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‘OU KNOW FILM NOIR WHEN YOU SEE IT: 
Y.. shadowed setting; the cynical detective: the 

femme fatale: and the twist of fate. Into the Dark 

captures this alluring genre with a cavalcade of com- 

pelling photographs and a guide to eighty-two of =| 

its best films. eS ne ee 

This is the first book to tell the story of film noir 

“in its own voice. Author Mark A. Vieira quotes the : 

artists who made these movies and the fouirnalists ff 

and critics who wrote about them, taking readers on: | 

a year-by-year tour of the exciting nights when movies. 

like Double Indemnity, Mildred Pierce, and Sunset 

Boulevard were sprung on an unsuspecting public. 

For the first time, we hear the voices of film noir artists 

speak from the sets and offices of the studios, explain- 

ing the dark genre, even before it had aname. Those 

voices tell how the genre. was born and how it thrived : 

- in an industry devoted to sweetness Tate light. 

_ Into the Dark is a ticket to a smoky, glamorous 

world. You enter a story conference with, Ic NVaalelare 

Chandler, visit the set of Laura, and watch Detour 

_with a Midwest audience. This volume recreates the __ 

__ environment that spawned film noir. It also displays 

the wit and warmth of the gen AY 

Hopper reports on Citizen Kane, call \ 
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p. 2: Jane Greer as 

Kathie Moffat in Jacques 

Tourneur’s Out of 

the Past. 

This page: Alan Mowbray 

and Victor Mature ina 

scene from H. Bruce Hum- 

berstone’s | Wake Up 

Screaming. 

p. 6: Joan Crawford 

personifies the film noir 

heroine in Jean Negule- 
scos Humoresque. 
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8 INTO THE DARK 

BY EDDIE MULLER 

Back in 1997, when I was researching my 

first book on noir, Dark City: The Lost 

World of Film Noir, the most invaluable 

reference works I found were industry 

trade journals from the 1940s, magazines 

such as Motion Picture Herald, 

Exhibitors Trade Journal, and Moving 

Picture World. They gave an insiders’ 

perspective on how a rapidly developing 

artistic movement—spreading through 

Hollywood like an ominous and nameless 

black tide—was actually being sold to the- 

ater operators throughout America. 

In those pages I first learned that films 

noir—a scholarly appellation that wouldnt 

be applied for another twenty or so years— 

were originally labeled by the folks who 

produced them, “crime thrillers” and 

“murder dramas.” The tags weren't applied 

indiscriminately: “crime thrillers” typically 

involved professional cops and robbers 

(think Kiss of Death, The Asphalt Jungle, 

The Big Heat) while “murder dramas” usu- 

ally dealt with guilty or innocent amateurs 

in over their heads (Double Indemnity, 

The Postman Always Rings Twice, any- 

thing written by Cornell Woolrich). 

It's this practical side of Hollywood his- 

tory, and especially noir, that's gotten short 

shrift among the literally hundreds of vol- 

umes dedicated to exploring and analyzing 

what I contend was Hollywood's only truly 

organic artistic movement. Hollywood's 

version of film noir was born of a particular 

place and time; it was a perfect storm of 

artistic foment, economic upheaval, and 

political backstabbing. Plenty has been 

written about that. Less explored is the role 

the worker bees of the business—agents, 

publicists, exhibitors, critics—had on the 

movement’ rise and fall. 

With Into the Dark, Mark Vieira goes 

a long way toward balancing the scales, 

providing a “You Are There” chronology 

of events, detailing how the emergence of 

this new strain of cinema was—like all art 

movements—simultaneously embraced 

and attacked by the mainstream. He’s 

culled some wonderful archival snippets 

as illuminating signposts along the route: 

excerpts from Bosley Crowther’s and 

Philip Scheuer’s reviews of Citizen Kane 

both read as if they're reviewing a film 

noir, long before the movement started to 



coalesce. Orson Welles’s influence on the 

development of “noir style” has never been 

more pithily depicted. (I’m especially 

pleased to see Phil Scheuer, one-time critic 

for the Los Angeles Times, acknowledged 

for his insightful and spot-on reportage 

of 1940s crime films and their significance 

to both the industry and culture. He was 

Johnny-on-the-Spot when his East Coast 

colleague Crowther, pontificating from his 

lofty perch at the “Paper of Record,’ was 

oblivious to it all. 

Mostly it’s fun to flip through these 

pages and sense the thrill this amazing array 

of film artists—including Vieiras beloved 

stills photographers—experienced produc- 

ing the sexy and sinister style that would 

become known as noir. The book reminded 

me of many conversations I had with 

actresses I'd profiled in Dark City Dames: 

The Wicked Women of Film Noir—none 

of whom knew the slightest thing about 

“film noir” but could vividly recall every 

detail of their work on Out of the Past, 

Force of Evil, The Prowler, Detour, The 

Set-Up, and Nightmare Alley—all classic 

examples of the form. 

But it was Claire Trevor—the Grande 

Dame of Film Noir—who put film theory 

versus film reality into the sharpest per- 

spective, when I sought details about her 

starring role in one of the definitive noir 

films, Raw Deal: “Honey; she sighed, “I 

made so many of those pictures I cant 

tell one from the other. But [ll bet my 

bottom dollar I was the bad girl” 

—EDDIE MULLER 

Eddie Muller is known internationally as “The Czar of 

Noir,” both for his books on the subject and his work 

rescuing and restoring at-risk films as founder and 

president of the Film Noir Foundation. He is producer 

and host of the annual Noir City Film Festival in San 

Francisco, the largest retrospective of classic film noir 

in the world, which has satellite festivals in numerous 

U.S. cities. A familiar face on Turner Classic Movies, 

Muller was programmer and host of TCM's 2015 

“Summer of Darkness,” a nine-night festival of classic 

noir. He has lectured on the subject for the Smithson- 

ian Institute, the Museum of Modern Art, France's 

Institut Lumiére and Cinematheque Francaise, among 

many other prestigious venues. He is coauthor of the 

national bestseller Tab Hunter Confidential and his 

crime novel, The Distance, was named Best First 

Novel by the Private Eye Writers of America. 
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Does anyone know? The def- 

inition of this genre differs 

from one scholar to the next. No one 

agrees on essential noir titles. Some say 

that 1940’s Stranger on the Third Floor 

was the first film noir; others that 1942’s 

Street of Chance was the first. When I 

"finally saw these films, the former looked 

like a horror film; the latter like a mystery. 

The Maltese Falcon is often cited as the 
first film noir, but I saw little relation to. 

textbook noir such as Out of the Past. I 
had read that a noir protagonist had to 
be alienated, obsessed, or doomed, yet 
none of these words describe Humphrey 
Bogart in that film, and certainly not Dick 
Powell in Murder, My Sweet, the accepted 
kickoff of the noir cycle. What are the 
criteria? What is the history of the genre? 
These are questions I had to answer when: ~ 

I set out to write a book on film noir, As 

HA! IS FILM NOIR? 

I began my research, I was overwhelmed. 

There are 150 books on the subject. This 

might be encouraging to a researcher, but 

not to a writer. With so many books on 

the market, I could not do “just another 

film noir book.” I had to do something 

different, something that would challenge 

the conventional wisdom. __ 

I've always been fascinated by the tech- 

nical excellence of 1940s filmmaking, so I 

decided on a pictorial history of the big- 

studio melodramas that characterized the 

film noir product of those years. A pictorial 

history would not be enough, however; I 

wanted to lead the reader into the ’40s. 

Researching archival documents, I read 

letters, conference transcripts, and inter- 

views that explained the true genesis of 

film noir. I chose to let those documents 

tell that story. The result is Into the Dark: 

The Hidden World of Film Noir, 1941-1950. 

This book tells the story of film noir 

in its own voice. Filmmakers, journalists, 

and exhibitors tell how the trend evolved.. 

Unheard voices and unseen images from 

eighty two films transport you to the ’40s. 

This is time travel, a ticket to the smoky, 

glamorous world of noir. You enter a story 
_ conference with Billy Wilder and Ree 
mond Chandler, visit Clifton Webb on 

the set of Laura, and watch Mildred Pierce 
with a preview audience. Into the Dark is 
the first book to recreate the environment 
that spawned film noir. 

No book has told how the genre came 
to be. Some include production histories 

or interviews with filmmakers, many of 
which are contradicted by archival docu- 
ments. A few explore the connection 



between pulp novelists and noir screen- 

writers. Not one studies the genre in the 

context of the movie business, the book- 

to-screen gauntlet that makes or breaks a 

project. Not one delves into the produc- 

tion hierarchy and protocol of the 

industry as it was recorded on in-house _ 

documents. Not one establishes a defini- 

tive chronology by using nuts-and-bolts 

research in studio archives and industry 

press. Most of these books are subjective, 

proposing film theory and advancing 

analysis that has nothing to do with the 

[ebeetome-bevel place in which the film was 

made. You can say that a certain movie is 

~ a “seminal film noir” and that it was the 

“progenitor of the genre.” But how was 

the film regarded in 1944? By the indus- 

‘try? By the press? By audiences? Was there 

an acknowledgment of a trend? These are 

questions that must be answered in order 

to write a history of the genre. I have writ- 

ten definitive histories of pre-Code films, 

horror films, and the production phe- 

nomenon of 1939. To do S0, I went to the - 

archives. .I have done the same for film 

noir. I have found the words that were 

pounded out on typewriters in the ‘40s—_ : 

what really happened, told by people who 

were there, as it was happening. 

Writing a book on pre-Code films was 

a straightforward proposition. They were 

made in a clearly demarcated period, from 

March 1930 to July 1934. This is not true 

of film noir. Even its title is ambiguous. In 

1946 the French critic Nino Frank was 

pondering a new type of Hollywood film. 

. At the time, of course, every American 

_ film was new to the French. They had been 

deprived of Hollywood product by the 

Vichy government since 1940. When the 

occupation ended and France could once — 

roles cons tanya Coll bia vorereeseetena (ci a e-velcer-tete! 

his confreres saw that Hollywood was 

making something new. It was not a melo- 

drama, a mystery, or a detective film, 

_ though it had elements of all three. It was 

distinguished by darkness. Its imagery, its _ 

characters motives, and its world view 

were dark. Before this, the typical Holly- 

~ wood film had been relentlessly optimistic. 

-Its happy ending offered an escape to a 

John Sturges's 

Shadowed has both the 

title and look of film noir, 

but it is a comedy. 

PREFACE 44 



benevolent universe. This film offered no 

such escape. Its hero was alienated, 

obsessed, doomed. He was not saved in 

the last reel. He often died. Mr. Frank 

dubbed this genre film noir; i.e., black film. 

The name meant nothing to Holly- 

wood. No one was reading French film 

criticism in 1946. They were too busy 

making dark films. In spite of this dark- 

ness—or perhaps because of it—these 

films were suddenly popular. During 

World War II, Americans had turned to 

Technicolor musicals and family come- 

dies, giving Hollywood the biggest boom 

in its history. In 1946 the dark films began 

to encroach. The fatalism of The Big Sleep 

and The Killers was far removed from the 

positivism of Blue Skies and The Harvey 

Girls, but America embraced dark films, 

calling them “crime, “mystery,” or “hard- 

boiled,’ and they became a studio staple. 

Film noir flourished in the ’40s, find- 

ing subject matter in all levels of society, 

from disenfranchised vets to exploited 

athletes and disillusioned public servants. 

It survived the changes that assailed the 

studios in 1948: the HUAC hearings, the 

loss of theaters, and the advent of televi- 

sion. Nineteen fifty saw some of the best 

film noir entries, but within a year the 

12 INTO THE DARK 

trend was losing steam, in part because 

many of its artists were being blacklisted. 

By the mid-1950s, the cycle had played 

itself out, acknowledged as démodé in 

Robert Aldrich’s Kiss Me Deadly. By 1960 

film noir was a thing of the past. There 

had been nineteen years of these films, 

but—unlike westerns, comedies, and 

musicals—they had no name. That was 

left to the critical fraternity. It took years. 

In the Spring 1972 issue of Film Com- 

ment, the fledgling film historian Alain 

Silver wrote a profile of director Robert 

Aldrich that was titled “Mr. Film Noir 

Stays at the Table” Indeed, Aldrich had 

held up a French magazine cover years 

earlier for an on-set photographer, point- 

ing to the words “Film Noir.” But these 

were hardly mainstream placements. On 

February 9, 1973, while reviewing Michael 

Hodges’s Pulp in the New York Times, 

Roger Greenspun wrote: “You can guess 

Above: Dick Powell 

saved his career by becom- 

ing a film noir hero. He is 

seen here with Claire 

Trevor in Edward 

Dmytryk’s Murder, My 

Sweet. 

Opposite: Robert 

Montgomery was both a 

film noir actor and 

director. 





where everything comes from: the cast— 

Mickey Rooney, Lionel Stander, Lizabeth 

Scott—partly out of the nineteen thirties 

and forties; the characters—imitation 

Humphrey Bogart, James Cagney, and the 

like—out of those pop-culture objects now 

made icons; the moods and tensions, out 

of the collective depths of the film noir? 

Aha! “The film noir? 

This was the first time the term had 

been used in a mainstream American pub- 

lication. Not coincidentally, the country 

was enjoying one of its periodic nostalgia 

crazes. In the early ’60s, the culture had 

gone mad for the Roaring Twenties. In the 

late ’60s, the advent of “camp” had lumped 

King Kong with Marlene Dietrich, giving 

the 30s a fresh currency. In the early ’70s, 

on the heels of the hippie era and glitter 

rock, came a fascination with the floral 

prints and pompadours of the ’40s. On a 

44 INTO THE DARK 

deeper level, these were a reaction to the 

Vietnam War and social unrest. I saw 

poster shops on Telegraph Avenue in 

Berkeley displaying huge images of 

Humphrey Bogart as his films played in 

repertory theaters down the block. The 

anti-hero had become a cultural icon. Film 

noir was ready for re-evaluation. 

These films had not gone away. They 

were everywhere, because every home had 

a television set. The studios had sold their 

libraries to television in the late 1950s, so, 

along with westerns and war movies, 

“detective movies” were devoured by young 

Americans as they ate dinner from TV 

trays. The children who ingested these fea- 

tures grew up hungry for more. They were 

curious about Dick Powell’s Philip Marlowe 

and Robert Mitchum’s Jeff Markham. 

Surely these films were more than the sum 

of their parts. By the 1970s, when these 

Baby Boomers were in college, America 

was “rediscovering the American cinema.” 

both on college campuses and in repertory 

theaters. The Times had officially named 

the genre, and films like Dark Passage were 

more than “old flicks.” They belonged to a 

formal genre. They were studied in high 

schools, colleges, and film schools. Most 

importantly, they were viewed. 

By the late °70s, RKO’s sole 35mm 

copy of Jacques Tourneur’s Out of the 

Left: A 1986 portrait 

of Jane Greer, whose career 

was revived by the 1970s 

rediscovery of 1940s 

film noir. Photograph by 

Mark A. Vieira. 

Opposite: Robert 

Mitchum embodies the 

film noir hero in Out of 

the Past. 
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Past—a fragile nitrate print—was being 

shipped hither, thither, and yon for festi- 

vals. Its star, a then-forgotten actress 

named Jane Greer, found a new promi- 

nence. One of the first American books 

on film noir was published in 1979. The 

Film Noir Encyclopedia by James Ursini 

and Alain Silver set criteria and enumer- 

ated titles. Film noir was established. 

Part of the satisfaction of writing a 

film history is learning. As I pored over 

thousands of articles, letters, and inter- 

views, I saw the genesis of a trend. The 

Los Angeles Times was by 1941 almost a 

Hollywood trade paper, sharing access to 

filmmakers with Variety, the Hollywood 

Reporter, and the Motion Picture Herald. 

If there was a trend, it would be covered 

in the Times. Thus we can read Edwin 

Schallert’s 1944 report on a new film cycle 

and his assertion that it began in 1941 

with Citizen Kane and The Maltese Falcon. 

We read Philip K. Scheuer’s 1949 report 

on how the “hard-boiled cycle” had made 

roles for women scarce, an injustice 

addressed by Sunset Boulevard, Beyond 

the Forest, and The Damned Don't Cry. 

We read Hedda Hopper’s reports on 

Orson Welles, in which she calls him 

“Little Orson Annie.” Most film noir 

analyses are seriously short of humor, 

which is odd. The films—and their 

reviewers—are often droll. When Holly- 

wood legends like Barbara Stanwyck, Lee 

Garmes, and Orson Welles reminisce 

about film noir, they are witty and artic- 

ulate, putting a frame on the flashback. 

Do audiences say “Eeeek!” when a 

murderous character is almost caught? 

They did in 1944, when Double Indemnity 

grabbed its first audience. We learn from 

rural theater owners how their patrons 

responded to these films, with indiffer- 

ence and even hostility. For venom, no 

one surpassed Bosley Crowther in the 

New York Times. He dismissed nearly 

every film noir that is now considered a 

classic. In one review he called Joan Craw- 

ford a “ghost wailing for a demon lover 

beneath a waning moon.’ Did he attack 

Possessed because he hated Crawford or 

just because he hated movies? Only the 

reader can decide. 

My fond hope for Into the Dark is 

that it will serve a significant function 

for anyone who is curious, interested, or 

even fanatical about ’40s film noir. This 

is the first book to accurately describe 

the environment that spawned film noir. 

This environment was not only that of 

postwar America, with its fumbling 

adjustment to new roles and new mores. 

It was the production hierarchy of the 

Hollywood film studio. If the hard-boiled 

material written by a screenwriter did 

not appeal to a producer—and did not 



make money—it would never have been 

filmed. There would never have been a 

film noir genre. 

As you will read, this environment 

did not altogether appeal to crime-fiction 

giants. Raymond Chandler’s clashes with 

Billy Wilder almost constitute comic 

relief. I hope that the dashes of humor 

contained herein will be refreshing. I hope 

that the basic questions about each film 

are answered in the entries, and that the 

new data I have found will be of value. I 

credit many more studio photographers 

than was previously possible. Film noir 

was their achievement, too, so giving 

credit to artists like Ned Scott adds one 

more feature to this book. 

I hope that these aspects will enhance 

your next film noir viewing. I saw my first 

noir in 1957, when I was seven. If I had 

known that the working title of The Locket 

was What Nancy Wanted, I may have 

enjoyed the film more. In any case, I am 

happy to share my knowledge, and grateful 

to my publisher, Running Press, and to 

Turner Classic Movies, for the opportunity 

to do so. I hope that Into the Dark will 

convey the mystery, glamour, and irony that 

make ’40s film noir surpassingly popular. 

MARK A. VIEIRA 

June 26, 2015 

‘The wiles of dissembling 

fate afford us the 

illusion of freedom, yet 

in the end always lead us 

into the same trap. 

JEAN COCTEAU 

PREFACE 47 









p. 18: Veronica Lake 

and Alan Ladd became 

stars in Frank Tuttle's This 

Gun for Hire. Photograph 

by A. L. (‘Whitey’) 

Schafer. 

Opposite: Humphrey 

Bogart posed for poster art 

to publicize John Huston’s 

The Maltese Falcon. 

Photograph by Scotty 

Welbourne. 

1941 
REPORTS ON THE 

CRIME STORY CYCLE 

“Reader interest in mystery novels, 

always high, has recently doubled. 

Instead of an average printing of 

3,500 copies, an edition will run as 

high as 7,000 and 10,000. The screen, 

on the other hand, has been notori- 

ously lax in exploring this field of 

drama. For too long Hollywood has 

contented itself with the childishly 

obvious in crime yarns. They have 

fallen into three groups: the pseudo- 

horror, clutching exponents like 

Karloff, Lugosi, and Lorre; the spook 

comedy, as exemplified by The Cat 

and the Canary; and the detective- 

crook ‘school’ of Charlie Chan and 

the Lone Wolf. The producers have 

completely ignored the moviegoing 

equivalent of the public that dotes on 

the intelligent, well-told mystery 

novel.” 

PHILIP K. SCHEUER, Los Angeles Times, 

October 12, 1941 

SHADOWED 21 



‘CITIZEN KANE 
RKO RADIO PICTURES 
RELEASED MAY 1, 1941 

22 INTO THE DARK 

A MAGNATE’S DYING WORDS 

INSPIRE A SEARCH FOR THE TRUTH 

BEHIND HIS LEGEND. — 

PRODUCTION QUOTE 

“Well, this afternoon at the old 

Pathé studio, where this town has 

seen a lot of history made, we'll — 

witness the formal start of Citizen 

Kane, the first picture to be helmed 

by Orson Welles. I wouldn't miss the 

christening for the world. ‘Little _ 

Orson Annie’ is occupying the 
bungalow dressing room which was 

once used by Gloria Swanson.” - 

HEDDA HOPPER, Los Angeles Times, 

August 1, 1940 

Gloria Swanson used this bungalow in 

1928 while filming Queen Kelly, the. 

film she watches in Sunset Boulevard, 

Coincidentally, Swanson attended the 

gala premiere of Citizen Kane. 



REVIEWS 

“Citizen Kane is far and away the 

most surprising and cinematically 

exciting motion picture to be seen here 

in many a moon. As a matter of fact, 

it comes close to being the most sensa- 

tional film ever made in Hollywood. 

Mr. Welles has put upon the screen a 

motion picture that really moves. It 

is cynical, ironic, sometimes oppres- 

sive, and as realistic as a slap.” 

BOSLEY CROWTHER, The New York Times, 

May 2, 1941 

“Citizen Kane, the one incomparably 

fine film of 1941, can be held up 

as a shining example of almost any- 

thing. For instance, it is a great 

mystery story, one told with mathe- 

matical precision. This may have been 

lost sight of in the excitement over its 

more controversial aspects.” 

PHILIP K. SCHEUER, Los Angeles Times, 

October 12, 1941 

“Stay away from this. A nightmare. 

Will drive em out of your theater. 

It may be a classic to you, but it’s 

plumb nuts to your public. Some swell 

acting and production wasted. Way 

too extreme.” 

J. K. BURGESS, Iris Theatre, Velva, 

North Dakota, Motion Picture Herald, 

January 3, 1942 

“Dont try to tell me Orson Welles 

isn't a genius. Herein he has pro- 

duced a mighty fine picture. 

Herewith he has established for me 

the lowest gross I have ever experi- 

enced. I hurt all over.’ 

_ DANIEL KORMAN, Palace Theatre, 

Ontario, Canada, Motion Picture Herald, 

February 28, 1942 

In Citizen Kane, Orson 

Welles both directed and 

acted the first film noir 

antihero. Charles Foster 

Kane is alienated, obsessed, 

and doomed. Welles was a 

twenty-five-year-old 

émigré from radio when 

he played the eponymous 

publisher, aging from 

twenty to seventy in the 

course of the story. Photo- 

graphs by Alex Kahle. 
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Top: In this shadowy 

scene from Citizen Kane 

are: (I. to r.) Dorothy 

Comingore, Orson Welles, 

Ruth Warrick, and Ray 

Collins. 

Citizen Kane was the van- 

guard of film noir. The 

film’s visual innovations— 

deep shadows, unorthodox 

camera angles, nightmarish 

montages—would become 

film noir conventions. 

24 INTO THE DARK 

Opposite: In this scene 

from Citizen Kane, 

Ruth Warrick defies Ray 

Collins (in silhouette) in 

order to save herself 

and her son. Photograph 

by Alex Kahle. 

“Thad this terrible sense that a 

film was dead—a piece of film that 
would just be run through a projection 
machine. I didn’t want that. That is 
why my films are strongly stated. I can’t 
believe that people wont fall asleep 
unless my films are theatrical. For 
myself, unless a film is hallucinatory, 

unless it becomes that kind of an expe- 
rience, it doesn’t come alive” 

ORSON WELLES in Barbara 

Leaming's Orson Welles 





THE MALTESE 
gy \Reel 
WARNER BROS. PICTURES 
PREMIERED OCTOBER 18, 1941 

: “SYONEYE at 

26 INTO THE DARK 

WHILE INVESTIGATING THE 

MURDER OF HIS BUSINESS 

PARTNER, A DETECTIVE IS PULLED 

INTO A QUEST FOR A FABULOUS 

WORK OF ART. 

PRODUCTION QUOTE — 

“I know now why most of the camera 

‘business’ I wrote in my scenarios 

wasnt followed. It couldn't be!” 

JOHN HUSTON, Los Angeles Times, 

October 19, 1941 

“John Huston sets the mood in 

this picture with suspenseful long 

shots, ceilings on sets to create 
a feeling of confinement, and extra 

wide-angle lenses—tricks used 

by Orson Welles” — 

BOB HALL, “Dad's Boy,” Hollywood 

magazine, August 1942 

“Critics have found The Maltese 

Falcon to be the freshest and most. 

original film seen in New York 
since Citizen Kane [which opened 

the previous May]. It is also the 
- most cynical, depraved, and bril- 
liantly melodramatic. There isn’t an 
honest motive in the entire cast— 
which is why we accept the 

characters as real people.” 

RICHARD GRIFFITH, Los Angeles Times, 
October 14, 1941 



LETTER FROM REGIONAL 

THEATER OWNER 

“The picture is too long and talky. 

Its title is meaningless. Bogart is 

miscast. My patrons tell me they like 

him best as a crook” 

E.M. FREIBURGER, Paramount Theatre, 

Dewey, Oklahoma, Motion Picture Herald, 

January 17, 1942 

ARTIST COMMENT 

“It was Huston’s script, Huston’s 

picture. He had the wit to keep 

Hammett’s book intact. His shooting 

script was a precise map of what went 

on. Every shot, camera move, 

entrance, exit was down on paper, 

leaving nothing to chance, inspiration, 

or invention. Of course you don't 

know youre making history while 

youre in there making it” 

MARY ASTOR, A Life on Film 

The Maltese Falcon cost $375,000. 

It grossed $1.7 million. 

Above left: The Maltese 

Falcon crystallized the film 

noir antihero, a slightly 

tarnished detective who 

works from a slightly 

rundown office. We see 

Jerome Cowan and 

Humphrey Bogart in their 

native milieu. 

Above right: Lee Patrick 

plays the detective's 

secretary, as excited as 

her boss when the fabled 

“black bird” arrives. 

SHADOWED 27 
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3ogart was 

able to menace everyon 

Astor, Sydney 

and Pet 
Radimever bean film vad never been a film 

with so many rotten char- 

acters. re wasn't one 

decent person in the whole 
Det WS ecttoce 

picture, said Cook in 
1¢ 986. “And look w 17 

film it wa 

Left: Mary Astor as Brigid 

O'Shaughnessy and 

tese Falcon. 
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| WAKE UP 
SCREAMING 
TWENTIETH CENTURY-FOX 
RELEASED OCTOBER 18, 1941 

sur 
perTY GRA Le 
TURE ° 

cron? MATE LAIRD CREGAR 

oT 
‘wo oRKInG rte: 

HOTS? 

30 INTO THE DARK 

oS Poa to the « offbeat rete) 

awe 

THE MURDER OF A WAITRESS- 

TURNED-MODEL PITS HER 

PROMOTER AGAINST A SADISTIC 

DETECTIVE. 

“Most murder mysteries are Bs 

regardless of budget, but this one is 

an exception to the rule. H. Bruce 

Humberstone has obtained results 

that are all that may be asked of a 

murder meller with a romantic strain 

of more than ordinary strength.” 

Variety, October 22, 1941 

“In spite of the fact that it embodies 

many perceptible tricks of quality 

melodrama—flashbacks, sharp 
photography, menace music, and a 
water-torture pace—I Wake Up 
Screaming is a pretty obvious who- 
dunit and a strangely unmoving affair. 
Incidentally, the picture never does 

make clear who it is that wakes 

up screaming.” 

BOSLEY CROWTHER, The New York Times, 
January 17, 1942 

i shac comment on sc mi may 

ay Grable. Wate! Was | 

s angine aw i iwenti- 

eth C Century-Fox. 
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THE SHANGHAI 
GESTURE 
UNITED ARTISTS 
PREMIERED DECEMBER 25, 1941 

32 INTO THE DARK 

THE QUEEN OF THE CHINESE 

UNDERWORLD TRIES TO DESTROY 

A BRITISH INDUSTRIALIST BY 

CORRUPTING HIS DAUGHTER. 

_ PRODUCTION QUOTE 

“Josef von Sternberg is shooting a 

scene. ‘My children; Joe says to the 

hushed mob, ‘we're all together in a 

_ strange house in Shanghai. It’s the 
gambling hell of Mother Gin Sling. It 

exists only in my mind. Nothing like 

it ever existed anywhere. But don’t 
let that cramp you. Try to act like 

229 human beings. 

HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, November 9, 1941 

“Yesterday The Shanghai Gesture 

opened before an attendance at 

Graumans Chinese Theatre that was 
bewildered, bored, or impressed, 

according to individual reaction. 
This writer confesses to an intermit- 
tent combination of all three. When 
Poppy (Gene Tierney) arrives at the 
gambling den of Mother Gin Sling 

(Ona Munson), she says, ‘Anything 
could happen here. Any moment? 
The moment is too long delayed. ” 

PHILIP K. SCHEUER, “Shanghai Gesture 
Bids for Shocker Laurels,” Los Angeles Times, 
January 30, 1942 

SES enor ea gee ORS 

In Joseph von Sternberg’s The Shanghai 
Gesture, Ona Munson plays the mysterious . 
Mother Gin Sling. Portrait by Ned Scott. 





Top: Gene Tierney plays a 

wealthy young woman who 

succumbs to the blandish- 

ments of the underworld. 

Portrait by Ned Scott. 

Bottom: Mother Gin Sling 

helps the finishing-school 

graduate degrade herself. 

S Opposite: By the end of 

The Shanghai Gesture, 

Victoria has become 

Poppy, an opium-addled 

nymphomaniac. 

LETTERS FROM REGIONAL 

THEATER OWNERS 

“Different! Interesting! Pleased all!” 

ELINA A. BOLDUC, Majestic Theatre, 

Conway, New Hampshire, Motion Picture Herald, 

April 4, 1942 

“This is the world’s worst. More 

patrons panned this than any picture 

I have run in seventeen years. I 

noticed a few fairly good reports on 

this. There must be a great difference 
I in people within our borders 

L. V. BERGTOLD, Westby Theatre, 

Westby, Wisconsin, Motion Picture Herald, 

August 8, 1942 

ARTIST COMMENT 

“The Shanghai Gesture was released 
to devastating reviews. What had 
seemed dramatic and crisp on the 
soundstage struck the critics as 
hollow and absurd. Years later, in 

France, strangers would ask me about 
The Shanghai Gesture as if it were a 
work of art. I learned that the picture 
was very well regarded.” 

GENE TIERNEY, Self-Portrait 
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“One shudders to think of 

the career which Paramount 

must have in mind for 

Alan Ladd,” wrote Bosley 

Crowther in the New York 

Times. “Obviously, they 

have tagged him to be the 

toughest monkey loose on 

the screen, For nat since 

Jimmy Cagney massaged 

Mae Clarke's face with a 

grapefruit has a grim des- 

perado gunned his way into 

cinema ranks with such vio- 

lence.” Portrait by A. L. 

(‘Whitey’) Schafer. 

1942-1943 
REPORTS ON THE 

CRIME STORY CYCLE 

“The shortage of story material 

and writers has film companies 

seriously ogling the pulp mag scripts 

and scripters. It marks the first time 

Hollywood has ever initiated a 

concerted drive to replenish its 

dwindling library of supplies and its 

scripter ranks from the twenty- 

cents-a-word authors of the weird- 

snappy-breezy-argosy-spy-crime- 

detective-mag school” 

Variety, November 10, 1943 
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THIS 
AT TY voy 
HIRE — 
PARAMOUNT PICTURES 
RELEASED MAY 13, 1942 

38 INTO THE DARK 

A HIRED KILLER IS PULLED 

INTO AN INTRIGUE OF FIFTH 

COLUMNISTS WHEN HE IS TREATED 

KINDLY BY A DETECTIVE’S 

GIRLFRIEND. 

“This gangster film with a patriotic 

twist was tradeshown at the Ambassa- 

dor Hotel Theatre, to an audience of 

exhibitors and critics which pro- 

nounced it excellent entertainment. 

Its script is a demonstration of skill 

and artifice in the maintenance of 

tension, withholding disclosures only 

until they mean the most to the pic- 

Labhgcir-vovelsbeetuateatateasbetselelxeielatets 

_ deceptions for the sake of the finale” 

WILLIAM R. WEAVER, Motion Picture 
Herald, March 21, 1942. - 

LETTER FROM REGIONAL 
THEATER OWNER 

“Our audience was so hushed during 
the runoff of this that one might 
have supposed that they had ceased 

to exist. They liked it that much” 

~ Palace Theatre, Penacook, New Hampshire, 
Motion Picture Herald, October 17, 1942 



Top: Alan Ladd in a scene 

from Frank Tuttle’s This 

Gun for Hire. 

Bottom: In This Gun for 

Hire, Raven (Alan Ladd) 

treats a little girl (Virita 

Campbell) with kindness 

while completing a homici- 

dal assignment. 

Vary vee 1 
a eee SARE HS 

ARTIST COMMENT 

“Sitting there in that theater for 

the preview, I heard every cough in 

the house. I saw every head turn. I 

watched every kid fidget. When 

anybody got up to go out, my heart 

flopped to my socks. My heart raced 

like a P-38’s engine. I didn't even 

know what the picture was about.” 

ALAN LADD in Kirtley Baskette’s “Killer Diller,” 

Modern Screen, October 1942 
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THE 
GLASS KEY 
PARAMOUNT PICTURES 
RELEASED OCTOBER 23, 1942 

M2 INTO THE DARK 

4 

ii¢ 

THE LOYAL ASSISTANT OF A 

CORRUPT POLITICIAN MUST PROVE 

THAT HIS REFORMED BOSS DID 

NOT COMMIT A MURDER. 

REVIEW 

‘When it comes to writing neat 

mystery thrillers, no one can touch 

Dashiell Hammett. In case you've 

forgotten, Paramount's The Glass Key 

will jog your memory. Hammett 

characters are always audacious. In 

The Glass Key there are some that get 

over beautifully. Others tend to irritate. 

Director Stuart Heisler has confused 

‘hard-boiled’ with ‘acrimonious: No 

one dreams of seeing a Hammett 

type—man or woman—portrayed as 

saintly; at the same time, catition must 
be exercised to keep them from 

rubbing us the wrong way.’ 

PHILIP K. SCHEUER, oe Times, 

January 15, 1943 

LETTER FROM REGIONAL 

THEATER OWN NER 

Did fair business despite gas rationing, 
_ cold weather, and war-depressed 

~ minds. Guess it would have taken 
more than that to keep the women ~ 
from coming to see Alan Ladd—oh, 
and what a ‘lad’!” 

TERRY AXLEY, New Theatre, England, 
Arkansas, Motion Picture Herald, 

January 30, 1943 

Se ee 

Eliot Elisofon made this portrait of 
Veronica Lake to publicize Stuart Heisler's 
The Glass Key. 





THE SEVENTH 
VICTIM 
RKO RADIO PICTURES 

RELEASED AUGUST 21, 1943 

M4 INTO THE DARK 

A NAIVE YOUNG WOMAN 

FINDS THAT HER MISSING SISTER 

HAS BECOME INVOLVED WITH 

SAINI 

REVIEW 

“Hard-boiled mystery fans will be 

disappointed that none of the __ 

devil-worship society’s horrific rites 

are disclosed, but there are enough 

thrills and chills to make up. Indeed, 

at the Hawaii Theatre yesterday, _ 

loud screams greeted several 

creepy sequences.” 

GRACE KINGSLEY, Los Angeles Times, 

December 24, 1943 

LETTER FROM REGIONAL 

“This is the worst one of this series. 

It has a terrible ending. Pass it up” 

‘RALPH RASPA, State Theatre, Rivesville, 

West Virginia, Motion Picture Herald, 

May 13, 1944 

“The Seventh Victim had a rather 

~ Sinister quality, of something intangi- 
ble but horribly real. It had an 
atmosphere. I think the actors and the 
director had to believe very strongly 
in the possibilities of disaster, that ~ 
something was there. We believed 
it ourselves. We talked ourselves into 
believing it” 

MARK ROBSON in Charles Higham and Joel 
Greenberg's The Celluloid Muse 
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p. 48: A Frank Powolny 

portrait of Gene Tierney 

as Ellen in John Stahl’s 

Leave Her to Heaven. 

Opposite: Claire Trevor is 

the definitive femme fatale 

in Edward Dmytryk’s 

Murder, My Sweet. Photo- 

graph by John Miehle. 

1944 
REPORTS ON THE 

CRIME STORY CYCLE 

“The success of Phantom Lady, 

produced by Joan Harrison, who was 

schooled in the Hitchcock company, 

stacks up as a demonstration that 

the field of upper-bracket chillers is 

not closed to competition. The 

market has presented no proof that 

readiness, even eagerness for million- 

dollar thrillers is lacking. On the 

contrary, it has presented evidence, 

in its acceptance of B-type thrillers 

so long and loosely utilized for the 

purpose of filling the secondary spot 

on a double bill, that the hunger for 

vicarious excitement is constant 

and dependable.” 

“Market Appears Ready for Thriller Films,” 

Motion Picture Herald, May 13, 1944 

“There is a new honesty in pictures, 

_ and it is most strongly evidenced in 

the crime story. This, I think, is the 

dominant—and most encouraging— 

‘trend’ of 1944. It is the only trend (I 

dislike the word, but it will have to do) 

that holds out any hope for the intelli- 

gent minority among filmgoers. As a 

term, ‘crime story must be inter- 

preted loosely. It ranges from the 

half-world of Martinique in To Have 

and Have Not to the psychological- 

murder milieu of Double Indemnity. 

Two films in 1941 gave us the first 

working models for this new honesty 

in technique: Citizen Kane and The 

c 

Maltese Falcon. It has taken three 

years to reach fruition.” 

PHILIP K. SCHEUER, “New Honesty Shown 

in Picture Making,” Los Angeles Times, 

December 24, 1944 

‘Thanks to Murder, My Sweet, 1944 

may go down in picture history as the 

year in which Hollywood boosted the 

crime picture from its accepted state 

as the old reliable of the B bracket, 

gave it the gold dust treatment, ped- 

dled it nicely, and then saw that gold 

dust grow into comforting chunks of 

bullion.” 

The Hollywood Reporter, March 23, 1945 

LOOKING BACK AT 

“A man who makes movies, and, cer- 

tainly somebody like myself that 

makes all kinds of movies, works in 

different styles. As a picture maker, I 

am not aware of patterns. We're not 

aware that ‘This picture will be in this 

genre. It comes naturally, just the way 

you do your handwriting. You don't 

do it consciously.’ 

BILLY WILDER in Alain Silver, James Ursini, 

and Robert Porfirio’s Film Noir Reader 3 

CYNICAL 49 



PHANTOM 
LADY 
UNIVERSAL PICTURES 

RELEASED FEBRUARY 17, 1944 

50 INTO THE DARK 

AN INNOCENT MAN WILL BE 

SAVED FROM EXECUTION IF HE 

CAN FIND THE WOMAN WHO 

IS HIS ALIBI. 

PRODUCTION © 

“Universal has found its ‘Phantom 

Lady. Fay Helm will do the role. It’s 

one of those parts, of course, which 

gets into the plum classification, 

because a very particular type is 

required. A number of actresses were 

tested for the assignment, and there is 

_ plenty required of its interpreter. 

Phantom Lady is the first feature for 

Joan Harrison, lone feminine pro- 

ducer of Hollywood” 

EDWIN SCHALLERT, Los Angeles Times, 

September 30, 1943 

“Something was bound to happen 

when a former Alfred Hitchcock pro- 

tégée and a former director of 

German horror films were teamed on 

the Universal lot—something severe 

and unrelenting, drenched in creep- 

ing morbidity and gloom. And that 

something, which Miss Joan Harrison ~ 

and Robert Siodmak have evolved, is 

a little item called Phantom Lady” 

BOSLEY CROWTHER, The New York Times, 

February 18, 1944 

SEE ORC DSR Ege aL ree ee 
In Robert Siodmak’s Phantom Lady, Franchot 
Torie plays a psychotic architect who intends to 
let an innocent friend be executed. 







