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For Barbara—

She’s the winner of the Irving Thalberg Award for her sparkling
originality, the fean Hersholt Award for her kindness and gentle
compassion, and (despite ber ardent desire for Paul Newman) an Oscar
for most spectacularly lovable wife. She’s the star who makes everyone
shine in her presence, whose everyday script for life has more wit and
creativity than a Preston Sturges screenplay, and whose score for the
soundtrack of our lives provides the sweetest harmony since Max
Steiner. MGM might bave had more stars than there are in the
beavens, but I've got the most brilliant, scintillating, and enduring star
of them all. Simply said, I'm proud to be her best boy.

—S.

For Scott—
He’s a man rich in qualities plentiful in the movies but rare in real
life. His selfless devotion, idealism, and high personal standards leave
no doubt that George Bailey lives on in bis soul (as well as in Bedford
Falls). Being cast as Scott’s leading lady bas made it easy for me to see
that It’s a Wonderful Life. His inventive mind, quiet intelligence, and
delightfully comic perspective are among the Paramount reasons why

these Twentieth Century writers have become two blissfully
United Artists.
Scott lassos the moon.
—B.

For the gals who have lit up our lives.
For fireworks forever.

T&7
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Introduction

Hollywood. The name conjures up images of dancing
pianos, shootouts at high noon, alien spaceships, and
just about any romantic, fantastic, or emotionally
wrenching sequence that could possibly be committed
to film. The Japanese might make better VCRs, the
Germans might make better beer, and the French
might make better lovers, but nobody makes better
movies than Hollywood, U.S.A. This book is both a
celebration of that excellence and a unique history of
the American film industry in encyclopedic form.

In the 16 years since the publication of the first edi-
tion of this book, we witnessed hundreds of stars soar-
ing and crashing and watched movies heralded for their
greatness that were immediately forgotten. From the
giddy excitement of having the Star Wars movies return
(then fizzle), to enjoying the evolving genius of Jim
Carrey and applauding the incredible growth of the
American independent movie, the changes in Holly-
wood have been momentous. It was time, therefore, to
bring those changes within the covers of this book.

In our research for the original edition, we discov-
ered a pattern that fit virtually all but the greatest of
film stars. With few exceptions other than icons, gen-
uine stardom for most leading men and women lasts no
more than five years. This is not to say that these stars
have not made a tremendous impact or that they have
faded into obscurity; it’s simply that their celebrity
burned bright for just half a decade.

Among those with more lasting appeal, consider Brad
Pitt, who was not in the original edition. He wasn’t dis-
covered by critics or the general public undil his break-
through supporting role in Thelma & Louise in 1991, two
years after this book was initially published. And Pitt is
just one of an army of actors, directors, and producers
who are now part of this newly revised edition. Madonna,
John Malkovich, Wesley Snipes, Billy Bob Thornton, and
Bruce Willis are just a sampling of the names you’ll find
here. And, of course, major film personalities, from Tom
Cruise to Clint Eastwood and from Woody Allen to Bar-
bra Streisand, have been brought up to date.

With all the work involved in adding more than 15
years of research to this edition, we are pleased to

report that the principles that guided the original book
continued to prove sound. Therefore, in the pages that
follow you will find tens of thousands of facts, figures,
and tales of the fabulous, organized so that you can eas-
ily find the information that you seek.

The actors, directors, producers, screenwriters, edi-
tors, cinematographers, composers, choreographers,
studio histories, events, films, genres, job descriptions,
term definitions, etc. that you will find in this book were
chosen because they seemed to best form a representa-
tive collage of the American film industry from Thomas
Edison to the present. Most, if not all, of Hollywood’s
movers and shakers have been included within these
pages. If there is a bias in this book, however, it can be
found in the predisposition to include a tad more of the
old-timers than the new kids on the block. Our reason-
ing, quite simply, is that hot stars, directors, etc. can
come and go rather quickly. Someone who appears to be
the next Cary Grant may fall into obscurity two years
hence. Time is the ultimate test of the art of the film.

A word of advice. If you look up a person or a film
and discover there is no corresponding entry, check the
index. A great deal of information is folded into larger
categories. For instance, we elected to discuss a number
of people within the context of general thematic entries
rather than in individual biographies (e.g., The Ritz
Brothers can be found under Comedy Teams and
Thomas Mitchell under Character Actors). In short,
the index is the most valuable tool in this book and you
ought to consult it freely.

Speaking on behalf of ourselves and our collabora-
tors, we found the research and writing of this volume
both arduous and exhilarating. Whether reliving the
pleasure of a favorite old movie or discovering startling
facts about a new one, we approached all of our work
with the same sense of wonder that we felt when the
house lights suddenly dimmed and the magic began. It
is our deepest wish that The Encyclopedia of Hollywood
will touch that same emotion in you.

—Scott Siegel and Barbara Siegel
New York, NY
2004
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“A” movie During the heyday of the STUDIO SYSTEM a
film designated as an “A” movie featured one or more of a
company’s biggest stars, was handled by one of its best direc-
tors, and was given a great deal of promotion and publicity.
Examples of “A” movies are Queen Christina (1933), starring
GRETA GARBO, directed by ROUBEN MAMOULIAN, and Mr:
Smith Goes to Washington (1939), starring JAMES STEWART,
directed by FRANK CAPRA.

“A” movies were the highlight of double bills, while “B”
movies, generally made on a much smaller budget with actors
who had a more modest appeal, were often thrown in as fillers.

Since the demise of the studio system, most first-run
films are considered “A” movies.

See also “B” MOVIE.

Abbott and Costello (Bud Abbott: 1895-1974, Lou
Costello: 1906-1959) One of the most popular comedy
teams of the sound era, Abbott and Costello enjoyed enor-
mous success in the 1940s and early 1950s before their brand
of inspired childish humor was supplanted by that of the
Dean Martin and Jerry Lewis team. Slender, streetwise Bud
Abbott was the straight man; the laugh maker was short,
round, and innocent Lou Costello. Their humor was hardly
sophisticated; yet it was decidedly verbal. Unlike such com-
edy teams as the MARX BROTHERS, LAUREL AND HARDY, and
even the THREE STOOGES, Abbott and Costello had virtually
no visual style—even their physical comedy consisted of little
more than Costello’s fumbling with his hat. But the team’s
clever vaudeville-type routines, with the pair bantering back
and forth and completely misunderstanding each other, have
become legendary.

William A. “Bud” Abbott’s parents worked as circus per-
formers, and they inspired their son to pursue a show busi-
ness career of his own. It was a long time in coming, however.

When Abbott was 15, he was shanghaied and forced to work
as a sailor on a boat heading for Europe. Throughout his 20s
and most of his 30s, he tried to make a career of entertain-
ment but without success. He had all but given up and was
working as a cashier at a Brooklyn vaudeville house in 1931
when a young comic named Lou Costello reported that his
partner was sick. Abbott filled in as Costello’s straight man
that night, and a new comedy team was born.

Louis Francis Cristillo, later known simply as Lou
Costello, had an odd assortment of early jobs that included
selling newspapers, soda jerking, and working in a hat shop.
At one time, he was a rather unlikely prizefighter. Deter-
mined to make it in show business, he quit the ring in the late
1920s and made his way to Hollywood. The best he could do,
though, was to become a stuntman, at one point assuming the
extraordinary responsibility of doubling for Dolores del Rio.

After joining up, the team honed their routines on the
vaudeville and burlesque circuits until they got their big
break in 1938, appearing on Kate Smith’s popular radio show.
They quickly became radio favorites, which led to their
appearance in the Broadway revue, Streets of Paris, with CAR-
MEN MIRANDA.

Hollywood beckoned and Abbott and Costello were
hired by UNIVERSAL PICTURES as comic relief in an innocu-
ous musical called One Night in the Tropics (1940). Audiences
roared at the antics of the two comedians and Universal
promptly signed the team to a long-term contract. They
were the stars of their next film, Buck Privates (1941).

Buck Privates, a service comedy, was a huge hit and was
followed quickly by comic romps in two other branches of
the military in In the Navy (1941) and Keep ’em Flying (1941).
The pair made a total of five films in 1941 and their com-
bined success put Abbott and Costello among Hollywood’s
top 10 box-office draws. Except for the years 1945-47, they
would sustain that level of popularity until 1951.
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The comedy of Abbott and Costello was silly and escapist
and, therefore, particularly well suited to help balance the
urgency of the war years. The team’s early 1940s films, such
as Who Done It? (1942), Hit the Ice (1943), Lost in a Harem
(1944), and The Naughty Nineties (1945), were pleasant, sim-
ple comedies. Bud and Lou were usually supported by good-
looking contract players who were involved in an insipid love
story, a setup similar to that of the later Marx Brothers
movies. Their films came to life only when the team
launched into one of their famous dialogues, such as the
immortal “Who’s on First?” routine.

In the mid-1940s, after the war, Abbott and Costello’s
popularity took a nosedive. Films such as Little Giant (1946)
and The Wistful Widow of Wagon Gap (1947) suggested that
America’s love affair with Bud and Lou was over. The team
tried to recapture past glory by making films such as The
Time of Their Lives, a comic fantasy story reminiscent of their
1941 hit, Hold That Ghost. They even resorted to making
Buck Privates Come Home (1947) in the hope of reminding
audiences of their first big hit. It was all to no avail.

Except for the occasional loanout to other studios, most
of Abbott and Costello’s films had been made at Universal
Pictures, a studio whose main strength had always been its
horror films. In the hope of reviving the popularity of their
premier comedy team, Universal decided to combine its two
biggest assets in one film, Abbott and Costello Meet Franken-
stein (1948). The movie boasted supporting performances by
Glenn Strange as the Frankenstein Monster, Bela Lugosi as
Dracula, and Lon Chaney Jr. as the Wolf Man. The result of
Universal’s experiment was arguably Abbott and Costello’s
best, most consistently funny film. It was also, as Universal
had hoped, a big success at the box office.

The unfortunate consequence of Abbott and Costello Meet
Frankenstein’s success was that it spawned a formula that
seemed as if it would no sooner die than Dracula himself.
With numbing regularity, the team starred in weak movies
with repetitious titles: Abbott & Costello Meet the Killer (1949),
Abbott & Costello Meet the Invisible Man (1950), Abbott &
Costello Meet Captain Kidd (1952), Abbott & Costello Meet Dr.
Fekyll and Mr. Hyde (1953), Abbott & Costello Meet the Keystone
Kops (1955), and Abbott & Costello Meet the Mummy (1955).

The pair made other films during these years, but their
comedy was as uninspired as their horror/comedy formula
movies. In the early 1950s, though, the team starred in a TV
series, The Abbott and Costello Show, that reprised many of
their best vaudeville routines. A new generation was weaned
on the syndicated reruns of their TV series, which led to the
later rediscovery of their movies on television.

Abbott and Costello’s last film together was Dance With
Me Henry (1956). They produced the movie themselves and
witnessed it painfully flop at the box office. Abbott soon
thereafter announced his retirement, but Costello went on to
make one solo film, The Thirty-Foot Bride of Candy Rock
(1959). He died of a heart attack, however, before the movie
was released to poor reviews and even worse receipts.

Both Bud Abbott and Lou Costello had tax trouble with
the government and found themselves in financial difficulties
at the end of their lives. Bud Abbott suffered still more, how-

ever, when he was crippled by a series of strokes, beginning
in 1964. He died in a retirement home 10 years later.
See also COMEDY TEAMS.

above the line The budget of a movie is divided into two
major parts: “above the line” and “BELOW THE LINE”
expenses. Above-the-line costs are all those that must either be
paid or negotiated before the film goes into production. These
generally consist of the cost of acquiring rights to the property
to be filmed (the novel, play, concept, etc.), the cost of the stars
who are hired for the entire shooting schedule, plus the fees
for the producer, director, and screenwriter(s). Above-the-line
costs tend to be the largest individual items in a film’s budget.

Below-the-line expenses are all those that are incurred
during production as well as during postproduction.

Academy Awards Known by their nickname, “Oscar,”
the awards are presented early each spring by the Academy of
Motion Picture Arts and Sciences, an organization formed on
May 4, 1927, to “improve the artistic quality of the film
medium.” The academy has done so, in part, by drawing
public attention to what its members consider the film com-
munity’s finest work, bestowing Academy Awards upon its
brightest lights.

Academy members are grouped into 13 specialized cate-
gories. The members of each group nominate up to five indi-
viduals whom they feel have demonstrated excellence in their
respective areas of expertise. For instance, actors nominate
actors, screenwriters nominate screenwriters, directors nomi-
nate directors, etc. The entire academy—approximately 3,000
members—then votes on the nominees to establish a winner.

The Academy Awards were originally an industry cele-
bration of itself without benefit of media coverage. The first
awards dinner was held on May 16, 1929, honoring the films
of 1927-28, and the winners were Wings (Best Picture), Emil
Jannings (Best Actor for The Way of all Flesh and The Last
Command), Janet Gaynor (Best Actress for performances in
Seventh Heaven, Street Angel, and Sunrise), Frank Borzage
(Best Director for Seventh Heaven). Curiously, in that first
ceremony, an award was given for Best Comedy Director—
to Lewis Milestone for Two Arabian Knights. The award was
given only that year.

The award—which consists of a rather stiff-looking fel-
low grasping a sword while standing upon a reel of film—was
designed by the famous art director Cedric Gibbons and
sculpted by George Stanley. The gold-plated bronze figure
stands 131 inches tall and weighs slightly more than eight
pounds.

The statuette was originally known simply as the Acad-
emy Award. It had no other name until 1931, when, accord-
ing to legend, Margaret Herrick, then a secretary for the
academy, spotted the figure and loudly proclaimed, “Why, he
looks like my Uncle Oscar!” A reporter heard her comment
and printed it, and the name caught on.

It is generally acknowledged that today a Best Picture
Oscar is worth an extra $10 million at the box office to the
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winner, and actors, directors, producers, editors, screenwrit-
ers, etc., are almost always able to demand higher salaries
after receiving an Academy Award.

The awards ceremonies—as well as the awards them-
selves—have changed over the years. In the early days, an
actor might be nominated for several films (see the winners
of 1927-28 above). In 1936 the new categories of Best Sup-
porting Actor and Actress were added, and in 1947 foreign-
language films were given separate awards.

The awards ceremonies were first broadcast on radio as
early as 1930 and then, finally, on television beginning in
1953. They have, over the decades, been recognized as the
granddaddy of all awards shows and regularly receive
extremely high viewer ratings.

See also GIBBONS, CEDRIC.

actor-directors When Hollywood’s STUDIO SYSTEM was
at its height of power, movies were turned out quickly and
efficiently. For the creative assembly line to work, everyone
had his or her task, and there was little room for overlap.
Producers produced, directors directed, and actors acted.

Interestingly, writers were the first group to win the
opportunity to take on new roles when many were allowed to
direct their own scripts in the 1940s. As for actors, when stars
were being rushed into four, five, or six films per year, giving
them the extra time to direct a movie would have cost the stu-
dio too much in potential revenue. It is no wonder, then, that
there was a dearth of actor-directors through the 1930s and
most of the 1940s. (Exceptions included most notably Lionel
Barrymore and ORSON WELLES.)

Even in the area of comedy, where there was a long-
standing tradition of actor-directors from the silent era (e.g.,
such legends as CHARLIE CHAPLIN and BUSTER KEATON),
comic films during the ’30s and ’40s were not directed by
their stars. W. C. FIELDS, MAE WEST, and the MARX BROTH-
ERS did not even fully control their own material.

Not until the late 1940s, when the studio system began to
break down, did a small cadre of actors begin working on
both sides of the camera. IDA LUPINO, DICK POWELL, and
ROBERT MONTGOMERY were some of the more interesting
early actor-directors of this era, often directing films in which
they themselves did not appear. Others followed suit, most of
them, however, choosing not to continue their double
careers. JAMES CAGNEY, BURT LANCASTER, and MICKEY
ROONEY are among those who tried their hand at directing
and then gave it up.

Ever since the 1960s, the number of actors who have tried
directing has gone from a trickle to a stream to a flood. Also,
an ever-larger number of actors wanting greater control of
their own films has resulted not only in successful dual careers
but in successful movies as well. CLINT EASTWOOD is perhaps
the best example of today’s premier actor-director. But others
have done well, also, such as PAUL NEWMAN, JOHN CAS-
SAVETES, WARREN BEATTY, and ROBERT REDFORD.

In the comedy arena, the actor-director mantle has been
passed to (among others) JERRY LEWIS, WOODY ALLEN, and
MEL BROOKS. Most comedy actor-directors are also writers,

creating and controlling their own comic visions with a total-
ity envied by directors of other genres.
See also WRITER-DIRECTORS.

adaptations Films based on a work of art from another
medium, usually a play or a novel, have been a Hollywood
mainstay since 1912 when Adolph Zukor introduced his
FAMOUS PLAYERS COMPANY. Well-known works of art,
whether from the stage or the world of letters, served two
important functions for the early moviemakers: They pro-
vided instant, proven plots for an industry that was voracious
for new stories, and they provided name recognition that
would attract paying customers into the theaters. For those
two reasons novels, plays, songs, etc., continue to be adapted
into movies today.

While virtually every literary classic from Pride and Preju-
dice to War and Peace has been adapted into a movie, the over-
all quality of such adaptations has not been good. The fact is,
the better the novel, the less likely it is to be made into a great
movie. The unique elements of the novel—the descriptions of
internal thoughts and feelings—do not translate well to film.
Master directors such as John Huston can sometimes accom-
plish wonders in this area (for example in The Red Badge of
Courage, 1951), but the film medium seems better suited to
capturing the vividly described physical action of pulpier nov-
els such as faws and The Godfather: It should come as no sur-
prise, therefore, that Alfred Hitchcock made many of his
greatest films from trashy, mediocre novels.

Given their dependence on language, plays were a sur-
prisingly hot commodity for the movies even before the
arrival of the talkies, but there was a virtual stampede to adapt
plays to the screen during the first decade after the sound
revolution. Though plays are closer to the film medium than
novels, at least in regard to their structure and length, “open-
ing up” and turning them into visual stories has often proved
difficult. Even such well-known and enjoyable adaptations as
The Petrified Forest (1936) and The Philadelphia Story (1940)
tend to be static. In the hands of visually acute and creative
directors, however, plays can be turned into great films such
as Amadeus (1984). Yet there are also some absolutely dread-
tul adaptations, such as Man of La Mancha (1972), arguably
one of the worst adaptations in the history of the cinema.
Most of the plays of Neil Simon, from Come Blow Your Horn
onward, however, have been transferred into successful, pop-
ular films.

Although songs have occasionally been adapted into
movies (e.g., Ode to Billy Foe, 1976), short stories have proven
to be a particularly good source of fine films, probably
because the story line must be expanded rather than forcibly
cut. Some famous films based on short stories include JOIIN
FORD’s classic Stagecoach (1939) and ROGER CORMAN’s films
based on Edgar Allan Poe tales and starring VINCENT PRICE.

The importance of adaptations to the industry grew dur-
ing the 1950s and 1960s. Hollywood sought to distinguish its
product from that of television, and it did so, in part, by pay-
ing hefty sums of money to buy best-sellers and hit plays and
turning them into big-budget, big-screen spectaculars. For
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instance, adaptations such as From Here to Eternity (1953),
The Bridge on the River Kwai (1957), My Fair Lady (1964), The
Sound of Music (1965), and The Exorcist (1973) were gargan-
tuan successes, as was Chicago in 2002.

In more recent years, as the movies have become a recog-
nized art form, there has been a rise in the percentage of movies
made from original scripts, and producers have a growing con-
fidence in the salability of movies that haven’t already been hits
in other media. The widespread use of original material began
in earnest with the success of Easy Rider (1969) but has fully
come into its own thanks to gigantic hit films based on origi-
nal screenplays, such as Star Wars (1977), Raiders of the Lost Ark
(1981), E.T. the Extra-Terrestrial (1982), Back to the Future
(1985), Moonstruck (1987), and Good Will Hunting (1997).

agents Long ignored as a group, agents have had a power-
ful effect on the motion picture business, shaping its eco-
nomics and often discovering its stars. They are the people
who find work for film artists and negotiate their contracts,
usually in exchange for 10 percent of the artist’s income.

Among the earliest and eventually the most powerful of
talent agents in film were William Morris and Jules C. Stein.
Morris built his agency by representing theater and vaude-
ville stars, eventually selling their services to the movies for
far more than they were paid for their live performances.
Jules Stein was an eye doctor who failed in his chosen pro-
fession but built the largest talent agency in the world, call-
ing his company the Music Corporation of America (MCA).
His company’s original growth came from representing an
array of famous musicians and big bands.

Despite the restrictions of the STUDIO SYSTEM, agencies
and lone agents began to wield considerable power during
the 1930s, especially if they represented popular stars. The
keys to an agent’s success and desirability to upwardly mobile
film actors, directors, and writers were his strong connec-
tions in the industry. Myron Selznick, for instance, DAVID O.
SELZNICK’s brother, became an enormously powerful agent
who could turn ruthless when he negotiated with the studio
bigwigs, many of whom he blamed for his father Lewis J.
Selznick’s downfall during the silent era. Another well-con-
nected agent was Zeppo Marx, formerly of the Marx Broth-
ers. The not-so-funny brother was actually the wealthiest of
all his siblings, representing a wide array of talent beginning
in the mid-1930s. He represented the Marx Brothers only
once, however, obtaining $200,000 for them to star in Roormz
Service (1938). It was the most money they ever received on
any one picture, but Zeppo refused to work with his brothers
again—they were too much trouble.

Paul Irving “Swifty” Lazar (1907-93) was one of the last
of the old breed of movie agents, wheeling and dealing and
keeping everything in his head. According to Whitney Stine,
in his book Stars & Star Handlers, Lazar received his nick-
name rather late in his career, earning it in the 1950s when
Humphrey Bogart wagered that his agent couldn’t get him
five deals in one day. Bogart lost. “Swifty” Lazar was born.

Other important agents included Leland Hayward, Louis
Shurr, and Henry Wilson. Most agents gained their reputa-

tion by handling a large stable of well-known stars. Others
gained fame by creating stars. Sue Carol, for example, dis-
covered ALAN LADD (whom she later married), and Johnny
Hyde helped to create the MARILYN MONROE phenomenon.

Since the end of the studio system, agents have become
even more powerful than many producers and are often in
the best position to pull all the parties together to make a
movie deal. One agent or agency may represent all of the
principal people in a package: the star, the director, and the
screenwriter. MCA, in fact, was so involved in deal making
that it finally behooved the agency to go into filmmaking
instead. Lew Wasserman, the longtime head of MCA after
Jules Stein retired, bought UNIVERSAL PICTURES and sold off
the agency’s contracts. As a result, MCA eventually went
from the world’s largest talent agency to one of the most suc-
cessful of all the major film studios.

The biggest agencies occasionally grow too large. Some
entertainers often feel lost or overlooked in such massive
companies. In fact, during the much publicized search for the
kidnapped Patty Hearst in the early 1970s, the joke going
around Hollywood was that Miss Hearst couldn’t be found
because she was signed with William Morris.

Among the most powerful agencies today are Interna-
tional Creative Management (ICM) and the William Morris
Agency, but there are very successful smaller agencies in
abundance all over Los Angeles.

Aldrich, Robert (1918-1983) A director who pro-
duced many of his own films, he was especially well known
for making action movies with strong social and political
points of view, and many of his best films depict rebellion
against authority. Aldrich was very much an independent
filmmaker with a reputation as an iconoclast. He remains an
undervalued director, in large part because of his commercial
failures during the last 15 years of his career. In total, Aldrich
directed 30 films, with his greatest commercial and critical
successes coming in streaks during the late 1950s and 1960s.
Born to one of the most influential and powerful families
in Rhode Island, Aldrich was a cousin of the Rockefellers and
the progeny of a clan that could trace its lineage back to the
Mayflower. Twenty-one years old and not having bothered to
graduate from college, he used his connections to land his
first job at RKO as a gofer in 1941. He went on to gain his
training as an assistant director for some of cinema’s most
illustrious directors, such as Charlie Chaplin, Jean Renoir,
Lewis Milestone, Max Ophuls, William Wellman, and
Joseph Losey. He also became the studio manager at Enter-
prise Studios, a short-lived company that produced such
films as Body and Soul (1947) and Force of Evil (1948).
Ironically, after an apprenticeship of more than a decade
in Hollywood, he received his first chance to direct for televi-
sion in New York, shooting 17 episodes of The Doctor in 1952
and 1953. Finally, he got his chance to direct his first theatri-
cal film, The Big Leaguer (1953), a “B” MOVIE starring Edward
G. Robinson. Then, after coproducing and directing an inter-
esting flop, World for Ransom (1954), Aldrich hit the big time
when he was hired to direct Burt Lancaster in Apache (1954).
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During the next dozen years, Aldrich made a number of
Hollywood’s bellwether films in terms of content and point of
view, though not all of them were influential or successful at
the time of their release. For instance, his version of Mickey
Spillane’s Kiss Me Deadly (1955) was the apotheosis of the
FILM NOIR; there wasn’t a darker, more cynical movie made
during the 1950s. In addition, Aldrich made a memorably
vicious “inside-story” film about Hollywood called The Big
Knife (1955), as well as the visceral war movie Artack! (1956),
a film with a striking combination of violence and morality.

Aldrich is perhaps best remembered as the director of
three films, the macabre and campy What Ever Happened to
Baby fane? (1962) with Bette Davis and Joan Crawford,
Hush . . . Hush, Sweet Charlotte (1965), with Bette Davis and
Olivia de Havilland, and the rousing war story The Dirty
Dozen (1967) with Lee Marvin.

The Dirty Dozen was such a huge hit that it allowed
Aldrich to buy his own studio in 1968. Unfortunately, he had
precious few commercial successes in the years to follow. He
did, however, make a number of excellent movies; among
them were Ulzana’s Raid (1972), which was one of the last
great westerns made by Hollywood and a film that many con-
sider the director’s best. He also made The Longest Yard
(1974), starring Burt Reynolds, which was Aldrich’s last
major box-office triumph. His later films included Twilight’s
Last Gleaming (1977) and The Frisco Kid (1979), a comedy
with Harrison Ford and Gene Wilder. Aldrich’s last film
was . . . All the Marbles (1981).

Though Aldrich had never been nominated for an Oscar,
his peers thought enough of him to elect him twice as presi-
dent of the Directors Guild of America during the 1970s.

In late 1983 Aldrich suffered kidney failure. He chose to die
at home rather than accept continued medical intervention.

Allen, Dede (1924- ) An EDITOR, her creative cut-
ting since the late 1950s has made her stand out as an excep-
tional talent in a field where few names are known, let alone
remembered. One reason that Allen has come to the fore-
front is that she has rarely been an “invisible” editor. One is
often acutely aware of her work; it draws attention to itself
but also tends to add an intellectual and emotional charge
that is intrinsic to the story she is helping to tell. Her expres-
sive editing has been greatly influenced by the French New
Wave films of Truffaut and Godard.

Born Corothea Carothers Allen, she began her movie
career as a messenger at Columbia Pictures. Fascinated by
the technical means by which films were constructed, she
eventually landed jobs in the editing department, slowly
moving up the ladder from sound cutter to assistant editor
(working on such films as the 1948 Because of Eve) and finally
to editor in 1959 when she spliced together Odds Against
Tomorrow for director ROBERT WISE, who had once been an
editor himself.

Allen went on to edit the films of a small coterie of direc-
tors who found her style eminently compatible with their
own. She has worked most consistently with ARTHUR PENN,
for whom she dazzled audiences with her much-admired

editing of Bonnie and Clyde (1967), as well as Alice’s Restaurant
(1969), Little Big Man (1970), Night Moves (1975), and others.
She also worked for, among others, SIDNEY LUMET, editing
two of his best films, Serpico (1973) and Dog Day Afternoon
(1975), Robert Rossen (The Hustler [1961]), Elia Kazan
(America, America [1963]), and George Roy Hill (Slaughter-
house Five [1972] and Slap Shor [1977]).

Actors who have benefited from her editing also come
back to Dede Allen—especially when they become actor-
directors. For instance, WARREN BEATTY and PAUL NEWMAN
both starred in a number of Dede Allen—edited films, and she
was first on their hiring list when they made their respective
films, Reds (1981) and Harry and Son (1984). It’s instructive
that Allen was also called in to try to save the virtually uned-
itable Debra Winger film, Mike’s Murder (1984); she achieved
a higher level of success than most people thought possible,
although the movie was still a stinker.

Dede Allen continued working into the 1990s on films as
diverse as Hemry & Fume (1990) and The Addams Family
(1991). At the age of 77, she returned to top form in her edit-
ing of Wonder Boys (2000), which earned an Academy Award
nomination for editing. Also late in her career, in 1999, Dede
Allen won the Outstanding Achievement in Editing Award at
the third annual Hollywood Film Awards.

Allen, Woody (1935- ) The foremost American film-
maker of the 1970s and 1980s, Woody Allen has written,
directed, and starred in an impressive body of work, exhibiting
an extraordinary ability to grow and change as a filmmaker.

Woody Allen was born Allen Stewart Konigsberg in
Brooklyn, New York, and lived a life not terribly unlike his
young protagonist’s in his autobiographical film, Radio Days
(1987). While still in high school, Allen was selling jokes that
appeared in Earl Wilson’s syndicated newspaper column.
After flunking out of New York University (he failed motion
picture production), he joined the NBC Writer’s Program
and, at the ripe age of 18, began to write for television, even-
tually teaming up with such writers for the classic 1950s TV
series Your Show of Shows as NEIL SIMON, MEL BROOKS, and
CARL REINER.

Woody Allen first came to national attention during the
early 1960s when, instead of writing for others, he told his
own jokes as a stand-up comic. His comic persona, developed
during those nightclub years, was a truly modern creation—
the neurotic everyman.

In 1964, he was paid $35,000 to rewrite the screenplay
of What’s New, Pussycat? The film became the most success-
ful comedy of its time, earning $17 million. Though
unhappy with the changes made in his work, Allen was sud-
denly a recognized screenwriter and actor (he had a small
part in the movie).

His next film project was What’s Up, Tiger Lily? (1966).
This unique comedy was created by redubbing a Japanese spy
thriller and giving it an entirely new comic sound track. With
a Japanese superspy named Phil Moscowitz in search of the
stolen recipe for the world’s greatest egg salad, this James
Bond spoof became a cult classic.
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Woody Allen (left) (PHOTO COURTESY UNITED ARTISTS CORPORATION)

It wasn’t until 1969, however, that Allen was given a $1.6
million budget to write, direct, and star in his own film. The
result was Take the Money and Run. It was followed by Bananas
(1971), a film many fans consider his funniest. Both films
were hits, and these two back-to-back moneymakers gave
Allen the freedom to continue making his own kind of films
without studio interference.

Considering that Allen writes, directs, and stars in the
majority of his movies, his output throughout the last two
decades has been remarkable. Not counting Tiger Lily, he
has written and directed more than 18 high-quality films.
His 1977 film Annie Hall was a landmark comedy. It won
Academy Awards for Best Picture, Best Actress (Diane
Keaton), Best Screenplay (with Marshall Brickman), and
Best Director. Though he didn’t win, Allen was also nomi-
nated for Best Actor. It was the biggest sweep of top nomi-
nations since ORSON WELLES’s CITIZEN KANE (1941), and it
was the first comedy since the 1930s to be honored as Best
Picture. But then Annie Hall was more than a comedy. Allen
had juxtaposed comic human foibles with the sadness of a

relationship gone awry and created a hysterical yet sweet
love story.

It seemed as if Woody Allen had reached the pinnacle of
his creative and commercial powers. He could have gone on
to make Annie Hall clones, but instead he chose a new direc-
tion, writing and directing Interiors (1978), a Bergmanesque
film that was purposefully lacking in humor; Allen refused to
do the expected.

Interiors is an example of Woody Allen’s constant exper-
imentation to find a new voice. A notable aspect of this
filmic searching is how often he has managed to create suc-
cessful movies without seriously repeating himself. Man-
battan (1979), Zelig (1983), Broadway Danny Rose (1984),
The Purple Rose of Cuairo (1985), Hannab and Her Sisters
(1986), Another Woman (1988), and Crimes and Misde-
meanors (1989) have all established Woody Allen as an
independent-minded AUTEUR who has been able to create
a vision of the world that is distinctly his own. Although
not all of his films have been hits, all of them have been
provocative and compelling.
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Woody Allen’s comic antecedents are many. His New
York Jewish humor is in the great tradition of Groucho Marx.
His impeccable comic timing came from studying Bob Hope
movies. But both as a filmmaker and as a comic personality,
Woody Allen is closest to Charlie Chaplin. Like Chaplin, he
created a character of the litle man who triumphs (after a
fashion) against all odds, and, like Chaplin, he has allowed his
meek character to grow and change with his increasingly
sophisticated artistic vision.

Unfortunately, Allen’s reputation suffered when he
became romantically involved with lover Mia Farrow’s
adopted daughter, Soon-Yi Previn, whom he later married.

Allen’s films of the 1990s, before and after the Soon-Yi
affair, are of varying quality. Farrow was still on board for Alice
(1990) and the neglected but brilliantly moody and atmos-
pheric Shadows and Fog (1992). Other high-quality films were
to follow: Husbands and Wives (1992), Manbattan Murder Mys-
tery (1993), Bullets Over Broadway (1994), Mighty Aphrodite
(1995), Everyone Says I Love You (1996), and Deconstructing
Harry (1997). But a falloff was in evidence by the later 1990s,
in such films as Celebrity (1998), Small-Time Crooks (2000), and
the lightweight Curse of the Fade Scorpion (2001).

However, there is no ignoring the fact that Allen has
directed more than 30 quality films and has been proclaimed
Best Director by the New York Film Critics Circle several
times—for Annie Hall (1978), for Manbattan (1979), and for
Hannab and Her Sisters (1986).

Allied Artists The current name of a film production and
distribution company with a history dating back to 1924.
Allied Artists can trace its roots back to Rayart Pictures,
founded by producers W. Ray Johnston and Trem Carr, who
changed the name of the initially successful company to
Monogram in 1929. Makers of “B” MOVIES, particularly
westerns, Monogram continued to grow in the early 1930s,
but the company fell on hard times during the depression due
to huge debts to Herbert J. Yates’s film processing company,
which took over Monogram (and several other film compa-
nies) and formed Republic Pictures.

Meanwhile, Johnston and Carr didn’t give up. They
started a new Monogram in 1936, which became successful as
the national economy began to improve. Producing the same
sorts of low-budget movies as in its old incarnation, Mono-
gram turned out horse operas starring the likes of Tex Ritter,
Rex Bell, and Tim McCoy. John Wayne also made films for
the company. Besides its westerns, Monogram is best remem-
bered today for having produced the Charlie Chan and Mys-
terious Mr. Wong series, as well as the Bowery Boys films,
movies that were all made cheaply and meant for the second
half of double bills.

In 1946, Monogram created a subsidiary called Allied
Artists Productions, and under that new name they released
their prestige pictures. With the demise of the “B” movie in
the early 1950s, Monogram phased out its low-budget prod-
uct and wisely changed its name and image in 1953 to that of
its subsidiary, calling itself Allied Artists Pictures Corpora-
tion. New management took over at that point, and directors

such as WILLIAM WYLER and BILLY WILDER were hired to
create “A” MOVIES for the company. Among some of the
company’s successes were Love in the Afternoon (1957) with
Gary Cooper and Audrey Hepburn and A/ Capone (1959)
with Rod Steiger.

In the last two decades Allied Artists has concentrated
on distribution and television production. They have made
the occasional film, such as Cabarer (1972), but in recent
years Allied Artists has had little direct impact on America’s
movie screens.

Altman, Robert (1925- ) A director/producer whose
work arouses deep passions among filmgoers, Robert Altman
stirs his audiences to either love or hate his films. Those who
love Altman’s work perceive a courageous individualist who
disdains the usual requirements of form and structure and,
instead, makes movies that meander meaningfully toward a
striking intellectual honesty. Those who abhor Altman’s films
see him as a self-indulgent moviemaker who has rarely been
able to tell a story with a discernible beginning, middle, and
end. And even his best works, his critics would contend, often
lack any emotional punch.

Whatever might be said of Altman, though, it is clear that
he is very much an actor’s director. His loyal performers tend
to appear regularly in his movies, and a great many stars such
as PAUL NEWMAN and Carol Burnett have actively pursued
the opportunity to work with him because of his improvisa-
tional approach to performing, allowing actors an uncommon
freedom to interpret their roles. This willingness to improvise
causes overlapping dialogue in Altman’s films (because actors
don’t know when someone has finished with their lines), and
the result is a naturalism that is a fresh, if sometimes discon-
certing, addition to modern Hollywood movies.

Like many a director’s background, Altman’s was technical;
he studied engineering and was a pilot during World War II.
His entrance into the movie business came via work on indus-
trial films in the 1950s. By 1957, he ventured into commercial
moviemaking with a teenage exploitation film he wrote,
directed, and produced called The Delinquents, starring the
future Billy Jack, Tom Laughlin. After making a documentary
on JAMES DEAN that same year, Altman drifted into television
work, which enabled him to hone his craft. A decade later, in
1968, he left TV to make the feature film Countdown, a highly
regarded movie about astronauts that resulted in Altman
receiving more directorial assignments. But it wasn’t until
1970 that he made his big breakthrough with M*4*S*H, a
movie that excited the critics and public alike.

During the next eight years, Altman made a series of films
that constitute the bulk of his best work. It was a period when
generally he was both critically and commercially viable. Not
all of his films were hits during this time, but his successes far
outweighed his failures. Among his better efforts were
McCabe and Mrs. Miller (1971), California Split (1974),
Nushville (1975), 3 Women (1978), and A Wedding (1978).

1978 was a watershed year for Altman during which he was
involved in an astounding five films either as a producer or as
a producer/writer/director. Rightly or wrongly, there was a
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sense among critics that his work couldn’t be that good if he
could generate it so prolifically. But the film that crippled his
career was Popeye (1980), a big-budget musical that was based
on the comic strip character and starred Robin Williams as the
title character and Shelley Duvall as Olive Oyl. It was a per-
fectly cast movie, and by all rights it should have been a major
hit. But it wasn’t, and Altman received the blame for the ram-
bling, uninvolving box-office disappointment.

Soon thereafter, Altman found it difficult to find financial
backing for his projects, and he retreated to the Broadway
stage, directing Come Back to the Five and Dime, Jimmy Dean,
Fimmy Dean. The play received good reviews, and he then
brought it to the screen in 1982 (giving Cher her first big act-
ing break both on the stage and in the movies). During the
rest of the 1980s, he gained a modest reputation for filming
stage plays, most notably Streamers (1983), but none of these
films have had much commercial success. He received partic-
ularly poor reviews and box-office response to his film ver-
sion of Christopher Durang’s play Beyond Therapy (1985).

During the 1990s, Altman bounced back into prominence
thanks to several outstanding and career-defining pictures,
starting with his take on Van Gogh and the relationship
between art and commerce, Vincent and Theo (1990), followed
by his Hollywood satire The Player (1990), the loopy narra-
tive experimentation of Short Cuts (1994), and his tribute to
the town where he was raised, Kansas City (1996). Less suc-
cessful, perhaps, were Cookies Fortune (1997), The Ginger-
bread Man (1998), and Dr. T and the Women (2000). Altman’s
triumph after the turn of the 21st century was Gosford Park
(2001), evocative, perhaps, of Jean Renoir’s Rules of the Game
(1939), but innovative and original nonetheless. Altman
earned a Golden Globe for this film and was named Best
Director of 2001 by the American Film Institute, the
National Society of Film Critics, and the New York Film
Critics Circle. In the case of such films as Nashville, The
Player, Short Cuts, and Gosford Park, the central components
of Altman’s “signature” style, the overlapping dialogue and
the interconnected plot structure in particular, were so effec-
tive that even skeptics were persuaded that Altman was not
only a master craftsman but a strikingly original talent, and
an American original, at that.

Ameche, Don (1908-1993) Don Ameche was a busy
actor at the star-starved Twentieth Century-Fox of the latter
1930s and early 1940s. An amiable leading man in light
comedies and musicals, Ameche occasionally showed his stuff
in dramas as well, most memorably in the BIOPIC The Story of
Alexander Grabam Bell (1939). The movie was so successful
and the actor became so identified by the public with his role
as the inventor of the telephone that a phrase of the day was
“T’'ll call you on the Ameche.” In later years he disappeared
from the big screen only to make a triumphant return in
Cocoon (1985), in a role turned down by both Red Buttons
and Buddy Ebsen and for which he won a Best Supporting
Actor Academy Award.

Born Dominic Felix Amici in Kenosha, Wisconsin, his
life’s goal was to become a lawyer. While in law school, he

was asked to fill in for a no-show leading player in a stock
production of Excess Baggage. He took the role, abandoned
law school, and eventually went on to several other acting
roles before serving a long stint on radio.

He had his first screen test in 1935 at MGM, but the stu-
dio didn’t think he had any future in the movies, and they
passed on him. The following year, Twentieth Century—Fox
retested him and DARRYL F. ZANUCK, Fox’s president, imme-
diately put the actor to work in Sins of Man (1936).

Ameche was handed lead roles in a number of romances,
many of them triangles where he ultimately lost the girl to
Fox’s other male star, Tyrone Power. The studio’s only
major female star was Alice Faye, and Ameche was often
teamed with her. Ultimately, the pair were the leads of
many of Fox’s cheery musicals of the late 1930s and early
1940s, among them: You Can’t Have Everything (1937), In
Old Chicago (1938), Alexander’s Ragtime Band (1938), Holly-
wood Cavalcade (1939), Lillian Russell (1940), and That Night
in Rio (1941).

Overworked and overexposed by Fox in movies far too
similar, Ameche’s popularity began to sag. Fortunately, how-
ever, Fox loaned him to other studios, for which he made sev-
eral good movies that breathed new life into his ragged
career. Films such as Kiss the Boys Goodbye (1941), The Mag-
nificent Dope (1942), and ERNST LUBITSCH’s Heaven Can Wait
(1943)—in which he had his best role of all—briefly rekin-
dled his star power.

It didn’t last very long. He was unable to survive a series
of mediocre movies such as Greenwich Village (1944), Guest
Wife (1945), and That’s My Man (1947). By the end of the
1940s his Hollywood career appeared to be over.

Ameche proved to be enormously resilient. He surfaced
on TV in the 1950s and resumed his Broadway career, star-
ring in such hits as the original staged musical production of
Silk Stockings in 1955 (later filmed with Fred Astaire in his
role) and Goldilocks in 1958. In his later years he returned to
the big screen in low-budget movies such as Picture Mommy
Dead (1966).

Persistence has a way of propelling nearly forgotten Hol-
lywood actors back toward the top. Long after solid per-
formances given in Suppose They Gave a War and Nobody Came
(1970) and The Boatniks (1970), Ameche suddenly aroused a
great deal of positive comment for the ease and professional
aplomb he brought to his role as the right-wing, racist busi-
nessman in the EDDIE MURPHY smash Tiuding Places (1983).
The previously mentioned Cocoon followed a few years later,
and that film’s success led Ameche to reprise his role in Cocoon
II (1988) and to a much admired star performance in David
Mamet’s Things Change (1988). A vocal believer in health
food and vitamins, Ameche continued to work well into his
80s, from Coming to America (1988) to Corrinna, Corrinna
(1994), released after his death.

American Graffiti This 1973 movie about a handful of
high school seniors on the verge of adulthood firmly estab-
lished GEORGE LUCAS (in only his second feature film) as a
director with considerable commercial savvy. That the movie
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was made at all, however, is due to the fact that Lucas’s close
friend, FRANCIS FORD COPPOLA, director of the smash hit
The Godfather in 1972, agreed to act as producer.

American Graffiti is notable for several reasons. The script
(based on Lucas’s concept) was written by Willard Huyck and
Gloria Katz. It was this very successful screenwriting team’s
first film. The movie also made a star of RICHARD DREYFUSS,
and it either introduced or featured a host of actors who went
on to achieve greater success, including RON HOWARD,
Charles Martin Smith, Paul Le Mat, Cindy Williams, Candy
Clark, HARRISON FORD, Mackenzie Phillips, Bo Hopkins,
Kathy Quinlan, and Suzanne Somers. In addition, the film’s
success ultimately led to one of television’s most popular
shows of the mid- to late 1970s, Happy Days, which in turn
spun off Laverne & Shirley.

In yet another way, this small, seemingly unambitious,
film had a significant effect on movies that came later; it cre-
ated a whole new genre of film: music-driven dramas whose
rock 'n’ roll sound-track albums were potentially worth more
than actual ticket sales.

A nostalgic movie, it was advertised with the slogan
“Where were you in ’62?” American Graffiti had a musical
sound track like no other previous film. Forty-one rock ’n’
roll hits of the past were crammed into it, evoking a veritable
flood of memories. The songs were such an integral part of
the script that Lucas spent $80,000 (more than 10 percent of
his total budget) to acquire the music rights.

On the basis of its $750,000 production cost, American
Graffiti became the best movie investment of its decade,
grossing roughly $50,000,000. Thanks to that huge commer-
cial success, Lucas was given an $11 million budget to make
a science fiction film at a time when the genre was considered
box-office poison. That movie was STAR WARS.

American International Pictures While the big
movie studios worried in the 1950s about the effect of TV on
their traditional audience, they ignored the powerful and
energetic creativity of a whole new generation of actors and
filmmakers who came of age working at American Interna-
tional Pictures.

A.LP. was founded in 1955 by Samuel Z. Arkoff and
James H. Nicholson. Their intention, which was fully real-
ized, was to make low-budget movies for the drive-in movie
circuits and to cater specifically to teenagers. With
unashamedly trashy films like Reform School Girls (1957),
which featured 16-year-old Sally Kellerman, and Naked
Paradise (1957), directed by the soon-to-become-legendary
ROGER CORMAN, the studio became increasingly successful.
During A.LP’s existence, future stars such as CHARLES
BRONSON, Peter Fonda, and BRUCE DERN, and writer-
director PETER BOGDANOVICH all received early training
and experience.

It was Corman, however, who was the creative force at
A.LP, directing a highly regarded hit film series based on
Edgar Allan Poe’s short stories (starring VINCENT PRICE),
and the original The Little Shop of Horrors (1960) featuring
JACK NICHOLSON, a film shot in two days!

Apart from Corman, A.LP. may be best remembered for
Beach Party (1963), starring Frankie Avalon and Annette Funi-
cello. This film launched a series of BEACH PARTY MOVIES
that were remarkable for both their absurdity and their good-
natured innocence. In 1979 American International merged
with Filmways, later bought out by Orion Pictures.

Anderson, G. (Gilbert) M. “Broncho Billy”
(1882-1971) He was Hollywood’s first western star, as
well as a director and a powerful producer. Though he played
a number of other roles, “Broncho Billy” Anderson is best
remembered for helping to shape the western genre in a stag-
gering output of nearly 400 “Broncho Billy” one- and two-
reelers between 1907 and 1915, virtually all of which he also
directed.

Born Max Aronson, the young man was intent on having
a show business career, but he failed to make the grade on the
New York stage. He made ends meet as a model before he
was offered his first movie role in The Messenger Boy’s Mistake
(1902), directed by Edwin S. Porter. Anderson made his first
breakthrough, though, in another, more memorable Porter

film, The Great Train Robbery (1903). Though he didn’t know

G. M. Anderson, better known to millions as “Broncho
Billy,” was the first Hollywood cowboy star. (PHOTO
COURTESY OF THE SIEGEL COLLECTION)
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how to ride a horse, Anderson played a number of characters
in this seminal western.

During the following few years, he worked steadily, mov-
ing from one company to the next, starring in westerns and
occasionally directing. Sensing the growth of the movie
industry, Anderson wisely joined George K. Spoor in form-
ing a new film company, Essanay (the name coming from the
first letter of each of their last names, “S” and “A”). In the
same year, Anderson gave himself the lead in a new western
called The Bandit Makes Good. The lead character’s name was
Broncho Billy (later, the spelling was changed to Bronco). Vir-
tually every week there was a new “Broncho Billy” film
released by Essanay and starring Anderson. Later, in 1912,
there were also “Alkali Ike” westerns with Anderson playing
the title role in all of them as well.

His films were simple dramas with names such as The
Heart of a Cowboy (1909), Broncho Billy’s Redemption (1910),
and The Border Ranger (1911). The tenor of many future
westerns was established with his hero who possessed a pure
soul and who would never shoot first. Unfortunately, Ander-
son’s westerns were also extremely unrealistic, which eventu-
ally led to the rise of a grittier, more authentic form of horse
opera with genuine westerners such as William S. Hart.

By about 1915, however, Anderson’s film company had
become prosperous enough to be able to afford CHARLIE
CHAPLIN’s immense salary and produced a number of his
wonderful shorts. But by the time Chaplin left Essanay in
1916, Anderson’s westerns were in decline and the star
decided to quit the film business, selling out to his partner.
Fancying himself a theatrical producer rather than an actor,
he went east to Broadway, his original destination. He failed
miserably on the Great White Way and returned to Holly-
wood a few years later as both an actor and director, although
he had little impact. He retired in the early 1920s.

Anderson was a fading memory to the millions of Bron-
cho Billy fans who adored him when the movies were young.
In 1957, though, he was rightfully awarded a special Oscar
“for his contributions to the development of motion pictures
as entertainment.” He again slipped into obscurity until he
made a cameo appearance along with a number of other for-
mer western stars, including Johnny Mack Brown, Bob
Steele, and Fuzzy Knight, in The Bounty Killer (1965). It was
the last time he ever appeared before a movie camera.

See also WESTERNS.

Andrews, Julie (1935- ) A multitalented actress-
singer who has had outstanding, if erratic, success in movies,
TV, theater, and recording. Her prim and wholesome image,
once an asset in the 1960s, has dogged her throughout her
career, and she has spent much of her adult life trying to
break the stereotype with only limited success. With her
good looks and enchanting English accent, she may forever
be remembered as the eternal Mary Poppins, her first film
role, which also garnered her an Oscar for Best Actress.
Born Julia Elizabeth Welles to a theatrical family, she
grew up in Walton-on-Thames, a small town just west of
London. Entertaining her neighbors in air-raid shelters dur-

ing World War 1II, her splendid singing voice was apparent
from an early age. While she was still a child, a throat spe-
cialist discovered she already had a full-grown larynx.

At the age of 12, Andrews made her professional debut in
a musical review on the London stage, and she continued to
perform in England until she was brought to the United
States at the age of 19 to star in the American version of the
British theatrical hit The Boy Friend. She followed that stage
hit with My Fair Lady in both London and New York. There
was a hue and cry when the movie version of the play was
made and she was passed over for the role of Eliza Doolittle
(Audrey Hepburn won the part), but Walt Disney offered her
the title role in Mary Poppins (1964), and she had a sweet
revenge when she won her Oscar. Her charisma and grace
would sustain her through the rest of the century. In 2001 she
was featured in Garry Marshall’s box-office success, The
Princess Diaries.

Andrews’s first dramatic film was The Americanization of
Emily (1964), but she became a musical star of the first mag-
nitude when she played Maria Von Trapp in The Sound of
Music (1965), which became, at the time, the highest grossing
film in movie history. Andrews was nominated for a second
Oscar, and her career soon reached new heights when she
was voted Star of the Year (1966 and 1967) by the Theatre
Owners of America.

Her films during the latter 1960s, however, were of
mixed quality. Hawaii (1966) was a poor movie and a box-
office flop; Torn Curtain (1966) was a middling Hitchcock
effort, but Thoroughly Modern Millie (1967) was a pleasant
film and a modest success. Star! (1968), however, was a
major box-office disaster.

Andrews married her second husband, director Blake
Edwards, in 1969 (her first husband was set designer Tony
Walton), and he subsequently directed her in almost all of
her later films, the first of which was Darling Lili (1970).

She appeared in only two films during the rest of the
1970s, but both were excellent efforts by Edwards: The
Tamarind Seed (1974) and 10 (1979). Andrews had a support-
ing role in the latter film, a smash hit, and received fine
reviews. The director and star teamed again in 1981 to make
a scathing comedy about Hollywood, S.0.B., a controversial
film that received mixed reviews and poor ticket sales. The
film was the subject of much comment at the time, in any
case, as Andrews appeared topless in the film, doing her level
best to create a sexier image.

Victor/Victoria (1982) was the film that really helped
change the actress’s image, and it helped show off her flair for
comedy. In the process she gained her third Best Actress
Oscar nomination for her portrayal of a down-on-her-luck
singer in 1935 Paris who pretends to be a man, pretending to
be a woman, to make a living. The film, again directed by her
husband, was a surprise critical and commercial success. Her
movies since then have been less successtul. The Man Who
Loved Women (1983) passed virtually unnoticed; That’s Life
(1986) was another box-office disappointment; and Duet for
One (1987) was a critical success but a commercial failure,
though it was notable for being the first film since Szar! that
Andrews starred in with a director other than her husband.
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Julie Andrews (center right) in Victor/Victoria (1982) (PHOTO COURTESY MGM)

In addition to her film career, Andrews has had much suc-
cess on television, as a recording artist, and even as a chil-
dren’s book author (writing as Julie Andrews Edwards).

See also EDWARDS, BLAKE.

animals in film Very early in the development of the
commercial cinema, Hollywood discovered that audiences
loved to see animals perform on film. MACK SENNETT, for
instance, used a cat (Pepper), a horse (Butterfly), and a dog
(Teddy) in his stable of animal actors during the early silent
era in support of his comic stars. For the most part, animals
have traditionally played supporting roles to human actors,
but a number of assorted animals have managed to ascend to
a star status of their own.

Animals, of course, don’t really act but are merely taught
tricks that can be photographed in short takes and made to
appear as if the animal knows what he or she is doing. Yet an
animal that becomes a star for any length of time is almost
always an amazing creature capable of responding to an enor-
mous number of commands. In addition, such animals, just
like their human counterparts, have an undefinable star qual-

ity—that certain something that the camera can pick up and
that the mass audience can fully appreciate.

The lion may be king of the jungle, but the dog has been
king of the animal movies. The first animal that had star
billing was the German shepherd Strongheart (his real name
was Etzel von Oeringen), who took America by storm in 7he
Silent Call (1921). Strongheart’s appeal, however, was short-
lived as he was overtaken by the adventures of yet another
German shepherd, Rin Tin Tin (his real name), who made
his first appearance in The Man From Hell’s River (1922). Not
only was “Rinty” a star, he was Warner Bros.” greatest asset
during the silent era, keeping the studio financially afloat
until it introduced talkies in 1927.

Rin Tin Tin (Rinty II, actually) was still making movies
when MGM made the words collie and Lassie almost synony-
mous. The film was Lassie Come Home (1943), and a new dog
star was born. Lassie, whose real name was Pal and who was-
n'’t a she but a he, made a number of films throughout the
1940s. When the dog’s films lost their appeal on the big
screen, he, like Rin Tin Tin, began a new life on TV. In the
1970s, an attempt was made to resurrect Lassie’s career in The
Magic of Lassie (1978), a film in which he costarred opposite
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Jimmy Stewart. This descendant of the original Pal received
good reviews, but the movie was, well, a dog.

In more recent years, a new canine star has emerged. As
only a supporting player by the name of Higgins for seven
years on the TV series Petticoat Junction, the cute little mutt
had his name changed to Benji and starred in the movie of
the same name in 1974. His offspring have continued making
the occasional successful film.

While dogs have enjoyed the lion’s share of animal star-
ring roles, they haven’t had a monopoly. One of the most
notable animal stars of the early 1950s was Francis the Talk-
ing Mule, who was introduced to movie audiences in Francis
(1950). Of course, Francis didn’t perform any tricks except
move his lips, and Chill Wills supplied the voice, but there
were plenty of Hollywood actors who didn’t do very much
more to earn their keep than Francis.

First cousins to Francis were the equine stars, such as
Fury, Flicka, and the Black Stallion. But they, like other ani-
mal stars such as Flipper (a dolphin), Rhubarb (a cat),
Clarence the Cross-Eyed Lion (in a 1965 film of the same
name), and other dog stars such as Old Yeller, had short-lived
movie careers. Beethoven became the St. Bernard of the day
in 1992 and 1993. Stephen King’s Cujo (1983) was menacing
and rabid. In 1995 a pig named Babe captured the hearts of
children and sentimental adults.

When animal actors are said to be “chewing the scenery,”
it’s usually meant quite literally. Here, Rin Tin Tin hams it
up with a lunchbox in his mouth. (PHOTO COURTESY OF
THE SIEGEL COLLECTION)

Let us not forget, however, that in addition to the actual
stars, there was a whole menagerie of animals who became
well-known supporting players. These animals are often as
well remembered today as the human actors who were the
stars of the films in which they appeared. For instance, there
was Cheetah (the chimp) in the 7arzan movies, Clyde the
orangutan in two of Clint Eastwood’s films, Every Which Way
But Loose (1978) and Any Which Way You Can (1980), Asta (the
dog) in the Thin Man series, Pete (yet another dog) in the
Our Gang comedies, Ben (a rat) in Willard (1971) and Ben
(1972), and Bozo (not the clown, the bear), who costarred in
The Life and Times of Grizzly Adams (1974).

In westerns of the silent era and up into the 1950s, the
hero’s horse was also an important supporting player. For
instance, how far would KEN MAYNARD have traveled without
his horse, Tarzan? Or what would have become of Tom Mix
without Tony? Gene Autry could sing, but he was just
another yodeler without Champion. And Trigger was so
important to ROY ROGERS that rather than forget him,
Rogers had him stuffed when the horse died.

It is an old superstition among performers that there is
nothing worse than acting with either a child or an animal—
the adult actor is invariably upstaged. It no wonder, then,
that humans will never give an animal a Best Actor Oscar.

See also LASSIE; RIN TIN TIN.

animation The art of giving the illusion of motion to
static drawings, objects, and puppets by photographing them
in successive positions. In modern live-action motion pic-
tures, 24 frames of film are exposed for each second of the
action unfolding in front of the camera. But when making
animated movies, filmmakers expose just one frame of film at
a time, whereupon the drawing, object, or puppet it records
is slightly changed for the next frame. Many kinds of ani-
mated films have been made, but the technique has most
often been centered on drawings.

Successful attempts to bring drawings to life were made
during the 19th century, the most well known being the
Zoetrope—a wheel with drawings that moved when the wheel
was spun. But these were not animated films in the modern
sense of the word. The first truly animated movie was made
in 1906 by J. Stuart Blackton. It was a one-reeler called
Humorous Phases of Funny Faces, and it immediately established
the cartoon as a vehicle for comedy.

The first major American cartoon character to emerge
out of the primitive beginnings of animation was, appropri-
ately, a dinosaur. Winsor McCay created Gertie the Dinosaur
in 1909 and went on to make the realistic and moving
imagery of 1918’s The Sinking of the Lusitania.

The 1920s was a popular era for animated short subjects.
They were regularly shown between features in movie the-
aters all over the country, and, as popular characters were
created and sustained from one animated short to the next,
more and more were devised in the hope of coming up with
the next Coco the Clown, Felix the Cat, or Krazy Kat.

Such was the impetus behind the young Walt Disney,
who arrived in Hollywood in 1923. He created a combina-
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Beauty and the Beast (1991) (PHOTO COURTESY DISNEY ENTERPRISES)

tion live-action and animated series called Alice in Cartoon-
land and then tried another character in Oswald the Rabbit. It
wasn’t until 1928 that Disney finally broke out of the pack
with his new creation, Mickey Mouse. But even Mickey didn’t
fully catch on until Disney broke through the sound barrier
in 1928 with Steamboar Willie, synchronizing the visuals with
a bouncy musical soundtrack.

The combination of sound, music, and animation proved
to be electric. Disney’s Silly Symphonies capitalized on this
discovery, and virtually every other animation house belat-
edly tried to copy his success, the most notable example
being the Warner Bros.” Merrie Melodies and Looney Tunes.
Although others such as Max Fleischer (creator of Popeye)
made successful cartoons, in most respects, Disney essentially
left his competition in the dust, moving forward with inno-
vation after innovation, bringing three-color Technicolor to
his animated shorts as early as 1933, inventing the mult-
plane camera for greater clarity, depth, and detail, and push-
ing forward to make ambitious, critically and commercially
successful animated features as early as 1938 with the release
of Snow White and the Seven Dwarfs, followed by Pinocchio
(1940) and his belatedly appreciated masterpiece, Fantasia
(1940), among many others.

Disney’s success was nearly his undoing. A bitter strike
against his thriving company sent a brigade of top-flight ani-
mators loose who set up shop in competition with their old
employer in 1943. The new firm, UPA (United Productions
of America), went on to create characters such as Gerald

McBoing Boing and Mr. Magoo. Because of limited
resources, they developed a far more economical visual style
that was exceedingly spare, but they made up for that with a
more sophisticated, wittier content than the increasingly sac-
charine Disney product.

The rise of television, particularly Saturday morning tel-
evision, sounded the death knell for animated short subjects.
Cartoons were available in great quantities on TV and had
necessarily less appeal to theater owners looking to fill their
bills. Animated movies, however, made solely by Disney, held
their own during the 1950s and 1960s but they became fewer
and further between.

Animation, at least for theatrical distribution, seemed like
a dying art form until the Beatles made Yellow Submarine
(1968), indicating for the first time that a feature-length ani-
mated movie need not be geared strictly to very young chil-
dren. That lesson was taught yet again with a vengeance by
Ralph Bakshi, who made the first X-rated animated feature,
Fritz the Cat (1971). The film caused a storm of controversy
but its iconoclastic style, energy, and undeniable creativity
made it a hit. Bakshi continued to make often angry, idiosyn-
cratic animated features throughout the 1970s and early
1980s, but even they became less popular over time with mass
audiences, and once again, the animated feature seemed to
slip into decline.

It was resurrected yet again with enormous box-office suc-
cess during the mid- to late 1980s. After the modest success of
producer Steven Spielberg’s An American Tail (1986), Spiel-
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berg and Disney studios collaborated on Who Framed Roger
Rabbit? (1988). This combined live-action and animated fea-
ture, made with the latest advances in computer animation,
was a colossal hit both with critics and audiences. A resur-
gence of interest in animated features continued at a veritable
breakneck pace with Disney’s return to wholly animated films
with Oliver & Company (1988), and with the Lucas/Spielberg
production of the The Land Before Time (1988), a film about
baby dinosaurs—a fitting reminder of Gertie the Dinosaur and
animation’s early days.

The mid-1980s saw the beginnings of what would
become an inexorable threat to the classical modes of hand-
drawn animation. Like a fox in the henhouse, computer-gen-
erated imagery (CGI) invaded a handful of Disney animated
features, beginning with The Great Mouse Detective (1985)—
the first cartoon to contain CGI effects—and continuing
with Oliver and Company (1988), The Little Mermaid (1989),
Beauty and the Beast (1991), Aladdin (1992), and The Hunch-
back of Notre Dame (1996). CGI sequences had already
appeared in earlier Disney live-action films, including the
prologue of The Black Hole (1979) and much of Tron (1980).
The technology was born, for all intents and purposes, in
1971 when the pioneering team of Robert Abel and Associ-
ates began to make CGI commercials. In theaters and film
festivals appeared a pioneering series of computer-generated
short films from John Lasseter’s Pixar Productions, of which
The Tin Toy (1988) won an Oscar.

It was only a matter of time before Pixar and Disney
teamed up to produce what would become a series of wildly
successful (and profitable) CGI films, beginning with John

Monsters, Inc. (2001) (PHOTO COURTESY DISNEY/PIXAR)

Lasseter’s Toy Story (1995)—for which Lasseter won an
Oscar—followed by its sequel, Toy Story 2 (1999). They were
the first CGI features of their kind, completely computer-
generated, featuring characters, sets, and props that were
never touched by a human hand, let alone a pencil or a
paintbrush. Even if the work on the human characters—
including the boy Andy and his ferocious neighbor, Sid—
wasn’t entirely convincing, the effects of the toy characters
were amazing. They not only moved, they also moved pre-
cisely the way jointed figures like Woody and Buzz
Lightyear should move, that is, spasmodically and clumsily.
The two films’ seriocomic tragedy lay in the fact that Buzz
yearns to be human—until he finds the tag “Made in Tai-
wan” stamped on his body. Monsters, Inc. (2001), another
Disney-Pixar production, was helmed by Pete Docter, the
former supervising animator of 7oy Srory 2. Its story of the
creatures of Monstropolis who come to steal the nightmares
of little children proved to be more delightful than frighten-
ing for its audiences young and old.

It was becoming clear to Disney that CGI technology was
rapidly eclipsing conventional, hand-drawn animation. Since
Tarzan (1999), its last truly successful animated feature, the
studio’s attempts in the traditional mode have not fared well
at the box office. Atlantis (2001) and Return to Never Land
(2002) were commercial failures. Treasure Planer (2002), a sci-
ence fiction adaptation of Robert Louis Stevenson’s Tieasure
Island, also failed, although it displayed an ingenious combi-
nation of hand-drawn images with CGI techniques in the
character of Long John Silver (half of whose body was hand
drawn and the other half computer generated).
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Meanwhile, Disney’s closest rivals, Dreamworks and
Warner Bros. Animation, quickly followed suit with, respec-
tively, The Prince of Egypt (1998), a box-office dud, and Space
Fam (1993), which trotted out the Warner Bros. stable of car-
toon characters for a basketball game with a live-action
Michael Jordan. Far more successful was Dreamworks’s Shrek
(2001), a satiric swipe at fairytale creatures and cartoon char-
acters, a box-office phenomenon that spawned a sequel and a
host of media tie-ins in print and television.

Paradoxically, perhaps, the one traditional animation
technique that survived the 1990s was stop-motion anima-
tion. Pioneered in the very earliest days of cinema in the
work of Emile Cohl and Willis O’Brien, it matured in the
film fantasies of the 1940s and 1950s by Ray Harryhausen
and George Pal. The 1990s saw several standout box-office
hits in the stop-motion process, including two from the team
of Tim Burton and Henry Selick, The Nightmare Before
Christmas (1993) and Fames and the Giant Peach (1996), the
latter containing a live-action prologue adapted from Roald
Dahl’s novel. The array of creatures was astonishing, includ-
ing in the former the fearsome, wormy “Oogie-Boogie” and
in the latter a centipede with a back problem, a spider with a
Marlene Dietrich-like voice, and a grasshopper with a mon-
ocle. Also, the team of Nick Park and Peter Lord, who cre-
ated the fabulously successful Wallace and Gromit series,
created one of the most critically acclaimed of recent stop-
motion efforts, Chicken Run (2000).

Meanwhile, a few brave, traditionally animated films con-
tinue to appear and even to hold their ground. Outstanding
among them was The Iron Giant (1999), a cold-war update on
British poet laureate Ted Hughes’s allegory of a little boy’s
unusual friendship with a mysterious, 50-foot-tall metal man;
and Disney’s Lilo and Stitch (2002), a breezy and amusing sci-
ence fiction tale by newcomers Chris Sanders and Dean
DeBlois, set in Hawaii to the music of Elvis Presley.

See also DISNEY, WALT; WARNER BROS. CARTOONS.

answer print Also known as a grading print or an
approval print, it is the first complete print of a movie (usu-
ally including the sound mix) that is sent from the lab to the
filmmaker for assessment of the printing results (i.e., the
color values, the relative lightness or darkness of the images,
etc.). It is then up to the filmmaker to “answer” the lab’s
assumed question of whether or not the print is ready to be
duplicated or if corrections must be made. If changes are nec-
essary, the lab will produce a second answer print. This
process can sometimes generate up to four or five answer
prints until the filmmaker is satisfied with the results, at
which point the answer print is finally duplicated and the new
copies become known as the release prints.

When the answer print is deemed acceptable, it is the
standard of quality by which all future prints of the movie
are judged.

antiheroes Characters who in the process of fighting the
bad guys are less than fully noble themselves, antiheroes

share many of the characteristics of villains. They may be
violent, break laws, treat women badly, etc., but they gener-
ally follow a code of conduct that leaves them on the side of
the angels by the final fade-out. Despite (or perhaps, because
of) the fact that the antihero is usually a cynical loner, there
is something romantic about this movie figure; he’s a seem-
ingly hardened man, but while the villains and even the hero-
ine cannot always see his vulnerability, the audience always
does—and it takes him to its heart.

The antihero came into being at the very beginning of the
FILM NOIR era in the early 1940s, and he was (and remains)
best personified by HUMPHREY BOGART. There were tough-
guy heroes during the 1930s, but they weren’t antiheroes.
James Cagney, Clark Gable, etc., played their share of hard-
edged protagonists, but it wasn’t until Bogart played Sam
Spade in The Maltese Falcon (1941) that the antihero was born.

Bogart continued playing antiheroes in films such as
Casablanca (1942) and To Have and Have Not (1944), but as the
1940s progressed and the film noir became a movie staple,
actors such as JOHN GARFIELD and ALAN LADD joined the
antihero ranks.

The rise of the western in the 1950s slowed the antihero
movement, but it didn’t stop it. In fact, westerns were a
breeding ground for future antiheroes, as several of the most
interesting actor/villains of the 1950s became antihero stars
in the 1960s and early 1970s, including Lee Marvin, James
Coburn, and Charles Bronson. A great many antihero stars
began their careers playing bad guys, but not all of them.
Clint Eastwood, for instance, became a star as an antihero in
Sergio Leone’s spaghetti westerns and in the original Dirty
Harry (1971), but he has since developed into a more con-
ventional heroic star in the tradition of John Wayne.

The dividing line between heroes and antiheroes has
become blurred in recent years as the viewing public has
grown more accepting of violent and lawless behavior on the
big screen. As a consequence, stars such as SYLVESTER STAL-
LONE and ARNOLD SCHWARZENEGGER have some of the
elements of the antihero, but they rarely elicit the vulnerabil-
ity that is part and parcel of the antihero’s makeup.

antiwar films Tt comes as no surprise that there are far
more films glorifying war than there are films condemning it.
The big surprise, though, is that most antiwar films have
been extremely successful at the box office.

In 1925, director KING VIDOR made The Big Parade, a
shocking new kind of film: the realistic war drama. For the
first time in Hollywood history, audiences were presented a
fairly authentic view of men at war. For American audiences,
an ocean away from World War I’s bloody trenches, the
movie was a revelation. The film’s tenor was decidedly anti-
war; it highlighted the terrible pain, agony, and waste of “the
war to end all wars.” But rather than being repelled by the
subject matter, audiences flocked to see the film. The Big
Parade played in a first-run Broadway movie theater for 96
consecutive weeks, a record that remained unbroken for
nearly 25 years. The film took in roughly $15 million and
assured MGM’s financial stability.
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Several other popular antiwar films followed, including
RAOUL WALSH’s What Price Glory? (1926). But there wasn’t
another film to match the impact of The Big Parade until
LEWIS MILESTONE made the film version of Erich Maria
Remarque’s novel Al Quiet on the Western Front (1930). The
graphic battle scenes are so striking that even today, one is
compelled to turn away from the screen in horror. The film
was both an indictment of war and a box-office success.

The antiwar movie virtually disappeared during the later
1930s as Hitler’s Germany became an increasing threat to
freedom, and when America finally entered World War II in
1941, the antiwar film was a genre of the distant past.

It was only after the conflagration ended that Hollywood
took stock of the human cost of war. WILLIAM WYLER’s
Academy Award-winning 1946 film, The Best Years of Our
Lives, was a thoughtful, realistic story of three veterans who
return home exhausted, confused, and in one case, crippled.
There are no battles in the movie, except for those fought in
the souls of the survivors as they readjust to a changed
world. The movie is about people, not politics, and is pow-
erful and somber.

World War II had been a popular, justifiable war and in
the cold war with Russia that quickly developed in the later
1940s, antiwar attitudes were equated with being “soft” on
communism. The only way to make an antiwar film in that
charged atmosphere was to set it in the past, and that’s
exactly what director STANLEY KUBRICK did. In the only sig-
nificant antiwar film of its time, Kubrick’s Paths of Glory
(1957) reached back to World War I to expose the insanity
of warfare.

Thirty years later, Kubrick created yet another antiwar
masterpiece, Full Metal Facket (1987). But he was neither
alone nor first in using the Vietnam War as a backdrop for
his themes. Coming Home (1978), Apocalypse Now (1979), and
Platoon (1986) successfully tackled the Vietnam War experi-
ence—and all of them were commercial hits. The popularity
of antiwar films declined during the 1990s, perhaps because
America’s subsequent experiences with war did not occasion
significant dissent similar to that provoked by the war in
Vietnam. Military action in places such as Grenada, Kuwait,
and the Balkans did not threaten American national security
significantly and enjoyed not only popular support but also
international approval. In 1999 came Three Kings starring
George Clooney, Mark Wahlberg, and Ice Cube, with a neg-
ative and stilted look at the repercussions of the first Gulf
war. The critically lauded film featured a highly stylized look
and innovative visual sequences. On the eve of the second
Gulf war, however, Michael Caine, playing Graham
Greene’s cynical and doubting Thomas Fowler in The Quiet
American (2002) reminded Americans of the sort of mischief
well-intentioned but morally blind American colonialists
caused in French Indochina and could still provoke else-
where in the world.

The popularity of many antiwar films, however, has
always been subject to criticism. It is often said that antiwar
films that make their point through action and adventure also
tend to glorify war and ennoble it; the violence inherent in
battle scenes may be what draws large audiences, not the

underlying antiwar message. But it’s worth noting that what

draws a moviegoer to the theater may not necessarily be the

same element that he or she remembers when the film is over.
See also WAR MOVIES.

Arbuckle, Roscoe “Fatty” (1887-1933) This genial,
overweight clown rose to fame during the golden era of Mack
Sennett’s Keystone Studios (1912-15), and his popularity
remained constant until his career and life were shattered by
the famous Virginia Rappe rape case in 1921.

Comic star Roscoe “Fatty” Arbuckle was one of the tragic
figures of the silent era. Though cleared of criminal wrong-
doing in a famous rape/murder trial, his image was so
tarnished that he could no longer find work in Hollywood.
(PHOTO COURTESY OF MOVIE STAR NEWS)
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Arbuckle was more than simply a fat man mugging for
the camera. He was a seasoned vaudevillian with remarkable
physical dexterity. He had tremendous running speed (he
reportedly outran a matador in Tijuana) and the toughness of
a bull (he was famous for taking extraordinary falls for the
sake of a gag). The contrast between his immense size and his
nimbleness coupled with his baby face elicited laughter from
his silent film audience.

Arbuckle was originally one of the Keystone Kops, but he
emerged out of anonymity to become one of Mack Sennett’s
biggest stars, along with MABEL NORMAND, Ford Sterling,
and (later) CHARLIE CHAPLIN.

There was nothing sophisticated about Arbuckle’s films.
He was satisfied to churn out crude, low-budget two-reelers,
and this remained true even after he left Sennett to form his
own company, Comique Studios, in 1917. It wasn’t until 1920
that he began to make feature-length comedies.

He never had the opportunity to grow any further as a
comedian and filmmaker. At a Labor Day party, a young
woman named Virginia Rappe took ill and died. Arbuckle
was accused of rape and manslaughter. The scandal rocked
Hollywood and destroyed Arbuckle’s career, despite the fact
that (after three trials) Arbuckle was acquitted of all charges.

The audience could no longer envision Fatty Arbuckle as
a jovial, simple man. Despite his innocence, the rape case fol-
lowed him everywhere. His films were pulled from theaters,
and many were subsequently lost. He tried a comeback on
Broadway but it failed. Later, under the name of William B.
Goodrich (a pun—“Will B. Good”), he directed several films
of no special note.

Whatever the relative merits of his own films, Arbuckle
made some valuable contributions to movie comedy. His
pants were borrowed by Charlie Chaplin to help create the
legendary character of the tramp. And it was Arbuckle who
gave Buster Keaton his start in films in 1917. Not least
among his accomplishments, Fatty Arbuckle was the very
first person on film to be struck in the face with a custard pie.
Mabel Normand tossed it in 4 Noise From the Deep (1913).

See also COMEDY TEAMS; CUSTARD PIE; KEATON,
BUSTER; SENNETT, MACK.

Arkin, Alan (1934- ) Essentially a CHARACTER
ACTOR who is cast in lead roles, Arkin generally gets the type
of thankless parts that an average star would shun for being
far too uncommercial. As a result, Arkin’s roles have often
been meaty and complicated, although not always terribly
career boosting.

Born in Brooklyn, New York, Arkin had to go to
Chicago to break into show business, gaining attention as a
member of the celebrated improvisational revue, Second
City. Not long after, he went to Broadway in the stage ver-
sion of CARL REINER’s Enter Laughing, winning a Tony
Award for his work.

In his film debut, he joined Carl Reiner on screen in The
Russians Are Coming, the Russians Are Coming (1966), playing
a confused Soviet submariner. His performance brought him
the first of his two Oscar nominations. He was nominated

again for his dramatic portrayal of a deaf mute in The Heart
Is a Lonely Hunter (1968), and this time he won the Oscar.

Dark, short, with expressive eyes, Arkin has been cast in
a wide variety of roles that have taken advantage of both his
malleable physiognomy and his actor’s versatility. For
instance, he was chilling as the villain in Wait Until Dark
(1967), warm and vulnerable as the Latin father in Popi
(1969), wonderfully paranoid as Yossarian in Catch 22 (1970),
comically pathetic in The Last of the Red Hot Lovers (1972),
loud and bombastic in Freebie and the Bean (1974), comically
manic in The In-Laws (1979), and believably graspy and
ambitious in Foshua Then and Now (1985).

Arkin’s directorial talent is less well known than his obvi-
ous acting skills. He began directing on Off-Broadway with
Eh?, which introduced DUSTIN HOFFMAN. Among other
stage productions, he directed Neil Simon’s The Sunshine Boys
and won an Obie for Jules Feiffer’s Little Murders, also direct-
ing and starring in the latter when it was turned into a movie
in 1971. Other film director credits include Fire Sale (1977),
a truly dark black comedy in which he starred as well, and
two shorts that he also wrote, 7.G.LE. and People Soup, the lat-
ter receiving an Oscar nomination for Best Short Subject.

Arkin was very active on television during the 1980s, star-
ring in NBC-TV’s St. Elsewhere, PBS specials A Matter of
Principle and The Emperor’s New Clothes, Showtime’s Fairytale
Theatre, and two CBS-TV movies, The Defection of Simas
Kudirka and Escape from Sobibor; the latter of which earned
Arkin a 1987 Emmy nomination as Outstanding Lead Actor
in a Miniseries or Special.

The 1990s saw many movie roles featuring Arkin. He
costarred with Robert Redford in Havana (1990), for exam-
ple, and appeared in such films as Tim Burton’s Edward Scis-
sorbands (1990), Coupe de Ville (1990), the comics-inspired
Rocketeer (1991), the futurist Gattaca (1997), Mother Night
(1996), and Grosse Point Blank (1997). Perhaps his outstand-
ing performance during the decade was as the timid and hes-
itant salesman George Aaronow in James Foley’s screen
adaptation of David Mamet’s Glengarry Glen Ross (1992). In
this brilliant film, Arkin was part of a “perfect” ensemble cast
that included Alec Baldwin, Ed Harris, Kevin Spacey, Al
Pacino, and Jack Lemmon. In 2001 Arkin appeared in the
underrated America’s Sweethearts.

A multitalented individual, Arkin is also an author and a
songwriter and has been a musical performer with a folk
group, the Tarriers. He plays the guitar and flute, not to
mention the nose whistle.

Arlen, Harold (1905-1986) A longtime composer of
film scores, Arlen has written the music (and sometimes the
lyrics) for a great many memorable Hollywood hits. Best
known for his evocative ballads as well as a number of up-
tempo tunes, Arlen’s music was clearly influenced by the
blues.

Born Hyman Arluck in Buffalo, New York, he was the son
of a cantor; like the AL JOLSON character in The Jazz Singer,
he was drawn to popular music. Arlen hit the road as a pianist
in a small band when he was just 15, but he didn’t get his big
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break until many years later when he wrote “Get Happy,”
which was performed in the 1928 9:15 Revue on Broadway.

Arlen continued to write nightclub revues and music for
Broadway shows, but with the coming of sound and the rise of
the Hollywood musical, composers were much in demand on
the West Coast—and off he went. Among the popular songs
Arlen first introduced in the movies were “Let’s Fall in Love,”
“That Old Black Magic,” “One For My Baby,” “Accentuate
the Positive,” and “Lydia, the Tattooed Lady.” He also wrote
“Stormy Weather” and “It’s Only a Paper Moon.”

His songs were sometimes more memorable than the
films in which they appeared, but not always. His music was
featured in Star Spangled Rbhythm (1942), Cabin in the Sky
(1943), and A Star is Born (1954). But his most famous score
of all was for The Wizard of Oz (1939), for which he won a
Best Song Oscar for “Over the Rainbow.”

He worked steadily right through to the mid-1960s with
scores for films such as Gay Purr-ee (1962), I Could Go on
Singing (1963), and his last movie, The Swinger (1966). All
told, Arlen earned seven Academy Award nominations.

Arliss, George (1868-1946) A film actor of stature if
not skill, Arliss was known in the early 1930s as “The First
Gentleman of the Screen.” Already well into middle-age
when he suddenly and unexpectedly became a movie star,
Arliss specialized in playing historical figures, most of whom
he had already portrayed on the stage, where he originally
established his reputation.

Born George Augustus Andrews in London, the young
man worked for his father in a printing shop before embark-
ing on a career in the theater. He achieved some minor suc-
cesses on the English stage but blossomed in America after
his arrival there in 1901. He would ultimately stay in the
United States for the better part of 35 years.

His first starring role on Broadway was in The Devil in
1908, but he really made his mark playing the great English
prime minister in Disraeli in 1911. He flourished on the stage
during the next 15 years and eventually he agreed to recreate
his theater triumphs in silent films. He made The Devil
(1921), Disraeli (1921), and The Green Goddess (1923), then
went on to make several original silent films such as The Man
Who Played God (1922) and Twenty Dollars a Week (1924). His
silent films, however, were not major successes.

It wasn’t until WARNER BROS. broke the sound barrier
that Arliss shot to the top of the movie business. He was
signed, in fact, by Warners to once again recreate his stage
success in a sound film version of Disraeli (1929). The movie
was a huge critical and box-office hit, winning Arliss a Best
Actor Oscar and a reputation as one of Hollywood’s class
actors. He followed Disraeli with Alexander Hamilton (1931)
and Voltaire (1933), establishing Warners’ first cycle of movie
biographies. Eventually, Arliss gave way to PAUL MUNI, who
continued the BIOPIC cycle in the mid- to late 1930s.

Both his early biographical films and other movies were
consistent moneymakers, which accounted for Arliss’s whop-
ping salary of $10,000 per week, making him one of the high-
est paid actors in Hollywood. But Arliss, who was a balding,

thin-faced, severe-looking man with a commanding pres-
ence, continued to play famous historical figures even after
the critics and the public had begun to catch on to his relent-
lessly similar portrayals of various characters. He played two
roles in The House of Rothschild (1934), and he was the title
character in Cardinal Richeliew (1935), but by this time his
stiff, overblown theater acting style seemed hopelessly old-
fashioned compared to the work of so many other actors who
were quickly learning how to use the film medium to their
best advantage. Arliss’s career had begun its inevitable slide.

During the next few years he made several unsuccessful
films in England. His last movie was D» Syn (1937). He
retired from the screen when his wife, actress Florence
Montgomery (who had appeared in a few of his films),
became blind.

art director The individual responsible for the physical
look of the film is known as the art director, although the title
“production designer” has come into vogue more recently.
Regardless of the title, the job continues to call for someone
with an aesthetic sense who is a master of many areas, includ-
ing architecture, design, and clothing.

After reading the script, the art director must create the
right atmosphere for each individual scene (whether shot
indoors or out), and having conceived a “look” for each set of
each scene, he or she will call upon the set designer to turn
this vision into a physical reality. When the sets are built, the
art director will then oversee the work of the set decorator,
who dresses the set with appropriate furnishings. The art
director oversees the costume designer’s work, as well.

An art director’s work is usually more apparent in period
pieces where sets and costumes tend to stand out. Nonethe-
less, his or her work is essential to the integrity of any film.

Numbered among Hollywood’s most famous art directors
are CEDRIC GIBBONS, principally of MGM, who won 11
Academy Awards in a career that spanned 45 years, and
William Cameron Menzies, who created (among many oth-
ers) the look of the 1924 Douglas Fairbanks epic, The Thief of
Baghdad, and the futuristic world of Things to Come (1936).

See also COSTUME DESIGNER; SET DECORATOR; SET
DESIGNER.

Arthur, Jean (1905-1991) She was a husky-voiced
actress who came into her own as a comedienne, playing
tough, yet vulnerable, middle-class working girls. Never a
great beauty by Hollywood standards, Miss Arthur was
uncommonly likeable and was sexy in an unthreatening way.
Even more uncommon, however, was her slow rise to star-
dom. Actresses generally catch on rather quickly if they’re
going to be stars at all but, like MYRNA LOY, Jean Arthur was
one of those rare exceptions who knocked around Hollywood
for a dozen years before lightning finally struck.

Born Gladys Georgianna Greene to a New York photog-
rapher, the young and attractive teenager had no trouble
finding work as a photographer’s model. When one of her
pictures was seen by a Fox representative, she found herself
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at the age of 18 with a one-year contract and a chance at star-
dom. Despite her total lack of acting experience, she was
handed an important supporting role in John Ford’s Camzeo
Kirby (1923). The movie did well, but Arthur didn’t. She
played out the rest of her contract in minor roles in even
more minor movies.

Much like the resilient, resourceful character she would
play in the latter 1930s and early 1940s, Arthur didn’t give up.
She continued acting throughout the silent era in poverty-row
studio films, rarely attaining leading roles. But when she did
have an important part in The Poor Nut (1927), Paramount
saw something in her and signed her to a contract.

Unfortunately, Paramount didn’t have much success with
her either. While her husky voice worked well in talkies, no
one knew quite how to use her to best effect. She played
ingenues in films like Warming Up (1928) and killers in
movies such as The Greene Murder Case (1929); she was just
plain decorative in movies such as Paramount on Parade
(1930). Arthur did appear in a few comedies during this
period but a combination of poor material and a lack of act-
ing skill kept her from breaking through.

After a heavy workload that took her through 1931,
Arthur left Hollywood. Eight years of performing for the
camera had taught her very little about her craft; she decided
it was time to learn how to act. She spent almost three years
working on Broadway and in stock companies, getting the
experience she so sorely needed.

Her return to Hollywood in Ger Thar Venus (1933),
another low-budget production, might have discouraged
another actress but Arthur kept trying. An important break
came in 1934 when she gave a solid supporting performance
in a hit Columbia film called Whiripool. HARRY COHN signed
her to a long-term contract and promptly put her in two
stinkers. Finally, after appearing in a total of 54 films during
a 12-year period, she found herself again working for John
Ford, who promptly turned her into a star in his popular
Columbia comedy The Whole Town’s Talking (1935).

The most significant thing about her breakthrough film
was that it firmly established her persona as a wisecracking,
cynical woman who would usually start out taking advantage
of an idealist, eventually falling in love with him, and then
using her worldly knowledge to help him beat the bad guys
by the end of the picture. She reached the height of her
career in that kind of role, starring in films such as Frank
Capra’s Mr. Deeds Goes to Town (1936) and Mr. Smith Goes to
Washington (1939). But these were hardly her only standouts
in the second half of the 1930s. She was outstanding in
movies such as Public Hero Number One (1935), Diamond Fim
(1935), and The Ex-Mrs. Bradford (1936).

Like so many actors, Jean Arthur attained her everlasting
star status by working with some of Hollywood’s best direc-
tors. For instance, she starred in Frank Borzage’s History Is
Made at Night (1937), the Mitchell Leisen-directed and PRE-
STON STURGES-scripted comedy, Easy Living (1937), and
Frank Capra’s 1938 Oscar-winning Best Picture of the Year,
You Can’t Tuke It with You. She topped off the decade with an
affecting performance in HOWARD HAWKS’ classic, Only
Angels Have Wings (1939).

A good many of her best films, except for the Capra pic-
tures, were made when she was on loan from Columbia. The
studio simply had trouble finding good projects for her; her
typical Columbia films were mediocre, at best.

Nonetheless, Arthur’s career steamed ahead into the early
1940s with her portrayals of comic working-class heroines.
She added GEORGE STEVENS to her list of first-class direc-
tors with whom she had worked when she starred in two of
his finer efforts, The Talk of the Town (1942) and The More the
Merrier (1943), for which she received a Best Actress Oscar
nomination for the first and last time.

Arthur had feuded with Harry Cohn over her poor
Columbia material throughout the length of her contract,
and when she was finally free of Columbia in 1944, she
walked away from her film career even though she was still
big box office. She had often talked about retirement, and it
appeared as if she really meant it.

She made only two more movies, both of them hits.
Miss Arthur starred in Billy Wilder’s A Foreign Affair (1948)
and then came back to Hollywood one last time to work
with her old friend George Stevens in perhaps his greatest
film, Shane (1953).

After a major success on Broadway as Peter Pan in 1950,
she was little heard from. There were a few flings with the
theater in later years and then an unexpected guest-starring
role on an episode of TV’s Gunsmoke. The experience led her
to sign on to star in a shortlived TV series, The Fean Arthur
Show (1966), in which she played a lawyer.

Though generally out of the limelight since the early
1950s, Arthur wasn’t entirely silent. She spent a good deal of
her retirement years as a teacher, sharing her acting knowl-
edge with students at several colleges.

Arzner, Dorothy (1900-1979) Arzner served her
apprenticeship in Hollywood during the silent era as a film
editor. Soon after the talkies arrived, Arzner gave up her
job as an editor and took the plunge into directing, ulti-
mately becoming the only female director in Hollywood
during the 1930s.

Her first feature film, The Wild Party, was released in
1929. Before she retired from directing in 1943, Arzner had
made a total of 13 films. Among her more well-known
movies were Christopher Strong (1933), Nana (1934), and, per-
haps her most highly regarded film, Craig’s Wife (1936).

After Arzner, there were no other female directors in
Hollywood until actress IDA LUPINO went behind the camera
in 1949. Though she was no longer a director herself,
Dorothy Arzner continued to have considerable influence on
the future of Hollywood films. She taught directing at UCLA
and, in the early 1960s, took a young student named FRAN-
CIS FORD COPPOLA under her wing, encouraging his directo-
rial ambitions.

See also WOMEN DIRECTORS.

Ashby, Hal (1936-1988) A former editor turned direc-
tor, Ashby shot to prominence in the 1970s only to fall swiftly
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out of favor both commercially and critically in the 1980s. In
the earlier decade he distinguished himself as a director of
sharp satires who was able to express his comedy in human
terms. His dramatic films displayed a profound understand-
ing and acceptance of the flaws in ordinary (and extraordi-
nary) people. By contrast, his 1980s films seemed almost as if
they were made by another director; the comedies generally
skimmed the surface of their subjects, offering either senti-
mentality or a hard-edged humor that failed to amuse. His
dramas were flat and uninspired.

Ashby came up quickly through the Hollywood editing
ranks during the 1960s, first as an assistant editor and later
as the editor of such films as The Russians Are Coming, The
Russians Are Coming (1966) and In the Heat of the Night
(1967), for which he won a Best Editing Oscar. Anxious to
get out of the editing room, he used his Academy Award as
a springboard to become an associate producer, working for
Norman Jewison in the late 1960s, most notably on The
Thomas Crown Affair (1968).

Ashby’s first two directorial opportunities were low-
budget comedies, The Landlord (1970) and Harold and Maude
(1971), that both gained cult followings. His next film, The
Last Detail (1973), had a name star in JACK NICHOLSON. It
received a great deal of attention due to its salty language,
and it was generally well received by critics.

His subsequent direction of WARREN BEATTY in the rol-
licking comedy/satire Shampoo (1975) brought Ashby his first
major blockbuster hit. It was followed by the much admired,
if little seen, BIOPIC of Woody Guthrie, Bound for Glory
(1976). His next two films brought Ashby to the peak of his
career. He won an Oscar nomination for his direction of the
antiwar movie Coming Home (1978), and then made Being
There (1979), a devastatingly incisive satire with Peter Sellers.

It was all downbhill after that. He had shot a film called
The Hamster of Happiness in the late 1970s that was so bad
that it was held up two years before its eventual release as
Second Hand Hearts (1981). Another disaster, Lookin’ to Get
Out (1982) followed; it was also delayed two years before its
eventual release date. He made a concert documentary of
the Rolling Stones called Let’s Spend the Night Together
(1983), but it was only a detour before he made two more
flops, one of the relatively few Neil Simon strikeouts, The
Slugger’s Wife (1985), and a dead-tired thriller, Eight Million
Ways to Die (1986).

assistant director This job is also known as first assistant
director, usually referred to as first A.D. The bigger the pro-
duction, the more likely there will be a second A.D.

The assistant director’s job is not to direct the film in the
director’s absence, nor to direct minor scenes or second-unit
action. Instead, the first A.D. performs the SCRIPT BREAK-
DOWN before shooting begins to determine the order in
which the individual scenes of the movie will be shot. Usu-
ally, the first A.D. also determines how many extras will be
needed and handles their hiring.

Once the film is in production, the first A.D. works
closely with the director, keeping the set organized so that

people and machinery move smoothly from scene to scene.
It’s fair to say that the first A.D.’s job is more managerial
than creative.

associate producer Many films list an associate producer
among their credits, but the actual job often varies widely
from film to film. Most often, the associate producer works as
the PRODUCER’s assistant. If the producer isn’t on the set
while the film is shooting, the production manager will usu-
ally fulfill many of the producer’s business functions and,
therefore, is sometimes given the title of associate producer.
In recent years, with the fragmentation of the movie busi-
ness into many small, independent production companies,
the title of associate producer is often given to an individual
who helped bankroll the film or sometimes to the person who
had an option on the script or book on which the movie is

based.

Astaire, Fred (1899-1987) The peerless dancer, singer,
actor who was the epitome of grace and style in many of the
greatest movie musicals to ever come out of Hollywood.

Born Frederick Austerlitz, Fred Astaire and his sister,
Adele, became a Broadway dancing team sensation in the
1920s, starring in such hit shows as Funny Face and The Band
Wagon (both of them serving loosely as the basis of later
Astaire movies). After Adele left the act in the early 1930s to
marry a titled Englishman, Lord Charles Cavendish, Fred
was on his own.

He starred in one more Broadway show, The Gay Divorce
(also later adapted into a movie), and then decided to try his
luck in Hollywood. He made a screen test, and the resulting
comment made by an anonymous Goldwyn studio executive
has been oft-repeated: “Can’t act, can’t sing, can dance a little.”

History, of course, has proven that Astaire could act with
an effortless charm. As a singer, he introduced more hit songs
than any other movie star in history. And as for his dancing,
he is the only Hollywood entertainer to have become a leg-
end within the first five years of his film career.

Goldwyn signed Astaire but let him go after just a few
months. RKO, in deep financial trouble, took a chance and
signed him up, hoping that his Broadway reputation would
bring people into theaters in what was the worst year (1933)
of the Great Depression. They planned to make him the sec-
ond male lead in Flying Down to Rio, teaming him with GIN-
GER ROGERS, but before that film was ready to be shot, they
loaned him to MGM, where he played himself in a JOAN
CRAWFORD movie, Dancing Lady (1933). Both films did well,
especially Flying Down to Rio (1933), and RKO teamed
Astaire with Rogers again in The Gay Divorcee (1934). This
time they were the leads. The film was based on Astaire’s last
Broadway show, the title subtly changed because RKO studio
executives thought the original title too suggestive.

The team of Astaire and Rogers played together for a
total of 10 films during a period of 17 years. It was one of the
most successful pairings in show business history. Although
Ginger Rogers wasn’t as talented a dancer as Astaire, their
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Fred Astaire and Ginger Rogers (PHOTO COURTESY AUTHOR’S COLLECTION)

chemistry was undeniable; KATHARINE HEPBURN once said
that she gave him sex appeal, and he gave her class. All of
their movies together are a delight, but the two best are cer-
tainly Top Hat (1935) and Swing Time (1936).

At the height of their popularity, both Astaire and
Rogers were earning $150,000 per picture. It was money
well spent by RKO, and the Astaire-Rogers films saved the
studio from bankruptcy.

In the early 1940s, Astaire left RKO and made a series of
musicals, the best of which were You’ll Never Get Rich (1941)
and You Were Never Lovelier (1942), both with RITA HAY-
WORTH. He also made Holiday Inn (1942) with BING CROSBY.
All of these films were critically and commercially successful.
But after The Sky’s the Limit (1943) bombed, Astaire suddenly
found himself without any offers of work. There were whis-
pers that Astaire, 44 years old, was getting a bit long in the
tooth for a dancer.

ARTHUR FREED, the great movie musical impresario at
MGM, believed in Astaire and showcased him in VINCENTE
MINNELLI’s Ziegfeld Follies (1944), in which Astaire per-

formed four magnificent numbers, including a comic dance
with GENE KELLY. (Whenever asked who his favorite dancing
partner had been throughout his long, illustrious career,
rather than embarrassing any of his female costars, Astaire
would always pick Kelly.)

Astaire’s career picked up, especially when he joined with
Bing Crosby again in Blue Skies (1946). After this hit movie,
he announced his retirement; he wanted to quit while he was
still on top.

His retirement lasted two years, until Gene Kelly broke
his ankle just before filming was to begin on Easter Parade
(1948). MGM asked Astaire to step in, and Astaire was
delighted to help out, thoroughly enjoying the chance to
work with JUDY GARLAND. The movie was a huge success,
and he and Garland were scheduled to follow it up together
in The Barkleys of Broadway (1949). This time, it was Garland
who fell ill, and a replacement was needed. The delightful
surprise choice was Ginger Rogers. The reteaming of this
famous pair (in what would be the last movie they would
make together) helped turn the movie into a major hit.
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In 1949, Astaire was honored with a special Oscar for
“raising the standard” of movie musicals. Strangely, he had
never won—nor even been nominated for—an Academy
Award during the 1930s and 1940s.

In the early 1950s, Astaire made two classic musicals,
Royal Wedding (1951), in which he performed the famous
dancing on the ceiling number, and The Band Wagon (1953),
along with Gene Kelly’s Singin’ in the Rain (1952), among the
greatest musicals ever made.

Daddy Long Legs (1955), Funny Face (1956), and Silk Stock-
ings (1957), the last a musical version of Ninotchka, brought
Astaire to the seeming end of his dancing career. The word
in Hollywood was that the musical was out of fashion.

Astaire kept on working, taking dramatic parts—always in
supporting roles—in films such as On the Beach (1959) and
The Midas Run (1969). He was nominated for a Best Sup-
porting Actor Oscar for his performance in The Towering
Inferno (1974). During these years, he also appeared in come-
dies, such as The Pleasure of His Company (1961) and The Noto-
rious Landlady (1962).

But Astaire was fated to dance again. He was cast in the
movie musical version of Finian’s Rainbow (1968), directed by
newcomer FRANCIS FORD COPPOLA. The movie died at the
box office, but Astaire was as charming and graceful as ever.

Except for his famous TV specials in the 1950s, his filmic
hosting of That’s Entertainment Part 1 (1974) and That’s
Entertainment Part II (1976), and an occasional appearance
on TV series, Astaire remained in semiretirement until his
death in 1987.

See also CHOREOGRAPHER; MUSICALS; RKO; SCREEN
TEAMS.

Astor, Mary (1906-1988) Though best known as the
conniving killer in The Maltese Falcon (1941), the actress had
a long and tempestuous career that began in the silent era
and lasted until the mid-1960s. Astor was best at playing
hard-hearted double-crossers but later made a career of
playing sweet old mothers; her versatility was admirable.
For the most part, she worked as a featured player, com-
manding attention in strong supporting roles, consciously
choosing to remain a working actress rather than trying to
become a superstar—a decision that probably accounts for
her longevity.

