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EROTIC TENDENCIES IN Fiim, 1900-1906

John Hagan

Exposition in Chicago
8 peep—show machine which
inety seconds. On April 14,

. 88 Edison's Kinsto
could show a film with a maximum Isnoth i s;up::
1894, the Kinetoscope made ite about n

followed two weeks latep b commercial debut in New York. This event was
against a film, the uuii ii Hhattmay have been the first recorded protest

) u 3 '
DANCE. This film, which went ao o ko oD, Edison's DOLORITA IN THE PASSION

machines at Atlantis Cit?T:n;D;:d521:Dld th? Eux office record for peep-show
» Conslsted of an Americanized version of

Nort ] :
a8 North African dance which had been popular at the Columbian Exposition.

Uther protests followed. Soon afterwards
night preparations was closed by order nFIa
as an "outrage upon public decency."
shock at ? film in which the Spanish dancer Carmencita revealed her ankles.
The proprietor of the New Jersey parlor in which the film was being shown

was ordered to replace it immediately with something more suitable. Similarly
the owner of the Kinetoscope parlor on the Boardwalk was asked by legal ‘
authorities not to show the film of Dolorita's dance. In light of this, he
cancelled orders from the Kinetoscope Company for films of a similar na%ure.

8 pantomime of a bride's wedding
New York judge who denounced it
Senator Bradley of New Jersey expressed

Some officials found the erotic elements of these pictures to be only one
indication of their general vulgarity and attempted to stop the burgeoning
film industry altogether. In 1895, the Mayor of New York tried to shut all
nickelodeons as immoral places of amusement and in this and other states

heavy license fees were charged in the attempt to curb the growth of the movies.
These large—-scale attempts did not prove very effective and action against
particular films continued. A film of Fatima, another "exotic dancer" who
had appeared at the Columbian Exposition, fell victim to the whims of a censor
who placed a stencil - = which, in the felicitous words of Knight and Alpert,
"resembled two New England fences" - - over the offending portions of the
dancer's anatomy.?l

The Edison studio was not above exploiting the erotic nature of Dolorita's
dance. A Kinetoscope exhibitor, looking for a film suited to the tastes of
his copper town audience, received this reply to an inquiry in 1896: "We are
confident that the Dolorita PASSION DANCE would be as exciting as you desira.

In fact, we will not show it in our parlor. You speak of the class of trade
which wants something of this character. We think this mill‘:artainly ANswer
your purposes. A man in Buffalo has one of these films and informs us that he

frequently has forty or fifty men waiting in line to see it. We do not send
out films for inspantiun.“2

which made its debut in April 1896, was considered an
improvement over the Kinetoscope since it actually projected Figzraa :E”“ s
screen, One of the early Vitascope movies shoued uhat may hau; dEBﬂ :1 h—-
screents first kiss. THE WIDOW JONES, then a hit on Bruagu;y,c EH:I.H: ? Th?a
light a prolonged kiss between the actors May Irwin and John C. HRice.

Edison's Vitascope,
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momant was photographesd on fifty feat of I L1m and releassed under the t'it'lﬂ'
ih H | ] i

| : ghen the film reached Chi

| N-JOHN C. RICE KISS, However, w | =890
Tr 11‘”11 HT; -“m!]:r-l]l:l:.? 8. Stona, publisher of the literary magazine THE CHap
n Juns W, ‘ i d

BRONK Ti I n vt healt 14, tey dsnouNRCH I': ”NHHJ I hlllf?' Lo ”””IH*I L|"|H UITASEUFE.
i I | | K i |

