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SELECTED Pictures Guide
This department lists pictures selected ly

the Review Committee of the National Board

of Review as worthy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture. 'The

choice of the pictures included is iased upon
principles of selection developed through long

study of puilic preference as to what consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the reviews and audience recommend'
ations of the pictures. The Review Committee
consists of approximately 300 trained members
representative of widely varied interests who
volunteer their services.

Key lo Audience Suiiabilit})

i—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren under 12.

—Pictures especially worth seeing as above the

average "selected" picture.

f ARIZONA WILDCAT—Jane Withers. Leo
Carrillo. From an original idea by Frances
Hyland and Albert Ray. Directed by Her-

bert I. Leeds. An amusing Western with

Jane Withers giving valuable aid in round-

ing up the bandits and murderers. Has
plenty of enjoyable action. 20th Century-

Pox.

f BALDEVINS BROLLOP (Baldevin's Wed-
ding)—Edvard Persson. Based on play by
Wilhelm Krag. Directed by Emil A. Pehr-

son. A most enjoyable picture with plenty

of first-rate comedy. Tlie story of a tramp
who is turned into a sea captain through
marriage with a rich widow. Suffers from
loose plot development and bad English

titles, but story, acting and fine land and
sea scapes definitely outweigh its defects.

Instructive Swedish background. Scandi-

navian Talking Pictures, Inc.

fj CHRISTMAS CAROL. A—Reginald Owen,
Terry Kilburn, Gene Lockart. Novel
by Charles Dickens. Directed by Edwin L.

Marin. Dickens' Christmas classic, of the

reformation of the old miser Scrooge. Metro
Goldwyn-Mayer.

m COMET OVER BROADWAY—Kay Francis.
Ian Hunter, John Litel. Based on. novel by
Faith Baldwin. Directed by Busby Berkeley.
A woman achieves a great success as an
actress, to get money to free her husband
from prison, then gives up love to go back
to him. A theatrically motivated story for
Kay Francis admirers. First National.

f *DAWN PATROL, THE—Errol Flynn, David
Niven, Basil Rathbone. Original screen
story by John Monk Saunders. Directed by
Edmund Goulding. A stirring and moving
picture of life in the English Aying forces

in France In the Great War. The emphasis
is put strongly on the uselessness of such
human sacrifice as the film shows. Warner
Bros.

f DESTINO DI DONNA (Woman's Destiny)—Nino Besozzi. Story by Mario Camerini.
Directed by Guido Brignone. The story of
a girl abandoned by her lover and the
problems that face her when she meets life

with her child. Nothing new about the
story, but the background of the girl's work
and struggles is well done and convincing.
Suggested for Italian audiences. Roma
Films.

f DRAMATIC SCHOOL—Luise Rainer, Paul-
ette Goddard, Alan Marshall. Hungarian
play "School of Drama" by Hans Szekely
and Zoltan Egj-ed. Directed by Robert B.
Sinclair. The story of a girl, intensely
determined to be an actress, in the Paris
national dramatic school, and how through
suffering she attained success. Metro-Gold-
wyn-Mayer.

f *DUKE OF WEST POINT. THE—Louis Hay-
ward, Joan Fontaine. Original screen story
by George Bruce. Directed by Alfred E.
Green. For those who relish the honor
and glory of West Point here is the perfect
picture. The story of an unlicked cub and
his trials and tribulations as a cadet is

told with a great deal of humor against a
serious background of tradition and mili-

tary discipline. Should be extremely popu-
lar with the family. United Artists.

f FRAM FOR FRAMGANG (Road to Suc-
cess)—Jussi Bjorling. Manuscript and di-

rection by Gunnar Skoglund. The story of

a young tenor trying to break into radio,

and how a young plaj^right and a young
actress contrived a sensational debut for

him. Pleasant entertainment, and splendid
singing by a coming great tenor. There are

English subtitles, though the dialogue is all

in Swedish. Scandinavian Talking Pictures,

Inc.

fj FRONTIERSMEN. THE—William Boyd.
Based on story by Clarence E. Mulford.
Directed by Lesley Selander. A good west-

ern with Hop-a-long Cassidy and his two
cronies all vieing for the love of the pretty

school mistress. Excellent riding and the

children are all very good. Paramount.

f GIRL DOWNSTAIRS, THE — Franciska
Gaal, Franchot Tone. Story by Sandor
Hunyady. Directed by Norman Taurog. A
light and amusing story of a wealthy young
man. who, having diflBculties with his sweet-

heart's father, poses as a chauffeur to gain

entrance into her house and engages a

scullery maid to help him. In the end he
falls in love with the maid. Well acted and
directed. Metro-Goldwyn-Mayer.

{Continuecl on page 15)
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National Board of Review Conference Program
The Conference of the National Board of

Review to be held next month, February

2nd to 4th, in Nevv^ York City offers an

especially interesting and varied program.

We hope that many readers of our Maga-
zine are going to be able to attend, and for

their information we give here some of the

details of program and plans.

The Conference opens on Thursday morn-

ing, February 2nd, with a special session on

the subject of "Television Today" in New
York City's radio station WNYC. This

session will be addressed by Stanton Griffis,

Chairman of the Executive Board of Para-

mount Pictures, Inc., and Allen B. Dumont,
of the Allen B. Dumont Laboratories, talk-

ing on "Technical Aspects of Television"

and "Television—the Unknown Quantity".

Following the addresses there will be a con-

ducted tour of the station.

The first session on the topic "The Mak-
ing of a Motion Picture" will be held Thurs-

day afternoon at the Hotel Pennsylvania.

The various phases of motion picture pro-

duction to be treated that afternoon are "The

Making of a Scenario," "The Research

Worker's Job," "The Problem of Casting,"

"The Designing of Costumes," "Music in

the Motion Picture."

Thursday evening the Conference dele-

gates will be guests of the Motion Picture

Appreciation course conducted under the

joint auspices of the School of Education

of New York University and the National

Board. The topic of that evening is "The

Centenary of Photography" and the speaker

is Therese Bonney. There will be an exhi-

bition of Lumiere relics and showing of

special French films.

Friday morning the Conference delegates

will have opportunity to take part in a panel

session on the subject of "Community Mo-
tion Picture Activities." This session meets

at 10 o'clock at the Pennsylvania.

The second part of the topic "The Making
of a Motion Picture" will be presented Fri-

day afternoon at 2 :30 under the following

titles: "The Director's Work," "Camera-

work and Lighting," "Sound in the Motion

Picture," "The Actor's Angle," "Montage

and Editing." Among those who will speak

at the sessions on "The Making of a Motion

Picture" are: Dudley Nichols, President

Screen Writers' Guild, winner of the Acad-

emy Award for his adaptation of The In-

former, author of the screenplay for Hurri-

cane and many other films ; Ladislaus Czet-

tel. Costume designer for the new MGM
picture "Pygmalion" and the Reinhardt pro-

ductions at the Salzburg Festivals; David

Mendoza, Nine years Musical Director of

the Capitol Theatre, New York,scored and

presented : The Big Parade, Ben Hur, White

Shadows of the South Seas; Marion Rob-

ertson, Eastern Talent Scout for RKO
Radio Pictures, Inc.; Reeve O. Strock,

Sound Director, Eastern Service Studios

;

and the popular star Franchot Tone.

Friday evening there will be a special film

showing.

Saturday morning the Conference dele-

gates will have brought to them the work of

the Junior 4-Star Clubs with the reporting

by Club advisors and juniors and the show-
iContinued on page 23)
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"A Director at Work"
By John Brahm

From a radio address delivered under the
auspices of The National Board of Review over
Station WHYG on October 20th, 1938. Mr.
Brahm is known as the director of "Broken
Blossoms" {English version), "Penitentiary"
and the recently released "Girls' School".

WHEN I directed my first film

Broken Blossoms a few years ago

in England I approached the work

with a good deal of uncertainty as to how I

should make out. Not only was I to direct

a modern version of a famous silent picture,

but also I had to make myself at home in an

entirely new medium. I had never before

studied the technique of the movie from in-

side a studio. In twenty years as a stage

producer in Vienna I never thought I would

ever direct films.

Still, as an interested member of the

movie audience I had been familiar with mo-
tion pictures for a long time. Even in the

days when the Germans were making their

most important silent films I was greatly

interested in American productions. The
German films, for all their importance,

seemed to me too ponderous; too weighed

down with their content and attempts to put

something across. Whereas the American
silent films had nothing of that : I admired

from the first the fact that no matter how
important or dramatic their subject, they

never forgot to give it great entertainment

value as well. Then, of course, there was
the additional advantage of the skill with

which they were put together and stripped of

all superfluous material.

On the whole, perhaps, I am one of those

people who feel that the silent films were
the best—what the highbrow fans would call

"the purest cinema." But I think the basis

of the movie is the same today : you simply

cannot get away from the fact that pictures,

and not words or sounds, are the basis of the

film. Sound and speech have simply added
another element that can be of great assist-

ance to the director. We find a rather

similar use in Beethoven's Ninth Symphony
—there, in his last movement, he decided

that musical instruments were inadequate

to his purpose and suddenly introduced the

human voice. This, I feel, should be the

attitude of the film director; he should look

upon speech as something to be introduced

only when the technique of the camera is in-

adequate.

Sometimes I have whole sequences in my
films where there is no dialog at all. There
is enough visual attraction for the audience

to make words unnecessary. But if a di-

rector is going to work on this principle he

must plan his action and continuity with the

greatest care. I am not one of those direc-

tors who do very little planning before they

shoot—who prefer to wait until the moment
comes and then rely upon instinct or inspira-

tion, or whatever you like to call it, to tell

them what to do. I like to follow a blue-

print all the way.

This method was more or less forced on
me when I made my first picture Broken
Blossovis. As I have told you, I knew
nothing about camera work, or how to set

about making a picture, but I had orders to

make one ! So I sat up night after night

with the script girl, trying to get in advance

a clear conception of what was to be done

and to visualize everything down to the last

detail. Since then I have found this method
good for other reasons as w^ell. It makes
the work go much more smoothly for every-

body. When your sets are all down on

paper—everj'thing from camera angles to

dialog—there's no argtmient about anything.

Both actors and director feel they are simply

following a fixed plan: each scene has been

worked out in relation to the type of char-

acters and the mood of the moment, and to

improvise would not only seem unnatural

but would throw everything out of Hne.

I don't want you to think that so much
careful preparation means that the actors

are strictly controlled ; trained in every

movement and inflection. I am very much
opposed to that kind of dictatorial behavior.

Nothing is worse for an actor than to feel

that his director is his boss. However care-

ful I may be about plans and details, I never

forget that my actors must be feeling com-
fortable and confident. So I try to be as
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casual as possible with them, and to give the

impression that what is coming is something

quite straightforward and simple ; that there

is no cause for worry either for them or for

me. If they feel that I am nervous and

tense they will soon begin to feel the same

way and all their naturalness Avill go.

Of course the director must make it his

job to see that eveiything that stands in the

way of natural acting is eliminated. For
instance, you often find that actors see the

script for the first time when they go onto

the set. This is not my way. I let them

get on good terms with the script and re-

hearse them thoroughly well in advance. A
clear conception of character and mood is

essential to the actor as well as to the di-

rector. And for the same reason I am very

careful about my sets. A set must always

inspire the right mood both in me and in my
players. If the scene is an intimate one, the

set must give a feeling of intimacy by itself.

The actors must feel its intimacy as soon as

they walk on. Then all they have to do is

behave naturally—just as they would in their

o vn living-room, kitchen, garden, or wher-

ever it is. This makes it all sound very

easy, I know, but that is the feeling I try

to arouse in the actors.

You have probably heard people say that

the camera is really the eyes of the audience,

following everything that needs to be seen,

nearer or farther from what it is looking

at according to the dramatic or narrative

emphasis the director is looking for. Natur-

ally this makes it difficult for the actors not

to be conscious of the camera. Everything

m.ust be done in relation to the camera, and

yet as if the camera were not there. The
camera should help to bring into harmony
all the important elements—rhythm, timing,

mood, characters—and it should be made to

do so in the most economical manner pos-

sible. Otherwise the audiejice, without

knowing why, will feel dissatisfied with the

picture and may, quite wrongly, blame the

stor}' or the actors, when actually it is

simply the wrong treatment of the film

as an entity that has made it unconvincing.

Technique always gets in the way—you

have to have the camera, but it is a terrible

nuisance and must be used so no one is

conscious of it; just as in listening to music

you simply hear the music without being

aware of the instrument behind.

Apart from careful rehearsing and plenty

of tact the important tiling is to have the

sets and props so arranged that what the

actor has to do is about the onl)- thing he

ca)i do. Arrange things in such a way that

it is almost impossible for him to step out of

the camera line or make other obvious mis-

takes. As a result the actors won't have

to work hard to obey directions
;
everytliing

will come naturally from within them, and

the more perfectly played a scene is, the

more they will think that they are entirely

responsible for it. But since I have spent

the greater part of my life dealing with hu-

man beings on the stage, I feel I can claim a

good deal of the credit when things run

smootlily. My experience has helped me
tremendously in developing a certain sense

of shownnanship and dramatic value, as well

as in handling actors. The result is that

harmony between the human and technical

elements is made much simpler.

I would also like to say a word or two

about the part played by costumes in these

matters. Hollywood is one of the fashion

centers of the world, and consequently,

every now and then, its actresses feel that

they can't afford to look natural on the

screen. So I make a point of supervising

the costume work and the work of the hair-

dresser, to make sure that a simple person-

ality is not made too glamorous—or vice

versa. This is very important, because

nothing is more ruinous to the mood of a

scene than a costume or coiffeur that is not

in keeping with the character who wears it.

I always insist on my own way in such

matters—^let the geese look like geese and

not artificial swans.

One point I would like to mention is one

that is worrying for every director with

initiative. When I was a stage producer

in Vienna I produced every sort and kind

of show, from classics to the French farce.

But in Hollywood most film executives seem
to think that if you make a good job of a

murder story you must go on committing
murder all your life. This is understandable

in a way, because if they see that you bring

in money with a certain type of story, why
should they risk letting you tn,- something
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quite different? I have been lucky in this

respect; I have been fairly successful with
different kinds of films, but before I was
allowed to make Girls' School I had to sub-

mit to a test, just as actors have to go
through a test for a part. Although some
directors may welcome it, I am strongly

against limiting directors too strictly, be-

cause I believe more in the way in which

things are done 'than in the subject matter

itself.

Sometimes you will find, of course, that

repetition of individuality is more tiresome

than repetition of story. It seems to make
all the stories look alike, no matter how
different they may be in plot and content.

But that is because the director is trying to

make a picture about himself, instead of

about the people in the story.

As a director I, personally, find Holly-

wood exactly the right atmosphere for film-

making. But there is one point I'd like to

bring up—one which I feel is a serious point

of consideration. I believe the Hollywood
companies keep their directors, producers

and executives down there for over-long

periods. Hollywood is a good place to be

in, but it should not become a rut. A di-

rector should not go for long stretches, as

is sometimes the case, hardly ever seeing

things and people outside the studios. If a

person is to keep his mind fresh and recep-

tive to the affairs of everyday life he should

get away regularly and come in contact with

the world. Otherwise he gets rusty, not

only in regard to the very important things

in life, but over small, daily matters in the

business of living, and over the thousands

of jobs and occupations that occupy the

minds of people who are not living and

breathing motion pictures all the time.

The Foreign Film and Hollywood
This is the summary of a radio discussion

presented under the auspices of the yational

Board over Neio York City's Station WNYC. In

it. Mr. Jean Lenauer, Director of the Filmarte

Theatre in New York City, replied to questions

ty Mr. Frank S. Nugent, Film Editor of the

Neu- York Times.

THIS is a specially apt time to make a

few comments on the position of the

foreign film in relation to Hollywood.

Not since the pre-talkie days has interest in

foreign productions been so great. Last

year the New York Times reviewed about

six hundred pictures : two hundred and fifty

of them came from abroad. The New York
Film Critics' prize for the best foreign film

has gone to France for two straight years

:

the 1936 prize-winner was "Carnival in

Flanders" and the winner last year was

"IMayerling". Both had their premieres at

the Filmarte Theatre in New York.

Recently there has been a good deal of

controversy about foreign films versus Hol-

lywood. When Sam Goldwyn returned

from Europe last year, he said ; '"The crisis

for the American picture is here. Foreign

studios threaten the supremacy of Holly-

wood. . .
." Now 'Sir. Goldwyn is a man of

great prominence in the movie world, and as

a precautionar}- measure I don't think I

should disagree with him. At the same time

I do not believe that Hollywood needs to

fear foreign producers—not even the

French, who have made great strides in the

last few years. I question whether the aver-

age American is interested in foreign films.

I still feel their appeal is limited.

When I say limited I don't mean limited

to those who understand the language. I

mean limited to those looking for the un-

usual ; to those who will go off the beaten

track for their entertainment. And I am
not referring here to the so-called intelle-

gentsia. The people who go to foreign films

are not "arty", they are entertainment buy-

ers. They want their money's worth. The
proof of this is the fact that mediocre for-
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eign films usually fail miserably in this

country.

I am sure there are people who would
question strongly my contention that the ap-

peal of the foreign film is limited. They
would point to Carnival in Flanders, for in-

stance, as an example of a foreign film

which was put into the RKO circuit. But
they would not know that this film remained

little more than one day in the RKO theatres

and was then withdrawn—despite the fact

that it had run for fourteen weeks at the

Filmarte. It is true that it played at several

other theatres afterwards, but in Boston, for

example, it was held for only three weeks,

while an English-speaking film. Moonlight

Sonata, was breaking records up there with

a run of five months I And this despite the

fact that Moonlight Sonata did not receive

particularly good reviews.

One can only explain such things by say-

ing that it all boils down to the question of

public taste. I think the average movie-

goer is scared of a French picture—of any

foreign picture. Once you get him over

that mental handicap he is likely to do what

some people did at the Filmarte when Carni-

val was running—come back ten and twelve

times ! Of course, this is an exceptional case

and the only other foreign picture with a

comparable record is Mayerling. Yet the

receipts drawn by Mayerling from all over

the country would be considered insignificant

as against the box-office returns of a picture

like Alexander's Ragtime Band.

Taking all in all, however, I don't think

people are as scared of foreign-language

films as they were a few years ago. There

is not the same prejudice, and I think May-
erling has been a great factor in reducing it.

Not because the public overcame their

prejudice suddenly, but because Charles

Boyer was in it and he is a star who has

become quite well-known to American audi-

ences through his work in Hollywood. Be-

cause of Boyer, many people went to see it

under the impression that it was an Ameri-

can film. Most of them liked it. But I am
sure they would never have ventured in had

they known the film was in French with

English subtitles.

Here, I think, lies the solution for over-

coming the hazard of a foreign language. It

is a solution that lies not in the language but
in the stars. This sounds as though I meant
to cast a horoscope, but the stars I mean are

strictly earthbound. We must realize that

American pictures are popular in France
largely because the American film stars are

so well known there. Garbo, Crawford and
Cooper are as widely-pubHcized in France
as they are here, and are just as popular as

the home talent. The same would be true in

this country if French stars were publicized

on a wide scale.

Let me add quickly that I am not propos-

ing that the French bombard us with bally-

hoo about their Shirley Temples and Clark

Gables 1 That would be like bringing nuts

to Brazil. All I mean is that American
audiences would be, not more receptive to,

but more eager to meet foreign films if they

knew a little more about the players.

Of course if you go through a list of

French stars you will find a number besides

Bo} er, who are quite well-known over here.

There is Danielle Darrieux, Annabella,

Fernand Gravet, Simone Simon, Hedy
Lamarr and one or two others. But their

names are known only because they have

worked in Hollywood : none of them was
widely known to the general audience before,

even though they all had appeared in several

foreign pictures. In fact, one of the very

few French actors who has a reputation here

although he has never been to this country,

is Harry Baur. He is the notable exception

to the rule.