Born Lucille Vasconcellos Langhanke, she was the
daughter of two schoolteachers. Contrary to the usual stereo-
type of the stage mother who pushes her daughter into show
business, Astor had a stage father. He was sure he could turn
his pretty young child into a movie star, and he was right.

Despite a failed screen test for D. W. Griffith, her father
helped her find her way into the movies with a bit part in Sen-
timental Tommy (1921). Her career progressed slowly until
John Barrymore insisted that she be his leading lady in Beau
Brummel (1924). Astor and Barrymore became lovers (with-
out any help from Mr. Langhanke), and the actress became a
burgeoning star.

She played opposite Barrymore again in Don fuan (1926),
but she also appeared on the silent screen with a number of

other major stars, including DOUGLAS FAIRBANKS in Don Q,
Son of Zorro (1925) and George Bancroft and Charles Farrell
in The Rough Riders (1927). With her beauty and poise, she
seemed destined for a great career in the cinema.

But then came sound, and Astor, inexplicably, did poorly
in a talkie screen test. Convinced she didn’t have a future in
Hollywood, no studio offered her a job until she had a hit in
a Los Angeles area stage show for which she received excel-
lent reviews. Suddenly, she was in demand again.

Astor worked steadily during the early and mid-1930s in
a host of films for several different studios. The best of the lot
were Red Dust (1932), in which she played opposite CLARK
GABLE and JEAN HARLOW, and The Kennel Murder Case
(1933) with WILLIAM POWELL. In many of her other films
during this period, she was either a featured player or a lead
in “B” movies—until 1936 when she was involved in a nasty
child custody case with her second husband. Information
from her personal diary, leaked to the press by her husband’s
attorney, detailed a wild sex life (her descriptions of the sex-
ual prowess of playwright George S. Kaufman made for par-
ticularly tantalizing reading).

The scandal was front-page news throughout the world,
and it might have destroyed her career had she not already
finished playing a major role in Dodsworth (1936), a critical
and box-office hit. She followed that with two more winners
in quick succession: The Prisoner of Zenda (1937) and The
Hurricane (1937). During the latter years of the decade, she
had begun to build her reputation for playing two-faced
characters in films such as Woman Against Woman (1938),
Midnight (1939), and her Oscar-winning Best Supporting
Actress performance opposite BETTE DAVIS in The Great Lie
(1941). But Astor later wrote in one of her autobiographies,
A Life on Film, that she wished she had won the award that
year for playing Brigid O’Shaughnessy in The Maltese Falcon,
the role of a lying, murderous woman who uses sex to get
her way.

Though she appeared to be typecast as a schemer and a
liar, Astor surprised audiences and critics alike with her
charming comic performance in PRESTON STURGES’ mas-
terful farce, Palm Beach Story (1942), after which she soon
found herself switching into saccharine matronly roles in
films such as Meet Me in St. Louis (1944), Claudia and David
(1946), Cass Timberlane (1947), and Little Women (1949). She
did, however, finally get an opportunity to show her feisty
personality in Act of Violence (1949), in which she played an
aging tart.

Tired of the otherwise insipid roles she was given, Astor
begged out of her contract at MGM and the studio obliged.
Except for occasional TV shows during the 1950s and a rel-
ative handful of minor film roles, Astor’s career was winding
down. She had a last hurrah during the early 1960s when she
gave a strong performance in Return to Peyton Place (1961).
Thanks to her good reviews, she had a small flurry of inter-
esting, meaty parts in films such as Youngblood Hawke (1964)
and Hush . . . Hush, Sweet Charlotte (1965). But in the later
1960s, with the success of two volumes of memoirs and sev-
eral novels, she finally retired from the screen.

See also THE MALTESE FALCON; SCANDALS.
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auteur A French term applied to certain film directors,
indicating that they are truly “authors” with a distinctive
artistic vision, the primary creative force of a motion picture.

The auteur theory, as it has come to be known, was
espoused in the 1950s by French film theorist and critic
André Bazin, then popularized by his disciples Frangois Truf-
faut and Jean-Luc Godard. In America, the cause was taken
up by film critics Andrew Sarris and Manny Farber.

This combined French and American revolution in the
way Hollywood movies were seen and understood helped to
elevate the role of the director in the public’s eye and, at the
same time, opened our eyes to the work of dozens of older
Hollywood directors who might have otherwise been
wrongly neglected.

Commercial filmmakers who had generally treated their
work as a craft rather than an art suddenly found their movies
studied in universities all over the world. HOWARD HAWKS,
GEORGE CUKOR, SAMUEL FULLER, ANTHONY MANN,
NICHOLAS RAY, and RAOUL WALSH, to name just a few, were
directors who had never been taken seriously by the critical
establishment until the advent of the auteur theory.

Autry, Gene (1907-1998) Orvon “Gene” Autry became
a Hollywood “B” movie institution as a singing cowboy. He
wasn’t the first cowboy to sing on film (KEN MAYNARD holds
that distinction), but Autry was the first actor in westerns to
achieve stardom on the basis of his musical talents.

After growing up in Texas, Autry’s family moved to Okla-
homa. It was there that he eventually became a telegraph
operator, earning $150 per month. Legend has it that Autry
was singing and playing his guitar in the telegraph office to
pass the time when a stranger came in to send a message.
Hearing the young man, the stranger said, “I think you have
something. Work hard at it, and you may get somewhere.”
That stranger was Will Rogers.

Autry’s first success in show business was as “Oklahoma’s
Yodeling Cowboy” on KVOO radio in Tulsa. His first hit
record was “That Silver-Haired Daddy of Mine” in 1930. His
radio and record career continued to grow during the early
thirties, and like other radio stars such as Jack Benny and Bob
Hope, the movies soon beckoned.

The timing could not have been better for Gene Autry’s
Hollywood debut. Silent stars such as Hoot Gibson and Ken
Maynard were well past their prime. The western genre had
become repetitive and tired. Something—and someone—
new was needed.

The idea of presenting a singing cowboy to the public was
attractive for two reasons. The popularity of country and
western music on radio and in the record stores had suggested
a significant, untapped movie audience, and modest musical
numbers were less expensive to produce than big fight scenes.

Autry’s first “B” movie was Tumbling Tumbleweeds (1933).
In a show-business career that finally ended in 1956, he uld-
mately made a total of 93 films and 91 TV episodes. None of
his movies are considered classics, but Autry’s contributions
to the development of westerns and musicals cannot be min-
imized. He brought country and western music into the

movie mainstream, and—unlike most Hollywood movies—
his films often dealt with political and social issues in a direct
(if simplified) manner.

Autry was never considered a particularly good actor, but
he projected an earnest innocence that younger viewers
found appealing. His audience was primarily children, but he
imbued several generations of Americans with his particular
brand of simple idealism. Autry’s “Ten Commandments of
the Cowboy” were as follows:

1. A cowboy never takes unfair advantage—even of an enemy.

2. A cowboy never betrays a trust.

3. A cowboy always tells the truth.

4. A cowboy is kind to small children, to old folks, and to
animals.

5. A cowboy is free from racial and religious prejudices.

6. A cowboy is helpful, and when anyone is in trouble, he

lends a hand.
7. A cowboy is a good worker.
8. A cowboy is clean about his person and in thought, word,
and deed.
9. A cowboy respects womanhood, his parents, and the laws
of his country.
10. A cowboy is a patriot.

Gene Autry retired from performing but not from show
business. He bought TV and radio stations, as well as the

Gene Autry might not have been the first singing cowboy,
but he was certainly the most successful. Send him off with
his horse, Champion, a guitar, and the most threadbare of
plots, and Autry would return with a money-making movie.
(PHOTO COURTESY OF GENE AUTRY)
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California Angels baseball team. He was Hollywood’s quin-
tessential singing cowboy.

Aykroyd, Dan (1954- ) A writer and chameleon-like
comic actor, Aykroyd has been proven to be among the most
versatile and talented of all the many Sazurday Night Live TV
alumni who have ventured into the movies. He has not,
however, been the most popular of his fellow comic actors,
in part because he has not developed a specific comic per-
sona. An intelligent performer, Aykroyd has successfully
played everything from good-natured goofballs to hard-
nosed idiots, with several innocent Danny Kaye types in
between. He has also coauthored the scripts for three of
Hollywood’s biggest comedy hits, exhibiting the underlying
depth of his comic sensibility.

Born in Canada, Aykroyd honed his comic talents as a
member of Chicago’s famous Second City improvisational
comedy group. His big break came when he was hired as an
original cast member of TV’s Saturday Night Live, on which
he and fellow cast member John Belushi introduced the
characters of the Blues Brothers. The routine started out as
a hip, comic singing act, but the idea caught on and the team
began performing as Elwood and Jake Blues at sold-out con-
certs across the country, eventually leading them to star in
the classic movie comedy The Blues Brothers (1980), which
Aykroyd coscripted. It was Hollywood’s first truly big-
budget comedy, costing $30 million to produce; miracu-
lously, it still turned a profit.

The Blues Brothers, however, was not Aykroyd’s movie
debut. He had appeared earlier in a little-known Canadian
movie, Love at First Sight (1977), and in a small role in Steven
Spielberg’s mega-bomb, 1941 (1979). But with the success of
The Blues Brothers, Aykroyd’s career was truly launched and it
was followed by splendid performances, if modest box-office
successes, in the weirdly entertaining Neighbors (1981) and
the more traditional comedy Dz Detroit (1983). When
Aykroyd then put together an excellent performance as a
stuffy stockbroker in the critically admired and commercially
successful Tiading Places (1983), he was overshadowed by the
emergence of Eddie Murphy as a new comic star. It wasn’t
until the following year, when he cowrote and starred in the
huge comedy hit Ghostbusters (1984) that Aykroyd was finally
perceived by many as a brilliant comic force.

Since Ghostbusters, Aykroyd’s career has been uneven.
While films such as The Couch Tiip (1988), in which he played
an escaped lunatic posing as a radio talk-show psychologist,
showed an adventurous comic spirit, fans did not come out to
see it. On the other hand, he had a hit with his savagely funny
version of Dragnet (1987), in which he was partnered with the
hot comic actor Tom Hanks. He also coscripted and starred
in the successful Ghostbusters II (1989).

Dan Aykroyd eventually turned into a successful “seri-
ous” actor when he played Boolie, the son of Miss Daisy (Jes-
sica Tandy) in Driving Miss Daisy (1989), though other comic
roles also awaited him. Since his affecting role in Driving
Miss Daisy, Aykroyd was also brilliant playing Mack Sennett
in Sir Richard Attenborough’s Chaplin (1992) and was fea-

tured in 32 other films during the years that followed. In
2001 Aykroyd played Captain Thurman in Michael Bay’s bat-
tle epic, Pearl Harbor; and was also featured as Gus Trenor in
the Edith Wharton adaptation House of Mirth, directed by
Terence Davies. But his forte has remained comedy, and only
in comic films such as Sgz. Bilko (1996) is he likely to be cast
in leading roles, shared in the latter case with Steve Martin.

Ayres, Lew (1908-1996) An actor whose potential was
never fully realized though there were flashes of greatness in
his truncated career. A boyishly handsome young man, he
became a star at the age of 21 and worked steadily until
World War II dramatically changed his life, but not in the
way it did most Hollywood actors who left the screen during
the war to fight.

Born Lewis Ayer, he was a medical student who was dis-
covered in a Hollywood nightclub playing the piano (and
several other instruments) with a band. His first film appear-
ance was a miniscule part in The Sophomore (1929). Later that
same year, though, he burst upon the Hollywood scene in a
big way as the recipient of GRETA GARBO’s love in The Kiss
(1929). It became better, still, for the actor, when he won the
starring role in Lewis Milestone’s classic antiwar film, 4/
Quiet on the Western Front (1930).

Ayres had become a major star, and it seemed as if he
could do no wrong. But he found himself sidelined in “B”
movies throughout much of the rest of the decade, starring in
all but forgotten films with titles such as Many a Slip (1931),
Okay America! (1932), and Cross Country Cruise (1934).

He cranked out 31 films in seven years before landing a
supporting role in George Cukor’s “A” movie treat, Holiday
(1938), and did a credible job as KATHARINE HEPBURN’s
drunken brother. That same year, he was given the role of Dr.
James Kildare in the MGM medical series created because
the Andy Hardy films had become such a success. LOUIS B.
MAYER was especially interested in the Kildare project
because Lionel Barrymore could act the part of Dr. Gillespie
in a wheelchair even though he had hurt his hip. It was
Ayres’s big break, and the Dr. Kildare films were a huge hit.
Young Dr. Kildare (1938) was the first of nine films during a
four-year period in which he played the dedicated physician.

Though the world forgot the lesson of A/ Quiet on the
Western Front, Lew Ayres did not. His refusal to bear arms in
World War II effectively blackballed him from the film
industry. He was dropped from the Kildare series, theaters
would not show his films, and an enraged public wouldn’t
have gone to see them anyway. Eventually, Ayres volunteered
as a medic and won the respect of his fellow soldiers by show-
ing his courage in combat.

He returned to the screen in 1946 in The Dark Mirror,
then made The Unfaithful (1947), and costarred as a doctor (a
familiar role) with Jane Wyman in Jobnny Belinda (1948), but
the last of these would be his best role for a long time to
come. By 1953, he was playing a mad doctor in the interest-
ing but decidedly low-budget Donovan’s Brain.

Ayres faded from Hollywood films during the rest of the
1950s, dedicating himself, in part, to writing, producing, and
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narrating a documentary about religion called Altars of the
East (1955), which was based upon a book he had written.
Twenty-one years later, he almost singlehandedly created a
two-and-a-half-hour sequel called Altars of the World (1976).

As for his acting career, Ayres began popping up in the
1960s and 1970s in small featured roles in movies such as

Advise and Consent (1962), The Carpetbaggers (1964), Battle for
the Planet of the Apes (1973), and Damien—Omen II (1978). He
appeared far more regularly on television, though, in a spate of
TV movies during the late 1960s and throughout the 1970s. In
1989, Ayres appeared in the TV movie Cast the First Stone.
Other TV roles included Stephen King’s Salern’s Lot in 1979.
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“B” movie During the heyday of the STUDIO SYSTEM,
“B” movies were those made on a modest budget, usually
starring actors who were still on their way up or those who
were on their way down. Often, the films were “program-
mers”—cheap westerns, gangster films, horror movies—that
were simply meant to fill out the bill in a double feature.
Examples of these films include Gene Autry’s Tumbling Tim-
bleweeds (1933) and Crime School (1938) with HUMPHREY
BOGART before he became a star.

After the studio system crumbled, “B” movies came to
mean any cheaply made film. The BEACH PARTY MOVIES
(and so many others) produced by American International
Pictures to appeal to the youth market are prime examples of
latter-day “B” movies.

Regardless of the tag, a fair number of “B” movies have
become Hollywood classics. Some were instant hits, elevating
lead actors and directors to stardom. High Sierra (1940), for
instance, catapulted Humphrey Bogart’s career, and Invasion of
the Body Snatchers (1956) galvanized director Don Siegel’s rep-
utation. Other “B” movies were discovered only later and
became cult favorites, such as Joseph H. Lewis’s Gun Crazy
(1949), Samuel Fuller’s Shock Corridor (1963), and all of Budd
Boetticher’s RANDOLPH SCOTT westerns of the 1950s.

See also “A” MOVIE; AMERICAN INTERNATIONAL PIC-
TURES; CULT MOVIES; GANGSTER MOVIES; HORROR FILMS;
WESTERNS.

Bacall, Lauren (1924- ) Combining smoky sex
appeal with a tough-as-nails image, Bacall’s fame has been
due as much to her marriage to HUMPHREY BOGART as to her
screen appearances. ‘1all, angular, with an alluringly husky
voice, she was popular and effective as the love interest in
four of Bogart’s movies in the 1940s, but her film career has
been uneven ever since.

“B” movies had to be made cheaply and quickly. Easy to
produce and having a loyal following, particularly among
children, westerns were ideal for the “B’.” Here, Monte
Blue, a low-budget western star, goes for his gun in a
publicity picture for Riders of Death Valley (1940). (PHOTO
COURTESY OF THE SIEGEL COLLECTION)
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Born Betty Joan Perske, she studied acting at the American
Academy of Dramatic Arts and had performed in a handful of
small roles on the New York stage before turning to modeling
as a means of making a living. It was director HOWARD
HAWKS’s wife who discovered Bacall, seeing her on the cover
of Harper’s Bazaar and insisting that the model had just the
look that her husband was seeking. Mrs. Hawks was right.

Hawks cast the 19-year-old Bacall in the Bogart vehicle
To Have and Have Not (1944). With a peekaboo hairstyle rem-
iniscent of VERONICA LAKE and a seductive manner, Bacall
captivated audiences, critics, and Bogart, who married her
the following year. She went on to costar with her new hus-
band in The Big Sleep (1946), Dark Passage (1947), and Key
Largo (1948), each film drawing power from a palpable chem-
istry between the two stars that audiences clearly enjoyed.

With few exceptions, Bacall’s films without Bogart at her
side were far less interesting. Among those rare winners were
Young Man With a Horn (1950), How to Marry a Millionaire
(1953), and Written on the Wind (1957). In any event, she was
not a terribly active actress, and by the mid-1960s she had
mostly been cast in featured and/or supporting roles such as
in Harper (1966), Murder on the Orient Express (1974), and The
Shootist (1976). Her only genuine starring role was in the sus-
pense film The Fan (1981).

Bacall worked through the 1990s, completing 10 films,
including Misery (1990), All I Want for Christmas (1991), The
Portrait (1993), The Mirror Has Two Faces (1996), My Fellow
Americans (1996), Day and Night (1997), Madeleine (1998),
Diamonds (1998), The Venice Project (1998), and Presence of
Mind (1999). She received an Oscar nomination as Best Sup-
porting Actress for her role in The Mirror Has Two Faces,
which also earned a Golden Globe Award for her. In 1993 she
was given the Cecil B. DeMille Award at the Golden Globe
ceremonies. In 1997 Bacall was ranked number 11 by Empire
magazine on their list of the top 100 movie stars of all time.

Despite her Hollywood fame, Bacall’s greatest success
since the late 1960s has been on Broadway rather than in
films. She starred in such stage hits as Cactus Flower, Applause,
and Woman of the Year.

Bacall’s private life has been widely reported on. After
Bogart’s death she nearly married Frank Sinatra, but their
affair ended badly and she later wed actor Jason Robards Jr.,
a marriage that ended in divorce. She is the mother of actor
Sam Robards.

See also DUBBING.

back lighting A lighting technique that softens the con-
tours of an object while making it seem more three dimen-
sional. When lit from behind, a glow of light surrounds the
edges of the filmed object, causing it to stand out from a
dark background.

Back lighting is generally used for two major purposes. Its
primary and more dramatic use is to light an object (usually
an actor) entirely from the rear. The effect can produce a
ghostly silhouette rimmed by an ominous outline of light.
These images are occasionally glimpsed in thrillers and hor-
ror films.

The second use of back lighting is far more pragmatic and
can be observed quite regularly in romantic films. As movie
stars age, they are often back lit to soften their appearance,
especially in close-ups. The lighting from behind illuminates
their hair and gives their appearance a soft glow. Back light-
ing throws gentle shadows over an actor’s face, yet doesn’t
darken it because of the light surrounding the actor’s head.

back projection A technique, also known as process
shooting or rear projection, by which previously shot out-
door footage is projected onto a screen forming a backdrop
behind actors being filmed in a studio. It is intended to make
it appear as if the actors in the foreground are playing their
scene outdoors.

During the heyday of Hollywood—the 1930s and 1940s—
back projection was used extensively because the cost of tak-
ing an entire crew on location to do a scene was prohibitive.
Even though moviemaking has become less studio bound,
back projection has continued as a means of saving both time
and money. Perhaps the most gifted back projection specialist
was Farciot Edouart, a special-effects man who spent most of
his long career at Paramount. Among his more well-known
films where back projection is used are Lives of @ Bengal Lancer
(1935), Sullivan’s Travels (1941), and Unconquered (1947).

back lot Outdoor area on the property of a Hollywood
studio where sets representing locations such as western
towns, war-torn European villages, or New York City streets
were built. The back lot received its name because it was gen-
erally a huge tract of land behind the studio’s main offices and
soundstages where all the indoor scenes were shot.

The back lot existed as an economy measure. It was
cheaper to shoot at the studio than to take an entire crew on
location where they would have to be fed and housed. The
sets that were built on the back lot were rarely torn down;
they were used over and over again in countless movies.

All of the major studios, MGM, Paramount, Warner, and
so on, had huge back lots. Some of them still exist today for
television usage. But in an effort to create greater realism,
most outdoor scenes shot for movies today are made on loca-
tion rather than on a back lot.

See also LOCATION SHOOTING.

Baldwin brothers Alec Baldwin (Alexander Rae Baldwin,
1958- ) is the oldest and most prolific film actor of the fam-
ily. Alec, Daniel, William, Stephen, and Joseph Baldwin were
all brought up in Massapequa, New York. Alec, who spent
three years as a political science major at George Washington
University, was intent on a career in law but transferred to
New York University, where he majored in drama and studied
under Lee Strasberg. He became a regular on the soap opera
The Doctors and appeared in the evening soap Knots Landing
and in three made-for-television movies. He was also active in
the theater, making his Broadway debut in Joe Orton’s Loot
and appearing in Caryl Churchill’s Serious Money.
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Alec’s first feature film was Forever, Lulu (1987), which,
except for the presence of Dr. Ruth Westheimer, was an
entirely forgettable film. He appeared in his first popular
film, Working Girl, in 1988, a year in which he appeared in
good roles in several other films, including Married to the
Mob, She’s Having a Baby, and Beetlejuice. The following year,
he had another strong role in a popular film, The Hunt for Red
October; but his next few films were unremarkable. He did star
in The Marrying Man (1991) with Kim Basinger, whom he
married, and with whom he appeared in The Getaway (1993).
His best role in 1992 was in Glengarry Glen Ross, in which he
played a smooth (and he always seems smooth) but ruthless
“motivator” of sales personnel. In 1994 he played Lamont
Cranston in the film adaptation of The Shadow, and in 1995
he and Jessica Lange reprised their Broadway roles in a
remake of A Streetcar Named Desire.

With these films, he moved from being a significant sec-
ondary character to a leading character. In Heaven’s Prisoner
(1995), he played a flawed hero, an ex-homicide detective and
recovering alcoholic, and in 1996 he played opposite Demi
Moore in The Juror and portrayed the assistant district attor-
ney in Gbhosts of Mississippi. One of his best roles was in The
Edge, an action film in which he and Anthony Hopkins square
off against each other and against a very bad bear. In Mercury
Rising (1998), he played one of his meanest roles, a govern-
ment official ready to sacrifice a boy’s life for national secu-
rity. In 2001 Alec Baldwin played aviation pioneer Jimmie
Doolittle in Michael Bay’s Pearl Harbor. More important,
perhaps, was Alec’s role as the brainless hunk actor Bob
Berrenger in David Mamet’s State and Main (2000), which he
followed with voiceover roles in Cats and Dogs (2001) and
Final Fantasy: The Spirits Within (2001).

Daniel Baldwin (1960- ) attended Ball State University
for a year and then worked as a stand-up comic before he got
his start as detective Beau Felton on the NBC television
series Homicide and made his film debut appearing with
brother William in Born on the Fourth of July (1989). He has
had small roles in good films such as Mulholland Falls (1995)
and big roles in less successful films such as The Attack of the
50-Foot Woman (1993) and Harley Davidson and the Marlboro
Man (1991). His career seemed to be on the rise, but he spent
most of the 1990s appearing in television roles and forget-
table, low-profile movies. Among the few of note were Car
54, Where Are You? (1994), John Carpenter’s Vampires (1998),
and King of Ants (2003).

William Baldwin (1963— ) attended SUNY Binghamton
and worked as a model before making his television debut
with the film The Preppy Murder (1989). After roles in several
films, most notably Backdraft (1991), Sliver (1993), and Bul-
worth (1998), he emerged as a lead in Virus and Shattered
Image (both 1998). William continued working in movies
with Primary Suspect (2000), One-Eyed King (2001), and the
German film You Stupid Man (2002).

Stephen Baldwin (1965— ) was a budding opera singer in
high school and attended the American Academy of Dra-
matic Arts. He appeared in the Off-Broadway show Out in
America and had roles in some television series, including
China Beach, Kate and Allie, and Family Ties. Most of his roles

have been in independent films, but he was also cast in The
Usual Suspects (1995), a critical and popular hit, and Last Exit
to Brooklyn (1990), another critically acclaimed film. Stephen
then settled into a steady routine of roles in low-profile and
made-for-television movies and played Barney Rubble in The
Flintstones in Viva Rock Vegas (2000).

Because Joseph Baldwin (1970- ) has appeared on a tel-
evision science-fiction series, Code Name: Eternity, it seems
safe to assume that the Baldwins will continue to surface on
film screens for years to come.

Ballard, Lucien (1908-1988) A cinematographer,
Ballard was recognized for his excellence rather late in his
career. JOSEF VON STERNBERG had been his mentor in the
early 1930s, and Ballard learned a great deal from him, but he
rarely worked on an “A” MOVIE during the 1930s and 1940s,
and his expertise with black-and-white photography didn’t
receive much notice. Finally, working as a freelance cine-
matographer during the 1950s and 1960s, Ballard became
fully appreciated both for his excellent black-and-white pho-
tography and his abilities in lighting and shooting outdoor
action films.

Ballard began working in Hollywood as a roustabout,
doing physical labor on a CLARA BOW film called Dangerous
Curves (1929). When shooting was finished, Bow invited him
and the rest of the cast to her home for a party. As related in
Leonard Maltin’s excellent book, Behind the Camera, Ballard
recalled, “I came home three days later, and I said, ‘Boy, this
is the business for me!””

He worked his way up during the next five years to assis-
tant cameraman and finally cameraman (a position we now
refer to as cinematographer or director of photography). He
shared the cameraman credit on his first job as a cinematog-
rapher for Josef von Sternberg’s The Devil Is « Woman (1935).
He had the job to himself on von Sternberg’s version of
Crime and Punishment (1935). Unfortunately, most of his
films during the rest of the 1930s and 1940s are relatively
unknown, but Ballard’s stark black-and-white photography
can be seen to fine effect in films such as Craig’s Wife (1936),
The Lodger (1944)—which starred his soon-to-be wife, Merle
Oberon (a marriage that lasted from 1945 to 1949)—Laura
(1944), which he co-photographed, and Berlin Express (1948).

It wasn’t until Ballard began to work on the films of
HENRY HATHAWAY, BUDD BOETTICHER, STANLEY KUBRICK,
SAM PECKINPAH, and others that his reputation finally began
to soar. He displayed his virtuosity in black and white in films
such as Kubrick’s The Killing (1956) and Boetticher’s The Rise
and Fall of Legs Diamond (1960). When he finally began to
work in color, lighting and shooting outdoor action films, his
work was all the more rich and evocative, most notably in
Boetticher’s Buchanan Rides Alone (1958), Sam Peckinpah’s
Ride the High Country (1962), The Wild Bunch (1969), and The
Ballad of Cable Hogue (1970), and Henry Hathaway’s The Sons
of Katie Elder (1965) and Tiue Grit (1969).

In all, Ballard was the cinematographer of more than 100
feature films, as well as director of photography for television
work and comedy shorts (including uncredited work for the
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Three Stooges and Charley Chase). He never won, nor was
he ever nominated for, an Oscar.

Banderas, Antonio (José Antonio Dominguez
Banderas) (1960- ) The popular and hardworking
star was born in Malaga, Spain, and had soccer aspirations
until he broke a foot at the age of 14 and turned his attention
to theater. After taking some drama classes and touring Spain
with a theater troupe, he was hired by the National Theatre
of Spain, where he attracted the attention of famed Spanish
film director Pedro Almodévar. He made his film debut in
1982 in Almoddévar’s Labyrinth of Passion and went on to
appear in several more Spanish-language films during the
1980s, the most notable of which was Women on the Verge of a
Nervous Breakdown (1988), which brought him to the atten-
tion of American audiences.

His first English-speaking role, and his English at the
time was not very good, was in The Mambo Kings (1992),
which concerned two Cuban brothers seeking their fortune
in New York City. A year later he was the revolutionary peas-
ant in love with the wealthy Blanca (WINONA RYDER) in the
film adaptation of Isabel Allende’s novel The House of the Spir-
its. He appeared in MADONNA’s Tiuth or Dare (1993), which
may have influenced his casting in her later Evita (1995). His
films in 1995 featured him as a sexy stud and/or a mobster,
but in 1996 two films rejuvenated his career and his love life.
Playing the Che-like narrator in Evita, he won a Golden
Globe nomination for best actor in a comedy/musical; and in
Too Much he was cast with Melanie Griffith, whom he later
married. Another Golden Globe nomination came for his
starring role in The Mask of Zorro (1998); he won the Euro-
pean Film Award for that role. In 1999 he tried his hand
behind the camera with Crazy in Alabama, which starred his
wife, Melanie Griffith. His direction won him the Golden
Lion at the Venice Film Festival.

He continued to be active in films, appearing with
Woody Harrelson in Play It to the Bone (2000), a boxing film,
and in Original Sin (2000), in which he played a Cuban
tycoon. In Spy Kids (2001) and its sequel, Spy Kids 2: Island of
Lost Dreams (2000), he had the opportunity to display his
comedic talent for the first time. In the films he plays a kid-
napped federal agent who must be rescued by his determined
and precocious kids. Playing truer to type, he appeared in
Brian De Palma’s Femme Fatale (2002) and had a bit part in
Frida, a sleeper hit in 2002.

Bara, Theda (1890-1955) The first movie star to be
“created” through an orchestrated publicity campaign even
before her first starring role, Bara’s debut as a star not only
caused a sensation; it also added a new word to the lan-
guage: vanmp.

Theodosia Goodman (the future Theda Bara) had come
to Hollywood from Ohio to break into the movies. At age 26,
however, she was still an extra. Meanwhile, Frank J. Powell
had decided that he wanted to cast an unknown actress as the
evil seductress in his film version of the play A Fool There Was

Theda Bara, the original vamp, had a short but sensational
career. Her name is supposed to have been concocted as an
anagram of “Arab death.” (PHOTO COURTESY OF THE
SIEGEL COLLECTION)

(1914). When he set eyes on Theodosia, he decided that she
was the woman for the part. But first he meant to prepare the
public for his new star.

First came the name change to Theda Bara. Then came
the public-relations campaign proclaiming her to be the
daughter of a Middle Eastern potentate. It was reported that
she could see into the future and was “poison” to men. As if
that wasn’t enough, her press releases proclaimed her name
to be an anagram for “Arab death.” It was all hype and glitz—
and it worked.

A Fool There Was was a mammoth hit, introducing the
famous line, “Kiss me, my fool,” and making Theda Bara the
hottest actress in Hollywood. Her role as the wicked woman
enthralled moviegoers with its outrageous sexual overtones.
The term vamp (short for vampire) was coined to describe
her. Without Theda Bara, there might never have been
Dynasty’s Joan Collins; Bara introduced in film a new type of
character who is still with us today.

Theda Bara made 40 movies during the next four years; in
almost all of them she played the evil temptress. By the end of
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1919, however, she was a has-been. Her success unleashed a
wave of imitators; vamps filled the world’s movie screens and
the public simply grew tired of the same old thing. Americans
were also more sophisticated and worldly after World War I,
and no longer accepted that Theda Bara and her screen imi-
tators destroyed men for no other reason than the fun of it.

It was a long hiatus before Theda Bara reappeared in
films in the mid-1920s. By that time, however, she was
reduced to burlesquing herself in comic two-reelers. Happily,
“The Vamp” had not squandered her money, and she soon
retired to a comfortable life with her director husband,
Charles Brabin, and became well known in Los Angeles
social circles until her death in 1955.

Barrymore Dynasty, The Four generations of this
unique family have been actors, and three of its members

from the second generation, siblings John, Lionel, and Ethel,
have had significant movie careers. While the Barrymore
name is legend in the theater, it enjoys less renown in Holly-
wood circles. But while the theater saw the best of the Barry-
mores, the movies still caught a considerable amount of their
talent, charm, and style.

Maurice Barrymore (born Herbert Blythe) and Geor-
giana Drew were famous actors during their heyday on the
American stage in the late 19th century. They gave birth to
three children, Lionel (Blythe) Barrymore (1878-1954),
Ethel (Blythe) Barrymore (1879-1959), and John (Blythe)
Barrymore (1882-1942).

John Barrymore is the most famous of his three siblings,
and rightfully so. He had a prodigious talent that was barely
captured on screen. Yet this youngest member of the famous
acting family originally rejected the theater to become a car-
toonist. Eventually, however, he returned to the family busi-

Of all the theatrical family dynasties, the Barrymore clan is probably the most famous. Seen here are John Barrymore (right)
and his wife, along with Lionel Barrymore (center), holding his brother’s four-month-old child, Dolores Ethel Mae Barrymore.
(PHOTO COURTESY OF THE SIEGEL COLLECTION)
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ness, making his stage debut in 1903 in a play called Magda.
The handsome actor, who later became known as both “The
Great Profile” and “The Great Lover,” was one of the most
admired stage idols of his day, starring during the next 25
years in such plays as The Affairs of Anatol, Peter Ibbetson, The
Fest, and Richard III. He was considered one of the great
Hamlets, and he even played the melancholy Dane in Eng-
land, one of the few American actors ever to dare act the role
in the home of the Bard.

During the period of his greatest theatrical acclaim, Barry-
more starred in silent films with modest success despite being
robbed of his greatest gift, his magnificent speaking voice. His
first film was An American Citizen (1913), and he ultimately
appeared in more than 20 silent movies, his most notable being
the original film version of Dr: fekyll and Myr. Hyde (1920), in
which he used no makeup, relying totally on facial contortions
to turn himself into the hideous monster, Mr. Hyde. It was a
bravura performance that still amazes to this day.

When the movies learned to talk, Barrymore found him-
self in great demand, earning in excess of $30,000 per week.
Though he was past his prime and suffering from the effects
of decades of heavy drinking, he did manage a handful of
exquisite performances. In Grand Hotel (1932) he was the
epitome of the debonair but melancholy jewel thief. In Coun-
sellor-at-Law (1933) he lent a finely wrought intensity and a
rich humanity to his role of a Jewish attorney who had fought
his way out of the slums. He was utterly brilliant, almost
uncontainable, in Hollywood’s first screwball comedy, Twen-
tieth Century (1934). The best of his other performances were
usually parodies of his own well-documented dissolution,
such as his painfully realistic portrayal of the drunken, failed
actor in Dinner at Eight (1933).

With health fading from alcohol abuse, he found himself
increasingly unable to remember his lines. Forced to use cue
cards, he stumbled his way through many of his later movies.
With his drawing power fading at the box office, Barrymore
was reduced in the later 1930s to appearing in “B” MOVIES,
often in supporting roles. His last film was Playmates (1941).
He died the following year, thoroughly broke.

John’s brother, Lionel, was never the great star that his
brother had been, but he worked far more steadily and suc-
cessfully in the movies than John did. Lionel took the new
moving picture medium far more seriously than either of his
siblings. He became involved with the movies as early as 1909
when he joined the Biograph studio and appeared in a good
many of D. W. GRIFFITHs early masterpieces, such as The
Musketeers of Pig Alley (1912) and Fudith of Betbulia (1914).
Lionel also wrote scripts and directed a number of silent films.

Though he was successful on the stage, Lionel began to
work exclusively in the movies as of the mid-1920s, making
solid, credible, but generally ordinary, films. It wasn’t until
sound arrived in Hollywood that he emerged as one of the
industry’s premier CHARACTER ACTORS, winning a Best
Actor Oscar for his rousing performance as a clever criminal
lawyer whose daughter falls in love with the gangster he’s just
helped to acquit in A Free Soul (1931).

Barrymore was perhaps best known in the late 1930s and
1940s as Dr. Gillespie, playing the older physician throughout

Drew Barrymore in Riding in Cars with Boys (2001)
(PHOTO COURTESY COLUMBIA PICTURES)

all 15 movies in the Dr. Kildare series. It was the kind of role
he was best at playing—everyone’s kindly but crusty old uncle.
And yet he also excelled at portraying parsimonious, nasty old
men, which he did to perfection in It’s # Wonderful Life (1946).

From 1938 until his death, the actor was confined to a
wheelchair, the result of severe arthritis coupled with a leg
injury. But it rarely stopped him from acting. His last appear-
ance was in Main Street to Broadway in 1953; he died the fol-
lowing year.

Ethel outlived both of her brothers, rivaling John as a
Broadway star in her early years and later rivaling Lionel as a
character actor in her later years. She was known as “The
First Lady of the American Theater” in her prime, but she
followed in her brothers’ footsteps, dabbling in silent films
beginning in 1914 with The Nightingale. She starred in a
dozen silent movies over the next five years, finally giving her
full attention back to the stage in 1919.

She made but one movie during the 1930s, but it was a
dandy, Rasputin and the Empress (1933), in which she played
the czarina. She was joined in this film by her two brothers,
the only time all three siblings starred in the same movie.
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After another long stretch on the boards, Ethel came
back to Hollywood in 1944 and immediately won an Oscar as
Best Supporting Actress for her performance as Cary Grant’s
dying mother in None but the Lonely Heart. From then on, she
worked steadily in Hollywood in character roles, appearing
in a considerable number of fine films such as The Spiral
Staircase (1946), The Paradine Case (1948), Pinky (1949), and
The Story of Three Loves (1953). Her last film was Fohnny Tirou-
ble (1957). She died in 1960.

The next generation of Barrymores didn’t fare very well,
either in life or in their film careers. Diana Barrymore, born
Diana Blanche Blythe Barrymore (1921-1960), the daughter
of John and his one-time wife, poet Michael Strange,
appeared in a half-dozen undistinguished films between 1942
and 1944. She is perhaps better known as the author of Too
Much, Too Soon, which told of her troubled life as the daugh-
ter of “The Great Profile.” The book was turned into a
movie in 1957 starring Errol Flynn (in a bit of inspired type-
casting) as her father.

Diana’s half-brother, John Drew Barrymore, was born
John Blythe Barrymore Jr. (1932— ) to John Sr. and actress
Delores Costello. He fared somewhat better in life than his
half-sister did, but he, too, had a disappointing film career.
Billed as John Barrymore Jr., he appeared in his first film, The
Sundowners, in 1950. But a constantly flaring temper ruined his
career in the mid-1950s. Later, as John Drew Barrymore, he
worked largely in Europe in the late 1950s and early 1960s,
then picked up small parts in American films during the 1970s.

Yet another generation of the Barrymore acting dynasty
took to the screen in the early 1980s when John Drew Barry-
more’ little daughter, Drew Barrymore (1975- ), was fea-
tured in STEVEN SPIELBERG’s smash hit, E.T. the
Extra-Terrestrial (1982). She followed that success with a far
more substantial role as a 10-year-old child suing her parents
for divorce in Irreconcilable Differences (1984). The pressure of
sudden success, however, took its toll. She admitted to alco-
hol addiction at the age of 13 but eventually recovered. Since
1990 she has made more than 30 films.

See also AYRES, LEW; SCREWBALL COMEDY.

Barthelmess, Richard (1895-1963) Though hardly
remembered today, he was one of the silent cinema’s great-
est stars—and deservedly so. His restrained, sensitive acting
brought a new dimension to silent film performances, and
his association with directors D. W. GRIFFITH and HENRY
KING gave him the vehicles through which his talents could
be best expressed.

Raised by a mother who worked as a stage actress (his
father died when he was an infant), Barthelmess was born to
show business. At his mother’s urging, however, he received
a college education before embarking full-time on a theatri-
cal career. He started in movies as an extra, but thanks to a
family association with film star Alla Nazimova, Barthelmess
was given an important part in War Brides (1916), the film
that helped launch his career.

The young actor worked steadily throughout the rest of
the teens, beginning a long association with the Gish sisters

One of the silent era’s greatest male stars, Richard
Barthelmess, saves Lillian Gish in the famous ice floe scene
in D. W. Griffith’s classic melodrama, Way Down East (1920).
(PHOTO COURTESY OF THE SIEGEL COLLECTION)

in 1919, when he worked first with Dorothy Gish in The Hope
Chest. That same year, having been brought to the attention
of D. W. Griffith, Barthelmess became the great director’s
most well-known male star. He gave sterling performances in
two of Griffith’s masterpieces, Broken Blossoms (1919) and
Way Down East (1920), playing a broken-hearted Asian in the
former and a rugged farmer’s son in the latter. If it had not
been clear before, Griffith’s films proved that Barthelmess
was a versatile actor who had a soulful yet thoroughly mas-
culine appeal.

After leaving Griffith, Barthelmess went on to still
greater success, starring in Henry King’s Tolable David
(1921), followed by a constant stream of various acting tri-
umphs throughout the rest of the silent era, culminating in
his nomination for the first Best Actor Academy Award for
his work in two films, The Patent Leather Kid (1927) and The
Noose (1928).

There was nothing wrong with Barthelmess’s speaking
voice, and he made a comfortable transition to talkies. In fact,
he was rather popular during the early years of the sound era,
opening the new decade with a starring role in one of the
great airplane films of all time, The Dawn Patrol (1930).
Unfortunately, this was the high point of his talkie career. He
made some interesting films during the next five years, such
as The Last Flight (1931), The Cabin in the Cotton (1932), and
Heroes for Sale (1933), but their generally downbeat nature
didn’t appeal to audiences during the Depression and his
popularity quickly faded.

Barthelmess soon found himself playing villains. Leaving
Hollywood in 1935, he made one film in England and then
retired from the screen until he made a triumphant return in
a strong supporting role in HOWARD HAWKS’s Only Angels
Have Wings (1939). The success of that film, along with
Barthelmesss good reviews, brought him three character
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roles during the next several years, his final movie appear-
ance coming in The Spoilers (1942). Retiring for good from
the film business, Barthelmess served in the naval reserve
during World War II and then lived the life of a country
gentleman on New York’s Long Island. He died of cancer at
the age of 68.

Bartholomew, Freddie See CHILD STARS.

Baxter, Warner (1889-1951) An actor best remem-
bered today for one role, that of the ailing, desperate pro-
ducer in 42nd Street, but whose film career spanned more
than 30 years. Baxter was a solid, dependable actor with an air
of authority and style. He could play a range of characters
from fiery Latin types to sober physicians, but he was at his
best playing sophisticated, contemporary businessmen. He
looked the part.

Warner Baxter’s personal life was one melodramatic
catastrophe after another, relieved only by one full decade of
dazzling Hollywood success. Baxter’s father died when he was
less than a year old, and as a teenager, he and his mother lost
everything they owned in the famous San Francisco earth-
quake of 1906. When he was a young man, Baxter sold insur-
ance, saved his money, and then lost it all in a bad investment.
Later, in the early 1940s, as he slid from the heights of his
Hollywood career, he suffered severe psychiatric problems.
Finally, in a bizarre medical move to relieve tortuous arthritic
pain, he consented to a lobotomy. Shortly thereafter, he died
of pneumonia.

After four years of learning his craft in stock company
productions, the young man made his film debut in A/
Woman (1918). He didn’t begin to act regularly in the movies,
though, untl 1921. Baxter worked steadily throughout the
rest of the silent era but did not quite reach star status,
although he did play Jay Gatsby in the first film version of
The Great Gatsby (1926).

The part that turned the workaday actor into a star came
a dozen years after his first film appearance, and it came quite
literally by accident. RAOUL WALSH was supposed to direct
and star in Fox’s very first “all-outdoor” sound film called In
Old Arizona (1929), a film that introduced the character of
the Cisco Kid. Walsh, however, was involved in a serious auto
accident in which he lost an eye. Baxter was given the role
intended for Walsh; the result was an Academy Award as Best
Actor, and he became a movie star overnight.

Baxter made several Cisco Kid movies during the 1930s
in which his dark good looks and winning smile served him
well. Yet, two other performances during the 1930s also
showed him at the top of his form. In the musical 42nd Street
(1933), Baxter neither sang nor danced; yet his aggressive,
nervous, near-tragic performance held that movie together.
And in JOHN FORD’s excellent The Prisoner of Shark Island
(1936), Baxter played Dr. Samuel Mudd, the man who set the
broken leg of John Wilkes Booth and was wrongly accused of
being part of the Lincoln assassination plot. Baxter gave his
character a quiet dignity that was extremely effective.

After suffering a nervous breakdown in the early 1940s,
Baxter returned to the screen and spent most of the next decade
appearing in “B” MOVIEs, principally in a series of “Crime
Doctor” films. His last movie was State Penitentiary (1950).

beach party movies In the late 1950s and early 1960s, a
new kind of movie was born: the teenage beach film. These
low-budget films were the first to be aimed directly at the
newly emerging baby-boom generation. The genre debuted
with films such as Gidger (1959) and Where the Boys Are
(1960), but it hit its stride with the beach movies made by
American International Pictures starring Frankie Avalon and
Annette Funicello.

According to a popular story, WALT DISNEY read the orig-
inal script for Beach Party (1963) and told Annette Funicello
(she was still under contract to Disney) that it was a good part
for her and that she ought to take it. He had only one pro-
viso: She couldn’t show her navel.

Beach Party was a huge success, and six more A.I.P. beach
movies with Frankie and Annette followed, among them
Muscle Beach Party (1964), Bikini Beach (1964), Beach Blanket
Bingo (1965), and How to Stuff a Wild Bikini (1965).

In the A.ILP. beach movies, the kids don’t defer to adults.
If anything, the adults are depicted as fools. The teenagers
live in their own world, have their own rules, and solve their
own problems. But unlike other earlier teenage movies like
The Wild One (1954), Rebel Without a Cause (1955), and Black-
board Jungle (1955), all of the beach movies are about kids
who don’t get into trouble. The films celebrate an affluent,
easygoing lifestyle of surfing, rock 'n’ roll, and romance. It
was an innocent ideal that most middle-class teens of that era
readily embraced.

But not for very long. The Civil Rights movement, the
Vietham War, and the drug culture precipitated a loss of
teenage innocence, and the beach movie was washed away.
The genre was briefly recalled and satirized in the 1987 nos-
talgia flick Back to the Beach, which starred (once again) that
inimitable pair Frankie and Annette. This time they were the
parents of a teenager.

Beatty, Warren (1937- ) Principally an actor but
also an increasingly sophisticated and successful writer, pro-
ducer, and director. Virile to a fault, Beatty’s long, lean good
looks have had women panting in the aisles for three decades.
He has often played the part of a rebel, a role he has also
enjoyed playing in real life. That rebellious nature led him to
buck the Hollywood system and put himself on the cutting
edge of commercial viability with movie projects that deal
with sexual, cultural, and political issues that many others
might have happily chosen to ignore. Beatty’s surprising suc-
cess, however, helped him gain virtually total control over his
own projects.

Warren Beatty is the half-brother of actress Shirley
MacLaine. Like MacLaine, he had his start as an actor in ama-
teur productions staged by their mother. After a short spell of
aimlessness following high school and a stint at college,
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Beatty decided to follow in his half-sister’s footsteps and
become an actor. He studied with Stella Adler and soon
began to make headway as a television performer, appearing
regularly in that medium during the late 1950s, most memo-
rably as a continuing supporting character on the sitcom,
Dobie Gillis.

Beatty’s big break came when he appeared on Broadway
in A Loss of Roses, which eventually led to his movie debut
starring opposite Natalie Wood in Splendor in the Grass
(1961). Women went wild for the handsome newcomer, and
his film career was solidly launched. His sex appeal was fur-
ther enhanced by his playing a gigolo in The Roman Spring of
M. Stone (1961). He then gave strong, off-beat, and fasci-
nating performances in a string of relatively uncommercial
movies, among them Lilith (1964) and Mickey One (1965). He
had a following of loyal film fans by this time, but he had yet
to become a major star.

That all changed when he chose to produce his own vehi-
cle, BONNIE AND cLYDE (1967). The film was a surprise hit
with both critics and with filmgoers. Beatty emerged from
the enterprise wealthy, respected, and famous. His film
appearances in the rest of the 1960s and early 1970s were
uneven. He was excellent in McCabe and Mrs. Miller (1971)
and The Parallax View (1974) but thoroughly forgettable in
The Only Game in Town (1970) and Dollars (1971).

When he once again took control of his own films, Beatty
hit pay dirt, producing and cowriting the frisky sex farce
Shampoo (1975), a movie that also poked fun good-naturedly
at Beatty’s reputation as a womanizer. That same year he
starred in MIKE NICHOLS’s The Fortune, a film that was far bet-
ter than its ticket sales indicated. But then it was back to con-
trolling his own destiny again, codirecting, coproducing, and
cowriting the script for Heaven Can Wait (1978), a remake of
an old ROBERT MONTGOMERY movie, updating the original
hero from a boxer to a football player. The film was a smash.
Beatty was honored with three Oscar nominations, as Best
Director, Best Actor, and (as producer) Best Picture.

He reached the apex of his career three years later when
he directed, produced, cowrote, and starred in Reds (1981),
the ambitious, epic BIOPIC of American communist John
Reed. It was a project that seemed from the very start a
totally uncommercial venture, yet Beatty not only made a
compelling masterpiece; he also turned it into a money-
maker. Most surprising of all, the Hollywood establishment
didn’t shy away from his courageous undertaking; they
bestowed a Best Director Academy Award upon him for his
work. He also won a Golden Globe for Reds.

Since Reds, however, neither the critics nor film fans have
been kind to Beatty. His clout as a box-office draw has been
somewhat diminished by his (and Dustin Hoffman’) flop in
Elaine May’s hugely expensive comedy Ishtar (1987). Beatty
made a comeback playing the title roles in Dick Tracy (1990)
and Bugsy (1991). In the latter film, playing the mobster who
made Las Vegas, Beatty was impressive, winning an Oscar
nomination and receiving the Best Actor award from the
National Board of Review. He then teamed with Annette
Bening, who had earlier played his “moll” in Bugsy and was
his off-screen love, and Katharine Hepburn to remake Love

Affair (1994). He ended the decade playing the title role in
Bulworth (1998), a savage satire on politics and big business.
In an over-the-top performance, he stars as a disillusioned
senator who begins to tell the truth about race, politics, and
finance after he has hired a hit man to kill him. Both Beatty
and the film were critically acclaimed. Unfortunately, he also
appeared in the disastrous Town and Country (2001), a failed
screwball comedy that bombed at the box office.

Beavers, Louise (1902-1962) She was one of a mere
handful of black actresses who had a long, if compromised,
career in Hollywood. Held back from significant roles by
racism, she played housekeepers, cooks, and maids through-
out scores of movies from the silent era right through to the
early 1960s.

Beavers was a singer in a traveling minstrel show before
becoming a maid to one-time silent screen star Leatrice Joy.
It was through Joy that Beavers received her start in Holly-
wood in the early 1920s.

Beavers is remembered for She Done Him Wiong (1933),
in which Mae West calls out to her, saying, “Beulah, peel me
a grape.” But Beavers’s best role was in Imitation of Life
(1934), a film in which she played a moderately realistic char-
acter whose daughter, played by Fredi Washington, tries to
pass as white. She wouldn’t have as good a role again until
1950 when she had a major part in The Fackie Robinson Story.

Television gave Louise Beavers a better chance to show
off her talents than the movies ever did. She starred in the
1950s TV series, Beulah, but that, too, was filled with unfor-
tunate racial stereotypes.

See also RACISM IN HOLLYWOOD.

Beery, Wallace (1886-1949) An actor who had a long
and varied career, Beery rose and fell from major stardom
three separate times. He was anything but the leading man
type, with his big barrel chest, ugly mug, and gravelly voice.
But the actor had mischief in his eyes and communicated a
vulnerability in his oafishness that made him rather lovable in
the best of his sound films.

The son of a Kansas City policeman, Beery was the half-
brother of actor Noah Beery (1884-1946), who had a notable
career as a silent-screen heavy and sound-era supporting
player. He was also the uncle of Noah Beery Jr., best known as
a TV actor. Among the Beery clan, however, Wallace was the
brightest star. He began his show business career by living the
old cliché of running away from home to join the circus. Early
in the new century, he made his way to the New York stage but
his success was limited to a series of female impersonations.

He entered the film business in 1913 as an actor and
director for Essanay. Again, he was best known for acting in
drag, playing a thick-headed Swedish maid known as Sweedie
in a number of comic shorts. It was at Essanay that he met
GLORIA SWANSON, to whom he was briefly wed.

Beery worked steadily, first as a comedian (including a
short stint at Keystone) and then as a heavy in movies such as
The Unpardonable Sin (1919) and The Virgin of Stamboul
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(1920). His first big break came when DOUGLAS FAIRBANKS
cast him in the important supporting role of Richard the
Lion Heart in the smash hit, Robin Hood (1922). His versatil-
ity as an actor set to good advantage, Beery was given larger,
more significant roles in heftier budgeted movies such as the
silent version of The Sea Hawk (1924), the biggest money-
maker of its year.

In 1925 Paramount signed him to a long-term contract.
Soon thereafter, he became a major star for the first time
when he was teamed with actor Raymond Hatton in a mili-
tary comedy called Bebind the Front (1926), which spawned
far too many sequels and left Beery with a waning popularity.

By the time of the sound era, it appeared as if Beery were
washed up. As it turned out, he was only just beginning.
MGM took him on, and he unexpectedly became one of their
biggest stars of the early 1930s when he was cast along with
MARIE DRESSLER in the surprise hit of the year, Min and Bill
(1930). Later, he was reteamed with Dressler in Tugboat Annie
(1933), resulting in another big winner at the box office.

The two Dressler films were a wonderful mix of person-
alities, and so was his teaming with child star Jackie Cooper
in The Champ (1931). Despite one of the best scene-stealing
performances by a child actor in the history of the movies,
Beery’s over-the-hill boxer brought him an Oscar in a tie
with FREDRIC MARCH (for his performance in Dr: Jekyll and
M. Hyde), and it solidified his image as a gruff but warm-
hearted rogue.

Beery was a VICTOR MCLAGLEN type, but he was a much
better, more versatile actor, which he proved yet again when
he played the desperate businessman in Grand Hotel (1932),
the nouveau-riche social climber married to JEAN HARLOW
in Dinner at Eight (1933), and the Mexican revolutionary
Pancho Villa in Viva Villa! (1934).

Beery’s popularity began to flag, however, in the second
half of the decade. He had been at his best when paired with
strong costars such as Marie Dressler, Jackie Cooper, and
Jean Harlow. They brought out his personality the way few
other costars could.

Relegated to “B” MOVIEs—many of them rather fine,
such as Port of Seven Seas (1938) and Thunder Afloat (1939)—
Beery seemed to sputter slowly downhill at MGM. Then,
unexpectedly, Beery caught on with the public all over again,
becoming a top box-office draw for a third time when he was
teamed with Marjorie Main in films such as Wyoming (1940)
and Barnacle Bill (1941). The movies with Main recreated (on
a smaller scale) the success of his collaborations with Marie
Dressler of the early 1930s.

By the mid-1940s, though, Beery’s career really slowed
down. There were long gaps between films. His last movie,
Big Fack (1949), was released after he died of a heart attack
that same year.

below the line Below-the-line expenses are all those that
must be paid on a daily basis once the film is in production,
such as the technical crew’s salary, the cost of buying or rent-
ing equipment, paying all the actors who have been hired for
anything less than the entire shoot (i.e., everyone except the

major stars), buying raw film, and paying the location
expenses and soundstage rentals.

In addition to the everyday production costs, below-
the-line expenses also include the money spent on a daily
basis during the postproduction period, which includes the
cost of renting equipment, space, and the hiring of edi-
tor(s) and musicians.

The major preproduction expenses constitute the above-
the-line costs.

See also ABOVE THE LINE.

Benchley, Robert See SHORT SUBJECTS.

Bendix, William See CHARACTER ACTORS.

Ben-Hur Lightning never strikes twice in the same place,
except in the movies. Any number of hit films have been
remade and turned into new hits. But Ben-Hur (1925 and
1959) was the only film whose two incarnations were so
important to a studio’s financial well-being.

Originally, Ben-Hur was a best-selling novel by Lew Wal-
lace. The story was adapted to the stage, and it became a
Broadway hit as well. The Goldwyn Company was so eager
to buy the film rights to Ben-Hur that it agreed to pay 50 per-
cent of the movie’s future income to make the deal.

Production on the film began in Rome, and enormous
sums of money were spent during the first three months. At
the same time, the Goldwyn Company merged with Metro
Pictures and Louis B. Mayer Pictures to form Metro-Gold-
wyn-Mayer (MGM).

Eventually, the cast and crew were fired, and the entire
production was brought back to Hollywood, where it was
shot under the watchful eyes of LOUIS B. MAYER and IRVING
THALBERG. But MGM still spared no expense, and the evi-
dence of this can be seen both on the balance sheet (the film
cost an astonishing $6 million) and in the elaborate chariot
race that remains as thrilling today as in 1925 when heart-
throb RAMON NOVARRO as Ben-Hur and FRANCIS X. BUSH-
MAN as the evil Messala sped across movie screens in one of
the most popular movies of the silent era.

Despite Ben-Hur’s box-office success, it didn’t turn a
profit because of its huge cost and the original 50 percent
payout that had been agreed to for rights to the story. It
remained for MGM’s other 1925 blockbuster, The Big Parade,
to vault the company into financial stability and prominence.
But had Ben-Hur been a flop, the loss might have easily sunk
the newly formed film studio.

In the late 1950s, in an effort to outflank TV with big
screen spectacles, MGM again turned to the story of Ben-
Hur. 'The film cost $15 million to make and, like its 1925 ver-
sion, failure at the box office would have brought the studio
to the brink of ruin. Directed by the much-respected
WILLIAM WYLER, and starring CHARLTON HESTON in the
title role, the 1959 film was both a critical and box-office
smash, earning more than $80 million. It even garnered 12
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Academy Awards (a record challenged only by 1997’s Titanic),
including Best Picture, Best Director, and Best Actor (Hes-
ton). Ben-Hur saved MGM yet again.

See also METRO-GOLDWYN-MAYER; REMAKES.

Bennett, Constance (1904-1965) and Joan
(1910-1990) Two popular actresses who were sisters,
Constance had several bouts with fame over a turbulent life-
time, and Joan enjoyed one long run of screen success last-
ing more than 25 years. Both were glamorous and beautiful,
but each had her own special appeal for movie audiences.
Constance generally played sharp-tongued, modern women
who were quick with a quip. She reached the peak of her
popularity playing the delightful ghost, Marion Kirby, in
the hit comedy Zopper (1937). Joan tended to star more
often in suspense movies and appeared in some of Fritz
Lang’s better films.

Constance, Joan, and a third actress sister, Barbara, were
all daughters of theater star Richard Bennett. Constance was
a headstrong young woman who began her film career in a
cameo role at age 12, appearing in one of her father’s few
films, The Valley of Decision (1916). She was wed at the age of
16 (the first of five marriages) but soon after had the union
annulled. The following year she became serious about the
movies and began to act regularly in films such as Reckless
Youth (1922), Cytherea (1924), and The Goose Woman (1925).
She quickly became a star but left the screen in 1926 to marry
a wealthy member of what might have been called the jet set
had there been any jets in those days.

The marriage lasted just three years, and Constance, with
a husky purr that was ideal for the talkies, successfully made
her movie comeback in 1929 in This Thing Called Love.
Although she starred in many sophisticated comedies during
the ensuing two decades, such as Rich People (1930), Merrily
We Live (1938), and Topper Tukes a Trip (1939), the actress also
showed a flair for drama in films as diverse as What Price Hol-
lywood? (1932) and The Unsuspected (1947).

After making more than 50 films between 1922 and
1954, Constance retired from the screen and founded the
Constance Bennett Cosmetics Company. Later, she
returned one last time to the big screen to appear in Madame
X (1966) but died of a cerebral hemorrhage shortly after
filming was completed.

Joan Bennett’s life was as eventful as her older sister’s. She
also married when she was 16 but Joan had a child the fol-
lowing year before divorcing her mate. Her adult life had
some of the Sturm und Drang of her youth, as well. In 1952,
her husband WALTER WANGER shot and wounded her agent,
Jennings Lang. The whole affair created quite a scandal, and
Wanger served a number of months in prison, but Joan stuck
by her husband during the ordeal, ultimately divorcing him
in 1965.

Joan began her film career the same way her sister did,
with a cameo role, in The Vailey of Decision. Unlike Constance,
however, Joan didn’t pursue a Hollywood career until talkies
arrived. Her first significant role on film was in Power (1928).
The movie did nothing for her, but the following year, play-

ing opposite RONALD COLMAN in Bulldog Drummond (1929),
she became an instant star.

Joan worked steadily throughout the 1930s, mostly in
modest productions, with notable exceptions, including
such films as Disraeli (1929), Little Women (1933), Private
Waorlds (1935), Mississippi (1935), The Man in the Iron Mask
(1939), and The Housekeeper’s Daughter (1939). After 10
years of leading roles, considerable fame, and a marriage to
producer Walter Wanger she reached her peak during the
1940s. Wanger arranged starring roles for her in four of
FRITZ LANG’s better films of that decade: Man Hunt (1941),
The Woman in the Window (1944), Scarlet Street (1945), and
The Secret Beyond the Door (1947). These roles gave the
actress greater credibility in the Hollywood community,
and she began to star in prestigious films such as Nob Hill
(1945), The Macomber Affair (1947), and The Reckless
Moment (1949).

In the 1950s Joan eased into mature roles, most memo-
rably as the wife of SPENCER TRACY and the mother of ELIZ-
ABETH TAYLOR in Father of the Bride (1950), followed later by
Father’s Little Dividend (1951). She continued acting in films
until 1956 and made few movies afterword. She was featured
in the daytime TV soap opera Dark Shadows and starred as
well in the theatrical film based on it, The House of Dark Shad-
ows (1970). After having starred in more than 70 feature films,
Joan began to appear in the occasional TV movie.

Benny, Jack (1894-1974) A comedian whose best
work was on radio and television but whose Hollywood
career was nonetheless noteworthy, Benny’s persona of the
cheap, vain braggart was a show-business standard for
more than 50 years. With his perfectly timed pauses,
slightly effeminate hand gestures, and churlish voice, he was
a natural screen comedian. But he generally worked best as
part of an ensemble, which limited his appeal as a comic
movie star.

Born Benjamin Kubelsky in Waukegan, Illinois, the
young man seriously considered a career as a concert violin-
ist. While he was in the navy during World War I, however,
he found himself entertaining his fellow sailors with the vio-
lin and getting big laughs for his efforts; it was then that he
realized he had the makings of a comedian. Entering vaude-
ville after the war, he worked the circuits for more than a
decade, honing his skills until his fame was such that he was
offered the opportunity by MGM to introduce the studio’s
silent stars in an early talkie, The Hollywood Revue of 1929. He
was so engaging in the film that his vaudeville career sud-
denly skyrocketed. He continued to make film appearances in
the early 1930s, but most of them were made in the East to
accommodate his stage triumphs, which were soon followed
by radio fame.

It wasn’t until the mid-1930s that he began to appear
more regularly in films, splitting his time between guest
appearances in movies such as Broadway Melody of 1936
(1935) and The Big Broadcast of 1937 (1936) and genuine star-
ring roles in films such as Artists and Models (1937) and Artists
and Models Abroad (1938).
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By the early 1940s, it seemed as if Benny was destined
for as big (if not bigger) a film career as that of his friend
BOB HOPE. During a three-year period, from 1940 through
1942, Benny’s comedies were the finest and funniest in Hol-
lywood. Far more sophisticated than ABBOTT AND
COSTELLO (who had just become a hot property), livelier
than the tiring and aging MARX BROTHERS, and more
eccentrically human than Bob Hope, Jack Benny was at the
height of his movie career when he made, in quick succes-
sion, Buck Benny Rides Again (1940), Love Thy Neighbor
(1940), Charley’s Aunt (1941), To Be Or Not To Be (1942), and
George Washington Slept Here (1942).

The sparkling diamond in this set of quality films was
ERNST LUBITSCH’s 70 Be or Not to Be, a hysterical black com-
edy about the Nazi occupation of Poland. The movie was
thought to be in bad taste at the time, and it was conse-
quently panned, doing poor business at the box office. Since
then it has come to be regarded as a classic, and Benny’s
career has likewise been more kindly looked upon.

Jack Benny was a comedy success in several media, with
the movies coming in a poor third behind radio and
television. Despite mediocre material, Benny was
nonetheless quite popular in films. (PHOTO COURTESY
OF MOVIE STAR NEWY)

Jack Benny’s film career went into a rapid decline in the
mid-1940s, pierced through its celluloid heart by the abysmal
The Horn Blows at Midnight (1945). He appeared in a handful
of films after that, mostly in cameo roles, while pursuing his
legendary success on radio and TV. His last movie role was in
A Guide for the Married Man (1967), seven years before his
death at the age of 80.

Bergman, Ingrid (1915-1982) While the decade of
the 1930s was blessed with hugely talented actresses such as
MARLENE DIETRICH, GRETA GARBO, and BETTE DAVIS, most
of the top female stars of the period were highly stylized per-
formers. Ingrid Bergman’s seemingly effortless naturalism
was so new and fresh to American moviegoers that she
quickly found a large and admiring audience. Her luminous
beauty, intriguing accent, and considerable acting talent only
added to her allure. In addition to making quite a number of
memorable movies, Bergman has the distinction of having
inadvertently been one of the first Hollywood performers to
help break down the studio contract system. She is also
remembered as having been, at one time or another, Holly-
wood’s most loved and most hated female star.

Born in Sweden, Bergman’s early life was filled with
tragedy. Both of her parents died when she was still a young
girl; she was raised by relatives. Thanks to her inheritance,
however, she was able to pursue a course of study at the Royal
Dramatic Theater in Stockholm.

In 1934, she had a small role as a maid in her first film,
Munkbrogreven. She continued to act in the Swedish cinema,
eventually earning leading roles and making a total of 12
films in Europe during a five-year period.

Meanwhile, DAVID O. SELZNICK’ trusted story editor,
Katherine Brown, saw one of Bergman’s Swedish films, Inter-
mezzo (1936), and insisted that the producer not only buy the
rights to the story but sign the Swedish actress to star in the
remake, as well.

Selznick wisely followed Brown’s suggestion and brought
Bergman to Hollywood on a one-picture deal. Intermezzo
(1939), with LESLIE HOWARD as her costar, was an immedi-
ate hit and Selznick wasted no time in calling Bergman back
from Sweden, signing her to a seven-year contract.

After his success with GONE wiTH THE WIND (1939),
Selznick made relatively few films and simply didn’t have
suitable projects for Bergman. Yet, she soon became a gold
mine for the producer, who loaned her out to a succession of
studios for huge sums of money—but not right away. After a
stint on Broadway, she starred in three successful 1941 films
before she made the leap to superstardom, including Dr:
Jekyll and Mr. Hyde.

Bergman had desperately wanted to play the lead role of
Maria in the Paramount production of Hemingway’s For
Whom the Bell Tolls. Gary Cooper was already cast, and she was
terribly disappointed when an actress named Vera Zorina won
the part instead. It was unclear what movie she would star in
next until HEDY LAMARR turned down the role of IIsa Lund in
Casablanca (1942). The rest, as they say, is history. Playing
opposite HUMPHREY BOGART, she injected her soulfulness
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Ingrid Bergman was perhaps the only actress after Greta
Garbo who could be breathtakingly beautiful and agonizingly
soulful at the same time. Bergman’s acting, however, was far
less stylized and audiences prized her accessibility. (PHOTO
COURTESY OF MOVIE STAR NEWS)

into one of the greatest love stories the movies have ever pro-
duced. The film was a smash hit, establishing Bogart as a
romantic leading man and Bergman as a sexy, vulnerable star
with enormous box-office appeal.

The combination of Casablanca’s success and Vera
Zorina’s inability to carry her role in For Whom the Bell Tolls
(1943) led to a surprise turnaround. Zorina was fired, and
Bergman was suddenly pursued for the role that she had so
vigorously sought nearly a year earlier. The actress was
superb in the film, and the movie was yet another major box-
office hit.

Ironically, just as she was not the first choice for her pre-
vious two box-office triumphs, Bergman’s next two winners
also fell to her by default. Gaslight (1944) had been originally
intended for IRENE DUNNE and later for Hedy Lamarr, but
Bergman not only won the role; she also won her first Oscar
as Best Actress for her performance as a woman nearly driven
insane by her husband (CHARLES BOYER). It was VIVIEN
LEIGH who turned down Saratoga Trunk (1945), giving
Bergman the opportunity to star in yet another hit film.

She was the hottest female star in Hollywood. Every film
she graced was a box-office bonanza, including the last three
she made under contract to Selznick: Spellbound (1945), The
Bells of St. Marys (1945), and Notorious (1946). Ironically,

among all her hit films after Intermezzo, only the two Hitchcock
films, Spellbound and Notorious, were Selznick productions.

When the producer tried to re-sign her for another seven
years (at considerably better terms than her first contract),
Bergman turned him down, choosing instead to make her
own deals as a freelance star. Her ability to free herself of stu-
dio domination was an early blow against the studio contract
system. Unfortunately, her contractual freedom didn’t do her
very much good.

A series of poor film choices, such as Arch of Triumph
(1948), Foan of Arc (1948), and a rare Hitchcock dud, Under
Capricorn (1949), sent her stock spiraling downward. Her
descent, however, wasn’t fatal until she made Stromboli (1950)
for Italian film director Roberto Rossellini.

Though Bergman was married to Dr. Peter Lindstrom
and had a child by him (Pia Lindstrom, a onetime New York
TV performing arts critic), she fell in love with Rossellini,
had a baby by him, and became a pariah in America virtually
overnight. She was even denounced on the floor of the U.S.
Senate, where she was called “Hollywood’s apostle of degra-
dation.” The public flames of indignation and outrage over
her infidelity were fanned by the fact that her image had
been particularly pure and wholesome. After all, she had
played a nun in The Bells of St. Mary’s and a saint in Foan of
Are. Tt didn’t matter that she quickly divorced Lindstrom
and married Rossellini. The damage was done.

Not only Bergman was persona non grata in America, but
also her films. Stromboli had limited bookings and so did the
subsequent five movies she made in collaboration with her
new husband.

Despite the birth of two more children (twins), her mar-
riage to Rossellini collapsed, and it appeared as if the same
was true of her film career. Jean Renoir tried to help her by
giving her the lead in his film Paris Does Strange Things
(1956). But the real turnaround occurred when Twentieth
Century-Fox took a chance and hired her to star in Anastasia
(1957). Not only was the film a huge hit—her first since Nozo-
rious more than a decade earlier—but she even won her sec-
ond Oscar for Best Actress in the bargain.

Bergman’s marriage to Rossellini was annulled in 1958,
and the actress eventually married theatrical producer Lars
Schmidt. But for film fans, the big news was that the love
affair between America and Ingrid Bergman was on again. In
fact, over the ensuing decades, despite relatively few signifi-
cant films, the actress became even more adored and admired
by her fans than ever before, perhaps because she survived
the scandal with so much dignity.

She enjoyed a short period of good work in fine films
such as Indiscreet (1957) and The Inn of the Sixth Happiness
(1958), but by the late 1950s and throughout the 1960s, there
were relatively few good roles for her. It wasn’t until she
joined the all-star cast of Murder on the Orient Express (1974)
that she had a solid, meaty role, and she won an Oscar for
Best Supporting Actress for her efforts.

Perhaps the best performance of her later years was given
in her very last film, Autumn Sonata (1978), in which her life
came full circle. It was made by Swedish director Ingmar
Bergman and concerned the coming to terms of a dying con-
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cert pianist with her estranged daughter. Ingrid Bergman’s
haunting, autobiographical performance, for which she was
nominated for yet another Academy Award as Best Actress,
was a fitting end to her long and illustrious career.

She died of cancer in 1982.

See also CASABLANCA; SCANDALS.

Berkeley, Busby (1895-1976) A choreographer and
director who revolutionized the movie musical, Berkeley used
the camera not just as a recording device but also as an active
participant in his wildly creative musical extravaganzas.
Berkeley was more successful at directing musical sequences
than he was at directing entire films, but his musical numbers,
boasting such attractions as 100 dancing pianos, chorus girls
dressed in costumes made of coins, and waterfalls dripping
with scantily clad women, were the very reason audiences
flocked to see the movies with which his name is so closely
associated. His most famous musical numbers appeared in
42nd Street (1933), Gold Diggers of 1933 (1933), and Footlight
Parade (1933). He directed two other films for which he is also
well known: Gold Diggers of 1935 (1935) and The Gang’s All
Here (1943). Though Berkeley worked on many more films,
this handful of movies, his most significant contribution, rep-
resents the Hollywood musical film at its gloriously gaudy
height. In all, Berkeley worked on more than 50 movies, pro-
viding the inspiration for a great many musical numbers that
rank among the film industry’s most entertaining.

Born William Berkeley Enos, he was the scion of a the-
atrical family in whose footsteps he followed by taking to the
stage at five years of age. At roughly that same time, he was
tagged with the nickname that would follow him throughout
his life, taken from a famous stage actress, Amy Busby.

Although his acting career never took off, his ability as a
dance director garnered him much admiration for his work
on Broadway during the latter half of the 1920s. His reputa-
tion was such that SAMUEL GOLDWYN hired him to stage the
musical numbers for the film version of EDDIE CANTOR’s
Whoopee! (1930). Once in Hollywood, Berkeley had found his
true element. The movie musical was a new form, barely
three years old, and he set about doing things that no one had
ever imagined before.

After feeling his way through films such as MARY PICK-
FORD’s only musical, Kiki (1931), and several other Eddie Can-
tor vehicles, including Palmy Days (1931) and The Kid From
Spain (1932), Berkeley was hired by DARRYL E. ZANUCK (then
at Warner Bros.) to add some dash to several contemporary
(Depression era) backstage musicals. 42nd Street, Gold Diggers
of 1933, and Footlight Parade were all made with lavish budgets,
and Berkeley made sure that every nickel was well spent.

Unlike the musical numbers in an Astaire/Rogers film,
Berkeley’s approach was that of mass choreography; he filled
the screen full of blonde beauties lost in a swirl of light,
motion, and kaleidoscopic effects. Critics have called his
work everything from fascistically dehumanizing to kitsch,
but his art was guided by simple escapism. Yet even in the
midst of all his frivolity, the choreographer could deliver a
powerful punch, as in the stirring “Forgotten Man” finale of

Gold Diggers of 1933, which reminded audiences of World
War I veterans who had recently marched on Washington,
D.C,, to receive promised benefits, and the implicit warning
against hedonism in his later musical masterpiece, “The Lul-
laby of Broadway” number in his own Gold Diggers of 1935.

Berkeley worked steadily at WARNER BROS. from 1933 to
1938, providing that studio with musical numbers in films
such as Dames (1934), Wonder Bar (1934), Fashions of 1934
(1934), Gold Diggers of 1937 (1936), Gold Diggers in Paris
(1938). At the same time, he also directed a number of films
for Warners, among them, Bright Lights (1935), Stage Struck
(1936), and Hollywood Hotel (1937).

Berkeley’s chief difficulty at Warner Bros. was the studio’s
loss of interest in musicals by the mid-1930s, resulting in
only small budgets with which to work. Berkeley was the
CECIL B. DEMILLE of the musical, and “B” MOVIE budgets
simply wouldn’t do, so he left Warners and went to MGM
just as that studio entered its musical golden age. He con-
tributed to the start of that era by directing such films as
Babes in Arms (1939), Strike Up the Band (1940), Babes on
Broadway (1941), and For Me and My Gal (1942), which, inci-
dentally, turned Gene Kelly into a star. In the meantime,
Berkeley also continued to direct musical numbers in other
directors’ films at MGM, including Born to Sing (1942), Cabin
in the Sky (1943), and Girl Crazy (1943).

Berkeley had the opportunity to direct his first all-color
musical at Twentieth Century-Fox in 1943, producing one
of Hollywood’s most memorable camp classics, The Gang’s
All Here, with Carmen Miranda. While the movie was
mediocre, the musical numbers were awe-inspiring in their
incredible outrageousness.

Berkeley’s health failed during the mid-1940s, and he suf-
tered a mental collapse. He finally returned to filming in 1948,
directing the musical numbers of DORIS DAY’ first film,
Romance on the High Seas. The last film he directed was Tike Me
Out to the Ball Game (1949), a hit with Frank Sinatra and Gene
Kelly, whose musical numbers, ironically, he did not direct.

He continued to work on the musical direction in other
directors’ films during the 1950s, most notably in ESTHER
WILLIAMS’s Million Dollar Mermaid (1952) and Rose Marie
(1954). He also added his special touch to Fumbo (1962).

Berkeley became a “forgotten man” until he made a tri-
umphant return to the Broadway stage, directing a revival of
No, No, Nanette in 1970. In the last years of his life he was
lionized for work that most agree Hollywood will never be
able to duplicate.

See also MUSICALS.

Berlin, Irving (1888-1989) A composer and lyricist, he
wrote more than 1,000 songs, a great many of his most
famous tunes for the movies and the theater. Curiously, he
could compose songs only in the key of F sharp, but with the
help of a transposing device connected to his piano, he created
a remarkable number of standards that significantly helped to
shape the direction of popular music in the movies for three
decades. His songs were sentimental, yet a shade short of
maudlin, and though the lyrics were generally simple and easy
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to remember, they were often clever and incisive. Movie
musicals of the 1930s, 1940s, and 1950s were immeasurably
enriched by his compositions.

Born Israel Isidore Baline in Russia’s Siberia, he arrived in
America with his family when he was five years old. After a
youth spent on New York City’s Lower East Side, Berlin
worked as a singing waiter and penned his first published
song, “Marie from Sunny Italy” (1907). Success came soon
thereafter with his first hit, “Alexander’s Ragtime Band”
(1911), which later served as the theme song and title of a
popular 1938 film.

His song “Blue Skies” was sung by AL JOLSON in the first
talkie, The Fazz Singer (1927), and he continued to write for
films, with songs appearing in such movies as Hallelujab!
(1929), Puttin’ on the Ritz (1930), and Kid Millions (1934). Some
of his greatest songs were introduced by Fred Astaire in the
Astaire/Rogers films of the 1930s, including “Cheek to Cheek”
in Top Hat (1935), “Let Yourself Go” in Follow the Fleet (1936),
and “I Used to Be Color Blind” in Carefree (1938).

When World War 1II broke out, Berlin recreated his
World War I show, This Is the Army, put it on stage, and then
worked as associate producer when it was brought to the
screen in 1943. He then went several steps further, acting and
singing in the movie, as well. It was during this period that
Berlin was awarded the Congressional Gold Medal for his
song “God Bless America.”

After the war, Berlin provided the songs for films such as
Blue Skies (1946) and Easter Parade (1948). He didn’t slow
down in the 1950s either, penning tunes for Annie Get Your
Gun (1950), White Christinas (1954), and There’s No Business
Like Show Business (1954), among others.

Remarkably, Berlin received just one Oscar, for Best
Song “White Christmas,” which he wrote for the film Ho/i-
day Inn (1942).

Berman, Pandro S. (1905-1996) Though he was
most closely associated with the Fred Astaire-Ginger Rogers
musicals of the 1930s at RKO, Berman produced top-notch
films in every genre in a career spanning nearly 40 years. He
was honored by the Academy of Motion Picture Arts and Sci-
ences with the prestigious Irving M. Thalberg Award in 1976
for his “outstanding motion picture production.” Under his
stewardship, a long list of now famous films were made, first
at RKO and later at MGM.

Berman’s success in Hollywood is owed to a happy case of
nepotism. His father was an executive at UNIVERSAL PIC-
TURES, where the younger Berman was given the opportu-
nity to break into the film business at an early age, working
as an assistant director during the silent era for the likes of
TOD BROWNING and Mal St. Clair. He went on to become a
film editor at RKO in the late 1920s, working on such films
as Taxi 13 (1928) and Stocks & Blondes (1928). Berman’s
hands-on moviemaking experience later proved invaluable,
giving him the expertise to produce technically excellent
movies, a reputation for which he was justly proud.

He began his producing career in 1931 at RKO with Sym-
phony of Six Million (1932), going on to make many of that stu-

dio’s greatest films. In addition to making many of the
Astaire/Rogers movies that kept RKO financially afloat during
the depression, Berman produced a number of KATHARINE
HEPBURN’s most memorable 1930s movies, among them
Christopher Strong (1933), Morning Glory (1933), for which she
won her first Oscar, Alice Adams (1935), and Sylvia Scarlett
(1936). In addition, he produced the MARX BROTHERS comedy
Room Service (1938), along with such classics as Gunga Din
(1939) and The Hunchback of Notre Dame (1939).

When he moved to MGM in 1940, Berman at first pro-
duced such light musicals as Ziegfeld Girl (1941) and Rio Rita
(1942). It wasn’t long, however, before he began to make
many of MGM’s most prestigious movies, among them 7he
Seventh Cross (1944), Madame Bovary (1949), and Ivanhoe
(1952). More noteworthy, however, was Berman’s success in
highlighting new talent. Besides having discovered Katharine
Hepburn at RKO, the producer fostered the career of ELIZ-
ABETH TAYLOR at MGM, making such films with the young
actress as National Velvet (1944), Father of the Bride (1950),
and Butterfield 8 (1960), for which she received her first Acad-
emy Award.

After having produced some of the greatest musicals of
the 1930s, Berman was called on in the later 1950s to do so
again for a new generation, producing what many consider to
be ELVIS PRESLEY’s best musical, 7ailhouse Rock (1957).

Berman continued producing films throughout the
1960s, making such movies as Sweet Bird of Youth (1962), The
Prize (1963), A Patch of Blue (1965), and Fustine (1969). His
last film before retiring was Move (1970).

Berry, Halle (1968- ) In 2002 Halle Berry created
quite a splash in Die Another Day, the 40th anniversary James
Bond picture in which she replicated the Ursula Andress
water-nymph scene from Dr: No (1962). Trading, again, on
her knockout good looks and physique, Halle Berry became
the “new” Bond girl for the new century.

Berry was born in Cleveland, Ohio, in 1968. She grew up
in a single-parent household after her mother and father
divorced when she was four years old. In 1985 she was
crowned Miss Teen All-American, then Miss Ohio, and in
1986 she was the runner-up in the Miss USA Pageant. She
used her pageant money to attend Cuyahoga Community
College and switched from broadcast journalism to acting
classes. She quit school and moved to Chicago and then, in
1988, moved to New York City, where she modeled and took
acting classes. In 1989, she was chosen to play a model in Liv-
ing Dolls, an ABC television sitcom. Her other television
work included four segments on the CBS nighttime soap
opera Knots Landing. Her first feature film was Spike Lee’s
Fungle Fever (1991), in which she played the part of a crack-
addicted prostitute. Also in 1991 she played a smart “bomb-
shell” waitress in Strictly Business, a film that was not well
received. She scored in The Last Boy Scout (1991), a mindless
Bruce Willis action film. Her brief role in the film was as a
strip-club dancer who was murdered. Ironically, Berry
wanted to avoid being seen even partially nude on camera, an
inhibition that she has since overcome.
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Halle Berry in Die Another Day (2002) (PHOTO
COURTESY UNITED ARTISTS)

In the Eddie Murphy feature Boomerang (1992), she
played a different kind of role, a sensible, sensitive woman, in
contrast to the other predatory women in the film (Eartha
Kitt, Grace Jones, and Robin Givens). She was also active in
television, appearing as the star of Queen (1993), the mult-
part finale to Alex Haley’s epic Roots. This role won her the
Best Actress in a TV Movie or Miniseries Award from the
NAACP in 1994. In The Flintstones (1994) she played Fred
Flintstone’s sexy secretary. In Losing Isaiak (1994) Berry
played one of her strongest roles as a drug-addicted mother
whose child is adopted by Jessica Lange, who battles a reha-
bilitated Berry for custody of the child.

An indication that Berry’s star was rising came in 1995
when the MTV movie awards called her the “most desirable
female” in the entertainment industry. Despite her newfound
popularity, she found little work that enhanced her acting rep-
utation until Warren Beatty discovered her more obvious tal-
ents in Bulworth (1998). Thereafter she played one of three
widows fighting for her share of the doo-wop artist Frankie
Lymon’s estate in Why Do Fools Fall in Love (1998). This was

followed by her award-winning performance in an HBO film,
the tragic story of a gifted 1950s star, Introducing Dorothy Dan-
dridge. After winning her Emmy Award, she appeared as
Storm, a scary weather girl, in X-Men (2002), based on the
very popular Marvel comics series. She briefly totally exposed
her body in the John Travolta action movie Swordfish (2001),
which raked in an impressive $70 million. Her breakthrough
picture, however, was surely Monster’s Ball (2001), directed by
Marc Forster. Berry effectively played a single mother who
falls in love with Hank, a prison guard (Billy Bob Thornton)
who executed the father of her son, who is later killed in an
automobile accident. After Hank’s son commits suicide, the
two are united in grief and intercourse. The naked coupling
of Thornton and Berry crossed the threshold of miscegena-
tion in a remarkable and precedent-setting way. Berry won an
Oscar for her performance in Monster’s Ball.

best boy Though the name seems to describe a menial
position, best boy is in reality one of the more important jobs
on a film set. The job title applies to two different people on
a film crew: the assistant to the gaffer and the assistant to the
key grip. The grip best boy is the second in command of all
the grips, and the gaffer best boy is the second in command
of all the electricians.
See also GAFFER; GRIP.

Biograph A film studio of the silent era best known for
having nurtured the early career of D. W. GRIFFITH, or per-
haps it is more accurate to say that Griffith nurtured the suc-
cess of Biograph until the film studio drove the creative
genius out of the company.

Originally called the American Mutoscope and Biograph
Company, the fledgling film studio eventually became known
simply as Biograph. The name change, however, didn’t help
the studio’s image. The company was a floundering proposi-
tion, selling only 20 films in all of 1907. It wasn’t until D. W.
Griffith began to direct movies for the company in 1908 that
Biograph’s reputation—and profits—soared.

By 1910, Biograph had become one of the most power-
ful members of the Motion Picture Patents Company, an
organization of film studios created by Thomas A. Edison
that attempted to monopolize the movie business and
destroy the independents.

The Patents Company had decreed that the names of
movie actors would not be released to the public for fear that
the stars would become too popular and demand higher
salaries. The public and the press referred to actors by nick-
names, such as “The Vitagraph Girl” and “Little Mary.” But
it was “The Biograph Girl” who was the first to break free of
the Patents Company restrictions, giving birth to the “star
system” that is still with us today.

The real name of the Biograph Girl was Florence
Lawrence, and she was lured away from her studio by one of
the early successful independents, Carl Laemmle. She went on
to become one of the great silent stars of her era, but Biograph
survived the blow due to director D. W. Griffith’ ability to
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come up with movies that were more exciting, more inventive,
and better made than those of the competition.

In the end, Biograph’s success or failure was entirely in
the hands of its famous director. As he developed the visual
language of film, first shooting one-reelers, and then two-
reelers, audiences continued to respond, choosing Biograph
films by name. When Griffith wanted to make longer films,
however, the studio refused his request, insisting that Amer-
ican audiences wouldn’t watch any movie that was longer
than 20 minutes in length. Griffith ignored their directive
and, while in California during the winter of 1913, secretly
made a minor masterpiece in four reels titled Fudith of Bethu-
lia. So enraged was Biograph that the company refused to
release it. So disgusted was Griffith with management’s stu-
pidity that he quickly resigned.

It was a terrible blow to Biograph. Not only did it lose its
great director, but Griffith also took with him his stock com-
pany of actors, which included such soon-to-become-fabled
names as Dorothy and LILLIAN GISH, BLANCHE SWEET, and
Mae Marsh. Perhaps most important of all, Griffith also took
with him Biograph’s most innovative cameraman, G. W.
“BILLY” BITZER. It was the beginning of the end for Bio-
graph. The company disappeared a few years later.

biopics A contraction of the words biographical and pic-
tures, the term is Hollywood slang for a movie category that
has long been a staple of the film industry. Biopics are movie
versions of actual people’s lives, from honored statesmen to
show business personalities. Hollywood film biographies
haven’t always been terribly accurate in the portrayal of their
subjects, but accuracy has never been an explicit goal; a good,
dramatic story with strong entertainment value has always
been the sought-after result. More often than not, the biopics
from the dream factory have managed not only to entertain
but to enlighten, as well.

The biopic existed in the silent era, but it came into its
own as a film category very early with the talkies thanks to
GEORGE ARLISS’s stately (if stagey) performances at Warner
Bros. in a series of popular historical biographies such as Dis-
raeli (1929), Alexander Hamilton (1931), and Voltaire (1933).
Arliss set the Hollywood pattern of teaching history through
the very palatable medium of filmmaking. He was followed at
Warners—a studio that specialized in biopics—by PAUL
MUNI, who made a strong mark playing historical characters
in films such as The Story of Louis Pasteur (1936), The Life of
Emile Zola (1937), and Fuarez (1939).

Warners, of course, wasn’t alone in making biopics.
MGM jumped into the category in a big way in the late 1930s
and early 1940s, with SPENCER TRACY playing the real-life
Father Flanagan of Boys Town (1938) and the famous reporter
Stanley in Stanley and Livingstone (1939). Then MGM made
two film biographies of Thomas Alva Edison in the same
year, Young Tom Edison (1940), with Mickey Rooney as the
inventor, and Edison the Man (1940), once again starring
Spencer Tracy in the title role.

Biopics have been used by filmmakers as a means of
using historical figures to make contemporary political

and/or social statements. For instance, as World War II
approached, a different sort of biopic appeared that extolled
the heroism of famous soldiers such as Sergeant York (1941)
and even General George Armstrong Custer in They Died
with Their Boots On (1942). The films proved popular, and
soldier stories have served as biopic fodder ever since in
films ranging from Audie Murphy’s 7o Hell and Back (1955)
to Patton (1970).

Finding a perfect blend of melodrama and truth in the
lives of America’s gangsters, Hollywood has made numerous
biopics such as Baby Face Nelson (1957), Al Capone (1975), and
Bonnie and Clyde (1967).

Western heroes (and villains) have also been the stuff of
biopics, although films such as I Shot Fesse Fames (1949), Pat
Guarrett and Billy the Kid (1973), and Butch Cassidy and the Sun-
dance Kid (1969) tend to romanticize their subjects more than
biographical films of other personalities.

One of the most popular and logical areas that biopics
have mined has been the area of sports. From Knute Rockne,
All American (1940) to Fim Thorpe—All American (1951), and
from Pride of the Yankees (the Lou Gehrig bio, 1942) to Fear
Strikes Out (the Jimmy Piersall story, 1957), the movies have
found high drama and solid ticket sales in biographies of
famous and/or fascinating sports stars.

Hollywood has gone far afield for its biopic subjects,
making films in the 1950s about fliers such as The Court-Mar-
tial of Billy Mitchell (1955) and The Spirit of St. Louis (the
Lindbergh story, 1957), as well as films about painters, such
as Toulouse-Lautrec in Moulin Rouge (1952) and Vincent Van
Gogh in Lust for Life (1956).

But the film industry discovered a gold mine of subject
matter in its own backyard when it made a biopic about one
of its own. Al Jolson, the famous entertainer who had been
the first talkie star. The film, The Folson Story (1946), was a
smash hit musical. There had been other show business
biopics before, but The Folson Story was such a huge success
that, like Star Wars in a later generation, it acted as a bell-
wether for similar projects. The studios assumed that audi-
ences reacted to the music in The Folson Story and
commissioned a rash of show-business musical biopics based
on popular composers such as Cole Porter, in Night and Day
(1946), and Rodgers and (lyricist) Hart, in Words and Music
(1947), but the big box office went again to the continuation
of the Jolson story, Folson Sings Again (1949).

Show-business biopics, particularly musicals, have been
popular ever since, making up a significant number of the
films in this category in the 1950s with titles including 7he
Glenn Miller Story (1954) and The Benny Goodman Story
(1955) and then reemerging in the last two decades with The
Buddy Holly Story (1978), Loretta Lynn’s saga in Coal Miner’s
Daughter (1980), and the Ritchie Valens biography presented
in La Bamba (1987).

During the 1990s, biopics continued to be made but,
perhaps because of a more cynical era, the pictures have
become more critical of their subjects. For example, unlike
the William Bendix Babe Ruth Story (1948), which presented
a sanitized image of the presumably lovable “Sultan of
Swat,” John Goodman’s role as Babe Ruth in The Babe
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(1992) presents more of a “warts and all” approach, reveal-
ing a flawed but talented athlete. Cobb (1994) presents a des-
picable, paranoid, alcoholic, bigoted, brutal man who
happened to be the best baseball player of all time. The san-
itized treatment still prevailed, however, in films that por-
trayed African-American athletes, such as A% (2002) and The
Hurricane (1999), the latter being the story of boxer Rubin
“Hurricane” Carter.

In the field of politics, Oliver Stone deconstructed Nixon
in 1995, revealing more about the former president than
most people probably wanted to know. One of the “founding
fathers” apparently fathered an illegitimate child, according
to the Merchant-Ivory Fefferson in Paris (1994). Oliver Stone
also gave an unsanitized portrait of the dissenting Vietnam
War veteran Ron Kovic in Born on the Fourth of Fuly (1989)
and of rock star Jim Morrison in The Doors (1991).

Biopics treating artists took differing approaches, as sig-
naled, for example, by Robert Altman’s Vincent & Theo
(1990), which was as much about Van Gogh’s brother as
about the painter himself. Pollack (2002) presented Ed Har-
ris as a self-destructive but clearly talented painter. Hilary
and Fackie (1998) featured Emily Watson as the talented cel-
list Jacqueline Du Pré, whose career was destroyed by mul-
tiple sclerosis; the film deals frankly with the sometimes
mean-spirited competition between Jacqueline and her sis-
ter, as well as the bonding that finally takes place. One of the
Oscar contenders for 2002 was the biopic Frida, starring
Salma Hayek as Mexican artist Frida Kahlo and Alfred
Molina as the famous muralist Diego Rivera; they were
directed by Julie Taymor. The film doesn’t shirk from pre-
senting the tempestuous relationship between two unfaithful
spouses and the political turmoil and violence of the times.
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The subjects of biopics have been as wide-ranging as famous scientists, statesmen, and baseball players. Hollywood has also had an
understandable propensity for making biopics based on the lives of show business people, as evidenced by Clint Eastwood’s highly
regarded depiction of musician Charlie Parker’ life in Bird (1988). (PHOTO © WARNER BROS., INC. COURTESY OF MALPASO)



BIRTH OF A NATION, THE

D. W. Griffith’s epic The Birth of a Nation (1915) was a milestone in the development of film art. President Woodrow Wilson was
quoted as saying that it was “like writing history in lightning.” (PHOTO COURTESY OF THE SIEGEL COLLECTION)

(One of Frida’s lovers was Leon Trotsky, who was later assas-
sinated in Mexico.)

In these and other such features, there was a clear trend
toward honesty and authenticity, however scandalous the
lives treated might have been. In some cases, the subjects
have been potentially maligned; in others, the films have
reflected a new tolerance for alternative lifestyles and flam-
boyant behavior. When Hollywood made films about itself in
the past, they were rarely critical. But in Ed Wood (1994), Tim
Burton revealed the seamy side of the street, and Johnny
Depp flamboyantly played the cross-dressing Ed Wood, the
director of terrible “B” films. Later, in the award-winning
Gods and Monsters (1998), Ian McKellan played Hollywood
director James Whale as a charming homosexual seducer. In
earlier decades, such material would not have been tolerated.

See also MUSICALS; SPORTS FILMS.

Birth of a Nation, The D. W. GRIFFITH’s controversial
1915 masterpiece that revolutionized the art of filmmaking

was based on the Reverend Thomas E. Dixon’s novel, The
Clansman, which had been turned into a play. Both the novel
and the play, which offered a southerner’s view of Civil War
history, enjoyed considerable popularity in the early years of
the 20th century. Griffith, a southerner, bought the film
rights from Dixon for $2,500 and a guarantee of 25 percent
of the profits (should there be any).

According to one of the stars of the film, LILLIAN GISH,
there was no script for The Birth of a Nation. “He [Griffith]
carried the ideas in his head.” Conceived by Griffith and shot
by his longtime cameraman, G. W. “BILLY” BITZER, the movie
was an immense undertaking, made on a grander scale than
any American movie of the time. But more important, it was
the first feature film in which the plot was advanced through
a flow of cinematic images; there was nothing static about
this film—the camera was not merely the passive recorder of
staged scenes. This new, relatively sophisticated form of
moviemaking had a stunning impact on the art of the film.

Perhaps the greatest single technique employed by Grif-
fith in The Birth of a Nation was his use of editing. In the dra-
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matic conclusion of the film, he constantly intercut between
two scenes, showing first a close-up shot of Lillian Gish and
Miriam Cooper in dire straits at the hands of an evil black
man and his minions (depicted with outlandish racism by
Griffith) and then the ride of the Ku Klux Klan (coming to
the rescue, much like the cavalry in later westerns). Content
aside, Griffith’s juxtaposition of images for various lengths of
time brought a heightened dramatic tension to the climax
that could have been created only on film.

Though The Birth of a Nation was attacked in some quar-
ters for its racism, the film brought a new level of respectabil-
ity to the movie medium. After all, before Griffith’s film, very
few important people had deigned to comment on the sub-
stance of a movie. But that changed forever; The Birth of A
Nation was the first film ever screened at the White House.
In fact, President Woodrow Wilson was quoted as saying, “It
is like writing history with lightning.”

The public was as mesmerized as the president. The film
was a gigantic hit, grossing more than $18 million and earn-
ing a profit of $5 million. Its financial success had a marked
effect on the business of filmmaking. The feature-length
film, as we know it today, had arrived and was embraced by
the masses. The era of the two-reeler as a movie mainstay
had come to an end. Some 80 years later, as a sign of the
times, Griffith’s name was stripped away from the Directors
Guild Award originally named to honor him, in the ostensi-
ble interest of “political correctness.”

See also BITZER, G. W. “BILLY”; GRIFFITH, D. W.

Bitzer, G. W. “Billy” (1874-1944) George William
Bitzer, a former electrician, became one of the most impor-
tant cameramen in Hollywood history. Bitzer was both a
technical innovator and an artist who teamed with D. Ww.
GRIFFITH to make some of the most influential movies of the
silent era.

A true pioneer in the film business, Bitzer was learning
about the camera as early as the 1890s, shooting footage of
William McKinley’s acceptance of his party’s nomination for
president in 1896 and capturing on film the famous Jeffries-
Sharkey championship boxing match in 1899. Later, he
joined the Biograph film company, working as a jack-of-all
trades but principally handling the camera.

In 1908, when D. W. Griffith began his directorial career
at BIOGRAPH, he often relied on Bitzer’s advice and expertise.
Out of that early association grew a collaboration that lasted
16 years. Together, Bitzer and Griffith changed the face of
filmmaking with movies such as Fudith of Bethulia (1913), The
Birth of a Nation (1915), Intolerance (1916), Broken Blossoms
(1919), Way Down East (1921), and America (1924).

Bitzer, often at the instigation of Griffith, created origi-
nal camera techniques such as the close-up, the fade-out,
soft-focus photography, and backlighting, to name just a few
of his innovations. Bitzer even helped invent a 3-D process
that was popular for several years in the early 1920s.

But Bitzer was more than a technical wizard. When he
shot The Birth of a Nation, he consciously tried to recreate the
look of Mathew Brady’s famous 19th-century photographs,

and he succeeded. More astonishing is the fact that he shot
the entire complex epic himself, using just one camera.
Bitzer died in 1944, acknowledged as the leading pioneer
in cinematography.
See also BIOGRAPH; THE BIRTH OF A NATION,; CINE-
MATOGRAPHER; GRIFFITH, D. W.