Tr‘fﬂ " m" 'If rh" rnj'”qj !I] 1N If'.ﬂ!' 1 le['I‘r!I‘. II‘I’. HIHHlf'ﬂllf.nf.,{rlhn Hrn m”r!'
nn |

vesWhole acanes are enacted on the screen, La Lole !lnirl.Fl'r: fﬂil':'] dances,
plavated traina come and Qo, and the whole thing |.'"|....-I‘l HEQ .yn 0y for thnt
great child, the public ...When only 1ife nlze, I.f thr‘m Irwin-Rice ﬂtﬂqn
snbrace | was pronounced beastly ssMagnified to f””"’i""”-'”'”Tl]’rﬂﬂnrtlI'}ﬁu a1
repeated three times over, it ia abeolutely disgusting ...The iﬂlmnrﬂlit'g of

1iving pletures and bronze statues is nothing to thie." 1
In speaking of "living plctures," Stone 1e referring to the ﬂf..ﬂﬂﬂ tableaux
which were by then common in the theatre in both America and Europas.

Throughout the nineteenth century In London, despite censorship and licnnling

iawe, there existed muaic hall spectacles known ams "poses plastiques,"

“tableaux vivants," or "Living Statuary" In which girle in revealing tights

poaesd rfor such ||ﬁil1[ tiona as NYMPHS BA fIIIHH ar IHHI"M THF H”NTHFEG- II'I-
America, as far beack as the Civil War peariod, troupes of models appeared in
Living Pletures at New York theatrsa on programs with vocalists and minstrel i
Acte. Many sarly French Filme, in which attractive girles pomsed in tBbIElU!. .
ware inspired in part by the tableaux vivanta popular in French casinos and
music halle. Amarican movies of thias period were also influenced by thae

tablemaux vivants and American newaspapers contained crlm[mrinnnn I!Htluﬂnn the
motion picture and the Living Pictures.

Many of the erotic aspects of sarly cinema could be found prnuimm]y in some

form in European and American popular theatre. For oxample, in English supper
clubs during the first half of the nineteenth century, caricatures of divorce

“ases ware staged in which female witnesses, usually comica in drag, would b
be called upon to offar evidence, Theoy would then present their Eﬂl;cinLIl
tentimony to n lecherouns judge. UWhen the trial was over, the ﬁ!utfﬂrm would
oe cleared for an exhibition of Poams Plastiquaea, n]l""ﬂ']iidith [‘JI.IJI‘IEB ue
rr::ﬂl!t#r, these supper clubs formed the basis of tnglish muﬁic halls u? the
18508 ond '60s. In france, Pathé produced a considerable number of erotic

" |
1:|mgifrrln? the last years of the ninateanth century which had their origins
pain nNgs, picture post-cards and music hal) pantomimas, Thusn.filmﬂ

included scanes of women undressing for bed; tableaux of women posing as 8

mythical or historical figures; dramas of inFiriﬂlity, The early American =-,

cinema drew its erotic alamn
- nta bot
oWn vaudeville tradition, ? Doth from these French Films and from ite

oy

ke L o

American vaudeville began abo
antertalinment and in the
amusements as the .
Vaudeville, as oc

both European

tion of guch established American
the circus and the tr

ﬂnriuntiun,

1n5titutinnn}izn
minatre] show,

repidly betwe ach act. 1In America
s st .ur;:1:?:2 :zgtlf;: . E?naidnrlng the ecla:ticu::gj:éléﬁ 3;:3;u111a,
800N became a gtap)g atlon picture

= = short and to the point = =
Just ag the first Kinetoscopes
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N9 both its varied origins and the hetero-
ch it in gome 8ense mirrored, early
aroticism explicitly and neatly but instead

subtly permeates society's humor and drama:
ethical, ethnic and class concerns,

reflected the eroticiasm which
which is intertwined with itg

For my purposes, I would dafine the
which explicitly ar implicitly de Gty g snents {n rile'es those e

1 wit ;%

al with sexual desire or appeal. Such

;i::::;ﬂn;:: :::T u:uural forms, many of them not obvious asd not easy to 3
u Yy in 8 paper of limited length

-~ « the most celebrated being Par R S e T T

F
ker Tyler - - have analyzed in detail the

mythological and psychoanalytic aspects of cinema aes a popular art - - that !

is, an art which reflects, in symbolic formes which need to be deciphered i

like a dream, the subconscious sexual and socisl beliefs of the masses.%
This type of analysis might be kept in mind when looking at the early films i
under consideration here, sven the most innocent of them, with their reams .
of suggestive imagery: the depiction, for instance, of innocent but seductive ;
young girls; or of women who are magically transformed or dismembered.

