlansmen meet at a fork in the
road and ralloo on torether,

CUT TO:
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EXT. CLUNE'S THEATER

A riot is brewinz. A group of black protesters, led by the newly
formed NAACP, are picketing the theater. Their placards read:

UNFAIR TO COLOR=D PEOPLE!
"THE BIRTH OF A MNATION" PEZRVERTS HISTORV!
RACIST LIES!

Peovle start nushing and shovine, A line of volicemen with clubs
try to separate the angry vrotesters from the people waiting in
line to buy tickets. Svoradic fist fights breazk out.

CUT BACK TO:

THE SCREEN:

The Gathering of the Xlan at full cresendo. One hundred KX¥X riders
rendezvous on a hill, then start their ride.

cu™ T0:

INT., TH®WATER

Prom a private VIP box in the balcony, Mrs, CGish, Lillian, Dorothy,
and Bobby Harron are watching the movie., They are all obviously
disturbed bv the turmoil going on in the theater,

Uy TO:

THZ SCREEN:

A scene inside a Southern mansion. A familyv of Whites huddle in
terror, surrounded by Blacks with runs, threatening them,

A black woman, plaved bv l'adame Sul-te-"an, SPITS on a matronly
white woman in derision,

cuT™ T0:

TH%E AUDIEI'CE

Caurht un in the churninz emotions of the movie, a WOIAM becomes
hvsterical when she s=es Sul-te-Yan snit on the white woman. The
woman in the audience starts screaming incoherently, flailine her
arms in the air. The man next to her, her HUSBAYD, tries to lead
her up the aisle to wet her out of the theater,

Tpom her VTP box, Lillian watches th~ hrvsterical woman with rreat

& . ) 1 L0 3 - .
T41¥40» avpueag hergal and leavasg " Hox, Dassinc

curioszity,
jnto the theater lobhy,
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ILillian watches as the hysterical woman is led into the lobby bv
her husband, who is tryines to calm her down.

HUSRAND
It's onlv a movie, Jennv,
d Calm down, It's onlv a novie.

The woman bepins to recomnose herself. Then she spots Lillian
at the other side of the lobby.

Suddenlv the woman points at Lillian accusingly, recognizing her
as the star of the movie.

WOMAY
It's her! 1It's her!
Oh my Jesus, it's her!

The husband has to hold the woman back, as her hysteria overtakes
her again,

Lillian backs away into the shadows.
CUT T0:
INT, CLUNE!'S OFFICE

Criffith is at the window looking down on the chaos that is taking
place in the street in front of the theater. Ye smiles confidently,
slowly beginning to realize the publicitv value of the situation.

From Griffith's POV, we look down on the battle in the street. ‘llews
vhotographers are taking nictures as the nolice separate the vrotester:
from the pveople waiting in line at the box office. We van with
Griffith's eyes as he follows the long line that curls several blocks
dovn the street from the box office.

Lillian quietly enters the office. She slumps down into a chair,
deevly disturbed, Griffith turns to her.

CGRIFFI™H
Are you alrirht, Miss Gish?

CISH

(disoriented)
It's the peonle,..they're reactine
so emotionally,.,™he misic.,.the
violence, A woman in the lobby,
she was hvsterical. She recornized
me. I don't know why, but I,..I,..
it frightens me,

Moved by Lilliav's vulnerabilitv, °ri~fith %neels hafore her and
takes her hands in his,
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GRIFFITH
(calming her)

Yes, I know, I know, Zveryvthing
will be different now., WYe've created
these emotions, and now, for better or
for worse, thev've been set loose,

.and evervthine is chanred. From now on,
our lives, and our loves, will not be
our own. e will be constantly in the
public eve.

The authoritv of Griffith's voice soothes Lillian, In the intimacy
of the situation, she looks up at Griffith, adoration in her eyves.

GRIFFITH
We have given up our private lives
for our art., That is a choice we make,
we of the theater. Our lives become
the images we create - and it is the
imapes that will make neople see.

A HEAVENLY CHORUS from Hadvn's "Gloria" builds over Griffith's
last words, as ve:

CUT TO:
THE SCPEEN: The Evilogue of "THEZ BIRTH OF A VATION"

The orchestra swells with a full chorus of "*loria" as a TITLE CARD
anmounces: "The Coming of Brotherly Love
Into the Halls of Peace'

A mass of humanity kneels on a huge set of stepos, their arms
outstretched toward a superimposed image of Christ. The vision

of Christ remains as the supplicators FADE OUT and a second scene
PADES TY: Flowering fields and happy children at plav, with Christ

presiding over them.

The music ends and Criffith's logo appears on the screen.

There is volite applause as the lights come up. We are no longer
in the larre theater, but in the Tast Room of the White House.

TYn, ‘PHs WHITE HOUSE

mhe President of the United States, ‘loodrow !/ilson has just
watched a private screenins of "The Birth of a Yation", Wilson
sits with Oriffith and a handful of diermitaries and their wives;
the Presidential Seal is seen on the wall behind them.

All eves turn to 'ilson for hWis comment.



The President sits silently for a moment in consideration, then
turns to Criffith.

PRESID®M™ WILSON
Conyratulations, Mr. Griffith,
«  I'm overwhelmed. It's like writing
history in lightning, And it's
all too true.

GRIFFITH
Thank vou, Mr. President.
SUPE2IMPOSED, A MEUSPAPER YRADLTI'® SPT2ALS QUT ®20F TYE SCREEN:

HEADLI M : "LIKE WRITING HISTORY IN LITHPNING®
SAYS PRESIDENT WILSQN

Acain we hear the heavenly strains of Hadyn's "Gloria"accompanvinz:

MONTAGE SEAUEMCE: Overlapping images compete for attention,

(Sound montage sevarated bv Dolbv Sound Svstem)
NENSRITL WOOTAGE: ™he crowds in line for"The Birth of a Nation."

Dolly dovn the line over the excited, extectant faces of the
people in line to buv tickets,

NEUSPAPER HREADLINE: "MIE BIRTH OF A NEW ART POIMiI"

INSE®T: Hands takine in morney at a box office window,
workins as quicklvy as vossible,

CRIWRIT™H, on stare, takine a bow in the svotlight, to
thunderous aunlause from the audience. He introduces
Lillian 7ish, who also takes a bow,

MEYSPAPER YEADLINE: "ALL LOS AVARLES RRCORNS BROUEN
TN UNPRRCENTTED 6-MOY™H RUNM

NEYSTSEL Y00TAY:  “riffith shakine hands with dirnitaries,
posing for pictureq torether, and smilinr into the camera.

CLOSEUP: an angry face in a crowd, screamins at the camera:

18T WACS
Racist birot!

CLOSEUP: fAriffith - mivinm a statement to news reporters:

GRIFFI™Y
"o gav that T am ar ainst “Veowoes
ie 1i%e gaviwe Tlm a~qirgt children,
vhof we in *he South have loved
and cared for all our lives.
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T™he heavenly music turns to troubled, churmine music.

NEWSPAPER HEADLINE: "LIMES AWD RIOTS O BROADWAY
POR YBIETH OF A YATIOMM®

CLOSEUP: , 2nd angry face in a crowd, velline up at the camera:

2ND FACE
It's a deliberate attempt to
humiliate 10 MILLION AMZERICAN
CITIZ=YS and vortray then as
nothing but BEASTS!

CLOSEUP: CRIWFITH - riving a2 statement to news reporters.

RRIFPFITY
I openly admit that it's a Southern
point-of-view. Put no one in this
country is forced to ego into the
theaters where mv motion picture is
plaving,, They ro of their owm free
wiil., '

MAGAZIME YEADLIMNE: "nHS HOMER OF THE MOTION PICTURE"
Griffith is the present
dav Homer of the motion
) nicture,
liotion Picture MNews, dated Mar.13, 191

CLOSEUP: Speaker at the rostrum at a meetiner of the
Patriotic Veterans of the American Civil "ar Association.

SPRAXER
(shaking his fist)
It makes a MOCKERY of the Union
victory in our Civil Var!

CLOSE-UP: CRIFRITH, speaking at a vublic meeting,

CRIWFI™Y
It is a question of the right of
Pree Speech as ruaranteed in the
Constitution of the United States.

CLOSZ-UP: Svnokesnan for the “'.A.A.C.P. .
(we are hearin- hoth speeches at once: Griffith's and
those of his adversaries)

MAACP SPOXFSMAN
We DEMAI'D that this motion victure,
""he Birth of a Nation," be BAVNED,
TOMALIY A COVPRE™SLY 4.

MSUSPAPEL HEADLIVE: "BOSTON CENSORS CUT
"BIRTH OF A NATION""
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GRIWRFITH

(continuing)
For any governing bodv to officially
orohibit this motion picture from
exhibition in the localitv under their
jurisdiction - this is to denv the
cltizens the ovvortunitvy fo exercize
their free choice, to see or not to see
this victure.

NAACP SPOKTSMAM
...baned from exhibition NOW and
TOREVER MORE.,..

GRIFFITH
...this is to take away the freedom
of speech...

NAACP SPOXESMAY
.ssbamed in this town...
In this state...
In this country.

GRIFRITH
™his is censorship.

NEWSPAPER HEADLIVE: "COMTROVERSY BOOSTS CIVIL WAR EPIC =
12 MILLION DOLILAR GROSS*"

CLOSEUP: GRIPFITH, deliverins his speech:

GRIFFITH
The right of free speech ‘has cost
centuries unon centuries of untold
sufferinge and aronies. It has cost
rivers of blood., It has taken as its
toll uncounted fields littered with
the carcasses of human beings. All
this that there mirht come to live and
survive that wonderful thine - The
Povier of Free Svpeech....

MONTAGE ENDS as the CAMERA SLOWLY PULLS BACK to reveal that Griffith
is deliverine this passionate oration not to the heads of state,
but to a small dinner party with the Gishes and Bobby Harron.

INT, GISH HOUSE - LOS AVNGELES - DAY

Griffith is standinz at a bay window with lacv curtains behind him,
backlighted by a sunny day.

We are in the "ish's forral dinirr roon. ™he Adacor is all ir whites
and pastels, and so are the 7ish's dresses. The only contrast is
Griffith himself, who is dressed in formal black.
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GRIFFITH

(continuing)
It was not until the arrival of the
motion victure that the intezrity of
free speech was seriously attacked in
this countrv - - when this new art was
seized by the powers of Intolerance
as an excuse for an assault on our
liberties, It is acainst these powers
of intolerance that we must now assert
ourselves - in defense of this clean and
decent new medium of exoression. Otherwise
we risk losing all our freedoms to an
intolerant few who would regulate our lives,

As Griffith concludes his speech, Lillian and Dorothy, Bobby Harron
and Mrs. Gish all applaud politely.

Griffith sits down at the head of the table,

CRIFFITH
This is the sveech I'll be deliverinz
next week to the Virginia legzislature
during their hearings on the censorship
of Birth. W%What do you think?

BOBRY
It's a smash, lMr, CGriffith!

LILLIAN
If they have anv minds at all,
Mr. friffith, I'm sure you'll
win vour case.

mars, GISH
(offerins a toast)
I'ay God bring you success.

Thev all toast, sipping wine from small crystal wine glasses,

DISSOLVE TO:
EXT, SUNSET 3LVD, - 1915

Lillian a»d Griffith walk elowlv alonrm this quiet, undevelopped
street with its clear vieir of the Los Angeles basin, A lone car
churs by,

‘They pause unier g street si™n and look out at the view - mostly
eitrus traers, OGriffith is inspired:

GRIFPTTH .
Would it male rou hanov, Lillian;
would it do rou justice -
if T were to remil® the splendors
of BARVION for you?
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Lillian, radiant, turns to Griffith with a questionine look on
her face.

LILLIAY
Babvlon?

AIFPFITH
. I'm goine to do it - in mv next oicture.
Our picture, It will be the "reatest
Svectacle ever filmed....

He razes up into the blinding Los Anzeles sun,

ARITPIM™Y
A SUM PLAYV of the ares...
Mhe storv of man's inhumanityv
to man. Rirht over there, Lillian...
(he stretches out his arn)
I shall rebuild Babyvlon...

Criffith sweeps his hand across the landscape, and in a MATCHED WIPE,
it becomes:

TYT BABYLOM STE™, under construction on Sunset Blvd.

ORIFRI™H
(VOIC2-0VER)
...for the story of,,,..INTOLERANCE!

The huze set of Belshazzar's temple and courtyard rises up amid
a flurry of actvity, dwarfing all other buildings in sight.

At the far end of the courtyvard, Bitzer and his camera are being
put into the pondola of a huge balloon attached to a winch.

Bitzer looks un at the contraption nervously. He grumbles to his
assistants:

BIT7ZER
The Master savs o un in a
balloon, so I mo up in a balloon.

The assistants undoe the rone and Bitzer berins his ascent. Bltzer
holds:on for dear life as the balloon sways back and forth in the wind
tipping over the trinod,.

The wind whips the gondola btack and forth., It is all Bitzer can do
to keep his hat on and his cirar in his mouth, Lookine down on the
hure set in construction, the view is dizzying,

RTM2R]
(rreer with zeacicitveeg)
Tolly, folly - a world of Tollv,

CUT TO:
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EXT. BACKXLOT - GRIFFITH'S STUDIOS

The shadow of the risine Babvlon set looms over the smaller
productions beina made bv Zriffith's assistants on the backlot.

Dorothv nish is heins directed in a scene from one of these small
productions, OLD HIINDELB®R?, by vounz, hot shot director John Emerson.
The assistant dAirector and militarv advisor for this picture is

Eric Vor Stroheim. YOV S™R20HETM stands out on the set because of

his apvearance - that of a Prussian officer, complete with ridine
crop and monocle and shaven head.

Von Stroheim stands at the side observins as Emerson rehearses a
love scene in which Dorothy is to be kissed by handsome Wallace Reid.

Reid keeps trvinz to kiss Dorothy, but she keevs turning her mouth
away. Finallv, Reid lets her zo and turns to the director with a
hopeless look on his face. '

EMERSON
Dammit, Dorothy, kiss him on
the mouth!

DOROTHY
(innocently)
Oh, Mr. Emerson, we don't do
such things in,pictures.

EMERSON
: (ominouslv)
Vou'lre goine to do it in this
picture. How 2lse can vou vlav
a love scene,

DOROTHY
In films, we onlyv pretend to kiss,
And with the camera at a distance,
it seems that we do.

EMERSOM
(exasperated)
Dammit! ™his time the camera is close!
And T wan®t vou to kiss hin.
This is the Twentieth Century!

DOROTYV

(noutine)
Mr, Griffith told us we must never
kiss actors - it isn't healthy.

TUINSON
ell the ''n3%er isp't direstine
this piesure. 1 am,
So you “oddam better do it
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DOROTHY
(tears comine to her eves)
I'm eonna o tell Mr, nriffith!

She stamos off the set, but the imposineg Von Stroheim blocks her wav.

voN STROYSIM
* ™he actress does not leave the set
without the vermission of the director!

Dorothy gasps, afraid of Von Stroheim. She backs off and =oes the
other way. Emerson pursues her,

ZME2SON
Dorothyv!

Dorothy pavs no attention. She marches across the backlot, rirht
throuch a crowd of Babhvlonian soldiers carrvinz swords and dressed-
in battle armour.

Pobby Yarron, dressed in a cowbov outfit, is standing on the top of
a roof. Ze spots Dorothv and vells to her:

BOBRY
Hev, Dorothy! Look at me!

Je jumps to the ground richt in front of VFiriam Cooper and Xate
Bruce, Miriam is holdinsg a six-zun in her hands a2nd it goes off
just as Bobby lands. ¥Yabte Bruce puts her hands to her ears and

screans.

Tt's all a stunt for another small movie, this one being directed
oy Raovl Yalsh - who stands beside the cranking camera.

“WALSH
"ow, Miriam - RAI''T!

Miriam falls to the eround.

But NDorothv has seen nome of this, as she narches on oblivious
to what's happenins around her,

Yor does she pay anv attention to DOUTLAS TAIRBAVYS who suddenlv
pons uy from behind a wall in vhat annears to be a suver-human leap.
In mid-air, he tins hias hat to 1er with a flourish.

Dorothv disanpears,and ~“merron cones vacinr after her. Fairbanks
arain pops up behind the wall,

ENERSON
Yav, Tairbanks, which wav 4id she ~0?
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Fairbanks disapnears arains, then quicklr ooos up a third time
off his trampoline. In mid-air, he voints toward the courtvard
of the Babvlonian set.

RATSBANKS
' She went that-away.

CUT TO:
TYE COURTVARD OF BELSYAZZAR's TEMPLE,

At the foot of a seeminglv endless set of steps leading up to the
temple, Dorothy passes a man dressed up as Jesus Christ. She asks
him directions.

DOROTHY
Do vou know where Fr. Griffith
is, Howard?

JESUS CHRIST
The Master is up there.

He points up the steovs.

Griffith is seated 6n Belshazzar's throne, way up at the too of

the stairs, ™here is a flurrv of activity around him: he is
holding court. Lillian sits at his feet, Behind him, the semi-nude
Denishawn dancing troup is rehearsinz an exotic dance. In his lap

he pets 2 habv lion cub.
cuT UP TO:

GRIFFITH.

He is examining in deep concentration the woluptuous SEENA OWEN
who plays the Princess Beloved.

S==NA is made up to the hilt and arrayed in the most exotic and
rerealing of costumes and jewelry,

Interrupting Ariffith's concentration is ALRERT GRIY GRIFFITH,
D.W.'s ineffective brother who now works in the manamement of
the studio.

ALBERT
D.WW. - about the story for the
NEeWSPADErS. ..

GRIFFITH
(paying no attention to Albert)
It's the EYES! The eves see into the soul!
Thev aren!t hi~ evnourh, UYar aveg
mist e YLwige Lhant gize,!
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SERMA OWRYM
Mv eves! T onlv zot one sized eves!

RATeRI™Y
She is Princess Reloved., Tor her,
. half the world was enslaved,
(to TAllian) -

She needs eves like vours, "ish,
She needs vour lomr evelashes,
Isn't there gome wav we could mlue
some lonrer lashes around her eves,
Who could do that?

LILLIA™
T can talk with....the wirmaker?

naTPRTMY
Yes. Ves,

Albert tries acain to ret nriffith's attention.

ALBEIT
D.W., the newsvaners...

But now "riffith's attention has shifted to Dorothy, whe is rurming
un the steps toward him, opursued bvy Emerson.

DOX0™YY
Mr. oriffith! Pp, Apiffithl

She falls at his feet, crvinc and nouting - the svpoiled favorite
child.

nOROTY
Mr. Emerson has insisted that T
kiss Wally Peid on the mouth!
I can't do it. T simolv can't do it.

Criffith vats Dorothv on the head soothinely, paternally, then
looks sternlv at Emerson, ou% of breath from the stairs.

GRIVFI™H
Mow, mow, mv dear,
“hat's this all about, Emerson?

EMERSOM
Tt's the close-un of a love scene, Sir,
How in Yell's name can I shoot a love
scene if the leadinr lady refuses to
kiss the leading man!

ARITRIM™H
Well, Yiss Dorothv, whv is it thak
vou don't vant 5o k¥irs 'r. eid?
Don't vou find him handsome anrd attractive?
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DOROTHYV
You alwavs said it wasn't sanitarv
to kiss actors!

GRIFRIT™H
Well, I'm sure Mr. Reid is quite a
sanitarv and healthy <entleman,
- Miss Dorothv, And while there are
wavs to diszuise doins these thines
so blatantlvy or the screen...

(he glances his tacit disapvroval at Emerson)
I think vou should do as vour director
wishes - as he is the one who must
ultimatelv be responsible for the
picture,.

DOROTREV
(nouting)
Vou mean I have to kiss him?

CGRIFPFITH
Vou must do as the character vou are
portravinz dictates - ard “ollow the
instrvctions of vour director.

Dorothvy is hurt, but she vpulls herself together with this dismissal.

DOROTHY
Yes, VMr. Griffith,

Alvert opens his mouth to ask Griffith about the newspaver again,
just as Bitzer comes bharging in, uvset over his trials with the
balloon,

BIT7ZER
It's no good, Warko! - ahen, I mean,
Fr. ~riffith, TIf man were meant to
Tflv, fod would have given him wings,
Not balloons.

OGRIFFIM™Y
lell, we've pot to met the shot.
How ara wa roine to do 1it?

friffith turns to “merson. 'Mile “merson is under "“riffith's
supervision, he is also rounrer potential comvetition; and 2riffith
doss not reallv like him and his new ways.

GRIVWI™H

(sarcastic)
“a, Wmerson, von're so ~ood at
coni»m up -ira =ev ideas about how
motion pictures snould ne made —-
perhaps you have a sugrestion on
how this shot can be done,



61,

EMERSQOM™
What is it vou want to do?

GRIFRFI™Y
I want to start out there --
(he points to the balloon at the
other end of the court)
hirh above Babvlon, lookines
down on the whole set. And then,
simultaneouslv, I want to move in
and dowm, ending on a closs-uv
here on these stevps. VWe've been
trvinr to make the shot from that
balloon, but [r, Bitzer doesn't
seem to think it can be done that
way.

Emerson seems to be thinkine it over for a moment, then grins.

EMERSO
Well, vou could alwavs build an
elevator in a tower, to ro un and
down. And then put vour tower on
a train, to null it in and out.

This surgestion is meant to be prenosterous and those around
Sriffith chuckle at Zmerson's joke. Put not Griffith. -

GRIFFI™Y )
T see, Mr. Bitzer? How long
would it take you to build me
such an arrangement?

BITZER
I think Mr. Emerson was jokine,

GRIFFITH
Perhavs, Rut I'm not. I think it's
Just vhat we will do. Put the camera
on an elevator, attach the elevator to
the front of a tower, and out the tower
on some train tracks.

Billy shakes his head in exasveration.

BI™?RR
Out with the balloon; brins on the train,

GRIFRIMTH
Thank you, Mr. Smerson. Mhat's
a valuable contribution. Vou can
ro bhacl to warle o» vour owr nicture
row, , "lasg of course vou have
some more supcestions on how T
should shoot mine.
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Emerson scratches his heé& and takes Griffith's dare.

EMERSON
I do sorta wonder if, in all these
Jwonderful sets, the vast scale of
thines isn't roine to dwarf the
verformnances of your actors?

NRIFRFIM™Y
I don't know, Mr. EZmerson, but
somehow I suspect that if T succeed
with this experiment, next wvear vou
and vour cohorts will doubtless he
doing the same thing vourself -
inasmuch as you seem to have adopted
all my other innovations. Now, if
vyou will excuse me....

Griffith rises from the throne and turns to the dancers behind him.
Albert leaps at his chance and hands CGriffith a piece of vaver.

ALBZERT
™he story for the newsvavers -
all T need is yvour okayv.

Griffith looks at the paper and sichs with boredon.

GRIFFITH )
Sets...dancers,..extras...

(handing the paver back to Albert)
Oven vour eves, Albert, See, Hear.
Weel. Look arourd vou. Are these
ordirnarv dancers? '"o, ™hen write:
the ternsichorean majestv of the world
renown Nemishawn dancers, T4's all
hiFger than 1life, ‘'rite it tha%t wav.
Paint vpictures with words. ZExtras?
Thousands of extras. Sets? ™hev
reach uo into the skv., U»rderstand?
Then release it to the voress.

Griffith turns and walks back into the swirl of the Dewishawn
dancers - Aressed in their revealing dianharous costumes.

A varticular voun~ dancer, CA™OI NENPSTRR,  maneuvers herself into
~riffith's path and directs her dance svecificallv toward him. 3he
succeeds in canturine his attention.

Caurht un in the spirit of the moment, Nriffith grabs the attractive
Aancer's hand and guirls hen anound, nimickine some of the davnce
Lroun'ae ghonn,
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The other dancers stop and aovvlaud "riffith's athleftic attemots
at exoressive dancing.

Lillian watches Criffith dance with Carol Demoster, with envvy in
her eves, as if to sav, "I wish it were me in vour arms."

FADE OUT
TADE IY:
EXT. BABYLOM SE™ - DAV

A towver has been construnted with an elevator on its face and
mounted on a flatbed train car, with tracks covering the distance
throurh the courtyard of the set, up to the steps of the temvole.

Evervone is in place for the execution of this unvrecedented shot{

triffith walks to the tower in a deep concentration, like a general
about to direct an armv,

T™he elevator is at eground level, with the camera set and readv.
Bitzer stands waitino at the camera. Lillian sits at the oot of
the camera. In the backeround we hear the hushed murmurs of the
thousands of extras involved in the scene.

friffith stevs up onto the elevator platform and -ives the siecnal
to Von Stroheim - who is the assistant director in charee of the
mechanical movements of the tower.

™io men start crankine the elevator unvard, and the platform slowly
rises the heirht of the tower. Lillian holds on and looks uvo at
friffith worshipfully. From their point-of-view, we see the rsrourd
drop awav helow them.

The nlatform rprinds to a halt. Bitzer focuses his camera on the
huze set that spreads out bhefore them.

BI™7ER
Camera's readv,

nriffith picks up the telavhone throu~h which he will direct the
scene,

ARIFPIMY
‘la'nra raadv un hare, Mr, Yor Stroheim,
Have the action berin,

CuT ™0:
TON STI0UETY, as he erankg the nhone o relav the messara,

Q7T STROHSINM
Mr, Oriffith is ready. Berin the action.
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MONTANT:

The orders are relaved to the various esrouvs of extras on the huge
set, as the feast scene is activated. YWith each egroup, we hear
the noise and voices grow and build to a crescendo.

At the bottom of the stevs, Raoul Walsh lifts his mesavhone and
calls out to the courtvard:

WALSH
Actors ir the courtvard -
Regin your action!

We see the activitv in the courtvard bezin. Walsh turns to the steps:

YALSYH
Actors and dancers on the steps -
Regin your action!

"he Denishawn dancers start their rhvthmic movements up arnd dovn
the steps.

Another assistant director stands on the right wall with a mezaphone:

3D ASSISTANT
Berin your action!

"he gemi-nude Virgins of the Temple of Sacred Puritv be~in their
orey.

Another assistant on the left wall 1lifts his megaphone:

4mu ASSISTANT
5egin vour action!

The soldiers on the hirh walls move their chariots alon= the turrets.

On the main stare above the steps, a Sth Assistant =ives his command:

§™ ASSTIMAMN™
Let the feast begin!

Belshazzar and his Princess Reloved (wearinz her false evelashes)
and the other revelers at the nain table, dig into the lavish spread
of food and Arink,

CU™ BACK TQ:

GRIFFITH, in the tower. ‘'/e hear the roar of the crowds below him. .
Ye speaks arain into the telenhone:

CSITITIW

Mp. Von Stroheim, Berin the descent!

CUT T0:
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Hands lower the elevator ropes.

vON STROYEIM
Slowly, slowlv. Watch vour marks!

Von Stroheim turns to the men lined up at eithér side of the Tower,
to push it alone the tracks in toward the action.

VON STROHEIM
Torward now! Yeenp it smooth!
Schweinhund! Do as you were told!

‘Je see the tower begin to move along the tracks.
CuU™ BACK UP 70:

GRITFITH, at the camera, as the dual movements inward and downward
begin, ,

We CUT ™0 WHAT THE CAMERA SEES:

FRPOV OVERY=AD, WE SEE THE THOUSANDS OF COS™UMED PEOPLE DANCING,
CHEZRIYWG, AMD REVELING I ™HE SPECTACULAR FEAST AND ORGY SCEME
BTLOY, TH% CAMZRA MOVES SLOWLY INWAID TOWARD TYZ ACTION AT THE
mOP OF THE ST™EPS, MOVING SRADUALLY IN TO THE LOYWG TABLEZ THAT IS
mYyE POCAL POIVT OF ALL T4E ACTION. ™YW SHOT EMDS ON BELSHA7ZAR,
AS HE S="DS A ROST ™0 HIS PRTNCESS RBELOVED AT M43 QOTHER =D OF
mug TARLE, PIACIM: THE ROSE IN A MINIAT™URE CHAXTO™ DRAWN BY ™JO
HARYESS®ED YWHITE DOVES.

FADE OUT
FADE IY
IMT. STUDIO CONWEREYCE ROOM

Aitken's business office is a dark, smoke-filled room, in browns

ar~ ochers, A rroun of investors ard bankers in dark business suits
sit in larre leather chairs about the office, smokinz cimars and
listening in grave, intense silence as Eoping reads finincial fizures.

EPPIYN
Banquet hall scene for the feast
of Pelshazzar: 3250,000,
Jeweled costume worm by Prinrcess
Beloved: 137,000,
Pavroll, four weeks at 312,000 a
week: 48,000, '
Salaries to dancineg girls at
Belshazzar's feast: 520,000,
Pavroll for extras at 28000 per
waels: LR 000,

(continued)
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EPPIVG
(continuine)
Buildineg construction and costs
of materials: ?300,000.
Costumes and uniforms for 18,000
soldiers: 3360,000,.

Finished, Eppine sits down, Aitken stands and takes over the report:

ATITKEY
These are the total expenditures
to this point. ™he nroduction has
not vet even finished shootinz, not
to mention editing, costs of orints,
and exploitation. At mv estimate,
the final cost will be in the
neirhborhood of 351,900,000.

There are gasvs from the assembled investors: "Incredible!™
"Outrageous!" "Tom foolery!"

On the other side of the room in a larese chair sits Criffith.
He says nothins, He remains composed and confident. latching
disdainfully, he lets the others say what thev will.

On Griffith's right sits his lawyer, ¥R, BAVZHA®, an elderly
rentleman of old world honor. On Griffith's left sits his brother
and manarer, Albert Grey Criffith.

1ST IYVESTOR
And to think I fourht to put monev
in this venture!

2ND INVESTOR
lMr. Aitken, are the monies available
for the completion of this vroduction?

AITKEN
lo sir, they are not.