LETTER FROM REGIONAL 

THEATER OWNER 

“A tense, dramatic mystery that proves 

to be just a fair draw to our small- 

town patronage.” 

LEONARD J. LEISE, Rand Theatre, 

Randolph, Nebraska, Motion Picture Herald, 

June 24, 1944 

ARTIST COMMENT 

“I was under contract to Universal, 

and, as is usual in the film city, if you 

are successful at making a certain 

type of picture, then you are given 

more of them to make.” 

ROBERT SIODMAK in Joseph Greco's The File 

on Robert Siodmak, 1941-1951 

CYNICAL 



DOUBLE 
INDEMNITY 
PARAMOUNT PICTURES 
RELEASED SEPTEMBER 6G, 1944 

S54 INTO THE DARK 

FOR BOTH LOVE AND MONEY, 

AN INSURANCE SALESMAN 

CONSPIRES WITH A CUSTOMER TO 

MURDER HER HUSBAND. 

PRODUCTION QUOTES 

c 

‘George Raft turned the role 

down flat. We knew then that wed 

have a good picture. He always turns 

the good ones down.” 

BILLY WILDER in Philip K. Scheuer's 

“Film History Made,” Los Angeles Times, 

August 6, 1944 

Raft refused High Sierra, The 

Maltese Falcon, and Casablanca. 

“James M. Cain and Raymond 

Chandler each had a hand in the writ- 

ing of Double Indemnity. Cain wrote 

the novel and Chandler the script. 

Both happen to be my favorite novel- 

ists in the hard-boiled crime field. 

Cain and Chandler are Eluxaael 

(although they met but once, at lunch) 

that the yarn should be treated psy- 

chologically, It is Fred MacMurray _ 

who dictates the story, or confession. 

The idea is to make him an under- 

Beciceclulaiitive(orometenavamelatits 

Hays Office will please look the other 

way) sympathetic to a degree. The 

film will be unique, but so are the two 
men who are conceiving it.” 

PHILIP K. SCHEUER, “Crime Pair Write 

Film Whodunit,” Los Angeles Times, 

September 12, 1943 



“I visited Barbara Stanwyck on the 
set of her new picture. In it, she 

schemes to kill one man and shoots 

another. ‘How did you ever get away 

with that role?’ I asked her. 

“Easy, she answered. ‘No objec- 

tions. The story proves that crime 

doesn't pay 

“But the sweater. The sweater! 

How did the Hays Office ever let that 

get by?’ 

“What's wrong with it? The picture 

is very moral. It’s anti-crime and anti- 

sweater. It shows what happens if you 

fall for a gal who wears a sweater.” 

SIDNEY SKOLSKY, “She Frightened Herself,” 

New York Evening Post, August 24, 1943 

REVIEW 

“Double Indemnity has Barbara 

Stanwyck and Fred MacMurray as a 

pair of murderers who don't get away 

with it, but while they are carrying 

out their nefarious scheme and 

struggling to keep from being found 

out, they take their audience with 

them every step of the tense way. At 

one point the audience, keyed up to 

the breaking point, finally let go with 

a long, drawn out ‘Eeeek!’ as the 

guilty pair escaped detection by a 

hair's breadth.” 

JANE CORBY, Brooklyn Daily Eagle, 

September 7, 1944 

LETTER FROM REGIONAL 

THEATER OWNER 

“Big stars wasted on a gruesome 

murder subject. Business was way, 

way off, yet we were charged stiff 

prices. The indemnity we paid 

was indeed double.” 

N. W. HUSTON, Liberty Theatre, 

Columbus, Kansas, Motion Picture Herald, 

February 25, 1945 

ARTIST COMMENTS 

“I wanted to do the script with 

James M. Cain, but he was doing a 

Western for Twentieth Century-Fox, 

so Raymond Chandler seemed the 

best choice. Raymond was a kook, a 

crazy man, but he had a wonderful 

flair. It was, incidentally, the first time 

he had worked on a script, or been 

inside a studio.” 

BILLY WILDER in Charles Higham and Joel 

Greenbergs The Celluloid Muse 

Stanwyck, MacMurray, 

and Tom Powers in the 

“California Spanish” home 

designed by Hal Pereira for 

Billy Wilder's Double 

Indemnity. 

CYNICAL 55 





“I must say Billy Wilder did a 

terrific job. It’s the only picture made 

from my books that had things in 

it I wish I had thought of. Wilder’s 

ending was much better than my 

ending, and his device for letting the 

guy tell the story by talking to the 

office dictating machine—I would 

have done it if I had thought of it” 

JAMES M. CAIN in Patrick McGilligan’s 

Backstory 1 

Double Indemnity cost $927, : 

grossed $2.5 million. 
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LAURA | 
TWENTIETH CENTURY-FOX 
RELEASED OCTOBER 11, 1944 

58 INTO THE DARK 

A DETECTIVE INVESTIGATING 

A MURDER IS MESMERIZED BY A 

PORTRAIT OF THE VICTIM. 

PRODUCTION QUOTE 

~ “We were on the bathroom set of 

Laura. You never saw a bath like this 

one, not even in those early DeMille 

pictures. Clifton Webb is sitting in it. 

In this picture, he plays the acid- 

etched role of Waldo Lydecker, a 

combination of columnists Cholly 

Knickerbocker and Alex Woollcott. 

‘If interviewing me in the bath isn’t an 

occasion, Id like to know what is, 

said Clifton. ‘I would spend my first 

day before the camera sitting in luke- 

warm water. Sort of limits me: 

“Nice little place you’ve got here; 

I said. 

“That's what Dana Andrews 

says to me when he comes to ques- 

tion me about Laura’s murder, replied 

Clifton. ‘And I love my reply. “It’s 
lavish. I call it home.” Clifton went 

on to explain the psychology of his 
role, describing Waldo as ‘an original, 
a sybarite, a species of adder turned 

~ out by Sulka and Charvet.” 

HEDDA HOPPER, Los Angeles Times, 

June 4, 1944 

ee SS 

The waspish writer and the laconic detective 
square off; a scene still of Clifton Webb and - 
Dana Andrews from Otto Preminger’s Laura. 
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Above: Detective Mark 

McPherson is forced to 

question Lydecker in his 

bathroom. 

Opposite: The portrait 

becomes a focal point for 

an obsession. 

60 INTO THE DARK 

REVIEW 

“It is amazing how you are captivated 

by the individual scenes in Laura. 

There is one that is outstandingly 

enacted by Andrews, while he is alone 

in the apartment of the murdered 

woman. A portrait hanging on the 

wall reveals the magic that she exerts 

and is a symbol of this spell. It is 

action carried out without a single 
word being spoken, yet it is remark- 
ably compelling. The audience at the 
Fox Wilshire last night quite evidently 
fell under the hypnotic influence of 
the scene, for under ordinary circum- 
stances it would have appeared too 
protracted. But its force was fully con- 
veyed.” 

EDWIN SCHALLERT, Los Angeles Times, 
November 17, 1944 

LETTER FROM REGIONAL 

THEATER GWNER 

“Picture is very well played, but mys- 
teries are not liked here by the general 
public. I guess they are making too 
many now. They are overdoing it, as 

in the case of the war pictures.” 

M. W. HUGHES, Colonial Theatre, Astoria, 
Illinois, Motion Picture Herald, May 26, 1945 

QUOTE FROM TRADE 

ARTICLE 

“I remember one time when a Jap air 
raid broke up a screening of Laura. 
My men spent the next thirty minutes 
in a foxhole discussing the identity of 
the murderer in the picture—not the 
Jap planes overhead.” 

BRIGADIER GENERAL HAYWARD HANSELL 
in “Target Tokyo Vivid Telling,” Motion 
Picture Herald, May 19, 1945 



ARTIST COMMENTS 

“T liked the script of Laura, but 

after one reading was unenthused 

about my role. The time on camera 

was less than one would like. And 

who wants to play a painting? 

In truth, only Otto Preminger had 

absolute faith in the project.” 

GENE TIERNEY, Se/f-Portrait 

“T understand the people in Laura. 

They're all heels, just like my friends 

in New York” 

OTTO PREMINGER in Victoria Price’s Vincent 

Price: A Daughter's Biography 





Opposite: Laura brought 

film noir into high society. 

Clifton Webb portraye 

the columnist Waldo 

Lydecker. Gene 1 y, 

world. 

Right: Lydecker fears that 

he is losing hi 

Bottom: Laura wa 

hit and advanced many 

careers. Gene Tie 

Clifton Webb, Dana 

Andrews, and Vincent 

Price (seen here) became 

stars; Otto Preminger 

became a first-rank direc- 

tor. The film also 

accelerated the cyc 

‘mystery thrillers” 

known as fi 

Ve ie 

Vue 

CYNICAL 63 



AN EXPATRIATE AMERICAN 
FISHERMAN IS PULLED INTO-A 

PARTISAN CONFLICT IN 
ike) HAVE AND MARTINIQUE WHEN HE FERRIES — 
A AVE Toys _____ ASUSPICIOUS CUSTOMER. 

PRODUCTION QUOTE 

WARNERBROS.PICTURES _—sT “Lauren Bacall is the minx with the 
_ PREMIERED OCTOBER 11, 1944 -__pussy-willow face and poison points. 

That combination has never failed to 

make headlines. When I ran into 

her at Romanoff's, she said, “Hedda, 

remember the luncheon Elsa Maxwell 
gave me on my eighteenth birthday? 

You said, “Listen, girlie. Don't ever let 

them put you in a sweet ingénue role. © 

Hold out and you'll make history.’ 

Well, I took your advice.” 

HEDDA HOPPER, Los Angeles Times, 
- December 5, 1944 

64 INTO THE DARK 



REVIEW 

“That ultra-aware modernism, ‘hep, 

is a very handy word to have around 

for a picture like To Have and Have 

Not. Whatever it may have been as a 

Hemingway novel, as a film it is nowa 

typically hep Warner Bros. war melo- 

drama, similar in style to Casablanca, 

not quite up to it in meaning, but 

nevertheless a film which knows all 

the angles. The ‘hepness of this film is 

all over it. It is like a rebus of demo- 

cratic slants and angles. If you look for 

them, they're in every scene—with 

Hoagy Carmichael and the girl, 

singing with a small, hot Negro band; 

in Bogart’ speedboat with Sir Lancelot 

as his guide to the tuna schools; in 

Bogarts brushes with the fascist Vichy 

Gestapo. To Have and Have Not has a 

healthy, democratic flesh tone, and it is 

not only skin deep.” 

JOHN T. MCMANUS, “Vichy, Bogart, and 

a Dame,” PM, October 12, 1944 

LETTER FROM REGIONAL 

THEATER OWNER 

“Another good one from Warners. 

They all came out to see Miss Bacall 

on Sunday.” 

C.H. CAUDELL, V Theatre, Wallace, 

North Carolina, Motion Picture Herald, 

February 10, 1945 

ARTIST COMMENT 

“The idea of playing this woman of 

the world at age nineteen, flirting 

with the guy, and all this stuff was 

great fun. But then I was scared to 

death, because when Howard Hawks 

would say, ‘Quiet on the set; and the 

bell would ring, and hed say ‘Action; 

there was dead silence. All these 

people were staring at me. And the 

camera. It was frightening” 

LAUREN BACALL in Mark Cousins’s 

Scene by Scene: Film Actors and Directors 

Discuss Their Work 

To Have and Have Not cost $1.55 mil- 

lion and grossed $3.65 million. 

“By now,” wrote critic John 

T. McManus, “everybody in 

America who goes to 

movies and apparently 

every American on all the 

fighting fronts, from Palau 

to Aachen, is mad about 

Humphrey Bogart. What 

will really get them in To 

Have and Have Not is to 

see their guy tangle with a 

case-hardened café girl 

named Lauren Bacall, a 

blonde, wide-lipped, 

frankly sexy creature with a 

voice like the low register 

of a brass clarinet.” 
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THE WOMAN IN 
THE WINDOW 
CHRISTIE CORPORATION- 

INTERNATIONAL PICTURES 

DISTRIBUTED BY RKO RADIO PICTURES 
RELEASED NOVEMBER 2, 1944 

66 INTO THE DARK 

A PORTRAIT IN A GALLERY 
WINDOW PULLS A KINDLY | 
PROFESSOR INTO A NIGHTMARE 
OF MURDER AND DECEIT. 

REVIEW 

“The Woman in the Window isa 

humdinger of a mystery melodrama. 

Nunnally Johnson has provided a 
script that is literate, slightly tinged 

biVstdalayoyo) obkyurer-vuloyeur-veCeerceye) ey celeyed 

with penetrating satirical thrusts at 

radio advertising and newsreel 

coverage of crime stories. The ads 

have been making quite a to-do about 

the picture's ending, and rightly so. 

The ending came as a surprise, sure 

enough, and we only wish that the 

code of ethics in matters like this 

didn’t prevent us from revealing the 

big secret. For this is a trick denoue- 

ment and it is effected with a 

brashness which, it is doubtful, even 

that master melodramatic trickster, 
Alfred Hitchcock, would attempt.” 

BOSLEY CROWTHER, The New York Times, — 

January 26, 1945 

~. LETTER FROM REGIONAL 

THEATER OWNER 

“This is an excellent murder mystery _ 
which is best enjoyed from the begin- 
Ho bolomaN Col eceyelymuelcmesteceietoyemelniarl Ke 
the cast and lighting make it one of 
the best films of the year. Good busi- 
ness. Everyone enjoyed it.” 

T. DI LORENZO, New Paltz Theatre, 
New Paltz, New York, Motion Picture Herald, 
February 10, 1945 _ : 



Top: Fritz Lang's The 

Woman in the Window tells 

the story of a college pro- 

fessor who is entranced by 

a dreamlike painting. 

When he meets its subject, 

his life becomes a night- 

mare. 

Center: The Woman in the 

Window introduced Dan 

Duryea and Joan Bennett 

to the world of film noir. 

Bottom: Joan Bennett 

excelled in the role of the 

apparently sympathetic 

woman who lures the film 

noir hero to a predestined 

demise. 

ARTIST COMMENT 

“In The Woman in the Window, the 

killing is by chance, without will. 

The English title of the film, Once 

Off Guard, suggests ‘Un moment sans 

vigilance’ And during this moment, 

something happens. The novel’s title 

was not used in America because 

of the potential confusion with 

‘Once Off God.” 

FRITZ LANG in Barry Keith Grant's 

Fritz Lang: Interviews 



MURDER, | 
MY SWEET 
RKO RADIO PICTURES 
RELEASED DECEMBER 9, 1944 

68 INTO THE DARK 

WHEN A PRIVATE DETECTIVE 

IS HIRED BY A GIANT EX-CON’ 

TO FIND ALONG-LOST GIRLFRIEND, 

TWO CASES MERGE INTO ONE 

THREATENING MESS. 

PRODUCTION QUOTES 

“Dick Powell went to work in anew 

motion picture yesterday which he 

says will either be ‘my best or my last’ 

The picture is RKO’s Farewell, My 

Lovely, in which Dick, once the _ 

town’s top musical star, plays a pri- 

vate detective. ‘It’s just what I’ve been 

wanting to play for a long time, said 

Dick. ‘I hope it will do for me what 

Night Must Fall did for Robert Mont- 

gomery and what quitting gangster 

roles did for Jimmy Cagney.” 

ERSKINE JOHNSON, “Dick Powell Without 
a Song in New Picture,” Elmira Star-Gazette, 

June 1, 1944 

“This is about the tops in title 

changes. Farewell, My Lovely, which 

has been exploited so extensively by 

RKO, is now called Murder, My 

Sweet. The book thrived under the 

- other name.” 

EDWIN SCHALLERT, Los Angeles Times, 
December 16, 1944 

“I can't wait, after playing one of those 

blonde heels, to get the feel of it off 

me by changing that platinum back to 

my own shade of hair color” 

CLAIRE TREVOR in Hedda Hopper’s “Trevor 

and Ever,” Los Angeles Times, April 24, 1948 



REVIEWS 

“Director Edward Dmytryk has made 

few concessions to the social ameni- 

ties and has kept his yarn stark and 

unyielding. In fact, the film gets off to 

so jet-pulsed a start that it necessarily 

hits a couple of slow stretches midway 

as it settles into uniform groove. But 

interest never flags, and the mystery is 

never really cleared up until the 

punchy closing.” 

Variety, March 14, 1945 

“Philip Marlowe is a new type of 

character for Dick Powell. And while 

he may lack the steely coldness and 

cynicism of a Humphrey Bogart, 

Mr. Powell need not offer any apolo- 

gies. He has definitely stepped out of 

the song-and-dance pretty-boy league 

with this performance.” 

BOSLEY CROWTHER, The New York Times, 

March 9, 1945 

“Murder, My Sweet transforms Dick 

Powell from the perennial smirking 

juvenile to a significant dramatic 

actor. With really amazing success, 

Dick sacrifices glamour-boyishness 

for the near-ugly demeanor of a hard- 

as-nails detective.” 

IRENE THIRER, “Dick Powell Totes a Gun!” 

Brooklyn Daily Eagle, March 10, 1945 

LETTER FROM REGIONAL 

THEATER OWNER 

“It is a passable program picture. But 

Pll dislike running many of these 

when this easy money era ends, and 

that is in the offing!” 

A. E. HANCOCK, Columbia Theatre, 

Columbia City, Indiana, Motion Picture 

Herald, July 28, 1945 

Left: The bartender 

(Ernie Adams), the boss 

(Dewey Robinson), and 

detective Philip Marlowe 

(Dick Powell) listen to 

Moose Malloy (Mike 

Mazurki). Moose has 

hired Marlowe to find the 

mysterious Velma in 

Murder, My Sweet. 

Right: Marlowe's next 

client is the effete Lindsay 

Marriott (Douglas Walton), 

who needs to buy back a 

stolen jade necklace. 
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Opposite: “I don’t know 

anybody by the name of 

moose!” says Jessie Florian 

(Esther Howard). 

70 INTO THE DARK 

ARTIST COMMENTS 

“Dick Powell volunteered to do Double 

Indemnity. He told me, Tl do it for 

nothing. He knew it would be his way 

out of those silly things—you know 

where he was singing smack into 

Ruby Keeler’s face—and he had to 

get out of those. He came to my office 

to sell me: ‘For Christ’s sake, let me 

play it? And I told him: ‘Well, look, 

Dick. I can take a comedian and make 

this picture. But I can't take a singer? 

This was before Murder, My Sweet. 

But he was damned good, you know, 

in Murder, My Sweet,’ 

BILLY WILDER in Alain Silver, James Ursini, 

and Robert Porfirio’s Film Noir Reader 3 

“The producer Adrian Scott and I 

decided to meet Dick Powell. He was 

a lot taller [six foot two] and huskier 

and more masculine than he looked 

in those Warners musicals. We 

decided to try him. That was the best 

thing we ever did” 

EDWARD DMYTRYK in Gene D. Phillips's 

Creatures of Darkness 

“They released it as Farewell, My Lovely 

in a few theaters, and everybody 

thought it was a musical because of 

Dick Powell, so nobody went to see it. 

That's why we changed the title to 

Murder, My Sweet. Nobody would 

have any doubt that it wasn't a musical.” 

EDWARD DMYTRYK in Alain Silver, 

James Ursini, and Robert Porfirio’s Film Noir 

Reader 3 

“I thought the picture was very well 

directed by Edward Dmytryk. I had a 

crush on Dick Powell, but that was 

when he was going with June Allyson, 

whom he married not long after. He 

later became a good friend. I thought 

he was sensational in Murder, My 

Sweet. To change from a singer in 

musicals to a dramatic actor was a big 

jump. It made a whole new career 

for him” 

CLAIRE TREVOR in William M. Drew’s At the 
Center of the Frame 
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Dan Duryea and Joan 

Bennett brought sleaziness 

to film noir in Fritz Lang’s 

Scarlet Street. “| felt | 

needed a bath when Scar- 

let Street ended,” wrote 

Wright Bryan in the 

Atlanta Journal. “The femi- 

nine lead has the most 

completely despicable role 

since Bette Davis's in Of 

Human Bondage.” 

1945 
REPORT ON THE 

CRIME STORY CYCLE 

“The modern bad girl is intelligent. She 

has a mind as well as a body with 

which to attract men. In the near 

future we're in for a new series of 

spectacular shady ladies. Some of 

Hollywood's nicest girls will play em. 

Rita Hayworth begged and pleaded 

with her boss Harry Cohn for such a 

part. Though the Hays Office sees to it 

that the bad heroines repent before 

the final fadeout, what fun our 

actresses, yes, and their audiences, will 

have before the payoff 122 

HEDDA HOPPER, “Sweet-Girl Stars Covet Siren 

Roles,” Los Angeles Times, October 21, 1945 

LOOKING BACK AT 

‘ FILM NOIR 

“You are a historian of film, and I am 

not. So you call it ‘film noir’ if you 

want. Fine. But when you speak about 

film noir, why are you interested in 

lumping people together? I feel very 

honored to be mentioned in the same 

breath as Fritz Lang or Alfred Hitch- 

cock; but I don't think we had 

anything in common” 

OTTO PREMINGER in Alain Silver, 

James Ursini, and Robert Porfirio’s Film Noir 

Reader 3 
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MILDRED 
PIERCE 
WARNER BROS. PICTURES 
PREMIERED SEPTEMBER 28, 1945 

78 INTO THE DARK 

A DIVORCED HOUSEWIFE 

BECOMES AN AMBITIOUS CAREER 

WOMAN IN ORDER TO KEEP HER 

DAUGHTER FROM STRAYING. 

~ PRODUCTION QUOTES 

“Zachary Scott has sustained an 

injury to his sacroiliac, so schedules 

have been rearranged so that he might 

spend two days doing his ‘corpse’ 

scene and rest his injured spine.” 

VIRGINIA WILSON, “Mildred Pierce,” 

Modern Screen, November 1945 

“At a preview of Mildred Pierce, 

something went wrong with the pro- 

pireiteya Ca okae-tovely for-vou secur (ous trer tests 

out with two heads. The audience 

cheered. But after the mistake 

was rectified, the audience kept on 

cheering.” _. 

HEDDA HOPPER, “Looking at Hollywood,” 
Los Angeles Times, July, 1945 





Previous page: The open- 

ing scene of Michael 

Curtiz’s Mildred Pierce is a 

montage of violence, made 

effective by Anton Grot's 

art direction and Ernest 

Haller’s cinematography. 

Oddly enough, the misogy- 

nist novel became a vehicle 

for a female star in need 

of one. James Cain, a 

rugged individualist, has 

been lucky for our stars,” 

wrote Hedda Hopper. “His 

Double Indemnity gave 

Barbara Stanwyck a boost. 

And look what Mildred 

Pierce has done for Joan 

Crawford.” 

Opposite: Mildred Pierce 

was not only a comeback 

vehicle for Joan Crawford. 

According to critic James 

Agee, it was also a “nasty, 

gratifying version of the 

James Cain novel about 

suburban grass-widowhood 

and the power of the 

native passion for money 

and all that money can buy.” 

8O INTO THE DARK 

REVIEWS 

“Joan Crawford is playing a most trou- 

bled lady, and giving a sincere and 

generally effective characterization 

of same, in Mildred Pierce, which the 

Warners presented yesterday at the 

Strand. But somehow all Miss Craw- 

ford’s gallant suffering left this 

spectator strangely unmoved. For it 

does not seem reasonable that a level- 

headed person like Mildred Pierce, 

who builds a fabulously successful 

chain of restaurants on practically 

nothing, could be completely domi- 

nated by a selfish and grasping 

daughter who spells trouble in capital 

letters. If you can accept this rather 

demanding premise—and there were 

not a few ladies in the Strand who 

were frequently blotting tears with 

evident enjoyment—then Mildred 

Pierce is just the tortured drama 

youve been waiting for.” 

THOMAS M. PRYOR, The New York Times, 

September 29, 1945 

Mildred Pierce is a laggard and some- 

what ludicrous movie, and Miss 

Crawford is self-sacrificial beyond 

belief. An opening day audience was 

often moved to laughter. 

HOWARD BARNES, New York Herald 

Tribune, September 29, 1945 

“To me Mildred Pierce presented a 

commentary on how too many Amer- 

icans act and think, or would if they 

had the opportunity. They should be 

examined in broad daylight so that 

their actions bring forth from an 

audience an open expression of 

disgust—as this picture did when I 

saw it this week.” 

MORTON FELDMAN, “From the Readers 

of the Review of Mildred Pierce,” PM, 

October 18, 1945 

“The chief comment of the critics is 

that Joan Crawford should have 

chosen a particularly unsympathetic 

role for her reappearance after too 

long an absence from the screen. They 

think she's terrific but the fact that she 

chose a straight dramatic role seems 

to bother the boys. It doesn’t bother 

the ladies, though. They are turning 

out by the thousands to sit there 

and sympathize and sob and shudder, 

and break attendance records at the 

Wiltern, the Warner Hollywood, and 

the Warner Downtown.” 

BILL HENRY, “By the Way,” Los Angeles Times, 

October 31, 1945 

LETTER FROM REGIONAL 

THEATER OWNER 

“This is a great picture and will cer- 

tainly keep your audience spellbound.” 

J.C. BALKCOM, Gray Theatre, Gray, Georgia, 

Motion Picture Herald, January 12, 1946 



ARTIST COMMENTS 

“Warner Bros. had fifty writers under 

contract, all of us confined in one 

building that we called the ‘Cell Block’ 

It was a fermenting, creative pudding 

that made every day interesting. I 

wrote the Mildred Pierce screenplay in 

about ten weeks, during the actual 

shooting of the film, and never more 

than a few days ahead of the camera.” 

RANALD MACDOUGALL, “Film Writer 
Hearkens to Television's Siren Song,” Los Angeles 

Times, July 9, 1967 

“Mildred Pierce grossed the studio 

five million dollars. A happy ending 

to a big gamble.” 

JOAN CRAWFORD, A Portrait of Joan 

Mildred Pierce cost $1.45 million. It 

grossed $5.63 million. 



lapel 
PRODUCERS RELEASING CORPORATION 
RELEASED NOVEMBER 7, 1945 

62 INTO THE DARK 

A CROSS-COUNTRY HITCHHIKER 

ENDS UP WITH A DEAD MAN’S 

CAR AND A BLACKMAILING 

PASSENGER. 

PRODUCTION QUOTE 

“Tew Landers will direct Tom NeM 

and Ann Savage in PRC’s Detour, 

joy trove bre yels\y Evan bel @xo)latseatidetsm lens im 

“Showmen’s Trade Review, Motion Picture 

Herald, June 9, 1945 

PRC replaced Landers with Edgar 

Ulmer, a more “artistic: (and speedy) 

director. 

REVIEWS 

“Venturing far from the familias 

melodramatic pattern, director Edgar 

G. Ulmer has turned out an adroit 

EVoYaslaeseyepeacssoia Celery sycereteCea(eyee-leveele 

a man who stumbles into a series of 

circumstances that seal his doom. 

Making no compromise with the 

‘happy ending’ formula, the film has a 

number of suspenseful and ironic 

moments.” 

MANDEL HERBSTMAN, “Product Digest,” 

~~ Motion Picture Herald, November 10, 1945 

“This very poor story has little to 

commend it. It tries the unusual by 

interspersing dialogue with commen- 

tary, and fails. The direction is as poor 

as the story. The only bright spot is 

Ann Savages performance, which she 

does so well that she leaves a taste of 

complete revulsion in the mouth” 

P. T., “Detour,” U.K. Monthly Film Bulletin, 
~ October 1946 



Above: In Edgar G. Ulmer's 

Detour, fate matches a 

hitchhiking musician (Tom 

Neal) with a hard-bitten 

harpy (Ann Savage). 

Right: When Fate pulls the 

strings in a Hollywood 

hotel room, the string is a 

telephone cord. 

LETTER FROM REGIONAL 

THEATER GWNER 

“PRC continues to surprise us with 

these little pictures. They have good 

plots and are well liked in our town” 

MRS. M. D. WILLIAMS, Oliver Springs Theatre, 

Oliver Springs, Tennessee, Motion Picture Herald, 

October 19, 1946 

ARTIST COMMENT 

“T really am looking for absolution for 

all the things I had to do for money.’ 

EDGAR G. ULMER in Noah Isenberg's Edgar G. 

Ulmer, A Filmmaker at the Margins 

Detour cost $117,000. 
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THE LOST 
“WEEKEND 
PARAMOUNT PICTURES 

RELEASED NOVEMBER 16, 1945 

84 INTO THE DARK 

A NOVELIST STRUGGLES TO AVERT 

A DEADLY DRINKING BINGE. — 

PRODUCTION QUOTES 

“Tm doing this picture for the hell of it. 

Hollywood is in a rut. We don't make 
pictures. We remake em. That's what I 

want to get away from. If the Hays 

Office suddenly gave us permission to 

discuss adultery—treat it with tact, I 

mean—wed have 1,000 new plots. But, 

of course, they won't’ 

BILLY WILDER in Philip K. Scheuer, 
“Die Cast on Doings of Drunk,” Los Angeles - 

Times, December 3, 1944 

“Prudently deciding that no part of 

Southern California looks so much 

like dingy Third Avenue as Third 

Avenue itself, Billy Wilder chose to 

make that part of the picture in New 

York. Thus it was necessary to dis- 

guise both the camera apparatus and _ 

Ray Milland, who was stubby-bearded, — 

badly mussed, and without makeup. 

One passing motorist telephoned the 

Paramount organization in New York 

. to say, ‘I just saw Ray Milland dead 

- drunk on Third Avenue. If I were you, 

__ Td try to get hold of him and 

straighten him out.” 

OLIVER JENSEN, “Lost Weekend Hangover” 

Life magazine, March 11, 1946 



REVIEWS 

“After the preview of The Lost Week- 
end, | heard people criticizing its 

ending; the transformation in the 

alcoholic’s character was abrupt and 

unconvincing. But that, according to 

the producers, was the effect they 

wished. As the author of the book 

stated, the man could be saved, but 

hed have to save himself. No one, not 

even the character himself, knew 

whether hed be able to stay on the 

water wagon.” 

HEDDA HOPPER, Los Angeles Times, 

November 29, 1945 

“The Lost Weekend will either make 

you take a drink to forget it, or else 

quit altogether. I am under the impres- 

sion from the large opening-day 

audience that the picture will arouse 

plenty of popular interest, though the 

reactions it arouses are bound to be 

variable. Laughs will doubtless be 

spurred by some of the more sensa- 

tional yet pitiful episodes. Some 

mischievous audience members hissed 

an incident when a bottle of whiskey 

was dumped into the wash basin.” 

EDWIN SCHALLERT, Los Angeles Times, 

November 30, 1945 

LETTER FROM REGIONAL 

THEATER OWNERS 

“Did not sell in this situation. Maybe 

the publicity hurt. Couldn't even get 

the bar flies out for this.” 

H. L. Boner, Star Theatre, Guernsey, Wyoming, 

Motion Picture Herald, June 29, 1946 

The Lost Weekend cost $1.25 million. 

It grossed $4.3 million. 

ARTIST COMMENTS 

“After a month on location in New 

York the company returned to Holly- 

wood. Now the real work started, the 

cerebral part, the part where the 

thought processes become vocal, 

where the camera comes so close that 

nothing can be hidden and fakery isn't 

possible. Thank God for Wilder with 

his prying, probing, intuitive touch 

of genius, and Brackett with his kindly 

calm and sociological insight. There 

was also Charles Jackson, the author 

of the book, like a bright, erratic prob- 

lem child, telling me of the horrors he 

had been through,’ 

RAY MILLAND, Wide-Eyed in Babylon 

Don Birnam (Ray Milland) 

is confronted by his 

brother (Philip Terry) and 

his fiancée (Jane Wyman) 

after he has tried to hide a 

bottle of alcohol, in the 

opening scene of Billy 

Wilder's The Lost Weekend. 
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“Since the Don Birnam character is 

having the d.t.s, Ray Milland had to 

look pretty bad. So we made a closeup 

of him, and 1 lit it just as harsh as 

possible and used an orange-yellow 

filter. As we were looking at the rushes 

the next day, Ray saw this scene, this 

closeup, and he shuddered. Charlie 

Brackett looked at Ray and me and 

said, “This is the most eloquent 

closeup I’ve ever seen of anybody in 
299 my life. 

Cinematographer John Seitz in Alain Silver, 

James Ursini, and Robert Porfirio’s Film Noir 

Reader 3 

86 INTO THE DARK 

Above left: The Lost 

Weekend was the first film 

to show the inside of a 

psych ward. In this scene, 

an inmate named Beetles 

(Douglas Spencer) is 

restrained, giving Don 

Birnam a chance to escape. 

“The Lost Weekend is 

truly a chef d’oeuvre of 

motion-picture art, a shat- 

teringly realistic and 

morbidly fascinating film,” 

wrote Bosley Crowther in 

the New York Times. “Billy 

Wilder and Charles Brack- 

ett have done such a job 

with their pens and their 

cameras as puts all recent 

‘horror’ films to shame.” 



FALLEN ANGEL 
A DRIFTER ROMANCES A SMALL- 

TOWN WOMAN IN ORDER TO 

UNDERWRITE HIS AFFAIR WITH A 

DINER WAITRESS. 

PRODUCTION QUOTE 

iy Gol -terboolarstesememotystercauevents 

big musicals. But I felt if I could 

make pictures I'd be proud to show 
my kids someday, that would be 

different. I began to feel Id never find 

the right role, but along came June 

Mills in Fallen Angel. She's an organist 

in a small town, a real person, a 

deltbest-torcuaiveseet-lomisleelrwela-vaem evel! 

a painted, doll-like dummy.’ 

ALICE FAYE in Hedda Hopper's 

“Studio Regains Alice Faye,’ Los Angeles Times, 

November 4, 1945 
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Above: In Otto Pre- 

minger's Fallen Angel, 

June Mills (Alice Faye) and 

her sister, Clara (Anne 

Revere), live in the sunny 

seaside town of Walton, 

seemingly worlds away 

from the shadows of film 

noir. 

88 INTO THE DARK 

Opposite, top left: A seedy 

diner is the chosen milieu 

of Stella (Linda Darnell), 

salesman Dave (Bruce 

Cabot), drifter Eric (Dana 

Andrews), and detective 

Mark (Charles Bickford). 

Opposite, top right: Eric 

decides that the way to get 

Stella is to marry June—for 

her money. 

Opposite, bottom: The 

diner's proprietor (Percy 

Kilbride) is also pursuing 

Stella. Before long, she is 

indeed a fallen angel. 

REVIEW 

“Back in 1944, Twentieth Century- 

Fox, Otto Preminger, and Dana 

Andrews, among others, combined 

story, talent, and scintillating dia- 

logue to turn out a taut and superior 

murder mystery in Laura. The same 

auspices cannot be blamed for fol- 

lowing a vaguely similar tact with 

Fallen Angel. As the frustrated 

adventurer, Andrews adds another 

tight-lipped portrait to a growing 

gallery. Linda Darnell is perfectly 

cast as the sultry, single-minded siren, 

while Alice Faye, whose lines often 

border on the banal, shoulders her 

first straight dramatic burden grace- 

fully. But for all of its acting wealth, 

Fallen Angel falls short of being 

a top flight whodunit.” 

BOSLEY CROWTHER, The New York Times, 

February 7, 1946 

LETTER FROM REGIONAL 

THEATER OWNER 

“This held the audience throughout its 
length without any restlessness, and 
there were many favorable comments. 
Acting superb and story very good” 

B. R. JOHNSON, Roxy Theatre, Nipawin, 
Saskatchewan, Canada, Motion Picture Herald, 

January 26, 1946 





LEAVE HER TO 
HEAVEN 
TWENTIETH CENTURY-FOX 

PREMIERED DECEMBER 2S, 1945 

90 INTO THE DARK 

WHEN A MAN MARRIES A 

WOMAN WHO SAYS HE LOOKS 

LIKE HER DECEASED FATHER, 

HE FINDS HIMSELF A PRISONER 

OF HER OBSESSION. 

PRODUCTION QUOTE 

“I asked Gene Tierney how she felt 

while she was playing the murderess 

Ellen. ‘Mentally unbalanced, she 

flashed. ‘I’m naturally a happy 

person, but such parts are fascinating. 

In a world of sick human beings, 

it’s a full-time job trying to get 

inside these people to find out what 

makes them the way they are.” 

PHILIP K. SCHEUER, “La-Tierney Hints Bolt 

to Comedy,” Los Angeles Times, 

February 10, 1946 

ratty 

“Christmas Day was an inauspicious 

moment to bring in a moody, morbid _ 

film which is all about a selfish, jeal- 

ous, and deceitful dame. Yet such is 

the unpleasant topic which is pursued 

to exhausting length in the Leave Her 

__ to Heaven. The fact is, however, that 

this picture would be little more con- 

genial at any time, for it is plainly a 

piece of cheap fiction done up in 

Technicolor and expensive sets. Miss 

Tierney’s petulant performance of this 

vixenish character is about as analyti- 

cal as a piece of pin-up poster art. It is 

strictly one-dimensional, in the 

Hvet-vebelco ure) ur-WeCo) roy olr-v 01a Ba 

BOSLEY CROWTHER, The New York Times, 

December 26, 1945 3 



John Stahl’s Leave Her 

to Heaven proved that the 

evil in a “dark film” could 

occur in daylight and 

in Technicolor. 

Sn a 
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LETTERS FROM REGIONAL ARTIST COMMENT 

THEATER OWNERS - 
I want to tell you that you gave me 

“Leave Her to Heaven opened at the one of the most memorable evenings I 
Opposite: The heroine of Roxy Theatre in New York on Christ- have ever had in the theater. When I 

ae ie ces x ie mas Day. A total of 181,865 persons saw the expression on your face in the 
it n ; : : : ; 

ae ie ee egine a paid $168,196 during the eight-day sequence in which you drowned the 
brother and throws herself | period ending New Year's Night, boy, I thought, ‘That is acting.” 

eae ce breaking all house records. NOEL COWARD in Gene Tierney’s Self-Portrait end a pregnancy—all to 
keep anyone from coming “Boom Week,” Motion Picture Herald, 
herons tee ciesp eas Se Leave Her to Heaven grossed 

she sees her husband $8.2 million. 

falling for her sister, she “Wow! This picture has the greatest 

kills herself in such a way box-office pull of anything I’ve played 
- is ones theinno- here in ten years. It established a 
cent girl. 

new Sunday attendance record and 

did the biggest two-day business in 

our history. Thanks a lot for this 

moneymaker, Mr. Zanuck.” 

THOMAS DI LORENZO, New Paltz Theatre, 

New Paltz, New York, Motion Picture Herald, 

March 16, 1946 

“A magnificent picture. My audience 

came out in tears. This is a sign 

of satisfaction.” 

KENNETH M. GORHAM, Town Hall Theatre, 

Middlebury, Vermont, Motion Picture 

Herald, March 30, 1946 
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SCARLET 
STREET 
DIANA PRODUCTIONS 

DISTRIBUTED BY UNIVERSAL PICTURES 
RELEASED DECEMBER 28, 1945 __ 

94 INTO THE DARK 

WHEN A HENPECKED HUSBAND 

FINDS SOLACE WITH A SHADY LADY, 

HER PANDERER FINDS A WAY 

TO FLEECE HIM. 

“[Supporting player] Charles Kemper 

wishes that Fritz Lang wouldn't be 
so realistic. Charley had to doa 

guzzling scene in Scarlet Street. 

Usually you get only cold tea to 

guzzle on the screen. But Fritz served 

real beer, and before the scene was 

over, they had to send to the com- 
-missary for pots of hot coffee.” 

HEDDA HOPPER, Los Angeles Times, 

September 7, 1945 

“Now that the censors have finished 

playing around with Scarlet Street, the 

public may decide for itself justhow | 

damaging to its morals this picture - 
may be. We're not anxious to preju- 

dice any sinners in advance, but it isn’t 

likely to encourage a life of crime. 

Scarlet Street, despite that title and all 
_ the lurid implications of the censors’ 

~ ban, is a painfully moral picture, 

making it fearfully plain that the 
didoes of middle-aged Don Juans are 
perilous in the extreme.” 