Consider, for example, the possible significence of the robber as a sexual
bandit - - "stealing" e man's wife in A MODERN SAPPHO or hiding beneath the

bed of young girls in THE GIRLS, THE BURGLAR AND THE RAT. These films have a
certain erotic quality which is absent from more explicit films since, by not
making eroticism explicit, they unconsciously suggest its ambiguity and secrecy.

I do not mean to suggest, by the way, that the film routines, often based on
stage routines, in which erotic elements appear are used only in relation to
women. Men, as well as women, are seen being dismembered or eyed by huge
insgects or with their clothes askew. In these instances, it is the manner X
in which the routine is presented which is pertinent: the particular "allure
which characterizes most of the women as opposed to the men.

ich women are depicted
There are a number of ways in the early cinema in wh
inauhat might be said to be a sensual manner. For instance, young women are

ivacious: enjoying a
ing essentially innocent but naughty and v .
:E?T;azaa::y ?rum academic regimentation (BOARDING SCHOOL GIRLS, Edison 1905); gigo-

teel man with a camera (TOO MUCH -
ingl ing for a perhaps deceptively gen

;uﬂﬂsgu T;ED) : uttacEing. spiritedly and without any real aana:huf :::r:ga,

a man hiding under their bed but then losing their courage when they

3 | £
rat (THE GIRLS, THE BURGLAR AND THE RAT, 1905). s e
nerable or the victims of attack (e.q.

ten vul _ Aty T
Women in these early films are of tly, they are the vic-— e
UG, 1905). Frequently, Y : oLy

UNPROTECTED FEMALE, 19057 THE HARE Secte nnu)mr.t: (1903) and in TWO ARDENT coai

time of adulterous love affairs. _ affair with snother woman. o
finds har husband having an afrair with &nOENB: o7 S
O e uroolie BELLS SHALL NOT RING OUT (1500), @ vomen holding a baby
b ding and shoots the groom - - who is obui --;JE- BoUrE andit 4
srri¥es ST S ngi hter side, when the bigamist is ""““th:hlﬁ{ﬁf i S
her child. UHTEE'BIEEHIST' e TRIAL (1905), one wife l&ﬂf_ﬁhﬂﬁ e PN e T
E:ﬂ';::t::ii: the other 'u'iﬂhi':'iﬁﬁﬁi;‘g%%ﬁ .';;_iﬁfi.-. “"" d;,‘sw‘i"r“ e ‘ﬂ ok S T
Rs 12 THE GIRLS, THE:BunnLﬂFifﬁgngEEﬁﬁﬁ;:;f;;f;ﬁ g
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sat to the virtue of women,

i thr
to those pDSlng £ };FLI]. hErld-

ith a heavy but pla

In A MODERN SAPPHO (1905), a woman ig

are interrupted

LD, Sl 8cELe Y he hsll of their home mh?nst:Ez ars Internun ot
kissing her nhus d and then carrig

th husban . a + tell
) Ph L M?D ?3EE;éE?ET?EPALNIET (1905), mumen_ul:sllri;)ﬂ Ezrh:;Ens tnEEi::d'
upstairs. 1N : : ruse or is he a gigoib/s
after they pay Ha [15'?115.[; < out from behind a curtain. Fn'HDDI"TS FOR
them until his irate wife J P m by hiding herself

into a man's roo
GENTLEMEN ONLY (1905), a woman sneaks in en exanpT e

ingly seductive. '
in his trunk. Other women ars schemlngnian cobs & man by falling seductic