3RD INVESTOR
I, for one, shall not put up another
dime, Mr, Ailtken, you have allowed
this aituation to ret out of control.

hth 1'™'E5™0%
ot only that, it is mv understanding
from our last meetinz that MNr, Griffith's
intent was to release an 8-hour motion
picture. From our contacts with kev
exhibitors arournd the country, we have
found out that, withous excention, everw
ex"i%itor han adane-+1v rajpgte” “ha
idea of rumninr a picture in two L4-hour
installments on separate evenings -
as economically unfeasible.
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574 IMESTOR
They insist that it be cut to a
length that can be shown in one
evenine,

AITKEN
In summation, Mr. Griffith, vou
have continuouslv refused to heed
anv of our misgivings regardinz the
feasibilitv and continued financine
of this picture. And we, the
orincipal investors, are no longer
confident that anv victure, resardless
of its evic masnitude or artistic
value, can hove to recoun the kind of
financial outlav that vour methods of
production require,

There is a nervous silence. All eves turn to Criffith. UYe rises
from his chair and looks down at the assembly.

GRIFITY
Gentlemen. I full well understand
your concern over these expenditures,
as businessmen. But vou are obviously
not men of vision. It seems only
vesterdav that I suffered these same
aresuments during the vroduction of
""he Birth of a Nation." 'hat victure
has since made a number of vou, and
- countless others, millionaires,
Yevertheless, I have instructed mv
good friend and lesal advisor,
Mr. Ranzhaf here.,...
(he nmotions toward Ranzhaf)
...to make available all mv personal
profits from "The Rirth of a l'ation"
to complete our wmew victure - thus
relieving you rentlemen of further
responsibilitvy, Turthermore, I have
taken the libertv of havine Vp, Banzhaf,
as my lawver, draw un for each of vou
a personal note of mv indebtedness for
the sums vou have invested, and I have
affixed my sisnature on each of these.
I assume that these ruarantees will
allay your collective anxietv. Yow, if
vou will kindly excuse me, I have a

motion pnicture to complete.

Griffith turns and walks out the door,leaving the investors with
their mouths open in amazement,

CUT 703
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EXT, BABYLON SET - EYENING

Griffith walks from the financial meeting alone throuch the
entire lenesth of the now deserted courtvard of the RBabvlon set.
As he walks, the noise of the crowds replavs in his mind.

He walks up the long steps to Belshazzar's throne. He turns and
looks out over his set, then slowlv sinks into the chair,

From Criffith's POV, we see the hizh walls of the set as a full
moon shines dovm, and the imagined noise in his mind subsides to
the actual quiet of the set.

Suddenly, he hears a small voice from behind him:

VOICR
Mr. Criffith, are vou alright?

GRIFFI™H
Huh? Who is that there?

Sul-Te-"Jan emereges from the shadows. She wears a long flowine
velvet cape with rold brocade trim and a scarlet turban covering
her hair - part of her costume from beinz an extra in the Babylonian

sequences,

SUL-TE-WA"
It's me, Sul-te-Yan,

She appears to Griffith like a mystical NBabvlonian princess - a
vision from his owm imagination.

GRIFFITH
Yhat are you doing here abt this
time of nirht?

SUL-TRE<JAN
T often come here - after evervone
else has left - and watch the sun set.

She roes to the edre of the stens and look%s out over the vista of
the empty set,

SUL-TE-WAY
I ret these feelines ~ like I'm
very old - soneone from out of the
past. Like a Queen, and this is my
kingdom,

Griffith coughs, breaking the spell., Sul-te-Yan laughs at herself.
SUL-"Ta"TAY

Tt'!'s jes' a thine I do -
like dreamin',
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Sul-te-Wan turns and looks at Griffith., He looks tired.

SUL-TE-WAN
Mr. Griffith, have you eaten today?

CRIFFI™Y
Mo. Mo time for that.

. SUL-T3-'YAN
No time for eatin'! Whv, Mr, Griffith,
vcu need someone to take care of yvou -
workin' all the time like this., What
you need is a good, home-cooked meal.
And I'm goin' to make vou one -
somethin' to stick to vour bones.
Some good fried chicken, buttermilk
cornbread, some black-eved peas with
fatback, ard a mess 'a greens., Now
how's that sound!

Griffith smiles, his mouth wateringe.

GRIFFITYH
Sul-te-Wan, you know just what
a man needs.

SUL-TE-WAM
You come on over now, and I'm
gonna cook!

GCRIFFITH
It's late., I don't want to put
vou to anv trouble,

SUL-TE-1JAN
Oh, it ain't no trouble. TIt's as
easy to cook for two as it is
for one.

GRIFFI™Y
Hmmn. How do vou usuallv get
home at nizht?

SUL-TRYAY
Oh I usuallv takes the trollev,

CRIWRITH
WYhy don't vou wait for me in mv
car, and T'll drive vou home. And
then I think I'll take vou uv on
vour kind offer of hospitalitv,
It's been a lonr time since I've
had sone rcod 3Soutierw cookine,

Thev walk off into the shadows together.

CuT TO
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INT, ZDITINC R00M

fvervone is workinz late, Iillian, with editors 20se and Jimmy Smith,
1s suvervisine two rows of vounr xirls who sit at desks, cutting

and solicine film. “here are no moviolas, Rvervthing is done bv
hand. Strios of film hanes everyvhere,

friffith enters.

LITLLTAMY
How did the meeting po0?

ARIPRTITY
It was as bad as I feared.
By the wav, Mr, Ranzhaf will be
issuinz a suarantee note to
¥ou, vour mother, and NDorothv
to cover vour investment.

LILLTAY
We don't need any guarantee.
We're oroud and delirhted that
you let us invest, ‘e only wish
vou'd taken our 3300 for "Bipth,"
because, if vou had, we'd all be
rich now too.

Sriffith vauses, weary, and looks at the ever loval Lillian with
appreciation. Then his thouchts o back to Sul-te<lian,

ARITPIMY
I'm roinm now, fish, GCould vou
Pos3ibly stav and see that todav's
cutting is finished oronerly,

LILLIAY
Of course,

CRTPRTNY
You knovw what to do., “ou're the
onlv ore I can really trust.

Lillian lowers her eves, “onored to have Criffith's trust. Criffith
turns to leave,

rRTHRTNY
Tomorrov, we'll work on the
Huruenot sequence torether.

Griffith leaves and Lillian roes back to work.

SUY Mmp
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EXT., STUDIO - NINHT

Ariffith walks to his nurvle Mercedes. Sul-te-lan sits waitings
for him in the hack seat.

Griffith rets in beside Sul-te-Yan, and the chauffeur drives them
off, the headlishts flashing into the camera,

DISSOLVE T0:
™0 BIF VELLOW =VHS, staring out of the darkness.

The eves belons to a biz black cat. As we vull back, we see that
the cat is on a table, nibbling at the remains of a fried chicken .
dinner for two. The only light is from candles, which are burning
low.

Ve are in Sul-te-Wan's house. It is small, dark and mvsterious,
cluttered with relirious and occult objects. There are cats
prowline around evervwhere,

The camera moves throurh the house in a DRTANMLIKE NOMTAGY:

We follow the black cat as it oroceeds toward the bhedroom, It
sniffs around a chair, .where Griffith's hat and coat have been
discarded. Throursh the onen door to the bedroom, a warm light
rlovs, Yafts of incense smoke are in the air,

The cat walks into the camera, its eyes armain filline the screen.
DISSOLVE TO:
SUL-TE-YAN's EVES, as she nulls away from the camera, a faint

smile on her wet lins., Her back to the camera, she oulls a wrav
around her naked shoulders, then disappears into the darkness.

Griffith lounres arainst the pillows on the bed, a euvhoric mlaze
to his eves, He wears a Chinese kimono. A cat jumps up on the
bed and purrs, OGriffith strokes the cat lansuidly.

Sul-te-Yan reannears, sittine down on the edere of the bed. She
smooths out a place on the asnread between them.

GRISFI™H
What are vou doine now?

His voice echoes in dreamlike ripvles.

SUL-"RB!/AN
I'm roins to read vour cards.

, AQIPPI M
My cards?
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Sul-Te-Wan ritualistically shuffles a deck of Marot cards. She
sets the deck on the smoothed place between them.

SUL-TE-YWAN
Cut them.

Griffith cuts Ehe deck in two. Sul-te-Yan rejoins the two stacks.
She slowly turns over the top card and places it in front of Griffith.

A disturbed look crosses Sul-te-Wan's face.

SUL-TE-WAV
(dispassionately)
T™he Tower.

Griffith looks at the card with curiosity. It pictures a tower
being struck bv lichtrning and two people falling from its height
through the air,

SUL-TE-WAN
It is the card of Downfall
from rreat heirlits. llan strives
too high; he challenzes the Gods,
and is ounished for his arrozance.

PLASH CUT: The tower from which Griffith shot the Feast of
Belshazzar,’

cuT T0:
INT, THEATER LOBBY -~ NIGHT

Griffith lurks nervously alone in the lobby of a theater in which
INTOLERANCE is being shovm. e hear only light avnlause from
within as the movie ends.

The auvdience starts to exit past CGriffith. He eavesdrovs to pick
up a sense of their reactions. Their voices sound distorted and
disembodied.

1S™ VOICY
It's svectacular, sure. PRut what's
it all nmean?

AN VIRL e RSN
fan you believe that fuv snoring
all the wav throurh!

3D VOIC®
Franklv, I wish we'd just cone and
seen that lMary Pickford movie and
had some “u», "oo intellectual for me.
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Criffith follows the last peovle who strargle out into the street.
A few people are at the box office buvine tickets to the next day's
performance.

Sriffith's attention focuses on a young couvnle who are looking at
a vnoster advertisine "Intolerance" as "a Colossal Spectacle" and
"A Sun Play of the Ares."

Suddenly, a newshoy comes running down the street.

NIEWSBOY
xtra! FAxtra! War in Eurone!
Nead all about it!

The younre couple, with great concern, buy a copv of the newspaper,
Criffith watches as they hurry off down the street, forgetting the
novie.

Disturbed, Griffith steps back into the shadows.
CUT BACK TO:
TUE TARQOT CARDS:

As Sul-te-='lan slowlyv vplaces another card on the bed cover in front
of Griffith.

It is the Kniprht of Swords, victuring a youns man in armor, riding
a blaclk horse, his sword drawn.

SUL-TE=WAN
Var!

cuUT™ T0:
Irm, AQVERNMTMT OFWICY - DAY

Griffith site opposite a minor government reoresentative, listening
in silence to more bhad nevs,

OFFICIAL
The President has asked me to convey
to you his personal best wishes,
Mr. Criffith., But he will not be able
to intarvene in this case of the
censorship in Baltimore of vour motion
nicture, Intolerance.

There is disappointment in Criffith's face.
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OR=ICIAL

(continuing)
Franklv, Mr., Criffith, given the
conditions of imvendins international
conflict, the vacifist doctrine that
you advocate, while certainly adnirable
and inspirines, runs contrary to the
feelinrs of the people. Thev are excited
by this war, and our entrv is all but
inevitable. 'e in rovernment are just
beginnine to recosnize the rreat
provazanda value of films. Thus, eiven
the current volitical reality, we sinply
cannot endorse your filn,

There is a long silence as Griffith gravelv realizes the horrible
realities that oppose him.

GRIFFITH
T see.

CUT BACK TO:

THE TAROT CARDS:

As Sul-te-lWan slowly, fatalistically, layvs another card in front
of Griffith.

It is the Ten of Swords - picturins a man lving dead in a pool of
blood, ten swords piercing his body.

g SUL-TH-JAT
De“eat, desolation, material loss...

cuT TO:
INT, BANZHAR!'S LAY OFRICE - MY VORk.

As in the last scene, Griffith sits in gloom, hearing more bad news,
this time from his lawver, BRanzhaf.

BAM7HAF
As you nust be aware, T'm afraid it
has become obvious that "Intolerance"
will not ear» back but a small fraction
of the morev that has been invested in
it - a debt that vou have personally
assumed.,

GRIYFIT™H
That, sir, is a matter of honor and trust.
I gambled with other people's monev, and T
lost. 1low I suvpose it is time for me to
var the mniner,
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BAYZHAR

Therefore, it's my feeling that the
offer from I'r, Zukor is a good

solution for you. Mr. Zukor will

provide funding to produce your future
pictures in exchanre for the distribution
rights. VYou will retain owmership of the
pictures, and the money thev generate

can be vut to vavineg off vour debts.

aRIPRTIMH
I've been avproached by the British
War Office to vroduce a proparanda
victure in supvort of the Allies. It's
arainst mv convictions, but nerhaps I
should hear them out. Anyway, I should
like to get away, and I could use the
opportunity of the London ovening of
"Intolerance" to observe the Var firsthand.

CUT 70:
THE TAROT CA2DS
As Sul-te-!lan lavs a fourth card in front of Griffith.

It is the Six of Swords, picturing several hocded fifures in a
boat as it is poled across still waters.

) SUL-TR-WAM
A journey by water...

CuT 70:
EXT, THE BOARDING DOCK - EW YORK HARBOR

Mrs, Zish, Lillian and Dorothv, and Bobby Yarron are saying
poodbve to Griffith as he boards a bhoat for EZuropne alone.
This is not a havoy moment for anv of them. There is a note
of melancholy in Griffith's voice,

GRIFFITH
Perhaps I was dreamine tc bir a dream
for one man. I was reach g out -
stretchine bevond my talents, I was
tryinr to sav somethins for the whole
world, Mavbe it's not vossible.

The first lcadings whistle blows, Griffith looks upon his loyal
friends with great affection.

CRIFFITH
T'11l be in contact +with rvou ron
Io»ion ag 8500 as I Yrow what v

next film will be.
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GRIRPTITH
(continuine)
I know you must be worried about
vour own futures. I can onlv ask
that vou not sign anv contracts with
others companies until vou hear from
me.

BOBRY
. Yes, sir, Mr. Griffith,

Griffith shakes Bobby's hanrd.

LILLIAY
(holding back the tears)
You can count on us.

The final loading whistle sounds, and Criffith turns to board the
boat. Mrs. Gish embraces hin.

MRS, GISH
Mayv God grant you a safe
journey, Mr, CGriffith.

Griffith kisses Dorothy on the cheek. She is in tears. Then he
turns to Lillian and hands her a parcel wrapved in newspaper.

GRIFTITH
This is all I have in the world.
Will you keep it safe until I return?

Lillian nods ves, too choked up to speak. Griffith embraces her
and gives her a kiss on the cheek.

He turns and walks up the plank alone.
CUT BACKX TO:
THE TAROT CARDS:
The final card which Sul-te-l/an turns over is the Queen of Swords.

SUL=TE=YAY
Royaltv, honor, commission...

DISSOLVE TO:
INT, BUCKI'GHAlI! PALACY - MTAHM
A gala reception is in prorress, after the Command Premiere
of "Intolerance" attended by Yin~ George and Queen l'ary, the Rw0val
Family, key vpoliticians and dignitaries and London hizh society.
In a lonr ghet, ith rreat romn and cerercrr, e see 2 recention

1i»a rMere Grifeith, tna ~u=st o nonor, is presented to the Hing
and Queen, He bows and shakes hands. Ther consratulate him,
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Griffith moves from diegnitary to diesmitary about the floor
gladhandin= peovle and exvounding on art and current affairs.
Formal music is vlayed by a small orchestra. ZElegantly dressed

people are dancing.

Criffith is talking with Prime Minister Lloyd George and War
Minister WWinston Churchill,

CHURCHILL
There do vou get the stories for
your notion victures, lMr. Griffith?

GRIFFITH
Vell, my stories come from various
sources, lr, Churchill,

. CHURCHILL
I'm somethinz of a writer myself,.
Perhaps some of mv stories would
make interestineg films...

Lloyd George lausghs and cuts hin off,

LLOYD CEORTE
Hear him out, Mr, Criffith,.
Bv all means, hear him out,
The governnent would welcome
any diversion that mirht keep
lMr. Churchill out of mischief.

They all laugh, but CGriffith's attention is wandering.

CHURCHILL
History will decide, Kr. Prine
Minister, what is mischief and
what is accomplishment.

Criffith's eye is travelline over the onulence of the surroundings:
the chandeliers, tavestries, elerantly rovmed and bejeweled women,
the music and the dancinr,

But his pgaze keens returninm to one woman in particular, the
beautiful Lady Diana [lanners, who is standine nearbv with two
other. vionien waiting to be introduced to 7riffith. Churchill takes
note of this,

CHUIRCHILL
Fr, Griffith, mav I introduce you
to Ladv Pacet, Lady Laverly, and
Lady Diana lManners.,

Criffith exchar~es nleasant»ias with the ladies,
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NRIPFITH
The ovulence of the Court‘is surpassed
onlv by the srace, charm, and beauty
of its ladies., !'lould that I could capture
that beauty with mv camera.

The ladies love Criffith's comvliments, They titter in smiles.

LADY PAGIT
(flirting)

Perhavs such an affair could be arranred,
Mr, Criffith - if you were to brins your
canera to nmy estate one afternoon for tea,
I think vou would find many willina
subjects for vour vhotosravhic studies,

DIAYA HMAMNNERS
Yes, what a marvelous adventure that
mircht be. Ve are all so thrilled to
have such a distincuished Anmerican
artist in our midst. I for one would
be honored to be at your service.

The music berins arain, and people drift into waltz-time across
the floor,

GRAFRITY
(to Diana lianners)
Then perhans vou would honor ne
with a dance, Ladv llanners,

DTIATA HANNEZRS
I'd be delighted.

Criffith and Lady HMNanners whirl off into a sea of dancers.

In the middle of the dance, several of the lights are suddenly
extinruished and the drapes drawn, It is an ATIR RATD,.

But the music continves, and many continue dancine, Criffith and
Ladv l'anners drift out to a large balconv to observe, ‘0 one seens
particularly unset - the old ®ritish stiff-uvper-lip tradition.

In the distance, searchllghiis pierce the night, searchins out and
11luninatinr a “ennelin high in the sky.

Ve hear the sourds and see the flashes of anti-aircraft fire; then
the explosions of bhonbs,

1ST BRITISH GENTLEMAYM
Rawther noisy tonirht, isn't it?

2N BIIMISH AILEMAY
Yes, rathar,

FADE OUT
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FADE TIY
INT. VICTORIA STATION

Griffith is awaitine the arrival br train of his comvanv from
the States. All around him are soldiers devarting for the war,
and others, wounded, arrivins back from the Continent.

Throush the rate come Dorothy and Robby, followed bv Lillian,
Mrs. Gish, and RBillv Bitzer, luezine his camera vossessivelv.
They exchance jovful ereetings with CGriffith and rather their
lurrage tocether,

A troup train is arrivine simultaneously. The sights of bandared
and bloodv men, amvutees, and paraplegics add a sobering note to
the Griffith reunion. The soldiers are beins met by wives and
mothers in emotional exchanses. Tragedies abound.

Mrs. Cish stands transfixed, tears streaming down her face in
compassion,

CRIFRITH

(to Lillian and Dorothy)
It's only in wartime that emotions
are caucht off-guard. You want to
be actresses, but vou've never lived.
Vou don't know what life is all about.
T hopne vou mavy never arain have such
an ooportunity, but since it is here,
I don't want vou to miss it, You must
come vack here and studv these veople
and their tracedies - for these are
the emotions that vou nust draw on
for our new film,

As thev are walkine from the station, a Woman's Corvs volunteer
strides past them with a pronounced, shoulder-swineinm, nasculine
swagrer, Mriffith grabs Dorothy's arm to direct her attention to
this amusin~ wav of walkines,

Dorothy, ever the clowm, follows the rirl for a way, imitatin~ her
walk and exarreratine it. The others watch in anusenent.

Dorothy turns and struts back to Griffith,

aRTITNIT™Y
I"iss Norothv - It's a darb!

cu™ T0:
EXT. LADY PAGET'S ESTATE - DAY - MONTACGE

. —
Ui fPith and “iczan have rhedv ganera sa% un on the lawm and are

takin~ fornal shots of” ~rouns of society ladies in beautiful cowms.
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But it is Lady Diana Manners who is receiving most of Griffith's
attention. Thev plav croquet torether, then walk together throuch
the formal mardens. They listen to chamber music while takings tea

under a2 lawvn umbrella,

Ritzer keeps to his camera, and we can tell from the exvression
on his face that he does not have mueh patience, havins to wait
around while Griffith flirts with Society.

Griffith looks throuch the camera at a close shot of Lady Diana
Manmmers. She smiles at him throurh the lens,

DISSOLVE T0:
CLOSE SHOT - LILLIAN - INT,. HOTEL ROOM
Lillian gazes out the window in a sad melancholy.

Mrs. Gish understands what is wronem, She comes over and sits
next to Lillian, stroking her forehead.

KRS, GISH
I understand, darling.

LILLIAY
(holdins back a tear)
Understand what, Mother?

URS, GISH
You love him, don't you.

Lillian breaks into tears. She sobs and sobs, *he dam breaking
loose. IMrs. Tish holds Lillian's head to her breast and tries %o

confort ner.

LILLIAN

(throvrh her tears)
I'm so worried about him, Mother,
He!s bheen so chan~ed since "Intolerance,"
And now, instead of thinkinr about the
nev picture, he spends all his time with
those society »neople., I don't know whv
he brourht us over here in the first place!

MRS, GISH
I know, darlinr, It isn't fair,.

LTLLTAV
Sonetimes....sometimes I think he
doesn't even know I exist., He thinks
I'm just one of those little ga-ra
bables that hs nales ms nlay. Vell,

i - ] T -
~ wot! Tim a vioma» nov,
104 '3
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M3S, GISH
Yes, vou are, darling, And when we
ret to Paris, I'm roing to take vou
to all the nost famous couturisrs -
Poiret, “Jorth, Lanvin - and we'll
buy you and NDorothy the most beautiful

‘Paris zowms, and there won't be a man

in the world who won't see that mv
daughters are two of the nost elegant
vounr ladies on any continent...

DOROTHV
Lillian! lMother! Look what we found!

It's a 1little Pekinsese puppr.

Dorothy runs over to ILillian and hands her the nupoy,
laps the tears off Lillian's face.

LILLIAY
Oh, hello, little pupvoy!

MRS, GISH
It's awfully cute, Dorothy, but T
don't see how we can keep 1t

noroTyy
Oh, but we have to!

ROBBY
The lady that ave it to us said
that there's a new law in London
that you can only have one dos to
a household,..

DOROTHY
«++850 if we didn't take it, they
were zoing to have to put 1* avav

ROBRRY
/e saved it's life!

LILLIAM
(tO tha dO”)
'mat's vour nane, little ladv?

DORO™T
It's name is Chu Chin Chow,..

“n o

mat's Chirers!

DOROTHY

... And 1t's a bork

Suddenly, Dorothy

which promptiy
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MRS. GISH
I don't know how we'll be able
to take that little dog with us
wvhen we leave. There are so many
rules and rerulations about
travelling with nets.

BORBY.

i Oh, Mr., Griffith could take care of
that, HYe's an imvortant man, and they
wouldn't bother us if he told them
it was alright.

Lillian hands the punoyv to lrs., Gish.

LILLIAN
Look, lother, how can you say no,

The nuvnpy licks Mrs, CGish's face also.

MRS, GISH
(to the puvov)
Oh, alrisrht. I guess you've found
a home.

DOROTHY
Mow do vou think we'll all turn
into those little old ladies who
alvayvs ret so silly about their
lav-dogs?

KRS, CISH
Hush now, Dorothv. Don't even talk
about such things!

Griffith, followed by Bitzer, now strides into the room through
the door lef't open by Dorothy and Bobbyv,

MIPFIT™Y
Knock, knock. May we come in?

Griffith is all dressed up in coat, tails, and tophat and has
vrobably had a counle of ¢érinks, He's in a jolly mood,

Chu Chin Chow jumms from i'rs,Cish's lap and barks away at Criffith.

ARIPFITNY
Goodnass, what have we here?
Have you hired a watchdor:, lrs, Gish?

Griffith vicks un Chu Chin Chow in his hands.
nARIVTMY
Sav now, hat are vou barikinrm at me
for, little fellow. Do you take me
for a burglar?
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The ouppy quiets down and becomes very friendlv. Griffith has a
way with animals, just as he has 2 way with women.

CRIFFITH
I thought so, just a bluffer,
DOROTHY

2 His name is Chu Chin Chow and he's
our new mascot.

BOBBY
You can get him throurh customs for
us, can't you, Ilr, Griffith?

GRIFFITH
lell, Pobbv, as a matter of fact,
T have sone papers with me here that
vill get all of us not only through
customs, out anvwhere else we mavy
want to go here and in France.

Crifrith takes out the pavers and shows them to the Gishes, who pass
them around, innressed.

GRIFFITH
You will notice that ther are all
signed by Prime Finister Lloyd George
himself, 1In fact, I just now came from
the Prime Minister's office at 10 Dorming
Street. The Prime Minister has arranzed
for me to go to the front lines in France
to nhotograoh real scenes of the war.
And I'm taking vou all with ne!

3o0bby and Dorothv jump up and dowm with excitement,

CRIVFITH
So pack your bars, because vou're
all goinr to cross the Channel tonight,
I've made all the arrangements., Ilir.
Bitzer will escort you, and I'll meet
vou at the “rand ‘''otel in Paris
tororrov nipghs,

LILLIAN
(somevhat reticent)
Houw are ou roinr to ret to Paris,
Mr, CrifTith?

GRAIFRNTTH
I'm poing to flv!

DISSCL7=E 70:
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AIRPLANE VIEW OF A FRENCH BATTLEWIELD - DAY

Below us, World War I rages on amidst smoke and explosions. (Stock
footage).

Looking down on this scene from an observation plane is Griffith,
wearing goggles and a flying suilt.

The small bi-plane lands at a French air©ield. Griffith gets out
and shakes the pilot's hand.

GRIFFITH
Marvelous! But it all seems so
unreal.

PILOT

I assure you, Sir; 1it's all too
real down there,

To accentuate the truth of his comment, the pilot puts his hand
through a hole that a bullet has torn in the fabric of the wing
of the plane.

GRIFFITH
I must see it for myself.

CUT TO:
INT. GRAND HOTEL - PARIS - NIGHT

Griffith, Lillian and Dorothy, Bobby Harron and Mrs. Gish, carrying
Chu Chin Chow, have just arrived at the hotel. They have checked
in and a porter is taking their luggage.

Griffith is upset:

GRIFFITH
How can I shoot without Billy!

LILLIAN
It's his German name, They wouldn't
okay his passport,

GRIFFI™H
Hogwash! Billy is an American!

LILLIAY
They sald they'd assien you their
best military cameraman.

Mrs. %ish, looking truly wearv, interrupts:
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MRS GISH
Children, I must excuse myself.
The Jjourney has quite exhausted me.
It's all so frightening. You may
go on, but I'm going to say goodnight.

They all say éoodnizht. Mrs. Gish follows the porters with their
bags up the stairs.

- DOROTHY
(to Griffith)
We had an air raid on the train!

LILLIAN
Yes, and we both got seasick on
the channel.

BOBBY
I'm too excited to go to bed now!

GRIFFITH
Good., Then follow me.

They exit back on to the street,
EXT. GRAND HOTEL -~ NIGHT

.

Paris is blacked out, but the moon is full, illuminating the streets.
The sounds of guns firing are heard in the distance.

Griffith, Lillian, Dorothy and Bobby exit the hotel.

GRIFFITH
And now, my children...

(a dramatic pause)
If you wish, I will show you
vhat the most beautiful city
in the world looks like with
only the moon above it. You
may never get another chance
to see it 1like this. When you
come here in future years, the
lights will be on, God willing.

Criffith offers his arm to Lillian., She takes it, loving the
romance of the gesture, Bobby and Dorothy also walk hand-in-hand.

MONTAGE, as they walk silently along the Seine, down the landmark
avenues and boulevards of Paris, across bridges, past its great
monuments and fountains, ending at the cathedral of Notre Dame.

They enter the cathedral and stand in awed reverence as the morning
sun streams in throurh the stained zlass windows.

FADE OUT
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FADE IN
EXT. SMALL VILLAGE OUTSIDE PARIS - DAY

Griffith is leaving Mrs, Gish, Dorothy and a few others of their
make-shift company at a school house., A nun is busy herding the
children into a stone building, 5

GRIFFITH
(to Mrs. Gish and Dorothy)
Walt for us here. You'll be safer.

Griffith and company are being driven in two open military vehicles,
escorted by a handful of French soldiers.

Griffith rides in the front truck, together with his French Army
cameraman, a driver, and two soldiers. Griffith wears a French
uniform. In the second vehicle are Lillian, bundled in a heavy

coat, and Bobby, wearing a French private's uniform, another soldier,
a driver, and some props and equipment,

ghgitgo military trucks drive off, leaving Mrs. Gish and Dorothy
ehind,

CUT TO:
EXT, FRENCH COUNTRYSIDE - DAY

They drive through the bombed-out ruins outside Paris, near the
front lines-of the war. The sounds of bombardment are now quite
close., Lillian looks around at the rubble and destruction in
awe and silence.

They are stopped at a military roadblock. The officer in charge
steps forward demanding to see their papers. He has no intention
of letting them pass.

FRENCH OFFICER
Halte! Vous n'allez pas plus loin
8l vous n'avez pas vos papiers.

Griffith hands him his papers. The officer notices Gish in the
second vehicle,

FRENCH OFFICER
Mals qu'est-ce qu'une femme fait ici?
(Wwhat's a woman doing here?)

The officer looks at their papers, They are the-special top
priority permits and documents signed by Prime Minister Lloyd
George, with the seals of the Prime Minister's Office, the British
War Dept,, and the French War Dept,
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FRENCH OFFICER
Inoroyaple! Soyez prudents. Vous
seraiz 2 ported de l'artillerie!
(Amazing! Be careful. You will
be within range of the artillery!)