BOSLEY CROWTHER, The New York Times, 

December 26, 1945 



“Our theatre was packed 

with teenagers who whis- 

tled, giggled, and made 

demonstrations at the 

most sensational scenes,” 

wrote an outraged patron 

in Fresno, California 

(quoted in Brian Kellow, 

The Bennetts: An Acting 

Family). This scene with 

Edward G. Robinson may 

have provoked the derelic- 

tions of decorum. 

“The advance publicity Scarlet Street 

has received as a result of the censor- 

ship bans will cause it to draw crowds, 

but it will prove a disgrace to the 

industry. It flouts the principles of 

objective morality as established by 

the Production Code.” 

Harrisons Reports, January 19, 1946 

“Scarlet Street has been banned in 

Atlanta, on the grounds that it is 

‘licentious, profane, obscene, and con- 

trary to the good order of the 

community. Christine Smith, city 

censor, said that the picture was not 

suitable for public consumption.” 

“Scarlet Street Banned by Atlanta Censor,” Motion 

Picture Herald, February 9, 1946 

LETTERS FROM REGIONAL 

THEATER OWNERS 

“The less said about this one the better. 

Words would fail to tell the miserable 

showing. Our lowest gross to date. 

The operator [projectionist] said he 

liked it, but the customers’ comments 

made us hide our heads. No more.” 

JACK HAMMOND, Hart Theatre, 

Ferndale, California, Motion Picture Herald, 

August 17, 1946 

“We took advantage of this being 

censored. Publicity of a censored pic- 

ture is great for a small town, but I 

cant understand why it was censored. 

Neither can my patrons. The acting is 

great, and it teaches a lesson that all 

Americans should see. We had a 

packed house.” 

J. C. BALKCOM, Gray Theatre, Gray, Georgia, 

Motion Picture Herald, January 12, 1946 

CYNICAL 95 



Left: The paintings that 

motivated the plot were 

the work of the renowned 

John Decker. 

Opposite: The tag-team 

brutality of Joan Bennett 

and Dan Duryea brought a 

unique distinction to Fritz , 

Lang's Scarlet Street. It was 

banned by censor boards in 

Atlanta, Minneapolis, and 

New York State—even 

though Joseph Breen and 

the PCA had passed it. 

ARTIST COMMENTS 

“I did have a fight with Joe Breen over 

the ‘innocent’ man [Dan Duryea] 

being executed. I pointed out that the 

character played by Edward G. Robin- 
14 Lace Q son received the greater punishment: 
7S 8; 

v Nhe he would either live on in complete 
Ia" 

{o despair or end his life. This was again 

SS H a picture about destiny. Fate plays the 

> tricks, but man makes the choice.” 

FRITZ LANG in Alain Silver, James Ursini, and 

Robert Porfirio’ Film Noir Reader 3 

“Dan Duryea took his wife to Scarlet 

Street. ‘I wanted to get audience reac- 

tion, he explains. A pleasant-faced 

lady sitting in front of them turned to 

her companion and said, quite loudly, 

‘Have you ever seen a more repulsive 

man?” 

LOUIS BERG, “Don't Shoot My Dad!” Los Ange- 

les Times, November 10, 1946 

Scarlet Street cost $1.2 million. It 

grossed $2.9 million. 

96 INTO THE DARK 
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p. 98: A portrait of Robert 

Mitchum and Jane Greer 

made for Out of the Past 

by Ernest Bachrach. 

Opposite: In Charles 

Vidor's Gilda, Rita Hay- 

worth brought music and 

dance to film noir. Portrait 

by Robert Coburn. 

1946 
REPORTS ON THE 

CRIME STORY CYCLE 

“Whoever went to the movies with any 

regularity in 1946 was caught in the 

midst of Hollywood's profound post- 

war affection for morbid drama. From 

January through December, deep 

shadows, clutching hands, exploding 

revolvers, sadistic villains, and hero- 

ines tormented with deeply rooted 

diseases of the mind, flashed across 

the screen in a panting display of psy- 

choneuroses, unsublimated sex, and 

murder most foul. Apparently 

delighted to pay good money for 

having their pants scared off, movie- 

goers flocked in record numbers to 

these spectacles.” 

DONALD MARSHMAN, “Mister See-odd mack,” 

Life magazine, August 25, 1947 

LOOKING BACK AT 

FILM NOIR 

“Acting? The critics said I acted best 

with a gun in my hand. And I recently 

did an interview special, The Women 

of Film Noir, on AMC, with Jane 

Greer, Marie Windsor, and Coleen 

Gray. Marie had the best line. She said, 

‘We didn’t call it film noir in our day. 

We called it B-picture-making’ But 

those are the movies people remember. 

Strange, isn’t it?” 

AUDREY TOTTER in James Bawden’s One 

on One with Audrey Totter 

ALIENATED 104 



702 INTO THE DARK 

A HANDICAPPED GIRL IS 

TARGETED BY A MAN WHO KILLS 

“IMPERFECT” WOMEN. 

REVIEW 

“This is a shocker, plain and simple, 

and whatever pretentions it has to 
psychological drama may be consid- 

ered merely as a concession to a 
currently popular fancy. It is quite 

evident by the technique Robert 

Siodmak has employed to develop and 

sustain suspense—brooding ja) ote) Cores 

raphy and ominously suggestive 

_ Settings—that he is at no time striving 

for narrative subtlety. That Mr. 

Siodmak and his players, notably 

Dorothy McGuire, had a packed 

early-morning house under their Seal 

was evident by the frequent spasms of 

nervous giggling and the audible, 

breathless sighs” 

BOSLEY CROWTHER. The New York Times, - 
February 7, 1946 

LETTER FROM REGIONAL 
THEATER OWNER 

_ “This one caused all the kids to 

abandon their front seats and beat it 

_ to the rear of the theater.” 

HENRY SPARKS. Sparks Theatre, Cooper, 

Texas, Motion Picture Herald, April 20, 1946 : 

Dorothy McGuire, who cannot speak, 
watches a silent movie in this scene from 

Robert Siodmak’s The Spiral Staircase. 





GILDA 
COLUMBIA PICTURES 

PREMIERED FEBRUARY 14, 1946 

104 INTO THE DARK 

A WORLD-WEARY SINGER 

INSPIRES A DEADLY RIVALRY 

BETWEEN A GAMBLER AND HIS — 

EMPLOYER, HER HUSBAND. 

PRODUCTION QUOTES 

“When Rita Hayworth plays her 

__ first bad-girl role in Gilda (enacting 
idole part of a lady with a list of tele- 

phone numbers as long as your arm), 

she'll wear twenty-one seductive 

gowns designed by New York’s Jean 

Louis. The Hays Office can begin 

polishing its spectacles.” 

HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, August 22, 1945 

“After seeing the preview of Gilda, 

Id say that Rita Hayworth need not 

depend on her beauty or dancing 

for pictures. She displayed real 

dramatic ability? 

ig =a) Bay nO) ool tune ole) «Talo -1 al mo) Na orete hi 

Los Angeles Times, March 19, 1946 



REVIEWS 

“Gilda is a slow, opaque, unexciting 

film. It seems that a fantastic female 

turns up in a Buenos Aires casino as 

the wife of the dour proprietor. But it 

also seems that she was previously 

the sweetie of a caustic young man. 

For reasons which are guardedly 

suggested, she taunts and torments 

this tough lad—but don’t ask us why. 

She wears gowns of shimmering 

luster and tosses her tawny hair in 

glamorous style, but her manner of 

playing a worldly woman is distinctly 

five-and-dime. A couple of times she 

sings song numbers, with little dis- 

tinction, be it said, and wiggles 

through a few dances that are 

nothing short of crude.” 

BOSLEY CROWTHER, The New York Times, 

March 16, 1946 

“Practically all the s.a. habiliments 

of the femme fatale have been mus- 

tered for Gilda. When things get 

trite and frequently farfetched, some- 

how, at the drop of a shoulder strap, 

there is always Rita Hayworth to 

excite the filmgoer.” 

“Gilda,” Variety, March 20, 1946 

“Gilda will undoubtedly class as one 

of the most fussed-up and fantastic 

efforts to turn a good girl into a 

bad girl this year. Audiences are going 

to have a good time even while they 

are being kidded about the heroine, 

and I judge that crowds will go. They 

were heavy for the evening shows at 

yesterday's ‘premeer.” 

~ EDWIN SCHALLERT, “Guilt Gilds Lily in 
Gilda, but All the Gilt’s Not Gold,” Los Angeles 

Times, April 27, 1946 

Every scene between 

Rita Hayworth and George 

Macready in Gilda is 

charged with tension. 

ALIENATED 405 





Every scene between 

Rita Hayworth and Glenn 

Ford in Gilda is charged 

with erotic tension. 

LETTERS FROM REGIONAL 

THEATER OWNERS 

“Good picture, good direction. 

Hayworth sure is coming up in the 

world. Give us more like this, 

Columbia!” 

H. L. BONER, Star Theatre, Guernsey, 

Wyoming, Motion Picture Herald, 

October 26, 1946 

“This is the best one to come out of 

Columbia for some time, but why 

wasnt it made in Technicolor? The 

women here are raving about the 

clothes Miss Hayworth wore and the 

men are still talking about her.’ 

JIM D. LOFLIN, Ritz Theatre, Prentiss, 

Mississippi, Motion Picture Herald, 

March 2, 1946 

ARTIST COMMENTS 

“The black satin dress was not 

described in the script. It was just 

supposed to be an evening dress she’s 

wearing with her long hair and a 

sleeveless ermine coat. I knew she 

was going to have to do a number 

when she was wearing it, but it was 

a very elegant thing, because [choreog- 

rapher] Jack Cole described it to me, 

‘Oh, we are going to take the gloves 
» off, and we're going to do this. 

COSTUME DESIGNER JEAN LOUIS in John 

Kobal’s People Will Talk 

“Jean Louis wanted to know how to 

dress Rita, and I told him to use John 

Singer Sargent’s painting, Madame X, 

as a model. That black dress! Of all 

the things I’ve done with Rita, the 

‘Put the Blame on Mame’ number 

is the one that pleases me most. Rita 

was just so wildly suited to do what 

she was doing.” 

CHOREOGRAPHER JACK COLE in John 

Kobal’s People Will Talk 

Gilda grossed $4.8 million. 

ALIENATED 107 





Opposite: Bosley Crowther was more snooty than usual 

when he reviewed Gilda: “Miss Hayworth, in her first 

straight dramatic role, gives little evidence of a talent 

that should be commended or encouraged.” Portrait by 

Robert Coburn. 

Above: “Rita Hayworth wears a dress in Gilda 

that's more revealing than Norma Shearer's white satin 

gown in A Free Soul,” wrote Hedda Hopper. “I didn’t 

think that was possible.” Photograph by Ned Scott. 

ALIENATED 



DEADLINE AT 
DAWN 
RKO RADIO PICTURES 

RELEASED APRIL 3, 1946 

410 INTOTHE DARK 

A DANCE-HALL HOSTESS AND A 
CAB DRIVER SPEND A NIGHT 
NA CKO. \ ay WV UO) a 'K0) pr 
MURDER RAP. 

PRODUCTION QUOTE 

“Susan Hayward, making Deadline 

at Dawn, looked at the dead girl on 

the floor and said, ‘Poor girl. She 
drank too much, loved too often, and 

lived alone: This was too much for 

Lola Lane, who was playing the mur- 

dered girl. She sat up and said, 

‘Hey! Is that bad?” 

get BY BY ©) 2 wh pda WoL) <Talo)t-Te m0) aN ooo Ai 

Los Angeles Times, October 6, 1945 

_ REVIEW 

“Working in cahoots, writer Clifford 

Odets and director Harold Clurman 

of New York's old Group Theatre have 

contrived what is practicallya Group _ 

Theatre production on film, one that. 

can almost be described as a whodunit 

told in parable form. I enjoyed Dead- 

line at Dawn. Off-center though it may 
be, with its highfalutin double talk, like 

_ ‘The logic is that there is no logic; 
‘Happiness is no laughing matter? and 
‘Time takes so long and it goes so fast? 
Ldetenalbeote(oXseatelecerertiaceMettea(aetsteyel 
which we could do with more of in. 
more movies. Call it poetic, call it 
philosophic, this quality is unexpect- 
edly ingratiating—whenever it doesn't 
sound like so much bushwa.” 

PHILIP K. SCHEUER, “Different Whodunit,” 
Los Angeles Times, August 16, 1946 



Top: ‘Aren't you dead yet?” 

Lola Lane asks her husband 

Marvin Miller in the open- 

ing scene of Deadline at 

Dawn. Photograph by Alex 

Kahle. 

Bottom: Deadline at Dawn 

was written by Clifford 

Odets and directed by 

Harold Clurman, two alumni 

of the legendary Group 

Theatre. Susan Hayward, 

Joseph Calleia, and Jerome 

Cowan were three of the 

performers who contributed 

to its excellence. 

LETTER FROM REGIONAL 

THEATER GWNER 

“We played this on our Cash Night to 

better than average business.” 

GEORGE E. CARAWAY, Joy Theatre, 

Dubach, Louisiana, Motion Picture Herald, 

January 4, 1947 

ARTIST COMMENT 

“A Hays Office functionary visited 

the set to complain that Susan 

Hayward was showing too much 

cleavage in the previous week’s rushes. 

But Miss Hayward and I insisted that 

this was one of the more pleasing 

aspects of the picture.” 

HAROLD CLURMAN, All People Are Famous 

ALIENATED 444 



THE BLUE 
DAHLIA. 
PARAMOUNT PICTURES 
PREMIERED APRIL 18, 1946 

112 INTO THE DARK 

A VET RETURNING TO LOS 

ANGELES FINDS HIS WIFE 

INVOLVED WITH THE OWNER OF A 

SUNSET STRIP NIGHTCLUB. 

PRODUCTION QUOTE 

“Raymond Chandler's new original, 

tentatively called The Blue Dahlia, is a 

romance with murder, and it’s being 

AV glaccoblsCoyavaUC-vels Br-e Cala 

ia =| B) BY a (@) odd of td oo) Tato t-1 al mio) Wa volole Ai 

Los Angeles Times, August 22, 1945 

REVIEWS 

“To the present expanding cycle of 

hard-boiled and cynical films, _ 

Paramount has contributed a honey 

of a rough-em-up romance, for bones 

_are being crushed with cold abandon, 

teeth are being callously kicked in, 
and shocks are being blandly deto- 

nated. An air of deepening mystery 

overhangs this tempestuous tale 

which shall render it none the less 

intriguing to those lovers of the brutal 

and bizarre.” 

BOSLEY CROWTHER, The New York Times, 

May 9, 1946 



LETTER FROM REGIONAL 

THEATER GWNER 

“One of the year’s best mystery 

melodramas. Although not outstand- 

ing at the box office, this did a very 

unusual build on the second day of a 

two-day play.” 

W. F. SHELTON, Louisburg Theatre, Louisburg, 

North Carolina, Motion Picture Herald, 

October 26, 1946 

ARTIST COMMENT 

“Raymond Chandler was sort of a tin In George Marshall's The “There are no letups—and no let- 
Blue Dahlia, AlanLadd = dgwns—in The Blue Dahlia, no god to everybody. I remember Veron- 

ee ne war fo ‘breathers; and even the humor is sar- ica Lake asking me, ‘Who’ this guy 
tee bore Dewl- Chandler?’ And I said, “Why, Veronica ing) behaving in an donic. A few of the more hysterical , p , 

unwifely fashion. spectators supplied their own laughs hes the greatest mystery writer 
at the Paramount yesterday, but | around. I told her all about him, and 

doubt if they broke the spell for the she listened and listened and listened. 

others. Nevertheless, 100 minutes of A couple of days later, I heard some 
sustained intensity does impose a newspaper reporter interviewing her, 

and she began telling him all about 

etudes in suspense offer almost the Chandler.’ 

only valid storytelling we are getting PUBLICIST TEET CARLE in Jeff Lenburg’s 

Peekaboo: The Story of Veronica Lake 

responsibility on the filmgoer. These 

from the movies these days.” 

PHILIP K. SCHEUER, “Ace Shocker,” Los Angeles The Blue Dahlia cost $900,000, and 

Te cb ey ED grossed $2.75 million. 

ALIENATED 443 
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THE POSTMAN 
ALWAYS 
RINGS TWICE 
.METRO-GOLDWYN-MAYER 
RELEASED MAY 2, 1946 

A DRIFTER AND THE WIFE OF A 

LUNCH-STAND OPERATOR DECIDE 

TO KILL HER HUSBAND SO THEY 

CAN GO OFF TOGETHER. 

PRODUCTION QUOTE 

“When Metro picked Grant B. 

Cooper as technical director for The 

Postman Always Rings Twice, they 

got the Real McCoy. Cooper 

was assistant district attorney 

for Los Angeles County for eight 

years.” 

HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, August 23, 1945 

“In its surface aspects, The Postman 

_ Always Rings Twice appears no more 

than a melodramatic tale, another 

Hbencolaraxercelasaleyehjee-la(oysl det leteetes(s 

does not pay. But the artistry of writ- 

ers and actors have made it much 

more than that; it is, indeed, a sincere 

comprehension of an American 

tragedy. For the yearning of weak 

_and clumsy people for something 

better than the stagnant lives they live 

is revealed as the core of the dilemma, 

and sin is shown to be no way to 

_ happiness.’ 

BOSLEY CROWTHER, The New York Times, 

May 3, 1946 

ALIENATED 445 



he Postman Always Rings Twi 1 fr e ain novel that had been proscribed by 
the Production Code Admini ictions, Tay Garnett managed to 
retain the carnal desper assi neasure by Lana Turner's pert 

116 INTO THE DARK 





“With Hollywood's current 

fascinated interest in 

crimes of passion, wrote 

Life magazine, “studios are 

busy producing James 

Cain stories considered too 

hot for the censors in the 

1930s. Being a reasonably 

complete catalog of the 

seven deadly sins, The 

Postman Always Rings 

Twice is not a movie for the 

fainthearted. But those who 

prefer romance with a snarl 

to romance with a sigh will 

like it very much.” Lana 

Turner and John Garfield 

played the star-crossed 

criminals. Photograph by 

Clarence S. Bull. 

118 INTO THE DARK 

“Some folks wondered why the title. 

The exhibitor who plays this will hear 

the cash register ring not twice but 

continuously.” 

HENRY SPARKS, Sparks Theatre, Cooper, 

Texas, Motion Picture Herald, June 29, 1946 

“Harry Ruskin, the guy who did the 
script, told me that Carey Wilson had 
Lana Turner dressed in white so that 
the public would understand that the 
girl is pure. She may be playing 

around with John Garfield, but she’s 

not taking her pants off for him. 

Ruskin had asked Wilson, ‘Is this 

girl shacking this guy into bed? I 

know we dort put it on the screen, 

but I have to know? Wilson couldnt 
make up his mind whether Lana was 

screwing Garfield. ‘Jim; Ruskin said to 
me, ‘Wilson didn't know then, and he 

doesn't know now. That's why the 

central part of the thing is so fuzzy 

and shaky and squashy.” 

JAMES M. CAIN in Patrick McGilligan’s 
Backstory 1 



THE DARK 
CORNER 
TWENTIETH CENTURY-FOX 

--ARELEASED MAY 8, 1946 

produiet 
i pout 

HENRY HATH . 
Seren” od | 

NARD 

A PRIVATE INVESTIGATOR 

FRAMED FOR MURDER TRACKS THE 

PERPETRATORS TO THE WORLD 

OF FINE ART GALLERIES. 

REVIEW 

“When a talented director and a 

resourceful company of players meet 

up with a solid story, moviegoing 

becomes a particular pleasure. The 

Dark Corner is a tough-fibered, excit- 

Hheteaaelcoae-toebeetaetescave)astercarycelteveer| 

private detective who is marked as the 

fall guy in a cleverly contrived murder 

plot. Mark Stevens, a comparative new- 

comer looking and acting very much 

like Dana Andrews, is convincingly 

hard-boiled as the baffled gumshoe” 

BOSLEY CROWTHER, The New York Times. 
May 9, 1946 

LETTER FROM REGIONAL 
THEATER OWNER 

“Tts title kills it for the box office, but it 

is a very good picture.’ 

GEORGE CLANTON, Daw Theatre, 

- Tappahannock, Virginia, Motion Picture 

Herald, October 26, 1946 

“Clifton Webb was an angel, but he 
never really was a good actor. He was 

a character. He was marvelous 

because he was so elegant. The Dark 

Corner was not a successful film. It 

was dead. Mark Stevens never quite 

cut it. Too arrogant, cocksure.” 

HENRY HATHAWAY in Polly Platt and Rudy 

Behlmer’s Henry Hathaway 

“ALIENATED 449 
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THE 
STRANGER 
RKO RADIO PICTURES 
AN INTERNATIONAL PICTURES PRODUCTION 
RELEASED MAY 25, 1946 

122 INTO THE DARK 

A POSTWAR NAZI HUNTER COMES 

TO A NEW ENGLAND UNIVERSITY 

TOWN IN SEARCH OF A HIGH- 

RANKING WAR CRIMINAL. 

PRODUCTION QUOTE 

“If Orson MOIS and Eddie Robinson 

get through The Stranger with whole 

skins, it will be a miracle. Strange that 

two guys with such similar political 

viewpoints should be so far apart in 

their acting ideas. But it must be 

pretty tough for ‘Little Caesar’ to take 

direction from ‘Little Genius.” 

HEDDA HOPPER, “Looking at Hollywood,” Los 

Angeles Times, November 9, 1945 

ee 
Five years after Citizen Kane, Orson Welles 
reluctantly agreed to direct and star in a film 
that he had not written, The Stranger. Though 
he disavowed the film for the next forty 
years, it is unique and fascinating. 





Opposite: “That film had 

absolutely no interest for 

me,” Welles said years later. 

“But | didn’t do it with a 

completely cynical atti- 

tude; quite the contrary. | 

tried to do it as well as | 

could. But it’s the one of 

my films of which | am 

least the author. | don’t 

know if it’s good or bad.” 

(Orson Welles in Mark W. 

Estrin’s Orson Welles: 

Interviews) 

124 INTO THE DARK 

REVIEW 

“Seen at the Pantages Hollywood, where 

the audience was audibly impressed, 

The Stranger, as directed by Orson 

Welles, is strongly reminiscent of Alfred 

Hitchcock; eerie, spine-chilling, 

macabre. Russell Metty’s photography, 

which is superb, enhances the mood of 

mounting horror.’ 

“The Stranger” Motion Picture Herald, 

May 25, 1946 

“Orson Welles has directed his camera 

for some striking effects, with light- 

ing and interesting angles much 

relied on in his technique. The fellow 

knows how to make a camera 

dynamic in telling a tale. And it is 

true, too, that Edward G. Robinson is 

restrained as the unrelenting sleuth 

and that Billy House does a superb 

job as a small-town clerk and gossip. 

But the whole film, produced by S. P. 

Eagle, comes off as a bloodless, 

manufactured show.” 

BOSLEY CROWTHER, The New York Times, 

July 11, 1946 

LETTERS FROM REGIONAL 

THEATER GWNERS 

“A well done drama that was liked by 

the few who came to see what it was 

all about. It is the same old story. 

The market is crowded with these 

morose pictures. The folks stay away 

from them in droves whether the pic- 

ture is good or not. On the other hand, 

down-to-earth, folksy pictures make 

the people stand in line. There never 

have been too many of them and there 

never will be. It is a queer business.” 

M. HULBERT, Gem Theatre, Cornell, 

Wisconsin, Motion Picture Herald, 

January 18, 1947 

“Good show. No business. Very heavy 

and no child would like it. The 

women didn’t like it.” 

CHARLES L. JONES, Elma Theatre, Elma, lowa, 

Motion Picture Herald, February 15, 1947 

ARTIST COMMENT 

“The Stranger is the worst of my films. 
I did it to prove to the industry that 
I could make a picture on time and 

on budget, just like anyone else. 
There is nothing of me in that picture. 
It is absolutely of no interest to me. 
I did not make it with cynicism, how- 
ever. I did my best with it.” 

ORSON WELLES in Joseph McBride's 

Orson Welles 

The Stranger cost $1.03 million, and 
grossed $4.21 million. 
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Left: “The only little things 

about the film | really like 

are the comments on the 

town, the drugstore man, 

the details of this kind,” 

recalled Welles. Konstantin 

Shayne was creepy as a 

Nazi in hiding. Billy House 

was hilarious as the drug- 

gist who knows everybody's 

business. Edward G. Robin- 

son was not happy when 

Welles made him and 

House improvise dialogue. 

Opposite: Welles coached 

a powerful performance 

from Loretta Young, and 

Robinson was excellent, 

too. The Stranger was 

Orson Welles’s most prof- 

itable film. 
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A WEALTHY SMALL-TOWN WOMAN 

FINDS HER POSITION THREATENED 

WHEN A CHILDHOOD FRIEND 

THE STRANGE APPEARS FROM NOWHERE. 

LOVE (eo) F 5 : | — ep tivitifoegit) iti g 3 

Fy ARTH A AYE a S “When Barbara Stanwyck finished 

ae < an emotional scene in Love Lies 

Bleeding, Van Heflin remarked, ‘Gee, 

PARAMOUNT PICTURES , that was great!’ She came back with, 
HAL WALLIS PRODUCTIONS ‘Haven't you heard? I’m the Bette 
RELEASED SEPTEMBER 13, 346 —l : Davis of Melrose Avenue.” 

HEDDA HOPPER, Los Angeles Times, 

November 9, 1945 

REVIEWS 

“The Paramount, where Double 

Indemnity once beguiled. the cus- 

tomers, now presents another of the 

hard-boiled dramas. The Strange Love 

of Martha Ivers tells of tough people, 

some of them rich and aristocratic, 

some of them poor and adventurous; — 

and all of them dangerous. The pic- 

ture has its heart-stopping moments. 

It also has long stretches of exposition. 

Audiences are brighter than the 

moviemakers realize. They don't 

-- need so much spelling out” _ 

EILEEN CREELMAN, “The New Movies,” - 
New York Sun, July 25, 1946 
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Lewis Milestone’s The 

Strange Love of Martha 

Ivers was produced by Hal 

Wallis, who made his share 

of film noirs. “Very con- 

sciously, | made a series of 

melodramatic films with 

strong characters and situa- 

tions,’ said Wallis. “The 

dark side of life was por- 

trayed frankly and without 

compromise. This scene 

shows Van Heflin with Liza- 

beth Scott, a Wallis 

discovery. 

“The James M. Cain influence is obvi- LETTERS FROM REGIONAL 

ously responsible for this drama about THEATER OWNERS 

horrible people, the kind that the law 

of Fate eventually overtakes. They 
“A heavy melodrama with excellent 

values which pleased everyone. If it 

seem strange on the screen because had been a trifle shorter, it would have 

Hollywood passed them by until Mr. been among the best pictures of the 
Cain proved that it was worthwhile » 

year. 
not to. But they do exist, and they can 

T. DI LORENZO, New Paltz Theatre, 

New Paltz, New York, Motion Picture Herald, 
Cain proved in Double Indemnity, Novonberieniose 

Mildred Pierce, and The Postman 

Always Rings Twice.’ 

be made to seem real, which is what 

“The title whipped a mighty nice pic- 

.ture. Poor business. When will 
HERBERT COHN, “The Sound Track,” The 

pee 

Brooklyn Eagle, July 28, 1946 Hollywood learns 

MORTON VINCENT, Ashland Theatre, Kansas 

City, Missouri, Motion Picture Herald, 

January 25, 1947 
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BLACK ANGEL 
UNIVERSAL PICTURES 
RELEASED AUGUST 2, 1946 

432 INTO THE DARK 

WHEN A SONGWRITER’S WIFE IS 
FOUND MURDERED, HE FEELS THE 
POLICE HAVE ARRESTED THE 
WRONG MAN. 

PRODUCTION QUOTES 

“Universal has borrowed Ava Gardner 

from M-G-M for one of three stellar 

parts in the Cornell Woolrich subject 

The Black Angel. Dan Duryea, under 

contract to the U, is cast as a Bowery 

piano player, Miss Gardner as his wife, 

and Peter Lorre as a café proprietor 
suspected of murder.” 

EDWIN SCHALLERT, Los Angeles Times, 

April 1, 1946 

“Sudden change of plans finds Ava 

Gardner out of the cast of The Black 

Angel, with June Vincent replacing her. 

Miss Gardner has decided to go east 

after all to see bandleader Artie Shaw, 

to whom she is married.” 

EDWIN SCHALLERT, Los Angeles Times, 
April 4, 1946 

Roy William Neill directed Dan Duryea in 
Black Angel, another blackout parable based 
ona Cornell Woolrich book. Memory loss 

was a familiar motif of 1940s film noir, 
appearing in Street of Chance and, most 
famously, in The Lost Weekend. Portrait by = 
Ray Jones. 
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The title was changed to Black Angel. 

Duryea was not a Bowery piano 

player; he was a Hollywood song- 

writer reduced to playing piano ina 

Los Angeles dive. Gardner was being 

cast, not as Duryea’s wife, but as the 

wife of the unjustly convicted man, 

the heroine who is working with 

Duryea to clear her husband. Univer- 

sal contract player June Vincent got 

the part. Constance Dowling had 

already been cast as Duryea's ill-fated 

wife. Gardner’s departure had more 

to do with producer Mark Hellinger’s 

project The Killers than with her fail- 

ing marriage to Artie Shaw. 

REVIEW 

“Dan Duryea, who was presented 

as an unmitigated heel in Scarlet 

Street and Woman in the Window, 

enacts a combination hero-alcoholic 
in Black Angel. Universal has 
provided a liberal coat of whitewash 
and romantic trimmings. There’s also 
a bit of Lost Weekend in the opus, 
with Duryea finally remembering, 
while in a drunken stupor, who com- 

mitted the crime.” 

JOHN L. SCOTT, “Toughie Duryea Turns 
Noble,” Los Angeles Times, August 14, 1946 

LETTER FROM REGIONAL 

THEATER OWNER 

“Played Thanksgiving on a double 

bill and this made quite a hit. Good 

suspense and fine acting.” 

J. C. BALKCOM, Gray Theatre, Gray, 

Georgia, Motion Picture Herald, May 26, 1945 

ARTIST COMMENT 

“In his two recent films, Black Angel 

and White Tie and Tails, Duryea is a 

nice guy. The reformation, to be 

sure, is gradual. He drinks too much 

in one and forges a check in the other. 
‘But I'm a nice guy in both, he says. 

‘T'll take my boys to those pictures. 

It ll make a good impression.” 

LOUIS BERG, “Don’t Shoot My Dad!” 

Los Angeles Times, November 10, 1946 
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THE 
BIG SLEEP 
WARNER BROS. PICTURES 
PREMIERED AUGUST 23, 1946 

— 136 =INTO THE DARK 

A HOLLYWOOD DETECTIVE IS 

HIRED BY AN AILING GENERAL TO 

SAVE HIS DAUGHTER FROM 

BEING BLACKMAILED. 

PRODUCTION QUOTES 

“After reading the write-ups about 

Lauren Bacall’s performance in 

Confidential Agent, I urge you to give 
the girl at least three or four addi- 
tional scenes with Bogart of the 

insolent and provocative nature that 

she had in To Have and Have Not. 

Bacall was more insolent than 

_ Bogart, and this very insolence 

endeared her to both the jeuloeten-vevel 

the critics. It was something startling 

_and new. If this can be recaptured 

through these additional scenes, I 

feel that the girl will come through 

for you magnificently.” 

CHARLES K. FELDMAN, producer-packager 
and agent, to Jack L. Warner, November 16, 1945 - 

The Big Sleep had been released in 

1945 on a limited basis, primarily to _ 
_ Armed Forces bases overseas. It was 

pulled back for extensive retakes 

because Bacall got very bad reviews 

in Confidential Agent. Hawks 
removed and then reshot an equal 
number of her scenes in The Big 

Sleep. The 1946 version was slanted 
much more to Bacall than the 1945 
version, but it made less sense; for 
whatever reason, a scene in which 
Bogart explains the various plot twists 
was deleted. : 



kers were two 
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LETTERS FROM REGIONAL 

THEATER OWNERS. 

“Did good business, but this Bogart- 

and-Bacall team has not done 

anything extra for us. The picture 

pleased most who saw it. I noticed 

that they all sat through it without 

noise or squirming.” 

ELSTUN DODGE, Elstun Theatre, Blaine, 

Washington, Motion Picture Herald, 

March 1, 1947 

“Many good comments from my 

patrons. They dont like to see 

Humphrey Bogart play opposite 

anyone but Lauren Bacall.” 

CLEO MANRY, Buena Vista Theatre, 
Buena Vista, Georgia, Motion Picture Herald, 

Above: A portrait of REVIEW March 18, 1947 
Lauren Bacall by Scotty 
Welb “Except perhaps for the showgirls in a i as ae 6 ARTIST COMMENT Metro musical, there ha if Opposite: Martha Vickers ae ere has never been poeyedatprececion: assembled for one movie a greater and “Howard Hawks wanted me to be inso- 
problem child in The Big more delightfully varied number of lent, a woman who could do what 
Sleep. female knockouts. But whereas Metro Carole Lombard did. He wanted a 

showgirls at least look content, every woman who could trade dialogue with 
woman in The Big Sleep is feverishly a guy on an equal level. He didn't want 
hungry for love. Though they appear to have someone who would be cowed 
ripe, inwardly they are starved, andso by a man. Insolence was really what he 
desperate for assuagement that, was looking for, and, of course that’s 
though every one of them would easy to play. You say, ‘Oh, you're going 
prefer Humphrey Bogart, they settle to tell me?’ And then it becomes part 
instantly for anybody.’ of your personality.” 

CECILIA AGER, “Bogart, Bacall, Babes, and LAUREN BACALL in Mark Cousins’s Scene 
Bums,” PM, August 25, 1946 by Scene: Film Actors and Directors Discuss 

Their Work 
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UNIVERSAL PICTURES 
RELEASED AUGUST 28, 1946 

440 INTO THE DARK 

AN INSURANCE INVESTIGATOR 

RETRACES THE STEPS LEADING TO 

THE MURDER OF A FATALISTIC 

EX-BOXER. 

PRODUCTION QUOTES 

“Ava Gardner, one of Hollywood's 

ranking glamour girls and cinematic 

femme fatales, is taking extension 
courses from UCLA. ‘Everyone else in 
Hollywood has read Ivanhoe, but I 

haven't, says Miss Gardner, ‘so I’m 

taking English literature. When I 

showed my report card on The Killers 

set and bragged about my B-pluses, 

the company didn't know whether to 

laugh or cry. I guess most picture 

_ people are satisfied with their educa- 

tion, whatever it is.” - 

JOHN L. SCOTT, “Little Ava Goes Back to 

Learnin’,” Los Angeles Times, June 30, 1946 

“On the set of The Killers I found 

Burt Lancaster and Ava Gardner with 
director Robert Siodmak acting like 
Mother Gin Sling in The Shanghai 
Gesture. ‘Hug her tighter!’ he yelled 
at Burt. When the scene ended I said, 

BUciteloum etter melee eto easton yiitcel 
~~ Siodmak replied, “We'll dub that _ 

bb>] 

sound in later: 

HEDDA HOPPER, “Looking at Hollywood,” 
Los Angeles Times, May 31, 1946 



Film noir traditionally 

tells the audience that the 

hero is doomed. Thus 

Burt Lancaster dies at the 

beginning of Robert 

Siodmak’s The Killers, 

and his tragedy is 

recounted in flashback. 

REVIEWS 

“Back in the gangster-glutted Twenties, 

Ernest Hemingway wrote a morbid 

tale about two gunmen waiting in a 

lunchroom for a man they were hired 

to kill. And while they relentlessly 

waited, the victim lay sweating in his 

room, too weary and resigned to 

move. Now, in The Killers, Mark 

Hellinger and Anthony Veiller are 

cleverly explaining, through a flash- 

back reconstruction of the life of that 

man, why the gunmen were after him. 

And although it may not be precisely 

what Hemingway had in mind, it 

makes for a taut and absorbing 

explanation.” 

BOSLEY CROWTHER, The New York Times, 

August 29, 1946 

“Everybody is double crossed but the 

audience in The Killers, a picture 

which could be called a model of cine- 

matic storytelling—if the matrix hadn't 

been set five years ago in another bril- 

liant flashback job by the name of 

Citizen Kane. Robert Siodmak lets an 

insurance investigator ask the ques- 

tions, and he gets kicked in the head 

and shot at. But what investigator isn't, 

these homicidal-movie days? Out 

front the spectator is crying for blood. 

Universal serves him his violence— 

vicariously. It hasn't had its trademark 

on a sweeter thriller in years.” 

PHILIP K. SCHEUER, “Hit Thriller,” 

Los Angeles Times, October 12, 1946 
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Above left: The Killers 

made Burt Lancaster a star. 

He was yet another Hal 

Wallis discovery, but Uni- 

versal producer Mark 

Hellinger and director 

Robert Siodmak borrowed 

him from Wallis (and 

Paramount) for their adap- 

tation of the Hemingway 

story. In this scene, heis a 

filling-station attendant 

grooming the automobile 

of a gangster (Albert 

Dekker). 

Above right: Hellinger bor- 

rowed Ava Gardner from 

M-G-M to play the femme 

fatale of the piece. This 

film made her a star, too. 

Opposite: A Ray Jones 

portrait of Burt Lancaster 

and Ava Gardner made in 

conjunction with The 

Killers. 
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“A marvelous picture. The acting is 

superb and there is never a dull 

moment. My patrons liked it but the 
title kept some away.’ 

KEN GORHAM, Town Hall Theatre, 
Middlebury, Vermont, Motion Picture Herald, 
February 8, 1947 

ARTIST COMMENTS 

“Mark Hellinger trusted me from 
the beginning, so I trusted him. He 
saw me as an actress, not as a sexpot. 
He gave me a feeling of the responsi- 
bility of being a movie star, which 
I had never for a moment felt before. 
I knew he was a genius.” 

AVA GARDNER in Joe Hyams’s “The Private 
Hell of Ava Gardner,” Look, November 27, 1956 

“Robert Siodmak taught us to convey 

emotion with the absolute minimum 

of facial expression. ‘The camera is a 
magnifying glass, he would say. He 
was so excited by Ava that he let her 
dominate every scene. In the scene in 

the Green Cat Café when I needle her, 
Siodmak told her to cut her expres- 
sion in half and to move her mouth 
slightly as she moved her eyes. As a 
result she gave a convincing account 
of a deceiving woman about to be 
caught.” 

EDMOND O'BRIEN in Charles Higham’s Ava 

he Killers cost $875,000. It grossed 
chor oye 

$3 million. 





THE LOCKET 
RKO RADIO PICTURES 

RELEASED DECEMBER 20, 1946 

444 INTO THE DARK 

A WEDDING PARTY IS INTER- 

RUPTED WHEN A PSYCHIATRIST 

SHOWS UP TO SAY THAT THE BRIDE 

IS A THIEF AND MURDERER. 

PRODUCTION QUOTE 

“For a sequence in What Nancy 

Wanted, Laraine Day had to look hag- 

gard and worn. Instead of depending 

PF oebuecl Caplon Jelactteceloycllmenteaetar-tevel 

reported to the studio not only look- 

ing but also feeling the part.” 

Hedda Hopper, Los Angeles Times, 

May 8, 1946 

“Sugar wouldn't melt in the mouth of 

_ Nancy, the heroine of The Locket. Yet 

_ if we are to believe the evidence, she is 

_ a first-class criminal. With this to go 
on, Nancy brings the wicked-lady- 

psychopathic parade up to date. 

Laraine Day gives what must be her. _ 

most fascinating performance. As 

with so many of these wide-eyed 

innocents who are supposed to be 

baddies inside, the spectator may have 

___ difficulty in crediting her with such 
_ heartless villainies. However, there is 

just enough of a defiant something 

about Miss Day, more of the spirit 

than the actual behavior, to raise the 

shadow of a doubt. It is this question _ 
mark that holds one rapt” _ 

PHILIP K. SCHEUER, “Laraine Day Psychopath,” 
Los Angeles Times, May 27, 1947 



LETTER FROM REGIONAL 

THEATER OWNER 

“Here is a good picture—to keep away 

from. If your patrons are in the mood 

to untangle flashbacks within flash- 

backs, they might be moderately 

satisfied until the ending, when they 

get the feeling that nothing of impor- 

tance has ever happened, and they go 

out scratching the backs of their heads. 