W
FEMALE CROOK AND HER VICTIM (a305)582 dress to hide the man's wallet,

: i her
vely against him. She then ralses 5till other women are

: : impse of her leg.
providing the audience with a gl:Lm!ny _ - a morality which was frequently

contemptuous of traditional moralit S OURRETTESLINA AACHELOR'S FLAT

ified by the Salvation Army. _ R
?f;;g?lfgﬂwu:g woman mockingly dresses as & Saluat;}nn {’.rmy‘mamhar, in
ELEESII':JG FROM ABOVE (1904), a Salvation Army woman is hit with flour. 0One

Pinds a similar situation in THE CHORUS GIRL AND THE SALVATION ARMY LASSIE
(1904).7

i as
and mischief cna%aac
justice 1s administered W

licentious.

The female characters in these movies are often cnlfrplstaly unaware of their
mildly, and often amusingly, grotic actions. For instance, 1n THI::: SLEEPRY
SOUBRETTE (1905), a girl's legs are slowly revealed as she moves in her
sleep. Some women seem unaware of the erotic aspects of their otherwise
practical behavior: the tightrope walker who removes her clothes to balance
herself better in THE STRENUOUS LIFE (1904); the woman in ATHLETIC GIRL AND
THE BURGLAR (1905) who takes off her dress in order to exercise; the woman
in MUST BE IN BED BEFORE 10 (1903) who undresses before retiring for the
night. 0On the other hand, some characters seem aware of not only their
actions, but of the audience as well. The woman who looks into the camera as
she removes her clothes in FROM SHOWGIRL TO BURLESQUE QUEEN (1905) in effect
acknowledges the voysuristic response of the audience.

Voyeurism is also evident in such "keyhole films" as THROUGH THE KEYHOLE IN
THE DOOR (1900), PEEPING TOM IN THE DRESSING ROOM (1905) and HE WENT INTO

THE WRONG BATH HOUSE (1905). A particularly bizarre example of this "genre"
is INQUISITIVE BOOTS, an early British film in which a man looking through the
keyholes of various rooms sees such things as another man dressed in female
attire and a woman mothering a pig. The keyhole film, of course, has long
been a staple of pornographic cinema although the erotic appeal of the films

listed ab : : . -
t‘uau:'.':!-t:r:;\!nI:”tl:lsnﬂrr-:.3!r g e ltallly, considerably different than it is in more

In these early films, there is g
an almost fet iagti :
objects, especially women's legs. 8tlishistic attention paid to certain

T
in IT'S A SHAME TO TAKE THE MONEY ( e Lo oantos s AN
policeman and a shoeshine boy gatti
pictures, though, one

Fashion and incidental to the plot,
the legs of the bride-to-

the site of her thwarted attempt to 8lope
[1'5“3"7']1 an actress' understudy (it might .

kicking after she has been discovered trying on the star's stocki A
pgychr:lanalytir.: and mythopoeic critiec more daring than m a:I:‘ :ui h:g.;n ose
that in each of these films a woman auhcnnscinualy aimug.atnu urgnumgt: j
ITIDUEmEntE after hEUing hEEF‘I f'I"LIBt-I.‘EItEd in hEI‘ Ettﬂmpt tﬂ gain Egntic plaa.uti

- — in one case, the pleasure of a honeymo
: on;
wearing exotic and forbiddean garments, y 3 in the other, the pleasure of

In THE PRIMA DONNA UNDERSTUDY
éven be her maid) is carried away

In each of these two films, an emphasis
the extent that they come to seem almogt

This is made explicit in other works in which women's leqa literally bacome
objects. In such films as FOUR BEAUTIFUL PAIRS OF LEGS (1904), THE SHOCKING
STOCKINGS (1904) and 2 A.M. IN THE SUBWAY (1905), the jokes centre around
the fact that the attractive pairs of women's legs that we see are, in fact,
artificial ones such as those found in clothing stores for display purposes.
One occasionally even comes across undergarments exhibited in a dramatic
film. This may have been done less for atmospheric purposes than to provide
a little titillation for the viswer - - consider, for instance, the pair of
stockings which hangs prominently but gratuitously upon the clothesline

