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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






Contents

Acknowledgments
iX

Introduction
Xi

Entries A to Z
1

Selected Bibliography
481

About the Authors
490

Index
491






Acknowledgments

Just as filmmaking is a collaborative process, so is writing a book. Of all those whom
we hasten to thank, however, first and foremost is Kate Kelly, whose editorial stew-
ardship, enthusiasm, and unflagging support proved her to be a writer’s ideal. In addi-
tion, Neal Maillet’s efficient and thoughtful efforts made a long and complicated
process both pleasant and worry-free; it was a pleasure to work with him. And we cer-
tainly must thank Michael Laraque for his heroic job of copyediting this substantial
volume.

Special thanks go to Albert J. LaValley, an inspirational professor (and friend) who
instilled in Scott an interest in a writing career and respect for movies as an art form. In
that same vein, heartfelt thanks are also offered to two hugely influential people: Roger
Greenspun and Leslie Clark.

We wish we had the space to detail the reasons why we’re thanking the friends listed
below, but suffice it to say that they were our movie partners, the people who shared that
special time with us between the coming attractions and the final credits: Gary Bordzuk,
Steve Bornstein, Doug Byrne, Heda and Steve (Chan Is Missing) Chazen, Rowena
Coplan, Mimi, Karen, and Laurie Dubin, Gene Grady, Lena Halpert, Claire (Hester
Street) Katz, Steve Kleinman, Rhoda Koenig, Allen (Burden of Dreams) Kupfer, Cliff
(Attack of the Star Creatures) Lacy, Maura Lerner, David Leverenz, David (The Road War-
rior) Luhn, Matt (Star Trek—The Motion Picture) Meis, Eric and Claudia Mink, Marna
(The Way We Were) Mintzer, Jeff (The Thin Man) Pollack, Jerry and Pat Preising, Nancy
Prestia, Stewart (Duck Soup) Scharfman, Carmine (The Godfather) Sessa, Howie (High
Sierra) Singer, and Terri Wall.

Mimi Dubin’s generous help in the area of costuming will be treasured as the very
fiber of true friendship; we tip an antique hat to her.

This book was greatly enhanced by the participation of scores of celebrated actors,
screenwriters, directors, producers, and composers; their cooperation is gratefully
acknowledged.

Finally, we owe a debt of gratitude to Shirley and Samuel Siegel, Clare and Samson
Teich, Lillian and Jack Goldberg, and Stephanie Tranen who took us to the movies when
we were too young to take ourselves. They were the first to introduce us to the images
of light and shadow that would so strongly shape our lives.

—Scott Siegel and Barbara Siegel
New York, NY
May 2003

And for the Revised Edition . . .

We also wish to thank a few scholars who came to our aid and assistance at the final
hour for the second edition: Michael Scott Peters of Salisbury University in Maryland
for writing the new entry on blaxploitation films; Carol Matthews, also of Salisbury
University, for updating the entry on teen movies; Rev. Gene D. Phillips of Loyola
University of Chicago for help with updating Fred Zinnemann; and, in particular,
John C. Tibbetts of the University of Kansas, who wrote fine updates for animation
and for all the major studios. We would also like to thank Dr. Connie Richards and Dr.
Timothy O’Rourke, dean of the Fulton School at Salisbury University, for academic



THE ENCYCLOPEDIA OF HOLLYWOOD

arrangements that enabled us to work at close range in 2002 and 2003. For this sec-
ond edition, we add our thanks to editor James Chambers for his calm dedication to
an exceedingly difficult project.

—Tom Erskine
Portland, Maine
—Jim Welsh
Salisbury, Maryland
May 2003



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.



ASTOR, MARY

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