He salutes nn& signals to let them pass, shaking his head in
disbelief as they drive past.

As they drive on, the bombardment appears closer and closer. They
are approaching the front.

They stop in a bombed out village, at some trenches near the remains
of a farmhouse. Some French troop are resting there; wounded men
are being treated.

From Lillian's POV, we see another officer run up to Griffith's
car, gesticulating that they must be crazy. The high-level papers
are again shown., The officer shrugs in disbelief and walks away.

Griffith gets out ef the front car and comes back to Lillian and
Bobby .

GRIFFITH
We're going to shoot here. Some
troops are scheduled to arrive from
the front lines across that field,
I want to film them, While we're
walting, I want to do a scene with
you, Lillian., We must work quickly.

Griffith rushes back to where the cameraman is setting up his
camera by the trenches.

Feeling the tension, Lillian gets out of the truck. She takes off
her coat, revealing a ragged peasant's outfit., In the rearview
mirror of the truck, she dishevels her hair. The strain and real
danger of the situation make it easy for her to get into the frame
of mind of a victim of the war,

She moves to where Griffith is working with his cameraman.

GRIFIFITH
Lillian, I want you to emerge from
the barn, You're looking for Bobby,
Maybe he's in these deserted trenches,
The war has destroyed your nerves.
Your mind is gone. You wander aimlessly
‘through the trench, You fall down.
You don't know where you are or what
you're doing.

Suddenly, a shell whines throuzh the air and explodes in the
middle of. the field right next to them. On the other side of the
field, French soldiers appear and start running in their direction.
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Oriffith sees the soldlers and orders the camera moved to catch
the action.

GRIFFITH
. Quickly! Move the camera here!

Everything becomes chaotic. Things happen very fast. The
cameraman turns his camera on the open field and starts cranking,
as the soldiers run toward them for safety.

We hear the whine of several more rounds coming down. Terrified,
Lillian is in a state of confusion and panic. Everyone runs around
looking for cover, not knowing what to do.

The officer shouts orders telling everyone to get down:

OFFICER
Couchez-vous! Tout le monde, couchez-vous!

Everybody drops, including the cameraman., But Griffith remains up.
He grabs the camera and starts cranking it himself.

Shells explode close by. Debris is thrown over them.

The officer gets back up, rushes to the head of the embankment
and tries to yell to the soldiers in the field to go back. He waves
his arms frantically - as we hear more rounds coming.

OFFICER
Retournez-vous! Retournez-vous!

The soldiers do not hear the officer's warning and continue running
toward them. The shells explode in the middle of the soldiers.
When the smoke clears, there 1s nothing left - all have been blown
to bits.

Griffith stops cranking the camera, horror on his face. His hands
drop from the camera. He turns to the others,

GRIFFITH
My God!

In shock, everyone slowly rises from the ground.

Lillian staggers toward Griffith, tears streaming down her face
in hysteria - like the character he had only moments before described
to her, She collapses in his arms, erying.

The officer walks over,

GRIFFITH
I'm sorry. I'm truly sorrv. I...
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OFFICER
You should leave.

GRIFFITH
Yes.,

Holding Lillian to his'side, Gfiffith walks her back to the vehicles.

The cameraman grabs the camera. The others quickly follow. They
get into the vehicles and quickly drive off.

CUT TO:

EXT. SCHOOLHOUSE - DAY

As Griffith and his vehicles arrive back at the small village, we
see that the village has also been bombarded.

Where the school had stood before, there are now only smouldering
remains. People are running around trying to extricate the bodies
of the children from the rubble., The bodies of the children are

lined up on the street.

Griffith, in the lead vehicle, still holds Lillian, comforting her.
When Lillian sees that the school has been bombed, she tears herself
from Griffith and jumps out of the vehicle before it stops.

LILLIAN
(screaming)
Oh my God! Mother! Dorothy!

She runs frantically through the chaos. She bumps into 2 nun
carrying a dead child., Lillian backs off in horror, getting the
child's blood on her hands. .

She runs into the ruins where the school used to be, searching for
her mother and sister.

A portion of a stone wall crumbles, almost hitting her. She searches
frantically.

LILLIAN
Mother! Dorothy!

Beyond the destroyed schoolroom is another portion of the building
still intact. She hears Dorothy's weak voice:

DOROTHY
Lillian! Over here, Lillian.

Lillian rushes toward the sound of the voice. She finds Dorothy
and Mrs. Gish huddled in a corner. Dorothy is erving. Wraoped in
a blanket, MNrs, Gish is in shock, She stares glassy-eved into space.
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As Lillian and Dorothy attend to their mother, Griffith slowly
walks up to them, Lillian looks up at Griffith.

In Griffith's eyes there is guilt for what he has subjected them
all to - all for his motion picture.

GRIFFITH
We're going home.

FADE OUT

END - PART I




LILLIAN GISH



D.W. GRIFFITH
Part 2
WHERE LOVE ONCE WALKED
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EXT. NEW YORK DOCKS - DAY
TITLE: "New York - 1918"

Griffith and his company are disembarking from the ship that has
brought them back from Europe. They are greeted by a group of
reporters and Mr. Banzhaf,

Lillian and Dorothy walk with Mrs. Gish down the plank, avoiding
t?e reporters. Mrs. Gish still seems shattered from the trauma
of the war,

REPORTER
Mr. Griffith, what can you tell
us about the war in Europe?

GRIFFITH
Gentlemen, real war is not a
glamorous adventure, and never
again shall I portray it that way.
Real war is frightening and horrible.

Griffith turns away, for once in no mood to hold court with the
press. The reporter calls after him.

REPORTER
What are you going to do now?

GRIFFITH
My company and I are returning
to California to finish our picture.

Griffith makes his way to the waiting cars. The Gishes are driven
off in one car. Griffith gets in the second car with Banzhaf,

FADE OUT

FADE IN:
EXT., RURAL STREET, PAL! TRET LINED - DAY
TITLE: “Los Angeles"

Ariffith drives up alone in his Mercedes. He parks in front of
a small cottagze. It is a cheery 1little house, surrounded by flowers
and trees,

Griffith knocks on the door; and Sul-te-Wan, wearing only a bathrobe,
opens the door.

SUL-TESWAN
Mr. David, vou're back!
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She gives him a bie hug.

SUL-TE=WAN
Come on in!

Griffith enters, ™he interior looks quite different than before,
boots on the floor and a hat hanging on the wall - evidence of the
presence of n man,

GRIFFITH
You've made some changes,

SUL-TE-WAN
Vesser, lots 'o changes.
I went and got myself a husband!

She shows him her wedding ring. Griffith's face cannot hide a
moment of disappointment, but he quickly brightens up.

GRIFFITH
Well I'm very happy for you,
Sul-te-Wan, I guess I've been
away a long time.

SUL-TE=VAN

vegser, it's been a long time.
Why don't you jes' sit down here
and I'11 put a pot o' coffee on...
an' we can possip,

(she puts on the water)
An'I pot some fudge-cake here that's
just right out of the oven,

Grifrith sighs and sits down, appreciating the warmth of her
welcome, He still feels at home here.

GRIFFITH
IT'va baan trying to round un some
o th~ old company, but they're all
mavirys their own pioturcs now .,
ranul YWaleh, Von Stroheim - all my
pstors aro directora now, And Mae Marsh,
pirian Zoooer o« their names are up on
KLen mArQUoan,

SNLTR-VAN

mrnt a1l rot them jobs 'cause they
wrirved with you,

She brings him n i@ of fudge-cake that no one could resist,

‘ SUL-TE-WAN
TATATE TMke rold In thie town
[T thev worked with vou
that =n%e0 'sm {mportant, '

»h
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GRIFFITH
Even little Mickey Neilan - he
used to be my chauffeur - now he's
directing Blanche Sweet in 6-reelers.

: SUL-TE-WAN
This town's just gone movie-mad!

GRIFFITH
And how's your career going?

The water is boiling. Sul-te-Wan turns to the stove to prepare
the coffee.

SUL-TE-WAN
Oh, there ain't much call for black
girls in the movies these days.

GRIFFITH
You'll always have a job with my
company, Sul-te-Van.

SUL-TE-WAN
No. Thank you, Mr., David, but I
don't think thas' in the cards for
me. 'Sides, I've been thinkin'
'"bout gettin' nice 'n fat an!
havin' me some babies,

She brings over the coffee pot. Griffith takes a small cloth-covered
box from his pocket and places it on the table for Sul-te-Wan.

GRIFFITH
I met an old woman in a shop in VWales -
I think she was a witch. Anyway, she
sold me these cards...

Sul-te-Wan opens the box. It is a very old deck of English Tarot
cards,

GRIFFITH
s .8nd she told me that I should make
a favor of these cards - to a dark

woman - someone who could read the
mysteries of the apes and see men's
destinies,

Sul-te-Wan's fingers move over the ocards,

SUL-TE-WAN
These cards are very old, very old.
They got mamic in them,
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Griffith watches, fascinated with the ritual of her manipulation
of the cards.

She lays the .deck on the table in front of Griffith.

SUL-TE=WAN
Cut them.

Griffith cuts the cards.

Sul-te-Wan rejoins the two stacké. She turns over the top card
and places it in front of Griffith.

SUL-TE-WAN
The Six of Cups.

The card depicts two children at play among flowers in a garden.

SUL-TE-WAN
This is a card of memory, Mr. David.
It looks back to childhood, when
things were simple and happy...

Criffith seems suddenly inspired. The camera moves in toward his
eyes, which seem to glow.

GRIFFITH
YeSBeeeeel SCCeusn

DISSQLVE TO:

GRIFFITH'S VISION:

A beautiful country landscape. The sun shines down on a valley
of large oak trees blowing in a warm summer breeze.

We lapse into a MONTAGE of shots from Griffith's next movie, "True
Heart Susie." The shots are static, ocomposed as they would appear
on the screen, except that we see them in color, as Griffith would

gee them during production,

Over thesme shots, we hear a sentimental orchestration of "The Sweetest
Bunch of Lilacs"- Lillian's theme (which later became the title
music for the "Amos 'N' Andy" radio show).

LAP DISSOLVE TO:



TRUE HEART SUSIE: THE ALMOST KISS

,ﬁ;r:of!
'.'. ! ?..

THE SODA SHOP: BOBBY AND LILLIAN



95.

A TINY ONE-ROOM SCHOOL HOUSE, in the country setting.

The doors open and little children come running out, delighted that
school is over for the day. We hear them laughing and cheering.

The last two out the door are Bobby and Lillian, dressed as young
country-hick school kids., Bobby carries Lillian's books. They
are painfully shy with each other, just beginning to explore a
puppy love. They walk off together,

TITLE CARD: "Down Memory's misty lane -
Where Love once walked.,"

g LARGE OAK TREE, with several hearts and initials carved in its
ark.

Lillian looks on approvingly as Bobby finishes cutting their initials
in the tree.

The two look at each other bashfully, some force of attraction
trying to pull them into their first kiss. They rock on their
toes tipping their lips toward each other; but first one, then
the other, pulls back, chickening out - a comedy of errors and
innocence that ends with both deciding it is too difficult.

They walk away together down the path, Lillian imitating the funny
duck-walk that we have seen Dorothy and Bobby doing way back in the
Biograph days. "True Heart Susie," in its simplicity and innocence,
is a nostalgic return for Griffith to those early little films.

LAP DISSOLVE TO:

INT. SODA SHOP SET

Lillian and Bobby sit together drinking sodas at the counter of a
turn-of-the-century country store.

Lillian is all dressed up for the occasion in her best country
gingham. Bobby wears a suit and sports a new mustache to make
him look older. He plays with the mustache self-consciously.

The character he is playing has just returned from college and is
showing off to the folks back home.

At the other end of the counter are two "city girls." One of them

is played by Carol Dempster, the former Denishawn dancer that Griffith
had danced with on the set of Babylon. .
The city girls are all dolled up in face powder, rouge, lipstick

and fancy clothes of silks and satins, They are eying Bobby and
trying to flirt,

Lillian, who is nlaving the old-fashioned zirl, finds their overt
behavior unladylike and tries to ignore them. Lillian wears no
makeup or frilly clothes. She is prim and tidy.
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Bobby calls Lillian's attention to the city girls:

BOBBY
See those two down there.
' Men flirt with that kind,
but they marry the pure and simple ones.

Lillian glances at the girls, thrilled at Bobby's words., She is
surely the pure and simple kind he refers to.

CUT BACK to where Griffith sits in his director's chair next to

the camera, as Billy films the scene at the soda shop. Griffith
seems relaxed and happy - and is delighted with the scene.

GRIFFITH
It's a darb!

He gets up from his chair.
GRIFFITH

Now let's get a shot of the
paint and powder brigade.

(He is referring to the city girls).

As Bitzer is moving the camera for the close shot of the 2 girls,
Griffith beckons to Lillian.
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"RIFTIT™Y
Miss 7ish, come here a moment,,

GCish comes over and "ri°fith chaneres nis tone to a more
intimate one.

ANIRRT™Y
Tt's just like old times, isn't it,

LILLIAN
Ves it is,

ARINRT"H
S50 tell me, "ish, wha® do vou think
of the =ew mirl?

He festures toward farol Mempster, who is doine a little dance
for the amusemen® of the crew, while the camera is being set up.
nisn probahlv doesn't think much of the "new gi»l" at all. 3he
pauses a moment lookins for the rieht answer,

LILLIAY
Well, she's certainly a «ood dancer...

~riffith laurhs, dismissing the subject - teasine Lillian.

CRIWTITH
Are you readv, Billy?

Billy nods ves., Mri°fith gives the g¢irls their instructions.

TR ™Y

"~irls, this is your close-up. You
are btrying to ret RBobbhrv's attention,
just like in the lasit shoh. ile iz a
handsome voung ma» and verv DNrosperous
lookin#, so you two giggle and tell each
other little jokes and try to calcn
his eyn.

z 4wo pirls do a great comic flirt for the camera.
our 70:
EX?. A COUMTRY 'YOUS® STW™ - DAY
ariffith 1s ahonk to direct Lillian and Sobby ir the last scene
from True "eart Jusie. Tt is a lovelv, sunnv day, birlc are

singine, and averyone i8 happv to ba on this pleasant location,
"he gset is a simple farm housa, surrounded bv flowvers and trees.

rpiffith is sitting in his director's chair., Lillian sits in
anot:ner chair next to him, 5She is stil dressed sinmplv, but now
to the point of beingr austere - no longer pirlish, but mature.

§ ey

Lillian, T wonder {f I coul! ask vour
advice about a rather personal matter,
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LILLIA™
(all big eves and loving)

Of course | mp, Griffith.

ORATFRTTA
LLillian, do vou think it would be
too scardalous if I were to start
spending some time off the set with
one of the actresses from the companv?

Lillian blushes, as ~riffith is surelv referring to her,

CRTFRTI™H
As you know, T have always avoided having
anv pnersonal life because of my work and
because I am lemally still a married man.
But row that my ambitions have settled dowvm
a 1little, I find that I miss the companionship.

LILLIAY
T don't think the world would be too
shocked, I'r, Griffith, I think it is
a lovely iAdea.

CRIFFTI™H
Thank vou, %ish, I appreciate vour
confidence., 1l'ow let's do this scene.
(he rises)
Robby!

Lillian is radiant with the prosnect of sharines ~riffith's love.
Lillian disapvears inside the house and then reappears at the
open window with a waterinz pot in her hand, In the scene she
will be watering the flowers that grow in a Tlower box under the
window,

The camera is set up intimately close to the window, Bobby waits
rext to the camera, He is dressed in the austere black suit of

a country preacher, For the first time, he looks verv mature and
serious-minded, Criffith takes Bobby aside.,

GRIFFI™Y
This is the laslt scene of the picture,
Bobhy, vou have finally realized that
it is Susie that vou have loved all your
life. You have marde manv foolish mistakes
and vou have wronred Susia cruellv - but she
has remained faithful to you and waited.
Finally vou have come to anmounce vour lov>,
She will accept and you will kiss her,

- ROBRY
Yes, Fr., Griffith,

Griffith now froes over to Lillian ard sreaks to her in low tones,.



LILLIAN AND BOBBY 'HE KISS
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ORTFTIT™Y
Lillian, you are at home, alone, as usual.
You have resigned yourself to being an old
maid - because Bobby has never recognized
the preat depth and constanc of your heart,
And now, finally, he comes to vou, ani vour
waiting is over.

Criffith steps back to his place beside the camera and taps Billy
on the shoulder to start crankine the camera.

GRIWWI™H
Alright now, Susie, you are waterine
your flowers.

We move in to the scene, ILillian is alone at the window watering
her flowers., She is beautiful in her vaysue melancholy,

GRIFFITH (OFI-SCREEIT)
Now take vour first step in, Bobby.

We see Bobby's shadow on the wall of the house next to the window,

BORBY
fello, Susie.

Lillian looks up from her flowers, surprised. Bobby steps into
the frame from the rirht into a close 2-shot on Lillian over
Bobby's shoulder.

RORRV
Is it too late, Susie? I know now
Lhat T have loved vou all myv life,

Very slowlv, Tillian looks up into Bobby's eves, Her love is deep
and mature.This istne moment she has been waitine for all her
life, Almost 1wpercaphibly she nods to Bobby - meanine it is not
too late. Tobby pnkas his hands around her shoulders and draws
her out from tLhe window toward him, He is froine to kiss her. Her
eyes plaze atl. tha acstasy of the monent, starins inward into

some profound nowhera, (@vervthing Lillian has ever felt for
Oriffith hingelf she will pnt into this kiss).

Her eyes close and Robby draws her into an' embrace and kisses her.
Griffith lebs them hold the klss for several long beats.

FADE OUT
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PADT TN
BX™, ORI PATT — DAY

Lillian, wearine 3 pidins outfit, rides a orse slovrly alorz A
path, anjorine the scenerv,

Suddenly Norothv and Jonnie Talmadre, “ollowad hv “obhv “arron
and Pudv Valenkino, come «allonping: kv hex,

0RO
GC'mon, slownolea!

Lillian rides after ther.

“hev are nrosperons vonnT movia stars enjoyinr a dar o7 “ron

o~k Locethar, T0TTITT TALVANTT is Dorotay's vest “riend, vivacicus
ard outroine; tooethar Llev are & cou, 2 Of irreprassible ciowns.,
MV TATTMIVN at this point in his caree» is just a voun~ da=ncer
tr»vins to hreak into bthe movies., His darlz and sensnal o0l locks
and nis eemeral intansity are his calling cards, =2 is Lot to
plezase evervhody,

At the stables, "mdv is curryinc his orseas Tobry watches him,
MAv is shirtless, showinz o077 his hodv, Tohbv is “ascinated
by 7wdv and cannot take his aves off Wim; he is infatvated,

QUDV
(with a heavv Ttalian accert)
™he horse, he is, how do vou say, the
aninal the most heauti”ul in the worli,

Dorothv and Conrie, followed hv Lillian, come walkin~ alorns past
mudv and “ohhv, Dorathv and Tonrie are clovmine aroumd with
each nther and lausrhine away, Iillian is more an observer,

')O' ) 0(" '{\r
qnv, nreﬁ't rou "ikes ready vet?

nNRW”
MAv's just showing me how to currv a horse,

7OMITS (sarcastic)
Well he's not varv fagt at it,
Va'ra roing ovear to 1illian ard Norothv's
for Ain-din, \lanna coma?

RORRY
What ya rot to eat?
nonomir
A can of worms for vou!
- to o9 Nevothy lapeh and Lgusl and migh aach obhe» nroun?,
; g e 18 §I» civaYas q=3 =aiu= vy noleey,
BONR
(to ™udv)

You wanna co aat at Lillian and Norothv's, ™udv?
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.~

Ady speaks slowlv, alwavs looking “or words,

RUDY
Va8,.s0sndl’avbee,,...¥ayhe I cook
spaghetti.

(in a louder voice, resturine to the girls)
Spaghetti por tutti - “or evervone!

COUEIT™
Svaghet bl por Eutiti? T™hat some funny
kinda wop food?

Zomnie znd Norothv go into another it o7 picrles,

nyY
Yo, 1s rood! “ou like it. T make the
spaghetti mora hetter than =27 §n the
worl . BFNy mama teach me the secret.

i L] &
INT, THE "ISH HONMR - BIIPTe

Rudv has cooked un a big production rumber of sparshetti z2nd the
kids are all clownine around the table trvine to wind it around
their forks, Tialian-style, and ee% it into their movthe, Thev
are a paucous group, irs, "ish, looking “rail and old, sits
quietly bv, acting as chaperone,

oY
i'o, no, T ghow vou the rirhht wav,

Fudy demonstrates how to wind the spaphetii,

UDY
Vou see, is easy!

Wone of tha others can reallvy do it, ut thev are having fun
trvire, enilling sauce down thelr chins, Tohbv wipes some off
his white shirkt, but tha slopnv stain remains., Lillian is
embarrassed Lrving to ealb 1t. 'men no one is lookins, she cuts
hers up with a knife,

There is a knocking at the door,

ITLLIAN
? T'1) el 1L
Lillian goers %o the dncr and opens ik, It 1s “riffith with Zarol
Dampster and "e has his Aa~m around her! Lillian is shocked,
She stands speachless witih her mouth onen, "riffith apparentlv
does not notice., He is in hirh spirits. iie walks right in
bringing Carol with him.

?3,-.'].:(3, :.1'13 1'[111~y1. .“ "i\‘}.}) V\‘A.'ﬁl" ’O“
dancin;, ‘on't vou think, You know iliss
Dempster, don't you,



CAROL DEMPSTER
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Lillian can barely get the words out, trying to appear that
nothing is wrong.

LILLIAN
Y-yes, of-of course, H-how do you
do, Miss Dempster.

CAROL
Oh call me Carol. I don't go in
for that formality stuff very much.
It's so “pre-war", if you know
what I mean,

Carol herself is anything but "pre-war." She is a very sophisticated
young woman, She accentuates her already striking features with

eye makeup, a pale face powder and red lipstick. Her dress is of
black satin and shows off her figure.

The Gish crowd seem very conservative by comparison. Carol is an
outsider to them, and they treat her coolly.

GRIFFITH
What's that smell, Gish? There's
always such delicious smells in
vour house.

Griffith is not waiting for an answer. He is following his nose
into the diningroom.

LILLIAN
(weakly, calling after him)
Rudolpho has cooked us some spaghetti.

Griffith strides on into the diningroom and is ereeted with enthusiasm
by the others. Carol hangs back in the doorway. Lillian stays in
the next room, eying Carol.

GRIFFITH
(to Connie and Dorothy)
Oh oh, it's the two brainless ones!
What kind of mischief are you two
retting into?

Doroﬁhy and Connie make faces and clown for Mr. Griffith like two
1ittle children. Grifflth loves it,.

Griffith tastes the spaghetti with his fingers.

GRIFFITH
It's very good,

PDOCROTYV
Rudy made it. Ille can sew too.
Leastwise he savs he can. He says
he's going to make Lillian and me
nevw riding outfits,



Rudy blushes at
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Dorothy's comment.

Connie meanwhile has walked over to Carol and is baiting her:

CONNIE
Gee, Carol, you don't look so
good. Maybe you got the flu.
It's going around, you know.
Better be careful. I hear you
catch it from kissing.

CAROL
Well, then you don't need to
worry.

GRIFFITH

(to Rudy)

You're a young man of many talents,
Mr. Valentino.

RUDY
Well, I don' know. Mostly, I think,
I'm a good dancer,

GRIFFITH
Dancing! That's just what I had on
my mind. Perhaps you and Miss Dempster
could show us some of the new steps.

RUDY
Yes. I would be happy to do this.
But first I must prepare. You must
excuse me,

Rudy starts to leave the table.

Rudy leaves the

DOROTHY
Hey, Roodie-Toodie, are you going
to change your clothes arain?

RUDY
T will not be lonr.

room.

DOROTHY
All he does 1s change clothes all
day long. YWe had to wait half an
hour on the set just for him to
comb his hair., Mr, Clifton got
awfully mad! Rut I think he's
beautiful. Non't you think he'd
be better than that Dick Parthelmes
in your cowboy picture, Mr. Griffith?
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GRIFFITH
I agree he's charming, Dorothy.
But I'm afraid the women might find
him a little too foreign-looking.
They usually only like the American
type.

: CUT TO:
A CRANK-UP VICTROLA.

Connle cranks it up, while Dorothy selects the phonograph record.
The tinnvy orchestration is an early tango.

As the music starts, Rudy and Carol move across the livingroom
in a close dance exhibition - which, from the look on Lillian's
face, is much more overtly sensual than she is comfortable with.

Connie and Dorothy dance together imitating Carol and Rudy. The
others politely watch the dancing.

Griffith takes Lillian off to the side to talk with her, but he
keeps an eye on the dancing.

GRIFFITH

I've taken your advice, Gish.,
LILLIAN

My Advice?
GRIFFITH

Yes. About spending time with one
of my actresses.

Lillian is stunned., She can't believe her ears. It was Carol,
not her, that Griffith was referring to.

GRIFFITH
Carol doesn't have any friends in
the company, Gish., Couldn't you
be her friend, help brine her into
vour group? She has no family out
here, and I think she must be lonely.

Lillian is speechless, but Griffith takes no notice. He is
watching Carol dance.

GRIFFITH
I think I'm going to try Carol out
in the next picture. 1I'll have her
play the American girl, and let you
have a little vacation...

He turns his attention back to Gish, as the dancing continues in
the background.



105.

GRIFFITH
ee:8ince it isn't a very important
picture, and besides, I want you to
spend some time preparing for ®The
Chink and the Child."

LILLIAN
(stunned)
The Chink and the Child!

GRIFFITH
Yes, it's a terrific story. You
play Lucy, the poor little daughter
of the sadistic Battling Burrows.
Whenever he gets drunk or angry, he
beats you up.

Griffith is getting caught up, as usual, in the melodrama of his
description.

GRIFFITH
One day you escape - bleeding badly,
half crazed with pain and terror. You
crawl along the street.- And that's
where the young Chinese finds you.
He's idealistic, a poet. He falls in
love with you immediately. He carries
your poor, beaten body to his room and
dresses you up in beautiful silken robes.
But then your father finds out that you
were with a Chinese and he goes crazy.
You try to get away. You hide in a
closet, But he breaks down the door.
and he beats you and beats you —w-
to death,
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Lillian is trying to interrupt. Her tone is one of pleading.

LILLIAW
But, but....she's onlv 12 years old,
I can't plav a 12 year 0ld, I'm a
woman now, Mr, Griffith. I'm not a
little girl.

GRIPFI™Y
You can do it, ish., Look at vour
friend Mary Pickford., She's older
than vou and all she ever plays is
little girls., ™he public loves it.

LITLTAN

(desperate)
No. T won't do it! ~fet a real little
girl to play her. Someone 8 or 9 - she'll
look 12 on the screen anvway. TI'll work
with her and help her with the scenes.
But I can't play another little girl.
I won't,

CFRIVFI™Y
Don't be silly, Gish. You know that no
little girl is going to be able to play
those scenes at the end when her father
drags her home and beats her to deah,
Tor this T need an accomplished actress.
I chose this story specifically for vou.
You must play it. It will bhe your
greatest role,

LILLIAN
(weakly)
T don't feel well...

Iillian's face poes pale and she slumps to the floor in a faint.
Bveryone rushes to her aid, ™he victrola, in need of another
crank, runs down, distorting the music, and stovs.

NOROMIT"
Lillian, ILjllian, whal's the matter!

Lillian opersg her eves and looks around, dazed,

LILLIAN
T'm alr’lr{"]:;, [)19“89. ‘e

M5, NISH
Take her into the hedroon.

Griffith picks her up. 5he makes a feeble attempt to protest.

710,.4

v -
1) Y

"0, Tecan wnlk,,.
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DOROTHY
Tt must be the flu,

Ariffith carries Lillian into her bedroom and places her gently dowr
on the bed. NMrs. "ish takes over and shooess Criffith and the
others out of the room,

LILLIAM
Leave me alone, please...

. MRS, RISH
overyone out now, I'll take care
of myv daushtiar,

¥rs. Cish returns to Lillian who is now weepine softly. Nrs. Gish
vuts her hand on Lillian's forehead.

KRS, GISH
You do have a fever.

LILLTAY
(trough her tears)
I'm alrirht., ™ell them I have the flu.
T don't want him to see me, T can't stand
it. Say ift's nighly contagious. Tell him
sr;thinge, T just want to die,

“rsS. ISH
Jush, now, Lillian., You must never
say that, T'll serd thern awvay.

EXT. SET - DAY

Ariffith is rehearsinz Carol Dempster for a scere as the leading hU%
in THE GTIRL W40 STAYED AT HOME. Carol plavs a pre-war American

zirl and is dressed up in an old-fashioned dress, her hair in

long curls - a girlish look reminiscent of Lillian Gish.

They are set up to shoot in a park, where Carol is sitting on
a bench. Oriffith is trying to elicit some emotions from her -

without much success.

GRIFRPITH
Now, Miss Dempster, vou are sittinx
here and vou are thinkino about the
boy vou love, who is awav at war. You
love him verv much and vou wish he were
here with vou risht now.

carol sits absolutely emotionless. On her face is a slightly
perplexed expression, as if waiting for something to happen.

AJTRNTI™Y
Is that hov rou loo% when vou think
about vour bovfriend?
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CAROL
Oh, are you ready to shoot it?

GRIFFITH ,
Ves, but I want to see what your<
going to do first.

CAROL
Oh. What do vou want me to do?

= GRIFFITH
(vervy patient)
I want vou to think about vour
boyfriend whdy awav at war.

CAROL
That's what I was doing.

Griffith is silent, stymied for a moment.

CAROL
What does mv boyfriend look like?
Maybe that would help.

GRIFTITH
(thinking)
No,..no...don't worrv about that.

Griffith turns and walks back to where Bitzer waits with the camera.

GRIF*ITH
Alright, let's shoot it.