in THE STRENUOUS LIFE (1904),

is placed upon the woman's lags to
separate from her as a person,

Trick effects were often used to display women in an erotic fashion: the
merging of several women into one in a number of Méliks' films as well as in
THREE GIRLS INTO ONE and PIERROT'S PROBLEM (1900), to cite a few exampless
conversely, the "dismantling" of a woman in THE WAY TO SELL CORSETS (1904)

in which, when the woman suddenly becomes a mannequin, she is teken apart and
her clothes removed; the evocation of a beautiful woman by an opium user in
TOUR DE MONDE DE POLICIER (Pathé, 1905); a nude seductress' transformation
into a skeleton in TEMPTATION OF ST. ANTHONY (1900; perhaps based on Mélids'
similar 1898 film). In all of these films, "magic" is used to touch upon
the mystique of women: multiplying or dissecting their allure; transforming

them into sensual fantasies or harbingers of misery.

It is curious how films made on the same set, and around the same theme, treat
Eruticiam differently. For instance, the same bathhouse EHEHE;FU?:D;E“-
for various kinds of mildly erotic misadventures in A PUBHE ST oS
MAKING, ON THE BEACH AT BRIGHTON and HE WENT INTO THE MI:D AT R 7
1905). In & crude way, these films made on the same set u ndzt;'ll etz
variations on the same basic plot, the tinge of lrngiuhﬂm;i;“ it
aura which characterize a place like a bltthUI?' 1 igflﬁ? All three filme
SAPPHO. POMPEY'S HONEY GIRL and LOVE'S PERFIDY (al to enter through a door 4in
use th; same set, which provides for one character nni:lnthl i g R 5 s
tha backox e annthgr Bh:ﬁ?:i ::::?II:EE.:].H uses thie IPIHJ-:!J';E_-
hanges from ; -1 1]y] - SR
giﬂ:::: the Lot N ofder to develop & nsscative Wiiph cAntaze asEETREEEE

sexual infidelity.

e T e

' A i e A
. di ‘with the same actors, involve

on one day I_ﬂd Hj-th T EE R s

ThrEE other 1905 f'ilml. ﬂll n-‘.d.tinﬂ BY: ln mlm" ‘!lq‘,.l!pi! =_:mw.f,:'_.hé.-.;:g T.:-.:.:E_-'-:._;:: i

variations on the thems of ‘f"d"ilm “her arms back es she flirtatiously teases

towards a woman on a ©ouch, pu 1"1 .k-j:.""l' !‘m‘., ALWAYS R ria Y AT - SR N

him; he rinally givas:hat:s MmESSEREEE SRS S 4

Pt T
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tions but this time an
h h sssentially the same B&c
il H;Lni: EELﬁtiiugT CARDS, LUCKY AT LOVE, they repeat their amoppyg
iyl i itting on a tablae. These three slightly rieque picturess
behavior while 8 hic movies in the attempt of both typas

nogra
rasamble the most blatant pornog pgicnl attractions seem unique by varying

to make the most common phy
::ufi::ulas in which, and the objects upon which, such attractions are

manifested.

Sometimes, however, films made on the same gset and Hrnundtthﬂ ui!mﬂ theme - -
and on or about the same day - - have completely different meanings. For
instance, KISS ME: (1904) seems to have Deen made only to display some tantg-
1izing posters of a woman, while COMMITTEE ON ART uses the same posters, thig
time not for purposes of tantalization but rather to show the moral outrags
engendered by the posters. Comparably, in SAILORS ASHORE (1904 ), qgirls are
carried through the windows of a building for an obviously lascivious purposs
while, in A FIRE IN A BURLESQUE THEATRE, equally raunchy girls are carried
through the same windows but this time for a more honorable, aven nobla,

reason: they are being rescued.