In France the M^hole publicity set-up is

very different to what it is here. French
stars are not ballyhooed nearly as much as

Hollywood players are for the reason that a

French star is never signed for long terms.

He is signed for just one picture. When
that is completed he has to sign a new con-

tract—usually with a new producer. Con-
sequently no star receives the extensive pub-

licity build-up the Hollywood glamour boy
or girl gets. This, in turn, cuts down the

fan-public tremendously. I'd say that for

every ten thousand American fans there are

ten French ! And, incidentally, a French
star's private life is private. There's none
of this petty gossip about who has who's

little golden key. . . . And another thing

that would seem strange here is the fact that
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in France directors are as papular as stars.

Men like Renoir, Duvivier and Guitry get

equal billing with the plaj-ers. Their names
mean something at the box-office.

There are other, more fundamental differ-

ences I should like to mention. I have al-

ready noted that Harry Baur is about the

only French star outside Hollywood who is

known for his French record. This may
strike you as strange, since Baur is a char-

acter actor, not a romantic type at all. But
in France the public doesn't insist on having

romantic stars. Or, at least, it doesn't see

why middle-aged men and women are neces-

sarily unromantic. If France doesn't actu-

ally practice the doctrine "Life Begins at

Forty", at least it pretends that life doesn't

end at 25—as one is led to believe by Holly-

wood. A glance at a list of France's most

noted stars will show you this : Raimu,

Francoise Rosay, Jean Gabin, Louis Jouvet,

Sacha Guitry, Eric von Stroheim (we count

him a French star now—after Hollywood

is through with him)—all these are well out

of the juvenile class. I remember when
Carnival in Flanders was shown to a group

of film executives at a preview in New York.

They thought it was a good picture, but said

it wouldn't attract a corporal's guard in this

country. There were no young people in it

—not in the major roles, anyway. The
executives were amazed that the romantic

lead should be given to a matron like Fran-

coise Rosay.

But let us return to our original point, the

question of the popularity of foreign films.

Can we say that they will ever again be as

popular as they were before the talkies

—

when an actor could be equally eloquent,

without saying a word, in German, French,

Italian and English?

Personally, for all their increasing popu-

larity, I don't believe foreign pictures could

ever have the appeal of the Hollywood
product. And there is more to this than the

mere language question. Hollywood delib-

erately sets out to make pictures of broad

general appeal ; films that are calculated to

be as entertaining in Timbuctoo as they are

in Hoboken. But in France, for example,

a picture is made for the French. If it hap-

pens to please an English, French, Italian

or American movie-goer, it is purely an ac-

cident—an unintentionally lucky thing for

the producer.

Naturally this raises the question of which
method is the right one? Should Hollywood,

for example, set out to make pictures for

Americans only? From the economic view

there is something to be said for this. Pic-

tures could be made more cheaply if they

were intended for the domestic market. In

most cases Hollywood producers work with

one eye on home and the other abroad. In

order to recover the money spent on a film

like Marie Antoinette it is necessary to draw
large revenues from foreign countries. In

a sense a limited budget is desirable. No
money can be wasted, so the producer is

forced to substitute ingenuity and talent.

I am not suggesting, of course, that a low

production budget invariably brings out the

best in a producer. But I do know that

mere expensiveness is no guarantee of a pic-

ture's quality. Despite the belief in Holly-

wood that American pictures must sell the

world, I do want to point out that there is

no real necessity for this. There are two
methods of producing. One is to produce

expensively and get the greatest possible re-

turn from a world market. The other is to

produce cheaply for a certain proportion of

the population. By the latter method I don't

mean production for a minority, but simply

that you can't expect a picture to appeal to

every age and nationality. The rare excep-

tions like Snow White and the Seven

Dwarfs do not in any way disprove this

point.

Of course Hollywood has had far more
success in the world market than any other

country. Foreign producers have tried to

imitate their success and the result has been

a sad one. They hadn't Hollywood's tech-

nical resources, and, in addition, commercial-

ization robbed them of their best attribute—

-

freshness.

All these factors lead me to believe that

Hollywood has little to fear from foreign-

language producers. This despite the fact

that when I circulated a questionnaire at the

Filmarte, my audience replied unanimously

that knowledge of language was not essential

to the enjoyment of a picture. This was

borne out by the fact that only 15 per cent

of them knew French and about 10 .per cent
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were slightly acquainted with it. I naturally

believe that if there is an increase in good
pictures from abroad the audience interest

in them will increase. Already there are

two hundred foreign fiilm theatres in the

United States, and while I believe these will

never provoke serious competition with Hol-
lywood for reasons of popular taste, I do
think that Hollywood can profit by whatever
competition is given it by foreign producers.

Foreign films contain many new ideas, sug-

gest new treatments, frequently provide new
story material. Algiers, for example, was
made from a French film Pepe le Moko, al-

though I think it differed considerably from
the original.

People often ask me which I think are
best: American or foreign productions.

Again this is a question to which one cannot
give a fair answer at all ; it is entirely a mat-
ter of personal taste. I do think that to get

over in this country a foreign language film

has to be specially good, since much of the
flavor of the dialog is bound to be lost on
American audiences. But in time I believe

American audiences could grow to have as

keen an appreciation of foreign language
films as the audiences in other countries
have now.

There is just one more point I would like

to bring up in relation to foreign and Holly-
wood productions. You may have noticed
that censorship of the foreign film (on its

arrival here) is more stringent than censor-
ship of the domestic. Apparently there is a
different code of morals here and abroad,
and the foreign film takes on a sinister impli-

cation when it crosses the Atlantic. Of
course, I am opposed to censorship in any
form, but strict censorship of foreign films

strikes me as even more unfortunate, since

it is taken for granted that every country

has its own ethics. Why censor a film that

originated abroad and is spoken in a foreign

language? Besides, foreign films appeal to

mature people. Children rarely, if ever, at-

tend them. They would not understand

them. The censors should be more Hberal

with foreign films, but actually they are not.

They fail to take into consideration the fact

that they are judging the work of people

who have no conception of what Americans
consider proper and improper.

9

Films and Education

"The Motion Picture as an Educational

Medium" forms the subject matter of the

Journal of Educational Sociology for No-
vember. The half dozen articles making

up the issue are bound to be of interest

to teachers and students interested in the

growth of the motion picture as an educa-

tional medium. Very fortunately the day

is passing when such educational studies

were written without feeling or interest in

the subject matter, and to read them re-

quired determination and industry. Now,
subject matter must be handled with in-

terest and economy, and it is to the credit

of this Journal that all six of its present

articles have entertainment, as well as edu-

cational value.

One of the most interesting contributions

is "The Motion Picture Program and Pol-

icy of the United States Government" by

Fanning Hearon, writing as director of the

Motion Picture Division of the Department

of the Interior. It is a summary of Wash-
ington production covering the various mo-
tion picture departments and describing the

type of pictures produced by each one of

them. The Department of Agriculture, with

such pictures as The River and The Plow
That Broke the Plains, is familiar to us

all, but it will be news to many of us to

hear of such lesser known producers as

the Department of Interior and the Signal

Corps of the War Department.

Other contributions include a discussion

of pedagogy and Hollywood : an apprecia-

tive summary of the results of The Birth

of a Baby film controversy; and a study

of recent developments in the educational

film field. Also two departures from the

home field in the form of an intelligent

explanation of the possibilities of teaching

French with films, and an interesting de-

scription of the progress in the use of edu-
cational films in Great Britain. There are

also book reviews, covering selected mate-
rial relative to the movies published in the

past year. This issue is edited by Dr. Fred-

eric M. Thrasher and published at 26 Wash-
ington Place, N. Y., Price $.35.
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Tfcw department seeks to include all photoplays of

outstanding merit in the artistic development of

the screen, with the object of bringing such pic-

tures to the attention of ddscriminaHng readers.

Wider the headings of Exceptional atnd Honorable

Mention. The opinions of a committee composed

of trained students and critics of the screen are

combined in an impartial review which aims to

convey a comprehensive idea of the picture, cov-
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The Year's Best
EVERYBODY'S choice of "best" is

apt to simmer down to what one hkes
best. The National Board's annual

selections give every taste a chance to func-

tion. The Committee on Exceptional Photo-
plays is looking principally for whatever
furthers the motion picture as a medium of

artistic expression, whether it adds some-
thing technically to the movie art, extends

the boundaries of that art as a picture of

life, or presents something distinguished

within the limits the movie has previously

reached. For this reason the most emphasis

is given to the selections of this committee,

since they are more apt to hold up as a

record of what the year has accomplished

in the slow evolution of the cinema, and

provide a: list for people in the future to con-

sult when they want to know about, or re-

vive, the important films of 1938. The large

Review Committee, on the other hand, is

not looking so much for artistic merit and
importance. It is merely registering, as a

part of the public, what it likes, and its

selections, like those of the Young Review-
ers, are likely to coincide fairly closely with

a list of the biggest box-office successes of

the same period. Some of these very popu-

lar films are quickly forgotten, enjoyable as

they are when they are new : less popular

films are often the ones that are best remem-
bered, and continue enjoyable as long as the

prints of them survive.

The Committee on Exceptional Photo-

plays has again chosen what it considers the

best film it has seen during the year, no mat-

ter where made, and this year that choice

was GRAND ILLUSION, made in France.

This year the committee,, instead of making

a purely American list, considered together

all films in which English was the language

spoken, feeling justified in this change by

the obvious fact that American and English

films, working so closely together in mate-

rial, personnel and all the elements of film-

making, have become so essentially indis-

tinguishable from each other that the geo-

graphical location of the studios in which

they were made does not matter. Of Eng-

lish-speaking films the Committee considered

THE CITADEL the best, and the total list

of ten is as follows, in the order in which

they were ranked

:

1. The Citadel

2. Snow White and the Seven Dwarfs

3. The Beachcomber

4. To the Victor

5. Sing You Sinners

6. The Edge of the World
7. Of Human Hearts

8. Jezebel

9. South Riding

10. Three Comrades

THE CITADEL, adapted from A. J.

Cronin's novel, made by Metro-Goldwyn-

Mayer in their English studio, was directed

by King Vidor and had Robert Donat, Ralph

Richardson and Rosalind Russell for its

principal actors. It treated a serious sub-

ject, that of the humanitarian practice of

medicine, with sympathy and vividness. Its

importance lies in this : that while it satisfies

the critical it also entertains and educates

the uncritical, educates them in a subtle wav.

10
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Fr.om "The Citadel" chosen by the Committee on Exceptional Photoplays as the best

English speaking film of 1938

enlarging their knowledge and thinking

about real things and issues, and setting for

them a higher standard, of which they may
be tmconscious but wliicli may nevertlieless

be permanent and effective, of what to enjoy

in movies.

SNOW WHITE AND THE SEVEN
DWARFS, Walt Disney's first feature-

length picture, for which cartoon is an in-

adequate name. It lias already charmed and

delighted most of the modern world. It

has opened up a new path in movie-making,

which so far only Disney himself seems able

to follow. A unique film, of perhaps in-

calculable influence, but an influence still

all in the future.

THE BEACHCOMBER, made in

England from a Somerset Maugham story,

directed by Erich Pommer with Charles

Laughton and Elsa Lanchester at the head

of an excellent cast of actors. Comic and
satirical, it manages to probe deftly and

deeply into some of the best known of the

so-called human vices and virtues.

TO THE VICTOR. A fresh and re-

freshing pictorial dramatization of Alfred

Olliphant's dog story, "Bob, Son of Battle",

directed by Robert Stevenson, and contain-

ing among its many racy types a superb per-

formance by Will Fyffe of a wily old rogue

of a shepherd.

SING YOU SINNERS. Directed by
Wesley Ruggles, from an original story by

Claude Binyon, with a cast splendidly head-

ed by Bing Crosby, this Paramount film

belongs securely in the small category of

choicer Americana. Unpretentious but

remarkably skilfull in all its elements, it is a

warm and vivid picture of American family

life as it is lived.

THE EDGE OF THE WORLD. Made
on a small island off the coast of Scotland

by Michael Powell, this is a half-docu-

mentary record of the vanishing of a primi-
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tive people in the face of encroaching mod-
ernity. It is a worthy companion to the

Robert Flahert}^ films like Man of Aran.

OF HUAIAN HEARTS. Made by
JvIetro-Goldwyn-AIayer from Honore ]\Ior-

row's story, '"Benefits Forgot", directed by

Clarence Brown with actors like Walter

Huston, Beulah Bondi and James Stewart

in memorable performances. A story of

Civil A\'ar days, and the quickly increasing

distance already growing between genera-

tions, this is essentially the eternal problem

of a boy and his parents, and the simple but

often tragic conflicts that happen in a loving

family.

JEZEBEL. A story of the old South,

made by Warner Brothers and directed by

William Wyler from a play by Owen Davis.

A powerful study of a certain type of fem-

inine character determined by her tradition,

environment and inner nature, magnificent!}'

played by Bette Da\'is.

SOUTH RIDING. Another English

film, made from Winifred Holtby's novel by

Mctor Saville. A story of the changing

rural life in England, and how the lives of

the townspeople and ,the town itself interact

upon one another. Richly human, and

acted bv a splendid compani-.

THREE CO^IRADES.' This ^letro-

Goldwyn-AIayer dramatization of Erich

Remarque's novel of Germany just after the

war. directed by Frank Borzage. is a tender

and searching story of a little group of

human beings trying to save their bits of

personal life against the inhuman mass

results of hatred and war. In it is one of

the most beautiful perfonnances of this or

anv other vear bv ^Margaret Sullavan.

GRAND ILLUSION, made in France by

Jean Renoir, and voted the best of all the

pictures of the vear, is a storv of French

and German soldiers during the war. most

of its action concerning French prisoners of

war in a German prison camp, and the Ger-

mans in charge of them ; the escape of two

of the prisoners, their brief stai- in the house

of a German peasant woman ne^r the bor-

der, and their eventual arrival in a neutral

countrv. An entirelv unconventional film,

deep and searching in its humanitv. For

some it seems to be an anti-war film, but

it is not so much anti-an}-thing as it is a pro-

foundly sympathetic and understanding

searching into human beings, as determined

by the interaction of social forces and their

individual selves.

Five other foreign-language films were
chosen for outstanding values. Ballerina,

Un Carnet de Bal, Generals without Buttons,

Peter the First and Professor Mamlock.

The Committee on Exceptional Photo-

plays considers the following screen per-

formances worthy of special praise. These

preferences are listed alphabetically.

Lew Ayres in Holiday and Young Dr. Kil-

dare

Pierre Blanchar. Harry Baur,Louis Jouvet

and Raimu in Un Carnet de Bal

James Cagney in Angels With Dirty Faces

Joseph Calleia in Algiers

Chico in The Adventures of Chico

Robert Donat in The Citadel

Will Fyife in To the Victor

Pierre Fresnay, Jean Gabin, Dita Parlo and

Eric von Stroheim in Grand Illusion

John Garfield in Four Daughters

Wendy Hiller in Pygmalion

Claarles Laughton and Elsa Lanchester in

The Beachcomber

Robert IMorley in Marie Antoinette

Ralph Richardson in South Riding and The

Citadel

^Margaret Sullavan in Three Comrades

Spencer Tracy in Boys Town
On the basis of popular appeal the ReA-iew

Committees of the National Board chose

the following in the order of preference:

L Snow AVhite and the Seven Dwarfs

2. The Citadel

3. You Can't Take It AVith You
4. Boys Town
5. I\Iarie Antoinette

6. Alexander's Ragtime Band

7. The Adventures of Robin Hood
8. Algiers

9. In Old Chicago

10. Four Daughters

The nation-wide 4-Star Clubs, which are

the junior groups of the National Board of

Review of Motion Pictures, made the fol-

lowing selection of the ten best pictures of

1938. These boys and girls, ranging in age

from 9 to 17. make their selections in ad-

vance of any published lists made by older
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groups or critics so that there can be no

question of their being influenced by older

people's opinions. The voting resulted in

the following list of TEN BEST, listed in

order of preference

:

1. Boys Town
2. You Can't Take It With You
3. Alexander's Ragtime Band
4. Marie Antoinette

The following break-down of the vote into

the choices of boys and girls of different age

groups may have a special interest for those

who would like to compare tastes.

BOYS (9-13 years)

Boys Town
The Adventures of Robin Hood
You Can't Take It With You
Drums

^'^

Pierre Fresnay and Eric von Stroheim in '•Grand Illusion" chosen as the best film .of 1938

5. Suez

6. The Adventures of Robin Hood
7. The Citadel

8. Four Daughters

9. In Old Chicago

10. Snow White and the Seven Dwarfs
It is obvious from this list that what

young people like in the movies is just about

what grown people hke. It is a notably

catholic list, covering about all types of

movies except frivolous comedies and senti-

mental romances, and including many that

might have been expected to appeal only

to the adult intelligence.

The Buccaneer

Alexander's Ragtime Band
The Citadel

Test Pilot

Hurricane

Marie Antoinette

BOYS (14-17 years)

Boys Town
You Can't Take It With You
The Citadel

Suez

Alexander's Ragtime Band
Marie Antoinette

The Adventures of Robin Hood
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Snow White and the Seven Dwarfs
Drums
If I Were King

GIRLS (9-13)

Boys Town
Alexander's Ragtime Band
Love Finds Andy Hardy
You Can't Take It With You
Four Daughters

That Certain Agie

Suez

In Old Chicago

Little Miss Broadway
Snow White and the Seven Dwarfs

GIRLS (14-17 years)

Boys Town
Marie Antoinette

Alexander's Ragtime Band
You Can't Take It With You
Suez

Four Daughters

The Adventures of Robin Hood
In Old Chicago

Snow White and the Seven Dwarfs
Love Finds Andy Hardy

Pygmalion
Adapted hy Bernard Shaw from his oivn play,

scenario hy W. P. Lipscomb, Cecil Lewis and
Ian Dalrym])le. directed by Anthony Asguith
and Leslie Hoicard. photographed by Harry
Stradling. Mvsic by Arthur Honneger, sets by
Laurence Irving. Produced by Gabriel Pascal,
distributed by Metro Goldivyn Mayer.

The Cast
Higgins Leslie Howard
-^'^^a. Wendy Hiller
Doolittle Wilfred Laioson
Mrs. Higgins Marie Lohr
Colonel Pickering Scott Sunderland
Mrs. Pearce jean Cadell
Freddy David Tree
Count Aristid Karpathy Esme Percy
Ambassadress Violet Vanbrugh
Ysabel jris Hoey
Perfide yio?a Tree
Duchess Irene Brown
Vicar q. B. Flarence
First bystander Wally Patch
S'eoond f_ ff_ Maltby
Third George Mozart
Sarcastic Ivor Barnard
Mrs. Eynsford Hill Everley Gregg
Grand Old Lady Rate Cutler

WITH Pygmalion, Bernard Shaw has

converted himself to the movies.

After all his jibes at the cinema

and its makers, he has tvu"ned his own clever

hand to the fashioning of a motion picture,

and he finds it good. Therefore the movies

themselves are good, or can be—if he makes
them. Of course A-Ir. Shaw's prattle about

what a wonder he is has gone rather stale in

its incessant repetition during the last half

century : he has been his own Ziegfeld,

needing no impressario to glorify him, and
the cuteness of a pixie with whiskers begins

to creak after a few decades. But once

more he is right. Pygmalion is a good film,

or if not precisely a good film it is a good
thing for the film, abstractly, and—best

of all—excellent entertainment. Shaw
can't teach Hollywood anything about

the making of pictures, though of course he

thinks he can, but he can teach audiences

(if he can reach them) to increase their

expectations from the screen, just as the

National Board and believers in the movies

everywhere have been aiming to do these

many years. Hollywood can do anything

enough people want it to do. Once let it

hear the path beating at its door and Holly-

wood will inevitably supply the mouse-trap.