Bitzer looks at Griffith quizically, but prepares to crank the
camera, Griffith turns back to Dempster,

GRIFFITH
Alright, Miss Dempster. Just do
as I tell you to do.

Carol shrues her shoulders, not a worrv in the world. She seems
anything but interested in actine., friffith taps Bitzer on the
shoulder to start turning,

ARIRRITH
Alright, now look down at the ground.

carol loo%s blankly at the mround,

GRIFVIT™H
Now slowly, very slowly look up.
That's rirht., Now roll vour eyes
up and look up at the sky.

Carol follows his instructions mechanicallv,
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GRIFFITH
Now smile - just a little bit.
That's right. Now look down again.

Now say something,

CAROL
What do you want me to say?

GRIFFITH
That's fine. That's very good.

Bitzer keeps crankine, but he doesn't bother lookineg through the
lens., He turns to one of his assistants who is holding a reflector.

Bitzer holds his nose and makes a face. He mutters to himself:

BITZER
Lillian Gish she ain't.

FADE OUT

INT., AUTOMOBILE - DAY - HOLLYWOOD, 1919,

Griffith and his lawyer Banzhaf are sitting in the back seat
driven by a chauffeur.

GRIFFITH
Well, Mr. Banzhaf, I've been workine hard.
I have finished 5 pictures in 10 months.
No spectacle; mo preachineg - just 5 simple
pictures. How many more before I'll be
free of these contracts.

BANZHARF
You have 2 more for Mr. Zukor and now
3 for First National.

GRIFFITH
If T ever get finished paving off these
debts for Intolerance, Mr. Banzhaf, then...
then I want to get independent of these
bloodsuckers. I do all the work, and they
get all the money. Do you really think

this merger is a good idea?

BANZHAF
At least it will give vou a share of the

distribution profits.

GRIFFITH
Yes, and do you trust the people who are
roinr to be rurmine this"United Artists?"

Griffith is referring to Hiram Abrams and B,P, Schulberg. This
is the first hint we get of Griffith's anti-Semitism.
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BANZHAF
Both Mr. Price and Mr. McAdoo were
members of President Wilson's cabinet.

I think we can assume they are honorable
men.

GRIFFITH
I wish we could be as sure about Hiram
Abrams and B.P.Schulberg., I don't like
what is happening in this town and in this
. business. These new people care much more
about money than they do about motion pictures.

Thev arrive at Mary Pickford's Spanish-stvle mansion. There are
several other limousines already parked. Thev walk up the steps;
a servant opens the door. Mary Pickford now lives in true
opulence. Griffith looks around at the ostentatious display of
wealth,
GRIFFITH

I remember not so long ago when little

Mary lived out of hotel rooms like the

rest of us. She has come a long way.

The large, high ceiling reception room is already crowded with
lawvers, manacers, and businessmen huddled in groups around their
respective clients: Mary Pickford, Douglas Fairbanks, and Charles
Chaplin. Everyone is talking at once in loud voices.

Mary Pickford, now a verv astute businesswoman, is talking with
Harrv Abrams, one of the administrators hired to head United
Artists. The four partners-to-be are gathered here for the formal
signine of the distribution contract.

MARY
It's' very simple, Mr. Abrams.
With deferred stock, we will amortize
our exploitation expenses and at the
same time, kill the middleman.

Mary notices Griffith's entrance.

MARY
Look - firiffith's here. Let's get
this over with, 1 won't breathe
freelv until all four signatures are
are on the azreement,

Mar& crosses the room to Ariffith, who is shaking hands with the
others, She takes him aside to spnrak,

MARY
Well, Mr. Oriffith, I worked for you
and now we're roing to be working for
each other, Mavbe somedav you'll be-.
workin~ for me, and than the gvele will
be complete, T suprcse you're scared to
death about this merger,
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GRIFFITH
No, Mary. I'm sure that anv venture
vou have an interest in is just about
guaranteed to succeed. VYou've always
had a way with money.

MARY
Ves, and you look down on me because of
that, don't vou. Vell, movies are a
business, Mr. Griffith, and you have to
treat it like a business if you want to
succeed. You see, I know about your
debts. Intolerance just about bankrupted
you, and now you have to make little
pictures like the rest of us. How hath the
mighty fallen.

GRIFFITH
If you think so little of my business
acumen, Mary, whv do you want to go
throuzh with this merger.

MARY
I'm greedy, Mr. Griffith., There is a lot
of monev to be made in this business if
you have a reputation like each of us has.
By putting our cavnital together we all
stand to make more monev, All we have to
do is sit back and sell our reputations.
I sell "America's Sweetheart" and you -
vou sell "The Great Master of the Cinema."
It's all the same.

Mary addresses the crowd as a whole.

MARY
Gentlemen, shall we?

The four partners-to-be, Pickford, Fairbanks, Chaplin, and Griffith,
crowd togzether in front of a table with the contracts before them
and their lawyers behind them. They smile and shake hands, posing
for photographs as each one in turn sirgns the papers.

FADE OUT
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GRIFFITH
No, Mary. I'm sure that anv venture
you have an interest in is just about
guaranteed to succeed, You've always
had a way with money.

MARY
Ves, and you look down on me because of
that, don't vou. VWell, movies are a
business, Mr. Griffith, and you have to
treat it like a business if you want to
succeed. You see, I know about your
debts. Intolerance just about bankrupted
you, and now you have to make little
pictures like the rest of us. How hath the
mighty fallen.

GRIFFITH
If you think so little of my business
acumen, Mary, whv do you want to go
througzh with this merger.

MARY

I'm greedy, Mr. Griffith, There is a lot
of moneyv to be made in this busginess if
you have a reputation like each of us has.
By putting our cavnital topether we all
stand to make more monev, All we have to
do is sit back and sell our reputations.

I sell "America's Sweetheart" and you -

vou sell "The Great Master of the Cinema.,"
It's all the same,

Mary addresses the crowd as a whole,

MARY
Gentlemen, ghall we?

The four partners-to-be, Pickford, Fairbanks, Chaplin, and Griffith,
crovd together in front of a table with the contracts before them
and their lawyers behind them. They smile and shake hands, posing
for photographs as each one in turn simgns the papers.,

FADE OUT
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EXT. THE AISHES' HOUSE - MORNING

It is a big Victorian, 2-story house,

Lillian sits on the steps waitine as Griffith's limousine pulls up.
Oriffith starts to get out, but Lillian immediately comes down to
the limousine, and the chauffeur opens the door for her.

. LTLLTAN
I waited outside for vou because
I didn't want vou banging on the
door and disturbfng Mother,

GRIFFITH
(somewhat taken aback)
Is your mother not well?

LILLIAN
Fother has not been yell since
Europe. Fortunatelv, she has been
spared the flu, but she exhausted
herself looking after me during mv
recovery. I hope my absence wasu'l
held up g#6Guction for the company.

Lillian sits as faraay from Griffith in the seat as possible. She is

cool and aloof - all business. mpe chauffeur drives alonz the streets
o¥ Hollywood.
CRIFFITH

The company...and TI...have missed
your presence on the set very much.

LILLIAN
I am sure thalt Miss Dempster ably
filled in, in my absence.

A chilly silence, then Griffith makes an overture, trying to weave the
old spell apain.
GRIFPFITH
I have a new title for"The Chink and the
Child", Lillian, T am going to call it
"Broken Blossoms." In the past, T have
gought to scale the heirhts of man's
potential - and failed.liow 1 seek the
beautv o™ the rose, And this film,
"Broken Rlossoms," shall be as a tear
shed for the fatal frarilitv of the flower.
It shall ba a poen of loss., ™he world is
cruel, Lillian, Fany beautiful things
perish under the weight of life's ironies.

Griffith reaches out tenderlv to touch Lillian's hand, but she
withdrave it coldlv, LILLIAY
S dassLAL

Vell T don't intend to be dne of them,
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This is a Lillian we have not seen before. She reaches into her
handbag and takes out two 8x10 photographs in a folder. She hands
them to Griffith. Thev are glamour photography portraits of Lillian
done with a special soft focus, diffused effect.

LILLIAN
I want to show you something, These
plotures were taken for me by a still
photoerapher I have discovered by the
name of' Mr., Hendrik Sartov.

GRIFRITH
(honestly impressed)
They are very beautiful - very beautiful
indeed,

LILLIAN
You wvant me to plav a 12 year old girl,
but Billy Bitzer's close-ups make me look
like an old woman. Why can't you make
me look like this on the screen?

Griffith is irritated with her self-assertion. This is the bezinning
of a cold war between Gish and Griffith.

GRIFFITH
Billy's photographv has alwavs been good
enourh for all the other members of the
companv, Miss Gish. But, since vou're so
smart, why dont you get your photographer
and I1'l1l let him make you look like this.

LILLIAN
(a touch of sarcasm in her innocence)
Oh, may I?
GRIFFITH E

Yes. But you will have to shoot them
on Sunday. We're toobusy during the week.

As the limousinz turns the corner approaching the studio, we see a
" larze billboard adverlisine: "D,VW.Griffith's 'True Heart Susie,'"
There 18 a huze picture of Lillian on it. The billboard catches
Griffith's eye.

CRTFRITH
That should ha mv picture on that
billboard, not yours. It's my film,

Lillian looks at Griffith, surprised by the bitterness in his voice.
Griffith looks the other way., Stony silence.

CUT T0:
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INT. STUDIO SET

Lillian (in costume for "Broken Blossoms") is trapped in a small

closet - screaming in terror, spinning around and around, trapped with
no way to set out. Outside on the door is a horrible pounding of

someones trving to hreak the door in. Ye are looking down from above

on Lillian as she coes bersark balow us., It is an horrendous, hysterical
performance - like a tortured animal,.

We cut back to see that we are on a set, Ritzer has his camera set

above the closet shootinz down on Lillian inside, 0Griffith looks on
from a ladder. He is amazed at the intensitv of Lillian's performance.
Evervone on the set is frozen in horror listening,

At the door, Donald Crisp (plaving the girl's cruel bullv father)
pounds on the door and vells threats of violence, He is actually
breaking throuzh the door with his fists. Assistants are holding
the gther three fake walls of the closet so that it does not fall
apart.

Crisp breaks throurh the door. He grabs Lillian and hits her to the
floor, then kicks her, Lilliarn slumps back, motionless. There is
suddenly a hush on the set,

Griffith climbs down from his ladder and looks in the door at Gish.
She remains notionless. Is she dead? A look of apprehension crosses
Griffith's face.

After a beat, just when we fear that she really may be dead, Lillian
moves her finrers to her mouth and props up the corners of her lips
into a pathetic little smile - her trademark,

GRIFPI™H
(relieved)
My God, Gish! Why didn't vou warn me
vou were roing to do that,

Lillian looks up at ariffith,
LILLIAM
Do vou still think it shouldn't
be ma up on tha billboard?

Griffith is not amunad, He rlares at har a moment, then turns away.
As Lillian walks out of thea cloasst, the orew menbars apnlaud,

As the victorious Lillian walkn toward the camera, we DISSOLVE TO:

INT. SET
Lillian sits in front of a nautral backdroo, She is wearins a Chines&
kimono from Froker “lossoma, “hewa ars omehidz in her hair, which

harzs in }Jon~, rolden curls liko a prett child,
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INT. STUDIO SET

Lillian (in costume for "Broken Blossoms") is trapped in a small

closet - screaming in terror, spinning around and around, trapped with
no way to get out. Outside on the door is a horrible pounding of

someone trving to break the door in. Ye are looking down from above
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performance - like a tortured animal.

We cut back to see that we are on a set., Ritzer has his camera set
above the closet shooting down on Lillian inside. Griffith looks on
from a ladder. He is amazed at the intensity of Lillian's performance.
Everyone on the set is frozen in horror listening.

At the door, Donald Crisp (plaving the girl's cruel bully father)
pounds on the door and vells threats of violence. He is actually
breaking through the door with his fists. Assistants are holding
the other three fake walls of the closet so that it does not fall
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She remains motionless. Is she dead? A look of apprehension crosses
Griffith's face.

After a beat, just when we fear that she really may be dead, Lillian
moves her fingers to her mouth and props un the corners of her lips
into a pathetic little smile - her trademark,

GRIFFITH
(relieved)
My God, Gish! Why didn't you warn me
vou were poing to do that,.

Lillian looks un at fGriffith,
LILLIAM
Do you still think it shouldn't
be me uo on the billbhoard?

Griffith is not amused. He glares at her a moment, then turns away,
As Lillien walks out of the closet, the orew members applaud.

Ags the victorious Lillian walks toward the camera, we DISSOLVE TO:

INT. SET

Lillian gsits in front of a neutral backdroo. She is wearing a Chinesé
kimono from Rroken “lossoms., ™hare are orchids in her hair, which
hanzs in }Jon%, rolden curls like a pretty child,
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Lillian is posing, smiling demurely while HENDRIK SARTOV, her new
photographer, somewhat nervously busies himself around her, moving
lights and checking angles,

SARTOV is a delicate wisp of a man who moves in little fluttering
movements.

The camera is placed very close to Lillian for a large head closeup.
Bitzer stands a few feet behind the camera, smoking a cigar. He
waits impatiently, pulling his watch out of his pocket to check the
time. Griffith is not there, nor any crew members.

LILLIAN
MAke me beautiful, Mr. Sartov.
Make me beautiful.

SARTOV
(flattering her)
The photographer does not create
beauty, Miss Gish; he can only try
to manipulate his lights to do
beauty justice.

Bitzer audibly groans, making Sartov all the more nervous.

BITZER
(muttering to himself)
My one day off, and I have to
put up with this bullshit..,

Finally satisfied with his lights, Sartov looks through the camera.

SARTOV
Ah, Mr., Bitzer, excuse me, but
could you change the focus on
your camera please.

Bitzer steps up to the camera, enjoving intimidating Sartov.

BITZER
Focus! I already “ocused it,

SARTOV
Yes, yes I know. But what I need
is to soften the focus just a little.

BITZER
(incredulous)
You want it out of focus!

SARTOV
VYes., Just a touch,

Billy looks at Sartov as if he were orazy. He changes the focus,
doing a clumsy mimicry of Sartov's fluttery gestures.
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BITZER
Anything you say, Mr. Sartov.
Let it never be said that I
haven't cooperated to the fullest.
(he steps back from the camera)
How's that?

Sartov looks_ through the lens.

SARTOV
Yes. That's what I wanted.

BRITZER
So, you ready to shoot?

SARTOV
Yes. And I do appreciate your
help and your patience, Mr. Bitzer.
I'm afraid that I'm as unfamiliar
with the techniques of moving
pictures as you are with pictorialist
photography.

BITZER
(sarcastic)
Yah. Wonderful.
(he turns to Lillian)
Now, Miss Gish, tell me, who's
going to direct you in this lovely
out-of-focus shot.

LILLIAN
I shall direct myself, Billy.
Just start cranking.

Billy starts to crank.

Lillian looks wistfully into the camera, runnins throush her emotions.
Then, staring into the camera, she does her little fingers-to-the-
corners- of-the-mouth smile - her declaration of independence from
Griffith,

CUT TO:
INT. HOTEL BALLROOM - LOS ANGELES - NIGHT

The Jazz Aze has dawned. ~4riffith and Carol Demouster are dancing
the Black Bottom to the excited strains of a jazz band. Everything
is upbeat, hot, and gettin~ hotter.

Griffith is hypnotized by Carol - her flippant manner, her hyper-energ:
She is the new woman, the flavper - ververse, unpredictable, exciting,
She is out to have fun anrd break all the old Victorian rules in the
process.
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Carol dances circles around Griffith, who, it must be realized,
in now 45 vears old and quite obviously of another generation

thgnlgost of the dancers. But he is game and in shape, and having
a ball.

Many younger men in tuxedos eye Carol from the sidelines. She
élig;i :1th them a little, but makes it clear that she is with
r th.

The music stops. Out of breath and in high spirits, Griffith and
Carol move off the dance floor to their table,

Carol immediately lights up a cigarette. Griffith is both shocked
and amused by Carol's smokinz in public - something viomen in those
days Jjust didn't do,

GRIFFITH
You pose a problem for me, Carol,
I can't decide whether to have
you play good girls or bad girls.,

CAROL
Hells bells! Who gives a damn about
that! Why does it have to be one or
the other anyway. Why can't a girl
be part good and part bad - like
people really are,

Griffith is somewhat taken aback by her frankness - but it is also
part of her attraction. :
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GRIFFITH
Why,that idea never occured to me.

Carol blowssmoke rings. Griffith makes a decision.

GRIWRITH
Carol, I'd like you to share a celebration
with me over a bottle of champagne in my suite,.

CA30L .
Two sounds like a prettv small party.

GRIFFITH
Well, intimacv suits the nature of my
celebration. Besides, I have a little
surprise for you too, '

CAROL
(animated)
For me! What is it?

GRIFFITH
I couldn't very well tell vou that,
It would ruin the surprise., You will
just have to come up and see.

Carol is intrigued. She's not about to sav no. Her smile says yes.
CUT TO:
INT, GRIFFITH'S HO™EL ROOM

A sizable, dignified suite. There is a victrola in the corner and
a magnum of champasne in a silver bucket on the table. phe stage is set

for a seduction,
Griffith and Carol enter; she's still dancine,

GRIFFITH
Sit dovn, Carol. NMake vourself
comfortable, :

M 'fith pours two glasses of champazne and brings one to Carol.

GRIFRFITH
Let's toast - to my independence.

They toast, clinking glasses and drink up.

CAROL
Vhere's my surprise, OGriff?

GRIFFITH
I wish vou'd call me David, Carol.
You must be patient a moment for vour
surprise, Pirat we muet drink to mv new studio.

Carol is rastless while friffith is talkins. Lookin» bored she wanders
arouns, the room, all the time moving to some imacinary dance,
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Griffith looks off into abace as he talks about his new studio. He
is truly excited for himself about it.

GRIFFITH
I've . purchased 15 acres of an old estate
in New Vork, on Longz Island, overlooking
the ocean. 1'm =zoing to convert it into
my own studio and move there with the entire
company. I will be my own boss, and I
won't have to deal anymore with the bloodsuckers
- who are taking over this town.
(turning to Carol)
What do vou think about living in New York.

Carol has found the Victrola. She looks at the record, then cranks it
up.
CAROL
It sounds like the cat's pajamas, but
isn't it awfullv cold there now.

The record starts. It is a female vocalist singine a flapper song.
Carol sinks+along and dances to it, puttine on a sexy little show
for Griffith,
VOCALIST (and Carol)
I'm a flapper, brave and bold;
I wear myv stockings rolled,.,..

Carel pulls up her skirt to show her stockings. The stockings are
zaudyv barber-shop stripe¢- rolled down to abtove her knees and with
little bells attached that jingle when she shakes her lez.

VOCALIST (and Carol)

ee.l drink, I smoke, I chew,
Like all the flappers do.....

Carol stops singineg as the record goes on, to ask Griffith:

CAROL
I'm still waitine for my surprise, Griff.

RECORD
At night when you're asleep,
Vie flappers roam the street,.,.

Griffith smiles and walks over to the dresser and picks up a jewelry box.

GRIFPITH
'ow Carol, vou must stand still
for a momant and close vour eves,

Carol closes her ayes, but she can't stand still - as long as the music
is playing,

Griffith puts a strinz of pearls arvourd Carol's neck, fastening thenm
at the back, She reachesg up with her hands and feals tham. She turns
around in genuine surprise, like a little girl,
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Griffith looks off into space as he talks about his new studio., He
is truly excited for himself about it.

GRIFFITH
I've . purchased 15 acres of an old estate
in Mew VYork, on Long Island, overlooking
the ocean. 1I'm =zoing to convert it into
my own studio and move there with the entire
company, I will bs my own boss, and I
won't have to deal anymore with the bloodsuckers
- who are taking over this town.
(turning te Carol)
What do vou think about living in New York.

Carol has found the Victrola. She looks at the record, then cranks it

up-
CAROL
It sounds like the cat's pajamas, but

isn't it awfullv cold there now.

The record starts. It is a female vocalist singine a flapper song.
Carol sinzs+along and dances to it, puttineg on a sexy little show

for Griffith.
VOCALIST (and Carol)
I'm a flapper, brave and bold;
I wear myv stockinegs rolled,...

Carol pulls up her skirt teo show her stockings. The stockings are
gaudy barber-shoo stripe¢ reolled down to abtove her knees and with
"little bells attached that jingle when she shakes her leg.

VOCALIST (and Carol)

«e.I drink, I smoke, I chew,
Like all the flappers do.....

Carol stops singing as the record goes on, to ask Griffith:

CAROL
I'm still waitine for my surprise, Griff,

RECORD
At nicght when you're asleep,
We flappers roam the street...

Griffith smiles and walks over to the dresser and picks up a jewelry box.

GRIFFITH
Mow Carol, vou must stand still
for a moment and close your eves,

Carol closes her eyes, but she can't stand still - as long as the music
is playing.

Griffith outs a strina of pearle around Carol's neck, fastening them
at the back. She reaches up with her hands and feeals them., She turns
around in genuine surprise, like a little «irl,
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CAROL
For me! Thev're beautiful!

Griffith has cone over and put a more romantic orchestration on the
Victrola.
GRIFFITH
I'm glad you like them.

As he turns around, Carol impuléiVely gives him a kiss on the cheek,
her arms around his neck.

GRIFFITH
If it's too cold for you in Yew York
right now, how would you like to take,
a trip to the Bahamas with me? I want you to play
the leading role in my next production’

CAROL
(sweetly)
Maybe...

¥o one has ever said just maybe to Griffith before.

GRIFFITH
Just maybe?

CAROL
Not 1if you're going to have me

play anether Lillian Cish part.

GRIFRITH
What kind of part do you want to play?

CAROL
I want to play a Carol Dempster part.

GRIFFITH
You shall have evervthing you want.

Criffith is getting quite exuberant from the champazne and from the
fact that he now has Carol in his arms, dancing her slowly toward the
couch.
GRIFFIT™H
I can picture vou now - on a tropical
N island. A voung girl approaching
womanhood, You are wild and free. You've
grown up on a lonely island in

tne Pacific - far from civilization.

You are uninhibited, perverse, VYour

prassions are untrammeled bv the

conventions of polite society. And

vou'd have a kindly father - whom you'd

love devotedly,

Carol interrunts,.

CAROL
Who'd play the sailor?
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They stop dancing in front of the couch., Carol will go no further
until a few things are settled.

GRIFFITH
What sailor?

CAROL
The shipwrecked sailor who gets
washed up on the shore - that the
girl falls in love with.

GRIFFITH
(amused and pleased)
Well, alright. How about Bobby Harron?

CAROL
(complaining)
Bobby Harron. Couldn't you find
me someone a little more - - -
masculine?

GRIFFITH
Who did you have in mind?

CAROL
What about Dick Barthelmes?

GRIFFITH
He's Lillian's leading man.

CAROL
So0?

GRIFFITH
Alright.

Carol sinks to the couch. Griffith sits down next to her and reaches
out to draw her to him., She stops him with another demand.

CAROL
Who else would come along for this
little trip?

ORIFFITH
We'd have to take a cameraman,
and a few other corew people, and...

CAROL
«esLillian Gish?

Griffith hesitates. Carol pointedly drops the shoulder strap of
her gown off her shoulder, and eyes Criffith seductively,
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GRIFFITH
Well, Lillian could stay in Long
Island, and perhaps I could have
her look after the completion of
the studlo while we were gone.

Carol moves her lips to an inch away from Griffith's. She whispers:

CAROL
It's a deal.

They kiss, vassionately.

FADE OUT

FADE IN
EXT. GRIFFITH'S YACHT - AT SEA - DAY

Carol, in a bathing suit, lies in the sun on the deck of the
yacht. She is warm and relaxed and luxuriating,

(Carol is on the left side of the screen. A VERTICAL WIPE moves
half way across the screen from the right, into a SPLIT SCREEN
effect., We see Carol on the left in the Bahamas anrd Lillian on
the right on Lone Island throughout the following sequence of
PARALLEL SCENES.)

ON THE RIGHT:

EXT. LONG ISLAND - LATE FALL - DAY

It is a cold grey day. Lillian wears a heavy overcoat, but she is
still freezing. She is trying to supervise the laying out of a
line of telegraph poles through a rocky area.

The FOREMAN of the work crew has little patience with Lillian. She
is trying to be authoritative, but is getting flustered under the
burden of responsibility.

LILLIAN
If you can't run the poles throuch
the rocks, then you must divert them
through the woods. DBut we must have
the power in the studio in two weeks!

FOREMAN
Lady, T know my business. My men can
work just so fast, If it can be done
in two weeks, it'll be done in two
weeks. If it takes Ionger, it takes
longer.

LILLIAY
But it can't take longer., I've
scheduled interiors to begin shooting
in two weeks,
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FOREMAN
So change your schedule,

The foreman turns and walks away before Lillian can reply. She is
frustrated and nervous.

MEANWHILE, on Griffith's yacht ON THE LEFT:

Griffith, in a bathing suilt and short sleeved shirt, comes and
stands above Carol as she suns on the deck. He looks down at her
body, carrying on a small talk conversation that we do not hear.

LAP DISSOLVE TO:

EXT. BEACH - THE BAHAMAS - DAY

Carol sits on the beach looking out at the ocean, the wind lightly
blowing her hair.

Griffith and Bitzer are at the camera shooting Carol. The shot
looks very much like a Winslow Homer seascape. Everything is very
slow and liesurely,in contrast to the problems Lillian is facing:

ON THE RIGHT:
INT. LONG ISLAND STUDIO - DAY

The main stage is under construction, but right now, the workers
are taking a break. Lillian enters and is upset to see no one
working. She confronts Frank WORTMAN, the chief builder.

LILLIAN
Why aren't the men working, Mr. Wortman,
We have a very tight schedule to meet.

WORTMAN
(trying to be patient)

Miss Gish, my men take a coffee break
every morning at ten., You have a
picture to direct, That's a very big
responsibility. Why don't you let me
vorry about the construction and you
worry about your picture.

LILLIAV
It's all part of the same responsibility
Mr, Griffith instructed me to oversee
the completion of this studio, and that's
what T intend to do. MNow here are the
specifications for the set I'll need.

She hands him several sheets of paper, He looks them over, not
very impresased,

WORTHAY
It's not a very big set,
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LILLIAN
Well the character in my story is
not rich. She lives in a very modest
residence. Besides, I have a very
strict budget I must stay within.

WORTMAN
A small set doesn't necessarily
save you any money. You don't want
to get too cramped.

LILLIAN
I have calculated very carefully what
I want, Mr. VWortman.

Wortman shrugs his shoulders and turns away.
ON THE LEFT:

EXT. LAGOON

Carol, in a low-cut bathingsuit, dives from a high ledge into the
water., Griffith films the stunt.

She swims through the water, a real athlete. On the shore, Griffith
waits for her with a towel. The nipples of her breasts show through
the wet material of her suit,

LAP DISSOLVE TO:

EXT. ISLAND

On a rope bridge stretched across a deep gorge, Carol performs
gymnastics, jumping up and dovn, oblivious to the danger. Again,
she is performing a dangerous stunt herself - for Griffith's camera.

LAP DISSOLVE TO:

EXT. BEACH - DAY

Griffith is shooting a 2-shot of Carol and Dick Barthelmes, the
young actor who plays the shipwrecked sailor.

Barthelmes looks at Carol hungrily. She slaps him hard across
the face. He puts his hand to his cheek, then smiles - turned on

by her violence.
MEANWHILE, ON THE RIGH?T:

EXT. CITY STREET SET - DAY °

On the Long Island studio backlot, Lillian is directing Dorothy
in a scene for a little comedv movie,

Iillian is trying to shoot a trucking shot. The camera is set up
on a baggage cart, which is being pulled along the sidewalk to hold
the camera on Dorothy's face as she walks along.



125.

The scene opens with the camera still as Dorothy stands on the
sidewalk and complains to a man who is evidently supposed to be
her husband.

DOROTHY
Well darling husband, so you don't
think I'm attractive anymore. Well
you just follow me down the street
* and see what other men think,.

Dorothy starts walking down the street, and the crew starts pulling
the baggage cart back in front of her.

The man playing Dorothy's husband trails along behind her. The joke
is that Dorothy makes outrageous faces - some comic, some flirtatious
at every man she passes. Consequently, everyone turns around after
she passes and looks after her. The husband thus gets the impression
that the other men are attracted by Dorothy's looks.

The cameraman, Hendrik Sartov, is going crazy trying to keep
Dorothy in focus. Lillian wrings her hands as Sartov barks orders
to both Dorothy and the grips.

SARTOV
No, no, no. 1It's no good. Faster,
Miss Gish. Keep up with the camera.
No, that's too close. Keep it smooth,
Eddie. No, no, no. It's hopeless!

Everything comes to a halt. Everyone is upset, Lillian doesn't
know what to do.
SARTOV
(to Lillian)
I can't keep it in focus unless
she keeps up with the camera,

DOROTHY
(also angry)
Why can't the camera keep up with
me. I'm the actress!

LILLIAN
(to Dorothy)
Please do what Mr. Sartov says,
Dorothy. We have to get this shot,
and the sun's going down.

DOROTHY
Why can't Mr. Sartov do what I say.
I have to do the acting. I can't
think about everything at once,

LILLIAY
Please try, Dorothy. I'm the director,
Please do as I say.
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Dorothy sticks her tongue out at Lillian and turns away.
MEANWHILE, ON THE LEFT:

EXT. BEACH - DAY

Griffith is shooting another scene from the movie. The villain,
in a tropical suit, shows his badge and threatens Carol's elderly

father, taking him by the arm.

Carol attacks the villain, helpiﬁg her father get away. She leaps
upcn the very surprised gentleman, knocking him to the ground. She
pounds him with her fists, kicks and scratches him, as the gentleman

tries to defend himself,

Finally, Griffith runs in to break up the fight. He 1s amused that
Carol has gotten so carried away.