Blaché, Alice Guy (1873-1968) Not only was she the
first female director in the history of world cinema, she was
also the first woman to own her own film studio in America.
This trail-blazing moviemaker began her career in 1896 as a
secretary with the Gaumont film company in France. There,
she was given the opportunity to write and direct her first
film, La Fée aux Choux (The Cabbage Fairy), in early 1896. If
this date is correct—and there is some dispute on the mat-
ter—she might well have directed the very first film story in
the history of cinema, preceding Georges Mélies’s efforts by
several months.

Born Alice Guy, she married Herbert Blaché, an impor-
tant Gaumont cameraman, in 1907. Together, they traveled to
America where Herbert opened a Gaumont office. By 1910,
Alice had plunged back into filmmaking, opening her own
studio in New York and calling it the Solax Company. Her
first U.S. film, made as both a director and a producer, was 4
Child’s Sacrifice (1910). Her company was initially successful
and her films were highly regarded. In his book Early Women
Directors, Anthony Slide reported that during the years 1910
to 1914, she either directed or supervised the direction “of
every one of Solax’s three hundred or so productions.”

She had built a new studio in Fort Lee, New Jersey, but
was convinced to leave her company and join her husband’s
new firm, Blaché Features, later to become the U.S. Amuse-
ment Company and finally Popular Plays and Players. She
continued to direct without significant interference, however,
until 1917, after which she occasionally directed for other
film companies, making movies such as 4 Sou/ Adrift (1918)
and her last film, Vampire (1920). She was offered other direc-
torial projects, such as Tarzan of the Apes, but with her mar-
riage at an end, she chose to leave the United States in 1922
and return to France.

Alice Guy Blaché tried to break into the French film
industry without success and never directed another movie. It
wasn’t until 1953 that the French government finally
awarded her the Legion of Honor. The American film indus-
try, however, has never bestowed any honor upon one of its
most courageous pioneers.

See also WOMEN DIRECTORS.

black comedy A provocative form of film humor dealing
with subject matter that society generally finds troubling or
distasteful. Its no wonder, therefore, that black comedy
almost always makes audiences uneasy and disturbed even as
they laugh. Black comedy, or dark humor, often revolves
around issues of death and dying, but it can also touch upon
taboo sexual, social, and political issues. What ultimately dif-
ferentiates black comedy from farce is that it doesn’t undercut
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or apologize for itself at the end; to be a full-blooded black
comedy, a film must have the courage of its convictions right
through to its darkly comic finale.

The first Hollywood film to approach black comedy was
ERNST LUBITSCH’s classic 1942 movie about Nazis in
Poland, 7o Be or Not to Be. Screamingly funny, the film was
dark indeed, with a comic character known by the epithet
“Concentration Camp Erhardt.” Despite a happy ending, the
film was condemned as being in bad taste, and it bombed
when it was released in the early years of World War II.

Another black comedy that opened during the war
(although it wasn’t about the war at all) became a huge hit.
Arsenic and Old Lace (1944), based on a hit play of the same
name, depicted two sweet old lady murderers who happily
buried their victims in their cellar. Made by FRANK CAPRA
before he became involved in the war effort, and released
long after it was made, the film was arguably the first genuine
Hollywood black comedy.

Black comedies have rarely been made by Hollywood
studios, which have preferred to entertain rather than dis-
turb their audiences. Only an independent filmmaker such
as CHARLIE CHAPLIN could have made such a dark and
deeply chilling comedy as Monsieur Verdoux (1947), in which
he comically murders rich old women for their money.
Considered a masterpiece today, the film was reviled at the
time it opened.

The 1950s was a time of complacency in America in all
manner of things, including black comedy. It wasn’t until
STANLEY KUBRICK made Dr. Strangelove or: How I Learned to
Stop Worrying and Love the Bomb in 1964 that black comedy was
reborn both critically and commercially. The film remains one
of the most successful black comedies in movie history.

Other black comedies followed but without the same
reception at the box office. The Loved One (1965), a film ver-
sion of Evelyn Waugh’s novel about Hollywood’s peculiar
burial customs, drew a great deal of controversy but didn’t
draw a large crowd.

If there was a golden age of black comedy, it was probably
during the 1970s, and it began with the low-budget release of
two films that quickly became cult classics, Where’s Poppa?
(1970) and Harold and Maude (1971). By the end of the
decade, black comedies were being made with big budgets and
major stars and were big box office, as evidenced by the suc-
cess of such films as the Burt Reynolds movie The End (1978).

The commercial viability of black comedies has spurred
their production, making the genre far more accessible in
the 1980s, as exemplified by such movies as Ruthless People
(1986) and Throw Momma from the Train (1987). One might
even begin to consider black comedy the normal comic fare
of our time.

See also CULT MOVIES; SATIRE ON THE SCREEN.

Black Maria This is the colorful name given to the
world’s first movie studio, a unique building designed by
William Dickson and constructed in West Orange, New Jer-
sey, by THOMAS A. EDISON in 1893. Edison put his invention,
the movie camera, inside this large wooden shack that was

covered inside and out by black tarpaper to keep out all extra-
neous light. The Black Maria also had a movable roof that,
when opened, allowed sunlight to pour down directly onto a
crude stage, and its entire structure was built on tracks so the
building could swivel, following the movement of the sun
(providing the necessary light for shooting). The building
received its name from Edisons’s staff, who likened the dark,
hot, claustrophobic structure to the police vans of the day
that were known by the same descriptive expression.

blaxploitation films Bell-bottom pants, butterfly-col-
lared button downs, Afro hairdos, enormous gold chains,
catchy one-liners, funky soul soundtracks, and damn-The-
Man attitude! If art was ever truly a product of its time, then
the street exploitation cinema of the 1970s deserves a closer
look. Although the ’70s saw the emergence of some of the best
directors and best narrative films in American movie his-
tory—Woody Allen, Martin Scorsese, and Francis Ford Cop-
pola, and movies such as Taxi Driver (1976), The Godfather
(1972), and Apocalypse Now (1979)—there was quite a different
movement afoot. African Americans’ collective feelings of lib-
eration and joy for the legal victories of the 1960s Civil Rights
movement were hampered by the increasing financial divide
between whites living in the suburbs and blacks in the ghet-
tos. Poverty had driven many desperate inner-city residents to
violent criminal lifestyles involving illegal drugs and gangs.
Urban blacks, affected by the overall American feeling of cyn-
icism about the economy and the Vietnam War and frustrated
by daily discrimination and racism, felt angry with white
America, which they believed deliberately kept African Amer-
icans in deep poverty. James Brown, the Isley Brothers, the
Black Panthers, the Nation of Islam, and other black celebri-
ties and organizations helped to mobilize this anger, uncer-
tainty, and cynicism into a communal sense of black pride.
Interest in urban African-American culture was renewed with
a vigor not seen since the Harlem Renaissance. From out of
this turbulent context of social awakening came a new breed
of “B” MOVIE, the blaxploitation genre (ca. 1971-79), which
was marketed toward the young, angry, urban, proud black
community.

Knowing exactly where any genre of B movie gets its
cinematic inspiration from is not exactly rocket science. Cult
phenomena and popular trends are always spawned, first and
foremost, by the pop culture of the times and, second, by all
the popular pulp that has come in previous eras. Therefore,
blaxploitation was rooted in gangster films; crime/film noir
and Japanese yakuza movies; B-horror and kung-fu action
movies almost as much as it was rooted in the socioeconomic
atmosphere of 1970s African-American culture.

Believe it or not, the most influential single ancestor of
blaxploitation was actually a William Cayton documentary
film about the African-American 1908 heavyweight boxing
champion Jack Johnson. The eponymous 1970 film featured
strong elements of black pride and showed the subject of the
film—a bold, brash boxer who married white women despite
the heavy racism of turn-of-the-century America—go
through various stages of his undefeated fighting career and
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antisocial life. At one stage of Johnson’s career, the champ
defeats “the Great White Hope,” Jim Jeffries, in a 1910
match that had European-American fans in an uproar. In a
later part of the documentary, Johnson is convicted for vio-
lating the White Slavery Act because he is blamed for his sec-
ond white wife’s suicide. Another key aspect about Fack
Fobnson in terms of its relationship to later fictional blax-
ploitation films was that jazz innovator Miles Davis wrote the
entire soundtrack for the documentary. The Davis sound-
track was created at the pinnacle of his funk-rock-fusion
experimentation era and featured a famous quote in the cal-
culated, articulate speech of the late boxer:

I’'m black—they never let me forget it.
I’'m black alright—and I’ll never let THEM forget it!
—Brock Peters (Fack Fobnson, 1970)

By all accounts, the first blaxploitation film was Gordon
Parks’s Shaft (1971), which served as the prototype for the
future genre flicks. Shaft featured the superslick, streetwise,
oversexed, angry, proud, strong black male—in this case pri-
vate investigator John Shaft (Richard Roundtree)—as he
worked to solve a problem directly or indirectly caused by
The Man, or “white America.” In this case, Shaft had to res-
cue a woman. Along the way, the title character fought street
gangs, spat in the face of police racism, and loved sexy black
women. Like the Miles Davis collaboration for 7ack Fohnson,
Shaft’s soundtrack was created by a popular funk artist of the
time, Isaac Hayes, and had an infinitely longer lifespan than
that of the film. Even more than 30 years later, the Shaft
theme, which showcases funky guitars and 16th-note high
hats, is instantly recognizable to anyone who has ever seen a
Wendy’s commercial. The formula that Parks created with
Shaft and its sequel Shafts Big Score (1972) would translate
into dozens upon dozens of “B” movies for the remainder of
the decade.

The main theme of blaxploitation cinema always boiled
down to a supercool African-American street hero/antihero
who fights an allegorical fight against the white establish-
ment’s racist oppression. Usually, the object of oppression is
the criminal lifestyle of street gangs; drugs like cocaine and
heroin were commonly judged by many ghetto dwellers to be
a conspiratorial plot by white America to keep blacks in
poverty. However, there were different variations of the
black-versus-white theme other than the typical street gang,
prostitution, and drug-dealing scenarios. Three the Hard Way
(1974) is about three heroes (Jim Brown, Jim Kelly, and Fred
Williamson) who must save the city from a white supremacist
plot to poison the city’s water supply with a toxin that is
harmless to whites but fatal to blacks. In William Crain’s
Blacula (1972) and its sequel Scream, Blacula, Scream! (1973),
a black vampire, Manuwalde (William Marshall), is
unleashed on white neighborhoods in Los Angeles to terror-
ize The Man and make love to mortal women. Finally, the
third installment of the John Shaft trilogy, Shaft in Africa
(1973), does away with subtle socioeconomic allegory, cut-
ting straight to the chase with the hero traveling to the
African continent to break up The Man’s underground inter-
national slave trade.

As mentioned before, male blaxploitation heroes were
often characterized by street smarts, machismo, coolness, and
bitterness toward whites. The hero was usually a special
agent, a private investigator, a cop, a vigilante, or in another
somewhat “legitimate” heroic profession. However, there
were antiheroes in illegitimate, illegal professions—pimping,
drug dealing, and ganglording—who also took the role of the
hip protagonist. In Superfly (1972), cocaine pusher Young-
blood Priest (Ron O’Neal) is threatened by a violent, dark
past that soon catches up to him. Youngblood (1978) followed
the story of a ghetto-dwelling youth (What’s Happening! tele-
vision actor Bryan O’Dell) who joined the Kingsmen, a street
gang ruled by a disgruntled Vietnam veteran. Youngblood
found himself murdering fellow African Americans in the
name of gang warfare while The Man pulled the strings in
the unseen background. Black Caesar (1973) and its continu-
ation Hell Up in Harlem (1973) was a gangland epic about
Tommy Gibbs (Fred Williamson) who fought to take over
the white criminal establishment.

Much as in film noir decades before, women characters in
1970s blaxploitation were categorized into two stereotypes.
The first type—affectionately dubbed “the ho”—was an
unintelligent, uncomplicated main squeeze. The ho’s job was
to be the hero’s love interest and take part in the obligatory
sex scene. The second female stereotype was very similar to
film noir’s dangerous, smart, sassy femme fatale. This other
woman was streetwise, hip, strong, sexy, and usually played
by a genre juggernaut such as Pam Grier or Tamara Dobson.
As opposed to the ho’s supporting-character status, the dan-
gerously hip femme-fatale-like heroine took the center stage
away from her male costars and fought The Man with mini-
mal help from the opposite sex. Jack Hill’s Coffy (1973) would
mark the start of the Hill and Grier collaborations and fea-
tured a strong black woman hero who wreaks revenge against
The Man for killing her sister. In the ridiculously similar Foxy
Brown (1974), another Hill-Grier collaboration, Pam Grier’s
heroine again exacts revenge against her adversaries, this
time for killing her boyfriend. Likewise, Cleopatra Fones
(1973) featured a strong black heroine (Tamara Dobson) who
tried to hamper the drug lord’s opium supply by destroying
Turkish poppy fields.

Cinematically speaking, blaxploitation films were almost
always technically simplistic with basic workable shots and
the occasional kung-fu-styled hyperactive camera montage
work for fight scenes. Note the karatelike essence of the end
scene of Superfly in which Priest literally high-kicks The Man
into submission in his bell-bottom slacks and platform shoes.
Rarely, if ever, was the concept of creating visual art taken
into consideration over fundamental storytelling technique.
For the most part, the amateurish look of blaxploitation
films, combined with the cartoonlike style and jive language
of the 1970s, helped create and maintain the cult audience
that the films still have today.

Perhaps the best parts of *70s blaxploitation films were
the superb soundtracks created by top-shelf funk, soul, and
jazz-fusion musicians. Unlike those of most other films
before and since, these soundtracks were not simply collec-
tions of songs or mere musical ambiance accompanying what
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was happening onscreen but, rather, albums written both for
the movies and as stand-alone records for the artists. For
example, the Fack Fobnson soundtrack was as much of an
album for Miles Davis as was his Bitches’ Brew or Kind of Blue
records, but it was simultaneously written with the docu-
mentary in mind. Similarly, the Isaac Hayes Shaft soundtrack
was arguably the artist’s most popular record of all time and
remains a mainstay in any respectable fan’s funk-music col-
lection. Indeed, Hayes even filmed a popular MTV music
video celebrating the 2000 remake of Shaft, starring Samuel
L. Jackson in the title role.

The list of the musicians who created blaxploitation
soundtracks is like a “who’s who” list at the Rock and Roll
Hall of Fame. The funky, Latin-influenced, rhythm and
blues band War created the score for Youngblood, which fea-
tured spoken quotes sampled directly from the film. Marvin
Gaye composed the Tioubleman (1972) soundtrack whose
theme song became one of the soul singer’s best known sin-
gles. Experimental fusion-jazz cats Roy Ayers and William
Hutch created the music for Coffy and Foxy Brown, respec-
tively. Even the self-proclaimed “Godfather of Soul” James
Brown created two superb soundtracks—Slzughter’s Big
Ripoff (1973) and Black Caesar (1973). But perhaps the great-
est blaxploitation soundtrack of all was the one that
protested, rather than accompanied its subject: Curtis May-
field’s funk masterpiece Superfly.

A devout Christian, Mayfield was legally bound to a
soundtrack deal for the script of an upcoming Gordon Parks
Jr. film, which he had not yet seen. On viewing the violence
and glorification of drug-pushing street life presented in
Superfly, Mayfield was so repulsed that he tried everything to
break the deal. In the end, however, he chose to make it his
mission to use the film’s music to let the audience know that
main character Youngblood Priest was not supercool. Super-
fly’s groundbreaking soundtrack was an audio criticism to
what was being simultaneously shown onscreen. In his signa-
ture silky falsetto, Mayfield sings about how criminal
lifestyles are not the answer to poverty and how drug-dealing
and street vigilantism brings young African-Americans noth-
ing but death. With such song titles as “Eddie, You Should
Know Better,” “Think,” “Little Child Running Wild,” and
“Freddie’s Dead,” the Superfly soundtrack became one of the
finest albums in American rock, funk, and soul history.

The genre of blaxploitation films faded out between 1977
and 1979 with the ushering in of the disco era, with such
groups as the Bee Gees as well as new films such as Saturday
Night Fever (1977) that were targeted toward white audi-
ences. Despite its short lifespan, the genre had important,
lasting contributions to film history and the African-Ameri-
can culture.

One contribution was that inner city blacks were now
considered a viable market for films, television, and novels.
From the 1980s through today, such important films as Men-
ace 11 Society (1993) and Training Day (2001), and such rising-
star filmmakers as Alan and Albert Hughes and Antoine
Fuqua have been introducing audiences to urban American
issues that have not been seriously addressed since Martin
Luther King Jr. was assassinated.

Perhaps the most important effect of blaxploitation was
that filmmakers began to take a serious, realistic view of
ghetto problems and started to examine American race rela-
tions closely. In some ways, this new cinematic forum for
issue examination and debate helped to calm the waves of the
turbulent 1970s. At the time, the assassination of King, the
inequitable financial status of suburbanites and ghetto
dwellers, and the daily struggle with racial discrimination
collectively caused a built-up aggravation with young blacks
during the Vietnam War era. How large a part the film and
music industry played in the evolution of race relations is cer-
tainly questionable and worth further research, but some
believe that art can influence the times, just as the times cer-
tainly influence the art.

blimp A soundproof covering that fits over a camera,
dampening its whir so that microphones will not pick up the
sound of the camera when dialogue is being recorded as part
of a scene. Cameras are designed so that their controls extend
beyond the padding of the blimp, leaving the camera fully
operational when the blimp is in place. A blimp is generally
made of either aluminum or magnesium and is insulated with
rubber and plastic foam. More advanced cameras have
sound-dampening materials built in to their design, and these
cameras are known as self-blimped.

A more flexible form of blimp is known as a barney. In
addition to absorbing sound, a barney is also used to protect
the camera from rain and extreme temperatures.

Blondell, Joan (1901-1979) The workhorse of
Warner Bros., she was an actress who appeared in more than
50 films during the 1930s, in virtually all of which she had sig-
nificant supporting or leading roles. She was cast in so many
films with good reason: Blondell was not only the quintessen-
tial Warner Bros. tough dame who could crack wise without
losing audience sympathy; she was also a versatile actress who
was at home in musicals, crime melodramas, comedies, tear-
jerkers, and even period pieces. With a large, full face and pop
eyes, Blondell was not particularly pretty or sexy, and there-
fore Warners didn’t try to turn her into a romantic leading
lady. Instead, she often played the heroine’s best friend or a
sassy sidekick to a male star. There was hardly any other
actress in Hollywood who was better at being second banana.

A member of a successful vaudeville family, Blondell was
one of the original Katzenjammer Kids, touring with her par-
ents virtually from birth. She was a seasoned performer long
before she reached Hollywood, having worked in Europe,
China, and Australia before she quit the act and began to
appear in stock productions in the United States. She made it
to Broadway in 1927, and during the next three years starred
in several plays, including two with JAMES CAGNEY. One of
these was Penny Arcade, which was bought by Warner Bros.
and filmed as Sinner’s Holiday in 1930 with the original stars.

Blondell and Cagney were often paired together during
the rest of the decade to great effect in films such as Blonde
Crazy (1931), The Crowd Roars (1932), Footlight Parade (1933),
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and He Was Her Man (1934). Other successful pairings were
with Pat O’Brien, Glenda Farrell, and DICK POWELL (to
whom she was married for 10 years, 1936-45).

The economically depressed 1930s were Blondell’s golden
years because she was eminently believable as a streetwise
working girl during a period when almost all women had to
work to make ends meet. But as is often the case, actors tend
to be cited for roles least like the ones they’re known for. Such
was the case for “tough dame” Joan Blondell. She received her
best notices in a precursor to Al About Eve entitled Stage
Struck (1936), in which she portrayed a famous actress in dan-
ger of losing her star status to an ingenue.

Warners’ unwillingness to let her grow into bigger and
better roles like that in Stage Struck eventually drove Blondell
to leave the studio in 1939. She appeared in a great many
more films, including a sequel to Topper (in which she
replaced Constance Bennett), called Topper Returns (1941).

Blondell took off a great deal of time during the war to
entertain the troops and, as a consequence, crippled her own
career. One of her few films during this period was A Tiee
Grows in Brooklyn (1945), in which her performance as Aunt
Cissy was one of her last two great triumphs. The other came
long after the war was over when she made a comeback in
The Blue Veil (1951), a performance for which she received an
Oscar nomination for Best Supporting Actress.

By the late 1950s, Blondell was appearing in character
parts, which she continued to do throughout the 1960s
without very much distinction, although there was a sense
of déja vu when she appeared in a featured role in The
Cincinnati Kid (1965) with another old Warner Bros. star,
EDWARD G. ROBINSON.

Blondell always stayed busy, finding her way into a TV
series, Here Come the Brides, during the late 1960s. As one
would expect of an actress who had worked almost from the
day she was born, Joan Blondell worked virtually until the time
of her death, appearing in small roles in Grease (1978) and The
Champ (1979). Her last film was a Canadian film, The Woman
Inside, that was released in 1981, two years after she died.

Boetticher, Budd (1916-2001) A director whose life
and work were strikingly intertwined, Boetticher, born Oscar
Boetticher Jr. in Chicago, was an apprentice matador in
Madrid in 1941 when he was hired as a technical consultant
for ROUBEN MAMOULIAN’s Blood and Sand, starring TYRONE
POWER. Seduced by the filmmaking business, Boetticher left
the bullring, but the bullring never left Boetticher. The
torero’s way of life continued to influence the rest of his
career both directly and indirectly.

He went to Hollywood and became one of the rare assis-
tant directors to move on to directing his own films. By 1944,
at the age of 28, he was making low-budget movies of no spe-
cial distinction, but in 1951 he made a largely autobiograph-
ical film called The Bullfighter and the Lady. The success of
that film gave him the opportunity to make somewhat
higher-budget films with better casts.

The 1950s was the heyday of the western, a genre partic-
ularly close to Boetticher because of the link between the

lonely gunman and the matador who faces danger all alone.
He made several westerns, such as The Cimarron Kid (1951),
Horizons West (1952), and The Man From the Alamo (1953).

In 1955, he returned yet again to the bullring for the
story of The Magnificent Matador; but the movie was not a
critical or popular success.

But from 1956 to 1960, Boetticher made his mark as a
director of distinction in a series of westerns starring RAN-
DOLPH SCOTT. The films, known as the “Ranown cycle”
(because the movies were produced by the team of Randolph
Scott and his partner Harry Joe Brown), were a distillation of
the fundamental elements of the western: honor, pride, and
machismo, with a marvelous simplicity that suggests both the
style and themes of the work of Ernest Hemingway.

The first film Boetticher made with Scott, Seven Men
From Now (1956), was not technically a Ranown production,
but it set the series tone and style. The rest of the Ranown
films were The Tall T (1957), Decision at Sundown (1957),
Buchanan Rides Alone (1958), Ride Lonesome (1959), and
Comanche Station (1960).

The westerns were short, simple, and elegantly directed.
All of the films were commercially successful and came to be
viewed critically as the apotheosis of the western genre.

At the height of his career, Boetticher suddenly left Hol-
lywood to make a documentary about the famous Mexican
matador Arruza. He expected that it would take roughly six
months to a year to make this film that was so close to his
heart—instead, he worked on it for nearly eight years. Dur-
ing that time he lost his wife and his fortune; he was thrown
in jail, spent time in an insane asylum and nearly died. He
weathered the deaths of every member of his film crew
including that of Arruza, himself, just a few months after
filming was finished, but he never gave up on his movie.
Later, when asked why he risked everything to make Arruza,
Boetticher replied: “Wouldn’t it have been a wonderful thing
if the director of The Agony and the Ecstasy had Michelangelo
instead of Charlton Heston?”

Though virtually forgotten in Hollywood, he returned
there with his finished documentary, Arruza (1968), and tried
to pick up where he had left off. But Hollywood had changed
in his absence. The western, his speciality, was losing favor as
a viable commercial genre. He managed to direct one west-
ern, A Time for Dying (1969), and was supposed to direct
Clint Eastwood and SHIRLEY MACLAINE in yet another based
on his own story, Two Mules for Sister Sara (1970), but he was
dropped in favor of DON SIEGEL. In 1988 Boetticher
appeared in Robert Towne’s Tequila Sunrise.

Boetticher never duplicated the success of his Ranown
films. His career stalled, but Arruza still stands as a monu-
ment to artistic commitment.

See also WESTERNS.

Bogart, Humphrey (1899-1957) Born to a prosper-
ous New York family, young Humphrey DeForest Bogart
lived a life very dissimilar to that of the hard-bitten hoodlums
and toughs he later played on the screen. After serving on a
merchant ship during World War I (during which he received
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Ever the tough guy, Humphrey Bogart is the desperado
Duke Mantee in a publicity still for The Petrified Forest
(1936), the movie that finally established him in Hollywood.
(PHOTO COURTESY OF MOVIE STAR NEWS)

the distinctive wound to his lip that gave his face so much
character), he went into the theater. In his early stage career,
he usually played callow society types. Photos of him from the
1920s show a young man with striking Valentino-like good
looks. After he attained stardom, Bogart often joked that he
was the kind of stage actor who would enter a scene with a
tennis racquet in his hand, calling out “Iennis, anyone?”
When the sound revolution hit Hollywood in the late
1920s, the film studios needed actors who could talk: Broad-
way was the answer. It was in that atmosphere that Bogart was
signed by Fox. His first feature-length film was Up the River
(1930), in which he had a substantial role. But his parts kept
diminishing in size. He appeared in a total of 10 films between
1930 and 1934; the most interesting among them is Three on a
Match (1932), in which he played a gangster for the first time.
Here one can catch an early glimpse of his tough-guy persona.

With his career seemingly going nowhere, Fox let Bogart
go. A failure in the movies, he went back to Broadway. It was
here that he had his first big break. He landed the supporting
role of Duke Mantee in Robert Sherwood’s The Petrified For-
est. The hit play starred LESLIE HOWARD, and when Warner
Bros. bought the rights to the story, they wanted the famous
actor to play the lead. But they didn’t want Bogart. Leslie
Howard, however, insisted that Bogart be cast or else he
wouldn’t make the film. Warners finally relented and, when
the film was released, Bogart received raves for his electric
performance. As a result, Warner Bros. signed Bogart to a
long-term contract. Further, Bogart later named his first
child (with Lauren Bacall) Leslie, in honor of the man who
helped make him a star.

From 1936 through 1940, Bogart played a variety of
roles, from gangsters in melodramas such as Bullets or Ballots
(1936) and San Quentin (1937) to well-meaning heroes in
such films as Marked Woman (1937) and Crime School (1938).
Whenever Bogart had a leading role, it was either in support
of another more famous actor or actress or in a low-budget
movie for which Warners could find no other actor in their
stable. Thus he appeared in The Oklaboma Kid (1939) and
Virginia City (1940), two westerns for which he was thor-
oughly miscast. Even more striking was his being cast as a
zombie with a white streak through his hair, making him look
like a skunk, in The Return of Dr. X (1939). But when Bogart
had a good role during these difficult years, he made the best
of it. He gave a strong performance in Black Legion (1937) as
an ordinary working man who falls under the spell of a hate
group patterned after the Ku Klux Klan. As a gangster com-
ing home in the classic Dead End (1937), he steals the movie
from its star, JOEL MCCREA.

Before he became a star, Bogart made 29 films during his
second stint in Hollywood. The breakthrough occurred with
High Sierra (1941). The lead role of gangster “Mad Dog”
Roy Earle was first offered to GEORGE RAFT, but Raft turned
it down because he didn’t want to play a character who dies
on screen. It was then offered to PAUL MUNI, who turned it
down because George Raft turned it down. The other
Warner stars, JAMES CAGNEY, JOHN GARFIELD, and EDWARD
G. ROBINSON, weren’t going to star in a film that both
George Raft and Paul Muni had refused. That left Bogart.
Under the direction of action expert RAOUL WALSH, Bogart
created a tough guy of touching vulnerability, a new kind of
hero—the ANTIHERO.

JOHN HUSTON had written the screenplay of High Sierra,
and soon thereafter the young writer was given a chance to
direct his first film. He chose The Maltese Falcon and he
requested Bogart for the lead. He got him, and the film was
a smash hit.

As Sam Spade in The Maltese Falcon (1941), Bogart
became a solidly bankable Warner Bros. star. But he was an
action star and had yet to prove himself as a romantic leading
man. There was some doubt in Hollywood that he could
make the leap. But then came Cuasablanca, directed by
MICHAEL CURTIZ in 1942. Starring opposite INGRID
BERGMAN at her most beautiful, Bogart’s performance (he
was nominated for an Academy Award) further refined the
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definition of antihero and made him a full-fledged movie star
of the first magnitude. It’s worth noting, however, that
RONALD REAGAN was offered the part of Rick Blaine but he
turned it down. Bogart’s career was advanced by default yet
again, but the result was what many people consider Bogart’s
quintessential performance.

Bogart’s enduring fame during and after his lifetime is
due both to his screen persona and to his good fortune at
having worked with some of Hollywood’s greatest directors.
He worked, for instance, with HOWARD HAWKS in 70 Have
and Have Not (1944) and The Big Sleep (1946) and NICHOLAS
RAY in In a Lonely Place (1950). But most important, Bogart
worked with John Huston, not only in The Maltese Falcon but
also in five other top-notch films: Across the Pacific (1942), The
Trreasure of the Sierra Madre (1947), Key Largo (1948), The
African Queen (1952)—for which he won an Academy Award
as Best Actor—and Beat the Devil (1954). Every one of the
collaborations between Huston and Bogart were either criti-
cally or commercially successful, or both.

Bogart took many chances with his career in the late
1940s and up until his death from cancer in 1957. Nonethe-
less, he had very few flops. In The Two Mrs. Carrolls (1947) he
played a psychopathic painter trying to kill his wife (BARBARA
STANWYCK). In The Caine Mutiny (1954) he gave a remark-
able performance as Captain Queeg, a bully falling apart
under the strain of leadership. In The Desperate Hours (1955)
he played a heavy not unlike the character of Duke Mantee
that launched his career 20 years earlier.

Bogart’s personal life was as rocky as his early film career.
In 1926 he married a popular stage actress named Helen
Menken. The marriage lasted barely a year. In 1928 he mar-
ried yet another Broadway actress, Mary Phillips. This
union lasted much longer—until 1937. He married Mayo
Methot soon thereafter, but the marriage ended in divorce
after Bogart met and fell in love with Lauren Bacall during
the filming of 7o Have and Have Not. In 1945, Bogart mar-
ried Bacall and the two collaborated in several hit films (The
Big Sleep, Dark Passage, and Key Largo), as well as in raising
their two children.

See also ANTIHEROES; BACALL, LAUREN; CASABLANCA;
DEAD END; THE MALTESE FALCON.

Bogdanovich, Peter (1939—- ) He was the first Amer-
ican film critic to become a director. Critics FRANK S. NUGENT
and James Agee had previously crossed over to the creative
side of the film business to write screenplays, but Bogdanovich
made the biggest splash of the three as a writer-director.

It seems only fitting that Bogdanovich, a lover of Holly-
wood’s golden era, was born in 1939, the year most critics
claim as Hollywood’s greatest. In the early 1960s, he began to
write about the movies, creating monographs for the
Museum of Modern Art on ORSON WELLES (1961),
HOWARD HAWKS (1962), and ALFRED HITCHCOCK (1963).

His first hands-on work was with ROGER CORMAN on The
Wild Angels (1966). Although his screen credit was that of assis-
tant director, he recalled that his actual work on the film was
“a twenty-two week paid course on just about everything you

could do in a picture: scouting locations, writing script, direct-
ing, getting laundry, acting, cutting, and doing sound work.”

Like so many others before him, Bogdanovich learned
the film business by working for Corman, and it was Corman
who also gave him his next big break, the chance to write and
direct his own film. Corman even put up his own money for
the project: $130,000. The film was Targets (1968), starring
BORIS KARLOFF. The film was a sleeper, attaining cult status
as a cleverly constructed movie that used the iconography of
its star to wonderful effect. Its success brought Bogdanovich
to the edge of mainstream filmmaking.

His next movie, The Last Picture Show (1971), which was
based on a novel by Larry McMurtry, was hailed by critics
and audiences. Bogdanovich was compared to the young
Orson Welles; his career went instantly into high gear. The
following year he wrote and directed What’s Up, Doc? (1972),
another huge hit. Paper Moon (1973) followed and did equally
well. And then the bottom began to fall out.

His next two films starred his girlfriend, actress Cybill
Shepherd, whom he had met during the filming of The Last
Picture Show. Daisy Miller (1974) was murdered by the critics,
and audiences stayed away. At Long Last Love (1975) was an
even greater critical disaster, and it was one of the worst flops
of the 1970s. Bogdanovich tried to recoup with Nickelodeon in
1976, but it turned into another bomb. A low-budget movie,
Saint Fack (1979), did even worse business than Nickelodeon.
They All Laughed (1981) was yet another nail in the director’s
coffin. Its failure was all the more painful due to the murder
of one of the film’s stars, Dorothy Stratten, who was also
Bogdanovich’s girlfriend.

Both professionally and emotionally shattered, the boy
wonder was written off as a Hollywood comet that had sim-
ply burned out. He struggled for another chance, and finally
scored with Mask (1985), starring Cher. The film was highly
praised and highly attended. Illegally Yours (1988) was not. He
married Stratten’s teenage sister, Louise, in 1988, but they
divorced in 2001.

During the 1990s Bogdanovich turned again to Larry
McMurtry, adapting Texasville (1990), followed by a flop, The
Thing Called Love (1993). In 1992 Bogdanovich’s book This Is
Orson Welles was salvaged by Jonathan Rosenbaum and pub-
lished; it is an invaluable source of information about the
director. His continuing fascination with Orson Welles led to
a documentary, The Battle over Citizen Kane (1996), and a fea-
ture film, Cat’s Meow (2001), about a 1924 scandal involving
William Randolph Hearst, Charlie Chaplin, Marion Davies,
and the supposedly murdered Thomas Ince. A film scholar
and historian as well as a director, Bogdanovich has made tel-
evision movies and documentaries on Hollywood personali-
ties, including On Cukor (2000), Howard Hawks, American
Artist (1997), and Ben Fohnson (John Wayne’s perpetual side-
kick). His book Who the Devil Made It (1997) contained inter-
views with major film directors such as Hitchcock, Hawks,
Lumet, and Preminger. In 2002 he cohosted the television
special celebrating the American Film Institute, AFIs 100
Years . . . 100 Passions. In addition to his film activities, he has
also done some acting, playing a psychiatrist on the popular
HBO series The Sopranos in 2000.
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Bonnie and Clyde A controversial hit film of 1967,
directed by ARTHUR PENN, starring WARREN BEATTY and FAYE
DUNAWAY. Based loosely on the lives of the depression-era
bank robbing team of Bonnie Parker and Clyde Barrow, the
movie was part comedy and part tragedy. It drew huge audi-
ences and both hostile and glowing reviews because of its star-
tling, violent ending. Some found the violence gratuitous, while
others thought it was an honest reflection of American society.

Regardless of its violence, Bonnie and Clyde is notable for
a great many other reasons. The film’s lighting was more tex-
tured, darker-hued than most previous Hollywood films, and
the cinematographer, Burnett Guffey, won an Oscar for his
work. The role of Bonnie Parker made Faye Dunaway a star
in her very first year as a movie actress; GENE HACKMAN
received his first serious notice for his work in the film, and
GENE WILDER made his film debut in a small role. Perhaps
most interesting of all, Bonnie and Clyde was the first of sev-
eral successful films produced by Warren Beatty.

The Flatt and Scruggs score, DEDE ALLEN’s editing, and
the superb supporting players (including Estelle Parsons,
who won an Oscar, and Michael J. Pollard) all made for a top-
notch film. The script, by David Newman and Robert Ben-
ton, with uncredited assistance by Robert Towne, was right
on target, expressing a desperate love story between two peo-
ple who had nothing in their lives except each other.

It’s interesting to note that in the original script Clyde
was homosexual. The script was changed to make Clyde het-
erosexual, with impotence being ascribed to his difficulty in
making love to Bonnie, who had a much greater sexual
appetite. The change helped make Clyde a more sympathetic
character to mainstream audiences, yet added a note of sex-
ual realism that was rarely exhibited in American movies.

The script for Bonnie and Clyde bounced around for five
years before Beatty bought the rights for $75,000. But before
Beatty owned it, both Francois Truffaut and Jean-Luc
Godard each nearly directed it. The film, as directed by
Penn, had a somewhat European sensibility to it, no doubt
showing the earlier directors’ influence on the script.

boom operator The person who manipulates the
extendable rod (known as a boom) by which a microphone is
dangled above an actor (or actors) during a scene. The boom
operator must not only have a steady hand but also a consid-
erable knowledge of the script of a scene because it may be
necessary to move the microphone from above one actor to
another at the precise moment when the first actor finishes
speaking lines. The boom operator must also know the lens
being used by the camera operator and judge how high or
low the microphone can be held without it dipping into the
viewing range of the camera. And, finally, the boom operator
must be familiar with the principles of lighting because the
boom or the microphone, if moved without proper care,
might cast a shadow on the set.

Booth, Margaret (1900-2002) If not the most
famous EDITOR within the industry, she was certainly the

editor with the longest career, having begun as an assistant
editor in 1921 at LOUIS B. MAYER’s studio before the
merger in 1924 that created Metro-Goldwyn-Mayer. She
stayed with Mayer, joining MGM and becoming a premier
editor there during the late 1920s and throughout the
1930s. Her instincts were so highly regarded that she was
promoted to supervising film editor for MGM in 1939. Her
influence as a smooth, story-oriented editor can be seen in
that studio’s fluid, nonintrusive cutting throughout its
golden years and right up until 1968, when she finally left
MGM not to retire but to freelance successfully for more
than another decade.

Among some of the earliest films for which Booth
received sole credit as an editor were Memory Lane (1926),
The Gay Deceiver (1926), and A Lady of Chance (1928), the last
of which was also the first sound film she cut.

Her reputation continued to grow at MGM as she edited
its most important female stars such as Greta Garbo in Susan
Lenox—Her Fall and Rise (1931) and Camille (1937), Jean
Harlow in Bombshell (1933), and Joan Crawford in Dancing
Lady (1933). Her standing at MGM was such that by 1935,
she was handed the assignment of editing the studio’s biggest
film of the year, Mutiny on the Bounty, even though it was not
considered a “woman’s movie.”

When Booth returned to active editing (as opposed to
supervising) in the late 1960s, she masterfully cut John Hus-
ton’s minor boxing masterpiece, Fat City (1972), and edited
one of the great love stories of the 1970s, The Way We Were
(1973). Among her later films were a solid stretch of Neil
Simon comedies, The Sunshine Boys (1975), Murder by Death
(1976), California Suite (1978), and Chapter Two (1979).

In 1977, the Academy of Motion Picture Arts and Sci-
ences belatedly gave Booth a Special Oscar for her impressive

body of work.

Borgnine, Ernest (1917- ) A barrel-chested charac-
ter actor and star who came to prominence playing bullies
but who soon created an image as an everyman. Although he
has rarely carried films on his own, he has consistently played
leading or important supporting parts. In a movie career that
began in 1951, Borgnine has always been in demand, appear-
ing in more than 60 movies, as well as having had a signifi-
cant career in television.

Born Ermes Effron Borgnine in the United States, his
mother brought him to Italy during his early childhood but
he returned to America to finish his education. After gradu-
ating from high school, Borgnine joined the navy, rising to
the rank of chief gunner’s mate after 10 years of service.
When he decided to become an actor, he enrolled in the Ran-
dall School of Dramatic Arts in Hartford, Connecticut. His
first professional job was at the Barter Theater in Virginia,
where he painted scenery and drove a truck as well as acted.

His career took a leap forward when he made his Broad-
way debut as the hospital attendant in Harvey. His success on
the New York stage led to more than 200 live television per-
formances on such prestigious shows as G.E. Theater and
Philco Playhouse.
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His first film role was in China Corsair (1951), and with
his size, fleshy face, and gapped teeth, he was pegged as a vil-
lain, a role he assumed in a number of films, most notably (as
“Fatso”) in From Here to Eternity (1953), Vera Cruz (1954),
and Bad Day at Black Rock (1955).

After starring in a TV production of Marty, the story was
made into a motion picture. He played the title role again,
and the film was the sleeper hit of 1955, winning four Oscars,
including Best Actor for Borgnine. His sympathetic portrayal
of the shy, aging butcher who lived at home with his mother
established Borgnine as both a versatile and likable performer
with whom audiences have forever felt at ease.

His career began to slide in the late 1950s and early
1960s, and he had to go to Italy to find work. But in the early
1960s he rebounded when he starred in the hit TV series
McHule’s Navy as well as a film of the same name based on the
show in 1964.

At the height of his second wave of popularity during
the latter half of the 1960s, Borgnine became a favorite of
action directors such as Robert Aldrich and Sam Peckinpah.
As a result, he lent his considerable presence to such mem-
orable films as The Flight of the Phoenix (1965), The Dirty
Dozen (1967), The Wild Bunch (1969), and Emperor of the
North (1973).

Borgnine was noteworthy in popular if lesser films such
as Willard (1971), The Poseidon Adventure (1972), Law and
Disorder (1974), and Escape From New York (1981), but his
movie appearances grew less frequent during the latter half
of the 1970s and during the 1980s as he devoted more time
to starring in TV movies and appearing as a guest star on

Ernest Borgnine, seen here in his Academy Award-winning
role in Marty (1955), has usually worked in support of other
stars. But his distinctive presence can be seen and felt in a
great many of Hollywood’s most memorable movies.
(PHOTO COURTESY OF ERNEST BORGNINE)

prime-time shows, as well as costarring in his own TV
series Airwolf.

Between 1981 and 2003 Borgnine appeared in 16 televi-
sion films, most notably Dirty Dozen: The Next Mission (1985)
and Dirty Dozen: Fatal Mission (1988). His later feature films
include The Opponent (1989), Lazer Mission (1990), Gattaca
(1997), and The Long Ride Home (2001).

Borzage, Frank (1893-1962) 1In a directorial career
that began in 1916 and ended in 1959, he was the undisputed
master of romantic movies for a 15-year span beginning in
the late 1920s and lasting until the early 1940s. Borzage pio-
neered the use of soft-focus photography, giving a shimmer-
ing glow and imbuing a romantic aura to his best films. Other
directors made love stories, but Borzage’s films dramatized
the sacrifices, needs, and struggles of young lovers. His films
were marked by a richness that put them a cut above the
usual sentimental “weepies” of his time.

He began his Hollywood career as an actor in 1912 play-
ing villains. By 1916, he had become a leading man who often
directed himself in films such as That Gal of Burke’s (1916) and
The Silken Spider (1916). Near the end of the 1910s, he began
to concentrate on directing and, after making more than 30
movies, had his first major directorial hit with Humoresque
(1920), which presaged his later success in the romance genre.

Borzage became a major director by the end of the silent
era, when he made the lushly romantic Seventh Heaven
(1927), for which he won his first Best Director Academy
Award. It marked the beginning of a long and rarely inter-
rupted streak of films dealing with lovers who often create
their own private, desperate worlds against backdrops of war,
depression, and illness. In light of the contemporary view
that films of the 1930s always seem to have happy endings,
Borzage’s movies come as a surprise because they often end
in tragedy. Among his many hits were Bad Girl (1931), for
which he won his second Best Director Oscar, A Farewell to
Arms (1932), a movie many consider the best film adaptation
of any of Hemingway’s novels, Man’s Castle (1933), Little
Man, What Now? (1934), which was an early anti-Nazi film
with a transcendent romance, History Is Made at Night (1937),
Three Comrades (1938), and The Mortal Storm (1940).

The harsh, immediate realities of World War II worked
against Borzage’s particular brand of romanticism. It wasn’t
acceptable for young lovers to cut themselves off from the
war to enter their own little world. The director never fully
adapted to the era and movies such as Seven Sweethearts
(1942), His Butler’s Sister (1943), and Till We Meet Again
(1944) weren’t up to his usual high standards.

He made just four films during the second half of the
1940s, the best of them a richly romantic love story called I've
Always Loved You (1946). By the end of the decade he was
making good, if minor, melodramas such as Moonrise (1948),
after which he retired from the screen until 1958 when he
directed China Doll, a critical and box-office flop. It was fol-
lowed by his last movie, The Big Fisherman (1959), a biblical
tale that barely hinted at Borzage’s once great ability as a
director of film romance.



BOW, CLARA

The “It” Girl, Clara Bow, had “it” for only a short while.
The depression brought a swift end to the flapper age that
she so wonderfully represented. (PHOTO COURTESY OF
MOVIE STAR NEWY)

Bow, Clara (1905-1965) The “It” Girl, the movie star
who personified the Jazz Age with her emancipated, flapper
style, Clara Bow didn’t so much act as play herself, and it is
only fitting that F. Scott Fitzgerald, the literary lion of the
Jazz Age, wrote one of her films, Grir (1924).

Bow was born in Brooklyn to a poor family. After winning
a movie fan-magazine beauty contest, she went to Hollywood.
With the nickname of the Brooklyn Bonfire, she managed to
land small parts—and a lot of them. She appeared in 14 films
in 1925, and by the end of the year, she was often working as
the lead. Her popularity was growing, but it wasn’t until
Mantrap (1926) that she suddenly became a red-hot star. The
“It” Girl was born.

The “It” that Clara Bow possessed was sex appeal. Men
went to see her in the movies because she was brazen. At the
same time, Bow wasn’t a vamp. She wasn’t out to destroy
men; she only wanted to have a good time, and women in the
audience responded to her on that basis, copying her clothes,
hairstyle, and makeup.

In subsequent hit films such as It (1927), Rough House
Rosie (1927), and Dangerous Curves (1929), she dashed about
the screen in search of handsome men, money, and a grand
old time. In fact, she was so popular that she was often cast in
nonstarring roles in some films just so that her name could be
used on the marquee. For instance, she supported EDDIE

CANTOR in his first film, Kid Boots (1926), and appeared in the
1927 hit Wings, which starred GARY COOPER.

Clara Bow worked with other stars besides Cooper (with
whom she is rumored to have had an affair). In the course of
her career, she shared the screen with Lionel Barrymore (see
THE BARRYMORE DYNASTY), Ricardo Cortez, WARNER BAX-
TER, WILLIAM POWELL, and FREDRIC MARCH, among others.

Her popularity carried her into the sound era with films
such as Tirue to the Navy (1930) and Her Wedding Night
(1930). She was rolling along with an income of $5,000 per
week when disaster struck. Leading a life not unlike those
depicted in her movies, she was involved in a series of scan-
dals concerning adultery, bribery, blackmail, and drugs that
turned her audience against her. Her career took a nosedive.
“It” was gone.

Clara Bow appeared in a few films in the 1930s, but oth-
erwise disappeared from view. In 1960, though, she made
news when she announced, “I slip my old crown of ‘It’ Girl
not to Taylor or Bardot but to Monroe.”

Clara Bow died in 1965. The movies had lost their first
sex symbol.

Boyer, Charles (1897-1978) With his deep voice,
French accent, and dreamy eyes, he became known to Amer-
ican audiences as “The Great Lover.” Boyer, however, was
more than dark, handsome, and charming; he was also a very
good actor who was capable of playing historical, comical,
and villainous characters, as well as his more famous
Valentino types. Later in his career, he was an accomplished
CHARACTER ACTOR. Though he appeared in a great many
movies outside of the United States (principally in his native
France), his international reputation rested on his Holly-
wood films, the best of which were made during the late
1930s and the first half of the 1940s.

Boyer studied acting at the Paris Conservatory after
completing his education at the Sorbonne. While still at the
Conservatory, he was offered his first film role, a modest
part in L’Homme du Large (1920). Throughout most of the
1920s, though, Boyer worked mainly on the stage, becom-
ing a lion of the Paris theater world. His film appearances
became more frequent near the end of the decade when
MGM took notice of him and bought his contract from the
German film company UFA. At first, he made French ver-
sions of American movies, but he was soon given a chance
at stardom in the United States with the lead in The Mag-
nificent Lie (1931) and The Man from Yesterday (1932).
Unfortunately, he didn’t click with audiences, and he was
relegated to playing Jean Harlow’s chauffeur in Red Headed
Woman (1932).

The actor was fed up with Hollywood, and he returned
to France, where he was a major star. Two years later, after
making such films as Thunder in the East (1934) and Liliom
(1934), Boyer returned to America to give Hollywood
another try in Caravan (1934). The movie bombed, and
Boyer was ready to return to France once again. However,
he was convinced to play a featured role in Private Worlds

(1935). Finally, he had a hit.
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He made several films of ever-increasing popularity,
among them The Garden of Allah (1936), History Is Made at
Night (1937), and Conguest (1937). But the film that made
him a superstar and earned him the title “The Great Lover”
was Algiers (1938). Though he never said “Come with me to
the Casbah” in the movie, that the phrase became legendary
suggests something of the impact of Boyer’s allure.

Boyer’s career continued to thrive in films such as Love
Affair (1939), All This and Heaven Too (1940), and Back Street
(1941), and despite the fact that he was beginning to show his
age, he was perfectly believable as the gigolo husband trying to
drive Ingrid Bergman insane in Gaslight (1944). It was also one
of his last great roles, although he was quite good in the less
successful Confidential Agent (1945) and Cluny Brown (1946).

His movie career dipped in the later 1940s thanks to films
such as A Woman’s Vengeance (1947) and Arch of Triumph
(1948). Wisely, he turned to character parts, aging gracefully
in movies both in the United States and France such as The
Thirteenth Letter (1951), The Earvings of Madame de (1953),
Around the World in 80 Days (1956), Fanny (1960), Is Paris
Burning? and Barefoot in the Park (1967), The April Fools
(1969), and his last movie, 4 Matter of Time (1976).

Boyer was active in areas outside the movies. In 1952 he
was one of the founders of T'V’s Four Star Television, appear-
ing in many of their small-screen productions. In addition, he
acted on the stage in Paris, New York, and London.

Disconsolate over the death of his wife, English actress
Pat Paterson, Boyer committed suicide two days later, taking
an overdose of sleeping pills.

Brackett, Charles See WILDER, BILLY.

Brando, Marlon (1924-2004) Considered by many
to have been the greatest American actor of the postwar era,
Brando with his diction and sheer animal magnetism helped
to create a new kind of naturalistic movie actor. His success
opened the door for such other actors as Paul Newman,
James Dean, and Rod Steiger.

Born Marlon Brando Jr., he was nicknamed Bud so as not
to be confused with his salesman father. His mother had been
an amateur actress who once trod the boards with a young
HENRY FONDA at the Omaha Community Playhouse. After a
rebellious childhood and spotty education, Brando left home
for New York in 1943, although not, at first, with the inten-
tion of becoming an actor. Extreme nearsightedness and a
badly damaged knee (from a high school football injury) kept
him out of military service, and he bounced from one odd job
to another. Without any previous theatrical experience, he
decided to follow his sister Jocelyn’s lead and study acting.
Quite by chance, his dramatic coach was Stella Adler, a
highly respected teacher who helped develop Stanislavsky’s
method style of acting in America. Eventually, Brando would
become the premier method actor of his time.

His stage career began in 1944 with appearances in plays
such as Morning Telegraph and Twelfth Night. His first impor-
tant role, however, was Nels in I Remember Mama. Later

came a series of roles in unsuccessful productions such as
Truckline Cafe, Candida, and The Eagle Has Two Heads (with
Talullah Bankhead, who unsuccessfully tried to seduce him
and, later, had him fired).

The year 1947 was critical for Brando. He met ELIA
KAZAN, joined the Actor’s Studio, and eventually won the
role that catapulted him to stardom. Kazan cast and directed
him in the role of Stanley Kowalski in Tennessee Williams’s
A Streetcar Named Desire. The stage role was originally
intended for John Garfield, but Brando had his chance after
the older actor scored a big hit in the movies with Body and
Soul (1947). Brando soon became the toast of Broadway as
the brazenly appealing, torn-T-shirted Stanley. During the
run of the play, the actor’s nose was broken in a backstage
accident. He chose not to have it fixed, believing his face to
be more masculine with its new flaw.

Brando’ critical and popular success in Streetcar led to
movie offers. He turned down a seven-year contract from
MGM, content to pick his own projects on a freelance basis.
His first choice was The Men (1950), a serious, downbeat film
about crippled war veterans. The movie was admired by the
critics but ignored at the box office.

While Streetcar turned Brando into a stage star, the movie
version in 1951, also directed by Kazan, turned him into a
major film star. His association with Kazan during these early
years was propitious. Except for The Wild One (1954), Kazan
directed the actor in his most important early hits, including
Viva Zapata! (1952) and On the Waterfront (1954).

The role of Terry Malloy in Waterfiont, originally
intended for Frank Sinatra, was the high point of Brando’s
film career. Though nominated for an Academy Award for
roles in A Streetcar Named Desire, Viva Zapata!, and Fulius
Caesar (1953), he won the Best Actor Oscar for his perform-
ance in Waterfront.

Always a fascinating actor regardless of the vehicle,
Brando surprised audiences by starring in the musical Guys
and Dolls (1955). In spite of cries of “sellout” on the tongues
of the intelligentsia, the actor went on to choose increasingly
eclectic roles ranging from comedies, such as The Teabouse of
the August Moon (1956), to big-budget spectacles, such as the
ill-fated remake of Mutiny on the Bounty (1962).

Unlike most other major stars, Brando reveled in playing
villains in any number of films, among them The Ugly Amer-
ican (1963), The Chase (1966), Burn! (1969), Apocalypse Now
(1979), and The Formula (1980).

Difficult to direct, he directed himself in One-Eyed Facks
(1960) with mixed results. A moody piece, it holds up well
today despite its slow pace and self-indulgent touches, prin-
cipally because of Brando’s ever-surprising performance. It
was not a hit at the box office, however, and, in fact, neither
were many of Brando’s films during the rest of the 1960s. Yet,
despite such flops as Morituri (1965) and others, his reputa-
tion was still such that Charlie Chaplin chose to direct him in
A Countess from Hong Kong (1967). Unfortunately, it was not
a success for either Chaplin or Brando.

In 1972, Brando resurrected his career with his memo-
rable performance as Don Corleone in FRANCIS COPPOLA’S
THE GODFATHER. Winning the Oscar for Best Actor, he sent
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Marlon Brando, in his first Oscar-winning performance, as
the former boxer/longshoreman who “coulda been a
contender” in Elia Kazan’s On the Waterfiont (1954).
(PHOTO COURTESY OF MOVIE STAR NEWS)

a Native American surrogate to the awards celebration to
announce that he would not accept the statuette in protest of
America’s treatment of its native people, an event that has
since become part of Hollywood lore. In that same year, he
electrified audiences with his sexual derring-do in Bernardo
Bertolucci’s X-rated film Last Tango in Paris. Since that water-
shed year, however, the actor was rarely seen on screen.
Except for a bizarre performance opposite Jack Nicholson in
The Missouri Breaks (1976), he was content to accept hefty
sums for small featured roles in films such as the 1978 Super-
man (for which he was paid more than $3 million for a dozen
days’ work, a fee that made him—at the time—the industry’s
highest-paid actor). He also had a small but critical role in
Francis Ford Coppola’s Apocalypse Now (1979), heightening
the movie’s powerful and haunting climax.

After flopping with George C. Scott in The Formula
(1980), a film in which he reportedly chose to have his lines
broadcast into his ear through a hearing aid rather than learn
them, he all but disappeared from public view. Amid rumors
of his ballooning weight, the actor remained in relative
seclusion on his South Sea island until he resurfaced and
acted for free in an antiapartheid movie titled A Dry White
Season (1989).

During the 1990s, Brando staged a comeback, starting
first with his parody of the Don Corleone character in The

Freshman (1990), followed by his cameo as the inquisitor
Torquemada in Christopher Columbus: The Discovery (1992)
and his role as a burned-out clinical psychologist in the
peculiar romantic comedy Don Juan De Marco (1994).
Brando made an indelible impression playing the mad
experimental scientist in an updated adaptation of the H. G.
Wells novel The Island of Dr. Moreau (1996), directed by
John Frankenheimer. This, too, was a peculiar but memo-
rable role. As Frankenheimer’s biographer Gerald Pratley
wrote, “Whatever one thinks of Brando’s peculiar creation
of Moreau (a cross between Gilbert and Sullivan and Orson
Welles), it can at least be said that we’ve never seen the
‘mad scientist’ portrayed in this manner before.” Less
memorable were the films Brando made later in the decade:
The Brave (1997), Free Money (1998), and Autumn of the
Patriarch (1999). He died in 2004.

brat pack A loose grouping of young, mostly teenage,
actors who rose to fame together in a series of youth-oriented
films during the early to mid-1980s. The name brat pack was
coined in 1985 by writer David Blum in an article in New York
magazine. The inspiration for the name came from the old
HUMPHREY BOGART—inspired RAT PACK of the 1950s (subse-
quently taken over by FRANK SINATRA and his cronies). Of
course, brat pack inferred that the members of this media-cre-
ated club were all of rather tender age.

The core of the brat pack came to mass attention in
FRANCIS FORD COPPOLA’ failed film version of S. E. Hin-
ton’s novel The Outsiders (1983), which featured the ensemble
work of Matt Dillon, C. Thomas Howell, TOM CRUISE,
Ralph Macchio, Emilio Estevez, Patrick Swayze, and Rob
Lowe. St. Elmo’ Fire (1985), another movie of young adult-
hood angst, helped expand the pack with the addition of Ally
Sheedy, Judd Nelson, Andrew McCarthy, DEMI MOORE, and
Mare Winningham. Other teenage-oriented films brought
young actors such as Timothy Hutton, SEAN PENN, and
Molly Ringwald into the group.

Unlike members of the earlier rat pack, who met regu-
larly and referred to themselves as members of a clan, the
brat packers were merely a large pool of variously talented
individuals, some of whom were friends and all of whom
tended to resent being referred to as members of the club.

Many of the actors in the so-called brat pack did, how-
ever, stick together and help each other’s careers, fostering
the impression of a closely knit group.

A surprising number of these young actors have put their
careers on a solid footing, and many of them may be around
for a long time to come.

breakaway prop Any object deliberately created by a
property department to be easily broken upon impact with-
out harming anyone coming in contact with it.

Breakaway props are usually items such as bottles, win-
dows, chairs, and tables. They are principally used in action
films, such as in westerns, where there are fight scenes involv-
ing actors being hit on the head and thrown across rooms.



BRIDGES FAMILY, THE

breakdown The job of distilling all the elements of the
script and reorganizing them for the purpose of creating the
most efficient and economical shooting schedule possible.
The breakdown, usually performed by the ASSISTANT DIREC-
TOR, consists of taking scenes out of their sequence in the
script and grouping them together in categories such as night
scenes, crowd scenes, a series of scenes that require a certain
actor who may be available only for a short time, scenes that
take place on one particular set at different times in the film,
and so on. The breakdown gives the director the opportunity
to choose the order in which he or she will shoot scenes in

the film.

Brennan, Walter (1894-1974) One of the most
memorable of Hollywood’s CHARACTER ACTORS, he usually
played old codgers, even as a relatively young man. Appear-
ing in excess of 100 movies in a career that spanned more
than 50 years, Brennan made history as the first actor to win
three Academy Awards, all of which were won in a five-year
stretch between 1936 and 1940.

Although Brennan often played simple country folk, he
had studied engineering before finally settling on an acting
career. After playing in road shows and appearing in vaude-
ville without any great success, he decided to give moving
pictures a chance. His experience on the stage was only good
enough to put him on the fringe of the movie business, work-
ing as an extra and occasional stuntman, often in westerns.

In the latter half of the 1920s he finally began to receive
billing for small roles in films such as The Ridin’ Rowdy (1927)
and The Ballyboo Buster (1928). For the most part, the roles
stayed small, and the movies he appeared in were thoroughly
forgettable. By the mid-1930s, however, he began to appear
in better films. For instance, he had a tiny role in Bride of
Frankenstein (1935) and still larger roles in The Man on the
Flying Trapeze (1935) and Barbary Coast (1935).

His big breakthrough came in Come and Get It (1936), for
which he won his first Academy Award for Best Supporting
Actor. From that point on, Brennan began to appear more
regularly in top-flight movies with good directors and (most
importantly) good scripts. He won his second Oscar for his
supporting role in Kentucky (1938), and was especially
poignant as the vulnerable villain Judge Roy Bean in The
Westerner (1940), for which he won his third Oscar in support
of Gary Cooper.

Oscars notwithstanding, Brennan’s movie career peaked
in the 1940s, not the late 1930s. His most memorable sup-
porting roles were in such classics as Meet Fobn Doe (1941),
Sergeant York (1941), Pride of the Yankees (1942), To Have and
Have Not (1944), My Darling Clementine (1946), and Red River
(1948). Perhaps his most impressive performance was in
Swamp Water (1941), in which he had a lead role in the first
film Jean Renoir directed in America.

Brennan worked steadily throughout most of the 1950s in
increasingly minor movies, with the exceptions of Bad Day at
Black Rock (1955), The Far Country (1955), and Rio Bravo
(1959). With his film career fading, he wisely agreed to star
in the TV series The Real McCoys in 1957 (which ran through

the 1963 season), a role that brought him more fame than his
movies ever had.

Becoming more of a TV star than a movie actor, Bren-
nan’s appearances on film throughout the 1960s and the early
1970s were mostly minor affairs except for featured roles in
How the West Was Won (1962), Those Calloways (1965), and
Support Your Local Sheriff (1969). Brennan’s last movie was
Smoke in the Wind (1975), released after his death.

Bridges family, the A modern acting dynasty founded
by father Lloyd Bridges (1913-1998) and sustained by two of
his three sons, Beau Bridges (1941- ) and Jeff Bridges
(1949- ). Lloyd had only modest success as a film actor,
becoming far more famous as a T'V star, but his two sons have
had substantial movie careers, with Beau developing from
child actor to leading man to character actor, and Jeff becom-
ing a bona fide movie star almost from the very beginning of
his days in front of the camera in the early 1970s.

Lloyd Bridges was a stage actor during the 1930s, making
an impressive debut on Broadway in a radical interpretation
of Othello late in the decade. Tall, blond, and handsome, he
was a natural for the movies. By 1941 he was acting in films,
making his movie debut in The Lone Wolf Takes a Chance. For
the most part, he appeared in supporting roles in minor films
such as Two Latins from Manbattan (1941) and Alias Boston
Blackie (1942), but he also showed promise in more important
movies, including Here Comes Mr. Fordan (1941), Talk of the
Town (1942), Sabara (1943), and A Walk in the Sun (1945).

Bridges was given better roles, if in lesser movies, during
the second half of the decade, often in westerns. His most
notable role in the early 1950s was in support of Gary
Cooper in High Noon (1952). It was a role of deep significance
because the film was intended as a subtle statement against
the paralysis exhibited by the country in the face of
McCarthyism. Ironically, Bridges became a witness for the
House Un-American Activities Committee in the early
1950s. He admitted to being a communist during the 1930s,
and he named others in Hollywood who had also flirted with
left-wing politics, many of whom were then blacklisted from
the industry.

Bridges went on to make a great many films during the
next several decades, few of them of any merit. He earned his
fame as the star of the syndicated TV series Ses Hunt during
the 1950s. His film career was resurrected during the 1980s
when he gave two hilarious performances in key supporting
roles in the comedy hits Airplane! (1980) and its sequel, Air-
plane II (1982), as well as a highly praised performance in
Cousins (1989). Like actor Leslie Nielsen, Lloyd Bridges
opted for comic roles during the 1990s, including Foe vs. the
Volcano (1990), the popular Honey, I Blew Up the Kids (1992),
Hot Shots! Part Deux (1993), in which he reprised his role in
the popular TV series, Sea Hunt, and Mafia! (1998), a spoof
of the Godfather films.

Beau Bridges, born Lloyd Vernet Bridges III, was very
effective as a child actor in, among other films, Force of Evil
(1948) and The Red Pony (1949). But Beau was more inter-
ested in basketball than in acting, and he pursued an athletic
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career until his lack of height (he’s 5'9") forced him to reset
his goals. He began to act again in the early 1960s but with-
out much success, until the latter part of the decade when he
began to receive favorable reviews in films such as The Inci-
dent (1967), For Love of Tvy (1968), Gaily, Gaily (1969), and
The Landlord (1970). Winsome and convincing, the actor dis-
played a youthful vulnerability in these films, but despite
good notices, few were successful at the box office. Although
he appeared in fine movies such as Lovin’ Molly (1974), he was
soon being cast in supporting roles in vehicles for other stars,
most notably for Richard Pryor in Greased Lightning (1977),
Dick Van Dyke in The Runner Stumbles (1979), and Sally
Field in Norma Rae (1979).

During the 1980s, he often appeared in TV movies as
well as in feature films. He can be seen in movies such as Love
Child (1982), Heart Like a Wheel (1983), and The Hotel New
Hampshire (1984), to name just a few. Beau Bridges played
Nixon in Kissinger and Nixon, winning an Emmy Award in
1996 for his performance. Among his other television
appearances were Without Warning: The Fames Brady Story
(1991) and the CBS television series The Agency (2001-03), in
which he played the director of the CIA. He has won three
Emmy Awards and two Golden Globes.

Meanwhile, Beau’s younger brother, Jeff, has had an elec-
tric career that began almost from his first performance.
After his film debut in Halls of Anger (1970) at the age of 21,
the taller and more rugged looking Bridges boy gained
national recognition in Peter Bogdanovich’s sleeper hit, The
Last Picture Show (1971). Nominated for a Best Supporting
Actor Academy Award for his performance in that film as a
charming bad boy, he continued to enhance his likable wise-
guy image for a good many years to follow.

Although not all of Jeff’s subsequent movies were hits, a
surprisingly large number of them were favorably received
and had cult followings, among them John Huston’s Faz Cizy
(1972), The Last American Hero (1973), Rancho Deluxe (1975),
and Hearts of the West (1975).

Jeff Bridges is a strong actor who proved that he could
hold his own with Clint Eastwood in Thunderbolt and Light-
foor (1975). His reputation as an actor and as a potential major
star were such that he was later given the lead role in the ill-
advised remake of King Kong (1976). He survived that deba-
cle and went on to solidify his acting credentials in films such
as Stay Hungry (1976), Somebody Killed Her Husband (1978),
and Winter Kills (1979). Then he appeared in yet another dis-
aster, Heaven’s Gate (1980), but that bomb didn’t destroy his
career either. Several years of flops during the early 1980s,
however, nearly did the trick. Cutter and Bone (1981), Kiss Me
Goodbye (1982), The Last Unicorn (1982), Tion (1982), and
Against All Odds (1984) were all box office duds. It wasn’t
until he gave a charming and effective performance in the sci-
ence fiction/comedy hit Starman (1984) that his career began
to soar again.

In more recent years, he has been in several critical
and/or box-office winners such as 7agged Edge (1985), The
Morning After (1986), Francis Ford Coppola’s Tucker: A Man
and His Dreams (1988), and The Fabulous Baker Boys (1989),
with brother Beau. During the 1990s, Jeff Bridges appeared

in several films, the most notable of which were The Fisher
King (1991), the American remake of The Vanishing (1993),
Blown Away (1994) with his father, Walter Hill’s western Wild
Bill (1995), Ridley Scott’s sea adventure White Squall (1996),
the Coen brothers’ The Big Lebowski (1997), and the political-
paranoia thriller Arlington Road (1999). In 2000 Jeff Bridges
earned an Oscar nomination for his role in The Contender,
plying the president of the United States. This was followed
in 2001 by Ian Softley’s peculiar alien visitation film, K-PAX,
and a galloping good performance in Seabiscuit (2003).

Broadway The relationship between the American the-
ater and Hollywood goes back much further than the much-
ballyhooed talent raids made on the stage with the advent of
the talkies. Since the mid-1910s, the American theater—par-
ticularly Broadway plays and (later) musicals—has been a sig-
nificant source of story material, writers, directors,
producers, and actors for the movies.

Originally, during the years of the nickelodeons, the
legitimate theater and the movie industry had little in com-
mon. Plays had rather complex plots and were geared toward
an educated, affluent audience. Movies that were no longer
than two reels in length were limited in their storytelling
ability and appealed to the poorer masses who couldn’t afford
the price of admission to a play. This division between the
theater and the movies was changed forever when ADOLPH
ZUKOR bought the rights to show the French production of
the filmed play Queen Elizabeth (1912), starring the renowned
Sarah Bernhardt. He premiered the movie in Broadway’s
Lyceum Theater and made a fortune. His movie company,
Famous Players, with the motto “Famous Players in Famous
Plays,” began the successful Hollywood onslaught into the
domain of the legitimate theater.

Feature-length motion pictures that told intricate stories
competed directly with the theater. Their lower admission
price was a considerable advantage. Theater road shows were
severely affected by the new competition as large, new movie
theaters (as opposed to nickelodeons) and ornate movie
palaces were built across the country. Robert McLaughlin
reports in his book Broadway and Hollywood that in 1912 there
were 205 road-show companies on tour in the United States.
By 1918, that number had dropped to 41, and by the mid-
1930s, the figure fell to an average of 20 road shows, a num-
ber that has remained relatively constant up to the present.

Producing plays without a guarantee of significant road-
show income made the financing of plays a good deal more
difficult. Enter the motion picture companies, which realized
that Broadway was no longer their competition but a rela-
tively inexpensive proving ground for future film stories and
talent. During the 1910s and 1920s, a great many hit plays
were purchased and filmed with reasonably good box-office
results, and stage stars such as the Barrymore clan were lured
to the coast in great abundance. To be on the inside track of
new plays and new stars, film studios had representatives at
opening-night performances of virtually every major (and
most minor) Broadway plays. By the early 1920s, many stu-
dios began to put up their own money to produce plays in
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New York, thereby obtaining the film rights for much less
than they might have to spend in an open bidding war with
other studios.

Then came the talkies. The demand for directors who
understood the power of the spoken word led to the hiring of
a great many Broadway directors such as GEORGE CUKOR and
ROUBEN MAMOULIAN. Legitimate stage actors were hired in
huge numbers. Actors such as PAUL MUNI, EDWARD G.
ROBINSON, HUMPHREY BOGART, MELVYN DOUGLAS, LESLIE
HOWARD, and KATHARINE HEPBURN represent just a few of
the countless performers who were discovered on the stage.

Upward of 25 percent of the plays produced during the
1930s were bought by the movie studios. Making a film based
on a hit Broadway play improved the status of motion picture
companies, and it also ensured a certain measure of commer-
cial success.

While many powerful and controversial plays were
watered down in their film adaptations, especially during the
1930s and 1940s, the challenge of television in the 1950s
made movie moguls rethink their relationship to the theater.
The film industry slowly began to realize that the controver-
sial elements in stage plays might be just what was needed to
draw audiences away from the pap on TV. Suddenly, there
were filmed adaptations of surprisingly sophisticated and con-
troversial plays such as A Streetcar Named Desire (1951), The
Member of the Wedding (1953), and The Country Girl (1954).

At the same time, movie companies also attempted to
outmaneuver TV by making big-budget musicals. Many of
these, such as Oklabhoma! (1955), South Pacific (1958), and West
Side Story (1961), were based on hit Broadway musicals.

Movies based on Broadway plays and musicals continued
to comprise a significant portion of Hollywood’s output dur-
ing the 1960s and early 1970s, with productions such as The
Sound of Music (1965), Whos Afraid of Virginia Woolf? (1966),
Fiddler on the Roof (1967), and a prodigious number of Neil
Simon comedies.

The rights to big Broadway musicals were expensive, and
the cost of producing the films was high. Though Funny Girl
(1968) and Cabarer (1972) were both critical and box-office
hits, a series of major flops such as Finian’s Rainbow (1968),
Sweet Charity (1969), Hello, Dolly! (1969), On A Clear Day You
Can See Forever (1970), and Man of La Mancha (1972) cooled
Hollywood’s ardor for Broadway musicals.

But even as Broadway temporarily lost some of its appeal
to Hollywood, Off-Broadway provided not only fresh, inno-
vative story ideas but also a fresh crop of writers and movie
stars. For instance, the Off-Broadway movement brought
Beth Henley’s play Crimes of the Heart to the screen in 1986,
gave playwright John Patrick Shanley the opportunity to
write Moonstruck (1987) (and win a Best Original Screenplay
Oscar for his efforts), and provided the stepping stone for
David Mamet to script the celebrated The Untouchables (1987)
and write/direct the successful House of Cards (1987) and
Things Change (1988).

Among recent actors to achieve Hollywood stardom after
their Off-Broadway successes are WILLIAM HURT, Christo-
pher Reeve, AL PACINO, Jeff Daniels, and Sam Shepard, who
is also an acclaimed playwright.

See also ALTMAN, ROBERT; THE BARRYMORE DYNASTY;
FAMOUS PLAYERS; MUSICALS; SIMON, NEIL.

Broderick, Matthew (1962- ) A charming and
engaging thespian who has proven to be both a popular per-
former as well as a serious actor. More boyish than hand-
some, Broderick established himself in the 1980s as a star of
youth-oriented movies, but he was destined to emerge as a
young-adult leading man in the years to come. Unlike many
of his contemporaries, Broderick has worked steadily in the
theater, gaining immeasurable acting experience as well as
the applause of critics who have admired both his talent and
his willingness to occasionally eschew Hollywood’s riches.

The son of the late actor James Broderick (best known as
the father in the TV series Family), he grew up among actors
and understood the demands of his craft. He made his film
debut in a modest part in NEIL SIMON’s Max Dugan Returns
(1983), one of the playwright-screenwriter’s few flops. In that
same year, however, Broderick had the lead role in a surprise
hit, War Games, propelling the young actor into early stardom.

He followed that success with Ladybawke (1984), a suc-
cessful fantasy that proved the drawing power of his name at
the box office. He surprised many by choosing to star in the
clearly uncommercial, low-budget Horton Foote film 1918
(1984) but was well received by the critics.

Broderick spent a great deal of his time during the 1980s
acting on Broadway, playing a supporting role in Torch Song
Trilogy and starring in two of Neil Simon’s autobiographical
plays, Brighton Beach Memoirs and Biloxi Blues. He also trod
the boards Off-Broadway, starring in Horton Foote’s The
Widow Claire, among other Foote projects.

If Broderick didn’t star in a lot of movies, he generally
made the ones he did choose to appear in count. He scored
big with JOHN HUGHES’s Ferris Bueller’s Day Off (1986), a
movie that may have been the actor’s farewell to teen roles.
In addition, after patching up a quarrel with Neil Simon, he
starred in the hit film version of Simon’s Biloxi Blues (1988).
He also reprised his role in the film version of Harvey Fier-
stein’s Torch Song Trilogy (1988). His only major flop was Pro-
ject X (1987), a rather endearing film that nonetheless failed
to win either critical or audience favor.

In 1987, while he was on vacation in Ireland, his career
was nearly cut short by tragedy, when he was involved in a
traffic accident that caused the death of two people. The
actor reportedly caused the accident by driving his vehicle on
the wrong side of the road. Broderick was later fined for
being at fault but was not imprisoned. After recovering from
his own injury (he broke a leg), he eventually resumed acting.

By 2002 Broderick had made 26 movies, starring in 22 of
them. Among these assignments, he did voice-over work in
The Lion King (1994) and starred with Jim Carrey in The
Cable Guy (1996). He played the commander, Robert Gould
Shaw, in Edward Zwick’s Civil War drama, Glory (1989).
Usually given likable roles in comedies such as The Freshman
(1990), Out on a Limb (1992), and The Night We Never Met
(1993), Broderick continued to develop his skills, but he
chose problematic roles, which trapped him in a string of
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pictures that were not box-office successes, such as the poor
adaptation of T. Coraghessan Boyle’s novel The Road to
Wellville (1994). But also in 1994 Broderick played the writer
Robert Benchley to Jennifer Jason Leigh’s Dorothy Parker
in Mrs. Parker and the Vicious Circle, a loser at the box office,
but a critical success.

At the end of the 1990s, he played the world’s top detec-
tive in Inspector Gadget (1998), and in the remake of Godzilla
(1998), Broderick played a wimpy biologist determined to
track down a beast that threatens New York. In Election
(1999) he played a nerdy high school teacher, and in You Can
Count on Me (2000) he played a nerdy, officious bank man-
ager. In 1996 Broderick directed Infinity, as well as playing
the lead role of Dr. Richard Feynman, a nuclear physicist
with the Manhattan Project. He also returned to the Broad-
way stage to costar with Nathan Lane in the hit Mel Brooks
musical The Producers.

Bronson, Charles (1922-2003) He became a star
unexpectedly after his 50th birthday and is proof that the
American public chooses its movie heroes for reasons other
than their good looks. Short and muscular, with a threaten-
ing visage, Bronson captured the imagination of international
movie audiences as a man who could not be pushed around.

Charles Buchinski was the fifth child in a brood of 15.
Three years after his debut in You're in the Navy Now (1951),
the actor changed his name to Bronson because his Eastern
European name was a liability in the Red Scare years of the
early fifties.

With his menacing look, Bronson was often cast as a vil-
lain, but like HUMPHREY BOGART, JAMES COBURN, and LEE
MARVIN, actors who play bad guys occasionally make the leap
to stardom.

Though he didn’t know it at the time, Bronson’s first big
break came when he played a major supporting role in
SAMUEL FULLER’s “B” MOVIE production of Run of the Arrow
(1957). Fuller’s films were gaining in popularity in Europe,
and the movie’s overseas success gave Bronson a modest cult
following. European interest in Bronson grew the following
year when another “B” movie, ROGER CORMAN’s Muachine
Gun Kelly (1958), played in overseas theaters with Bronson in
the title role.

In the late 1950s and throughout most of the 1960s,
Bronson appeared regularly in “A” MOVIES but in supporting
roles. For instance, he was one of The Magnificent Seven
(1960), tried to tunnel his way to freedom in The Great Escape
(1963), and played a suitably dirty character in The Dirty
Dozen (1967). Between his movie career and frequent guest
shots on TV (he even had his own series in the late 1950s, 4
Man with a Camera), his face had become instantly recogniz-
able, even if most people didn’t know his name.

Bronson might have achieved fame much sooner—and he
might have aborted CLINT EASTWOOD’s career in the bar-
gain—had he not turned down the lead in Sergio Leone’s
international hit western, 4 Fistful of Dollars (1964). But star-
dom came to him through yet another Leone epic, Once upon
a Time in the West (1969). Bronson played the role of “Har-

monica,” a mysterious man intent upon revenge for a murder
committed when he was a boy. The character was cooly dan-
gerous, self-contained, yet thoroughly likable. Despite a cast
that included HENRY FONDA, JASON ROBARDS JR., and Clau-
dia Cardinale, Bronson held center stage. The film was a
huge hit outside America. In fact, an international poll in
1972 showed that Bronson was the most popular actor in the
world! Hollywood finally took notice, and starring roles
came flooding in his direction.

The most memorable of his films immediately after his
initial success were Red Sun (1971), Chato’s Land (1972), and
The Valachi Papers (1972), but he also made a number of truly
awful films that diminished his star value.

He needed another hit movie. His masterful performance
in Death Wish (1974), one of the decade’s most controversial
and successful films, restored his preeminence. The story of
a man who takes the law into his own hands by killing New
York City muggers, the film was an angry, frustrated audi-
ence’s dream come true.

Bronson appeared in only a few good movies after Death
Wish. Hard Times (1975) and From Noon Til Three (1976) are
certainly among his best. His career faltered somewhat
despite the making of Death Wish II (1982), Death Wish 111
(1985), Death Wish 1V (1987), and Death Wish V' (1994). With
the last film, the formula, which had earlier been exhausted,
finally died. Another was born, this time for television, with
Family of Cops (1995), in which Bronson played Inspector
Paul Fein; he reprised his Inspector Fein role in Family of
Cops 2: Breach of Faith (1997). Other television films were The
Indian Runner (1991) and The Sea Wolf (1993), an adaptation
of the Jack London novel, in which he played the lead, Cap-
tain Wolf Larsen.

Bronson died of leukemia in 2003.

Brooks, Mel (1926- ) He is an actor-comedian,
screenwriter, director, and producer who has mined the vein
of vulgar comedy with excellent results. Critics often dismiss
his films for their scatological humor, but Brooks has been
one of the most outrageously comic film creators of the last
25 years, stretching the bounds of film humor and creating
several comedy classics in the process. Along with WOODY
ALLEN, Mel Brooks shapes his own comic vision with virtu-
ally complete artistic control.

Born Melvin Kaminsky, he was the son of a process server
who died when Brooks was two and a half years old. He
started his show business career at the age of 14, entertaining
guests around the pool of a Catskill Mountains resort hotel
in upstate New York. After serving in World War II, Brooks
began his stand-up comedy career in earnest, working at sev-
eral Catskill hotels until he met Sid Caesar, who took Brooks
on as a writer for Caesar’s influential TV comedy/variety
series, Your Show of Shows, during the early 1950s. Brooks was
earning $5,000 per week as a writer until the program went
off the air, and then he soon fell into relative obscurity dur-
ing the rest of the 1950s, until he and Carl Reiner released a
record album of their party routine “The Two Thousand
Year Old Man” (played by Brooks). The album, 2,000 Years
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with Carl Reiner and Mel Brooks (1960), and its sequels resur-
rected Brooks’s career.

In the 1960s, he and Buck Henry created the hit TV
series Get Smart, and in the 1970s, Brooks tried again with
the somewhat less successful TV series When Things Were
Rotten. Despite his long association with T'V, Brooks’s best,
most outrageous humor has been exhibited in his movies.

Brooks’s first film was not The Producers, which he made
in 1967, but rather a cartoon he created and narrated called
The Critic (1964), for which he won an Oscar for Best Ani-
mated Short Subject. Brooks’s failed attempts to write for the
legitimate stage during the 1950s and early 1960s were the
likely inspiration for The Producers, a film many still consider
the writer-director’s greatest movie. Its inspired lunacy, cul-
minating in the “Springtime for Hitler” (the original title of
the film) musical number, remains a cinematic milestone in
hilarious bad taste. Brooks won an Oscar for Best Screenplay
for his very first feature-length film; and though it was not an
immediate success at the box office, it has flourished ever
since as a cult favorite.

Brooks wrote and directed The Twelve Chairs (1970),
another very funny film that flopped. It took Brooks four
years to obtain the financing to make his next movie, Blazing
Saddles (1974), but it became the most successful comedy of
its time, earning $45,200,000 in North America alone.

Brooks played a small role in The Twelve Chairs and two
parts in Blazing Saddles, establishing himself as a screen
comedian, but it wasn’t until he took a major role in Silent
Movie (1976) and the lead role in High Anxiety (1977) that
Brooks appeared center stage in his own films. Yet Brooks has
consistently surrounded himself with fine comic actors, using
many of the same people in his films, such as GENE WILDER,
the late Madeline Kahn, the late Marty Feldman, Cloris
Leachman, and Ron Carey.

From the very beginning of his career as a writer-
director, most of Brooks’ films have been parodies of movie
genres. For instance, The Producers made fun of backstage
musicals, Young Frankenstein (1974) horror films, Silent Movie
silent-film conventions (even to the point of eschewing dia-
logue); High Anxiety spoofed Alfred Hitchcock’s movies, His-
tory of the World—Part 1 (1981) lampooned just about every
kind of movie genre, and Spaceballs (1987) sent up science fic-
tion films such as Star Wars.

His latter films have not been terribly successful at the
box office. History of the World—Part I, in particular, was a
major flop. 70 Be or Not to Be (1983), a remake of the 1942
ERNST LUBITSCH classic, had mixed results with both critics
and ticket buyers. Spaceballs (1987) was one of the rare
Brooks films to be reasonably well received by the critics; it
was also his first hit comedy of the decade. Unfortunately,
Life Stinks (1991), was considered a failure, but Brooks was
partly redeemed by Robin Hood: Men in Tights (1993), a film
parody of Errol Flynn’s 1938 “classic” but, surely more to
the point, a parody of the Kevin Costner Robin Hood: Prince
of Thieves (1991), a film that took itself far too seriously to be
a successful swashbuckler. Given his penchant for parody,
Brooks appeared in a cameo role in The Silence of the Hams,
parodying the Jonathan Demme/Thomas Harris horror film

of 1991. Another parody was Dracula: Dead and Loving It
(1995), in which Brooks played Abraham Van Helsing, to
exorcise himself after being both screenwriter and director.
Later films included Screw Loose (1999). During the late
1990s Brooks was also active on television, receiving Emmy
Awards for his performances in the television series Mad
About You.

Brooks has shown another side of his personality as a
film producer through his company Brooksfilm, making
such diverse movies as The Elephant Man (1980) and Solarba-
bies (1986).

In 2002 Brooks reminded Americans of his outsized, out-
rageous comic talents when he repackaged his 1968 hit movie
The Producers as a Broadway production with a cast led by
Nathan Lane and Matthew Broderick. This Tony
Award-winning musical quickly became the hottest ticket on
the Great White Way.

Brooks has been married to actress Anne Bancroft since
1964. It is his second marriage.

Brooks, Richard (1912-1992) A writer-director since
1950, usually of movies with a strong masculine ethic, whose
commercial success was erratic. An independent producer of
his own films since the early 1960s, he tended to make
intense, low-budget movies that have, on occasion, become
major critical and box-office hits. Few Hollywood directors
have stayed the course of independent production as long as
Brooks has. Like Woody Allen, he was secretive about his
work, even to the point of allowing his actors to see scenes
from their scripts only on the day of the shooting.

Brooks arrived in Hollywood through a circuitous route,
having been trained as a journalist and having worked as a
radio news writer. But even as he worked in radio during the
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Richard Brooks was a successful writer-director for nearly
fifty years. His hard-boiled intellectualism earned him the
respect of many critics and his two-fisted filmmaking earned
him a considerable number of hit movies. (PHOTO
COURTESY OF RICHARD BROOKS)
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early 1940s in Los Angeles, he was writing screenplays (in
collaboration) for such minor movies as Sin Town (1942) and
White Savage (1943). Between 1943 and 1945, Brooks served
in the Marine Corps, and out of that experience came his first
novel, The Brick Foxhole, which was turned into the Edward
Dmytryk film, Crossfire (1947). Brooks would later write two
more works of fiction, The Boiling Point and The Producer; the
later novel considered by many to be the best book ever writ-
ten about Hollywood.

When he was discharged from the marines, Brooks
returned to Hollywood, entering a new phase of his screen-
writing career with scripts for such powerful hits as The
Killers (1946), Brute Force (1947), Key Largo (1948), Any Num-
ber Can Play (1949), and Storm Warning (1950).

His success as a screenwriter opened the doors for
Brooks’s entry into the world of writer-director in 1950 with
Crisis. Unfortunately, most of his early efforts were muddled
affairs, except for the solidly made Deadline U.S.A. (1952)
with Humphrey Bogart. Finally, in 1955, he had his first
smash hit, The Blackboard Jungle, a movie that helped make
Sidney Poitier a star while also bringing rock ‘n’ roll to
America’s doorstep with a theme song by Bill Haley and the
Comets, “Rock around the Clock.”

Despite his big breakthrough, Brooks made several clunk-
ers until he had some success in adapting Tennessee Williams’s
Cat on a Hot Tin Roof to the screen in 1958. He followed it with
what many consider to be his finest film, Elmer Gantry (1960),
for which he won an Oscar for his screenplay. He also met and
married one of the stars of the film, Jean Simmons.

In the mid-1960s, after having produced the ambitious
flop Lord Fim (1965), Brooks returned to the familiar world
of male-oriented action films to make one of Hollywood’s
rare latter-day hit westerns, The Professionals (1966). He hit
his stride with the grim adaptation of Truman Capote’s In
Cold Blood (1967). Unfortunately, a string of major bombs fol-
lowed that nearly bankrupted him, including The Happy End-
ing (1969), Dollars (1971), and Bite the Bullet (1975). He saved
his career and his house (which he had mortgaged to provide
financing) with Looking for Mr. Goodbar (1977), a cautionary-
tale-cum-sex-thriller that became a much-discussed hit
movie. It turned out to be his last box-office winner. His sub-
sequent films, Wrong Is Right (1982) and Fever Pitch (1985),
failed to find either critical approval or an audience.

Brown, Clarence (1890-1987) He is best remem-
bered as MGM’s glamour director during the late 1920s and
throughout the 1930s, but Brown was also a director and
sometime producer of movies that dealt with family themes
that were often rich in Americana. He was particularly adept
at developing and showcasing new talent, including that of
GRETA GARBO, CLARK GABLE, and ELIZABETH TAYLOR.

An exceedingly bright young man, Brown was given spe-
cial permission to attend the University of Tennessee at the
age of 15; he graduated four years later with two engineering
degrees. At first he was interested in automobiles, eventually
opening his own car dealership in 1912. The appeal of the
nascent movie business was too strong for him, however, and

he sold his dealership and went to work for director Maurice
Tourneur as an assistant. He stayed with Tourneur for five
years, learning his new craft and gaining particularly valuable
knowledge of lighting effects.

In 1920 Brown made his directorial debut with The Great
Redeemer, produced by Tourneur. It wasn’t until 1922, how-
ever, that he was recognized as a talent in his own right when
he left Tourneur and directed The Acquittal (1923) for Uni-
versal Pictures.

Brown’s reputation continued to grow during the 1920s,
making his mark when he saved Rudolph Valentino’s fading
career with The Eagle (1925). He moved to MGM in 1927,
directing that studio’s most glamorous stars, including Greta
Garbo in Flesh and the Devil (1927). He went on to direct
Garbo in six more films, among them Anna Christie (1930),
Anna Karenina (1935), and Conguest (1937). As the preemi-
nent MGM glamour director, he also worked on a great
many JOAN CRAWFORD movies, including Possessed (1931),
Sadie McKee (1934), and The Gorgeous Hussy (1936).

Brown stayed at MGM until the end of his career in
1952. His ability to light and direct glamour queens with
romantic and mesmerizing chiaroscuro effects was almost a
drawback because the stars he was given to direct were often
more important than the movies themselves. Therefore, in
many respects, his best work could be found not in his star
vehicles but in the movies in which he made new stars, such
as A Free Soul (1931), the movie that helped establish Clark
Gable, and National Velvet (1944), the film that brought Eliz-
abeth Taylor to the attention of the film audience.

Clarence Brown’s glamour projects of the 1930s tend to
obscure his warm family films of the 1940s, such as The
Human Comedy (1943), The White Cliffs of Dover (1944), and
The Yearling (1946). He was also the director of one of Hol-
lywood’s earliest antiracist films, Intruder in the Dust (1949).

The last film Brown directed was Plymouth Adventure
(1952). The following year he produced Never Let Me Go
and then left the business to enjoy a long and comfortable
retirement.

Brown, Jim (1935- ) He was one of football’s most
exciting stars, becoming an actor near the end of his playing
days in the mid-1960s. Ruggedly handsome, Brown quickly
turned into a sex symbol at the same time that he became the
first genuine black action-movie star. In his early film career
he appeared in movies aimed at both black and white audi-
ences, but he soon found his niche in movies directed solely
toward black audiences. His active screen career lasted little
more than a decade, after which Brown became an elder
statesman for blacks in the film industry. He has continued to
work in Hollywood as an adviser and production executive.
Brown’s football career with the Cleveland Browns was
near legendary. He was a powerful running back who played
for the same National Football League team throughout his
entire professional life, from 1957 to 1967, shattering records
and gaining national recognition. While still playing football,
he took a modest role in a western, Rio Conchos (1964), and
showed a great deal of screen presence. He was used to good
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effect in The Dirty Dozen (1967) and then became a full-time
actor in such mainstream films as The Split (1968) and Ice Sta-
tion Zebra (1968). But he gained major attention when he
costarred with another sex symbol, Raquel Welch, in 100
Rifles (1969).

In the early 1970s, Brown had begun starring exclusively
in black action films such as Black Gunn (1972), Slaughter
(1972), Slaughter’s Big Rip-Off (1973), and other low-budget,
fast-paced adventure films that, more often than not, showed
a modest profit during the period of the bigger hit black films
such as Shaft (1971) and Superfly (1972).

He continued to appear in action films during the 1970s,
Fingers (1978) being the most outstanding of these. In 1974
he appeared with Fred Williamson and Jim Kelley, a former
football quarterback, in Three the Hard Way, and the three
starred in Take a Hard Ride (1975) and One Down, Two to Go
(1982). I'm Gonna Git You, Sucka (1988) was a parody of ear-
lier blaxploitation films, and in Original Gangstas (1996) he
was reunited with Williamson and Pam Grier to “do their
thing” as older but equally effective tough people. The 1990s
saw him appearing in Spike Lee’s He Got Game (1998) and in
the critically acclaimed Any Given Sunday (1999), a film about
professional football that must have taken him back to his
own days on the gridiron. His professional exploits were doc-
umented in Fim Brown: All-American (2002).

See also BLAXPLOITATION FILMS; RACISM IN HOLLYWOOD.

Brown, Joe E. See COMEDIANS AND COMEDIENNES.

Browning, Tod (1882-1962) He made his reputation
as a director and screenwriter of the macabre, making many
of Hollywood’s most unsettling horror films of the late 1920s
and early 1930s, including a significant number of the genre’s
early classics. He was, in essence, America’s answer to the
German Expressionist directors of the 1920s, creating a dis-
tinctly dark and forbidding homegrown form of horror that
was notable for both its sympathy toward its grotesque crea-
tures and its exuberant delight in terrifying the audience.

Browning’s early fascination with the grotesque came
after he ran away from home to join a circus when he was 16
years old. Working as a clown and a contortionist, he saw the
dark side of the freak shows and understood the audience’s
lurid interest in all things mysterious and strange. He would
later exploit that interest to the fullest extent that Hollywood
would allow.

After a stint in vaudeville, Browning worked for D. w.
GRIFFITH as both an actor and assistant (working on Intoler-
ance, 1916). In 1917, he directed his first film, 7im Bludso. He
continued directing (and often scripting) films without any
particular distinction for another eight years. In 1925, how-
ever, he found his ideal collaborator in actor LON CHANEY
with whom he made The Unboly Three. This semihorror film,
using the circus as its backdrop, was a huge success. Brown-
ing had found his metier.

The director continued to work with Chaney through the
rest of the decade, making such impressive horror films as

The Black Bird (1926), The Road to Mandalay (1926), The
Unknown (1927), London After Midnight (1927), and Where
East Is East (1929).

Together, Browning and Chaney defined the horror film
genre and planned to continue their work with the arrival of
sound. Chaney was supposed to star in the director’ film ver-
sion of Dracula (1931), but the actor died of throat cancer.
Bela Lugosi, who had played the title role on Broadway, was
the substitute star. The film was a tremendous hit and has
become one of the classic horror films of all time.

After Dracula, Browning found himself at the height of his
powers as a director, both in terms of his skill and his financial
clout within the industry. That power led him to assemble
genuine sideshow performers from circuses and carnivals all
over the world for his most ambitious and most memorable
movie, Freaks (1932). Audiences were both appalled and
repulsed by Browning’s sympathetic portrait of nature’s
grotesques. The film was banned in England and received
very poor distribution in America, but is now a cult classic.

Browning’s career was dealt a blow by the commerecial fail-
ure of Freaks, and he went on to make just four more films,
Fast Workers (1933), Mark of the Vampire (1935), the highly
regarded The Devil Doll (1936), and Miracles for Sale (1939).
He then retired to a reclusive life in Santa Monica, California.

See also DRACULA; HORROR FILMS.

Brynner, Yul (1915-1985) An actor who proved that a
unique appearance can be far more advantageous than con-
ventional good looks. With his trademark shaved head, Bryn-
ner was an international movie star for nearly 30 years.
Intense, sharp featured, with a deep, authoritative voice and
mysterious, virtually unplaceable accent, Brynner had a com-
manding screen presence that was far more memorable than
the vast majority of his movies.

Born Youl Bryner on Sakhalin, an island north of Japan
(near the Siberian coastline), he was of gypsy stock and trav-
eled a great deal in his youth. As a teenager, he was a trapeze
artist in Paris before a fall left him badly injured. After his
recuperation, he became an actor at the Piteoff Repertory
Company in Paris while also studying at the Sorbonne. He
came to the United States in 1940 with a Shakespearean
company and then stayed in America during the war. Fluent
in several languages, he went to work for the U.S. Office of
War Information as a foreign-language radio broadcaster.

After the war, Brynner seemed destined for the stage and
television. He appeared on Broadway in Lute Song in 1946 and
worked extensively in the evolving TV industry. His early
experience with the movies was limited to a single villainous
lead role in the low-budget production Port of New York
(1949), in which he can be seen sporting a full head of hair.

Brynner’s breakthrough came when he was cast as the
king of Siam in the Broadway musical The King and Iin 1951.
Both the show and Brynner were hits, and he recreated his
starring role in the film adaptation in 1956, winning an Oscar
for his performance.

The actor had shaved his head for his role in The King and
L and he kept it bald for the rest of his career. A difficult actor
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to cast, he was nonetheless seen quite often during the rest of
the 1950s in biblical epics and period pieces such as The Ten
Commandments (1956), Anastasia (1956), The Brothers Karama-
20v (1957), The Buccaneer (1958), and Solomon and Sheba (1959).

His films of the 1950s and early 1960s marked the high
point of his popularity, a peak reached thanks to his starring
role in the hit western The Magnificent Seven (1960). After the
big-budget flop Taras Bulba (1962), Brynner’s career began to
slacken. In the middle of the decade he starred in The Return
of the Seven (1966), a tepid sequel to his earlier smash. Soon
thereafter, he moved to Switzerland and started to appear in
foreign films with little distribution in America, such as Tiiple
Cross (1966), The Battle of Neretva (1970), and The Light at the
Edge of the World (1971).

He made a memorable return to Hollywood movie-mak-
ing in a supporting role in the hit suspense film Westworld
(1973), but that success didn’t resurrect his career in Amer-
ica. He ultimately triumphed in a revival of his original hit,
The King and I, playing in sold-out theaters all over America,
including a celebrated run on Broadway.

Brynner died of lung cancer. Along with a number of
other former heavy-smoking celebrities, the actor recorded a
powerful antismoking TV commercial that was scheduled to
air after his death.

Buchman, Sidney (1902-1975) A gifted screenwriter
and successful producer of smart, sophisticated comedies and
adroit dramas during the 1930s and 1940s, his career came to
a sudden and sad end when he was called before the House
Un-American Activities Committee in 1951 and admitted he
had once been a communist. When he refused to betray his
friends and name others whom he knew had once been party
members, he was fined and given a year’ suspended sentence.
Worse, however, he was blacklisted and denied the chance to
work again in the movie industry until the blacklist was
finally abolished in the early 1960s.

Buchman, a failed playwright during the 1920s, got his
first screen credit when he collaborated on the original script
for Matinee Ladies (1927). Not long after talkies arrived, so
did Buchman. He was hired by Paramount to write dialogue
for such films as Beloved Bachelor (1931) and The Sign of the
Cross (1932), but he showed his flair for comedy when he col-
laborated on the script for the Depression-era hit If I Had a
Million (1932).

He worked for Paramount until 1934 when he moved to
Columbia, the studio that would be his home for the next 17
years. He blossomed at Columbia, becoming one of the
foremost screenwriters of the late 1930s and early 1940s
when he either wrote or adapted such films as Theodora Goes
Wild (1936), The Awful Truth (uncredited, 1937), Lost Hori-
zon (uncredited, 1937), Holiday (1938), Mr. Smith Goes to
Washington (1939), Here Comes Mr. Jordan (1941) for which
he won an Oscar, The Talk of the Town (1942), and Sabara
(uncredited, 1943).

After FRANK CAPRA left Columbia, Buchman became stu-
dio boss HARRY COHN’s most trusted adviser and friend. The
screenwriter was given the added responsibility of producing

in 1942 and eventually became Cohn’s right-hand man as assis-
tant production chief. Among his triumphs during the latter
half of the 1940s were the story for the huge hit The Folson
Story (1946) and both the script and production of such films
as A Song to Remember (1945) and Folson Sings Again (1949).