Shaw is one of the great vulgarizers (i.e.,

popuLarizers) of the twentieth century. A
spinsterish mid-wife for the ideas of more
original thinkers than himself, a home mis-

sionary preaching shrilly and wittily to a

smallish audience that has seen his beard

turn from red to snowy white, there is no

knowing how much he has accomplished.

Through his vigorous stirring of young-

thinking admirers he has probably added

something to the mental landscape of in-

numerable literate people, and through them

to the mass mind. Now through the

medium of the movies he is somewhat con-

descendingly attacking the mass mind from

a new approach. Whether the mass mind

has any ear for him, directly, remains to be

seen.

All of this is a rather heavy prelude to

the simple statement that Pygmalion, Shaw's

first personal contribution to the screen, is a

very funny comedy. Essentially it is nothing

more than an elaborate joke, spun out by

means of dialogue to the expected length of

a screen-play, and provided with enough

hints of sentiment to feed the imagination

of those who want a bit of feeling in addi-

tion to brio-ht talk in their entertainment.
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Talky it is, and in an Englisli way tliat may
well be tiresome if not downright unintel-

ligible to mentally non-urban audiences, but

the technique that Hollywood has given the

world (and for which Mr. Shaw, if he en-

joys any success in the nation's movie

houses, may well thank the gods of mam-
mon) has done some of its magic, by con-

stantly keeping a camera illusion of action

where no action actually is, to create a sense

of movement through the talkiness.

Pygmalion is a better picture than it was
a play. Shaw has cut from his original,

and added to it, so that with the help of

good direction and more than good acting

he has given his modern version of the myth
about a sculptor whose statue came to life a

humanness and likeability it never had be-

fore. The story is extremely local—Brit-

ishly local—and has to do with teaching a

Cockney flower-girl with the cockneyest of

speech to talk the King's English so flaw-

lessly that she could be passed off as a

duchess. A professor of phonetics train-

ing a girl to speak correctly sounds dry

enough, but it is an extremely amusing thing

to see happen, as it happens in this film,

with a novel sort of excitement about it. Its

appeal—even its humorous appeal—is a

good deal to the mind, as written, but as

acted by Wendy Hiller it manages to reach

down into the sympathies also, and stir a

human interest in the girl who got cultured

beyond her station and found herself with-

out a place in the world. Shaw has even

let a touch of romance and emotion creep

in for those who care for it, so' that the finish

may be taken as an odd but happy ending for

a love story. The sculptor found his statue

necessary to him after he had grown ac-

customed to her being alive : Shaw's way of

implying that he fell in love with her.

Leslie Howard not only acted the profes-

sor, in a characteristic Leslie Howard fash-

ion that will satisfy his admirers, but as-

sisted Anthony Asquith in the direction.

Just who contributed most to this directorial

collaboration cannot be guessed, but the sum
of it is what makes Pygmalion seem more
of a real movie than it actually is. And
Arthur Honneger has composed a musical

score that is witty and a real help. But
G. B. S. is probably the man to whom most

of the credit for the film belongs, for he

wrote the script and undoubtedly approved

everything he didn't devise himself.

But he couldn't have devised Wendy
Hiller. He merely gave her scope, and she,

in turn, will have given him every bit of

popular success that Pygmalion achieves.

Her Eliza Doohttle is one of the outstand-

ing pieces of screen acting of the year. Wil-

fred Lawson and Jean Cadell also do a lot

to make the picture (odd though it sounds)

both Shavian and human. J.S.H.

Rated Exceptional.

Have You Any Magazines

To Spare?

THE Museum of Modern Art Film Li-

brary wishes to have a complete file of

the National Board of Review Magazine

for binding but they find certain issues lack-

ing. Since we cannot supply them we are

calling upon our readers, many of whom
have taken our Magazine for a long time.

The missing issues are: Volume II, Nos. 5

and 6, May, June, 1927; Volume III, No. 1,

January, 1928 ; Volume IV, Nos. 1-4, Janu-

ary-April, 1929 ; Volume V, Nos. 4-6, April-

June, 1930; Volume VII, No. 8, November,

1932.

If you can supply these will you please

send them directly to the Museum of Mod-
ern Art Film Library, 485 Madison Avenue,

N. Y. C, or to this office and your 20c per

copy will be sent to you, but your greatest

return will be in the service you are kindly

doing in completing this library's records.

SELECTED PICTURES GUIDE
{Continued from vage 2)

f HEART OF THE NORTH—Dick Foran,
Gloria Dickson. Novel by William Byron
Mowery. Directed by Lewis Seller. A
colorful story of thieves and the Mounted
Police in the Canadian Northwest. First
National.

f IL MIO DESTINO (My Destiny)—Emma
Gramatica. Based on story by Salvatore
Gotta. Directed by Maiio Mattoli. An in-

teresting picture, all in Italian, about a
wrong- done to a noble lady and how it was
righted. The acting is excellent, particu-
larly the part of La Damigella, who grows
old with extraordinary convincingness.
Roma Films.

{Continued on page 21)
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Value of the Motion Picture in Teaching
Drama and Diction

By Josephine Allensworth

The Discussion Topic a few months hack
asking the question "Should the Study of the
Motwn Picture in Schools, Colleges and Univer-
sities Occupy as Important a Place as Literature,
Drama and Musici" brought forth many worth-
while affirmative comments. Here Miss Jose-
phine Allensworth, Chairman of Motion Pictures
and Visual Aids for the National Association <of

Teachers of Speech, and Advisor of the A-Star
Club, Humes High School, Memphis, Tennessee,
presents a valid pro argument from her teach-
ing experience.

THE motion picture should occupy an

important place in the curriculum of

our schools because it has become the

most powerful teaching device that has been

developed in the twentieth century.

To the growing, restless, irresponsible

high school boys and girls the movies are the

chief form of amusement, and well they

might be if these young people have the

right guidance and study in selecting their

pictures. Hence we teachers, if we hope to

be leaders in the cultural development of

our country and our school, must begin to

analyze the type of pictures our students

should see and try to give them some stan-

dards of appreciation by which to judge a

picture and at the same time to become an

intelligent movie patron. In this way we
will show the producers there is a demand
for high class films and they will continue

to make them.

At the present time the motion picture is

our most significant force in controlling

mass education. Statistics reveal that an

average of 85,000,000 people in 1937 at-

tended the movies weekly, and yet the film

producers are daily trying to raise that

standard and reach the more discriminating

people who are not habitual movie fans.

They are succeeding, for never before have

we had literature, drama, and history pre-

sented to the masses so artistically and so

entertainingly as we are now witnessing it.

What better place in the entire high

school or college curriculum can we suggest

that the study of the motion picture be put

than in connection with drama or with gen-

eral literature which contains drama?

In the last five years, in which I have
been teaching motion picture appreciation, I

have found that students, who came to me
without any preparation or background for

drama, are led more willingly to study a

play and analyze it, if it has already been
put in the movies and has won their interest,

or if it is going to be made into a movie.

It has been our custom at Humes High
School for many years to teach A Tale of
Two Cities in the twelfth grade. Year after

year this became more difficult—at times

students almost rebelled at an assignment in

the text, but the year in which the movie was
made became a red letter day for me, for

the students not only read the assignment

but eagerly devoured a great amount of

material in our libraries on the French
Revolutionary period. Hollywood sent us

the actual "shooting script" with all sound

effects indicated. This became the most
precious volume in our drama library. It

was read and used for an acting script for

months before the picture came. What fun

we had in guessing how this scene would be

played, how this actor would look, how this

sound would be made, and if anything in

the entire picture would be as good as we
were

!

This experience made me realize the im-

portance in keeping abreast of the fine

current pictures that are absorbing the at-

tention of the public.

Feeling as I do that the motion picture

deserves the same consideration in schools,

colleges, and universities that we give the

study of appreciation courses in literature,

art, music, and drama, I decided on several

objectives for this study. It is an accepted

fact that the more we know about any one

particular thing, the more we appreciate it;

so to approach the study of a picture from

an appreciation and entertainment angle,

one satisfies not only the longing for emo-

tional reaction, for which one generally

goes to the movies, but receives a greater

stimulus, such as curiosity, a desire to learn
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more about certain phases of the picture.

The greatest interest naturally centers

around the story, the analysis of which may
be considered the first objective. One
should begin the discussion by paying care-

ful attention to the plot in both tragedies

and comedies, studying the stages in plot

development, namely; exposition, complica-

tion or rising action, climax, resolution or

consequence, and denouement. Does the

story have a strong audience appeal, one that

is properly motivated? A strong feeling of

suspense and an unexpected ending?
This study was particularly effective in

such plays as Romeo and Juliet, Stage Door,
Yelloiv Jack, Holiday, You Can't Take
It With You and The Shining Hour.
The second objective in making practical

a study of the motion picture for dramatic
purposes is to consider the technique of act-

ing. We discuss such problems as these : Is

the actor perfectly natural? Does he make
the audience feel he is a real person? Is his

characterization good ? Does he understand
the character he is portraying and is he
developing it intelligently? Is his make-up
suitable to the play and to the characteriza-

tion? Vie-toria The Great is just one of the

many examples of the miracles of modern
make-up.

In order to create a more extensive inter-

est in drama both on the screen and on the

stage, the third objective deals with a com-
parison of the stage play and the motion pic-

ture version. Questions of this nature arise

:

Is the play adapted to the methods of the

screen? Since the dialogue must be con-

densed and changed, will the picture be

ruined for one who has seen it on the stage ?

Since the screen play has been chosen be-

cause of the popularity of the stage play,

does it present something that is in itself

good ? Is the screen more adaptable for an

authentic historical background? Can the

interest of verse be sustained in the movies

as well as on the stage and its lyric quality

kept. Can biography and history be por-

trayed more successfully on the screen?

Does a historical picture have more contiun-

ity and flow than the stage play?

Victoria the Great, Victoria Regina, Stage

Door, Winterset, and Romeo cmd Juliet,

make intensely interesting dramas for this

comparison.

Our study of these plays and then of the

movies has been a great stimulus to reading.

In all probability we would not have studied

the stage play had we not first become inter-

ested in the movie version. Therefore the

motion picture has been a great source of

inspiration as well as of information, by

stimulating the interest and activity of the

students. They now look beyond the mere
superficial idea of entertainment and see

that by their intelligent and careful study

new standards may be established in the

field of cinema arts and a more enlightened

future made possible for the masses.

Since the motion pictures are interpreting

the spoken drama to millions weekly who
never will see a good play presented in any

other manner, they are invaluable in teach-

ing diction and dialect, keeping in mind of

course that only certain ones can be used to

an advantage and certain actors and ac-

tresses suggested as models for their purity

of speech.

To make our students conscious of good

speech is one of our greatest tasks, but now
with the help of the radio and the talkies the

task is much simpler than it was ten years

ago, even five years ago.

Educators have long since realized that

the stage can do very little toward improving

regional pronunciations on account of its

limited audience. Its influence of two hun-

dred years or more (the first stage play in

America having been given in the first decade

of the eighteenth century) has not been felt

by the masses so far as diction is concerned,

because in that length of time regional dia-

lects have developed. However, in the twelve

years of the talkies, the masses have become

more ear minded and enjoy speech that is

adequate for understanding, that is not flat

and thin and nasal like the typical American

voice. They see the mouth open and the lips

move with the sound of the words and won-
der what has been the trouble with them-

selves all these years.

There is practically no sectional dialect in

the best movies of today, but instead a beau-

tiful cultural speech is being used that may
become in time a standard American speech,

or if my readers prefer, that may become
an accepted general American speech that is

used by the best educated classes of today.

Our students in motion picture apprecia-
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tion have had much pleasure in listening to

the pronunciation of certain words and
bringing them to the meetings for discussion

and for practice to improve their own pro-

nunciation or dialect if they are working on

a play in which dialect is used.

In David Copperfield we heard the pecu-

harities of the Yorkshire dialect and found
out the way the Peggotys talked as Dickeiis

portrayed them." Lionel Barrymore as Dan
Peggoty, and Jessie Ralph who played Peg-

goty the nurse, were outstanding in their

portrayal of the Yorkshire dialect and were

of special interest to those who were prepar-

ing a reading from "David Copperfield."

One student told the story of "David Cop-

perfield" and quite unconsciously put in

some of the Yorkshire dialect.

In Victoria the Great we heard impeccable

diction. The German accent of Anton Wal-
brook and the beautiful clear English of

Anna Neagle were worth listening to over

and over. It could not help improving the

speech of those of us who listened not to

imitate but to learn. Each syllable was

enunciated clearh' and beautifully.

Mayerling gave us an excellent lesson in

French and an opportunity to hear speech

that was similar to a musical accompani-

ment. The plot was so intriguing that stu-

dents decided to read more about the famous
Archduke Rudolph of Austria. We chose

Maxwell Anderson's Masque of Kings,

thereby adding another brilliant drama to

our lists.

In all of Ronald Colman's pictures, we
again heard flawless diction. His rendition

of the exquisite poetry in // / Were King
was an incentive to read and recite some of

Francois Villon's masterpieces.

Both Mayerling and // I Were King
furnished subjects for radio skits. The best

skits in the group were used over our local

station. This gave many students the op-

portunity to appear on a radio for the first

time and a chance to see how necessary a

cultural speech is and how difficult good dic-

tion is without constant work.

Each one in a movie audience will be most
interested in what he knows the most about,

and this knowledge and understanding will

partly determine his reaction to the play. He
may be interested in the photography, in the

scenery, in the natural or historical settings,

in the music, in the fencing, in the costumes

;

or if a person is especially interested in

speech and drama, he will be vitally con-

cerned with the voices, the inflections, the

rhythm, and the pronunciations—as we are

in our motion picture study. So consider

what excellent opportunities teachers of

Speech and English have in helping their

students to become interested in studying

the splendid interpretation of drama that is

being given by the camera.

Junior Replies to a

Questionnaire

STATISTICS which bear upon the in-

terest of children in motion pictures

have always been popular with read-

ers of the Magazine, and we print them

from time to time. This month we present

two responses to a questionnaire prepared

by the National Board of Review for its

junior 4-Star Clubs. One is from a girls'

group : the Motion Picture Club of Wil-

loghby Junior High School, Miss Josephine

McGinness, Advisor; and the other from

a boys' group : the Movie Club of Clark

Junior High School, Miss Olga Koppe, Ad-
visor. The questionnaire was answered by

39 girls and 54 bovs, the average age being

131/2.

A large majority of boys and girls went

to the movies neither more nor less fre-

quently than once a week. Both boys and

girls agreed that they were happiest when
choosing their own films; few liked to be

told what to see. Opinions differed, how-
ever, over the question of "How do you
choose your Movies?" since 52% of the

boys depended in varying degrees upon
what they read in newspaper and magazine

reviews, and only half that percentage tend-

ed to choose according to the actors fea-

tured. While with the girls, the method of

choice was less one-sided
;
they depended

almost equally upon both actors and re-

views. They were also a great deal readier

than the boys to trust a friend's recommen-
dation !
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The next question : "What kind of movies

do you like?" again showed divergences of

opinion between boys and girls. The girls

gave realistic pictures the top place, with

musicals a close second, and adventure,

drama, mystery, romance, comedy, sad, his-

torical, sport. Western and war following

in that order, with only one or two votes

separating the respective categories. The

boys plumped whole-heartedly for adven-

ture, placing comedy a bad second, closely

followed by historical. These three were

easy winners : the remainder, with compara-

tively few votes, followed in this order

:

mystery, sport, musical, realistic, drama,

war and western—no votes for sad and ro-

mantic !

The question : "Name the movies you have

liked best" cannot serve as a basis for

comparison between boy-and-girl tastes,

since the questionnaires were not submitted

at the same time and the boys' votes do not

include pictures released after June 1938.

The boys put The Buccaneer in first place

with a three vote lead over The Plainsman,-

while The Informer and Zola tied a close

third. Others with good votes from the boys

were, in order, Marco Polo, Trail of the

Lonesome Pine, The Good Earth and In

Old Chicago (tied). Hurricane, Snow
White and Mutiny on the Bo-unty. Twelve

other pictures were mentioned but only re-

ceived negligible votes

The igirls' vote was overwhelmingly in

favor of Boys' Town, which drew more

than two-thirds of their total votes. (This

picture had not been seen by the boys at

the time of making their replies and it can

be confidently prophesied that they will

give it somewhere near top rating when

they choose their Ten Best of the year.)

Dead End and Mad About Music tied for

second place with a mere five votes, with

Alexander's Ragtime Band, Carefree and

Algiers tied third. The Crozvd Roars, Four

Daughters, My Lucky Star tied fourth.

Boys and girls came back into agreement

over the question oi how much talk there

should be in a movie. They wanted action

rather than words by a large majority. As
to love-interest, two-thirds of the boys

would have none of it, while two-thirds of

the girls were all for it—enough to give

any calculating producer a headache. Both
groups liked their movies to have child

actors.

Although some boys and a few girls wrote

that the movies had spoiled their favorite

books, they were quite in agreement about

having their favorite books turned into mo-
tion pictures. Three-quarters of the boys
enjoyed movies that combined entertainment

and instruction ; the girls voting unanimous-
ly for this. There was about the same af-

firmative response to the question of whether
the movies had helped them in their school-

work, and in favor of having educational

films shown in the classrooms. The ques-

tion of whether they would enjoy motion
picture appreciation study in school was
all but unanimously favored by boys and
girls—one small girl, for reasons we shall

never know, dissenting.

The final question caused another split.

"Which do you like best : Athletics, Movies,
Reading, Games, Radio?" The boys liked

them in that order, with athletics leading

movies by a long way, and reading a poor
third. The girls, however, put movies well

in the first place, comfortably ahead of ra-

dio, with athletics, reading and games tail-

ing.

It would be impractical to base any con-

clusions upon these replies, since they cover
too small a number of children to be valid

as indicative of any real trend. We present

the replies simply as a matter of interest

to those readers who might wish to com-
pare them with their own findings, or issue

a similar questionnaire to their own pupils.

THE motion picture in the theatre is

familiar to all, the motion picture in the

school is familiar toi noany, but not so much
is known about the motion picture in busi-

ness. However it will not be difficult con-

veniently to find information on this last in

the new "Business Screen"- published in

Chicago. This is a periodical good to look

at and easy to read and it is confined not

alone to the interest of producers and users

of business films but covers also any non-

theatrical film interest.
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We Welcome to Membership

Two new members have been added this

month to the Board's National Motion

Picture Council. They are Mrs. Raymond
R. Bear and Mrs. Joseph L. White.

Mrs. Bear is Pennsylvania State D. A. R.

Chairman of Motion Pictures. In spite of

this exacting State office she finds time for

other motion .picture interests, for she is

also Motion Picture Chairman of the

Women's Club in her home community of

AUentown, Pa. and Program Chairman of

the Philadelphia Motion Picture Forum.
Mrs. Bear often comes to New York for

various meetings of the Board and has

shown her interest in other ways so this is

further cementing an already close connec-

tion with the Board.

Mrs. White is the able President of the

Montclair (N. J.) Motion Picture Council.

This Council was formed in 1931 and Mrs.
White has been its leader since 1933. She
is also a member of the Executive Commit-
tee of the Metropohtan Motion Picture

Council, the Board's New York City Council

which includes many groups in the Metro-
politan area. Another of Mrs. White's mo-
tion picture interests is with the National
Y.W.C.A. We feel that she will give valu-

able service to the Council and welcome her
into this closer affiliation.