Business was below average the first 

night, but word of mouth soon 

knocked that down to mere insignifi- 

cance. Skip it if you can.” 

GEORGE E. JANES, Ojai Theatre, Ojai, 

California, Motion Picture Herald, 

August 17, 1946 

ARTIST COMMENTS 

“The complexity of Sheridan Gibney’s 

plot was what really enticed me to the 

material. It was an enigma within an 

enigma within an enigma. John 

Brahm had done a very good horror 

picture at Twentieth about Jack the 

Ripper called The Lodger. He was a 

German—but not too German—and | 

thought he would be good to direct 

this and give it some of the same 

atmosphere.’ 

PRODUCER BERT GRANET in Lee Server's 

Baby, | Dont Care 

Left: In John Brahm’s The 

Locket, Mrs. Monks (Helene 

Thimig, real-life widow of 

Max Reinhardt) comforts 

Nancy (Sharyn Moffett) 

when she is denied the 

eponymous trinket. The 

lady of the house has 

decreed that a house- 

keeper's daughter does not 

deserve the gift of a jeweled 

artifact. “It’s all right to want 

things,’ says Nancy's mother. 

“But you'll have to be patient. 

If you want things badly 

enough, someday you'll 

have them.” 

Right: The locket disappears 

and Mrs. Willis (Katherine 

Emery) suspects Nancy. 

The interview goes awry, 

terrifying the child. Sheridan 

Gibney’s script conveys the 

power of a childhood 

trauma. 
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“I sold The Locket first as a treatment, 

about forty pages. Everybody in 

town—all the major studios and all 

the independent producers—turned 

it down, until it got to RKO, where 

Bill Dozier bought it for his wife, Joan 

Fontaine. Joan had another commit- 

ment, so we ended up with Laraine 

Day. John Brahm had a theater back- 

ground; he respected the story about 

this man who is about to marry a girl 

who may be a paranoid kleptomaniac. 

The final scene is the wedding, where 

the groom has decided to go ahead. I 

ended the story with the bride 

approaching the altar and the groom 

waiting—this is where I wanted to 

fade out to a ‘lady or the tiger’ ending. 

The front office, because of censor- 

ship, wouldn't let me. They said, “You 

can't do this. She's obviously guilty at 

the end. He can't marry her: I said, 

‘Actualiy, I don’t know that at all’ But 

they forced me to have her collapse 

during the ceremony and have the 

wedding called off. The picture would 

have been better with Joan Fontaine. 

She had more of a quality. Laraine 

Day gave a kind of weird perform- 
» ance, which wasn't necessary. 

SHERIDAN GIBNEY in Patrick McGilligan’s 

Film Crazy 

Left: Nancy conveniently 

marries a psychiatrist 

(Brian Aherne), but even 

he fails to unlock Nancy's 

past. When she remarries, 

he tells her: “There can be 

no happiness for you. Ever.” 

Right: In a weird coinci- 

dence, Nancy finds herself 

engaged to Mrs. Willis's son. 

And what does Mrs. Willis 

give Nancy as a gift? Her 

obsession, the locket! 

What Nancy Wanted was 

Gibney’s original title. He 

was not pleased with Laraine 

Day's performance, but it 

has stood the test of time, 

helping to make The Locket 

a genuinely disturbing film. 

Opposite: The little girl 

grows up to be Nancy 

Monks (Laraine Day), who 

continues to attract miss- 

ing jewelry. 
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WHEN AN ASPIRING CONCERT 

VIOLINIST ACCEPTS A WEALTHY 

WOMAN'S PATRONAGE, HE BEGINS 

ied {atoll 3 ADOOMED ROMANCE 
WARNER BROS. PICTURES PREOUET ON QUOTE 
RELEASED DECEMBER 25, 1946 “During this production, Joan 

Crawford often got to the set forty- 

five minutes before I did. I would find 

her rehearsing her part. No one 

had arrived yet, so she had an electri- 

cian reading John Garfield’s lines. 

She’ a perfectionist.” 

JEAN NEGULESCO in Arthur Millier's 

‘Joan Crawford Makes Director Feel Humble,” 

Los Angeles Times, December 15, 1946 

448 INTO THE DARK 



ted with urban Ic 
and even an eleg 



Opposte top: Indolent 

Paul Cavanagh watches as 

his self-destructive wife 

fixates on a selfish young 

musician. “Whether 

Humoresque will stand up 

after the first crowds have 

seen it will depend on 

whether the public has had 

enough of films in which 

none of the principal char- 

acters beget sympathy,” 

wrote Motion Picture 

Herald. 

Opposite bottom: Jean 

Negulesco pulled out all 

the stops to show the 

anguish of his heroine. And 

Joan Crawford held noth- 

ing back. 
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REVIEWS 

“This rags-to-penthouse fable in 

which a lower East Side boy makes 

good while an upper East Side girl 

makes trouble is mostly unadulterated 

‘schmaltz, a word of obese connota- 

tion, introduced here by Oscar Levant. 

The Warner Brothers have wrapped 

this piteous affair in a blanket of soul- 

tearing music which is supposed to 

make it spiritually purgative. They 

have padded it with long passages 

from symphonic scores by Bizet, 

Rossini, and other masters, and, for 

the smashing, titanic climax, in which 

Joan Crawford wobbles out, soused to 

the ears, to cast herself tragically 

into the sea after a telephone conver- 

sation with John Garfield, who has 

told her that he loves his fiddle more, 

the music that cries and crashes is the 

Liebestod from Tristan und Isolde” 

BOSLEY CROWTHER, The New York Times, 

December 26, 1946 

“The point of Humoresque seems 

to be that parents whose children 

insist on playing the violin ought to 
take them, not to a music teacher, but 

to a psychiatrist. Previewed at the 

Academy Awards Theatre, where 

an all-press audience enjoyed 

Oscar Levant’s comedy loudly and 

seemed depressed by the rest of the 

proceedings.” 

WILLIAM R. WEAVER, “Humoresque,” Motion 

Picture Herald, December 28, 1946 

LETTER FROM REGIONAL 

THEATER OWNER 

“This is a picture for a big town but not 

suitable for a small town, where they 

don't like Miss Crawford. They expect 

to see John Garfield in an action pic- 

ture instead of playing a fiddle” 

E. M. FREIBURGER, Paramount Theatre, 

Dewey, Oklahoma, Motion Picture Herald, 

July 4, 1947 

ARTIST COMMENT 

“After wed been making the picture 

for about a week, Jerry Wald came to 

me saying that Joan Crawford had 

entered his office weeping and com- 

plaining that I didn’t want to talk to 

her. I asked him what he meant. 

‘Well, he said, ‘you don't explain any 

of the scenes to her? I went home 

really quite worried. How could I get 

through to her? Then my wife Dusty 

said, ‘Why don’ you do a portrait?’ 

And I did a wonderful portrait 

embodying what I thought the char- 

acter should be. When I gave it to 

Crawford, I said, ‘Tm sorry, but I’m 
not an eloquent man. This is what I 

think the character should be” 

JEAN NEGULESCO in Charles Higham and 
Joel Greenberg's The Celluloid Muse 
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A portrait of Robert 

Mitchum made by Ernest 

Bachrach to publicize 

Jacques Tourneur’s Out of 

the Past. 

1947 
REPORT ON THE 

“CRIME STORY” CYCLE 

“The ‘private eye; that sometimes suave, 

sometimes tough, fictional money- 

minded detective who by fair means 

or foul solves murder mysteries too 

tough for the regular police, is 

expanding his tremendous following 

in the 25-cent paper books through 

motion pictures. Philip Marlowe, 

brain child of Raymond Chandler, a 

ranking writer of thrillers, is the latest 

sleuthing figure to hit the screen. In 

fact, he’s currently being portrayed by 

not just one star but four. This sets a 

Hollywood record. 

“Dick Powell’s delineation of Mar- 

lowe, a shrewd but sometimes 

foolhardy character who receipts for 

many a beating before he washes up 

his cases, is in Murder, My Sweet 

(original title, Farewell, My Lovely). 

Humphrey Bogart enacts the role in 

The Big Sleep, Robert Montgomery in 

Lady in the Lake, and George Mont- 

gomery in The Brasher Doubloon 

(original title, The High Window.) 

“Powell and Bogart grew beards for 

their characterizations, emphasizing 

the rougher nature of Marlowe. 

George Montgomery raised a mus- 

tache and enacts a combination 

suave-belligerent character. Robert 

Montgomery, on the other hand, is a 

more refined sleuth. This is the first 

time the same detective has been 

interpreted by four different actors. It 

also breaks Hollywood's tradition of 

allowing an appreciable time to elapse 

between presentations of the same 

character.” 

JOHN L. SCOTT, “Four Play Philip Marlowe,” 

Los Angeles Times, August 11, 1946 

LOOKING BACK AT 

FILM NOIR 

“The French have a great penchant for 

this kind of categorizing, for putting 

names which are so ridiculous. I have 

a particular hatred for creating new 

vocabularies. This is what happens, 

that after a movement has taken place, 

without the people involved in it even 

knowing that it’s a movement, along 

come these students, the critics, who 

can't do the thing at all, but they 

become the experts on it, as it were. 

They write books interpreting inter- 

preters, and they create a special 

vocabulary.’ 

EDWARD DMYTRYK in Alain Silver, 

James Ursini, and Robert Porfirio's Film Noir 

Reader 3 
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DEAD 
RECKONING 
COLUMBIA PICTURES 
RELEASED JANUARY 16, 1947 

454 INTO THE DARK 

WHEN A VETERAN ABOUT 
TO BE DECORATED FOR BRAVERY IS 
MURDERED, HIS BEST FRIEND 
VOWS TO FIND THE KILLER. 

PRODUCTION QUOTES 

“Lizabeth Scott is to be costarred 

with Humphrey Bogart in Dead 

Reckoning, one of the most striking 

bits of casting yet achieved in Holly- 

wood. It is striking because Miss 

Scott was at one time compared — 

with Lauren Bacall, who is reputed to 

have objected to playing in this film 
because she wants to attain her inde- 
pendent cinema destiny.” 

EDWIN SCHALLERT, Los Angeles Times, 

June 7, 1946 

“Humphrey Bogart’s clothes in Dead 

Reckoning have looked so bad that the 

studio sent for his tailor. ‘It’s because 

of your lights, the tailor told the 

cameraman. ‘No, chimed in Bogey. ‘I 
always look this way,” 

HEDDA HOPPER, “Looking at Hollywood,” 
Los Angeles Times, July 26, 1946 

A Ned Scott photograph of Lizabeth Scott and 
Humphrey Bogart made to publicize John 
Cromwell's Dead Reckoning. 





Above: Bogart gets the 

drop on Morris Carnovsky 

(left) and Marvin Miller in 

Dead Reckoning. Photo- 

graph by Joe Walters. 

Opposite: A Ned Scott 

portrait of Humphrey 

Bogart in Dead Reckoning. 

156 INTO THE DARK 

REVIEWS 

“There are a lot of things about the 

script of Dead Reckoning that an atten- 

tive spectator might find disconcerting, 

but the cumulative effect of the new 

Humphrey Bogart slug em, love em, 

and leave em picture is all on the good 

side of entertainment. Old ‘Bogey’ takes 

the drubbing of his cinematic life from 

a tough, psychopathic character who 
delights in ‘messing up his victims to 
the strains of sweet music.” 

BOSLEY CROWTHER, The New York Times, 
January 23, 1947 

“Humphrey Bogart continues his 

tough guy career with Dead Reckoning, 

a melodrama just arrived at the Crite- 

rion. Lizabeth Scott, husky-voiced and 

deliberately sinister, has the leading 

role, a part of the type usually 

assigned to Mrs. Bogart, Lauren 

Bacall of the movies. This film pres- 

ents Bogart as neither gangster nor 

detective, but as an ex-soldier. That in 

itself is a relief? 

EILEEN CREELMAN, “The New Movies,” New 

York Sun, January 28, 1947 

LETTER FROM REGIONAL 

THEATER OWNER 

“A good Bogart melodrama which 

seemed to me to fall apart near the 

end. Business only fair. In this locality 

murder is slowly beginning to lose 

its appeal.” 

JOHN R. COONEY, Waldo Theatre, Waldoboro, 

Maine, Motion Picture Herald, April 26, 1947 

ARTIST COMMENT 

“Bogey would arrive in the morning, 

but hed never know his lines. Hed 

come in, work on them for a couple of 
hours, and then Mr. John Cromwell, 

our director, would rehearse us a few 

times. Bogey always had two martinis 
while he ate his lunch, and hed always 
keep his dressing room door open. 
After he was all put together again, 
wed shoot, maybe a four- or five-page 
scene. Wed get it all in one take.” 

LIZABETH SCOTT in Alain Silver, James Ursini, 
and Robert Porfirio's Film Noir Reader 3 
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LADY IN THE 
LAKE 
METRO-GOLDWYN-MAYER | 

RELEASED JANUARY 23, 1947 

460 INTO THE DARK 

A DETECTIVE’S VISIT TO A CRIME- 

STORY PUBLISHER ENTANGLES 

HIM IN A MURDER CASE. 

PRODUCTION QUOTES 

“Robert Montgomery, I hear, has 

a yen to act in the film of Raymond 

Chandler’s The Lady in the Lake, 
scripted by Steve Fisher? 

EDWIN SCHALLERT, “Hervey Writing 

Indian Thriller,” Los Angeles Times, 

February 28, 1946 

“Robert Montgomery is directing Lady ~ 

in the Lake from a wheelchair. Got his 

iCofelare- Lele el aston-Werve0(ae-We e-v il 

gt B) BY ©) odo wh vd Wrote) Tale t=1 a1 m0) ay roYoye Mi 

Los Angeles Times, June 20, 1946 - 

“YOU will be Philip Marlowe (i-e.; the 

camera) throughout M-G-M’s 

recently completed Lady in the Lake. 

Robert Montgomery reintroduces 

this revolutionary first- (or second-) | 

person storytelling technique, an elab- 

oration of that used in Murder, My 

ivaaetitel many other films, as far 

back as F. W. Murnau’s The Last Laugh 

and Paul Fejos’s The Last Moment, : 

~_ two decades ago.” 

PHILIP K. SCHEUER, “Call It Audience : 

Participation, Please,” Los Angeles Times, 

September 2, 1946 



“We've never called Bob Montgomery 

a triple-threat man, but he is. He’s 

got both feet on the ground and 

doesn't indulge in any Orson Welles 

shenanigans!” 

HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, November 25, 1946 

“All my romantic scenes were played 

with the camera instead of a real 

person. I doubt whether any other 

actress has had an experience just like 

that. I had to use a lot of imagination 

for any inspirational effect” 

AUDREY TOTTER in Edwin Schallert’s 

“Brilliant Career Dawning,” Los Angeles Times, 

February 2, 1947 

REVIEW 

“Having seen Lady in the Lake yester- 

day at the Capitol, this corner now 

can confirm what the advertisements 

have been saying all along. The pic- 

ture is definitely different and affords 

one a fresh and interesting perspec- 

tive on a murder mystery. YOU do 

get into the story and see things 

pretty much the way the protagonist, 

Philip Marlowe, does, but YOU don't 

have to suffer the bruises he does. 

Of course, YOU don't get a chance to 

put your arms around Audrey Totter 

either. After all, the movie makers, 

for all their ingenuity, can go just so 

far in the quest for realism.” 

BOSLEY CROWTHER, The New York Times, 

January 24, 1947 

LETTER FROM REGIONAL 

THEATER OWNER 

“We advertised the new technique, and 

as such we had a fair audience, but 

while the picture, as it developed, 

gripped them, the reaction of the 

audience was such that I don't think 

they will go for a steady diet of this.” 

A. E. HANCOCK, Columbia Theatre, 

Columbia City, Indiana, Motion Picture Herald, 

April 12, 1947 

Robert Montgomery 

(here, with Audrey Totter) 

was both star and director 

of Lady in the Lake. 
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Montgomery was one of 

the biggest stars returning 

from distinguished service 

in World War II, and the 

prospect of his playing 

Philip Marlowe was 

intriguing, even to Bosley 

Crowther: “Mr. Mont- 

gomery’s Philip Marlowe is 

somewhat more cynical 

ARTIST COMMENTS “Thad a little trouble making the pic- 
« oe ture—if you can call eight years of Robert Montgomery has a vision ) at ‘ ; arguing ‘a little trouble? Nobod that goes far beyond just the acting Siuee Y 

seems to want an actor to become a 

director. And the idea for this film 

wasn't exactly a pushover to sell. Our 

end of the films, because he seems to 

understand so well their technical 

possibilities. The unique treatment of 
head cameraman Paul Vogel almost the story employed in Lady in the = Lake has been widely praised by the went daffy. He lived in constant fear 
of being sacked by the front office. 
But then, so did I.” 

ROBERT MONTGOMERY in Jack Sher’s 
“How to Win an Argument,” Los Angeles Times, 
March 2, 1947 

critics. He had the courage to do 

something utterly different.” 

AUDREY TOTTER in Edwin Schallert’s 
“Brilliant Career Dawning,” Los Angeles Times, 
February 2, 1947 

Lady in the Lake cost $1.02 million. It 
grossed $2.65 million. 

162 INTO THE DARK 
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SMASH-UP— 
THE STORY OF 
A WOMAN 
UNIVERSAL-INTERNATIONAL PICTURES 
RELEASED MARCH 12, 1947 

464 «INTO THE DARK 

WHEN A POPULAR NIGHTCLUB 

SINGER SEES HER HUSBAND 

BECOME A HUGE RADIO STAR, 

SHE TRIES TO QUELL HER INSECU- 

RITIES BY DRINKING. 

PRODUCTION QUOTE 

“The use of liquor in the scenes of 

relanel aborcarcvotecrebatnel <aevelacmnyel(enl 

crowd this picture are proper and nec- 

essary, but you would do well to 

dismiss this story from further con- 

sideration because showing a drunken - 

woman moving about is both distaste- 

ful and repulsive; and the sound 

moral of your story will be forgotten | 

_in the reaction of disgust.” - 

JOSEPH |. BREEN in Thomas Doherty’s 

Hollywood Censor: Joseph I. Breen and the 

Production Code Administration 

REVIEWS 

“Dipsomania is again explored for - 
screen purposes. In Smash-Up, Susan 

Hayward suffers from alcoholism in 

a but little milder form than Ray 
Milland in The Lost Weekend. The 
results are intensely insidious before 

the picture is fully unreeled. One 

does not witness the phenomenon of — 
delirium tremens or view a psycho- 
pathic ward during this picture, but 
it is abundantly tragical as a study of 

. the evils of drink when these assume 
a pathological aspect.” 

EDWIN SCHALLERT, “Feminine Lost Weekend,” 

Los Angeles Times, March 13, 1947 



“There isn’t much doubt that Smash- 

Up—The Story of a Woman will be 

tagged as the Lost Weekend of a lady. 

But don't let this flattering parallel fool 

you. In its direction and performance, 

this film gives little evidence of sincer- 

ity of purpose toward depicting the 

realities of dipsomania. Susan Hay- 

ward performs the boozy heroine with 

a solemn fastidiousness which turns 

most of her scenes of drunken fum- 

bling and heebie-jeebies into off-key 

burlesque. And it is notable that her 

appearance is never unflatteringly dis- 

arrayed. Except for the spectacle of 

much drinking by a lady and a lot of 

modern chic, this offering shows little 

more than any old-fashioned barroom 

tear-jerker.’ 

BOSLEY CROWTHER, The New York Times, 

April 11, 1947 

Lee Bowman cannot keep 

Susan Hayward from self- 

destruction in Stuart 

Heisler’s Smash-Up—The 

Story of a Woman. “| saw 

customers walk away and 

never buy a ticket after 

they looked at the pictures 

in the lobby,” wrote Ver- 

mont theater owner Ken 

Gorham. The pictures in 

question were not shocking. 

They captured the stylized 

* photography of Stanley 

Cortez, which made the 

film outstanding, not to 

mention Miss Hayward’s 

performance. 
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A publicity portrait of 

Susan Hayward made to 

publicize Smash-Up—The 

Story of a Woman. 

166 INTO THE DARK 

“A powerful picture that caused a lot of 

discussion for the children. It drew 

fairly well” 

A. N. MILES, Eminence Theatre, Eminence, 

Kentucky, Motion Picture Herald, 

November 1, 1947 

“This does not come under our 

definition of entertainment. From the 

slim turnout a good many others 

must have thought the same thing. 

There is too much screaming and it is 

generally an unpleasant topic.” 

A. C. EDWARDS, Winema Cinema, Scotia, 
California, Motion Picture Herald, 

November 1, 1947 

“Smash-Up was an interesting experi- 

ment. We had a scene in which the 

heroine is lying in bed and mumbling; 

she’s having a nightmare. Susan Hay- 

ward helped by actually getting drunk 

to play the scene. It was fantastic.” 

STANLEY CORTEZ in Charles Higham’s 

Hollywood Cameramen 

“What an ordeal that picture was. 

I was limp as a rag every night.” 

SUSAN HAYWARD in Kim R. Holston’s Susan 
Hayward: Her Films and Life 

“I had a big fight scene with Susan 

Hayward in a powder room. We went 

right at it. No retakes. The bruises 

were showing.’ 

MARSHA HUNT in Kim R. Holston’s Susan 

Hayward: Her Films and Life 

Smash-Up cost $1.36 million. It 

grossed $2.30 million. 



BORN TO KILL 
A CALCULATING WOMAN SCHEMES 

TO EXPLOIT A MURDERER’S PAST 

PRODUCTION QUOTE 

“Full-fledged recognition is coming 

to Claire Trevor at long last. RKO 

will star her under a new two-picture 

Than the Male” 

HEDDA HOPPER. Los Angeles Times. 
Samnsaty 75, 1946 

REVIEWS 

“Born to Kill is a dear Mlustration of _ 

why the movies are sometimes held in 

low esicem by people who aré 

thoughtful of their influence, which is 

also an apt demonstration of why crit- 

ics sometimes go mad_ For this 

crime-flaunting melodrama from the 

left hand of RKO is not only morally 

disgusting but also an offense to a 

normal intellect—and we say this with 

no more picty or conceit than is aver- 

age, we feel sure” | 
BOSLEY CROWTHER. The Mew York Temes. 
‘May 1, 1947 
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Opposite top: In Robert 

Wise’s Born to Kill, Claire 

Trevor, Walter Slezak, and 

a cast of unsympathetic 

characters offended critics 

far and wide. “There is 

such a thing as being hard- 

boiled to the point where it 

turns into caricature,” 

wrote Archer Winsten in 

PM. “The movie is so des- 

perately loaded with 

sensation that you end up 

giggling. People who don’t 

laugh are free to feel dis- 

gusted.” 

Opposite bottom: This 

scene of Lawrence Tierney, 

Elisha Cook Jr., and Esther 

Howard was one of many 

that incensed critics. “The 

whole detail of corruption,” 

wrote Bosley Crowther, “is 

so indulgently displayed 

that it looks as though the 

aim of the producers was to 

include as much as possible 

within the limits of the 

Production Code.” 

168 INTO THE DARK 

“Lawrence Tierney, who has made 

himself a reputation on the screen as a 

killer and in court as a b-a-a-a-d boy, 

is now being elevated to the higher 

pinnacles of strength, corruption and 

depravity. First he kills a girl in Reno 

who has had the misfortune to make 

him slightly jealous. Next Tierney 

meets Claire Trevor, herself a fifteen- 

minute egg. No time is wasted 

hereabouts to make the plot less 

crudely sensational. Thrill-mongering 

of this kind can serve no useful pur- 

pose, except to reduce to ultimate 

absurdity the entire school of hard- 

boiled, chiller-killer-diller movies.” 

ARCHER WINSTEN, “Born to Kill Overworks 

Killer Instinct,” New York Post, May 11, 1946 

Lawrence Tierney served time for 

provoking violent or drunken 

incidents in July 1945, January 1946, 

February 1946, March 1946, and 

August 1946. 

“Born to Killis about as subtle as 

a poke in the eye with a sharp stick. 
There is no mystery, and Lawrence 

Tierney is a ruthless, deliberate 

killer who has a simple philosophy— 

if somebody gets in the way, 

eliminate him.” 

JOHN L. SCOTT, “Contrasting Movie Fare,” 

Los Angeles Times, July 3, 1947 

LETTER FROM REGIONAL 

THEATER OWNER - 

“Hardly any draw, although it is a 

good show.’ 

RALPH RASPA, State Theatre, Rivesville, 

West Virginia, Motion Picture Herald, 

December 20, 1947 

ARTIST COMMENT 

“That was one of Robert Wise’s first 

pictures and he was wonderful. I had 

not worked with a top director very 

often. I thought he was tops. He was 

very articulate and everything he 

said was pure gold, although the pic- 

ture was not that complicated and 

didn’t require a lot of explanation. 

Lawrence Tierney was my leading 

man and he was kind of kooky but 

entirely different from the killer he 

played. He was a creative, poetic kind 

of man.” 

CLAIRE TREVOR in William M. Drew's At the 

Center of the Frame 

“The book was called Deadlier Than 

the Male, and anybody who’s seen the 
film knows how meaningful that is. 
But having Lawrence Tierney, the 

studio thought it was important to get 
something more striking in the title. I 
was never happy about the change.” 

ROBERT WISE in Sergio Leeman’s Robert Wise 
on His Films 
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DESPERATE 
RKO RADIO PICTURES 
RELEASED MAY 9, 1947 

170 INTO THE DARK 

ee 

A TRUCK DRIVER BECOMES 

THE INNOCENT PAWN OF A BUR- 

GLARY GANG 

REVIEW 

‘Here is another gangster picture 

with a slightly smaller-than-usual dose 
of gunplay and violence and a propor- 
tionately increased amount of heart 

Evo) oxo (an Colelat Com ey xenyemaeCre)(emeatttel 

that the wheels of justice grind slowly 

but exceedingly fine, in some cases 

to the point of extinction” 

FRED HIFT, “Desperate,” Motion Picture Herald, 

May 17, 1947 

LETTER FROM REGIONAL — 
THEATER OWNER 

“A good action picture which failed 
to draw even average business on 
Friday and Saturday, due probably to 
the lack of star power.” 

E.M. FREIBURGER, Paramount Theatre, 
Dewey, Oklahoma, Motion Picture Herald, 
September 13, 1947 

Desperate cost $234,635. 

a fe, aie OES LL ecards Mea ER 
Gang leader Walt Radak (Raymond Burr) 
and his brother Al (Larry Nunn) plan a heist in 
Anthony Mann's Desperate. Burr portrayed 
Walt's love for his brother as more than 
fraternal. 
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THE BRASHER 
DOUBLOON — 
TWENTIETH CENTURY-FOX | 
RELEASED MAY 21, 1947 

172 INTO THE DARK 

A WEALTHY WOMAN HIRES A 
DETECTIVETORECOVERA _ 
VALUABLE COIN THAT BELONGED 
TO HER LATE HUSBAND. 

“When I saw George Montgomery 

working at his new picture at Twenti- 

eth, he had all the assurance of a 
veteran star. His picture is called The 

Brasher Doubloon. In it he plays a 

detective opposite Nancy Guild 

(rhymes with ‘wild’). Florence Bates 
does the dirty work.” 

_ HEDDA HOPPER, “Influence of Dinah Shore,” 

Los Angeles Times, November 9, 1945 



REVIEW 

“Pull up a chair, friends of the mystery 

melodrama, and let’s have a go at The 

Brasher Doubloon, latest escapade in 

the busy career of the indestructible 

Philip Marlowe. This is the fourth time 

around for Raymond Chandler’s popu- 

lar shamus and, we might add, the least 

of his exploits to date. Perhaps this is 

due to the lack of conviction in George 

Montgomerys interpretation. What’s 

wrong with Mr. Montgomery? Well, he 

just doesn't look the part. Like his 

namesake, Robert, who played Mar- 

lowe in Lady in the Lake, George 

Montgomery just looks too respectable 

and intelligent, and he lacks the 

ruggedness and borderline honesty of 

the Marlowes created by Dick Powell 

and Humphrey Bogart” 

BOSLEY CROWTHER, The New York Times, 

May 22, 1947 

LETTER FROM REGIONAL 

THEATER OWNER 

“A waste of film. The title means 

absolutely nothing in a small town. 

Did not even take in film rental. Why 

do we have to go on buying this kind 

of picture?” 

E. M. FREIBURGER, Paramount Theatre, 

Dewey, Oklahoma, Motion Picture Herald, 

August 30, 1947 

ARTIST COMMENT 

“Thad done a number of films by 

then, but this was the first of its kind 

for me. Mind you, I probably did 

everything the same. It was a case of 

being given a part and handed a script. 

In retrospect, Id like to have played 

Marlowe when I was a little older. 

John Brahm was a marvelous guy but 

no great shakes as a director. As it 

stands, it was my own interpretation, 

and I didn’t know a hell of a lot 

about interpretation,’ 

GEORGE MONTGOMERY in Philip Kiszely’s 

Hollywood Through Private Eyes 

George Montgomery 

played Philip Marlowe 

in John Brahm’s The 

Brasher Doubloon. He was 

surrounded by skilled 

character actors, including 

Alfred Linder and 

Marvin Miller. 
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THE WOMAN ON 
THE BEACH 
RKO RADIO PICTURES 
RELEASED JUNE 2, 1947 

474 INTO THE DARK | 

A VETERAN HAUNTED BY A 
SINKING BECOMES ENTANGLED 
WITH A BLIND FORMER ARTIST 
AND HIS WIFE. 

PRODUCTION QUOTE 

“Joan Bennett, who plays the desirable 
woman, is amazing for her complete 

lack of vanity. She talks about her 

false eyelashes, about the gadgets 
she puts in her mouth to make her 

teeth look more regular and shiny, 

about her wig, even about her age 

with bemused irony and a complete 

lack of shame. She spends the whole 

day knitting, and I find it really funny 
to think that this homey person is 

considered by the PNitcstenntyel 
groups to be the most dangerous 
sexpot on the screen today.” 

JEAN RENOIR in Brian Kellow’s The Bennetts: 
An Acting Family 

REVIEWS 

“There's a line midway in this turgid 
drama of hard-breathing passion 
on the Maine coast, where a character 
demands, ‘What are we doing here?’ 
That question will find a resentful 
echo in many a puzzled audience” 

HOWARD BARNES, New York Herald Tribune 

ee 

‘Joan Bennett adds another portrait of a 
sullen and seductive dame to an ever- growing 
gallery,’ wrote critic Thomas M. Pryor, 
reviewing Jean Renoir's The Woman on the _ 
Beach. Photograph by John Miehle. 



C
L
O
S
E
R
,
 

m
P
a
 



BRUTE FORCE 
UNIVERSAL-INTERNATIONAL 
RELEASED JUNE 30,1947 

176 INTO THE DARK 

A PRISON CAPTAIN’S BRUTALITY 

FORCES A GROUP OF INMATES TO 

PLAN A BREAKOUT. 

_ PRODUCTION QUOTE 

_ “When I walked on the set of Brute 

Force, Charlie Bickford was trying to 

crash through a prison gate in a burn- 

ing truck. Hume Cronyn and Burt 

_ Lancaster were fighting on the prison 

wall tower. Hume fell off backward 

through the fire. It was a bloody, 

dramatic scene, with Jules Dassin, his 

hands black and burned, directing. 
Billy Daniels, who for fifteen years 

shot glamour gals at Metro-Goldwyn- _ 

Mayer, was lighting the plug-uglies for 

the cameras. Billy was Greta Garbo’s 
favorite photographer, but styles in 

pictures have changed, just as the 

faces have. And—as in Mark 

Hellinger’s phenomenally successful 
films~brute force is winning over __ 
beauty.’ 

HEDDA HOPPER, Los Angeles Times, 
May 31, 1946 



REVIEWS 

“Well, assuming you have a fancy 

for violence and rough stuff on the 

screen, you will find a sufficiency 

of it in this deliberately brutal film. 

A stool pigeon is forced under a huge 

press; there is a suicide, a juicy third- 

degree and as riotous and bloody a 

prison break as ever we've seen 

portrayed. Hume Cronyn plays the 

captain with such noxious villainy 

that the triumphant moment of the 

picture is when he is hurled scream- 

ing from the high guard-tower. Brute 

Force is faithful to its title—even to 

taking law and order into its own 

hands. The moral is: don't go to 

prison; you meet such vile authorities 

there. And, as the doctor observes 

sadly, ‘Nobody ever escapes.” 

BOSLEY CROWTHER, The New York Times, 

July 17, 1947 

“Richard Brooks's gutty and cliché- 

filled writing is all mixed up ethically. 

The warden makes such an utter ass 

of himself in conferences with his 

henchmen that sympathy is thrown 

doubly to the prisoners, most of 

whom have been shown to be more 

sinned against than sinning. Then, at 

the end, the spectator is required to 

do a quick flip-flop. After all we have 

seen, we are sententiously reminded 

that a ‘wrongie’ is a ‘wrongie’ and 

crime still doesn't pay.’ 

PHILIP K. SCHEUER, “Prison Life Violent,” 

Los Angeles Times, July 9, 1947 

I" Re 
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LETTERS FROM REGIGNAL 

THEATER OWNERS 

Jules Dassin’s Brute Force 

was as powerful as its 

title suggested. This poster 

art of Ann Blyth and Burt 

Lancaster was made by 

“This did much better than average 

but it is not the type of entertainment 
; Ray Jones. 

we approve. Too much violence and 

brutality. The criminals were glorified 

and the law put in the wrong light.” 

A. C. EDWARDS, Winema Cinema, 

Scotia, California, Motion Picture Herald, 

January 24, 1948 

“These are the type of shows my 

Friday and Saturday payees eat up— 

and ask for more!” 

WILLIAM EMKEY, Family Theatre, 

Glen Lyon, Florida, Motion Picture Herald, 

February 21, 1948 
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This scene from Brute 

Force shows the inmates 

attacking an informer; (1. 

to r.) Jack Overman, 

James O’Rear, Howard 

Duff, and John Hoyt. 

178 INTO THE DARK 

“There was a scene when Burt Lan- 
caster was going to be betrayed and 
realized who the betrayer was, so I got 
into this Stanislavskian monologue 
about what he should feel. At the end 
of my discourse, he said, ‘You mean, 

then, that I give him the old snake 

eye?’ That taught me much” 

JULES DASSIN in Kate Buford’s Burt Lancaster: 
An American Life 

“Brute Force was very potent, and I 
think for those particular days it was a 
larger-than-life approach to things. 
The characters were all very strong 
and romantically written, as opposed 
to the usual documentary approach 
for that kind of film” 

BURT LANCASTER in Douglas K. Daniel's 
Richard Brooks: His Life and Films 

Brute Force grossed $2.2 million. 



THEY WON'T 
BELIEVE ME 
RKO RADIO PICTURES 

RELEASED JULY 16, 1947 

WHEN A WEAK-WILLED MAN 

CHEATS ON HIS WEALTHY WIFE, HE 

SETS IN MOTION A SERIES OF 

DEADLY EVENTS. 

PRODUCTION QUOTE 

“Joan Harrison tested me first for 

Nocturne, but I didn’t act in that. 

However, the meticulous care she 
used in making the test was responsi- 

ble for the parts that have come my 

way since then. She also gave me my 

first opportunity in Le Wont 

Believe Me.” 

JANE GREER in Edwin Schallert, 

“Woman Puts Jane Greer on Ladder to Fame,” 

Los Angeles Times, February 16, 1947 

: 

REVIEW - 

“This story of a handsome, weak- 

fibered gent, who becomes tragically 

enmeshed in the deaths of his wife 

and paramour, comes off as wholly - 

edifying and exciting fare. Producer 

Joan Harrison, who seems to have 

profited from a long association with © 

_ Alfred Hitchcock, and director Irving 

Pichel have created mounting sus- 

pense which comes to a distinctly - 

surprising and explosive climax. 

Jonathan Latimer's pithy dialogue and 

Gordon McDonell’ tale form a cred- ' 

itable and sturdy framework for this 

- engrossing entertainment.” 

THOMAS M. PRYOR, The New York ine 

July 17, 1947 
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ie
 

Si 

fa
 

ve
n 

i 
S
 

No
ms

 
\ w
n
a
 

\
.
 



Opposite: Robert Young 

plays a three-timing 

Lothario in Irving Pichel’s 

They Won't Believe Me. 

Right: A portrait of Jane 

Greer by Ernest Bachrach. 

LETTER FROM REGIONAL 

THEATER OWNER 

“RKO Radio won't believe me when 

I tell them that this type of feature just 

doesn't go and it is not worth half 

the price they want for it.” 

RALPH RASPA, State Theatre, Rivesville, 

West Virginia, Motion Picture Herald, 

February 21, 1948 

ARTIST COMMENT 

“Robert Young didn't have a chance 

with the audience. He played a heavy. 

People didn’t want to see this. 

They hated it. And so it didn’t do 

well at all” 

JANE GREER in Leo Verswijver's Movies Were 

Always Magical 

ALIENATED 4184 



CROSSFIRE 
RKO RADIO PICTURES 
PREMIERED JULY 22, 1947 

182 INTO THE DARK 

A POLICE DETECTIVE IS 

PERPLEXED BY A MURDER THAT 

APPEARS TO HAVE NO MOTIVE. 

PRODUCTION QUOTE 

“In full swing already at RKO is 

Crossfire, which deals with racial 

intolerance. Can this be an early 
offset for Twentieth-Fox’s Gentleman's 

Agreement, that is receiving so much 

advance ballyhoo? Dore Schary feels 

that Crossfire is supertopical, which is 

why it is being hastened. It is freely 
adapted from a book The Brick 
Foxhole by Richard Brooks.” — 

EDWIN SCHALLERT, “Drama and Film,” Los 

‘ Angeles Times, March 6, 1947 

“Crossfire is a frank spotlight on 

anti-Semitism. Producer Dore Schary, _ 

in association with Adrian Scott, 

has pulled no punches. Here is a 

hard-hitting film with whodunit 

aspects incidental to the thesis of big- 

otry. There is no skirting with such 

folderol as intermarriage or clubs - 
that exclude Jews.” 

“Crossfire,” Variety, June 25, 1947 

“Robert Ryan is frighteningly real as the 
hard, sinewy, loud-mouthed, intolerant and 
vicious murderer,’ wrote Bosley Crowther in 
his review of Edward Dmytryk’s Crossfire. 

Photograph by Ernest Bachrach. 





“In Crossfire there are 

three Roberts (Ryan, 

Mitchum, and Young) 

all giving capital perform- 

ances, wrote Variety. 

“Ryan is a bigoted soldier- 

killer; Mitchum is the 

‘right’ sort of cynical Gl, 

and Young is unusual as 

the detective captain.” 

184 INTO THE DARK 

“Crossfire may backfire in its intent. I 

dont think that placing emphasis on 

race is the best way to fight intolerance. 

I believe the subtle and entertaining 

propaganda Leo McCarey and Bing 

Crosby put over in Going My Way is 

more effective. The same thing may be 

said of The Jolson Story. After seeing 

the latter picture you dont leave the 

theater saying, “The film was about a 

Jewish family’ Rather, you say, ‘What a 

wonderful family? Christians won't 

love Jews—or Jews Christians—just 

because a film tells them to. You love 

people, regardless of race or creed, 

because they’re fine American citizens 

and because of their contributions to 

our country and to humanity. And it is 
on these lines that I believe pictures 

should place emphasis.” 

HEDDA HOPPER, Los Angeles Times, 

June 27, 1947 

ra | ° ‘a i 

leader in the search for Hollywood 

can Activities Committee. Dmytryk, 

Scott, and P axton were among the ten 

who were jailed, and among hundreds 
who lost their careers. 



“Much of the movie is as effective 

as a series of kicks to the solar plexus. 

Robert Ryan turns in the scariest 

performance of the season as the 

over-talkative, pathological Jew-hater. 