After Buchman was hounded out of Hollywood in 1951,
he made his return as the screenwriter of the thoughtful adult
movie made in England about child molestation, The Mark
(1961). Unfortunately, he followed that project with the trou-
bled Cleopatra (1963). He worked very little thereafter, living
as an exile in Cannes, France, and writing just two more
films, The Group (1966) and The Deadly Trap (1972).

See also THE HOLLYWOOD TEN.

Burns and Allen (George Burns: 1896-1996,
Gracie Allen: 1902-1964) This husband-and-wife
comedy team enjoyed their greatest success in vaudeville,
radio, and TV although they had a notable film career
together during the 1930s.

Gracie played a ditzy woman who thought she was smart,
while George, the straight man, patiently asked questions
that invited her hilarious answers. Their humor derived from
absurd misinterpretations of language and common, every-
day experiences that Gracie transformed according to a com-
ically inspired logic all her own.

Born Grace Ethel Cecile Rosalie Allen, the young come-
dienne, the daughter of a show business family, joined her
parents’ act very early in her life. Meanwhile, George Burns,
born Nathan Birnbaum, one of 14 children, quit school at the
age of 13 to help support his family. He sang in the streets of
New York with his group, the Peewee Quartet, for pennies,
eventually working his way into vaudeville.

Grace and George met on the vaudeville circuit and
formed an act in 1923, marrying in 1926. It’s interesting to
note that originally George was the comic and Gracie the
straight man. When Gracie received laughs just by asking
George questions, George wisely decided that they should
switch roles. By the time they were married, Burns and
Allen had hit the vaudeville big time with their “Lamb
Chop” routine.

Their success in vaudeville led them to Hollywood,
where they made 14 comedy shorts during the 1930s. Their
first feature film appearance was in The Big Broadcast (1932).
The pair played important but supporting characters in vir-
tually all of their 20 feature films. Their most noteworthy
roles were in We’re Not Dressing (1934) and Big Broadcast of
1936 (1935). Supporting Fred Astaire in Damsel in Distress
(1937), they not only provided comic relief, but they also did
a splendid dance routine.

Gracie performed without her husband in two films, The
Gracie Allen Murder Case (1939) and Mr. & Myrs. North (1942).
In the meantime, Burns and Allen had a radio show that ran
from 1933 until 1950, when the program made the move to
television. The Burns & Allen Show aired on TV until Gracie
chose to retire in 1958.

George, who had been in charge of the act and who over-
saw their radio and TV show, went on working as a solo per-
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George Burns was one of the most beloved entertainers in
show business. His suddenly booming movie success as a
senior citizen, after his early stardom with his late wife,
Gracie Allen, in vaudeville, radio, movies, and television, was
just reward for his exquisite comic timing (not to mention
his singing). (PHOTO COURTESY OF GEORGE BURNS)

former, starring in two other T'V series. Then, after a 35-year
absence from the big screen, and more than a decade after
Gracie’s death, George Burns emerged in 1975 as a movie star
in Neil Simon’s The Sunshine Boys. Stepping in to the role orig-
inally intended for his best friend, Jack Benny (who had died
suddenly), George won an Oscar for Best Supporting Actor.
He went on to star in a surprisingly large number of films,
receiving his greatest acclaim for Ob, God! (1977), in which he
played God with endearing comic aplomb. Unfortunately, the
many sequels to the film have not been up to George’s talents.
In addition to his latter-day film work, he has also written best-
selling books, recorded country/western albums, and hosted
TV specials. His last film, Radioland Murders (1994), was con-
sidered clichéd. The year that he died saw the release of the
documentary George Burns, An American Legend.

Burton, Richard (1925-1984) A gifted actor who
rose to fame due to a combination of raw sex appeal, talent,
and his grand romance with Elizabeth Taylor. Burton was
ruggedly handsome and blessed with a mellifluous baritone
that could make the reading of a dictionary sound like poetry.

Many critics lamented the fact that he didn’t live up to his
potential. Nonetheless, he managed to garner six Oscar nom-
inations during the course of his Hollywood career, the first
as early as 1952 for Best Supporting Actor for My Cousin
Rachel (1952). Later, he received Best Actor nominations for
The Robe (1953), Becket (1964), The Spy Who Came in from the
Cold (1965), Who's Afraid of Virginia Woolf? (1966), and Anne
of the Thousand Days (1969).

Born Richard Walter Jenkins, he was the 12th of 13 chil-
dren of a Welsh miner. Raised in dire poverty during the
depression, he took a job as a haberdasher’s apprentice.
Thanks to his dedicated teacher, Philip Burton, he won a
scholarship to Oxford. In tribute to the man who educated
him, Richard took his mentor’s last name when he embarked
on his stage career, which began in 1943 with his perform-
ance in a Liverpool production of Druid’s Rest.

Military service in the Royal Air Force during the years
1944-47 interrupted his early career, but he quickly returned
to acting in 1948. In that year he made his film debut in The
Last Days of Dolwyn, revealing his propensity to flit back and
forth between the stage and the screen, never fully giving
himself to one or the other during the rest of his life.

Despite his burgeoning film career, his reputation was
made in the theater. He starred in The Lady’s Not for Burning
in London in 1949 and Hamlet at the Edinburgh Festival in
1953. Later, in 1960, he starred in the stage musical Camzelor.

While working on the boards, he starred in English films
such as The Woman with No Name (1950) and Green Grow the
Rushes (1951). He arrived in Hollywood in 1952 to star in My
Cousin Rachel. Other leading roles followed in films such as
Prince of Players (1955) and Alexander the Great (1956), but he
was hardly a movie star during the 1950s and early 1960s.
That soon changed.

Burton’s much ballyhooed affair with Elizabeth Taylor
during the making of Cleopatra (1963) turned him into an
international sex symbol. He was Mark Antony to Taylor’s
Cleopatra, and the press went wild with the story. Until then,
Burton was considered the heir to Olivier as England’s great-
est actor. In fact, Olivier sent a wire to Burton on the set of
Cleopatra stating: “Make up your mind, dear heart. Do you
want to be a great actor or a household word?” Burton’s reply
was, “Both.”

Burton and Taylor were each married at the time, he to
his first wife, Sybil Williams, and she to her fourth husband,
Eddie Fisher. They soon divorced their respective spouses
and wed in what became the longest-running and most pub-
licized Hollywood romance of all time. They later separated,
divorced, and remarried, only to divorce again.

Burton joined Taylor in a number of movies throughout
the 1960s and early 1970s, including The VI.Ps (1963), The
Sandpiper (1965), The Comedians (1967), Boom! (1969), and
Hammersmith Is Out (1972). Their best collaborations, how-
ever, were in The Taming of the Shrew (1967) and Who’s Afraid
of Virginia Woolf? (1966).

Burton became a very wealthy man during the 1960s, he
and his wife earning staggering sums of money to appear in
movies together. Few of the films were good; despite the dual
star appeal, moviegoers finally stopped buying tickets.
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In the meanwhile, alcoholism began taking its toll on
Burton and, perhaps even more insidiously, his disregard for
his craft began to tell. He cared little for his movie projects
except for the cash they might earn him, a fact he readily
acknowledged. Yet, despite his many mediocre movies, his
appeal as an actor was undeniable, and he did occasionally
soar in a few of his later movies, particularly in The Assassina-
tion of Tiotsky (1972) and Equus (1977), though neither film
was a financial success. Otherwise, he plodded through such
poorly scripted films as Villain (1971), Bluebeard (1972), Fack-
pot (1975), Exorcist I1I: The Heretic (1977), The Medusa Touch
(1978), Tristan and Isolde (1980), and Wagner (1983).

He died suddenly in 1984 of a cerebral hemorrhage.

See also CLEOPATRA; TAYLOR, ELIZABETH.

Bushman, Francis X. (1883-1966) He was Holly-
wood’s first male sex symbol, a heartthrob to millions of
female movie fans during the mid-1910s when he was known
as “The Handsomest Man in the World.”

Francis Xavier Bushman, a former sculptor’s model, was
a big, broad-shouldered titan who had worked as a stage
actor since adolescence without much success. His rise to
stardom in the movies began in 1911 when he started appear-

ing in one- and two-reelers such as His Friend’s Wife (1911)
and Chains (1912).

Within just a few years, Bushman’s name was on the lips of
female moviegoers everywhere, establishing a precedent that
would be followed in the 1920s by Rudolph Valentino. During
his heyday, Bushman starred in such films as The Battle of Love
(1914), The Silent Voice (1915), and A Million a Minute (1916).

The actor’s fall from the height of superstardom came
when female fans discovered that Bushman had secretly mar-
ried his costar in Romeo and fuliet (1916), Beverly Bayne. No
longer able to command the huge salary he had been earning
and with his career on the skids, Bushman returned to the
stage during the early 1920s.

His most famous role came with his mid-1920s big-screen
comeback attempt when he played the villain, Messala, in the
colossal hit Ben-Hur (1926). More movie work followed, but
his career still sputtered along into the early sound era.

Though he appeared to be a victim of the talkies, ironi-
cally Bushman made a small fortune as an actor in radio
shows. In any event, his later film career consisted of minor
roles in a relative handful of films such as Hollywood Boulevard
(1936), Wilson (1944), David and Bathsheba (1951), The Story
of Mankind (1957), and the lamentable The Ghost in the Invis-
ible Bikini (1966).
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Cage, Nicolas (1964- ) Nicolas Coppola, nephew of
famed director Francis Ford Coppola, changed his name to
Cage to avoid having his career explained away in terms of
nepotism. He took the name Cage because he admired avant-
garde composer John Cage, as well as comic-book character
Luke Cage. Cage has become a major star, despite not pos-
sessing typical leading-man good looks. What he does well is
get into the parts he plays, even having a tooth pulled with-
out novocaine so he could empathize with the soldier he
played in Birdy (1984).

Born in Long Beach, California, he began to act while he
was enrolled in Beverly Hills High School. He dropped out
of school at the age of 17 and won a part in the teen picture
Fast Times at Ridgemont High (1982), which led to his starring
role in Valley Girl (1983). Uncle Francis cast Cage in two
early films, Rumble Fish (1983), a film about street punks, and
The Cotton Club (1984), in which Cage had a small part. He
also had a small part in Peggy Sue Got Married (1986) and
starred in a Rocky-type movie featuring competitive rowing,
Boy in Blue (1986). It was his role in the Coen brothers’ Rais-
ing Arizona (1987) that brought him media attention. Playing
an ex-con who is a woefully inept hold-up man, Cage and his
wife (Holly Hunter) kidnap a baby (one of five quintuplets),
and the fun, complete with a biker ax-murderer in pursuit of
the kidnappers, begins. That same year, he starred opposite
Cher in Moonstruck, one of the best romantic comedies of the
decade. Playing the role of a one-handed baker who loves
opera and is an incurable romantic, he falls in love with Cher,
who is engaged to his brother, whom he blames for the loss
of his hand. True love triumphs. The film received several
awards, and Cage was nominated for a Golden Globe Award.
Cage finished the decade with two mediocre films, Vampire’s
Kiss (1988) and Time to Kill (1989).

For the most part, Cage did much better in the 1990s.
He appeared in David Lynch’s Wild ar Heart (1990), a film

that was a critical success. This on-the-lam movie features
Cage and Laura Dern and is a study in contrasts between the
couple’s wholesome love and the bizarre and obsessive love
of the people the couple meet. Zandalee (1991), perhaps
Cage’s worst film, followed, but Cage scored with Honey-
moon in Las Vegas (1992), a romantic comedy in which he
loses his bride-to-be to the James Caan character in a Las
Vegas poker game. In 1993, Cage went from grifter in Dead-
fall to drifter in Amos and Andrew before hitting it big with
Red Rock West, a film noir set in Wyoming. In the film Cage
plays a nice guy who is mistaken for a hit man played by
Dennis Hopper. Inept thief in Trapped in Paradise, lottery-
sharing cop in the feel-good It Could Happen to You, federal
agent in Guarding Tess, and ruthless villain, playing the part
immortalized by Richard Widmark in the 1947 version, in
Kiss of Death—Cage ran the gamut of roles in 1994. His best
role in the decade was as the hopeless, suicidal alcoholic who
goes to Las Vegas to drink himself to death in Leaving Las
Vegas (1995). His performance won him all the Best Actor
awards, including the Oscar. The following year, a bulked-
up Cage starred with Sean Connery in the action film The
Rock. MTV gave Cage and Connery an award for best on-
screen duo. In 1997 Cage appeared in Con-Air, another
action thriller, and followed it with John Woo’s Face/Off; in
which he and John Travolta exchange identities in a film that
explores the line between the good (Cage) and the bad (Tra-
volta). Two of Cage’s 1998 films were action thrillers, 8,
in which he plays a surveillance expert whose investigation
leads him to the sleazy porn industry, and Brian De Palma’s
Snake Eyes, in which he plays a corrupt Atlantic City cop
caught up in a Chinatown maze of intrigue. In the enjoyable,
sentimental City of Angels, Cage played an entirely different
role, a guardian angel who falls in love with the Meg Ryan
character. Cage’s last role in the 1990s was as a burnt-out
paramedic in Martin Scorsese’s Bringing Out the Dead.
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Nicolas Cage with Téa Leoni in The Family Man (2000)
(PHOTO COURTESY UNIVERSAL STUDIOS)

In The Family Man (2000) Cage reexamined his role, his
work, and his values in a dramatic light comedy and then
went back into action in Gone in Sixty Seconds before playing
the romantic lead in the film adaptation of Caprain Corelli’s
Mandolin, which was a disappointment only to those readers
familiar with the source novel’s incredible subtlety and com-
plexity. That complexity was the hallmark of Cage’s perform-
ance in Adaptation (2002), in which he plays dual roles,
screenwriter Charlie Kaufman and his brother Donald. Cage
has proven his ability in romantic comedy, thrillers, and dra-
mas, and he also has entered the production game, with such
films as Shadow of the Vampire (2000), Sonny (2001), and The
Life of David Gale (2002).

Cagney, James (1899-1986) One of the true Holly-
wood superstars, he is primarily known for playing gangsters;
yet he was also a wonderful, idiosyncratic dancer who had
precious few opportunities to show off his talents in musicals
(although when he got the chance, he shined). Most of his
career was spent at Warner Bros., where he was often among
the top 10 male draws during the late 1930s and early 1940s.
While Cagney is always fascinating to watch on screen, far
too few of his 65 films are of top-notch quality, and his pop-
ularity has waned in recent decades.

Cagney was born on New York City’s Lower East Side
and sought an education beyond learning how to survive in a
crime-riddled neighborhood. He was accepted into Colum-
bia University but soon had to drop out because of a lack of

money. He took whatever jobs he could find, including work-
ing as a racker in a billiard parlor. In desperation, he turned
to show business hoping to make a better living.

His first job was in a vaudeville show titled Every Sailor
(1919), but it wasn’t a choice role. He played a female in the
chorus line—hardly an auspicious debut for one of the
screen’s greatest tough guys.

In any event, he went on to appear as an actor-dancer on
the vaudeville circuit throughout the early to mid-1920s,
until he made it to Broadway. Slowly, he ascended the cast
lists, finally becoming the second lead in Penny Arcade.

It was his big break. The show was made into a Warner
Bros. movie (retitled Sinner’s Holiday, 1930), and he came
with the package. As he said in his autobiography (Cagney on
Cagney), “I came out (to Hollywood) on a three-week guar-
antee and I stayed, to my absolute amazement, for thirty-
one years.”

Once again he moved up the cast list, but far more
quickly than he did on Broadway. He made only three more
films in just one year before becoming a major star. The
movie that catapulted him to the top and tagged him forever
as a gangster was Public Enemy (1931). Ironically, Cagney was
originally cast as the protagonist’s (Tom Powers) brother.
The film’s producer, DARRYL F. ZANUCK, switched Cagney’s
role with another actor’s (Eddie Woods) after three days of
shooting, and Cagney became the lead.

Cagney’s gangster roles rank among the most memorable
of that genre. In addition to Public Enemy, among the best of
his films are Angels with Dirty Faces (1938), The Roaring Twen-
ties (1939), and White Heat (1949).

Though he was typed as a gangster, Cagney excelled in
many other parts. In some of his better early roles he played
a taxi driver in Taxi (1931), a press agent in Hard to Handle
(1933), and a boxer in City for Conquest (1940).

Where Spencer Tracy had Katharine Hepburn and Bog-
art had Bacall, Jimmy Cagney’s steady partner in films at this
time was Pat O’Brien. Their first movie collaboration was
Here Comes the Navy (1934). They made eight films together,
the last being Torrid Zone (1940). They made a wonderful
team, each talking faster than the other, their dialogue zip-
ping along like verbal lightning.

Aside from his Pat O’Brien films and gangster efforts
(which sometimes overlapped), Cagney is perhaps best
remembered and most loved for his few musicals. He first
showed his peculiar stiff-legged dancing style in Footlight
Parade (1933). Given the huge success of the film (it made
nearly $2 million), it seems somewhat surprising at first that
Cagney was not pushed into more musicals. Musicals, how-
ever, have always taken much longer to rehearse and film, and
Cagney was more valuable to Warner Bros. when making
action films that were faster to produce. In 1935, for instance,
Cagney made a total of six movies. But he eventually made
three more musicals, two of minor consequence (Somzething to
Sing About, 1937, and Never Steal Anything Small, 1959), and
the masterpiece Yankee Doodle Dandy (1942).

Yankee Doodle Dandy was made, in part, because Cagney
was accused of being a communist. The charge was ridicu-
lous, but it prompted Cagney to display his patriotism. The
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flag-waving biography of George M. Cohan was certainly the
perfect vehicle. The movie earned Cagney a Best Actor
Oscar and it made a fortune in film rentals, earning more
than $4 million in its initial release in the United States
(except for England, the European market was unavailable
because of the war).

Cagney’s career slowed down considerably in the mid-
1940s. He had left Warners to set up his own production
company, producing and starring in only one hit, Blood on the
Sun (1946), but also turning out (among others) a quiet but
endearing film that unfortunately flopped, William Saroyan’s
The Time of Your Life (1948).

The 1950s were a rather uneven decade for Cagney. He
made one excellent film about alcoholism in 1951, Come Fill
the Cup, but despite fine performances in the early part of the
decade, his popularity had begun to fade. Cagney (ever the
city tough) never looked or sounded right in the western Run
for Cover (1955), a fine Nicholas Ray film that nonetheless
was ignored by both audiences and critics. In that same year,
however, his career suddenly turned around when he played
the aging gangster in the Doris Day vehicle Love Me or Leave

As hard as he tried, James Cagney could never quite shed
his image as a pugnacious gangster. Though he rose to
fame as a tough guy in Public Enemy (1931), Cagney was a
hoofer at heart, and among his own movies, his favorite
was Yankee Doodle Dandy (1942). (PHOTO COURTESY OF
MOVIE STAR NEWS)

Me. He emerged yet again with a fine supporting perform-
ance as the impossible captain in the Henry Fonda hit Mister
Roberts (1955).

It was a flurry of activity that unfortunately didn’t signal a
return to top box-office status. Except for an exceptional per-
formance playing Lon Chaney in The Man of a Thousand Faces
(1957), Cagney’s films did not amount to much. He seemingly
ended his career on a wonderful high note in Billy Wilder lit-
tle seen but highly regarded comedy, One, Two, Three (1962).

Cagney walked away from Hollywood, retiring to his
farm in upstate New York. He lived there quietly for 20 years,
ignoring all entreaties to make yet another film. He had been
asked but refused to play Eliza Doolittle’s father in the film
version of My Fuir Lady (1964). It wasn’t until he suffered a
stroke and his doctor suggested acting as good therapy that
Cagney consented to return to the movies. He came back to
the big screen in a featured role as the police commissioner
in Ragtime (1981). Though he looked old, there was still that
unmistakable pugnacious rat-a-tat-tat voice punching out his
dialogue. And what a thrill it was to see the name James
Cagney on the marquee of a theater again, 50 years after Pub-
lic Enemny.

Cagney’s idea of good acting was simple and straightfor-
ward. He put it best himself when he said, “Never settle back
on your heels. Never relax. If you relax, the audience relaxes.
And always mean everything you say.” Certainly, Cagney was
never false in any of his films, whether or not his movies were
badly written or directed. He remains a Hollywood treasure,
an actor who usually outclassed the vast majority of his films.

See also GANGSTER MOVIES; MUSICALS; SCREEN TEAMS;
WALSH, RAOUL.

Caine, Sir Michael (1933- ) He is a prolific, if
nondiscriminating, Cockney actor who has appeared in an
inordinate number of bad movies but who has been in many
more better ones. His versatility has been the key to his suc-
cess; he can play charming villains and rogues, flawed action
heroes, romantic leads, and comic characters, all with equal
ease—and always with a realistic, human touch. Caine is an
international movie star who has come to be seen by movie
audiences in the United States as “our” Englishman in much
the same way David Niven, Ronald Colman, and Leslie
Howard were adopted by American movie fans.

Born Maurice Joseph Micklewhite to a poor family at the
height of the Great Depression, Caine struggled through his
youth, eventually going to war in a British combat unit
assigned to the United Nations forces in Korea in the early
1950s. After returning to England, he changed his name to
Michael Scott when he began his acting career as a bit player
in English repertory theaters. Later, when he took on an
agent and began to appear in small roles in English films, he
was forced to change his name yet again because there
already was a Michael Scott in British Equity. The lifelong
Humphrey Bogart fan noticed The Caine Mutiny playing at a
local theater and chose the name Caine.

His first noticeable part in the movies was in 4 Hill in
Korea (1956). Between 1956 and 1963 Caine had small roles
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in 30 films and appeared on the BBC no less than 125 times
in various shows, but not until he had a major supporting role
in Zulu (1963) did his career begin to take off.

It is generally assumed that Alfie (1966) was his first major
hit, but he actually starred the year before as Harry Palmer in
the Ipcress File and made a considerable impression, playing
the first movie hero (comedians aside) to wear glasses. His
glasses have since become his trademark.

As Alfie, however, Caine established himself as a sex sym-
bol, thanks to his sympathetic portrayal of a self-centered
cad, which received an Academy Award nomination and gave
a substantial boost to his career in the bargain. His first
American movie was made that same year when he was a sur-
prise choice to play a southerner in Otto Preminger’s Hurry
Sundown, a movie that bombed but showed his range as an
actor to good effect.

Despite the box-office failure of an unusually high per-
centage of his films, Caine is almost always universally
praised by critics; the usual line goes something like, “His
performance is far better than this movie deserves.” The
actor’s ability to rise above his material has allowed him to
continue to receive excellent roles in a variety of films.
Despite good personal reviews, however, it appeared as if his
star was dimming in the early 1970s after a particularly long
spell of losers—until he costarred with Laurence Olivier in
the hit mystery Sleuth (1972), stealing the notices and win-
ning his second Oscar nomination.

Four years of flops followed, but he ended the skid with his
wonderful performance in John Huston’s much admired The
Man Who Would Be King (1976). After another four years of
dismal films, he played the psychiatrist/killer in Brian De
Palma’s smash hit Dressed to Kill (1980). For the most part, he
appeared in better movies during the 1980s, such as Death Tiap
(1982), Educating Rita (1983), Sweet Liberty (1986), and Dirty
Rotten Scoundrels (1988). But it was typical of the actor’s career
that he was filming the trashy 7aws IV (1987) at the time of his
winning a Best Supporting Actor Oscar for his performance in
Woody Allen’s Hannab and Her Sisters (1986). By the end of the
century, Michael Caine had appeared in more than 100
movies, some of the best released during the 1990s and
beyond. A few of these films were fun, such as A Muppet Christ-
mas Carol (1993), Austin Powers: Goldmember (2002), and Miss
Congeniality (2000). There were nostalgic cameos, such as his
appearance in the remake of Get Carter (2000), with a relatively
inarticulate Sylvester Stallone in the original Caine role.

Caine’s more important “serious” roles included Bob
Rafelson’s Blood and Wine (1997), Little Voice (1998), Cider
House Rules (1999, for which he won his second Best Sup-
porting Actor Oscar), Phil Kaufman’s Quills (2000, playing
the villainous Royer-Collard who runs the asylum in the film
that featured Geoffrey Rush as the marquis de Sade), the
adaptation of Graham Swift’s novel Last Orders (2001), and
his portrayal of Graham Greene’s cynical journalist, Thomas
Fowler, in the Philip Noyce adaptation of The Quier Ameri-
can (2002), which earned Caine an Academy Award nomina-
tion for Best Actor.

In the year 2000, Michael Caine was knighted in recog-
nition of his stellar career.

camera (movie) The invention to which Hollywood
owes its existence, the motion picture camera records still
photographs on long strips of celluloid in such rapid succes-
sion that, when developed and projected at the proper speed,
it appears as if uninterrupted movement has been captured
on film. The perceptual principle behind this visual trick is
called PERSISTENCE OF VISION.

After the invention of the still camera in the early 19th
century, the push to make moving pictures began in earnest.
In 1877, Eadweard Muybridge conducted his famous experi-
ment by making rapid, sequential photographs of a race
horse at full gallop. This helped to define in photography the
interrelationship of time and motion.

A mere 11 years later, in 1888, the first movie camera was
built at THOMAS EDISON’s New Jersey laboratory by William
Kennedy Laurie Dickson. Edison, however, was not (at first)
terribly enthusiastic about the business prospects of the new
device, especially given that no dependable source of film had
yet been developed for it. Not until George Eastman
invented celluloid film in 1889 did the camera become a
viable invention.

After Eastman’s breakthrough, Auguste and Louis
Lumicére, two French brothers, demonstrated the commer-
cial potential of their own invention, a combination movie
camera and projector. The year was 1895, the year in which
the movies were born.

From 1895 until the late 1910s, various early movie cam-
eras were beset by mechanical problems. For the most part,
they were crudely made wooden boxes that often caused a jar-
ring jerkiness and flickering in the images they recorded.
Worse still, these cameras often jammed. By the time of the
golden age of the silent cinema (the 1920s), wooden cameras
were finally replaced by more carefully crafted metal machines
that have remained essentially the same in design to this day.

See also BITZER, G. W. “BILLY”; BLACK MARIA; BLIMP.

camera operator The member of the camera crew who
operates the camera during the shoot. This is a job that is
often confused with that of the cameraman (also known as
the cinematographer or director of photography), who works
with the director to light and compose the scenes to be shot.
The camera operator (also known as the second cameraman)
reports to the cameraman.
See also CINEMATOGRAPHER.

Cantor, Eddie (1892-1964) He was an actor, a singer,
and a comedian with an enormous energy level who could put
a song over like AL JOLSON and throw off comic one-liners
like Groucho Marx. He usually played a mousy and seemingly
ineffectual type who would find the courage to save the day by
the last reel. With his pop eyes, optimistic attitude, and will-
ingness to do anything for a laugh, Cantor gained a popular-
ity in films that defied the box-office doom visited upon other
film stars during the worst of the Great Depression.

Born Edward Isidore Izkowitz, he was orphaned at an
early age and supported himself any way he could, which
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A veritable dynamo of energy and talent, Eddie Cantor
was a natural movie star in early talkies. More out of a
personal choice rather than lack of box-office success, he
did not appear in a great many films. (PHOTO
COURTESY OF THE SIEGEL COLLECTION)

included working as a singing waiter, before making his mark
in vaudeville. He rose to fame on Broadway in The Midnight
Frolics (1916) and joined the ranks of popular show-business
entertainers such as Al Jolson and George Jessel during the
1920s when he starred in the Ziegfeld Follies and later hit
shows, including Kid Boots (1926) and Whoopee (1930).

Cantor made a silent-film version of Kid Boots in 1926,
but he didn’t become a film star until talkies let him show off
his unique style. Samuel Goldwyn signed him up and Cantor
made five wonderfully silly musical comedies for the pro-
ducer, including Whoopee (1930), Palny Days (1931), The Kid
from Spain (1932), Roman Scandals (1933), and Kid Millions
(1934). Cantor also coscripted Mr: Lemon of Orange (1931).
Goldwyn would later develop the musical comedy star
DANNY KAYE very much in Cantor’s image.

Cantor continued acting in films in the 1930s and 1940s
but with considerably less frequency. The movies took a back
seat to his immensely popular radio show. Among his later
films were Strike Me Pink (1936), Ali Baba Goes to Town (1937),
Forty Little Mothers (1940), and Thank Your Lucky Stars (1943).

He starred in only two more films, Show Business (1944)
and If You Knew Susie (1948), based on his most famous hit
song. He produced both movies and, except for a brief appear-
ance playing himself in the 1952 The Story of Will Rogers, he did

not appear again on film due to a disabling heart attack that
same year. His life, however, was put up on the big screen in a
poorly done BIOPIC called The Eddie Cantor Story (1953), for
which the famous entertainer dubbed his own songs.

Cantor was given a special Academy Award in 1956.

Canutt, Yakima (1895-1986) A legendary stuntman
who later became a top second-unit director, Canutt was an
innovator who helped develop the safe yet effective artifice of
the Hollywood stunt. In a 15-year career as a stuntman, he
fell from horses, jumped onto speeding wagons, and fell from
buildings in more than 150 films. He was also a stunt double
for such stars as JOHN WAYNE, CLARK GABLE, and GENE
AUTRY, to name just a few.

Born Enos Edward Canutt, this native of the state of
Washington earned his nickname when he was a champion
rodeo rider and a newspaper referred to him as “The Cow-
boy from Yakima.” Though not an Indian from the Yakima
Indian Reservation, as many people mistakenly supposed,
Canutt was a skilled and fearless rider whose exploits on the
rodeo circuit (he was a world champion) brought him to the
attention of Hollywood during the early 1920s.

Canutt began as a stuntman and then became a silent-
screen western star in his own right. Unable to make the
transition to sound, he went back to being a stuntman, while
also playing the occasional villain in low-budget westerns.
But it was as a stuntman that he became famous within the
Hollywood community with his remarkable feats in films
such as Stagecoach (1939), Gone With the Wind (1939), They
Died with Their Boots On (1940), and Dark Command (1940).

He broke both of his ankles in a 1941 stunt, ending this
phase of his remarkable career. Canutt directed four “B”
movie westerns in the 1940s, but he was in far greater
demand as a premier second-unit director, where he contin-
ued to create many of Hollywood’s most remarkable stunts,
handling the action scenes in other directors’ films for 30
years, including the famous chariot race in Ben-Hur (1959),
the battles in E/ Cid (1961), and the horse-blinding scene in
Equus (1976), to name just a few.

He was finally honored by the academy in 1966 with a
special Oscar for “creating the profession of stuntman as it
exists today and for the development of many safety devices
used by stuntmen everywhere.”

See also SECOND UNIT; STUNTMEN.

Capra, Frank (1897-1991) In addition to being a
leading director of the 1930s and early 1940s, his success
helped propel one-time minor Columbia Pictures into the
ranks of the majors. It is fair to say that HARRY COHN’s
Columbia Pictures would have been a mere footnote in Hol-
lywood history had it not been for the 13-year association
between the studio and its greatest director. In retrospect the
reasons for the mass appeal of Capra’s films are obvious.
When most other directors made films about “bigger-than-
life” heroes, he made films about people with whom the audi-
ence could identify—cynics, idealists, working people,
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out-of-work John Does, and small-town folk with unfulfilled
dreams. There is no mistaking Capra’s best films for those of
any other director; his good humor, proletarian point of view,
sentimentalism, and rollicking pace are unique. His stature
and success in the business are evidenced by the fact that even
before CECIL B. DEMILLE, ALFRED HITCHCOCK, or any
other studio director, Frank Capra earned the distinction of
having his name above the titles of his films.

Born in Sicily, he immigrated with his poor family to
America when he was six years old. Settling in California, his
father worked in the fields picking fruit. Young Capra was an
extremely bright young man and he struggled to get a col-
lege education, graduating with a degree in chemical engi-
neering from the prestigious California Institute of
Technology in 1918.

After a stint in the army during World War I, Capra led
a rudderless existence. When he found himself in desperate
need of a job, he talked a small film company into letting him
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direct a short called Fultah Fisher’s Boarding House (1922). His
fascination with the film medium was born, and he spent the
next several years learning everything he could about the
movie business, working in a film lab and taking on jobs as a
propmaster and editor. Perhaps his most important training
came when he worked as a gagman on the Our Gang silent
comedies for HAL ROACH and then as a gagman for HARRY
LANGDON at the MACK SENNETT studio.

Capra’s understanding of comedy was displayed in his
direction of Langdon’s first three, touching and very funny
feature films, Tiramp, Tramp, Tramp (1926), which Capra
coscripted, The Strong Man (1926), and Long Pants (1927).
Capra’s importance to Langdon’s career is particularly appar-
ent because the comedian’s art deteriorated after he decided
he was a comic genius, firing Capra and then directing him-
self into oblivion.

Out of a job, Capra went to New York to direct
CLAUDETTE COLBERT in her movie debut, For the Love of
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Frank Capra touched the American soul with his beguiling innocence, no more so than with his classic Christmas fantasy I’ 2
Wonderful Life (1946). Seen here are James Stewart (right) and Lionel Barrymore (foreground) in a scene from that film, a
movie that has become one of the most beloved motion pictures ever made. (PHOTO COURTESY OF MOVIE STAR NEWS)
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Mike (1927), but the film was not a success. He went back to
work for Sennett for a short while before Harry Cohn made
the smartest decision of his long career at Columbia, hiring
Capra in 1928 by what was then a very special arrangement.
Capra agreed to be paid the relatively paltry sum of $1,000
per picture in exchange for the right to coscript, direct, and
produce his own films without any interference from Cohn.
While the amount of money Capra earned would ultimately
skyrocket, the other terms of the agreement remained in
force for 13 years.

His first film at Columbia was a delightful comedy, That
Certain Thing (1928). He worked quickly during the next sev-
eral years, easily making the transition to sound while contin-
uing to learn his craft in a number of minor but increasingly
popular films such as Say It with Sable (1928), Submarine
(1928), Dirigible (1931), Platinum Blonde (1931), American
Madness (1932), and The Bitter Tea of General Yen (1933).

Capra was a hitmaker, but his early success at Columbia
was nothing compared to what was to come. In 1934 he made
the blockbuster of the year, It Happened One Night, with
Claudette Colbert and CLARK GABLE. It became the first film
to sweep all five top Oscars: Best Picture, Best Director, Best
Screenplay (Robert Riskin), Best Actor, and Best Actress.
Neither Gable (on loan to Columbia as punishment) nor
Colbert (who had worked with Capra without success in her
movie debut) wanted to be in the film. The critical and box-
office reaction was so strong that this single picture not only
turned the two actors into superstars, but Capra also became
the hottest director in Hollywood, turning Columbia into a
highly respected institution overnight.

Emboldened by his success, Capra went on to make a
series of films for which he is justly best remembered. His
social comedies, beginning with Mz Deeds Goes to Town (1936)
and continuing with You Can’t Take It with You (1938), Mr
Smith Goes to Washington (1939), and Meet Fobn Doe (1941), are
sometimes known as “Capracorn” for their strong belief in the
goodness of man. Despite their apparent naiveté, these films
were biting indictments of greed, corruption, and selfishness in
their time. In fact, Capra’s Mz Smith Goes to Washington, which
premiered in the nation’s capital with an audience full of mem-
bers of Congress, was roundly booed and criticized by the
elected officials for even suggesting that one of their number
might be on the take. Nonetheless, Mr: Smith was nominated
for Best Picture and Capra was nominated as Best Director for
the film. The late 1930s were often years of awards for Capra.
He won the Best Director Academy Award for Mr. Deeds Goes
to Town and both a Best Picture and Best Director Oscar for
You Can’t Take It with You. In addition, his fantasy film, Lost
Horizon (1937), was nominated for Best Picture.

During World War II, Capra distinguished himself still
further when he joined the service and made the Why We
Fight series, a stirring explanation of America’s role in the
war. He won a Best Documentary Oscar in 1942 for his
efforts and went on to make a number of excellent films for
the army. Before he left Hollywood, he made Arsenic and Old
Lace, which was released in 1944 to keep his work in front of
the American public. It was yet another huge box-office suc-
cess, despite its macabre humor.

After the war, however, Capra seemed to lose his touch—
not as a filmmaker, but as a hitmaker. Perhaps his greatest
film, Ity a Wonderful Life (1946), while much loved and
revered today as the quintessence of Capracorn and arguably
the greatest Christmas movie of them all, was a box-office
disappointment when it was released. State of the Union
(1948) fared somewhat better, but Riding High (1950) and
Here Comes the Groom (1951) were likeable Bing Crosby vehi-
cles that were not on a par with Capra’s earlier work.

After a long hiatus, Capra made his last two films, the
underrated A Hole in the Head (1959) and the overrated
Pocketful of Miracles (1961). He subsequently retired from
directing, eventually publishing an intriguing and informa-
tive autobiography, Frank Capra: The Name above the Title,
in 1971.

See also IT HAPPENED ONE NIGHT; STEWART, JAMES.

Carpenter, John (1948- ) A writer-director best
known for his vivid and ghoulish modern horror films, he has
made a number of fine action and science fiction films, as
well. If BRIAN DE PALMA is the heir to ALFRED HITCHCOCK,
then John Carpenter is the heir to HOWARD HAWKS. Like
Hawks, Carpenter shoots his movies with an “invisible” style;
the audience is rarely aware of the camera’s presence or the
editor’s splices. Also like Hawks, Carpenter excels at action
movies. Most telling of all, at least two of the younger direc-
tor’s films are based on earlier Hawks movies; Assault on
Precinet 13 (1976) is a modern-day version of the Hawks clas-
sic western Rio Bravo (1959), and Carpenter also remade the
1951 Hawks production of The Thing in 1982.

As a youth, Carpenter was interested in both music and
movies. In 1962, while still in his early teens, he made the
choice to pursue a film career, making short films that culmi-
nated in an Academy Award for Best Live Action Short Sub-
ject for The Resurrection of Broncho Billy (1970). Five years
later he made his feature film directorial debut with the low-
budget science fiction spoof, Dark Star (1975). In addition to
directing, he also produced, wrote the screenplay, and
penned the score for Dark Star.

Carpenter built a reputation on low-budget independent
productions that could not be ignored, especially when he
made the most financially successful independent movie in
the history of the motion picture business, Halloween (1978),
a film that spawned (and that’s certainly the right word) a
number of highly commercial sequels.

Tentatively accepted by Hollywood, he wrote the screen-
play for the FAYE DUNAWAY horror thriller, The Eyes of Laura
Mars (1978). Finally achieving financial backing to direct big-
ger budget movies, Carpenter began to make films as diverse
as The Fog (1981) and Escape from New York (1981). After
directing the adaptation of the Stephen King novel Christine
(1983). Carpenter reached the peak of his critical and com-
mercial acceptance with the touching and thoughtful hit sci-
ence fiction movie Starman (1984). He faltered somewhat
thereafter, directing the flop action film Big Trouble in Little
China (1986) and the disappointing horror movie Prince of
Darkness (1987).
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In The Films of John Carpenter (2000), John Kenneth Muir
argued that Carpenter continued to do interesting work dur-
ing the 1990s. Memoirs of an Invisible Man (1992) was a dis-
appointment that starred Chevy Chase and Darryl Hannah.
Though Big Tiouble in Little China was not a commercial suc-
cess in 1986, it has since gained a considerable cult following.
Film critic Leonard Maltin was impressed by Carpenter’s
remake of the 1950s classic film Village of the Damned (1995),
but it grossed little more than a disappointing $9 million. On
the other hand, Escape from L.A. (1996) was both a sequel and
a sort of remake of Escape fiom New York, set in “a new city, a
new state, and a new century,” as Muir noted, with Kurt Rus-
sell reinventing the central character of Snake Plissken
because younger viewers had no clue of who this “legendary”
hero was. Here Carpenter followed the lead of Howard
Hawks, who remade Rio Bravo as El Dorado and as Rio Lobo.
This film, which shamelessly imitated a galaxy of good “bad”
movies, was spectacularly goofy but found its audience of
young thrill seekers and earned more than $25 million.
Though In the Mouth of Madness (1995) grossed less than $9
million, it earned Carpenter some of the best reviews of his
career. Vampires (1998) was first released in France as a com-
mercial and critical success before its American premiere.
Reviews were mixed (“Ridiculous without being awful
enough to be hilarious,” Lawrence Van Gelder wrote in the
New York Times, countered by Peter Travers in Rolling Stone,
who called it “a bracing blend of fright and fun”), but the film
did well commercially. Carpenter is a master manipulator
who has said of his audiences, “You can’t gross them out
because you’ll lose them. . . . Don’t cut to the blood,” because
“If you suggest it, they’ll do it right up here, in their heads.”

Carpenter has established an impressive body of work.
Sure-handed in his direction, his films have always contained
excellent pacing, rhythm, and an acute visual style. At the
same time, his films have become richer and more emotion-
ally insightful.

Carrey, Jim (1962- ) Rubber-faced Jim Carrey
became the best-known and best-paid Hollywood comedian
during the 1990s. Specializing in physical comedy, he appears
to be a worthy successor to Jerry Lewis, though he also
starred in dramatic films such as Peter Weir’s The Truman
Show (1998).

Jim Carrey was born in Newmarket, Ontario, Canada, on
January 17, 1962, and attended local schools, where he was
known as a class clown with a penchant for doing impressions
of famous people. He left school in 10th grade and flopped at
Yuk-Yuk’s, a local comedy club, where he performed his first
stand-up comedy. Two years later, however, at age 16, he was
a hit at Yuk-Yuk’s and was spotted by manager Wayne Flem-
ming, who got him a stint at Tickles, another comedy club.
An appearance on a Canadian talk show followed and led to
a role in a made-for-television Canadian film entitled Intro-
ducing Fanet. This was followed by another Canadian film,
Rubberface (1981), which featured Carrey in what was surely
an “autobiographical” part as a comedian with more deter-
mination than talent.

Rodney Dangerfield, who worked with Carrey, was
responsible for bringing him to the United States, where he
appeared at the Comedy Store. In 1983 Carrey played him-
self as a goofy comedian at a ski resort in Club Med (1983),
and in 1984 he was cast in the forgettable Finders Keepers. He
next appeared in Once Bitten (1985), a teenage vampire film,
and in Peggy Sue Got Married (1986), a popular comedy fea-
turing Nicolas Cage and Kathleen Turner. In 1989 he
appeared in Earth Girls Are Easy and Pink Cadillac, and in
1991 he was a “voice” in High Strung.

Carrey made his mark on television as the only white man
on In Living Color; an ensemble comedy show. His popularity
there led to his casting in Ace Ventura: Pet Detective (1993), his
breakthrough film. Carrey’s performance in the title role
earned him the Blockbuster Entertainment Awards for Best
Newcomer and Best Comedy Actor. The huge box-office
success of this juvenile, lowbrow comedy led to a sequel, Ace
Ventura: When Nature Calls (1995), which won Carrey an
MTV Movie Award for Best Male Performance and Best
Comedic Performance. Film critics trashed both Ventura
movies despite their box-office success.

Carrey followed with a string of high-profile roles and
hit movies. The Mask (1994) used outrageous special effects
to enhance Carrey’s comic talents, and the same year, he
starred in Dumb and Dumber, in which he and Jeff Daniels
play demented dummies on a road trip. Both features relied
on scatological and physical humor and were box-office hits.
Playing the villainous Riddler in Batman Forever (1995),
Carrey won the Best Villain Award from Blockbuster, before
taking home the MTV Best Comedic Performance Award
for his less frenetic turn as a lawyer required to tell the truth
for 24 hours in Liar; Liar (1996). For his next film, The Cable
Guy (1996), Carrey was paid $20 million. The film was
darker than most of his others and was therefore a disap-
pointment to his fans, but Carey still won the MTV Award
for Best Villain for the part.

The comedian took a pay cut in order to get his next role,
that of Truman Burbank in The Truman Show (1998), directed
by Peter Weir. In this film Truman discovers that his whole
life is a facade that is being televised unbeknownst to him and
is the most popular show on television. He attempts to escape
from the huge set that is his universe. The film, an allegori-
cal commentary on “reality” TV, won a Golden Globe
Award, as did both Jim Carrey and costar Ed Harris. Peter
Weir won a British Academy Award and also earned an Oscar
nomination for Best Director, though the academy chose not
to acknowledge Carrey’s performance.

Carrey took on another serious role when he appeared as
comic Andy Kaufman in the 1999 biopic Man in the Moon.
The film, which grossed $34 million, earned Carrey a second
Golden Globe but once again, no nod from the Oscars. Car-
rey rebounded at the box office in 2000, appearing in the Far-
relly brothers’ Me, Myself, & Irene, which made $83 million,
and the holiday film How the Grinch Stole Christmmas. In 2001
Carrey starred in The Majestic, a failed attempt at nostalgia
and a cold war allegory, but his biggest hit to date came in
2003, when he got a chance to play God in Bruce Almighty, a
film that grossed $368 million worldwide.
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Carrey has demonstrated that he’s a popular comedian
who has the potential to perform serious roles. Whether or
not he will ultimately succeed in crossing over, as comedians
like Billy Crystal and Robin Williams have before him,
remains to be seen.

Casablanca The 1942 Warner Bros. masterpiece starring
HUMPHREY BOGART, INGRID BERGMAN, Paul Henried, Con-
rad Veidt, CLAUDE RAINS, PETER LORRE, and Sidney Green-
street was directed in spirited fashion by MICHAEL CURTIZ,
Warners’ “A” movie director. With a script by Julius and
Philip Epstein and Howard Koch, which was very loosely
based on a stage play by Murray Burnett and Joan Alison, the
plot centers on cynical Rick Blaine (Bogart), an American
who, having fled Nazi-occupied Paris, runs a saloon and
casino in the Moroccan port of Casablanca, which is under
the nominal control of the Vichy government. The time is
December 1940, just before America’s entry into World War
IL. Rick’s self-involvement seems to echo prewar America’s
isolationist mentality. But Rick once was less misanthropic,
before his heart was broken by Ilsa Lund (Bergman). When
Tlsa, who believes herself to have been widowed, learns unex-
pectedly that her husband, an anti-Nazi freedom fighter, is
alive, she reluctantly abandons the fleeing Rick at a Paris
train station. Later, when Ilsa suddenly shows up at Rick’s
club and their smouldering passion threatens to erupt anew,
Rick is able to set aside his personal feelings and finally join
the fight against the Nazis as he helps Ilsa leave for America
with her husband, Victor Lazlo (Henried).

The film won the Academy Award for Best Picture of
1942, and Bogart was nominated for Best Actor. But unlike
many Oscar winners, Casablanca has withstood the test of
time. The vulnerable hero played by Bogart—a man who
could be vindictive and self-centered, yet sympathetic to an
audience who understood his pain—was a fresh creation.
Bogart’s multidimensional portrayal of Rick still seems
entirely modern.

Considered a classic Hollywood film, the movie is the
perfect amalgamation of music, casting, writing, and direc-
tion. The score by MAX STEINER had a brooding power, and
the Dooley Wilson hit song, “As Time Goes By,” added an
extra dimension to the film that made its romanticism all the
more effective.

Originally, the movie was slated to star RONALD REAGAN
and Ann Sheridan. When Bogart was finally handed the lead,
Warner Bros. was clearly taking a gamble. He had never
played a romantic leading man in the movies, and he was
paired with the much younger Ingrid Bergman. Ostensibly,
one of the reasons he was given the part was that there were
relatively few young men left at Warners, the rest having
gone off to war. But Bogart was sensational on his own terms,
and it was Cusablanca’s huge success that solidified his reputa-
tion as a major star.

The making of Casablanca has been well documented.
The script was being written even as the film was shooting.
None of the actors knew how the story was going to end. For
that matter, neither did the writers nor the director. To help

them make up their minds, they decided to shoot two end-
ings, one where Bogart and Bergman end up together and
the other where Bogart sacrifices his love to send Bergman
off with Paul Henreid. They filmed the latter ending first,
and they liked it so much they never bothered filming the
other version.

Cassavetes, John (1929-1989) A distinguished actor
and independent commercial filmmaker, Cassavetes broke
into the movies with a small role in Zixi (1953) at the age of
24. He continued to find work throughout the rest of the
decade, often playing heavies because of his dark, intense
appearance, but Cassavetes’s creative urge prompted him to
make an experimental film. The movie (Shadows, 1959),
which is about a black family, had no script; the dialogue was
improvised. Despite the fact that it was a grainy, black-and-
white 16mm film with a meandering pace, it garnered critical
praise and a modest audience. Clearly, the time was ripe in
America for experimental films; art houses were filled with
French New Wave imports.

Based on the success of Shadows, Cassavetes was lured
into a Hollywood contract to direct. He made two films, 760
Late the Blues (1961) and A Child Is Waiting (1962), both of
which he considered failures.

He decided to work independently again, but to finance
his projects, he continued to act, appearing in such movies
as The Dirty Dozen (1967), Rosemary’s Baby (1968), and The
Fury (1978).

The money he earned as an actor helped pay for an
extraordinary series of films, a few of which were surprising
hits at the box office. His second independent film after
Shadows, this time with a script he wrote, was Faces (1968).
The film was nominated for three Academy Awards and
made money, fueling the writer-director’s ambitions. His
next film, Husbands (1970), was a stunning success despite
some critical carping that Cassavetes’s movie was overlong,
repetitious, and self-indulgent.

Minnie and Moskowitz (1972) and A Woman under the
Influence (1974) were his next two movies, both of which were
well received by the critics and art-house audiences. The lat-
ter film garnered GENA ROWLANDS (Cassavetes’s wife) an
Academy Award nomination as Best Actress, as did Gloria
(1980). For the most part, his films of the later 1970s and
1980s, such as Murder of a Chinese Bookie (1976), Opening
Night (1979), Love Streams (1984), and Big Trouble (1986),
have not achieved the same level of commercial and critical
acceptance as his earlier films.

Cassavetes was able to continue his filmmaking, despite
commercial failure, because his films were virtual home
movies. He used his own home and the homes of his relatives
for sets, and he and his wife, family, and friends (such as Ben
Gazzara, Peter Falk, and Seymour Cassel) were his actors.

His movies have an intimacy and a spontaneity—as well
as a thoughtful intelligence—that mark Cassavetes as an
important, if offbeat, director who managed to coexist with
Hollywood without succumbing to it.

He died in 1989.
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casting director The person or company that is gener-
ally responsible for filling all but the most important roles in
a film. While sometimes empowered to hire actors, the cast-
ing director more often narrows the field of potential actors
for particular roles and then suggests those who are selected
to the director and/or producer (to whom he or she reports)
so that they may make the final choices. In any event, it is the
casting director who usually negotiates the contracts with the
actors who are hired.

Castle, William  See GIMMICKS.

Chaney, Lon (1883-1930) A silent screen star of hor-
ror films known as the Man of a Thousand Faces, he was
born Alonzo Chaney to deaf-mute parents. After years in
vaudeville as a comic and a hoofer, he decided in 1914 to try
his Iuck in Hollywood.

Chaney had small roles in unimportant movies during the
next several years. His career finally caught fire when he
played a character who cleverly pretends to be a cripple in
The Miracle Man (1919). From that point on, with relatively
few exceptions, Chaney used makeup, agonizing body har-

Lon Chaney was “The Man of a Thousand Faces,” the
most famous face of his illustrious silent film career being
that of The Phantom of the Opera (1925), seen here.
(PHOTO COURTESY OF THE SIEGEL COLLECTION)

nesses, and disguises to play a rogues’ gallery of disfigured
and/or grotesque characters. His most famous roles were the
title roles in The Hunchback of Notre Dame (1923) and in The
Phantom of the Opera (1925).

Chaney added to his mystique by avoiding publicity.
With the hope of keeping his true appearance a mystery, he
never volunteered for photo sessions.

By the mid-1920s, Chaney began to work with a young
director named TOD BROWNING who shared his passion for
the macabre. Out of that collaboration came such hits as The
Unboly Three (1925), The Unknown (1927), and West of Zanz-
ibar (1928).

It’s falsely assumed that Chaney couldn’t make the tran-
sition into the sound era. He made one talkie, directed by
Browning, a remake of The Unboly Three, in 1930, and he
was slated to play the lead in Browning’s next horror
movie, Dracula (1930), but died of throat cancer before
filming began.

Chaney was survived by his son, Lon Chaney Jr. (born
Creighton Chaney), who distinguished himself as Lenny in
Of Mice and Men (1939) but who otherwise traded on his
father’s reputation, playing mostly in minor horror movies.

See also CAGNEY, JAMES; DRACULA; HORROR FILMS;
LUGOSI, BELA.

Chaney, Lon, Jr. See CHANEY, LON.

Chaplin, Charlie (1889-1977) At the height of his
popularity—which lasted 25 years—he was the most beloved
film personality in the world. Chaplin was a writer-director,
actor, producer, and musician without peer.

There is a tendency today to think of Chaplin as merely
that funny-looking fellow with the mustache, peculiar gait,
and twirling cane, but he was much more. His unique blend
of comedy and pathos displayed an artistry that is best
described as sublime. Stan Laurel (of LAUREL AND HARDY
fame), who understudied Chaplin and saw his rise to star-
dom, said simply, “He’s the greatest artist that was ever on
the screen.”

Chaplin’s childhood in England was early training for his
famous characterization of the tramp. He lived a life of pun-
ishing poverty. His father died of alcoholism, and his mother
was often hospitalized. Chaplin spent two years in an orphan-
age and often lived on the street.

He made his first professional appearance at the age of
five, filling in for his mother (who tried to make a living as a
musician) and singing one of her numbers. For Chaplin, it
was a career born out of desperation. By the age of eight, he
was a member of a touring music-hall troupe, the Eight Lan-
cashire Lads. He never lacked for work again.

He was 17 and a seasoned professional when he joined
the Fred Karno Pantomime Troupe. He stayed with the
Karno company for seven years until he became their star
attraction. While on tour in America with Karno in 1913, he
was signed up by Mack Sennett’s Keystone Studio.
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Chaplin’s first one-reeler, in support of Keystone’s main
players, was Making a Living (1913). For his second film,
Kid Auto Races in Venice (1913), he borrowed Fatty
Arbuckle’s pants, Ford Sterling’s massive shoes (putting
them on the opposite feet), a tight-fitting jacket, a tiny
derby, and one of Mack Swain’s mustaches (trimmed down,
of course), and the tramp was born, or at least his costume
was. Chaplin didn’t always dress as the tramp in his early
one-reelers at Keystone, but the character slowly began to
evolve. By 1914 he was directing himself in his Sennett
comedies and according to Gerald Mast in his book The
Comic Mind, “The most significant lesson that Chaplin
learned at Keystone was . . . how to relate to objects and
how to make objects relate to him.” But Keystone was not a
place given to detail and finesse. Chaplin needed to move
on and grow.

He left Sennett in 1915 and went to the Essanay Studio.
Chaplin had already become popular, but now he had the
time to develop his character. Still, the movies were crude.
But with The Tramp (1915), one of his funniest two-reelers,
film comedy was never the same again. He found the heart of
his character and the comic means of expressing himself.

From Essanay, Chaplin moved to Mutual in 1916, and it
was with this new company that he made some of his most
famous two-reelers, consolidating the artistic breakthroughs
he had made at Essanay. Two-reelers such as The Pawnshop
(1916), The Immigrant (1916), and Easy Street (1916) were so
inventive, intimate, and hilariously clever that Chaplin’s pop-
ularity became a worldwide phenomenon. He was imitated
by all sorts of film comedians, but no one was remotely as tal-
ented. Though earning $10,000 per week (receiving a
$100,000 advance on his salary), he was underpaid in relation
to his value to the studio.

His next step took him to First National in 1918 where
he was supposed to make eight two-reelers. All of his films
for First National were classics, but they weren’t all two-reel-
ers. After A Dog’s Life (1918), Shoulder Arms (1919), Sunnyside
(1919), and A Day’s Pleasure (1919), Chaplin decided to make
his first feature, The Kid (1921). It took a year and a half to
make, it was six reels long, and, despite the protests of the
film company, it became the biggest hit in movie history up
until that time except for The Birth of a Nation (1915). There-
after, Chaplin’s other films with First National were of any
length he chose.

Chaplin wanted more freedom as an artist, so he joined
with the other great lights of the silent era, MARY PICKFORD,
DOUGLAS FAIRBANKS, and D. W. GRIFFITH, to form their
own film company. They called it United Artists.

For his first film with his new company, Chaplin wrote
and directed (but did not star in) A Woman of Paris (1923). His
longtime leading lady, Edna Purviance, was the star. It was a
serious film that resulted in disappointing box-office receipts,
but seen today it displays a great deal of sophistication.

Chaplin then took two years to make his next, and per-
haps most famous, feature, The Gold Rush (1925). This story
of the tramp in Alaska was episodic but both moving and
very funny. As is the case with most of his work, The Gold
Rush stands up without apology to the passing of time. In a

Charlie Chaplin, seen here in The Gold Rush (1925), was
able to generate humor and pathos from the same gesture
or movement. He brought the art of pantomime to full
flower, and became so popular that not even the birth of
the talkies could prevent him from making silent-film
comedy hits well into the 1930s. (PHOTO COURTESY OF
THE SIEGEL COLLECTION)

famous scene Chaplin, starving to death in a cabin during a
snowstorm, eats his shoe as if it were a delicacy. His
“QOceana Roll,” otherwise known as the dance of the buns,
is one of the most charming moments in the history of the
cinema.

Chaplin’s output slowed down even further after The Gold
Rush. It took three years for The Circus (1928) to appear, but
it became yet another hit. He was awarded a Special Oscar
that year for “versatility and genius in writing, acting, direct-
ing, and producing The Circus.”

When everyone else in Hollywood was making talkies,
Chaplin all but ignored the new technology and made
another silent film, City Lights (1931). Though Chaplin wrote
a wonderful musical score for the film and included sound
effects, there was no dialogue. The industry pronounced that
he was doomed to suffer a terrible disaster. No one, they
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were convinced, would go to a silent movie—unless it was a
Charlie Chaplin movie. City Lights was the fourth-biggest
grosser of the year.

Chaplin made yet another silent film in 1936, Modern
Times, although in this movie he briefly broke the sound bar-
rier when he sang a song in gibberish. Modern Times was a
clear attack on the modern world and its dehumanizing
machinery. It also had a mildly left-wing point of view that
echoed Chaplin’s political convictions. But most important, it
was both moving and funny. The film was the second biggest
money earner of the year, just behind San Francisco.

Nearly 15 years after the end of the silent era, Chaplin
finally decided to make an all-talking movie, and when he
talked, the world was surprised to find he had such a lovely
voice. There were some, however, who felt he talked too
much. Be that as it may, his next film, The Great Dictator
(1940), was a savage comic attack on fascism. Chaplin played
two roles in the film, a Jewish barber (a character closely
resembling the tramp) and Adenoid Hynkel (based on
Hitler). The highlight of the film was Chaplin’s dance with a
globe, as Hynkel dreams of world conquest. Chaplin had put
his art on the line, making a striking anti-Nazi film before
America entered World War II, and audiences responded,
making it the biggest hit of 1941.

But while Chaplin’s artistry continued to flourish in his
next two films, his popularity (at least in America) did not.
Finally relinquishing the tramp persona, Chaplin played a
lady killer (literally) in Monsieur Verdoux (1947), a black com-
edy about murder with political overtones. At the time, the
film received scathing reviews and did poorly with audiences
who were both offended by Chaplin’s dark humor and upset
that the tramp was no more.

Chaplin’s unequivocal left-wing sentiments brought him
under fire in America during the red-baiting years of the late
1940s and early 1950s. At the same time, some Americans
were fuming that Chaplin had never become a U.S. citizen.
When the star left for Europe to promote his next film, Linze-
light (1952), he was told that he might not be allowed back
into the country. Unwilling to live where he wasn’t wanted,
Chaplin settled in Switzerland.

Limelight was a hit in Europe but was a disaster in the
United States. The nostalgic movie recreated the London of
the turn of the century with Chaplin playing Calvero the
Clown, an aging music-hall performer who, much like Chap-
lin, has lost his audience. It was a sweet film about art and
redemption that boasted the hit song “Smile,” which Chap-
lin penned himself.

His last two films, A King of New York (1957) and A Count-
ess from Hong Kong (1966), were mediocre efforts that never
met the high expectations that attended them. The latter film
was written and directed by Chaplin and starred Marlon
Brando and Sophia Loren, with Chaplin merely making a
cameo appearance as a waiter.

Though he was knighted by the queen of England in
1975, the most memorable moment of Charlie Chaplin’s
later career was his triumphant return to Hollywood in 1972.
A frail old man of 82, he came back to his adopted home to
receive an honorary Academy Award. After a splendid film

tribute, he appeared on the stage, and the audience of Holly-
wood’s greatest stood up and gave him an extended and
tumultuous ovation.

See also KEATON, BUSTER; SENNETT, MACK; UNITED
ARTISTS.

character actors These performers play parts other than
those traditional roles of leading man or lady, ingenue, or
juvenile. Though they usually act in support of stars, charac-
ter actors sometimes play leading roles and can (and have)
become stars in their own right.

Character actors are often players who are cast repeat-
edly in certain specific roles. For instance, Elisha Cook Jr.
played small-time losers for more than 40 years, his charac-
ters being killed in a huge percentage of his films, such as
The Big Sleep (1946) and Shane (1953). Franklin Pangborn is
another example of the typecast character actor. He played
a seemingly endless series of prissy hotel managers, waiters,
and such, most notably in PRESTON STURGES’S films of the
early 1940s. Among female character actors, Beulah Bondi
played old ladies while still in her mid-thirties and contin-
ued to do so with astonishing effectiveness for 50 years,

Character actors added personality and style to countless
films, often stealing scenes from the stars whom they
regularly supported. They became familiar faces to
filmgoers, and one such familiar face was Thomas Mitchell
(seen here) who played any number of sidekicks, sergeants,
drunken doctors, cynical journalists, bumblers, and fathers.
(PHOTO COURTESY OF MOVIE STAR NEWS)
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most heartwrenchingly in LEO MCCAREY’s Make Way for
Tomorrow (1937).

Another common role for character actors has been the
heavy. One of the premier actors in this type of role was cer-
tainly Edward Arnold, who was always well cast as a corrupt
businessman or government official. He was director FRANK
CAPRA’s favorite villain in films such as Mr. Smith Goes to
Washington (1939) and Meet Jobn Doe (1941). Other character
actors in this category have been Sydney Greenstreet,
CLAUDE RAINS, and William Bendix. These actors some-
times had starring roles in films, and William Bendix in par-
ticular played a wide range of characters, including average
American G.Ls, tough guys, likable comic types, and the
hero’s best friend.

Character actors often provide comic relief in films, and
among the best in such roles were Eric Blore, who was deli-
ciously acerbic in the Astaire-Rogers musical Top Hat (1935),
Eugene Pallette, who had the most incredible foghorn voice
in Hollywood, and Charles Butterworth, a goofy, idle
dreamer in films such as Love Me Tonight (1932).

While character actors have generally been overlooked by
the public in favor of stars, some of these players have been
honored for their work by the Academy of Motion Picture
Arts and Sciences with awards for Best Supporting Actor. For
instance, one of the most famous character actors in Holly-
wood history, WALTER BRENNAN, took home three Oscars,
for Come and Get It (1936), Kentucky (1938), and The Westerner
(1940). Other character actor Academy Award winners have
included Fay Bainter for 7ezebel (1938), the enormously versa-
tile Thomas Mitchell for Stagecoach (1939), Barry Fitzgerald
for Going My Way (1944), Martin Balsam for A Thousand
Clowns (1965), and Olympia Dukakis for Moonstruck (1987).

A major source of character actors has been the ranks of
fading leading men and women. For instance, LILLIAN GISH
was a major star in the silent film era who became one of the
industry’s most durable character actresses, and James Mason
extended his career by becoming a character actor when he
began to age.

Then again, there are some stars who, despite their billing,
have always been character actors, playing character roles that
happen to be the most important parts in their films. For
example, MARIE DRESSLER, CHARLES LAUGHTON, PETER
LORRE, EDWARD G. ROBINSON, PAUL MUNI, GEORGE C.
SCOTT, and even DUSTIN HOFFMAN have never been consid-
ered stars in the traditional sense. The force of their screen
personalities however, allowed movies to be built around them
if only they had the right vehicle, and with those vehicles, these
character actors have been able to build loyal followings.

The number of character actors who have made their
mark in Hollywood movies is staggering. From the mousy
John Qualen to the brassy JOAN BLONDELL, and from the
vulgar Burt Young to the sophisticated CLIFTON WEBB, Hol-
lywood’s character actors have added immeasurable richness
to the movies they have graced.

Charisse, Cyd (1921- ) A dancer and actress who

was arguably the most technically proficient female dance

partner of both Fred Astaire and Gene Kelly at the height of
the MGM musical era of the late 1940s and early 1950s.
Beautiful, long-legged, and mysteriously sensual in appear-
ance, she exuded sex appeal while moving with the grace of a
cat. Unlike GINGER ROGERS or JUDY GARLAND, Charisse
couldn’t sing and her acting was only adequate, but she was a
dancer par excellence.

Born Tula Ellice Finklea, she studied ballet from child-
hood and was a highly regarded dancer while still in her
teens. As movie musicals began to grow in popularity in the
early 1940s, she was featured in small roles in films such as
Something to Shout About (1943) under the stage name of
Lily Norwood.

Later, after signing with MGM, she took the name
Charisse from her fist husband (and ballet coach) Nico
Charisse and was groomed for stardom. She first appeared in
featured roles in such films as The Harvey Girls (1946) and
Ziegfeld Follies (1946) and soon graduated to supporting parts
in movies such as The Unfinished Dance (1947), Words and
Music (1948), and Singin’ in the Rain (1952).

Charisse received her first important starring role
because of her experience as a ballerina. Playing a ballet star
trying to make it on Broadway, she was given the enviable
opportunity to dance with Fred Astaire in one of the great
movie musicals of all time, The Band Wagon (1953). The film
was a major hit and she was a sensation. During the last phase
of MGM’s musical golden era, she was a star, lending her
long legs and seductive charm to such musicals as Brigadoon
(1954), It’s Always Fair Weather (1955), Invitation to the Dance
(1957), and Silk Stockings (1957).

After the latter movie, however, the musical virtually
disappeared from Hollywood and she began to appear in
dramas. She had acted in straight films before, such as East
Side, West Side (1949) and Tension (1949), but there was
nothing special about her abilities as an actress and after
appearing in movies such as Party Girl (1958), Two Weeks in
Another Town (1962), and a number of European films, her
movie career began to dissolve. She appeared in very few
films during the later 1960s and only one in the 1970s, War-
lords of Atlantis (1978).

For the most part, she has spent the years since the early
1960s working in nightclubs as a dancer, often sharing the
bill with her second husband, singer Tony Martin, whom she
married in 1948.

Chase, Chevy (1949- ) An affable, comic leading
man who has starred in films with wildly erratic results for
more than a decade. Chase came to prominence on the hit
television comedy show Saturday Night Live, becoming the
first star of the program to head for Hollywood with a lucra-
tive multipicture deal. Among those who eventually followed
his lead were DAN AYKROYD, John Belushi, Bill Murray,
Gilda Radner, and EDDIE MURPHY.

Chevy Chase (his real name) thought of himself as a writer
rather than a comedian, but he was pressed into service before
the cameras when Saturday Night Live first aired, and he
quickly became an audience favorite. Tall, good-looking, with



CHAYEFSKY, PADDY

a whimsical personal style, he suddenly seemed like promising
movie material out on the Coast, though he had already
appeared in two low-budget comedies in the mid-1970s, The
Groove Tube (1974) and Tunnelvision (1976).

Chase made his “A” MOVIE debut opposite GOLDIE
HAWN in the smash comedy Fou! Play (1978). He followed
that success with an engaging supporting role in Caddyshack
(1980), only to see his film career go careening off-track
when he shared top billing with dog star Benji in Ob, Heav-
enly Dog! (1980). Except for his successful reteaming with
Goldie Hawn in Seems Like Old Times (1980), many of the
actor’s subsequent films were (justifiably) berated by the crit-
ics and ignored by his fans. Movies such as Modern Problems
(1981), Under the Rainbow (1981), and Deal of the Century
(1983) were unmitigated disasters.

Chase’s once promising career was saved by his starring
role in National Lampoon’s Vacation (1984), a film that brought
him back to his eccentric comedy roots. In that same year, he
also starred in Fletch, a hit comedy/detective piece that solid-
ified his return to box-office credibility.

From the very beginning of his movie years, critics have
not been terribly kind to Chase. His comic persona has a dis-
dainful element to it that grates on many, and his throwaway
style can give the impression that he doesn’t work very hard
at his humor. But after being panned in films such as
National Lampoon’s European Vacation (1985) and Three Ami-
gos (1986), he achieved near unanimous praise for his
restrained comic performance in Funny Farm (1988), a
movie that many consider his best work in a prolific career
in which he has averaged better than a movie per year, every
year since 1978.

Chase continued to churn out films but not always with
positive results. When he appeared in Caddyshack 2 (1988)
without Bill Murray, the film was panned. The following
year he went on another National Lampoon vacation, his
third: National Lampoon’s Christmas Vacation. Like many
sequels, this one lacked the originality and verve of its pre-
cursor. Fletch Lives (1989) was yet another sequel with dismal
results. Nothing but Trouble (1991), a film scripted and
directed by fellow Saturday Night Live alumnus Dan
Aykroyd, and Memoirs of an Invisible Man (1992) did nothing
to advance Chase’s film career. Relegated to “second
banana” status in Hero (1992), not even a return to familiar
tarf in Saturday Night Live—Presidential Bash (1992) restored
him to star status. His bumbling-idiot persona was wearing
thin, and Cops and Robbersons (1994) and Man of the House
(1996) were disappointments. Yet another awful sequel,
Vegas Vacation (1997), featured him again as the leader of
National Lampoon’s Griswold clan, and Dirty Work (1998) was
also dismally forgettable. He was again relegated to a sec-
ondary role in Snow Day (2000), a mediocre film made for a
teen audience. Chase, who seems unable to escape the comic
persona and sophomoric humor that brought him fame,
appears to have an uncertain future.

Chayefsky, Paddy (1923-1981) He was an influential

screenwriter and playwright who wrote with uncommon pas-

sion. Considering that he was associated with just 11 movies,
his success ratio in Hollywood is truly stunning—he won
three Oscars for Best Screenplay. Early in his career, Chayef-
sky built a reputation for writing about the problems of ordi-
nary people with sympathy and humor. Later, he became a
firebrand, writing (some said overwriting) with power and
biting wit about “big” issues.

Born Sidney Chayefsky, he took his first stab at show
business as a comedian. He turned to writing while recu-
perating from wounds suffered during his World War 1II
service. Chayefsky continued writing after the war, penning
short stories and eventually breaking into radio and TV as
a scriptwriter. One of his early works became the basis of a
modest movie called As Young As You Feel (1951). His first
major success, however, came with his teleplay, Marty, the
story of a middle-aged, none-too-attractive Bronx butcher
who falls in love with a plain and shy woman. It was a much-
admired TV production that Chayefsky then rewrote for
the screen. Marty (1955) was the sleeper hit of the year,
winning four Oscars: Best Screenplay, Best Actor (Ernest
Borgnine as Marty), Best Direction (Delbert Mann), and
Best Film.

It was a long time before Chayefsky had that kind of suc-
cess again. Still, he saw several of his projects reach the
screen, including a teleplay adapted into the film The Carered
Affair (1956), another teleplay he adapted himself into The
Bachelor Party (1957), his screenplay from his own story for
The Goddess (1958), and his adaptation of his play into the
movie Middle of the Night (1959).

Chayefsky didn’t work very much for the movies in the
1960s, writing only the admirable script for The Americaniza-
tion of Emily (1964) and the flop adaptation of Paint Your
Wagon (1969). The 1970s, though, was Chayefsky’s decade.
Though he wrote only three screenplays, all were vivid, pow-
erful works. He wrote the sharply satirical exposé of medical
practices, The Hospital (1971), winning his second Best
Screenplay Oscar, and followed with the screenplay for which
he is best remembered, Nerwork (1976). He won his third
Oscar for this bitter and stinging script about the corrupting
power of television. His phrase from Network, “I'm mad as
hell and I’'m not going to take it anymore,” became a rallying
cry even for those who never saw the film. His last script was
for Altered States (1979), a seductive and fascinating film
directed by Ken Russell.

Tragically, Chayefsky died at the height of his powers at
the age of 58.

Cher (Cherilyn Sarkisian La Pierre) (1946- )
Although Cher may be better known for her music and her
television show with then-husband Sonny Bono, she has
made several films, one of them Moonstruck (1987), for which
she received an Oscar and a Golden Globe as Best Actress.
Her untypical looks, rarely associated with leading actresses,
add to her manner and style that is offbeat and attractive.
Born in El Centro, California, Cher lived with her
mother until she left school at the age of 16 because of
dyslexia. She took acting lessons in Los Angeles, where she
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met Sonny Bono, who was already an established performer.
The two married, eventually made records (“I Got You,
Babe” was their signature song), and then got a CBS televi-
sion show. Because of their flamboyant outfits, their talent,
and their casual banter, the show was a tremendous hit.
When Cher was 31, the show ended, as did their marriage.

Cher’s first film was William Friedkin’s Good Times
(1967), in which she and Sonny, taking advantage of their
popularity, played themselves. It was 15 years before she
appeared in another feature film, Robert Altman’s Comze Back
to the Five and Dime, Fimmy Dean, Fimmy Dean (1982), in
which she is one of five women who return for a 20-year
reunion of their James Dean fan club. The following year,
she appeared in Mike Nichols’s Silkwood, in which she played
the part of Karen Silkwood’s (Meryl Streep) lesbian
coworker. For her role in Mask (1985) she received the Best
Actress award at the Cannes Film Festival.

Because of her fine performances, she was offered better
roles and in 1987 appeared in three films. In Suspect she
played an overworked public defender with the task of
defending a deaf-mute street bum in what seems to be an
open-and-shut case, and in The Witches of Eastwick she is one
of three women (the others are Susan Sarandon and Michelle
Pfeiffer) consorting with the devil, played by the inimitable
Jack Nicholson. Her best performance, one that won the
awards that year, was as the widow in Moonstruck. In this
wonderful romantic comedy, replete with a full moon and the
opera La Bohéme, she is transformed by her relationship with
the baker/opera buff played by Nicolas Cage.

In 1990, she played a mother who is used to “moving on”
when a lasting relationship threatens in Mermaids and in
1995 played a housewife whose life is threatened in Faithful.
After a role in If These Walls Could Talk (1996), she again had
an excellent role, this time in Tea with Mussolini (1999).
Although the cast included Joan Plowright, Dame Judi
Dench, and Maggie Smith, it was Cher’s role as the eccentric
Jewish American that won the plaudits.

Perhaps because of her singing career (she was the oldest
woman ever to have a number-one hit), television work, and
theatrical performances, Cher has not appeared in as many
films as other actresses. She has, however, made some docu-
mentaries, including one about ex-husband Sonny as well as
some workout tapes. In 2002-03 she made a national singing
tour, performing in many cities.

Chevalier, Maurice (1888-1972) For audiences all
over the world, he was the embodiment of French charm and
style. He had two distinct periods of Hollywood stardom,
and in both of them he played versions of the same character:
a lover with a remarkable combination of sexual suggestive-
ness and innocence. Chevalier could be earthy and lustful,
yet, unlike MAE WEST, he was never vulgar. Among his
endearing traits were his melodious French accent, a pouting
lower lip, his trademark straw hat, and an overwhelming,
almost tangible, desire to please his audiences.

Born to an alcoholic house painter, Chevalier was the
ninth of 10 children. A year after his father died, the then 12-

year-old future star embarked on his first show-business ven-
ture as an acrobat. He was not a success. He bounced around,
even singing in the streets for money, until he got a job per-
forming in a trendy café in 1906. Next, he entered French
vaudeville and made a modest success, eventually becoming
the partner of the famed Folies-Bergeére dancing star Mist-
inguette. They were lovers as well as dancing partners;
Chevalier’s sex appeal was already very much in evidence.

During World War I, Chevalier was wounded and
became a prisoner of war for two years, during which time he
learned English from a cellmate. His second language served
him well when, after nearly a decade of success in France as
a popular performer in clubs and on the stage, he was offered
a screen test by IRVING THALBERG of MGM in 1927. The
“Boy Genius” faltered, seeing no future for Chevalier as a
Hollywood star. After viewing the same screen test, Para-
mount thought differently.

His first film for Paramount, Innocents of Paris (1929),
made Chevalier a movie star virtually overnight. He had
appeared in a number of French shorts as early as 1908, but
his talkie debut caused nothing less than a sensation at the
box office. And it improved: In the hands of ERNST
LUBITSCH, a director whose touch with light bedroom com-
edy and operettas became legendary, Chevalier had a string
of hits that were as well made as they were successful, among
them The Love Parade (1929), The Smiling Lieutenant (1931),
and One Hour With You (1932). Very much in the Lubitsch
mold was Love Me Tonight (1932), directed by ROUBEN
MAMOULIAN, which was considered by many to be Cheva-
lier’s best film.

Teamed with JEANETTE MACDONALD in many of these
early pre-HAYS CODE operettas, Chevalier projected a
healthy sex drive that was happily played for laughs. Though
he is often remembered for his songs such as “Mimi” and
“Every Little Breeze Seems to Whisper Louise,” above all
else, Chevalier was a wonderful comedian.

The laughs, however, were growing thin by 1933. This
time Thalberg took a hand and brought Chevalier to MGM.
It was a mixed blessing. After the critical success of The Merry
Widow (1934), again with Lubitsch at the helm, and then a
loan to Twentieth Century for Folies Bergére (1935), Thalberg
made the mistake of insisting that Chevalier take second
billing to actress Grace Moore. Insulted, the actor refused
and left Hollywood in a huff. He didn’t grace another Holly-
wood movie until 1956.

He did, however, star in a number of French and English
films throughout the rest of the 1930s and in the second half
of the 1940s and early 1950s. None of them had the interna-
tional success of his Hollywood films.

During World War II, Chevalier had performed in Vichy
France, singing for German soldiers. When the war was over,
there was a hue and cry that he had been a collaborator. He
defended himself, claiming he sang to the Germans to aid
Jewish friends; his defense was accepted.

Beginning in the late 1940s, he regained a measure of his
earlier fame by putting on one-man shows all over the world.
But his second career as a Hollywood film star began when
BILLY WILDER cast him as AUDREY HEPBURN’s father in Love
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in the Afternoon (1957). It opened the door to his greatest hit
as an elder statesman of the cinema: Gigi (1958). He might
well have been nominated for his splendid role as the aging
roué in Gigy, but instead, he was honored with a special Oscar
that celebrated “his contributions to the world of entertain-
ment for more than half a century.”

Chevalier worked steadily throughout the rest of the
1950s and into the 1960s, usually playing charming grandfa-
therly types in films such as Can-Can (1959), Fanny (1960),
and I'd Rather Be Rich (1964). His last screen appearance was
in Disney’s less-than-inspired Monkeys, Go Home! (1967). His
unique voice, however, can be heard singing the title song of
Disney’s far more charming The Aristocats (1970), recorded
two years before his death.

child stars Though there have been scores of child stars,
very few have had that special combination of luck, skill, and
emotional stability needed to reach and maintain stardom as
adults. Part of the inability of child stars to sustain their
careers stems from their very special and intense appeal as
youngsters; audiences fall in love with them as they are and
cannot abide the swift and inevitable change in the young
actors. There is, therefore, something both innocent and
tragic about Hollywood’s child actors. They are at once
blessed by fame and fortune, and then often discarded before
they are old enough to appreciate their success.

Virtually from the beginning of the film industry, child
actors have been a cinematic staple. MARY PICKFORD and
LILLIAN GISH, among a great many actresses, began their
film careers when they were teenagers, and their youth and
childlike innocence was accentuated in their starring vehicles.

Among the countless child actors during the silent film
era were Baby Peggy, Madge Evans, and even the future
director HENRY HATHAWAY. But the first true child-actor
superstar was JACKIE COOGAN, who burst into stardom as
CHARLIE CHAPLIN’s young charge in The Kid (1921).
Coogan was a major box-office draw in his own right dur-
ing the early to mid-1920s, starring in such films as Peck’s
Bad Boy (1921), Oliver Twist (1922), and Little Robinson Cru-
soe (1925).

Coogan’s phenomenal success led HAL ROACH to put
together an endearing crew of child actors who became the
comedy group OUR GANG. Among the silent stars of the Our
Gang shorts were Joe Cobb and Mickey Daniels. Later, dur-
ing the 1930s and early 1940s, the group was blessed by hav-
ing among its members, Spanky Macfarland, Carl “Alfalfa”
Switzer, Darla Hood, and Buckwheat Thomas.

At one time, young Jackie Cooper was a member of Our
Gang, but he left the group and went on to childhood star-
dom and an Oscar nomination at the age of eight in Skippy
(1931), followed by The Champ (1931). He was particularly
affecting in the latter film, crying up a storm and tugging at
the heartstrings. In Cooper’s autobiography, he wrote that he
was told if he didn’t cry, his dog would be shot!

Cooper was a star for roughly five years, generally play-
ing tough, lower-class American kids. Though his popularity
faded, he continued his acting career throughout most of the

ensuing decades, eventually playing Perry White in the
Superman movies of the late 1970s and 1980s.

At the same time that Cooper played tough kids, Dickie
Moore was on the scene playing sensitive children. He
started at the age of three and appeared in a total of 13 films
before he turned seven years old. He was Marlene Dietrich’s
little boy in Blonde Venus (1932) but came into his own when
he was seven in Oliver Twist (1933). The latter film aside,
Dickie Moore played mostly supporting parts. But he was
among the busiest of child actors during the 1930s. He even-
tually disappeared from the screen by the time he was 14.

Both Cooper and Moore were shunted into the back-
ground by the arrival of Freddie Bartholomew, who starred
in David Copperfield (1935) at the age of 10. Bartholomew was
as dignified as a child actor could be. With his English
accent, big eyes, and curly hair, he seemed like a young heir
to the throne. During the next four years he did, indeed, rule
the male child-actor roost, playing Greta Garbo’s son in
Anna Karenina (1935), starring with Wallace Beery in Profes-
sional Soldier (1935), and playing the title role in Little Lord
Fauntleroy (1936). Just like Dickie Moore, however, his career
ended after the age of 14.

While there were plenty of male child stars during the
1930s, there was but one transcendent female star: SHIRLEY
TEMPLE. Between 1934 and the end of the decade, she was
not only the leading child actor of her time but also one of
Hollywood’s biggest draws. In fact, she was the number-one
box-office star of 1938 when she was only 10 years old. A
truly talented child who could sing, dance, and act, Shirley
Temple was a phenomenon. Her blond curls, dimples, and
infectious upbeat attitude were just the antidote for depres-
sion-weary audiences. Among her many memorable films
were Little Miss Marker (1934), Captain Fanuary (1936), Wee
Willie Winkie (1937), and Heidi (1937). Unfortunately,
despite her genuine talents, Shirley Temple was unsuccessful
in her attempt to make the transition to adult stardom.

Even as Shirley Temple was losing her grip on fame at the
end of the 1930s, new child actors were emerging. Two of
them, MICKEY ROONEY and JUDY GARLAND, attained star-
dom together at MGM. Like Temple, they were not only fine
actors; they could both sing and dance, as well.

Rooney had been a child actor in silent films at the age of
six, appearing in the short Noz to Be Tiusted (1926), and he
hasn’t stopped working since. He was Puck in the Warner
Brothers version of A Midsummer Night’s Dream (1935), and
he achieved stardom in 1937 as the title character in MGM’s
long-running Andy Hardy series.

Judy Garland appeared in the Andy Hardy films, too, but
her classic performance at the age of 17 in The Wizard of Oz
(1939) was her ticket to everlasting stardom.

DEANNA DURBIN, another young actress and singer with
a vibrant personality, became a film star at the age of 15 in
Three Smart Girls (1936).

The 1930s were clearly the golden age of child stars; even
infants became famous. For instance, Baby Leroy, who
appeared most notably in four W. C. FIELDS films in the early
to mid-1930s, was given a seven-year contract at the age of
eight months. He retired at the age of four. Baby Sandy also
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had a meteoric film career that began in 1939 and ended in
1942 at the age of five.

While the decades after the 1930s offered fewer child
stars, the 1940s still managed to yield a bumper crop. For
instance, Roddy McDowall and Dean Stockwell were both
popular child stars, who like so many others, faded from view
by the age of 14. Unlike most others, they reemerged years
later as working adult actors.

ELIZABETH TAYLOR was a young beauty who started in
films at 10 years of age in There’s One Born Every Minute
(1942). She played mostly supporting roles as a young
teenager despite her strong starring performance in National
Velvet (1944). She didn’t achieve true stardom until she was a
young adult.

The most affecting and natural of child actresses during
the 1940s was pigtailed Margaret O’Brien. Unlike Shirley
Temple, Judy Garland, or the young Elizabeth Taylor,
O’Brien seemed like a real child. She was cute rather than
pretty and therefore seemed as if she could be anyone’s
child, sister, or friend. Her film career began at the age of
four in Babes on Broadway (1941), and she charmed audi-
ences in supporting roles in films such as Meet Me in St.
Louis (1944), The Canterville Ghost (1944), and Bad Bascomb
(1946). Her career, unfortunately, ended by the time she
was 12.

Another notable child actor of the 1940s was NATALIE
WOOD, who made her screen debut at the age of four and at
seven gave a memorable performance in Miracle on 34th
Street (1947). Wood, of course, went on to become a major
adult star, far outshining her performances as a child.

Beginning in the 1950s, Hollywood began to make fewer
films, and it became far more difficult for a child actor to
build and sustain a career; they simply aged too much in
between a mere handful of movies. In addition, television,
because of the steady work it offered, became a more fertile
area for child actors to practice their craft. Just the same, a
handful of child stars made their mark during the 1950s, and
the most famous of them was certainly Brandon de Wilde,
who, at the age of 10, was nominated for an Oscar for his per-
formance in Shane (1953).

Though de Wilde played a young boy who worshiped
ALAN LADD in Shane, Ladd’s own son, David, became a child
star at the age of 11 in The Proud Rebel (1958), playing oppo-
site his father. He was, in fact, a better actor than his dad.

Patty McCormack, another 1950s standout, won an
Oscar nomination when she was 10 years old for her per-
formance in The Bad Seed (1956). Other notable child actors
of the 1950s included Billy Chapin, Kevin “Moochie” Cor-
coran, and George “Foghorn” Winslow.

The 1960s was a relative child actor’s desert, although
Kurt Russell, Hayley Mills, and Patty Duke were young
teenage stars in the early part of the decade. Films such as 7o
Kill & Mockingbird (1963), Mary Poppins (1964), The Sound of
Music (1965), and A Thousand Clowns (1965) featured children
in significant supporting roles, but none of the young actors
who appeared in these films became child stars.

With the apparent end of the family movie in the 1960s,
it appeared as if there might never be another child star

again, but the 1970s saw a resurgence in roles for child actors,
led by 11-year-old Linda Blair who appeared in The Way We
Live Now (1970). She became a fleeting star and a Best Sup-
porting Actress Oscar nominee three years later for her per-
formance in The Exorcist (1973).

In that same year, though, nine-year-old Tatum O’Neal
made her film debut in Paper Moon (1973) and won the Best
Supporting Actress Oscar, becoming Hollywood’s youngest
Oscar winner. In her second film, Bad News Bears (1976), she
became the highest-paid child star in movie history with a
salary of $350,000 and 9 percent of the net profit of a very
profitable hit film.

In the late 1970s, 12-year-old Brooke Shields made a
splash as a child prostitute in Pretty Baby (1978) and contin-
ued to build her career into adulthood. Ricky Schroder, who
played the Jackie Cooper role in a 1979 remake of The
Champ, proved himself a good actor and appeared in a few
more films in addition to his later work on TV.

Others might have been nominated for and won Oscars,
and starred in hit films, but the premier child actor of the
1970s was, without question, JODIE FOSTER. She made her
feature-film debut at the age of nine in Napoleon and Samantha
(1972), making her mark in Taxi Driver (1976) and the beguil-
ing Bugsy Malone (1976). Unlike most of her contemporaries,
Foster showed great range as an actress and won Best Actress
Academy Awards for her performances in The Accused (1988)
and Silence of the Lambs (1992).

E.T. the Extra-Tervestrial (1982) ushered in two new child
stars of the 1980s, Henry Thomas and Drew Barrymore. Of
the two of them, Barrymore had the most screen success dur-
ing the rest of the 1980s, starring in several other films,
including Irreconcilable Differences (1984). River Phoenix
emerged as a much admired child star in such films as Stand
by Me (1986) and Little Nikita (1988). He died in 1993 at the
age of 23.

Perhaps the best-known child star of the 1990s was
Macaulay Culkin, who was initially very cute in Home Alone
(1990) and its sequels. His career seemed to dead-end with
Richie Rich (1994), perhaps because of the way his career was
micromanaged by his father, who then turned to promoting
his other children. One child star who made a successful
transition to adult roles was Anna Paquin, first seen in The
Piano (1993), for which she won an Oscar. She has subse-
quently appeared in Jane Eyre (1996) as the young Jane, Fly
Away Home (1996), and Member of the Wedding (1997), play-
ing Frankie in the made-for-television remake of Fred Zin-
nemann’s 1952 adaptation of Carson McCullers’s novel and
play. By 1997 Paquin was acting under the direction of
Steven Spielberg in Amistad. In Hurlyburly (1998), she played
her first adult role.

Haley Joel Osment was the child sensation of the later
1990s because of his stunning performance in The Sixth Sense
(1999). After having played roles in Bogus and Last Stand at
Saber River (both in 1996), Osment was “discovered” by
director M. Night Shyamalan. He was nominated for both a
Golden Globe and an Oscar for Best Supporting Actor, and
won the Broadcast Film Critics Association Award for Best
Child Performance.
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Choreographer Hermes Pan diagrams a dance routine for
Fred Astaire. What could be simpler? (PHOTO COURTESY
OF THE SIEGEL COLLECTION)

choreographer The person who designs and then super-
vises dance numbers. While the choreographer usually con-
sults with the director, he or she doesn’t have any control
over filming of the dances; the best dance directors (as cho-
reographers are sometimes known) will therefore create the
choreography with the camera in mind.

CinemaScope By 1952, with television antennas sprouting
on rooftops all over America, the number of people attending
the movies weekly had nearly halved from 80 million in 1946
to 46 million. The major studios had been searching for a
method to bring audiences back into theaters and hoped to
counter television’s small picture with a massive screen.

The wide-screen craze began with the introduction of
CINERAMA in 1952, which was a novelty based upon a three-
camera/three-projector system. In 1953, Twentieth Cen-
tury—Fox popularized a system that changed the size of movie
screens forever: CinemaScope.

The CinemaScope process is based on the use of an
anamorphic lens. When a film is shot with such a lens, the
image is squeezed to fit on 35mm stock. When that same
image is projected back through the lens, it unsqueezes the
picture, making it approximately two-and-one-half times as
wide as it is high.

This wide-screen system had actually been conceived in
1927 by the Frenchman Henri Chrétien. It was demon-
strated several times during the ensuing decades, but there
were no takers—until Twentieth Century—Fox made The Robe
(1953) in a system they called CinemaScope.

The film was rather poor, but the process was a hit and
turned The Robe into a substantial moneymaker. Fox made a
commitment to CinemaScope, making virtually all of their
new films in the process, and they wisely leased Cinema-
Scope to other studios to hasten the building of new screens
and projection equipment in theaters across the country and
around the world. In fact, by 1955, more than 20,000 theaters
worldwide were equipped to show CinemaScope movies, and
the movies shown in these theaters were bringing in large
audiences. Throughout the mid-1950s, the top moneymak-
ing films were almost always shot in CinemaScope.

Other studios jumped on the bandwagon, leasing the
CinemaScope process from Fox, although Warner Bros.,
Paramount, and RKO eventually came up with their own
variations of a wide-screen process, with Paramount’s Vista-
Vision being the most successful. In fact, many years later,
DARRYL F. ZANUCK of Fox admitted, “CinemaScope was all
wrong mechanically.”

Nonetheless, CinemaScope became the most well-known
and commercially successful wide-screen process because
Fox brought it out first and because many of the other stu-
dios used it.

cinematographer Of all the major jobs on a movie set,
this is perhaps the most overlooked by both the critics and
the public. The cinematographer, not to be confused with the
camera operator, is the individual who lights and composes
each scene in a film. Working closely with the director, the
cinematographer is the technical wizard who is most often
responsible for the particular “look” of a film. It is the cine-
matographer for example, who makes the glamour queen
appear her most alluring by backlighting so wrinkles won’t
show, lights city streets with deep shadows that make them
seem dark and foreboding, and he creates a glow of soft light
for a family room to make it more warm and inviting.

Originally, the cinematographer (who also goes by the
title of cameraman or director of photography) cranked the
camera, kept everything in focus, and panned and dollied
whenever it was necessary. As the movies became more tech-
nically advanced, the cinematographer could no longer han-
dle so many functions and continue visually composing and
lighting each shot. It became necessary to assemble a small
crew of assistants that included the actual camera operator in
their number.

The work of the best cinematographers is as distinctive as
that of the first rank of directors; they each have a personal
style that leaves their stamp on every movie with which
they’re associated. Giants such as G. W. “BILLY” BITZER,
JAMES WONG HOWE, GREGG TOLAND, LUCIEN BALLARD,
BRUCE SURTEES, and GORDON WILLIS, to name just a few,
have helped to create the language of film through their tech-
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nical innovations, imaginative lighting, use of color, and
unique compositions.

Cinerama This invention sparked the 1950s revolution in
wide screens, which many in the movie business thought
would save the industry from losing its audience to television.

Originally developed as Vitarama in 1939 by Fred Waller
and shown at the New York World’s Fair, this system used 11
cameras to film its scenes and another 11 projectors to show
the image on a huge, curved screen with a domelike
appendage that hung over the audience. It was a hit at the
fair, but much too cumbersome a system for practical use by
film studios and movie theaters.

Waller, however, kept refining his invention until he was
able to remove the dome feature and limit the number of
cameras and projectors to three of each. He changed the
name of his process to Cinerama, enlisted the help of famed
newsman Lowell Thomas and Hollywood’s Merian C.
Cooper (of King Kong fame), and showed his first film, This Is
Cinerama (1952), at the Broadway Theater in New York.

The film and the process had a galvanizing effect on
everyone who saw it, audiences and critics alike. Though it
wasn’t a perfect system (one could see the lines between the
three projected images on the wide, curved screen), the sen-
sations of depth and involvement it created were visceral,
especially in the famous rollercoaster sequence that had peo-
ple screaming in their theater seats.

To show This Is Cinerama anywhere else in the country,
theaters had to be built and adapted for the process. Cin-
erama theaters sprung up in most major cities, playing 7his Is
Cinerama to record-breaking crowds.

It wasn’t until February 8, 1955, that Cinerama came out
with a second film called Cinerama Holiday—another huge
hit. It was followed by several other travelogue-style films.
But by the early 1960s, the novelty had long worn off; the
public was now viewing films in CinemaScope, Panavision,
and other wide-screen processes and were tired of watching
thin productions meant to thrill but offering no involving
story or stars.

In an attempt to save Cinerama, a deal was made with
MGM to produce films that could be shown in the Cinerama
system and then adapted to 70mm. The Wonderful World of the
Brothers Grimm (1962) and How the West Was Won (1963)
were the product of that arrangement, but in 1963 the three
camera/projector system became outmoded, replaced with a
“single-lens Cinerama” that was similar to the already exist-
ing CinemaScope system.

See also CINEMASCOPE.

Citizen Kane The 1941 ORSON WELLES classic that many
consider the most important movie ever made in Hollywood,
the film’s impact on the creative people in the motion picture
industry can scarcely be overstated. Citizen Kane heralded a
bold new era in filmmaking thanks to its innovative style and
its sophisticated content.

The film starred Orson Welles in the title role, and it
introduced a whole new group of stage actors from his Mer-
cury Theater company, among them Joseph Cotten, Everett
Sloane, Agnes Moorehead, Ray Collins, and George
Coulouris. While the entire cast performed splendidly, the
power of Citizen Kame is its brash, fresh style. GREGG
TOLAND’s deep-focus CINEMATOGRAPHY gave the movie a
visual depth that allowed action taking place on several
planes to be viewed at once, obviating the need for a great
deal of editing within a scene. In addition, Toland’s expres-
sionistic lighting and deep shadows signaled the beginning of
Hollywood’s FILM NOIR period. Adding to the movie’s
ambiance was BERNARD HERRMANN’s music, which was
wonderfully foreboding, moody, and powerful.

Citizen Kane’s plot was imaginatively structured by both
Welles and his collaborator, HERMAN J. MANKIEWICZ. They
told Kane’s life story in a circuitous patchwork, often detail-
ing the same events from different characters’ points of view.
The story itself, a study of corruption, power, and loss of
innocence, was deeply humanistic. Devoid of any clear-cut
heroes or villains, it was a tale of fallible people, which made
it truly unique in 1941.

The plot of Citizen Kane parallels that of newspaper mag-
nate William Randolph Hearst. Like Hearst, the movie’s pro-
tagonist, Charles Foster Kane, is a man whose immense
wealth and power come from his control of newspapers.
Kane, like Hearst, influences world events, bringing yellow
journalism to new heights as he helps to push the nation into
a war with Spain. In addition, Kane, like Hearst, tries to turn
his mistress into a major star. The obvious similarities caused
Hearst to try to stop the film by offering to compensate
Welles’s studio, RKO, if it would destroy all copies of the
movie and burn the negative. When that failed, Hearst
instructed all of his papers to ignore the film by refusing to
either review it or take advertisements for it. When Citizen
Kane finally opened to rave reviews in competing newspapers,
however, Hearst took a different tack, ordering that the film
be vilified and ridiculed in his own publications.

Whether Hearst gave Citizen Kane publicity it might not
have had otherwise, or whether he may have truly hurt the
movie at the box office cannot be accurately determined.

The fact is, however, that the film did well in the big cities
but failed to become a major hit, as audiences ignored it in
the all-important second- and third-run theaters. Contrary
to popular belief, however, the movie did turn a modest
profit at the time of its release.

Nor were the film’s artistic merits entirely overlooked at
the time, either. In addition to critical praise, Citizen Kane won
a Best Original Screenplay Oscar, and it was nominated for
Best Actor (Welles), Best Director (Welles), and Best Picture.

For Welles, Citizen Kane was a stunning achievement. It
was, remarkably, the first full-length feature film he wrote,
directed, and starred in. He was a 24-year-old phenomenon
who had gained a great deal of notoriety in New York for his
radio and theater work. The troubled RKO studio took a
gamble on the “boy wonder” and offered him complete artis-
tic freedom in the hope that he could create box-office magic
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and keep the company solvent. Ironically, Citizen Kane was
not the movie he had hoped to make for RKOj; he had
intended to adapt Joseph Conrad’s Heart of Darkness to the
screen. That script was rejected as too expensive to produce,
and screenplays for two other films, The Smiler with the Knife
and Mexican Melodrama, were also rejected before he was
finally given the go-ahead to make the film that was to
become his masterpiece.

clapper board The hinged slate held in front of the cam-
era at the beginning or end of a TAKE when dialogue is being
recorded synchronously with the action. The hinge allows
for the attachment of a “clapstick,” which is clapped down
onto the slate, causing a loud, sharp crack that later gives the
editor his synchronization cue when he splices the sound and
picture tracks together.

The clapper board goes by several names, including clap-
sticks, clappers, or simply slate. Technically, however, the latter
term merely describes that part of the clapper board on
which the names of the film, the director, and the camera-
man, as well as the scene number and take number, are writ-
ten in chalk. Clapper boards are operated by junior members
of camera crews known also as clappers.

The clapper board has long been a symbol of filmmaking,
but during the last decade it has been made obsolete by new
advances in electronics.