What Our Readers Say

OUR recent mail has been particularly

cheery with the receipt of so many
gay Christmas cards from our cor-

respondents. We heartily thank you and
extend our wishes to all of you for a very

fine 1939.

As we dwelt upon the subject of mail the

thought came to us of how cheering our
mail is the year-around through receiving

gracious words of praise from many in con-

nection with our .publications and services.

To let you know how we appreciate these

"kind words" we are printing some below,

and the other way in which we ho.pe to show
our appreciation is to have you call upon us

often so that we may be of continuing ser-

vice to you.

Mrs. A. S. Tucker, Louisiana Council for Mo-
tion Pictures—"Please let me compliment you
on tlie National Board of Review Magazine. It

is one of the most interesting and informative
magazines that has to do with motion pictures."

Miss Kathryn Allebach, President. Reading
(Pa.) Motion Picture Forum—"We have re-

ceived the Council materials which you so
generously sent us for assistance in considering
and effecting a city-wide organization. Your
literature will contribute vitally. ..."
Mr. S. Barret McCormick, Director of Adver-

tising and Publicity. RKO Radio Pictures, Inc.—"Thank you for the copy of the National
Board of Review Magazine containing the very
fine review on Snoic White and the Seven
Diuarfs."

Mrs. A. F. Burt, Chairman. Committee on
Motion Pictures, General Federation of Women's
Clubs, St. Louis, Missouri—^"It was kind of you
to send me the issues of the Magazine. They
are interesting and very helpful. We shall send
our subscriptions at an early date."

Miss Eleanor M. Dye, Librarian, Teachers
College, Columbia L'niversity

—"We have found
the magazine a very valuable one and have used
it with our students constantly."
Mrs. Galen Brooks, Chairman, Niagara Falls

Federated Church Women, Motion Picture Com-
mittee—"I wish these back copies of the Na-
tional Board of Review Magazine, Weekly Guide
to Selected Pictures and Alphabetical Index
could be mailed to me as I am terribly handi-
capped without them."

Mrs. Oliver J. Haller, Chairman, Motion
Picture Committee, Pennsylvania Federation of
Women's Clubs—"I have been using your leaf-

lets, 'The National Board of Review, Its Back-
ground. Growth and Present Status' and 'How
It Works'—in the packages of material I sent
out for program helps. If you approve of this
procedure may I have some additional copies.

I am completely out."

Mr. Harold Turney, Chairman, Department of
Drama, Los Angeles (Calif.) Junior College

—

"Congratulations on the excellent job you are
doing in editing the Magazine. Every copy is

a priceless gem of invaluable aid in our work."
Mrs. W. O. Merrill. Bloomfield Hills, Michi-

gan—"I want to thank you for the copy of the
Magazine sent to me, and enter my subscription
for a year. Will you please send me all back
copies which have reports of the Council meet-
ing which I attended? This is very fine mate-
rial for my work, and I want to be sure to get
it all."

Mrs. Ina Roberts, Editor, "Books and Films,"
Hollywood, Calif.

—
"I have received your letter

of the 15th and the fine list of (Selected Book
Films) enclosed." They were both just what I

needed.
Professor Sawyer Falk, Dept. of Drama,

Syracuse University—"Thank you for your very
kind letter giving me the information about
films. Thank you besides for the list of distrib-

utors that followed it. Both of these items have
been of inestimable service to me."
Mr. Arthur H. Goldstein, Avon Theatre

Unique, Providence, R. I.—^"Please send me
copies of your "Selected Pictures Catalog. This
is a repeat order but unfortunately for me my
booking office happened to see the catalogs I
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had and realizing their great worth and the
excellent job done by your organization in put-
ting these out, permanently borrowed my
copy. . .

."

Mrs. A. J. Saleeby, State Motion Picture Chair-
man, Vermont Federation of "Women's Clubs

—

"I wish to thank you for the copies of the Maga-
zine and the other material which you so gen-
erously sent me for my exhibit at our State
meeting. They made an interesting addition
to our exhibit and were greatly appreciated. I

think your Magazine is excellent. . .. I feel it

would be of great value in my work as State
Chairman."
Mrs. J. D. "Woodward, Corresponding Secre-

tary, Cincinnati (0.) Motion Picture Council—"I want to thank you for the literature you
sent us. It was read carefully."

Mr. Charles E. McCarthy, Director of Adver-
tising and Publicity, Twentieth Century-Fox
Film Corp.—^"Thanks very much for your letter
and the enclosed copy of the National Board of
Review Magazine. The review on In Old CM-
cag<o was a very fine one and we appreciate it

very much."
Mrs. J. "W. Livingston, President, Better Films

Council of Grand Rapids, Michigan—"May I
thank you for your courtesy in sending me the
National Board of Review Magazine, which
contained so much information of interest to
me? Keeping in touch with you throughout the
year will be a pleasure and inspiration to us."

Mrs. L. R. Andrews, Chairman, Committee on
Motion Pictures, Florida Federation of "Women's
Clubs—"Your letter full of information is a
great help and I am sure you will give me some
good suggestions. ... I want to put the National
Board of Review Magazine in every club in this
state."

Mrs. Elliott B. Williams, Chairman, Motion
Picture Division, State Federation of "Women's
Clubs, Milton, Mass.—"The literature compiled
by the National Board of Review received and
many thanks for same. It would be very ap-
propriate for our Committee members to possess
copies of "Activities for Community Motion
Picture Councils," inasmuch as we are encour-
aging the forming of these Councils throughout
the State."

Mrs. O. "W. Crawshaw, Motion Picture Chair-
man, Federation of "Women's Club of Greater
Cleveland—The "Weekly Guides" which I have
been receiving are most interesting and a
decided help since at a glance one can determine
the type of important pictures and "shorts". I
keep them in a convenient place for constant
reference. The information gleaned as the
point of view of the National Board of Review
is invaluable to me and) of much help in decid-
ing policies concerning the questions at issue."

Mrs. George L. Schwartz, Publicity Chairman,
Wilmington (Del.) Better Films Council—"Let
me congratulate you on your recent issue of
"The National Board of Review Magazine" for
November. I am enclosing my subscription for
1939." I enjoyed immensely the articles "Two
"Views of Standardization" and Mr. Langdon
Post's article on "Social and Propaganda
Films."

Mrs. William M. Wolverton, Motion Picture
Chairman, Easton Woman's Club—"I do so en-
joy the Magazine."

Mrs. J. G. Foster, Secretary, Billings (Mont.)
Better Films Council—'"We wish to express
thanks and appreciation for the cooperation
shown the Billings Better Films Council and for

the helpful reports and commendations sub-
mitted by your Council."
Mr. William M. Sutton, Director, Department

of Research, Kiwanis International—"Many
thanks for your very helpful letter in reply to

my request for suggestions on films in voca-
tional guidance programs. I shall follow every
one of your suggestions because I am sure that
responses from the sources of information you
listed will give me a comprehensive bibliogra-

phy."
Mr. W. F. Kruse, Chicago, 111

—"Thank you
for your kindness in digging up the old reports.

It was mighty nice to be able to go back almost
twenty years to get this data, and the fact that
you were able to do so with so little difiiculty

certainly speaks volumes for the efiiciency and
continuity with which your records are main-
tained."
Mrs. William Cornwell, Chairman, Motion

Picture Division, Philadelphia Federation of

Women's Clubs and Allied Organizations

—

"Many thanks for the Outline of Activities for

club programs. There is a wealth of material
in it. . . . The Motion Picture Forum sends me
your magazine as a gift—my chairmen make
an endless chain of it—read it one evening

—

wrap in an envelope—and re-mail it to the next
member on the list."

Mrs. Mina C. Brann, The Oaks, Cabin John,
Md.—"Thank you for your letter. How we all

enjoy the Magazine which I always pass along
where it will do the most good."

Selected Pictures Guide
{Continued from 'page 15)

f KENTUCKY — Walter Brennan, Loretta
Young, Richard Greene. Based on story

"The Look of Eagles" by John Taintor
Foote. Directed by David Butler. A story
of horses and racing and romance and a
family feud, lifted out of the ordinary by
exceptionally good color, which gives it

real vitality. 20th Century-Fox.

f NEWSBOYS' HOME—Jackie Cooper, Little

Tough Guys. Original screen story by
Gordon Kahn. Directed by Harold Young.
A story of two rival newspapers and the
warfare between the boys on the honest
paper and those selling the paper run by a
crook. Universal.

f ORPHANS OF THE STREET — Tommy
Ryan, Robert Livingston. Screen story by
Erie Feltou. Directed by John H. Auer.
The story of a boy and a dog, and how the
boy got money to go back to his boarding
school instead of an orphanage. Republic.

f PACIFIC LINER—Victor McLaglen, Ches-
ter Morris, Wendy Barrie. Original screen
story by Anthony Coldeway and Henry
Roberts Symonds. Directed by Lew Land-
ers. The life in the engine room of a big
liner when cholera breaks out, bringing the
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ship into port without endangering the
passengers. Grimly powerful. RKO Radio.

fj PECK'S BAD BOY AT THE CIRCUS—
Tommy Kelly, Ann Gillis. Based on char-

acters by George Peck. Directed by Ed-
ward F. Cline. An engaging juvenile story,

in which young William is not particularly
bad but gets into a lot of adventures. Tom-
my Kelly is growing into a very good boy
actor. RKO Radio.

f *PYGMALION—See Exceptional Photoplays
Department, page 14.

f SMASHING THE SPY RING—iRalph Bel-
lamy, Fay Wray. Story by Dorrell and
Stuart McGowen. Directed by Christy
Cabanne. A good story of the spy system
and how it was smashed. Ralph Bellamy
poses as a patient in the hospital run by
the leader of the spy ring, and is enabled
to get the goods on the entire spy ring.
Columbia.

f STAND UP AND FIGHT—Wallace Beery,
Robert Taylor, Florence Rice. Original
screen story by Forbes Parkhill. Directed
by W. S. Van Dyke, II. Romance and vig-
orous action in Maryland during the 1840's
with a rivalry between stage-coaches and
the new railroad and a gang capturing run-
away slaves and re-selling them, as prin-
ciple ingredients of the plot. Colorful, with
story elements that have not been over-
worked. Metro-Goldwyn-Mayer.

f STRANGE CASE OF DOCTOR MEADE,
THE—Jack Holt, Beverley Roberts. Orig-
inal screen story by Gordon Rigny. Directed
by Lewis D. Collins. The struggle of a
doctor to bring health measures into a back-
ward community. Interesting in theme and
action. Columbia.

f SWEETHEARTS — Jeanette MacDonald,
Nelson Eddy. Based on the Victor Herbert
operetta. Directed by W. S. Van Dyke. A
lavish production done in technicolor well
acted with song hits. The story of the two
co-stars in "Sweethearts" who are married
and, finding they have no time to them-
selves, decide to walk out, only to have
the producer, press agent and authors play
a practical joke on them, comes near
to tragedy. Metro-Goldwyn-Mayer.

f THANKS FOR EVERYTHING—Jack Haley,
Adolph Menjou, Jack Oakie, Binnie Barnes.
Original screen story by Gilbert Wright.
Directed by William A. Seiter. A very
amusing comedy, mingled with satire, about
a high-powered advertising agency and an
Average Man. 20th Century-Fox.

j TOM SAWYER, DETECTIVE—Donald O'-
Connor, Billy Cook. Based on novel by
Mark Twain. Directed by Louis King.
Tom Sawyer and Huckleberry Finn become
detectives and save Tom's uncle from a
murder conviction. Paramount.

f *TOPPER TAKES A TRIP—Roland Young,
Constance Bennett, Billie Burke. Based on
novel by Thorne Smith. Directed by Nor-
man Z. McLeod. Marian Kerby, of "Top-
per" has to finish her good deed (clearing
up the difficulties between Mr. and Mrs.
Topper) before she can go on to join her
husband. Novel and amusing, with Roland
Young particularly funny. United Artists.

f TOUGH KID—liYankie Darro, Dick Purcell.

Judith Allen. Original screen story by
Brenda Weisberg. Directed by Howard
Bretherton. Much better than average
story of a young prize-fighter and his kid
brother who serves him both as trainer

and guardian when the racketeers get to

work on selling the fight. Monogram.

m TRADE WINDS—Fredric March, Joan Ben-
nett, Ann Sothern, Ralph Bellamy. Orig-

inal screen story and direction by Tay
Garnett. A comedy melodrama of a man's
chase into the Orient of a girl accused of

murder. Constantly interesting with un-
usually bright dialogue—on the sophisti-

cated side. United Artists.

f UP THE RIVER—Preston Foster, Arthur
Treacher, Phyllis Brooks, Tony Martin.
Original screen story by Maurine Watkins.
Directed by Alfred Werker. An immensely
funny comedy about—of all things—prison

life, in which two incorrigible crooks not

only help a young fellow get back to a law-

abiding life but win the inter-prison foot-

ball game for their home team. 20th Cen-

tury-Fox.

f WILD HORSE CANYON—Jack Randall,

Dorothy Short. Original screen story by
Robert Emmett. Directed by Robert Hill.

One of the best Westerns for a long time;

a good story of rustling including some fine

riding and really tense situations. Mono-
gram.

m ZAZA—Claudette Colbert, Herbert Marshall.

From the play by Pierre Berton. Directed

by George Cukor. An entertaining story of

a French music hall favorite who gives up
everything for the man she loves only to

find out he is married. Determined to have
him she goes to see his wife and there

meets his small daughter and she goes back
to her career. There is some excellent act-

ing. Paramount.

SHORT SUBJECTS
INFORMATIONALS

f BERMUDA—ISLE OF PARADISE (Columbia
Tours)—Beautiful scenes of Bermuda in color.

Columbia.
f DEN IS JUNI 1938 (Swedish King's 80 Tear

Jubilee, The)—Given over mostly to speeches
and parades, but it may have an interest to

Swedes. CJhiefly newsreel in style, and very
long-. Scandinavian Talking Pictures, Inc.

f EUROPA'S VAERJVIELEDNING (The Gulf-
stream's Importance to Sweden)—A most In-
structive account of where the Gulf-stream be-
gins and ends, good commentary and diagrams.
Lack of English titles reduces value for Eng-
lish students. Scandinavian Talking Pictures,
Inc.
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f FASHION FORECASTS (Fashions—In Color)—
Attractive styles for snow and beach, with
lovely models and bright technicolor. 20th Cen-
tury-Fox.

f FOOTBALL GIANTS (News World of sport
series)—Training the New York Giants, using
the slow motion camera for spectacular plays.
Columbia.

f *MARCH OF TIME NO. 4 (5th Series)—Con-
sidering the space it had t'o give to the sub-
ject this is a surprisingly extensive as well as
informative account of the Foreign Service sec-
tion of our Department of State. RKO Radio,

f *MARCH OF TIME NO. 5 (5th Series)—The
Refugee, Today and Tomorrow. The refugees
whom war has driven from China and Spain,
with particular and vigorous emphasis on the
Hitler persecutions which are sending exiles
out of Germany. RKO Radio,

fj NATURE'S MIMICS (Color Parade)—Perform-
ing animals and some clever Indian trick birds.
Vitaphone.

f *OH SAY, CAN YOU SKI (Paragraphics)—An
excellent picture of learning to ski, done in
color. Paramount.

f PARAMOUNT PICTORIAL NO. 5—Seventeen

-

year locusts; screen paintings—Robert Bruce
(color) ; the Hit Parade of Yesterday—songs of
the gay nineties with some shots of old time
film. The first part is educational, the second
part pictorially beautiful and the third part
just amusing. Paramount.

f PARAMOUNT PICTORIAL NO. 6—Scenes of
Nairobi; gadgets for race horses; the milk-
man's broadcast. Paramount,

fj PROVINCE OF QUEBEC (Columbia Tours)—
Pictviresque view of French Canada, with some
odd pronunciations of French names by the
commentator. Columbia.

f RT'LLANDE HOTELL (Rolling Hotels)—Inter-
esting material about modern Swedish railroads.
Scandinavian Talking Pictures, Inc.

f SIDNEY, PRIDE OF AUSTRALIA (Fitz-
patrick Travel Talks)—Scenes of Beautiful
Sidney in technicolor. Metro-Goldwyn-Mayer.

fj SINGAPORE AND JAHORE^-A colorfvil and in-
teresting Fitzpatrick Traveltalk. Metro-Gold-
wyn-Maver.

f SKI RHYTHM (News World of Sport series)—Expert skiing Columbia.
f UNUSUAL OCCUPATIONS NO. 3—Using fish

nets for gadgets on Cape Cold; a Mexican gold
and silversmith; a Texan makes dye out of
cigarette bags; in England roof thatching and
wax works; Warren Williams and his many
inventive gadgets.

MUSICALS, NOVELTIES and SERIALS
f CLYDE LUCAS AND HIS ORCHESTRA (Mel-

ody Masters)—Music of various kinds. Vita-
phone.

f COMMUNITY SING NO. 2 (3rd Series)—Sing-
ing popular college songs. Columbia.

fj FROLICKING FROGS (Grantland Rice Sport

-

light)—Trained frogs and the annual frog jump-
ing contest in California. Paramount.

m MENTAL POISE (Robert Benchley)—A Robert
Benchley satire on psycho-analysis, rafher sub-
tle but very clever. Metro-Goldwyn-Maver.

f PENNY'S PICNIC (Pete Smith Specialties^
Prudence Penny (in color) shows practically
useful ways of getting a meal on a picnic.
Metro-Goldwyn-Mayer.

fj SCOUTS TO THE RESCUE (serial) Nos. 3-8.

—Jackie Cooper, David Durand, Bill Codey, Jr.
Directed by Ray Taylor. Further adventures of
the Boy Scouts. Universal,

f SCREEN SNAPSHOTS NO, 1—Hollywood play
spots. The chief interest of this series is for
those who like to look at stars off-stage, no
matter what trivial things they are doing. Co-
lumbia.

f SCREEN SNAPSHOTS NO. 2—A miscellany of
Hollywood functions. Columbia.

f SCREEN SNAPSHOTS NO. 3—Visiting the Hol-
lywood stars at work and plav. Columbia.

f SWINGTIME IN THE MOVIES—Amusing satire
on a movie-director at work. Includes manv
stars. Done in color. Vitaphone.

fj TREACHEROUS WATERS (Floyd Gibbons'
"Your True Adventure")—How a brave kid
saved a boy from drowning. Vitaphone.

fj TWO BOYS AND A DOG (Grantland Rice
Sportlight)^—A story of two boys and a dog
and how they win rodeo tickets. Paramount.

f UNFINISHED SYMPHONY — The National
Philharmonic Orchestra. Paramount.

f UP IN LIGHTS (Broadway Brevities)—A Uvely
musical, slight in plot, with plenty of singing
and dancing. Vitaphone.

f WRONG WAY OUT, THEJ—Kenneth Howell,
Linda Terry. One of the "Crime Doesn't Pay"
series, directed against young people too im-
patient to get away from home, and becoming
desperate through not trusting their parents
enough. Metro-Goldwyn-Mayer.