ON THE RIGHT:

INT. STUDIO SET - LONG ISLAND
Now it is Sartov who is throwing a tantrum.

SARTOV
Who built these sets! They're too
small, There's no place for the

camera.,

We move in on Lillian, who wishes she had a place to hide. She is
responsible for the incorrect size of the set and she knows it.
The whole thing is a nightmare for her.

ON THE LEFT:

EXT. YACHT -~ AT SEA - DAY

Th» captain of the boat comes up to Griffith and points to some
threatening clouds.

CAPTAIN
It looks like we're in for some
weather, Mr, Griffith,

GRIFFITH
We're in no hurry, Let's not take
chances, Pull into the nearest
harbor, and we'll wait it out,

CUT TO:

EXT, ISLAND COVE - DAY

Their yacht at anchor,’Griffith, Carol, and the crew row to shore
in their small rowboat. They are in high spirits, like on a picnic.

LAP DISSOLVE TO:
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EXT. BEACH - NIGHT

Griffith and Carol dance close together to a Victrola on the beach,
while the rest of the crew sits around the fire having a mellow time.

ON THE RIGHT:
EXT. LONG ISLAND STUDIO - DAY
Now it is snowing.
INT, STUDIO

Sartov has set his camera up outside the window of the too small
set. Lillian is trying to direct a love scene between Dorothy and
the actor who plays her husband.

Evidently, it is cold on the set, because everyone but the performers
are wearing overcoats. It is so cold that you can see the people's
breath.
DOROTHY
It's too cold, Lillian,

LILLIAN
We won't have any heat until the
furnace is installed next week. Try
to pretend it's warm.

SARTOV
She can pretend all she wants, but
the camera is going to see her breath
in every shot, '

Lillian is breaking down, tears coming to her eyes.

LILLIAN
Then I don't know what to do.
I just don't know what to do.

Bobby Harron comes running in to the set, still in his overcoat and
with snow on his hair. He carries a newspaper.

BOBBY
Lillian! Dorothy! Have you heard!
Mr. Griffith is lost at sea!

They all crowd around the newspaper,

BOBBY
There was a big storm. His boat
vas supposed to be in Nassau on
Wednesday, but no one has heard
from him for three days.

They all stand in shock at this bad news.

DISSOLVE TO:
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INT. LILLIAN'S BEDROOM -~ NIGHT
She can't sleep. She tosses and turns fitfully.

The camera gradually moves in on her, as she opens her eyes. We
see the despair on her face.

ON THE LEFT:

EXT. MIAMI HARBOR - DAY
A Coast Guard ship is escorting Griffith's yacht into the harbor.
Reporters meet Griffith at the dock. Griffith is all smiles.

REPORTER
Mr. Griffith, I'm from the Miami
Herald., Can you tell us what
happened. Were you in great danger?

GRIFFITH

(making up a story for the oress)
It was a terrifying experience.
Ve were at the mercy of the elements.
The wind and the waves threatened to
capsize our boat, throwing us into the
shark-infested waters. We were saved
only by the heroic efforts of our
captain - and by the bravery of a woman,
Fortunately, we have captured much of
this thrilling action on the camera...

FADE OUT
END SPLIT SCREE! SEQUENCE
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INT, LONG ISLAND STUDIO - SET

Griffith 1s hostine a reception for the gtockholders of his newly
formed D.W.Griffith, Inc. and their families - by way of ovening his
neaw studio. The reaception is beinzg held on the set for his forthcoming
production of Wav Down Eas% - the interior of a large mansion, dressed
for a formal ball. The receotion is a very informal affair with

tables set uo for food and ounch, 0Griffith has steoped up on a
vlatform to make a 1li%tle speech. Lillian stands just below him
talkine with an investor.

GRIFFIT™H
Ladies and gentlemen, as stockholders
in D.W. Griffith, Incorvorated, I have
invited vou here today because I thoursht
vou micht enjoy the ovportunity to see
the facilities where our motion pictures
will be vroduced. Right now, vou are
standing on the set for our next production.
For this production, I have purchased the
rieshts to a staze vlav that is one of the
most vonular American classics - a nlay that
is loved by audiences of all ares across
the country. I am referring to Lottie Blair
Parker's heart-stirring melodrama, "Way Down East!"

There is a buzz throurh the recention and polite apvlause. We cut
to one new stockholder, however, who is something less than impressed.
He whisvers to another gentleman beside him.

STOCKHOLDER
Way Down East! He's zot to be kidding.
That old warhorse was already out of date
wvhen I has a kid.

We cut back to Griffith.

GRIFFITH
And T should also like to introduce
the actress who will be plavine the
leading role of Anna Foore in Wav Down
East - Miss Lillian Gish,

Lillian takes a how to more nrolite aoplause,

GRIFFITH
And I should also noint out that it was
Miss Cish who ovarsay for me tha
conpletion of the construction of these
facilitims while I was away on location,
And at the same time, she served as
directress of the first voroduction to be
comvpleted here, And I would like to
conrratulate her on this dual accomplishment,

More volite applause for Lillian.
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GRIFFITH
New I don't want to keep you
from the punchbowls any longer
with boring speeches. I just want
to welcome vou to our studio and
hope vou enjoy the day's activities,
Thank you.

Griffith steps down to where Lillian stands with ene of the stockholders.

STOCKHOLDER
Well, Miss Gish, how did it feel
runnine the whole show while the
boss was awav?

LILLIAN
It was one of the most harrowing and
unnleasant exveriences of mv life,
Mr. Caldwell - one that I hove never
to suffer through azain. Trying to
direct has made me anoreciate and
understand all the better the great
responsibility and accomvlishment that
Mr. Griffith deserves credit for, as
director of his pictures,.

She nods her formal acknowledcement to Griffith as if to return the
public comvnliment he has just given her,

LILLIAN
In the future, I will be content to
remain an actress and let Mr., Griffith
do the directing.

GRIFFITH
You are very modest,
(to the investor)
Actually Miss Gish knows as much ahout making
pictures as I deo...

As he 1is speakinm, Carol Demvster, lookine tanned and radiant, walks
up and slips her arm throurh Griffith's, thus layving claim to her
new rights, Griffith accepts her arm just as casually,

GRIFFITH
.+«.and she knows more about acting for
them than anvone else, Gentlemen, this
is Miss Carol Demuvster., Miss Dempster
plavs the lead in the picture that I just
finished shooting in the Rahamas.

Lillian is outraged, bhut tranped by the situation She tries to conceal
the jealousy that rages within her. Carol is cool and confident.

STOCKYCLDER
O, then ou ware lost at sea also,
Miss Dempster, It must have been
frightful.
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Carol nods sweetly,

GRIFFITH
It was an experience that I'm sure
neither o us will soon forget.

Griffith winks at Carol and she winks back. Lillian observes the
winks and bristles.

GRIFFITH
Now, if you will excuse me, I shall
zo get us all a glass of punch.
Mr. Caldwell, perhaps you might
assist me.

CALDWELL
Certainly.

Griffith and Caldwell move off toward the punch bowl, leaving Lillian
and Carol alone, Lillian fidgets, trving to avoid looking at Carol.
Carol very coolly takes out a cigarette holder and lights up a

cigarette.

CAROL
Did vou see the lovely cisarette
holder that David found for me while
we were in Nassau?

LILLIAN
Mr. Griffith has always known how to
charm little girls with trinkets.

CAROL
Viell he certainlv charmed me. How
about you, little girl.

LILLIAN
I'm sure Mr. Griffith just wanted to
thank you for enduring so heroically
the ordeal of being lost at sea.

CAROL
Lost at sea.....
(she giegles)
T think that was the name of the hotel
ve staved in.

Lillian is outrared.

2 LILLTAN
I'™M poing to go find Mr. Griffith!

She storms off almost knmockinr over Mr, Caldwell who has been working
his wav hack throurh *he groud with 3 classes of ounch. He svills
all three, but Lillian does not ston.
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On the other side of the room, Griffith is gladhandine other
stockholders, but his attention is riveted on a pretty

15 year old zirl with long blonde curls who is standing a distance
away talkins animatedly with with two other older girls, her
sisters. Her mother stands with them talking to a stockholder.

Griffith excuses himself from the veople with whom he has been
talking and approaches the girl, startling her with a burst of his
commanding voice. *

GRIFFITH
You are Little Nell!

GIRL
No, sir, I am Evelvn Baldwin.

GRIFFITH
No, you are Little Nell in Dickens'
"0ld. Curiosity Shop." You would be
perfect for the role. Have you ever

acted?

GIRL
No, sir. T know nothineg about acting
at all,

Lillian finds her way throuch the crowd and vauses a few feet from
Criffith, observine the lavish attention he is bestowing on this
child. Griffith sees Lillian starinz at hinm.

GRIFFITH
Miss Cish. I've just found Little
Nell. 1Isn't she verfect! Perhaps
i 1 5 make her a famous actress just
like you,

In a cold fury, Lillian turns on her heels and storms awav. Griffith
shrugs and turns back to the little =irl, He addresses the girl's
mother,

GRIFFITH
Madam, are you this child's mother?

MRS. BALDWIN
Yes, Mr, Griffith, I'm Mrs. Baldwin
and these are my dauzhters, Evelyn,
Judith, and Mary.

GRIFFITH
You have a charming familv, Mrs. Baldwin.
Is your husband a stockholder in my company?

MRS.BALDWIN
'y husband died in fthe Great War, Nr. Griffith,
la are hera with nv brother who has invested
in your company.
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GRIFFI™H
Iipg very sorrv 5o hear about vour
huqha%d Mrs. Baldwin. Perhavns vou
and vou“ daurhters vwould do ma +ha honor
0 sharinr dinner with me one dav.
You see, vour dauchtar Evelvn is thae
parfact imare of a character in a storv
I should like to film one dav, In mv
husiness, T'm foraver on the lookou*
for new *alenf. I s=e in vour daurhter
zrea% potential.

MRS. BALDWINM
¥ea should he mos% charmed %o take
dinner with vou ona dav, Mr. Griffith,.
Wouldn't we ~irls?

CIRLS
Ves m'am.

The zirls answer in accord. Oriffith is charmed bv them.

FADE OUT

EXT. PRIDZE - LOMG TSLAYWD - WINTER DAV ’ '

It is snowing. ™he river is frozen, excant just bafore the bhridege
vhere water runs over a small falls. ™hree trinods and cameras are
set uv on the bridze wi‘h qma nars ~10ﬂ them £o keeap the
machanisms from *‘*eezwp' un gl A‘ “1""]2&;"%‘“'52 "o ne,wov‘k of voles

and rones edze in across the f'wozen surface., Jusf below the falls,

a low catwalk has been constructed just above the water, Men are
huddled in eroups arourd fires on the banks - waitine, Tt is bitterly
cold and windy.

These are the shooting set-ups and safatv nracautions arranzed for
shootinr the scene in which Lillian will float toward the falls on
an icebere, only te be saved at the last moment bv Richard Rarthelmes.

We gee Griffith walkire alone the bridre with Bitzer, mivine
ingtructions to the crew.

cyUT™ ™0:
IN?, S™IDIO SET

Griffith and Ritzar enter from outside and shed their snow-covered
coats ard boots.

Sartov is settirr uo 1lirhts on Lillian who lies on a small cot, her
hair disheveled, wet and strincv, her “ace nale and hacrard.

ARIRRT™Y
Yov, Rillv, {¢ vau would assist
"Y‘. ':RT":C'", "'!'11 S“'JC" “\\_n ﬂq.“al

scene yhile we're yaiting “or the
ice to start movine,
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Billy bristles in rare.

BILLY
I will not assist anvone.
GRIFRITYH
(unable to helieve his ears)
-‘What?
BILLY

I will not assist Mr. Sartov.
I am the cameraman. Mr. Sartov
can assist ne.

NRIFTI™H
We all have to work for the good of
the victure, Rillv, This kind of
shot is Mr. Sartov's specialtv. ™The
davs are cone when onlv one cameraman
shoots everything,

BILLY
Then vou don't need me!

Billy stomos off the set. Griffith does not attempt to stop him.

SARTQV
Look, Mr, Griffith, I...

GRIFPITH
It's not vour fault, Mr. Sartov,.
Just vroceed with what vowyre doing,

Griffith is upset, but there is work to be done. Ue looks at Lillian
in her disheveled condition,

GRIFFITH
rish, vou look awful. Go put on fresh
makeup and comb your hair.

LILLIAN
Oh no, Mr, Griffith. This is how
I should look after the rescue,

NRIFFITH
Yeg, but the climax is over, The
audience will want to see vou looking
beautiful arain.

LILLIAN
Mo. I won't look right, It isn't
realistic - after all I've gone throuch

npiffith is vettine angrv, He is in no mood to argue.
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GRIFFITH
Don't tell me how te make motion
pictures! Realism has nothing to
de with it. This nicture has zot
to make monev. !ow hurrvy up and
do as you're told!

Silently, resentfully, Lillian gets up gnd coes to her dressingroom.

CUT TO:

EXT. THE FROZEN RIVER

We hear a deep, ominous rumblins as a huze crack moves across the
frozen surface. The ice is berinnine to break apart.

CUT BACK TO:

INT. STUDIO SET

oriffith sits silently apart in his chair, his head in his hand,
waiting for Lillian to return to do the shot. Suddenly he becones
aware of someone standinz next to him. It is Bobbry Harron, looking
nervous and dejected,

BORRY
Mr. Griffith?

Griffith looks up. surorised to see him there.

GRIVFT™Y

Bobbyv! What are vou doing here?
BORRY

I had to talk to you, lMr. Sriffith,
GRIFFITH

Yes.,...
BORRY

I, I was wonderine if - if you'd have

a part for me in vour next picture.

You see, I've had an offer from another
company, %ut I - I'd much rather stay
with vou,

NRIFPITH
I see, 'Yell, Bobby, you're a fine
actor, One of the beast in the business.
1t doesn't seem fair for ma to hold
vou bhack. Perhaps it is time for vou
to branch out on vour own. You know
I wish vou God's best in whatever you do.

DORRY
(shocked and hurt)
You mean - you want me to go0?
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- GRIF?ITH
Tt would be selfish of me to try to
keep vou, Bohhy. I have no varts for
vou richt now, and T don't foresee
any in the immediate future.

BOBRY
(desperate)
But I'd play anvthinz - small parts,
extras. I'd sweep the floor!

Sriffith stands and puts his arm around Bobby in a fatherlv gesture.

GRIFFITH
Bobbyv, vou have a great career ahead of
you. You know more about motion pictures
than most directors. The opublic loves
you, o now and make full use of vour
talent and vour knowledse, Make me proud
of you.

Tears are streamine down Bobby's face. He clings te Zriffith,
BORBY
I don't want to go! I want to stav

with you! T don't want to go! I don't
vant to!

At the commotion, Lillian comes running in from her dressing room.

LILLTAY
Bobby! Mr, Griffith! What's the matter?

Bobby tears himself from Oriffith and runs out of the studio.
LILLTAY
What's pgoinm on? What's wrone with
Bobbv?
GRIPFTT™Y

I just told Bobbv that he should accept
an offer to vwork for another company.

Lillian is stunned,

cu™ T0:
EXT. THé FROZEN RIVER
The ice berins to break apart alons the cracks.

CUT BACK TO:
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INT. STUDIO SET
Griffith stands face to face with Lillian,

GRIFFI™H

fish, I won't 1lie to vyou. My
independence, this studio, it won't

. last lonz, I've been buving
time. If this picture is a huge success,
111 buy a little more time., If it
isn't, I'll soon have to declare
bankruptey. Every penny is invested in
this picture, After it's finished, there
will be no monev to continue salaries,
and the whole companv will be laid off,

LILLIAY
(pravely)
Does that include me?

GRIFFITH
Yes, T'm afraid it does. Those of you
vho have bheen with me the longest
command. the hisghest salaries. I can no
lonrer afford to pav them. That's why
I let Billy and now Bobbv go. That's
why I must let vou go also.

LILLIAN
Is Carol Dempnster being laid off?

GRTFPRITH
No. I'm: gpoing to feature Carol in
my next production.

Lillian cannot believe her ears. She steps back from Griffith and
points the accusine finrer at him. Suddenly, all that she has kept
back within herself over the vears comes sursing out,

LILLIAN
You! VYou monster! VYou two-faced,
heartless liar! VYou who said that we
muest mive up our private lives for our
art! You who so sanctimoniously told
me that our lives must be above revroach!
You have batraved me! Vou have betraved
my love, All I ever had was my life on
the screen, I rave that to vou - willingly.
Pacause T belierved vou, T believed that
I could be vour ideal - that T could
fulfill vour vision - that together we
could chance the world,...

(CONTINUED)
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LILLIAN
And now you throw that all awav,
For who! For what! For that rolddigger!
That untalented, ruthless little
golddigger Carol Dempster! Do vou know
what a fool vou are making of vourself
over that woman. Do you know that people
are laughine at vou behind your back.
Are you blind? For all vyour visions, are
vou so blind that vou cannot she what she
1s? She is cheap, ambitious....

GRIFFITH
(interrunting)
That's enough, Lillian.

LILLIAN
She is the antithesis of evervthingz
good and decent you have ever stood for,

GRIFFITH
I know. T™hat's why I love her,

Lillian is shocked into silence.

GRIFFITH
You and I have no more to learn from
each other, Vhat happened on the screen
was our love affair, Yow it's over.
Ve both have other places to go.

Suddenly an assistant comes running in, excited.

ASSISTANT
Mr., Griffith! Mr, Griffith!
The river's breakine up! The ice
is moving!

GRIFFITH
Is everylthinm ready?

ASSISTANT
Yes, but it's havpenines fast,
Ve must hurry!

GRIFFITH
Alripht, WYe're comins, Light the
fires under the cameras. Ye don't
vant. them freezine up.

The assistant rushes out. 0Oriffith turns to Lillian.

GRIFFIT™Y
Lillian, T want to &0 over the safety
nrecnutiors once more. VYon can't eo

beyond the second marker or you'll bhe
beyond our control points. The onlyv.,..

LILLIAN
(interrupting)
I know what I must do.,
CIm ™M
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EXT, THTE RIVEP
The ice is breaking up and flowinz down the river and ovar the falls.

Lillian strurgles throuch the blizzard, oblivious to the wind and
snow that lash against har unprotected face, She is lost, dazed, yet

pushes on.

She wanders out on to the ice, stumbling, falline, standine again.
She passes a r=d marker that is hammered into the ice to direct where
she 1s to fall for the camera. WYWe zoom in fo the marker,.

CUT TO:

THE BRIDZE
ZO00M in to a cameraman as he cranks his camera intently.

CUT 70:

THE SHORE
ZOOM in to a 2nd cameraman, as he cranks away on Lillian on the ice.

cu™ 70:

THE SHORE

ZOOM IN to Griffith, standines next to a 3rd cameraman. <“riffith
watches intentlv., ‘'ext to him is Richard Barthelmes, bundled up
in a raccoon coat. He is ready to go - to vlav his part in the
rescue scene. Oriffith holds him back with a hand on his shoulder.

CUT ™0:

LILLIAM, on the ice., She stumbles past a 2nd red marker. We ZOCM IN
to the 2nd marker.

cuU? T0:

Z00¥ IN to Griffith's face - in terror as he realizes that Lillian
has mgone beyond the safetv noint. She is oputtine herselg in real
danzer. Parthelmes, next to Ariffith, is equally alarmed,

QARTHRLMES
She went nast the marker!
We've rot to stop her!
(he vells out)
Lillian! Come back! Vou've gone too far!

CuT TO:

LILITA", at the edre of the breakine ice, Sre slumps to the ice, her
haj» and hand falline over tha ad~s of tha ion into “he water, She
avpears to he urconscious, She lies motionless. The ice on which

she lies brea%s off from the rest and slowlv begins to move. Through

the howl of the wind, we can hear the crew calling out to her frantically

from the shore, but she pavs no attention,
CUT TO:
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GRIFFITH - watching in shock. He turns to Barthelmes excitedly.

GRIFRITH
She can't hear us.
Play the scene! Rescue her!

He shoves Parthelmes forward, Rarthelmes starts across the ice
toward Lillian.

cu™ T0:

LILLIAN, motionless on the ice. The piece of ice on which she lies
continues to break awav the rest and moves faster,.

cuT TO:

Barthelmes, running on the ice toward Lillian, but now separated
bv the breakage and the movement of the ice.

CUT TO:

GRIFRITH, on shore, tense, watchine, The cameraman next to him,
cranking, recordine it all.

INTE2CUT: Lillian; Barthelmes; the cameramen and crew; and Griffith -
as the viece of ice that Lillian is on moves relentlessly toward the
rapids. Barthelmes must now leav from ice floe to ice Tloe, to get

to Lillian. Everything moves faster and faster.

nriffith races along the éhore to the bridee, Members of the crew
vork their wav in from the shore over the breakino ice, holdinz on
to the ropes and poles - but Lillian is clearly bavond their reach.

One man loses his grip on the ice-encrusted roves. He falls into
the water and is swept over the small ranids. On the other side of
the bridge, he is drageed from the water by people on the catwalk.

Rarthelmes is now two pieces of ice away from Lillian, but the pieces
are too far apart and the positions keep shiftinz. He takes a running
leap and lands on the edrme of the next piece of ice. He falls half way
inte the vwater, but pulls himself back out on to the ice floe.

Lillian is about to mo over the rapids.

Griffith, on the bridee, looks down helplessly on the action, just
out of his reach in front of him., The cameras keevn turning,
oriffith vells to Parthelmes.

GRIFFIT™H
Jump! Save her! Jump!

Barthelmes recovars his feoting and leaps miraculously on to the
piece of ice that carries Lillian. He plcks her up. The ice tilts
to ro over the ranids. Rarthelmes leaps with Lillian in his arms to
the naxt black unstream ard toward shore, Immediatalv he must leao
arain, ~ainin~ but sacownds on the current that threatens to carry
them both into the rapids. He leaps again, falls, recevers, carrving
Lillian away from the rapids, back across the ice floe - finally to
the safetv of the ropes and pole network.
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Rarthelmes holds on for dear life as crew members grab him and
Lillian and pull them to safety.

Griffith rushes to the shore where Lillian and BRarthelmes are being
pulled from the ice. They are immediately wrapped in blankets and
led away to shelter.

Griffith arrives just as Lillian is being helped up the bank by
Kate Bruce. :

GRIFFITH
(frantic)
I almost thought we lost you!

Lillian looks Griffith in the eve. She is teotallv cold and dispassionat

LILLIAN
You have.

As Lillian is helped away, friffith stands on the bank loeoking after
her Jlongineglv.

Ccu™ T0:
GRIRFFITH'S BEDROQM - NTAUm™

Griffith is asleep in bed - a troubhled sleen. He is dreaminz,
The camera moves in toward Griffith's face:

DISSCLVE TO:
GRIFFITY'S DRTAM

Subjective camera moves into a svecial 3-screen orojection room:
one screan in front and one one each side. Tt is Griffith's fantasv
one-narson scres2ning room. .

Ve sit down at the control vanel - 3 larre nobs - one “or each screen.
A hand turns on the left gsorean., On it apoears:

A VISION 0OF HELL,

Satan, the o0ld devil himself in a black cavne, is urging on an oregv

of scantillv-clad voune men and women, drinkiner and laushinz ard
lustinz after one another., Theav climb up toward us from a fiery pit,
led by a handsome masked violinist, We hear the sensuous seduction
of his violin music. Satan looks out of the screen at us, lauchiing,.

SATANM
Bat and drink, for tomorrow -
Out. moes tha lirht!
Sin is as important as moodly night,
For tell me neirhbor,
Without Virone —--
Yow could thare be 2ieoht!

A hand at the control vnanel now turrs on tha screen to the richt,
On it appears:
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A STREE™ SCENE

-Aerainst cold, lonely, desolate city streets, we see a solemn group
of street evanselists. Beautiful, vireinal women, clad in hooded
_capes, sing a hymn: "A Mizhty Fortress Is Qur God," while an
earnest preacher holds his Bible clutched to his heart.

PREACHER
Life is net alwavs what is seems,
Tt's but a thine made out of dreams,
- So make pure and sweset the dreams.

We hear both the violinist from the left and thehymn from the rigsht.

Now the hand turns the middle control, and there appears on the
middle screen:

CAROL DEMPSTER

In a long shot, she is dancing, wildlv, crazily to some hot jazz.
She dances closer and closer toward the fareground, ending in a
laree close-upas she looks out at us from the screen., Carol is
ever restless, like a bird, excited, full of enerey.

Hereves plance to the left, in the direction of the screen devictings
the Vision of Hell, Her passions are attracted bv the seductive
violinist. Then slowly, sinisterly, the violinist removes his mask
to reveal a deformed, monstrous face beneath.

Startled, Carol turns her head in the direction of the other screen,
where the preacher is on his knees praving for lost humanity, while
the chorus sines. Carol's higher instincts are attracted to the
sweet music.

She is torn between rood and evil,

We now see that it is Griffith who is at the controls of the three
screens. He gazes at Caroel, hypnotized by her strance presence,
so perverse, vet attractive, Vet he is ever aware of the presence
of Heaven and Hell on either side of him.

Carol addresses Griffith from the screen.

CAROL
Sometimes, Dreams do come true, Criff,
Not by accident, their dark vath emerces
inte the lirht. Your dreams are of your
inmer self. And perhaps all would come
true, If vou'd but dream aricht,

Carol directs Griffith's attention to the screen on the right. The
scene has changed from the street preacher to:

INT, HIGH CATHOLIC CATHEDRAL

Lillian, in a brown rovitiate's robe, li=2s nrostrate in front of
the rreat altar. A heavenly chorus of women's voices fills the
cathedral.

Griffith calls out to the imase of Lillian, in melancholy:

GRIFFITH
T4174%an!
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But Lillian does not respend. She lies motionless in religious
dedicatien.

Carol appears to have been watching Griffith's reaction to Lillian,
from her screen, Now her eye=s catch his argain and lead bis attention

back to the vision of Hell.

The scene of the orgy has transferred to a very decadent 20's
Hollywood costume party.

Engulfed in the throbbing passionate music of a small band, Bobby
is lost in a deep kiss in the arms of what appears to be Rudy
Valentino, dressed as The Sheik. (Bobby is dressed as a country
hick, in patched pants and oven weork shirt.)

Griffith calls longincly after Bobby:

GRIFFITH
Bobby...

Rudy withdraws from the kiss. Just as the masked violinist had
removes his mask te reveal a monster underneath, Rudy peels off
his face, a mask, to reveal: DO20THY ~ISH! | Bobby is shaken
eut of his ecstacy as Dorothvlaughs at him cruelly.-

DOROTHY
Wemen don't like your kind any more,
Bobby. They like the foreien kind.
They like Rudy! That's why eld Griffith
doesn't use you anymore!

Bobby backs away from her, horrified, retreating back -into the
crowd. :

CUT TO:

CAROL, on the middle screen,

She holds a piece of strinr between her two eutstretched hands and
plavs a child's game of cat's cradle, Yet all the time, she stares
out at Griffith challenpginely, It is a dare and a seduction and

it laughs at his confusion of innocence and sophistication. She
ends her display bv brinzine the taut strine up against her throat
and sticking her tongue out as if she had choked herself to death.

CUT TO:
LILLIAN, as the novice nun.

She kneels in an ante-chamber of the cathetral, as Sister Superior
cuts off her lonz blonde hair with a vair of scissors. Lillian
accepts this loss in a pious ecstacy.

cum™ 70:
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BORPY, at the Hollywood party.

He 18 hidden in the shadows peekins through some curtains, a voveur,
He is watching an orey of naked flesh,

At the center of all this flesh is Rudy, his naked body draped only
in strings of pearls, rold, and jewels, like an exotic prince.
Arourd Rudy, smothering each part of his body with caresses are
beautiful, naked voung women.

Bobby is an innocent voyeur. He wishes he were touching Rudy.
Bobby strokes himself through his pants.

CUT BACK TO:
LILLIAN, her hair now cut short.

She stands as the vhite-clad sisters remove her brown tunic. Por
just a fleetinr moment, we see the white perfection of Lillian's
naked body. The Nuns dress Lillian in a simple, classical white
nun's outfit, a long white transparent veil covering her face,

Lillian peers from beneath the veil out past Griffith inte some
vacant depth.

Griffith calls out to her arain in melancholy:

GRIFFITH
Lillian,..

As Lillian's imares recedes into the darkness of the screen, Careol
mocks Oriffith frem the adjacent screen:

CAROL
Tt's a dardb, aGriff!
Jt's a darb!

CUT T0:
BOFEY and RUDY §n the baock seat of a moving limousine, - NIOGHT

RUDY
Do you want a kiss?

BORRY
(lonzinrly)
Ye...OC

RUDY
I'1) pive you a kiss,..

Bobby shuts his eves. From out of the darkness, illuminated
intermittedly by lights flashing by outside, we see that Rudy has
a syrinre and A needla in his hand, He is moing to inject it into
Bortw'as arm - haroin,
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BOBRY, at the Hollywood party.

He is hidden in the shadows peeking throush some curtains, a voveur.
He is watching an orey of naked flesh.

At the center of all this flesh is Rudy, his naked bedy draped only
in strings of pearls, gold, and jewels, like an exotic prince.
Around Rudy, smothering each part of his body with caresses are
beautiful, naked voung women.

Bobby is an innocent voyeur. He wishes he were touching Rudy.
Bobby strokes himself through his pants.

CUT BACK TO:
LILLIAN, her hair now cut short.

She stands as ‘the white-clad sisters remove her brown tunic. For
just a fleeting moment, we see thes white perfection of Lillian's
naked body. The Nuns dress Lillian in a simple, classical white
nun's outfit, a long white transparent veil covering her face.

Lillian peers from beneath the veil out past Griffith inte some
vacant depth.

Griffith calls out to her azain in melancholy:

GRIFFITH
Lillian.,..