Cleopatra Many movies depicting the life of the Egyptian
queen have been made: one in 1934 starred CLAUDETTE
COLBERT, another in 1963 had ELIZABETH TAYLOR and
RICHARD BURTON. The earlier version was a first-rate film
and a box-office hit. The remake nearly bankrupted TWEN-
TIETH CENTURY-FOX, and a tempestuous romance between
Taylor and Burton made headlines worldwide.

The later Cleopatra plodded through two directors, a
change of locations, and a suicide attempt by Elizabeth Taylor.

The first hint that Cleopatra was going to be the film dis-
aster of the 1960s came when ROUBEN MAMOULIAN, a highly
respected director for more than 35 years, resigned in disgust
at the millions of dollars being spent to recreate Egypt in
England. Heavy rains destroyed the sets and filming had to
be begun again in Rome.

JOSEPH MANKIEWICZ was the second director hired to
complete the film. He spent a year and a half on the project,
only to be fired after DARRYL F. ZANUCK saw the ROUGH
CUT. But long before that point had been reached, delays and
wild extravagance had sent the film budget spiraling out of
control. A Fox executive publicly admitted that the film cost
at least $20 million more than was necessary. It was estimated
that the movie would have to earn $40 million just to break
even—and this was in 1963 dollars.

The shooting was only partially delayed because of the
Taylor/Burton affair. But it’s certainly true that when Taylor,
torn between husband Eddie Fisher and lover Burton,
attempted suicide, the movie did temporarily come to a halt.
(At the time, the press reported that Taylor had fallen ill.)

Were it not for the highly publicized affair, Cleopatra
might not have been nearly as popular with audiences. In
spite of the mediocre reviews the movie received when it was
finally released, the public rushed to theaters to see the love
scenes between the two stars. It was many years later, when
Fox finally sold the film to television for $5 million, that
Cleopatra finally turned a profit. Had there not been the huge
success of The Longest Day (1962) and The Sound of Music
(1965), Fox might easily have sunk in a sea of red ink.

Clift, Montgomery (1920-1966) An intense, intro-
spective, and hugely talented actor whose fabulous good
looks and offbeat acting choices brought him early critical
and public acclaim. A child actor who had a substantial career
on the stage during his teens and early twenties, he came to
the movies as an experienced player. In all, his film career
spanned 18 years but consisted only of a relatively modest 17
films. Yet Clift still managed to make an enormous impres-
sion, gaining four Oscar nominations and the admiration of
his peers and a legion of fans.

Born Edward Montgomery Clift, he made his acting
debut in an amateur production of As Husbands Go in Florida
when he was 12 years old. By the age of 14 he had become a
professional, appearing in the out-of-town production of Fly
Away Home. The play was a hit and it moved to Broadway,

i

A young Montgomery Clift, seen before his disfiguring
traffic accident. Clift was an introspective actor; this
dreamy pose seems particularly fitting. (PHOTO
COURTESY OF MOVIE STAR NEWS)
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taking Clift with it in the juvenile role. During the later
course of his career on the stage, he appeared with the likes
of Lunt and Fontanne, Dame May Whitty, Tallulah
Bankhead, FREDRIC MARCH, Edmund Gwenn, and many
others. Some of the more noteworthy plays in which he
starred were Thornton Wilder’s The Skin of Our Teeth in
1942, the revival of Wilder’s Our Town in 1944, and Ten-
nessee Williams’s You Touched Me! in 1945.

Clift’s matinee idol good looks and theatrical fame
brought him repeated offers from Hollywood, which he reg-
ularly turned down until finally succumbing because he
found a script he liked. He made his motion picture debut as
the star of The Search (1948), a hit film that immediately
brought him international recognition as well as his first
Oscar nomination.

Many were surprised when Clift chose a HOWARD
HAWKS western starring JOHN WAYNE as his second vehicle.
The film was Red River (1948), and it became a Hollywood
classic, with Clift giving a strong and assured performance
that balanced beautifully with Wayne’s.

Clift constantly surprised those who expected him to fol-
low the usual movie star course of playing essentially heroic
and dashing characters. He played a clever cad in The Heiress
(1949), a tragic lover in A Place in the Sun (1951), for which
he was nominated for his second Academy Award, a priest in
I Confess (1953), and a pacifistic, inarticulate soldier in From
Here to Eternity (1953), a performance for which he received
his third Best Actor Oscar nomination. Only occasionally did
Clift pick scripts that resulted in flops. His film career
seemed limitless—until the making of Raintree County (1957).
Halfway through production of the big-budget Civil War
epic, Clift was involved in a traffic accident. His longtime
friend, ELIZABETH TAYLOR, rushed to the scene of the wreck
near her home and saved the actor’s life by removing two of
his teeth that had become lodged in his throat. Taylor saved
him from choking to death but saving his badly battered face
was another matter. Though disfigured, particularly on the
left side of his face, Clift eventually resumed his career. His
skill as a performer was not impaired but the effects of the
accident lingered.

The actor’s constant physical pain and emotional difficul-
ties led to alcohol and drug abuse, but despite this he deliv-
ered several brilliant performances.

His movies during the latter half of the 1950s and early
1960s were often interesting, mainly because of his acting,
and a few of them were as good as he was, among them Sud-
denly Last Summer (1959) and The Misfits (1961). The Young
Lions (1958) had the appeal of two of the 1950s’ actor icons,
Brando and Clift, but they didn’t have any significant scenes
together. Clift was offered a major role in Fudgment at
Nuremberg (1961) but turned it down in favor of a smaller
part in the film, which he played for free. His performance—
just seven minutes long—was so emotionally charged that he
received a Best Supporting Actor Academy Award nomina-
tion, his fourth and last Oscar bid.

He made but two more films, neither of them successful,
Freud (1962) and The Defector (1966), the latter film released
after his death from a heart attack at the age of 45.

Close, Glenn (1947- ) After a childhood that
involved her family’s joining the fundamentalist and evangel-
ical moral rearmament group and traveling to Switzerland
and the Congo, where her father worked as a missionary,
Close returned to the United States and attended Rosemary
Hall, an exclusive private high school. After graduation she
worked with “Up with People” but found the troupe boring.
After her marriage to a rock guitarist failed, she enrolled in
the College of William and Mary, where she began to partic-
ipate in theatrical productions.

Close’s theatrical career began in 1974, when she acted
for a season with the Phoenix Repertory Company, and she
worked steadily in regional theaters, as well as in Broadway
and Off-Broadway plays. She has received a Tony nomination
for Barnum (1980) and Tony awards for Tom Stoppard’s The
Real Thing (1984), Death and the Maiden, and as Norma
Desmond in Andrew Lloyd Webber’s Sunset Boulevard.

Close, who continued her career in the theater, went to
the West Coast in 1979 and appeared in two excellent films
made for television, 700 Far to Go and The Orpban Train, in
which she takes some orphans out West in hopes of finding
better lives for them. Her performance led to her role as
Garp’s mother in The World According to Garp (1982), an
adaptation of John Irving’s novel. Her performance won her
an Oscar nomination as Best Supporting Actress, and she
won Best Supporting Actress awards from the Los Angeles
Film Ciritics, the New York Film Critics, and the National
Board of Review. The following year she won another Oscar
nomination as Best Supporting Actress for her role in The
Big Chill. Another Best Supporting Actress nomination came
the next year when she played the good Iris, the lady in
white, in Barry Levinson’s film adaptation of Bernard Mala-
mud’s novel The Natural. That same year she played oppo-
site Robert Duvall in the highly regarded The Stone Boy, a
tale of how a family copes with one son accidentally killing
the other one. After Maxie and The Fagged Edge, both 1985,
she starred in Fatal Attraction (1987), a film that gave many
philandering husbands nightmares. In the film, she played a
woman spurned but determined to wreak havoc in the lives
of the man (Michael Douglas) and his family. This time,
Close was nominated for an Oscar as Best Actress. In 1989,
she made two films, one the forgettable Immediate Family
and the other the wonderfully corrupt Dangerous Liaisons, an
adaptation of the Laclos novel and the Christopher Hamp-
ton play. Cast with John Malkovich, she played the malevo-
lent force that causes the Malkovich character to destroy the
woman he loves while he utters the dreadful words, “It’s
beyond my control.” She was again nominated for an Oscar
as Best Actress.

For Zeffirelli’s Hamlet (1990) she played Hamlet’s
mother. The same year, as the comatose wife of Claus von
Bulow, she narrated the action in Reversal of Fortune. In 1991
she played a Swedish opera diva in Meeting Venus, but her
performance in the made-for-television film Sarab, Plain and
Tall, which was nominated for nine Emmys, was a more out-
standing role. She played a New England schoolteacher who
goes out west to care for the family of a widower who is seek-
ing a wife. Two years later she returned to this role in Skylark,
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Glenn Close (left) in Dangerous Liaisons (1988) (PHOTO COURTESY WARNER BROS.)

in which she is the wife who yearns to return to New Eng-
land. That year she also appeared with Meryl Streep in the
film adaptation of Isabel Allende’s novel House of the Spirits,
followed by The Paper (1994), in which she plays an ambi-
tious, aggressive managing editor, much like her character in
Fatal Instinct.

In the television film Serving in Silence: The Margarethe
Cammermeyer Story (1995), Close essayed a quite different
role as the army nurse who has attained the rank of colonel,
only to find herself under media scrutiny when she admits
that she is a lesbian. Close received an Emmy for her per-
formance. In 1996 she was cast with Jack Nicholson in Tim
Burton’s Mars Attacks!, a lampoon of alien flicks, and
appeared as Cruella De Vil in 101 Dalmatians, a live-action
remake of the Disney animated film that would soon be fol-
lowed by 102 Dalmatians. On television Close played a com-
passionate mother of a son dying of AIDS in In the Gloaming
(1997). She also played nurse Nellie Forbush in the television
remake of Rodgers & Hammerstein’s South Pacific (2001) and
was praised for her performance. More recently Close
appeared in Robert Altman’s Cookie’s Fortune (1999). As of
this writing she is the best actress of her generation never to
have received an Oscar for Best Actress.

Coburn, James (1928-2002) In his heyday during
the mid-1960s, there wasn’t an actor half as hip or as cool
as Coburn. Tall, thin, and with the most wonderfully arro-
gant, toothy smile in Hollywood, he was America’s answer
to James Bond. A longtime villain in movies and TV, he
was too familiar to audiences in that role to be convincing
as the typical good guy, so he played his heroes with a
heavy dose of cynicism. Coburn’s screen image was some-
what elusive, and he was not well received during the bulk
of the 1970s; he all but disappeared from the screen by the
early 1980s.

Although it sometimes appeared as if Coburn’s acting was
limited to his mannerisms, he was actually well trained, hav-
ing studied at USC and with Stella Adler. He made his stage
debut in Billy Budd at the La Jolla Playhouse in San Diego.
During the mid- to late 1950s, Coburn was often seen on TV,
becoming a familiar villain in prime-time westerns. He broke
into movies at the end of the decade in a modest role in the
BUDD BOETTICHER-directed RANDOLPH SCOTT western
Ride Lonesome (1959).

He continued to play important supporting roles in
action pictures throughout the early 1960s, contributing to
the success of such films as The Magnificent Seven (1960), The
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Great Escape (1963), Charade (1963), and the thwarted SAM
PECKINPAH masterpiece, Major Dundee (1965).

Coburn’s big break came when he was cast as Derek Flint
in a playful, tongue-in-cheek James Bond rip-off, Our Man
Flint (1966). The movie was a big hit, largely due to Coburn’s
charming of critics and audiences alike with his breezy, cocky
interpretation of the hero. The sequel, In Like Flint (1967),
wasn’t as well realized, although Coburn was just as much fun
to watch as he had been in the first film.

Throughout the latter half of the 1960s, the actor starred
in a number of clever, sophisticated movies that fell some-
where between thriller and comedy. The best of them
undoubtedly was the suspense/satire The President’s Analyst
(1967). Among his other ambitious movies during that period
were What Did You Do in the War, Daddy? (1966), Dead Heat
on a Merry-Go-Round (1966), and Waterbole No. 3 (1967).
Unfortunately, most of Coburn’s films from the 1960s seem
terribly dated today.

He made a number of poor movies in the late 1960s and
early 1970s that crippled his career. In retrospect, however,
he had two very good years in the early 1970s, even if audi-
ences didn’t come out in great numbers to see his films. He
was in Sergio Leone’s underrated Duck, You Sucker! (1972),
Blake Edwards’s excellent medical thriller The Carey Treat-
ment (1972), Sam Peckinpah’s fascinating western Pat Garrett
and Billy the Kid (1973), the mostly ignored but very satisfy-
ing Herbert Ross whodunit The Last of Sheila (1973), and the
fascinating bomb Harry in Your Pocket (1973).

After five films of such relatively high quality, the actor
should have been able to make a solid comeback, but instead,
his career dipped still further. Coburn was given his last gen-
uinely good role in 1975 when he was teamed with another
villain turned hero, Charles Bronson, in Hard Times. The
film was well reviewed, but it was essentially seen as a Bron-
son vehicle.

Except for Sam Peckinpah’s intriguing Cross of Iron
(1977), Coburn’s later films were generally uninteresting. He
even returned to form as a western villain in The Last Hard
Men (1976). He was an appealing actor but had no drawing
power, so films such as The Baltimore Buller (1980) and High
Risk (1981) went mostly unseen.

Silver-haired and distinguished-looking in a rough sort of
way by this time, Coburn all but abandoned the movies,
becoming a successful television and radio pitchman for beer
and other products.

But Coburn, who made more than 100 films, later
returned to the big screen. During the 1990s he played gen-
erally undistinguished roles in such films as Young Guns 2
(1990) and EDDIE MURPHY’s remake of The Nutty Professor
(1996), but in an incredible performance made while suffer-
ing from crippling arthritis, Coburn won the Best Support-
ing Actor Oscar in 1999 for his performance in PAUL
SCHRADER’s film Affliction.

See also ANTIHEROES.

Coen brothers Although both of the brothers write, Joel

directs and Ethan is the producer, in a tag-team approach to

filmmaking that has developed a cult following. “Our lead
characters always seem to be dopes and schmoes,” Ethan said
of the Jeff Bridges character in The Big Lebowski (1998).

Joel was born on November 29, 1954, in Minneapolis,
Minnesota; Ethan was born three years later on September
21, 1957. The boys went east to network and to be educated.
Ethan studied philosophy at Princeton, while Joel went to
film school at New York University. Talented schlockmeister
Sam Raimi hired Joel to edit Evi/ Dead (1982); then Raimi col-
laborated with both brothers to write the screenplay for his
Crimewave (1985). By 1984, however, the Coens were off and
running with their debut feature, Blood Simple, a remarkably
violent noir that was far better than a debut film deserved to
be. They showed themselves capable of shock and surprise.

Blood Simple established a violent and creepy noir style
that was later to be perfected in Miller’s Crossing (1990), a
very dark and moody gangster film replete with menace and
violence. Their style later becomes modulated with an amus-
ingly goofy knack for what might be called postmodern
screwball comedy, impish, winking, and wicked. In Raising
Arizona, the two styles combine experimentally, as NICOLAS
CAGE narrates his yarn about a kidnapping gone wrong. The
Coens wanted to show the world something different from
Blood Simple and did. In the enigmatic Barton Fink (1991),
John Turturro (from Miller’s Crossing) plays a mentally unbal-
anced playwright turned Hollywood screenwriter, who is
gradually going crazy in an infernal hotel until a jolly but
menacing salesman (John Goodman) gives him a heads up, so
to speak (the head of his latest murder victim in a bag). In
their underrated The Hudsucker Proxy (1994), they allowed
TIM ROBBINS to invent the hula hoop.

Always fascinated by the past and numbskull American
yokels, the Coens turned to Homer’s Odyssey (after a fashion)
and PRESTON STURGES, borrowing their title, O Brother
Where Art Thou? (2000), from the idealistic film director of
Sturges’s Great Depression comedy, Sullivan’s Travels (1941).
A trio of good-spirited convicts, led by George Clooney,
escape from a chain gang on a prison farm and spend the rest
of the film on the make and on the run while becoming a
bluegrass singing sensation. The jokey insouciance of the
picture gave it distinctive charm, and the soundtrack album
became a runaway best-seller. The boys encounter seduction,
deception, and betrayal, but Fate gets them through floods,
fire, and the Ku Klux Klan. They fall under the spell of “sigh-
Irenes,” and they are threatened by a fabulous Cyclops,
played by John Goodman. This project earned the Coen
brothers an Academy Award nomination for Best Adapted
Screenplay (in itself, a sort of in-joke).

The most critically successful Coen film was Fargo
(1996), another dark comedy, involving a car salesman
(William H. Macy) who hires two nitwits to kidnap his wife
so that he can extort money from his father-in-law. Because
the Macy character is a typical Coen loser, the scheme
quickly and disastrously disintegrates. Marge, the pregnant
police chief played by Frances McDormand (who in real life
is married to Joel Coen), is investigating the crime and is sure
to set things right because in the world of this film the good
will prevail. McDormand won an Oscar for Best Actress, and
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the Coen brothers won another for Best Original Screenplay,
following additional recognition from the Writers Guild. At
the 1997 Cannes Film Festival, Joel Coen was named Best
Director; Fargo was also nominated for the Cesar Award for
Best Foreign Film.

The Man Who Wasn’t There (2001) was another typical
Coen brothers feature. The plot was a noir spoof about Ed
(BILLY BOB THORNTON), a barber with dry-cleaning ambi-
tions who thinks his wife (Frances McDormand) is having an
affair; he kills the rival (James Gandolfini) and then watches
his wife being accused of the murder. She hangs herself
before she goes to trial, and then everything unravels for him.
The Coens surely know how to twist a plot. In 2003 the
Coens released Intolerable Cruelty starring George Clooney
and Catherine Zeta-Jones.

Cohn, Harry (1891-1958) He was the president and
chief of production of Columbia Pictures. He was also one of
the most successful of all the Hollywood moguls, leading his
company through the shoals of the talkie revolution, the
depression, the end of the studio era, and the advent of tele-
vision without ever having a losing year. Cohn’s reputation as
a wily businessman was matched by that as “The Meanest
Man in Hollywood.” He was legendary for his cruelty to
Columbia’s actors, directors, and producers, which led to the
heaviest personnel turnover of all the major Hollywood
motion picture companies. Yet he had a nearly unfailing
instinct for what the public wanted to see on the movie
screen. The way he tested a film’s commercial potential was
to sit through it; if he grew restless and scratched his behind,
the film wasn’t good enough. That comprises Harry Cohn’s
sophisticated market research.

The second son of a tailor, Harry Cohn had little educa-
tion but an abiding interest in show business. Among his
early jobs were those of chorus boy in the theater, clerk for a
music publishing firm, and even a vaudeville act with song-
writer Harry Ruby. He had his greatest early success, how-
ever, as a song plugger. But Cohn’s most important job came
when he was enlisted as Carl Laemmle’s personal secretary at
UNIVERSAL PICTURES. There he learned the workings of the
burgeoning film business, and in 1920, he and his older
brother, Jack (who also worked for Universal), joined with
Joseph Brandt to form CBC Film Sales Company, later to
become Columbia Pictures in 1924.

Harry Cohn ran the production side of the business in
Hollywood, while Jack Cohn and Joseph Brandt worked the
business end of the company in New York. After Jack failed in
his attempt to take over the company in 1932, Brandt sold his
shares to Harry Cohn, who assumed Columbia’s presidency.
Despite his brother’s power play, the two siblings continued to
run Columbia, though they would never cease fighting each
other until Jack’s death in 1956. For his part, Harry Cohn
fought with everybody else as well, earning the title “White
Fang,” a name given to him by writer BEN HECHT.

At Columbia Pictures, Cohn was the absolute ruler. He
was unabashedly vulgar and as infamous for spying on his
employees as he was for his “casting couch” during the 1930s.

Though he enjoyed his image as a tough shark, he was also a
generous man who tried to keep his philanthropic activities
hidden so as not to be thought weak or sentimental.

Cohn’s personality was lampooned in the stage play Born
Yesterday. Characteristically, Cohn bought the play and
turned it into a hit movie in 1950, with Broderick Crawford
playing the oafish, tyrannical junk dealer. Cohn presided over
Columbia right up until his death from heart disease.

See also CAPRA, FRANK; COLUMBIA PICTURES.

Colbert, Claudette (1905-1987) An actress, she
starred in more than 60 films, making her mark as a star of
sophisticated comedies. Considered a great beauty by many
in her early years in Hollywood, she seemed destined to be
the decoration in big-budget epics before she emerged as a
sprightly and witty actress in FRANK CAPRA’S IT HAPPENED
ONE NIGHT (1934). Her appeal has withstood the test of time
due both to her talent and to the fact that she had the good
fortune to star in many well-written and well-directed films.

Born Claudette Lily Chauchoin in Paris, she moved to
New York City when she was six. Acting was not her goal in
life; instead, she hoped to become a successful fashion
designer. Discovered at a party, she was convinced that she
ought to give the theater a chance, making her stage debut
at the age of 18 in 1923. She worked steadily during the rest
of the 1920s in modest stage roles, learning her craft and
gaining a growing reputation as a quality player. At one
point, she was coaxed into making her film debut in a low-
budget silent, For the Love of Mike (1927), a film that was lit-
tle shown due to both the poor quality of the production and
the new interest in sound films. It was directed by a very
green FRANK CAPRA, who later made amends by giving her
the biggest hit of her career.

After sound was perfected and Broadway actors became
heavily in demand, Colbert tried the movies again, this time
with considerably better luck. Her first sound feature was The
Hole in the Wail (1929). Her ability to speak French came in
handy during her early Hollywood stint as she made both the
English and French versions of the same movies. She worked
steadily but without any particular distinction, save for the
camera’s love affair with her photogenic face and shapely legs.

CECIL B. DEMILLE raised her from leading lady to star
when he cast her in one of his early sound biblical epics, The
Sign of the Cross (1932). Not long after, he gave her the title
role in Cleopatra (1934). She was effective in both, as well as
in Three-Cornered Moon (1933).

Earning $25,000 per picture from Paramount, she was,
nonetheless, lured to star in Capra’s It Happened One Night
while she was on vacation. With the promise that all of her
scenes would be shot in four weeks and that she would be
paid twice her usual salary, Colbert agreed to work at the
then minor studio, COLUMBIA PICTURES. It Happened One
Night, of course, was a staggering hit that put Columbia on
the map, earned Colbert her only Best Actress Oscar, and
showed off, for the first time, her considerable flair for com-
edy, a flair that was put on display in many of her films dur-
ing the next 15 years.
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Among her many memorable movies, both dramatic and
comic, during the later 1930s and 1940s were Imitation of Life
(1934), I Met Him in Paris (1937), Tovarich (1937), Bluebeard’s
Eighth Wife (1938), Zaza (1939), Midnight (1939), Drums
along the Mobawk (1939), Boom Town (1940), Arise My Love
(1940), The Palm Beach Story (1942), Since You Went Away
(1944), and The Egg and I (1947).

After a strong performance in Three Came Home (1950),
her career began to decline. Colbert was not meant for
matronly roles, and audiences did not find her quite as
appealing in her middle age. She made few films thereafter,
Texas Lady (1955) being the last before she retired from the
screen for six years. She returned to make Parrish in 1961,
gaining good reviews in a supporting role, but it was the last
film for theatrical release that she made. Except for touring
on stage and making the rare television appearance (she
starred in The Two Mrs. Grenvilles, a 1987 miniseries), Col-
bert lived a quiet life of leisure until her death in 1987.

Colman, Ronald (1891-1958) Handsome and aristo-
cratic in manner, he was also an actor who could communi-
cate vulnerability and accessibility; his unique combination of
style and warmth made him one of the most beloved of all
Hollywood stars. Colman’s popularity lasted more than 30
years and, together with GRETA GARBO and CHARLIE CHAP-
LIN, he was one of only a handful of major stars from the
silent era to enjoy equal success in the talkies. His utterly
charming speaking voice certainly aided this transition.

Colman was equally adept in action films, comedies, and
romances, but he was most often cast in the last. His four
Academy Award-nominated performances indicate his range
if not his talent: the suave detective hero in the title role of
Bulldog Drummond (1929), as a prisoner on Devil’s Island in
Condemned (1929), as an amnesiac in the classic “weeper”
Random Harvest (1942), and as an actor playing Othello both
on the stage and off in A Double Life (1947), for which he
finally won his only Oscar.

Born to a middle-class English family, Colman was 16
when his father died, a tragedy that considerably changed the
young man’s prospects. He was forced to take a job as an
office boy in the British Steamship Company, but he filled his
free time during the next five years working in an amateur
theater. Finally, at the age of 21, he tried professional acting,
but World War I interrupted his nascent career. A broken
ankle ended his war service two years later in 1916, after
which he returned to the stage. By 1918, he had built a mod-
est reputation as an actor and had even made several English
two-reelers such as The Toilers (1919) and A Son of David
(1919). They met with little success.

His acting career stalled, Colman decided to try his luck
in America. Without a contract or even a promise of work,
he arrived in the United States in 1920, managing to win
small parts in New York plays and movies. His big break
came with a substantial role in the Broadway production of
La Tendresse in 1923. LILLIAN GISH was in the audience, and
she insisted that Colman was perfect to play her leading man
in The White Sister (1924). With Gish’s help, he quickly

became a star, signing soon thereafter with SAMUEL GOLD-
WYN, who featured him in 18 of the producer’s next 30 films
between 1924 and 1933. Among the many Colman silent
hits were such standouts as Romola (1924), The Dark Angel
(1925), Stella Dallas (1925), Lady Windermere’s Fan (1925),
and Beau Geste (1926). Also during the late silent era, he
made five films with vamp Vilma Banky; they were one of
the hottest screen teams of the silent era, every bit as sexy
together as GRETA GARBO and JOHN GILBERT—and just as
big at the box office.

Unlike a great many silent stars who were rushed into
sound films prematurely, only to see their careers ruined,
Goldwyn carefully chose Colman’s talkie debut, waiting until
1929 to present his star in Bulldog Drummond. The film was a
massive hit, and the actor’s immediate future was secured.

The early 1930s were studded with sensitive Colman per-
formances in films such as Raffles (1930), Arrowsmith (1931),
and Cynara (1932), but his association with Goldwyn ended
in 1933 when Colman sued his producer, who had reportedly
said that the actor drank before performing his love scenes.
The legal action was settled out of court, but the two men
never worked together again.

Colman acted for a great many studios after that, mostly
as a freelancer. He appeared in fewer movies, but they were
generally superior productions. His prize roles during the
rest of the 1930s were in A Tale of Two Cities (1935), Under
Two Flags (1936), Lost Horizon (1937), The Prisoner of Zenda
(1937), and If I Were King (1938).

It appeared as if his reign as a major star was fast ending
when he made several duds in the early 1940s, but then came
his classic role as an amnesiac in Random Harvest (1942), one
of the major hits of the year and one of the most romantic
movies ever made. Colman was again a much-sought-after
star, but he knew that he couldn’t go on playing lovers much
longer. After starring in Kismet (1944), he dispensed with hair
dye and played an older man in The Late George Apley (1947).
The following year, he starred in 4 Double Life, winning his
Oscar for a movie and a performance that could not match
half of his better roles but was no doubt given in recognition
of the entire body of his work.

Colman’s last star performance was in a delightful hit
comedy, Champagne for Caesar (1949), which mocked quiz
shows with a light but pungent wit. Colman then walked
away from Hollywood as a star, returning only twice to make
cameo appearances, first in Around the World in 80 Days
(1956) and then in The Story of Mankind (1957).

color Though it may appear as if black-and-white movies
were the norm in Hollywood for much of its existence, the
opposite is actually the case. While full, natural color was
long in coming to the movies, color of one kind or another
had been used in films virtually from the very beginning of
cinema history. In America, Thomas Edison was involved in
the hand painting and hand tinting of individual film frames
as early as the late 1890s. When more than one color was
used on a frame, however, the result was often rather muddy
because the application process was so imprecise.
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Restored versions of films such as The Great Train Robbery
(1903) show the effects of hand tinting. When the outlaw
fires his gun at the camera at the end of the movie, the frames
have a red hue around the barrel of his pistol.

Later, tinting was done not by hand but by bathing the
film in the appropriate chemicals to bring out blues for night,
yellows for bright sunny days, reds for fire, etc.

A great many silent films that we see today in black and
white were originally tinted. For instance, D. W. GRIFFITH
tinted certain scenes in THE BIRTH OF A NATION (1915) and
ERICH VON STROHEIM tinted parts of Greed (1923) yellow to
symbolize the characters’ lust for gold. In fact, by the early
1920s, the vast majority of feature films made in Hollywood
were at least partially hand tinted. Soon, however, most Hol-
lywood films were colored by virtue of a newer process that
involved using tinted film stock.

Color tinting came to a sudden, if temporary, halt when
sound films became the rage in 1927. The technology didn’t
yet exist that would allow the soundtrack to reproduce on
tinted film. The problem was soon solved, however, and tint-
ing continued throughout the 1930s and beyond, even when
other color processes such as TECHNICOLOR came into vogue
for “A” MOVIEs. For instance, otherwise black-and-white
movies such as The Oklahoma Kid (1939) and Portrait of Jennie
(1948) contained color tinting in their original versions.

Beyond hand painting and one-color tinting processes,
attempts to present a richer palette of colors on the screen
were constantly being attempted. According to James L.
Limbacher in his book, Four Aspects of the Film, there were at
least 25 different companies during the early years in Holly-
wood that attempted to exploit multicolor systems, among
them Prizma, Brewster Color, Kodachrome, Zoechrome,
and Color-craft.

The big breakthrough came with the two-color Techni-
color system that was first used on a commercial release of
the film 7o/ of the Sea (1921). It was a complicated and expen-
sive process, but it worked. The colors in this system weren’t
natural (they were based on shades of red and green, without
using the blue range). A modest number of films were made
in this new system such as DOUGLAS FAIRBANKS’s The Black
Pirate (1926), but, more often, because of the cost, two-color
Technicolor sequences only were added to otherwise black-
and-white films.

After the arrival of sound, two-color became used more
and more as a novelty, and its appeal to audiences quickly
diminished. Finally, in 1932, the Technicolor company per-
fected a three-color process that was first used commercially
by Walt Disney in his animated short Flowers and Trees
(1932). Technicolor was a winner with audiences in this
experiment, and the system was used for parts of other films
during the next several years, including the startlingly lush
and beautiful finale of EDDIE CANTOR’s Kid Millions (1934).
Becky Sharp (1935) was the first feature film to be made
entirely in Technicolor’s three-color process.

Because of its cost, full Technicolor was used for only the
most important “A” features during the latter 1930s and dur-
ing the 1940s. A relatively small percentage of Hollywood’s
total output was made in color. Later, when TV threatened the

movie industry’s existence during the 1950s, color, along with
several wide-screen processes, was seen as a panacea. Color
films became far more prevalent until, by the 1960s, more
films were being made in color than in black and white. Today,
virtually all films are made in color. Black and white movies are
exceedingly rare, made mostly by directors with a strong artis-
tic vision, such as MARTIN SCORSESE or WOODY ALLEN.

Despite attempts to supplant it, Technicolor has
remained both the company and the process (with improve-
ments) that has provided Hollywood with its rich and vibrant
colors to this day.

Columbia Pictures One of Hollywood’s “Little Three”
production companies (along with UNITED ARTISTS and
Universal) and the only studio to transcend its “poverty row”
origins to become a major corporation. The driving force
behind Columbia was the colorful, indomitable HARRY
COHN, who personally supervised all studio production until
his death in 1958. Cohn and his brother Jack had been pro-
ducing cheap westerns and comedies since the early 1920s for
their C.B.C. Films Sales Corporation in Hollywood. They
changed the company name to Columbia in 1924 and
released their first feature-length film, Blood Ship, in 1927.
The arrival of director FRANK CAPRA a year later had an
enormous impact on the studio’s rising fortunes. He directed
Columbia’s first all-talking picture, The Donovan Affair, in
1928. For the next 10 years, his remarkable comedies and
dramas, including Ir Happened One Night (1934), Mr: Deeds
Goes to Town (1936), and Mr. Smith Goes to Washington
(1939)—which won every major Oscar for 1939—vaulted the
studio into the front rank.

However, the decade of the 1940s saw primarily the pro-
duction of formula pictures, excepting a handful of big-budget
films such as Gilda (1946), The Jolson Story (1947), and Born Yes-
terday (1950). Despite government antitrust actions after 1948
and the advent of television, Columbia was not as adversely
effected as were the other studios. Columbia owned no the-
aters, so the government-enforced divorcement of theaters
had no impact. At the same time, the formation of Screen
Gems in 1952 allowed Columbia to become the first studio to
produce programs for television. Screen Gems also sold
Columbia’s pre-1948 package of features to television. Profits
from the sale were channeled into new film production.

In 1968 the studio was reorganized as Columbia Pictures
Industries and released two phenomenally successful films,
Easy Rider (1969) and Five Easy Pieces (1970). In 1972 it left its
original studio space at Sunset Boulevard and Gower in Hol-
lywood to share WARNER BROS.” new Burbank Studios. Sev-
eral corporate takeovers ensued. Coca-Cola acquired the
studio in 1981, and a year later Coke created another com-
pany, Tri-Star Pictures (a joint venture of Columbia, HBO,
and CBS). The idea was to create a steady flow of films that
would have theatrical, cable, and network television exhibi-
tion. A few hit pictures from Columbia followed, notably
Tootsie (1985) and Ghostbusters (1984). In 1986 British pro-
ducer David Puttnam appeared in a brief tenure as studio
chief. Bertolucci’s epic The Last Emperor was made under his
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guidance, and it won nine Oscars, including Best Picture. In
1987 Columbia and Tri-Star were subsumed under the cor-
porate title Columbia Pictures Entertainment. Two years
later Sony Corporation purchased both Columbia and Tri-
Star and hired Peter Guber and Jon Peters as cochairmen.

In 1990, Sony Entertainment of Japan purchased the
famous MGM Studio in Culver City, where The Wizard of Oz
was filmed. The historic studio is now home to both Colum-
bia Pictures and TriStar Pictures, which are both divisions of
Sony. In five short years, Noria Ohga, in charge of the busi-
ness, drove the studios into a decline that translated to $3.2
billion in write-offs and losses, according to Fortune maga-
zine’s Brent Schlender (June 12, 1995).

In 1997, Sony Pictures had a spectacularly successful
year, reaching the highest domestic gross record of $1.202
billion in a single year of its history. Some of the contributors
include Men in Black, Air Force One, Jerry Maguire, My Best
Friend’s Wedding, I Know What You Did Last Summer, and As
Good As It Gets. Sony has also produced several hit TV shows
such as Mad About You, Party of Five, Felicity and Feopardy.

Columbia and TriStar have been doing well enough in
the new adapted Culver City lodgings. Sony Pictures Studios
includes 22 soundstages, ranging in size from more than
7,600 square feet to the world’s second-largest stage at
roughly 43,000 square feet; the company’s Culver Studios in
Culver City houses 14 additional soundstages. Sony Pictures
Studios has just recently added a two-hour guided walking
tour of the studio.

Currently, the studio operations of Sony Pictures are: the
Columbia TriStar Motion Pictures Group, which encom-
passes production studio Columbia Pictures; film labels Sony
Pictures Classics, Screen Gems, and TriStar; sources of third-
party product (such as Revolution Studios); and global
motion picture production operations. Recent films include
Panic Room (2002), Spider Man (2002), Men in Black II (2002),
Ali (2001), and Black Hawk Down (2001) with Revolution Stu-
dios.

See also STUDIO SYSTEM.

Comden, Betty (1917- ) and Green, Adolph
(1915-2002) A venerable screenwriting team that has
also written the lyrics for a number of highly popular Broad-
way musicals. Not only are Comden and Green closely asso-
ciated with musicals, but also some of their best work has
been in films abour musicals. For instance, they wrote the
screenplays for such classics as Singin’ in the Rain (1952) and
The Band Wagon (1953), as well as the entertaining The
Barkleys of Broadway (1949).

Comden and Green began their show business careers as
cabaret performers in a trio with JUDY HOLLIDAY, for whom
they eventually wrote the Broadway musical Bells Are Ring-
ing. The vast majority of Comden and Green’s movie work
was done under the leadership of ARTHUR FREED at MGM
during that studio’s musical heyday. Among their other
notable works to eventually be turned into MGM musicals
were Good News (1947, screenplay), On the Town (1949, orig-
inal book and lyrics), Take Me Out to the Ballgame (1949, lyrics

only), Its Always Fair Weather (1955, script and lyrics), and
Bells Are Ringing (1960, book and lyrics). Their work in the
last three decades has rarely been put on film. They were the
1991 recipients of the Kennedy Center Honors awards. In
2001 they received the Screen Laurel Award, and in 2002
they were the third recipients of the Dramatist Guild Life-
time Achievement Award in Theatrical Writing. The two
earlier honorees were Arthur Miller and Edward Albee.

comedians and comediennes Hollywood has been
blessed with an enormous number of solo comic actors and
actresses, a great many of the more famous, influential,
and/or established of whom are discussed in separate entries
throughout this volume. A good many others, however, are
certainly worthy of mention due either to their place in the
development of screen comedy or because they are fast
emerging comic stars of the present who may yet become the
Bob Hopes, Woody Allens, and Mel Brookses of the future.

The first movie comedy star in the history of the Ameri-
can cinema was John Bunny, a 300-pound ball of comic
energy who prefigured the success of FATTY ARBUCKLE.
Almost as soon as he began to make shorts in 1910, he became
an international star. Developing the art of comic pantomime,

Hollywood’s first comic star was the somewhat aged and
extremely rotund John Bunny. A precursor to “Fatty”
Arbuckle, Bunny was a popular comedian who died before
his art could be fully appreciated. Many of his more than
200 one-reelers have been lost. (PHOTO COURTESY OF
THE SIEGEL COLLECTION)
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Bunny made more than 200 hugely successful one-reelers
before his death at the age of 52 in 1915. He laid the ground-
work for the golden age of silent comedy, establishing the
commercial viability of the genre for such future stars as
CHARLIE CHAPLIN, BUSTER KEATON, and HAROLD LLOYD.

Individual comic stars during the early sound era took a
back seat to musicals, gangster movies, and dramas. Except
for MAE WEST and W. C. FIELDS, whose careers were erratic
in any case, solo comedy stars tended either to play comic
relief roles in films or take top billing in “B” MOVIEs or
shorts. Comic stars often seen in supporting roles were Fred
Allen, Jimmy Durante, and ventriloquist Edgar Bergen—
with his ever reliable dummies Charlie McCarthy and Mor-
timer Snerd. Among the leading comic stars of second
features was the wide-mouthed Joe E. Brown and the amiable
Stu Erwin. In short subjects, no one was more amusing than
Robert Benchley.

Comediennes had a much tougher time of it during the
1930s and early 1940s. While female comic stars were fairly
plentiful during the silent era, with the likes of MABEL NOR-
MAND leading the pack, during the better part of the next two
decades there were no female comic stars, other than Mae
West, who carried their own feature films. Plenty of
actresses, such as Eve Arden and Helen Broderick, played
comic relief characters, but movies were never built around
such performers.

Only in the area of short subjects did comediennes have
the chance to shine as the stars of their own vehicles; the
most notable of such comic stars was Thelma Todd.

Thanks to the growing success in the late 1930s and early
1940s of comic actors BOB HOPE and JACK BENNY, film stu-
dios began to groom new solo comedy stars. By the postwar
years, a whole new crop of comic actors, including such tal-
ents as DANNY KAYE and Red Skelton, began to carry their
own vehicles. Even comediennes were given their shot in the
late 1940s with Lucille Ball managing to garner a number of
starring comic roles before achieving her stellar success on
TV in the 1950s.

The 1950s were a relatively stable period in film com-
edy for individual performers. Little new talent was intro-
duced to film audiences other than JERRY LEWIS’s solo act
after his split with DEAN MARTIN in the middle of the
decade. The advent of TV sitcoms such as The Honeymoon-
ers and The Fack Benny Show, plus comedy variety programs
such as Your Show of Shows, seemed to satiate the public’s
need for new comedy performers.

Things changed in the 1960s with the popular arrival of
PETER SELLERS and his Pink Panther films. The dam really
opened up when WOODY ALLEN left the nightclub scene to
make movies in the late 1960s. MEL BROOKS soon followed suit,
and the solo comedy tradition was in the midst of a solid revival.

Finally, in the mid-1970s, television became the breeding
ground for a vast new crop of solo comedy talent. Saturday
Night Live spawned a remarkable number of comic film
actors who have become the nucleus of modern film comedy.
CHEVY CHASE, EDDIE MURPHY, DAN AYKROYD, John
Belushi, Gilda Radner, Martin Short, and others were all
launched by the late-night show on NBC.

The vast majority of the modern era’s film comedy stars
have found their way to stardom through television exposure.
One route has been the variety and talk-show circuit. Come-
diennes Lily Tomlin and GOLDIE HAWN were first intro-
duced to audiences on Laugh-In, while Rodney Dangerfield
became a comic star thanks to repeated guest appearances on
The Tonight Show. A good many other comic actors received
their big breaks on TV sitcoms. For example, Danny DeVito
was a hit on 7axi, Billy Crystal’s first brush with fame came as
a character on the controversial sitcom Sosp, and ROBIN
WILLIAMS became an instant sensation thanks to his starring
role in Mork and Mindy.

While comedy teams have faded since the 1950s, not
since the silent era have solo comedy stars been as popular
with the public as they have been since the 1980s. EDDIE
MURPHY and JIM CARREY, for instance, are often more suc-
cessful at the box office than SYLVESTER STALLONE and
BRUCE WILLIS. Long gone are the days when a comedy star
had to play second fiddle to dramatic actors in film budgets,
distribution, or public adulation.

See also BURNS AND ALLEN; COMEDY TEAMS; LANGDON,
HARRY; MARTIN, STEVE; PITTS, ZASU; PRYOR, RICHARD;
WILDER, GENE.

comedy teams Mack Sennett created the first true cin-
ema comedy team when, in 1912, he organized a small group
of actors, dressed them in police uniforms, and named them
the Keystone Kops after his Keystone Studio. The silent
Keystone Kops films were pure slapstick and always culmi-
nated with chases. With no character development and pre-
cious little plot, these early shorts made a shrewd comic
statement, nonetheless, in their irreverent display of author-
ity as incompetent. It was a theme that would continue as a
mainstay of many of the comedy teams to follow.

The Keystone Kops faded from the Hollywood comedy
scene in 1920, and it wasn’t until the middle of the decade
that two new comedy teams, LAUREL AND HARDY and Our
Gang, filled the breach.

Stan Laurel and Oliver Hardy both had solo film careers for
more than a decade before they teamed up in 1926 in Skpping
Wives. Their humor was of a quieter sort than that of the Key-
stone Kops—and it was infinitely more intimate. They made
the transition to sound without a hitch, and the continued bal-
ance between Hardy’s pomposity and Laurel’s guileless sweet-
ness made them an endearing—and lasting—comedy team.

The other successful comedy team that emerged out of
the silent era was OUR GANG, an ethnically diverse group of
child actors assembled by HAL ROACH just a few years after
CHARLIE CHAPLIN’Ss 1921 success with The Kid (costarring six-
year-old JACKIE COOGAN). Recognizing that audiences had a
soft spot for child actors, Roach created a comedy team that
was to last (through innumerable cast changes) into the 1940s.

With the advent of sound, motion picture companies
looked to vaudeville and radio for new comedy stars. Out of
vaudeville came Wheeler and Woolsey, as well as Gallagher
and Shean. Neither team really caught on in the movies
despite their stature as live performers.
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Though far from headliners in vaudeville, the THREE
STOOGES found their niche at HARRY COHN’s COLUMBIA PIC-
TURES. Moe Howard, Larry Fine, and Curly Howard (Moe’s
brother) created fast-paced, violent, slapstick comedies that
have always been considered low-brow entertainment.
Nonetheless, their two-reel films (and they made hundreds of
them in the 1930s and 1940s) have withstood the test of time.
Many of them, in fact, are now considered classic.

Unlike the Three Stooges, who were never the darlings
of the critics, the MARX BROTHERS were the comedy team of
the intelligentsia.

At the beginning of their film career, there were four
Marx Brothers: Groucho, Chico, Harpo, and Zeppo. Zeppo
left the team after their fifth film, Duck Soup (1933). Of all the
comedy teams of the sound era, the Marx Brothers were by
far the most influential. Harpo was both angel and devil, a
mute with a horn and a rubber face who became a link to the
glorious past of silent comedy; Chico, with his preposterous
Italian accent, was the link to the immigrant audience of the
day; and Groucho was the link to the future. His fast-talking
style, laced with insults, sexual innuendo, and an endless
stream of puns, was the progenitor of modern comedy.

The Marx Brothers’ humor was thoroughly anarchical. It
can best be described by one of Groucho’s songs in the 1932
film, Horse Feathers, titled, “Whatever It Is, 'm Against It.”
They took on America’s taboos: sex, marriage, government,
and war. They battled smugness and good taste to the
death—and won. They made but 13 films together, but they
were unarguably the most important comedy team in Holly-
wood history. Without them, there never would have been a
MEL BROOKS or a WOODY ALLEN.

The Ritz Brothers were a poor imitation of the Marx
Brothers. Al, Jim, and Harry Ritz did have a fair degree of
success in the mid- to late 1930s but their films were minor
affairs that did nothing to advance the art of film comedy.

If there was one comedy team that captured some of the
“anything goes” anarchy of the best Marx Brothers films of
the early 1930s, it was Olsen and Johnson. The film career of
Ole Olsen and Chic Johnson was erratic and brief, but
included in their output were two hilarious movies, Hellza-
poppin (1941) and Ghost Catchers (1944). There is a frantic,
manic quality to this team’s comedy style that still seems emi-
nently modern.

Just as modern in their own way but far more popular
were BURNS AND ALLEN. They started as a team in vaudeville
and made the transition both to radio and film. It was due to
their radio success, however, that they began to appear in
films with regularity. George, perhaps the world’s greatest
straight man, and his wife, Gracie, the ultimate scatterbrain,
delighted film audiences in the 1930s and 1940s with their
supporting roles in features starring other actors.

Radio brought not only Burns and Allen to Hollywood,
but also BOB HOPE to the movies, and it was the occasional
teaming of Hope with BING CROSBY that made possible a
string of seven famous Road comedies beginning in 1940
with The Road to Singapore and ending with The Road to Hong
Kong in 1962. Though not a comedy team, per se, Hope and
Crosby were perfect foils for each other. Crosby, smooth and

Among the more zany comedy teams was Olsen and
Johnson, seen here costumed for their roles in Ghost
Catchers (1944). Wackier than the Marx Brothers, more
inventive than Abbott & Costello, Ole and Chic seemed
like a couple of Daffy Ducks let loose from Toon Town.
(PHOTO COURTESY OF MOVIE STAR NEWS)

hip, and Hope, cowardly and quick-witted, always looked like
they were having fun together, and were a joy to watch.
Groucho Marx occasionally talked directly to the camera, but
Hope and Crosby delighted in letting the audience know
that, after all, it was only a movie.

Only one comedy team can be said to have ever devel-
oped out of a series of dramatic movies. The teenage actors
known as the Dead End Kids were introduced in the classic
1937 WILLIAM WYLER film DEAD END. After appearing in
other hit films, Leo Gorcey, Huntz Hall, and several other
Dead End Kids used their fame to form a splinter group
known as the Bowery Boys. They made a total of 48 low-
budget films between 1946 and 1958. The Bowery Boys’
humor was based on slapstick but without the zany cartoon-
like inventiveness of the Three Stooges or the sweetness of
Laurel and Hardy. Playing teenagers despite their age was
even more preposterous than Chico Marx’s Italian accent.
Seen today, they are less funny than merely nostalgic.

ABBOTT AND COSTELLO were one of only two comedy
teams to become so wildly successful that they were top box-
office draws (Martin and Lewis was the other). From their first
starring roles in Buck Privates (1941), Bud Abbott, the manip-
ulative straight man, and Lou Costello, the roly-poly
child/man, were Universal’s preeminent money-makers until
the end of World War II. Bud and Lou traded on slapstick and
infantile humor, but their characters suited an America that
needed some silliness to help forget the horror of war.

A different kind of silliness became all the rage when
DEAN MARTIN and JERRY LEWIS launched their movie career
at Paramount in 1949 with My Friend Irma. The craze ended
in 1956, 15 movies later, when the team split up to pursue
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solo careers. A cross between Abbott and Costello and Hope
and Crosby, Martin and Lewis were both lowbrow and slick
at the same time. Dean Martin was the handsome crooner
who always got the girl; Jerry was the gawky nerd who got
the laughs.

Since Martin and Lewis, the era of comedy teams in film
appears to have ended. There have been tepid attempts in the
last three decades by the likes of Allen and Rossi, Rowan and
Martin, and Peter Cook and DUDLEY MOORE, to take on the
mantle of the great comedy teams. Perhaps the closest recent
cinema has come to the creation of a new comedy team was the
pairing of DAN AYKROYD and John Belushi in The Blues Broth-
ers (1980). In this age of the solo performer, however, it would
appear as if the last has been seen of the great comedy teams.

composer During the silent era, music was occasionally
written specifically for a movie, but whether a film was accom-
panied by an orchestra in a big New York showplace or by a
piano in a small rural theater, its composition was usually of a
standard fare: loud and exciting for chase scenes, soft and
sweet for love scenes. Not until the talkie era was music reg-
ularly composed for individual film soundtracks.

Original film compositions, or scores, soon became an art
form that helped to transform many an ordinary movie into
a unique cinematic experience. Undoubtedly, such movies as
Dr: Zbivago (1965, with an Oscar-winning score by Maurice
Jarre) and High Noon (1952, with an Oscar-winning score by
DIMITRI TIOMKIN) would lose their power without the
drama added by their respective scores.

Music is sometimes used to heighten emotion, but more
often than not, overreliance on such techniques betrays
rather weak filmmaking. A composer would usually much
rather score a movie in counterpoint to the action on the
screen, with the music telling its own story, commenting and
expanding on visual meaning with unique aural statements.

In the production process, the composer reports to the
director. His or her work is generally done after the movie is
shot and edited into a ROUGH CUT, whereupon the composer
may begin to write his or her score for the film. He or she
won'’t finish the writing, however, until there is a final cut
against which he or she must time the music.

Typically, the composer is given a “timing sheet” by the
editor of the film. The timing sheet breaks every image down
to one-third of a second. Obviously, the pressure on the com-
poser is quite staggering. He or she must write the rough
equivalent of a symphony in a matter of weeks and have it
perfectly timed to fit each edit in the film, as well.

When the score is recorded, there are usually more tim-
ing marks on the sheet music than musical notes. The
orchestra plays the score with the film projected on a screen
behind it, with only the conducter (who is often also the
composer) watching the film.

Once the score has been recorded on film, it can still be
significantly changed by the sound editor. For the same rea-
son that directors want to edit their own films, many com-
posers will insist upon working with the sound editor, hoping
to protect the integrity of their work.

There are a number of deservedly famous film composers
whose music has greatly enhanced the motion pictures they
have scored. Just a few of the greats include MAX STEINER,
Dimitri Tiomkin, BERNARD HERRMANN, JOHN WILLIAMS,
and HENRY MANCINL

Connery, Sir Sean (1929- ) A Scottish actor much
admired in America for his manly roles in adventure, sus-
pense, science-fiction, and historical films. Long associated
with the character of James Bond, which he played to perfec-
tion in seven movies, Connery managed to forge his own
identity during the mid-1970s as an actor of depth and power.

Born Thomas Connery in Edinburgh, Scotland, to a fam-
ily of modest means, he joined the Royal Navy at the age of
15 as World War II finally came to an end. After his stint in
the service was over, Connery bounced between jobs as
diverse as laying bricks and polishing coffins. A physical fit-
ness addict, the young man was often lifting weights, and his
impressive physique landed him a job as a model. Soon there-
after, Connery found himself on the London stage in the
chorus of South Pacific.

Caught up in the acting world, Connery decided to pur-
sue his new calling and found modest work in English reper-
tory theater. Beginning in the mid-1950s, he appeared fairly
regularly on British TV, and in 1956 he made his film debut
in No Road Back. Other small parts in forgettable English
films followed, but he finally showed his talent in a significant
supporting role in the Disney movie Darby O’Gill and the Lit-
tle People (1959).

Unfortunately, few good roles came his way during the
next few years, and he was stuck in such clinkers as Tarzan’s
Greatest Adventure (1959) and The Frightened City (1961).
Then came a casting call for a low-budget spy film to be
based on the popular Ian Fleming character James Bond.
Connery was given the part, and the film, Dr: No (1962),
quickly emerged as an international sensation. Connery was
suddenly a hot actor, hired to join an all-star cast in The
Longest Day (1962), but his bread-and-butter role was Bond,
whom he played in From Russia with Love (1963), Goldfinger
(1964), Thunderball (1965), You Only Live Twice (1967), Dia-
monds Are Forever (1971), and after a long hiatus, Never Say
Never Again (1983).

Even as he earned $1 million per Bond film, Connery
complained of being typecast. He considered himself an
actor and didn’t want to be forever thought of as 007.
Nonetheless, the popularity of his spy films brought him the
opportunity to star in a host of films, including Alfred Hitch-
cock’s Marnie (1964), as well as other notable films such as A
Fine Madness (1966), The Molly Maguires (1970), and The
Anderson Tapes (1971).

The James Bond films aside, Connery did his best work
during the mid-1970s when he starred in the films of several
of the cinema’s best and/or most interesting directors, lending
his talents to John Boorman’s controversial Zardoz (1974),
John Milius’s epic The Wind and the Lion (1975), John Hus-
ton’s masterpiece, The Man Who Would Be King (1975), and
Richard Lester’s autumnal romance Robin and Marian (1976).
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His career began a slow slide in the latter half of the
1970s as he appeared in mostly lesser movies such as The Next
Man (1976), Meteor (1978), Cuba (1979), and a disappointing
science-fiction version of High Noon, Outland (1981). During
the early 1980s Connery came close to acting for television,
nearly starring in the miniseries Shogun. At the last minute
other commitments kept him from playing the role, which
eventually went to Richard Chamberlain.

After several other flops on the big screen, Connery
returned to play James Bond in Never Say Never Again, pro-
ducing the picture himself (it was not part of the series that had
been continued with Roger Moore in the role of 007). Fans
were left somewhat disappointed, and it was not a major hit.

It seemed as if his stock would rise when he was roundly
hailed by critics for his work in The Name of the Rose (1986),
but the movie was not up to his performance, and it failed at
the box office. His career didn’t pick up again untl he
accepted a supporting role in BRIAN DE PALMA’s The Untouch-
ables (1987), stealing the movie with a vivid performance that
was the talk of the industry. The performance brought him a
Best Supporting Actor Academy Award and a revitalized
career. He played a similar role as the tough older man who
must teach the young hotshot the ways of the world in Pre-
sidio (1988) and then outdid himself as Harrison Ford’s father
in Indiana fones and The Last Crusade (1989).

Connery continued to be a box-office draw into the
1990s. In 1989 he was chosen by People magazine as “the sex-
iest man alive.” In 1990 he played a Soviet Russian submarine
commander convincingly and with dignity in The Hunt for
Red October; and that same year he was granted the Lifetime
Achievement Award from the British Academy of Film and
Television. He followed this honor by playing heroic roles in
Highlander I and Robin Hood: Prince of Thieves (both released
in 1991). In 1993 Connery costarred with WESLEY SNIPES in
Phil Kaufman’s adaptation of Michael Crichton’s polemical
novel critical of Japanese business practices, Rising Sun. That
novel was also a murder mystery, however, and Connery
wore the role of the culturally savvy police investigator com-
fortably and amusingly. He was a tough old bird in Rising
Sun, capable of disabling men half his age single-handedly
and not at all intimidated by the Yakuza. In The Rock (1996)
he played an even tougher old bird, a British master spy
named John Patrick Mason, caught at the Canadian border
with stolen FBI files, imprisoned, and said to be the only man
who had ever been able to escape from Alcatraz Island (also
known as “The Rock”). By the end of the century, Connery
had settled into more sedate roles, however, such as the
writer decidedly interested in the development of a young
African American in Finding Forrester (2000), but perhaps the
most important development for the actor in the year 2000
was his being knighted at the age of 70.

Coogan, Jackie (1914-1984) He was the first major
child movie star, a young moppet who rocketed to fame at six
years of age in 1921 and remained a hit throughout the silent
era. His thick head of unruly hair and big sad eyes made him
the child everyone wanted to love.

The son of a vaudeville couple, Jack Leslie Coogan was
born to show business. He first appeared in Skinner’s Baby
(1917) when he was three years old. Not long thereafter,
Charlie Chaplin discovered Coogan and gave him a role in
one of his two-reelers, A Day’s Pleasure (1919). The great
comedian was so impressed with his young charge that he
decided to make him his costar in what would be Chaplin’s
first feature film, The Kid (1921).

The movie was a huge success, vaulting Coogan to imme-
diate supercelebrity. The pint-sized actor starred in a number
of subsequent films, all of which succeeded handsomely at
the box office. Most of Coogan’s projects, such as Peck’s Bad
Boy (1921), Oliver Twist (1922), A Boy of Flanders (1924), and
The Rag Man (1925), traded on the youth’s image as a poor
but lovable street urchin.

But Coogan was anything but poor in real life. He had
earned $4 million, which he was to receive upon turning 21.
Unfortunately, just before his 21st birthday, his father was
killed in a traffic accident (in which Coogan was also hurt),
and his mother and stepfather refused to turn over the money
that was Coogan’s due. The case wasn’t settled until he was
24, by which time the money was virtually gone. He received
just $126,000 of the $4 million he earned. Because of this cel-
ebrated case, the Child Actors Bill (nicknamed the “Coogan
Act”) was passed in the state of California, protecting future
child stars from the fate that befell Jackie Coogan.

Though he had been a cute child, Coogan was a less than
handsome adult. He generally played minor villainous roles
in a sporadic acting career that lasted until his death. He
became known to a new generation, however, when he played
the ghoulish Uncle Fester in the TV series The Addams Fam-
ily in the mid-1960s.

See also CHAPLIN, SIR CHARLES; CHILD STARS.

Cooper, Gary (1901-1961) Known as Coop to
friends and fans alike, he was an actor equally adept in action
movies as he was in light comedies. The tall, rangy, and hand-
some Cooper spent 35 years as an actor (almost all of them as
a star) and appeared in more than 90 films, surprisingly few
of which were losers at the box office. Despite an undeserved
reputation as an actor with a dramatic range from “Yep” to
“Nope,” his performances have been rich and varied—and
almost always on target.

Born Frank J. Cooper in Montana to English parents,
young Cooper was sent to Britain for his education. He
planned to become a cartoonist, but there were no jobs for
him when he returned to Los Angeles, then his parents’
home. Having been reared in the West, Cooper knew how to
ride horses and was able to get a job as an extra in a frontier
film, The Thundering Herd (1925). In fact, most of his early
work in films was as an extra in westerns.

His first significant early role was in The Winning of Bar-
bara Worth (1926). He was learning his craft as an actor in
the late 1920s but also making a modest name for himself.
He had a small role in the CLARA BOW movie I (1927), and
after two leading roles in minor films had an important sup-
porting part in one of the biggest hits of 1927, the Academy
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Award-winning Wings. He had leading roles in 11 more
silent films during 1928 and 1929, but he became a major
star with his first performance in a talkie, the classic western
The Virginian (1929). Because of the film’s laconic style,
Cooper was forever fixed in the minds of many as a mono-
syllabic actor, but the film managed to establish him single-
handedly as the quintessential western star. Cooper would
often return to the genre throughout his career, especially
during the 1950s when his career needed a boost.

In the 1930s, however, Cooper’s career was on a steady
upward curve. He was a strong, charismatic leading man for
MARLENE DIETRICH in Morocco (1930), and he played a sim-
ple carnival worker drawn into the underworld in ROUBEN
MAMOULIAN's cleverly directed Cizy Streets (1931), one of the
biggest box-office hits of the year. In 1932, he starred in
Hemingway’s A Farewell to Arms with Helen Hayes, a movie
that many consider the best film adaptation of any of Hem-
ingway’s works. In fact, when Hemingway’s For Whom the Bell
Tolls (1943) was filmed, the author specifically requested that
Cooper star in the movie.

Cooper did not try his hand at comedy until he appeared
in Noel Coward’s Design for Living (1934). It was an awkward
attempt and not altogether successful, but he learned from the
experience and later became one of Hollywood’s most endear-
ing light comedians, using his awkwardness to advantage in the

Yep, it’s Gary Cooper. One of the icons of the cinema,
“Coop” was not only tall and handsome, in his own quiet way
he was also one of Hollywood’s most effective screen actors.
(PHOTO COURTESY OF THE SIEGEL COLLECTION)

FRANK CAPRA social comedies Mr: Deeds Goes to Town (1936)
and Meet Fohn Doe (1941). Cooper once said that the reason he
remained popular was because he always played “Mr. Average
Joe American.” That was certainly true in the Capra films and
in most of his comedies, and whether average or not, his comic
heroes were always charmingly innocent. For instance, he
played a modest rancher in The Cowboy and the Lady (1938), an
innocuous professor in Ba/l of Fire (1941), and a sweet-natured
good samaritan in Good Sam (1948), to name just a few.

But even as his comic gift became apparent, he continued
to please as an action hero, dominating the screen in one
impressive picture after another, with hits such as Lives of a
Bengal Lancer (1935), The General Died at Dawn (1936), The
Plainsman (1936), and Beau Geste (1939).

In 1940, Cooper starred in The Westerner, a movie about
the life of Judge Roy Bean. WALTER BRENNAN played the
crafty old judge and stole the movie, winning a Best Sup-
porting Oscar. It must have seemed to Cooper that playing
historical figures made good sense, and he soon followed
with a string of biopics beginning with Sergeant York (1941),
for which he won his first Best Actor Oscar.

He followed that with The Pride of the Yankees (1942),
playing baseball great Lou Gehrig, and The Story of Dr. Was-
sell (1944), a movie loosely based on the true story of a hero
in the Pacific campaign during World War I1.

It seemed as if Cooper was off to a fresh start in the post-
war years when he produced and starred in his own western,
the agreeable Along Came Fones (1945). But, finally, after 20
years, Cooper’s popularity began to falter. His performances
in the latter 1940s were flaccid; even in his more interesting
films, such as The Fountainbhead (1949) based on Ayn Rand’s
novel, Cooper was oddly miscast (or, more accurately, too old
for the part). In the early 1950s, his career went from bad to
worse as he suffered through several terrible flops.

It was time for the actor to return to his old faithful
genre, the western. The “horse opera” had become quite
popular in the 1950s, and no one looked better in buckskin
than Cooper—not even John Wayne. Cooper’s first two
westerns in 1952 did reasonably decent business and kept
him afloat as a viable star. But the third film of that year
brought him back to the pinnacle of success. The movie was
High Noon, and it not only cleaned up at the box office, but it
also garnered Cooper his second Best Actor Oscar.

Throughout the rest of the decade, he made a mix of
films, though the most commercially successful ones were,
once again, his westerns: Vera Cruz (1954), Man of the West
(1958), and The Hanging Tiee (1959). He made some other
fine films in the latter 1950s, though few of them turned a
profit. The most satisfying was the story of a May/December
romance, Love in the Afternoon (1957), in which Cooper falls
in love with AUDREY HEPBURN. His last film was The Naked
Edge (1961), in which Deborah Kerr, as his wife, believes his
character to be a murderer.

Gary Cooper died of cancer at the relatively youthful age
of 60, and his reputation as an actor has not diminished since.
He made an extraordinary number of fine films, and it is no
wonder that he was among the top 10 draws during 19 of the
22 years between 1936 and 1957. Knowing that he was ill, the
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Academy of Motion Picture Arts and Sciences properly hon-
ored him with a special Oscar in 1960.
See also WESTERNS.

Cooper, Jackie See CHILD ACTORS.

Cooper, Merian C. (1893-1973) Best known as the
cowriter, codirector, and coproducer, with Ernest B. Schoed-
sack, of the classic monster film King Kong (1933), he was also
a documentary filmmaker of note in the 1920s, as well as a suc-
cessful producer, particularly in association with JOHN FORD.

An adventurer from his youth, Cooper was one among
the small coterie of combat pilots during World War I. Later
he began to make several successful documentaries with his
partner, Ernest B. Schoedsack, that explored the exotic
worlds of the Far East. The most famous of the documen-
taries were Grass (1925) and Chang (1927). He made the tran-
sition to Hollywood drama when he coproduced, codirected,
and cophotographed the first of three versions of The Four
Feathers (1929).

Except for The Four Feathers and King Kong, Cooper’s
years in Hollywood were spent as a producer. In the 1930s,
he worked at RKO before joining Selznick International Pic-
tures in 1936. Among the films he produced during the 1930s
were Son of Kong (1933), Little Women (1933), Flying Down to
Rio (1933), The Lost Patrol (1934), and The Toy Wife (1938).

Cooper went off to fight again, in World War II, distin-
guishing himself in the U.S. Army Air Force in the Far East
where he served as chief of staff to General Claire Chennault
and his Flying Tigers. After the war, Cooper formed Argosy
Pictures with John Ford. Acting as Ford’s coproducer,
Cooper was associated with some of the director’s best films
of the late 1940s and the 1950s, including Fort Apache (1948),
She Wore a Yellow Ribbon (1949), The Quiet Man (1952), and
The Searchers (1956).

It was during this period, though, that Cooper also relived
his past by producing another monster movie, Mighty Foe
Young (1949), a rather tame and pleasantly silly rip-off of King
Kong. Then Cooper changed directions, showing his adven-
turous spirit yet again when he lunged into the future by pro-
ducing the visually overwhelming This Is Cinerama (1952).

Both in consideration for his past and his immediate
achievements, the Academy of Motion Picture Arts and Sci-
ences honored him that same year with a special Oscar “for
his many innovations and contributions to the art of motion
pictures.”

See also MONSTER MOVIES.

Coppola, Francis Ford (1939- ) The first success-
ful director to come out of a film school, he spearheaded a
talent renaissance in Hollywood, the results of which are very
much with us today.

Coppola, originally known as Francis Ford Coppola before
he temporarily dropped the middle name (he came to the con-
clusion that nobody trusts a man with three names), immersed

himself in both the theater and in film, eventually enrolling in
UCLAS graduate film program. Like so many others, Coppola
(while still at UCLA) worked for ROGER CORMAN and
received slave-labor wages along with invaluable experience. It
was thanks to Corman that Coppola had the chance to make
his first film, a “B” movie quickie called Demzentia 13 (1962).

Coppola quit UCLA when he was offered a job for $300
a week to write screenplays. He penned 11, many of which
were never made; one that did make the cut, however, was
Patton (1970).

While writing screenplays, Coppola fought for the
opportunity to direct and finally had his chance with one of
his own works, You’re a Big Boy Now (1966). The film was a
modest success, and it led to his opportunity to direct Finian’s
Rainbow (1968), with FRED ASTAIRE. It was Astaire’s last
musical, and unfortunately for both the famed dancer and the
director, the movie was not a commercial success.

Coppola was buoyed by his Best Screenplay Oscar for
Patton a couple of years later, but it wasn’t until The Godfather
(1972) that the young director became a major force in the
industry. Cited by critics for its superb direction, the film
became a monster hit, winning an Academy Award for Best
Picture and giving Coppola the clout to make a small, per-
sonal movie that many consider to be his best, The Conversa-
tion (1974), starring Gene Hackman. The film is a detailed,
incisive character study of a professional wiretapper who
overhears too much.

Coppola’s next film was The Godfather; Part II, and it sur-
prised everyone by being an even richer, more complex film
than its predecessor. The film was almost as big a commer-
cial hit as the original, and Coppola was at the height of his
Hollywood power.

Unlike many who made it to the top, though, Coppola
was more than willing to share his success. From the very
beginning, he helped fellow film students such as GEORGE
LUCAS and JOHN MILIUS reach their own potential. For
instance, it was Coppola who produced Lucas’s first film,
THX-1138 (1971). He also produced Lucas’s breakout film,
American Graffiti (1973).

Film school graduates could be emboldened by Coppola’s
trail of box-office success combined with personal vision, and
the director was an inspirational “godfather” to a new gener-
ation of directors, including MARTIN SCORSESE, BRIAN DE
PALMA, and STEVEN SPIELBERG.

Setting Coppola apart from most other directors was his
ambition. Wanting to be more than just a filmmaker, he dis-
played something of the old-style movie mogul in his
makeup. He founded several film companies, including
Zoetrope Studios, and invested in a distribution network, but
his business efforts were thwarted by his notable creative
excesses, the first of which was Apocalypse Now (1979) starring
MARLON BRANDO and Martin Sheen. A landmark movie
about the Vietham War, loosely based on Joseph Conrad’s
Heart of Darkness, the film was shot in the Philippines under
horrendous conditions. Typhoons and Martin Sheen’s nearly
fatal heart attack caused massive delays and the film nearly
bankrupted Coppola. Good reviews and reasonably good box
office saved him.
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Then came One From the Heart (1982), a simple love story
set in Las Vegas. Coppola chose to recreate the Nevada gam-
bling city and drove the cost of the film through the roof.
The film bombed, despite some positive critical attention,
and Coppola was on the ropes.

His big comeback movie was supposed to be The Cotton
Club (1984), a $30 million musical extravaganza. Although
the movie was visually stunning, that wasn’t enough for
either critics or audiences. Nonetheless, Coppola has proved
to be a Hollywood survivor. Following Roger Corman’s
example, Coppola has continued to back young filmmakers,
producing and distributing films, and making a handsome
profit at it. After a period of relative inactivity (during which
time he directed the Disney World 3-D spectacular, Captain
EO, starring Michael Jackson), he made the less than
momentous Gardens of Stone (1987). He followed this, how-
ever, with a powerhouse production of Ticker: The Man and
His Dream (1988), a film that received high praise, if only
modest box-office success. The movie, a true story about a
visionary car manufacturer driven out of business by the
automotive establishment, was a deeply personal film. It par-
alleled Coppola’s own fight against the Hollywood power
structure and was richer for the resonance.

While facing financial problems with Zoetrope during
the 1980s, Coppola provided a real service for cinema culture
by getting behind Kevin Brownlow’s five-hour reconstruc-
tion of Abel Gance’s 1927 masterpiece, Napoleon, which Cop-
pola presented at Radio City Music Hall in New York with a
full orchestra playing original music composed by Carmine
Coppola, who conducted, to enhance the silent images.
Gance himself was too ill to travel from Paris to New York
for the premiere, but Gene Kelly was there to convey the
director’s gratitude to the audience through a telephone
hookup to France. Napoleon was a surprise success for Cop-
pola and went on to tour several other major American cities
with the orchestra.

A few films followed into the 1990s. New York Stories
(1989) was an anthology film Coppola directed with Martin
Scorsese and WOODY ALLEN. His most significant film of the
decade was surely Godfather III (1990), which completed his
Corleone trilogy. In 1996 he directed Fack, an odd film
graced by Robin Williams and Bill Cosby, followed by Fobn
Grisham’s The Rainmaker in 1997. Aside from Godfather 111,
Coppola’s most ambitious project for the decade was Bram
Stoker’s Dracula (1992), a visually resplendent adaptation of
Stoker’s novel with a splendid cast (including WINONA
RYDER as Mina, ANTHONY HOPKINS as Professor Van Hels-
ing, and Gary Oldman as the Count). The problem for
purists with this approach was the added prologue, which
seriously changed the relationship between Mina and the
Count, and a clueless, snickering approach to the manners
and mores of Victorian England that turned Mina’s friend
Lucy into a randy tart.

Coppola has kept active since 1997, mainly as a producer
of films and fine wine (he has his own vineyard and label), and
in that role he served as executive producer of The Virgin Sui-
cides, directed by his daughter Sofia in 1999.
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See also AMERICAN GRAFFITI; ARZNER, DOROTHY; THE
GODFATHER and THE GODFATHER, PART IL.

Corman, Roger (1926— ) A producer-director whose
influence on American film goes far beyond his own ener-
getic, creative, low-budget exploitation movies of the 1950s
and 1960s, most of which were made for American Interna-
tional Pictures, a very successful studio that happily pandered
to the youth market. Corman churned out movies at an
incredible rate, sometimes shooting his feature-length films
in two or three days; yet a surprising number of his movies
are enormously fun to watch. He gained his greatest fame as
a director for his series of Edgar Allan Poe horror movies
during the early 1960s, many of them starring VINCENT
PRICE. Though Corman is perhaps best known for his Poe
horror cycle, he worked in a variety of genres with equal ease
and style, including science fiction, gangster melodramas,
and biker movies. But Corman’s most lasting legacy will
likely be the legion of modern-day directors, writers, and
stars whose careers he actively fostered, among them
Jonathan Demme, PETER BOGDANOVICH, MARTIN SCORS-
ESE, JACK NICHOLSON, Peter Fonda, RON HOWARD, JOHN
SAYLES, and FRANCIS FORD COPPOLA.

Corman is anything but the vulgar figure one might
expect from the titles of some of his early movies, such as
Teenage Doll (1957) and A Bucket of Blood (1959). He gradu-
ated from Stanford with a degree in engineering and also
studied English literature at Oxford. After serving in the
navy, he followed the traditional route to entering the movie
business, getting a job as a messenger at Twentieth Cen-
tury—Fox. He succeeded in being promoted to story analyst,
but soon he became dissatisfied with his prospects and even-
tually joined the newly formed American International Pic-
tures in 1955, becoming its principal director with such films
as Five Guns West (1955), The Day the World Ended (1956), and
Swamp Women (1956).

Despite the fact that his films regularly turned up in
drive-ins and on the second half of “grind-house” double
bills, some of his early efforts gained a modest measure of
respect from iconoclastic critics. Minor classics such as
Machine Gun Kelly (1958) and The Little Shop of Horrors (1960)
presaged the popular and critical applause for Corman’s styl-
ish Poe horror films, The Pit and the Pendulum (1961), Tales of
Terror (1962), The Raven (1963), The Masque of the Red Death
(1964), and The Tomb of Ligeia (1965).

The success of the Poe cycle allowed Corman to work
with relatively larger budgets. Though he was still making
“B” movies, there were higher production values to such late
Corman classics as “X” the Man with the X-Ray Eyes (1963),
The Wild Angels (1966), The St. Valentines Day Massacre
(1967), and The Trip (1967).

Corman not only directed but also produced a great
many movies throughout his entire career. As a producer, he
offered the opportunity to direct to eager if untried talents,
giving them invaluable experience that the big studios would
never have offered. For instance, among others, he produced
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Francis Ford Coppola’s Dementia 13 (1963), Peter Bog-
danovich’s Targets (1968), Martin Scorsese’s Boxcar Bertha
(1972), and Ron Howard’s Eat My Dust (1976).

Corman’s reputation for low-brow exploitation films was
dealt a serious, if consciously ironic, blow in the early 1970s
when he unofficially retired from directing to become an
importer/distributor of many of Europe’s most esoteric films,
among them Ingmar Bergman’s Cries and Whispers (1972). He
continues to produce and distribute through his own com-
pany, New World Pictures.

Corman’s films of the 1990s include Little Miss Million
(1993), Frankenstein Unbound (1990), and Some Nudity Required
(1998). In 1990 Corman published his autobiography, How I
Made a Hundred Movies in Hollywood and Never Lost a Dime. As
the producer of more than 200 low-budget films, Corman has
been described as the “Orson Welles of ‘Z’ Pictures.”

costume designer Unlike his or her work for the theater,
a costume designer for the movies must consider how certain
fabrics and colors will photograph. The costume designer,
who reports to the director, will usually go to work as soon as
he or she’s given the script. Fitting the actors will come long
after choosing the proper clothing. Working with the art
director, the costume designer will make sure that the clothes
under consideration won't clash with the colors of the set.

Although the costume designer either creates or chooses
the patterns for the actors’ clothing, he or she doesn’t make
the clothes. In the 1930s and 1940s, the studios had dress-
makers and seamstresses on staff to do the necessary sewing
and stitching, but in recent decades this work has tradition-
ally been hired out. The costumer (not to be confused with
the costume designer) is responsible for the care and upkeep
of the clothing during the shoot.

It may seem obvious that the costume consists strictly of
clothing, but the responsibilities of the costume designer and
the propmaster often appear to overlap. For instance, in a
western the gunbelt is considered part of the costume, but
the gun that goes in the gunbelt is considered a prop.

When costumes for the extras are needed, they are often
rented by the costume designer rather than made. If there is
a contemporary crowd scene, it is up to the costume designer
to instruct the extras in advance as to how they must dress
from their own wardrobe (e.g., for a winter scene, they must
bring their own overcoats or hats).

While famous couturiers have often designed the cloth-
ing of individual stars in films (e.g., Givenchy for Audrey
Hepburn), they are not necessarily responsible for clothing
the entire cast.

Examples of some of the more celebrated costume design-
ers for the movies are Edith Head, Adrian, and Orry-Kelly.

See also HEAD, EDITH.

costumer Not to be confused with the COSTUME
DESIGNER, the costumer is responsible for clothing that has
already been bought, made, or rented for the cast.
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Originally known by the title of wardrobe mistress or
wardrobe master, the customer not only controls access to the
costumes, he or she also helps the stars dress for their scenes.

courtroom dramas Like the movie musical, courtroom
films came of age in Hollywood with the coming of sound.
Extremely dependent on dialogue, these films became a
minor genre in the late 1920s and early 1930s when a num-
ber of courtroom dramas from the stage were bought by
Hollywood studios and filmed with gratifying results. But
even movies such as WILLIAM WYLER’s adaptation of Elmer
Rice’s Counsellor-at-Law (1933), the noble rendering of The
Life of Emile Zola (1937), and the hard-hitting Marked Woman
(1937) spent relatively little screen time in a courtroom.
Filmmakers recognized that high drama was possible in a
courtroom setting, but they were reluctant to film an entire
feature film on essentially one set. In addition, courtroom
dramas were best suited to the portrayal of social and politi-
cal conflict, and the film industry was anything but adventur-
ous in these areas. It wasn’t until the rise of the independent
producer in the postwar era that movies with direct political
and social implications began to be made.

Beginning in the latter 1940s and continuing through the
early 1960s, the courtroom drama had a golden age as Amer-
ica struggled with its values. Movies such as Force of Evil
(1948) signaled the change, with the judicial system becom-
ing both a plot device and a symbol of the battle between
right and wrong. Films in the mode of Knock on Any Door
(1949) and I Want to Live (1958) used the courtroom as a
means of making points about societal injustice. Issues of mil-
itary duty and preparedness were considered in the celluloid
courtrooms of The Caine Mutiny (1954) and The Court-
Martial of Billy Mitchell (1955). The judicial system itself
became the subject matter in courtroom films such as Beyond
a Reasonable Doubt (1956) and Twelve Angry Men (1957).

The biggest explosion of courtroom dramas in film his-
tory came in the late 1950s and early 1960s, kicked off with
the hugely successful Witness for the Prosecution (1958). It was
followed by yet another major hit in the category, Anatomy of
a Murder (1959), after which the doors opened wider for a
rush of courtroom films, including the more controversial
movies Compulsion (1959), Inberit the Wind (1960), and Fudg-
ment at Nuremberg (1961).

The courtroom drama went into eclipse in the later 1960s
as government institutions came under attack during the
Vietnam War era, but again, in the late 1970s, the courtroom
became a place where moral, political, and social issues could
be investigated dramatically. With movies such as . . . And
Fustice for All (1979) and The Verdict (1982) leading the way,
the trend for courtroom dramas continued throughout the
rest of the 1980s with the added element of love stories in
films such as 7agged Edge (1985) and Suspect (1987).

During the 1990s America became obsessed with lawyers
and litigation, as evidenced by the popularity of such televi-
sion series as L.A. Law on CBS, The Practice on ABC, and Law
& Order on NBC. Moreover, there were sensational trials
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constantly (it seemed) on the news, but most notably the O. J.
Simpson murder trial, which made many Americans cynical
about the criminal justice system. One celebrity lawyer said,
“Trials are not about justice, but about winning.” As a result,
many of the courtroom dramas of the 1990s presented a far
more realistic, jaded, and cynical impression of the American
judicial system than previously seen.

One response was to treat the legal system satirically, as
in Trial and Error (1996) and My Cousin Vinny (1992). In both
films, the defense attorneys fake their credentials to defend
seemingly hopeless clients in rural America, and in both
films, these bogus lawyers succeed in freeing their clients.
The message was that the law is easily manipulated by clever,
verbal people.

The American penchant for litigation was explored in A
Civil Action (1998), starring John Travolta as an ambulance-
chasing lawyer who initially sees a big payoff involving cor-
porate responsibility for children afflicted with leukemia. As
the film proceeds, the Travolta character has a change of
heart and actually seeks justice, rather than money. In Class
Action (1991), father and daughter are opposing lawyers in a
litigation suit against an automobile manufacturer. Although
the film exposes corporate greed and ruthlessness, the end-
ing, which ensures justice for the litigants, seems contrived.

Going back to 1989, one finds in The Music Box, directed
by Constantin Costa-Gavras, a grim, “authentic,” and utterly
serious presentation of an accused war criminal (Armin
Mueller-Stahl), defended by his lawyer daughter (Oscar
nominee Jessica Lange), who has to come to grips with the
possibility that her father was guilty. Rob Reiner’s Ghosts of
Mississippi (1996) depicts the trial of Byron de la Beckwith
(James Woods, nominated for both an Oscar and a Golden
Globe), who is accused of murdering civil rights leader
Medgar Evers. Milos Forman’s The People vs. Larry Flynt
(1996), concerning the sleazy and repulsive publisher of Hus-
tler magazine and a censorship trial, earned critical acclaim
for Best Screenplay, Best Director, Best Actor (Woody Har-
relson), and Best Actress (Courtney Love), as well Best Sup-
porting Actor (for Edward Norton).

People love courtroom dramas and flamboyant lawyers
who are as glib as Perry Mason, and talented actors use such
vehicles to showcase their talents. The mass audience’s inter-
est is also tweaked by salacious, brutal, and scandalous cases.
Stephen Fry played Oscar Wilde in the film Wilde (1987) and
was nominated for a Golden Globe as Best Actor. The film
recreates the celebrated trial of the writer Oscar Wilde, as
documented by Wilde’s biographer Richard Ellmann. The
Winslow Boy (1998), adapted from Terence Rattigan’s play and
directed by playwright David Mamet, deals with a family’s
efforts to clear the name of their son, who has been accused of
theft in his military school. In the process, the family bank-
rupts themselves without gaining the satisfaction and exoner-
ation they seek. Primal Fear (1996) was another courtroom
drama with a nasty twist at the end. Defense attorney Martin
Vail (RICHARD GERE) represents a young man (Edward Nor-
ton) who is accused of murdering an archbishop, a potentially
spectacular case that could make the ambitious lawyer famous,
were his shy and stammering client up to facing the television
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cameras. The lawyer’s ambition seems to be the issue here
until the final moments when the audience is sickened to be
reminded that the film was really about criminal justice.

In the 1990s, however, the courtroom drama was roundly
defined by adaptations of best-selling author John Grisham’s
works. Beginning with The Firm (1993), big-budget produc-
tions with top-name stars became the order of the day for
Grisham movies. The Firm starred TOM CRUISE as a young
lawyer whose first job thrusts him into danger with both the
law and the criminal underworld. It was a blockbuster hit and
paved the way for a string of Grisham movies, including 7he
Pelican Brief (1993), The Client (1994), A Time to Kill (1996),
The Chamber (1996), The Rainmaker (1997), and The Ginger-
bread Man (1998). The subject matter drew top stars (such as
Kenneth Branagh, GENE HACKMAN, SAMUEL L. JACKSON,
TOMMY LEE JONES, JULIA ROBERTS, and DENZEL WASHING-
TON) and big-name directors (including ROBERT ALTMAN,
FRANCIS FORD COPPOLA, SYDNEY POLLACK, and ALAN J.
PAKULA). Each movie featured some compelling legal or
moral dilemma and tapped into contemporary fascination
with the law and the criminal justice system.

coverage The additional shots of a scene taken at the ini-
tial time of filming from several different angles or points of
view to make sure that when the scene is finally edited there
will be at least one viable shot (or a combination of shots)
with which the editor can work. It can be very expensive to
rebuild or recreate the set and reshoot a scene from scratch if
it must be done over again, hence the need to ensure all the
potentially necessary footage by providing coverage.

It should be noted, however, that directors such as the
late ALFRED HITCHCOCK, who meticulously plan their shots
before the cameras begin to roll, never require coverage.
Directors who improvise on the set, however, almost always
require coverage.

Crabbe, “Buster” (1907-1983) He was an action star
who achieved enduring fame in 1930s serials as Flash Gordon
and, later, Buck Rogers. In addition to his many serials, which
appealed to young filmgoers, Crabbe also starred in low-
budget features in a career that lasted more than 30 years.

Born Clarence Lindon Crabbe, the good-looking young
man followed in the footsteps (or swimming trunks) of
JOHNNY WEISSMULLER, representing the United States in
the 1932 Olympic Games and winning a gold medal in the
400-meter freestyle swimming competition. Although never
as famous as Weissmuller either as a swimmer or actor,
Crabbe did play Tarzan in his first starring role in King of the
Fungle (1933), a low-budget quickie designed to take advan-
tage of Weissmuller’s hit film Tzrzan the Ape Man (1932).

Unlike Weissmuller, Crabbe played a wide variety of
action roles, starring in westerns, such as Desert Gold (1936),
and sports movies, such as Hold *Em Yale (1935), in addition
to science fiction serials. His feature-film appearances do not
trigger the same feeling of nostalgia as did his serials, which
are simple and innocent (and, admittedly silly).



CRAWFORD, JOAN

Crabbe starred in serials throughout the 1930s, 1940s,
and even into the early 1950s, until his film career began to
sputter. He then became famous to a new generation of
young viewers in his TV series Captain Gallant of the French
Foreign Legion. Like Johnny Weissmuller and ESTHER
WILLIAMS, Crabbe became associated with a swimming-pool
company in his later years.

Buster Crabbe’s last film was Arizona Raiders (1965), in
which he played a supporting role.

See also SERIALS.

crane shot Footage filmed using a mobile unit that lifts a
camera and a crew of three (the director, camera operator,
and camera assistant) above the set for a high-angle shot. A
crane can be used to photograph a scene in a long, fluid, mul-
tiangled method without any cuts (hence, the crane’s nick-
name “whirly”).

One of the most famous and elaborate of crane shots was
devised by ORSON WELLES for his film Zouch of Evil (1958).
The shot lasts nearly five minutes as the camera swoops up
above a car after a bomb has been placed inside of it. Then,
as the car winds its way through a crowded southwestern bor-
dertown, the camera follows it in one single take from a vari-
ety of heights and angles until, several blocks later, the car
finally blows up. In their infinite wisdom, the producers
decided to put the opening credits over this remarkable bit of
filmmaking which, legend has it, nearly exhausted the movie’s
entire budget.

Crawford, Joan (1906-1977) There was hardly a
less well-liked actress in Hollywood than Joan Crawford.
Everyone from BETTE DAVIS to GEORGE CUKOR (not to
mention her adopted daughter Christina) had their prob-
lems with her. But never was there such a durable star as
Crawford—the only actress to leave the silent era a star and
continue with top billing for another 40 years. She managed
that remarkable feat while being neither a particularly
gifted actress nor starring in a great number of excellent
movies. In fact, out of 80 motion pictures in which she
appeared, barely a dozen have withstood the test of time,
and many of them continue to be regarded for reasons other
than Crawford’s performances.

The actress reached the Hollywood heights primarily
because she learned to play one role to perfection: the ruth-
less girl/working woman from the wrong side of the tracks
who would stop at nothing to reach the top. It was a role she
played with almost infinite variations. The formula called ulti-
mately for her to appear in gorgeous gowns in every picture,
inevitably moving from low life to high life by the last reel. It
was every working girl’s fantasy, and Crawford had a strong
appeal to female fans who flocked to her movies in remarkable
numbers, especially in the early to mid-1930s and then again
in the latter 1940s, the two eras of her greatest success.

Born Lucille le Sueur, the future actress lived the life that
she would later portray so often on the screen. She was poor
and ambitious. After working as a waitress and a store clerk,
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Joan Crawford reportedly loved to be photographed. Unlike
many stars, she understood the value of publicity and happily
posed for glamour shots such as the one reproduced here.
(PHOTO COURTESY OF THE SIEGEL COLLECTION)

she entered show business by winning a Charleston contest,
which eventually led to a job as a chorus girl. She was still a
chorus girl three years later, albeit on Broadway, when she
was spotted by an MGM bigwig, Harry Rapf.

Under the name Billie Cassin, the 19-year-old actress
appeared in her first film, Pretty Ladies (1925). However, she
was still in the chorus. Even though she moved up to an
ingenue role in O/d Clothes that same year, it wasn’t until
MGM sponsored a fan magazine contest to rename their
new star—thus “Joan Crawford”—that her career began to
take off.

She was given plenty of work, but Crawford didn’t break
out of the pack as a genuine star until 1928 when she literally
stole the script for Our Dancing Daughters from the story
department and then buttonholed the film’s producer, insist-
ing that she be given the role of the wild flapper heroine. The
movie was a huge success, and she was finally a bona fide
MGM leading lady.

She became so popular that her silent film Our Modern
Maidens (1929) did big box office even as the talkie craze took
over. She made her talkie debut singing and dancing in Hol-
lywood Revue of 1929.
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In 1931 she starred for the first of many times with
CLARK GABLE in Dance Fools Dance. That film, like almost
everything else she starred in until 1937, was a hit. Yet of all
her films of that period, only Grand Hotel (1932) continues to
be remembered, and that was an all-star film boasting stars of
the magnitude of GRETA GARBO, John and Lionel Barry-
more, and WALLACE BEERY. Nonetheless, Crawford gave a
vivid performance in the movie, once again playing a poor
girl trying to make her way in the world.

When her career stumbled, Crawford (like KATHARINE
HEPBURN) was labeled box-office poison by theater owners
in 1938. It looked as if they were right when she starred in
several big flops in a row. She halted the slide with The
Women in 1939, but she made just two more hits during the
next five years, and MGM dropped her.

It appeared as if Crawford’s long career had finally come
to an end. But as it turned out, she had reached only its mid-
point. WARNER BROS. signed her up, and Crawford pro-
ceeded to make her most memorable pictures, all of them in
just a five-year span.

Her career-woman phase began with Mildred Pierce
(1945), a script she sought out after Bette Davis turned it
down. Her performance in the title role brought her an Oscar
for Best Actress, and her career was suddenly back in gear.
The evidence of her popularity was clear when the big shoul-
der pads she wore in Mildred Pierce became a fashion staple.

Crawford’s next films were Humoresque (1946), Possessed
(1947), Daisy Kenyon (1947), and Flamingo Road (1949), all of
them hits. As a group, these five Warner films undoubtedly
represent her best work.

The 1950s weren’t kind to Crawford. She returned to
MGM briefly for (incredibly) her first color film, Torch Song
(1953). In retrospect, it seems clear that Crawford’s face, with
its angles and big, deep eyes was made for black and white.

Except for Sudden Fear (1952), fobnny Guitar (1954), and
Autumn Leaves (1956) Crawford’s films were either poor or
poorly received. She was aging and there weren’t many star-
ring roles for fading great ladies—until ROBERT ALDRICH
made What Ever Happened to Baby Fane? in 1962.

Cast with Bette Davis, the two old warhorses were a sight
to see, and people did, indeed, come to see them. The movie
was a surprise hit, but much to Crawford’s dismay, Bette
Davis was nominated for an Oscar. According to Davis,
Crawford campaigned actively against her.

During the 1960s Crawford starred in all sorts of horror
films, such as Strait-Facket (1964) and Berserk (1967). Her
final film was Tiog (1970).

critics, film criticism, and theory Unfortunately, there
have been very few true film critics in the history of cinema;
in fact, what passes for “criticism” in this context is actually
reviewing, and this has been done primarily by journalists,
only the top tier of whom could aspire to being true critics.
Robert Frost once called poet an “earned” word. Ordinary
people could proclaim themselves to be poets, but no one
would pay attention unless the “right” people who understood
poetry would pay them this compliment. Likewise with critic,
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another earned word. In the television age, film reviewers
became little more than consumer guides evaluating “prod-
uct,” thumbs up or down, no room for Mr. In-Between. A
critic’s evaluation is informed by some element of theory.
Many journalistic critics have not explored film theory.

Of these journalists, a thoughtful few might qualify as
critics. In the early days, for example, Otis Ferguson, Robert
E. Sherwood, Dwight Macdonald, Robert Warshow, and,
later, Andrew Sarris, Pauline Kael, and Paul Zimmerman all
came near the mark. James Agee, a skilled writer of fiction
who also wrote screenplays, as well as a professional journal-
ist who wrote for Time and The Nation during the 1940s and
1950s, hit the mark, as did long-time New Republic reviewer
Stanley Kauffmann.

In the 1960s, cinema studies became an academic disci-
pline. At first, such journalistic critics as Andrew Sarris of the
Village Voice and Susan Sontag (who was always more than
simply a journalist) were influential. Sarris was especially
important because his writing was readable and because the
AUTEUR theory he imported from France was immediately
understandable, as simplified to mean that the film director is
the author of his work. Academic dilettantes then spun this
simple idea into what was called authorship studies. Critics in
Britain led the charge, taking film theory to new levels and
appropriating French academic jargon to elevate their
notions beyond the reach of common viewers. Pampered
scholars at leading research institutions had all the time they
needed to read French and German theory and then to
exploit and apply it.

The best of these critics, David Bordwell, Dudley
Andrew, and Stanley Cavill, for example, did not entirely lose
sight of clarity, but huge chasms developed between film
reviewing, criticism, and theory. The journalism tradition, of
course, continued, as practiced by popular critics like
Anthony Lane and David Denby at The New Yorker: The aca-
demic “critics” became increasingly specialized and compart-
mentalized, writing for their own tribe rather than for
viewers in general. Such viewers came to rely, unfortunately,
on television and Internet reviewers as sources to inform
their filmgoing. Reviews on television are particularly loath-
some because the “critics” (reviewers) are handicapped by
having to compress their opinions into brief packages. Tele-
vision is not a proper medium for intelligent reflection. In
Chicago, Gene Siskel and Roger Ebert started a trend toward
television reviewing, but at least they had a half-hour format
on public television. Beneath this level is the “every-man-a-
critic” mindset of the World Wide Web, transporting view-
ers to goofy and misinformed home sites. This
democratization of opinion has not been especially helpful
for ambitious and substantive films.

Crosby, Bing (1901-1977) He was arguably the most
popular entertainer of the 1930s and 1940s, and his long film
career reflected the great affection in which he was held by
millions of fans. Blessed with a velvet baritone and an easy,
affable manner, the term crooning seemed to have been
invented for Crosby. Though he was hardly a handsome man
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with his plain face and large ears, he was so comfortable and
natural on film that his looks never seemed to matter. Most
of the time, he even got the girl. Though he was the leading
recording artist of his era, selling more than 30 million
records, he was also one of Hollywood’s most potent box-
office attractions, appearing in more than 60 films (most of
them as a star) and winning one Oscar for Best Actor.
Crosby’s fortés were musicals and light comedies, but he also
occasionally scored in dramatic roles.

Born Harry Lillis Crosby in Tacoma, Washington, he
later took the stage name of Bing from a comic strip charac-
ter. After a stint at Gonzaga University, Crosby pursued his
singing career, joining up with Al Rinker in 1921. They
referred to themselves as “Two Boys and a Piano—Singing
Songs Their Own Way.” Later, he joined the Paul Whiteman
Band and became one of Paul Whiteman’s Rhythm Boys. He
had already begun to record as a solo act, but he was by no
means a big star during the 1920s. His modest success as a
recording artist, however, did lead to roles in a number of
short subjects during the early sound era.

His first feature film appearance was in King of Fazz
(1930), but it was nothing to write home about; he was
merely one of the Rhythm Boys. A few other minor film
appearances followed that year, but the big breakthrough for
Crosby came not in films but in radio. He was tapped for his
own program, and it was an immediate sensation. His record
sales zoomed, and suddenly he was a hot property.

Hollywood pounced on him in much the same way it
would later pursue FRANK SINATRA and ELVIS PRESLEY. He
was signed by Paramount, the studio with which he has
always been most closely associated, and immediately
embarked on his new career as a movie star. During the 1930s
he mostly made light musicals, although many of them might
better be described as light comedies with music. Crosby
usually sang approximately four songs in these thinly plotted
vehicles, helped along by strong comic supporting players
such as BURNS AND ALLEN and Jack Oakie. These films were
consistently popular if rarely memorable. Among the best of
them were the all-star The Big Broadcast (1932), the utterly
charming and often hysterical We’re Not Dressing (1934), Mis-
sissippi (1935), The Big Broadcast of 1936 (1935), Cole Porter’s
Anything Goes (1935), Pennies From Heaven (1936), and Doctor
Rhbythm (1938).

Crosby’s career went into overdrive during the 1940s
when he teamed with BOB HHOPE and DOROTHY LAMOUR for
their first road picture, The Road to Singapore (1940). The
vehicle was originally intended for Fred MacMurray and
George Burns, but MacMurray backed out. Hope and
Crosby seemed like a more suitable duo, and the film was a
surprise blockbuster thanks to the perfect chemistry of the
two stars. They clearly had fun making the movie, and their
good cheer, irreverence, and obvious ad-libbing made audi-
ences feel as if they were all in on the joke. Six more road pic-
tures followed during the next 22 years, all of them hits.

If Crosby had been popular before, the combination of
the road movies, plus his more ambitious, bigger-budget hits
of the 1940s, kept him in the top 10 of male box-office per-
formers throughout the decade, often in the number-one
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slot. Then he made the first of what may have become his
most beloved classics, Holiday Inn (1942), introducing his
trademark hit song, “White Christmas,” the most popular
recording in music business history. Not long after, he con-
tinued in the same vein when he starred as a priest in LEO
MCCAREY’s Going My Way, winning his only Best Actor Acad-
emy Award in the bargain. The movie was a monster hit,
leading to an even bigger smash sequel, The Bells of St. Mary’s
(1945). Crosby, playing the same role, was nominated yet
again for an Oscar but didn’t win. Thanks to Crosby, aided
and abetted by INGRID BERGMAN and director McCarey, The
Bells of St. Mary’s became one of the few sequels in Holly-
wood history to do better box office than its predecessor. At
this point in time, Crosby was at the top of his career, a role
model of warmth, decency, and puckish good humor.

Among Crosby’s films during the second half of the 1940s
were Blue Skies (1946), The Emperor Waltz (1948), and A Con-
necticut Yankee in King Arthur’s Court (1949). The last of these
films was rather charming but after nearly 20 years, audiences
were beginning to cool to him. Sinatra was the hot young
singer, but Crosby was still a formidable force in the right
vehicles; the road pictures usually came along when he needed
a lift and there were several other solid, if unspectacular,
entries during the early 1950s, the best of them, Riding High
(1950), Here Comes the Groom (1951), and Little Boy Lost (1953).

Then came one of his biggest hits of the 1950s, White
Christmas (1954). It might have been his last hurrah, but he
surprised audiences when, in a striking bit of casting, he
played an alcoholic former entertainer in the film version of
Clifford Odets’s The Country Girl (1954). Having to portray
an essentially unlikable pathetic character, he tackled a far
more demanding role than any other he had played. He
showed enormous range and great courage in the part, win-
ning a much-deserved Oscar nomination for his perform-
ance. GRACE KELLY, his costar in the film, won an Oscar, and
she joined him, along with Sinatra, in the musical version of
The Philadelphia Story, titled High Society (1956). It was
another hit, but Crosby’s last major success.