CARTOONS and COMEDIES
fj ANIMAL CRACKER CIRCUS, THE (Color

Rhapsodies)'—The animated animal crackers are
novel and clever. Columbia.

fj COPS IS ALWAYS RIGHT (Popeye Cartoon)—
Popeye has trouble with a cop. Paramount

fj CRACKPOT CRUISE—A round the world
cruise in seven minutes. Universal.

fj DONALD'S PENGUIN (Walt Disney)—A Don-
ald Duck cartoon, in which Donald finds a pen-
guin a puzzling pet. Donald is beginning to get
soft-hearted. RKO Radio.

fj GANDY GOOSE IN DOOMSDAY (Terry-toons)—An amusing cartoon based on Chicken-Liftle
and the falling sky. 20th Century-Fox.

f HOLLYWOOD GRADUATION (Color Rhapso-
dies)—A cartoon with .some good imitations of
Holl>-wood Celebrities. Columbia.

fj LITTLE BLUE BLACKBIRD—A poor little
baby blackbird afraid to fly redeems himself
by saving his brothers' lives. Universal

f MIDNIGHT FROLICS (Color Rhapsodies)—
Some amusing cartoon ghosts clowning and
dancing. Columbia

fj PORKY THE GOB (Looney Tunes)—Porky de-
stroys the pirate submarine single-handed. Vi-
taphone.

fj PRACTICAL JOKERS (Our Gang)—Our gang
tries to play a practical joke, but it acts as a
boomerang. Metro-Goldwvn-Mayer.

fj PUDGY'S THRILLS AND CHILLS (Betty Boop
Cartoon)—Betty takes Pudgy skating. Para-
mount.

(Continued from page 3)

ing of Club-made films. The session will be
held at 10 o'clock at the Hotel Pennsylvania.

The final event of the three day Confer-
ence will be the twenty- fourth Annual
Luncheon in the Grand Ballroom of the

Hotel.

You are welcome to all these sessions and
you can use this slip in requesting tickets.

National Board of Review of Motion
Pictures

70 Fifth Avenue.

New York City

I will attend the Conference at the Hotel

Pennsylvania, February 2nd-4th, 1939. No
fee for Conference sessions; tickets upon
request or at the door. However, it is

necessary to secure a ticket for the Thursday
morning session in advance, so if you wish

one, please check here.

I wish luncheon tickets ($2.00 each)—Res-
ervations made in order of receipt. Check
for $ enclosed herewith.

NAME
ADDRESS

AFFILIATION



NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a"growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of

motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may be carried either by the
producers or by the Review Committee Itself.

Tlie Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of

members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences. Its

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for the
support of the creative achievements of the
screen.

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under Its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board In 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of vi.sual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council

as an aid to the groups carrying out these

objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2 50 a year when taken alone, available at a
special rate of $100 in conjunction with the

Magazine.

Selected Pictures Catalog (annual).

Special Film Lists

25c

_.10c ea.

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status free

National Board of Review—How It Works_free

A Plan and a Program for Community
Motion Picture Councils _ _10c
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Selected Pictures Guide
This department lists pictures selected by

the Review Committee of the National Board
of Review as worthy of popular patronage in

the theatres, with an indication of the avdi-

ence group suitability for each picture. 'The

choice of the pictures included is based upon
principles of selection developed through long
study of public preference as to what consti-

tutes good screen entertainment. The con-
sensus of the Review Committee forms the
basis for the reviews and audience recommend-
ations of the pictures. The Review Committee
consists of apprnximafely 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up).

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren under 12.

*—Pictures especially worth seeing as above the

average "selected" picture.

f BOY SLAVES—Anne Shirlej", Roger Daniel.

Original screen story by Albert Bein. Di-

rected by P. J. Woldson. An excellent

presentation of the case against child labor.

A group of wild l>oys of the road who are

enslaved in a southern turpentine camp
and brutally treated. The story is un-
pleasant but gripping and the acting of the

boys is excellent, especially that of Roger
Daniel, the suspected stool pigeon, and
James McCallion as the leader of the boys.

RKO Radio.

f BOY TROUBLE—Charles Ruggles. ]\Iary

Boland. Based on story by Lloyd Corrigan.
Directed by George Archainbaud. An amus-
ing story of a man whose troubles begin
when his wife adopts two small boys.

Anyone who enjoys the domestic complica-
tions that Ruggles and Boland can carry
off so well, and the antics of little boys, will

no doubt like this picture. Paramount.

f BURN 'EM UP O'CONNOR—Dennis O'Keefe.
Cecilia Parker, Nat Pendleton. Based on
book "Salute to the Gods" by Sir Malcolm
Campbell. Directed by Edward Sedgwick.
A comedy romance of auto racing that
develops into mystery melodrama. Spills,

thrills and laughs. Metro-Goldwyn-Mayer.

f CHARLIE CHAN IN HONOLULU—Sidney
Toler. Original screen story by Charles
Belden. Directed by H. Bruce Humber-
stone. A good murder mystery enlivened
with humor, and a fine list of suspects to

keep the spectator guessing. Warner Oland
has luckily found a perfectlj^ satisfying suc-

cessor in Sidney Toler as the detective.

20th Century-Pox.

f FEDERAL MAN HUNT—Robert Living-
ston, .June Travis. Original screen story by
Maxwell Shane. Directed by Nick Grinde.
A fast moving story of a man's escape from
prison and his eventual capture. It has
some plot surprises and the excitement of a
good chase. Republic.

f FIGHTING THOROUGHBREDS — Ralph
Byi'd. Robert Allen, Mary Carlisle. Origi-
nal screen story by Clarence E. Marks and
Robert Wyler. Directed by Sidney Salkow.
The story of how a horse, trained to bring
about revenge upon one family by another,
ends in bringing the two families together.
A pretty good love story and some good
horse racing elements. Republic.

f GOING PLACES — Dick Powell. Anita
Louise. Allen Jenkins. Original screen
story by Laurice Leo. Jerry Wald, Sig
Herzig. Directed by Ray Enright. A farce
comedy with music—and an amusing one—

•

about a salesman of sporting goods getting
into trouble through masquerading as a
famous steeplechase rider. First National.

f GREAT MAN VOTES. THE—John Barry-
more. Peter Holden, Virginia Weidler. Orig-
inal screen story by John Twist. Directed
by Carson Kaniu. A comedy, with plenty
of sentiment, about a brilliant man who
Ijecame a drunken bum. and his two small
youngsters who tried to make him the
great mau he started out to be. They suc-
ceed, through some amusing manipulation
of local politics. RKO Radio.

f *GUNGA DIN—Gary Grant, Victor McLaglen.
Douglas Fairbanks, Jr. Original screen
story by Ben Hecht and Charles MacArthur.
Directed by George Stevens. RKO Radio.
See Exceptional Photoplays Dept., page 17.

f *IDIOT'S DELIGHT—Clark Gable, Norma
Shearer, Burgess Meredith. Play by Rob-
ert E. Sherwood. Directed by Clarence
Brown. Metro-Goldwyn-Mayer. See Excep-
tional Photoplays Dept., page 16.

f *JESSE JAMES — Tyrone Power, Henry
Fonda, Randolph Scott, Nancy Kelly. Orig-

inal screen story by Nunnally Johnson. Di-

rected by Henry King. A colorful picture,

founded on the already half-legendary fig-

ure of America's favorite outlaw hero. It

makes much of the point that crime doesn't

pay, without destroying the sympathy
created for its hero by the circumstances
that started his outlaw battle against the

railroads. Vigorous and entertaining. 20tli

Century-Fox.

f MR. MOTO'S LAST WARNING—Peter
Lorre. Ricardo Cortez, Virginia Field.

(Continued on page 15)
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The Annual Conference

THE N"ational Board of Review of

IMotion Pictures held its Fifteenth

Annual Conference in New York City,

February 2nd to 4th. "The Making of

a Motion Picture" was the general subject

of the Conference. Under this topic the

following procedures in film production

were presented : "The Making of a Scen-

ario" by Dudley Nichols, past president of

the Screen Writers Guild, who wrote the

scenario for The Informer; "Research in

the Motion Picture" by Harold Hendee,

RKO Radio, Director of Research ; "The

Problem of Casting" by Miss Marian Rob-

ertson, talent scout for RKO Radio; "Mu-
sic in the Motion Picture" by David Men-
doza of the Vitaphone Studios, who scored

and presented Ben Hur and The Big Par-

ade; "The Director's Work" by Dudley

Murphy, director of Emperor Jones and the

recently completed One Third of a Na-
tion; "Sound in the Motion Picture" by

Reeve O. Strock, sound director of the

Eastern Service Studios ; "The Actor's

Angle" by Franchot Tone; "Montage and

Editing" by Slavko Vorkapich of Metro-

Goldwyn-Mayer, one of the foremost artists

in his field.

One session, presented at radio station

WNYC, had for its subject "Television

Today." Stanton Griffis, Chairman of the

Executive Board of Paramount Pictures,

Inc., spoke on "Television—the Unknown
Quantity" and Allen B. Dumont of the

Allen B. Dumont Laboratories, on "The
Technical Aspects of Television."

All of these addresses will be published

in this Magazine, as our readers who were

in attendance and many who were not have

told us they would like to have this ma-

terial for study and reference. This issue

carries the two broadcasted addresses on

television.

There was a panel discussion on "Com-
munity Motion Picture Activities," with

representatives from many community

groups in different parts of the country tak-

ing part. The panel talks will also be car-

ried in the Magazine as a means of bringing

to a wider public these reportings on ac-

tivities.

The Saturday morning session was de-

voted to the junior groups of the National

Board, the 4-Star Clubs. Reports of ac-

tivities were given by juniors and by club

advisors and junior made prize-winning

films were shown. This session will be

fully reported in the 4-Star Final.

The Conference closed with the 24th An-
nual Luncheon. The speakers there were

:

Louis de Rochemont, producer and publish-

er of March of Time; Howard Dietz, Di-

rector of Publicity for Metro-Goldwyn-

Mayer
;
Dudley Murphy, director ; Padraic

Colum, poet. Other celebrities present

were, Gladys Cooper, Vincent Price, Rob-
ert Morley, Edgar Lee Masters. Langdon
Post, of the Board's Executive Committee

was luncheon toastmaster and Mrs. Oliver

Harriman was hostess of the day.
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Television - the Unknown Quantity
By Stanton Griffis

Chainua)i of the Executive Board of Paramount Pictures, Inc.

COLONEL Bob Ingersoll used to say,

"Let's leave it to the evolutionists to

tell us where we came from and to the

theologians to tell us where we are going

to."

The fact remains, we are here. I am go-

ing to let Mr. Dumont tell you where tele-

vision came from and each of you showmen

can answer your own questions as to where

it is going. The fact remains that it is here.

Within a few weeks the broadcasting and

reception of television programs in New
York City will have become a common-

place.

Paramount Pictures, for many years pi-

oneer in the silent picture days, later doing

its share in the tremendous development ac-

companying the introduction of sound and

for some time an important factor in the

radio industry, has in television taken its

first exploratory steps through the Dumont
Company, believing that while the future of

the new art is still obscure it is bound to

be closely correlated with the motion pidture

industry, with the .probability that each art

and each business will complement the

other.

No one can foretell the speed with which

television will develop, but it is reasonable

to feel that the characteristic intense cu-

riosity of the American people about any

new scientific development is not changed,

and that when the broadcasting of televi-

sion programs is brought within reach of a

large part of the population, starting prin-

cipally in New York City, the popular in-

terest and the desire to enjoy and study the

new art will be tremendous.

In the British Isles which present a ter-

ritor)' with a much greater concentration

of population than here and with the entire

broadcasting business in the hands of the

government agencies, under the strictest con-

trol but with commercial motives entirely

lacking, we are told that about 10,000 tele-

vision receiving sets have been sold during

the last few months and that the British

Broadcasting Corporation is cooperating

with the manufacturing associations on a

drive to increase the number of sets to

100,000 during 1939.

Staxtox Griffi.s

In England, programs are running for

about 17 hours a week and receiving sets

can be purchased with a range of price,

from as low as around $100 to fantastic

maximums, which include the combination

of radio, gramophone and television. In the

United States it would seem to me a fair

guess might be that from 30.000 to 100.000

receiving sets will be manufactured and sold

within the coming year.

From the point of view of the film in-

dustry we of Paramount believe that the

development of television will bring into

being in the studios new departments, both

for the adaptation of old films to television

programs as well as the manufacture of new
specialty films of an entirety different na-

ture for television programs.

Our laboratories are working along this

line. It is our belief for the next few years

a tremendous percentage of all televised pro-
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grams will be from films and not from

direct photography.

For the exhibitor we see the televising

of great sports and other current events as

an important adjunct to your news reel pro-

grams. Some day you will use transmis-

sion of the world panorama of news for

projection directly on your great screens,

but I fear this is a long way ofif.

You ladies and gentlemen of the motion

picture world are bound to meditate as to

the ultimate effect on the development of a

nationwide demand for television and com-
binations of radio and television. Fortu-

nately, perhaps, no final verdict will be

brought on this for a long time. If vou
will look back you will agree, I think, that

the development of radio has complemented
and gone hand in hand with the development

of the motion picture without any great

damage to either and perhaps profit to both.

In Madison Scjuare Garden we do not

believe that the staging of a broadcast on

the nights when the all-conquering Louis

comes to town affects our sale of seats, al-

though countless people will Hsten to the

blow-by-blow description—that is, if there

is more than one blow in a Louis fight. We
do not believe when you will actually be

able to see the fight on your television

cabinets, sitting by your own fireside, that

you will be found by that fireside rather

than at the Garden. Yet, the Garden will

expect tremendously increased revenue from
its television activity.

In motion pictures I am sure of one

thing, television is not the enemy but the

friend of motion pictures. It will be the

source of great profit to the industry. It

will mean the loss of no more business than

has come from the development of 16 mil-

limeter films. It will mean the gain of

tremendous business.

The belief and desire of every man to

see pictures of joy and sorrow, and happi-

ness and suffering, not alone but in the com-

pany of his fellowman, will prevail and con-

tinue. Television will act only as every

other development that increases public in-

terest in entertainment and amusement, to

me the greatest entertainment business of

all, that of motion pictures.

So, I might go on guessing and gazing

into the crystal ball as to how television

will afl:'ect your lives and mine. But un-

fortunately, I cannot yet pick up any tele-

vision broadcasts from future days, so your

guess is as good as mine.

You can rest assured that your life and
mine, your business and mine, will be af-

fected greatly. And believe me, we are very

fortunate to be sitting in our grandstand

seats in 1939 watching the development of

this great art and this new industry.

Technical Aspects of Television
By Allen

President of ihc Allen

THE possibility of seeing events at

places remote from the observer has

been a dream of humanity for count-

less centuries. As early as 1880 specific

proposals were made as to how this might

be accomplished. Only meager results were

obtained until around 1925, when Jenkins

in America and Baird in England succeeded

in transmitting low definition pictures. No
major improvements were made by these

experimenters but they made use of nu-

merous technical advances that had taken

place. Since that time further advances in

technique and design have rendered high

definition television a realitv.

B. DUMONT
B. Diiinowt Laboratories

It might be well at this time to point out

some of the more important contributions

by various scientists and engineers which

make the present system possible.

In tracing the development of television

it must be remembered that every system

of electric vision which has been proposed

depends fundamentally upon certain physi-

cal changes which are produced by Hght.

If the phenomenon known as photo-elec-

tricity were non-existant all television would
be impossible and the possibility of televi-

sion, therefore, may be said to date from
the original discovery of the electro-chemical

efl'ect of light, by Becquerel, in 1839.
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Part of the Conference Audience listening to the Television Broadcast

The chemical changes observed b}- Bec-

querel could be put to no practical use and

it was not until 1873 that the first photo-

electric effect of practical value was ob-

served by a telegraph operator, named May,
who was using some high resistances com-

posed of the metal selenium.

^lay observed that his instruments be-

haA-ed erratically whenever the sun shone

on the resistances and the effect was traced

to a decrease in the resistance of selenium

when exposed to light. The announcement
of this discovery led within a short time to

speculation on the possibility of transmit-

ting pictures, and scenes, to a distance by
means of electricity, and within a few years

a number of schemes were put forward.

For various reasons, however, thev were all

impracticable at the time.

One of the earliest proposals of which
details were published was put forward in

1880 by Ayrton and Perry. They proposed

to use a transmitter consisting of a large

screen made up of small squares of selenium

and to project an image of the scene to be

transmitted onto this screen by means of a

lens. Each square of selenium was to be

connected with a separate wire to the cor-

responding point in the receiver where a

magnet and light source was located. The
magnet operated an aperture which allowed

a var\-ing amount of light to be passed

through it. depending upon the light re-

ceived on the selenium at the transmitter.

Hence, by having a sufficient number of

cells and light sources connected to each

other a complete picture could be obtained.

To obtain a picture of corresponding detail

to the present 441-Hne picture over 3.000,000

cells, connecting wires and light sources

would be necessary, so the reason for this

scheme's failure is obvious.

Xipkow's patent of 1884 disclosed a

method of scanning which employed a disc

of large diameter near the periphery- of

which was a series of small holes arranged

in the form of a spiral. The transmitter

employed a selenium cell, the only practical
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form of photo element known at that time.

His receiver, however, employed an inge-

nious system of light modulation which de-

pended on the property possessed by flint

glass, of rotating the plane of polarization

of light when situated in a magnetic field.

Although this system, because of the slug-

gishness of selenium and the lack of means

of amplification, was too insensitive to give

practical results, the basic idea of the scan-

ning disc has been used extensively since.

The modern cathode ray tube used in

television is a development of the Braun-

Wehnelt tube which was in laboratory use

at the beginning of tlie century. The effects

produced by the discharge of electricity

through a vacuum had been investigated

since 1859. and the name "cathode ray"

was given by Plucker to the discharge of

electricity from the cathode of a vacuum
tube when a high potential was applied to

the anode.

It was later shown that this discharge

produced fluorescence of the glass walls of

the tube, due to bombardnient of particles

of electricity to which the name "electron"

was given by Johnstone-Stonev in 1890.

In the Braun tube of 1897 the electron

stream emitted from the cathode when a

high potential was applied to the anode was
directed up the tube and after passing

through an aperture impinged on a mici

screen coated with fluorescent material. The
point of impact of the beam w-as thus made
visible and by applying an external mag-
netic field the beam could be moved so as to

fall on any point on the fluorescent screen.

In 1905 Wehnelt added an important im-

provement to the Braun tube by using a hot

cathode—a strip of platinum coated with

oxides and heated electrically to red heat.

The increased electron emission obtained

with this cathode enabled a mvtch lower po-

tential to be applied to the anode of the

lube and gave a fluorescent spot of greater

brilliance, at the same time greatly increas-

ing the deflection sensitivity of the tube.

Up to this time no attempt had been made
to reduce the spot on the screen to the small-

est dimensions, although the advantage of

sucli a refinement was understood. The
earlv tubes had metal diaphragms which lim-

ited the section of the electron beam, but

in 1902 Ryan showed that a magnetic coil

surrounding the neck of the tube had a

focusing action on the electron beam, and

by varying both the position of the coil and

the value of the current through it an ex-

ceedingly sharp spot could be obtained.

Another improvement was the insertion

of a cylinder, or shield, surrounding the ca-

thode called a Wehnelt cylinder, which, on

applying a suitable negative potential acted

as a pre-concentrator of the electron stream

and directed it up to the tube in the form

of a narrow jet.

In 1907, a patent was granted to Boris

Rosing for a system of television in which

a cathode ray tube was used as the receiver.

Rosing's transmitting arrangements were
similar to many others and used two mirror

drums revolving at right angles to each

other at widely different speeds to scan the

image. The varying current impulses from
the photo cell were transmitted to the re-

ceiver where they were caused to charge

two condenser plates in the cathode ray

tube.

The fluctuating charges on these plates

caused the beam of electrons projected from
the cathode to be deflected away from the

aperture, and the amount of the beam which
passed through the aperture was propor-

tional to the potential of the plates and thus

to the degree of light and shade in the or-

iginal scene.

Having passed through the aperture the

electron beam was caused to scan the sur-

face of a fluorescent screen placed at the

far end of the tube and so to reproduce the

firiginal image.

Successful results were never obtained

with this scheme, partly on account of the

crude forms of photo cells and cathode ray

tubes then available, and partly on account

of the lack of any means of amplification.