Erotic films at times resemble other films which are not erotic. For instance,
Edison's 1902 BURLESQUE SUICIDE is a close shot of a rotund man taking a drink,
then pretending to kill himself, and finally pointing at the camera and
laughing. In a similar film, THE WINE OPENER (1905), the viewer is not the
tutt of a joke this time but rather the object of a flirtation: the film consists
of a close shot of a laughing woman, her dress slipping off her shoulder,
looking into the camera as she opens a bottle and then drinks wine. Both
pictures would seem to fall into that category of film known as the facisl.

In her history of British cinema, Rachel Low observes that filmmakers began to
use close-ups in the late 1890s in the production of "facials". In these films,
which were based on vaudeville routines, an actor with a comicael expression
would be seen in & tight shot doing something amusing.

The close-up was a device usad many times to increase the erotic quality of
a film. Besides the examples already noted, one might mention THE TROUBLESOME
FLY (1903) which consists entirely of a close-up of a woman's fest with & fly
hovering over them; or A PIPE DREAM (1905) in which & woman in close-up smokes
: cigirutta (opium?) and then, as she smiles seductively, imagines that she
t: olding a passionate young man in her hand. At one point, she looks into

@ camera - - as if meking the audience conspirators in her naughty fantasy.

:::asizzz_rﬂaaiss TEEU%dEd @ means Dy which early filme could display to full
S TRRUE T TE Locs ?195 and naughtiness) of the silhouette, Fop instance, in
inside the h 3), a woman standing before her home sees her husband

@ Nouse kissing the maid behind a window shade, This kies, shown &8

a silhouette, is seen in 1
prasis within o uindnucF:::;?p through a rather awkward inset of the sil-

Perhaps the film that m

ost dramatical]
sense of both voyeurism and eroticism G THE
female customer,
to & long-ghot of
position from a 1q

1 close-up to increase the
to a close-up of hi @ THE GAY SHOE CLERK (Edinnn) and his
him kissing h e hands tying her shoe; the film then cuts
ng to clqu a:ri 1In effect, the sudden change in camera
h oF “ndicstes; syen hypostatizes, the intense
characters have come to feel for sach nEher.
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FODTNOTES

cer
rilme of the period.. One of thuu;:nzliﬁtPUt to good use in many fictional

eresting is the "trick film"
i:?ﬁﬁ EICI:::E:-ETHDM (19!13} since a rumor persists that 1t.h'i diit:r in
one of the original Ennnn. However, I once attended s showing during which
g7na’ Duncan Dancers slowly approached the screen ss the film

was being projected and, standing e
ye to eye with th
began protesting vociferously that "Ng! Hn¥ It's Hnt.H:i?ﬁ et b T A

A comparable mixture of propristy and
prurience can be found in the Biograph
E:;;::#:tr:;it;FT;:E IﬂE LlEJ(l:TE],h}n which it is stated that the film is
: 8 Unobjectionable in svery way..." See Kemp Niver's
BIOGRAPH BULLETINS 1896-1908 (Los Angeles: Locare Research Group, 1971).

The factual information found in this paper has been compiled largely from
the sources listed in the Bibliography., As regards eroticism in early cinema,
ssveral of these sources also contain a good deal of information which fall
bayond the scope of this paper.

Among Tyler's writings, see particularly THE HOLLYWOOD HALLUCINATION (New York:
Simon and Schuster, 1944). Note also Stan Brakhage's discussion of how Méliks

"drew upon the whole mythic history of women," which can be found in Brakhage's
FILM BIOGRAPHIES (Berkelmy: Turtle Island, 1977).

One finds this same combination of innocence and flirtatious naughtinese in the
behavior of young girls being photographed for the non-fictional early film
BRIGHTON SCENES AT AMUSEMENT PARK.