As Lillian's imares recedes into the darkness of the screen, Carol
mocks Griffith frem the adjacent screen:

CAROL
It's a darb, Griff!
Jt's a darb!

cUT TO:
BORBY and RUDY in the back seat of a moving limousine. - NIGHT

RUDY
Do you want a kiss?

BORBY
(longingly)
YO8, i

RUDY
I'1ll pive you a kiss...

Bobby shuts his eves. From out of the darkness, illuminated
intermittedly by lights flashing by outside, we see that Rudy has
a syrinege and a needle in his hand. He is moing to inject it into
Rohbv's arm - heroin,
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RUDV
(sinisterly)

T'11 give vyou a kiss to remember
me bv,

He plunzes the needle into Bobbhv,

~priffith srasos at the controls trvinz to stop what he is seeins,
but the controls no lonoer work.

GRI®FI™H
No! No, don't!

cuU™ T0:
CAROL, on the middle screen.

Carol suddenlv reachas behind her back and pulls out a dazger,
She threatens Griffith with the daerer,

CAROL
After this vou'll let little Zirls alone!

2riffith pulls back in horror.
.CUT T0:
LTLLIAN, in the cathedral.

She walks down the aisle in a nrocessional toward the altar. She
wears har white dress and veil, ™he other nuns sing a heavenly
chorus. It is like a weddi»c ceremonv - her marriace to Christ.

U™ T0:
BORPVY and RUDY, in a hotel bedroom.
Pobbv clines desperately to Rudyv, who is leavine,

ROBRY
No, don't zo! Please don't go!
Stav with me! Plasase! 7T'd sweep
the (loor! Anvthine!

(™he scene strancely recalls that in Which "riffith told Bobby that
he would no loneer use him in his movies)

Rudv is drazerine Pobby across the floor, as Robbv clings to his
ler, hvstaricallv trvire to hold him bhack., Bobbv is lost in a
heroir nightmare,

Rudy kicks him bhack across the floor and leaves, slamminx the door
behind him, Bobbv picks himself up and tries to ~et to the door,
but falls, in a daze.

Bohhy gtartg flailine areund on the floow, amittinr a horrible moan
lika a dving animal.

cuT TO:
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LILLTAN, at the altar.

She kneels in front of the Bishop, repeating the vows which he
delivers in Latin. The Bishop completes the ceremonv by putting
& silver weddine rine on Lillian's fineser.

The chorus soars, but it cannot drown out the moans which Bobby
centinues to emit on the left screen,

cuT T0:
CAROL, sineging and dancine,

Carol is doine a refrain of her flapper sonr, but this time her
volce is distorted and sinister. She dances with the dacger, making
threatening gestures to emvhasize the lyrics of the song:

CAROL
I'm a flapper, brave and bold
I wear mv stockines rolled.
I drink, I smoke, T chew,
Like all the flappers do.
At night when vou're asleep
We flappers rcam the street...

The soundtrack is now a nightmare blend of Carel's song, the heavenly
choir, and Bobby's moans. Griffith holds his ears trying te block
out the sound.

Suddenlv, Robbv's moanine stops. As if in reaction, Lillian leoks
up from her vows. The heavenly chorus stops.

Carol also stops singing and turns toward Robbv's screen., In horror,
Griffith also turns. An eery silence.

CuU? T0:
BORPV, alone in the hotel room.

Half-crazed and in tears, he searches desperatelv throuch a suitcase.
He finds what he has been lookinzr for - a gun!

Griffith sees the oun and panics. He tries desperately to chanece
the control nob, but to no avail, He tries to yell out to Bobby:

GRIWFITH
Mo, Bobby! Don't! Don't!

Rut Robby does not hear, He puts the run barrell in his mouth and
pulls the trigger. On the axplosion, we CUT RACK TO:

INT, GRIFFITH's BEDROOM

Grifrith, asleep in his bed, screams from his nichtmare:
GRIFFITH
ilo! ‘lo!
Griffith strugpgles back to consciousness, soaked in a cold sweat -
freaked that his visions have turned into nightmares.

_(END OF DREAM SEQUENCE)  DISSOLVZ 70;



147,
EXT. TOWN HALL THEATER - NEW YORK - NIGHT

The marquee announces the world premiere of D.W. Griffith's
DREAM STREET,

The camera moves in teward a lobby poster. It reads:
D.W.GRIFFITH'S DREAM STREET

"Dream vpeople who leok out from wistful windows
or walk with Visions on the Street of Dreams."

At the bottom of the poster is added:

SPECTAL PROLORUE: "™he Evolution of the Motion Picture"
A Talking Commentary by D. W. Griffith,

cu™ 70:
INT, THEATER

As the curtains open and the orchestra plays a fanfare. The audience
hushes. On the screen appears a static full shot of Griffith standing
in frontef a neutral backdron. He address the audience:

GRIFFITH
Ladies and ffentlemen, I am D.W.Griffith.
What you are witnessine is, I believe, a
major breakthrouch in the evolution of the
motion pvicture - a picture that talks.

Gradually, at first almost imperceptibly, GriffithSvoice falls out
of synchronization with the picture,

GRIFFITH
This is made vnossible bv a new invention -
which is quite simplv the joinine of the
motion picture teo the phonoesraoh record.

CUT TO:
THF PROJZCTION BOOTH

Ve see the record on a phonorravh, attached to the projector by a
complicated series of pullevs and other exposed and rather makeshift-
lookingz mechanical connections,

GRIPRPITH
By addinr the spoken word
to the stories vhat we now tell in
motion pictures, we create a new medium,
fully the ~qual of stage plays and great
literature,

CU™ BACK TO:
THTS SCRESH

Griffith's voice is now quite noticeably out of svnec. The audience
is beginning to titter in confusion.



- 148,

GRIFFITH
People think in words. If motion
pictures are to become a major
forum for ideas, we will first have
to make them talk.

CUT BACK TO:
INT. PROJECTION BOOTH

Griffith himself bursts into the projection room and yells at the
projectionist:

GRIFFITH
It's too slow! 1It's falling
behind!

Fretfully, Griffith looks over the apparatus, not knowing what
to do.

His speech continues ever more out-of-sync, on the screen:

GRIFFITH
20 years from now, the motion
picture theater will probably be
a thing of the past. Like the radio,
motion pictures could be turned on
in one's home, broadcast from one
central projection room. Propaganda
will enter more and more. Pictures
are becoming increasinely an
international agency, .both politically
and socially, The screen has become
the greatest medium for understanding
among nations...

Decperate to correct the sound, CGriffith tries to jump the record
ahead, scratching the record., The needle gets stuck in a groove.

CUT TO:
INT, THEATER

The audience starts to lauph hysterically as Griffith's image on
the screen keeps talking pompously away, while the sound keeps

repeating:
GRIFFITH'S VOICE
es.fOr understanding among nations...
for understanding among nations...
for understandine, ..
FADE QUT:



149,

FADE IN
INT. APARTMENT - NEW YORK - DAY

Griffith is giving young Evelyn Baldwin acting lessons in the
livingroom of the Raldwin apartment. It is a genteel home
reminiscent of the Gish household.

Mrs. Baldwin'and her other daughters sit on a sofa watching with
great enjovment this parlor entertainment.

GRIFFITH
In this scene, Little Nell opens
the door, and there she sees her
father! He's been wounded, and
he can hardly walk. She rushes to
him. She has found her father at
last! Now, you play the father,
and I'll plav Little MVell,

Griffith is teasing Evelyn and she loves it, giggling.

EVELYN
No, I play Little Nell, and you
play the father.

GRIFWITH
I alwayvs have to play the father.
This time, let's switch roles.
Alright?

EVELYN
(giggling)
Alright,

Griffith takes a few steps back and grandly does a pvontomime of
opening a door, stepping through, and closing the door behind him.

GRIFWITH
Now I open the door, and oooh!
There you are - my poor old father!

Griffith makes a very funnv face to indicate Little Nell's great
heart-breaking pity for her father. HRvelyn laughs, as do
Mrs. Baldwin and Evelyn's two sisters,

ARIFFITH
No, vou musn't laugh, You're a
poor old man, and I call out to you.

Griffith extends h;s arms toward Evelvn.

C:RIFFITY
Daddy! Daddy! 1I've found you at last!
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Evelyn falls down lausghing,

GRIFFITH
Oh, Daddy! You've fallen!
You poor, poor old man!

Griffith runs over to Evelyn and picks her up to her feet. She
Just laughs harder every time he says "Daddv".

GRIFFITH
Let me help yvou'up, Daddy.

He lets go of her and she falls back to the floor, laughing away.
CUT TO:
INT. HOTEL NIGHTCLUB -~ NIGHT

Carol and a girlfriend, Gloria, are doing a hot Charleston to
impress their dates - two sharn voung men who are lounging at
their table, looking blasé.

Carol's date, Carlos, is a gigolo type, smouldering in imitation
of Valentino. loria is a dizzy blonde, so drunk she can hardly
stand up.

GLORIA'S DATE
Your girlfriend's got a lot of
endurance, Carlos., fGloria's boiled
to the ears - looks like she's
going to drop any sec.

CARLOS
Carol only drops when she's ready -
or wvhen I want her to., Get the
picture?

The men exchange guffaws. Carlos casts a suggestive look at Carol.

Carol 18 the center of attention on the dance floor - and she
really puts on a show.

NOAH, the waiter, known for his outrageous behavior, sashays across
the floor with drinks on a tray - trying to steal some of the
attention from Carol. When his vamping gets some applause from
onlookers, we see Carol react - she isn't about to be upstaged.

Meanwhile, on the other side of the dance floor, Griffith enters
with Evelyn, Mrs. Baldwin, and the two older sisters. Griffith is
treating them to a night on the town. The women all wear corsages.

The Griffith party is shown to a table for dinner - with a view of

the dance floor. ﬁeipher “riffith nor Carol are aware of each
other's presence.
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Noah, the walter comes dancing back across the floor with another
order on his tray. Eying the two men at Carol's table flirtatiously,
he deliberately bumps his ass against Carol's as he goes by behind
herid H: flashes her a phoney doubletake, as if it had been an
accident.

Carol sees this as an open challenge: With a wicked glint in her
eyes, she percolates, plotting her revenge. Noah, the waiter spins
off into the crowd.

Noah, the waiter slides up to Griffith's table to take his order.
He shifts his act into a caricature of a straight waiter.

NOAH
Good evening, Sir., Would you care
for cocktails before dinner?

GRIFFITH
(teasing the girls)
Well I guess we'd better have
three glasses of milk.

The girls protest,

GIRLS
No! No!

GRIFFITH
No? Well, then how about a bottle
of your best champagne.

WAITER
Yes sir.

Noah, the waiter dancers off back across the floor.

Carol and Gloria have returned to the table., Gloria plops down
drunkenly next to her date, fanning herself, exhausted.

Carol stands by the table, still moving to the music. She watches
as Noah, the waiter passes them again, swinging his hips outrageously.
He gives Carlos a big wink as he goes by the table.

CAROL
(to her date)
That Bozo's tryin' ta crab my act.
He's in for a surprise,.

The walter comes swishing back with the champagne and glasses on
a tray. As he goes past Carol, she very deliberately trips him.

Noah, the waiter falls flat on his face, the glasses crashing to
pieces. The cork explodes out of the champagne bottle and sprays
champagne around the dancefloor,
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Carol laughs gayly away.

Noah, the waiter picks himself up, trying to retrieve his tray and
the bottle of champagne. He mutters under his breath:

NOAH
You d-did that on purpose, you,
you vulgar little hussy!

CAROL
Ah go kiss a prune!

Giving the champagne bottle an extra shake, Noah aims it at Carol
and sprays her in the face.

NOAH
Oh, excuse me!

Carol jumps on the waiter, kicking and scratching, overwhelming
him. Her friends have to drag Carol off him. The other waiters
pulls Noah away.

All dancing stops. The band stops. Griffith stands up to see what
is causing the commotion. He sees Carol and quickly excuses himself
from the table.

As they escort Noah, the waiter toward the kitchen, he yells back:

NOAH
Trash! Just cheap trash!

Carol, all revved up and wet, laughs with her friends.

CAROL
If it's onr thing that don't mix,
it's me and pushy he-she's,

She spots Griffith moving toward her, a stern look on his face.
Carol rolls her eyes.

CAROL
Jimminey Jesus Christ! 1It's the
boss!
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The hubbub subdues, and the band starts plavineg again - a slow,
saccarine 2-step.

Carol smiles as Griffith approaches, acting as if nothing were
Wrone.
CAROL
Griff!

She turns te the table, puttinz on a phonev nonchalance,

CAROL
Carles, Gleria, Tonvy - this is Mr. D.W.Griffith.

The two men stand up, but Griffith does not acknowledge their
presence. He stares dargers at Carlos, then rudely hustles Carol
away toward the lobby - to a place where they can talk.

CAROL
Griff, you're hurtinz my arm, dammit!

She wrestles herself free, crosses her arms and pouts, as Griffith
accuses her:

GRIFFITH
I thoueht you were tired and were going to
spend the evening at home!

_ CAROL
So I chaneced my mind., T figured I'd
go out and have a mood time for a chanrse,
So what are you doineg - spying on me!

ORIFFITH
Who is that man you are with?

CAROL
Oh jesus, Griff, That's Charlie.
He's nobodv. An old friend. We
used to dance together at Denishawnm,

GRIFFITH
He looks like a gifgolo to me,

CAROL
He is a sirolo. So what! Mavbe I
sometimes like to go out with
somebody my own ape!

Orifrfrith is hurt, HYHistone chaneres frem accusing to pathetic,

GRIFFITH
Don't. you care for me at all, Carel,

Realizine she has hurt him, Carol softans and becomes affectionate,
CAROL

Oh, Griff, you old feol. You
know I care for vou,
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GRIFFIT™H
(takins heart)
You do?
CAROL

You're the only one for me, Griff,
You're nmv surar-daddv., I just gotta
g0 --- dancing ence in a while. You
know me.

CRIFFITH
Why do vou have to zo dancing with them?
Vhv not with me, Vou know how I love
dancing - just the two of us.

CAROL
Well, maybe I can meet vou later,
But I can't just leave my friends.

GRIFFIT™H
At mv room? Just the twe of us?

CAROL
Sure. Jusgt the two of us.

GRIFFITH
Carol, vou know I don't want to
restrict vour ‘reedom; T just...

CAROY
Okav, okav. I said T'd maet vou later.
.We can talk about it then,

She moves off back toward her frisndg, ~riffith watches after her,
st1l1l upset, then turms back to his tahle and the Raldwins,

DISSOLVE TO:
INT. GRIFFPITH'S HOTEL ROOM - NEW VORK - MHA™ NIGHT

Griffith enters from the corridor. ™he lirhts are already on, the
radio ~ is plavine romantic mude rom the bedroom. Carol's
coat has been thrown carelesslv en tne couch., ™here is a trail of
Carol's clothes that lead to the bedroom. Nriffith follows the
trail into the bedroom. She is mot there, but the bed is oven and
the sheets are in disarrav, The door to the bathroom is open only
a crack and the lizhts are on in there, riffith moves toward the
bathroom,

ARIFFITY
Carol?

HARD CUT TO:
IN™, BA™UI00M

Carol is vinned arainst the wall in a sexual embrace with Carlos.
They freeze at Griffith's voice,

CAROL
Wait just a second, Griff!
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Griffith takes a couple more steps toward the bathroom, then stops.

GRIFFITH
Carol, I'm sorry about tonight,
I - I was rude to your friends.
It-It's just that you mean so
much to me. )

Carlos snears as he listens to Griffith's pleading outside.
Slowly, forcefully, he begins again to pound his body into Carol.
Carol tries to protest, but quickly gives in. She has to use all
her acting skills to conceal her gasps from Griffith in the other
room.

CAROL
Let's forget.....about tonight.
I already have.
I'1l be out in a jif.
Why don't you get ready for bed.

GRIFFITH
It's just that...what with
everything else going wrong, I...

CAROL
Going wrong? What's going wrong?

GRIFFITH
I didn't want to worry you with
all this, Carol,

CAROL
That's what friends are for.

Carol turns on the shower, so she can't really hear him.

Griffith turns and walks over to the dresser in the bedroom.
Sitting down in front of the mirror, he starts to take his shoes
off, directing his voice toward the bathroom door.

GRIFFITH
I'm in trouble. My pictures aren't
making money. I can't borrow any more
from the banks, I'll have to sell
the studio.

CAROL
(yelling from the bathroom)
What?

Realizing she can't hear him, Griffith turns and looks at himself
in the mirror, not happy with what he sees. He is no longer a
young man, He is losing his hair,
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- GRIFFITH

(talking to himself)
So I've signed a contract with Adolph
Zukor to direct pictures for his
Paramount Studios in New York. I won't
have final say anymore. I won't even
own the pictures. I'll just get paid
8 weekly salary - like everybody else.
I won't be able to keep my staff, my
players, my crew-—e—- except you, Carol.
My only condition was that you would
also get a contract - to star in each
of my pictures.

Carol suddenly appears in the mirror, standing behind Griffith.
She has entered silently from the bathroom. She wears only a
white silk robe, tied at the front. She smiles serenely, and
puts her arms around Griffith's neck.

GRIFFITH
Carol!

Griffith turns and throws his arms around her waist, burying his
head in her breasts. He needs her badly. He almost weeps.

GRIFFITH
Oh, Carol. I've given up everything
for you. I've had fame, riches,
independence -~~~ and I've had loneliness...

Carol holds Griffith's head to her body, so he cannot see as she
signals to Carlos - who sneaks out the door in the background.

GRIFFITH
Now all I want is you.

Carol steps back from Griffith, She undoes the tie to her robe.
She opens the robe to reveal her naked body to Griffith's eyes.

CAROL
Well now you've got me.

She invites Griffith into her arms. He moves in to her. She
envelopes him with her robe.

FADE OUT.

END PART II
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Part 3
THE STRUGGLE
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EXT. COUNTRY ROAD - SIMULATED NIGHT

Nostalgic music begins over a MONTAGE of scenes from Griffitht's
movies with Carol Dempster - recreated in color as they would be
seen in master shots during the shooting.

Carol is acting out Griffith's fantasy of their relationship.

In this scene, from "Isn't Life Wonderful," Carol and Paul (played
by Neil Hamilton), have both been knocked unconscious by a gang
who have stolen their complete harvest of food from a wazon that
they have been pulling by hand through the woods.

Carol awakens and crawls to Paul, who is also just waking up.
Their overturned wagon is behind them.

CAROL
Oh, Paul, I thought they had
killed you. Did they take it all?

They realize that the wagon is empty - their life savings zone.
Carol holds Paul in her arms. Despite the dire circumstances,
she finds a spark of hope. '

- CAROL
Do you mind very much, Paul,
Afterall, I've still got you -
and you've still got me.
That's what matters most, isn't it?

We hear Griffith's voice, off-screen, ziving Carol her cue:
GRIFFITH'S VOICE
Now the moon comes out from

behind the clouds - bathing
the two lovers in soft light.

Carol looks up, as if at the moon.

CAROL
The moon! Look!

Paul also looks up. They both seem inspired.
CAROL
Oh Paul, we've escaped them --

T've still got vou! Oh, ISN'T
LIFE WONDERFUL!

Carol is radiant with hone,

DISSOLVE T0:



w.C.FIELDS AND CAROL DEMPSTER
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EXT. CARNIVAL SIDE SHOW - DAY
A scene recreated from SALLY OF THE SAWDUST.

Carol, in a ballerina's dress, and W.C.Fields are on a little
stage tryine to attract the attention of some customers. Fields
Juggles, while Carol does little dances and strikes poses as his
helper.

CAROL
The great McGargle! Let's hear it
for THE GREAT McGARGLE!

Two policemen start to question Fields.

POLICE
Are you McCargle?

FIELDS
Yes I am - amon®Z other things,

POLICE
You're under arrest for violatins
the city ordinance against gambline.

FIELDS
ramblinz? VYou must be mistaken.
It's just the 0ld Armyv “ame.

Carol suddenly jumps on the two officers, knocking them over,
kicking and hittineg them furiously.

CAROL
Run, Pops! Run!

DISSOLVE T0:
EXT. COUNTRYSIDE - TRAIN TRACKS - DAV

Carol and Fields walk off torether into the distance along the
railroad tracks, as a train passes them and disappears around a
turn.

DISSOLVE T0:
CLOSE-UPS - CAROL
A series of linecerinm olose-ups of Carol as she appeared playving
a crusading flapper in THAT™ ROVLE GIRL. Each shot represents a
different, albeif ambiguous, emotion.

OPF-SCREZ', we hear Oriffith's voice:
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ORIFFITH (V.0.)

The girl of today is not a thing

of sharp blacks and whites. You
can't sav she's bad, and let it go

at that. She's wise and foolish,
innocent and sophisticated, moral

and immoral, tender and hard - she

is everything that life around her is.

From the last of the series of close-ups, we pull back to reveal
that Carol is posing on a set interior (for THE SORROWS OF SATAN).

Griffith is lookine through the lens at her to set up the shot.

He is older. His face is beginning to show the strain. He chain
smokes Camel cigarettes.

TITLE: "Paramount Studios
New York - 1926"

Griffith turns to the cameraman.

GRIFFITH
This is what I want.

The cameraman looks through the lens,

CAMERAMAN

(skeptical)
Uh huh. Well if that's what you
want, we can certainly do it. But
it's poing to take a little time.
I have to change all the lights.

CAROL
(peevish)
Not again! All we do on this set
is wvait for the cameraman. If vou
need me, I'1l be in my dressingroom.

Carol starts to stalk off the set, The cameraman is unset and
turns to Griffith (who himself seems rather disgusted and weary).

CAMERAMAN
But we need Miss Dempster here to
get the lighting right,

CAROL
(yelling back)
Then use my stand-in. That's what
she's being paid for, isn't it?
Carol disapvnears off the set, Mri®c ith shrurs to the cameraman
and turns awav. 7Thig is not the Criffith who used to be master of
his set. !Now he seems curiously uninvolved.
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Evelyn Baldwin, now 18 years old and pretty, is the stand-in that
Carol was referring to. Griffith nods to her to take Carol's place
in front of the camera.

GRIFFITH
Miss Baldwin, if you would....

Evelyn i1s the only other familiar face on the set. The cameraman
and the crew have been assigned to Griffith by the studio.

Griffith wanders off to the sidelines and sits down alone, smoking
his cigarettes.

A studio junior executive, LEBARON, approaches him, From Griffith's
:eary expression, we can see that he'd rather not be bothered by
his man.

LEBARON
I don't mean to criticize,
Mr. Griffith. But are all these
close~-ups of Miss Dempster really
necessary. Ve have a schedule to
meet, and each close-up wastes a
lot of time.

Griffith only half tries to hide his obvious irritation.

GRIFFITH

Since this is the story of how a
woman's devotion redeems the soul
of the man she loves, Mr, LeBaron,
every close-up i1s essential to
establish the radiant presence of
that woman. Because that presence
is the center of the film.

(continued)
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GRIFFITH (continuing)
It counteracts all the banalities eof
this story that veour companv has given
me to photograph.
The Sorrows of Satan is not exactly a
project that I would have chosen myself,
but at least my contract stipulates that
it's up to me to decide how to realize
it as a film,

LEBARON (defensive)
Alright. PFine. I'm not trying te interfere,
Rut today's audience likes action, not this
slew, romantic stuff.

GRIFFITH
I've been making pictures longer than
you've been out of short pants. I think
I know what an audience responds to.

Dismissing LeBaron with this statement, Griffith turns away.
LeBaron mutters after him.

LEBARON
Maybe vou've been making pictures a
little too lone...

Griffith walks back to the camera wvhere Evelyn Baldwin

is standine in for Carol, As if to escape the other irritations
on the set, Griffith seems to enjoy teasing the still very girlish
Evelvn.

GRIFFITH
Well, Miss Stand-In-For-The-Star,
how do you like your new job?

EVELYN
It's all so exciting, Mr. Griffith!

GRIFFITH
Exciting, is it? You realize, of course,
that yours is one of the most important
jobs on the set,

EVELYN
No, you're just teasing me. All I de
is stand here,

GRIFFITH
Viell, evidently that's how thevy judce
a job's importance in these modern
movie studios. The less vou do, the
more important you are. The producers
are the most important because thev
dor't do anythine at all. Vou only
have to stand here, so that makes you
second most important.
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The cameraman cautiously approaches Griffith, as if he were afraid
to interrunt him.

CAMERAMAN
Ah, Mr, Griffith, we're ready for
Miss Dempster,

GRIFFITH
Then send for her,

CAMERAMAN (hemmine and hawing)
Well, ah, you see, Miss Dempster
doesn't like it when crew members
come to her dressing room,

GRIFFITH
I see. Alripht, I'll get her myself,.
(to Evelyn)
You see, Evelyn, the director is another
very important job - I get to be the
messenger boy.

Griffith walks through the stage to Carol's private dressing room.
He enters without knocking.

GRIFFITH
Carol, we're ready.

Carol is on the couch kisgsing a young man in a tuxedo, EDDIE LARSEN,
Eddie jumps up when Griffith surprises them, bovishlv embarrassed

at being causht necking, Carol is totallv blasp - she could care
less., OGriffith is stunned, jealous. %ddie is a rich voung Texan
used to getting what he wants. Right now he wants Carol, and it
doesn't even occur to him that Griffith, an older man, ‘might be
involved with her

EDDIE
Hey now, you caurht us! Ah just
can't keep mv hands of'f her, the
little beauty. I'm Rddie Larsen,.
You must be Mr, Griffith, I'm glad
to meet you,

Eddie extends a hand toward Gpriffith, but Griffith ignores him. He

glares down at Carol, who plays with her fingernails. There is an open
case with a large diamond si%gig% on the table next to her,

Look, I hove vou don't mind my stealing

a couple kisses from vour star, Mr. G.,
but she did say that she was on her own
time, and I'm afraid I just took advantage
of that fact.

GRIFFITH (coldlv)
Miss Dempster is required on the set.

Carol gets up and walks past Griffith toward the set, witheut saying
a word,
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EDDIE
Well look, no hard feelings, Mr. .
But if I can talk Carel inte it, I
might just steal her away permanently.
You see, I've just asked her to be my
wife. 'Course she hasn't said ves yet...

Griffith turns and pursues Carol toward the set, leaving Eddie with
his mouth open.

Carol strides on to the set and takes Evelyn's place in front of
the camera.
CAROL
(to Evelyn)
Scoot along new, Honey. Playtime's over.

Evelyn gives Carol a funny look, not appreciating beine treated
like a child. She walks off to the sidelines., The crew seems to
hate Carol; she pays no attention to them.

Criffith reavpears on the set and grabs Carol's arm, as if to demand
an explanation. But in front of the crew, he says nothing. It is
all in his eyes which are crazed with jealousy. Carol wrenches her
arm awvay.
CAROL
He's nobody. Just an admirer,
I'm allowed to have admirers, aren't I.
(loudly, so the crew will hear)
I'm ready. Vhere's the guy I'm supposed
to kiss?

The guy she is suvposed to kiss is Ricardo Cortez, a handsome young
man with slicked hair in imitation of Valentino, He has been sitting
off to the side waiting. Next to him is an older woman, probably

his manager. As he heads toward the set, he mutters to her:

CORTEZ
How am I suppoosed to feel passion
for a woman who hates me.

Griffith steps back to the camera as Ricardo approaches Carol, giving
her a big phorey smile, She looks back with cold indifference.

As Griffith gives the instructions for the scene, there is a
detached, fatalistic tone to his voice.

GRIFFITH
This is a love scene. You are two
struggline youns artists. You have been
attracted to each other for a lonz time.
You have shared povertv together, You
both know that it is inevitable that vou
will become lovers. Now the woman has
come to the man's room. It is her
invitation., He takes her in his arms
and kisses her,

CAROL
Let's just get it over with.

A boy puts a slate in front of Carol and Ricardo, and the cameraman
starts the electrically run camera.



THE REPEATED KISS: CAROL AND RICARDO CORTEZ
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Griffith's face is ashen as he watches the scene take place before
hls eyes - powerless to stop the woman he loves from being drawn
to the passion of a younger man. Ricarde is deing his best to
project a smouldering Latin lover image and Carol abandons herself
to the mood. It is a convincingly erotic mutual seduction.
Considering Carol's coldness before the camera started turning,
she must now be an accomplished actress.

Carol and Ricardo break from their kiss.
: GRIFFITH
Let's try it again. More rassion, Miss Dempster.

Carel glares at Griffith. She knows that the first take was
convincing, Why is Griffith making them repeat it.

Carol and Ricarde repeat the scene, again very convincingly.

GRIFFITH
(mechanically)
Again. .

We see a montage as Griffith has them do the scene again and again -
2 masochistic ritual, © Only Griffith's tortured eves give a hint
of the perverse reason for doine it.

FADE OUT
INT. BANZHAF'S LAY OFFICE

Criffith, resiened and preoccupied, sits opposite Banzhaf. BRanzhaf
is upset, trying to make Griffith listen to reason, Griffith hardly
seems to be listenine., His gaze goes beyond Banzhaf, out a window.

BANZHAR
Please, Mr, Griffith, I can't impress
upon you strongly enourh the seriousness
of your situation. ™he rumors of vour
dispute with Mr. Zukor must be put an
end to. Your reputation as a reliable
director is at stake. If vou cannot come
to terms with Zukor to complete your
commitment, vou will lose the credibility
to enter other contracts here. I understand
that it is the fault of Mr. Zukors interference
that vour nictures have not done well at
the box office., Rut if vou withdraw now,
the industry will lav the blame to vou,
Zukor is willing, even anxious, to
continue, oroviding onlv that vou accept
an actress of his choosinez, and not Miss
Dempster, for the lead.

At the mention of Carol, Griffith stiffens, intractable, Ranzhaf
pleads with him,
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BANZHAF
Can't we find some workable compromise.

GRIFFITH
No. There can be no compromise on the
issue of Miss Dempster.

