BIG SCREEN CLASSICS

Godfather Part Il

Whichever way you look at it, The Godfather trilogy — thanks to its first two
superlative instalments — undoubtedly ranks as one of the most highly
respected achievements in flmmaking of the last half century.

| first saw the original film shortly after its initial release and was certainly
impressed by its scale and sobriety. But it wasn’t until a second viewing in the
mid-70s, by which time | had changed from an ordinary, fairly regular filmgoer
into a full-blown cinephile watching an average of around half a dozen movies
each week, that | saw it again and came to recognise more of its virtues (and,
indeed, more of its flaws).

In the meantime, I’d had the chance to see The Godfather Part Il. This was
just as | was falling head-over-heels in love with film as an artform (as
opposed to the mere entertainment I’d been looking for as a schoolkid), and |
was knocked out. It was a time when | was discovering the work of Ingmar
Bergman, Michelangelo Antonioni, Jean-Luc Godard, Francois Truffaut, Orson
Welles, Stanley Kubrick, Akira Kurosawa and Yasujio Ozu, not to mention
what seemed to be distinctly un-Hollywoodian American films by the likes of
Robert Altman, Arthur Penn, Dennis Hopper, Sam Peckinpah, Terrence
Malick and Bob Rafelson. And the Godfather flms — especially the second
one — seemed to mesh perfectly with the seductive combination of innovative
art and adult entertainment purveyed by these directors.

Why Part | even more than Part I? For more than 40 years now, I've rated the
sequel more highly than the original, even if it doesn’t have Marlon Brando to
lend it his peculiar brand of mythic grandeur. | like the first film enormously, for
the performances by that extraordinary cast (besides Brando and Al Pacino,
there’s James Caan, Robert Duvall, John Cazale, Diane Keaton and Talia
Shire, not to mention two more superb veterans in Richard Conte and the
inimitable Sterling Hayden); for Gordon Willis’ brooding cinematography; for
Dean Tavoularis’ art direction; for the carefully crafted dialogue, the measured
pace and the stately sense of family ritual.

But The Godfather Part Il has nearly all that (sadly, the veterans are no longer
in the cast, though you do get the Actors’ Studio’s near-legendary Lee
Strasberg as a welcome addition) and more — and | don’t just mean Robert
De Niro, at his most hauntingly beautiful as the young Vito Corleone.

There lies the key to the film’s superiority and greatness: it's both sequel and
prequel, extending the original film’s timeframe both backwards to Vito’s
arrival in New York from Sicily at the start of the 20th century and forwards to
his son Michael’s ruthless protection of his own authority as family capo
during a period of expansion into Las Vegas, Cuba and elsewhere.

Where the first film was to some extent simply about the constant conflict
between the Corleones on the one hand and competing clans and corrupt
cops on the other — with, by the way, the existence of innocent victims of
organised crime barely if ever acknowledged — its successor is about
something more dynamic: the changes that take place not only in the
Corleones (and, more particularly, within Michael himself) but in America itself.

The pernicious and increasing influence of organised crime on ordinary people
(including, initially, young Vito, his wife and children) and on the so-called
bastions of society — not just the police but the politicians and judiciary —
becomes a dominant theme of the film, which coolly chronicles one family’s




inexorable progress from petty to corporate crime, from survival instinct to an
icy, self-destructive obsession with power for power’s sake.

It’s why the film is imbued with such a strong undertow of melancholy; it’s
there, calm and chilling, in Michael’s eyes. And it’s that melancholy, that
almost tragic self-awareness about what might have been and all that has
been lost, that makes The Godfather Part Il far, far more than just another
gangster movie.

Geoff Andrew, bfi.org.uk, 20 February 2014

The Godfather Part Il premieres in New York in December 1974 and it is
everything Coppola has promised it would be; the film achieves a near-perfect
balance between art and commerce, pleasing fellow artists, critics, flmgoers
and executive at Paramount. It wins Oscars for Best Picture, Best Director,
Best Actor in a Supporting Role, Best Writing, Screenplay Adapted from
Other Material, Best Art Direction and Best Music, Original Score. By the time
its first run is complete, The Godfather Part Il earns a healthy profit as well:
close to $60 million in domestic box-office revenues off a $13 million budget.