He made several films during the rest of the 1950s, but
none of them were particularly distinguished. His last road
picture with Hope and Lamour, Road to Hong Kong (1962),
was amusing, but it was a weak sister to its six older brothers.
He rarely appeared in movies during the rest of the 1960s,
although in a small role he nearly stole Robin and the Seven
Hoods (1964) from Sinatra and the rest of the RAT PACK. His
last film was the ill-conceived remake of Stagecoach (1966), in
which he played the part of the drunken doctor.

Throughout the 1960s and right up until his death,
Crosby continued to appear in TV specials. He was report-
edly one of Hollywood’s wealthiest individuals, amassing a
fortune estimated at more than $200 million. Like his old
friend Bob Hope, he was an avid golfer, and it was on the golf
course that he died of a heart attack.

See also SINGER-ACTORS.

Crowe, Russell (1964- ) Born in Wellington, New
Zealand, Russell Crowe was the rough-and-ready son of a
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pub owner, who moved his family to Australia in 1968, then
returned with them to New Zealand 10 years later. Follow-
ing high school, Crowe adopted the persona of Russ le Roq
and sang professionally with several musical groups, even
cutting some records, before he got involved in the local the-
ater, with roles in the cult classic The Rocky Horror Picture
Show and Willy Russell’s popular Blood Brothers. A recurring
part on the Australian TV series Neighbours followed, and he
soon made his film debut in Blood Oath (1990). That same
year he appeared with Bryan Brown in Prisoner of the Sun, a
film about Japanese war crimes, and in The Crossing, which
earned him an Australian Film Institute (AFT) nomination for
Best Actor. The following year he won the AFI Award for
Best Supporting Actor for his performance as a sympathetic
dishwasher in Proof. That year he also appeared in Spotswood.

Crowe next appeared in Romper Stomper (1992) as the
leader of a group of neo-Nazi skinheads intent on brutalizing
the Vietnamese in Australia, a role more suited to his tough-
guy image. The actor appeared in three more Australian
films in 1993 before agreeing to be cast against type to play a
gay football-playing plumber’s son in The Sum of Us (1994),
which became a minor success in the United States. His turn
in the Canadian film For the Moment that same year brought
him to the attention of SHARON STONE, who helped get him
cast in his first major American film, The Quick and the Dead
(1995). The part led to more work in Hollywood in Rough
Magic (1995), Virtuosity (1995), and No Way Back (1996).

Crowe earned superstar status after his performance in
the Curtis Hanson film L.A. Confidential (1997) as Detective
Bud White. The period noir was a box-office and critical
smash and helped make Russell Crowe a household name.
He followed it up with the sports movie Mystery, Alaska
(1999), depicting a former hockey player who has become the
town sheriff, and with Michael Mann’s The Insider (1999),
portraying Dr. Jeffrey Wigand, a tobacco industry whistle-
blower. The role resulted in Crowe’s first Oscar nomination,
for Best Actor. The following year Crowe won the Best Actor
Oscar for his performance in Ridley Scott’s Gladiator (2000),
a Roman epic that garnered 11 Academy Award nominations.

Crowe next performed opposite Meg Ryan in the Taylor
Hackford—directed thriller Proof of Life (2000). He played a
mercenary trying to negotiate with Central American guer-
rillas for the release of Ryan’s engineer husband. Crowe
delivered another breakthrough dramatic performance in 4
Beautiful Mind (2001) as John Forbes Nash Jr., a winner of
the Nobel Prize for economics. Crowe’s performance as the
tortured genius who suffers from schizophrenia revealed a
sensitive vulnerability missing from many of his earlier roles
and resulted in an Oscar nomination. In 2003 Crowe
returned to action in the seafaring Master and Commander:
The Far Side of the World (2003), directed by Peter Weir.

Cruise, Tom (1962- ) A handsome young actor with
a devastating smile, he became one of the hottest stars of the
late 1980s. A combination of boyish charm and sexuality
makes him particularly popular with women, and his cool,
macho style has also given him a sizable male audience.
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Born Thomas Cruise Mapother IV, he was the third of
four children of what became a broken home when he was 11
years old. His mother, an amateur actress, held the family
together for five years before she finally remarried.

Cruise was initially a poor student due to dyslexia. To
compensate for his poor showing in class, he was active in
sports. Having suffered an injury while in high school and
not knowing what to do with his time while he recuperated,
he was talked into auditioning for his high school production
of Guys and Dolls. Cast as Nathan Detroit in the musical, he
was immediately hooked on acting.

He kicked around New York, taking any work he could
get to hone his raw talent until he was given a small part in
Endless Love (1981). He was given a small role that same year
in Taps, but he was so powerful that the early footage was
scrapped and he was given another, bigger part. It was his
first important film.

1983 proved to be a banner year for Cruise, who appeared
in four films; three of which, however, went nowhere—A// the
Right Moves, Losin’ It, and The Outsiders. His fourth film, Risky
Business, was the sleeper hit of the year and featured his
famous unabashed dance number in his underwear.

Seeming to disappear after his initial success, he surfaced
again in 1986, starring in the $30 million fantasy movie Leg-
end—a movie that became a monumental bust at the box
office. Had he not already filmed what became that year’s
biggest-grossing movie, Top Gun, Cruise’s career might have
been severely crippled. Instead, the actor emerged as a major
movie star with the clout that accompanies a $150-million-
grossing film.

Tom Cruise has become a superstar. Intense, with striking
good looks and a smile that could light up Los Angeles (and
has), Cruise has consistently picked provocative and usually
commercial projects in which to star. He is seen here in
Cocktail (1988). (PHOTO BY ROB MCEWAN, © 1988
TOUCHSTONE PICTURES)
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Cruise capitalized on his success by costarring with PAUL
NEWMAN in The Color of Money (1987), playing a young pool
player with talent to burn but who needs to learn self-con-
trol. It was a formula that recalled 70p Gun and was repeated
in Cocktail (1988), this time with Cruise learning the ropes
from an older, more experienced bartender played by Bryan
Brown. Cruise continued to share top billing with older stars,
giving what many consider to be his best performance to date
as DUSTIN HOFFMAN’s brother in the Oscar-winning hit Rain
Man (1988).

After playing a smug, superficial bartender in Cockzail
(1988), an entertaining but critically panned film, Cruise had
what was probably his best role in OLIVER STONE’s Born on
the Fourth of Fuly (1989). Playing Ron Kovic, a paralyzed, dis-
illusioned Vietnam War veteran who becomes an angry anti-
war protester, Cruise won a Golden Globe Best Actor award
and an Oscar nomination. Days of Thunder (1990) was in
some ways a reprise of his role in 7op Gun but on a racetrack:
He had to learn to cope with a mentor, a girlfriend, and an
antagonist. He returned to dramatic form with A Few Good
Men (1992), in which he was cast as a military lawyer pitted
against a formidable foe, played by JACK NICHOLSON, who
earned critical plaudits for his acting. The courtroom show-
down between Cruise and Nicholson was reminiscent of the
Captain Queeg trial in The Caine Mutiny (1954).

In Far and Away (1992), Cruise and NICOLE KIDMAN (his
wife) appeared together and provided the chemistry for the
epic film set in Ireland and the United States. They ended the
decade playing husband and wife in Kubrick’s enigmatic Eyes
Wide Shut (1999), just before the breakup of their marriage.

In three 1990s films, Cruise played a somewhat smug,
self-possessed young man who discovers that appearance is
not reality and who has to overcome opponents and his own
weaknesses to succeed. In The Firm (1993) he was a lawyer
working for a classy law firm that he learns is corrupt; in
Mission: Impossible (1996) he played a CIA agent who finds
that he is being set up by people in the agency; and in Ferry
Maguire (1996) he was a sports agent whose idealistic hubris
costs him his clients and his job. The last film contains a
familiar catchphrase of the 1990s: “Show me the money.”
He won a Golden Globe for Ferry Maguire as well as an
Oscar nomination.

For the most part, Cruise has been cast as the hero, but
in Interview with the Vampire (1994) he played the vampire
Lestat so well that he received an MTV award as the best
villain of the year. In Magnolia (1999), playing a motiva-
tional speaker who specializes in teaching loser men how to
seduce women, Cruise is at his macho best. The role
brought him an Oscar nomination and a Golden Globe as
Best Supporting Actor. Again playing agent Ethan Hunt,
Cruise appeared in Mission: Impossible 2 (2000), a film that
grossed more than $200 million but did not call upon
Cruise to exercise any acting skill. In Vanilla Sky (2001),
which also did well at the box office, Cruise played a super-
ficial playboy involved with both Cameron Diaz and Pene-
lope Cruz. In 2002 Cruise starred in STEVEN SPIELBERG’s
flawed, special-effects-heavy, future-cop action movie
Minority Report.
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Cukor, George (1899-1983) He began to direct in
1930 and amassed a remarkable string of hit movies during a
career of nearly 50 years.

Often called a “woman’s director” because he elicited
top-notch performances from many of Hollywood’s most
famous actresses, Cukor was a sensitive filmmaker who sim-
ply understood women in an industry that lacked female
directors. It is no wonder, then, that once he demonstrated
his ability to work with strong actresses, he was usually the
first to be called on to direct them.

The actresses whose careers he influenced are legion.
Prominent among them are KATHARINE HEPBURN, whom he
introduced to movie audiences in 4 Bill of Divorcement (1932)
and later redeemed from “box-office poison” status with The
Philadelphia Story (1940). Along the way he directed her in
some of her best movies, just a few of which include Sylvia
Scarlett (1935), Holiday (1938), Adam’s Rib (1949), and Pat and
Mike (1952).

It is perhaps with Katharine Hepburn that Cukor is most
closely associated, but he also directed a number of other
actresses in some of their best roles, including GRETA GARBO
in Camille (1937), INGRID BERGMAN in Guaslight (1944), JUDY
HOLLIDAY in Born Yesterday (1950), Jean Simmons in The
Actress (1952), JUDY GARLAND in A Star Is Born (1954), AVA
GARDNER in Bhowani Function (1956), and AUDREY HEPBURN
in My Fair Lady (1964).

In addition to his reputation as a woman’s director, Cukor
is also known as Hollywood’s most successful adaptor of
books and plays to the screen. From Dinner at Eight (1933) to
Travels with My Aunt (1972), he demonstrated his ability to
capture the essence of his sources without being slavishly
devoted to the original material.

Above all else, Cukor’s movies are about imagination.
The characters—both male and female—who people his best
films are generally vulnerable souls caught up in their own
rendition of the truth. It is a theme that he always handled
with touching grace, sympathy, and style.

cult movies These are films that are ignored by mass
audiences on their initial release but are later rediscovered
and given a new critical and commercial life by a small and
underground audience. Generally, movies acquire cult fol-
lowings in two ways: The first involves the efforts of a small
number of film fans who, through word of mouth, build a
new following for a picture; the second relies upon critics
and/or film scholars who find an overlooked movie and write
about it, drawing attention to the movie so that audiences can
rediscover its merits.

Surprisingly, many of Hollywood’s most beloved movies
were panned by reviewers upon their release and shunned by
audiences. Two classic examples are ERNST LUBITSCH’s black
comedy 70 Be or Not to Be (1942) and the beloved Christmas
movie It’s a Wonderful Life (1946) by FRANK CAPRA. Both
films had a coterie of fans who refused to let the movies dis-
appear, screening them at revival movie theaters and on col-
lege campuses until TV stations got wind of the films’
popularity and began to broadcast them more regularly. The
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Lubitsch film was even remade by MEL BROOKS in 1983.
Capra’s movie was not only remade as an unfortunate TV
film with Marlo Thomas in the JAMES STEWART role, but
also it has become (in its original version) a staple of the
Christmas season.

Films ignored or dismissed by one generation of movie-
goers or critics may benefit from reappraisal by another gen-
eration with different aesthetic standards. Thus some
cinematic treasures that once were overlooked are resur-
rected. Low-budget movies are the ones most likely to be
rediscovered as they are released with the least fanfare. For
example, a stylish littde film called Gun Crazy (1949) by
JOSEPH H. LEWIS was resurrected by film critics and scholars,
as was the brilliant SAM FULLER film Shock Corridor (1963).

Overlooked movies don’t always become cult favorites
because of their quality; sometimes a film simply possesses a
novelty factor. For instance, ALFRED HITCHCOCK’ Rope
(1948) has acquired a cult following because of its imagina-
tive cinematography. It was shot in such a way as to hide any
and all edits, the story taking place in supposed real time.
Another cult favorite is Robert Montgomery’s Lady in the
Lake (1946), which is shot entirely in subjective camera.

Other films have become cult classics on the midnight
show circuit of art houses, eventually becoming underground
hits. Such was the case with George Romero’s horror classic
Night of the Living Dead (1968), a film shot in Pittsburgh
without any stars, and The Rocky Horror Picture Show (1975),
a film that is probably the most famous midnight show/cult
favorite of all time. Watching the latter film, audiences usu-
ally mimic the action on the screen, en masse, creating a
unique theatrical experience.

Many cult movies become so famous that they eventually
lose their cult movie status. Certainly, It’s 2 Wonderful Life
falls into this category. Other movies, however, are still
known only to a relative few and they continue to remain
underground cult favorites. One of the best examples of this
is the little-known gem The Projectionist (1971), a film very
much about the movies, featuring a pre-famous Rodney Dan-
gerfield as the villain.

Curtis, Tony (1925- ) An actor who had his greatest
popularity during the 1950s and early 1960s. Curtis’s early
film career was built almost exclusively on his good looks,
matched by a strong screen presence. By the latter half of the
1950s, he had proven himself a fine dramatic actor and
charming light comedian. Curtis is an excellent example of
how important a good script and a good director are to the
success of an actor. He has been electric and unforgettable
with good scripts and good direction, but he has rarely tran-
scended poor material.

Born Bernard Schwartz, he was the son of a former ama-
teur actor from Hungary who settled into the life of a poor
Jewish tailor in the Bronx, New York. The future actor was a
gang member who flirted with a life of crime before a truant
officer straightened him out at the age of 12.

After his navy service aboard a submarine during World
War I, Curtis chose the actor’s life and studied his new craft
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at New York’s Dramatic Workshop. He had little stage expe-
rience before he was discovered by a Universal Pictures tal-
ent scout in an Off-Broadway revival of Golden Boy.

He was given a seven-year contract as well as a series of
name changes. He was originally given the moniker Jimmy
Curtis, but that was dropped in favor of Anthony Curtis by
the time of his first minor film credit in Criss Cross (1949). He
used the name Tony Curtis for the first time in fobnny Stool
Pigeon (1949), several movies into his new career.

Movie fans took notice of him long before his studio bosses
realized his potential. Teenage girls, in particular, wrote hun-
dreds of fan letters to him without even knowing his name.
Universal finally understood they had a star in the making and
they rushed him into the lead role in a cheaply made swash-
buckler, The Prince Who Was a Thief (1951). The film was a
major box-office hit and Tony Curtis was fast becoming a
household name. In fact, he soon became so popular that he
inspired male teenagers to imitate his curly hairstyle.

Curtis had to learn how to act on the job, but by the time
he starred with his wife JANET LEIGH in Houdini (1953), he had
already made much progress. But good movies were scarce,
and he was rushed into a series of mediocre projects through-
out the middle of the decade, including swashbucklers, west-
erns, light comedies, sports films, and even a musical.

The actor was popular with movie fans but not with the
critics. When they weren’t panning his movies the critics
were panning him. In 1957, however, Curtis finally won his
first measure of grudging acceptance from reviewers when he
gave a riveting performance in support of BURT LANCASTER
in Sweet Smell of Success (1957). The academy recognized him
the following year by giving him an Oscar nomination as Best
Actor for his work in The Defiant Ones (1958).

Curtis’s career was at its height in the late 1950s and early
1960s. He had the acclaim of both the public and the critical
establishment and also the opportunity to work on good
scripts with better directors. He starred alongside MARILYN
MONROE and JACK LEMMON in BILLY WILDER’s Somze Like It
Hot (1959), which was undoubtedly the best movie of his
career. He also relived some of his submarine experiences in
BLAKE EDWARDS’s Operation Petticoat (1959), and gave a
strong performance in Robert Mulligan’s The Rat Race
(1960), among others.

Curtis met his second wife, actress Christine Kaufmann,
during the filming of the epic Taras Bulba (1962). With just a
few other exceptions, however, the actor spent the greater
part of the 1960s starring in light comedies such as Forty
Pounds of Trouble (1962), Wild and Wonderful (1964), Sex and
the Single Girl (1964), and The Great Race (1965). A long
string of box-office flops in the latter half of the decade put
his star status in serious question. He recouped, however,
with a powerful and highly regarded performance in the title
role of The Boston Strangler (1968).

It seemed as if Curtis’s career had taken a new and richer
turn. But three successive mediocre films that failed at the
ticket booth drove him to television; he was not terribly suc-
cessful in that medium either. Curtis has had several abortive
big screen comeback attempts, most memorably in Lepke
(1974), The Last Tycoon (1976), and Little Miss Marker (1980).



CURTIZ, MICHAEL

Before Tony Curtis became a master of light comedy, he
was a swashbuckling beefcake star. (PHOTO COURTESY
OF MOVIE STAR NEWS)

He performed admirably in all three films, but none of the
movies was a hit.

He has continued to act in the occasional low-budget
film, but he gave one of his most stirring performances in
recent years in a TV movie, playing mobster Sam Giancana
in Mafia Princess (1986).

Curtis has appeared in more than 70 films and leaves a
legacy to the American cinema via Jamie Lee Curtis, his tal-
ented actress daughter by Janet Leigh.

One of his best later roles was that of a senator (resem-
bling Joe McCarthy) in the Nicolas Roeg film adaptation of
the play Insignificance (1985), in which he set a standard for a
character’s sleazy manipulation. During the 1990s Curtis
continued to appear in low-budget films playing a variety of
roles, playing aging hit men and sleazy movie producers. But
more recently he appeared in a national theatrical revival of
Some Like It Hot, based on the classic Billy Wilder film of
1959, although this time he plays the part of Osgood Field-
ing III, which Joe E. Brown had played so memorably in the
film. As far as the Motion Picture Academy is concerned,
Curtis, one of the most talented screen actors of his genera-
tion, has been marginalized and neglected.
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Curtiz, Michael (1892-1962) A director who made
more than 100 Hollywood films, the vast majority of them
for WARNER BROS., Curtiz is often considered a gifted hack
because he worked in virtually every genre, giving his studio
exactly what it wanted rather than pursuing a personal vision
(as did, say, HOWARD HAWKS). On reflection, however,
Warner would have been a much less successful studio, artis-
tically as well as commercially, without the presence of
Michael Curtiz. He directed the bulk of Warner’s most cher-
ished classics of the 1930s and 1940s.

Born Mihaly Kertesz in Hungary and given his training
at the Royal Academy of Theater and Art in Budapest, the
young Curtiz began his career as an actor at the age of 14. He
later worked in Hungarian films beginning in 1912 and not
long afterward found his niche behind the camera as a direc-
tor in Sweden.

World War I brought Curtiz back to Hungary as a soldier.
When the war ended, he began an odyssey that took him from
Hungary to Austria, Germany, France, Italy, and England, as
he enhanced his reputation as an international filmmaker.

As was the custom during the silent era in Hollywood,
movie moguls would take trips to Europe in search of tal-
ented actors and directors, and thus was Curtiz found by
Harry Warner.

According to JACK WARNER in his autobiography, My
First Hundred Years in Hollywood, Curtiz had been told to
expect a news conference and gala reception upon his arrival
in New York. Warner continues the story: “As the steamer
slid up the Hudson River to the dock there were fireboats
hurling spears of water high above the ship, there was a band
playing martial music on shore, and the sky was on fire with
Roman candles and bursting rockets. Mike was so overcome
that he wept. ‘Ah, thees America!” he cried. ‘Vot a vunderful
velcome for the great Michael Curtiz. Und these Varner
Brothers! I love all five at vunce!””

As Jack told the story, Harry Warner corrected Curtiz,
telling him that there were only four Warner brothers. He
did not, however, tell the Hungarian that he had arrived dur-
ing the hoopla surrounding America’s celebration of July 4th.

Caurtiz’s first film for Warner Bros. was The Third Degree
(1926). He became the studio’s “A” movie director in the
early 1930s, a position he never relinquished until he quit
Warners over a salary disagreement in 1954.

Curtiz’s silent film career at Warners was only moderately
successful. But he worked tirelessly and aggressively, earning
the respect and admiration of his bosses. Along with a hand-
ful of other foreign directors such as ERNST LUBITSCH and
FRITZ LANG, Curtiz managed not only to work but also to
prosper in the Hollywood dream factory.

During his first six years at Warners, Curtiz directed
(among others) such actors as Delores Costello, AL JOLSON,
and even HARRY LANGDON, but not until he made D7 X in
1932 did Curtiz begin to flower.

The director made excellent films in almost every genre
he worked in—and he worked in almost all of them. In the
horror category, he directed Dr. X, as well as the classic
Mystery of the Wax Museum (1933). He teamed with ERROL
FLYNN in most of the actor’s best movies, including the
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top-notch swashbucklers Captain Blood (1935) and The
Adventures of Robin Hood (1938), historical epics such as The
Charge of the Light Brigade (1936), and Warner’s best west-
erns, Dodge City (1939) and Sante Fe Trail (1940). He also
worked with all of Warner’s other great stars, including
PAUL MUNI in the powerful, socially conscious coal-mining
film Black Fury (1935), EDWARD G. ROBINSON in the mem-
orable boxing movie Kid Galabad (1937), and JAMES
CAGNEY in the unforgettable gangster film Angels with
Dirty Faces (1938).

Considering his output in the action genre, it is startling
to note that he also directed two of the most beloved musi-
cals of all time, Yankee Doodle Dandy (1942) and White Christ-
mas (1954, made for Paramount). He put his stamp on strong
family films such as Fowr Daugbters (1938) and Life with
Father (1947), and, among other genres, Curtiz begat a whole
series of strong women’s films with Mildred Pierce (1945), sav-
ing JOAN CRAWFORD?s career in the bargain.

But of all of his films, Curtiz’s greatest achievement was
in the combination of romance, intrigue, humor, action, and
style he brought to the classic CASABLANCA (1942), starring
HUMPHREY BOGART and INGRID BERGMAN. It was a film for
which Curtiz won a richly deserved Oscar for Best Director.

After he left Warner Bros. in 1954, Curtiz went on to
make 14 films for various other studios, working nearly up
until the time of his death. Among his better projects in the
post-Warner years in addition to White Christmas, were King
Creole (1958), The Proud Rebel (1958), and The Comancheros
(1961), which was Curtiz’s last film.

All of the movies listed above are truly memorable films,
but be assured that Curtiz made his share of stinkers, and yet
they cast no shadow on the quality of his movies. It hardly
matters that there is no unifying theme in the director’s work
when one considers the energy, intelligence, and commit-
ment to the best possible filmmaking inherent in his movies.
Michael Curtiz was the ideal studio system director and a
craftsman in the very best sense of the word.

custard pie Traditionally, the pie of choice for throwing in
actors’ faces. However, the famous pies used in silent come-
dies were not made of custard at all, but filled with blackber-
ries, which showed up better in black and white films.
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The first “custard pie” was thrown in 4 Noise from the
Deep (1913), a MACK SENNETT film at the Keystone Studio.
Not part of the script, MABEL NORMAND threw the pie in
“FATTY” ARBUCKLE's face, creating a bit of comic business
that has become a staple in slapstick-film comedy.

The custard pie weathered the end of the silent era rather
well, finding use in 1930s films by LAUREL AND HARDY and
the THREE STOOGES, and later in such films as Beach Party
(1963) and The Great Race (1964).

cutaway The name given to a cinematic device by film-
makers, which consists of a “cut away” from a scene to show
something on the screen that either comments on or relates
to the scene but is not actually a part of the scene. For
instance, some cutaways that have become clichés include the
moving hands of a clock, the setting (or rising) sun, a crow-
ing rooster, and so on. Often, after the cutaway, the scene will
pick up again at a later moment of development, allowing the
director a certain flexibility in his portrayal of passing time.

The cutaway also provides the opportunity for a visual
comment (often symbolic and/or comic) upon the action. For
example, filmmakers have cut away to dogs covering their
eyes with their paws when two lovers kiss, flowers wilting
when a pompous person begins to speak, a volcano erupting
when someone loses his or her temper, and so on.

cutting on action  Splicing together a shot of a character in
motion taken at one angle and a second shot of that same char-
acter while still in motion from a different angle. The purpose
of this technique, used by directors and editors, is to make
scenes more lively and less visually static. Cutting to a new
angle of a character when he is at rest, rather than in motion,
tends to create a plodding visual pace. Worse, such an edit is far
more readily apparent to the audience. Cutting on action, on
the other hand, makes editing far more fluid, seamless, and nat-
ural. Even the simple edit to a new angle when a character turns
his head enlivens a scene, making it more visually stimulating.

To cut on action effectively, a director must shoot the
same scene with at least two cameras at different angles, zero-
ing in on the actor in motion so that he will be in the same
place on the set in both shots.
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dailies A term used to describe the filmed scene(s) rushed
to a lab to be processed as soon as the day’s work on the set
is finished. Also known as rushes, the film is usually viewed
the following day by the producer(s), director, cinematogra-
pher, and any other member(s) of the crew who needs to see
them. During the height of the Hollywood STUDIO SYSTEM,
the dailies were often also viewed by the studio chiefs such as
HARRY COHN and LOUIS B. MAYER.

Because the camera operator is the only person who sees
what is being shot, the dailies give the director, his cast, and
crew an opportunity to observe and comment on the
progress of the picture. Since the advent of video, however, a
new step has been added to the viewing process. Although
viewing the dailies is still essential to see how the images
appear on film, an increasingly common practice is to tape
the scene on video at the same time (and at the same angle)
as it is being filmed. In this way, the scene can be immediately
played back to check the staging and performances.

See also VIDEO ASSIST.

Daniels, William (1895-1970) Best remembered as
Hollywood’s premier glamour cinematographer, Daniels
was the cameraman for that most glamorous of all movie
stars, GRETA GARBO. He worked on the vast majority of her
MGM films, such as The Kiss (1929), Anna Christie (1930),
Anna Karenina (1935), and Ninotchka (1939), to name a mere
handful. Norman Zierold, in his 1970 biography, Garbo,
said, “Daniels studied Garbo’s face and body with great
care. He saw immediately that she was least attractive in
repose, best in close-ups and long-shots, indifferent in the
intermediate range. She was better seated or lying down
than standing—Daniels later shot some of her best scenes,
in Flesh and the Devil (1926) and Queen Christina (1933),
with Garbo reclining.”
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The great cinematographer, however, had one regret. He
remarked to Norman Zierold, “The saddest thing in my
career is that I was never able to photograph her [Garbo] in
color. I begged the studio. I felt I had to get those incredible
blue eyes in color, but they said no. The process at the time
was cumbersome and expensive, and the pictures were
already making money. I still feel sad about it.”

Because he was MGM’s leading glamour cameraman for
22 years before he became a freelancer, it is sometimes over-
looked that Daniels was also ERICH VON STROHEIM’s cine-
matographer. In fact, after four years as an assistant
cameraman at Universal, he started his illustrious career as a
cinematographer on Von Stroheim’s hit silent film Foolish
Wives (1921) and added his valuable taste and technique to
Von Stroheim’s masterpiece Greed (1923).

In his long, distinguished career, Daniels provided his
lighting and composing genius not only to Von Stroheim and
Garbo in the 1920s and 1930s, but he also showed an ability
for hard-edged realism in The Naked City (1948)—for which
he won an Academy Award.

His career in the 1950s and 1960s highlighted his versa-
tility: the sweet-natured fantasy of Harvey (1950), the harsh
world of The Far Country (1954), and the comedy of Come
Blow Your Horn (1963). Walter Blanchard, writing in Ameri-
can Cinematographer described Daniels’s unmistakable signa-
ture as “a certain singing smoothness which for all its variety
of technique and artistic mood is as distinctive as anything on
the screen.”

See also CINEMATOGRAPHER.

Davis, Bette (1908-1989) Though she was not a
great beauty in the traditional sense, Bette Davis reigned as
Hollywood’s most enduring female star because she was
more interested in acting than in celebrity status. With her
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Many a film fan has become lost in Bette Davis’s eyes.
There has hardly been a more forceful female presence in
the movies. (PHOTO COURTESY OF MOVIE STAR NEWS)

magnificent eyes and intense style, Davis captivated critics,
won a devoted fan following, and used all of the above to
fight her employers in the most important actor/studio bat-
tles of the 1930s.

Born Ruth Elizabeth Davis, Bette always wanted to be an
actress, and like the dedicated performer she would always
be, Davis worked at her craft in small theater companies in
New England until she made it to Broadway in a hit play,
Broken Dishes, in the late 1920s.

With talkies all the rage, Hollywood was raiding Broad-
way for actors with good speaking voices. Davis’s screen test
with Samuel Goldwyn’s company went nowhere, but Univer-
sal gave the actress a second chance and offered her a contract.
She wasn’t welcomed with raves, however. Carl Laemmle,
who ran Universal, is said to have dryly commented that
Davis had “as much sex-appeal as Slim Summerville.”

Davis was, nonetheless, under contract. Laemmle eventu-
ally used her as the good sister in Bad Sister (1931), and she
played a series of minor parts in a string of forgettable
movies. When Universal dumped her, Warners was waiting
in the wings. GEORGE ARLISS, their early sound star, wanted
her to act opposite him in The Man Who Played God (1932).
Her long association with WARNER BROS. had begun, and it
would be a tempestuous relationship marked by suspensions,
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court battles, and some of the best-made movies of the late
1930s and 1940s.

After several minor films, she sunk her teeth into the part
of the young tramp in The Cabin in the Cotton (1932), riveting
the attention of moviegoers everywhere. Her “Bette Davis
eyes” were never more in evidence than in 20,000 Years in
Sing Sing (1933), in which she was radiant, costarring with
SPENCER TRACY. It looked like her career was about to take
off, but a series of poor films stalled her rise to stardom.
Then came the first battle with Jack Warner.

RKO wanted her for Of Human Bondage (1934), but
Warner refused to loan her to the rival studio. Davis knew it
was a fabulous part, and she fought for the right to play it,
eventually having her way. In the end, Warners benefited
handsomely. Besides the considerable fee they were paid for
Davis’s services at RKO, the movie was a hit, catapulting the
actress to stardom. The only surprise was that she wasn’t
nominated for an Oscar.

In 1935, Davis starred in Dangerous and won her first
Oscar as Best Actress, but in typical Davis style, she bluntly
said that she thought KATHARINE HEPBURN should have won
instead for Alice Adams.

Warner took advantage of her stardom to rush her into
several mediocre films, the exception being The Petrified For-
est (1936). She knuckled under and made the movies, until
she was cast in a particularly dreadful film called God’ Coun-
try and the Woman. Davis refused to appear in the movie and
was suspended and fined $5,000 per week, but she would not
budge. Instead, she decided to make a movie in England.
Warners claimed she was in violation of her contract and the
two slugged it out in court, with Warners the victor.

In the end, though, Davis was the real winner. Warner
Bros. received terrible press and to smooth relations with
the public actually gave Davis the money to pay the court
damages. The studio also made an effort to give her better
scripts. Perhaps most importantly, Bette Davis had estab-
lished the precedent for actors fighting studios for better
scripts and winning.

After her court battle, the actress made (among others)
Marked Woman (1937), an early feminist film that costarred
HUMPHREY BOGART. But the role Davis really wanted was
Scarlett O’Hara in GONE WITH THE WIND (1939). Warners
didn’t have the rights to the book, but DAVID O. SELZNICK,
who did, was initially open to the idea of having Davis play
the female lead. Jack Warner offered Davis on the condition
that Selznick would also use ERROL FLYNN as Rhett Butler,
and Selznick refused. As a consolation, Warner gave Davis
her own version of Gone With the Wind, Fezebel (1938), beat-
ing Selznick’s film to the theaters and winning Davis her
second Oscar.

In 1939, Davis scored again with Dark Victory, a movie in
which her character dies bravely. The film was so popular
that it started a trend for movies with unhappy endings. Her
success in the following years was so ironclad that she was
constantly among the top 10 stars in audience polls; in 1940,
she was number one, knocking SHIRLEY TEMPLE out of the
top spot. With highly regarded hit films such as A/ This and
Heaven Too (1940), The Letter (1940), and The Great Lie
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(1941), Davis was at the top of her career. She stayed there
with The Little Foxes (1941), Now Voyager (1942), Watch on the
Rbine (1943), and Mr: Skeffington (1944).

But then Davis faltered, making fewer quality movies in
the later 1940s. It appeared as if her career was irrevocably, if
quietly on the skids, until she made what many consider to be
her best film, JOSEPH L. MANKIEWICZ's A/l About Eve (1950).
This wisecracking, witty film about show business reestab-
lished Davis as Hollywood’s preeminent female star, and
despite poor film projects throughout the rest of the 1950s, the
stature of her performance in that film kept her career alive
until 1961, when the offers finally stopped coming her way.

In an unprecedented move, Davis took out full-page
advertisements in the trade papers stating that she was avail-
able for work. The resulting publicity was a tonic, but more
importantly, she was offered the lead role together with JOAN
CRAWFORD in ROBERT ALDRICH’s What Ever Happened to
Baby Fame? (1962). The two grand dames of Hollywood
chewed up the scenery in this psychological suspense thriller,
and audiences loved it. The film resurrected Davis’s career
and led to yet another Academy Award nomination, but
according to Davis, Joan Crawford actively campaigned
against her, causing her to lose the Oscar.

The mid-1960s saw Davis continue in horror films that
were similar to Baby Fane, such as The Nanny (1965) and
Hush . . . Hush, Sweet Charlotte (1964). Even when such films
ran their course, Davis continued to find work, principally in
TV movies. Though she didn’t have a film vehicle to match
her talents from the mid-1960s on, Davis had a nice turn or
two in movies such as Burnt Offerings (1976) and Death on the
Nile (1978). In 1977, Davis was the first woman to be given
the American Film Institute Life Achievement Award. Yet at
age 76, she wasn’t finished achieving. Despite a stroke, she
gallantly fought back to continue her acting career, appearing
in a starring role with LILLIAN GISH in the critically
acclaimed The Whales of August (1987).

She died of cancer in 1989.

Day, Doris (1924— ) An actress and singer, she was
one of the biggest stars of the 1950s. In a career that included
39 films, Day was voted the number-one box office attraction
in a national poll over a four-year period. Though she often
played career women, she was the personification of American
womanhood during the 1950s. Film audiences were drawn to
her because she was accessible, warm, bubbly, but not quite
saccharine—she was the girl next door but with sex appeal.
Starring in a series of sex comedies in the late 1950s and early
1960s that were enormously successful at the box office, she
reached her apotheosis. When sexual attitudes changed soon
thereafter, Day was quickly relegated to the movie-star junk
heap, forever associated with her virginal persona.

Born Doris von Kappelhoff, Day had originally intended
to dance. Though her father was a music teacher, her show
business career was originally pushed by her mother. At the
age of 14, she planned on moving (with her mother) from her
home in Cincinnati to Los Angeles to pursue a dancing
career. Just before leaving, her car was hit by a train and her
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right leg was badly injured. Though told she might not walk
again, she responded to treatment. Forced to change career
directions, however, she chose music. Within a few short
years—by the time she was 17—Doris Day became a singer
for a big band, Barney Rapp and his New Englanders. Not
long after, she sang for the far more well-known Bob Crosby
and the Bobcats, and eventually hit the big time as the lead
singer with Les Brown and his Band of Renown.

When a star was needed for a WARNER BROS. musical,
Romance on the High Seas (1948), the studio took Betty Hut-
ton on loan-out. When Hutton had to drop out due to preg-
nancy, Warners tested and signed Day for the role. The film
was nothing special, but it was a hit and it turned the brand
new actress into an instant star.

Warners followed that success by putting her in movies
not unlike her original hit. Most of her early films, such as
My Dream Is Yours (1949) and Tea for Two (1950), were mildly
entertaining but instantly forgettable. The films in which she
had supporting roles, such as Young Man with a Horn (1950)
and Storm Warning (1951), usually had better scripts.
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Doris Day defined a generation. With her upbeat personality,
restrained sexuality, and considerable warmth, she reached
her greatest popularity in the late 1950s and early 1960s.
(PHOTO COURTESY OF DORIS DAY)
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Nonetheless, she quickly came into her own as a major star,
particularly after her lead role in the hit musical Calamity
Fane (1953). Among her other notable successes during the
1950s were Young at Heart (1954), The Pajama Game (1957),
and Teacher’s Per (1958). In addition, it was during the 1950s
that she starred in her only dramatic roles, in Love Me or
Leave Me (1955) with JAMES CAGNEY and The Man Who
Knew Too Much (1956), directed by ALFRED HITCHCOCK. She
proved her range as an actress in both films, finding her
theme song, “Que Sera, Sera” in the latter movie.

After more than 10 years in films, during which she played
a variety of parts, from dramatic to musical to light comedy,
Miss Day embarked on a series of so-called sophisticated sex
comedies that were aimed at the American middle class. Pil-
low Talk (1959) with ROCK HUDSON started the hugely popu-
lar cycle, and it was followed by such films as Lover Corme Back
(1961), That Touch of Mink (1962), The Thrill of It All (1963),
Move Over; Darling (1963), Send Me No Flowers (1964), and Do
Not Disturb (1965). Along the way, she also starred in several
other films, among them the very popular Please Don’t Eat the
Doaisies (1960) and the musical Billy Rose’s fumbo (1962).

After the mildly successtul The Glass Bottorn Boat (1966),
she hit the skids with such flops as Caprice (1967), The Ballad
of Josie (1968), and With Six You Get Eggroll (1968), which was
also her last motion picture. With her film career fading, and
her late third husband (Martin Melcher) having mismanaged
and embezzled her $20 million in earnings, Day found her-
self in a TV series (to which Melcher signed her without her
knowledge), The Doris Day Show, which enjoyed a modest
success. Miss Day later won a $22 million judgment against
her attorney, who had worked with her late husband.

Miss Day has mostly been absent from show business
since the early 1970s. She returned to television in a short-
lived series on CBN Cable, Doris Day’s Best Friends, in 1985,
but the bulk of her efforts and energies during the 1970s and
1980s went to the protection of animal rights, including her
formation of the Doris Day Animal League, a lobbying
organization designed to bring attention to the inhumane use
of animals in laboratory testing.

Day-Lewis, Daniel (1957- ) The son of Cecil Day-
Lewis, English poet laureate and Oxford professor, Daniel
Day-Lewis has become what his biographer Garry Jenkins
calls “the most chameleonic actor of his generation.” His var-
ied roles and the sense that there is something more behind
the mask have made him one of the most versatile actors in
contemporary film. From playing a homosexual in My Beau-
tiful Laundrette (1985) to the legendary left-footed painter
and writer Christy Brown in My Left Foot (1989) to the won-
derfully diabolical Butcher in The Gangs of New York (2002),
Day-Lewis is an actor, rather than a personality.

His first film appearance was in Sunday, Bloody Sunday
(1971), in which he played a young soccer player who likes
to vandalize cars. For his performance the 14-year-old
earned the princely sum of five pounds. While he was at
Bedales, a posh boarding school, he appeared in several plays
and spent the summer of 1973 in the National Youth The-
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atre and after graduation from Bedales enrolled in the Bris-
tol OId Vic school, where he learned method acting. On
graduation, he was one of three chosen to join the Bristol
Old Vic Acting Company. In 1980 he assumed the role of
Jimmy Porter in Look Back in Anger, receiving his first bad
reviews, but he improved, ultimately earning favorable
reviews and being asked to stay on to play in a stage version
of Dracula. After roles in some BBC productions, one of
which, How Many Miles to Babylon? (1982), brought him
national recognition, he got his second screen role. In
Gandhi (1982) he played a racist South African bully boy,
which led to his first substantial screen role in The Bounty
(1984), yet another version of Mutiny on the Bounty.

It was his role as Johnny in My Beautiful Laundrette
(1985), however, that really launched his career. In the film,
he falls in love with Omar, a Pakistani, so that the film dealt
with homosexuality and racism in Britain. For this potentially
risky role, he received wonderful press, and the film was a
smash hit at the Edinburgh Film Festival in 1985. The New
York Film Ciritics voted him Best Supporting Actor for this
performance and another risky role played that same year,
the arrogant, priggish egotist Cecil Vyse in the
Merchant-Ivory Room with a View (1986). These perform-
ances were unwisely followed by Stars and Bars (1988), in
which he was cast as a stuftfy English art expert in a cultural
conflict with a hillbilly family in perhaps the worst film of his
career thus far. He beat a retreat to the English stage, where
he feels more at home, playing the role of Mayakovsky in the
National Theatre production of Futurists, directed by
Richard Eyre. His next starring role was that of an exhibi-
tionist brain surgeon in the adaptation of Milan Kundera’s
novel The Unbearable Lightness of Being (1988).

My Left Foot, directed by Jim Sheridan in 1989, was his
breakthrough picture, in which he played the disfigured Irish
artist and writer Christy Brown, who overcame his disability to
find fame and fortune. In America, he won the Oscar for this
performance, and in England, he won the British Academy
Award as Best Actor. Eversmile, New Fersey (1989) was another
wrong turn, this time as a dentist rather than a brain surgeon.
Soon thereafter, Day-Lewis was back onstage in Britain, play-
ing the title role in the National Theatre production of Ham-
let. He then played Hawkeye in a commercially successful
adaptation of The Last of the Mobicans (1992) before going back
to Ireland to star in Jim Sheridan’s In the Name of the Father
(1994). To play Hawkeye for director Michael Mann, he
needed to work with a personal trainer to bulk up, as he also
had to do for another Irish film, The Boxer (1997), also directed
by Jim Sheridan. Working with Sheridan in 1994, however, he
had to lose weight for his role as an illegally imprisoned IRA
suspect. He was nominated for an Academy Award for his per-
formance and won the Golden Globe and British Academy
Best Actor awards for In the Name of the Father.

In the United States, Day-Lewis is probably best known
for his performances in the film adaptations of two Ameri-
can classics. The first was The Age of Innocence (1994),
directed by MARTIN SCORSESE, in which he played Newland
Archer, a man with desires he cannot express and who does
not know his own mind. In 1996, he was remarkable as John
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Proctor in Nicholas Hytner’s film adaptation of The Crucible,
this time playing the role of a man who knows himself too
well and cannot control his desires. Playing a street thug
named the Butcher for Martin Scorsese in The Gangs of New
York (2002), Day-Lewis stole the film from his costar
LEONARDO DICAPRIO. After completing Gangs of New York,
Day-Lewis declared that he had “no plans to work on a film
anytime soon.”

Dead End The first movie about gangsters to take a soci-
ological point of view, condemning poverty as the cause of
crime. The 1937 movie, which introduced the Dead End
Kids, was a hit that led to a spate of films featuring destitute
groups in slums who are sliding into a life of crime, including
such projects as Angels With Dirty Faces (1938) and Angels
Wash Their Faces (1939). Even Boys Town (1938), with its
motto, “There is no such thing as a bad boy,” owed its exis-
tence to the success of Dead End.

Besides its effect on the content of future movies, Dead End
was also a powerful melodrama that was startlingly honest con-
cerning issues that had never been presented in the movies.
For instance, CLAIRE TREVOR in a supporting role plays a
prostitute, who is ill with a sexually transmitted disease.

Dead End was directed by WILLIAM WYLER with a script
by Lillian Hellman, and was based on a hit Broadway play by
Sidney Kingsley. The film boasted an excellent cast that
included JOEL MCCREA, SYLVIA SIDNEY, HUMPHREY BOG-
ART, Claire Trevor, Wendy Barrie, Marjorie Main, Ward
Bond, Allen Jenkins, and the Dead End Kids.

Dean, James (1931-1955) A young actor who starred
in just three films in the mid-1950s, he emerged as a power-
ful symbol of restless, alienated, and misunderstood youth.
His tragic death cut short his meteoric rise, but his cult-hero
status has grown ever since, and it’s fair to say that there has
never been a movie star with so few credits who has had such
a profound effect on so many filmgoers.

Dean spent most of his youth in Marion and rural Fair-
mont, Indiana. Later, he moved to California, where he
attended college. After studying acting with James Whit-
more, he worked in commercials and played bit parts in
minor movies until he traveled to New York to take a stab at
the legitimate theater.

It didn’t take long for Dean to catch on. Between 1952
and 1954, he had two important Broadway roles, the first in
See the Faguar and the second in The Immoralist. Good
reviews brought him a movie contract, and he signed to play
in the film version of John Steinbeck’s East of Eden (1955) as
the sensitive son who is misunderstood by his father (played
by Raymond Massey). Dean’s electrifying presence helped to
make the literate and serious ELIA KAZAN film into a surpris-
ing box-office hit. Dean himself was honored with an Acad-
emy Award nomination as Best Supporting Actor.

Dean’s next film was Rebel without a Cause (1955). As
directed by NICHOLAS RAY, this otherwise small film had a
powerful impact on the moviegoing youth of America. The
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James Dean starred in but three films, but his combination
of good looks, sensuality, and vulnerability continue to
excite and haunt fans more than 45 years after his tragic
death. (PHOTO COURTESY OF MOVIE STAR NEWS)

movie was a surprise hit, and Dean, as a troubled, tough but
vulnerable teenager (again misunderstood by his parents),
exhibited a provocative sexual presence combined with a ten-
derness that appealed to males and females alike.

Giant (1956) was James Dean’s last film. It was released
after his fatal car crash. In the movie, he costarred with ROCK
HUDSON and ELIZABETH TAYLOR, playing a poor Texan who
strikes it rich in oil. His performance as a tortured character,
in love with Taylor, striving to prove his worth among the
old-moneyed ranching elite, is powerful and wrenching.

Despite his fame (both before and after his death), there
were those who thought that Dean was merely aping Marlon
Brando’s insular type of acting, that he was merely a passing
fad. After a half-century, the fad has yet to pass.

Dee, Sandra See TEEN MOVIES.

deep focus A term used to describe the way in which a
shot is made so that foreground and background can be
clearly distinguished on film. Deep focus allows the scene
being shot to take place on two or more planes, providing the
visual opportunity to have the action on one plane comment
on the action of another without the need to edit or other-
wise disrupt camera movement.

Cinematographer GREGG TOLAND is generally credited
with the dramatic advancement of deep-focus photography
when he shot ORSON WELLES’s CITIZEN KANE (1941). In one
of the oft-remarked-upon scenes in the film exemplifying the
use of the technique, the young Charles Foster Kane can be
clearly seen in the background through a window playing in
the snow with his sled (“Rosebud”) as he repeatedly calls out
a patriotic slogan, “The Union Forever.” Meanwhile, in the
foreground, Charles Foster Kane’s parents are, ironically,
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ending their union with him forever by agreeing to send him
away from home. All the action takes place in one shot, in
one scene, without any edits, pans, or dollies, thanks to the
use of deep focus.

De Havilland, Olivia (1916—- ) An actress who
might merely have been a footnote in film history—as ERROL
FLYNN’s romantic interest in a wonderful series of movies
beginning with Captain Blood (1935) and as the other woman
in Gone With the Wind (1939)—instead emerged as a superb
actress in two of the most emotionally searing films of the
late 1940s, The Snake Pit (1948) and The Heiress (1949).

Olivia de Havilland was born in Tokyo to British parents.
Her sister, Joan, was born one year later. Joan de Havilland
would later adopt the stage name of Fontaine, and the two
sisters would each have long and distinguished Hollywood
careers as well as a much-publicized feud.

In 1921, Olivia and Joan were brought to California by
their recently divorced mother. Olivia’s auspicious cinematic
debut was in Max Reinhardt’s WARNER BROS. version of A
Midsummer Night’s Dream (1935). She was only 19 years old,
with very little stage experience. Her lack of experience did-
n’t seem to matter especially since her Caprain Blood costar,
Flynn, had even less experience. The team of Flynn and de
Havilland was a smash, and they were billed together in a
total of eight films, including such classics as The Charge of the
Light Brigade (1936), The Adventures of Robin Hood (1938), and
They Died with Their Boots On (1941).

Though she worked in films without Flynn during her
heyday, there was nothing remarkable about them—except
Gone With the Wind (1939). Despite the protracted debate
over who would play Scarlett O’Hara, there was little ques-
tion about who would play Melanie. De Havilland, given the
relatively thankless role early on, managed to imbue the
character with sympathy and understanding.

The actress’s early 1940s films were modestly entertain-
ing but hardly remarkable. Even To Each His Own (1946), for
which she won an Oscar for Best Actress, was merely a good
soap opera. But when she made The Snake Pit in 1948, a stark
film about a woman in a mental institution, the sweet, deco-
rative actress suddenly showed her stuff. The courageous
performance was not awarded an Oscar, though the follow-
ing year, she received kudos for her role in The Heiress (1949),
in which she played a homely, rich woman being courted by
a scheming MONTGOMERY CLIFT—this time she won her
second Oscar.

De Havilland continued to work throughout the 1950s
and 1960s but only sporadically. Among her later films, she is
perhaps best remembered as BETTE DAVIS’s costar in Hush . . .
Hush, Sweet Charlotte (1964). In recent years, she has appeared
in the occasional all-star disaster movie, such as Airport 77
(1977) and on TV. She has lived in Paris since the 1950s.

See also FONTAINE, JOAN.

Del Toro, Benicio (1967- ) Always an interesting,
brooding, intelligent, potentially menacing presence on
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screen, Benicio Del Toro rose to stardom through a number
of effective character roles, made distinctive by the actor’s
creative intuitions. There was nothing special about the role
of Fred Fenster in The Usual Suspects (1995), for example,
until Del Toro marked the character by having him mumble
with borderline incoherence. People noticed his character
because Del Toro made them notice. Within a few years, Del
"Toro was being hailed as the next Marlon Brando.

Del Toro was born in Santurce, Puerto Rico, the son of
two lawyers, Gustavo and Fausta Del Toro. His mother died
when Benicio was nine years old, and his father sent him to
boarding school in Pennsylvania at the age of 13. Del Toro
later attended the University of California at San Diego but
later moved to New York to study acting at the Circle in the
Square Theatre School and eventually earned a scholarship
at the Stella Adler Conservatory of Acting. His film debut
came in 1988 in a small role in Big Top Pee-Wee, after appear-
ing in the television series Miami Vice. He then played Dario
in the James Bond feature Licence to Kill (1989). Major recog-
nition would come when the actor won Independent Spirit
Awards for his work in The Usual Suspects and for his portrayal
of the artist Jean-Michel Basquiat in Julian Schnabel’s film,
Basquiat (1996).

More significant roles were to follow. In 1998 Del Toro
gained weight to play Dr. Gonzo in Terry Gilliam’s adapta-
tion of Hunter S. Thompson’s Fear and Loathing in Las
Vegus, perhaps not a smart career move because the film was
reviled but not a ruinous one (though a short-lived slump
was to follow for the actor). Del Toro won the Best Sup-
porting Actor Academy Award for his portrayal of the Mex-
ican cop Javier Rodriguez in STEVEN SODERBERGH’s Truffic
(2000). Salma Hayek wanted Del Toro to play the artist
Diego Rivera in her Frida Kahlo biopic (2002), but he did-
n’t. Good notices would follow for his portrayal of renegade
military assassin Aaron Hallam, who was tracked in the
wilderness by L. T. Bonham (Tommy Lee Jones), in
WILLIAM FRIEDKIN’s action feature The Hunted (2003).
Friedkin praised Del Toro for his resourcefulness and “total
dedication to his craft,” when interviewed by the Washing-
ton Post (March 15, 2003), calling him “one of the very best
young actors of his generation.”

DeMiille, Cecil B. (1881-1959) A producer-director
whose career encompassed 70 films made in nearly every
major genre. Eventually, in his later years, he became known
for quasi-religious epics exhibiting a surprising amount of sex
and violence. The director’s favorite ploy was to draw audi-
ences into theaters for displays of “sin,” only to redeem the
“sinners” by the end of the last reel. Many thought DeMille
to be a rather cynical filmmaker, but apparently the director
truly believed in the messages of his biblical tales.

DeMille was among the very few filmmakers in Holly-
wood whose name above the title meant more to movie audi-
ences than the names of the stars in the picture. A DeMille
picture combined fast-paced action, old-fashioned story-
telling, and a proverbial “cast of thousands.” His name
became synonymous with spectacle. Yet DeMille made suc-
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cessful epics because he never lost focus of his main charac-
ters, despite huge casts and expensive special effects.

DeMille directed a great many entertaining movies that
helped define the future direction of Hollywood filmmaking.
A pioneer, he established the parameters of budding genres
and created new ones, as well. Whenever speaking of Holly-
wood as either the physical or spiritual center of worldwide
moviemaking, one should never forget DeMille’s role in its
development. He was the man who made his (and Holly-
wood’) first feature film, The Squaw Man, in 1913 in that
sleepy little Southern California village.

Cecil Blount DeMille was the son of a minister who also
wrote plays. He was 12 years old when his father died, but his
mother (also a playwright) kept the family together by found-
ing a school for girls and, later, a theater company that the

young Cecil eventually joined as an actor and manager after
making his Broadway debut on stage in 1900.

DeMille continued working in the theater until 1913,
when he joined JESSE L. LASKY and Samuel Goldfish (later
Goldwyn) to form the Jesse L. Lasky Feature Play Company.
Enamored with film and its creative and financial potential, the
three partners set about making their grand entrance in the hot
new motion picture business by signing the well-known stage
actor Dustin Farnum to a lucrative salary to star in a film adap-
tation of the hit play The Squaw Man. Lasky and Goldfish
thought the movie would be shot where virtually all westerns
were then made: New Jersey. DeMille, as the “director-gen-
eral” of the triumvirate, insisted that the film be made in the
real West and chose Flagstaff, Arizona, for the film’s locale.
But when DeMille and company arrived in Flagstaff the

Cecil B. DeMille was one of the few directors who had long and successful careers in both the silent and sound eras. Here,
DeMille is pictured with both old and new motion picture cameras. He shot all his silent films with the small wooden camera
to his left. (PHOTO COURTESY OF MOVIE STAR NEWS)
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director felt that the area was too modern looking, and the
company hopped back on the train and kept on going until
they reached Hollywood, where filming commenced with not
a little trouble. According to Charles Higham in his biography
of DeMille, previously shot footage of the film was damaged
one night by a saboteur. DeMille took to sleeping in a chair in
the storage area with a shotgun on his lap to protect his work.

When the six-reel The Squaw Man opened in 1913, it was
an immediate sensation. DeMille, who had never directed a
movie before (he codirected The Squaw Man with Oscar
Apfel), quickly became a creative force in the infant industry
with such strong follow-up efforts as Brewster’s Millions
(1914), The Call of the North (1914), The Virginian (1914), The
Girl of the Golden West (1915), The Warrens of Virginia (1915),
The Trail of the Lonesome Pine (1916), and a remake of The
Squaw Man (1918). In addition to producing and directing,
DeMille also contributed to his own cause as a screenwriter
and an editor on many of his films.

During the silent era, DeMille made everything from
westerns to comedies, from romances to morality plays. In
the last category he struck oil. His epic version of The Ten
Commandments (1923) was a box-office blockbuster.

Meanwhile, thanks to DeMille’s continued success, JESSE
LASKY had been able to build his company (without Gold-
fish/Goldwyn) into a major studio that would eventually
become known as Paramount Pictures. DeMille not only
directed and produced a great many of the Lasky/Paramount
pictures during the years between 1913 and 1924, he also
oversaw the production of a great many more. In 1925, how-
ever, DeMille decided to set up shop for himself. He estab-
lished the DeMille Studio and made four films, beginning
with The Road to Yesterday (1925), followed by The Volga Boat-
man (1925), The King of Kings (1926), and The Godless Girl
(1928), the last being a silent film unable to withstand the
competitive tidal wave of sound films that began to appear
that year. His company collapsing, DeMille became a direc-
tor at MGM for three pictures, his first sound film, Dynamite
(1929), Madame Satan (1930), and his second remake of The
Squaw Man (1931). Then it was back to Paramount, his orig-
inal home, where he stayed for the rest of his working life.

At Paramount, DeMille hit his stride again. He made only
15 more films but a substantial number of them were major
hits, mostly epics based on stories from the Bible, Roman his-
tory, the American West, and anything else DeMille could
find to turn into a sprawling tale of grand passion and visual
spectacle. The religious movies were his stock-in-trade, and
none were better during those years in Hollywood than
DeMille’s The Sign of the Cross (1932), Samson and Delilah
(1949), and his remake of The Ten Commandments (1956).
Cleopatra (1934) and The Crusades (1935) are also closely
related to the biblical tales. His westerns, such as The Plains-
man (1937), Union Pacific (1939), and Unconquered (1947),
were nearly as big in scope as his religious films. One of his
most endearing extravaganzas, though, The Greatest Show on
Earth (1952), concerned the circus. It seemed a particularly
fitting subject for one of DeMille’s last movies, considering
that he was often called the greatest showman in Hollywood.

The director died of heart failure in 1959.
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See also HOLLYWOOD; PARAMOUNT PICTURES; QUINN,
ANTHONY.

Demme, Jonathan See SCREWBALL COMEDY.

De Niro, Robert (1943- ) A character actor and star
whose career has been closely associated with that of director
MARTIN SCORSESE. De Niro, famous for deeply immersing
himself in his roles, has emerged over two decades as one of
Hollywood’s most dedicated and gifted performers. Lean of
build and good-looking, De Niro is not a matinee-idol type;
he appears to be an everyman, perhaps of the blue-collar vari-
ety, but with an explosive inner core that bubbles just beneath
the surface.

A method actor, De Niro received his training from Stella
Adler and Lee Strasberg. After working on the stage, he was
cast by BRIAN DE PALMA, then a young student director, in
three of the filmmaker’s early low-budget movies, Greetings
(1968), The Wedding Party (1969), and Hi, Mom! (1970).

More film roles came his way, including significant sup-
porting parts in ROGER CORMAN’s Bloody Mama (1970); a
seriocomic GEORGE SEGAL vehicle, Born to Win (1971); and
the adaptation of Jimmy Breslin’s The Gang That Couldn’t
Shoot Straight (1971). None of the films was a hit, but his
work in them gave him the opportunity to display his talents
in his first major costarring role as the dying, inarticulate
catcher in the baseball movie Bang the Drum Slowly (1973).
Although the movie received mixed notices, De Niro was
finally discovered by the critics.

Martin Scorsese discovered him next, casting him in the
explosive Mean Streets (1973), a movie that made both the
director and the actor hot properties in Hollywood. After
playing the young Vito Corleone in The Godfather;, Part 11
(1974) and winning the Best Supporting Actor Academy
Award, De Niro became a star. But his greatest triumphs were
still ahead of him. His searing performance as the violent and
troubled Travis Bickle in Scorsese’s Taxi Driver (1976) was one
of the most powerful acting displays of the 1970s.

De Niro proved he was nothing if not versatile. Directly
after playing Travis Bickle, he essayed the role of Monroe
Starr in The Last Tycoon (1976), breathing life into the coolly
restrained yet romantic IRVING THALBERG-like character
from F. Scott Fitzgerald’s novel. He followed that with his
sterling performance in Bernardo Bertolucci’s much-admired
1900 (1977).

His willingness (and ability) to give himself totally to his
roles led to his learning to play the saxophone for Scorsese’s
New York, New York (1977) and gaining 50 pounds to play the
aging Jake LaMotta in Raging Bull (1980), a performance that
brought him his second Oscar and first Best Actor Academy
Award. In between, he was nominated for Best Actor for his
role in The Deer Hunter (1978).

De Niro dominated the acting scene in the mid- to late
1970s, but his career was considerably quieter in the 1980s.
ROBERT DUVALL stole the show in the moody crime story
True Confessions (1981), but De Niro was brilliant as Rupert
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Pupkin in Scorsese’s vastly underrated The King of Comedy
(1983). If the film hadn’t been so dark in its comic honesty,
De Niro might have been nominated and won another Oscar.

It seemed as if the ultimate match-up of male and female
actors was made when De Niro was teamed with MERYL
STREEP in Falling in Love (1984). Although the two perform-
ers were extremely effective, the movie failed to live up to
their talents.

There was yet another disappointment when the big-
budget epic The Mission (1986) received mixed reviews and
poor box-office returns. About this time, De Niro returned
to the stage after a very long absence to star in the Joseph
Papp production of Cuba and His Teddy Bear, first Off-Broad-
way and then in a limited, sold-out, Broadway run.

By choice, he then began to appear again on screen in
smallish but important featured roles, such as Al Capone in
Brian De Palma’s hit The Untouchables (1987), his first col-
laboration with the director since they worked together 17
years before.

Finally, it was time to find a new starring vehicle. He was
offered the lead in Big (1988) but eventually turned the role
down (Tom Hanks played it to perfection).

He continued to pursue the idea of starring in a comedy,
finally settling on a comic farce called Midnight Run (1988).
Considering his reputation for working in serious, dramatic
films (even The King of Comedy was deadly serious despite its
mordant laughs), he surprised a great many people with his
choice. Also starring Charles Grodin, this wonderfully silly
comedy went on to become a critical and commercial success,
showing yet another side of De Niro’s considerable talent.

In 1989 he fulfilled his ambition to appear with pal Sean
Penn when the two made We’re No Angels, a remake of the
1955 MICHAEL CURTIZ classic comedy. De Niro’s comic flair
was much more in evidence, however, in Analyze This (1998),
in which he played a Mafia don in need of therapy from
shrink Billy Crystal. The film and the chemistry between De
Niro and Crystal made the film so popular that it spawned a
sequel in 2002. De Niro’s success at playing gangsters also
led to several remarkable roles during the 1990s, such as in
Goodfellas (1990) and Casino (1995), both for Martin Scors-
ese, and Heat (1995), in which he played opposite AL PACINO
(the first time these superstars appeared together). De Niro
also played the psychotic Max Cady in Scorsese’s remake of
Cape Fear (1991); another remarkable psychotic role remi-
niscent of his performance in Taxi Driver was his portrayal
of the failed knife salesman and obsessed baseball fan Gil
Renard in the adaptation of Peter Abraham’s novel The Fan
(1996). Were it not for JACK NICHOLSON, De Niro would
surely hold the title “King of the Deranged.” Other out-
standing later roles include Guilty by Suspicion (1991), in
which De Niro played a blacklisted film director during the
McCarthy years; the updated Grear Expectations (1997), in
which De Niro played Magwitch; and JOHN FRANKEN-
HEIMER’s Ronin (1998), in which he played a mercenary
operative in France, searching for cold-war secrets. To date,
De Niro’s only directorial effort is A4 Bronx Tale (1993),
about the coming of age of an Italian-American boy who is
protected by his father (De Niro).
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De Palma, Brian (1940- ) A director of suspense
who has been called the modern ALFRED HITCHCOCK, De
Palma has also been called a derivative director who offers
very little in his movies except technical expertise and cheap
thrills. Of course, the same was often said of Hitchcock. But
a close reading of De Palma’s movies, such as Carrie (1976),
Dressed to Kill (1980), and Blow Out (1981), suggests a consis-
tent and pervasive point of view, namely that nothing in our
world is as we think it is. His masterful cinematic flourishes
startle audiences into a visceral understanding of his themes.

De Palma was born in Newark, New Jersey, but grew up
in Philadelphia, where he showed an early aptitude for sci-
ence. In fact, in his youth, he built a computer that was based
on his own design. While studying physics at Columbia Uni-
versity De Palma’s interest in movies developed. He made
several short films, including Woton’s Wake, which won a 1963
Rosenthal Foundation Award.

His career path was set. De Palma left physics behind and
went to graduate school in theater arts at Sarah Lawrence
College, where he received his ML.A. in 1964. Like the new
wave of American directors who came out of film schools in
the 1960s, such as FRANCIS COPPOLA, GEORGE LUCAS, and
MARTIN SCORSESE, De Palma had a passion for shooting
film. While in graduate school, he wrote and directed his first
teature, The Wedding Party (shot in 1963 and released in
1969), starring hungry young unknown actors Jill Clayburgh
and ROBERT DE NIRO. De Palma’s second film was Murder a
La Mod (1968). But the films that caught the attention of
Hollywood were his next two underground hit films, Greez-
ings (1968) and Hi, Mom! (1970), both starring the still
unknown De Niro.

The director’ first commercial venture, a light satire with
Tommy Smothers called Get to Know Your Rabbit (1972), was
a bust at the box office, but the script hadn’t been De Palma’s.
Falling back on his own material, the writer-director made
three psychological suspense films with Hitchcockian ele-
ments: Sisters (1973), The Phantom of the Paradise (1974), and
Obsession (1976). All three films received mixed critical reac-
tions. The last of these, however, was a significant commer-
cial hit, paving the way for De Palma’s big breakthrough
movie, Carrie (1976).

Carrie made a star out of SISSY SPACEK and made De
Palma a target of outraged critics who objected to the film’s
violence and accused the director (De Palma did not write
the script for this film) of creating a cheap-thrill movie. It was
a tag that would stick with him for more than a decade,
through critical and commercial disasters such as The Fury
(1978), Home Movies (1980), and Body Double (1984), as well
as winners, such as Dressed to Kill (1980).

Dressed to Kill was his most fully realized thriller, and it
seemed as if he had finally answered his critics. But he
flopped with Blow Out (1981) and Wise Guys (1986) despite
considerable studio buildup. His film Scarface (1983) was a
money-maker but was attacked by the critics. In every case,
these failures were laid directly at De Palma’s doorstep. The
director’s career was in jeopardy.

Not until the 1987 smash hit The Untouchables, starring
Kevin Costner and De Palma’s old friend Robert De Niro,
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was the director’s critical and commercial reputation reestab-
lished. He solidified his standing with the highly praised
Casualties of War (1989).

De Palma, like his contemporaries who came out of film
schools, owes much of his knowledge of technique and style
to the movies and directors with whom he studied. It’s no
wonder that De Palma was influenced by Hitchcock, but the
younger director’s fluid camera work and moody yet sensual
ambience full of lurking danger are expressions of a talent
that is uniquely his own.

Brian De Palma’s up-and-down career trajectory contin-
ued into the 1990s, getting off to a terrible start with his lame,
listless, and sadly miscast adaptation of Tom Wolfe’s novel Bon-
fire of the Vanities (1990), which was deficient in both style and
sense. De Palma’s treatment of a very strong story was as limp
as Wolfe’s was vibrant. This major failure was followed by Rais-
ing Cain (1992), Carlito’s Way (1993), the very popular and styl-
ish Mission Impossible (1996), and awkward and ponderous
Mission to Mars (2000). In The De Palma Cut (1988), critic Lau-
rent Bouzereau rightly praised the director as gifted, one
whose craft and technique are peerless, as evidenced by the
brilliant opening sequences of Snake Eyes (1998) and Fermmme
Fatale (2002). On the other hand, De Palma’s detractors con-
tinue to consider him a voyeuristic, manipulative misogynist.
De Palma’s work is unpopular with some feminists, but for
other viewers, De Palma has been a guilty pleasure, an artist of
more talent than taste, often irritating, but seldom boring.

Depp, Johnny (1963- ) Johnny Depp was born in
Owensboro, Kentucky, on June 9, 1963, the youngest of four
children. His family moved to Miramar, Florida, when he
was seven. In school, he developed a bad-boy reputation and
experimented with drugs. He dropped out of school in his
junior year and joined a rock group that was good enough to
open concerts by the likes of Iggy Pop and Talking Heads.
Actor NICOLAS CAGE suggested that Depp audition for
Nightmare on Elm Street (1984). Playing an undercover cop
on the television series 21 Fump Street for four years, Depp
was paid $45,000 per episode. For Cry Baby (1990), John
Waters wrote the part of Wade Walker, a delinquent biker,
with Depp in mind and paid him $1 million to take the lead.

So Depp was drawn to eccentric roles from the beginning,
leading up to the bizarre title part in Edward Scissorbands (1990)
for Tim Burton. In Benny and Foon (1993), Depp played an
eccentric, dyslexic silent-movie buff. In What’s Eating Gilbert
Grape (1993), he played yet another off-center character. With
The Brave (1996), Depp tried his hand at writing and directing
as well as acting and was nominated for a Golden Palm at the
Cannes Film Festival of 1997. Don Juan DeMarco (1994) was
one of his most entertaining and popular films, putting him in
company with MARLON BRANDO and FAYE DUNAWAY. Depp’s
character calls himself Don Juan because he claims to be the
world’s greatest lover, who supposedly has seduced more than
1,500 women. This character is put under the care of a clinical
psychiatrist, Jack Mickler, played by Brando.

Donnie Brasco (1997) with AL PACINO did quite well at the
box office. This time, Depp played an undercover cop who
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had penetrated the Mafia but is seduced by the Mafia
lifestyle. His next film was Fear and Loathing in Las Vegas
(1998), an adaptation of Hunter S. Thompson’s novel. As in
Donnie Brasco, Depp tried to absorb the character of the
larger-than-life gonzo journalist. The movie, which stressed
hallucinogenic special effects, was perhaps Depp’s least suc-
cessful venture. Sleepy Hollow (1999) his third film with Tim
Burton, featured Depp as Ichabod Crane, not as a school-
teacher, but as a forensic detective investigating murders
caused by the Headless Horseman. The Astronaut’s Wife,
directed by Rand Ravich in 1999, featured Depp as an astro-
naut who returns from a mission to outer space but as not
quite the same man. One critic described Depp as having an
uncanny talent for blending into his role. ROMAN POLANSKI
chose Depp to play the lead in The Ninth Gate (1999), an
unscrupulous book dealer named Dean Corso who is search-
ing for a manuscript that has supernatural powers. In Blow
(2001), directed by Ted Demme, Depp played overweight,
middle-aged drug dealer George Jung. In From Hell (2001),
Depp again plays a drug addict but this time as Scotland Yard
inspector Fred Abberline who picks up clues in his drug-
induced hallucinations. Unfortunately, his clues do not lead
him to solve the identity of Jack the Ripper. He played the
mute César, a gypsy riding a white horse who symbolizes
Prince Charming, in The Man Who Cried, which is set in Rus-
sia in 1927 and was written and directed by Sally Potter in
2001. Made on a low budget, it grossed less than $1 million
and received more negative than positive reviews.

When Jim Jarmusch wanted to make his odd postwestern,
Dead Man (1995), he cast Depp to play the lead character,
oddly named for the poet William Blake, in a cast that
included ROBERT MITCHUM, Gabriel Byrne, Alfred Molina,
and Iggy Pop. This was a perfect, offbeat Depp role, in a
movie by a hip young director making a cult film. Depp has
carved his niche by playing oddball roles in a number of
aggressively uncommercial films, some of which succeeded
because of Depp’s participation. Depp has a large following of
loyal fans who will follow him to the offbeat roles described
above. So far, even in a commercial Disney film like Pirates of
the Caribbean (2003), he has seemed beyond compromise.

Dern, Bruce (1936- ) An actor who has been type-
cast as a lunatic, often playing off-the-wall characters in a
variety of films throughout the bulk of the 1960s and 1970s.
He was the next generation’s ANTHONY PERKINS, creating a
gallery of memorable psychos, until his versatility as an actor
finally began to be tapped in the latter half of the 1970s. He
has since proven to be a durable and intriguing leading char-
acter actor/star.

Considering the many crazies he has played, Dern’s back-
ground comes as quite a shock. His roots are deep in Amer-
ica’s financial, political, and intellectual bedrock. His
grandfather was once governor of Utah, and one of his uncles
was the secretary of war in the FDR administration. Another
uncle was the famous writer Archibald MacLeish. Dern
attended the exclusive Choate prep school before becoming
an undergraduate at the University of Pennsylvania. Drawn



DETECTIVE FILMS

to acting, however, he didn’t finish his college studies.
Instead, he went to New York and began to perform on the
stage and in television.

He broke into the movies in 1960, appearing in a small role
in Wild River; but his most important break during these early
years was a lead guest role as a lunatic in an episode of TV’
Alfred Hitchcock Presents series. Dern was chillingly real and his
success in the part led to steady, if similar, work playing weird
villains for the better part of 15 years in films such as Hush . . .
Hush, Sweet Charlotte (1965), The Trip (1967), Psych-Out (1968),
Will Penny (1968), and The Cycle Savages (1969).

Dern’s career took a turn for the better in 1972 when he
gave a bravura performance in the offbeat science-fiction film
Silent Running. The actor was superb in a virtual one-man
show, carrying the film with a combination of vulnerability,
wit, and an indomitable spirit. His success opened up other
casting possibilities, and he made the best of them, playing
strong roles in films such as The Laughing Policeman (1973),
Smile (1975), and Hitchcock’s Family Plot (1976). He also
showed a flair for comedy in the very funny but commercially
unsuccessful Won Ton Ton—The Dog Who Saved Hollywood
(1976), but he then returned to playing disturbed characters
in the late 1970s and early 1980s. Though he was the raving
psycho in Black Sunday (1977), he was much subtler as Jane
Fonda’s husband in the antiwar film, Coming Home (1978), at
the end of which his character committed suicide. This latter
performance brought Dern an Oscar nomination for Best
Supporting Actor.

He continued to play strange characters in films such as
The Driver (1978) and Tattoo (1981), but the odd behavior
struck closer to home in Middle Age Crazy (1980). Eventually,
Dern began to find mellower roles, such as his part in That
Championship Season (1982). By the late 1980s he was playing
supporting roles in such films as 1969 (1988) and The Burbs
(1989). He also began to work more frequently in the mini-
series format on television. For example, in 1994 he played
Amelia Earhart’s husband in Final Flight, a made-for-
television film. During the 1990s, he continued to work but
was relegated to bit parts. In the meantime, his daughter,
Laura Dern, emerged as an interesting young actress in films

such as Smooth Tialk (1985) and Blue Velvet (1986).

detective films A genre that flowered in the sound era
and became a Hollywood staple with the continuing adven-
tures of an ever-growing number of idiosyncratic detective
characters. There are, in broad form, two distinct types of
detective film. The first type portrays the deductive detective
who cleverly traps the killer by assembling information
through interrogations and clues. The second type is the
hard-boiled detective who must often use his fists and his
handgun to solve his crimes. Both types of detective have
been popular in American films, but in recent decades the
hard-boiled type has held sway because the sex and violence
inherent in these harsher films cannot be duplicated by TV.
Unlike the gangster movie, the detective film is not about
hubris and greed; it’s about truth. Although gangster films
often voyeuristically allow us to share in the rise and fall of a

121

Tom Powers, a Rico, a Rocco, or a Tony Camonte (to name
a few), the detective film sticks to the high road, allowing the
audience to crack the mystery together with the hero and
track down the criminal in question.

The first detective film made in the United States was
Sherlock Holmes Baffled (1903), produced by the American
Biograph Company. It was made the same year as the famous
western The Great Train Robbery. The western was an ideal
genre for the silent era because it lends itself to wide open
vistas and violent action. The western eclipsed the detective
film early on. Requiring a good deal of exposition that was all
but impossible in a fast-paced silent movie, it was no wonder,
then, that detective films were rarely big box office before
sound. The most notable exception was the 1922 Sherlock
Holmes starring John Barrymore.

If audiences wanted talk in their talkies, they certainly
received their share in the 1930s. It was the grand period of
the deductive detective, with such entertaining sleuths as
Charlie Chan (played by a succession of actors, but most
memorably by Warner Oland), Mr. Moto (Peter Lorre),
Nick and Nora Charles (WILLIAM POWELL and MYRNA LOY)
in the wonderfully sophisticated Thin Man series, and Philo
Vance (also played by William Powell).

The detective film was a popular genre, but it soon
became fodder for “B” MOVIEs. Even Bulldog Drummond, a
hugely popular character introduced in the talkies in 1929 by
RONALD COLMAN, eventually became a “B” movie series in
the late 1930s.

The detective literature of Dashiell Hammett and Ray-
mond Chandler had been popular during the 1920s and
1930s, but it wasn’t until the third version of Hammett’s THE
MALTESE FALCON (1941), directed by JOHN HUSTON with
HUMPHREY BOGART as Sam Spade, that the deductive detec-
tive gave way to the hard-boiled detective. Though Spade
never reappeared in a sequel, he remains the quintessential
modern detective: crafty, violent, distrustful of women, but
true to his own moral code.

Raymond Chandler described the modern detective
when he wrote, in The Simple Art of Murder, “Down these
mean streets a man must go who is not himself mean, who is
neither tarnished nor afraid.” But that didn’t mean that the
hero couldn’t pretend to play both sides of the law. In the lat-
ter 1940s and early 1950s, the detective film was the perfect
vehicle for the gloomy stories described by the French term
FILM NOIR. After the advent of the atom bomb, at the begin-
ning of the cold war, the dark, rain-splattered streets, swirling
mist, and oppressive visual angles of film noir mirrored an era
of moral confusion and paranoia. The search for meaning—
truth—by the detective hero during that time was of consid-
erable relevance to the audience.

Detective films were quite popular during the film noir
period, but the series detective did not flourish to the same
degree as it had in the 1930s. Only one detective hero was
brought to the screen again and again: Philip Marlowe. Chan-
dler’s hero was first played by Dick Powell in Murder,; My Sweet
(1944) and then by Bogart in The Big Sleep (1946). Robert
Montgomery took a turn as Marlowe in The Lady in the Lake
(1946). After a long hiatus, he showed up played by James Gar-
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ner in Marlow (1969), Elliott Gould in The Long Goodbye
(1973), and ROBERT MITCHUM in Farewell, My Lovely (1975).

Marlowe aside, detective films from the 1940s until the
present have generally been one-shot affairs, occasionally fol-
lowed by a sequel. No longer was the detective film the sole
territory of the card-carrying private dick. Insurance agents
(EDWARD G. ROBINSON in Double Indemmnity, 1944) and police
detectives (GLENN FORD in The Big Heat, 1953) entered the
scene.

By the mid-1950s, the detective film and most other gen-
res gave way to the western. In the 1960s, however, the pri-
vate detective made a comeback with PAUL NEWMAN in
Harper (1966) and its 1975 sequel, The Drowning Pool. In fact,
Newman’s films can be said to mark the beginning and end of
the modern golden era of the hard-boiled movie detective.
Explosive, fast-paced hits such as Point Blank (1967), Bullitt
(1968), The French Connection I and II (1971 and 1975, respec-
tively), Klute (1971), Dirty Harry (1971), and Chinatown
(1974) were just a few of the impressive films made in the
genre during that period of creativity and success, perhaps
the richest of the 50 years since the advent of sound.
Inevitably, however, there was a decline, marked by the spoof,
The Cheap Detective (1978), which seemed to indicate that the
category had just about played itself out.

It was only a matter of time before the detective film
would reemerge, but in the 1980s it was television, for the
most part, that stole Hollywood’s thunder with shows such
as Miami Vice and Moonlighting. Nonetheless, there have
been several successful police detective films in the 1980s
such as Lethal Weapon (1987), Stakeout (1987), and Lethal
Weapon II (1989).

See also GANGSTER MOVIES.

dialogue director A person hired to help an actor learn
lines. Dialogue directors were hired by all of the Hollywood
studios during the talkie revolution of the late 1920s and
early 1930s. Film directors, unaccustomed to working with
actors who suddenly had to read lines, were usurped by a ver-
itable invading army of theater directors who coached the
thespians in the ways of the spoken word. Eventually, just as
a great many film directors learned how to deal with dialogue
in their movies, a good many dialogue directors learned the
secrets of filmmaking and became full-fledged directors in
their own right.

In more recent years, the title dialogue director has been
modified to that of dialogue coach, a job that usually involves
assisting actors in the learning of foreign languages and
accents.

Diamond, I. A. L. See WILDER, BILLY.

Diaz, Cameron (1972- ) A native Californian,
Cameron Diaz is a blonde with Latina roots, Cuban Ameri-
can on her father’s side and German, English, and Native
American on her mother’s side. Before she graduated from
Long Beach Polytechnic, she had her first modeling assign-
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ment for Téen magazine. Following graduation, she signed
with Elite and also modeled nude; the photos were published
in Celebrity Sleuth. She also appeared on the covers of Made-
moiselle and Seventeen.

Her agent Robin Levy saw the script for The Mask (1994,
with JIM CARREY) and got her the part of nightclub singer Tina
Carlyle. Her breakthrough film, it was very successful at the
box office. Of her performance Roger Ebert wrote, “Cameron
Diaz is a true discovery in the film, a genuine sex bomb with a
gorgeous face, a wonderful smile, and a gift of comic timing.”

Her next few films were not so successful. In the inde-
pendent dark comedy called The Last Supper (1996), she
played an icy, distant woman with conflicting ideals but a
sense of humanity. In Feeling Minnesota (1996) she appeared
with Keanu Reeves, playing Freddie, a woman caught
between two feuding brothers. She had the same kind of role
in her next film, She’s the One (1996).

However, as Kimmy in My Best Friend’s Wedding (1996),
starring JULIA ROBERTS, she again had a hit. Her karaoke
performance, which was at first embarrassing, became touch-
ing and demonstrated her ability to win both a man and an
audience. For her role, she won the Blockbuster Entertain-
ment Award as Favorite Supporting Actress in a Comedy, and
as Celine in 4 Life Less Ordinary (1997), she received the
National Association of Theater Owners’ ShoWest Award as
Female Star of Tomorrow. She worked with HARVEY KEITEL
in Head above Water (1996), played Trudy in Keys to Tulsa
(1996), and made a cameo appearance as a television reporter
in the independent film Fear and Loathing in Las Vegas (1998).
The surprise hit Theres Something Abour Mary (1998), with
boyfriend Matt Dillon, followed. In the film her hair receives
an unusual moussing, and her picture with her “do” appeared
in all the publicity and subsequent film reviews. Thanks to
her celebrity status, she was host for the season premiere of
Saturday Night Live in September 1998.

Although Very Bad Things (1998) was a critical and finan-
cial flop, Entertainment Weekly recognized her as one of the
“Rising Hollywood Powers.” She was paid $10 million for
being in Success with MERYL STREEP. In 1999, Diaz was fea-
tured in two significant films: OLIVER STONE’s Any Given
Sunday (playing a tough, sophisticated, and ruthless profes-
sional-football-team owner) and Spike Jonze’s cult feature,
Being Fobn Malkovich. In 1998, Diaz won the New York Film
Critics Circle Award as Best Actress and was nominated for a
Golden Globe for Best Actress in a Comedy or Musical for
Something About Mary. Diaz later costarred with Drew Barry-
more and Lucy Liu in the big-budget blockbuster Charlie’s
Angels 2000), which was based on the 1970s television series.
She also appeared in the sequel Charlie’s Angels: Full Throttle
(2003). In between, she voiced Princess Fiona in the animated
hit Shrek (2001), appeared in Vanilla Sky (2001), and costarred
with Daniel Day-Lewis and LEONARDO DICAPRIO in MARTIN
SCORSESE’s historical epic Gangs of New York (2002).

DiCaprio, Leonardo (1974- ) 'Teen idol Leonardo
DiCaprio has successfully played adolescent boys and young
men in his acting career. He peaked in popularity with his role
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in James Cameron’s blockbuster 7Tizanic (1997) but lost a great
deal by appearing in the dreadful The Beach (2000). He may
have recovered past glory with his roles in Catch Me If You Can
and Gungs of New York (both 2000), but he will have to learn
to play adult males if he is to last in the film industry.

Born in Los Angeles in 1974 to liberal parents, he was
more interested in entertaining classmates and break dancing
than he was in his classes. Though he made his acting debut
at the age of five on the television show Romzper Room, he did
not land other roles because of his unruly behavior. However,
by appearing in educational films and more than 30 commer-
cials, he eventually was cast as a homeless boy in the televi-
sion series Growing Pains (1991). That same year, he
appeared in Critters 3, a film he is not proud of. He took on
more challenging roles, portraying Arnie Grape, the men-
tally challenged little brother of JOHNNY DEPP in What’s Eat-
ing Gilbert Grape (1993), a performance that earned him an
Oscar nomination as Best Supporting Actor. In the coming-
of-age film This Boy’s Life (1993), he played Tobias Wolff, and
he also appeared in The Quick and the Dead (1994). In the cult
film The Basketball Diaries (1994), he played Jim Carroll, a
drug-addicted high school basketball player, and in Tozal
Eclipse (1995) he was the French poet Arthur Rimbaud. The
following year he played rebellious teenagers, first as the son
of the MERYL STREEP character in Marvin’s Room and then as
Romeo in Baz Luhrmann’s updated version of Romeo and
Fuliet. The Germans seemed to enjoy his performance—he
won the Berlin Silver Bear Award as Best Actor.

In Cameron’s Titanic, he played a young Irishman travel-
ing in steerage, where the good people are, as opposed to the
corrupt and indifferent higher classes above decks. He falls in
love with a young woman who is engaged to his dastardly
rival. Later he sacrifices himself so that she can live to throw
away a priceless piece of jewelry. It is the kind of fairy tale
that brought adolescent girls back time after time to see the
film, and he is the kind of androgynous hero young girls need
not fear. The critics at MTV liked his performance, and he
received a Golden Globe nomination for his role.

DiCaprio then played dual roles as Louis XIV and his nice
brother Philippe in the classic bomb The Man in the Iron Mask
(1998), and he had a small role in WOODY ALLEN’s Celebrity
(1998). The Beach (2000), which was a long time in the mak-
ing, was hardly worth the wait. In it DiCaprio plays an Amer-
ican backpacker looking for the ideal island in Thailand.

Much was riding on the success of his 2002 films, which
played to large audiences. In Catch Me If You Can he is a 17-
year-old who successfully poses as a surgeon, a pilot, and a
lawyer. Thanks to an excellent makeup job, he ages well after
he is caught, but his posture, walk, and demeanor are still
those of a young man. In Gangs of New York he had a tougher
assignment, playing a young man and then an older street
thug who is capable of taking on the DANIEL DAY-LEWIS
character. He doesn’t make it, but the film is nevertheless an
impressive one.

Dietrich, Marlene (1901-1992) Paramount’s answer
to GRETA GARBO at MGM, Dietrich was worldly, sensual,
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Shaped and molded by director Josef von Sternberg,
Marlene Dietrich was the most exotically dressed and lit
movie star of the early 1930s. (PHOTO COURTESY OF
THE SIEGEL COLLECTION)

and always mysterious. Though she appeared in relatively
few good films beyond the 1930s, Marlene Dietrich’s
impact has been so powerful, her image so truly unique,
that her status as a Hollywood star of the first magnitude
was never questioned.

Born Maria Magdalena von Losch to a middle-class
Berlin family, the young girl planned a career as a concert
violinist until she suffered a serious wrist injury. The urge to
perform, however, was still strong. She worked in the Ger-
man film industry, starting as an extra. After studying at the
Max Reinhardt Drama School, she appeared in a number of
German and Austrian films and plays, also performing in sev-
eral stage revues.

It was while she was dancing in a revue that director Josef
von Sternberg spotted her. He had come to Germany to
make The Blue Angel (1930) with Emil Jannings as the pro-
fessor ruined by his love for a cabaret singer. Though she
agreed to play the part of Lola-Lola, Dietrich later confessed
that she thought the role would destroy her growing career.

The result was quite the opposite. Von Sternberg
turned her into a blonde, changed her look from that of an
ingenue into a world-weary sophisticate, and on the
strength of his rough cut of The Blue Angel, Paramount
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signed Dietrich for one more film. The movie was Morocco
(1930), in which she and GARY COOPER were also directed
by von Sternberg. Both films opened in the United States at
roughly the same time, and Dietrich became an instant star.
She was so popular that her then scandalous propensity for
wearing slacks caused a sensation and a fashion revolution
among women.

Paramount signed her at the astronomical depression-
era price of $125,000 per picture. Von Sternberg continued
to direct her in his own increasingly dreamlike decorative
style in films such as Dishonored (1931), Shanghai Express
(1932), and Blonde Venus (1932). The last of these three did
not do well at the box office, and ROUBEN MAMOULIAN was
called in to direct Dietrich in The Song of Somgs (1933).
Bereft over the loss of her Svengali, Dietrich reportedly was
dazed on the set, and was overheard mumbling, “Joe?
Where are you, Joe?”

Apocryphal or not, the story suggests the deep bond
between the star and director. They were teamed again in
The Scarlet Empress (1934), a film that was badly reviewed
and poorly received by audiences. Today, however, the film
can be seen as a true masterpiece. The Devil Is a Woman
(1935) was a lesser film and an even worse disaster at the
box office, ending forever the collaboration of Dietrich and
von Sternberg.

About this time, Hitler demanded that the famous Ger-
man actress return to the Fatherland. Dietrich, an ardent
anti-Nazi, refused, resulting in all her films being banned
from Germany. Ironically, at the time Dietrich became a
naturalized U.S. citizen, her film career was reaching its
nadir. Before the bottom dropped out, she showed a
comedic flair in Desire (1936), but The Garden of Allab
(1936), Knight without Armour (1937), and Angel (1937) were
all disappointments. Worse news for Dietrich was that in a
moviegoer poll of favorite actors and actresses, she came in
at a dismal 126.

Paramount paid off her contract rather than make
another movie with her. She was out of work for two years
until she was offered the role of Frenchie in the comedy
western Destry Rides Again (1939). The teaming of Dietrich
and JAMES STEWART was an inspiration. The film was a big
hit, saving Dietrich’s career. In the 1940s, she starred in a
number of moderately successful movies such as The Flame of
New Orleans (1941) and The Spoilers (1942) but left Holly-
wood to entertain American troops. When she reappeared in
films in the mid-1940s, her roles were either minor or the
movies were. Not until 1948, in A Foreign Affair; did she have
a juicy role in a first-rate film. But even in this BILLY WILDER
movie, she was the second female lead.

Her film appearances became less frequent in the 1950s,
but they were memorable, just the same. Teamed again with
Jimmy Stewart, she scored a hit in No Highway in the Sky
(1951) and then played a rather bizarre, but unforgettable,
female outlaw in the FRITZ LANG western Rancho Notorious
(1952). She had to wait until 1958 for two more decent roles,
the first in Witness for the Prosecution and the second in ORSON
WELLES’s Touch of Evil, in which she was on screen for little
more than five fabulous minutes.
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Dietrich occasionally appeared in films throughout the
1960s and 1970s and was the subject of a highly regarded
documentary by Maximilian Schell in 1986 called Marlene.

See also STERNBERG, JOSEF VON.

director The person in charge of all the various creative
elements of moviemaking. Though the creation of a film is a
collaborative effort, it is the director to whom the other cre-
ative and technical people must report, and on the set, the
director’s word is law.

Despite the mythology, it is not the director who yells
“action” on the set; it’s the assistant director. Working with
the producer, writer, cinematographer, and actors, he or she
helps the director shape the production in planning sessions,
rehearsals, and during shooting. The director is also
involved in the editing and scoring of the film in the post-
production process.

In addition to directing, a number of talented and/or suc-
cessful directors have been known to write their own scripts.
Some examples of writer-directors include PRESTON
STURGES, SAMUEL FULLER, and BILLY WILDER. Fewer direc-
tors have managed to produce as well as direct. Among their
number are such well-known examples as WILLIAM WYLER
and CECIL B. DEMILLE. Directors also occasionally star in
their own films, but in these cases, they generally tend to act
as the producer, as well. Some of the best-known examples of
these multitalented individuals are CHARLIE CHAPLIN,
CLINT EASTWOOD, and WARREN BEATTY.

Directors who make movies about themes of personal
interest are known as AUTEURSs, a French term denoting
creative authorship. Yet a director may be considered an
auteur without writing, producing, or starring in a produc-
tion. A few of the directors who are considered auteurs are
ALFRED HITCHCOCK, JOSEF VON STERNBERG, and MARTIN
SCORSESE.

See also ACTOR-DIRECTORS; ASSISTAN'T DIRECTOR; PRO-
DUCER-DIRECTOR; WRITER-DIRECTORS.

disaster movies If there were no such thing as disasters,
they would have been created by the movies. No other
medium—not fine art, not the theater, not even literature—
can capture both the spectacle and the personal horror of a
disaster the way a movie can. The huge, ever-changing can-
vas of the movie screen gives the audience a vicarious sense
of danger and tragedy on a massive scale, whether by a vol-
cano burying a city in ashes (The Last Days of Pompeii, 1935),
an earthquake destroying Los Angeles (Earthquake, 1974), or
a fire consuming a high-rise building (Towering Inferno,
1974). At the same time, in the hands of a skilled writer and
director, a disaster film can also capture the human side of
what otherwise might be a numbing experience.

With the aid of special effects, Hollywood has been able
to recreate the sinking of the Titanic, the burning of Chicago,
and the destruction of San Francisco. Most disaster movies
have a moralistic element in them, at least in that some sort
of corruption or hubris usually leads to the disaster. But in
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the ever-hopeful endings of Hollywood’s disaster movies, as
in The Hurricane (1937), good people always seem to survive
to begin anew.

See also SPECIAL EFFECTS.

Disney, Walt (1901-1966) Hollywood’s preeminent
personality in the world of film animation. Though a
mediocre artist, Disney was a visionary creative force as an
animator, producer, and businessman. He turned animation
into an art form and gave birth to a variety of characters
whose names are known to hundreds of millions of people
the world over. He built theme parks based on the power
and appeal of his film creations, found a niche in Holly-
wood as the provider of family entertainment, and ulti-
mately established a strong enough base so that others
could eventually follow in his footsteps and turn the Disney
Studio into the most financially successful film company of
the late 1980s.

Born to a middle-class family, Disney became interested
in drawing at an early age. He began to study his craft at the
Kansas City Art Institute when he was 14 years old. After a
stint as an ambulance driver for the Red Cross in France at
the end of World War I, Disney worked as a commercial
artist back in Kansas City. He entered the infant world of ani-
mation when he and his new friend and collaborator, Ub
Iwerks, began to make crude animated commercials for the
Kansas City Film Ad Company. Together, Disney and Iwerks
created Laugh-O-Grams, animated shorts for local Kansas
City theaters, but the company they formed went bust.

Disney went off to Hollywood and pursued his calling
(Iwerks would eventually follow and contribute greatly to his
friend’s success), starting a new company in 1923 with his
brother, Roy, and creating a combination of live action and
animation shorts called Alice in Cartoonland. The pair hardly
set the world on fire, but Disney remained in business long
enough to try again in 1927 with an Oswald the Rabbit cartoon
series. These fared slightly better, but Disney’s big break-
through came in 1928 when he and Iwerks created Plane
Crazy starring a new animated character, Mickey Mouse.

Plane Crazy and the next Mickey Mouse cartoon, Gal-
lopin’ Gaucho, were both silent shorts. In an effort to stay
ahead of the animated competition, he quickly turned to
sound and made what became his watershed cartoon starring
Mickey Mouse, Steamboat Willie (1929), with Disney, himself,
providing the little rodent’s squeaky voice.

As shown in Steamboat Willie, music and animation made
a winning combination, and Disney proceeded to create a
series of shorts called Silly Symphonies, the most famous of
which was The Three Little Pigs (1933), which introduced the
hit tune, “Who’s Afraid of the Big Bad Wolf?” In addition to
turning his shorts into minimusicals, Disney also experi-
mented with color, working hand-in-hand with TECHNI-
COLOR to implement their new three-color process in his
animated short, Flowers and Tiees (1933). It was a huge suc-
cess and soon Disney’s Technicolor Silly Symphonies were out-
grossing his black-and-white Mickey Mouse films, which
were later made in Technicolor as well.
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Ever the innovator, Disney created not only new charac-
ters, such as Donald Duck, Minnie Mouse, Dippy Dawg
(later changed to Goofy), and Pluto, but he also improved the
technology of animation, incorporating the use of Ub
Iwerks’s multiplane camera, a device that allowed for greater
clarity, depth, and detail in animated filmmaking.

Not content to remain in the relative backwater of short
subjects, Disney decided to test the appeal of animation in
the feature-length format. Putting his newfound prosperity
on the line, he plunged into the making of Snow White and the
Seven Dwarfs (1937). His gamble paid off in a critical and
commercial success, followed by yet another hit, Pinocchio
(1940). In the hopes of expanding his audience and gaining
ever-greater prestige, Disney then joined with conductor
Leopold Stokowski to create an animated feature built
around classical music. The result was Fantasia (1940), a
hugely ambitious work that flopped in its initial release,
scorned by the music elite and ignored by children who
found it rather boring. It was only later, when reissued, that
a more sophisticated audience than young children discov-
ered the film and its startling beauty. It has since become one
of Disney’s most profitable early features.

In his lifetime, Disney’s films earned 29 Oscars, though,
curiously, all of them were for his short subjects (except for
several special Academy Awards); none of his feature films
brought home a statuette.

The early 1940s, after Fantasia, were a difficult time for
Disney. The company was rocked by labor unrest that finally
resulted in mass resignations and the formation of a new
competitive company, UPA, by those who quit.

Undaunted, Disney continued making animated fea-
tures, but with generally lesser ambition as the years rolled
on. His more memorable efforts were in the 1940s and
early 1950s with films such as Dumbo (1941), Bambi (1942),
Peter Pan (1953), and The Lady and the Tramp (1956).
Among his later animated features only The Fungle Book
(1967) had any particular flair. For the most part, his ani-
mated films became too sweet and simple for anyone but
the very young child.

Meanwhile, however, Disney began to diversify out of
animation, putting out live-action films beginning with
Treasure Island (1950). Among his many memorable live-
action family entertainment features were 20,000 Leagues
Under the Sea (1954), Old Yeller (1957), and Tonka (1958).
Also during the 1950s Disney produced his highly acclaimed
nature movie series, True-Life Adventures, including The Liv-
ing Desert (1953), White Wilderness (1958), and The Fungle
Cat (1960).

Though he had done so in the past, in the 1960s Disney
began to combine live action and animation as never before,
most memorably in Mary Poppins (1964), one of the biggest
hits of his last decade. He also went heavily into special
effects in the making of such light fare as The Absent-Minded
Professor (1961) and Son of Flubber (1963).

Walt Disney was more than a moviemaker. His Sunday
evening television show, The Wonderful World of Color
(which he hosted), made him known to tens of millions of
children. His daring development of Disneyland in Anaheim,
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California, and DisneyWorld in Orlando, Florida, resulted in
monstrous money-makers that perpetuated the magic he cre-
ated in his films.

Following Disney’s death after lung surgery, the empire
continued to thrive by merely feeding off of its founder’s
original formula for success. But soon the company entered a
period of paralysis during the 1970s when profits dwindled
and the studio’s efforts centered more on real estate than on
filmmaking.

The company was close to being taken over and disman-
tled in the early 1980s when a shake-up brought in Michael
Eisner as chairman in 1984. He revitalized the Disney Studio
by encouraging the recently established “adult” filmmaking
subsidiary of the company, Touchstone Pictures, that had
already made Splash (1984), the first Disney hit since The Love
Bug (1969). A constant stream of Touchstone hits under the
Eisner team soon followed, including Down and Out in Bev-
erly Hills (1986), Ruthless People (1986), Outrageous Fortune
(1987), Stakeout (1987), Good Morning, Vietnam (1987), and
Three Men and a Baby (1988).

After being long dormant in the field of animated fea-
tures, Disney made its grand return with Who Framed Roger
Rabbir? (1988), a film coproduced by STEVEN SPIELBERG.

Walt Disney was the “King of Animation.” The creator of
Mickey Mouse and the dreamer who made Fanzasia (1940), he
was also a businessman who turned cartoon characters into

an empire. (PHOTO COURTESY OF MOVIE STAR NEWS)

Roger Rabbit combined live action and computer animation
with startling visual results. It was a box-office bonanza,
which Disney followed with the wholly animated movies
Oliver and Company (1988) and The Little Mermaid (1989).
The Disney company plans to produce one animated feature
every year, putting it once again in the forefront of family
entertainment.

As a corporate entity, Disney continues to grow in many
directions, including television, theme parks (there is a third
Disneyland in Tokyo and a fourth opened near Paris, France,
in 1992), licensing, real estate, and the number and variety of
movies that they make.