Banzhaf 1s exasperated.
CUT TO:
EXT. NEW YORK STREETS
Griffith wdks alone, dejected alonz the street, He enters his hotel.
INT., HOTEL
Ye takes the elevator up to his room,

Griffith opens the door to his room. There is a letter pushed
under the door. He opens it. uis face turns deathly pale. Ve
hear Carol's voice-over as he reads the letter,

CAROL (V.0.)
Dearest David - You have been so good
to me, I hate to end it like this. But
I could not face you, as I knew you would
never let me go, By the time vou read
this, I will already be on my wav to the
West Coast with Eddie Larsen, whom I intend
to marrv, I no loneger want to be an
actress. I just want a normal life like
anvone else. My decision is final. I hope
you ‘can understand. I am sure that vou
will find someone new to take my place.
Affectionately, Carol.

CUT TO:

INT,., HOTEL LORBRY
The desk clerk shakes his head.

DESK CLERK
No, I'm sorry, Sir. Miss Demovster
checked out this mornine,

Griffith looks crazed and desverate,

NRIFFITH
Do you know where che went?

DESK CLERX
We sent her lugerage to the train station.
T believe her dastinatior was Los Angeles,
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GRIFFITH
Call the station. Get me a ticket
on the next train for Los Angeles.

CUT TO:
EXT. COUNTRYSIDE - DAY

A train roars along the tracks, heading West.

INT,. TRAIN

Griffith sits alone in a Pullman car, drinking. He looks as if
he has been drinkine for days. He hails the waiter.

GRIFFITH
Waiter - another scotch.

The waiter pours Oriffith another drink. Griffith nurses the drink,
gazing blankly into space.

Through his alcohol blurred vision, Griffith suddenly becomes aware
of a presence sitting opposite him in the booth. It is a very
suave, sophisticated older gentleman in a top hat and tails. He
smokes a cigarette and casually blows the smoke toward Griffith,
with an amiable, knowing smile.

(This is Griffith's vision of Satan, as played by Adolphe Menjou
in THE SORROWS OF SATAN).

GRIFFITH
(in a drunken slur)
Who are you?

SATAN
(charming)
Oh come now, you know me,
Perhaps this would help.

Satan leans forward into a very low light, casting his face into
a sinister shadow effect.

SATAN
You've always plctured me as a
boogieman, but as vou get to know
me better, I become a rather
sympathetic character. 1In fact, I
think we could become good friends.

GRIFFITH
What do you want with me?
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SATAN
I only come when I'm called.
So the question really is -
what do you want with me?

GRIFFITH
I want her back.

SATAN
Yes, I thought so. Unfortunately,
it's already too late. She's already
married him,

Griffith drops his head to the table, erying.

SATAN
There, there, mv friend. 1It's not
as bad as all that. What were you
going to do, anyway: chase after
her? Do a jealous lover scene? Shoot
her? Or perhaps him? Or both, most
probably. Why not sublimate it all
into a film. You've done it before.
But here I am, acting like the voice
of Reason. You force me into playing
strange roles, my friend.

Griffith looks up from the table.

GRIFFITH
I gave up everything for her.
I have nothing left.

SATAN
Oh, but that's not true. You have
something very valuable left,.

GRIFFITH
/ What's that?

SATAN
Your vision,

GRIIFITH
My vision?

SATAN
Yes. Sell it.

GRIFFITH
Who would buy it?

SATAN
Hollywood!
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Satan laughs maniacally away.
CUT TO:
PERIOD FOOTAGE MONTAGE OF HOLLVWOOD IN THE MID-1920°'S.

As Satan laughs, we see FLASHES of the voung film capitol, its
stars, and its productions: A Cecil B. Demille orgy; the chariot
race from BEN HUR; Valentino in SON OF THE SHEIK, the entryways
to the new studios.

SATAN (V.0.)
Hollywood - the great bastardizer
of all you have created.....
your child......vour MONSTER!

CUT BACK TO:

GRIFFITH AND SATAN

SATAN
You can continue making pnictures -
if you're willing to work once more
in Hollywood. But there is a condition -
a condition attached to vour gift of
vision. The condition is this:
You will be able to see, but,...
NO ONE VILL BELIEVE,

Satan laughs away again at this cruel irony.

SATAN :
I'm sorry, my friend. I'm just
doing my job., No hard feelings, huh?
Afterall, you've seen all the high
places; vour life wouldn't be complete
without a glimpse of the gutter!

Satan laughs away agzain.
The waiter comes back. By now, several other passengers are staring

at Griffith's booth: Griffith is alone in the booth, staring into
space and laughing demonically. B ;

Dt§§0L07 ™
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INT. MARY PICKFORD'S ESTATE - DAY

Griffith stands before Mary, hat in hand. He is wearing his best
clothes, but thev were tailored to him in days when he was in
better shape. He is apologetic; she is cold and businesslike.

It 1s as if she has been waiting for this moment all her life.
Griffith has finally come crawling to her,

MARY
Is this a social visit or a business
visit? Either way, I hope it won't
take too long. I'm a very bust woman.

GRIFFITH
I want to get back into the picture
business out here, Mary. I guess I've
sort of.....lost touch.

MARY
Yes, we've heard that you've been
chasing after one of your leading
ladies again. You never learn, do you?

GRIFFITH
That's over now. MNow I just need to
work.

MARY

I don't know if there's much call
for your kind of pictures anymore, D.W.
People don't 1like being preached to.

GRIFFITH

I have nothing to preach about anvmore.
I Jjust want to make pictures.

(CONTINUED)
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MARY
Our pictures here are zeared to make monev,
Evervone who works for us must be willing to
cooperate in achigvine this =0gal. Do vou think

vou would be able to cooperate in doing this - even
f to do so seemed to conflict with vour ideas

about art?

ARIFRITY
Ves, I'll cooverate,

MARV

Cood, I can arrance a contract for yvou with
Joe Schenck. But on mv terms. You will
make first class nictures and receive a
egenerous weeklyv salarv - just like you
used to mive me . back at Biogranh - but we
will have final sav on choice of vrojects,
casting, and final cut.

Marv gives Mriffith a cold, hard stare anticipatine objections.
Ye makes none. She plavs her trump,

MARY
And, vou will also sien over to me vour
votine shares in United Artists stock.

N IFRI™H
Vou drive a hard barmain, Marv,

MARY
- No one else yould even hire vou,

cuU™ T0:

LON? SHOT: EXT™. MARY'S HSMATE -~ DAY,

As Oriffith walks alone f'rom the housé, slowly and defeated.
DISSOLVE TO:

INT, STUDIO SE™ - A SPACTOUS CASTLE INTERIOR

ORIVPTTH
You have ginned - and vou must die!

Grifeith, his arms ontstretched to the heavens, speaks with old
tegtament wrath, his evag “ixed on two vounz lovers caurht in an

embrace.,

Tricfith 18 rehearsineg the endine of NAUMS 0= LOVE, a costume
melodrama based on the lerend o Paolo and " rancesca. The story
concerms an older man who returns from the wars to find that his
baauti®ul vounr wife and hisg handgome vauneer hrothevr have become
lovnng. TMe antar Nan Alvaradn DIN"R e "q]owhiwo_qf‘\'lnd rﬂolo;
Varv Philbin, a dunh rlonda starlat, nlavs “vancesca, Wor this'®
rehearsal, "riffith is takine the part o® “he older h»other., (The
situation parallels the scene where Gri©fith had caurht Carol kissino
Eddie Larsen),
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ARI@CT™Y
Now, he takes Francesca - the woman
who has wronezed him - he takes her in
his arms for one last kiss,

Griffith erabs Marv Philbin ard nulls her to him, pausine dramatically
for one last longing look at her face hefore the fatal kiss. 45riffith
is deenlv involved in his performance - but Mary Philbin can't helo

gierline mawkishlv, rriffith tightens his eriov on her, She protests.

MARY PHILBIN
Yev, that hurts!

GRI LMY

(ominouslv)
It's suvnosed to hurt. If vou were
a real actress, vou would want it to
hurt .

Marv Philbin genuinelv attempts to wrierle loose., Griffith tightens
his grib viciouslv,

NRIFFIT™Y
Ye kisses her!

fritfith kisses her deeplv on the lips. There is fear in Mary
Philbin's eves as she acquiesces to the kiss.

2riffith oulls back from the kiss, but eontinues his iron hold
on Marv Philbin.

NARTOWTMY
And as he kisses her, he draws his
dapger from his belt,..

ariffith draws a real knife from behind his back and raises it to
Marv Philbin's neck. YHer eves flance sidewavs at the daerer in

horror.

ARIFFITH
.+s.8nd plunaag it into her neck!

Mary Philbin screams for real as Or»iffith nlunres his knife, just
missing her neck., She roes limn in his arms, ~“riffith releases
his zrip and lets har frall to the floor,

NRIFFI™Y
And then he turns to his brother,..

Griffith turns to Don Alvarado, who has stood in shock watchine
nriffith, Sriffith looks at Alvarado with the same ricrhteous fury
that he had just shown to Mary Philbin. Alvarado is transfixed.

ARTEPTTY
You 2ls0 who have tatwraverd ne,
Shall now embrace vour death,
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Griffith grabs the surprised Alvarado into an embrace, kissing
him also firmly on the 1lips - and thrusting his dagger as if into
Alvarado's side.

He lets Alvarado go, and Alvarado cooperates by falling to the floor.
Mary Philbin is still on the floor watching the rest of the scene.

Griffith stands a moment gazing in righteous victory into the

stage lights. Then, suddenly, his rigid body relaxes - as he comes
out of his play-acting. He turns back to Mary Philbin and Don
Alvarado, who watch him intently from the floor. Griffith smiles,
the melodrama over.

GRIFFITH
(1ightly)
And then the two of you will
crawl toward each other to die,
in a close-up, in each other's arms,

Griffith gestures to where the close-up will be shot on the floor.
Alvarado and Mary Philbin both breathe a sigh of relief,.

Criffith now turns to an actor in costume who has been watching
from the side. It is Lionel Barrymore, who is playing the part
of the older brother that Griffith has just demonstrated.

GRIFFITH
Do you get the general idea,
Mr. Barrymore?

BARRYMORE
I only hope I can do it justice,
Mr. Griffith. :

Behind Barrymore sits Billy Bitzer, alone in a chair, He looks
much older, time and liquer having taken their toll. He takes a

drink from a flask.

Barrymore steps on to the set and offers FMary Philbin his hand to
help her up from the floor.

GRIFFITH
Alright, let's do it again - this time
with Mr, Barrymore,

John CONSIDINE, a Jjunlior executive at the studio, steps up to
Griffith., In a loud voice, so that everyone will hear him, he
interrupts Griffith,

CONSIDINE
Look, Griffith, is that how you
intend to end this picture?
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GRIFFITH
Yes. 1It's a tragedy.

CONSIDINE
I don't care what it 1s. Audiences
don't like unhappy endings. It was
Mr. Schenck's and my understanding
that it was to have a happy ending.

GRIFFITH
To do that would be contrary to all

the laws of drama.

CONSIDINE
(threatening)
Do you plan to cooperate or....

GRIFFITH
(defeated and humiliated)
Alright.

Griffith turns to the cast, who have been watching this confrontation
in silence.

GRIFFITH
Alright, Ve're going to try a
different ending. Ve'll have the
young lovers live, and kill off the
old duke. That should make everyone

happy.
Griffith turns to the cameraman.

GRIFFITH
Will the cameraman please set the
lights for the scene. I'm going to
have a little tea.

Griffith turns and walks over to where Billy Bitzer sits, disheveled
and obviously drunk. Griffith puts his hand out, and Bitzer hands
him the flask. Griffith toasts to Bitzer.

GRIFFITH
Here's to cooperating and making
everybody happy. Let the young live
and let the old die., Right, Billy?

Griffith takes a drink.

Bitzer no longer jokes with Griffith, He is now a bitter old man.
Griffith has had him put on the payroll to help him out, but he has
no real function on the set.

GRIFFITH
So what do you think, Billy?
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BITZER
What the hell difference does it make,
You pay me to be a cameraman, and all
I do is sit here. A goddam charity case.

GRIFFITH
These indignities we must both endure.
(he motions the flask back to Bitzer)
. It pays for our habits.

Bitzer takes the flask back and takes another drink.

BITZER
(bitter)
I'll drink to that,

DISSOLVE TO:
INT. SPEAK-EASY - NIGHT

Griffith sits at the bar - a solitary drinker, drowning his sorrows.
There is a tacky floor show in which a line of girls do suggestive
steps while parading through the club to cheesy music.

One of the girls, a hardened blonde with a good eve for money, gives
speclial attention to Griffith and succeeds in catching his interest.
After her little act, she saunters suggestively over to Griffith.
She has a fake French accent.

GIRL
I see you looking at me - maybe
you would buy me zee drink, yes?

Criffith is drunk and flattered by her interest.

GRIFFITH
By all means. Bartender, give this
young lady whatever she would like
to drink.

Criffith waves a big bill to the bartender. The girl is impressed.

GIRL
Ooh la la! Then maybe I have zee
champagne.

She stands at the bar in front of Griffith. He looks at her body.

GIRL
My name eez Lulu,

GRIFFITH
Lulu, huh, Well, Lulu, have you
ever acted in novies?
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LULU
No, not yet. But zee show business eez
my life.

CRIFFITY (lapsing into his old line)
Yes, I couldn't helo but notice vour
dance. You have a verv expressive bodyv,
and that's a qualitv that is very
important in screen actine.

LULU
Oh, I am so pleased you like eet.

She runs her hands down the sides of her dress to accentuate her
bOdv .
GRIFRIMY
Perhavs vou would like to audition
for me. I'm alwavs looking for new
talent. VYou have verhaps heard of me -
I'm D,W.Griffith,

LULU
(not reallv recoenizine his name)
Oh ves. And you are in zee movie business?

FRIFFITH
Ves I am.,

. LULU
Oh, I like the movies very much!
Maybe I have seen some of your movies, no?

GRIFFITY
Perhaps. I made BIRTH OF A NATION...

LULU
YeS. e

She obviouslv has never heard of the movie.

GRIFFITYH
INTOLERANCE, WAY DOWN EAST...

LULU
Oh ves! I saw that one - when I
was zee little rirl, It was so funny...

ARIFFITY (fully aware of the irony)
Now T'm makineg a picture about an old
fool who rets taken in bv a golddipeer,
Do vou think vou could play a rolddigger,
my dear?

LULU
Oh, ves

ARIFFITH
Mavbe I could audition you tonight -
at my suite. We could act out a scene.
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LULU
Sure. That sounds sreat. But aet
would be necessarv that I get paid
to do thees audition,..

GRIFFITH
Yes, money - of course.

The girl nods to a photographer who promntlv approaches Griffith and
flashes a picture of him and Lulu. Lulu puts her arm around Griffith
and smiles into the camera, 0Griffith is startled and confused.

The vhotogzrapher moves away as quickly as he had appeared.

GRIFFITH
No, no pictures, I...

LULU
Oh, it's alright. He is just the
club photogravher, Don't you want
a picture to remember the evening by.

GRIFFI™H
(fearing scandal)
No, I have to leave.

criffith eets up, a bit unsteady, and almost in a panic heads
toward the exit, leavine the surprised Lulu behind. She runs after
him, gropping her accent.

LULU
Hey, dammit! What about my audition.

GRIFFITH
No, I'm sorry.

Griffith hurredlv exits. Lulu looks after him, her hands on her
hips, pissed off,

LULU
Vou old geezer! I hope vou drop dead.

FADE OUT
FADE IN
INT, GISH HOUSE - LATE NIGHT

The phone is rineineg, Lillian, carrvinz her old Pekinmese Chu Chin
Chow, aporoaches the phone, She wears a white dressinz gown, her
lone hair combed out for the nirht., On the wall behind her is an
idealized portrait of Griffith by Henrik Sartov, framed in gold.

LILLIAN
(to the dor)
Yush now, Ch, “Ytho could he calline
at this time of night?
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Lillian picks up the phone.

LILLIAN
Hello?

GRIFFITH'S VOICE
Lillian? Guess who this is.

LILLIAN
(cautious)
Mr. Griffith?
From Ariffith's voice, he must be smashed out of his mind.

G?IFFI@H

You guessed! What are you doing right
now?
LILLIAN

Why I was in bed, Do you know
what time it is?

GRIFFITH
Foreet time. Come have a drink
with me.

LILLIAN

It sounds like you've already
been drinkinr,

There is a long silence from Griffith's end.

LILLIAN
David? Are you alright?

OGRIFWI™H
Have you seen mv latest picture,
Lillian?

LILLIAN
No, but I've so been looking
forward to it,

ARIFWITY
Don't bother., No one's interested
in silent pictures anvmore. anvway,
The hastards won't let me do a talkie,

LILLIAN
All the talkies I've seen are dreadful,
Besides, vou alwavs said that the great thine
about pictures was that thev could be
understood the world over,

APIRTTITH (not listening to her)
"he hastards won't even talk with ne,
I think they're roine to fire me,
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LILLIAN

Who? Who are you talkinez about?
GRIFFI™H

Marv's bovs. Schenck. 1It's the =

Jewish curse. Why don't vou come have
a drink with me, Lillian, and we'll
curse the Jewish curse,

LILLIAN
(hesitant)
No...no, I don't think I can,

Another long silence from Griffith's end.

GRIFFI™H
Vou won't have a drink with me?
Well T don't blame vou, ~“ood night,

He hangs up.

LILLIAN
But David, please, wait, I...

But she is too late, §he speaks pathetically to her dog.

LILLIAN
He hung up, Chu Chin Chow,
He wouldn't have called at all,
except that he was drunk.

She gazes at Griffith's portrait and speaks to it,

LILLIAN
If yoy'd ask me one day when vou
were feeline better, I'd sayv ves.
(then, to her dos)
Wouldn't I, Chu, Do vou want a
special treat? C'mon, let's check in on
mother, then I'll find something sweet for you,

Th., camera holds on the portrait of Griffith, as Lillian slowly
leaves the room carrvineg Chu Chin Chow.

wADE OUT
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INT. FINE ARTS S™UDIO - HOLLVWOOD

Sriffith walks alone throurh the corridors of a new office building.
He enters the office of Joseph Schenck, President. Ye confronts a
secretarv at her desk in the outer office. She doesn't look up
from her work. She could care less,.

ARIPRIT™H
Excuse me, is Mr. Schenck free?

SECRETARV
Ah, no. He's in a meetine richt now.

ARTRRITY
I'm Mr., Griffith, I have an appointment.

SECRETARV
Oh, Mr. Ariffith, Ves. Whv don't you
have a seat, 7T'll let vou know when he's
free,

The secretarv disappears into the inner office. ariffith nervouslv
looks throusch a folder of papers he has with him. His hands are
shakineg., The secretarv reaonears.

SRCRETARY
Vour annointment was supvosed to be
for tonorrow, not for today, Mr. Griffith,

ARIFFI™H
(panicked)
No, no, I'm quite sure it was for todav.

We see the secretarv erase Nriffith's name from her apoointment
book under Thursdav, She is 1lving,

SECREMARY
"odav's Thursdav, VYour aonointment
wag for Fridav,

GRIVFITH

(pleadive)
T must see Mr, Schenck, Tt's absolutely
vifal. ™his appointment has been
cnneelled and rescheduled three times,
T was asnured that he would see me today.
Please, he must see me; he must!

SECRETARV
7'11 check with him apain, but it's the
vwrong day,

The secretary disaopears. Oriffith seems desperate. ™he secretary
reaaovnears,

; SZCRE™ARY
Mr. Schenck will see vou now =
bul onlv for a minute, 4Ye does have
another avpointment scheduled,



180.

Griffith pulls himself torether as best he can and vroceeds into
the office. Schenck is hehind his desk. Considine stands at the
window. Thev put on fake business smiles of friendship as if nothing

were wrong,

SCHYENCK

D.W! Good to see vou. Have

a seat, You don't mind if Considine

slts in do vou, We were just talking

about vou, :

Griffith sits in a chair facing the window, the glare in his eyes.

GRIFFITH

Have you read my proposal for the

Lincoln project vet?

SCHENCK
Of course we have., Of course.
Very promising. Very worthwhile...

Schenck looks at CGriffith forcing him to take the initiative.

GRIFFITH
(hesitantly)
Well, do you think we can come to an
agreement to proceed with it?

When Schenck is slow to respond, Criffith tries to build up the
project.

GRIFFIT™H
I feel that it's an ideal project
for a dialorue picture. The words
of Lincoln have been an inspiration
for people all over the world, It
could be very popular, School
children could see it as part of their
classes, and older peovole, naturally,
out: of interest for the ideals that
Lincoln has come to stand for...

Considine has circled around behind firiffith's chair, out of his
line of vision, making Griffith increasinglv nervous. He has
everything to lose, OAriffith keeps turnine back and forth trying
to hold the attention of both men, neither of whom reveal the
slightest emotion on their faces.

SCHENCK
There's no question, D.YW., but that
it's a pood, resnectable oroject.
The thine is, vou've never done a
dialorue film before and...

GRIFFITH
But noone's done dialorue films before.
It's a new medium, Ard T have so manv
ideas on how to maks the dialosue reallvy
live - not Jjust imitation of stage technique -
but the wav people talk in real life.
You're lettine other directors try their
hands at dialogue pictures...
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CONSIDINE
(from behind Griffith's bvack)
Those other directors haven't had three
flops in a row.

SCHEMNCK
I don't think we need to remind D,W. about
his past failures. On the other hand, D.YW.,
you have to understand that on a project
of this magnitute, we can't take chances.

We see Griffith gear himself for a rejection.

SCHENCK
That's why I've asked Considine here to
take charge of the production, as supervisor,
You will be resvoonsible to him on all
decisions. He in turn will revort directly
to me on a day-to-day basis. This way, we'll
all be working together hopefully to the
betterment of the picture.

Griffith is so relieved to hear Schenck talking in concrete terms
about making the picture, he gushes his gratitude.

GRIFPITH
Then, then, I can make the picture,
I can't tell you how relieved I am.
I was afraid, well, it became so hard to
see vou, You rejected so manyv of my
ideas.

Schenck gets up and starts walking Griffith to the door, his arm
on his shoulder.

SCHENCK
I was just waitine for the right project,
D.W. Now I'll have Considine get
torether with you later, ‘e have some
other business to discuss now,

GRIFFITH
Thank you, Joseph, thank vou,

Schenck shuts the door behind Griffith and turns to Considine.

SCHENCK
Get the victure done, but I don't want
him comingz around here afterwards beerging
to do another »nicture, Make it so hard
on him that he'll never want to set foot
in this studio again.

CCMSIDIVE

(sirnister)
You can count on me.

FADE OUT
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INT. SOUNDSTARE - A CONWERRNCE R00M IN THE WHI™S HOUSE - 1860's

Griffith is directine a scene from ABRAHAM LIMCOLN. This is the

first time we have seen the use of sound equipment. The early

sound avpvaratus is crude and almost immobile. ™he camera and camerama
are encased in a larre box to soundproof the set from the noise of

the camera. The microohone is on a boom held directlv over the
performers' heads, as todav. The soundmen are in a sevarate booth
with plass windows at the end of the soundstage,

The camera housine 1s too bulkv to move. Throuzhout the scene, then,
the camera holds on Lincoln, who sits in a chair while the other
characters move to him to speak their lines.

griffith sits in a director's chair at the side of the set and
watches the proceedings in silence. Considine gtapngg in the backeroun

In the scene, a troubled, wearv Lincoln (plaved bv Walter Huston)
sits listening (much like 7riffith) as several verv worked-up
politicians harangue and pressure Lincoln. Lincoln appears very
grave,

POLITICIAN

(imvassioned)
Let the Southern states fro their
way and us so ours! For I tell you,
Mr. Lincoln...

The politician is interrupted bv the entrance from another room
of little Mad Lincoln, Lincoln's son, ™ad is singing a song about
his father.

mAD (singinge)
0ld Abe Lincoln came out of the wilderness,
Out of the wilderness,
Out of the wilderness.
014 Abe Lincoln came out of the wilderness,
Down in Illinois.

Th. politicians hush as M™ad climbs up on his father's lap,

TAD
Daddy, Mama wont let me stav up.
She wants me to o to hed, and I
don't wanta,

LINCOLN
Now don't you think its time for
little bovs to he in hed, Tad?

TAD
But I want to stay up with you.

LINCOLY
But -your mother?

TAD
If vou say so, she can't make me,
YouTra the President!
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LINCOLN
Tad, I suvpvose vou're the onlv verson
in the countrv who thinks I should
have anv authority.

A lone pause, as Lincoln lets the politicians mull over this crack
that is reallv directed at them.

LINCOLN
(to Tad)
Now run along.

TAD
Alright, Daddy. Goodnight.

Tad egets down and walks away.

Lincoln turns back to his cabinet,

LINCOLN
Gentlemen, don't vou supvose that
my heart bleeds for all the sorrow
this war has brourht upon us? Do
you suppose that there is a human
beine that wants peace more than I
do? But we want lastineg veace; and
we can have that onlv by preservine the union.
(pause)
And Gentlemen, the Union is poing
to be preserved.

The scene over, fNriffith speaks up from his chair.

OGRIFFITH
Thank vou everyone, That was fine,
Mr. Huston, may I speak with vou.

Huston comes over and sits beside Griffith, Huston obviouslv
respects Griffith a great deal and listens to his comments with

rreat seriousness.

NARIFRITH
I think we should make a few dialogue
changes for the close-up of vour last
lines...
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Considine meanwhile strides on to the set and announces to the
cast and crew:

' CONSIDINE
That's all for this scene,
You can strike the set.

Griffith rises in protest.

8 GRIFFITH
No, no. We have to do a close-up
of Lincoln at the end!

CONSIDINZE
(a finality in his voice)
Strike the set.

Considine comes over to Griffith, who drops back into his chair,
He is erenuinelv intimidated by Considine - who, for his part, seems
to take pleasure in bullvine Griffith,

CONSIDINE
You got some complaint, Griffith?

GRIFFITH
Well I, I was just discussing with
Mr. Huston some small dialopgue changes
that would make his final 1lines flow
better - if we could just do a close
shot on Lincoln,

CONSIDINE
You know very well there can be no
dialogue changes. ™he dialorsue will
remain just as approved by Mr. Schenck
in the current draft,

GRIFFITH
But the makine of a film has to be
a living process. Chanees invariably
occur durine shootine,

CONSIDINE
Not on this nroduction, On this
productior, chanres will not inevitably
occur, It's mv job to see to that,
You'll make the movie that's in the script.
There'll be no surorises,

GRIFTITH
(broken)
Then the film will be still-born.

CONSTDTNE
(vointedly dullvinr him)
How's vour health, Griffith?
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This is a question that clearly unnerves Griffith, He does not
look well at all. Ye has none of his old enerev on the set.

ARIFFITH
My health is alright.

CONSIDINE
Is 1t? Are vou sure vou're well enough
to continue this production. You really
don't look well at all., Mr. Schenck is
- quite concerned,

GRIFPRITH
(lookine down)
I'm well.

CONSIDINE
A man your age should take better care
of himself,

Considine turns and walks awav, his demoralizine for the day having
been accomplished. As he walks away, Huston tells Griffith in a
low voice:

HUSTON
If it's worth anvthing at all, Mr. Griffith,
I'm on your side arainst those bastards.

GRIFFITH
Thank you, Mr, Huston.,
(then, smilinsz, in reference to the
scene just shot)
You seem to be the onlv one around here
who thinks the director should have anv
authorityv,

DISSOLVE TO:
INT, SOUND STAGE -~ ANOTHER DAY

Griffith is now clearly in failing health., He is usine a cane to
help support himself as he stands talkine with a sound engineer.

GRIFSIT™H
What I'm thinkine is if vou had
+parabolic reflectors on
vour microphone, thev micht act to collect
in the soundi, ™hen vou could work from
a rreater diqtancp awav, ari I'd be freer
to move mv actors around a little more.

ENGINERR
Hmnn. I don't krnow. Mavbe it could work.

Considine sees them ftalkinr and abruptlv interrupts.

CONSIDINE
What's the discussion.

ENGINEER
Mr. Griffith has an idea that the
microphone could be,..
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CONSIDINE
(not lettinz him finish)
Griffith, I told you that the soundmen
are to be no concern of vours, We don't
have time to experiment.

Griffith points to the box that encases the camera.

GRIFFITH
That thine sets back visual technique
vears!
CONSIDINE

Then I'd think vou'd be comfortable
with it Griffith = vou do everyvthing
else 1like thev did 20 years aco.

Why don't you just face it. You're
washed up., VYou're through, You're a
has-been - and onlyv a contract makes
us put up with you at all.

These cruelties echo in Griffith's head, as we: DISSOLVE TO:

INT. HOTEL R00M - LATE NIGHT

Griffith sits alone in his underwear beside his unmade bed, a

gsingle lamp illuminatine the darkness. With shakimg hands, he pours

a drink from.a flask~into a drinking glass and downs it. Considine's
painful accusations continue to haunt him,

CONSIDINE'S VOICE (V.0.)
You're washed un., You're throueh,
You're a has-been - a has-been!
You're too sick to even stand up -
too sick or too hung over, I'll be
surnprised if vou even last to finish

the oroduction...

Griffith holds his hands. over his ears trying to block out the
nir,htmarish voice..that keeps repeatins and repeating: - -

CONSIDIVYE'S VOIC®
Finish the production...Finish the
production.., Finish the production...

DISSOLVE TO:

INT, SOUND STAGE

The set is a re-creation of Ford's Theater, Washinston, for the
final scene of the production - the assassination of Lincoln.

Yle see a lonr shot of the stame and Lincoln's hox, as the scene is
beine nlaved out,

Lincoln sits in a special box above the stage watching and listening
to the playvers on the stage.
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ACM™RESS ON THE STAGE
Would vou mind brinsine me my wrap.
I feel a draft.