The widely read New Yorker reviewer Pauline Kael, who in 1969 wrote in
exasperation that Hollywood had ‘devolved into rotting system in which
mediocrity and skyrocketing costs work together to turn out fiims that would
have a hard time making money even if they were good’, lauds The Godfather
Part Il as a turning point for the director and for an emerging New Hollywood:
The Godfather Part Il is the work of a major artist... who else, when he got the
chance and power, would have proceeded with the albsolute conviction that
he’d make the film the way it should be made? In movies, that’s the inner
voice of an authentic hero.” Writing for the LA Times, Charles Champlin is
similarly effusive: ‘The creative, aesthetic success of this long enterprise is, |
think, on the heroic scale... in its way, The Godfather Part Il is more daring
than the original... and the risks were worth taking.’

By the time The Godfather Part I wound up its first run in the late spring of
1975 Coppola was indisputably at the pinnacle of his Hollywood career. But
he did not stay there (at the top) for long. Just four years later, he would be
the subject of press ridicule when the location shoot of Apocalypse Now
clocked its 200th day. The director, paraphrasing Euripides, quipped to his
co-workers self-effacingly: ‘Whom God wishes to destroy, he first makes
successful in show business.” The remark proved prophetic.

The development and production of The Godfather involved a surfeit of
intrigue and conflict. The making of the sequel was a good deal less fraught.
Indeed, the mostly cooperative and collaborative development and production
of The Godfather Part Il rather made the case that an indulgence of an auteur
theory — that studio investment in the apparent genius of talented filmmakers
— might actually work to the benefit of movie-makers and moneymen alike.
The Godfather Part Il marks the moment when everything seemed perfect for
Coppola and for a new generation of fimmakers... just before things would
never be so perfect for any of them again.

The Godfather Part Il proved to be a turning point in the New Hollywood
because it was also the turning point in the career of the industry’s premier
player: Francis Coppola. The director navigated the 1970s American film
business expertly. In the space of seven years, he directed three box-office
blockbusters (and was credited with a fourth as executive producer), received
two Palmes d’Or at Cannes, netted 12 Academy Awards nominations (as
producer, director and screenwriter) and took home five Oscar statuettes. His
many side-projects — the magazine, the indie distribution and production
units, the Directors Company experiment at Paramount and later his purchase
of the Hollywood General Studio lot in 980 — at first blush evinced the scale



and scope of his ambition, but they also set the stage for his comeuppance:
‘whom God wishes to destroy’, and all that. In 1974, Coppola was

Hollywood’s most famous, most important director. And The Godfather Part Il

IS the reason why.

Extracted from The Godfather Part Il by Jon Lewis (BFI Film Classic, 2022)
Reproduced by kind permission of Bloomsbury Publishing. ©Jon Lewis
Available to buy from the BFI Shop: https://shop.bfi.org.uk
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Cast

Al Pacino (Michael Corleone)
Robert Duvall (Tom Hagen)
Diane Keaton (Kay Corleone)
Robert DeNiro (Vito Corleone)
John Cazale (Fredo Corleone)
Talia Shire (Connie Corleone)
Lee Strasberg (Hyman Roth)

Michael V. Gazzo (Frankie Pentangeli)
G.D. Spradlin (Senator Pat Geary)
Richard Bright (Al Neri)

Gaston [Gastone] Moschin (Fanucci)
Tom Rosqui (Rocco Lampone)

B. [Bruno] Kirby Jr (young Peter Clemenza)
Frank Sivero (Genco)

Francesca De Sapio (young Mama Corleone)
Morgana King (Mama Corleone)

Mariana Hill (Deanna Corleone)

Leopoldo Trieste (Signor Roberto)
Dominic Chianese (Johnny Ola)

Amerigo Tot (Michael’s bodyguard)

Troy Donahue (Merle Johnson)

John Aprea (young Tessio)

Joe Spinell (Willi Cicci)

Abe Vigoda (Tessio)

Tere Livrano (Theresa Hagen)

Gianni Russo (Carlo Rizzi)

Maria Carta (Vito’s mother)

Oreste Baldini (Vito as a boy)

Giuseppe Sillato (Don Ciccio)

Mario Cotone (Tommasino)

James Gounaris (Anthony Corleone)

Fay Spain (Mrs Marcia Roth)

Harry Dean Stanton, David Baker (FBI men)
Carmine Caridi (Carmine Rosato)

Danny Aiello (Tony Rosato)

Carmine Foresta (policeman)

Nick Discenza (Ritch, the bartender)
Father Joseph Medeglia (Father Carmelo)
William Bowers (senate committee chairman)
Joe Della Sorte, Carmen Argenziano,

Joe Lo Grippo (Michael’s buttonmen)
Ezio Flagello (impresario)

Livio Giorgi (tenor in ‘Senza Mamma’)
Kathy Beller (girl in ‘Senza Mamma’)
Saveria Mazzola (Signora Columbo)

Tito Alba (Cuban president)

Johnny Naranjo (Cuban translator)