It is gruesome to watch such a 

character as Ryan.” 

Time, August 4, 1947 

“An unqualified A for effort in 

bringing to the screen a frank and 

immediate demonstration of the 

brutality of religious bigotry as it 

festers in seemingly normal Ameri- 

can minds is due to producers Dore 

Schary, Adrian Scott, and director 

Edward Dmytryk, who has employed 

a slow, aggravatingly set tempo and a 

heavily shaded pictorial style. He has 

worked for moods of ominous peril 

to carry the hot ferocity suggested 

in Richard Brooks's novel, The Brick 

Foxhole. Incidentally, the motive for 

murder which was brought out in 

the book has been changed for this 

present film version—and to 

remarkably advantageous effect.” 

BOSLEY CROWTHER, The New York Times, 

August 29, 1946 

The motive for murder in The Brick 

Foxhole was homophobia. The book 

had been a groundbreaking achieve- 

ment for describing the murder of a 

gay man, but the Production Code 

forbade portrayals of “sex perversion” 

on the screen, so the producers were 

made to bowdlerize the adaptation. 

“The novel The Brick Foxhole had 

the unacceptable ‘gimmick’ of homo- 

sexualism motivating its action. 

Hollywood worships at the altar of 

the great god gimmick, the angle that 

draws the public. Ordinarily the plot 

motivation of money or normal sex 

lust would have replaced the homo- 

sexualism gimmick. Nonetheless, the 

use of anti-Semitism is no mere gim- 

mick. Crossfire opens with the killing 

of a man. When it ends, something 

else has been killed—the idea that 

Hollywood is incapable of making a 

film that speaks out, clearly and 

unmistakably, against the disease 

known as anti-Semitism.” 

MARTIN FIELD, “Crossfire,” Cinema magazine, 

August 1947 

LETTER FROM REGIONAL 

THEATER OWNER 

“It is quite apparent, in spite of the 

wide publicity, that this picture is not 

suited for our trade, that of a small 

lumber town.” 

A. C. EDWARDS, Winema Cinema, Scotia, 

California, Motion Picture Herald, 

May 22, 1948 
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ARTIST COMMENTS 

“All the actors in Crossfire were so 

enthusiastic. They all worked like hell 

and really studied their parts. One told 

me that this was the first script hed 

taken home and studied at night in 

three or four years. And when we got 

into scenes, I only had to make one or 

two takes. It all came so naturally, like 

rolling off a log. Robert Young’s solilo- 

quy on religious bigotry was filmed in 

only two takes. Ordinarily I wouldn't 

expect any actor to remember all that. 

Not because they can't, but because 

they're so disgusted with most scripts 

they don’t want to bother.” 

EDWARD DMYTRYK in Ira Peck’s “Crossfire,” 

PM, August 1948 

“There were cameramen working then, 
like Charlie Lang at Paramount, who 
took two days to light a single scene. 
Everything with its own keylight and 
back light. Two days. How do you 

light quickly? You light the actors and 
the background, just throw a dash of 
light on each and that’s it. Shadows 
work for you. You don't have to worry 
about the things you can't see” 

EDWARD DMYTRYK in Lee Server's Baby, 
| Dont Care 

Dmytryk asserted repeatedly that 
Crossfire was completed in three 
weeks because of the simple lighting 
setups, yet study of the individual 
shots reveals that Roy Hunt used 
complex lighting schemes. The speed 
was more likely accomplished with 
long rehearsals, long takes, and wide- 
angle lenses. 

“The changes in the script made Cross- 

fire a more pertinent criticism of our 

society. Homosexuality at that time 

was not as public as it is today [1977]. 

If you mentioned homosexuality, 

everything suddenly had a different 

coloration. I felt we might get negative 

reactions, even lots of laughter. I also 

felt that the audience really wouldn't 

care. During the war much of the 

work that I was doing in Army Special 

Services related to anti-Semitism. One 

of the reasons that Jews went into the 

motion-picture business in great 

numbers is because of the overt anti- 

Semitism in the U.S.” 

DORE SCHARY in Alain Silver, James Ursini, 

and Robert Porfirio’s Film Noir Reader 3 

“At the time when we were putting 

Crossfire together, Dore Schary was 
not head of the studio. He was a pro- 
ducer there and a friend of ours. We 
used to go down and discuss the 
property with him. And he thought it 
was a very dangerous thing to make a 
picture about anti-Semitism.” 

EDWARD DMYTRYK in Alain Silver, James 
Ursini, and Robert Porfirio's Film Noir Reader 3 

“Villainous roles pay off, though 
they're easier to play than straight 
characterizations. The one in Crossfire 
was a nasty, heelish part. But the pic- 
ture is terrific. It has brought me more 
attention than the dozen roles I’ve 
played since 1940.” 

ROBERT RYAN in John L. Scott’s “Good or Bad,” 
Los Angeles Times, August 10, 1947 

Crossfire cost $589,000. It grossed 
$1.27 million. 



A WOMAN IS FOUND DAZED AND 

WANDERING THE STREETS OF 
Bp . SSESSED DOWNTOWN LOS ANGELES. 

PRODUCTION QUOTES } cc 

WARNER BROS. PICTURES “The fellow I play in Possessed is a sort 
RELEASED JULY 26, 1947 : of dastard. Joan Crawford wants to 

possess him.’ 

VAN HEFLIN in Philip K. Scheuer’s 

“Van Heflin Plays Varied Roles,” Los Angeles 

Times, January 5, 1947 

“There was no invasion of the right 

of privacy involved when Joan 

Crawford, film actress, watched a 

mental patient undergo shock treat- 

ment at the Pasadena Sanitarium, it 
“pradwer : was poninacd with the filing 8 

RRY W NOY) - : answer in a $200,000 damage suit 

JERN ie _ pending in Superior Court.” 

Dir pT | “Los Angeles Briefs,” Los Angeles Times, ERNHAR : : os Angeles Briefs,’ Los Angeles Times, 

Tats i) O° January 25, 1947 

SILVIA ,cDOUGALL - 

RITA WEIMA N ral therapy. : 

THE NEMAN'S SEC 
 Cinemoloye NE 
ost? VALENT : Stors 

WFORY eeLIN 
ior CR ye VAN HEFL! 

aYMON 
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REVIEWS 

“The last time we saw Joan Crawford 

(in Humoresque), she was walking out 

into the ocean with the intention of 

drowning herself because John 

Garfield didn’t love her as much as he 

loved music. Apparently she suc- 

ceeded, and this is her spirit which we 

now see. For not only does Miss 

Crawford resemble nothing so much 

as a waterlogged cadaver, but her atti- 

tude is that of a desperate woman’s 

ghost wailing for a demon lover 

beneath a waning moon.” 

BOSLEY CROWTHER, The New York Times, 
May 30, 1947 

“Possessed comes as near to ‘psycholog- 
ical thriller’ as any picture ever made. 
It can, however, be better described 
as a ‘psychosis melodrama) since the 
central feminine character becomes 
by degrees the victim of insanity. The 
picture, when you sum it up, amounts 
to a super exhibition of high-tension 
acting by Joan Crawford” 

EDWIN SCHALLERT, “Power Marks Possessed,” 
Los Angeles Times, October 25, 1947 

LETTER FROM REGIONAL 

THEATER GWNER 

“This one was a miss for us, although 

Miss Crawford was good in her role. 

What’ wrong? They used to make 

good pictures, pictures that remained 

in the public’s mind overnight. 

‘We used to get a pat on the back 

from our patrons, but no more. They 
just file into the lobby with a deadpan 

expression.’ 

A. E. HANCOCK, Columbia Theatre, 
Columbia City, Indiana, Motion Picture Herald, 
December 6, 1947 

ARTIST COMMENT 

“I went on to an even more difficult 
part in Possessed, the part of a schizo- 
phrenic, a woman going insane from 
unrequited love. The role of Louise 
was violent and fearful and required 
medical accuracy. I spent six weeks in 
hospitals watching schizophrenics, 
seeing how sodium pentothal and 
sodium Amytal restores them to 
memory for a few brief moments—six 
weeks at L.A. General Hospital, and 

many sanatoriums.” 

JOAN CRAWFORD, A Portrait of Joan, 1959 

Possessed cost $2.59 million. It 

grossed $3.07 million. 





DESERT FURY 
PARAMOUNT PICTURES 
RELEASED AUGUST 15, 1947 

Producer — 
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WHEN A YOUNG WOMAN TAKES 

UP WITH A GANGSTER, SHE - 

INFLAMES THE JEALOUSY OF HIS 

POSSESSIVE FRIEND. 

PRODUCTION QUOTES 

“At present John Hodiak is doing 

Desert Fury. John plays a villain of the 

deepest dye. He’s contented with it, 

and well he should be, as Burt Lan- 

caster would have given a lot for 

this part. “However, says John, ‘this is 

my third heavy in a row. I’ve got to 

look for a change in character.” 

HEDDA HOPPER, John Hodiak Captivates,” 

Los Angeles Times, January 12, 1947 

“I left New York to éscape gangster and 

detective roles, but here I’m reesbote 

them again. Now don't get me wrong. 

I'm not beefing. What's good enough 

for the other boys is good enough for 

me—for the time being.” 

WENDELL COREY in John Berg's “Heavy 
Roles Winning Star Rating,” Los Angeles Times, 

October 19, 1947 



Desert Fury was one of the few 

films noirs made in Technicolor, 

but it showed that color could 

accommodate low-key lighting. 

Like many films of this genre, it 

was derided by critics, dismissed 

by audiences, and then discov- 

ered by students and cineastes 

years later. 

REVIEWS 

“Desert Fury is a beaut—a beaut of a 

Technicolored mistake from begin- 

ning to end. The story is an 

impossible conglomeration of 

seething human passions involving a 

headstrong daughter of a gambling 

town czarina who falls in love with a 

truculent big-time gambler against the 

violent opposition of her mother, who, 

it develops, was once infatuated with 

the fellow herself. Robert Rossen, 

who wrote the screenplay from a story 

by Ramona Stewart, should go stand 

in a corner and hang his head in 

shame. He ought to be joined, too, 

by Lewis Allen, the director, who has 

let the story wander all over the desert 

like grains of sand in the wind. Desert 

Fury is indeed a strangely incompe- 

tent motion-picture to bear the 

imprimatur of Hal B. Wallis.” 

THOMAS M. PRYOR, The New York Times, 

September 25, 1947 

“Desert Fury makes you think of a 

magnificently decorated package 

inside which someone has forgotten 

to place the gift” 

ARCHER WINSTEN, New York Post 
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DARK PASSAGE 
WARNER BROS. PICTURES 

RELEASED SEPTEMBER 20, 1947 

4192 INTO THE DARK ~ 

A CONVICT ESCAPES FROM 

ALCATRAZ AND UNDERGOES 

PLASTIC SURGERY IN ORDER TO 

FIND HIS WIFE’S ACTUAL 

MURDERER. 

PRODUCTION QUOTE 

“One of the fastest purchases on 

record was put over this week by 

Warner Bros. eltbecye)etcamiereyrvams gavel 

the story Dark Passage, a Saturday 

Evening Post serial by David Goodis, 
and immediately pictured himself in 

the part of Vincent Parry, a chap 

unjustly sentenced for murdering his 

wife. Bogart got in touch with pro- 

ducer Jerry Wald, who agreed. The 

whole thing was dumped in the lap 

of the front office. A deal was made 

at once. The price is said to have | 

been $35,000. 

PHILIP K. SCHEUER, “Dark Passage Bought,” 
Los Angeles Times, August 24, 1946 



REVIEWS 

“Director Delmer Daves has confused 

things by using a subjective camera, so 

that it sees things as through the eyes 

of a fugitive. This technique withholds 

Mr. Bogart from the audience's obser- 

vation for some time. When he finally 

does come before the camera, he seems 

uncommonly chastened and reserved, 

a state in which Mr. Bogart does not 

appear at his theatrical best. However, 

the mood of his performance is com- 

pensated by that of Lauren Bacall, who 

generates quite a lot of pressure as a 

sharp-eyed, knows-what-she-wants girl. 

Agnes Moorehead is electric as a med- 

dlesome shrew. Indeed, it is in the 

bizarre contacts of Mr. Bogart with 

shady characters such as those played 

by these well-directed actors that Dark 

Passage achieves tension and drive. 

Perhaps he should be given more time 

with them. No reflection upon Miss 

Bacall, of course.” 

BOSLEY CROWTHER, The New York Times, 

September 6, 1947 

“Truth is stranger than fiction. Fiction 

has to be convincing. Truth doesnt. 

Why, then, is Agnes Moorehead, the vil- 

lainess of the piece, described as the sort 

of savage, jealous, vindictive creature 

who might be capable of murdering the 

wife of a man she couldn't have so he 

could take the rap? She is not capable. 

She is a silly, rather stupid woman who, 

in fact, amused the customers yesterday. 

And brother, once your menace gets a 

laugh, you're done.” 

JOHN BRIGGS, The New York Post, 

September 12, 1947 

LETTER FROM REGIONAL 

THEATER OWNER 

Delmer Daves directed the 

Bacall-and-Bogart team in 

Dark Passage, another tale 

“IT hope Bogart’s next picture is of an unjustly convicted 

something really good and different, man sectang Justes 

because he really needs a boost?” 

RALPH RASPA, State Theatre, Rivesville, 

West Virginia, Motion Picture Herald, December 

27, 1947 

ARTIST COMMENT 

“Despite the fact that you haven't too 

many sides [pages of script] in this 

film, the scenes you do are without 

doubt the finest job of acting I've seen 

on the stage or screen in years. You're 

truly a great artist.” 

JERRY WALD to Agnes Moorehead in Axel 

Nissen’s Film of Agnes Moorehead 
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WARNER BROS. PICTURES | 
RELEASED OCTOBER 3, 1947 

494 INTO THE DARK 

-ARADIO STAR WHO BROADCASTS 

CLEVER MURDER STORIES USES 

THE SAME TECHNIQUES TO DIS- 

POSE OF HIS INTIMATES. - 

“Charles Hoffman, the gent who is 

going to produce The Unsuspected, 

fixed me seriously with his eye and 

said, “We've had to change the charac- 
ter of Grandy a little. We made him 

more the Alexander Woollcott type. I 

burst into laughter.” 

CHARLOTTE ARMSTRONG in Rick Cypert’s 

The Virtue of Suspense: The Life and Works of 

Charlotte Armstrong 

4 . a i i ff. : Charlotte Armstrong had, of course, 
Boas | ts ‘ : fr. | 

based her character of the wicked 
° | RRS ASR AG SS radio star Luther (‘Grandy’) Grandi- 

| 5 S : 
son on the flamboyant radio star 
AP A 

rN Feelite leva dele facies 

“The character I play in The Unsus- _ 
pected is usually described with a ~ 
five-letter word, with an unpleasant 
meaning. But you don't discover what 
she’ like until she reveals this in a big 
dramatic scene. Simultaneously she 
explains why she is that way, and — 
becomes to a certain extent sympa- 

thetic. It is the sort of role that 
actresses dream about.” 

AUDREY TOTTER in Edwin Schallert’s 
“Brilliant Career Dawning,” Los Angeles Times, 
February 2, 1947 



Above: In Michael 

Curtiz's The Unsuspected, 

bibulous Hurd Hatfield 

and acidulous Audrey 

Totter are beholden to 

her celebrated uncle, 

Claude Rains. 

Right: Claude Rains 

disposes of his other niece, 

Joan Caulfield, with 

a mixture of pills and 

champagne. 

All 
hom 
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REVIEW 

“There is reasonable ground for suspi- 

cion that the people who made The 

Unsuspected thought that they were 

fashioning another Laura. For this 

Michael Curtiz whodunit is set amid 

surroundings of worldliness and ele- 

gance. Furthermore, it is centered on a 

character of literary suavity and it lays 

much stress on the portrait of a girl, 

believed dead. But, beyond a brisk 

flurry of excitement and wickedness, 

it bears little showmanly resemblance 

to that previous top-drawer effort. To 

be sure, Claude Rains is intriguing as 

the fashionable radio ghoul, but the 

rest of the performers are as patly arti- 

ficial as the plot.” 

BOSLEY CROWTHER, The New York Times, 

October 4, 1947 

Opposite: Audrey Totter, 

whether playing a heroine 

ora bad girl in a film noir, 

is a delight. Portrait by 

Clarence S. Bull. 

LETTER FROM REGIONAL 

THEATER OWNER 

“Took a nose dive on this unpleasant 

story of murder and crime.” 

N. W. HUSTON, Liberty Theatre, Columbus, 

Kansas, Motion Picture Herald, June 12, 1948 

ARTIST COMMENTS 

“It looks as though I tried to make a 

great picture out of a story that wasnt 

a great story.” 

MICHAEL CURTIZ in John T. Soister and 

JoAnna Wioskowski’s Claude Rains 

“Claude Rains was such a darling man. 
I adored him. He made doing that 

film a really enjoyable experience. 

Another unusual thing was that part 
of it was set in a radio studio. Claude 
Rains had a radio show, and they 
made it out to be such a huge produc- 
tion, not at all like radio was really 
done. And the art of black-and-white 
photography was never better than in 
these pictures.” 

AUDREY TOTTER in Charles and Roberta 
Mitchell's “Versatile Queen of Noir,” 

Classic Images 





A VETERAN TRAVELS TO THE 

SOUTHWEST TO CONFRONT THE 

GANG LORD WHO KILLED HIS 

RIDE THE PINK WARTIME FRIEND, 
HORSE | ' _~ PRODUCTION QUOTES 

“Bob Montgomery’s war record pre- 
UNIVERSAL-INTERNATIONAL ceded him to Santa Fe, New Mexico, 
RELEASED JUNE 30, 1947 where he is shooting backgrounds for 

Ride the Pink Horse. A special motor- 

cade came down from Los Alamos 

to escort him on an inspection tour of 

the government's huge atomic bomb 

project—which left Bob limp,’ 

_ HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, May 15, 1947 

rp 8 s z — jg. 

Robert Montgomery served five 

JOAN HARRISON | a. _ years of active duty in World War Il, 
it 2 including a tour as a PT boat com- 
ONTGOMERY mander. His decorations included.a 

ROBERT : Bronze Star and the European The- 

ter Ribbon with Battle Stars. HT are u : 

AARLES LEDERER “No, I'm not giving this story the 
vel subjective treatment. The camera isn’t 

Som UGHES NO you or me or anybody else. If any- 

HE Dye) HY B. | thing, it’s the third person singular— 
T in TTY | : just ‘it’ The characters are picked up 

RUSSELL ME MAN _ _ - Casually, without any explanation | 
ERTS as to who they are or what they’re 

doing—other, of course, than what Stars 
g : > 5) 

T MONTGOMERY we can see and hear. They are devel- 
ROBER DA HENDRIX ~~ oped and their backgrounds filled in, 

waN as we go along. We hope to make 

them interesting anyway.” 

ROBERT MONTGOMERY in Philip K. Scheuer’s 
“Tio Vivo Sparks New Montgomery Picture,” 
Los Angeles Times, June 1, 1947 

198 INTO THE DARK 



REVIEW 

“Nobody writing for movies likes to 

muse on the dizzy and eccentric rota- 

tions of the merry-go-round of life 

more than ironic Ben Hecht. And that 

is what he is doing, in a hard-boiled 

and often violent way, in the script 

which he and Charles Lederer have 

written for Ride the Pink Horse. That 

is likewise what Robert Montgomery 

has intriguingly captured on the 

screen in this taut and macabre melo- 

drama. Nothing is proved, particularly, 

in this grimly humored tale of an 

amateur blackmailer’s adventures 

in a noisy New Mexican resort town— 

nothing except that life is a fateful a 

nd fickle experience.” 

BOSLEY CROWTHER, The New York Times, 

July 17, 1947 

LETTER FROM REGIONAL 

THEATER OWNER 

“Quite a satisfactory crime thriller. 

It has a quality about it that places it in 

the something different category. 

Holds interest throughout and patrons 

seemed quite pleased.” 

W. D. RASMUSSEN, Star Theatre, Anthon, lowa, 

Motion Picture Herald, June 19, 1948 

Robert Montgomery 

directed and starred ina 

drama of vengeance called 

Ride the Pink Horse. Por- 

trait by Ray Jones. 
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NIGHTMARE 
ALLEY 
TWENTIETH CENTURY-FOX 
RELEASED OCTOBER 39, 1947 

200 INTO THE DARK 

A CARNIVAL ROUSTABOUT 
MANIPULATES A PSYCHIC AND HER 
ALCOHOLIC HUSBAND TO MOVE 
UP IN THE WORLD. 

PRODUCTION QUOTES 

“Anne Baxter and Mark Stevens are _ 
set for Nightmare Alley, which 

Georgie Jessel will produce, with Bill 

Keighley directing” 

HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, November 23, 1946 

loyd Bacon replaced William Keigh- Lloyd P g 
ley in early 1947, and Tyrone Power 

kept after Darryl F. Zanuck for the 

lead role. By March, Power was in, 

Mark Stevens was out, and Edmund 

_ Goulding had replaced Bacon. 

“This is an unconventional story, 

but it must be told in terms that will 
make it a popular story, the story of a 
man who has some good traits, 

however deep they may be buried; 
a man who, if he had applied himself 
with the same zeal could have 
amounted to something worthwhile. 
While we want to keep him a man 

~ who has this insatiable appetite for 
money and success, there must be a 
point where we feel sympathy for him. 
Otherwise it becomes a story of 
frustration, and there is no audience 
for that.’ 

DARRYL F, ZANUCK, transcription of story 
conference, January 29, 1947, in Rudy Behlmer'’s 
Memo from Darryl F. Zanuck 



“When I walk onto a set, I never have 

the slightest idea what I’m going to 

shoot. Then I sit in a chair for a few 

minutes and I see it all before me.” 

EDMUND GOULDING in Philip K. Scheuer’s 

“Versatile Goulding,” May 18, 1947 

REVIEWS 

“Tyrone Power is playing an utterly 

reprehensible charlatan out to bilk 

gullible rich folk with artfully con- 

trived manifestations of metaphysical 

powers. There is, in fact, little in the 

way of human wickedness that Mr. 

Power doesnt do as the slick-tongued 

carnival spieler. He has a juicy role and 

sinks his teeth into it, performing with 

considerable versatility and persua- 

siveness. Helen Walker, as a phony 

psychologist, is cool and poised as the 

role demands.” 

Thomas M. Pryor, The New York Times, 

October 10, 1947 

This poster art photo for 

Edmund Goulding’s Night- 

mare Alley conveys none 

of the perversity that 

Helen Walker and Tyrone 

Power brought to the film. 
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Opposite top: Power is a 

“mentalist” in a Chicago 

nightclub, assisted by his 

wife (Coleen Gray) when a 

crafty psychoanalyst (Helen 

Walker) comes to see the 

show. 

Opposite bottom: Helen 

Walker's performance as 

Lilith Ritter is one of the 

landmarks of film noir. 

202 INTO THE DARK 

“Nightmare Alley is a harsh, brutal 

story told with the sharp clarity of an 

etching. The film deals with the 

roughest phases of carnival life and 

showmanship. Tyrone Power is Stan 

Carlisle, who works his way from 

carney roustabout to big-time men- 

talist and finally to would-be swindler 

in the spook racket. Helen Walker 

comes through as the calculating 

femme who topples Power from the 

heights.” 

Variety, October 15, 1947 

“Nightmare Alley makes The Lost Week- 

end almost pleasant by comparison. 

It's strong meat, and not recom- 

mended for children. Ty Power was 

never better. Ian Keith, as the husband 
of Joan Blondell, and Helen Walker, as 

a phony psychiatrist, give lots of help 
in their supporting roles.” 

HEDDA HOPPER, Los Angeles Times, 

October 27, 1947 

LETTER FROM REGIONAL 

THEATER OWNER 

“Full of booze and carnival bunco. 

Sorry we played it. We took in film 

rental but very little more. For such a 

star as Tyrone Power, what a pity to 

waste his talents in a shower bath of 

whiskey and champagne.” 

N. W. HUSTON, Liberty Theatre, Columbus, 

Kansas, Motion Picture Herald, June 12, 1948 

ARTIST COMMENTS 

“T liked working with Edmund Gould- 

ing. He was like so many of those 

great directors of the 1940s. He was 

always patient enough to break things 

down for you, so you understood the 

characters and their motivations.” 

MIKE MAZURKI in William Hare's Early Film Noir: 
Greed, Lust, and Murder Hollywood Style 

“Edmund Goulding had a brilliant 
mind. But he was strange. Hed say 
something that suggested genius, and 
ten minutes later hed forget what 
he had in mind. Luckily he had some- 
one around always to take notes of 
what he said, and hed look them 
up. He was utterly spontaneous. 
He had no idea of camera. He con- 
centrated on the actors.” 

LEE GARMES in Charles Higham’s Hollywood 
Cameramen 
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OUT OF THE 
PAST 
RKO RADIO PICTURES 

RELEASED NOVEMBER 13, 1947 

204 INTO THE DARK 

WHEN A PRIVATE DETECTIVE 

SEARCHES FOR A GAMBLER’S MISS- 

ING GIRLFRIEND, SHE TURNS 

OUT TO BE DEADLY. 

PRODUCTION QUOTES 

“Jane Greer will be the costar with 

Robert Mitchum in Build My Gallows 

High, per proclamation of RKO. ‘A 
definite step up, is the way this 

choice is described. Her role in this 

Warren Duff production will be dra- 

matic, and thus test the talents of 

Miss Greer in a new way.’ 

EDWIN SCHALLERT, Jane Greer Attains 

Dramatic Highroad,” Los Angeles Times, 

September 16, 1946 

“Out of the Past will be the title of 

Warren Duff's production for RKO of 

the Geoffrey Homes novel, Build My 

Gallows High? 

“New Title,” Los Angeles Times, 

December 6, 1946 

‘After Jane wound up in Out of the 
Past, her performance was recognized 
as so good that RKO executives 

_ decided retroactively, as it were, to 

~_ change her billing to a costar in 7 
Wont Believe WY (oe 

EDWIN SCHALLERT, “Woman Puts Jane 
Greer on Ladder to Fame,” Los Angeles Times, 
February 16, 1947 

This had occurred befara the leeiiac PANS NaG Occurred berore the Januar Y 

1947 arrival of Do: 

decided to undersell 

not to compete with his new slate 

of | rey geve(l(ard{ofs (a 



REVIEWS 

“There have been double- and triple- 

crosses in many of these tough 

detective films, and in one or two 

Humphrey Bogart specials they have 

run even higher. But the sum of 

deceitful complications that occur in 

Out of the Past must be reckoned by 

logarithmic tables, so numerous and 

involved do they become. The conse- 

quence is that the action is likely to 

leave the napping or unmathematical 

customer far behind. Frankly, that’s 

where it left us. The style is sharp and 

realistic, the dialogue crackles with 

verbal sparks and the action is still 

crisp and muscular, not to mention 

slightly wanton in spots. But the pat- 

tern and purpose of it is beyond our 
pedestrian ken. People get killed, the “One of the main reasons for the Ernest Bachrach made 

: obstinate fascination of Out of the this portrait of Jane Greer tough guys browbeat, the hero hur- of Se ergy is ee 
Past is that you can't bring yourself ries—but we can't tell you why. publicize Jacques 

“However, as we say, it’s very snappy to believe that Kathie Moffat, played Tourneur's Out of the Past. 

and quite intriguingly played by a cast by Jane Greer, is as bad as she is. 

that has been well and smartly Geoffrey Homes, who wrote the 

directed by Jacques Tourneur. Robert screenplay from his novel Build My 

Mitchum is magnificently cheeky and Gallows High, has really thrown the 

self-assured as the tangled private eye, book at her: lies, promiscuity, grand 

consuming an astronomical number larceny, the double-double-cross, 
of cigarettes in displaying his noncha- murder, and the most serious offense 

lance. And Jane Greer is very sleek as of all, a variation of backseat driving. 

his Delilah, Kirk Douglas is crisp as a 

big crook. If only we had some way of 

(Well, it wrecks a good-looking car.) 

Maybe Homes just doesn't like 

knowing what's going on in the last women. More probably, he knows 

half of this film, we might get more 

pleasure from it. As it is, the challenge — PHILIP K. SCHEUER, Los Angeles Times, 
December 12, 1947 

what sells novels—and movies.” 

is worth a try.’ 

BOSLEY CROWTHER, The New York Times, 

November 26, 1947 
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LETTERS FROM REGIONAL 

THEATER OWNER 

“A good show that failed to bring in 

any business. I don't know when busi- 

ness will get back to normal.” 

RALPH RASPA, State Theatre, Rivesville, West 

Virginia, Motion Picture Herald, June 12, 1948 

“Played late but did excellent business. 

RKO has a fine lineup of pictures 

this season” 

ANDREW D. MURPHY, Broad Brook Theatre, 

Broad Brook, Connecticut, Motion Picture Herald, 

August 14, 1948 

“This picture held the interest every 

minute, and, on the whole, it regis- 

tered with my patrons to a much 

higher degree than pictures of this 

type usually do.” 

M.R. HARRINGTON, Avalon Theatre, 

Clatskanie, Oregon, Motion Picture Herald, 

September 11, 1948 

A review of trade papers for 1947 

reveals that Out of the Past had an 

uninspired, misleading ad campaign. 

ARTIST COMMENTS 

“Well, I started Build My Gallows High, 

the novel. And my agent wouldn't 

look for a job for me until I finished it. 

The novels I wrote I did just like 

James Cain and Raymond Chandler. 

But we all rewrote Dashiell Hammett. 

Cain later did a draft of Out of the 

Past. He didn't know how to write 

screenplays. He hadn't the slightest 

idea. Chandler wasn't much better. 

The Blue Dahlia was lousy. Chandler 

was not a good screenwriter. He was a 

much better novelist, and over dinner, 

he was a great raconteur. But that 

doesn’t make a script.” 

DANIEL MAINWARING in Alain Silver, James 

Ursini, and Robert Porfirio’s Film Noir Reader 3 

“Kathie Moffat was a great, great part. 

Anybody would die for a part like that. 

The way they build her up before you 

even see her. It was like that Alan Ladd 

thing, Whispering Smith. The whole 

first half is all “Who is Whispering 

Smith?’ and “Boy, you never met 

anyone like Whispering Smith! And 

by the time little Alan Ladd shows up, 

five foot four or something, he looks 

six foot nine. In my story it was ‘She 

shot me. She took my money. But don't 

hurt her. I just want her back? And 

then the guy sees her and falls instantly 

in love with her. This is some kind of 

woman. How can you go wrong? It was 

a part made in heaven.” 

JANE GREER in Lee Server's Baby, 

! Dont Care 

“Jane, do you know the word impassi- 

ble? Yes. ‘Impassive? That’s what I 

want. No big eyes. No expressive. 

In the beginning you act like a nice 

girl. But then, after you kill the man 

you meet in the little house, you 

become a bad girl. Yes? First half, 

good girl. Second half, bad girl. At 

first you wear light colors. After you 

kill the man, darker colors. And no 

_ big eyes, please.” 

JACQUES TOURNEUR, quoted by Jane 

Greer, in Hollywood, the Golden Years: The RKO 

Story, BBC documentary, 1987 

Opposite: Out of the Past 

unfolds like an Aesop's 

fable as detective Jeff 

Markham (Robert 

Mitchum) is hired by rack- 

ateer Whit Sterling (Kirk 

Douglas) to find Kathie 

Moffat (Jane Greer), the 

girl who shot Sterling and 

ran off with his money. 

When Jeff finds Kathie, 

the hunter becomes the 

prey. 
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Above: Nicholas 

Musuraca’s closeups of 

Jane Greer made her a film 

noir icon. 

Opposite: Sterling lays 

down the law, but he too is 

doomed. 

208 INTO THE DARK 

“People sometimes write things that we 

supposedly did. They find all kinds of 

things in your performance that aren't 

there at all. I've had people say, ‘Oh, 

that scene when youre watching them 

fighting and you shoot him—that 

look on your face, that joy when 

youre gonna kill him!’ I said, Joy?! As 

a matter of fact, I could hardly see him. 

The camera was off to the right and all 

I saw was this bright light from the 
! PPD) floor. I couldn't see anything 

JANE GREER in Leo Verswijver’s Movies Were 

Always Magical 

“Out of the Past was a film I enjoyed 

making. The script was very hard to 

follow, and very involved. Often in 

this type of film the audience should 
be deliberately confused, because if 

your story becomes too pat then it’s 
often dull.” 

JACQUES TOURNEUR in Charles Higham and 
Joel Greenberg's The Celluloid Muse 

“Jacques Tourneur didn't talk about 

performance at all. He did have to 

keep Paul Valentine, who plays Joe, on 

track, because Paul thought the whole 

thing was just silly. “We're just kidding, 

right? We're just making believe?’ 

That sort of thing. Ina moment of 

horror, hed be giggling. That took up 

a little of Jacques’s time. We had just 

seen Kirk Douglas in The Strange Love 
of Martha Ivers, and he was very good, 

so we were pleased that he was 

working with us.” 

ROBERT MITCHUM in Charles Champlin and 

Jerry Roberts's Robert Mitchum in His Own 

Words 

“Dore Schary didnt like Out of the Past 
because the novel had been bought 
and produced before he came to run 
RKO [in January 1947]. He didn’t like 

any of the things that were in progress 
when he got there. He tried to get rid 
of them, and mostly just threw them 
out there without any publicity.” 

DANIEL MAINWARING in Lee Server's Baby, | 
Don't Care 
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p. 212: Orson Welles wrote, 

directed, and costarred in 

The Lady from Shanghai. 

Opposite: In Fritz Lang's 

Secret Beyond the Door, 

Michael Redgrave is 

obsessed with a locked 

room and Joan Bennett 

must discover why. 

1948 
REPORTS ON THE 

“CRIME STORY” CYCLE 

“A ‘new look is beginning to assert 

itself in the motion-picture industry. 

What may be termed the postwar ren- 

aissance is starting to take shape and 

form. America’s loss of British revenue 

and a decline in receipts at home are 

not interfering with significant long- 

range planning. Technical revolutions 

may be anticipated, notably through 

television, which this year will be 

coming into its own.” 

EDWIN SCHALLERT, “Films Ready to Conquer 

New Worlds,” Los Angeles Times, January 2, 1948 

« 

‘Hollywood has been going through 

one of its worst years. It was hit with a 

series of body blows in fairly quick suc- 

cession. Adjustment on account of 

antitrust litigation are disturbing, plus 

the loss of practically the entire foreign 

market, notably the British, which was 

excellent during the war. General condi- 

tions in this country—particularly high 

prices for food—hit the box office. 

During the war and immediately there- 

after, practically any film that remotely 

suggested amusement could score a hit. 

Those days of easy money are over. 

What Hollywood produces for audi- 

ences today must be shaped with 

intelligence and skill. One independent 

producer ventures the opinion that tele- 

vision is beginning to take a toll. A large 

portion of the public is investing in sets 

for this visual entertainment the money 

that it would formerly have spent on 

regular moviegoing. This public goes 

only to the picture that is notably worth- 

while? 

EDWIN SCHALLERT, “Clouds Now Lowering 

Over Movie Studios,” Los Angeles Times, 

November 28, 1948 

LOGKING BACK AT 

FILM NOIR 

“Moviegoing audiences had matured 

during the war and no longer required 

false and sentimental portraits of 

human nature. I dealt again and again 

with the psychology of murderers. I 

showed, and encouraged my writers 

to show, how frustration, poverty, and 

a desperate need for money could 

drive people to psychotic extremes. In 

every case, the motive for destruction 

was greed, a theme with which mil- 

lions could identify. We made no 

attempt to glamorize, excuse, or deify 

villains. We explained them; that was 

all. The dark side of life was portrayed 

frankly and without compromise.’ 

HAL WALLIS, Starmaker 

“It's very funny that some writers 

about pictures discovered film noir. I 

must tell you, I never heard of it until 

years later. Nobody knew then what 

that was. I didn’t want to make a ‘film 

noir. I didn’t want to make a ‘film 

blanc: I wanted to make a truthful 

picture, an honest slice of life, the way 

I saw it. That was all.” 

ANDRE DE TOTH in Alain Silver, James Ursini, 

and Robert Porfirio’s Film Noir Reader 3 
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THE DOOR 
UNIVERSAL-INTERNATIONAL 
RELEASED JANUARY S, 1948 

216 INTO THE DARK 

AFTER A WOMAN IMPULSIVELY 

MARRIES A MAN WHILE ON | 

VACATION, SHE BEGINS TO FEAR 

FOR HER LIFE. 

PRODUCTION QUOTES 

“Fritz Lang tried out a preview of | 

Secret Beyond the Door for men only 

in San Bernardino and now will © 

PEN orey eas Coy aniVoyeelaelceyebiaicexe) ete 

separate reactions. Women protested 

the male exclusiveness.” 

“Studio Briefs,” Los Angeles Times, 

September 24, 1947 

“Bill Goetz [head of Universal- 

International] may think he can 

increase the value of the picture by 

cutting it, but it seems to me that 

such extensive cutting is damaging 

the picture. The value of the film 

lies in the things which are new and 

different; if these are cut out accord- 

ing to Bill’s personal taste, the : 

picture will be just another typical 

U-T release, and our aim to avoid 

making run-of-the-mill product 
will not only have been completely — 

defeated but the box-office value 

definitely lessened” 

FRITZ LANG, letter to Walter Wanger, 

in Matthew Bernstein's Walter Wanger 



Universal Pictures did allow Fritz 

Lang to partially restore Secret 

Beyond the Door from William 

Goetz's heavily reshot version to the 

original version, but the combination 

of production overruns (both Stanley 

Cortez and Lang worked
 very slowly) 

and a slump in cinema attendance 

made the film a disastrous failure. 

“Film carries the Diana Productions 

label, a combo of Walter Wanger, Fritz 

Lang and Joan Bennett, who have 

been responsible for several other 

Diana thrillers. It is arty, with almost 

surrealistic treatment in camera 

angles, story-telling mood and sus- 

pense, as producer-director Lang 

hammers over his thrill points.” 

“Secret Beyond the Door,” Variety, 

December 28, 1947 

Joan Bennett's assured, 

inventive performances 

qualify as some of the best 

in the film noir canon. This 

scene is from Secret 

Beyond the Door. 
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“If the young lady played by Joan 

Bennett in Secret Beyond the Door 

were a little less itchy for romance and 

a little more rational in the head she 

would know at the start that the 

gentleman played by Michael Red- 

grave is a bad one for her to wed. For 

he’s a moody sort of bar-fly who gives 

her the eye in a Mexican crowd and 

thereby causes strange sensations to 

occur at the back of her neck. He's also 

one of those fellows who says such 

arresting things as, “There's something 

in your face that I saw once—in South 

Dakota. Wheat country. Cyclone 

weather, it was. But she goes right 

ahead and marries him, along about 

the end of Reel 1. And before she has 

done much more than tickle the nose 

of her spouse a couple of times, she 

knows she is in for a session with a 

very queer duck, indeed” 

BOSLEY CROWTHER, The New York Times, 

January 16, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“Business scarcely sufficient to meet 

film rental and nothing else. Several of 

the few who attended left for home 

or elsewhere early in the evening. 

Maybe there are enough people in 

the cities who like this type, but our 

customers do not.” 

A. C. EDWARDS, Winema Theatre, Scotia, Cali- 

fornia, Motion Picture Herald, June 5, 1948 

ARTIST COMMENTS 

“I remember typing up the pages as 

they were handed to me and I thought 

it was just awful. And I thought, “Well, 

if I can see it, why can't they?” 

LANG’S SECRETARY HILDA ROLFE in Brian 

Kellow’s The Bennetts: An Acting Family 

“Fritz Lang wouldn't use doubles for 

me or Michael Redgrave in the 

sequence in the burning house. We 

fled, terrified, through scorching 

flames, time and again. It wasn‘ a fire 

for toasting marshmallows.” 

JOAN BENNETT, The Bennett Playbill 

“IT was on the set quite a bit. Fritz 

Lang was being very naughty. He was 

diabolical and cruel. Michael Red- 

grave was a mess. He was nervous and 

uptight. Maybe Fritz thought that 

he was going to get a performance 

that way.” 