See also ANIMATION.

distribution The process by which movies are made
available to the public. It is one thing to have a good movie
“in the can” and quite another to place that film into the best
theaters, at the right time, for its optimal audience. From the
very beginning of the film business, distribution has been the
key to success.

In the earliest years of the 20th century, the businessman
and inventor of moving pictures Thomas Edison nearly suc-
ceeded in monopolizing the burgeoning movie industry by
controlling its distribution. Along with nine other major film
companies, Edison formed the Motion Picture Patents
Company in 1909, claiming that it alone had the legal right
to make motion pictures. In turn, the Patents Company then
created the General Film Company, which announced that
any theater showing its films had to pay a licensing fee of $2
per week. According to Richard Griffith and Arthur Mayer
in their wonderful book, The Movies, “The nickelodeon
operators reacted to it much as the colonists of 1760 reacted
to the Stamp Act.” The independents, led by William Fox
and Carl Laemmle, fought the Patents Company and its
subsidiary, eventually defeating them by making their own
movies in defiance of the patent laws and distributing them
through the independent “exchanges” where films were
rented. Later, in 1915, the Patent Company was finally
defeated in the courts.

The exchanges proliferated, becoming the device
through which films were routinely distributed. Producers
sold their product to the middlemen at the exchange, who, in
turn, rented the films to theaters. As the studio system solid-
ified in the 1930s, the major film companies had little trou-
ble with distribution because they also owned their own
theater chains. Hollywood had become such a dominant
force in moviemaking that films made outside the studios or
in foreign countries had little appeal in America. Indepen-
dent producers were no threat to the majors.

In the late 1940s and early 1950s everything began to
change. The movie companies were forced to divest them-
selves of their theater chains; TV was making massive inroads
into the moviegoing audience; and foreign films and inde-
pendent producers began to fight for distribution. Because
fees are particularly lucrative, distribution is the one area of
the film business that rarely loses money (the distributor
doesn’t pay any of the usually enormous production costs, yet
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earns a percentage of the box-office gross). It is no wonder,
then, that the major studios such as UNIVERSAL, WARNER
BROS., and PARAMOUNT eventually became distributors for
foreign films and the proliferating independents. Though
their own film production has drastically diminished, the
majors remain the preeminent distributors of motion pic-
tures today.

The actual distribution process begins when the final
prints of a film are offered to the distribution company,
which, in turn, rents them to theater outlets. The distributor
handles all the postproduction publicity, sets up the critics’
screenings, and is usually responsible for deciding the release
strategy for the film (e.g., should it open with a saturation
booking, have a limited run in a few big cities to gain word of
mouth, be sent to film festivals such as Cannes for prestige).
The distribution company may also be involved in the selling
of rights to cable TV, the home market, and so on, all in an
attempt to fully exploit a movie’s financial potential.

See also FOUR-WALLING.

dolly A platform on which the camera and its operator move.
The dolly’s purpose is to allow the camera to move smoothly
in relation to the action of the scene being photographed.

The camera operator doesn’t control the dolly; that job
belongs to the dolly grip. When the dolly is used, the result
is often called a tracking, trucking, or traveling shot, as well
as a dolly shot. The most common form of dolly shots are
those in which the camera moves toward the action in a scene
(i.e., dolly in), moves away from the action (i.e., dolly out),
and moves parallel to a scene in motion (i.e., dollying, track-
ing, etc.). When a camera is placed on the back of a truck to
follow an action in motion, it is still called a dolly (or truck-
ing, traveling, etc.) shot, even though the camera isn’t on the
dolly platform.

There are all sorts of exotic dollies for unusual uses, such
as the crab dolly, which can move sideways, in addition to
forward and backward. There is also the western dolly, whose
massive rubber wheels provide a steady, smooth ride for the
camera over uneven terrain. Yet another kind of tracking
device is the elemack dolly (also known as the spider dolly),
which is particularly useful in close quarters, such as narrow
doorways, because of its adjustable legs.

Donen, Stanley (1924- ) A former dancer and cho-
reographer, he began to codirect musicals in the 1950s with
excellent results. His solo career as a director, however, has
had its ups and downs. Known for his sophisticated style,
Donen is highly regarded as a link to the glorious past of the
MGM musicals of the 1950s, but he has been unable to bring
that particular magic to bear during the 1970s and 1980s.
Donen was a dancer who worked in the chorus of the
1940 stage production of Pal Joey, which starred GENE
KELLY. The actor was impressed with the young dancer and
gave Donen the job of cochoreographing his next stage musi-
cal, Best Foot Forward. When the show was turned into a film,
Donen went west and cochoreographed the movie version
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and appeared in the chorus. It was the start of his long Hol-
lywood career.

As a choreographer, he worked on such films as Cover
Girl (1944), Anchors Aweigh (1945), and A Date with Judy
(1948). 1949 was his watershed year. He wrote the script and
choreographed the dance numbers for Tike Me Out to the Ball
Game and later teamed with Gene Kelly to codirect and
choreograph On the Town. The latter movie was an innovative
milestone because it was the first MGM musical to be par-
tially shot on location (in New York) rather than filmed
entirely in the studio.

With Gene Kelly, he went on to codirect Singin’ in the
Rain (1952) as well as choreograph the classic dance routines
of that wonderful film. A few years later, he again joined with
his old mentor, Kelly, to codirect It’s Always Fair Weather
(1955). He also codirected and coproduced (with George
Abbott) The Pajama Game (1957) and Damn Yankees (1958).

It might seem as if Donen could do splendid work only as
a collaborator, but he also had some considerable success as
the solo director of Royal Wedding (1950), Seven Brides for
Seven Brothers (1954), and Funny Face (1957). He also
branched out from musicals to direct and produce such
sophisticated comedies and thrillers as Indiscreet (1958), Cha-
rade (1963), and Arabesque (1966).

He hit the peak of his urbane style with Two for the Road
(1967), but he has had nothing but commercial clunkers ever
since, suffering with such outright bombs as Staircase (1969),
The Little Prince (1974), and Lucky Lady (1975). Movie Movie
(1978) restored at least a bit of critical shine to Donen’s direc-
torial career, but his strikeouts with the box-office loser Sat-
wn 3 (1980) and the roundly hated Blame It on Rio (1984)
tarnished it anew. With so many box-office disasters in a row,
even a director with credits including Singin’ in the Rain has
trouble getting films financed. The only film Donen directed
during the 1990s was an adaptation of A. R. Gurney’s play
Love Letters (1999). He made cameo appearances in some
films and even tried his hand at stage directing with a theatri-
cal adaptation of the classic dance film Red Shoes (1993) and
the Elaine May comedy Adult Entertainment (2002). Yet
Donen’s reputation, built over four decades, remains secure
despite the failings that have come at the tail end of his career.

Douglas, Kirk (1916— ) A movie star for more than
40 years, he has rarely played it safe either as an actor, a direc-
tor, or a producer. With his muscular body, throaty snarl, and
trademark cleft chin, Douglas has always been an imposing
presence on screen, usually best cast in action roles. Yet Dou-
glas was never purely an action star: Some of his most mem-
orable roles have been in contemporary urban movies where
he plays ambitious, hard-edged, selfish characters who are
finally redeemed (or receive their comeuppance) by film’s
end. That Douglas has been able to win audience sympathy
for his oftentimes less than likable characters speaks volumes
about the intensity of his performances.

Douglas, the son of illiterate Russian Jewish immigrants,
was born Issur Danielovitch, which was changed first to
Isidore Demsky then, later, to his stage name. Because of
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anti-Semitism, Douglas’s father could not get a job in his
upstate New York hometown. Living a life of poverty, young
Douglas worked his way through Saint Lawrence University
as a janitor and then won a scholarship to the American
Academy of Dramatic Arts in New York City.

He made his Broadway debut as a singing Western Union
boy in Spring Again in the early 1940s, but when World War
IT intervened, Douglas enlisted in the U.S. Navy. Out of the
service, he returned to the Broadway stage, where he soon
came to the attention of Hollywood. His film career was
launched in a lead role opposite BARBARA STANWYCK in the
hit The Strange Love of Martha Ivers (1946), and his auspicious
debut was followed by other meaty roles in some rather good
films such as Out of the Past (1947) and A Letter to Three Wives
(1948). The movie that turned him into a major star was
STANLEY KRAMER’s Champion (1949), in which he played a
boxer who would do anything to succeed. The performance
brought him his first Oscar nomination.

Immensely popular during the 1950s, Douglas was able
to make a number of startlingly cynical (and honest) movies
without losing his audience. Among his best, most endur-
ing, films of that era were BILLY WILDER’s The Big Carnival
(1951), which also goes by the title Ace in the Hole, William
Wyler’s Detective Story (1951), Vincente Minnelli’s The Bad
and the Beautiful (1952), for which he won a second Acad-
emy Award nomination for Best Actor, and Stanley
Kubrick’s Paths of Glory (1957), a classic antiwar film that
the actor also produced.

Douglas exhibited his range when he surprised the indus-
try by choosing to play Vincent Van Gogh in Vincente Min-
nelli’s Lust for Life (1956). The film became a hit, and Douglas
was vindicated with his third and final Oscar nomination.

Wanting more control over his movie projects, Douglas
established his own independent film company in 1955, the
Bryna Company (named for his mother). It was through the
power of this successful enterprise that Douglas was able to
take on and defeat the insidious Hollywood blacklist that had
kept hundreds of talented people accused of left-wing or
communist ties from ever working in the film industry. He
did so by publicly announcing that he was hiring blacklisted
screenwriter (and member of the Hollywood Ten) Dalton
Trumbo to write the script for Spartacus (1960). His bold
move was imitated by others and the blacklist soon crumbled.

Douglas’s popularity continued to be coupled with good
filmmaking throughout the early 1960s with such films as
Town Without Pity (1961), Lonely Are the Brave (1962), Two
Weeks in Another Town (1962), and Seven Days in May (1964).
But after Cast a Giant Shadow (1966), his movies began to sag
at the box office. Mediocre westerns, a gangster movie, and
lightweight spy movies sent his career limping into the
1970s. In an attempt to turn things around, Douglas directed
himself in Scalowag (1973), a western Tireasure Island that tried
too hard to please, and another western, Posse (1975), a highly
regarded movie that flopped despite good reviews.

It is clear that Douglas owed much of his success during
the earlier period of his career to having worked with many
of Hollywood’s top directors. Wisely attempting to repeat
this strategy for success in the late 1970s, he worked with
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BRIAN DE PALMA in The Fury (1978) and STANLEY DONEN in
Saturn 3 (1980). Neither movie caught fire at the box office.

In the early 1980s, Douglas had a sleeper hit with an Aus-
tralian western, The Man from Snowy River (1982), but his
opportunities in the film medium were becoming more lim-
ited. Still vigorous and unwilling to settle into character
parts, he often appeared to be straining to play heroic lead-
ing men in his later movies. It was not until he played an old
man in a nursing home in a TV movie called Amos (1985)
that Douglas finally let go of his image. The result was a well-
deserved Emmy nomination. During the 1990s Douglas
appeared in four films, Oscar (1991), The Secrer (1993), and
Greedy (1994), the last two in major roles, and Diamonds
(1999). In The Secret, for example, he played an elderly man
afflicted with dyslexia who wants to help his grandson, who
has the symptoms of the same condition. Though disabled by
a stroke during the 1990s, Douglas continued to be active. In
Diamonds (1999), for example, he played a feisty codger
recovering from a stroke (and paralleling his own recovery),
who leads his son (Dan Aykroyd) and grandson on a quixotic
quest in search of long-lost diamonds. Douglas also contin-
ued to write, following the publishing success of his autobi-
ography, The Ragman’s Son (1988).

He has begun to appear more regularly on TV in recent
years, but the big screen was blessed with a nostalgic teaming
of two old friends, Douglas and his pal BURT LANCASTER in
Tough Guys (1986). It was a mediocre film, but the two gifted
pros clearly delighted in working together and their pleasure
was infectious.

Douglas has had other pleasures in his later years, most
notably in seeing his son, Michael, win an Oscar for Best
Supporting Actor for his work in Wall Street (1987). It was a
poignant moment knowing that Kirk Douglas, for all his
years in Hollywood, had never taken home an Oscar of his
own. In 1996, to correct their oversight, the academy pre-
sented Douglas with a “special” Oscar for a half-century of
distinguished work.

See also DOUGLAS, MICHAEL; KUBRICK, STANLEY; MIN-
NELLI, VINCENTE.

Douglas, Melvyn (1901-1981) In his Hollywood
prime, he was a witty and sophisticated leading man, much in
the mold of WILLIAM POWELL. Far too many of his films
were mediocre, but in a handful of well-scripted films, he
shone very brightly indeed. In his later film career, Melvyn
Douglas lent an awesome dignity to the older men he played,
and in many respects his supporting character parts were the
highlights of his uneven but intriguing career.

Born Melvyn Edouard Hesselberg, Douglas was the son
of a concert pianist. Drawn to the theater after discovering
acting in high school, the young man began to act after serv-
ing in World War 1. After a long apprenticeship, he finally
arrived on Broadway in 1928 in 4 Free Soul.

Broadway actors were much in demand at the beginning
of the sound era, and Douglas was signed to star with GLO-
RIA SWANSON in a recreation of his Broadway hit Tonight or
Never (1931). The play also served as the springboard for his
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long and happy marriage to Helen Gahagan, who had been a
member of the cast. Miss Gahagan would eventually leave
show business to become a U.S. senator from California.

While Tonight or Never had been a hit on the stage, the
film version didn’t catch fire and neither did Douglas.
Nonetheless, he was chosen to costar with GRETA GARBO in
As You Desire Me (1932). Garbo’s fans didn’t latch on to Dou-
glas, and his career quickly slumped. By 1933 he was starring
in films like The Vampire Bat.

His career began to pick up in 1935 when he joined
CLAUDETTE COLBERT in the cast of She Married Her Boss.
COLUMBIA PICTURES was impressed and gave him a seven-
year contract. A trail of mediocre films followed until he
starred with IRENE DUNNE in Theodora Goes Wild (1936). His
career was finally beginning to take off. He was loaned to
MGM, which paired him with JOAN CRAWFORD in The Gor-
geous Hussy (1936). By this time it was evident that Holly-
wood had found a perfect, debonair light comedian to squire
the great ladies of film through their better vehicles without
upstaging them. In fact, MGM was so taken with his service-
ability that it took the unusual step of making a deal with
Columbia to split his contract between the two studios.

During the course of the next several years, he smoothed
the way for such stars as Virginia Bruce (twice), Lily Pons,
Claudette Colbert (again), Joan Crawford (again), MARLENE
DIETRICH, and DEANNA DURBIN. But the role that lifted his
career to the Hollywood heights if only for one brief moment
was his second starring role opposite Greta Garbo, this time
in the classic comedy Ninotchka (1939). His bemused capital-
ist playboy pitted against Garbo’s dour communist was a
sheer delight. Douglas was Garbo’s perfect foil, and yet he
received the role only by default when William Powell (who
also would have been marvelous) had to pass on the part due
to illness. After Ninotchka, Douglas returned to his station,
capably playing male leads in movies designed for their
female stars.

Despite his age, Douglas enlisted in the army as a private
in 1942 and was discharged back into civilian life in 1946 as
a major. Hollywood had changed, and the seasoned actor
never quite regained his leading man status, although he con-
tinued acting in films undl 1951.

After a long and successful decade on Broadway during
the 1950s, Douglas made a triumphant return to the big
screen as a character actor in the early 1960s, eventually win-
ning an Oscar for Best Supporting Actor for his harsh, true-
to-life portrayal of a demanding father in Hud (1963).

His presence in films of the 1960s and 1970s invariably
added a measure of class to any production in which he was
involved. Whether playing in dramas such as I Never Sang for
My Father (1970) or comedies such as his last film, Being There
(1979), nothing rang phony in his portrayals of older men.

Douglas, Michael (1944- ) An actor-producer who
has boldly succeeded in fighting his way out from behind the
shadow of his famous father, actor Kirk Douglas. The
younger Douglas, who looks much like his father (including
the cleft chin), initially had more success in films as a pro-
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ducer than an actor. Even his best acting roles were in films
he produced himself. In recent years, however, he has
emerged as a major star both in his own films and those pro-
duced by others, proving himself not only a box-office draw
but also a genuinely fine actor.

After graduating from USC-Santa Barbara, he started his
film career not as an actor but as an assistant director. The
lure of acting, however, was too strong for him, and he soon
began to work on stage and on TV, gaining national recogni-
tion in the late 1960s as Karl Malden’s young sidekick on the
TV cop show The Streets of San Francisco.

Douglas’s film career started slowly with roles in mostly
forgettable films such as Huail Hero! (1969), Where’s Jack?
(1969), Adam ar 6 A.M. (1970), Summertree (1971), and
Napoleon & Samantha (1972). Though his acting did not
make anyone sit up and take notice, his producing certainly
did. He bought the film rights to Ken Kesey’s novel One
Flew over the Cuckoo’s Nest and turned the cult favorite into
a blockbuster hit in 1975 with JACK NICHOLSON in the star-
ring role of Randle McMurphy. The film garnered every
major Academy Award, including Best Picture, making
Douglas’s debut as a producer stunningly successful. Ironi-
cally, his father had originally bought the rights to the novel
in the 1960s, wanting desperately to turn it into a movie
starring himself.

Throughout the late 1970s and early 1980s, Douglas
acted without making much of a ripple in the Hollywood
waters in films such as Coma (1978), Running (1979), It’s My
Turn (1980), and Star Chamber (1983). For the most part, the
films he produced himself were better received critically and
certainly more successful at the box office. Wisely, he gave
himself roles in these films, costarring with JACK LEMMON
and JANE FONDA in The China Syndrome (1979), and finally
hitting the big time as an actor with his swashbuckling role in
the hit Romancing the Stone (1984) and its sequel, The Fewel of
the Nile (1985).

Fully established as a genuine star, he had his greatest
year in 1987 when he starred in two major critical and com-
mercial hits, Fatal Attraction and Wall Street. For the latter
film, in which he played an insidiously charming villain,
Douglas was honored with an ACADEMY AWARD for Best
Actor.

After receiving his Oscar, Douglas appeared in a variety
of different roles, in such action films as Black Rain in 1989
and Ghost and the Darkness in 1996, psychological thrillers
Basic Instinct in 1992, The Game in 1997, A Perfect Murder in
1998, and domestic comedies and melodramas The War of the
Roses in 1989, Falling Down in 1993, and The American Presi-
dent in 1995. His best roles, however, cast him against type,
for example, as the psychotic nerd who goes berserk in
Falling Down and encounters a series of episodes that demon-
strate. much of what was wrong in America during that
decade, and as the husband who encounters sexual harass-
ment in the workplace in Disclosure (1994) when stalked by a
predatory Demi Moore who wants to seduce and embarrass
him so that he will lose his job and family. He later played
another flawed father in Traffic (2000), who was appointed
“drug czar” in Washington, D.C., but was embarrassed by his
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Michael Douglas (right) in Wonder Boys (2000) (PHOTO COURTESY PARAMOUNT PICTURES)

daughter’s drug addiction. In all three films, Douglas played
an essentially decent man who has to struggle to hold his
house and home together. Moreover, these films reflect the
major American problems of the late 20th century. Douglas’s
roles often reflect the “power establishment”—Gordon
Gecko in Wall Street, Nicholas Van Orton in The Game, Tom
Sanders in Disclosure, Andrew Shepherd in The American Pres-
ident, and Robert Wakefield in Traffic. A typical pattern for
the Douglas character is to meet a woman who proves to be
threatening and, in the case of Basic Instinct, homicidal, or
vice versa, as in the case of A Perfect Murder. At any rate,
Michael Douglas well represents the well-to-do upper-mid-
dle-class American everyman.
See also DOUGLAS, KIRK; FORMAN, MILOS.

Dracula The success of this 1931 film, based on a Broad-
way play that was, in turn, based on the novel by Bram
Stoker, spawned a rash of classic horror films that has never
been equaled. Dracula also established a new movie star,
while providing the movies with a classic character that liter-
ally will not die.

Dracula wasn’t the first movie about a vampire—that honor
belongs to F. W. Murnau’s classic German silent film Nosferatu
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(1923). The sound version of the vampire tale, though,
directed by TOD BROWNING and starring BELA LUGOSI, was
the film that completely captured the public’s imagination.

Tod Browning had already established himself during the
silent era as a director of the macabre, working with the great
LON CHANEY on several films. In fact, the pair was slated to
make Dracula together undl Chaney died of throat cancer. Bela
Lugosi, who had played the part on Broadway, stepped in to
take Chaney’s place and in the process became a screen legend.

When Dracula opened, ambulances were stationed at
movie theaters to treat people who became hysterical with
fright. They were undoubtedly part of a press agent’s gim-
mick, but it worked. The film was a huge hit, and its success
led to the making of Frankenstein (1931), The Mummy (1932),
and a host of sequels and other horror films, such as White
Zombie (1932) and The Black Car (1934).

In every decade since the 1930s, there have been new
Dracula movies. Since Lugosi, the character has been played
by Lon Chaney Jr., Christopher Lee, and even George
Hamilton, among others. The sensual as well as the horrify-
ing aspects of the Dracula story continue to fascinate audi-
ences, but it’s unlikely that any new rendering of the story will
ever have the impact of the original sound version of 1931.

See also HORROR FILMS.
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Dressler, Marie (1869-1934) One of the most
beloved early stars of Hollywood. Her special niche in film
history is due to her singular comeback, a return to stardom
that very few Hollywood actors before or since have ever
accomplished. Unlike Ingrid Bergman, for instance, who fell
from grace and made a triumphant comeback, Dressler
made her return to glory without the benefit of either youth
or a pretty face. Old and overweight, with a voice that
sounded like a foghorn, Dressler’s resurrection was due to
her common touch—and deference to her history. Audi-
ences knew her life story, which inspired them in the depres-
sion era. It was no wonder that she was once called “The
Heart of America.”

Born Leila Von Koerber in Canada, the future Marie
Dressler eventually made her way to New York and became
a comic actress. At the turn of the century and beyond,
Dressler was a major name in vaudeville, scoring successes in
New York and London. In 1914, she joined with MACK SEN-
NETT to make a film version of one of her hit shows. The

During the early 1930s, at the dawn of the age of glamour
queens, Marie Dressler, an older lady with more lines than the
Union Pacific, was Hollywood’s number-one box-office draw.
(PHOTO COURTESY OF THE SIEGEL COLLECTION)

movie was Tillie’s Punctured Romance (1914), a six-reel com-
edy (the first of its kind) that was a huge critical and finan-
cial success.

Though Dressler continued to make silent comedies,
none of them was ever again as commercially successful as her
first. The downward slide had begun, and her prounion activ-
ities hurt her vaudeville career, as well. By 1927, Dressler was
a has-been who was about to take a job as a maid.

It was then the MGM screenwriter FRANCES MARION
wrote The Callabans and the Murphys (1927) with Dressler in
mind and won IRVING THALBERG’s permission to sign her for
the film. The movie was not a hit, but Frances Marion kept
trying, for Dressler had been a great help to the screenwriter
earlier in her career. But despite Marion’s best efforts, none
of the new silent film roles helped Dressler’s career.

As a stage-trained actress, Dressler finally had her chance
to reach the heights again with the advent of sound. After a
series of small roles that established her as a comic personal-
ity, Frances Marion once more stepped into the breach, con-
vincing Irving Thalberg to use her in a straight role in
Garbo’s Anna Christie (1930). The film, and Dressler, were
hits. MGM eventually signed her to a long-term contract.
She was worth every penny; Min and Bill (1930), with WAL-
LACE BEERY, brought her an Oscar for Best Actress, and it
was one of the top-grossing films of the year. In 1933, when
she made Tugboat Annie (again with Wallace Beery) and the
all-star movie Dinner at Eight, Marie Dressler was voted Hol-
lywood’s number-one box-office draw.

Dressler died of cancer in 1934.

Dreyfuss, Richard (1948- ) Not tall, dark, hand-
some, Dreyfuss is an actor who is, in fact, short, pale, and
slightly tubby—but with a sweet, cherubic face that is
immensely likable. Onscreen, he exudes energy and intelli-
gence, along with a rascally charm, all of which helped him
to become one of the hottest stars of the 1970s before he
nearly killed himself in a drug-related car accident. He
eventually returned to the movies, drug-free, to become
one of Hollywood’s most accomplished character actor-
stars of the 1980s.

Born in Brooklyn, Dreyfuss moved with his well-to-do
family (his father was an attorney) to Los Angeles when he
was nine years old. He began to act at the Beverly Hills Jew-
ish Center. His professional debut was in a local L.A. pro-
duction of In Mama’s House when he was 15 years old. An
agent spotted him and soon found him work in TV shows
such as Peyton Place and The Big Valley. He continued work-
ing in the theater as well during the next several years until
he made his film debut in a bit part in Valley of the Dolls
(1967), which was followed by a tiny role in The Graduate
(1967). His first important film part, and one that suited his
cherubic looks, was in the supporting but splashy role of
Baby Face Nelson in Dillinger (1969).

After a minor flop in The Second Coming of Suzanne
(1973), Dreyfuss won the role of Curt in American Graffiti
(1973), joining a superb cast of future stars. But it was he who
stood out from the crowd, bringing a thoughtfulness and
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integrity to the film that was only partly the result of good
writing and direction.

In his next film, The Apprenticeship of Duddy Kravitz
(1974), he carried the entire production (as opposed to being
part of an ensemble in American Graffiti) and gave one of the
greatest performances of the decade. His kinetic, nervous
energy was palpable as the pushy, conniving young man who
yearns for success but loses his moral bearings along the way.
His Duddy was a richly drawn human being played with
remarkable sensitivity. The small-budget movie wasn’t a big
popular success, but it marked the arrival of a giant talent.

Dreyfuss had one of the three lead roles (as the marine
biologist) in Faws (1975). The film’s gargantuan success sud-
denly put the young actor in the category of potential super-
star. Instead of making another obviously commercial feature,
though, he chose to star in an artsy, low-budget, X-rated film
called Inserts (1976). The movie was an intriguing tour de
force of anguish and angst, but it bombed at the box office.

After appearing in a small role in an all-star TV movie,
Victory at Entebbe (1976), Dreyfuss’s next two films, both
released in 1977, brought him to the apex of his preaccident
career. He starred in STEVEN SPIELBERG’ uplifting and
enchanting Close Encounters of the Third Kind and then easily
shifted gears to play a romantic lead (for the first time) in
NEIL SIMON’s The Goodbye Girl (1977), for which he won an
Oscar for Best Actor.

His next projects, among them The Big Fix (1978), The
Competition (1980), Whose Life Is It Anyway? (1981), and The
Buddy System (filmed in 1982 but released in 1984) all featured
fine performances, but none of them was a big winner at the
box office—and some of them were major disasters. He was
supposed to have starred in Bob Fosse’s Al That Jazz (1979),
but he had quit the project at the last minute (replaced by Roy
Scheider). Much of what he did (and did not do) during these
years was a result of his growing drug dependency.

When his car hit a tree and overturned one night in late
1982, he not only ended up in the hospital, but was also
arrested for cocaine possession. It took him three years to
make a comeback in PAUL MAZURSKY'’s hit comedy Down and
Out in Beverly Hills (1986), but the film marked the debut of
a changed, more mature, Dreyfuss who could still take hold
of the screen—no mean feat, considering that he shared the
screen with Bette Midler and Mike the Dog.

In Down and Out in Beverly Hills, Dreyfuss had a character
part, and it signaled a big change in his approach to the
movies. His next film, the critically acclaimed Tin Men (1987),
was both a splendid yet touching comedy that was also built
on character portrayals rather than star turns. Stakeout (1987)
was his third hit in a row, showing that Dreyfuss, in the char-
acter part of a regular cop, could be funny, exciting, and sexy.
Then, in yet another character part as a middle-aged attorney,
he held his own on screen against BARBRA STREISAND’s pow-
erful performance in Nuzs (1987). He stumbled with the crit-
ically snubbed Let It Ride (1989) but recovered with What
About Bob? (1991), in which he plays reluctant psychiatrist to
a manic patient played in over-the-top style by Bill Murray; he
also assumed the role of psychiatrist in Silent Fall (1994).
Although sentimental, Mr. Holland’s Opus (1995) provided him
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with one of his best performances, as a high school teacher;
perhaps his inspired performance and scholarly mien led to
his title role, as Max Bickford, in the television series of that
name in 2000. During the 1990s, he also returned to familiar
ground, Lost in Yonkers (1993), another Neil Simon vehicle,
and Another Stakeout (1993), in which he and Emilio Estevez
reprise their roles as detectives. Despite the failure of Trigger
Happy (1996), in which he was cast as a crime lord, and Krip-
pendorfs Tribe (1999), the 1990s was a good decade for Drey-
tuss; in Lansky (1999) he even demonstrated that he could
convincingly portray a crime boss, in this case, Meyer Lansky
who in his dotage tells his story in flashback. One of his best
roles was as the ruthless and opportunistic right-wing presi-
dential candidate in The American President (1995). In The
Crew (2000), a codger caper about aging criminals pulling one
last job, Dreyfuss is quite good, retaining the skills that
brought him to prominence.
See also AMERICAN GRAFFITI.

dubbing There are two film-related definitions of this
word. The first is the mixing of all the different sound tracks
of a film—the music, dialogue, special effects, and so on—
which are then edited onto one synchronized master sound
track to make copies. The second usage of the term, which is
more often heard, refers to the recording of sound that will
replace what has previously been recorded on film.

When a director sees the DAILIES and is unhappy about
the way an individual line of dialogue is delivered, he or she
may ask the actor to “dub,” or rerecord, the words in the stu-
dio, synchronizing speech to filmed lip movements (this is
also called postsynchronization). When the actor himself or
herself doesn’t like the reading of a line, the director may not
want to spend the time and money to reshoot the entire scene
and may tell the actor, “We’ll fix it in the studio,” by which
he or she means that the dialogue will be dubbed.

Another common use of dubbing occurs in musicals
where an actor or actress has been hired who lacks an ade-
quate singing voice. In these cases, the musical numbers are
dubbed, and the audience hears someone else’s voice coming
out of the star’s mouth. For instance, a very young Andy
Williams dubbed LAUREN BACALL’s musical numbers in 7o
Have and Have Not (1944); Nan Wynn, not RITA HAYWORTH,
sang the sultry lyrics to “Put the Blame on Mame” in Gilda
(1946); India Adams sang Cyd Charisse’s numbers in The
Band Wagon (1953); and in West Side Story (1961), Marni
Nixon dubbed all of Natalie Wood/Maria’s songs, and Jim
Bryant dubbed all of Richard Beymer/Tony’s lyrics.

The most common form of dubbing takes place when a
movie is marketed in a country where a language is spoken
that is different from that of the country in which the film
was made. If subtitles are not used, then all of the dialogue
may be dubbed in a studio, often by actors other than those
who appeared in the film.

Duck Soup The 1933 Marx Brothers movie that many
critics consider to be their best. No sappy love interests mar
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the 70-minute movie as they would in later films at MGM;
no interludes halt the movie so that the brothers can show off
their musical skills. The film is powered only by fast, furious
humor, expertly directed by LEO MCCAREY, the finest direc-
tor with whom the group would work.

Originally titled Cracked Ice, Paramount changed the
film’s name so that it would follow the “animal” motif that
had begun with their second film, Animal Crackers (1930),
which had been followed by Monkey Business (1931) and
Horsefeathers (1932).

McCarey was well trained in movie comedy, having
worked with MACK SENNETT at the Keystone Studio. The
script, music, and lyrics were provided by Bert Kalmar and
Harry Ruby, with Arthur Sheekman and Nat Perrin provid-
ing additional dialogue.

The plot, if you can call it that, involves Groucho becom-
ing the dictator of a Ruritanian country called Freedonia.
Ambassador Trentino (Louis Calhern) of the neighboring
country, Sylvania, wants to control Groucho’s nation and,
with the hilarious help of his two spies, Chico and Harpo, the
two countries go to war (they have to, says Groucho, because
he already paid the rent on the battlefield).

Duck Soup was a masterful comic send-up of dictators,
government, nationalism, war, and politics. Made during the
height of the Great Depression and during the same year that
Hitler came to power, the film was a welcome and refreshing
piece of satire. It’s no coincidence that Mussolini banned the
film in Italy.

The Marx Brothers (including Zeppo Marx in his last
movie role), Margaret Dumont, Louis Calhern, Raquel Tor-
res, and Edgar Kennedy all gave memorable performances.

Though the funniest of their first five films (Grouchou
thought it was certainly their craziest), Duck Soup did poorly
with audiences and Paramount didn’t renew the brothers’
contract.

See also COMEDY TEAMS; THE MARX BROTHERS.

Dunaway, Faye (1941- ) A tall, willowy blonde
actress who, in her best roles, has combined a sense of ruth-
lessness undercut by self-doubt. In many ways, Dunaway
represents the change in the kinds of roles women have
received in film; at another time she would have been
strictly a romantic lead of the cool, aloof sort. Instead, Dun-
away has often played career women or working girls, hark-
ing back to the days of JOAN CRAWFORD in the 1940s. It’s
no wonder, perhaps, that she played Crawford (managing
an uncanny resemblance to the actress) in Mommie Dearest
(1981).

An army brat, Dunaway spent her youth traveling from
one military base to another with her family. After spend-
ing her college years at the University of Florida and, later,
Boston University’s School of Fine and Applied Arts, Dun-
away became a member of the Lincoln Center Repertory
Company in 1962. She had excellent stage training, cutting
her teeth on such plays as 4 Man for All Seasons and After
the Fall. She continued to work on the New York stage
until making her first film, which, contrary to popular
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Faye Dunaway with Jack Nicholson in Chinatown (1974)
(AUTHOR’S COLLECTION)

opinion, was not BONNIE AND CLYDE (1967). She made her
debut in The Happening (1967), a mild comedy caper movie,
several months before she took Hollywood by storm as
Bonnie Parker.

Bonnie and Clyde earned Dunaway a Best Actress Oscar
nomination and established her as a bright new film star.
Although her career has been checkered, she has worked
steadily ever since, managing either critical or box-office hits
just often enough to keep from disappearing from the Holly-
wood map.

She cemented her early stardom by appearing with
STEVE MCQUEEN in the hit thriller The Thomas Crown Affair
(1968). Despite appearances in a significant number of sub-
sequent films, she didn’t resurface as a strong leading lady
until 1974 with her nerve-crunching performance in China-
town, one that brought her her second Oscar nomination. At
a new peak of critical and public acceptance, Dunaway did
some of her finest work during the next several years, culmi-
nating in her high-strung, power-hungry TV executive in
Network (1976), which finally brought her a Best Actress
ACADEMY AWARD.

In the late 1970s and early 1980s, Dunaway opted for a
combination of schmaltz and high camp. The worst of her
films in this period of her career was the remake of The
Champ (1979), and the most fascinating was her remarkable
portrayal of Joan Crawford in Mommie Dearest. The latter
film was decimated by the critics upon its release, but audi-
ences simply devoured Dunaway’s happily unrestrained per-
formance, turning the film into a surprise cult favorite.

Dunaway seemed almost to disappear during the rest of
the 1980s. Her film appearances became less frequent and
the movies she did appear in, such as 1984’s Supergirl (as
campy villainess), didn’t do much for her career. It wasn’t
until her stunning, serious portrayal of a drunk woman in
Barfly (1987) that she received substantial critical approval
for the first time in more than a decade. During the 1990s
Dunaway was busy, often in starring roles but also in some bit
parts, always of a sexual nature. She played the town whore
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in Scorchers (1992), the other woman in Wait until Spring,
Bandini (1990), MARLON BRANDO’ hot love interest in Don
Fuan DeMarco (1994), and a barmaid in Albino Alligator
(1996). She has also specialized in ambitious women’s roles,
an aspiring journalist in Double Edge (1992), for example, and
a modeling executive in Giz (1999). When John McTiernan
remade The Thomas Crown Affair (1969), which starred Dun-
away and Steve McQueen, Dunaway was cast as Crown’s psy-
chiatrist in a fairly small part, but one in which she
demonstrated that she still possessed the glamour and sex
appeal that was her trademark. In 2002 she was playing a vil-
lainous double agent on the CBS CIA-intrigue series, The
Agency, a sinister femme fatale but a part still within her

grasp.

Dunne, Irene (1898-1990) A star for more than 20
years in the 1930s and 1940s, she had a poise and dignity that
made her serenely indomitable in her dramas and wonder-
fully brittle in her comedies. Besides being a fine actress,
Dunne was also a fine singer but used that talent only spo-
radically in her films.

Born Irene Marie Dunne, she grew up in the South. After
graduating from the Chicago Musical College, she tried to
join the Metropolitan Opera company without success.
Undaunted, she won the lead in a touring company of the hit
musical comedy Irene.

She worked steadily on Broadway during the 1920s, and
she was a well-established actress by the end of the decade.
But she wasn’t discovered by Hollywood on the Broadway
stage; she was spotted during her road-company tour of Show
Boat in 1929 and signed by RKO.

Her first film was a minor musical called Leathernecking
(1930), but her second movie, Cimarron (1931), made her a
major star, a distinction she never lost until she voluntarily
retired from the movie industry in 1952.

Cimarron, based on the novel of the same name by Edna
Ferber, was one of the biggest money-makers of the year, gar-
nering the Oscar for Best Picture and producing a nomination
for Dunne as Best Actress. She would eventually be nomi-
nated for an Academy Award a total of five times for Theodora
Goes Wild (1936), The Awful Truth (1937), Love Affair (1939),
and I Remember Mama (1948)—but would never win.

Cimarron made her a star but Back Street (1932), the film
version of the Fannie Hurst novel, defined her image as a
tear-jerking actress par excellence. The film was so successful
that it spawned two remakes. But after several years of mak-
ing audiences weep, she made two musicals, Sweet Adeline
(1935) and Roberta (1935), the latter with FRED ASTAIRE and
GINGER ROGERS in support—and they stole the movie. Nei-
ther film did much to enhance Dunne’s career, but when she
starred in the smash hit film version of Show Boatr (1936) and
her first comedy Theodora Goes Wild (1936), she rocketed to
the top of the Hollywood heap.

Seen, finally, as a versatile actress, musical star, and
charming light comedienne, she appeared in a wide range of
films that included one of Hollywood’s most captivating sex
comedies, The Awful Truth (1937), a Jerome Kern musical,

134

High, Wide and Handsome (1937), and one of the great
weepies of all time, Love Affair (1939).

She lost none of her star power in the early 1940s, per-
forming in such hit dramas as Penny Serenade (1941) and
wartime tearjerkers such as The White Cliffs of Dover (1944).
A few mediocre films in the middle of the decade signaled a
change in her appeal. The star was aging, and the jilted self-
sacrificing woman routine seemed a less and less plausible
role for her to play.

Anna and the King of Siam (1946), a dramatic version of
the book by Anna Leonowens, seemed to stop Dunne’s mod-
est slide. But her career really changed when she began to
play more matronly wives and mothers in films such as [
Remember Mama (1947) and Life with Father (1948). The lat-
ter film was far more successful, but her role was much
smaller than that of the film’s real star, WILLIAM POWELL.
The sad truth was that there were few starring roles for aging
female actresses in Hollywood.

Dunne’s film career wound down rather swiftly. She
made just three more films, none of them successful, the last
of which was It Grows on Trees in 1952. At that point she
walked away from Hollywood, became more active in her
passion for conservative politics, and was named by Presi-
dent Eisenhower as an alternate delegate to the U.N. Gen-
eral Assembly in 1957. Except for very rare guest
appearances on TV shows in the 1950s and joining the
board of directors of TECHNICOLOR in 1965, she fully and
thoroughly retired from show business.

Durbin, Deanna (1921- ) A teenage singer-actress
who became a star in the late 1930s, she was Universal’s
answer to JUDY GARLAND, saving her studio from bankruptcy
in 1937. Durbin’s fans were so enamored of her peppy, forth-
right, and wholesome adolescence that they refused to see her
in any other way. Her audience had no trouble watching her
grow up; it just did not want her image to change, spelling
Miss Durbin’s ultimate disillusionment with Hollywood.

Born Edna Mae Durbin in Canada, her family moved to
Los Angeles when she was still an infant. Her singing ability
as a young teenager was rather well known and, when 15
years old, she was signed to a contract by MGM. The studio
placed her in a short subject with Judy Garland called Every
Sunday (1936). One of the oft-told show business stories has
it that LOUIS B. MAYER saw the short and said, “Drop the fat
one.” He supposedly meant Judy Garland, but because of
miscommunication, the studio fired Durbin.

Universal stepped in and hired Durbin, putting her in
Three Smart Girls (1937). Thanks to her sudden fame as a
singer on the Eddie Cantor Radio Hour; the film was a major
hit, saving Universal from bankruptcy. She became the stu-
dio’s prime star and was given good scripts, a handful of
excellent songs, and strong supporting players such as
ADOLPHE MENJOU in One Hundred Men and a Girl (1937),
HERBERT MARSHALL in Mad About Music (1938), and
MELVYN DOUGLAS in That Certain Age (1938).

It was a testament to her immense appeal that in 1938
after just four films she was given a Special Oscar, as was the



DUVALL, ROBERT

far more seasoned MICKEY ROONEY, for “setting a high stan-
dard of ability and achievement” as juvenile players.

Durbin’s studio edged the 18-year-old star ever so slightly
toward adulthood in Three Smart Girls Grow Up (1939). But
it was a slow process. She was allowed to have her first screen
kiss (Robert Stack did the honors) in First Love (1939).

In the early 1940s the star eased into more adult roles
with great success, yet was essentially playing the same char-
acter. Durbin wanted to expand her range and play in some-
thing other than light musical comedies. She was earning
$400,000 per film, which indicates how much value Univer-
sal placed on her box-office clout, and the studio was reluc-
tant to tangle with a successful formula. They finally
relented, however, when Durbin insisted, and the result was
Christmas Holiday (1944), a combination musical and crime
story based on a Somerset Maugham novel. Durbin played a
“bad girl,” and as far as her fans were concerned, it didn’t
matter that the movie boasted GENE KELLY as her costar and
had excellent, moody direction by Robert Siodmak. Her pub-
lic was outraged.

Durbin had a few more successful pictures, most of them
thin musical comedies, but by the latter 1940s, she was mak-
ing one dud after another. At the age of 27, she made her last
film, For the Love of Mary (1948). She had plenty of opportu-
nities to resume her career, but she chose not to.

In the mid-1930s, wholesome Deanna Durbin came along
in the nick of time to save Universal Studios from
drowning in red ink. Her effervescent personality and
impressive singing were featured in a string of hits that
made her one of the most popular stars of her time.
(PHOTO COURTESY OF MOVIE STAR NEWS)
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Duvall, Robert (1931- ) A much admired character
actor and star who has appeared in films since 1963, often in
strong supporting roles, achieving overdue public and critical
acclaim in the late 1970s. With his severe looks and balding
pate, he has played his share of villains as well as stern,
authoritarian figures. In his starring roles, however, he has
shown great vulnerability in his effective understated per-
formances. Duvall, adept at accents, has played Englishmen
and upper-crust characters, but he has been most memorable
in a long string of roles as southerners.

The son of a naval officer, young Duvall spent his youth
traveling around the country as a military brat. Nicknamed
“Bodge” as a boy, he nearly flunked out of Principia Col-
lege before he found his interest in learning rekindled by
the school’s drama teacher, after which he decided to
become an actor.

After military service, Duvall studied the actor’ craft with
Sanford Meisner at the Neighborhood Playhouse School of
the Theater in New York. After two years of study with fel-
low students DUSTIN HOFFMAN and GENE HACKMAN,
Duvall had his first big break in a one-night theater showcase
performance of Arthur Miller’s A View from the Bridge. Miller,
himself, was in the audience, along with a number of televi-
sion and movie people. Before long, the young actor began to
appear regularly in TV shows such as Naked City, Route 66,
Twilight Zone, and The Outer Limits.

Duvall made his film debut in the small but important
role of Boo Radley in 7o Kill a Mockingbird (1963). The per-
formance set the standard for his work for more than 15
years; he would so radically transform himself into whatever
character he played that he was virtually unrecognizable
from movie to movie. Duvall gave strong supporting per-
formances in a host of commercially and critically successful
films during the 1960s and 1970s, and, even to this day, most
people remember the roles but not him! For instance, he
played a catatonic officer in Caprain Newman, M.D. (1964),
JOHN WAYNE’s nemesis in True Grit (1969), Major Frank
Burns in M*4*S*H (1970), a cold, ruthless TV executive in
Network (1976), and Dr. Watson in The Seven-Per-Cent Solu-
tion (1976).

Duvall had acted in FRANCIS FORD COPPOLA’s low-
budget experimental film, Rain People (1969), beginning a
professional relationship that eventually helped turn the
actor into a star. Early on, Coppola suggested Duvall as the
lead (and his first starring role) for GEORGE LUCAS’s THX-
1138 (1971), and in 1972, Coppola cast him in the pivotal
supporting role as Don Corleone’s attorney in The Godfather
(1972). The film was, of course, a spectacular hit and Duvall
was offered a great many other supporting roles in films such
as The Great Northfield Minnesota Raid (1972), Badge 373
(1973), as well as three more Coppola films, The Conversation
(1974), The Godfather, Part II (1974), and Apocalypse Now
(1979), the last of which brought him an Academy Award
nomination for Best Supporting Actor.

By this time, film fans were beginning to appreciate the
artistry of Duvall’s performances. After his long career as a
lead supporting actor, he was given top billing in The Great
Santini (1980) and turned the small-budget family film into a
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critical and box-office hit as well as a personal triumph, win-
ning an Oscar nomination for Best Actor.

Duvall has been on an upswing ever since, starring with
ROBERT DE NIRO in the controversial True Confessions (1981)
and finally receiving the full accolades of his profession by
winning his first Oscar for Best Actor for his richly humanis-
tic portrayal of a down-and-out country-western singer, Mac
Sledge, in Tender Mercies (1983).

Duvall has been involved in other creative pursuits
besides acting. He has put considerable energy, as well as his
own money, into two films, both of which he directed: a doc-
umentary called We’re Not the Fer Ser (1977) and a feature
film, Angelo, My Love (1983). The latter received excellent
reviews and had a modest success on the art-house circuit.

As often happens after an actor reaches the pinnacle of his
or her success, a sudden lull appeared in Duvall’s career. He
has, for instance, played in support of ROBERT REDFORD in
The Natural (1984) and lent his stature to a small family film,
The Stone Boy (1984), which featured his second wife, Gail
Youngs, in a small role, but he didn’t reappear in a hit until
1988 when he starred in DENNIS HOPPER’s controversial
gang warfare film, Colors, after which he won raves for his
work in the TV miniseries production of Larry McMurtry’s
Lonesome Dove in 1989.

Duvall flourished during the 1990s, often in independent
features such as Sling Blade (1996) and The Apostle (1997),
which he wrote, directed, and produced, besides starring in
the lead role. The Los Angeles Film Critics and the National
Society of Film Critics named him Best Actor for The Apos-
tle, and he also earned an Academy Award nomination in that
category. Other notable roles during the 1990s were in The
Handmaid’s Tale (1990), Rambling Rose (1991), Falling Down
(1993), and The Gingerbread Man (1997). In 1995 Duvall
played a particularly corrosive and demented Chillingworth
in the foolishly expanded Scarier Letter: A huge talent and a
master of accents and mannerisms, Robert Duvall has
appeared in more than 50 films, mostly in intelligently cho-
sen roles.

Dwan, Allan (1885-1981) A director whose film
career spanned 50 years and more than 400 movies, Dwan
also received credit for producing, writing, and supervising
another 400 films. The vast majority of these movies were
one- and two-reelers made during the silent era. But Dwan,
who began to direct three years after D. W. GRIFFITH started
to make movies at the dawn of the film industry, worked
continuously as a director until 1958. He did his best work
with action films, directing them with sure-handed speed
and style. In addition to his remarkable output and
longevity as a film director, Dwan is also remembered as a
technical innovator.

Born Joseph Aloysius Dwan in Toronto, the young man
earned his college degree in electrical engineering from
Notre Dame. While involved in the development of a new
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mercury vapor arc light (a precursor to the neon light) in
1909, Dwan was approached by the Essanay film company,
which thought the arc lamps might be useful for movie light-
ing. According to PETER BOGDANOVICH in his excellent
monograph, Allan Dwan: The Last Pioneer, Essanay not only
used the lights, but they also began to buy scripts from the
young engineer when he learned that they needed more story
material. Dwan eventually became their story editor before
moving on to the American Film Company, where in 1911 he
took over the direction of a one-reel western, Brandishing a
Bad Man, when the film’s ostensible director disappeared on
a two-week drunk.

Dwan studied Griffith’s films and learned the tricks of the
trade from the master, eventually creating some of his own,
including a method by which he could follow an actor by
mounting a camera on a car, thereby creating film history’s
first dolly shot in David Harum (1915).

Among Dwan’s other notable accomplishments during the
silent era were his discovery of LON CHANEY and a hugely
successful collaboration (both artistically and commercially)
with DOUGLAS FAIRBANKS that resulted in 11 films, among
them Robin Hood (1922) and The Iron Mask (1929).

Considering Dwan’s interest in all things mechanical, it
was ironic that he disdained the talkie. Nonetheless, he eas-
ily mastered the medium, even managing yet another techni-
cal breakthrough in 1929 when he devised a way to dolly with
a microphone.

Dwan’s big mistake during the early sound era was to leave
Hollywood and make three movies in England. During that
time he discovered IDA LUPINO, casting her in Her First Affaire
(1933). When he returned to America, so much had changed
in Hollywood that he had to prove himself all over again.

He directed “B” MOVIEs for Twentieth Century—Fox
throughout the mid-1930s, finally breaking out with the
SHIRLEY TEMPLE hits Heidi (1937) and Rebecca of Sunnybrook
Farm (1938). His success with those two films gave Dwan the
opportunity to direct the big-budget Suez (1938), starring
TYRONE POWER, but Dwan never fully escaped the “B”
movie circuit.

His best work during the early 1940s was a series of four
comedies, most notable among them being Abroad with Two
Yanks (1944). Soon thereafter, in 1945, he began a long asso-
ciation with REPUBLIC PICTURES for which he made low-
budget action films, occasionally rising to considerable
heights with pictures such as Rendezvous with Annie (1946)
and The Sands of Two Fima (1949).

He continued directing throughout most of the 1950s,
often working for RKO. Dwan made his last movie in 1958,
Most Dangerous Man Alive (it was released in 1961).

Allan Dwan was never a great director. He told Peter Bog-
danovich, “My weakness was that I'd take anything. If it was a
challenge to me, I’d take a bad story and try to make it good.
I did what I could to make it a picture.” Dwan succeeded far
more often than he failed. When he died at the age of 96, one
of the last links to the birth of Hollywood was gone.
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Eastwood, Clint (1930- ) The most consistently
popular movie star in the world from the mid-1960s to the
present. In addition to his superstardom, Eastwood is also a
producer-director with a growing reputation among critics,
particularly in Europe.

The young Eastwood led a nomadic life, traveling with his
family as his father searched for work during the Great
Depression. During one 10-year span he attended 10 different
schools. Later, after his uneventful military service as a swim-
ming instructor, he went to Los Angeles to study business
administration on the G.I. Bill. It was there that he was talked
into getting a screen test at Universal. Three weeks later Uni-
versal offered him a contract worth $75 per week for 40 weeks.

His movie debut—or at least the first time he received a
screen credit—was in a small role in Revenge of the Creature
(1955). The part wasn’t much, but he received valuable train-
ing at the Universal Talent School. After 18 months, though,
Universal dropped his option and Eastwood was on his own.
He made a few movies for RKO, including some westerns, in
the latter 1950s but nothing of note.

The westerns presaged Eastwood’s appearance as Rowdy
Yates in TV’s Rawhide, a western series that ran from January
1959 to January 1966. It was Eastwood’s first major break,
bringing him to the attention of the American public. He
reportedly wanted to direct episodes of Rawbhide, but CBS
wouldn’t let him.

In 1964, while Rawhide was on summer hiatus, Eastwood
was hired by Sergio Leone for A Fistful of Dollars, based on
Akira Kurosawa’s masterpiece Yojimzbo (1961). But Eastwood
wasn’t Leone’s first choice. CHARLES BRONSON was offered
the role first and turned it down. Then JAMES COBURN got the
nod, but the actor wanted $25,000, which was too much for
this low-budget western. Eastwood took the job for $15,000.

A Fistful of Dollars (1964) was a huge hit in Italy and the
rest of Europe. During Rawbhide’s summer hiatus of 1965,
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Eastwood made the sequel, For A Few Dollars More. This
time, he was paid $50,000 and received a percentage of the
profits to play the serape-clad, cheroot-chewing “Man with
No Name.” Eastwood was a movie star everywhere but in
America. In 1967 Leone succeeded in clearing the rights for
Yojimbo in the United States, and Eastwood’s first two
spaghetti westerns were shown (almost simultaneously) in
America. The critics hated them, but moviegoers went wild
for these new violent, mythic westerns. Eastwood was paid
$250,000 plus a percentage of the profits for The Good, the
Bad, and the Ugly (1967), his next pairing with Leone, now
considered by many to be a classic western epic.

Hang *Em High (1968) was the first American film in
which he had a starring role. With the success of that film, he
established his own production company, Malpaso, which is
Spanish for “A bad step,” the words his manager said when
Eastwood agreed to make A Fistful of Dollars.

Eastwood’s first American nonwestern, Coogan’s Bluff
(1968), is notable as the first pairing of Eastwood with direc-
tor DONALD SIEGEL, with whom Eastwood would eventu-
ally make a total of five films. The actor had but one flop in
the 1960s: Paint Your Wagon (1969). He costarred with LEE
MARVIN in the Lerner and Loewe musical and, although the
movie was a critical and financial disaster, Eastwood sur-
prised those few people who saw the film with his pleasant
singing voice.

Interestingly, Eastwood was going to star with ELIZA-
BETH TAYLOR in Two Mules for Sister Sara (1970), but Taylor
withdrew because of other commitments, and SHIRLEY
MACLAINE replaced her. Donald Siegel also replaced BUDD
BOETTICHER as director. Despite all these changes, the film
was another hit.

In 1971, Eastwood made the decision to produce all his
films through his own company, Malpaso. The first was The
Beguiled (1971), directed by Donald Siegel. It’s a macabre tale
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that has built a cult following. BRUCE SURTEES supplied the
eerie cinematography, and he eventually worked on several
other Eastwood films, adding his lush, individualistic look.

Eastwood had watched Don Siegel’s directorial work
closely and learned enough to direct his first film, Play
Misty for Me (1971). It was reasonably well received by crit-
ics and was a profitable movie for Malpaso. But the big sur-
prise of 1971 was Dirty Harry. The project had originally
been slated for FRANK SINATRA, but a hand injury kept him
from playing the part of Harry Callahan. The film elevated
Eastwood to superstardom; after Dirty Harry, Eastwood
was the worldwide number-one male movie star based on a
poll conducted by the Hollywood Foreign Press Associa-
tion. The actor made four more Harry Callahan movies,
Magnum Force (1973), based on a script by JOHN MILIUS
and Michael Cimino, The Enforcer (1976), Sudden Impact
(1983), which Eastwood directed himself, and The Dead
Pool (1988).

Eastwood’s only flop in the 1970s was a movie he directed
but didn’t appear in. Breezy (1973), with WILLIAM HOLDEN
and Kay Lenz, was a modest (and rather good) little film
about an older man and a younger woman. It opened and
closed in near record time. Significantly, Sondra Locke—
who later became Eastwood’s regular leading lady and long-
time girlfriend—had auditioned for the role of Breezy but

had been rejected. Other hits from the 1970s included Thun-
derbolt and Lightfoot (1974), which marked the directorial
debut of Michael Cimino (who would later make The Deer
Hunter and Heaven’s Gate), and The Eiger Sanction (1975).

The Outlaw Fosey Wales (1976), which Eastwood directed,
remains one of his most satisfying films. It was also his first
film with Sondra Locke. But perhaps his worst two movies
have also been his most successful. Every Which Way but Loose
(1978) and Any Which Way You Can (1980) were both
extremely broad comedies costarring Clyde, an orangutan.

By the late 1970s, however, Eastwood finally began to
receive some serious critical attention. His performance was
lauded in Donald Siegel’s taut thriller Escape from Alcatraz
(1978). Bronco Billy (1980), which was directed by Eastwood,
is arguably his best film and in it he gives his most assured
performance. Unfortunately the film, though well received
by critics, died at the box office. He garnered accolades again
for his performance in Tightrope (1984), and many speculated
that he would be nominated for an Oscar for the film, though
it never happened.

His films of the mid- to latter 1980s were solidly success-
ful, except for City Hear (1984), which paired Eastwood with
BURT REYNOLDS. Pale Rider (1985) was one of only two com-
mercially successful American westerns of the decade. Heart-
break Ridge (1986) was both a critical and popular hit. His

Actor-director-producer Clint Eastwood, pictured here directing a scene from Bird (1988), has finally, if begrudgingly, been recog-
nized by the critical establishment for his skills behind the camera. (PHOTO © WARNER BROS., INC. COURTESY OF MALPASO)
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direction of Bird (1988) brought Eastwood a critical ovation,
and the Museum of Modern Art in New York City began a
collection of his work and memorabilia.

Eastwood’s career as an actor, director, film company
mogul, and former mayor (he was elected to that office in his
hometown of Carmel, California, in 1986) has marked the
development of one of the relatively few long-lasting star
personalities of the modern Hollywood era. Of the three
major action stars of the 1970s and 1980s (Burt Reynolds and
Charles Bronson being the other two), only Eastwood has
sustained a high level of quality in his films and an ever-
increasing popularity.

During the 1990s Eastwood concentrated as much on
directing as on acting, creating a mixed bag overall, including
some critical misfires, though some were made popular by
Eastwood’s presence: The Rookie (1990), Absolute Power and
Midnight in the Garden of Good and Evil (both 1997), True
Crime (1999), and Space Cowboys (2000). But these were not
his best films of the decade. Others were far more personal,
such as White Hunter Black Heart (1990), his tribute to the
director John Huston, following earlier tributes to musicians
Charlie “Bird” Parker in Bird (1988) and Thelonius Monk:
Straight, No Chaser (1989), a documentary.

Some of Eastwood’s best later works were also tributes.
Just as Pale Rider had been a sort of tribute to Sergio Leone,
Unforgiven (1992) paid respect to Don Siegel while resur-
recting an apparently dead genre by reminding viewers what
the western was and what it could accomplish. Unforgiven
won Best Director awards from the Motion Picture Acad-
emy, the British Academy, the Directors Guild of America,
the Golden Globes, and the Los Angeles Film Critics. East-
wood was also nominated for the Best Actor Oscar.

Always one to take chances on risky projects, Eastwood
followed this success with A Perfect World (1993), an odd
coming-of-age movie about a boy kidnapped by an escaped
convict (Kevin Costner) in Texas and pursued by a deter-
mined, world-weary Texas Ranger (played by Eastwood).
Perhaps Eastwood’s most surprising later success, however,
was his stunning adaptation of the perfectly awful, maudlin,
and sentimental novel by Robert James Waller, The Bridges of
Madison County (1995), about a sexy and poetic photojournal-
ist who comes upon an Iowa housewife (MERYL STREEP),
starved for affection and intelligent conversation, though
Eastwood is better able to provide the former than the latter.
Toning up the character and paring down the novel’s flab,
Eastwood fixed and rebuilt The Bridges of Madison County.
Even more impressive was Eastwood’s Mystic River (2003),
adapted from Dennis Lehane’s novel and graced with para-
digm performances by TIM ROBBINS and SEAN PENN, both of
them Academy Award winners.

Easy Rider The small-budget, independently produced
1969 hit movie had several startling effects on the moviemak-
ing establishment. Easy Rider changed the kinds of movies Hol-
lywood made, as well as who made them and how much they
cost. In addition, the film made a star of JACK NICHOLSON,
who took the movie’s acting honors in a flashy supporting role.
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Easy Rider was a road movie but nothing like the films
made by BOB HOPE and BING CROSBY. The story was decep-
tively simple: Two drug dealers, Wyatt (Peter Fonda) and
Billy (DENNIS HOPPER), make a sale that nets them a lot of
money. They decide to go in search of America and them-
selves on their motorcycles, traveling from California to New
Orleans for Mardi Gras. Along the way, they experience the
best and the worst that America has to offer, with both sud-
denly murdered by rednecks at the end of the film, ostensibly
for being long-haired motorcycle freaks.

Wyatt and Billy’s doomed search for meaning in their
lives touched a chord among young moviegoers. The film
became the Rebel Without a Cause of a new generation. Easy
Rider was a descendant of ROGER CORMAN’s A.I.P. (American
International Pictures) motorcycle film The Wild Angels
(1966), as well as his LSD movie The Trip (1967). Yet where
the two earlier movies focused on the bikers and the drug
culture, Easy Rider depicted two bikers from the drug culture
but focused on America.

At a time when huge amounts of money had been spent
and lost on colossal flops such as Dr: Doolittle (1967) and Star!
(1968), the startling critical and financial success of the low-
budget Easy Rider stunned the film industry. The movie had
been produced by Peter Fonda with his own money (not even
A.LP. would give him the money to make the film), and the
script was written by Fonda, Hopper, and Terry Southern.
Dennis Hopper made his directorial debut, as well, winning
the New Director first prize at the Cannes Film Festival for
his work.

Easy Rider had two immediate affects on the Hollywood
establishment: It unleashed a lot of money for small-budget
films to independent filmmakers (most of whom didn’t make
the grade), and Hollywood turned ersatz radical in the hope
of capitalizing on the sudden popularity of the countercul-
ture. The films that came in Easy Rider’s wake, such as The
Strawberry Statement (1970), The Revolutionary (1970), and
Getting Straight (1970), were some of Hollywood’s erratic
attempts to cash in on a trend.

More significantly, though, the major studios learned a
lesson from Easy Rider that they have not forgotten: The
movie audience is no longer a family audience (if, indeed, it
ever was). Since Easy Rider, the movies have been largely
geared toward the young.

Edeson, Arthur (1891-1970) A cinematographer best
known for his superb atmospheric black-and-white films. He
started in the film business in 1911 with the now forgotten
Eclair Company after gaining some experience as a portrait
photographer.

Edeson cut his teeth as a camera operator on DOUGLAS
FAIRBANKS’s early comedy hits such as Wild and Woolly (1917)
and M. Fix-it (1918), finally rising to prominence as the cin-
ematographer of Fairbanks’s swashbuckling epics The Three
Musketeers (1921), Robin Hood (1922), and the visually stun-
ning classic The Thief of Bagdad (1924).

When sound arrived, a great many cinematographers
found their art shackled by the needs of the sound technicians.
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But Edeson helped prove that films need not be studio
bound when he expertly photographed the first major out-
door sound film, In Old Arizona (1929), for which he won an
ACADEMY AWARD nomination for Best Cinematographer. It
was the first of three nominations (regrettably, he never won
the Oscar).

If he demonstrated his craft with In Old Arizona, he con-
firmed it when he photographed the breathtaking antiwar
film Al Quiet on the Western Front (1930), for which he
received his second Academy Award nomination. His ability
to light and shoot complicated scenes led to his work in early
sound horror films such as Frankenstein (1931), The Old Dark
House (1932), and The Invisible Man (1933), films in the style
for which German Expressionist cinematographers such as
Karl Freund are famous.

Edeson’s skills in black-and-white photography were put
to their ultimate test when he finally went to work for
WARNER BROS. in the late 1930s and early 1940s. The con-
tent of the dark melodramas made at Warner were a perfect
match for his crisp yet moody visual style. His work on films
such as They Drive by Night (1940) and The Maltese Falcon
(1941) would provide much of the visual idiom for FILM
NOIR. His cinematography reached its peak in CASABLANCA
(1942), for which he was again nominated for an Oscar.

Edeson worked throughout the 1940s but with less
impact in the latter half of the decade. He retired in 1949.

Edison, Thomas A. (1847-1931) Though he had
just three months of formal education, “The Wizard of
Menlo Park,” as he was known, the man who invented the
incandescent lamp, the stock ticker, and the phonograph, was
also the man who was largely responsible for the invention of
motion pictures.

Even more than an inventor, Edison was a clever and
resourceful businessman who improved and adapted the
work of other inventors, turning their devices and machines
into viable commercial products—and then taking all the
bows for their creation. Such was the case with the first
motion picture camera, the kinetograph, which Edison’s
associate, William Kennedy Laurie Dickson, built in 1888.
The following year, Edison and Dickson invented the kine-
toscope, a viewing device capable of showing what had been
filmed on the kinetograph. The kinetoscope became a popu-
lar rage as a peep-show novelty after Edison introduced it to
the public in 1893.

To supply a steady stream of moving pictures for the
invention, Edison’s wizard, Dickson, built the world’s first
movie studio in 1893, nicknaming it the BLACK MARIA.

With both the hardware and the software at hand, NICK-
ELODEONS sprung up all over the country as individuals
flocked to low-rent storefronts to watch a simple scene
unfold before their eyes on film.

Unable to see beyond the limited money-making poten-
tial of his peep-show machine, Edison watched his invention
fade in popularity after a few short years. Meanwhile, he had
neglected to perfect his kinetoscope so that it could project a
film onto a screen for a larger audience. Others, however, saw
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the potential that Edison did not. Finally, the clever inventor
bought the rights to the Jenkins-Armat Vitascope, renamed it
the Edison Vitascope, and demonstrated it on April 23, 1896,
at the Koster & Bial Music Hall on the site of what is now
Macy’s department store in New York City. With the magic
of Edison’s name and reputation behind it, the Vitascope, in
one fell swoop, gave new life to the infant mass-entertain-
ment medium.

His Edison Company, a filmmaking enterprise, was the
most prominent of the early studios and was responsible for
one of the fledgling industry’s most popular and influential
early dramas, Edwin S. Porter’s The Great Train Robbery
(1903). Porter, in fact, gave D. W. GRIFFITH, who would
become the father of movies as an art form, his start at the
Edison Company.

But Edison, himself, saw the movie business strictly as a
cash cow. He had invented the new industry, and he meant
to control it. He had, unfortunately, been uncharacteristi-
cally lax in applying for worldwide patents on his inven-
tions, and he found himself in competition with upstart film
companies that were using variations of his own technology.
By 1909, he felt the keen edge of competition from a total
of nine film companies, which included, among others,
Selig, Biograph, Vitagraph, and Essanay. He knew he could-
n’t fight them and cleverly offered them the opportunity to
join together in the Motion Picture Patents Company,
effectively barring any other companies from competing
against their trust. The arrangement worked for a while
until the small independents, led by Carl Laemmle’s IMP
company, fought back and eventually, in 1917, broke the
monopoly that Edison had created in the production and
distribution of motion pictures. That same year, Edison
bowed out of the movie business.

See also BIOGRAPH.

editor The person who, after a film is shot, edits the indi-
vidual scenes together, usually under the instructions of either
the director or the producer. Sometimes, when an editor has
an established reputation and the director does not, the pro-
ducer may give great latitude to the editor to put the movie
together as he or she sees fit. However, the editor can work
only with the footage that the director has already provided.

The editor’s craft evolved slowly during the early part of
the silent era when movies were single-reel affairs that were
nothing more than recorded events. At that time, editors
were known as cutters, people who simply cut excess film
from the end of one setup and spliced it to the beginning of
the next. Later, however, when moviemaking became more
sophisticated, so did the need for more creative editing. By
the time films such as D. W. GRIFFITH’s The Birth of a Nation
(1915) were made, editing had already evolved into a bur-
geoning art form. Cross-cutting of chase scenes, reaction
shots, and multiple camera setups all required creative edit-
ing after a movie was shot.

For the most part, editors are unsung heroes in the film-
making process. As important as it is to the creation of a
movie, editing was only slowly given its due. It wasn’t until



EPICS

1934 that the Academy of Motion Picture Arts and Sciences
decided to give an Oscar for such work, awarding its first
editing Academy Award to Conrad Nervig for Eskimo (1934).

Some directors have come to trust their editors and have
chosen to collaborate with them on film after film. Such
teamwork often results in a truly exceptional body of work, as
evidenced by the collaborations of director ARTHUR PENN
and editor DEDE ALLEN, as well as the long-term success of
writer-director and star WOODY ALLEN with his editor,
Ralph Rosenblum.

An understanding of editing is so central to good film-
making that it is surprising that there have not been more
editors who have made the leap to directing. Nonetheless,
some well-known directors who were once editors include
DOROTHY ARZNER, HAL ASHBY, David Lean, Mark Robson,
John Sturges, and ROBERT WISE.

See also BOOTH, MARGARET.

Edwards, Blake (1922- ) One of the few modern
writer-directors who has become a specialist in the area of
comedy, Edwards is so associated with comedies, such as the
Pink Panther films (he wrote and directed all five, four of
which he produced himself), that it is easy to forget that he
has also been responsible for thrillers and high dramas such
as The Tamarind Seed (1974) and Days of Wine and Roses
(1962). A probing, serious filmmaker who finds humor (as
well as suspense) in the commonplace, Edwards has created
his own niche in the film business and has rather consistently
provided laughter in an area where most modern directors
fear to tread, namely slapstick comedy.

Edwards, who was born William Blake McEdwards, had
his first taste of Hollywood when he was a mere 20-year-old.
He appeared in a small role in Tén Gentlemen from West Point
(1942), but World War 1II cut short his career as a thespian.
When he returned to the popular arts after the war, his first
important break came not in the movies but in radio. He cre-
ated the successful Richard Diamond: Private Detective series,
which later also had a run as a TV series. He would go on to
create Dante and Peter Gunn for TV as well. (Gunn, based on
his TV show, was a 1967 movie directed by Edwards.)

His success on radio gave him the opportunity to write
screenplays. He wrote seven of them, including Operation
Mad Ball (1957), that were all directed by Richard Quine. His
own first directorial effort was in 1955 with Bring Your Smile
Along. He showed nothing more than solid professionalism in
the several films that followed his debut, until he directed
Operation Petticont (1959). The film, with CARY GRANT and
TONY CURTIS, was an inspired comedy set on a submarine.
Its success gave Edwards the chance to direct Breakfast at
Tiffany’s (1961) and Days of Wine and Roses (1962): These two
movies were among the more popular films of the early
1960s, and they established Edwards as a directorial star.

His glittering career in the early part of the decade shone
even brighter when he made The Pink Panther (1963), A Shot
in the Dark (1964), and The Great Race (1964).

These three smash hits established his reputation for
humor, but his venture into a more modish sort of sophisti-
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cated comedy during the latter 1960s left his career in a
shambles. Movies such as What Did You Do in the War,
Daddy? (1966) and Waterbole 3 (1967) were just a few of his
ambitious failures.

In 1969, Edwards married actress JULIE ANDREWS (it was
his second marriage), and she began to appear in a great
many of his movies. But the presence of his famous wife in
these films did not save his career so much as his clever
reuniting with PETER SELLERS to make three more Pink Pan-
ther movies. All three were hits, and Edwards’s revitalized
reputation for comedy gave him the opportunity in 1979 to
direct 10, which was one of the biggest hits of the year. In
addition to proving that Edwards could make a hit film with-
out Peter Sellers, it also made a star out of DUDLEY MOORE
and introduced Bo Derek to the world.

Edwards still pursued a bitter, melancholy sort of humor
in films such as S.0.B. (1981), That’s Life (1986), and Skin
Deep (1989) with rather poor results at the box office, but the
director’s work was nonetheless seen as worthy of serious
discussion. In between his dour comedies, he offered audi-
ences more commercial fare such as Victor/Victoria (1982), a
hit for Julie Andrews as well as Edwards, and Blind Date
(1987), a slapstick farce that introduced Bruce Willis to the
big screen.

Sunset (1988) featured a time warp in which silent-screen
star Tom Mix (Bruce Willis) meets aging Wyatt Earp (James
Garner) in a studio backlot, and both are transported to the
late 1920s to solve a mystery. It was followed by another
undistinguished film, Peter Gunn (1989), in which Edwards
reworked old television-gumshoe material, learning that one
does not put new wine in old bottles. Switch (1991), however,
indicated that Edwards could still produce entertaining adult
comedy. It featured the return to Earth of a slain male chau-
vinist who, unfortunately for him, is now housed in a
woman’s body (Ellen Barkin) to get an attitude adjustment.
Edwards went to the well again with Son of the Pink Panther
(1993) and came up empty; Roberto Benigni, who played
Clouseau’s son and who would later win an Oscar for Life Is
Beautiful (1998), could not save the script, which was laced
with material from earlier Panther films.

After more than three decades, Edwards’s reputation as
one of a vanishing breed of modern American comedy direc-
tors seem solidly assured.

epics Films that attempt to deal with real or imagined
events in a grand, sweeping visual style. Known for casts of
thousands and action on a massive scale, these are tales set
against a panoramic backdrop dealing with the weighty issues
most appropriate to the form, generally the fate of nations,
morality, politics, religion, and the struggle between people
and nature.

Movies are an ideal vehicle for the epic—the stage simply
cannot offer the same kind of physical reality and television
screens (and TV network production budgets) are too small
to effectively capture the sweep of the genre.

There were two periods in American movie history when
the epic reigned supreme: the last half of the silent era, from
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1915 until the introduction of sound in 1927, and the bulk of
the 1950s and the early 1960s. D. W. GRIFFITH brought the
Hollywood epic film to life with The Birth of a Nation (1915)
depicting the battles of the American Civil War. He raised
the epic to even grander heights with Intolerance (1916), a
movie that still leaves viewers awestruck by its magnificent
sets and colossal tableaux.

If Griffith created the Hollywood epic, CECIL B.
DEMILLE made it his life’s work, and he, more than any other
director, has been associated with the genre. Although none
may have been brilliant, most were commercially successful.
From his two versions of The Ten Commandments (1923 and
1956) to Cleopatra (1934), and from Sign of the Cross (1932)
to Samson and Delilah (1949), DeMille gave most of his
attention to sin-and-salvation films set in ancient, usually
biblical, times.

Despite the fact that films such as Ben Hur (1925 and
1959), Salome (1953), and Solornon and Sheba (1959) are con-
sidered typical of the genre, epics need not be concerned
with biblical or classical themes. The American West has
proven to be a particularly fertile source of epics. Movies
such as The Covered Wagon (1923), Duel in the Sun (1946),
How the West Was Won (1961), Little Big Man (1970), and even
the commercial and critical disaster Heavens Gate (1980)
dealt with the great issues of the frontier in epic proportion.

Big-budget war movies have also contributed to the epic,
a few of the more memorable examples being The Longest Day
(1962), Tora! Tora! Tora! (1970), and KING VIDOR’s War and
Peace (1956). In the same vein as the war epic is the national
epic, including such films as E/ Cid (1961), which depict the
heroism that helps to galvanize nations to combat terrible
threats against impossible odds.

There have been biographical epics such as Lawrence of
Arabia (1962), built around the majesty of a single person
who changed history. Science fiction epics such as 2001, A
Space Odyssey (1968) and Star Wars (1977) offered a view of
the future filled with epic themes, which were presented with
stunning visual grandeur. Such adventure epics as The Wind
and the Lion (1975), fantasy epics such as The Thief of Bagdad
(1924), and even such gangster epics as THE GODEATHER
(1972) have delighted audiences. Finally, there have been
epic love stories, with none more beloved by film fans than
GONE WITH THE WIND (1939).

In recent years, it has ultimately become too expensive to
produce a true “Hollywood epic.” This is not to say that epic
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films will no longer be made, but when an otherwise simple
action film such as Rambo III (1988) can cost $64 million, the
epic is no longer cost effective. Epic themes will abound, but
epic budgets for massive casts and magnificent sets have
already been dealt the same treatment as Samson’s hair.

See also DISASTER MOVIES.

establishing shot An early shot that allows the audience
to see the physical relationship of everything of importance
that may come into play within a scene. In other words, the
actors and the important elements on the set or location are
all shown at one time—generally in a long shot—so that
future shots within the scene make spatial sense to the view-
ers. The angle of the establishing shot, as well as the way it’s
lit and photographed, all contribute to the initial mood and
tone of the scene to follow.

The establishing shot is a heavily used cinematic story-
telling device, but directors have been known to avoid using
it, either to conceal information or to purposefully disorient
the audience.

executive producer Since the 1950s, this title has come
to signify the person responsible for providing or arranging to
provide the money for a film’s production. The executive pro-
ducer may also be the person who made the deal to pull the
star(s), director, and the story property together. Whatever
way executive producers come by this title, they are always the
individuals who set everything in motion and are responsible
for hiring the producer to oversee the technical and logistical
elements of the filmmaking process. Some of the more well-
known executive producers of the modern era are Dino de
Laurentiis and (more recently) STEVEN SPIELBERG.

In Hollywood’s golden era, executive producer credits
were rarely given as it was assumed that people such as IRV-
ING THALBERG at MGM, JACK L. WARNER at Warner Bros.,
and HARRY COHN at Columbia were the ultimate executives
in charge of production. By the 1940s, however, there began
to be exceptions, and producers with clout sometimes
received recognition by being given executive producer sta-
tus on certain pictures. For instance, at Warner Bros. HAL B.
WALLIS was sometimes granted that rarefied title. But it did-
n’t happen often.

See also ASSOCIATE PRODUCER; PRODUCER.
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Fairbanks, Douglas (1883-1939) The singularly
most successful action star of the silent era, Fairbanks
changed both the style and the substance of Hollywood’s
silent movies, both as an actor and as a producer. He was, in
many ways, the cinematic personification of America before
the Great Depression: enormously energetic, optimistic, and
eager to take risks.

Fairbanks was the scion of a wealthy family, but higher
education didn’t appeal to him; he quit Harvard after just a
few months and became enamored of the theater. In 1902 he
made his Broadway debut and soon thereafter began to play
juveniles with growing success. By 1914, he was a well-
known and popular actor on the Great White Way.

It was at this time that expanding movie companies,
wanting to shed their nickelodeon image, made their bid for
greater respectability by hiring famous theater actors. As a
curiosity, these attempts were successful with the public for a
short while. The actors also benefited. Sarah Bernhardt, for
example, made a fortune by performing her stage plays on
film—without dialogue. Fairbanks, eager for new challenges
and lured by the staggering salary of $2,000 per week, took
the plunge and went west to Hollywood. His first film was
The Lamb (1915).

Almost from the beginning, Fairbanks brought a
healthy, vigorous, physical presence to his film roles. He
was in constant motion, leaping and diving, and audiences
loved it. By 1916—just one year later—he was earning
$10,000 per week.

In 1917, Fairbanks established the successful Douglas
Fairbanks Pictures Corporation to make even more money.
Films such as Wild and Woolly (1917) and A Modern Musketeer
(1918) were hugely popular in a society flush with war fever.
In 1919, Fairbanks joined the giants of the movie industry,
CHARLIE CHAPLIN, D. W. GRIFFITH and MARY PICKFORD, to
form a film studio to produce and distribute their own
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movies. The studio still bears the name they chose: UNITED
ARTISTS.

There was yet another merger of stars. In 1920, Fairbanks
and Mary Pickford were married, a match made in Hollywood
heaven. The union did not last as long as United Artists but
long enough (until 1935) to offer a star-struck generation the
comforting impression that the movies and real life weren’t
quite so far apart. As Alistair Cooke once wrote, “They were a
living proof of America’s chronic belief in happy endings.”

Fairbanks had achieved remarkable popularity, and he
meant to hold onto it. In a more sophisticated postwar
United States, he realized that he could no longer play his
usual spunky hero. So instead, he turned to epic adventures
such as The Mark of Zorro (1920), The Three Musketeers
(1921), and Robin Hood (1922). The films were enormous hits.
Lavishly produced by Fairbanks, they showed off the actor’s
dashing athleticism and wild exuberance in settings that were
perfect for his bigger-than-life characterizations. Forever-
more, Fairbanks established the standard by which swash-
buckling heroes would be defined.

The highlight of Fairbanks’s film career is without ques-
tion his magnificent production of The Thief of Bagdad (1924).
The incredible sets, costumes, special effects, the huge cast—
and Fairbanks’s smiling, barechested, and courageous hero—
made the movie irresistible. While most of his films before
1920 don’t hold up very well by modern standards, his cos-
tume adventures of the 1920s, and particularly Robin Hood
and The Thief of Bagdad, are as thrilling today as they were
when they were first released nearly seven decades ago.

Fairbanks continued making swashbucklers with consid-
erable success. Don Q, Son of Zorro (1925), The Black Pirate
(1926), and The Gaucho (1927) were all well received. Even the
silent The Iron Mask (1929) did well despite the talkie craze.

Throughout the decade, Fairbanks and Pickford never
made a movie together. But with the advent of sound, they
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Douglas Fairbanks was Hollywood’s foremost hero of the
swashbuckler. He is seen here in his most famous film, The
Thief of Bagdad (1924). (PHOTO COURTESY OF THE
SIEGEL COLLECTION)

teamed up to make their first talking picture, The Taming of
the Shrew (1929). Their fans wanted action and romance, not
poorly performed Shakespeare; the movie was a flop. It was a
terrible shock to the two stars to see their first effort together
in the new era fail.

Fairbanks had a pleasant speaking voice, but he never
again created the magic of The Thief of Bagdad. The thirties
were a grim decade, and Fairbanks, with his smile and ever-
present optimism, seemed like a star from another time—and
he was. He made several more movies but stopped producing
in 1931. His last film, The Private Life of Don Juan (1934), was
a valiant, though failed, attempt to recapture his past glory.
He retired from acting in 1936.

His sudden death from a heart attack in 1939 shocked a
world that adored him as only few other actors have been.

Fairbanks’s son (from his first marriage before Mary Pick-
ford), Douglas Fairbanks Jr., had a long, moderately success-
ful Hollywood career. Resembling his father and a
swashbuckler in his own right, he was a likable actor with
charm and a mellifluous voice. He would have made his
father proud had the elder Fairbanks seen him in his two best
roles, Gunga Din (1939) and Sinbad the Sailor (1947).

Fairbanks, Douglas, Jr. See FATRBANKS, DOUGLAS.

Famous Players Company This film company eventu-
ally became Paramount Pictures. Founded by ADOLPH ZUKOR
in 1912, the Famous Players Company was born out of the
brief success in France of Film d’Art, a company that brought
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well-known novels and plays to the screen with stage stars in
lead roles to appeal to a more sophisticated audience. Zukor
bought the American rights to the Film d’Art production of
Queen Elizabeth (1912) with Sarah Bernhardt. Bolstered by the
commercial success of the movie, Zukor formed Famous Play-
ers, trumpeting the slogan, “Famous Players in Famous Plays.”

Among the many famous players signed by Zukor were
John Barrymore and Lillie Langtry. Among the famous
“plays,” which more often than not were actually famous
novels, he produced were The Prisoner of Zenda (1913) and
The Count of Monte Cristo (1913). The success of the company
during the tumultuous 1910s was due in large part to the fact
that Zukor had MARY PICKFORD under contract. Ironically,
she was a genuine movie star rather than a famous “stage”
player. She did star in a great many popular vehicles for her
employer, however, having hits with films such as Zess of the
Storm Country (1914), Cinderella (1915), and Rebecca of Sunny-
brook Farm (1917).

Of course, nothing succeeds like success, and Famous
Players had competition from companies such as Popular
Plays and Players, Paralta Plays, and Jesse L. Lasky’s Feature
Play Company. Lasky was strong enough competition to
force a merger with Famous Players in 1916, with the com-
pany renamed Famous Players—Lasky. Meanwhile, in 1914, a
powerful distribution company called Paramount Pictures
was created. Adolph Zukor bought it in 1917 and folded it
into Famous Players-Lasky. The company continued to
prosper and, a decade later, Zukor changed the name of his
firm to Paramount Famous Lasky Corporation. It was a
mouthful, and the name was changed yet again in 1930 to
Paramount Publix Corporation. Famous Players finished its
evolution to the name of Paramount Pictures, Inc., in 1935
after Paramount Publix was reorganized under U.S. bank-
ruptey laws.

See also DEMILLE, CECIL B.; GOLDWYN, SAMUEL; LASKY,
JESSE L.; PARAMOUNT PICTURES.

fantasy films Hollywood has supplied us with prehistoric
monsters, aliens from outer space, and other unspeakably
ghoulish creatures. In the broadest sense, the movies in
which these beings might appear fall within the category of
fantasy, but for the sake of clarity, we have broken the cate-
gory into four parts, three of which can be found elsewhere
in this volume. (See HORROR FILMS, MONSTER MOVIES, and
SCIENCE FICTION.) That which we more narrowly call fan-
tasy here is any film that either amuses or charms us with its
either magical or fantastical premise (e.g., The Wizard of Oz,
1939) or is inspired, however remotely, from myth or legend
and conspires to fill us with a marvelous sense of wonder and
awe (e.g., The Thief of Bagdad, 1924). Baird Searles in his
excellent book, Films of Science Fiction and Fantasy, distin-
guishes between amusing “light fantasy” and the more
mythologically based category of “high fantasy.”

Light fantasy often deals with ghosts and similar such
apparitions, usually in either a comic or a romantic fashion.
Although light fantasy existed during the silent era, it came
to fruition with talkies, especially during the Great Depres-
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sion of the 1930s when the need to lose oneself in flights of
fancy was greatest. Peter Ibbetson (1934), Night Life of the Gods
(1935), and Topper (1937) all tapped into this genre.

If light fantasy had its heyday during the 1930s, it had its
second coming during and after World War II when many
such films touched upon the issues of death and dying. Here
Comes Mr. Jordan (1941), A Guy Named Foe (1943), The Horn
Blows at Midnight (1945), and It’s A Wonderful Life (1946) all
portrayed characters coming to terms with their mortality in
a light, fantastical fashion.

There was little light fantasy during the 1950s. Notable
exceptions, however, were You Never Can Tell (1950), in which
DICK POWELL played a dog; the classic Harvey (1950), in
which Jimmy Stewart’s best friend is a six-foot invisible rab-
bit; the musical Carousel (1956); and Bell, Book, and Candle
(1958). The 1960s were even lighter on light fantasy, but at
least there were Mary Poppins (1964) and The Seven Faces of
Dr: Lao (1964). The 1970s was a desert insofar as light fan-
tasies were concerned, managing little more than Warren
Beatty’s Heaven Can Wait (1978), which was a remake of Here
Comes Mr. Jordan. But the subgenre came alive again in the
1980s with such films as WOODY ALLEN’s The Purple Rose of
Cairo (1985), Labyrinth (1986), Mannequin (1987), as well as a
spate of films in which children were magically transformed
into adults (and sometimes vice versa), the best and most
popular example of which is Big (1988).

High fantasy, which finds its roots in legend and folklore,
had a richer silent film history than did its sister subgenre.
DOUGLAS FAIRBANKS’s The Thief of Bagdad (1924) was one of
the greatest fantasy films in the history of Hollywood. If
there were precedents for Fairbanks’s opus, they could be
found in D. W. GRIFFITH’s Intolerance (1916) and Thomas H.
Ince’s Civilization (1916), both of which had sweeping, epic,
fantastical settings and events.

High fantasies often touch off deep primal emotions in
their audience. Certainly, such was the case in the 1930s
when one considers FRANK CAPRA’s Lost Horizon (1937) and
WALT DISNEY’s Snow White and the Seven Dwarfs (1937). On
a smaller, more personal, level was the unforgettable Death
Titkes a Holidmy (1934).

High fantasy took the low road in the 1940s with cheaply
made Arabian Nights tales starring Sabu, Maria Montez, Jon
Hall, and Turhan Bey. Bordering on high fantasy, however,
was the ever-so-charming Douglas Fairbanks Jr. gem, Sinbad
the Sailor (1947).

The subgenre showed some life in the 1950s with films as
different as Pandora and the Flying Dutchman (1950), Ulysses
(1955), and Brigadoon (1954). As with light fantasy, high fan-
tasy had little to show for itself in the 1960s aside from such
fare as Fason and the Argonauts (1963) and Camelot (1967), but
that began to change in the 1970s.

High fantasy began to appear far more regularly, if not ter-
ribly successfully, on the big screen in the late 1970s with
Ralph Bakshi’s animated version of The Lord of the Rings (1978).

The 1980s saw a veritable rash of sword and sorcery films
that are at the very heart of high fantasy, dealing as they do
with legend and myth. Movies such as Dragonslayer (1981),
Conan the Barbarian (1982), The Beastmaster (1982), Red Sonja
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(1985), and Ladyhawke (1985) filled movie screens with great
spectacle, but with few exceptions the films were not big box
office. Given their often large budgets, some of them, such as
The Dark Crystal (1983) and Legend (1985), were out-and-out
disasters. One of the biggest disappointments of the decade,
however, was GEORGE LUCAS’s Willow (1988).

Curiously, a combination of both light and high fantasy,
Rob Reiner’s The Princess Bride (1987), was both highly
praised and commercially successful. As the 1990s got under
way, traditional sword-and-sorcery fantasy movies fell out of
favor while a string of modern-day fairy tales saw release.
Movies such as Tim Burton’s Edward Scissorbands (1990),
Terry Gilliam’s The Fisher King (1991), Groundbog Day
(1993), the JiM CARREY vehicle The Tiruman Show (1998), and
Pleasantville (1998) turned ordinary, everyday life on its ear
and replaced it with emotional, psychological fantasies. They
were less concerned with a spirit of adventure than with
exploring the personal lives of their characters. In these
movies, strange, outcast people search for their place in the
world, timid personalities learn to be true to themselves, and
characters confront the fantastic world around them.

More traditional fairy tales were delivered by the likes of
STEVEN SPIELBERG’s Hook (1991), Photographing Fairies
(1997), a retelling of the Cinderella story Ever After (1998),
The New Adventures of Pinocchio (1999), and Pinocchio (2002).
In 2002 The Family Man, a heartwarming holiday fantasy in
the mold of It’s « Wonderful Life, appeared, starring NICOLAS
CAGE.

More familiar types of fantasy movies arrived with the
medieval dragon epic Dragonbeart (1996), Dungeons and
Dragons (2000), and Ang Lee’s artful and compelling fantasy
of medieval China, Crouching Tiger; Hidden Dragon (2000). By
the start of the new century, however, it was clear that action
ruled fantasy movies. Popular video-game adventurer Lara
Croft made it to the big screen in Lara Croft: Tomb Raider
(2001), but the real hits came the following year. In late 2001,
both Harry Potter and the Sorcerer’s Stone and Lord of the Rings:
The Fellowship of the Ring were released, the remarkable big-
budget adaptations of the greatest fantasy books ever written
that quickly shot to the top of the box office. A year later,
when Harry Potter and the Chamber of Secrets (2002) and Lord
of the Rings: The Two Towers appeared, they surpassed the suc-
cess of their predecessors. There is simply nothing compara-
ble to Peter Jackson’s masterful adaptation of J. R. R.
Tolkien’s seminal fantasy trilogy nor to the faithful and enter-
taining filming of J. K. Rowling’s beloved children’s books.
With Lord of the Rings: The Return of the King (2003) making
its way to theaters, Jackson’s amazing epic is, for the time
being, the last word in fantasy movies.

Whether the subject matter is mermaids, dancing cater-
pillars, ghosts, spirits, leprechauns, would-be Santa Clauses,
barbarians, ancient kings, visitors from Atlantis, or hobbits,
both the light and high fantasy traditions remain firmly
rooted in American cinema.

Farmer, Frances (1913-1970) An actress who rose to
stardom in the latter half of the 1930s only to suffer a dramatic
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reversal in fortune, her story has become a bleak parable of
Hollywood fame gone awry. Farmer’s troubled life has been
the subject of the feature biopic Frances (1982), starring Jes-
sica Lange, and a TV movie titled Will There Ever Be a Morn-
ing? (1983).

Farmer was the daughter of a well-to-do family. Bright,
beautiful, and talented, Farmer made but 15 films, her first a
“B” MOVIE, Too Many Parents (1936). After another low-budget
quickie, Border Flight (1936), she was cast in a modest BING
CROSBY musical, Rhythm on the Range (1936). Groomed for
stardom, Farmer was given her big chance in Come and Get It
(1936), starring in a dual role that brought her high praise and
the full star treatment. Her career seemed poised to skyrocket.

In 1937 she solidified her acting credentials by joining the
Group Theater in New York and starring on stage as the
female lead in Clifford Odets’s Golden Boy. Despite continu-
ing to work in the theater and in film, her career soon began
to falter. Movies such as Exclusive (1937) and The Toast of New
York (1937) were strong starring vehicles, but self-destructive
behavior, principally in the form of alcoholism, led to bad
publicity and legal tangles. Becoming an unreliable per-
former, she was banished to the “B’s” and began to appear in
films such as South of Pago-Pago (1940), Badlands of Dakota
(1941), and Among the Living (1941). A particularly telling
indication of how low Farmer had sunk was when she was
cast alongside fellow enfant terrible, John Barrymore, in
World Premiere (1941), a film designed to capitalize on their
mutual bad reputations.

After appearing in a supporting role in the “A” movie
production of Son of Fury (1942), the emotional bottom fell
out and Farmer began a long and harrowing journey through
mental institutions, receiving questionable care and undergo-
ing a lobotomy. She was briefly in the limelight again during
the latter half of the 1950s when she was deemed well enough
to host a TV show in Indianapolis and appear in a modest
role in a low-budget teen film, The Party Crashers (1958).

Farmer died of cancer at the age of 57.

Faye, Alice (1912-1998) One of TWENTIETH
CENTURY-FOX’s greatest assets during the latter half of the
1930s and early 1940s, Faye had a lovely singing voice, beau-
tiful eyes, and a warm, appealing style. She appeared in a long
series of light musicals that were distinguished mostly by her
presence in them. Nonetheless, nearly all of her movies were
big hits, and her following was extremely loyal. Faye per-
fected the role of the woman who, though jilted, perseveres
to win back the foolish object of her affections in the end.
Among those foolish men were TYRONE POWER, whom Faye
discovered and with whom she starred in three films. But her
most frequent costar was DON AMECHE, with whom she
shared top billing in six films.

Born Alice Jeane Leppert, Faye was the daughter of a
New York City policeman. After quitting school at the age of
13 to pursue a show-business career, she got an early break
that same year with the Ziegfeld Follies. When her true age
was discovered, however, she was fired. Undaunted, she was
dancing professionally in vaudeville by the time she was 15.

Faye’s career began to zoom by the time she was 17. She
was hired that year to appear in George White’s Scandals in
New York. Still known only as a dancer, she was cajoled into
singing at a private party at which Scandals star Rudy Vallee
was in attendance. A short time later, she was given the
opportunity to sing on Vallee’s radio show. According to W.
Franklyn Moshier in his book, The Films of Alice Faye, she
sang “Honeymoon Hotel” during the show and “as the notes
died out at the song’s conclusion, fainted dead away from
sheer fright.” Duly discovered, Faye sang regularly on
Vallee’s show, toured with his orchestra, and developed her
own successful recording career. Later, she was also named in
divorce proceedings initiated by Mrs. Vallee.

When George White’s Scandals was turned into a movie in
1934, Faye was supposed to play a small role. Instead, in true
movie-cliché fashion, when Lilian Harvey, the intended
female star of the film, refused to play her part because it was
too small, the relatively unknown Faye was given the role,
which led to her instant stardom.

During the first few years of her film career, Faye was
molded into a JEAN HARLOW type; her hair was bleached
platinum blonde, and she was cast in films with such titles as
She Learned About Sailors (1934) and 365 Nights in Hollywood

Alice Faye was Twentieth Century—Fox’s greatest female
star during the latter half of the 1930s and early 1940s.
Despite her absence from the screen for more than 40
years, she continued to have active fan clubs all over the
world. (PHOTO COURTESY OF ALICE FAYE)
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(1934). Her singing, however, set her apart from the horde of
Harlow imitators, and she soon emerged with her own style
and personality in musicals such as Sing, Baby, Sing (1936)
and King of Burlesque (1936).

Despite her films in support of Twentieth Century—Fox’s
biggest star, SHIRLEY TEMPLE, Faye was emerging as a sure-
fire money-maker in her own right. Singing Irving Berlin
tunes in On the Avenue (1937), her popularity continued to
grow, reaching a peak when she starred in two of her biggest
hits, both of them Best Picture Oscar nominees, In Old
Chicago (1937) and Alexander’s Ragtime Band (1938).

Other hits followed, such as Rose of Washington Square
(1939), Lillian Russell (1940), and Tin Pan Alley (1940), but
after her second marriage in 1941 to orchestra leader Phil
Harris (her first marriage to singer Tony Martin lasted from
1936 to 1940), Faye took time to have a family. She appeared
infrequently on film during the early 1940s, yet scored one of
her biggest and most memorable hits in 1943 with Hello,
Frisco, Hello, which was a remake of King of Burlesque.

It was also during the early 1940s that Fox chief DARRYL
F. ZANUCK brought BETTY GRABLE to the lot to challenge
Faye’s standing as the studio’s number-one female star. The
ploy worked far too well. In 1945, distraught over the studio’s
editing of her role in the OTTO PREMINGER drama, Fallen
Angel (1945), Faye fled the studio and never returned. She
retired from the screen to raise her family (two daughters)
and spend time with her husband in their perdurable mar-
riage. They also performed together on radio on The Phil
Huarris—Alice Faye Show between the years 1946 and 1954.

Faye didn’t appear in another movie until she supported
Pat Boone in State Fair (1962). Her other latter-day film
roles have included a cameo appearance in Won Ton Ton, The
Dog That Saved Hollywood (1976), and supporting parts in
Every Girl Should Have One (1978) and The Magic of Lassie
(1978). She occasionally appeared on TV variety shows dur-
ing the late 1950s and 1960s and has also taken to the boards
in shows such as the Broadway revival of Good News. In later
years, she traveled tirelessly to speak on health issues of con-
cern to the elderly.

Fetchit, Stepin (1902-1985) A black actor who has
become a symbol of Hollywood’s racist attitudes during the
studio era of the 1930s and 1940s. Throughout his acting
career, Fetchit was cast in comic-relief roles that called for
him to play slow-talking, dim-witted, lazy, and constantly
frightened characters. He was given to pop-eyed double takes
and much eye rolling in scores of films, a number of them
rather good except for their now painful scenes with Fetchit.
In an industry that offered little opportunity to black actors,
Fetchit managed to become the first black to receive featured
billing in otherwise all-white Hollywood movies. It was a
dubious distinction, reflecting the movie industry’s racism.
Born Lincoln Theodore Monroe Andrew Perry, the actor
took his stage name from a horse he once bet on that came in
a winner. He had kicked around vaudeville as a young man
and found his way to Hollywood at around the time AL JOL-
SON was singing in blackface in The fazz Singer (1927). Some
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Stepin Fetchit was early Hollywood’s most successful black
actor. He worked constantly, playing comical parts that
were racial stereotypes. Given the racism of his era, he had
little opportunity to do otherwise. (PHOTO COURTESY OF
MOVIE STAR NEWS)

of his early appearances on film can be found in In Old Ken-
tucky (1927), The Gbhost Talks (1929), and an early version of
Show Boat (1929). Director JOHN FORD used Fetchit fairly
often in demeaning roles in such films as Salute (1929), Fudge
Priest (1934), and Steamboat 'Round the Bend (1935).

If a movie was set in the rural Deep South, Fetchit was
likely to have a part in it. Although he usually played minor
roles, he did get top billing in an all-black film, Miracle in
Harlem (1947), but by then, his career was already on the wane.

Fetchit was a popular comic actor, at least among whites,
and he was much in demand during the 1930s, a decade in
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which he may have earned as much as $2 million. But he
eventually spent more than he had, going bankrupt in 1947.

With the advent of socially conscious films in the late
1940s such as Pinky (1949), racial attitudes were finally begin-
ning to change. Fetchit’s persona was so deeply ingrained in
the public consciousness, though, that despite his less out-
landish performances in films such as Bend of the River (1952)
and The Sun Shines Bright (1953), he was essentially finished
as an actor.