Elda Maida (Pentangeli’s wife)

Salvatore Po (Vincenzo, Pentangeli’s brother)
Ignazio Pappalardo (Mosca)

Andrea Maugeri (Strollo)

Peter LaCorte (Signor Abbandando)
Vincent Coppola (street vendor)

Peter Donat (Questadt)

Tom Dahlgren (Fred Corngold)

Paul B. Brown (Senator Ream)

Phil Feldman, Roger Corman (senators)
Yvonne Coll (Yolanda)

J.D. Nicols (Freddy, attendant at brothel)
Edward Van Sickle (Ellis Island doctor)
Gabria Belloni (Ellis Island nurse)

Richard Watson (customs official)
Venancia Grangerard (Cuban nurse)

Erica Yohn (governess)

Theresa Tirelli (midwife)

James Caan (Santino ‘Sonny’ Corleone)
Herkulis E. Strolia (Tahoe bandleader);
Richard Matheson (3rd senator); Roman Coppola (Sonny as a child);

Romano Pianti (gunsmith); Julian Voloshin (Sam Roth); Themes Mars (boy

flutist); Steve Peck (dancer at Lake Tahoe party) *

USA 19740
202 mins

* Uncredited
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Touch of Evil

Mon 27 Mar 20:45; Tue 4 Apr 14:30; Sun 9 Apr 18:30; Fri 28 Apr 20:45
Wild Strawberries (Smultronstallet)

Tue 28 Mar 20:50; Wed 12 Apr 18:10 (+ intro by Geoff Andrew,
Programmer-at-Large); Fri 14 Apr 20:50; Mon 24 Apr 14:30

To Sleep with Anger + Borom Sarret (The Wagoner)

Wed 29 Mar 18:10 (+ intro); Mon 10 Apr 12:45; Wed 12 Apr 18:00

Rio Bravo

Thu 30 Mar 20:20; Sun 9 Apr 12:50; Fri 21 Apr 20:20

Aguirre, Wrath of God (Aguirre, der Zorn Gottes)

Fri 31 Mar 21:00; Thu 13 Apr 21:00; Thu 20 Apr 18:15

Last year in Marienbad (L’Année derniére a Marienbad)

Sat 1 Apr 12:50; Mon 3 Apr 20:30; Sat 8 Apr 18:20; Tue 18 Apr 20:45
La Grande lllusion

Sat 1 Apr 13:00; Wed 12 Apr 20:40; Sat 15 Apr 18:00; Fri 21 Apr 18:15
The Godfather Part I

Sat 1 Apr 16:00; Sat 22 Apr 18:40; Sun 30 Apr 16:30

Nashville

Sun 2 Apr 17:50; Sat 8 Apr 20:00; Sat 29 Apr 16:30

The Passenger (Professione: reporter)

Wed 5 Apr 18:00 (+ intro by Geoff Andrew, Programmer-at-Large); Fri 7
Apr 20:20; Sun 16 Apr 18:15; Thu 27 Apr 18:10

Pickpocket

Thu 6 Apr 20:45; Tue 11 Apr 14:30; Mon 17 Apr 20:50; Mon 24 Apr 20:50
The Portrait of a Lady

Fri 7 Apr 14:30; Wed 19 Apr 17:50 (+ intro); Sat 29 Apr 20:15

Code Unknown (Code inconnu)

Sun 9 Apr 15:45; Wed 26 Apr 18:15

The Lady Eve

Mon 10 Apr 18:15; Sat 15 Apr 12:40; Sun 30 Apr 14:15
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We are always open online on BFI Player where you can watch the best
new, cult & classic cinema on demand. Showcasing hand-picked
landmark British and independent titles, films are available to watch in
three distinct ways: Subscription, Rentals & Free to view.

See something different today on player.bfi.org.uk

SIGHT AND SOUND

Never miss an issue with Sight and Sound, the BFI’s internationally
renowned film magazine. Subscribe from just £25*
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sightandsoundsubs.bfi.org.uk
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BFI SOUTHBANK

Welcome to the home of great film and TV, with three cinemas and a
studio, a world-class library, regular exhibitions and a pioneering
Mediatheque with 1000s of free titles for you to explore. Browse special-
edition merchandise in the BFI Shop.

We’'re also pleased to offer you a unique new space, the BFI Riverfront —
with unrivalled riverside views of Waterloo Bridge and beyond, a delicious
seasonal menu, plus a stylish balcony bar for cocktails or special events.
Come and enjoy a pre-cinema dinner or a drink on the balcony as the sun
goes down.

Join the BFI mailing list for regular programme updates. Not yet
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