Shortly after this Campbell Swinton pro-

posed a system of television utilizing two

cathode ray tubes of appropriate design,

one at the transmitter and one at the re-

ceiver, and in 1911 he described the system

Ijefore the Roentgen Society.

It will be noticed that this system lias

almost no basic difference from the present
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electronic methods of pick-up and viewing.

Campbell Swinton conceived the idea of

a mosaic screen of photo-electric elements

which were to form a part of a special ca-

thode ray tube. The image of the screen

to be transmitted was to be projected on

to the mosaic screen by means of a lens,

and the back of the screen was to be scan-

ned by a beam of cathode rays controlled

magnetically by the currents from two al-

ternating current generators. The cathode

ray beam in the receiver was synchronized

with tlaat in the transmitter by means of de-

flecting eoils connected by wires to the same
generators as the transmitter, and a sep-

arate conductor carried the photo-electric

currents for modulating the receiver beam.

In 1911 the three electrode amplifying

tube of Lee DeForrest was practically un-

Icnown and hence this system was never

tried. Our present television is only pos-

sible with the addition of this vastly impor-

tant invention.

And so we jump to 1925 when Jenkins

in America and Baird in England, witliin

a few months of each other, actually suc-

ceeded for the first time in transmitting

crude pictures from a transmitter to a near-

1)3' receiver. Each had utilized many of

ihe contributions previously enumerated

which were essential for successful opera-

tion, and neither had added any basic new
feature to make this possible.

From this time progress was more rapid,

and although the bulk of the work done

was on mechanical systems definite improve-

ment was shown. Many scanning systems

were tried utilizing devices such as the Nip-

kow disc, mirror disc, lens disc, mirror

drum, lens drum, mirror screw, vibrating

mirror, rocking prism, sliding prism, prism

rings and many others.

In spite of all this, in 1931 the picture

being transmitted consisted of only 60 lines

at a speed of 20 pictures per second, which

was entirely inadequate as regards detail

and flicker. Furthermore, the defects of

the mechanical systems had been made only
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too apparent. Rapidly moving parts caused

noise and difficulty of synchronization

—

bulky and costly apparatus, as well as ex-

cessive mechanical accuracy, cause I experi-

menters to look for some other means of

accomplishing the transmission of high defi-

nition pictures.

And so we take another jump to the

present time when within a few months the

start of regular scheduled programs of

high quality is contemplated.

The systems now being used are entirely

electronic and no mechanical moving parts

are to be found at transmitter or receiver.

Again we can say that this has been ac-

complished by a gradual improvement in

details rather than by any basic new inven-

tion. The scanning disc at the transmitter

has been replaced by the photo-electric mo-
saic pick-up tube somewhat similar to that

as originally proposed by Campbell Swin-
ton in 1911, but with many refinements. The
reforming of the picture at the receiver is

accomplished by the cathode ray tube, a re-

finement of the Braun tube of 1897. These
two tubes are the basis of our present elec-

tronic television systems.

Just how does our present apparatus func-

tion? The television camera is used to con-

vert the variations of light and shade in an
image in to corresponding electrical vari-

ations which can then be amplified and
transmitted by radio or wire. It consists of

a highly evacuated glass blank with a suit-

able window, a photo-electric mosaic screen

and a neck containing an electron gun. As
the electron beam passes through the neck

of the tube it is deflected by two coils at

right angles to each other. These coils are

supplied with alternating currents of special

wave form and frequency and cause the

beam to scan the surface of the mosaic

plate in a series of parallel lines.

A lens forms an image of the scene to

be transmitted on to the mosaic screen. This

screen consists of a thin sheet of insulating

material covered on one side with a conduc-

tive metal coating which is generally refer-

red to as the "signal plate" to which an

electrical contact is made. On the side of

the mica sheet towards the window and on

which the picture is focused, a m':'saic is

formed of a large number of small sections

of silver, each being separate and insulated

from its neighbors. The silver surface is

then treated with caesium so that each ele-

ment is photo-sensitive. When light falls

upon the surface of the mosaic, each section

liberates electrons in proportion to the light

falling upon it. Furthermore, each element

of the mosaic forms a minute condensor

with the signal plate.

When an image of some object is fo-

cused on the mosaic screen, some of the

elements will receive more light than others,

depending on the brightness of the particular

part of the image. Those mosaic elements

on which a bright part of the image falls

will liberate a large number of electrons

and will thus become positively charged,

while those elements in a completely dark

part of the image will liberate no electrons

and their charge will remain unchanged.

As the electron beam scans the surface

of the mosaic elements, it restores sufficient

electrons to each element to reduce its

charge to zero. This discharge affects the

signal plate by electrostatic induction and

is conducted to the first amplifying tube.

Hence, as the electron beam scans along

each line and passes over parts of the image

of varying brightness, a series of electrical

impulses follow one another to the ampli-

fier, which vary in the same way as the

image brightness varies along the line. This

is repeated line after line until the whole

image has been scanned and the train of

electrical impulses so produced is called the

"video signal", which can be further ampli-

fied and used to modulate the transmitter.

At the receiver we use a cathode ray tube

to reform the picture, similar to that just

described except that instead of having the

mosaic plate we use a fluorescent screen

which is illuminated by the electron beam.

Furthermore, we have an additional element

in the electron gun called a "modulating

electrode" to vary the intensity of the beam.

Hence if we move the beam at the receiver

by suitable means at the same speed as at

the same time vary its intensity, we will re-

from the picture on the fluorescent screen.

There are numerous methods of synchron-

izing the motion of the beam at the trans-

mitting and receiving tubes. The scanning

voltages are generally of saw-tooth wave
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form supplied by suitable generators. These

generators may be located at both trans-

mitting and receiving stations and locked

in step by synchronizing impulses or the

generators may be located only at the trans-

mitter and the scanning voltages transmitted

and used to scan at the receiver. The ad-

vantage of the second method is greater

flexibility and reduced frequency require-

ment.

The pictures being transmitted at the

present time have 441 lines, with a two to

one interlace ratio, giving 30 pictures a sec-

ond, with a flicker frequency of 60 per

second. A number of wave bands, 6 mega-

cycles wide, have been set aside for televi-

sion transmissions. These bands are all lo-

cated above 44 megacycles. Tests have

shown that the coverage is from 50 to 75

miles with a properly located transmitter

of sufficient power.

It is anticipated that continued improve-

ment will be shown in this art towards in-

creasing the range of transmissions, obtain-

ing finer detail pictures of larger size and

greater brilliance", as well as simplification

of apparatus.

To predict the many uses of television

several decades from now and its efllect

upon our civilization is truly the job of

a superman, and so I leave the subject to

your individual consideration.

At the conclusion of the broadcast address

Mr. Dumont continued with a demonstra-

tion, explaining as follozvs:

IN
order to accomplish the clarification of

some points which are hazy as to how
this television operates, we have here

some apparatus which we have brought in

so that some of the points that may not be

clear to you can be shown in the demon-
stration.

The apparatus that you see on the piano

here consists of a very small test transmitter

with a fixed picture in it. The other box
contains the apparatus for the receiver. Now,
of course, this is in its very simplified form.

This particular apparatus is used mainly in

demonstrating the principles of television

but it shows quite clearly just what goes on.

We will adjust that so that we haA^e just

a single spot. We see the spot caused by

the beam of electrons. In other words, we
have inside the unit a cathode ray tube

which you can probably see better in this

apparatus that is in back of me. In other

words, you can see the shape of the cathode

ray tube. The beam of electrons hits the

end of the tube and causes the fluorescent

spot. We can move that spot horizontally

or vertically. If we move that fast enough

horizontally and A'ertically we will have what

we call a scanning pattern, and still that

one spot just moving rapidly covers the

entire screen.

Now, if we take the signal from the signal

plate and modulate the modulating electrode,

we will see the picture on the end of this

tube. Of course, this is a small tube here

and I do not know how well the beam back

there can be seen by those of 3'ou in the

rear. We can see how the number of lines

affects the detail in the picture. If we cut

down the number of lines we see that the

detail of the picture is considerably reduced.

If we increase it, it is considerably increased.

^^"e can change this number of pictures per

second. If we have very few pictures a

second we have a lot of flicker, as we in-

crease that the flicker becomes less and we
have this here.

Now, over here we have a little trans-

mitter, one which transmits the sound and

another which transmits the picture. This

transmits on the same frequencies that are

used in television, namely, around 5 meters.

This that you see here is a small table model

receiver. The detail on these pictures is

really not as good as you get in actual ser-

vice, but it is difficult to bring elaborate

apparatus into the studio and set it up in

the time that is available. It will show the

picture transmitted from the transmitter to

the receiver and it gives you a little idea

of how the picture looks.

Replies made bv Mr. Griffis and Mr.

Dumont to questions from the floor.

1. Hoiv can I have television in my
home, and ho7V much zcill it cost me?

THE cost of television receivers for the

home will vary considerably. The lower

priced sets may be as low as $100. and

the more expensive sets will run up to
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$1,000. The main difference in cost is due

to the size of the picture that you desire

in your home. The inexpensive sets will

have a relatively small picture and probably

will only be equipped to receive the picture.

The sound portion must be received on these

very inexpensive sets by utilizing a convertor

in connection with your present receiver.

On the slightly more expensive sets sound

and voice will be received by the one re-

ceiver. And on the real expensive sets,

all-waA'e radio set and possibly a phonograph
may be combined in the apparatus.

2. What is the sise of the picture?

The picture that you see here is 8 x 10

inches. That is the actual size of the pic-

ture. It is rather deceiving in here. These

receivers are designed for the home where
there Anil be six, eight and ten .people look-

ing at it. If you get in a dark room and

then sit about six feet away from the pic-

ture you will have the same angle as if

you were in the motion picture theatre. So
that if the room is dark after a short period

of time you will think you are in the movies.

The picture appears just as large as if you
were sitting in the middle of a motion pic-

ture house.

3. What was the origin of that picture

there in timt portable model/'

In order to obviate the necessity of bring-

ing an ordinary camera in here, which would
require additional lights and additional ap-

paratus for all of our test work, we have
what we call a phosmojector tube which
has the picture right inside the tube. We
scan the picture in that particular tube di-

rectly. In other words, it is a fixed picture

we are using. It saves bringing in a large

camera with floodlights and everything else.

If we wanted to pick up this audience

here, we would take this tube out, put in the

photo-electric mosaic tube and use the flood-

lights. We need more amplification than

we can conveniently get in here.

4. Mr. Diimont, I would like to ask this

:

IVc are all here together and want to know
about television. Most of us are interested

in the pictures. Hozc zvill backgrounds be

used in televising? That is, we know that on
the screen today zve see. for instance, people

sta)iding on the deck of a shif' and in the

background zve have the ocean, and some
tropical islands, and so forth. Will that be

used in television?

That can very readily be used in televi-

sion presentations. There are several ways

of doing it. I know very little about the

motion pictures, but I understand that some

of those shots are made using a projector

of some sort on to a ground glass screen.

The person simply stands in front of that.

The same principle can be applied, of

course, in picking up a television program.

You can use the same procedure.

Now, it is also possible to do it electri-

cally. In other words, we use two pick-up

devices and we would simply fade in elec-

trically one on top of the other. We can

either do it electrically or optically.

In other words, if we had an actor doing

a love scene, we will say, on the Beacli of

Waikiki, we could have him in the studio

if we wanted, and for the beach, we would

take the televised background and fade it in.

5. Perhaps Mr. Dmnont might be willing

to comment as to the general interest in this

subject. There lias been so much in maga-

sincs and nezi'Spapers and articles of all

sorts, might I ask whether most issues have

been settled and necessary adjustments made
to promote ^he general use of it?

As far as I know, so far there has been

practically no television litigation whatso-

ever. Whether it is going to come like it

did in radio, nobody knows.

What are the rep'Orts so far?

So far, to my knowledge, there has been

no litigation on television patents. Natu-

rally, in the Patent Office there are interfer-

ences that are granted, but of course nobody

knows about that. That is more or less

standard procedure.

There are different kinds of basic patents?

There are undoubtedly a large number of

inventors that think they have so-called basic

patents. It is personal opinion as to which

one of these parties are predominant.

6. IJliat is the production price of a

receiver like the one indicated ? ]]'hut zvould

be the cost of the replacement of the cathode

tube such as indiooited, and hozv long could

such a receiver justify being marketed?

I think this particular receiver that you
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see here had a price on it somewhere be-

tween $350 and $400. As to how long it

will remain so-called modern, as far as I

know there is no reason why it should not

serve a person five or ten years anyway. As
far as the life of the tube is concerned,

the cathode ray tube will last from two to

four years. The replacement cost on that

is between $40 and $50.

7. Do you know what type of picture

we are going to be able to get? Who will

broadcast? Will it be advertisers, or wliat?

Well, I think I had better talk about the

programs that have been transmitted in the

past six months. NBC from the Empire

State Building has done the bulk of the

transmissions. Columbia Broadcasting Sys-

tem expect to have their transmitter oper-

ating in a few months, and we are putting

up a transmitter and will have it operating

probably within a month.

The programs that NBC have transmitted

from the Empire State Building have con-

sisted of news, ordinary motion picture news

reels, March of Time, short comedies and

two or three feature pictures. They have

also transmitted a number of vaudeville

acts of all descriptions. They have trans-

mitted a number of plays of various nature

and they have also picked up experimentally

outside sporting events with no official pro-

grams on that. In other words, they have

taken their pick-up trucks out and scanned

different scenes on the outside. They have

had a few sidewalk pick-ups where they

have brought the persons before the micro-

phone and had them interviewed at that

time.

So far we haven't arrived at the point

where we have commercial sponsors. I

think that most of the people feel that it

may work out that television, the broadcast-

ing of it, may be partially, or to a large ex-

tent, maintained by the advertisers. How-
ever, as I say, there isn't anything definite

on that and it remains to be seen how it

works out.

8. Do you think it likely we are going to

get the Olympic Gaines in 1940, and has

the Olympic Committee done anything about

it?

I have heard that question before. If

they would hold the Games a little closer

to home—I understand it is Finland

—

we could do it very nicely. At the pres-

ent time I think it is somewhat imprac-

tical to try to transmit it to this coun-

try because of the somewhat limited range

of the broadcasting and also because there

are no cables which would be suitable to

carry it. So I will be willing to bet any-

thing that we will not see those games, ex-

cept through the film pick-up and retrans-

mission.

9. What is the range of television?

The range of a television transmitter is

between 50 and 75 miles at the present time.

A number of schemes are being worked on

which look very promising that can extend

that range.

It might be mentioned at this time that

the actual service range of a large number

of broadcasting stations is not a lot greater

than that. By that I mean that is a service

that you can receive every day in the year,

regardless of atmospheric conditions and

very perfect reception. Of course, you can

receive stations hundreds of miles away

under good conditions, but I think every-

body in this audience realizes that pretty

much they use their local stations because

that is where they can rely on getting pro-

grams of good quality consistently. So that

the actual range of a broadcasting station

is not so much different as most people

think.

10. There is no question that we can

look forward to the possibility cf having

nettL'ork televising stations, is that correct?

I think that, eventually, yes, but for a

long period of time until the actual cables

are developed and installed you are going

to liave individvml transmissions and not

network transmissions.

/ realise that. I mean, in time zi'c will

have a key station, shall we call it, zvhich

zi'ill pipe through the programs* just as the

radio programs are piped through today?

I think undoubtedly in the distant future.

11. / want to knozv if the volume of

sound affects the distinctness of a picture?

^Continued on pa(je 17)
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^^Charles Laughton and V
FOR those who have seen the masterly

mixture of arrogance and serviHty that

is Charles Laughton in his newest

production The Beachcomber*, it is highly

interesting to read his wife's recent book

"Charles Laughton and I" (Harcourt Brace.

$3.50) and remind oneself of the astonish-

ing variety of characters he has portrayed

on screen and stage. In fact his life has

been one long struggle to obtain such vari-

ety; to hold out against all offers, no matter

how lucrative, that propose his repeating one

of the many parts in which he has been a

popular success. This strength of mind,

coupled with first-class ability and training,

has undoubtedly been the chief cause of his

success and popularity. As Nero, Ginger

Ted, Henry VIII, Ruggles, Tattle in Con-

greve's Love for Love, Canon Chasuble in

The Importance of Being Earnest, Rem-
brandt, and numerous other characters of

every time and place, he has proved himself

one of the greatest cliaracter actors of his

day.

As is so often the case we find the peak
of success resting firmly on a foundation of

interest and determination in childhood.

Laughton's parents were hotel owners

;

when their son saw a pretty lady walking

past their hotel and asked who she was, the

answer came from his mother with a good
deal of embarrassment : "Hush, dear, that's

a theatrical. ..." To the mother and father

the idea of Charles being a stage success

was unthinkable, and they carefully planned

a very dif¥erent career for him. After

deciding in his early years that the Navv was
his place, they switched their choice in favor

of hotel management and resolved to train

him to follow in their footsteps.

But Laughton himself thought very dif-

ferently. To him a "theatrical" was some-
thing miraculous, and from the first he

planned his life in direct opposition to his

parents' ambitions. He built himself a

model theatre as a kid and had all the heads

of his marionettes bitten off bv his enraged

brother; he induced an admiring pantry-

maid to sacrifice her free afternoons to

watchingf him act in costumes of old sheets

Charle.t Laughton lohen his parents were
considering the Navy as a career for him.

and towels. Not until his schooldays, how-

ever, did he receive any official recognition.

Then he played the appropriate part of a

lodging-house keeper in a school production

and the dramatic critic of the school maga-

zine provided him with his first press notice.

"We hope to see some more of Mr. Laught-

on," he wrote.

With her husband-to-be engaged in disap-

pointing his parents, Elsa Lanchester was

undergoing far more peculiar treatment.

Raised in one of the poorer sections of

London she fancied herself "in a mist of

gauze or chiffon" and attended free dancing

classes in Chelsea. There she was picked

up by a talent scout and turned over to one

of the strangest personalities of the time,

Isadora Duncan, who took her with a group

of other child prodigies to the Duncan school

of dancing in Paris. Once a little genius

had been chosen by Isadora, all tuition costs

and living expenses ceased to be a problem,

thanks to the forethought of a kindly

old millionaire. Every morning the children

were lined up in a huge salon and, much to

little Lisa's disgust, went reverently through

a rite of kissing Miss Duncan's hand while

she reclined gracefully on a sofa, wreathed

in veils and shod with gold sandals. Thev

* Reviewed December, 1938.
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Charles Laughton and EJsa Lanchester in Henry the Eighth'

were taken to a window and told to watch
the leaves and rose-petals falling and emu-
late the actions in their dances. When the

world war scattered the colony of little

geniuses, Elsa Lanchester had few regrets.

"Bare feet", she writes, "are not naughty

any more and nobody can make a living to-

day by imitating rose petals, unless it is Sally

Rand without her fan."

With the end of the war she was a dance

instructress and breaking into professional

acting. Laughton came in for the last year

of the war and then turned his attention to

business in the family hotel. But at the

same time he joined up with a group of

amateur players, and it wasn't long before

the decision to break with the hotel business

was made. Laughton left home and entered

the Royal Academy of Dramatic Art in

London, "where thinking about acting

ceased to be a crime and became a cardinal

virtue." In one year he carried off the

highest award the Academy could present.

It was then that Bernard Shaw told him he

was bound to be a success. "A hopeless

Higgins," said ^Ir. Shaw when Laughton
played that part in Pygmalion, "but a born

comedian".

^^l^en he married Elsa Lanchester,

Laughton was already well on the way to

success. They met in Arnold Bennett's play

Mr. Prohack, where Laughton got into

hot water for basing his portrait of 'Mr.