Many of the films mentioned in this paper are not being shown at the FIAF
conference since they are of little consequence except as illustrations of cer-
tain points which I wish to raise. Except where noted, all of the films .
mentioned in this paper were made at Biograph. Unless otherwise indi:-tld;h e
the dates shown are the years of both production and copyright Ixnlptbrur ..:.
Biograph films copyrighted in 1902, in uhich case the films may have been

earlier. | h ee
gatirized in the character of the hedonistic monk ':fii%i

if tional morality was also | |
-rfdia:n:nr inntnnzu. THE SIMPLE LIFE (1905) or WINE, WOMEN AND SONG (INE}.

-'Ll -@Ti{:‘ +E 3 ¥ 'F:‘
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SIMULTANEOUS ACTION

IN FILM, 1900-190¢

John Hagan = Usp

ed
a very basic level, thiu nzu;;mbur of types of simultanecus action. On
lnvolye having a number of seimple, incidental

actions taking place at th
e sam
more realistic and legs thuutri:;timu within a shot in order to make it seem

1ly struct
through something as elemant ctured. This might be achieved
ar

OF CIRCUMSTANTIAL EUIDEHEE,i !:ni:hfnund in the 1903 Biograph film A VICTIM
be found in many chage filmes - er rudimentary use of simultaneity can

such as the earl
THIEF = rly British pict
g S Eci;‘ﬂ::igz Et?umhar of actions occur within e shot Eut :i:hTﬂEICEFHEH
o nctioning as elements within, and subservient t
salf. ’ rvient to, the chase

There werae, of course, also other t
ypes of simultaneity. Many early trick
films, such as those of G.A. Smith in England or of M&lids unz Za:c: 12 .

France, incorporated a dream or fantasy which was meant to be experienced

by both the character and the audience as occurring at the same time as

the film's more realistic action. This effect could be achiesved through
double exposure, by insetting one shot within another, and through optical
projection or mattes. Early examples include Smith's SANTA CLAUS (1898),
Zecca's HISTOIRE D'UN CRIME (1901) and M&lids' TUNNELLING THE ENGLISH CHANNEL
(1907), in which Mélids also used a cross-sectional set to present simultan-
sous action.

The insertion of one film into another wes not a device used only to depict

a dream or fantasy or fantastic experience. In THE BOASTER, an early British
film, the character's boast is visumlised on a screen behind him = a sort of
mental projection - as he "speaks". In UNCLE JOSH AT THE MOVING PICTURE SHOW
(Edison, 1902), Uncle Josh and the movie that he is watching are shown sim-
ultaneously. Another type of simultaneity cen be found in the "combination
fF11m" in which one film is printed over another in order to create a new
film - for instance, A NYMPH OF THE WAVES (lﬂﬂgi.in Hhinhil ;:nt :: a woman

i imposed on a shot of the oceen. A semblance of simultanelly was
ELEUE:;:[EEEI:I in such trick films as TWENTIETH CENTURY TRAMP, OR HAPPY
HOOLIGAN AND HIS AIRSHIP (Edison, 1902) in which a sense of movement through

the air was created by placing the tramp in his airship qhn#q’, a m“""i"!lenrtﬂrlml

of the Eit? .

o

Not all simultaneous activity in eerly cinsma QCGURTEC WAEALA SES S
Charles Musser has drawn attention to pﬂtt'¥'!mﬁ TH“”F'QaDEE h\%
in which the tramp dreams thnt-*hl’._:llf'rP'&gﬂ-i-ﬁﬁ.ﬁﬁﬁ;‘gﬁﬁ9' men. Mus

next shot reveals that he is J“tu‘“ﬁi?!;-f!ﬂ&!w!f al" shot relationship

suggests that uhat one finds here is 8 ‘meter ction.2 Howsver, Iwould
Terin :— :,.".'-‘ £ " "iﬁr

a simultaneous
-ngﬂﬁg¢4¢”hw ;

o
gt | :_.;". gt | | _:

which reinforces the film's SANULEANE-SYERL
prefer to concentrate for the most PATE &R
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