DIANA ANDERSON (Joan Bennett's daughter) 

in Brian Kellow’s The Bennetts: An Acting Family 

“Secret Beyond the Door was another of 

those psychological melodramas, the 

second and last film made with Walter 

Wanger for my own Diana Produc- 

tions. But this one was destined to go 

wrong from the start. You see, I do 

believe in destiny. The script was cold, 

the cameraman could not do what I 

wanted, and I compromised on some 

ideas about how to let the audience 

hear the subconscious thoughts. I 

should never have done a picture that 

I did not want to do” 

FRITZ LANG in Alain Silver, James Ursini, and 

Robert Porfirio’s Film Noir Reader 3 





_ __ ABOOTLEGGER RELEASED FROM 

. -. | JAIL AFTER FOURTEEN YEARS 

. _ FINDS THAT OLD CRIME METHODS 

[WALK ALONE 
. . PRODUCTION QUOTES 

PARAMOUNT PICTURES 
RELEASED JANUARY 16, 1948 Hal Wallis isn’t passing up any bets. 

When Paramount's East Coast sales 

department urged him to reteam 

Lizabeth Scott and Burt Lancaster, 

whom they designated a natural 

combo, it was no sooner said than 

done. Wallis’s next production, Dead- 

lock, is a melodrama in which the 

smoky-voiced actress, as a nightclub 

produiet s . . entertainer, will have an excuse to 

es . - _ __ test out a couple of ballads.” 

- _ PHILIP K. SCHEUER, “Scott-Lancaster 
vase . : - Act Due for Repeat,” Los Angeles Times, 

“gyn 0¥! ae oo December 16, 1946 

et on _ 

cunt ec sal wo _ . 
pono HN BRIGHT , . 

/ “Sour : : . _ 

THETHEO ct ge 
GARS ARE 

WAIL4g 

: Stars sco : ETH OLY 
egeRe HZABEN Ope 

“gut LANCASTS  WENDELL COP 
KIRK DOU cK 
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Byron Haskir 

Walk Alon 

ottom: 

chokes 
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REVIEWS 

“It’s a mighty low class of people that 

you will meet in I Walk Alone—and a 

mighty low grade of melodrama, if 

you want the honest truth—in spite of 

a very swanky setting and an air of 

great elegance. For the people are 

mostly ex-gangsters, nightclub ped- 

dlers or social black sheep, and the 

drama is of the vintage of gangster 

fiction from twenty years ago. It is 

notable that the slant of sympathy is 

very strong toward the mug who did 

the ‘stretch, as though he were some 

kind of martyr. Nice thing! Producer 

Hal Wallis should read the Production 

Code.” 

BOSLEY CROWTHER, The New York Times, 

January 22, 1948 

“All I can say at the outset about I Walk 

Alone is that Burt Lancaster looks very 

fit for a fellow who is supposed to 

have spent fourteen years in prison. 

This film plows through a melodra- 

matic morass that is no more 

counterfeit (pardon the mixed 

metaphor) than most situations in 

movies nowadays. In fact, a regular 

filmgoer has become so accustomed 

to phony narratives during the past 

year that this is less difficult to accept 

than most.” 

EDWIN SCHALLERT, “Lancaster Gypped,” Los 

Angeles Times, January 30, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“A sample of a feature that doesn't do 

any business and which is in the 

higher bracket. Burt Lancaster should 

smile at least. Average business. No 

complaints and no praises.” 

WILLIAM EMKEY, Family Theatre, 

Glen Lyon, Pennsylvania, Motion Picture Herald, 

April 24, 1948 

ARTIST COMMENT 

“I cast Kirk Douglas as a bootlegger, a 

shameless double-crosser in I Walk 

Alone. He was as powerfully convinc- 

ing as a gangster as he was in the part 

of the drink-sodden husband of 

Martha Ivers. Kirk’s only problem was 

that he occasionally went overboard 

in dramatic scenes. Once it was 

explained to him that his power was 

greater if contained, he listened care- 

fully, absorbed thoroughly, and 

learned. Warm and grateful for his 

chance in Hollywood, he never gave 

me any trouble, nor was there a hint 

in his personal life of the savage qual- 

ity that gave such color to his 

performances on film.” 

HAL WALLIS, Starmaker 



THE BIG CLOCK 
PARAMOUNT PICTURES 
RELEASED APRIL 9, 1948 

A CRIME MAGAZINE EDITOR 

BECOMES THE MYSTERY WITNESS 

TO A MURDER COMMITTED BY 

HIS BOSS. 

TSO omlie reren eee PRODUCTION QUOTE 

“With his Lost Weekend Oscar safely 

tucked away, Milland’s ambition 

is a role that would make people 

forget that unforgettable one. His 

latest picture, The Big Clock, is hardly 

the one to do that, though. It has a 

monumental drunk sequence with an 

evening he can't remember after- 

wards.” 

LOUIS BERG, “Ginger Ale, Please,” Los Angeles 

Times, April 11, 1948 

REVIEWS 

“There are weaknesses lurking in 

this pic, namely a too-patly tailored 

yarn and some spotty acting. Ray 

Milland turns in a workmanlike job, 

polished to groove to the unrelenting 

speed of the plot. Charles Laughton 

overplays his hand so that his tycoon- 

sans-heart takes on the quality of 

parodying the real article. 

Variety, February 18, 1948 
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Ray Milland spends 

much of The Big Clock 

eluding Charles Laughton 

and his henchman, 

Henry Morgan. 

224 INTO THE DARK 

“Charles Laughton does some fine 

acting in The Big Clock. It’s a smooth, 

slick, sadistic production, with Ray 

Milland giving his best performance 

since The Lost Weekend. Director 

Johnny Farrow put his wife, Maureen 

O'Sullivan, in as leading lady, and she’s 

charming. Elsa Lanchester is a riot. I 

dont know why we don't give her 

bigger parts. The Big Clock will tick 

millions into the till of Paramount 

without their having to rewind it.” 

HEDDA HOPPER, “Perfect Time,” Los Angeles 

Times, April 13, 1948 

“When you hear the musical chime at 

the end of this ticking review of The 

Big Clock, it will be exactly the time for 

all devotees of detective films to make 

a mental memorandum to see it with- 

out possible fail. Note well, we make 

the stipulation that you should be a 

devotee of detective films and that 

you should have in your mind the 

mechanisms of precision peculiar to 

the cult. For this is a dandy clue-chaser 

of the modern chromium-plated type, 

but it is also an entertainment which 

requires close attention from the 

start. Actually, in the manner of the 

best detective fiction these days, it isn’t 

a stiff and stark whodunit activated 

around some stalking cop. Nary a 

wise-guy policeman clutters up the 

death room or the clues. As a matter of 

fact, the policemen are not called in 

until the end. And the fellow who does 

the murder is known by the audience 

all along?” 

BOSLEY CROWTHER, The New York Times, 

April 22, 1948 



LETTER FROM REGIONAL 

THEATER OWNER 

“A big title, but not such a big show. 
Anyway, business wasn't so big. Just 

fair. Not enough action and a very 
poor story. A very good cast which 

will draw the patrons.” 

THURSTON COOPER, Myers Theatre, 

Nashville, North Carolina, Motion Picture Herald, 

May 8, 1948 

ARTIST COMMENTS 

“Since we had so many people talking 

at once and so much camera move- 

ment, I did practically the whole 

picture by reflected light, reflected 

from the ceiling and sometimes the 

floor. It was quite an innovation. We 

had lights above the cloth and we had 

mikes from the ceiling too, so you 

couldn't see them and they wouldn't 

get in the way of the moving camera 

and would not cast shadows. Charlie 

Laughton remarked, ‘It’s so different 

working this way. Wed do a take as 

soon as he got the words the way John 

Farrow wanted. We did a lot of them 

in one take.” 

JOHN SEITZ in Alain Silver, James Ursini, and 

Robert Porfirio's Film Noir Reader 3 

John Seitz uses the word “reflected” 

in place of the word “diffused,” which 

would more accurately describe the 

practice of stretching muslin across 

the top of a set and then lighting it 

from above so that the entire set is 

evenly illuminated. This is not the 

shadowy lighting style associated with 

film noir, but there are scenes in The 

Big Clock that are lit dramatically. 

_ Richard Maibaum’s pro- 

duction of John Farrow’s 

The Big Clock featured a 

highly watchable contest 

between editor Ray Mil- 

land and publisher Charles 

Laughton. 

OBSESSED 225 



WHEN A MAN ESCAPES FROM 
PRISON TO PROVE HIS INNOCENCE, 
TWO WOMEN JOIN HIS QUEST. 

RAW DEAL 
PRODUCTION QUOTE 

EAGLE-LION FILMS “Marsha Hunt will play the lead once 
RELEASED MAY 26, 1948 set for Phyllis Thaxter in Corkscrew 

Alley. Phyllis couldn't undertake the 

role following the loss of her baby 

because her scenes had to be pho- 

tographed more or less immediately. 

So Miss Hunt and Claire Trevor will 

share feminine honors opposite 

Dennis O'Keefe in the Eagle-Lion 
production.” 

EDWIN SCHALLERT, “Marsha Hunt Plays 

Corkscrew Alley Lead,” Los Angeles Times, 

~ epWwARD SMALE November 21,1947. 
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REVIEW 

“The end of a fascinating friendship 

between a fugitive jailbird and the girl 

who has loyally aided his activities, 

even down to his desperate prison 

break, is cheerlessly documented in 

Raw Deal, a pistol-powered crime 

melodrama. And the reason for this 

annulment is that the fugitive meets 

another girl—a beautiful, law-respect- 

ing citizen—while taking it on the lam. 

Claire Trevor plays the girl whom Mr. 

O Keefe gives the raw deal in favor of 

Marsha Hunt. And anyone watching 

these two ladies and their behavior in 

this film might not be inclined to 

wonder at the change in the gentle- 

mans choice. But this, of course, is a 

movie, and a pretty low-grade one at 

that. Sensations of fright and excite- 

ment are more diligently pursued than 

common sense.” 

BOSLEY CROWTHER, The New York Times, 

July 9, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“This is better than T-Men, and a pic- 

ture that the people will like to see. 

Some didn't like the ending but it 

wouldnt do to have all the pictures 

end rosy. This picture is well acted 

with lots of suspense.” 

L. BRAZIL JR., New Theatre, Bearden, Arkansas, 

Motion Picture Herald, September 25, 1948 

ARTIST COMMENTS 

“T found a director in Tony Mann who 

thought like I did. He not only 

accepted what I did, he demanded it. 

The other cameramen illuminated for 

exposure. Theyd put a lot of light in it 

so the audience could see everything. 

I used light for mood. All my pictures 

looked different. That’s what made my 

name, what set me apart. People asked 

for me. I gambled. In most cases, the 

studios objected. They had the idea 

that the audience should be able to see 

everything. But when I started 

making dark pictures, the audience 

saw there was a purpose to it.” 

JOHN ALTON in Todd McCarthy's “Deep 

- Focus,” Variety, March 11, 1993 

“Dennis O'Keefe was a joy to work 

with, a first-rate actor, and a wonder- 

ful, congenial compatriot” 

MARSHA HUNT, interviewed at the Turner 

Classic Movies Film Festival, 2012 

In Anthony Mann's Raw 

Deal, Marsha Hunt is on 

the run with escaped con- 

vict Dennis O'Keefe. 
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THE LADY FROM 
SHANGHAI 
COLUMBIA PICTURES 

RELEASED JUNE 9, 1948 

— SereonrllO CAST WELLES” pres es LEDERER 
Oe aK 
Ae ue oveL 

»wooD 
THE SHER EFORE 1 WAKE 

inemaloyrt WR 
CHARLES LAWTON 
pis tls plaloetet ONENWETH 
gcort EDWARD NED SCC 
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A SAILOR’S GOOD DEED FORA 

WOMAN IN DISTRESS LEADS.HIM 

INTO ADULTERY AND ENDS WITH A 

FIGHT FOR HIS LIFE. 

CRED sah ie WRIA TREES ge PRODUCTION QUOTES 

“Orson Welles is up to his old methods 

in making The Lady From Shanghai. 

He’ recorded all the dialogue first— 

at a cost of $100,000—and is shooting 

the picture silently. The film will then 

be matched with the sound track. I 

watched Orson and Rita Hayworth 
do a very dramatic death scene. It was 

the first time I'd ever seen a Svengali 

in actual operation. Orson’s influence — 

on Rita was hypnotic and exciting. 

She loved it. I must say he’s getting a 

dramatic performance out of her that 

will surprise you.” 

HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, February 27, 1947 

“With this picture I had to be 
particularly careful, because Rita 

was starring in it. She’s Columbia's 

bread, butter, and cake, and 

everything about her performance 

had to be just right.” 

~ ORSON WELLES in Hedda Hopper’s “Orson 
Welles Sets Own Schedule,” Los Angeles Times, 
July 27, 1947 

2 ETE ESR SIRE no ot SUSE Nga eee TEE 
Harry Cohn, the head of Columbia Pictures, 
disliked The Lady from Shanghai and had it 
recut. Fantastic scenes made on sets like 
this were thrown away, never to be viewed. 
Photograph by Ned Scott. 







Not surprisingly, Orson 

Welles displeased the dys- 

peptic Bosley Crowther: 

“Mr. Welles certainly could 

have done much better 

than use himself in the 

key role.” Photograph by 

Ned Scott. 

REVIEWS 

“The Lady from Shanghai is okay box 

office. It's exploitable and has Rita Hay- 

worths name for the marquees. 

Entertainment value suffers from the 

striving for effect of Orson Welles’ pro- 

duction, direction, and scripting. Script 

is wordy and full of holes which need 

the plug of taut story telling. Rambling 

style used by Orson Welles has occa- 

sional flashes of imagination, 

particularly in the tricky backgrounds 

he uses to unfold the yarn, but effects, 

while good on their own, are distracting 

to the murder plot?” 

WILLIAM BROGDON, Variety, April 14, 1948 

“The Lady From Shanghai could have 

been a terrific piece of melodramatic 

romance. For the idea, at least, is a 

corker and the Wellesian ability to 

direct a good cast against fascinating 

backgrounds has never been better 

displayed. And for its sheer visual 

modeling of burning passions in faces, 

forms and attitudes, galvanized within 

picturesque surroundings, it might 

almost match Citizen Kane. But the 

protean gentleman’s arrangement of a 

triple-cross murder plot is thoroughly 

confused and baffling. Tension is reck- 

lessly permitted to drain off in a sieve 

of tangled plot. As producer of the pic- 

ture, Mr. Welles might better have 

fired himself—as author, that is—and 

hired somebody to give Mr. Welles, 

director, a better script. And he cer- 

tainly could have done much better 

than use himself in the key role, for no 

matter how much you dress him in 

rakish yachting caps and open shirts, 

Mr. Welles simply hasn't the capacity 

to cut a romantic swath. And when he 

adorns his characterization with a 

poetic air and an Irish brogue, which 

is painfully artificial, he makes him- 

self—and the film—ridiculous.” 

BOSLEY CROWTHER, The New York Times, 

June 10, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“This was a box office flop. Didn't take 

eval 

HARLAND RANKIN, Erie Theatre, Wheatley, 

Ontario, Canada, Motion Picture Herald, 

July 10, 1948 
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A Robert Coburn portrait 

of Rita Hayworth. 

ARTIST COMMENTS 

“Orson was the best director I ever 

worked with and I’m not saying that 

just because I was married to him. 

Actually, he is a better director than 

he is an actor, though hed kill me if he 

heard me say it.” 

RITA HAYWORTH in John Parkyn’s 

“Rita Hayworth Is Alive and Filming,” Chicago 

Tribune, August 21, 1969 

“Orson was trying something new 

with me, but Harry Cohn wanted “The 

Image, that image he was going to 

make me use until I was ninety. The 

Lady from Shanghai was a very good 

picture. So what does Harry Cohn say 

when he sees it: “He's cut your hair off! 
») 

I He's ruined you 

RITA HAYWORTH in John Hallowell’s 

“Don't Put the Blame on Me, Boys,” The New 

York Times, October 25, 1970 
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KEY LARGO 
WARNER BROS. PICTURES 
RELEASED JULY 31, 1948 
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A HURRICANE TRAPS A DISILLU- 

SIONED VETERAN IN A HOTEL 

WITH GANGSTERS. 

~ “Richard Brooks, who has been writing 

Key Largo with director John Huston 

as story consultant, will return 

Monday from Florida with the com- 

pleted script. He and Huston gathered 

material in the story's locale” 

EDWIN SCHALLERT, “Drama and Film,” 

Los Angeles Times, November 18, 1947 

“Steve Jackson and the Breen office 

_ mention in their notes that Murillo 

[changed to Johnny Rocco in the film] — 

is definitely ‘a gangster surrounded by 

his henchmen and his kept woman’ 

Apparently the Breen office has not 

seen Brute Force, Desert Fury, The 

Strange Love of Martha Ivers, Ride the 

Pink Horse, etc. They go on to say in 

their note that the public reaction to: 
gangster stories is extremely violent 

and vociferous. Again, I call your 
attention to The Killers and pictures of 
that type. To my way of thinking, the 
Breen office is narrowing our range of 

- . properties down to where we can 

either make a musical or a comedy. 
The office is good in many ways, but it 
goes by the Code that was written in 
1930. This piling up of continuous 
censorship is making all our pictures 
empty. No wonder the industry is con- 
tinually being ridiculed. No wonder it 
has to continually apologize for itself” 

JERRY WALD, inter-office memo, in Rudy 
Behlmer’s Inside Warner Bros. 



“Humphrey Bogart returned to Warn- 

ers to do four days of closeups for Key 

Largo, just so Eddie Robinson 

wouldnt steal the picture.” 

HEDDA HOPPER, “Looking at Hollywood,” Los 

Angeles Times, April 13, 1948 

“I have such a wonderful part in Key 

Largo. Let me be hammy enough to 

tell you about just one scene. I’m a girl 

that Eddie Robinson, a gangster, has 

lifted out of the chorus as a singer. He 

comes back from Europe after ten 

years, and I’ve turned into a horrible 

dipso. I’m cringing and crawling and 

shaking, begging him for a shot of 

whisky. But he makes me try to sing a 

song in front of everybody first. Then John Huston’s Key Largo 

he refuses to give me the drink. It’s the was both harrowing and 
satisfying, a gangster rally 

toughest scene I ever tried to play.” CE ae eae 

CLAIRE TREVOR in Hedda Hopper's “Trevor In this scene are Humphrey 

and Ever,” Los Angeles Times, April 24, 1948 Bogart, Claire Trevor, and 

Lauren Bacall. 

“Youre the kind of drunken dame 

whose elbows are always a little too 

big. Your voice is a little too loud and 

youre a little too polite. You're very 

sad, very resigned.” 

JOHN HUSTON to Claire Trevor, in William F. 

Nolan’s John Huston: King Rebel 

“If a guy points a gun at you, the audi- 

ence knows youre afraid. You don't 

have to make faces.” 

HUMPHREY BOGART in Lawrence Grobel’s 

The Hustons 
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REVIEWS 

‘A tense film thriller has been 

developed from Maxwell Anderson's 

play. The excitement generated is 

quiet, seldom rambunctious or 

slambang, although there are 

moments of high action. There are 

overtones of soapboxing on a better 

world but this is never permitted 

to interfere with basic plot.” 

Variety, July 7, 1948 

‘It is whimsical that the Warners, who 

had a great deal to do with the rise of 

the gangster in the movies, should 

subject him to the final irony: they 

have him enacted again by no less a 

one than Edward G. Robinson and 

then they let a reformed Humphrey 
Bogart bump him off. This, to the old 

gangster-film fan, will smack distinctly 
of race suicide—or, at least, of deliber- 
ate self-destruction of a type through 
internecine strife. And this was, no 
doubt, an intention of those who 
arranged to bring two such notorious 
veterans of the old days together in 
this film. For a great deal of pertinent 
suggestion is unquestionably conveyed 
by the spectacle of one classic film 
thug putting the quietus on another 
one. Unfortunately, the staggering 
impact of the image itself is somewhat 
lost in an excess of prefatory talking, 
much of it along philosophical lines. 
Talk—endless talk—about courage 
and the way the world goes and gums 

it up. And the presentation of old-time 

gangsterism in this light shows up its 

obsolescence. The Warners were senti- 

mental, perhaps.” 

BOSLEY CROWTHER, The New York Times, 

July 17, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“Average show that should have done 

much better business. One of the old- 

time Warner dramas.’ 

S.W. BOOTH, Booth Theatre, Rich Hill, Missouri, 

Motion Picture Herald, November 8, 1948 

ARTIST COMMENTS 

“Lused to serve tea in my dressing 

room every afternoon, and the whole 

cast would come in—Eddie Robinson, 
Bogey, Claire Trevor. Lionel Barry- 
more had to sit outside the door in his 
wheelchair, but he looked forward to 
those tea parties, always came, and 
really enjoyed himself.” 

LAUREN BACALL in Margot Peters’s The House 
of Barrymore 

“Let me tell you something about 
Bogie. I got the star treatment because 
he insisted upon it. When he was 
asked to come on the set, he would 
first ask: ‘Is Mr. Robinson ready?’ And 
then hed come to my trailer dressing 
room to get me.” 

EDWARD G. ROBINSON, All My Yesterdays 



UNITED ARTISTS 
RELEASED AUGUST 24, 1948 

_ AHAPPILY MARRIED INSURANCE 

MAN ANGERS AN INVESTIGATOR 

BY DATING A WOMAN INVOLVED IN 

VG. \s) = 

PRODUCTION QUOTES 

“I heard that Susan Hayward has 

been borrowed from Walter Wanger 

to star in Pitfall, Dick Powell’s cur- 
rent movie. Veronica Lake was 

Rye) aVcrehtl cree coyerdaticrs wlelaane-toiteeuicoycele) 

it because her husband André de 

__ Toth is the director.’ 

LOUELLA PARSONS, “Hollywood,” Philadelphia 
Inquirer, November 29, 1947 

“Dick Powell, who has a hunk of © 
moola tied up in The Pitfall, is patting 
André de Toth on the back for bring- 

__ ing in the picture ten days ahead 

__ ofschedule’ 

_ HEDDA HOPPER, “Looking EY al (o)| vanvolole at 

Los Angeles Times, February 14, 1948 
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REVIEW 

“Pitfall is a neatly constructed film that 

builds suspense as it goes along and 

reaches a sensible conclusion without 

frittering away its climactic interest and 

tension. Moreover, it is a surprisingly 

moral entertainment, as palatable and 

effective a sample of cinematic sermo- 

nizing on marital mores as the screen 

has presented in some time. There is 

nothing especially novel about Pitfall. A 

family man slips momentarily from the 

path of propriety and pays a stiff penalty. 

It's the type of story the screen has pre- 

sented time and again, but seldom as 

sensibly. In its handling of the problems 

that disturb the marriage of Dick Powell 

and Jane Wyatt, Pitfall mercifully 

eschews divorce as the one and only 

solution. Indeed there isn't even the 

final traditional embrace that con- 

notes—and they lived happily ever after. 

In these and other small yet important 

details, such as the design of the sets and 

the way the principals dress, this picture 

has a realistic look which enhances its 

narrative values. Here is a sample of the 

realism that has been asked for in pic- 

tures in place of the extravagance in 

costume and production qualities which 

have thrown many a potentially good 

film off key. But the meat of the drama 

lies in the mans desperate struggle with 

his conscience, his overwhelming sense 

of guilt and striving to spare his wife 

and son the shameful consequences of 

his indiscretion.” 

BOSLEY CROWTHER, The New York Times, 

August 20, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“Did fair business both days. Was 

booked up with Wild Horse Valley 

with Bob Steele. Would have done 

better if booked with Bill Elliott or 

Sunset Carson feature.” 

SAMUEL G. WAITSMAN, Radio Theatre, 
Baltimore, Maryland, Motion Picture Herald, 

November 1, 1948 

ARTIST COMMENT 

“Pitfall was the most amazing film to 

make, because they had the book, but 

they didn’t have a script. I read the 

book and I said, “That’s great. Okay. Td 

love to do it’ Every day theyd give us 

a few pages that we were to shoot the 

following day. Youd come in prepared 

to do it in the morning, but some- 

times theyd say, ‘No. We dont like 

that scene any longer, and theyd give 

us another. So wed learn the other 

scene. That was why I was so excited 

doing that film.” 

LIZABETH SCOTT in Alain Silver, James Ursini, 

and Robert Porfirio’s Film Noir Reader 3 
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SORRY, WRONG 

PARAMOUNT PICTURES 

RELEASED SEPTEMBER 1, 1948 

242 INTOTHE DARK - 

AN INVALID OVERHEARS A 

TELEPHONE CONVERSATION 

BETWEEN TWO HIRED KILLERS. 

PRODUCTION QUOTE 

“Claudette Colbert’s next picture 

will be Sorry, Wrong Number for Hal 

Wallis, under Anatole Litvak’s 

direction” 

at BY BY (©) 2 ol wd eas ole) Tale t= 4 (0) NA Toole Ai 

Los Angeles Times, October 15, 1947 

Claudette Colbert did not make the 

film, but the reason is not known. It 

may have been that she required a 

five oclock quitting time and camera 

angles only from her left side. Wallis 
ie * 

was not known ror.catering to stars. 

REVIEWS 

“Sorry, Wrong Number is a real chiller. 

Plot deals with an invalid femme 

who overhears a murder scheme 

through crossed telephone lines. 

Alone in her home, the invalid gradu- 
ally comes to realize that it is her own 

death that is planned. Barbara Stan- 

wyck plays her role of the invalid 
~ almost entirely in bed. Her readingis . 

sock, the actress giving an interpreta- 
tion that makes the neurotic, selfish 
uiVoyevt:belmebeCatssaxje-vaver-Vo) (am 

Variety, July 24, 1948 

Hal Wallis’s production of Anatole Litvak’s 
_ Sorry, Wrong Number gave Barbara Stanwyck 
the role of a lifetime. “I had twelve days ofthe — 
terror scenes in bed,’ recalled Stanwyck. 





Opposite: The climax 

of Sorry, Wrong Number is 

claustrophobic and 

terrifying. 

244 INTO THE DARK 

“The moral of Sorry, Wrong Number is 

that you should never leave a woman 

alone in a house with a telephone, for, 

according to this demonstration, she 

can drive herself stark staring mad by 

an excessive utilization of that inno- 

cent little machine. The gimmick, of 

course, is the telephone, which has 

long been the playwright’s best 

friend—but never, to our recollection, 

as exploited as it is here. As the ear- 

bending lady, Miss Stanwyck does a 

quite elaborate job of working herself 

into a frenzy, as well as playing a nasty 

dame in the previous and self-aggran- 

dizing phases of her life. Perhaps if 

you have a special interest in foul folks 

and morbidities, you will thrill to this 

picture. Frankly, we squirmed—and 

not from dread.” 

BOSLEY CROWTHER, The New York Times, 

September 2, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“A real thriller which, because of 

its morbid plot, has somewhat limited 

appeal. Those of our patrons who 

like this type of show thought it 

excellent, 

ROWELL BROS., Idle Hour Theatre, 

Hardwick, Vermont, Motion Picture Herald, 

December 11, 1948. 

ARTIST COMMENTS 

“T regarded the writer as king. Sorry, 

Wrong Number had been a one- 

woman radio drama, so Lucille 

Fletcher had to flesh out several new 

characters for the film,” 

HAL WALLIS, Starmaker 

“There was a scene in the last part 

of the picture just before she was to 

be murdered by hired killers. I 

remember, being an incorrigible 

perfectionist, asking her to do the 

scene over and over again. At a cer- 

tain moment I decided to stop to give 

Barbara a little time to recover as it 

was a highly emotional and difficult 

scene. When I left the stage to get a 

drink she was told by the crew that it 

was ridiculous of me to ask her to do 

this scene again—that what she did 

was good enough. But instead of 

agreeing with them, she gave them 

hell, saying that it was not for them to 

judge but for the director—that 

‘good’ was not enough.” 

ANATOLE LITVAK in Ella Smith's Starring 
Miss Barbara Stanwyck 
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-MOONRISE 
REPUBLIC PICTURES 
RELEASED OCTOBER 1, 1948 
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~_ AYOUNG MAN WHO HAS BEEN 
BULLIED SINCE CHILDHOOD 
BECAUSE HIS FATHER WAS HANGED 
FOR MURDER ACCIDENTALLY 
KILLS HIS TORMENTOR. 

PRODUCTION QUOTE 

“Guy Madison has been visiting 

Gail Russell on the set of Moonrise, 

despite the fact that they are no longer 

supposed to be in love” 

HEDDA HOPPER, Los Angeles Times, 

January 13, 1948 

REVIEW 

“The ancient argument as to which 
medium tells a story best, written 

words or pictorial images, is again 

Joduoeted elentelcoysCorert yi vigil V Coley ta kya Wile k 

using this adaptation of Theodore 

Strauss’s novel as a case in point, the 
_ book towers above the picture. Not 
because the filmmakers have tam- 
pered with their source material. 
Rather, it is because the author, snugly 
fitting each word and idea into an 
intricate mosaic, developed three- 

_ dimensional people experiencing © 
genuine mounting tensions, hates and 
passions in a genuine, if cruel, society. 
But the terrible weight of persecution, 
guilt, and loneliness felt by Danny 
Hawkins, the hunted hero, is indicated 
obliquely in the film, and, except for a 
few characters, the cast is only a shad- 
owy society moving lethargically 
Oe TeeKSeel tele coeloacelitn bei 

BOSLEY CROWTHER, The New York Times, 
March 7, 1949 



LETTER FROM REGIONAL Gail Russell falls in love 

THEATER GWNER with Dane Clark while 

he is on the run from the 

“A very good show and a very good police in Frank Borzage’s 

cast. Dane Clark is a good draw here. se 

Played with Chapter V of Superman 

serial. Box office okay. This picture such as 7th Heaven, that 

should hold up well for two days.” os eet dns 
Film in the 2 

THURSTON COOPER, Myers Theatre, 

Nashville, North Carolina, Motion Picture Herald, 

January 22, 1949 

OBSESSED 247 



FORCE OF 
EVIL 
ENTERPRISE STUDIOS 
DISTRIBUTED BY METRO-GOLDWYN-MAYER 
RELEASED DECEMBER 25, 1948 
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AN AMBITIOUS LAWYER PLOTS TO - 

WIN CONTROL OF THE NEW YORK 

NUMBERS RACKET. 

“7 felt that Ira Wolfert’s novel Tucker’s 

People [published in 1943] was essen- 

tially cynical and defeatist. Wolfert 

felt that, too. The war had changed his 
view. So our picture will show Joe © 

Morse [John Garfield] as a corpora- 

tion lawyer who rediscovers not only 

his responsibility in life but also his 

soul. At the close he pulls down the 

world of evil he has helped create. It is 
a visible act of regeneration. This is 
not a gangster picture but a psycho- 

logical study of men’s business 
relations to a racket. Morse, Tucker 
and the others would have liked to see 
lotteries legalized. Meanwhile they 
succumbed to corruption.” 

__ ABRAHAM POLONSKY in Philip K. Scheuer's 
“Polonsky Meteoric Writer,” Los Angeles Times, 
June 13, 1948 



REVIEWS 

“Force of Evil is a dynamic crime-and- 

punishment drama, brilliantly and 

broadly realized. It gathers suspense 

and dread, a genuine feeling of the 

bleakness of crime and a terrible sense 

of doom. And it catches in eloquent 

tatters of on-the-wing dialogue 

moving intimations of the pathos of 

hopeful lives gone wrong. But the 

main thing about this picture is that it 

shows, in plausible terms, the disinte- 

gration of a character under the Abraham Polonsky's 

too-heavy pressure of his sense of Force of Evil was by turns 

wrong. Abraham Polonsky and Ira stylized and stark, one of 
rele do icin startli ‘tuati the best written, best 

olfert do it in startling situations ee Se ae en 

and in graphic dialogue, in shattering best photographed of the 

cinematic glimpses and in great, genre. 

dramatic sweeps of New York back- 

ground. New to the business of 

directing, Mr. Polonsky here estab- 

lishes himself as a man of imagination 

and unquestioned craftsmanship. In 

this particular picture, produced by 

Bob Roberts for Enterprise, we have a 

real new talent in the medium, as well 

as a sizzling piece of work.” 

BOSLEY CROWTHER, The New York Times, 

December 27, 1948 
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“Force of Evil fails to develop the 

excitement hinted at in the title. 

Makers apparently couldn't decide on 

the best way to present an exposé 

of the numbers racket, winding up 

with neither fish nor fowl as far as 

hard-hitting racketeer meller is con- 

cerned. A poetic, almost allegorical, 

interpretation keeps intruding on the 

tougher elements of the plot. This 

factor adds no distinction and only 

makes the going tougher.” 

Variety, December 29, 1948 

LETTER FROM REGIONAL 

THEATER OWNER 

“No good for my situation. Business 

below average. No favorable 

comments.” 

O. FOMBY, Paula Theatre, Homer, Louisiana, 

Motion Picture Herald, May 23, 1949 

ARTIST COMMENT 

“I was too inexperienced to invent 

novel visual images or evoke great 

performances. And certainly there 
Opposite: Marie Windsor 

was nothing in my literary record to played a racketeer’s wife in 

suggest a New Voice. All I tried to do Force of Evil. 

was use the succession of visual 

images, the appearances of human 

personality in the actors, and the 

rhythm of words in unison or coun- 

terpoint. I varied the speed, intensity, 

congruence, and conflict for design, 

emotion, and goal, sometimes 

separating the three elements, some- 

times using two or three together. 

As for the language, I merely freed it 

of the burden of literary psychology 

and the role of crutch to the visual 

image. Blank verse? No. But the 

babble of the unconscious, yes, as 

much as I could, granted the premise 

that I was committed to a representa- 

tional film.” 

ABRAHAM POLONSKY in Andrew Dickos’s 

Abraham Polonsky: Interviews 
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Robert Ryan played a 

fading boxer in Robert 

Wise's The Set-Up. 

Photograph by Ernest 

Bachrach. 

1949 
REPORTS ON THE 

CRIME STORY CYCLE 

“Despite growing—and, in some quar- 

ters, vociferous—reaction against it, 

1948 was, like the twelvemonth pre- 

ceding it, realism’s year. We live in a 

terrifying age, and art follows life, 

although the reformers would have us 

believe it's the other way around. It 

would be well to remember, too, that 

the late war swept aside sham (in per- 

sonal if not international relations) and 

taught us to respect direct action and 

plain speaking. In short, we got tough. 

The story of man against society, the 

villain pursued and punished—the 

‘gangster, as a generalization—remains 

basic A No. | cinema stuff. When it's 

done well—and it usually is—you can't 

beat it for suspense, vicarious thrills, 

and at the end, the smug satisfaction 

(There, but for the grace of God, go 

I!) of watching justice vindicated. And, 

in a long-brewing reaction against 

phony sets and actors, we have found a 

new, newsreel, newspaper reality in the 

semidocumentary technique—actual 

locations, peopled by men and women 

whose glamour comes from within, 

not without?” 

PHILIP K. SCHEUER, “Movie Realism at Peak,” 

Los Angeles Times, December 26, 1948 

“In three months I’ve seen nineteen 

gangster pictures. Since I left, seven 

years ago, Hollywood has not made 

one movie about babies; all they’re 

about is lust, terror, murder, and rape. 

Is it any wonder that many doctors 

prescribe ‘no movies’ because of their 

possible prenatal influence? Or didn't 

you know that? The world looks to 

Hollywood for two hours’ relief from 

its cares. The big guys in the studios 

have a terrific obligation to all 

humanity. Yet what do I find? The 

spirit has gone out of the place. Dry 

rot is setting in. You are all looking for 

something on which to blame bad 

business at the box office—the elec- 

tion, British tax, Italy, inflation, 

television, even home movies. Any- 

thing will do!” 

AUTHOR BETH BROWN in Philip K. Scheuer's 

“Woo Women to Solve Those Box-Office Blues,” 

Los Angeles Times, December 12, 1948 
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“The trouble is that this is a man’s age 

in pictures. There are wonderful sto- 

ries today dealing powerfully with live 

topics and issues, and in the most 

realistic manner, but practically all of 

them revolve about male characters. 

Writers seem to follow the trend 

industriously, turning out sponta- 

neous and even inspired subjects. Yet 

when they start a script for a feminine 

star, they face a high barrier of ‘don'ts? 

mostly linked with sex.” 

BETTE DAVIS in Edwin Schallert’s “Bette 
Deplores This Man’s Age,” Los Angeles Times, 
May 22, 1949 

“The rugged type of male movie actor 
is taking over again. He can be homely, 
play a heel, policeman, stevedore, or 
prizefighter—and before he knows it, 
he has become a romantic star. Survey 
the newer crop of male personalities 
and you'll find most of them started as 
rough-and-ready villains. Now they're 
still rugged but they’re winning the 
girls in their pictures, too. Some 
examples are Burt Lancaster, Kirk 
Douglas, Robert Ryan, Paul Douglas, 
David Brian, Macdonald Carey, 

Robert Mitchum, and Wendell Corey? 

JOHN L. SCOTT, “Tough Guy Finds Romance 
Tougher,” Los Angeles Times, December 25, 1949 

LOOKING BACK AT 

“T have done many pictures which I 

suppose are film noir. And I can see 

the roots of that in Citizen Kane and 

in the lot of the work that many of us 

did at RKO. But I couldn't have 

defined it for you, then or now” 

ROBERT WISE in Alain Silver, James Ursini, and 

Robert Porfirio’s Film Noir Reader 3 



CRISS CROSS 
UNIVERSAL-INTERNATIONAL PICTURES 
RELEASED JANUARY 11, 1949 

A MAN IS DRAWN TO HIS EX-WIFE, 

DEFYING HER NEW HUSBAND 

AND HIS VENGEFUL GANG. 

PRODUCTION QUOTE 

“Yvonne de Carlo has reached what 

she considers the high point in her 

career in Criss Cross, the realistic 

romance prepared by the late Mark 

Hellinger. She has been pretty smart 

about promoting her career from a 

Vancouver dancing class pupil to the 

actress selected by Mr. Hellinger 

himself to play the lead in his dra- 

matic film. The strange thing is that 

Yvonne, anxious to do the picture, 

questioned Mark repeatedly about 

when it would be made. He reassured 

her as often as she asked, but it was 

not until Mark died that she was 

called to do the film,’ 

E. J. STRONG, “Yvonne de Carlo MENG 

Brave Suspension, Los Angeles Times, 

October 3, 1948 
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REVIEW 

“A tough, mildly exciting melodrama 

about gangsters and a dame named 

Anna who ‘gets into the blood’ of a guy 

named Steve and causes him no end of 

trouble, Criss Cross is a suspenseful 

action picture, due to the resourceful 

directing of Robert Siodmak. But it 

also is tedious and plodding at times, 

due partly to Mr. Siodmak’s indul- 

gence of a script that is verbose, 

redundant and imitative. Even though 

Burt Lancaster starts out as a normal 

fellow carrying a torch, he eventually 

gets around to being the same old 

tough guy of yore. It should not be 

surprising that his performance is 

competent, for he has been working at 

the same type of role for some time. 

The same may be said of Dan Duryea’s 

interpretation of Slim Dundee.” 

THOMAS M. PRYOR, The New York Times, 

March 12, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“If you don't have to play this, then skip 

it. This certainly is not the kind of 

entertainment for small-town theatres. 

Both of the principal stars get killed at 

the end of the picture.” 

PB. WILLIAMS, Gretna Theatre, Gretna, 

Virginia, Motion Picture Herald, March 26, 1949 

ARTIST COMMENT 

“About a week before shooting was to 

begin Id go to the producer and say, 

‘Look, this is a wonderful script, but 

there is just one little point, and Id 

then suggest a small but vital alter- 

ation. This would be accepted, if only 

to keep the peace, and then, of course, 

other things would have to be altered 

to fit in with it, and gradually the 

thing would start to come apart at the 

seams. By the time we started shoot- 

ing, everything would be so confused 

that I could begin with no set script at 

all and could do as I liked, which was 

the way I wanted it.” 