Prohack on Bennett himself. "Although

as the rehearsals continued this be-

came obvious to everyone. Bennett didn't

get it at all. He didn't approve of Charles'

rendering of the part and more than once

he shouted from the stalls during rehearsals :

'Xot a bit like him. That's not my Pro-

hack.' On the first night Charles made
himself up to look like Arnold Bennett. He
copied his hair and moustache, but even then

Bennett didn't notice the resemblance, but

the newspapers did—and liked it." Next
morning Laughton spent an uncomfortable

few minutes on the telephone listening to a
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livid Bennett bawling him out for a "piece

of gross impertinence".

Since that day Elsa Lanchester has played

as varied a collection of parts as her hus-

band. But this kind of acting, she points

out, brings comparatively little fame to a

woman. The Laughtons, Baurs and Arlisses

can go on almost indefinitely interpreting the

most devious parts, but there is practically

no such thing as a film actress who has won
fame because of the variety of characters

she has interpreted. The actress is typed

as a certain personality, and thereafter re-

peats that personality ad infinitum. Merle

Oberon, says Miss Lanchester, had to weep

in Henry VIII, and since then she has never

been allowed to dry her eyes. But she has

also become a famous star, popular with vast

numbers of movie-goers, while Elsa Lan-

chester who, on her own admission, has

played "everything from addled spinsters

to Peter Pan" has had to pay the price.

"Charles Laughton and I" takes the read-

er up to the time of the founding of the

Mayflower Company which is run by

Laughton and Erich Pommer. Since its

publication Elsa Lanchester has been in

New York for the opening of Mayflower's

first production, The Beachcomber, and, in

an interview, touched on a number of points

of interest.

First, she is highly enthusiastic about

Laughton's next picture, St. Martin's Lane,

which has already been released in England.

Before it comes to the United States it will

have to be re-dubbed, since American dis-

tributors are chary of handling a film with a

lot of foreign dialects in it. This is a sore

point with Elsa Lanchester. "Many of the

American critics," she says, "have insisted

in the past that British companies should

turn out really British films if they want

success in the American market. There has

been a lot of talk about the need for English

pictures with roots in their own soil. But

no sooner do we make a picture that is really

English, like St. Martin's Lane, than we
are told the dialogue must be changed to

suit American audiences." Miss Lanchester

believes in fair exchange. "In England",

she says, "we have learnt to understand the

language in a picture like Dead End. It is

only fair that American audiences should

learn a strange dialect in the same way."

For the future, she says, Laughton will

star in one more picture after St. Martin's

Lane. This will be Jamaica Inn, now being

completed in the Mayflower studios with

Alfred Hitchcock directing. After that he

would like to work on productions in which

he is not the star. He also has ideas for a

stage production of King Lear, Lear being

a part he feels has never been really in-

terpreted by an actor, and one that requires

a full year of study. He would like his

wife to play Cordelia, and would prefer to

open the play in the United States, "where

we're not so well known as husband and

wife" explains Miss Lanchester.

Both believe that no actor can play the

lead in King Lear evening after evening

with matinees thrown in and still bring his

full powers to bear upon this exhausting

role. So they'll try and show it only four

times a week, alternating with Tlie Tem-
pest, in which Elsa Lanchester will play

Ariel. We say "will play" but maybe that's

looking too far ahead : at the moment neither

of the Laughtons is in a position to know
exactly what they will be doing this year,

and while scripts are being considered for

future Mayflower productions, no announce-

ments are available as to what will follow

Jamaica Inn.—N. D.

(Continued from jmge 2)

Original screen story by Philip MacDonald
and Norman Foster. Directed by Norman
Foster. The Japanese detective foils a plot

to blow up French battleships in Near-
Eastern waters. Picturesque setting and
action. 20th Century-Fox.

m PERSONS IN HIDING—Lynne Overman,
Patricia Morison, J. Carrol Naish. Original
screen story by J. Edgar Hoover. Directed
by Louis King. A gangster picture with a
pretty girl as the brains of the outfit. In-

teresting as it shows the working of the
bureau of Federal Investigation. Para-
mount.

f ST. LOUIS BLUES — Dorothy Lamour.
Lloyd Nolan. Based on story by Eleanor
Griffin and William Rankin. Directed by
Raoul Walsh. A story of a show-boat
blending comedy, romance and melodrama.
A girl runs away from her former manager
who has exploited her, and joins the show-
boat troupe. Some good music. Paramount.

(Continued on page 19)
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outstanding merit in the artistic development of of trained, students and critics of the screen are

the screen, with the object of bringing such pic- combined in an impartial review which aims to
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Reunion in War-time

M R. MUSSOLINI'S feelings have

been shown a gesture of respect by

making Esperanto the language

spoken by the natives of the winter-resort

place where the next war breaks out in

Idiot's Delight, when not broken English.

Not that many people will notice—it sounds

enough like Italian to be only a technical

camouflage. Otherwise the changes made
in Robert Sherwood's play that won the

Pulitzer Prize, in putting it on the screen,

are neither so cringing nor so devastating

as preliminary rumors suggested. It is still

sufficiently obvious where and under what

general circumstances a frightful modern
super-war comes crashing down on a lot

of harmless, peace-loving people, wrenching

them out of their simple individual ways of

living into a maelstrom of international

chaos. Only the emphasis has been changed,

the interest thrown from a group to two

people of that group, the tone shifted from

ironic tragedy to comedy, and the meaning

of the title left so hanging in the air that

most people, if they think about it at all,

are likely to take "idiot's delight" to be an

obscurish reference, not to war-making, but

to Mr. Gable's romantic interest in Miss

Shearer.

No one is going to find these changes par-

ticularly deplorable except those who took

Mr. Sherwood's play to be an incisive and

efl^ective protest against war and expected

the film made from it to be the same. Such

people should remember that no film of

any considerable popular appeal, no matter

how manv war-horrors it ma^' have shown,

has ever been appreciably effective anti-war

propaganda. War on the screen, no mat-

ter how horrible and tragic it is made to

appear, is such a thrilling affair, so com-

plete an escape from the routine of ordinary

life, that the stronger the emotions it ex-

cites the more those emotions are likely to

be admiration for courage and pity for suf-

fering rather than indignation against the

forces that provided the occasion for that

courage and suffering. According to quite

an old theory which time has not disproved,

pity and terror, whether in Aristotle's the-

atre or the modern movie house, are more

purgative than dynamic, and Mr. Sher-

wood's war, for all practical purposes, loses

little by being a mere background for an

unusual and very entertaining love-story.

It's entertaining because it is unusual,

and carried off jauntily and gaily by Clark

Gable's remarkably infectious and effective

performance. It concerns two people of no

great romantic stature who first come to-

gether in a cheap vaudeville theatre, he the

rather shabby but irrepressible assistant in

a dubious mind-reading act, she a day-

dreaming acrobat who believes, and believes

very efficaciously, that she can become gla-

morous by resolutely pretending to be

glamorous. That the glamor she dreams of

and eventually achieves is more than slight-

ly tawdry is touching more than offensive:

one can see through her phoniness, as the

man insistently did, and still be interested

and charmed by it. In the course of time

he arrives at touring Europe with six

blondes, a song-and-dance artist purveying

Irving Berlin wherever he can find engage-

ments, and meets once more the girl he had

16
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run into so intimately but casually in Omaha,

now a slinkish, Garboesque exotic creature

with a pulp-magazine background of Rus-

sian aristocracy and an amazing blonde wig.

There war overtakes them: it may destroy

them, but it brings them together, made for

each other with their inextinguishable en-

thusiasm for triumphs amid tinsel and bright

lights, enthusiastically planning a career that

will take them to Piccadilly though bombs

are crashing all around them.

Forget Alfred Lunt and Lynn Fontane

—

most people who see the film won't have

seen them anyway—and this picture is its

own excuse for being, nearly always amus-

ing, sometimes touching, with plenty of acid

•comment on modern life and society tucked

away in it but not aimed point-blank at you

like the firstlies and secondlies of a sermon.

Clark Gable keeps it on a level of liigh

comedy, and Norma Shearer—well, if she

seems phoney it will not be too phoney for

comfort if you remember that tliat was what

she was meant to be.

The other people—Laura Hope Crews.

Charles Coburn, Burgess Meredith, Joseph

Schildkraut—are all good, especially Les

Blondes, but they all inevitably get over-

shadowed, along with their significance, in

the process of making the two star parts

really star parts. But they are still in the

picture, with their different meanings, for

those to whom the stars are not too dazzling.

J. S. H.

Out of Kipling

BEN HECHT and Charles MacArthur

seem to have had a pleasant afternoon

—maybe it went on into the evening

—tossing off an adventure film about Kip-

ling's water-boy, Gunga Din. With vaguely

fond memeories of Soldiers Three and

Thugee (which the actors call tugee on

the screen, no doubt lest it be confused

with something more American), and even

My Lord the Elephant, they have let them-

selves go and concocted a lively and two-

thirds exciting action piece celebrating, not

too solemnly, some of Britain's ways with

the natives of India. Following their own

errant fancies they have skipped lightly

from melodramia to slapstick to sentiment

to genuine thrills mingled with theatrical

heroics, sticking to only one discernably res-

olute aim, to break conspicuously away from

the conventional boy-and-girl theme : the

girl is quite brutally abandoned by her

fiance for the presumably greater pleasures

of life in Her or His Majesty's Service.

George Stevens has taken this gaily irre-

sponsible script and directed it for all it's

worth, and made an excellent job of it. The

glories of the old days when movies moved

instead of talking are here 'notably revived,

and you'll wait a long time before you see

anything on the screen more satisfying in

its way than the expedition of the three ser-

geants to repair the broken telegraph line at

the beginning, or the rescue of these same

three sergeants from the diabolical natives

fanatically addicted to murder by means of

strangling. The bhisti, Gunga Din, appears

only intermittently for all his title role, but

he has the final big moment, with Kipling

in person there to dash off his poem about

him, and a gorgeous fade-out, grinning like

Topsy in his posthumous corporal's uniform.

Everybody concerned with putting Gunga

Din on the screen did his technical best (in-

cluding a remarkably good composer of the

musical score), and to excellent effect. If

as a whole it can't be taken very seriously

it's because its authors seem to have been

indulging in a little swing session on Kipling

themes, improvising with more gusto than

intention, with really nothing to say.

J. S. H.

(Continued from page 12)

/ mmn if we have the voice very loud

does that make the picture more distinct?

No. On the television receiver you have a

separate control so that you can adjust the

contrast. There is the on and oft' switch

which turns everything on or off. Then you

have the brightness control so that you can

regulate the brightness of 'the picture and

the focus control so that you can focus it.

Then another control for the contrast of

the picture and another for the sound vol-

ume so you can regulate the sound volume

and the contrast of the picture independently.
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One Third of a Nation
This revieio is by Langdon Post, of the

Board's Executive Committee who expresses the

opinion of an expert on the proMem of tene-

ment housing conditions.

"T see one third of a nation ill-fed, ill-

I clothed, ill-housed." This was the

• challenge laid down by Franklin

Roosevelt in his second inaugural address.

This is the c!iallenge to American demo-

cracy today. The simple tragic truth con-

tained in those few words constitutes the

basic problem of this nation as we approach

the halfway mark of the twentieth century.

It has been repeated over and over again

in the home, in the forum, in the debating

halls, in legislatures and in political plat-

forms. It has inundated our literature, our

art and our drama. It confounds our econ-

omists, confuses our law makers and strikes

fear into millions of our homes. Being a

simple catholic truth it is the essence of

drama. That people should be ill-clothed,

ill-fed and ill-housed in a nation which is

productively capable of supplying all the

necessities of life is a paradox containing

within itself all the elements dear to the

heart of author or producer.

About a year ago the Federal Theatre

Project of the Works Progress Administra-

tion presented a play called One Third of

a Nation. It ran to standing room only

for mam^ weeks. Its story was acclaimed

by the critics as one of the most dramatic

of that season—and yet it was merely the

story of a house, of an old law tenement

house in one of the slums of Xew York

;

a vicious cruel and tragic story of life and

death and misery, of indifference, greed and

profit. It was a tremendously dramatic

presentation of how and why one-third of

a nation came to be ill-housed.

Dudley Murphy, an independent and cour-

ageous motion picture producer, saw the

cinematic possibilities in this play, filmed it

entirely in Xew York City and presented it

to a highly appreciative public a week or

so ago.

Mr. ^lurphy, evidently believing that the

stark simplicity of the story in the play

would not be sufficient for the average movie

audience throughout the country, felt im-

National Board of Review Magazine

pelled to introduce a more conventional

method of presentation using the story of

the house as a background. I believe ^Ir.

IMurphy's decision was a wise one and al-

though I would like to think that the whole

technique used in the play could have been

translated into the movie, I nevertheless can

find no quarrel with the final result.

The stor}^ itself is simple enough. A
rich voung man, much of whose inherited

wealth is derived from the slums of Ne^v

York, meets a charming young slum dweller

at a fire in one of his own firetraps in

which she had been living. Several people

are burned to death and the brother of the

girl is crippled for life as the result of the

collapse of a defective fire escape ladder.

The young man, played by Lief Erikson.

entirely ignorant of the sordid sources of a

large part of his wealth, is deeply impressed

by his first encounter with them—and, in-

cidentally of course, with his charming-

voung tenant, played by Sylvia Sidney.

Goaded on by the tragedy of the fire and

the exhortations of ]\Iiss Sidney whose soul

is gradually shrivelling under the impact of

slum Hfe. he tries to find an answer to the

question of what he should do. Tear them
down is the obvious one, but he is unable to

extricate himself from the arguments of his

pretty sister, who enjoys their wealth and
is not interested in its source, and his hard

bitten family lawyer whose bitter logic

seems unanswerable. He finally gives up
in despair and it is not until the second

fire in the house, caused by the embittered

cripped brother, that the wealthy young-

man throws arguments to the wind and be-

gins a wholesale demolition of his slum

properties.

It is not the strength of the story nor

the effectiveness of the acting, most of

which is excellent, that makes this the fine

picture it is. The background and its ef-

fect upon the characters in the picture make
One Third of a Nation a fine production.

The struggle of the 3^oung man between his

desires and the traditions of the past and
the indifference of the present, the reac-

tions of the young radical embittered by the

injustices of slum life and its contrast t»

the life of the rich, the crippled boy"s hal-

lucinations of the dirty old house talking-
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and sneering at him, the whole atmosphere

of slum life created with such accuracy and

integrity, these are the things that step this

picture up into the front rank of produc-

tions.

Some will call it propaganda. If deal-

ing honestly, sincerely and dramatically with

the facts and the truths of life is propa-

ganda, let us have more of it.

Distributed iy Paramount Pictures, Inc.

SELECTED PICTURES GUIDE
(Continued from page 1.5)

f SMILING ALONG—Gracie Fields, Roger
Livesey. Original screen story by William
Counselman. Directed by Monty Banks.
A gay sort of story about a stranded variety
troup in England. Gracie Fields is a
distinctive and likeable comedienne, who
fills a rather ordinary story with vitality.

(British Production). 20th Century-Fox.

SON OF FRANKENSTEIN—Basil Rath-
bone, Boris Karloff, Bela Lugosi. Original
screen story by Willis Cooper. Directed by
Rowland V. Lee. A real horror story and
entertaining to those who like this type.
Frankenstein's son in order to prove his
father's greatness brings the monster back
to life with dire results. The acting and
direction are both good. Universal.

THEY MADE ME A CRIMINAL—.John Gar-
field, Gloria Dickson, Dead End Kids. Novel
by Bertram Millhauser and Beulah Marie
Dix. Directed by Busby Berkley. The story
of a hard-boiled prize-fighter who. fleeing
from treacherous hangers-on who have in-
volved him in a murder, learns about love
and loyalty on a western ranch. Both
toughness and sentiment in it, and .lohn
Garfield amply justifying his star billing.
The Dead End Kids are not criminals.
Warner Bros.

SHORT SUBJECTS
CARTOONS ,\ND CO^IEDIES

BEACH PICNIC (Walt Disney)—Donald Duck
has trouble with the ants at his picnic. RKO
Radio.
DOG-GONE MODERN—A cartoon of two dogs
visiting- a model modern house. Vitaphone
FROZEN FEET (Terry Toon )—Amusing- cartoon
of a man who is sent to paint the North Pole.
20th Centurv-Fo.x.
I'M JUST A JITTERBU(3—.Vmusing cartoon in
which characters dance and sing-. Universal.
LONE MOUNTIE, THE—A Krazy Kat cartoon,
in -which he lilossoms out from a timid waiter
to a succes.sful niountie. Oohniibia..
LONE STRANGER AND PORKY, THE—One Of
Yitaphone's very clever and amusing- liurlesque
cartoons. Vitaphone.
MICE Y'lLL PLAY, THE—An anmsing cartoon
of mice in a laboratory. Vitaphone.
OWL AND THE PUSSYC.VT, THE—.Vn amus-
ing- color cartoon, founded on the Edward Lear
poem -with modern trimiiiings. 20th Century-
Fox.

f i'ETUNIA NATURAL P.VRK—A Captain and
t|-ie Kids Cartoon, amusing- burlesque of tourists
in a national park. iletro-Goldwyn-Mayer.

?iIUSICALS, NOVELTIES AND SERIALS
f COMINIUNITY SING. NO. 3 (3rd Series)—A good

collection of old songs. Columbia.
f COAFMI-NITY SING NO. 4 (3rd Series)—Sing-

ing the old songs. Columbia.
f Ml 'SIC THROUGH THE YEARS—The singing

of the most popular song of the year for the
last ten >-ears with ,Ian Garber and his or-

chestra. Paramount.
f SAJIOV.VR SERENADE—Russian singing and

dancing. RKO Radio,
fi SCOUTS TO THE RESCUE NO. 9 (SeriaD Nos.

().12—Jackie Cooper, David Durand, Bill Codey,
Jr. Directed by Ray Taylor. The end of the
Scouts' adventures. Universal,

ft SCREEN SNAPSHOTS NO. 4—:\Iuch more in-

teresting than the avei-age of this series, deal-

ing- with football among the screen stars—from
Nick Foran's baliy son to grown-ups—incUidmg
stai-s who were formerly famous football men.
Columbia. , ... ,

f TROPICAL TROPICS (Nri-Atlas Productions)
—Sii->r,in.c;- and dancing. RKO Radio.

INFORMATIONALS
fi \NCIENT EGYPT—A Fitzpatrick Traveltalk, in

color, and an interesting one. Metro-Goldwyn-
Mayer. ^

f BLUE GR.VSS (RKO Pathe Sportscope)—Show-
ing the training of thoroughbreds. "Man of

War" at the age of 22 and the race between
his two offsprings "War Admiral" and "Sea
Biscuit." A good picture for horse lovers. RKO
Radio.

fi l!0"W STRINC^—^About archery, with some re-

marloiblo exhibitions of it. RKO Radio,

fi *I)OUBLK DIVING (Pete Smith Specialty)—
' .Marvelous pictures of Dutch Smith and Farid

Tamaka. in simultaneous diving feats. Metro-
Goldw.\-n-Mayer.

( «GRE.\T HEART, THE (MGM Miniatures)—

A

record of the heroic work of Father Damien
anions the lepers. Metro-Goldwyn-Mayer.

f KING VULTURE (Special Sport Thrills)—The
filming- of a daring raid on a vulture's nest.