ACTOR ON THE STAGE
I think vou must be mistaken -
Mr. Lincoln has just stopped the draft.

Lincoln, and the rest of the audience; laurhs at the joke. The
vlay roes on., The door behind Lincoln opens and John Wilkes Booth
sneaks in, his handeun drawn. He shoots Lincoln. Lincoln slumps
in his seat. Booth jumps from his box down to the stage, startling
the plavers.

BOOTH
Sic semper tyrannis!

Booth jumps from the stage and runs off. There is a confused silence.
Then Mary Lincoln, also in Lincoln's box, realizes what has happened.

MARY LINCOLN
Mr. Lincoln! Mr. Lincoln has been shot!

There is an uproar in the audience.

MARY LINCOLN
(weeping hvsterically)
et a doctor! Someone get a doctor!

As the scene ends, we pan from this lonz shot of the scene into

a close shot of Oriffith, himself slumped in his director's chair,
as he lowers-his sights from the scene and closes his eyes. It is
over - the nieghtmare that this productiorn has been for him. He is
a phvsical wreck.

Off-screen, we hear Considine's voice, as he takes over the last
details and the wrappinz of the oroduction.

CONSIDINE (OWF-SCRREEN)
Alright, now Mr, Griffith wants to =et
Just one last close-up of Sooth on the
stape, and then we will wrap this scene
and wrap this production. The vpeople in
the balcony will not he needed in this
shot; MNor will we need Lincoln, Mrs.
Lincoln, the puards...

ARIWRTI™Y
(to himself)
Vor will vou need me,

Considine's voice fades out as Griffith rises, gathers his things,
and very slowly walks alone from the set,
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=EXT. FINE ARTS STUDIO - DAY

Griffith walks from the studio to the street. A taxl cab awaits
him.
CAB DRIVER
Where to, Mister.

GRIFFITH
New York.

CAB DRIVER
What ?

GRIFFITH
Union Station.

Exhausted, defeated, Griffith slumps into the back seat of the
taxi cab. The cab moves away, and the last sights of Hollywood
flow past, as the cab driver chatters away.

But Griffith is silent. HYe stares into a zlaze of mothinemess.

CABR DRIVER
You know who was in this cab just a
week ago? Creta Garbo! Roy oh bov!
Now there's a woman for vou - a real
star. I get a lot of 'em - movie stars,
Drive 'em around. gupe beats Brooklyn.
All them big stars, in the flesh.
Guess I'm a little movie crazy. But then
isn't evervone, ’
You know what I sometimes think about?
Ya know, daydreamin' and all, I imagine
somedayv I'l1l get this fare, and it'll be
some big deal movwe bproducer, and he'll see
me, and I'l1l be just what he was lookin' for -
for some movie he's making., You know, mavbe
they need someone for a bipg love scene with
that Joan Crawford. Wouldn't that be the
turk's treasure. You can laugh, but that's
how a lot of the big G's in this business
got their starts., It wouldn't be the first
time. Look at that Gary Cooper...

FADE OUT



FADE IN: 189.
EXT, NEW YORK CITV

Establishinz period footageé. nrpre.  syew York - 1930"

INT. BANZHAR'S LAY ORFINES - DAY

As we have seen them before, Banzha® and Griffith sit oonosite
each other dAiscussine "riffith's finances. "riffith still seems
in poor health, plaving with his cane as thev talk,

GRIPFI™H
I'd never thouecht of mvself as heing
someone who could retire, Mr, Ranzhaf,
but now tha% I have no choice, it's
easier, almost welcome. I onlv regret
leavire mv finances in such disarrav,

PANZHAF
Actuallv, vour companv is in hetter
shapre than T had told vou hefore. The
Internal Wevenue Service has returned
4100,000 from overvavment of taxes during
the mast 10 vears, Yith vour share of
that moneyv, vou should at least be able
to live in comfort.

Griffith's eves lizht up at the mention of this unexvected monev.

. GRIRRI™Y
The companv has 35100,000 readyv cash?

RANZHAR
Ves, and i1f properly invested...

Griffith suddenlv stands, dropping his cane. ™he surorisines force
with which he makes this move startles “anzhaf,

BAN7HAR
Mr, Griffith, are vou alright?

GRIVRIMH
With 4100,000, T can produce one more
movie, without anvone else telling me
how to make it - one last movie of my own...

As ve move in toward 7riffith's eves, we see that thev are zlazed
with that old look of insviration, eazing off into some new vision.

DISSOLVE TO:
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EX™. A CITV S™REET™ - NEW YO03X - DAY - 1930

Svelvn Paldwin, now an attractive vouns woman, walks along the
busy sidewalk. 'e hold on her as she passes through the crowd.

A little =irl, Varv, is skiovinz rove with some friends; she calls
out to Evelvn,

FIRL
Hev, Nan! Where's Johmv? Ain't he
conna comne mooch dinner?

Evelvn (plaving Man) laughs goodnaturedlv.

EVELVY
Oh, he'll be along later.

Evelvn walks up the steps and enters a tenement buildines.

Criffith is shootine this street scene in front of some actuzal
tenement buildinzs on location in the BRronx. His unblimped camera
is set uo just off the curb in thes street. Behind the camera,
laoominz up over the small crowd of curious onlookers, is a £-foot

microphone reflector on a £-foot stand, aimed toward the
sidewalk where thev are shootinr, ™his is the parabolic reflector
micronhone that Griffith has had invented and is trvinz out for
the first time,

Evelvn Raldwin is actine in this scene from the movie which will
be titled ™HT STRUZTLE. She has erown into a orettv vounT woman
with a thin, wiry bodv. She is like a simpler, quieter version of
Carol Dempster,

Standing next to the camera, Griffith looks almost miraculouslv
well, fit, and full of his o0ld erercv. After Zvelvn disappears
into the tenement, Griffith turns and shouts to his soundman.

GRIFFITH

How's the sound, Jerrv?
Is it poing to work?

SOUNDMAN
It works alright! I can hear evervthing,

GRIFPITH
But do vou hear the camera?

SOUMDMANM
Mot enourh to worrv about.

Griffith is verv pleased with this news., He slavs his hands together.

GRIFFI™H
It's a darb!

The camaranan next 4o Ariffith doesn't urdersgtand,

CAMERAMAN
It's a what?
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GRIFPITH
Don't worry about it.

Gr@ffith gestures toward the disc reflector.

GRIFFIT™H
We're goinz to take this
parabolic reflector, and we're
goine to shoot on the streets, we're
goinz to shoot in the factories;
we're zoing to do everything thev
. told me in Hollywood couldn't be done!

Griffith is his o0ld self again, full of energy and enthusiasm.

DISSOLVE TO:

INT, SOUMND STAGE

The set is the livingroom of a modest city avartment - all decorated
in streamers and balloons for a vartv. ~riffith is rehearsing the
party scene. We see that Griffith works as effectively with sound
and dialogue as he has in the past with images.

On the crowded set are lMary, the little girl who was vplayving on

the street in the orevious scene; Evelyn Baldwin; Johnnyv, her
boyfriend in the picture; Florrie, an attractive woman in her 30's
who plavs the hostess; Mr. Craig, a stuffy rich gentleman and

guest of honor, who sits in a chair; Kate Bruce, from the Biograph
days, now an older woman plavine a grandmother, also sitting to

the side; and r»umerous men and women playing esuests and neighbors.
(The part Griffith will plav in the rehearsal is that of Florrie's
alcoholic husband, Jimmy, who is also the older brother of the girl
played by Evelvn).

GCriffith has taken Bvelvn aside for some instructions.

RIFFITH
Now Evelyn, it's your encazement partv.
It should be one of the happiest moments
of vour life, But then Jimmy, your older
brother, comes bareineg in drunk and spoils
everything., You love him, but he's on
the way down and can't help himself; the old
drunk is ruining your life. You run out
of the room, and cry your eves out.

Then Griffith addresses the whole cast.

GRIFFITH

Let's try the scene where the ensagement
is announced. I'll plav Jimmv, and it
will be up to the rest of vou to simplv
try and deal with me the best you can.
Alright, I'll be outside the door. So
start with ®lorrie turnines on the radio
ari inarcire zome snifv nusiec - La de da
de da de da da, La de da de da da da...

(he improvises a little jazz song)
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Griffith =zoes outside the door to the avartment set. He disheveles
his hair and loosens his tie to play the drunk.

Inside the room, Florrie goes to the radio.

FLORRIE
Let's have a little music.

Everyone voretends some gay music is plavine., Mary, the little
#irl, stands on a chair in a doorway where two paper hearts are
hanging on strings.

FLOPRIE
Attention everybodv! Evervbody
attention please!

Evervone hushes, the attention focusine on Mary, with the two
young lovers, Evelvn and Johnny, standing in front of her holding
hands. Mary reads the names on the two hanging hearts.

MARV
Nan Wilson...Johnnv Marshall,

JOHNNY
That means we're engaged, folks.

Everyvone avoplauds. Mr. Cralg, the rich boss, stands to make a toast.

MR, CRAI%
Well, here's to the happy couple's health.

EVELVN
No wait, we've pot to have Jimmy for this.

On cue, Jimmv (played by Oriffith) comes walkinr in the door,
drunk out of his mind. He slurs his words,

GRIFFITH :
Hello, evervbody. ee, this is rreat,
Hello, *lorrie, sreat party, Everything's
great, Hah! Welcome to our partv, Haf
a pood time!

Griffith stumbles around, unintentionally pulling dowvn the party
decorations,
NRIFFI™Y
ey, who put that on like that!

Everyone is quite upset., Oriffith crashes around, quite out of
control,

MARY
What's the matter with Daddy, Mommy?

nTORD T

I don't know ada~ar, he's sick. You
wait in here until Mama comes.,

Florrie pushes Marv into the next room and shuts the door, looking
on in horror as Oriffith assaults the rich boss, Mr. Craig.
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GRIFFITH
Well, as I live and breathe, if it
ain't the bir shot himself. How's
the old sport?

MR. CRAIG (very stuffy)
How do vou do, Mr., Wilson.

GRIFFI™H
Awh, c'mon, Not Mr. Wilson to you.
Jimmv! Jimmy. We're goin' ta be

one big happy family.

At this point, Evelvn runs from the room crving. Several of the
other men try to coax Griffith away from Mr. Craig.

MAN
C'mon, Jimmy, let's go out and gzet a
cup of coffee.

GRIFFITH
Coffee! MNo. Wait a minute. This
is my house an' I'm gonna haf a good
time, an' nobody's gonna stoo me either,

Mr. Craieg turns to Florrie and gets readv to leave.

MR. CRAIG
I'm sorry, but I have to catch a train
to the country, Mrs. Wilson. I'm afraid
I'll have to be rumning along.

FLORRI®E
I'm so sorry, Mr, Craigz, You won't
hold this against Nan will you.

Griffith breaks away and stumbles back to Mr, Craie.

ARIFFITH
Hey, what's the matter; what's the big idea.
You can't rFo, The party ain't begun vet.
Mo sir-ee, Sit right down and make yourself
at home.

FR. CPAIG
(anpry)
I'm sorry, sir; but I've erot to go.
Griffitl’ipushes Mr. Cralg back into his seat.

GRIFFITH
Sit down!

The other guests pull Griffith away. Mr, Zraig quickly leaves.
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GRIFFITH

Awh, what's the difference.

(noticinz Mr. Craiec's exit)

He vent, didn't he. Well, alricht,

let the big stiff go. We can have

a better time without him. Hey,

Mulligan, Whaddava sav we get down

to some serious drinking, Huh?

Jes you an'..,, I got a bottle right...
(he searches in his pocket for
his bottle, but can't find it)

Hev, I've been robbed!

Crying, Florrie confronts Griffith, who continues to search his
pockets for his bottle,

PLORRIE
Vou're just a bum., Just a bum.
You're no good for yourself or
anybody else.

Deciding that the scene is over, Griffith suddenly straightens up,
a big grin on his face. He has really enjoyed doing all this
hammy acting.

GRIFFITH
Very good, evervone., Very good.

He turns to old Kate Bruce, vho has remained sitting and knitting
throurh all of this.

RIFFITH
C'mon, Brucie. Let's po dancing!

She stands and Griffith gracefully waltzes her around the room.
DISSOLVE ™0:
INT. DANCE HALL - NEW YORX

It is the same place that Nriffith used to xo in the Blosraph days,
with the slowlv revolving dance floor, It hasn't chanced much in
all these years. With its crackirz paint and ‘aded decorations,

it showe its age as much as the dancers who still go there - mostly
older couples who waltz to old favorites plaved on a large organ.

Like two 014 friends, Ori°fith ard Linda Arvidson Griffith, his long
separated wife, lean arainst the rail and watch the dancers. There
is nostalgia in their volcen,

LINDA
Tell me, David, 1Is it a die ploture?
Is it poire o0 make me rich again?

GRIPPITH
No, it's just a 1ittle pioture, Linda,
But it's honest and real - about real people
and the tragedies that ruin their lives.
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GRIFFITH
Awh, what's the difference.
(noticinz Mr. Craig's exit)
He went, didn't he. Well, alricht,
let the big stiff go. We can have
a better time without him. Hey,
Mulligan, Whaddava sav we get down
to some serious drinking, Huh?

2 Jes you an'.... I got a bottle right...
(he searches in his pocket for
his bottle, but can't find it)

Hev, I've been robbed!

Crying, Florrie confronts Griffith, who continues to search his
pockets for his bottle.

FLORRIE
You're just a bum. Just a bum.
You're no good for yourself or
anybody else.

Deciding that the scene is over, Griffith suddenly straightens up,
a big grin on his face. He has reallyv enjoyed doing all this
hammy acting.

GRIFFITH
Very good, evervone. Very good.

He turns to old Kate Bruce, who has remained sitting and knitting
through all of this.

GRIFFITH
C'mon, Brucie. Let's go dancing!

She stands and Griffith gracefully waltzes her around the room.
DISSOLVE T0:
INT. DANCE HALL - NEW YORX

It is the same place that Ariffith used to zo in the Bloeraph days,
with the slowlv revolvinsg dance floor. It hasn't changed much in
all these years, With its eracking paint and faded decorations,

it shows its age as much as the dancers who still go there - mostly
older couples who waltz to old favorites playved on a large organ.

Like two o0ld friends, Griffith ard Linda Arvidson Griffith, his long
separated wife, lean against the rail and watch the dancers. There
is nostalgia in their voices.

LINDA
Tell me, David, Is it a big picture?
Is it roirr Lo make me rich again?

GRIFFITH
No, it's just a 1ittle picture, Linda.
But it's honest and real - about real people
and the tragedies that ruin their lives.
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LINDA
I don't know, David. It doesn't
gsound like something people are
going to want to see., They want
escape, fun,

GRIFFITH
I'm not making it for them.
I'm making this one for mvself.

LINDA
(changing the subject)
Why did you want to see me?

GRIFFITH
I've been thinking of settling down.
And I was wondering if you might
finally give me that divorce we've
been avoiding all these vears., I
don't think you have anything to lose
anymore, and I don't think I'll be
needing protection from any more
ambitious starlets.

Linda laughs.

LINDA
You've provided very well for me
over all these years. I guess I
can't besrudege you your freedom now.

GRIFFITH
Thank you, Linda. Will you come
to the opening of mv film?

LINDA
I wouldn't miss it for anything.

DISSOLVE TO:
EXT. RIVOLI THEATER - NEW YORK - 1931
The marquee announces: Opening Night: D.W.Griffith's THE STRUGGLE.
INT. THEATER
On the screen, we are in the middle of the movie: a street scene
in New York., A ragged drunk stumbles alonz the street pathetically
asking for hand-outs from passersbhy,

DRUNK
Cive me a dime for a cup of coffee?

MAN
(accusingly)
Why don't you ret a job!

DRUNK
There are no jJobs.
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The man shrugs and walks on.

There are lauchs and catcalls from the audience in the theater.
They are reactine inapprooriately and raucously to the movie.
A man in the audience vells a joke at the screen.

MAN IM THE AUDIENCE
Why don't vou join Actor's Equitv!

The audience lauchs even louder at this heckling.
On the screen, some children spot the drunk and point.at him:

1ST CHILD
That's Maryv's old man.

2ND CHILD
He's a bum!

1ST CHILD
He's a drunken bum!

2ND CHILD
Let's pgo tell Mary!

Azain, the audience laurhs in derision at the screen.,
CUT T0:
EXT. RIVOLI M™HEATER

Griffith and ®velvn Baldwin, dressed uo for the opening, sneak out
of the theater early. Griffith hails a cab.

INT, CAB

Evelyn is crving, uvset that the people were laughing at the movie.

ORIWFITH
There, there Evelyn, It wasn't you
thev were lauchine at, It was me.

EVELYN
(throurh her tears)
I don't care about me, T never wanted
to be an actress anvwav, Tt's just all
so unf'air, %Yow can people be so
unfeeline, Why don't thev see all the
love that you put into it!

RRIFRIMY

(rloomv)
I supnose because it's just not a
good picture,

E:\l‘:'r,v‘v
"hat.'s not so! Don't vou ever even
think that for a moment! 1It's a
beautiful picture, All vour pictures
are so beautiful and so full of love,
I just,.. I just want to cry thev're

so beautiful,
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ARIRFITH
the only one in the

Y ]
v\%‘rfde t?)raotb%q'}{’nks SO anymore,

EVELYN
Well, thev're all wroneg! Someday
they'll see and then they'll be sorry
for the awful way they've treated you.

Evelyn ovuts her head on Griffith's shoulder, and he affectionatelv
puts his arm around her, Roth are quiet for a moment, then Criffith
gseems to light up. He draws her away from him and holds her gently
by the shoulders as he looks into her tearv eyes.

GRIFFIT™H
Evelyn, my career is over now; I've
got to face that. But, you know, I'm
not unhappy. Recause mow mavbe I can
do something I've always wanted to do,
but never could., I'd like to find a
girl - a sweet, gentle, loving pgirl -
a girl who could be havpv without big
ambitions. And then I'd marrv her and
buy a little house in the country and
settle down, and mavbe write - I've
alwavs wanted to write, but I've never
had the time.,

(then, as if comine out of his fantasy)
Of course, there probably aren't many
vomen who'd be interested in an old
has-been like me...

EVELYN
That not true! You're not a has-been
and you're not old, and all the women
look at you and wish thev could catch
vou for a husband - at-least all the
ones with any sense do.

GRIFFITH
And what about vou?

EVELYN
(shvly)
Yes. I do too.

RRIF®ITH
Do vou think you could accept the
af'fections of an old man who cares
for you verv much?

EVELYN
Yes - but I wish you's stovo calling
yourself an old man.
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GRIFFITH
Then vou'd marrv me?

Evelyn meekly nods ves. ~“riffith hugs her, both of them laushing
and cryine at once.

GRIFFITH
Oh, Evelyn, Evelvn. I must admit,
all of a sudden, I don't feel like
an old man at all.

Sentimental music begzins as we: DISSOLVE T0:
INT, JUSTICE OF T™HE PEACE OFRICE

Criffith and Evelvn are savine their marriaze vows. Griffith outs

a rineg on her fincer, and she puts ane on his. Thev kiss.

It looks almost like a scene from one of Griffith's old movies.
LAP DISSOLVE TO:

EXT,. RURAL KENTUCKY - DAY

Griffith and Evelvn pull up in front of a small house surrounded

bv overgrown shrubs and flowers. 6Griffith himself is driving his
old Mercedes covertible., A salesman is waiting for them. They
get out of the car and insvect the house. FHvelvn is so excited that
she jumps up and down, hueging Griffith, who seems equally pleased.

LAP DISSOLVE TO:

EXT. COUNTRY BANDSTAND - DAY

In front of a small local audience, CGriffith stands at the speaker's
podium, flanked on both sides by a line of vouns women in bathing
suits. Ariffith wears an official's badre. HYe is one of the judees
in the "Miss Louisville" Beauty Pareant. e hear a piece of his
speech:
GRIFFI™H

What is beauty? Uell, surrounded bv

all the beautv on this stare, it seems

almost a sillv question to ask., But I

guess I'm old enough to make a statement

frankly - and that's that everv woman,

and every man too, for that matter, can

possess true beautvy. Because true beauty

comes from somethins inside you -

gsomethinz that vou feel and think. It's

imagination. Tt's havins a dream.- a vision.

Whatever's boiling in that pot inside

vou, that's true beauty.

LAP DISSOLVE TO:
EXT., MHEIR KENTUCKY HOME - DAY
qriffith sits in a rockine chair on his norcn. Ye has a ven and

a notebook in his lap, but he is not writinr, He is looking out
over his charming vard, where Evelyn is at work in her garden.

TITLE: "Kentucky - 1936"
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A postman comes walkine along the dirt road that goes by their
house and ©Svelvn accepts a letter from him. She walks toward the
porch carrying the letter.

GRIFFITH
What 1is 1t?

EVELYN
It's a special delivery letter
for vyou from Hollvwood!

Excited, Griffith opens the letter.

EVELVN
Maybe thev've finally accepted
one of yvour screenplays.

GRIFFITH
No, Evelyn. It's from the Academv of
Motion Picture Arts and Sciences - and
they've voted to give me an award!

We can see that Griffith is pleased and surprised.
CUT T0:
INT. AUDITORIUM - LOS ANGELES -~ 1936

The audience is sivineg him a standing ovation as Griffith steos to
the podium to accept his special Oscar.

There are tears in his eyes as Ariffith stands holdin= his award,
and the anplause rFoes on and on.

In the audience, we see many familiar Taces “rom *he vast: MNary
Pickfo~d, Paoul Yalsh, <ichard Barthelmes, ''alter “uston, Ljllian

and Dorothy, and Evelyn - all applauding the Master.

RT FOIMNY
My friends, T...™is means so much to nme,
I can't berin to exvress what's in myv heart.
T thouzsht T'd been forrsottan, ™his business
has come such a lonm wav sivwece those early
davs of tha one-reeler and tLhe hand-cranked camera.
That's all we had when T started out in this
business. Mo one knew how fo tell stories with
pictures then. "%We had to invent evervthing
ourselves - the close-up, narallel editines,
backlightinr, 71 remember that in order to make
a fadeout, we just put a cicrar box in front of
the camera and slowlv opened the 1id. Vou've
come a lons wav since ther, Now pictures talk
and sine and dance - some are even in color,
I still ro to the victures whenever T can, and
T love them, one a»d all, a»4 T love von all for
makin~ the pictures., I %row it isn't easv.

(COMTIrU=D)
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ARIRFI™Y (CONTINUED)
Tt's hard work, and sometimes it's heart-breakine,
I know, We had manv worries in those old davs -
small worries. MNow vou people have vour worries
and thev are his ones. ™hey have orown with the
business. But no matter what its problems, I still
sav that the picture business is the most wonderful
business in the world. nNod bless you all.

More applause.
cuT™ m0:

INT, LIMOUSINE - NIGH™

As Griffith and Evelvn are beins driven from the Academv Award
ceremonv, ~riffith suddenlv turns to Evelvn.

"OR1EFLTY
I'm not goine to return to Kentucky
with you, Evelvn,

BEVELYM
(stunned)
Vou're not?

GRIFFITH
No. I'm stavine here - in Hollywood,
This is where I belongz.

EVELVN
But David, there's no future for vou
here, Waven't thev made that clear
enourh to vou,

CRIFWITH
Didn't you hear them tonight?

EVELYN
Vesg, But T didn't hear anv of them
offer vou a job, ™hey don't want vour
soreenplays, Thev don't want vou,
Thev've honored you, and now thev1])
forpet vou.

OPIRRI™H

Evelvn, vou've put up with a lot from
me these past vears. I've tried to be a
mood husband, I know how it upsets you
when I drink, But vou gee I drink
because, well, I rsuess L'm just not cut
out for the quiet life, I'm a bachelor
at heart .

(a lone, difficult pause)
it thig town - thig LHown is lik%e mv child,
It. treats me badly row, TIt's shut the
door on me., Put I still want to hang around
and see how it prows - see if it's roing to
make something of itself - mavbe somedav even
fulfill some of the dreams I had for it.
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Evelyn starts to weep quietly. Griffith holds her head gently
to his chest.

FADE OUT
FADE IN

BACKSTAGE -~ A THEATMER

The curtain has come down on the final act of a production of
"Hamlet." Lillian Gish, dressed as Ophelia, is taking bows on
the stage to great applause.

Waiting for Lillian in the wings is Sul-te-Wan, with a large
bouquet of flowers., Lillian is very surprised to see her.

LILLIAN
Why Sul-te-Wan!

SUL-TE-WAN
Mr. Griffith asked me to give
vou these here flowers.

LILLIAN
(her eyes brightening)
Was he here!

SUL-TE-WAN
No mam,

Lillian looks disappointed.

LILLIAN
Did you see him?

SUL-TE-WAN
Yesam. He showed up at my door,
an' he gave me this money an' he
sald, "Won't you please take some
flowers for me to Miss Lillian on
her opening night."

LILLIAN
What else did he say?

SUL-TE-WAN
Nothin', He wouldn't come in.
LILLIAN
(hesitant)

How - How did he look?

SUL-TE-YAN
Not so good, Miss Lillian.
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The barrier between Lillian and Sul-te-Wan seems to break down
somewhat in their common concern for fAriffith,

LILLIAN
(emotional)
Isn't there anything I --- we
can do for him.

SUL-TE-WAN
(her voice cracking)
I wish there was, Miss Lillian.
But I don't think he wants no old
friends comin' 'round. Not now.

There is an awkward, teary moment, then Lillian and Sul-te-Wan
embrace.

DISSOLVE TO
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EXT. HOLLYWOOD BOULEVARD - NIGHT
TITLE: "Hollywood - 19487

™here is a gala premiere at Nrauman's Chinese Theater. A crowd
has rathered to watch the stars arrive, Search lights wave back
and forth across the skv. As the limousines arrive and the stars
step out, thev are announced by an M,C. for the benefit of the

spectators on the street.

We see CGriffith alone, standing among the crowd in an old suit,
watching the festivities.

M.C.
Ladies and Gentlemen, tonight is surely
one of the most excitineg premieres in
Hollywood's historv. TI've never seen so
many stars turnine out. In fact, rieht
now, I think, yes, it's Alan Ladd! Alan
Ladd, ladies and sentlemen! And with him,
Miss Veronica Lake! 1Isn't she beautiful!
Look at that dress!

The crowd surees, and Criffith is pushed back off the curb, He
falls to the pavement, water splatterine on his jacket. When he
is slow to set up, a man starts to give him a hand.

MAN
Are vou alright, old-timer?

But his wife pulls the man away.
WIFE

Don't get involved, Harry. Look
at him., He's just a bum - a drunken bum,

The couple move off. Griffith, who probtablv has been drinking,
drags himself to his feet.

Griffith walks verv slowly along HYollvwood Boulevard and enters
a sleazv bar,

INT. BAR
Oriffith enters and sits down at the bar, He is known there.

GRIFFITH
A double hourbon, BRarrey,

PAITENDER
Sure thing, Mr, Griffith,
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An aging hooker sits on the next stool, smoking a cigarette and
eving the men. She's a mess. The bartender brings Griffith's

drink.

GRIFFITH
Barneyv, perhaps vou would introduce
me to this voung lady.

The hooker laushs raucouslyv,

BARTENDER
Sure. Rhonda, this is D.W.Griffith,
the famous movie producer,

The hooker lauchs agzain derisively.

RHONDA
Buddy, if you're a producer, I'm
Mary Pickford. You're a bum just
like the rest of us.

Griffith takes a %50 dollar bill and places it on the bar to pay
for his drink. The hooker 1is impressed.

GRIFFITH

Perhaps I could buv vou a drink, my dear.
RHONDA

Why not.
GRIFFIT™H

What would you like?

RHONDA
Gin.

Griffith nods to the bartender, who gives 3honda her drink.

GRIFFI™H
Are you by any chance an actress, my dear?

RHONDA
Sure, can't va tell.

Criffith looks at her with such compassion that her hardness
actually softens a bit.,

RYONDA
Actually, it's funny. Or not so funny
really, But veah, oriecinally, I came
out here thinkine I'd become an actress,
It just didn't work out that way.

(‘.QIF:‘I'TIU
Yhere were vou fronm, my dear?

RHONDA
Charleston . = South Carolina.
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ARIFFITH
Charleston. I thousrht so - a dauszhter
of the South. I've alwavs been partial
to Southern women. Would you be willing to
come to my hotel room with me? 1I'd
expect to pav you for vour time.

She eves him suspiciously - an old man, but so earnest and so kind.

RHONDA
. Whv not.

DISSOLVE T0:
INT. ROOSEVELT HOTEL - GRIFFITH'S ROOM - NIGHT
The room is small, cluttered, messy, and in disrepair. GCriffith's

Oscar is prominent on a shelf - it is the first thing that Rhonda
sees as she and Griffith enter from the hall.

RHONDA
Hey, is this for real?
GRIFFITH
Yes.
RHONDA

Then you really are a movie producer?

GRIFFITH
Ves.

She picks up the statuette,

RHONDA
It's heavy.

GRIFFITH
tlould vou care to dance?

RHONDA
Huh?

Griffith turns on a radio to a melodic waltz-time orchestration,

GRIFFITY
Yould vou care to dance with me?

nriffith offers Rhonda his arm. She looks at him standing there,
a true pentleman, treatine her with unaccustomed dignity. Moved,
she reaches out her hand, 0Griffith takes her hand and draws her
to him.

They dance, slowlv, awkwardlv at first, then increasinely eracefully,
around and around, Tha sordidress of the surrourdines digaonear. It
is just 7ipiffith and his dansine partrer, Surning around and around,
timeless, placeless, There is lirht all around them. The licht
becomes brighter and brighter, bleaching out the imare of the two
dancers, who seem to dissolve in the light.

END CREDITS



2

69006 “B) ‘saralSuy soT
20eTd BWION 9206
aao@ °“H uyof “Ji