ROBERT SIODMAK in John Russell Taylor's 

“Encounter with Siodmak,” Sight and Sound, 

Summer-Autumn, 1959 

Opposite top: There is no 

room at the table for Burt 

Lancaster in Robert Siod- 

mak’s Criss Cross. 

Opposite bottom: “In Criss 

Cross Yvonne de Carlo is 

trying something different,” 

wrote Thomas Pryor. “She 

is Anna, a dangerous dish 

who wants to have her cake 

and eat it, too.” 

Below: A portrait of 

Yvonne de Carlo and Burt 

Lancaster made for Criss 

Cross by unit stills photog- 

rapher Bert Anderson. 
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VIOLENCE 
METRO-GOLDWYN-MAYER 

RELEASED JANUARY 22, 1949 

258 INTO THE DARK 

« 

A PEACEFUL, HAPPILY MARRIED © 

VET SUDDENLY FINDS HIMSELF 

HUNTED BY A WAR BUDDY. 

“A year ago, Jerry Wald wanted to 

make Act of Violence but it was sold 

OVEN els CalitelomsCennaly(aecor 

Goldwyn-Mayer has bought the 

story from Hellinger’s widow, Gladys 

Glad, and the Hellinger estate, and 

IeE- Krol ot eretel (elias Coyarctomtonieyevaccvele 

production. Bob Ryan has been bor- 

_rowed from RKO. That’s news, what 

with all the male stars on the Metro 

lot. Bob plays a flier whose one aim 

in life is to kill his best friend, after 

learning the guy has betrayed him.” 

HEDDA HOPPER, “Looking at Hollywood,” Los 

Angeles Times, April 17, 1948 

‘Act of Violence is strong meat for the 

heavy drama addicts, tellingly pro- 

duced and played to develop tight 

excitement. Heflin and Ryan deliver 

punchy performances that give sub- 

stance to the menacing terror. A ° 

standout is the brassy, blowzy femme 
created by Mary Astor, a woman of 

the streets who gives Heflin shelter 

during his wild flight from fate” 

Variety, December 22, 1948 



“Act of Violence is sharpened up with 

extra-special direction and perform- 

ances by Robert Ryan as the hunter 

and Van Heflin as the hunted. Ryan’s 

inexorable nemesis and Heflin’s 

remorseful weakling are effective and 

make one wish they had played a 

scene together” 

OTIS L. GUERNSEY, New York Herald-Tribune, 

January 17, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“A different type of film which holds 

interest throughout. Although slow 

moving in a few spots, it builds to a 

good climax. Heflin is very popular 

with the high-school and college stu- 

dents. Old-timer Mary Astor almost 

steals the picture in a small role. Aver- 

age business for this type of film. 

Comments good.” 

FRANK AYDELETTE, Trail Theatre, Fort Collins, 

Colorado, Motion Picture Herald, April 16, 1949 

ARTIST COMMENT 

“For two weeks or so I was with the 

Fred Zinnemann company playing a 

sleazy, aging whore. I worked out the 

way this poor alley cat should look, 

and insisted firmly that the one dress 

in the picture would not be made at 

the M-G-M wardrobe, but be found 

on a rack at the cheapest department 

store. We made the hem uneven, put a 

few cigarette burns and some stains 

on the front. I wore stiletto-heeled 

slippers with the heels sanded off at 

the edges to make walking uncom- 

fortable. I wore a fall, a long unbe- 

coming hairpiece that came to my 

shoulder. I used no foundation 

makeup, just too much lipstick and 

too much mascara—both ‘bled; that is, 

smeared, just a little. And camera 

helped with bad lighting.” 

MARY ASTOR, A Life on Film 

Act of Violence cost $1.29 million. It 

grossed $1.12 million. 

“Where would anybody be 

if they couldn't get their 

kicks?” Mary Astor asks 

Van Heflin in Fred Zinne- 

mann's Act of Violence. 
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CAUGHT 
ENTERPRISE STUDIOS 
DISTRIBUTED BY METRO-GOLDWYN-MAYER 

RELEASED FEBRUARY 17, 1949 

260 INTO THE DARK 

WHEN A MATERIALISTIC 

WORKING GIRL MARRIES A RECLU- 

SIVE MILLIONAIRE, SHE FINDS 

HERSELF TRAPPED. 

PRODUCTION GUC 

“Barbara Bel Geddes will play the femi- 

nine lead, regarded as a plum role, in 

The Luckiest Girl in the World, which 

Enterprise Pictures previously called 

Wild Calendar?’ 

“Bel Geddes Deal Settled,” Los Angeles Times, 

June 29, 1948 

“Tm not going to make a picture 

from that lousy book Wild Calendar. 

I’m going to make a picture about 

Howard Hughes. Make him an idiot. 
An egomaniac. Terrible to women. 

Also to men. Make him die. Kill 

him off!” 

MAX OPHULS in Arthur Laurents’s Original 

Story By: A Memoir of Broadway and Hollywood 

“This picture, produced by defunct 

Enterprise, is a very low-grade dime- 

store romance, expensively rendered 

on film. The girl in the case is a cut- 

out of the most obviously fictitious 

sort—a car-hop who takes a charm- 

school brush-up and snags a 
handsome millionaire. Miss Geddes is 
just about as touching as the poor 

little rich girl, torn between a million- 
aire hubby and a White Knight, as her 
ilk on the radio. And although Robert 
Ryan is dynamic as her arrogant, neu- 
rotic spouse, he cannot make this - _ 



isolated character believable in his 

gauzy realms. As for James Mason, the 

popular British actor who makes his 

Hollywood debut in this film, a more 

menial job of supporting could not 

have been wished on him. Now he 

should know that the females get the 

plums in Hollywood.” 

BOSLEY CROWTHER, The New York Times, 

February 18, 1949 

“Caught is an out-and-out soap opera on 

film. The performances are top-notch 

and consistent. The millionaire is better 

developed than usual in this kind of 

story. Hes a tall, dark man of many 

business interests, odd hours, playboy 

tendencies, and a reluctance to wedlock. 

Robert Ryan plays him to the hilt” 

Variety, February 23, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“I didnt realize my Wednesday-and- 

Thursday business could get so bad. I 

knew this type of picture was no good 

for my type of patronage, but they kept 

away from it like scarlet fever. Leo, please 

dont do things like this to us again” 

FRED G. WEPPLER, Colonial Theatre, Colfax, 

Illinois, Motion Picture Herald, November 5, 1949 

OMMENT ARTIST C 

“Max Ophiils was very fond of Robert 

Ryan. He thought that he was a natu- 

ral human being in front of the 

camera. And that’s what Max wanted 

in that particular part.” 

ASSISTANT DIRECTOR ALBERT VAN SCHMUS 
in Lutz Bacher’s Max Ophuls in the Hollywood 

Studios 

Top: ‘Although Robert Bottom: Barbara Bel 

Ryan and Barbara Bel Geddes suffers the tor- 

Geddes dominate Max ments of marriage to a 

Opuls’s Caught,’ wrote psychotic millionaire. 

Howard Barnes in the New 

York Herald-Tribune, “Ryan 

is the central character in 

these proceedings and he 

knows it. His portrait of a 

spoiled tycoon is terrifying.” 
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IMPACT 

DISTRIBUTED BY UNITED ARTISTS 
RELEASED MARCH 19, 1949 

prey 

presto . 
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WHEN A MAN IS NEARLY 
MURDERED BY HIS WIFE AND HER 
LOVER, HE HIDES OUT WITH A 
KINDLY FAMILY. 

PRODUCTION QUOTE 

“T talked to Ella Raines in her dressing 

room on the set of Cardinal Pictures’ 

Impact, which a jokester said should 

be called Infirmary. Miss Raines is 

working in spite of an illness called 

mononucleosis, or, in simpler words, 

gland fever. Brian Donlevy is also ill, 

suffering from a cold that keeps him in 

the hospital some nights.” 

EDWIN SCHALLERT, “Ella Raines Will Sail 

to Join Mate,” Los Angeles Times, 

November 21, 1947 

REVIEWS 

“To be noted is the fact that 

advertising plugs are worked into 

scenes for such products as Pabst 

Blue Ribbon Beer, Raleigh cigarettes, 

Coca-Cola, Gruen watches, 

and Rexall” 

“Impact,” Harrison's Reports, March 20, 1949 



“Frankly, your correspondent is past 

giving credence to yarns about fellows 

who go through mental torments 

because their mean wives have tried 

to bump them off. This fable about 

one such agonized gent is as lifeless 

and wretched in its playing as it cer- 

tainly must have been in the script. As 

the fellow whose wife has betrayed 

him and who thereafter moons for 

quite a spell, Brian Donlevy has all the 

animation and charm of an automa- 

ton. Helen Walker is just about as 

handsome and just about as blank as 

an electric refrigerator in the role of 

his coldly villainous wife. And Ella 

Raines’ performance as the Idaho 

small-town girl who makes him 

believe again in women reminds one 

of that state’s most famous crop. The 

melodramatics in this picture are 

tediously uninspired.” 

BOSLEY CROWTHER, The New York Times, 

March 21, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“This indeed is a very good picture. 

You should especially invite them and 

give them passes.” 

MRS. DENZIL HILDEBRAND, Algerian 

Theatre, Risco Missouri, Motion Picture Herald, 

May 13, 1950 

Helen Walker played a 

wicked San Franciscan in 

Arthur Lubin’s Impact. 
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THE SET-UP 
RKO RADIO PICTURES 

RELEASED APRIL 4, 1949 
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AN AGING BOXER RESISTS 

HIS WIFE’S PLEAS THAT HE RETIRE. 

PRODUCTION QUOTE 

“Robert Ryan will be coached by 

former welterweight champion Johnny 

Indrisano for prizefight scenes in 

The Set-Up, which will go into work 

ively [el yygr-tal 54 << Oe 

Mailaalelatel sia (lise eed Angeles Times, 

June 18, 1948 

“The sweaty, stale-smoke atmosphere of 

an ill-ventilated small-time arena and 

the ringside types who work them- 

selves into a savage frenzy have been 

put on the screen in harsh, realistic 

terms. And the great expectations and 

shattered hopes which are the drama of 

the dressing room also have been 

brought to vivid, throbbing life in the 

shrewd direction of Robert Wise and 

the understanding, colloquial dialogue 
of Art Cohn. The human animal has 
not changed much from the days of the 
Roman arena. The squared ring is an 
area where blood is to be spilled and 
when it is not the crowd yells its dis- 
pleasure. There is, we hear, a sporting 
as well as a seamy side to prize-fighting. 
It is with these ugly aspects that The 
Set-Up is concerned. 

THOMAS M. PRYOR, The New York Times, 
March 30, 1949 

Sa a 

Robert Ryan fights Hal Fieberling in The Set- 
Up. Photograph by Ernest Bachrach. 
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“As a detailed and unrelenting descrip- 

tion of small-time prize fighting, The 

Set-Up is an almost perfect job. Robert 

Ryan, in one of his best performances, 

plays a shabby, discouraged pug who 

has made a miserable living in the 

ring for 20 years. The film is reassur- 

ance that there are still craftsmen 

around the studios.” 

ROBERT HATCH, “The Set-Up,” New Republic, 

April 25, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“Everybody really liked this one. At 

first they were bored with too much 

talk, but liked the fighting. Worth- 

while playing anywhere. Business 

poor because it was not advertised 

until the day of showing.” 

JUSTUS BEAL, Memorial Theatre, 

Wilmington, Alabama, Motion Picture Herald, 

September 10, 1949 

ARTIST COMMENTS 

“The only interest Howard Hughes had 

at all in [The Set-Up] was who was to 

play the leading lady. We had origi- 

nally thought of Joan Blondell. She 

had done a film called Nightmare 

Alley in which she played Tyrone 

Powers wife, and she was a little 

blowzy and very earthy. We had 

always seen Stoker's wife as wife and 

mother to him, so we thought that 

Blondell would be just right. With 
some trepidation, we threw this idea 
to Sid Rogell. The next day he called 
us back and said, “Here’s Hughes's 
answer to that suggestion: “What’s 

wrong with those guys? Blondell looks 

like she was shot out of the wrong end 

of a cannon.” 

ROBERT WISE in Sergio Leeman’s Robert Wise 

on His Films 

“When shooting a fight, the move- 

ments are in a sense choreographed. I 

used three cameras: one covering the 

whole ring, another covering the two 

of them, and a handheld camera. I 

told the operator of the latter, ‘Get all 

the little closeup bits and pieces that 

you can. He got some marvelous close 

shots of gloves hitting and sweat flying 

off. We spent about a week on it. 

When it came to editing that sequence, 

we had so much film that the editor, 

Roland Gross, couldn't come up with 

a cut that satisfied me, so I did it 

myself?” 

ROBERT WISE in Sergio Leeman’s Robert Wise 

on His Films 

“Bob Ryan had a real character part as 

this washed up fighter—and he ran 

with it. We thought we had a winner 

[in The Set-Up], but Howard Hughes 

heard there was another boxing pic- 

ture, Champion, going to open. He 

was determined to beat it, so we 

opened with no press publicity, and 
we just died.” 

AUDREY TOTTER in Charles and Roberta 
Mitchell's “Versatile Queen of Noir,” 
Classic Images 



CHAMPION 
UNITED ARTISTS 
RELEASED APRIL 9, 1949 

A BOXER USES PEOPLE AND 

THEN DISCARDS THEM IN ORDER 

TO ACHIEVE THE CHAMPIONSHIP. 

PRODUCTION QUOTE 

“The subject matter of a picture is 

everything. I believe that there is a lost 

tribe of motion-picturegoers, formerly 

habitual attendees who don't go any 

more because of the patterns in use 

today—the costarring teams, the cops 

and robbers, the lush musicals. 

They've seen it all. This doesn’t mean 

they want messages. They want stories 

off the beaten track. To give them 

such pictures, I intend to use as many 

of the ‘brittle’ kind of creative artists 

as I can—and by brittle’ I mean sensi- 

tive to the type of subject they will 

_ handle. I run a great deal to younger 

people because they don't appear to 

worry so much about the status quo, 

the ‘past performance’ idea.” 

STANLEY KRAMER in Philip K. Scheuer’s 

“Stanley Kramer's Smash Hits Prove His Fitness to 

Survive, Los Angeles Times, July 17, 1949 
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REVIEWS 

“Fight scenes, under Franz Planer’s 

camera, have realism and impact. 

Unrelenting pace is set by the opening 

sequence. Cast, under Mark Robson’s 

tight direction, is fine. Kirk Douglas is 

the boxer and he makes the character 

live. Where the Lardner story made 

the boxer a no-good from the start, 

Foreman’ screenplay casts him as an 

appealing Joe in the earlier reels. 

Already stuck with a persecution 

complex because of his boyhood 

poverty, it doesn't take long for him to 

become a real heel.” 

Variety, March 16, 1949 

“Champion tells the story of an up-from- 

the-gutter kid who pushes himself 

into the prize ring and rises by stepping 

on heads. He has no compunctions 

about deceiving the various females he 

encounters en route, and he eventually 

double-crosses the mellow manager 

who helped him on his way. But, at that, 

he's a mere opportunist in an obviously 

dog-eat-dog game, and some of his gen- 

erosities are remarkably noble and 

correct. He gives his old mother plenty 

of money, he keeps his crippled brother 

in fine style—until the latter assaults 

him in a little conflict over famour— 

and he has the grit and gumption to 

defy a gang of gamblers and cross them 

up on a fixed fight. Indeed, he is such a 

forthright fellow in so many little ways 

that the intended irony in the title is 

much thinner than it should be” 

BOSLEY CROWTHER, The New York Times, 

April 11, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“Not as good a picture as the original 

story, but full of good performances 

and some excellent shots of action in 

the ring. Our audiences liked it? 

L.F. ADAMS, Tapline Theatre, Vacaville, 

Colorado, Motion Picture Herald, 

February 11, 1950 

ARTIST COMMENT 

“Film was a producer’s medium at that 

time. It was not a director's. The pro- 

ducer hired the director to do his vision. 

He was always on the set, telling the 

director exactly how he expected 

everything to be directed. He hired the 

actors, supervised the editing, the 

scoring, etc, and he made all the deci- 

sions. The producer had the first cut 

and the final say. But I never financed 

the entire film myself. They were 

backed by retired oil men and so forth. 

I even went to a lettuce grower in Sali- 

nas, California, to raise money for 

Champion. While telling him the story, 

I played all the parts. I played Kirk the 

boxer. I played Arthur Kennedy his 

brother. I literally played the picture to 

convince him. And he invested the 

money.’ 

STANLEY KRAMER in Leo Verswijvers Movies 

Were Always Magical 

Champion cost $568,000, and it 

grossed $2.5 million. 

Opposite: Poster art of 

Kirk Douglas and Marilyn 

Maxwell for Mark Robson's 

Champion. 
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WARNER BROS. PICTURES 

RELEASED APRIL 30, 1948 
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A CARNIVAL GIRL STRANDED 

IN A SMALL TOWN MAKES AN 

ENEMY OF A CORRUPT POLITICAL 

BOSS. 

PRODUCTION QUOTE 

“Ann Sheridan has talked Jack Warner 

into buying Robert Wilder's play 

Flamingo Road, the story of a modern 

clansman whos ‘agin’ the K.K.K.” 

HEDDA HOPPER, “Looking at Hollywood,” Los 

Angeles Times, October 23, 1946 

The Klan element did not appear 

in the final version of Flamingo Road. 

And Joan Crawford exerted her 

influence to take the property away 

from Ann Sheridan. 

i<¢ 

Flamingo Road is a class vehicle for 

Joan Crawford, loaded with heart- 

break, romance and stinging violence. 
_ Crawford imparts personality shad- 
ings ranging from strength to 

tenderness with a continuous and 
convincing style. As the heavy, Green- 
street delivers a suavely powerful - 
performance that surmounts an over- 

drawn role.” | 

Variety, April 6, 1949 ~ 



“Tt is fair to state that Joan Crawford 

has a somewhat unsettled career in 

Flamingo Road. Miss Crawford is 

a carnival girl, a waitress in a cheap 

cafe, an inmate of the workhouse, an 

employee of a sporting resort, the mis- 

tress and wife of a political chieftain 

and, eventually, a jailbird again. Miss 

Crawford runs this gamut in ninety- 

four minutes flat, and she isn’t even 

winded. From one dramatic crisis to 

the next she moves like a sleek 

automaton. Her face, deeply plastered 

with makeup, is an ageless, emotion- 

less mask. Adversity only registers now 

and then in her glycerin-moistened 

eyes. Hers is a Spartan demonstration 

of bearing-up-under-it-well” 

BOSLEY CROWTHER, The New York Times, 

May 7, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“Joan Crawford is no Box Office 

Queen in this small town, but we had 

nothing but good comments on this 

one. Business unfortunately was off? 

S.W. BOOTH, Booth Theatre, Rich Hill, Missouri, 

Motion Picture Herald, September 3, 1949 

Flamingo Road cost $1.52 million. It 

grossed $2.89 million. Some film his- 

tories describe Humoresque, 

Possessed, and Flamingo Road as 

“flops.” According to studio records, 

they were among the top-grossing 

Warner Bros. films in their respective 

years of release. 

In Michael Curtiz’s 

Flamingo Road, Joan Craw- 

ford essayed the role of a 

carnival girl who moves up 

in the world through an 

alliance with a powerful 

contractor, David Brian. 

“Miss Crawford's speech is 

perhaps too cultured fora 

‘cooch-wiggler, wrote 

Christopher Vane, ‘but the 

minute she slings a mink 

across her back, you're with 

the Crawford you know and 

understand.” 

OBSESSED 274 



~ ce = a wu = — oO — aoe 



OBSESSED 273 



WHEN A BOY WHO HABITUALLY ~ 

MAKES UP STORIES ACTUALLY WIT- 

NESSES A MURDER, NO ONE WILL 

Wi3 Ped BELIEVE HIM. 

PRODUCTION QUOTE RKO RADIO PICTURES 

_ RELEASED MAY 17, 1949 “My only intention was to make 

as interesting and believable a picture 

as possible with the background 

we had. People don’t want ‘pretty’ 

pictures any more. They want 

natural, realistic ones.” 

TED TETZLAFF in Philip K. Scheuer’s 

“Tetzlaff Scores as Director,” Los Angeles Times, 

October 24, 1948 

Pr AN 
peRIC ULLMAN 
—— piredor 

ep TETZLAT 
Serco 
MEL DINEL 
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REVIEW 

“The mounting terror of a young boy 

who lives in mortal fear of his life is 

projected with remarkable verisimili- 

tude by 12-year-old Bobby Driscoll in 

The Window. The striking force and 

terrifying impact of this melodrama is 

chiefly due to Bobby’s brilliant acting, 

for the whole effect would have been 

lost were there any suspicion of doubt 

about the credibility of this pivotal 

character. Although Ted Tetzlaff’s 

direction is not always as restrained as 

might be desired, he has not permitted 

any of several increasingly harrowing 

incidents to spoil the full, crushing 

force of the picture's climax, when the 

boy is trapped on a high beam in an 

abandoned house on the verge of col- 

lapse. There is such an acute 

expression of peril etched on the boy’s 

face that one experiences an over- 

whelming anxiety for his safety.’ 

THOMAS M. PRYOR, The New York Times, 

August 8, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“Here is a sleeper that might be sold 

for some extra business. It is one of 

the most suspenseful pictures we've 

seen in a long time. It puts you out on 

the edge of your seat and never lets 

you sit back. Small children were 

scared too much—even though we 

advertised it as not recommended for 

small children.” 

W. FRANK AYDELOTTE, Trail Theatre, 

Fort Collins, Colorado, Motion Picture Herald, 

September 17, 1949 

“We had to wear long underwear and 

take quick breaths so that the 

vaporous mists didn't show up on the 

screen. During the part where they 

were running on the rooftops, the 

water would accumulate and form icy 

patches. They had to do many takes at 

this point because people kept slip- 

ping and falling” 

BARBARA HALE in Jim Foster's “The Window,” 

Classic Images, December 2014 

In this scene from The 

Window, murderess Ruth 

Roman tracks witness 

Bobby Driscoll to an aban- 

doned tenement. The film 

was adapted from a Cor- 

nell Woolrich novel and 

directed by Ted Tetzlaff, a 

former cinematographer, 

partly on location in New 

York. Thanks to him and to 

its young star, the film was 

a hit and later gained a 

reputation as a noir mas- 

terpiece. 
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WHITE HEAT 
WARNER BROS. PICTURES 

RELEASED SEPTEMBER 3, 1949 
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AN INSANE KILLER AND HIS 

MOTHER RUN A GANG OF ROBBERS 

ON A COLLISION COURSE WITH 

THE LAW. 

PRODUCTION QUOTE 

“The Warners executives wanted to 

do a gangster story. So we thought 

about it and we synthesized Ma 

Barker down to having the one son 

instead of four, and we put the evil of 

all four into one man. Then we went 

back and said, “Wed like to do Ma 

Barker and have the gangster with a 

mother complex and play it against 

Freudian implications that she’s driv- 

ing him to do these things, and he’s 

driving himself to self-destruction. 

Play it like a Greek tragedy: They 

said, ‘Fellas . . . ?’ We said, ‘Believe us, 

it will work. And there’s only one 
man who can play this and make the 

rafters rock. That is Jimmy Cagney.” 

BEN ROBERTS in Patrick McGilligan’s 
White Heat 

_ “The tight-lipped scowl, the leltbateatarel 
shoulders that rear themselves for 

_the kill, the gargoyle speech, the 
belching gunfire of a trigger-happy 
paranoiac—one with a mother com- 
plex, no less—these are the standard 
and still-popular ingredients that 
constitute the James Cagney of White 
Heat. All that is missing is the grape- 
fruit in a dame’s physiog” 

Variety, August 31, 1949 



i bill 

“If you think Mr. Cagney 

looked brutal when he 

punched Mae Clark in the 

face with a ripe grapefruit 

in Public Enemy, you 

should see the sweet and 

loving things he does to 

handsome Virginia Mayo, 

who plays his low-grade 

wife in White Heat,” so 

wrote Bosley Crowther; 

this scene includes Edmond 

O'Brien. 

“Warner Brothers weren't kidding 

when they put the title White Heat 

on the new James Cagney picture. 

They might have gone several points 

higher in the verbal caloric scale and 

still have understated the thermal 

intensity of this film. For the simple 

fact is that Mr. Cagney has made his 

return to a gangster role in one of the 

most explosive pictures that he or 

anyone has ever played. If that is 

inviting information to the cohorts of 

thriller fans, let us soberly warn that 

White Heat is also a cruelly vicious 

film and that its impact upon the 

emotions of the unstable or impres- 

sionable is incalculable. Indeed, as 

the ruthless gang leader in this furi- 

ous and frightening account of 

train-robbery, prison-break, gang 

war, and gun fighting with the police, 

Mr. Cagney achieves the fascination 

of a brilliant bullfighter at work, 

deftly engaged in the business of 

doing violence with economy and 

grace. His movements are supple and 

electric, his words are as swift and 

sharp as swords, and his whole 

manner carries the conviction of 

confidence, courage, and power.’ 

BOSLEY CROWTHER, The New York Times, 

September 3, 1949 
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“Any review of White Heat should 

properly be written in ‘scareheads and 

exclamation points’ This picture is 

what they call in the trade an 

exploitation film, for it exploits the 

return of Jimmy Cagney to: (1) gang- 

sterism; and (2) Warner Bros. For 

additional exploitation he is costarred 

with Virginia Mayo. Together they 

spell box office. Cagney plays Cody 

Jarrett, who is described with singular 

understatement as a ‘gang leader, a 

braggart, and a homicidal paranoiac 

with a mother fixation’ Yes, sirreee, 

Cody is some guy. He kicks chairs out 

from under his gal, shoots people 

down in cold blood, and kicks a 

corpse downstairs with a merry 

‘Catch!’ to his buddies. That’s our boy, 

and there is no moral justification for 

him—and no viewpoint more pro- 

found than that of the customers 

sitting more or less bug-eyed in the- 

ater seats at the Warners Hollywood, 

the Downtown, and the Wiltern” 

PHILIP K. SCHEUER, James Cagney Comes 

Back,” Los Angeles Times, September 3, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“This one certainly smells. Don't they 

have any censorship of pictures any- 

more? It should never have been 

passed. Average at the box office.” 

Valley Theatre, El Paso, Texas, Motion Picture 

Herald, January 7, 1950 

ARTIST COMMENT 

“I didn't have to psych myself up for 

the scene in which I go berserk on 

learning of my mother’s death. You 

don't psych yourself up for those 

things. You do them. I knew what 

deranged people sounded like. As a 

youngster I had visited Ward’s Island. 

A pal’s uncle was in the hospital for 
the insane. My God, what an educa- 

tion that was. The shrieks. The 

screams of those people under 

restraint. I remembered those cries. I 
saw that they fit the scene. I called on 

my memory to do as required. No 

need to ‘psych up.” 

JAMES CAGNEY, Cagney by Cagney 



THIEVES: 
HIGHWAY 
TWENTIETH CENTURY-FOX 
RELEASED SEPTEMBER 20, 1949 

WHEN A MAN FINDS HIS 

FATHER MAIMED BY A CORRUPT 

PRODUCE DEALER, HE VOWS 

TO AVENGE HIM. 

REVIEWS 

“Script stresses realism and Jules 

Dassins direction carries out that 

emphasis in no-holds-barred love 

sequences between Richard Conte 

EVateldis Co) Ub aivoxereuselanveosee(saney(aetater 

Cortesa.’ 

Variety, September 7, 1949 

“The Golden Apples of Hesperides 

have nothing on two loads of Fresno 

Golden Delicious when it comes to 

stirring up trouble. The loads are 

being trucked to San Francisco by 

Richard Conte and Millard Mitchell. 

These men drive by night and by day, 

too. Conte makes it; Mitchell does not. 

awerelsticotseetenyes selene (acgadet-lusceCen (cise 

more or less of a straight line, this one 

comes through with flying colors. It's 

tough, cruel, and plenty rugged; a bit 

overcrowded with coincidence, per- 

haps, but told with a camera that 

pushes right in there where it will do 

the most good and held to an on-the- 

spot intensity when it reaches an 

Tubeloye-Vaclo)(as osicolelsboudelcacelaey Cos Coyeure) ar 

careening truck in which the brakes 

have gone out.’ 

PHILIP K. SCHEUER, “Brakes Off for Conte in 

Careening Saga,’ Los Angeles Times, 

September 21, 1949 
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“Youd never imagine what a fellow has 

to go through to earn a buck in the 

supposedly mundane business of 

trucking fruits and vegetables—not, 

that is, until you’ve witnessed the 

pounding an honest truckman gets in 

this vigorous dramatization of one 

full day in a truck driver's life. Mr. 

Dassin has got the look and ‘feel’ of 

people and places in the produce 

world. You can almost sense the 

strain of trucking and smell the 

crated fruit. More than that, he has 

got the excitement and the tension of 

commerce today.’ 

BOSLEY CROWTHER, The New York Times, 

September 24, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“Good action film with Lee J. Cobb 

and Valentina Cortesa in supporting 

roles. The scenes of the San Francisco 

locale were enjoyed, especially by our 

California customers.’ 

L.F ADAMS, Tapline Theatre, Ras el Misha’ah, 

Saudi Arabia, Motion Picture Herald, 

December 9, 1950 

ARTIST COMMENT 

“Fox bought a novel of mine, Thieves’ 

Market. They didn’t want to use the 

original title because San Francisco 

objected to it. So, it became Thieves’ 

Highway. I said okay. Then the director, 

Julie Dassin, says, ‘For the prostitute, I 

want Valentina Cortesa, so rewrite it 

for her’ He was going with her. We 

were going to have Shelley Winters, 

who would have been perfect. But I 

rewrote it. And we go to the meeting 

with Zanuck. The first thing Zanuck 

says is, I want a new beginning. I want 

the father still alive. He's crippled. 

That's why the kid’s trucking’ Now in 

my story the father is dead at the 

beginning. The kid starts trucking 

because he’s trying to make his father’s 

life valid. I only knew that story from 

my life. But that didn’t matter. I said, 

‘Yes, Mr. Zanuck? I wrote another 

beginning. So the picture didn't do real 

well. Oh, I tell you, once you give in a 

little bit, you're finished.” 

A. |. BEZZERIDES in Lee Server's Screenwriter: 

Words Become Pictures 
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FOREST 
WARNER BROS. PICTURES 
RELEASED OCTOBER 21, 1949 
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BEYOND THE 
A WOMAN PLOTS TO ESCAPE 

HER SMALL-TOWN LIFE AND: 

BECOME THE MISTRESS OF A RICH 

MAN IN A BIG CITY. 

PRODUCTION QUOTES 

This morning I told Lew Wasserman, 

Bette Davis's agent, over the tele- 

phone that she said she will not 

do Rose Moline. In view of this situa- 

tion, I told Wasserman to give me 

the maximum settlement she would 

make on her contract, which she 

could pay us over two years.” 

JACK L. WARNER, memo to legal counsel 

Roy Obringer, May 3, 1949, in Rudy Behlmer’s 

Inside Warner Bros. 

“Following a meeting yesterday 
between Jack L. Warner and Bette 

Davis, it was announced that the film- 

ing of Rose Moline will begin on VEN 
16. Miss Davis will report to the 

Sabette)soyennelnebue)ele jac Coyseleye ceni'a 

King Vidor is now directing location 

scenes at Loyalton, California. Joseph 

Cotten is leaving for Loyalton tonight” 

“Movieland Briefs,” Los Angeles Times, 

May 5, 1949 

mi iaacaiDEvatseitebshenietsterceyete) 

Beyond the Forest but was talked into 
it against her will—and that’s a strong 
will to talk against. She realizes now 
she should have kept refusing. 
Bette Davis has been the fall guy for 
Beyond the Forest: 

HEDDA HOPPER, “Think It Over,” Foe Angeles 
Times, November 4, 1949 



REVIEWS 

“Of all the no-good women that Bette 

Davis has portrayed in her numerous 

elaborate demonstrations of the dead- 

liness of the female sex, she has never 

done any more unpleasant nor more 

grotesque than the creature she plays 

in Beyond the Forest. This time she’s 

not only a mean one: she’s a callous 

and calculated fiend whose flamboy- 

ant selfishness and cruelties are on a 

virtually extra-human plane. As a 

matter of fact, she is so monstrous— 

so ghoulishly picturesque—that her 

representation often slips off into 

laughable caricature. We cannot imag- 

ine that King Vidor, her director, 

desired this, but we strongly suspect 

that he was working to make her look 

just as vicious as he could. He has 

harshened and uglified Miss Davis so 

that she’s as repulsive as a witch in a 

cartoon.” 

BOSLEY CROWTHER, The New York Times, 

October 22, 1949 

“King Vidor’s having his onscreen 

lovers quickly change from hate to 

passion got a laugh from the audience, 

just as it did in The Fountainhead. It's 

ticklish stuff even at its best—which 

this is not.” 

PHILIP K. SCHEUER, “Beyond the Forest Dissects 

Life of Vicious Woman,” Los Angeles Times, 

November 10, 1949 

LETTER FROM REGIONAL 

THEATER OWNER 

“I did see Beyond the Forest. For only 

the third time in my entire career as a 

picture exhibitor, I walked out. In my 

belief, the picture's box-office poison.” 

H. A. COLE, Allied Theatre Owners, Dallas Texas, 

Independent Exhibitors Film Bulletin, 

January 2, 1950 

“Bette Davis, in a long black 

wig for Beyond the Forest, 

is trying to get away from 

herself,” wrote Hedda 

Hopper. ‘I scarcely recog- 

nized her. No matter how 

long you're an actress, says 

Bette, ‘you never really feel 

like one until you get that 

pancake on.” Here is Bette, 

feeling like an actress as 

she plays a small-town 

housewife obsessed with 

escape. Dona Drake plays 

her ill-mannered maid. 
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ARTIST COMMENTS 

“Warner Brothers wouldn't cooperate 

with us on the Code cuts we wanted 

in Beyond the Forest. They said it was 

too late to rescore and remix the 

music behind the dialogue and the 

shots we wanted them to cut out. We 

had to threaten them with the $25,000 

fine. Well, it turned out that it was too 

late. So we came up with a plan so that 

the cuts could be made and the film 

be printed in time for the metropoli- 

tan exhibitors. 

“We first had the editor cut the 

shots that implied that the woman was 

seeking an abortion. They replaced 

the shot of the doctor's office with a 

shot of the door in a legal office, to 

show that she was seeking a divorce, 

not an abortion. 

“Then we made them reshoot a 

closeup of Bette Davis where she says 
‘T hope I die? We made them add: ‘And 

burn. So that the character admits 

that shes doing wrong and will pay for 
it. (I heard later that she had abro- 

gated her contract with the studio and 
this retake was the last thing she ever 
did there.) 

“Finally we got a small commercial 
outfit to shoot a preface—which as I 
recall, Geoff Shurlock wrote. This was 
to tell them that the woman was 
immoral, since there was no voice for 

morality in the film as it stood. Warn- 
ers reluctantly made these changes 
and released the film, jump cuts and 

all. You can see them and hear them. 

This was, to my best recollection, the 

only real crisis we had in what you call 

the ‘film noir’ period” 

Retired Production Code administrator 

Jack Vizzard to the author, January 27, 1998 

“King Vidor, who directed Beyond the 

Forest, told me that he could not 

remember a less rewarding moment 

in his long and historic life behind the 

camera. The picture was a low point 

in Bette Davis's career, which she has 

acknowledged with her usual candor. 

As for me, I will admit to having 

stumbled into several trash bins, but 

never such an important trash bin” 

JOSEPH COTTEN, Vanity Will Get 

You Somewhere 

“Billy Wilder liked Beyond the Forest. 
He told me that hed seen it three or 

four times. He talked a lot about the 

symbolism for the last scene.” 

KING VIDOR in Nancy Dowd and David 

Shepard's King Vidor 

“The line ‘What a dump is the only 
claim to fame that Beyond the Forest 
has or ever will have.” 

BETTE DAVIS in Whitney Stine’s Mother 
Goddam 

This 1974 prophecy proved to be inac- 
curate. Beyond the Forest has been 
recognized as an important film noir. 
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BORDER | 
INCIDENT 
METRO-GOLDWYN-MAYER 
RELEASED OCTOBER 28, 1949 

286 INTO THE DARK 

A MEXICAN AGENT AND AN 

AMERICAN AGENT ROOT OUT 

THE CRIMINALS WHO EXPLOIT 

BRACEROS CROSSING THE BORDER. 

“Bryan Foy, of Eagle-Lion, is following 

up his successful T-Men with another 

picture connected with the treasury 

department. It’s called Wetbacks and 

deals with the smuggling of aliens 

across the Mexican border. Title 

comes from the fact that the aliens 

often have to swim the Rio Grande” 

ig = B) BY ©) whol ote) “Talo t-[e1 m (ol van foYeye May Bred 

Angeles Times, January 14, 1948 

“Unlikely as it may seem at first glance, 

Border Incident bears the M-G-M 

imprimatur. Anthony Mann, John 

Alton, and John C. Higgins have 

wisely refrained from giving it the 

well-known Metro glamour treatment. 

Far from being prettied up, this is as 

ugly, brutal, and compelling stuff as 

Leo ever roared and shook his 

uncomprehending mane at.” 

PHILIP K. SCHEUER, “Incident Top-Notch 
Thriller,” Los Angeles Times, October 29, 1949 

SS 

Ricardo Montalban played a Mexican Federal _ 
agent in Anthony Mann’s Border Incident. 
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Top: Border Incident pits 

undercover agent Ricardo 

Montalban against border 

criminals who are exploit- 

ing and killing immigrants. 

In this scene he is trapped 

by Lynn Whitney, Howard 

da Silva, and Charles 

McGraw. 

Bottom: Arnold Moss 

hides Ricardo Montalban 

in a truck carrying braceros. 

“Produced on a modest budget, pic 

wraps a conventional yarn within a 

semi-documentary casing. Border 

Incident opens strongly with a depic- 

tion of the plight of Mexican laborers 

who annually migrate north for work 

on U.S. farms. Filmed on location, this 

section has an authentic quality and 

impact. When the plot, however, 

switches to tracking down a ring of 

border-running racketeers, the film 

unfortunately takes on the unconvinc- 

ing flavor of an old-fashioned 

melodrama.” 

Variety, November 30, 1949 

ARTIST COMMENT 

“I had more freedom on Border 

Incident at Metro because they didn't 
know what kind of animal I was” 

ANTHONY MANN in Max Alvarez’s The 
Crime Films of Anthony Mann 

Border Incident cost $741,000. 



THEY LIVE | 
BY NIGHT | 
RKO RADIO PICTURES 

RELEASED NOVEMBER 3, 1949 

TWO YOUNG OUTCASTS FALL IN 

LOVE WHILE THE POLICE CLOSE IN. 

PRODUCTION QUOTE 

“When Sam Goldwyn saw his two 

players, Cathy O’Donnell and Farley 

Granger, in Your Red Wagon, he said, 

‘I wouldn't sell their contracts for $1 

million. No! Not for $2 million! 

They are the greatest romantic team 

SSbeLeCaa Al beat-Wsr-velqrar-veteel Covert (el 

Colman!” 

HEDDA HOPPER, “The Song's the Thing,” Los 

Angeles Times, October 28, 1947 

Both actors would later describe 

Goldwyn's management of their 

careers as ruinous. 

laa 

“A commonplace little story about a 

picentretea arer:\ofcercceyensComeyemuetasevenlevitel 

his romance with a nice girl whom he 

picks up and marries is told with 

pictorial sincerity and uncommon 

emotional thrust in They Live by Night. 

Although it—like others—is misguided 

in its sympathies for a youthful crook, 

this crime-and-compassion melodrama 

has the virtues of vigor and restraint. 

As the young bandit, Farley Granger 

gives a genuine sense of nervous strain 

and is wistful and appealing in his brave 

approach to a piteous romance. Cathy 

O'Donnell is sincerely affecting as his 

drab but intense little bride, and Ian 

Wolfe is disturbingly shifty as a marry- 

ing parson in a Texas town” 

~BOSLEY CROWTHER, The New York Times. 