Perhaps in reaction to the image his name conjures up
among movie fans, he joined the Black Muslims in the latter
half of the 1960s. His last hurrah was a cameo appearance in
an all-black movie comedy called Amazing Grace (1974).

See also RACISM IN HOLLYWOOD.

Field, Sally (1946- ) An actress who came out of
lightweight TV sitcoms to win two Oscars for Best Actress.
Diminutive and perky, Field’s most successful portrayals have
generally been of poor rural women. Field overcame low
expectations for her Hollywood career to triumph as a major
star for more than a decade.

Field was born to a theatrical family. Her mother was the
movie actress Margaret Field, who later married actor Jock
Mahoney and changed her stage name to Maggie Mahoney.
With the knowledge and experience absorbed from her
mother and stepfather, Field achieved early success in televi-
sion as the star of two mind-numbing 1960s sitcoms, Gidget
and The Flying Nun. During this period, she also made her
film debut in a modest supporting role in the failed western,
The Way West (1967). She didn’t appear in another movie for
nine years.

Struggling to be taken seriously as an actress during the
1970s, Field received good reviews for her performance in
the well-received low-budget film about body building, Stay
Hungry (1976), but her big breakthrough came in 1977 in the
title role of the TV movie Sybi/, playing a woman with mul-
tiple personalities. Field won an Emmy for her performance
and gained newfound respect among filmmakers.

She also began a much publicized relationship with actor
BURT REYNOLDS, who cast her as his love interest in what
turned out to be some of his most popular movies, including
Smokey and the Bandit (1977) and The End (1978). She was
also the female lead in Henry Winkler’s debut movie, Heroes
(1977). In each case, however, she was secondary to the male
stars of these films.

After joining an all-star cast in Beyond the Poseidon Adven-
ture (1979), Field had the part of her life, playing the title role
in Norma Rae (1979). As a poor working-class southerner
inspired to better herself through the influence of a northern
labor lawyer, Field stunned the Hollywood establishment
with her strong, gutsy performance and won her first Acad-
emy Award for Best Actress.

She reteamed with Burt Reynolds for Smokey and the Ban-
dit II (1980), which she followed with Back Roads (1981); the
latter film flopped. She recouped smartly, however, when she
played a journalist, costarring with PAUL NEWMAN in Absence
of Malice (1981).
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Despite the failure of the light comedy Kiss Me Goodbye
(1982), her career went on the upswing thanks to her second
Oscar-winning performance in Places in the Heart (1984),
once again in the role of a tough rural character. Her success,
however, was somewhat militated by her unfortunate accept-
ance speech on national television, which remains one of the
most embarrassing moments in Academy Award history. Tak-
ing the Oscar in her hands, Field cried out to the audience,
“You really like me!” in a manner that made untold millions
all over the world cringe.

She has continued to receive grudging respect from her
peers thanks in part to her willingness to play second fiddle
to the talented TOM HANKS in Punchiine (1988), a movie
Field also produced. Field also produced Dying Young (1991),
which starred JULIA ROBERTS. In some of her next few films
she had small but significant minor roles: M’Lynn Eatenton
in the film adaptation of Stee/ Magnolias, a popular play and
film; Mrs. Miranda Hillard in Mrs. Doubtfire (1993); and Mrs.
Gump in the box-office hit Forrest Gump (1994). Her starring
role was as Betty Mahmoody in the controversial Not With-
out My Daughter (1991), a film about an American mother
trapped in Iran and ill treated by her Iranian husband. The
depiction of her plight and flight with her daughter were crit-
icized as being anti-Islamic.

She later appeared in some films made for television: An
Eye for an Eye (1996), in which she plays a vigilante mother;
From the Earth to the Moon (1998); David Copperfield (2000);
and The Court (2001); in the role of Justice Kate Nolan. On
the ER television series, she played a nurse’s psychotic
mother effectively through several episodes.

In the financially successful Where the Heart Is (2000), she
had a good role as the heartless mother. Her role in Say It
In’t So (2001) was less noteworthy; the film, made by the
folks who brought audiences Dumb and Dumber (1994), was a
critical and financial flop.

Fields, W. C. (1879-1946) The ultimate misanthrope
of the movies, Fields created a character hilariously put-upon
by virtually every institution in American society from mar-
riage to Hollywood itself. With his bulbous nose, portly body
supported by skinny legs, and his inimitable raspy voice,
Fields played dupe to a hostile world. Like all great comedi-
ans, he knew that the underdog gets the laughs. The master
of the throwaway line, he made his cinematic reputation
through the use of wry asides tossed slyly under his breath.
He said what a great many people were afraid to say, and
audiences loved him for it.

Born William Claude Dunkinfield, Fields came from a
poor family in Philadelphia. He ran away from home when
he was 11 years old. At the age of 14, he had perfected
enough skill to land a job as a juggler in an amusement park.
At the bottom of the vaudeville circuit, Fields began a climb
toward the top that took just six short years; at age 20, he was
a headliner.

The next 20 years of Fields’s life were prosperous and
productive. He toured the world with his comic juggling and
billiard acts and eventually joined the Ziegfeld Follies. His only
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film during this period was a silent short made of his vaude-
ville act called Poo/ Sharks (1915).

He was the star of the Broadway hit Poppy in 1923, and
the character he played, a con man with good intentions,
established his stage, film, and radio persona for the rest of
his career. When Poppy was bought by Paramount and rewrit-
ten, Fields was given a much-reduced part in the newly
named Sally of the Sawdust (1925), which was directed by D.
W. GRIFFITH. Fields was a hit in the movie, finding his film
career launched at the advanced age of 46.

In most of his subsequent silent films, the critics lauded
him and the public collectively shrugged its shoulders. Fields
was not a movie star yet. The tide began to turn in his favor,
though, when he made his first sound shorts, the most suc-
cessful of which were made for MACK SENNETT in 1932-33:
The Dentist, The Fatal Glass of Beer, The Pharmacist, and The
Barber Shop.

At Paramount, Fields appeared in a succession of films
that were moderately successful. Although he often had top
billing, movies such as Million Dollar Legs (1932) and Interna-
tional House (1933) were not adequately built around his
unique comic personality.

Nonetheless, while steadily building a cult following,
Fields starred in his most suitable vehicle to date, It a Gift
(1934). Finally, Fields had Baby Leroy to bemoan and a wife
against whom to direct caustic comments; the result was a
minor masterpiece. His reputation grew still further thanks
to his affecting, restrained performance as Mr. Micawber in
MGM’s production of David Copperfield (1935).

He completed only a few more films before illness kept
him idle for nearly two years. The hard-drinking screen

W. C. Fields had a reputation for hating children, but he
was caught here in a benevolent off-screen moment with
his on-screen nemesis, Baby Leroy. (PHOTO COURTESY
OF MOVIE STAR NEWY)

comic made one of his funniest films, The Man on the Flying
Trapeze (1935), and then, finally, Poppy (1936), in a version
closer to the original play that he had starred in more than a
decade earlier.

After leaving Paramount in 1938, Fields entered his short
but intensely creative period with Universal. The studio gave
him virtual carte blanche to make any movie he wanted, just
so long as it could be done on the cheap. Finally with the
freedom to create his own films, Fields made four comedies
that are considered among his best. Written under pen names
such as Mahatma Kane Jeeves and Otis J. Criblecoblis, Fields
penned You Can’t Cheat an Homest Man (1939), My Little
Chickadee (1940) with Mae West, The Bank Dick (1940), and
Never Give a Sucker an Even Break (1941). Legend has it that
the last of these scripts was written on the back of an enve-
lope by Fields while he sat on a toilet.

Never Give a Sucker an Even Break was Fields’s most out-
landish movie. Its threadbare plot concerned the making of a
movie by Fields, playing himself, and it was surrealism at its
most potent, taking a slap at Hollywood, filmmaking, and all
sorts of movie clichés. Although sometimes more astonishing
than funny, the film acutely captures Fields’s sour outlook
and expresses it in wildly imaginative style.

It was the last great film of his career. He appeared in a
few more minor movies in the early to mid-1940s, but his
drinking and failing health combined to keep him from being
active. He died on Christmas Day in 1946.

See also WEST, MAE.

film noir A term literally meaning “black film,” coined by
French film critics to describe a certain type of moviemaking
that became prevalent in America during the 1940s and early
1950s. In content and theme, films noir are concerned with
corruption, betrayal, cynicism, and disillusionment. The look
of the films matches their mood: odd angles, oppressive com-
positions, indoor scenes shot either in dark or dimly lit
rooms, and outdoor scenes inevitably shot at night, often on
rain-drenched streets.

While many films noir were made by directors with
European backgrounds, such as BILLY WILDER, FRITZ LANG,
MICHAEL CURTIZ, OTTO PREMINGER, and Robert Siodmak,
the noir style was actually ushered in by ORSON WELLES
when he made Citizen Kane (1941), a pensive and gloomy
movie that owed much to German Expressionism.

The film noir changed audience expectations concerning
heroes; it was the movement that gave birth to the Holly-
wood antihero, one of the earliest examples of which was
HUMPHREY BOGART’s Sam Spade in JOHN HUSTON’s version
of The Maltese Falcon (1941). Certainly, Bogart was the classic
film noir antihero.

America lost its innocence during World War II, and that
change was reflected in the films noir that began to prolifer-
ate during the early 1940s, such as This Gun for Hire (1942),
Double Indemnity (1944), Laura (1944), and Phantom Lady
(1944). But films noir soon exploded in popularity in the sec-
ond half of the decade due to millions of disillusioned sol-
diers who returned home with a harsher view of life, coupled
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with the new, apocalyptic presence of the atom bomb. That
troubled, disturbing world view was very much in evidence in
scores of dark and somber movies such as Spellbound (1945),
The Killers (1946), Out of the Past (1947), Body and Soul (1947),
and Ride the Pink Horse (1947).

As deeply pessimistic as the 1940s films noir were, they
had nothing on the violence and gloom and doom of their
early 1950s counterparts. For instance, The Enforcer (1951)
presented a society in which it seemed as if criminals ruled
everywhere except inside police headquarters. In The Big
Heat (1953) Lee Marvin, the villain, displayed unprecedented
sadism by scarring Gloria Grahame’s face with scalding cof-
fee. Finally, the darkest film noir of them all was Kiss Me
Deadly (1955), a movie containing one of the most nihilistic
climaxes in Hollywood history.

Fewer films noir were made in the later 1950s, and they
all but disappeared during the 1960s, but there have been
occasional intentional (often darkly nostalgic) recreations of
that style of moviemaking in the 1970s and 1980s, most
memorably in Chinatown (1974), Farewell, My Lovely (1975),
Body Heat (1981), and Blood Simple (1984).

See also ANTIHEROES.

final cut The fully edited work print to which the negative
is made to conform and from which the release prints are
made. Copies of the final cut are what audiences see on the
big screen.

Since the demise of the STUDIO SYSTEM, the question of
who determines the final cut of a film has become an impor-
tant contractual point. In Hollywood’s glory days, directors
never had the right of final cut; it was the prerogative of the
producing studio. In the last several decades, however, direc-
tors with commercial clout invariably insist upon (and
receive) the right of final cut. Nonetheless, this right is still
jealously guarded by the producers of most motion pictures.

See also ROUGH CUT.

Flynn, Errol (1909-1959) He was one of the most
dashing, charismatic leading men of the sound era. Both on
screen and off, Flynn was the epitome of reckless, romantic
masculinity. But perhaps JACK L. WARNER described Flynn
best when he wrote in his autobiography, “He had mediocre
talent, but to the Walter Mittys of the world he was all the
heroes in one magnificent, sexy, animal package. . . . Actor or
no actor, he showered an audience with sparks when he
laughed, when he fought, or when he loved.”

Unlike most actors who primarily appeal to either men or
women, Flynn was equally attractive as a character to both
sexes. Women found his virile attitude, charming accent,
handsome face, and lithe body thoroughly alluring. Men saw
him as an ideal of strength, courage, and quick-wittedness.
Considering the depth of his appeal, Flynn’s success in Hol-
lywood lasted a brief but spectacular 10 years.

While many believe that Flynn was Irish, he was actually
from Tasmania, an island near the Australian continent. His
family was well-to-do, but Flynn was too restless for tradi-
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Errol Flynn was just as handsome and dashing without his
mustache as he was with it. This early publicity shot reveals
the exuberance and charm that helped make him a star.
(PHOTO COURTESY OF THE SIEGEL COLLECTION)

tional schooling. Among a great many youthful adventures,
he prospected for gold, smuggled diamonds, hunted rare
tropical birds, managed a plantation, and worked as a police-
man. At one time, living in New Guinea, he was even tried
for murder (he was acquitted).

It was while he was still in New Guinea that he had his
first acting experience, appearing in a travelogue that essen-
tially served as a screen test. It landed him the role of
Fletcher Christian in a modest little version of Mutiny on the
Bounty that was titled In the Wake of the Bounty (1933).

Flynn decided to explore an acting career further and
went to England, where he landed work in the Northampton
Repertory Company. Spotted on the stage by a Warner Bros.
scout, he was signed up for his first film in Great Britain,
Murder in Monte Carlo (1934), at $150 per week, and then
shipped off to Hollywood.

In his first American film, The Case of the Curious Bride
(1935), he played a corpse. He made just one more film in a
modest supporting role, and then opportunity not only
knocked—it pounded.
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WARNER BROS. was planning a big costume-adventure
epic, Captain Blood (1935), with the well-known English actor
Robert Donat expected to play the lead. At the last minute,
Donat decided not to take the part. Warner Bros., more well
known for their hardboiled crime movies than their costume
dramas, had stars under contract such as EDWARD G. ROBIN-
SON, JAMES CAGNEY, and PAUL MUNI. They were hardly the
types to play the buccaneer Peter Blood. It was decided,
therefore, to gamble with two unknowns as the leads. Errol
Flynn was tapped for Blood, and 19-year-old OLIVIA DE HAV-
ILLAND was given the role of his love interest. With director
MICHAEL CURTIZ in charge, they were in excellent hands.

The film was an immediate hit, and Flynn was catapulted
into instant stardom. Not since DOUGLAS FAIRBANKS in the
mid-1920s had audiences thrilled to such swashbuckling der-
ring-do. Flynn and de Havilland made an excellent team and
were regularly paired together in movies through 1941.

Flynn’s starring role in yet another hit, The Charge of the
Light Brigade (1936), made it clear that his appeal was no
fluke. Soon thereafter he proved adept at comedy as well, star-
ring in The Perfect Specimen (1937), a clever reworking of It
Huappened One Night (1934). Flynn played the spoiled, rich
society character and Joan Blondell played the tough reporter.

His crowning achievement, however, was The Adventures
of Robin Hood (1938), directed with zest and style (as were so
many of Flynn’s early pictures) by Michael Curtiz. Filmed in
Technicolor, the movie was a stupendous hit, and Flynn was
at the height of his popularity.

When westerns became popular again in the late 1930s,
Flynn was outfitted with a cowboy hat, boots, and a six-
shooter. More often than not, he seemed rather silly in west-
ern garb, but audiences didn’t seem to care. Movies such as
Dodge City (1939), Virginia City (1940), and Sante Fe Trail
(1940) were all successful Flynn vehicles. Only when he was in
uniform, playing George Armstrong Custer in RAOUL
WALSH’s They Died with Their Boots On (1941), did Flynn seem
genuinely right for the part. More than that, it was an excel-
lent movie and one of his best performances of the 1940s.

In 1942 Flynn was accused of statutory rape. He went to
trial and was acquitted of the charges, but the press coverage
was sensational. One byproduct of the legal proceedings was
the expression, “In like Flynn.” The phrase entered the
American vernacular, much to the actor’s chagrin.

Unlike other celebrities involved in sex scandals, Flynn
didn’t suffer a loss in popularity. From 1942 onward, though,
most of his movies were directed more consistently toward
the male audience. From the clever and vibrant Raoul Walsh
film Gentleman Fim (1942), where Flynn played a boxer, to a
spate of war movies such as Desperate Fourney (1942), North-
ern Pursuit (1944), and Objective Burma (1945), the actor was
doing much more fighting than loving.

After the war, Flynn’s films had no focus or fire. His west-
erns seemed sillier than ever, and his light comedies and dra-
mas were rather poor vehicles. The Adventures of Don Juan
(1948) had a little fire but not enough to rekindle Flynn’s sag-
ging career. By 1951, he was reduced to starring in a Repub-
lic feature, The Adventures of Captain Fabian. Flynn was
certainly trying (the movie was based on his own original
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screenplay), but his hard living, alcohol swigging, and drug
taking were catching up to him. His looks were fading, and
movie fans were no longer interested in him.

Flynn tried to recapture his past glory with several swash-
bucklers in the early 1950s, even going overseas to find the
financing. It wasn’t until he began to play parodies of himself
as a drunken has-been that he resurrected his career as a sup-
porting player. Appearing in The Sun Also Rises (1957), Too
Much Too Soon (1958), and The Roots of Heaven (1958), Flynn
received good reviews.

He died of a heart attack at the age of 50 but not without
having the last word. His autobiography, My Wicked, Wicked
Ways, was published the year he died (1959), and in it he
proudly admitted, without apologies, all his faults and foibles.
He was everything he appeared to be, and he left a true-life
legacy just as spectacular as his years in the Hollywood sun.

Fonda, Henry (1905-1983) An actor who embodied
the plainspoken, yet unassuming character of the American
midwesterner. He was an actor first and a movie star second
in a career that spanned six decades.

Fonda came by his middle-American image honestly, as a
born-and-bred Nebraskan. Drawn to acting at an early age,
he worked as an amateur in the Omaha Community Play-
house (along with Marlon Brando’s mother). By 1928, he had
turned professional and, while in New England, joined the
University Players and worked with future theater and Hol-
lywood luminaries Joshua Logan, JAMES STEWART, and Mar-
garet Sullavan. He not only made a lasting friendship with
Jimmy Stewart, but he also married Margaret Sullavan. It was
the first of his five marriages.

His career on Broadway was rather modest through the
early 1930s until he found a major hit in The Farmer Tukes a
Wife, which ultimately became his first film vehicle in 1935.
In 1936, Fonda appeared in the hit movie The Tirail of the
Lonesome Pine. His role in that film became the basis not only
for Al Capp’s character Lil Abner, but it also brought Fonda’s
persona more into focus. Throughout the rest of his career,
he would usually play a variation on the man of integrity that
he portrayed in only his third motion picture.

Fonda worked steadily as both a leading man and sup-
porting player in the latter 1930s. His leads, however, were
usually against better-known female stars, such as BETTE
DAVIS in Fezebel (1938). Nonetheless, a few fine movies saw
excellent performances by Fonda in this period, particularly
You Only Live Once (1937) and The Story of Alexander Graham
Bell (1939). The film that changed his career wasn’t a terribly
big hit, but the director, JOHN FORD, was impressed with
Fonda, and their association during the next 15 years trans-
formed the actor’s career. After their first film together, The
Young Mr. Lincoln (1939), Ford used him again in Drums along
the Mobawk (1939), the huge hit that solidified Fonda’s image
as a star.

Just the same, to get the plum role of Tom Joad in John
Ford’s next film, The Grapes of Wrath (1940), Fonda had to
agree to a seven-year contract with Twentieth Century—Fox.
This film is the quintessential Henry Fonda movie, in
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which he plays an idealist who stands for what’s right and is
willing to fight for it. Fonda expressed an inner strength
and a quiet resolve that struck a deep, responsive chord in
audiences, who found him to be especially credible because
of his restraint.

Except for four other great films, the rest of the 1940s
were a washout for Fonda. He showed a deft light comedic
touch in PRESTON STURGES’ delightful comedy The Lady
Eve (1941). He also proved his devotion to progressive causes
when he starred in the antilynching film The Ox-Bow Incident
(1943). After his World War II navy service, Fonda teamed
up with John Ford again to make the classic western My Dar-
ling Clementine (1946), and then, in deference to Ford, he
joined the great director’s other star player, JOHN WAYNE,
and played his first bad guy, a stuffed-shirt army officer in
Fort Apache (1948).

Fonda had made four wonderful movies while under
contract to Fox but not enough to make up for all his poor
ones during his tenure at the studio. Fonda did what few
movie stars have done: He simply walked away from the
movies to pursue his first love, the theater. For the next six
years, Fonda appeared in three long-running hit plays on
Broadway: M. Roberts, Point of No Return, and The Caine
Mutiny Court-Martial.

Fonda might never again have appeared in the movies had
it not been for John Ford. The director was to make the film
version of Mr. Roberts, but Warner Bros., claiming that Fonda
had been off the screen for too long, did not want the actor.
Ford insisted that he would direct the film only if Fonda
played Roberts, even though the role had already been offered
to WILLIAM HOLDEN and MARLON BRANDO, and Brando had
already accepted the part. But Warner backed down and let
Ford have his way. Ironically, during the filming of Mn
Roberts, Fonda and Ford literally came to blows over how the
play was to be filmed and never worked together again.

M. Roberts was one of the top-grossing films of the year,
and Fonda’s film career was once more in full flower. He
found new roles in Hitchcock’s The Wrong Man (1956); Twelve
Angry Men (1956), a film of which Fonda was particularly
proud; and an Anthony Mann western, The Tin Star (1958).

After a successful return to Broadway in Two for the See-
saw and acting in a TV series, The Deputy, in the late 1950s,
Fonda tended toward elder statesmen roles, playing noble
politicians and/or presidents in movies such as Advise and
Consent (1961), The Best Man (1963), and Fail-Safe (1964). In
the late 1960s, he became a supporting actor in other stars’
films, keeping his name before the public but no longer car-
rying movies on his own. Yet he was often wonderfully effec-
tive even in smaller roles. One of the best of these was his
portrayal of a villain in Sergio Leone’s epic masterpiece Once
upon a Time in the West (1969).

When he was offered leading roles, however, Fonda did
well with them. He scored a hit with Yours, Mine and Ours
(1968) in which he costarred with Lucille Ball, once again
showing his sly comic touch. But such roles were relatively
rare; most of his other starring roles were in minor westerns
such as Firecreek (1968) and The Cheyenne Social Club (1970),
in which he costarred with his old friend Jimmy Stewart.
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In the 1970s, Fonda did very little film work. He had
once again returned to Broadway, scoring a huge success in a
one-man show based on the life of the famous attorney
Clarence Darrow. Fonda toured with Clarence Darrow all
over the country and eventually filmed the production as a
TV special. But the aging actor suffered during this time with
heart trouble.

He was a sick and dying man when he agreed to film On
Golden Pond (1981), a movie produced by his daughter, Jane.
Based on a Broadway play, On Golden Pond teamed Fonda
with KATHARINE HEPBURN as his wife and Jane Fonda as his
embittered daughter. The elder Fonda was magnificent and
won his first and only Academy Award as Best Actor. Some
said it was an Oscar given out of sympathy; others said it was
an Oscar given for the achievements of a lifetime. Regardless,
Henry Fonda was proud to receive the honor. He died
shortly thereafter with the same dignity he had exhibited
throughout his long, honorable career.

Fonda’s two children, Jane and Peter, both entered show
business, and both have had a significant impact on the movie
business, Jane as a major Hollywood star, and Peter mostly
for his short-lived success as a producer and star in the influ-
ential movie EASY RIDER (1969). Peter’s career had a revival
in the 1990s as evidenced by his remarkable performance in
Ulee’s Gold (1997), which won an Oscar nomination and a
Golden Globe. His granddaughter, Bridget Fonda (daughter
of Peter), has also appeared in such films as Scandal (1989)
and Frankenstein Unbound (1990).

See also FONDA, JANE; THE GRAPES OF WRATH.

Fonda, Jane (1937- ) The daughter of Hollywood
icon Henry Fonda and sister of actor-director-producer
Peter Fonda, she has been a movie star since the early 1960s.
Fonda is an accomplished, if mannered, actress who has won
two Best Actress Oscars and has garnered an additional five
Best Actress ACADEMY AWARD nominations in a career that
has included more than 30 movies. There is hardly another
modern screen star who has had a more adventurous film
career than Fonda.

Though brought up in the movie business, young Jane
had little interest in acting, preferring the art world to Hol-
lywood. Though she made her stage debut at the age of 16,
acting with her father in the Omaha Community Theater
production of The Country Girl in 1954, Fonda ignored the
applause of the audience and continued her formal education
at Vassar, later attending an art school in Paris.

After returning from Europe, she found it relatively
easy—thanks to the Fonda name and her striking good
looks—to build a career as a model in New York. She became
a cover girl but found little satisfaction in the work and soon
began to explore her father’s profession at the Actors Studio.

She made her film debut in Joshua Logan’s Tall Story
(1960), playing the female lead. (Logan was an old friend of
her father’s from their youth.) Audiences liked her and her
career continued apace with such films as Walk on the Wild
Side (1962), The Chapman Report (1962), and Sunday in New
York (1963). Fonda then began to star in European films that
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she interspersed with her Hollywood projects. For instance,
in 1964 she starred in a French production titled The Love
Cage as well as La Ronde, which was directed by Roger Vadim,
whom she married the following year.

After strong performances in hits such as Cat Ballon
(1965), Any Wednesday (1966), and Barefoot in the Park (1967),
she shocked the film industry by starring in her director/hus-
band’s erotic sexual fantasy movie Barbarella (1968). The film
was no masterpiece, but it was an amusing romp that has
since become something of a cult favorite.

From a career perspective, however, Fonda’s credibility as
a serious actress was seriously undermined by her flamboyant
success in Vadim’s film. She quickly restored her respect in
Hollywood and gained an Oscar nomination for her per-
formance in the bleak drama They Shoot Horses, Don’t They?
(1969). She followed that critical success with yet another
much-admired performance, this time in the hit Klute (1971),
winning her first Best Actress Academy Award.

It was to be the last box-office winner she would have for
the next six years as Fonda expanded her outspoken opposi-
tion to the war in Vietnam. She went so far as to travel to
North Vietnam and allow herself to be photographed sitting
behind an andaircraft gun. Known as Hanoi Jane by Ameri-
can soldiers in South Vietnam, there were serious calls in the
United States to try her for treason. Nothing came of such
threats because America was not technically at war with
North Vietnam.

During these emotionally charged years, Fonda either
starred in or helped produce, write, and direct a number of
antiwar documentaries, such as Jean Luc Godard’s Tout va
bien (1972), Free the Army (1972), and Introduction to the
Enemy (1974).

When Fonda returned to commercial filmmaking, it was
to appear in an all-star version of The Blue Bird (1976), a joint
Russian and American film venture that bombed.

Finally, with Vietnam less prominent in the American
psyche, Fonda starred in an impressive number of hit films
that dealt with serious political, cultural, and social issues, but
she did so within the bounds of solidly commercial enter-
tainment. Movies such as Fun with Dick and Jane (1977), Julia
(1977), Coming Home (1978)—for which she won her second
Best Actress Oscar—The Electric Horseman (1979), The China
Syndrome (1979), and Nine to Five (1981) turned Fonda into
one of the most bankable female stars in Hollywood during
the late 1970s and early 1980s.

The emotional highlight of her career was surely working
with her father in a film for the very first and last time. The
movie, which she produced, was On Golden Pond (1981), and
the elder, ailing Fonda won the Best Actor Oscar just a short
time before he died.

During much of the 1980s, Fonda became involved in
producing exercise/fitness books and videotapes that became
huge best-sellers. Her biggest success in this area was The
Fane Fonda Workout, which was at the top of best-seller lists
for more than two years.

Her acting during the mid- to late 1980s was limited but
effective. She won an Emmy for her TV performance in The
Dollmaker (1984) and was nominated for an Oscar when she
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played an alcoholic in The Morning After (1986). Fonda
geared up to make more movies at the end of the decade,
when her own production company, Fonda Films, produced
her first film in three years, Old Gringo (1989), in which she
plays a virgin schoolteacher in a tale about the strange dis-
appearance of writer Ambrose Bierce in Mexico. The film
was an odd literary and political western, and the result,
despite strong performances from GREGORY PECK and
Jimmy Smits, was scrambled and unconvincing. That same
year, she played opposite ROBERT DE NIRO in Stanley and
Iris, a tale in which she teaches De Niro how to overcome
his illiteracy and his shyness. The picture had a weak script
but strong performances.

Divorced from her longtime husband, former radical
activist and California state senator Tom Hayden, Fonda mar-
ried media mogul Ted Turner, but the couple split in 2001.

See also FONDA, HENRY.

Fontaine, Joan (1917- ) A year younger than her sis-
ter, Olivia de Havilland, she became a star when she was
almost ready to quit the movie business. Though she
appeared in more than 50 films, she is best remembered for a
handful of roles calling for her to play plain-looking, fright-
ened women in dangerous circumstances.

Like her sister, Joan was born to the de Havilland family
in Tokyo. After Olivia’s sudden fame in Captain Blood (1935),
Joan decided to try her luck in the movies as well. Having a
famous sibling didn’t hurt, but her climb to the top was still
painfully slow.

Originally acting under the name of Joan Burfield, she
appeared in a JOAN CRAWFORD film, No More Ladies (1935),
but her part was so small she was barely noticed. While
gaining more stage experience, she dropped Burfield, chose
her stepfather’s last name, and became Joan Fontaine. RKO
gave her another chance at the movies in 1937, and the
actress appeared without distinction in several films.
Nonetheless, because she had an English accent (her par-
ents were English), she was given the opportunity to
become GINGER ROGERS’s successor as FRED ASTAIRE’s
dancing partner in Dasmsel in Distress (1937). Fontaine did-
n’t really dance, and the movie was only mildly successful,
accomplishing little for her career. She continued making
inconsequential movies until she had a chance to shine in a
modest role in Gunga Din (1939) as DOUGLAS FAIRBANKS
Jr’s fiancée.

Though Olivia de Havilland was quickly cast in the sup-
porting role of Melanie in Gone With the Wind (1939), Joan
had a chance to test for the leading role of Scarlett O’Hara,
and though virtually everybody in Hollywood tested for the
role, the film’s original director, GEORGE CUKOR, was
impressed with Fontaine, and he cast her in The Women (1939).

After five years of acting, though, Fontaine felt that she
was running in place and was prepared to quit the profession
and marry actor Brian Aherne. Then at a party, DAVID O.
SELZNICK asked her to test for a role in ALFRED HITCH-
COCK’s first American film. The movie was Rebecca (1940),
and both Joan Fontaine and the film were smash hits. Her
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portrayal of the shy, circumspect (and endangered) second
wife of Max de Winter (Laurence Olivier) was enormously
appealing. She repeated that same sort of characterization in
Hitchcock’s Suspicion (1941) and won a Best Actress Oscar for
her efforts. As the title character in 7ane Eyre (1944), she gave
yet another stellar performance.

Her other films of the 1940s were considerably lesser
vehicles, except for Letter from an Unknown Woman (1948),
which may very well be her best film. Again, she played a shy
woman, this time taken advantage of by a worldly playboy
(Louis Jourdan).

A well-publicized feud between Fontaine and her sister
during the height of their careers kept their names in the
newspapers even when their films weren’t worthy of mention.
Fontaine’s films, especially in the 1950s, were more and more
often not worth mentioning. September Affair (1950) and Somze-
thing to Live For (1952) were two of her rare good movies. She
made a noble attempt in Island in the Sun (1957), a film about
racism, in which she played Harry Belafonte’s lover.

Hollywood isn’t as kind to aging female beauties as it is to
aging male actors, with very few good parts available for
older women. Fontaine was finally reduced to doing a horror
film in England called The Witches (1966).

Joan Fontaine retired from the movie business, wealthy
and with a handful of movie performances for which she can
be justifiably proud.

See also DE HAVILLAND, OLIVIA.

Ford, Glenn (1916- ) A leading man of the postwar
era who became a star due to his stoic style. Ford, who
appeared in more than 80 movies, was a versatile actor who
was equally adept in light comedies, crime films, and west-
erns. Audiences responded to his “everyman” features and his
down-to-earth warmth.

Born Gwyllyn Samuel Newton Ford in Quebec, Canada,
his well-to-do family moved to southern California when he
was still a child. He began to act while in high school in Santa
Monica and continued to act with small theater groups until
he was noticed by COLUMBIA PICTURES, which signed him to
a contract in 1939.

Ford was given leading, if not starring, roles from the
very start; for instance, he was the young male love interest
in his motion picture debut in Heaven with a Barbed Wire
Fence (1939). Though the films he was featured in were often
low-budget affairs, such as Babies for Sale (1940) and Blondie
Plays Cupid (1940), Ford was clearly being groomed for big-
ger things.

World War II, however, altered Columbia’s plans for
their young comer. After appearing in 14 films released
between 1939 and 1943, Ford joined the war effort by enlist-
ing in the Marine Corps. The studio, in an effort to reestab-
lish the actor as a viable box-office force after his discharge
from the service at the end of the war, paired him with their
hottest female star, RITA HAYWORTH. The result was a huge
hit, Gilda (1946). Ford followed that success by playing oppo-
site another strong female star, BETTE DAVIS, in yet another
hit, A Stolen Life (1946). His career was back on track.
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A workhorse actor, Ford appeared steadily in films until
the late 1960s when he finally turned to television. If he
seemed indiscriminate in his choice of material (the quality
was extremely variable), he was fortunate enough to appear in
so many films that the odds of landing in a genuinely good
movie were finally in his favor. Regardless of quality, though,
Ford remained quite popular and enjoyed a particularly suc-
cessful string of films in the 1950s, which include The Big
Heat (1953), The Blackboard fungle (1955), The Teabouse of the
August Moon (1956), and 3:10 to Yuma (1956). It’s worth not-
ing, though, that in most of his big hits he was often upstaged
by his supporting cast.

The actor’s career held steady into the early 1960s thanks
to the success of The Courtship of Eddie’s Father (1963). It was,
however, his last big hit. After the modest success of The
Rounders (1966), he found himself being cast in lower-budget
movies such as Day of the Evil Gun (1968).

By 1970, Ford had begun to star in TV movies, even try-
ing his luck at a TV series, Cade’s County in 1971, without
success, and again with Holvak in 1975. His big-screen
appearances were few and far between during the rest of the
century. Casablanca Express (1989) and Raw Nerve (1991) were
disasters for Ford, though his made-for-TV Final Verdict role
suggested that he had more talent than access to good scripts.
His most memorable role after 1970 was as Superman’s
human stepfather in the original Superman (1978).

Ford, Harrison (1942- ) This ruggedly handsome
actor has starred in four of the 10 top-grossing films of all
time, an unprecedented achievement. Associated with action
roles, Ford brings depth to his characterizations with a
world-weary style reminiscent of HUMPHREY BOGART. He
often plays cynical antiheroes who manage to win audience
sympathy, thanks to his energetic and intelligent perform-
ances. In a career that has been closely tied to two of Amer-
ica’s most gifted modern directors, GEORGE LUCAS and
STEVEN SPIELBERG, Ford has created a hip action image that
appeals to a wide cross-section of the moviegoing public.

Born in Chicago, Ford spent his youth in the Midwest,
obtaining his first serious taste of acting in theater produc-
tions at Ripon College in Wisconsin. After a short stint play-
ing in stock, he decided to break into the movie business. He
had a promising beginning, signing contracts with Columbia
and (later) Universal, but the STUDIO SYSTEM in the 1960s
was no longer capable of grooming new stars.

His first significant film role was a small part in the JAMES
COBURN film Dead Heat on a Merry-Go-Round (1966), but
with his square-jawed, raw-boned good looks, Ford was a
natural for westerns. Though cowboy roles were fast becom-
ing a thing of the past, he managed to land guest-starring
roles on TV shows such as Gunsmoke and The Virginian and
small parts in films such as Fourney to Shiloh (1968), but his
career was floundering.

After a modest role in the Elliott Gould film Gezting
Straight (1970), Ford quit acting to become a professional
carpenter. Then George Lucas turned Ford’s career around
by giving him a small part in the sleeper hit of 1973, Ameri-
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can Graffiti. The film yielded a bumper crop of new stars, but
Ford was not immediately one of them. Lucas remembered
the actor, though, and gave him the plum role of Han Solo in
Star Wars (1977) after the actor had been struggling for sev-
eral years. The film was a smash hit, and Ford became an
instant star. He moved quickly to solidify his position in the
industry, but his follow-up films, Heroes (1977), Force 10 firom
Navarone (1978), and Hanover Street (1979), received a tepid
response at the box office. The latter film, however, received
good reviews, particularly for Ford. He costarred with Gene
Wilder in his next film, the western comedy The Frisco Kid
(1979), which also received favorable notices. His reputation
as an actor was growing.

Ford once again played Han Solo in the George Lucas
production of the second Star Wars film, The Empire Strikes
Back (1980). The film’s gargantuan success revitalized Ford’s
box-office appeal. Lucas then produced the Steven Spielberg
movie Raiders of the Lost Ark (1981) with Ford in the lead as
the archaeologist/adventurer Indiana Jones. By this time,
Ford had starred in three blockbusters in a period of just five
years. After playing a futuristic Bogart type in the visually
stunning box-office flop Blade Runner (1982), he got back on

Harrison Ford is a modern-day Gary Cooper. A rugged,
masculine appearance and a gruff, no-nonsense style—
leavened with a sense of humor—have made him a
popular star of adventure films. He is seen here in Indiana
Fones and the Temple of Doom (1984). (PHOTO COURTESY
OF HARRISON FORD)
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track again with the 1983 Return of the Jedi (Star Wars I11, his
fourth top-10 grosser) and 1984’s Indiana Jones and the Tem-
ple of Doom, eventually starring in yet another monster hit,
Indiana Fones and the Last Crusade (1989).

Since the mid-1980s, however, Ford has starred in several
films that have displayed the wide range of his talents, most
notably Witness (1985), for which he received a Best Actor
Oscar nomination. His performances in films such as Mos-
quito Coast (1986), Frantic (1988), and Working Girl (1988)
continued to add to his stature as an actor.

Propelled to superstardom by Star Wars and the Indiana
Jones series, Ford became more selective in his choice of
films. He played, for example, the American president in Air
Force One (1997), the popular Jack Ryan in adaptations of
Tom Clancy’s novels Patriot Games (1992) and Clear and Pre-
sent Danger (1994), and Richard Kimble, the man on the run
in The Fugitive (1993), a film spawned by the popular 1960s
television series. Ford was nominated for a Golden Globe
Best Actor award for The Fugitive in 1993 and again in 1995
for the remake of the classic Sabrina. Usually seen as a pro-
tagonist intent upon protecting his family, Ford played a dif-
ferent role in What Lies Beneath (2000), a Hitchcockian
suspense film in which Ford is willing to murder his wife to
protect his reputation and career. The film, directed by hit-
maker Robert Zemeckis, grossed more than $150 million. In
Random Hearts (1999), an excellent melodrama involving the
effects of grief, loss, and survival, Ford starred with Kristin
Scott Thomas as spouses who discover that their mates,
killed in an airplane accident, were having an affair.

A major departure for Ford was the humanizing role he
played in Regarding Henry (1991), in which his character, a
hard-nosed businessman, assumes a different persona under
the influence of amnesia after suffering a gunshot wound.
Another casting departure for Ford was his chilly portrayal
of a Soviet submarine captain in K-19: The Widowmaker
(2002, based on a cold-war naval incident). At the age of 56
in 1998, Ford was proclaimed People magazine’s “Sexiest
Man Alive,” a tribute to his charisma and ability to pack fans
into movie houses.

See also AMERICAN GRAFFITI; STAR WARS.

Ford, John (1895-1973) When ORSON WELLES was
asked which American directors he favored, the man who
made film history with CITIZEN KANE replied, “The old mas-
ters, by which I mean John Ford, John Ford, and John Ford.”
In his long career in Hollywood, Ford made 112 feature
films, a good many of them becoming cherished classics.
Among his many achievements, Ford became the cinematic
chronicler of the American West, elevating the western genre
to poetic heights and discovering JOHN WAYNE and making
him a star. Ford also was a director of conscience who made
the landmark films THE GRAPES OF wRATH (1940) and
Cheyenne Autumn (1964).

Born Sean Aloysius O’Feeney in a small town in Maine,
Ford grew up in a traditional Irish family. When he gradu-
ated from high school, he immediately went west to join his
elder brother, Francis, in Hollywood. Francis, 13 years John’s
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senior, had changed his last name to Ford, and the kid
brother did the same. Francis was a writer-director and actor
for Universal, and he helped John get his start.

According to PETER BOGDANOVICH in his book 7ohn
Ford, the young man began his distinguished film career in
1913 as a laborer, stunt man, actor, and third assistant prop
man. By 1917, however, he was already directing two-reel
westerns starring Harry Carey. During his early apprentice-
ship, he called himself Jack Ford, but he changed his name to
John Ford when he directed Cameo Kirby (1923), although his
friends continued to call him Jack until the day he died.

His first important film was The Iron Horse (1924), an epic
western about the building of the railroads. It was heavily
influenced by D. W. GRIFFITH’ earlier work, but having
directed a big-budget hit gave the young filmmaker a higher
level of credibility in the business. He worked steadily
throughout the rest of the silent era and made a relatively
easy transition to sound films.

In the 1930s, Ford made movies of every kind, from come-
dies such as Up the River (1930) to action films such as Subrma-
rine Patrol (1938). He worked with actors as disparate as BORIS
KARLOFF (The Lost Patrol, 1934) and SHIRLEY TEMPLE (Wee
Willie Winkie, 1937). Yet Ford’s films of this period, despite
their obvious differences, had much in common: Specifically,
they were about codes of conduct (Mary of Scotland, 1936),
moral expectations (Stagecoach, 1939), and, more often than
not, the creation of myths (Young Mr. Lincoln, 1939).

Ford’s reputation reached new heights in 1935 when he
won a Best Director Oscar for The Informer. Critics lauded
the film’s impressionistic Irish streets full of mist and dark
shadows. Ford, who didn’t care very much for critics,
shrugged off the praise, admitting that he filled the set with
mist and kept the star, VICTOR MCLAGLEN, in shadows
because he didn’t have a big enough budget for sets.

It was typical of Ford to ignore high praise of his movies.
He didn’t claim to be an artist, though he clearly was one
despite his protestations. In the late 1930s, Hollywood saw
him as its premier director, leading DARRYL F. ZANUCK of
TWENTIETH CENTURY-FOX to choose Ford to direct The
Grapes of Wrath (1940).

Hollywood had never taken on a social issue in quite the
grand manner as this film version of John Steinbeck’s novel
about the Great Depression and the Okies who fled the Dust
Bowl. Ford’s feeling for the land and for the downtrodden Joad
family was communicated in the carefully directed gestures of
the actors, giving the movie a powerful emotional charge.

Ford’s empathy for the Joad family was similar to his feel-
ings for his Irish roots, and the director made “Irish” movies
throughout his career. The best of these include How Green
Was My Valley (1941) and The Quier Man (1952), which cap-
tured the feelings that many an immigrant American felt for
the land of their forebears, no matter what country they may
have come from.

After serving as a filmmaker for the government during
World War II and making, among others, the classic docu-
mentary The Battle of Midway (1942), Ford returned to Hol-
lywood and soon began a series of western movies that were
to become the crowning achievement of his career.
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Ford hadn’t made a western since his silent days, except
tor Stagecoach in 1939, the film that briefly brought westerns
back into vogue before World War II and made a star out of
a “B” movie actor, John Wayne, whom Ford believed had
major star potential.

My Darling Clementine (1946), an intelligent, thoughtful
movie about civilization coming to an untamed land, was
Ford’s first postwar western. It was a theme to which Ford
would return time and again throughout the rest of his career.

Fort Apache (1948), She Wore a Yellow Ribbon (1949), and
Rio Grande (1950) constituted the director’s cavalry trilogy.
But Ford’s acknowledged masterpiece among his westerns is
The Searchers (1956). One movie that is best representative of
the theme underpinning Ford’s westerns is The Man Who
Shot Liberty Valance (1962). At the end of the film, a reporter
learns that the oft-told story of who shot the outlaw Liberty
Valance is based on a lie, but the reporter, caught between the
truth and a legend, chooses to “print the legend.” It was
always Ford’s belief, as exemplified in so many of his films,
that people need heroes and heroism to inspire them, even if
it’s at the expense of truth.

Toward the end of his magnificent career, Ford made a
point of correcting some of the racial stereotypes he had fos-
tered in many of his earlier films: In Sergeant Rutledge (1960),
which starred black actor Woody Strode, he dealt with racial
bigotry; in 1964, he gave Indians their due in Cheyenne
Awutumn; and long before it was fashionable, he made a strong
feminist film, 7 Women (1966).

Ford was famous for his use of Monument Valley for nine
of his westerns, a majestic setting on the border between Ari-
zona and Utah. Perhaps the other dependable element in his
films was the presence of John Wayne, who was the arche-
typal Ford hero. But Wayne wasn’t the only actor who con-
sistently showed up in John Ford movies. The director had
an unofficial stock company made up of Ward Bond, Ben
Johnson, Harry Carey Jr., Maureen O’Hara, Woody Strode,
and Victor McLaglen. HENRY FONDA appeared in quite a
number of Ford films, beginning in 1939, but their relation-
ship ended in 1955 when they fought over the direction of
Mr: Roberts.

Ford, of course, was not alone in making his great
movies. He has been closely associated with a handful of
screenwriters who helped shape his vision, including FRANK
S. NUGENT, DUDLEY NICHOLS, and NUNNALLY JOHNSON.

See also STAGECOACH; WESTERNS.

Forman, Milos (1932- ) A Czech writer-director
who fled to America when the Russians invaded his home-
land after the “Prague Spring” of 1968. Though Forman has
made relatively few movies, those he has made have often
been enormously popular with both critics and audiences. A
rebellious sort, Forman is clearly in tune with the young. But
his identification with the youthful outsider is not cynical or
fashionable posturing; Forman’s cinema celebrates commit-
ment and positive action.

Born to a Jewish professor father and a Protestant
mother, Forman was orphaned when his parents perished in
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Hitler’s concentration camps. Raised by relatives, he later
attended Prague’s Academy of Music and Dramatic Art. After
penning a number of screenplays in the 1950s, he wrote and
directed Audition (1963), followed by the short If There Were
No Music (1963). His first feature, Black Peter (1964), won
first prize at the Locarno Film Festival. Forman’s next two
projects, Loves of a Blonde (1965) and The Firemen’s Ball
(1968), were wry comedies that became international art-
house hits.

Luckily, Forman happened to be in Paris when the Soviets
invaded Czechoslovakia to quell dissident uprisings. In exile,
he soon arrived in the United States and made his American
directorial debut with the successful comedy Taking Off (1971).
After participating as one of the directors of a documentary
about the 1972 Olympics in Munich, Visions of Eight (1973), he
was hired by MICHAEL DOUGLAS to direct One Flew over the
Cuckoo’s Nest (1975), which was the only film he did not at least
cowrite. The picture swept the Academy Awards, becoming
the first film since FRANK CAPRA’s Ir Happened One Night
(1935) to take all five top Oscars—Best Picture, Best Actor,
Best Actress, Best Screenplay, and Best Director.

Forman went on to adapt the Broadway hit Hair to the
screen in 1979, but the film’s content was badly outdated by
the time of its release. In any event, the movie was highly
praised by the critics if lightly attended by audiences. Forman
stumbled slightly yet again when he turned the hit novel Rag-
time into a movie in 1981. Though the reviews were gener-
ally positive, the box-office response was not. But the critics
and the public agreed that Amadeus (1984) was well worth the
price of admission. This unlikely popular musical about the
life of Mozart and his chief rival, Salieri, was a soaring mas-
terpiece, a magical blend of music and visual virtuosity.
Filmed in the land of Forman’s birth, the movie won eight
Oscars, including Best Director and Best Picture.

Forman’s Valmont (1989) was a superior adaptation of the
novel Les Liaisons dangereuses, but it was overlooked and neg-
lected because it had been eclipsed by the success of the
Stephen Frears adaptation of Christopher Hampton’s play
version of the same story. Forman’s next film, The People vs.
Larry Flynt (1996), earned Forman another Oscar nomina-
tion for Best Director, but it was attacked by feminists
because it dealt sympathetically with the smut merchant who
built a porn empire based on his shameless monthly, Hustler
Another biopic followed, Man on the Moon (1999), telling the
life story of eccentric comedian Andy Kaufman, played by
Jim Carrey. The film received more than its share of media
attention but was not successful at the box office.

Fosse, Bob  See MUSICALS.

Foster, Jodie (1963— ) A child actress of remarkable
poise and maturity who has since grown up to become a sig-
nificant adult performer and director. She and Brooke
Shields were the two hottest young actresses during the
1970s, but Foster has since proved to be the more talented
and versatile artist. It must be acknowledged, however, that
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Foster has had the advantage of far more experience than
Shields, having begun her acting career at the age of three.

Born in the Bronx, New York, Foster spent her early
childhood working in WALT DISNEY television shows. She
was all of nine years old but a veteran, nonetheless, when she
made her motion picture debut in a starring role in Napoleon
and Samantha (1972). Other early roles included Becky
Thatcher in Tom Sawyer (1972) and a bit part in the Raquel
Welch film Kansas City Bomber (1972). She might just as eas-
ily have been a TV actress during these years, having had
roles in two different failed television series: Bob and Carol
and 1éd and Alice (1973) and Paper Moon (1974).

Foster’s most important break came when she met direc-
tor MARTIN SCORSESE, who first cast her in a small part in his
film Alice Doesn’t Live Here Anymore (1973). Impressed with
the precocious actress, he cast her three years later in the piv-
otal role of the child prostitute in Tixi Driver (1976), the film
that vaulted her to national prominence. The controversy
surrounding her portrayal of the teenage streetwalker who
befriends a potential assassin (ROBERT DE NIRO) tended to
overshadow her utterly convincing performance. But in that
same year, her tongue-in-cheek playing of a MAE WEST-like
character in the bizarrely amusing Bugsy Malone opened a lot
of eyes to her talent.

Foster seemed on the verge of a major career, but there
were relatively few roles for 13-year-old girls in Hollywood.
She ended up in another Disney movie, Freaky Friday (1977),
and then a dark murder thriller, The Little Girli Who Lives
Down the Lane (1977), in which she played the ever-so-cute
but deadly murderer.

Having studied at the bilingual Lycée Francaise in Los
Angeles, Foster easily made the transition to international
films, making movies in France and Italy during the late
1970s. These did not find audiences in America nor did Foxes,
released in the United States in 1980. She registered a rich
and intriguing supporting performance in an underrated
movie about carnival life, Carny (1980), but Foster could not
escape her difficulty in finding the right roles in the right
movies; she seemed all at once to be too smart and too young
and was a challenge to cast.

The actress solved her problem by taking a hiatus from
her career to go to Yale University. While she was at Yale,
her past came back to haunt her when a deranged young
man named John Hinckley attempted to reenact a scene
from Taxi Driver to win Foster’s affection. Hinckley
wounded then-president RONALD REAGAN in an unsuccess-
ful assassination attempt.

Foster stayed out of the public eye during much of the
early 1980s. She pursued her studies and wasn’t seen again on
the big screen until she joined the ensemble cast of Hote/ New
Hampshire (1984). The film was roundly panned and quickly
disappeared. A number of other films followed during the
next several years, none of them successful. The Blood of Oth-
ers (1984), Mesmerized (1986), and Siesta (1988) were all
rather poor, and some of them were never even theatrically
released in America.

It appeared as if Foster was going to be yet another child
actress who could not make the transition to adult roles. But
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Jodie Foster in Nell (1994) (PHOTO COURTESY
TWENTIETH CENTURY FOX)

then came three films in a row, all of which garnered her
excellent reviews. The first two, Five Corners (1988) and
Stealing Home (1988), were not commercial hits but critics
raved about her performances. The third, The Accused (1988),
not only won critical raves, but also brought Foster her first
Best Actress Oscar.

Her most famous role, directed by Jonathan Demme in
1991, costarred ANTHONY HOPKINS as her nemesis Dr. Han-
nibal Lecter in The Silence of the Lambs. Her performance
combined naive innocence with a grim, gritty determination.
This determination carried over to Little Man Tate (1991), in
which she played the mother of a child genius in her first
effort as film director. She starred with RICHARD GERE in
Sommersby (1993), an American remake of The Return of Mar-
tin Guerre (1983), and with MEL GIBSON and James Garner in
the sequel to the TV western Maverick (1994), moving to
parody and comedy from sentimentality. Her range was
extended in Nell (1994), an adult version of the wild-child
story. Although the script was not outstanding, her perform-
ance won her an Oscar nomination. In 1995 she directed (but
did not appear in) Home for the Holidays, about a dysfunctional
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family at Thanksgiving. She returned to acting in 1997 with
Contact, directed by the ever-popular ROBERT ZEMECKIS, a
thought-provoking drama about the attempt of an idealistic
astronomer to make contact with intelligent life on a distant
star. She received a Golden Globe nomination for Best
Actress in this film. In Anna and the King (2000), a nonmusi-
cal remake of The King and I, she played the intrepid West-
ern governess who improbably saves the kingdom of Siam.
The film was insipid in its treatment of stereotyped “Orien-
tals.” Foster returned to the thriller genre in Panic Room
(2002), playing another brave heroine.

four-walling The distribution strategy of renting movie
theaters at a set fee to exhibit a motion picture. The practice
is called four-walling because the usually small, independent
filmmakers or companies that follow it buy all four walls of
the theater for the length of the run. In normal distribution,
the theater owners generally receive a percentage of a film’s
box-office gross. Due to the fact that four-walled films are
almost always unknown commodities, theater owners pro-
tect themselves with the flat fee and the filmmakers, by pay-
ing for the theaters themselves, guarantee their movies
much needed exposure.

The purpose of the practice is to build interest and
word-of-mouth for a film with the hope that a good show-
ing will convince a powerful distributor to buy the movie
and show it nationally.

Sometimes, though, four-walling can be so successful that
a national distributor might not even be needed.

Saturation booking (renting as many theaters as possible
in a concentrated area) on a four-wall basis can make a small
independent movie appear to be a major release. If a movie
does good box office on that basis, the same procedure can be
repeated over and over again in different areas of the coun-
try. An example of an independent movie that was success-
fully four-walled into a national hit is Billy Fack (1971).

Frankenheimer, John (1930-2002) A former TV
director whose early film career in the 1960s made him one
of Hollywood’s new shining lights, Frankenheimer’s searing
studies of alienation marked him as a visually acute director
of somber, often depressing movies. He most successfully
directed thrillers; his other films were generally plodding
affairs that were attacked by critics and ignored by audiences.

Frankenheimer came from a well-to-do family, finding
his interest in the movies whetted by his experience in mak-
ing several short films for the “Film Squadron” while he
served in the U.S. Air Force during the early 1950s. He went
on to become a TV director, eventually winning recognition
for his work on the prestigious Showcase 90 program.

He was briefly among the first wave of TV directors to
take the plunge into feature filmmaking when he made The
Young Stranger (1956). Though the movie was well received,
Frankenheimer didn’t return to the big screen again until
1961 when he directed The Young Savages. It was the start of
a short-but-sweet streak of critical and commercial success
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that briefly vaulted him to the top of the directorial heap in
the early 1960s. His strong handling of A/ Fall Down (1962),
Birdman of Alcatraz (1962), The Manchurian Candidate (1962),
Seven Days in May (1964), and The Train (1964) made him
one of the hottest directors in Hollywood.

His descent from the top was as quick as his rise. Curi-
ously, the film that started his tumble was actually, in retro-
spect, one of his most stunning achievements. The movie was
Seconds (1966), a daring and visually adventurous film about a
man who finds a way to become young again and has a sec-
ond chance at a new life. Despite its virtuoso direction, the
movie was scorned by the critics, and audiences were put off
by its depressing climax. Grand Prix (1966) was a more suc-
cessful movie, but critics called it a sellout.

Frankenheimer had had enough. He moved to Europe
and made a number of interesting flops, the best among them
The Fixer (1968), The Gypsy Moths (1969), and I Walk the Line
(1970). By the early 1970s, his once-promising career was in
a shambles. He inched his way back with the ponderous if
critically acclaimed film version of The Icernan Cometh (1973),
followed by several thrillers. His biggest films of the later
1970s were The French Connection 1I (1975) and Black Sunday
(1977), after which he fell into obscurity with another series
of sometimes interesting flops, such as Prophecy (1979), The
Challenge (1982), and The Holcroft Covenant (1985).

In 1988 Frankenheimer was rediscovered by many crit-
ics with the rerelease of the The Manchurian Candidate.
FRANK SINATRA, who starred in the film and owned the
rights to it, had refused to let it be shown since the 1960s
due to its eerie similarities to President Kennedy’s assassi-
nation. When Sinatra finally allowed The Manchurian Can-
didate to be seen, it was newly hailed as a masterpiece and
did surprisingly big business at the box office despite the
fact it was more than 25 years old and shot in black and
white. Frankenheimer’s career consequently received a shot
in the arm, the result of which was the disappointing Dead
Bang (1989).

In the 1990s Frankenheimer stayed active, making The
Fourth War (1990), which was one of the first spy melodramas
to reflect thawing cold-war tensions between East and West.
His post—cold-war caper feature, Romin (1997), starred
ROBERT DE NIRO as a world-weary ex-spy involved with
recovering a mysterious suitcase packed, presumably, with
secrets. In 1991 Frankenheimer made Year of the Gun, con-
cerning the terrorist Red Brigade, which reprised themes he
explored in Black Sunday (1977), involving an Arab terrorist
plot to steal the Goodyear blimp, load it with explosives, and
detonate it over a Super Bowl game in order to assassinate
the U.S. president and kill all the fans. The Island of Dr
Moreau was a bizarre version of the classic H. G. Wells novel,
starring the oversized MARLON BRANDO as the mad scientist
intent on grotesque DNA experiments, which Franken-
heimer fans considered a misstep. Reindeer Games (2000) was
a misguided caper film, starring Ben Affleck and Gary Sinise,
that fell short of recovering its production costs. During the
1990s, Frankenheimer was much more successful in the
made-for-television movies he directed: Against the Wall
(1993, about the Attica prison revolt); The Burning Season

159

(1994, the story of Chico Mendes); and Andersonville (1996,
about the Civil War prison camp), all of which won him
Emmy Awards. Frankenheimer was honored in 1996 by the
Museum of Modern Art in New York and the Museum of
Television and Radio.

Freed, Arthur (1894-1973) He was Hollywood’s
most accomplished and successful producer of musicals and,
less well known, a very fine lyricist. Freed was principally
responsible for MGM’s musical golden era that lasted from
1939 through 1958. His “Freed Unit” became a virtual hit-
maker for the studio, giving him an unusual degree of inde-
pendence within MGM. He used that freedom well,
gathering around himself an enormously talented group that
included composer/arranger Roger Edens, who was his asso-
ciate producer on a great many films, and directors such as
VINCENTE MINNELLI, STANLEY DONEN, and BUSBY BERKE-
LEY. He had access to Hollywood’s greatest musical talent,
with stars such as JUDY GARLAND, MICKEY ROONEY, FRED
ASTAIRE, and GENE KELLY. Most importantly, he passed
along the creative freedom he had been given to his directors,
stars, and choreographers, allowing them to make fresh,
innovative musicals during a remarkable period.

Born Arthur Grossman, Freed seemed more likely in his
early years to have had a career on the stage than to have
become a powerful movie producer. He worked the vaude-
ville circuit, even appearing with the MARX BROTHERS, but
finally settled into writing song lyrics during the 1920s. By
the late 1920s, he had had minor success as a lyricist and as a
stage director of musical revues and shows.

In 1929, when the musical film was the premier form of
the new talkies, IRVING THALBERG hired Freed to go to work
at MGM as a lyricist. Freed stayed for more than 30 years.
During his first decade at the studio, he worked largely in
collaboration with composer Nacio Herb Brown, writing
tunes for the films The Broadway Melody (1929) and Broadway
Melody of 1936 (1935), among others.

Freed was the associate producer of The Wizard of Oz
(1939), a job that catapulted him to producer later that year.
His first musical as a producer was Babes in Arms (1939). The
list of films he went on to produce is a virtual movie musical
hall of fame. Among his most memorable films are For Me
and My Gal (1942), which made Gene Kelly a star; Cabin in
the Sky (1943), a rare all-black musical that introduced Lena
Horne; Meet Me in St. Louis (1944), an unusual and effective
family musical (with Freed also dubbing the singing voice of
Leon Ames); The Pirate (1948), which gave Vincente Min-
nelli the chance to experiment with studio-bound theatrical-
ity; An American in Paris (1951), for which Freed garnered a
Best Picture Oscar; Singin’ in the Rain (1952), whose lyrics,
including the title tune, were largely written by the producer
himself; and Gigi (1958), for which Freed took home another
Best Picture Academy Award.

"To understand the full extent of his impact on the musical
genre, here is just a sampling of some other Freed-produced
musical hits: Girl Crazy (1943), Easter Parade (1948), On the
Town (1949), Annie Get Your Gun (1950), Royal Wedding
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(1951), Show Boat (1951), The Band Wagon (1953), Brigadoon
(1954), and Bells Are Ringing (1960).

In all, he produced more than 40 films, the vast majority
of them musicals. When the demand for movie musicals
finally abated in the early 1960s, Freed produced two non-
musicals, The Subterraneans (1960) and The Light in the Piazza
(1962), and then gracefully retired.

See also MUSICALS.

Freeman, Morgan (1937— ) Although he was born
in Memphis in 1937, Morgan Freeman was soon sent to live
with his grandmother in Mississippi. When she died in
1943, Freeman went to live with his parents in Chicago.
Soon afterward Morgan’s mother left her husband and took
Morgan back to Mississippi. As a teenager, Freeman won a
state championship prize as best actor in a school play, and
he was offered a scholarship to study theatre at Jackson
State College in Mississippi but instead joined the U.S. Air
Force in 1955. After his discharge from the air force in
1959, he went to Los Angeles, where he got a job at Los
Angeles City College and enrolled in acting, diction, and
voice classes. After completing his courses, he made a trip

Morgan Freeman in Along Came a Spider (2001) (PHOTO
COURTESY PARAMOUNT PICTURES)

to New York City and then returned to California, this time
to San Francisco.

In his role as a street singer in Threepenny Opera he
received his first review, a positive one in the San Francisco
Chronicle, but soon returned to New York City. In 1966 Free-
man was given the opportunity to replace one of the leads in
The Royal Hunt of the Sun, Peter Shaffer’s play about the con-
quest of the Inca. He subsequently appeared in George
Tabori’s The Niggerlovers off-Broadway, and, through Stacy
Keach’s intervention, got in touch with agent Jeff Hunter,
who got him a part as Rudolph in an all-black version of the
musical, Hello Dolly. In 1969 he appeared in plays in Boston,
Philadelphia, and New York City, starring in Purfie at the
American National Theatre and Academy. That same year he
played Easy Reader on The Electric Company, a public televi-
sion show designed to help children learn to read. He played
this role for the next five years. When he returned to the stage
to play Zeke in Richard Wesley’s The Mighty Gents (1978), he
earned a Tony nomination, a Drama Desk Award for Out-
standing Feature Actor in a Play, and a Clarence Derwent
Award for Best Newcomer. Newsweek reviewer Jack Kroll said
of his performance, “Freeman paints a shadowing portrait of
ultimate despair.” In 1979 he had a supporting role in Fulius
Caesar with the New York Shakespeare Festival and was soon
selected to play the title role in Shakespeare’s Coriolanus. For
this performance and for his role as a chaplain in Mother
Courage and Her Children, he received Obie Awards.

His first significant films were prison themed, particularly
in ROBERT REDFORD’s Brubaker and in Attica (both 1980), a
TV movie about the violent inmate revolts at the New York
State penitentiary. More significant film roles were to follow
later in the decade. In 1987 he won a Golden Globe award
for his role in Street Smart and appeared as Hoke Colburn in
the stage version of Driving Miss Daisy, which really enabled
his development as a screen actor.

Aside from his affecting performance with Jessica Tandy
in the film adaptation of Driving Miss Daisy (1989), which
earned an ACADEMY AWARD nomination, Morgan Freeman
had few leading roles, but his work as a character actor was
dependable and steady. He costarred with Matthew Broder-
ick and DENZEL WASHINGTON in the Civil War drama Glory
(1989). He was the Moorish sidekick of KEVIN COSTNER in
Robin Hood: Prince of Thieves (1991), for example, and CLINT
EASTWOOD?’s sidekick in Unforgiven (1992). Unfortunately
there is no Academy Award category for Best Sidekick, and
despite Freeman’s fine performance in Unforgiven, GENE
HACKMAN won the Oscar for Best Supporting Actor. Free-
man was nominated for the Best Actor Oscar, a Golden
Globe, and a Screen Actors Guild award for his performance
in The Shawshank Redemption (1995).

The following year he appeared in two films, Mo/l Flan-
ders and Chain Reaction, but both films were failures, critically
and financially. In 1997, however, in Kiss the Girls Freeman
played a cop chasing down a serial killer in a role much like
his role in Seven (1995). Also in 1997, he played a freed slave
who defends the Africans who slaughtered their white cap-
tors while on a slave ship to America in STEVEN SPIELBERG’s
Amistad. The film, a box-office success, earned Freeman an
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Image Award from the NAACP for Best Supporting Actor.
Following this success, he played the president of the United
States in Deep Impact (1998), which suffered at the box office
because of its similarity to Armageddon. About Freeman’s per-
formance, Richard Schickel wrote in Time magazine, “You
find yourself hoping that when Armageddon arrives, some-
one as sensible, humane, and good-fatherish as Morgan Free-
man is in the White House.” This role earned Freeman yet
another Image Award from the NAACP.

Playing against his good-guy image, Freeman took the
role of the leader of a group of villains in a small Midwest
town in Hard Rain (1998) but was not so successful. In Along
Came a Spider (1999), Freeman played a role similar to his
character in Kiss the Girls. Freeman has also appeared in
trendy films such as Nurse Betty (2000), where he plays a
minor role as a hit man who prides himself for his profes-
sionalism and wants to be seen in contrast to the younger hit
man played by Chris Rock. In Under Suspicion (2000), Free-
man played opposite fellow character actor GENE HACKMAN,
essentially a two-man filmed play consisting of a cat-and-
mouse game between the two characters. The film, which
was jointly produced by Hackman and Freeman, grossed
more than $250 million.

Freund, Karl (1890-1970) Germany’s greatest cam-
eraman during the 1920s, he arrived in Hollywood in 1929
and became a top-flight cinematographer and occasional
director of low-budget films, particularly stylish horror
movies. Known for his abilities with lighting effects and cre-
ative camera movement, Freund was a master of moody, psy-
chological cinema.

As a 15-year-old Czech in need of a job, Freund became
an assistant projectionist at a Berlin movie theater. Mesmer-
ized by the technical elements of the film industry, he quickly
learned as much as he could about the workings of a movie
camera and latched onto an opportunity to become a cam-
eraman. Resourceful and clever, his trick photography helped
turn The Golemn (1920) into a classic of early German Expres-
sionism. His later contributions as a cinematographer include
F. W. Murnau’s The Last Laugh (1924), E. A. Dupont’s Vari-
ety (1925), and FRITZ LANG’s Metropolis (1926).

Freund was initially brought to Hollywood to continue his
masterly work as a cameraman, and he did so with considerable
skill in films such as Dracula (193 1), Murders in the Rue Morgue
(1932), Back Street (1932), and The Kiss before the Mirror (1933).
Meanwhile, his visual flair was so strongly in evidence that
Freund was given the chance to direct. He made just eight
movies, but two of them are considered minor classics of the
horror genre, The Mummy (1932) and Mad Love (1935).

Despite his modest success, Freund gave up directing
these low-budget films and concentrated on his cinematogra-
phy. “A” movie projects soon followed such as the two Garbo
vehicles, Camille (1937) and Conguest (1937), and the only
film for which he won an Oscar, The Good Earth (1937).

Though he photographed his share of soft-hued
romances and comedies such as Rose of Washington Square
(1939) and Du Barry Was a Lady (1943), Freund was at his
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best with the dark paranoia of films such as Golden Boy (1939),
The Seventh Cross (1944), Undercurrent (1946), and Key Largo
(1948). Nonetheless, ever the creative adventurer, Freund
opted for something new in the early 1950s: television situa-
tion comedy. He became the director of photography for the
I Love Lucy show, soon becoming the supervising cinematog-
rapher of every show shot at the Desilu Studios. He retired
from television work in 1959 and did not return to the
movies. Instead, he gave his full attention to the Photo
Research Corporation, a company he created in 1944 to
make light-measuring equipment.

Fuller, Samuel (1912-1997) A “B” movie director
“discovered” by the French critics of the 1950s, such as
Jean-Luc Godard, and then hailed by Andrew Sarris and
other American critics who appreciated Fuller’s dynamic
visual style. Itis fair to say that Samuel Fuller was one of the
most cinematic of filmmakers, a director of primitive emo-
tions who, at the same time, possessed a sophisticated
expressive style. As a writer-director, whose best films
appeared in the 1950s and early 1960s, Fuller amassed a
body of work that was meant for the second half of double
features but is now shown in museums and revival houses all
over the world.

One might have expected that Fuller would have been an
artist or photographer considering his vivid visual sense, but
the director began his career as a copy boy for a newspaper
and quickly worked his way up at the New York Fournal to
become at 17 the youngest crime reporter in the city. In the
1930s, he had several novels published but also wrote a
handful of screenplays that were turned into minor movies.
After fighting in World War II in the Ist Infantry Division,
a unit nicknamed “The Big Red One” (he would someday
make a movie of the same name), he returned to the United
States to begin an iconoclastic film career as a director of his
own work.

His first film, I Shot Fesse Fames (1949), was dramatically
filmed with an enormous number of close-ups. The visual
effect was stunning: Nothing this innovative had ever been
attempted before in what was ostensibly a “B” movie western.

Fuller usually worked in four basic genres: westerns, war
movies, crime films, and newspaper stories. His westerns,
such as The Baron of Arizona (1950), Run of the Arrow (1957),
and Forty Guns (1957), never took the audience where con-
vention demanded. For example, in Forty Guns, when the vil-
lain grabs the heroine and uses her for a shield, the hero
actually shoots her to get a clear shot at the bad guy!

Fuller’s war movies are probably the most realistic war
films ever made, not because they’re naturalistic but because
the director understood the emotions of the fighting man,
and his films were true to those feelings. In movies such as
The Steel Helmet (1950), Merrill’s Marauders (1962), and The
Big Red One (1980), Fuller managed to make films that were
violent and exciting without glorifying war. His point of view
was made clear in Merrill’s Marauders when his camera
panned a battlefield of dead soldiers without distinguishing
the enemy casualties in any way.
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Fuller’s crime films, such as Underworld U.S.A. (1960),
The Naked Kiss (1964), and Dead Pigeon on Beethoven Street
(1972), were each, in turn, angrier statements about Ameri-
can society. In The Naked Kiss, for instance, the prostitute
heroine eventually spurns hypocritical small-town American
life and returns to the life of a hooker.

Many consider Fuller’s best movie to be Shock Corridor
(1963), the story of an ambitious reporter who pretends to be
crazy to discover a murderer in an insane asylum. By the end
of the film, the reporter discovers the killer but becomes
insane himself. The spectacular use of sound and riveting
visual images has made Shock Corvidor a cult classic. The cli-
mactic scene in the mental institution corridor when the hero
hallucinates being struck by lightning in a thunderstorm is one
of the most awesome creative moments in Hollywood history.

There is nothing subtle about Fuller’s cinema, however.
The Naked Kiss, for instance, begins with a beautiful woman
in a physical fight with a man. Suddenly, the woman’s wig
comes off revealing that she’s completely bald! After she
knocks the man out, the bald woman puts her lipstick on
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using the camera lens as a mirror. No other director except
Fuller would think of such an audacious scene—and this all
happens before the opening credits!

Fuller rarely worked with stars. His stock company of
actors consisted of Constance Towers (at one time Fuller’s
wife), Gene Evans, Gene Barry, and Barry Sullivan. The real
star of Fuller’s movies, though, was the camera.

Fuller became an industry icon for European directors of
the French New Wave and the New German Cinema. Jean-
Luc Godard, for example, cast him as an American film
director in Pierrot le fou (1965), and Wim Wenders used him
in three films, The American Friend (1977), The State of Things
(1982), and The End of Violence (1997). A measure of Fuller’s
ability to take on difficult subjects is evidenced by White Dog,
a Romain Gary story about dogs being trained to attack black
people, which was made in 1982 but not released until 1991
because of its alleged racism. Fuller’s response to NAACP
reservations (recorded in his 2002 memoir, A Third Face) was
typically straightforward: “Our world was multiracial. I'd
been depicting it that way since my first picture.”
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Gable, Clark (1901-1960) Known as the King of
Hollywood, he was an actor of limited skill but almost limit-
less popularity. Despite his prominent ears and a thin mus-
tache, Gable was adored by women. And males liked him
because he was not a softy who would let women push him
around. But MGM loved him the most, because he brought
more money to the famed studio than any other actor in their
vast stable of stars. He had the astonishing record of having
made 39 films in the 1930s with only one box-office dud
(Parnell, 1937).

Born William Gable in Cadiz, Ohio, the future movie
star entered the theater working as a backstage handyman for
a series of touring stock companies. Occasionally, he would
fill in for an ailing actor, but that was the extent of his early
acting experience.

Gable would have five wives, but his first wife, a drama
coach by the name of Josephine Dillon, helped him get a start
in the movie business in the mid-1920s. He appeared in a
handful of silent films (including The Merry Widow, 1925) but
in miniscule parts. He gave up on Hollywood and went back
to the theater.

His reputation as an actor started to grow in the latter
1920s, but he was by no means a big Broadway star. Thanks to
his friendship with another theater actor, Lionel Barrymore,
he was given a screen test at MGM. For no apparent reason,
Gable was dressed like a South Seas native, complete with a
flower behind his ear for the test. MGM didn’t want him. Nei-
ther did WARNER BROS., which gave him their own screen test
when they considered him for the role of Rico in Little Caesar
(1930). But with the sound film revolution, Hollywood was
hungry for Broadway actors with good voices. Gable just
barely grabbed hold of the brass ring, winning the role of the
villain in a minor western, The Painted Desert (1931).

IRVING THALBERG at MGM had a change of heart.
Perhaps seeing Gable in western garb helped, but whatever

163

the reason, Hollywood’s premier studio signed Gable to a
two-year contract for $350 per week. They got their
money’s worth.

After supporting roles just four films, Gable was the talk
of the industry—and not just for his acting. His highly pub-
licized romance with JOAN CRAWFORD (who was already a
major star) galvanized fan interest in Gable. The lovers were
paired in a number of films such as Dance Fools Dance (1931),
Laughing Sinners (1931), and Possessed (1931). MGM rushed
him from one film to the next to take advantage of his sud-
den popularity. It was in A Free Soul (1931) that his rough-
hewn masculinity came to the fore as he pushed his leading
lady, NORMA SHEARER, around on the screen (much like
JAMES CAGNEY had done to Mae Clarke in Public Enemy ear-
lier that same year).

Though he hardly seemed the type, Gable was called the
second Valentino in the early 1930s. His sexy image was
enhanced by his risqué movies with JEAN HARLOW, Red Dust
(1932) and Hold Your Man (1933).

Meanwhile, Gable was becoming annoyed with the way
MGM was casting him. He felt he was being run into the
ground by repeatedly playing the same kind of role. He
refused to act in his next movie for MGM, and the studio
retaliated (they thought) by loaning him out to Columbia
Pictures, a small, poverty row studio, for FRANK CAPRA’s film
It Happened One Night (1934). The movie was the biggest hit
of the year, winning Gable a Best Actor Oscar. The impact of
his performance can best be gauged by the fact that T-shirt
sales plummetted when he took off his shirt in the film
revealing a bare torso.

Gable was bigger than ever, and even without his mus-
tache in Mutiny on the Bounty (1935), he had women swoon-
ing in the aisles. Among his many projects, several excellent
movies followed, including 700 Hot to Handle (1938) and
Ldiot’s Delight (1939).
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Clark Gable was “The King of Hollywood,” and he is seen
here surveying his domain from the set of Gone With the

Wind (1939), the film with which he has been most closely
associated. (PHOTO COURTESY OF MOVIE STAR NEWS)

Gable was not DAVID O. SELZNICKs first choice to play
Rhett Butler in the film version of Margaret Mitchell’s best-
seller GONE wiTH THE WIND (1939), but Gable was the pub-
lic’s first choice. Wisely, Selznick listened to the fan magazine
polls and changed his mind. Ironically, Gable didn’t want the
part. MGM owned his contract and insisted that he play
Rhett. Gable would never regret his forced hand. According
to author David Shipman, in The Great Movie Stars, “Clark
Gable once said to David O. Selznick: “The only thing that
kept me a big star has been revivals of Gone With the Wind.
Every time that picture is re-released a whole new crop of
young movie-goers gets interested in me.””

Also in 1939, Gable married the popular and talented
movie star CAROLE LOMBARD. It was his third marriage, and
this one seemed like a perfect match—even his fans
approved. Her tragic death in a plane crash in 1942 was a ter-
rible blow to Gable, and it came just as he left Hollywood to
g0 to war.

After he returned in 1945 he had two hit films, Adventure
(1945) and The Hucksters (1947), but after 1947 he was no
longer the sure box-office bet he had been during the 1930s.
A number of duds led MGM to drop Gable after his contract
ran out in 1953. But Gable’s Mogambo (1953), which was a
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lesser remake of his 1932 hit Red Dust, was a surprise money-
maker. MGM decided they wanted Gable back after all. The
actor, however, would have none of it. Bitter over the treat-
ment he had received at the hands of the studio, he decided
to freelance.

Gable’s films in the mid- to late 1950s, such as The Tull
Men (1955) and Run Silent, Run Deep (1958), were well
received by critics and fans. Though the star was aging, he
still had the magic in his voice, his eyes, and in that wonder-
ful smirk.

His last film, The Misfits (1961), was also MARILYN
MONROE’s last. Gable had been paid $750,000 with a guar-
antee of $58,000 per week in overtime. It was by far his high-
est salary for a film (excluding percentage arrangements), and
he was the perfect lover/father figure for Monroe. But Gable
insisted on doing his own stunts for the film, and the strain
apparently brought on a heart attack that killed him just a few
weeks after shooting was completed.

gaffer The head electrician on the set of a movie. Not to
be confused with a “gofer” (an errand boy or girl who “goes
for” things), the gaffer is a highly respected member of the
crew, who is responsible for making sure that the cinematog-
rapher, to whom he or she reports, has all the lighting he will
need for each individual scene. The gaffer, therefore, inspects
locations ahead of time to gauge what specific lighting equip-
ment (and how much of it) will be needed. On each day of a
shoot, the gaffer will direct an often substantial staff—whom
he or she hires—in the setting up of the lamps, cables, and
other electrical equipment.

The gaffer, his best boy (assistant), and the rest of his or
her crew are principally charged with either finding or cre-
ating a source of electrical power to make sure that the
lights will function—not an easy task when working on
location. Power sources are often at a considerable distance
from where a scene is being shot, and it is necessary in these
cases for the gaffer to instruct the crew in the most efficient,
least disruptive way to run their cable between the power
source and the lighting equipment. When there is no power
source nearby, the gaffer is responsible for setting up inde-
pendent generators.

The derivations of some of the technical crew’ titles
(such as best boy) are lost to history, but one theory as to the
origin of the title of gaffer goes back to the early silent era
when the main lighting source was the sun. Studios were fit-
ted with canvas roofs, and to control the amount of light, the
canvas would be moved back and forth with gaffing hooks
(normally used to snag fish). Apparently, the person using the
gaffing hooks became known as a gaffer and the name stuck.

See also BEST BOY.

gangster movies Violent action films, usually with con-
temporary urban settings, that tend to focus on society’s out-
siders and their perverse pursuit of the American dream, the
gangster movie is often a dark tragedy with flawed but sym-
pathetic heroes who break the law and ultimately pay for
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their transgressions. The genre has been enduring and prof-
itable because it can be easily adapted to today’s headlines. It
has also, at times, been controversial because it tends to glo-
rify hoodlums and the brutality they often employ in their
rise to power. Though by no means a perfect definition, a
character in The Petrified Forest (1936) described the differ-
ence between a gangster and a desperado by saying that a
desperado was an American and a gangster was a foreigner.
For the most part, that rough distinction has held true—at
least in gangster movies—with tragic heroes of ethnic
descent, usually either Italian or Irish.

The gangster movie’s antecedents can be found in D. W.
GRIFFITH’s The Musketeers of Pig Alley (1912), a film that por-
trayed the criminal life. America, however, saw itself as essen-
tially a rural nation in the early 20th century and showed
little interest in the trials of the urban dispossessed until 1927
when the first real gangster film, Underworld, was made. The
film established the fundamental elements of the gangster
movie: a hoodlum hero; ominous, night-shrouded city
streets; floozies; and a blazing finale in which the cops cut
down the protagonist.

Other seminal gangster films followed, such as Thunder-
bolt (1929), Doorway to Hell (1930), and WARNER BROS.” Little
Caesar (1930), starring EDWARD G. ROBINSON as Rico Ban-
dello. The film was a smash hit and not only made Robinson
a star; it also spawned the Warner cycle of gangster movies
throughout the early 1930s.

Little Caesar, together with Public Enemy (1931), with
JAMES CAGNEY, and Scarface (1932), with PAUL MUNI, were
hugely violent pre-HAYS CODE gangster films that galvanized
public interest in a new sort of hero. The box-office success
of these three films set off a storm of imitations (most of
them by Warners) as well as a storm of protest. Civic leaders
were outraged that people such as Al Capone—the obvious
inspiration for Scarface—were being cheered in movie the-
aters all across the nation. By the same token, moviemakers
knew that the elements of the gangster film—the blasting
tommy guns, car chases, molls, and clever slang of the mob-
sters—made for a potent box-office mix.

So the studios adapted. Warner produced G-Man (1935),
in which the hero became the law-enforcement official and
the gangster became the villain. But the same tommy guns
and car chases were much in evidence. America’s fascination
with gangsters, however, could not be denied forever. By the
end of the 1930s, the genre began to evolve in several differ-
ent directions. Sociological gangster films, such as Dead End
(1937) and Angels with Dirty Faces (1938), attempted to blame
criminal behavior on societal factors; nostalgic gangster
movies harked back to the Prohibition era with films such as
The Roaring Twenties (1939); and gangster elegies such as
High Sierra (1941) portrayed the modern-day gangster as the
last of a dying breed.

The gangster film went into eclipse during World War II
only to return in the bleak form of film noir in the postwar
years. The dark, moody gangster films of that era, such as The
Killers (1946), were pessimistic and cynical far beyond their
1930s counterparts. In movies such as Key Largo (1948), the
gangster, as played by EDWARD G. ROBINSON in his role as
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Rocco, became a symbol of everything evil that America
fought against in the war but had somehow failed to eradicate.

Other postwar gangster movies began to depict criminal
behavior expressed by large, faceless, organized forces rather
than by individuals. Movies such as The Enforcer (1951) gave
the impression that the mob was everywhere and that one
could not hide from them for long. In The Big Heat (1953), a
police officer (GLENN FORD) had to work from outside the
constraints of government to defeat the corruption brought
on by organized crime.

Scientific methods of crime detection were coming to the
fore in the late 1940s and early 1950s, but the same attention
to science that brought the world the atom bomb also
brought the apocalyptic end of crazed gangster Cody Jarrett
(James Cagney) in White Heat (1949).

Throughout the 1950s and early 1960s, the predominant
theme of gangster films involved a powerful organized crim-
inal elite, as in movies such as Underworid U.S.A. (1961),
though there were the occasional low-budget recreations of
old-time gangster movies such as Baby Face Nelson (1957) and
Machine Gun Kelly (1958).

The gangster film faded into relative obscurity during
most of the 1960s, replaced by spy films. Bonnie and Clyde
(1967), however, harked back to the theme of criminals as mis-
understood outsiders and tragic heroes and was a great success.
The real high point of the gangster film came with the release
of The Godfather (1972) and its sequel, The Godfather, Part II
(1974). The gangster as tragic outsider and the faceless yet all-
powerful organization were beautifully melded in Francis
Coppola’s Oscar-winning masterpieces. Just as Hollywood
copied the success of Little Caesar; 40 years later filmmakers
copied Coppola’s new hit gangster formula, resulting in a spate
of movies such as The Valachi Papers (1972).

Gangster films have always been adaptable to contempo-
rary situations, so it came as no surprise to see Scarface
remade in 1983 with illicit cocaine instead of prohibition
alcohol at the core of the film’s plot. Ever mindful of its roots
in the Chicago underworld, the Hollywood gangster film
lived on in works such as The Untouchables (1987), the hit
movie version of the TV series.

Gangster and crime movies remained a powerful genre
throughout the 1990s and into the 21st century. Goodfellas
(1990), one of MARTIN SCORSESE’s hard-hitting mob movies,
peeled the veneer off the mystique of The Godfather to show
Mafiosi as they really are—violent, greedy, and untrustwor-
thy. Warren Beatty portrayed the roguish founder of the
Flamingo Club, which launched the Las Vegas gambling
industry in Bugsy (1991) and Scorsese told a tale of crime
against a modern Vegas backdrop in Cuasino (1995). Both
movies were hits, as were The Grifters (1990), the COEN
BROTHERS’ Miller’s Crossing (1990), Brian De Palma’s Cari-
ito’s Way (1993) starring AL PACINO, and The Getaway (1994).
SYLVESTER STALLONE poked fun at his tough-guy image,
playing a nervous gangster in Oscar (1991). The same year
New Fack City ushered in a new brand of gangster movie con-
cerned with violent, inner-city drug gangs.

A pivotal moment for gangster movies came with
QUENTIN TARANTINO’s Reservoir Dogs (1992), a tightly
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scripted movie about a group of stylish and violent gangsters
in the midst of a caper gone wrong. The movie marked
Tarantino as a hot new talent and paved the way for his
blockbuster hit Pulp Fiction (1994). In between came the
Tarantino-scripted Tiue Romance (1993) directed by Tony
Scott, but it was the complex, interwoven storylines of Pulp
Fiction as well as the movie’s cool soundtrack and heightened
awareness of pop culture that put Tarantino on the map and
set the pace for future gangster movies.

Robert Rodriguez, who had experienced success as an
ultra—low-budget director, continued the trend with Desperado
(1995), a slick remake of his first film, E/ Mariachi. Things to Do
in Denver When You’re Dead (1995) picked up where Pulp Fiction
left off, following a quirky group of smart-talking hoods
through their last day of life as a local crime boss has them
hunted down, one by one. Get Shorty (1995) transplanted Pulp
Fiction star JOHN TRAVOLTA to Hollywood where he played a
gangster with ambitions in the film business. Michael Mann
directed the 1995 cops-and-robbers picture Heat, and Mike
Newell directed JOHNNY DEPP and AL PACINO in Donnie Brasco
(1997), based on the true story of an undercover FBI agent.

L.A. Confidential (1997), a noir period piece, became a
blockbuster hit and garnered Oscars for Best Writing,
Screenplay Based on Material from Another Medium (in this
case a novel by James Ellroy) and Best Supporting Actress
(Kim Basinger). Tarantino returned with Fackie Brown (1997)
and ROBERT DE NIRO returned to the gangster genre he
helped popularize, but this time costarring with Billy Crystal
in the comedies Analyze This (1999) and Analyze That (2002).
The cowriter of L.A. Confidential, Brian Helgeland, directed
the extremely hard-boiled Payback (1999) starring Mel Gib-
son. In 2000 Ben Kingsley earned an Oscar nod for his role
in Sexy Beast, and Hong Kong action star Jet Li appeared in
Romeo Must Die. The hugely successful Road to Perdition
(2002), directed by Sam Mendes and starring Tom Hanks,
told the tale of feuding Chicago gangsters and earned several
Oscar nominations, including one win for Best Achievement
in Cinematography.

See also BOGART, HUMPHREY; BONNIE AND CLYDE; COP-
POLA, FRANCIS FORD; DEAD END; THE GODEATHER AND THE
GODFATHER, PART II; LITTLE CAESAR.

Garbo, Greta (1905-1990) Known to her fans simply
as Garbo, she remains the quintessential female movie star.
No other actress of either the silent or sound era has had such
a profound and lasting effect on audiences. She is, as David
Shipman wrote in The Great Movie Stars, “the standard
against which all other screen actresses are measured.”

Born Greta Louisa Gustafson to a poor family in Stock-
holm, Sweden, she began to make her living in a barber shop,
lathering men’s faces with shaving cream. Her film career
began when she later worked for a department store and was
used in a short film advertising the company wares.

After appearing in several other short films, she won a
scholarship to the Royal Stockholm Theater School. It was
there that she began her association with Mauritz Stiller, who
cast her in his movie The Atonement of Gosta Berling (1924).

While traveling in Europe, MGM’s LOUIS B. MAYER saw
the film and tried to hire Stiller. The great L. B. Mayer was-
n’t impressed with Garbo, however, whom he thought to be
too overweight for American audiences. Stiller insisted that
he wouldn’t go to Hollywood without her—if Mayer wanted
him as a director, he would have to have Garbo as an actress.
Reluctantly, Mayer agreed to hire both of them.

Once in Hollywood, MGM tried to find a way to pro-
mote her, so the studio called Garbo the Norma Shearer of
Sweden. It was “sheer” hype, until they cast her in what
they thought would be a minor movie, The Torrent (1926).
The film proved to be a sensation, and Garbo received
excellent reviews, becoming a star in America with her very
first production.

Stiller hadn’t directed her in The Torrent, but he planned
to direct her in her next feature, The Temptress (1926). To
both his and Garbo’s dismay, he was fired from the film and
never made another movie with the star he had discovered.
He died in 1928. Garbo’s career, however, continued to flour-
ish. She often played a wronged woman who nobly submits
to her fate, usually dying at the end of the movie.

1927 was a banner year for Garbo. Flesh and the Devil
(1927) was a massive hit, thanks to her pairing with JOHN
GILBERT. The reported off-screen romance between the two
stars helped ticket sales to soar. MGM wisely paired them
again in Love (1927). Her several films in the late 1920s
included another match-up with John Gilbert, A Woman of

Garbo was the purest of movie stars: a pretty woman made
ravishing by the magic of the camera. Mysterious, exotic,
and always bigger than life, Garbo cemented her image as
the ultimate unattainable heroine when she walked away
from Hollywood. (PHOTO COURTESY OF THE SIEGEL
COLLECTION)
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Affairs (1929). But when the sound revolution hit Holly-
wood, Garbo’s career was at a crossroads.

After considerable coaching of their star, MGM released
Anna Christie (1930) with the advertising slogan “Garbo
talks!” Her first lines were, “Gimme a visky vith chincher ale
on the side—and don’t be stinchy, beby.”

Garbo had already established her aloof personal style,
rarely giving interviews to the press. Called the Swedish
Sphinx by some, the air of mystery that surrounded her made
her that much more intriguing to the public. Rumored affairs
with famed conductor Leopold Stokowski and director
ROUBEN MAMOULIAN fueled the gossip columnists’ fires.
The enigma of Garbo is, of course, one of the elements that
has contributed to the world’s lasting fascination with her.

It would be wrong to suppose that all of Garbo’s movies
were box-office bonanzas. Her first few sound movies did
respectable business, but she was by no means MGM’s biggest
money-maker. Audiences, however, did line up to buy tickets
to see her with brash new star CLARK GABLE in Susan Lenox:
Her Fall and Rise (1931), and she was at the peak of her popu-
larity in 1932 when she made Mata Hari and Grand Hotel.

The latter part of Garbo’s career saw some of her best
films, but fewer people went to see them. Her modest appeal
at the box office, coupled with her huge salary, made her a lia-
bility at MGM. The studio stuck by her, though, because of
her popularity in Europe. Queen Christina (1933), in which
she costarred with John Gilbert for the last time, was highly
praised but was not the gigantic hit MGM was hoping for.
Anna Karenina (1935) and Camille (1936) also won accolades
from critics but merely respectable audience response.

Her next film, Conguest (1937), was a bomb. Like MAR-
LENE DIETRICH, she was labeled “box-office poison” in a the-
ater owners’ poll, and, like Dietrich, she turned to comedy to
save her career. If the decade had begun with “Garbo talks,” it
ended with the advertising slogan “Garbo laughs!” The film
was ERNST LUBITSCH’s Ninotchka (1939), and her perform-
ance as the communist who is wooed and won by the dashing
capitalist (Melvyn Douglas) ranks among her best movies.

Based on the success of Ninotchka, Garbo starred in
another comedy, Two-Faced Woman (1941), but the movie was
neither funny nor successful. At this time Garbo decided to
retire—but not forever, as is generally supposed. She merely
intended to wait until the war in Europe was ended and the-
aters there (where she was most admired) reopened.

But the war lasted much longer than she expected. She
came close to remaking Flesh and the Devil in 1945 and ten-
tatively considered several other film projects throughout
the rest of the 1940s and early 1950s, all of which were even-
tually aborted. In one case, she was actually signed to star in
a 1949 Max Ophuls film, but the movie was never made
because Garbo would agree to meet the film’s producers
only in a dark room where they would not be able to see her
face clearly.

Garbo had been nominated during her career for Best
Actress Oscars for Anna Christie (1930), Romance (1930),
Camille (1936), and Ninotchka (1939), losing every time. But
Hollywood finally paid tribute to Garbo in 1954 with a spe-
cial Oscar for her “unforgettable performances.”
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Gardner, Ava (1922-1990) A star more famous for her
off-screen love affairs than her film roles, she was one of the
last studio-created six sirens. Called the most beautiful woman
in the world by no less a beauty than ELIZABETH TAYLOR,
Gardner’s sultry eroticism was a powerful antidote to such sac-
charine stars as June Allyson, and though Hollywood had a
hard time casting her, in the right films, she was the woman
every man wanted and the woman every woman wanted to be.

Ava Lavinia Gardner was born in Grabtown, North Car-
olina, to a poor tenant-farmer family. She showed no inclina-
tion toward acting while she grew up, and her ambition was
merely to get a good job as a secretary in New York. With a
shorthand speed of 120 words per minute, her ambition was
quickly realized. But Hollywood lightning struck when her
picture, taken by her photographer brother-in-law, was seen
by an MGM scout.

The beautiful 19-year-old girl with a thick southern
accent was given a screen test at the MGM studio in 1941.
According to John Daniell in his book, Ava Gardner, after
LOUIS B. MAYER saw the test, he exclaimed, “She can’t act, she
can’t talk, she’s terrific!”

MGM gave her speech and drama lessons, but the studio
didn’t use her very much. Her first tiny film appearance was
in a Norma Shearer movie, We Were Dancing (1942). Her
marriage that year to MGM’ number-one star, Mickey
Rooney, received more attention than her movie debut. Nei-
ther the marriage nor her career did very well, but she later
stated that Rooney taught her a good deal about acting in
front of a camera.

Her big break came in Whistle Stop (1945), her first lead-
ing role in a UNITED ARTISTS movie (she had been loaned by
MGM for the part). Then Gardner was loaned out yet again,
this time to Universal, where she made the movie that put
her over the top, The Killers (1946). She starred with a young
BURT LANCASTER (in his debut), and both of them burned up
the screen. Gardner had finally found her niche in the film
noir movies of the latter 1940s, projecting a dark, dangerous
sensuality. Unfortunately, MGM was dedicated to family
entertainment rather than dark melodramas, and the studio
found it difficult to take advantage of their new sexy star.

Gardner had a few good roles in films such as The Huck-
sters (1947) and One Touch of Venus (1948), but for the most
part, MGM wasted her talents in lackluster movies until the
studio decided to make a musical version of Showboat (1951).
Against great opposition, she was given the role of Julie Lav-
erne, the black woman who tries to pass as white. Remark-
ably, Judy Garland had been originally cast, but she was ill
and had to withdraw. The film, of course, was a huge hit and
represented the best work of Gardner’s career.

Meanwhile, her personal life was becoming increas-
ingly notorious. Her short marriage to bandleader Artie
Shaw, a romance with Howard Hughes, and a torrid affair
and eventual marriage to FRANK SINATRA were a boon to
the gossip columnists.

Her films of the 1950s were more successful than her pri-
vate life. The best of the lot were Mogambo (1953), a remake
of Red Dust, in which she played the JEAN HARLOW role, The
Barefoor Contessa (1954), and Bhowani Function (1956). She
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finally fulfilled her contract with MGM in 1959, and the last
of the studio sex sirens was on her own.

Since the 1960s, Gardner’ films were rather poor, with
the exception of On the Beach (1960) and The Night of the
Iguana (1964). In later years, she made modest supporting or
cameo appearances in movies.

See also SEX SYMBOLS: FEMALE.

Garfield, John (1913-1952) An explosive actor who
projected a unique balance of sensitivity and violence. In
some respects, Garfield was the next generation HUMPHREY
BOGART, but he didn’t appear in nearly as many good films as
his talents warranted. The quality films in which he did
appear, however, were stamped by his greatness.

Born Julius Garfinkle in the slums of New York City,
Garfield pursued a serious acting career, eschewing the
glamour of Broadway to work with the more avant-garde
and left-leaning Group Theater. But when WARNER BROS.
spotted him in Clifford Odets’s Golden Boy, a hit play for the
Group Theater, he signed with the film company and left for
the West Coast.

Some of his former colleagues thought the actor had
“sold out,” but Garfield never stopped believing in the
ideals of the Group Theater, and he would forcefully
demonstrate his beliefs both in his art and in his life before
his tragic early death.

His film career began in 1938 with Four Daughters, which
was an immediate hit and, because it spawned several
mediocre rehashes, was probably the worst thing that could
have happened to him. Soon thereafter, his tough-guy image
was shaped by films such as They Made Me a Criminal (1939)
and Dust Be My Destiny (1939).

The Sea Wolf (1941), directed by MICHAEL CURTIZ and
costarring EDWARD G. ROBINSON, was his breakthrough
movie. Tortilla Flat (1942) and Howard Hawks’s Air Force
(1943) followed and helped to build his reputation. A few
years later he burned up the screen with LANA TURNER in the
classic version of James M. Cain’s thriller The Postman Always
Rings Twice (1946).

Garfield was forced to appear in many more poor movies,
but the actor had higher aspirations than to play the parts
that Warner Bros. kept offering him. He refused to renew his
contract in 1947 and putting his money and his reputation on
the line made Body and Soul (1947), an independent film
about the boxing world that is now considered a classic.

Next, the committed Jewish actor agreed to play a sup-
porting role in Hollywood’s first major film concerning anti-
Semitism, Gentlemen’s Agreement (1947). The film won an
Academy Award for Best Picture.

The following year, Garfield starred in Abraham Polon-
sky’s ambitious Force of Evil (1948), a no-holds-barred movie
about corruption. Unfortunately, the film did not do well at
the box office. In fact, none of his next few films were hits,
either, although he gave an excellent performance in The
Breaking Point (1950).

Due to Garfield’s left-wing associations, he was called
before the House Un-American Activities Committee in the
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early 1950s and asked to name the names of people in Holly-
wood he knew to be communists. The actor refused and was
blacklisted from the film industry. He died soon thereafter of
a heart attack.

See also GENTLEMEN’S AGREEMENT.

Garland, Judy (1922-1969) This supremely talented
actress and singer was the studio system’s greatest achieve-
ment as well as its greatest victim. Though never a great
beauty, Judy Garland radiated a warmth and sensitivity that
tugged at the heartstrings, and her strong yet tremulous voice
gave her an air of vulnerability that touched her many fans.
She was the top female musical star at MGM at a time when
the studio was reinventing the movie musical.

Though it seems as if Judy Garland grew up in front of
the camera, she began her life as Frances Gumm in Grand
Rapids, Michigan. At three she made her vaudeville debut
singing “Jingle Bells” in a theater managed by her father and
was soon teamed with her two older sisters in an act. “The
Gumm Sisters” worked in vaudeville until one of them mar-
ried and broke up the trio.

When Ga