November 4, 1949 
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Farley Granger and Cathy 

O'Donnell are newlyweds 

on the run in Nicholas 

Ray's They Live by Night. 

Like many films of the 

1940s, They Live by Night 

sat ona shelf for a year 

before it was released and 

was then acclaimed for its 

darkly poetic vision. Por- 

trait by Ernest Bachrach. 
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LETTER FROM REGIONAL 

THEATER OWNER 

“Quite a few bobbysoxers turned out 

to squeal over Farley Granger, who 

shows considerable promise, but at 

the moment is beyond his depth and 

unconvincing as a pathetically 

wronged gangster. The picture is 

beautifully produced but drags along 

at a deadly slow pace to an ending 

which could have come in less than 

ninety-five minutes.” 

WILLIAM HAYDEN, Vacaville Theatre, 

Vacaville, California, Motion Picture Herald. 

April 22, 1950 

ARTIST COMMENT 

“We were almost through shooting 

Your Red Wagon when we learned 

that Howard Hughes was taking over 
RKO and Dore Schary was going to 

M-G-M. I don’t think anyone was 

terribly surprised to open Daily 

Variety and read that Hughes had 
shelved our film. Two years later it 
opened as They Live by Night ina 
small London art house. The English 
critics loved it. Soon after, RKO 
released it in the States, where it 

received excellent reviews.” 

FARLEY GRANGER, Include Me Out 





iit telel 
TWENTIETH CENTURY-FOX | 
RELEASED NOVEMBER 28, 1949 
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A SELF-PROCLAIMED MASTER 

OF HYPNOSIS PROPOSES TO CURE 

A PROMINENT WOMAN OF 

KLEPTOMANIA. 

PRODUCTION QUOTE 

“Charles Bickford gets a costarring 

role in Whirlpool. He plays a cop 

who studies psychology. Looks to me 

like the picture's going to be The 

Snake Pit with murder. Gene Tierney 

plays a psycho; Richard Conte, her 

psychiatrist husband; and Jose 

Ferrer, a hypnotist” 

HEDDA HOPPER, “Widmark Mature Star,” Los 

Angeles Times, May 28, 1949 

“Whirlpool is a highly entertaining, 

exciting melodrama that combines 

the authentic features of hypnosis. 

Ben Hecht and Andrew Solt have 

tightly woven a screenplay about 

the effects of hypnosis on the subcon- 

scious, but they, and Otto Preminger 

in his direction, have eliminated 
the phoney characteristics that might 

easily have allowed the picture to 

slither into becoming just another 

eerie melodrama.” 

Variety, November 23, 1949 
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“There is no doubt that people will do 

strange things under hypnotic spell 

and that the techniques of hypnotism 

may be villainously employed. But 

you don't catch this fairly rational 

corner accepting this obvious attempt 

to pull the wool over the eyes of an 

unsuspecting audience with a thor- 

oughly fabricated tale written by Ben 

Hecht and Andrew Solt. Jose Ferrer, 

the Broadway champion, is the 

smooth and piercing villain of the 

piece who mouths Mr. Hecht’ silken 

phrases with acid savor and burns 

folks with his eyes. Furthermore, 

haughty Gene Tierney plays the lady 

who is slightly off the track. All 

together, with several others, they 

labor to cast a spell. But their efforts 

are bleakly artificial. Youd better see 

this one in a state of trance.” 

BOSLEY CROWTHER, The New York Times, 

January 14, 1950 

LETTER FROM REGIONAL 

THEATER OWNER 

“No good for rural or small communi- 

ties. Acting splendid, especially Jose 

Ferrer. Why do they continue making 

those psycho pictures? They really 

don't go over. Didn't make expenses.” 

E. J. BUNNELL, Crist Theatre, Loveland, Ohio, 

Motion Picture Herald, April 8, 1950 

ARTIST COMMENTS 

“Otto Preminger and Darryl Zanuck 

hoped that Whirlpool, which is like a 

sequel to Laura—it had the same star, 

the same mood and atmosphere— 

would have the same success.” 

JOSE FERRER in Foster Hirsch’s Otto Preminger: 

The Man Who Would Be King 



THE RECKLESS 
MOMENT | 
COLUMBIA PICTURES 
RELEASED DECEMBER 29, 1949 
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WHEN A WOMAN COVERS UP A 

MURDER SHE THINKS HER DAUGH- 

TER COMMITTED, SHE FALLS PREY 

TO A SUAVE BLACKMAILER. 

PRODUCTION QUOTE 

WS ave)ardat-lereleyc elolure-¥! Breyanae-lel <3 

Is agony for poor, dear Max. 

Once, when they took away his crane, 

I thought hed never smile again” 

JAMES MASON on-the-set poem, in Wheeler 

Winston Dixon and Gwendolyn Audrey Foster's 

A Short History of Film 

REVIEWS 

“James Mason seems perversely 

attracted to pictures in which he can 

make delayed entrances and to roles 

idet-vecctacgsee(e)aeyCeelojelayervaeccyl yy 

redeemed by a touch of the poetic 

vagabond.” » 

PHILIP K. SCHEUER, “Odd Man Role Falls to 

Mason, Los Angeles Times, December 2, 1949 
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Above: James Mason sym- 

pathizes with blackmail 

victim Joan Bennett in 

Walter Wanger’s produc- 

tion of The Reckless 

Moment, which was 

directed by Max Ophiils. 

Opposite: The Reckless 

Moment was Joan Ben- 

nett’s last film noir outing, 

but it was a memorable 

swan song. 
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“The heroine of The Reckless Moment is 

a Balboa, Calif., lady who gets herself 

into a slight jam while her husband, a 

footloose bridge builder, is away in 

Germany. It seems that among her 

many problems of running a comfort- 

able home is one of removing the 

body of a no-good fellow whom she 

thinks her daughter has killed. She 

doesnt like dead men lying around. 

So she casually loads the body into a 

motor boat and lugs it off to an island 

where she hopes it will not be found. 

This, of course, is her indiscretion— 

her reckless moment—for not only is 

the body found by the police, but a 

blackmailer who, deeply touched by 

the lady, her beauty and her plight, 

falls in love, makes a sacrificial gesture 

and takes the blame for the supposed 

murder ere he dies. Thus Miss Ben- 

nett is able to phone her husband on 

Christmas Eve and tell him not to 

worry, that everything is all right at 

home. Maybe it is with that lady. 

Maybe she doesn't mind having done 

a completely stupid and plainly 

unprincipled thing. But it isn’t all right 

with this picture. The heroine gets 

away with folly. We don’t think this 

picture will” 

BOSLEY CROWTHER, The New York Times, 

December 30, 1949 

ARTIST COMMENT 

“Walter Wanger was a man who always 

wanted to be European. He didn’t 

know how to be European, but he 

wanted to be, so The Reckless Moment 

was rather the kind of film—like Brief 

Encounter, I suppose—that he would 

try to make. But it wasn't very good.” 

JAMES MASON in Rui Nogueira’s James 

Mason,” Focus on Film 2 (March-April 1970) 

The Reckless Moment cost $882,653. 

It grossed $717,188. The film was very 

poorly marketed by Columbia, which 

resulted in its being seen by almost no 
one in this country. After a period of 
years it was adopted by art and revival 

houses because of Max Ophiils’s 
growing reputation and was acknowl- 

edged as a superior film noir. 
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p. 298: A Bud Fraker 

portrait of William Holden, 

costar of Billy Wilder's 

Sunset Boulevard. 

A scene still of Humphrey 

Bogart and Gloria Gra- 

hame in Nicholas Ray’s film, 

In a Lonely Place. 

1950 
REPORT ON THE 

BOX-OFFICE CYCLE 

“It's a man’s world—on the screen. In 

the Motion Picture Heralds annual 

poll of exhibitors, Bob Hope edged 

out Bing Crosby as the top money- 

making star for 1949. Crosby had 

held the place for five successive years. 

Abbott and Costello held third place 

as they did in 1948. John Wayne, 

Gary Cooper, and Cary Grant were 

next. Whether you look at the girls as 

box-office or artistic favorites, those 

girls have been slipping: only four 

femmes make the first 25 ‘Money- 

Making Stars.’ Two—Betty Grable 

and Esther Williams—are among the 

Top 10, in seventh and eighth places, 

respectively. The other two are 

Loretta Young, No. 15, and June 

Allyson, No. 16. During the war, 

women succeeded in holding nearly 

half the Herald's list. Weekly Variety 

was able to muster only seven frails 

for its roster of 25—and these only 

after slapping on a precautionary 

heading: ‘Subject Matter Again Prime 

Factor in Pix Stars Achieving Top 

Rating’ Who is to say, for instance, 

how much Jeanne Crain contributed 

to the $4.2-million gross of Pinky—or 

whether it was purely subject 

matter—and to what degree Elia 

Kazan’s direction and Darryl FE. 

Zanuck’s production counted? 

“In an attempt to get at the ‘why’ of 

this deplorable condition, I consulted 

with three directors. The question | 

put to each went something like this: 

Today's screen is a masculine screen. 

To what do you attribute it? War, the 

aftermath of war, the influence of doc- 

umentaries, the hard-boiled cycle, 

lack of training or of opportunity for 

actresses—or what?” 

CLARENCE BROWN: 

“During the war, there was a dearth of 

males; there has been a superabun- 

dance ever since. Producers choose 

stories with them in mind. The girls 

just have to fall in behind. At one time 

everything had to give way in order to 

keep them beautiful. They even died 

beautifully. Now they die with rings 
tee under their eyes and no makeup 

GEORGE CUKOR: 

“It's economics. The slattern is up for 

awards because she reflects the times. 

Chivalry is dead. We have a different 

kind of ‘tortured’ girl. Instead of 

inhabiting a boudoir, she hangs on 

bars—cocktail or prison. There are no 

kept women any more, at least in the 

old gay-life sense. And there are no 

mysterious vampires who wreck 

homes. They are all Freudian now! 

“In Arthurian times, woman was 

worshipped. She was the queen and 

the man was on his knees. In the Vic- 

torian era, she was the protected one. 

Now she works and demands absolute 

equality. The kind of woman we saw 

around us in years past does not exist 
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in life, so she cannot exist on the 

screen. It would be fraudulent to put a 

woman on the screen as a character 

we don't know. 

“However, we lose sight of the fact 

that the very serious actresses—Garbo, 

Hepburn, Lillian Gish—were not top 

box office. Shearer and Crawford were, 

yes, but they were exceptions. Box 

office only indicates who has a suc- 

cessful picture, not who is a really 

great star. Anyway, these things run in 

cycles. I think the romantic love story 

is trying to come back.” 

“Blame the producer's fear of costly 

flops. He is disinclined to invest his 

money in an actress's performance. He 

no longer seems to have the time or 

patience to give the woman story the 

added work and care it requires. It has 

been easier to set several strong men 

at each other's throats and throw a 

little girl in there for seasoning. 

“The successful subjects in the past 

were contrived for specific actresses, 
embracing their special ability to dress, 

weep, lure, commit, confess, come 

home to die or disappear into the 

crowd. In the last few years writing 

costs have made producers wary of 

such speculation, so they wait for 

books and plays of proven success, yet 

there are not enough to supply female 

star talent; hence the lack of perform- 

ances by women. Too, the producer 

fears to trust a big emotional role to a 

newcomer; a bad guess is too costly. 

And the older and standard girls too 

often turn down roles because they 

think that, by the attempt to seem 

younger, they will only emphasize 

_ their age on the screen! 

“As for the writers, they're tired of 

submitting original woman stories 

because the femme fatale cliché is 

grounds for comedy today to the 

younger audience. The female in the 

tabloids gives a better performance. 

Soon, however, the producer must get 

back to his women, as Irving Thal- 

berg did in his series with Shearer, 

Garbo, and Crawford; as Paramount 

did years ago with Swanson, Dietrich, 

and Carole Lombard; as Warners did 

with Bette Davis—All This and 

Heaven Too still holds the record for 

his firm—and as Hal Wallis and Ana- 

tole Litvak did with Sorry, Wrong 

Number—and cleaned up!” 

PHILIP K. SCHEUER, “Will Feminine Stars 
Regain Film Favor?” Los Angeles Times, 
January 22, 1950 



The trend to male stars, whether as 

cause or effect, can be seen in the 

film noir genre, although major suc- 

cesses with female stars—Gloria 

Swanson, Joan Crawford, Jane Rus- 

sell, and Barbara Stanwyck—reflected 

the momentary comeback that could 

be seen in other genres; e.g., Bette 

Davis in All About Eve, Katharine 

~ Hepburn in Adams Rib, and Vivien 

Leigh in A Streetcar Named Desire. 

By the end of 1950, though, it was 

obvious that the era of the big- 

budget crime-and-detective 

melodrama—what we call film noir— 

was ending. 

LOOKING BACK AT 

FILM NOIR 

“Any director who says he didn't gain 

something from Citizen Kane is either 

a damn fool or is not telling the truth. 

_ Iran that film fifty times, a hundred 

times, and if you want to call that 

stealing, fine. If you want to call it 

absorbing, fine. Maybe I took nothing 

from it, only the thought.” 

JOSEPH H. LEWIS in Alain Silver, James Ursini, 

and Robert Porfirio’s Film Noir Reader 3 
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GUN CRAZY 
A KING BROS. PRODUCTION | 

DISTRIBUTED BY UNITED ARTISTS 
RELEASED JANUARY 20, 1950 

304 INTO THE DARK 

A YOUNG MAN WHOIS 

OBSESSED WITH FIREARMS. MEETS 

A YOUNG WOMAN WHO IS 

TRIGGER HAPPY. 

REVIEWS 

“Gun Crazy is not a pleasant story, but 

John Dall builds some sympathy as the 

male. Opposite him is Peggy Cummins, 
a sideshow Annie Oakley without 

morals. She is not too convincing. 

Script points up the physical attraction 

between Dall and Cummins but, 

despite the emphasis, it is curiously 
cold and lacking in genuine emotions. 

ISeLulleok gs touidatanivatetetcarvetenentccee lene 

both staying on the surface and never 

perauabelainvatelogetactiou sete er-te-(e(s ete 

Variety, November 2, 1949 

“Even with some adroit camouflaging, 

Gun Crazy is basically on a par with 

idolouestexjereluseeCebatveelsolellomataseye bm Mata 

main drawbacks are the stars them- 

selves, who look more like fugitives 

from a 4-H Club than from the law. 

Just why two such clean-cut young- 

sters as Peggy Cummins and John 

Dall should be so cast is something 

for the Sphinx, but they certainly give 

it the works. .. . At the risk of being 
drilled between the eyes by one of 
these sureshots, we must say that it 
takes more than crime and the King 
Brothers to make sows ears out of 
silk purses.” 

BOSLEY CROWTHER, The New York Times, 
August 25, 1950 



LETTER FROM REGIONAL 

THEATER OWNER 

“A very outstanding program for a 

little picture. Play it” 

MRS. DENZIL HILDEBRAND, Algerian 

Theatre, Risco, Missouri, Motion Picture Herald, 

July 22, 1950 

ARTIST COMMENT In this image, the unit stills 

photographer caught the 

“T wanted to build a genuine love story essence of the film. 

of two criminals who couldn't possi- 

bly lead a proper life. And who could 

judge them at the end as criminals 

who should die? The audience. But I 

wanted the audience to root for them, 

right from the beginning. And I 

believe that this possibility was cap- 

tured beautifully by the performances 

of Peggy Cummins and John Dall? 

JOSEPH H. LEWIS in Alain Silver, James Ursini, 

and Robert Porfirio’s Film Noir Reader 3 
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THE FILE ON 
THELMA JORDON 
PARAMOUNT PICTURES 
RELEASED JANUARY 18, 1950 

306 INTO THE DARK 

AS A MARRIED DISTRICT ATTOR- — 

NEY GETS INVOLVED WITH A 

WOMAN, HE IS PULLED INTO HER 

MURDEROUS PLOT. 

PRODUCTION QUOTE 

mA EVaaiale(olevevemn iusto une Capac (a7 

Angel and Glass Heart, has sold her 

newest novel to Hal Wallis. The File 

on Thelma Jordon is a story of crime 

in Los Angeles and a prosecuting 

attorney who falls in love with a girl 

accused of murdering her wealthy 

aunt. Barbara Stanwyck should star 

in the picture” 

HEDDA HOPPER, “Looking at Hollywood,” 

Los Angeles Times, September 1, 1948 

REVIEWS 

“Thelma Jordon unfolds as an 

interesting, femme-slanted melo- 

drama, told with a lot of restrained 

excitement.” 

“The File on Thelma Jordon,” Variety, 

November 2, 1949 

“Centering around the mad infatuation 
of a misguided assistant district attor- 
ney, married and a father, for a 
beautiful but wicked woman, this 
melodrama shapes up as a spottily 
suspenseful film of limited appeal. 
The theme is distasteful and the char- 
acters are unsympathetic, and some of 
the sequences are so long-drawn-out 
that they will cause the audience to 
Squirm in their seats.” _ 

Harrisons Reports, November 5, 1949 



LETTER FROM REGIONAL 

THEATER OWNER 

“The suds flew thick and fast. The 

women wept and loved it. A heavy- 

handed ‘psycho’ murder drama with 

emphasis on sex. It turned in a very 

satisfactory two days midweek, so Id 

be a fool to complain even though I’ve 

seen Stanwyck ‘pant’ through similar 

roles several times before.” 

WILLIAM HAYDEN, Vacaville Theatre, Vacaville, 

California, Motion Picture Herald, May 27, 1950 

ARTIST COMMENT 

“Barbara always had the character 

completely worked out. She would be 

sitting in her chair, her eyes closed, 

and her concentration on the scene 

she was to play. She never even looked 

in the mirror. Completely absorbed in 

her work, she would go without a 

word in front of the camera.” 

ROBERT SIODMAK in Ella Smith’s Starring Miss 

Barbara Stanwyck 

Poster art of Barbara Stan- 

wyck and Wendell Corey 

from Robert Siodmak’s 

The File on Thelma Jordon. 
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D.O.A. 
CARDINAL PICTURES 

DISTRIBUTED BY UNITED ARTISTS 
RELEASED APRIL 21, 1950 

Producer 
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308 INTO THE DARK 

A MAN WHO HAS BEEN POISONED 
HAS TO FIND THE CRIMINAL 
WHO DID IT BEFORE THE TOXIN 
TAKES FULL EFFECT. 

REVIEWS 

“D.O.A. poses the novel twist of 

having a man looking for his own 

murderer. That off-beat idea and a 

strong performance by Edmond 

O’Brien do a lot to hold it together. 

But script is difficult to follow 

and doesn‘ get into its real meat 

until about 35 minutes of footage 

have passed. Rudolph Maté’s 

direction of the first portion of 

the story lingers too long over it, 

spreading the expectancy very 

thin, but when he does launch his 

suspense-building, it comes over 

with a solid wallop.” 

Variety, December 28, 1949 



» 

“For all practical purposes, Frank 

Bigelow is as good as dead when he 

stumbles into Los Angeles Police 

Headquarters to unfold a fantastic tale 

about his own murder. Bigelow is a 

victim of ‘luminous poison; for which 

there is no antidote, and hence the 

producers of the film took as their 

title D.O.A., this being an abbreviation 

of a police term meaning ‘dead on 

arrival’ It is perhaps entirely natural 

for a man to want to know why he has 

been poisoned, so in the few days left 

to him on earth Bigelow undertakes 

some remarkable sleuthing to discover 

the reasons for his impending demise. 

Edmond O’Brien puts a good deal of 

drive into his performance as the 

unfortunate Mr. Bigelow. Pamela Brit- 

ton, as his secretary-fiancée, adds a 

pleasant touch of blonde attractive- 

ness, but the way she keeps hounding 

the poor fellow to express his affection 

is disconcerting. For all their efforts, 

however, D.O.A. adds up to only a 

mild divertissement.’ 

BOSLEY CROWTHER, “Melodrama Opens at 

Criterion,” The New York Times, May 1, 1950 

LETTER FROM REGIONAL In Rudolph Maté’s 

THEATER GWNER D.O.A., Edmond O'Brien's 

diagnosis sets the plot 

“Good picture for a double bill. in motion. 

It is different. Average business. Small 

town patronage.’ 

TOM POULOS, Paonia Theatre, Paonia, 

Colorado, Motion Picture Herald, 

June 16, 1951 
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THE DAMNED 
DON'T CRY 
WARNER BROS. PICTURES 
RELEASED MAY 13, 1950 

-DIIDE 
GERTRU 

1 HE oe € AN 

310 INTO THE DARK 

A WOMAN USES UNDERWORLD 

FIGURES TO CLIMB FROM 

LOWER-CLASS MISERY TO A LIFE 

OF WEALTH. : 

_ PRODUCTION QUOTE 

“Frank and Nancy Sinatras home 

in Palm Springs will be in The Victim, 

and Joan Crawford will live in it 

while shooting there.’ 

HEDDA HOPPER, “Wellman Discovers 

John Pershing III,” Los Angeles Times, 

October 10, 1949 



REVIEW 

“Take the old true-confession 
formula, slick it up with some syn- 
thetic ‘class, top it with gangster-film 
violence, and you have yourself a 
notion of this show. Joan Crawford 
runs the routine of cheap motion- 
picture dramatics in her latter-day 
hard-boiled, deadpan style. As a 
laborer’s wife, she plays it without 
makeup and with her face heavily 
greased (although fake eyelashes are 
still retained as a customary embel- 
lishment of a laborer’s wife). As a 

clothes model, she speaks the tough 
guys line and looks the mere men 

squarely and coldly in the face. And _— LETTER FROM REGIONAL In Vincent Sherman's The 
as the ultimately cultivated ‘lady; she THEATER OWNER Damned Don't Cry, Joan 
gives it the lofty dignity that goes Crawford gives her mentor ; “In spite of intense heat and a pre- (Jacqueline de Wit) a with champagne buckets and Palm Ea a 
Springs pools. A more artificial lot of once ener: Serer a ee acting could hardly be achieved well. The title is both intriguing and 
fe ihe men who su ee misleading; the trailer and advertising 
aie snes ieee jae definitely sell the picture short. It 

David Brian comes to a line such as, 

‘I like a woman who has brains, but 

when she also has spirit, that excites 

is a very good gangster story that 
really packs a wallop and is especially 
timely with the current craze for 

: a underworld investigations.” me, he virtually ends it with a lecher- 8 
ous “Hey-hey!’ Vincent Sherman’s 

direction is as specious as the script” 

WILLIAM HAYDEN, Vacaville Theatre, Vacaville, 
California, Motion Picture Herald, July 22, 1950 

BOSLEY CROWTHER, The New York Times, 

April 8, 1950 
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Left: Selena Royle has 

transformed Joan Craw- 

ford from low-class Ethel 

Whitehead to classy Lorna 

Hansen Forbes, but gang- 

ster Steve Cochran is 

suspicious. 
» 

Below: Steve Cochran and 

Joan Crawford strike 

black-and-white sparks in 

The Damned Don’t Cry. 

Opposite: The Damned 

Don't Cry combines the 

Joan Crawford formula 

with the film noir formula, 

so her glamorous ascen- 

dance has to be paid for. 

“The Damned Dont Cry captured the 

drive of an ambitious woman to 

improve her life while she is still 

young enough to attract men, but she 

ignores the cost and finally comes to 

grief. It also explored the gangster 

element in our society, being the first 

film to touch on the Virginia Hill- 

Bugsy Siegel romance and tragedy.” 

VINCENT SHERMAN, Studio Affairs 
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INA LONELY 
PLACE 
SANTANA PICTURES PRODUCTION 
COLUMBIA PICTURES 
RELEASED MAY 17, 1950 

344 INTO THE DARK 

A TROUBLED SCREENWRITER 

BECOMES INVOLVED WITH A 
TRUSTING GIRL WHILE SUSPECTED 
OF MURDER. ; 

PRODUCTION QUOTE 

“T believe in daring things. That is 

what really makes show business, 

what insures showmanship. I don't 

believe in wasting an ‘A effort on a ‘C’ 

story. You must have a solid, and if 

possible, a provocative subject, one 

that is off the beaten track. I feel that 

this picture, which we started as In 

a Lonely Place but which is now 

Behind This Mask, provides a fine 

opportunity, and Bogart is a wonder- 

_ ful star to work with. I directed Gloria 

Grahame before we were married, in 

A Womans Secret, so this is not an 

altogether new experience.” 

NICHOLAS RAY in Edwin Schallert’s 

“Special Agreement,” Los Angeles Times, 

December 4, 1949 



REVIEWS 

“Humphrey Bogart has a sympathetic 

role, though cast as one always ready 

to mix it with his dukes. As the 

screenplay scrivener who detests the 

potboilers, Bogart is excellent. He 

favors the underdog; in one instance 

he virtually has a veteran, brandy- 

soaking character actor (out of work) 

on his very limited payroll. Director 

Nicholas Ray maintains nice suspense. 

Gloria Grahame, as his romance, 

also rates kudos.” 

Variety, December 28, 1949 

“Humphrey Bogart is in top form in 

his latest independently made produc- 

tion, and the picture itself is a superior 

cut of melodrama. Playing a violent, 

quick-tempered Hollywood movie 

writer suspected of murder, Mr. 

Bogart looms large on the screen and 

moves flawlessly through a script 

which is almost as flinty as the actor 

himself. Andrew Solt, who fashioned 

the screenplay, makes no attempt to 

psychoanalyze Steele and neither does 

Mr. Bogart, but the actor plays with 

such terrific drive that one is content 

not to pick apart the characterization. 

Thus Dixon Steele remains as much of 

an enigma, an explosive, contradic- 

tory force at loose ends when the film 

ends as when it starts. In a Lonely 

Place comes off a dandy film.” 

BOSLEY CROWTHER, The New York Times, 

May 18, 1950 

Nicholas Ray's In a Lonely 

Place presents Hollywood 

as a place where insiders 

become outsiders without 

warning. Faded star Robert 

Warwick can hold court 

because alienated screen- 

writer Humphrey Bogart is 

buying his drinks. Agent 

Art Smith and actress 

Gloria Grahame innocently 

enjoy the scene. 
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Because Humphrey 

Bogart was producing his 

own vehicles, he could try 

complex, unpleasant roles. 

Opposite: The troubled 

writer spoils a pleasant 

outing; (I. to r.) Frank 

Lovejoy, Jeff Donnell, 

Humphrey Bogart, Gloria 

Grahame. 

316 INTO THE DARK 

LETTER FROM REGIONAL 

THEATER OWNER 

“The surprise ending was certainly a 

disappointment, and as a result it cer- 

tainly fell off after the first night. One 

of the few movies I’ve played that 

people actually walked out on after 

seeing less than half of the picture. 

Stilted corn! Can't seem to get any- 

thing decent from Columbia that pays 

off at the box office” 

LESTER E. SIEGEL, Jamestown Theatre, 

Jamestown, Rhode Island, Motion Picture Herald, 

October 21, 1950 

ARTIST COMMENT 

“In a Lonely Place was a very personal 

film for me. I tried to treat Hollywood 

the way I would a Pennsylvania cattle 

town. In Beaver, Pennsylvania, the 

same things happen as in Hollywood. 

In the first draft of the screenplay that 

I wrote with Bundy Solt, the end of 

the film was more clearly stated. 

Dixon kills Laurel and the detective 

arrests him. But I didn't like that 

ending. So I kicked everyone off the 

set, except for the actors, and we 

improvised the ending. We don’t 

know exactly what it means. It’s the 
end of their love, of course. But Dixon 
could also drive his car off a cliff, stop 
over in a bar and get drunk, or else go 
home to his old mother. Anything is 
possible. It’s left to the imagination of 
the audience.” 

NICHOLAS RAY in Kathryn Bigelow and 

Sarah Fatima Parsons’s “The Last Interview,” 

nicholasrayfoundation.org 





THE ASPHALT 
i 3 
METRO-GOLDWYN-MAYER 
RELEASED MAY 23, 1950 

318 INTO THE DARK 

FIVE MEN PLAN A MAJOR ROBBERY 

IN THE HOPES OF ESCAPING 
UNFULFILLED LIVES. 

PRODUCTION QUOTE 

mi loetereyelecicorucalcpetonvetianicog sets 

Hayden's performance in Asphalt 

Jungle is just that—sterling. This will 

put him on top, where he belongs.” 

HEDDA HOPPER, “Riviera Story,’ Los Angeles 

Times, November 16, 1949 

REVIEWS 

“The Asphalt Jungle is a study in 

crime, hard-hitting in its exposé of 

the underworld. Ironic realism is 

striven for and achieved in the writ- 

ing, production and direction. An 

audience will quite easily pull for 

Ldelaceiere) castorivelabaro.cratta toys Mey muets 

million-dollar jewelry theft around 

which the plot is built.” 

Variety, May 10, 1950 



“This film gives such an electrifying 

picture of the whole vicious circle of a 

crime—such an absorbing illustration 

of the various characters involved, 

their loyalties and duplicities, and of 

the minutiae of crime techniques— 

that one finds it hard to tag the item 

of exhibition repulsive in itself. For 

the plain truth is that this picture 

enjoins the hypnotized audience to 

hobnob with a bunch of crooks, par- 

ticipate with them in their 

plunderings, and sympathize with 

their personal griefs. Mr. Huston has 

filmed a straight crime story about as 

cleverly and graphically as it could be 

filmed. From the very first shot, in 

which the camera picks up a prowling 

thug, sliding along between buildings 

to avoid a police car in the gray and 

liquid dawn, there is ruthless author- 

ity in this picture, the hardness and 

clarity of steel, and remarkably subtle 

suggestion that conveys a whole 

involvement of distorted personality 

and inveterate crime. Mr. Huston’s 

The Maltese Falcon, which brought 

him to the fore as a sure and incisive 

director, had nothing in the way of 

toughness on this film.” 

BOSLEY CROWTHER, The New York Times, 

June 9, 1950 

LETTER FROM REGIONAL 

THEATER OWNER 

“The show suited me, but not many 

came. This one cost us all the profits 

we made on Father of the Bride” 

A. E. MASSMAN, Park Theatre, Columbia Falls, 

Montana, Motion Picture Herald, January 27, 1951 

ARTIST COMMENT 

“I thought The Asphalt Jungle was a hell 

of a picture, with beautiful perform- 

ances. It was easy to make because the 

people were so good. Everything was 

fine tuned.” 

JOHN HUSTON in Lawrence Grobel’s 

The Hustons 

Sterling Hayden, Anthony 

Caruso, and Sam Jaffe ina 

scene from John Huston’s 

The Asphalt Jungle. Pho- 

tograph by Sam Manatt. 
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THE 
UNDERWORLD 
STORY 
FILMCRAFT TRADING CORP... 
DISTRIBUTED BY UNITED ARTISTS 
RELEASED JULY 21, 1950 

320 INTO THE DARK 

WHEN A PHILADELPHIA REPORTER 

LOSES HIS JOB OVER A LEAKED 

STORY ABOUT A MOBSTER, 

HE GOES TO A SUBURBAN PAPER, 

AND THEN ENCOUNTERS THE 

SAME MAN. 

PRODUCTION QUOTE 

rs ‘Plenty of stirring action is promised 

picturegoers in The Underworld Story, 

a Jack Dietz presentation starring Dan 

Duryea, Gale Storm, and Herbert 

Marshall, which will screen Thursday 

at the Pantages and Hillstreet theaters” 

“Action Stressed as Selling Point,” Los Angeles 

Times, August 1, 1950 

“An alarmingly low opinion of newspa- 

per publishers and newspaper men is 

apparently held by the people who got 

together to make The Underworld 

Story, os journalism is presented as a 

wicked, corrupt and shameless trade. 

However, with Dan Duryea playing 

the reporter in his customary nasty, 

loud-mouthed way, one need not trou- 

ble too much about the damage which 

this film is likely to do. It is so poorly 

made, so haphazard, and so full of 

detectable holes that it carries no 

impact or conviction, regardless of 

credibility. Mr, Chester and his associ- 

ates are free to proclaim, if they wish, 

that newspaper men are no good. We 

think the same of his film? 

BOSLEY CROWTHER, The New York Times, 

July 29, 1950 
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SUNSET 
BOULEVARD 
PARAMOUNT PICTURES 

PREMIERED AUGUST 10, 1950 

322 INTO THE DARK 

AN OUT-OF-WORK SCENARIST IS 

FORCED TO ADAPT A WORTHLESS 

SCENARIO FOR A RECLUSIVE 

FORMER STAR. 

PRODUCTION QUOTES 

“It was mighty grim on the Sunset 

Boulevard set after Gloria Swanson 

shot and killed Bill Holden. The scene 

was a morgue, with Bill doing a relax- 

ing scene—with thirty-six actors 

covered with sheets, lying on marble 

slabs. Billy Wilder has wanted to do a 

scene like this for a long time. He was 

crazy about Evelyn Waugh’s book The 

Loved One and wanted the studio to 

buy it. He thought it would make 

_ another Lost Weekend. That’s the tale 

about Forest Lawn and a dog crema- 

tory that raised eyebrows. Waugh 

wrote it while he was here as a guest 

Co mY Cle cor @xe)eanaoeNVEyvaurverelyartet te) 

officials were trying to make up their 

minds if his book Brideshead 

Revisited could be filmed.” 

HEDDA HOPPER, “Montgomery Clift Air Lift 

Star,” Los Angeles Times, June 13, 1949 

“Recently, at a special showing of 

Sunset Boulevard for movie bigwigs, 

many of them sat there and wept. 

Each saw in it a bit of his own life. 

During the film, and at the end of it, 

Gloria got applause from the men 

who really know this business.” 

HEDDA HOPPER, “Career Trail Blazed by Gloria 
Swanson,” Los Angeles Times, April 16, 1950 



REVIEWS 

“Sunset Boulevard is a backstage melo- 

drama using a filmland, instead of a 

legit, locale. Because it is tied in with a 

pseudo-exposeé of Hollywood, the peek 

behind the scenes undoubtedly will 

fascinate a considerable slice of the 

public. Charles Brackett and director 

Billy Wilder, along with co-scripter 

D. M. Marshman Jr., have used an 

iconoclastic approach that will help 

shatter the public’ illusions and which 

does much to perpetuate filmland 

myths and idiosyncrasies. On this 

count they rate a nod for daring, as 

well as credit for an all-around film- 

making job that, disregarding the 

unpleasant subject matter, is a standout. 

“The industry family circle will 

appreciate the exposure of studio 

foibles. Picture bares with consider- 

able sting a lot of half-truths that are 

generally accepted as fact, plus adding 

quite a few glib cracks of its own. 

William Holden's stock within the 

industry should mount after his 

standout job as the young writer 

enmeshed with an old woman. 

“Miss Swanson, returning to the 

screen after a very long absence, socks 

hard with a silent-day technique to 

put over the decaying star she is called 

upon to portray. Erich von Stroheim, 

as the butler and original discoverer, 

delivers with excellent restraint. Only 

two other members have a chance at 

more than a few lines but they come 

over with a wallop. Nancy Olson, 

comparative newcomer, more than 

holds her own in trouping with the 

more experienced performers. Her 

work as the studio reader who falls for 

Holden is splendid. The other per- 

former rating more than a mention is 

Cecil B. DeMille. He plays himself 

with complete assurance in one of the 

few sympathetic roles” 

WILLIAM BROGDON, Variety, April 19, 1950 

Left: In Billy Wilder's 

Sunset Boulevard, silent 

star Norma Desmond 

(Gloria Swanson) explains 

screenwriting to screen- 

writer Joe Gillis (William 

Holden). 

Right: This is poster art of 

William Holden, and of 

Erich von Stroheim, who 

was a retired silent-film 

director called back to Hol- 

lywood to play a retired 

silent-film director. 
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“A segment of life in Hollywood is 

being spread across the screen in 

Sunset Boulevard. Using as the basis of 

their frank, caustic drama a scan- 

dalous situation involving a faded, 

aging silent-screen star and a penni- 

less, cynical young scriptwriter, 

Charles Brackett and Billy Wilder 

(with an assist from D. M. Marshman, 

Jr.) have written a powerful story of 

the ambitions and frustrations that 

combine to make life in the cardboard 

city so fascinating to the outside world. 

Sunset Boulevard is by no means a 

rounded story of Hollywood, past or 

present. But it is such a clever com- 

pound of truth and legend—and is so 

richly redolent of the past, yet so con- 

temporaneous—that it seemingly 

speaks with great authority. Sunset 

Boulevard is that rare blend of pun- 

gent writing, expert acting, masterly 

direction, and unobtrusively artistic 

photography which quickly casts a 

spell over an audience and holds it 

enthralled to a shattering climax. 

“Gloria Swanson was coaxed out of 

long retirement to portray the 

pathetic, forgotten film queen, Norma 

Desmond, and now it can be said that 

it is inconceivable that anyone else 

might have been considered for the 

role. Even when she is not on the 

screen, her presence is felt like the 

heavy scent of tuberoses which hangs 

over the gloomy, musty splendor of 

her memento-cluttered mansion. The 

fantastic, Babylonian atmosphere of 

an incredible past is reflected sharply 

in the gaudy elegance of the decaying 

mansion in which she lives. 

“Playing the part of Joe Gillis, the 

scriptwriter, William Holden is doing 

the finest acting of his career. His 

range and control of emotions never 

falters and he engenders a full meas- 

ure of compassion for a character 

who is somewhat less than admirable. 

Hounded by collectors from the 

auto-finance company, the struggling, 

disillusioned writer grabs an oppor- 

tunity to make some money by 

helping Norma Desmond to fashion 

a screenplay. He is indignant when 

Norma insists that he live in her 

house, but gradually his self-respect 

is corroded by easy comforts and he 

does nothing strenuous to thwart her 

unsubtle romantic blandishments. 

But while all the acting is memorable, 

one always thinks first and mostly of 

Miss Swanson, of her manifestation 

of consuming pride, her forlorn 

despair, and a truly magnificent 

impersonation of Charlie Chaplin. 

“This is a great motion picture, 

marred only slightly by the fact that 

the authors permit Joe Gillis to take us 

into the story of his life after his 

bullet-ridden body is lifted out of 

Norma Desmond's swimming pool. 

That is a device completely unworthy 

of Brackett and Wilder, but happily it 

does not interfere with the success of 

Sunset Boulevard.” 

THOMAS M. PRYOR, The New York Times, 

August 11, 1950 



“Superior attraction but not too 

suitable for small towns. We failed to 

do average business on same after 

an intensive campaign. The busy 

harvest season accounts partially for 

a poor gross.” 

LEE BREWERTON, Capitol Theatre, Raymond, 

Alberta, Canada, Motion Picture Herald, 

October 21, 1950 

In Sunset Boulevard, Cecil 

B. DeMille played himself 

as he really was, authorita- 
ARTIST ( 

tive, wry, and considerate. “A director-writer like Billy Wilder Nee eenani eer 

is a creator. He and Charles Brackett acl ore het pani eps 

made it all so effortless for me with film veterans: Mae Murray 

their brilliant dialogue. It came so SINAN 

easily. It didn’t even seem like work. 

It was the first time P’ve been happy 

since Golden Boy [1939]. I was 

even—this is a trite word, I know— 

inspired.” 

WILLIAM HOLDEN, in Philip K. Scheuer's “Bill 

Holden Laughs Last,” Los Angeles Times, Febru- 

ary 25, 1951 

Sunset Boulevard cost $ 

grossed $5 million. 
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Opposite: In film noir, 

obsessed characters have 

unrealistic expectations. 

Right: At the conclusion - 

of Sunset Boulevard, — 

Norma Desmond turns 

alienation into sanctuary. 

Next page: Norma 

Desmond uses a projector 

arc as a spotlight in : 

Sunset Boulevard. 
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‘tauren Bacall says she enjoys ~ 

To Have and Have Not. The New 

York Times’ Bosley Crowther calls Joan Crawford in 

Possessed a “ghost wailing for a demon lover beneath 

a waning moon.” An Indiana exhibitor rates the classic 

Murder, My Sweet a “passable program picture.” 

Illustrated by hundreds of rare still photographs, 

Into the Dark conveys the mystery, glamour, and irony 

that have made film noir surpassingly popular decades 

- after these films were first introduced. 
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