Columbia. „
f I^AND Ol^" INC.V MEMORIES (Color Cruises)—

A .1ourne\- to South America to visit the land

of the Inca Indians. Done in color. Paramount,
fj ^LINCOLN IN THE WHITE HOUSE—In color;

a fine brief record of Lincoln from his first days
as President up to his Gettysburg speech. Vita.

f *M VRCH OF TIME, THE, NO. 6 (.5th Series)

—

"The State of the Nation 1939". An excellent

issue showing what the New Deal has done
for the countrv after the depression. Shows the

working of the Fortune Survey. RKO Radio,

fi :\IEXICO—Travelogue in color. Paramount,
f'j NEW RO.\DWAYS—John Nesbitt's "Passing

I^arade," devoted to small but far-reaching

items of news. There is a particularly interest-

ing section showing experiments in feeding

M-hite mice to increase their intelligence. Metro-
Goldwyn-Mayer.

f NEWSREEL (Reelisms)—.\n interesting picture

showing the making- of a newsreel from start

to finish, from the .giving of assignments to

shipping the prints to all parts of the world.

RKO Radio. ^ ^ ^ ,,r-i.:i

f ON THE YaNG (RKO Pathe Sportscope)—Wild
geese on the wing and shooting them, some
nice hunting dogs. RKO Radio.

.

fi PVRAAIOUNT PICTORIAL NO. 3—Oddities of

the Pacific Ocean: a beautiful mountain sun-

ri.se in color; capturing an African elephant.

Paramount.
, , ., j.„

fj PILOT BO.VT—How New York Harbor pilots

are trained. RKO Radio.

f SHOOTING FOR P.AR (Ed Thorgenson Sports)

A Sports Review, showing famous golfers like

Sam Snead and Patty Borg. 20th Century-Fox.

f UNUSU.\L OCCTTPATIONS NO. 4—Strange oc-

cupations such as .getting out a special edition

of the London Times every day for the l^mS':

making dowers out of feathers; a man s hotalw

of saving string; the art of makeup; etc. Para-
moimt. „ . ,

f AVVSHINGTON P.VR.VDE. THE No. 1—A patn-
ntic .^i'i\-ey of the capital and its many activi-

ties. (\ilumbia.



NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the IJoard's function, together with that
of disseminating information on the sul)ject of
motion pictures and carj'ying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community- better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work fhrough various coin-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and manj- are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may lie carried either by the
producers or by the Review Committee itself.

The E.xecutive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
memljers, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularl.v in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the fine.-t

films and assists community groups in the show-
ing of unusvial films to special audiences. Its
pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for tlie

support of the creative achievements of the
screen.

NATIONAL
MOTION PICTURE

COUNCIL

The comnmnity or field work of the National
Board of Review is conducted under its National
ilotion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a mean^
of forwarding the development of the motion
picture and its best uses-

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
I'leing currentl.v shown at local theatres.

To arrange famil.v Friday night or week-end
programs of selected films, and junioi- matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visunl edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normallv be shown in the cor.ir.iercial theatres.

PUBLICATIONS

The National Board of Review and its Coimcil
a.< an aid to the groups carr.ving out these
objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

•52.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
S2.d0 a vear when taken alone, available at a
special rate of 5100 in conjunction with the
Magazine.

Selacted Pictures Catalog (annual)^, 25c

Special Film Lists lOc ea.

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status free

National Board of Review—How It Works free

10c
A Plan and a Program for Community
Motion Picture Councils
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Selected Pictures Guide
This department lists pictures selected Oy

the Review Committee of the National Board
of Review as worthy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture The
choice of the pictures included is based upon
principles of selection developed through long
study of public preference as to what consti-

tutes good screen entertainment. The conr
sensus of the Review Committee forms the
basis for the reviews and audience recommend-
ations of the pictures. The Review Committer
consists of approximately 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for
the family audience (12 years up).

m—Mature audience. Pictures recommended for
the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren under 12.

*—Pictures especially worth seeing as above the

average "selected" picture.

fj ^ADVENTURES OP HUCKLEBERRY FINN.
THE—Mickey Rooney. Walter Couuolly,
Tex Ingram. Novel by Mark Twain. Di-

rected by Richard Thorpe. A vivid series

of Huck Finn's adventures in liis trip down
the Mississippi with Jim, the runaway
slave. Many of the characters from Mark
T'wain's classic conies splendidly to life ou
the screen, though Huck is given more con-

science than his author endowed him with.

Metro-Goldwyn-Mayer.

m *AMPHITRYON — Henry Garat. Jeanne
Boitel. Screenplay by Albert Valetin, from
the mythology. Directed by Albert Valentin.
A highly amusing screen version of the
troubles of Jupiter when he fell in love
with the beautiful mortal, Alcemene, and
visited the earth to woo her disguised as
her husband Amphitrj'ou. Excellent acting
by the lead stars and supporting cast and
full of funny and complicated situations.

In French with English subtitles. Globe
Distributing Co.

m BEAUTY FOR THE ASKING—Lucille Ball.

Based on story by Grace Martin and Adele
BufBngton. Directed by Glenn Tryon.
Light and amusing with more of an appeal
for wo^nen than men. it being a story of a
,ilrl who has a formula for face cream and
makes her fortune. RKO Radio.

m BLACKWELL'S ISLAND—John Garfield.
Stanley Fields, Rosemary Lane. Original
screen story by Crane Wilbur and Lee Katz.
Directed by Wiliam McGann. A rather
slam-bang stirring up of the old graft scan-
dals at what used to bei Blackwell's Island,
energetic in its action and humor. Warner
Bros.

f CAFE SOCIETY—Madeleine Carroll. Fred
MacMurray, Shirley Ross. Based on an
original story by Virginia Van Upp. Di-
rected by Edward H. Griffith. A light and
amusing story of a society girl who seeks
thrills and publicity, which get her into
constant trouble. Well acted and produced.
Paramount.

f CODE OF THE STREETS—Harry Carey.
Frankie Thomas. The "Little Tough Guys".
Original story by Arthur T. Herman. Di-
rected by Harold Young. A story of a
police officer's small son who joins the
tough gang on Front Street to help catch a
murderer to save the man who has been un-
justly convicted of the crime. Universal.

f *CRISIS—See Exceptional Photoplavs Dept.
p. 21.

f EVERYBODY'S BABY—The Jones Family.
Original screen story by Hilda Stone and
Betty Reinhardt. Directed by Malcolm St.
Clair. The first gi-andchild in the Jones
family starts an amusing feud between two
schools of theory about the care of infants—the old-fashioned and new-fangled. 20th
Century-Fox.

f FAST AND LOOSE—Robert Montgomery.
Rosalind Russell, Reginald Owen. Original
screen story by Harry Kurnitz. Directed
by Edwin L. Marin. The husband and wife
of "Fast Company" solve another murder
mystery. A gay and lively tale, with a good
cast carrying the whole thing off in spirited
fashion. Metro-Goldwyn-Mayer.

f FORGED PASSPORT—Paul Kelly, June
Lang. Original screen story by James R.
Webb and Dee Loeb. Directed by John H.
Auer. A story of the United States immi-
gration service. Discharged from his post
as immigration inspector, a young man
joins up with the crooks who are smuggling
people across the border, and traps them,
also catching the man who had murdered
one of his fellow workers. Republic.

f HONOLULU—Robert Young. Eleanor Pow-
el. Burns and Allen. Original story by
Herbert Fields and Frank Partos. Directed
by Edward Buzzell. A farce with dancing
and singing, about a man and his double,
one of them a movie star trying to get a
vacation free from autograph hunters.
I\Ietro-Goldwyn-]\Iayer.

f KING OF THE TURF—Adolphe Menjou,
Roger Daniel, Dolores Costello. Original
screen story by George Bruce. Directed by
Alfred E. Green. An exciting and moving
racetrack story, about a jockey who makes
a man of a broken-down bum (familiar plot
but made plausible by excellent character-
izations) and how the boy was cured of his
interest in horse-racing. United Artists.

(Continued on page 25)

Copyrigrht. 1939, The National Board of Review of Motion Pictures
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Introduction to This Issue

THE work of many individuals goes into

the making of the finished motion pic-

ture seen on the screen. There is an

understandable curiosity on the part of the

motion picture public to know something

about the specialized work of these individ-

uals and the methods used by them in the

many procedures of film production. It was
in answer to this that certain sessions of the

recent National Board Annual Conference

were devoted to the

subject "The Making of

a Motion Picture." Au-
thorative speakers in

eight of the different

branches of motion pic-

ture making addressed

the Conference and in

response to the many
requests made by those

at the Conference and

others, who were unable

to attend but interested

in the talks, we are pub-

lishing them in the

Magazine.

This month we give you the first three on

"The Making of a Motion Picture," to fol-

low the continuity from writing to completed

picture, and others will follow next month.

We present also another talk by an au-

thority in the motion picture industry,

Miss Marian Robertson, Dr. Russell Potter and
Mr. HuroM Ucndee at the Conference of the National

Board*

though not in the field of production in the

likewise important field of distribution. It

is that dehvered by Mr. Howard Dietz, Di-

rector of Advertising and Publicity of Metro

Goldwyn-Mayer Pictures Corp., at the an-

nual Luncheon session of the Conference.

Other talks to follow in future issues will

be those of Mr. Louis de Rochemont, pro-

ducer and publisher of the March of Time,

given at the Luncheon ; Professor Sawyer

Falk, Dramatic Activi-

ties, Civic University

Theatre, Syracuse Uni-

versity, made at the

New York University

session of the Confer-

ence ; Mr. Jean H.

Lenauer, Manager of

the Filniarte Theatre,

N. Y. C, in connection

with the special show-

ing of the international-

ly outstanding film of

1938 Grand Illusion.

Reportings from the

community activities

panel are to be given in issues to come.

The junior session has been reported in

the February 4-Star Final, a copy of wdiich

will be sent to those delegates requesting it.

*Thc Conference address deliv-ered hy Miss Robertson i.'i

on jyi'ip 16 that of Mr. Hendee om parie 13, Dr. Potter,
Dir^irsion of Film Study, Columbia V%iversity, wa^s presiding
officer at the session.

March 1939 marks the Thirtieth Ariniversary of the National Board of Review

of Motion Pictures, organized March 1909
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The Making of a Scenario
By Dudley Xichols

Mr. Nichols is on the Board of Directors of
the Scree}} Writers Guild and icas its president
for txco yeai's. He wrote the scenario for -The
Informer." chosen by the Board as the best film

of its year. He is author of the screenplay for

"Stagecoach" eevieiced i?? the Exceptional
Photoplays Department of this Magazine.

FIRST, I suppose, it would be most in-

teresting to you to know how we work.

I had made a note that there were two

ways of making a scenario. I am glad that

the program says, "The flaking of a Scen-

ario." It is not written; it is made.

A motion picture is the result of a united

ef¥ort of many people. A scenario is the

blueprint of a film rather than a written

work. It is true that it takes skill as a writer

to write the dialogue, just as it takes skill

as an engineer, as a constructionist to see

the whole structure, the dramatic structure,

to see the flow of images.

A director comes in like a contractor,

takes the blueprints, adds ideas of his own
and creates the final job, assisted by the

composer who writes the score, by the set

designer, by the cast, by the casting director,

all the facilities of a studio. And the right Dv/lleii Xickols speaking at the Xational Board Conference

\\'d.\ of making a motion picture and writing

a scenario is for all of those people to work So, when we first sat down to the job we

together directly. h^d had the story in our minds a long time.

John Ford and I have worked together in ^"^'e had some ideas on how we wanted to

the right wav for a number of years. Even make it. We did not sit down just together,

if we had material that said nothing, had no but we called in the man who was going to

content, we tried to work along the right design the sets, and we called in the man to

wav and make good entertainment. We ^^'I'ite the musical score, we had the business

have just finished another picture, a West- manager, the producer, the associate pro-

em, using all the old material of Western ducer. In fact, we had fifteen people in the

stories. \Yt tried to make it in a new way I'oom. AA'e talked about the setting, the

and make it significant entertainment, at mood, the kind of lighting. AA'e wanted to

least. make something that had integrity as a

The right way is for a producer to hire a ^vhole, not a picture that was written in one

writer and a director who know their busi- mood, photographed in another, directed in

ness and tell them to go ahead and make a another and would finally emerge as just a

picture. Hollywood picture.

'Mr. Ford and I, for example, had The The novel itself was a beautiful work of

Info>-mer for five vears. AA^e wanted to art. We were fortunate in that. Liam
make it. We went from studio tu studio O'Flahcrty had written a great drama of a

and the producers would not let us make it. man against a group of people. Unfortu-

Finally, at the RKO Studio we found a nately, we felt it would be difficult to show

producer who said, "Go ahead." Even when
we were making it the president of the

studio said we were crazy, he said the pro-

ducer was crazy to make a story like that.
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the struggle as he had portrayed it. He had

a man turning traitor to a radical communist

group, or labor group, in Ireland. We
wanted to give it a larger scope so we said

that we would make it the Irish Revolution

Easter trouble, give it a national scope. In-

forming and treason is the same, except that

it assumes a larger significance.

Then we sought for a symbolism which

would not be apparent. Symbolism is only

good when the audience is not aware of it.

So when we had to deal with a character

like Gypo, who was a traitor out of ignor-

ance, out of smallness of mind, we thought

we would make it the state of his mind. We
would photograph the whole thing in its ex-

teriors.

Again, as the story progresses he is over-

taken by conscience slowly working up out

of his unconscious mind. We gave that a

symbol of a blind man. So that when Gypo
first gets his money, his 20 pounds, as he

starts away, as he comes out he sees the

blind man, seizes him by the throat and real-

izes he is bhnd. It is as if he has seen his

own conscience. He passes his hand over his

eyes and hurries away and always the tap-

ping of the blind man's stick is behind him.

I dare say nobody was aware that it was a

S}'mbol, but it very definitely was.

Wc chose symbol after symbol like that

but concealed them, we thought very cun-

ningly. Finally, the picture emerged as a

simple story of an informer, but I venture

to say that the emotional eflfect of the sym-

bolism we used is what accounted for the

success of the picture.

Now, ordinarily you cannot choose those

methods. Ordinarily you have a producer

who is, in many cases, a suppressed writer.

That is one of the worst enemies of Hol-

lywood, a suppressed writer.

The producer will call in a writer. The
producer has a feeling about the story, and

he really wants the writer to be his amanuen-

sis, he wants the thing written as he himself

feels it. It is impossible, naturally, to

write the way another man feels. There

may be some kinship so close that it is pos-

sible, but I have never seen it yet. Good
writers will come in, very talented writers,

and they will write a script and the producer

will say, "No, I don't like it."

"Why?"

Because it isn't the way he would write it,

if he could write.

So he calls in another writer, and then

you have a long succession of writers. Fin-

ally you arrive at a machine-made sort of

script which represents the run-of-the-mill

picture. The director is called in and he

has a different feeling, and he expresses his

feeling about the script. Then the pro-

ducer's feeling comes to the fore and they

emerge in a third feeling which does not

represent either one of them clearly, and the

picture is made that way.

That is the wrong way.

The thing that most pictures lack is integ-

rity, wholeness. They do not have the

wholeness of mood and effort that a picture

like Grand Illusion has, one that is made
by one or two people. I mean their emo-

tions control the making of it.

The Informer had it. We have tried

since and have been unable to do it again

because we did not have the freedom we had

then. At least in the last picture again Mr.

Ford and I have integrity of mood. The
picture is not significant perhaps, but again,

in making this last picture. Stagecoach, we
sat down and talked with the man who was

going to make the sets, and we talked with

the man writing the music. We chewed the

thing out.

Just to show you how new ideas develop

out of these things for example, you have

always seen pictures photographed on open

sets, with the light pouring down from above

as if no room ever had a ceiling. Rarely

do you see people in pictures as you see

them in real life with a light, for example,

reflected from a table under the face, or as

I see you from a light reflected from that

corner of the room.

We said, "Let's try to get a different

lighting in the picture." We put ceilings on

the sets. They never had done it. They
said you could not do it because you could

not get the sound. The mike is above the

heads of the people and if you had a ceiling

you would not get a sound.

We found a way to get around that. In

our interiors we lighted everything from

cross lights. We would throw a light on

the table and have it reflected on the faces

of the people. We tried to get the mood of

our story in that way.
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And it is only by working in that inte-

grated way that you can get wholeness in a

storjr, which our Hollywood pictures lack.

They have a gloss}' surface. They are like

cars that come ofif a belt in a factory, they

are all highly polished but they are all too

much alike. They haven't individuality, they

haven't the touch of integrated feeling.

Perhaps that is the reason why new de-

velopments in Alms must come through for-

eign films where they can do it. Perhaps

Grand Illusion will shake them up in Hol-

lywood. I am sure that it will, and it will

make them realize that they have not been

exploring their field. That is wrong and they

must branch out and try to get in new things.

Films are in their infancy as a medium of

expression. There are all manner of things

that are not explored as yet.

For example, we are used to certain con-

ventions, the fadeout as a curtain in the

theatre. We are used to a lap dissolve, to

cut. Our mind absorbs the conventions. In

the beginning they were terrific steps ahead

when Griffith did them. He was a wonder-

fully creative man. He invented the lap,

parallel lines of action, the cutting, the

montage, the fadeout from the curtain to

carry you over time and distance.

We accept all of those. There are other

conventions that are not touched. Perhaps

a picture can be made without any lapping,

dissolving or fading at all. Perhaps it is

possible to cut from point to point. Per-

haps the public will accept it. There is no

attempted experimentation. It might be

able to get a tempo when you need it, by

saying that you will not lap, or dissolve or

show distance here.

But, there are all sorts of conventions.

The thing we must realize is that this medi-

um isn't explored and there is no attempt to

explore it being made in Hollywood. The
cost is too great. You cannot experiment

with $1,000,00 or $2,000,000; you cannot do

it. The hugeness of the investment and the

greatness of the industry tends to make it

static, tends to mire it down. It was much
more vigorous when it was a small industry.

It had more power to experiment.

Perhaps it would be interesting to tell you

how we worked on our latest picture,

Stagecoach.

Mr. Ford and I found a story. It was a

short story in Collier's which appeared sev-

eral years ago. We bought it. It was called

"Stage to Lordsburg." The author had

gotten his idea from a lot of the Western
material. It did not have a verv^ original

turn. The idea and the structure of it was
based on a stagecoach ride. It concerned a

group of people who got into the coach in

an Arizona town, unnamed, and made a trip

for two days to Lordsburg, New Mexico.

Everything that happened to them on that

trip was a story.

When I first got the story I thought it

was a mixture of Grand Hotel, The Covered

Wagon and TJie Iron Horse, so I called it

"The Grand Covered Iron Stagecoach."

We then tried to wrest it into an interest-

ing form for ourselves, to make it our pic-

ture.

Our first problem was to get a group of

characters. The characters in the story

weren't well drawn, they were just outlines.

We tossed them aside and began to seek for

characters that were interesting to us. They
all turned out to be infamous characters.

There isn't a likable character in the crowd,

but they are interesting.

Then we sought for the old Western
technique which they forgot when sound

came in. As a matter of fact, it was the fact

of Hollywood being on the West Coast that

developed pictures so rapidly, I honestly be-

lieve, and so does Mr. Ford. The studios

in Hollywood were near the desert. There

were cowboys there. There was outdoor

photograph}^ and fine hills and you could

get action. Out of the action of horses and

men came montage, speed, and so forth. It

developed rapidly. It might have taken

many, many years longer had the studios

not moved from the East. They would

not have had the action. You cannot have

action indoors, as you had it on the plains.

We said, "Let's make a picture that recov-

ers all of the old feeling that they had for

films before sound came in." They devel-

oped it very finely through the Western pic-

tures and brought it to other sources. When
sound came in they fled to the theatre and

thought that was the answer, the theatre

people talked. They haA^e forgotten a great

deal of their knowledge of how to make
pictures.
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We tried to make a picture that would be

practically a textbook on the old ways of

making pictures. Then we tried to get a

tempo of incident, and we tried to get a

double climax, because the chase was the

logical development of the old films, the

westerns and so on. They would build up
the case through the claase. The Keystone

comedies had it. It was a perfect denoue-

ment for the picture.

We thought we would put two climaxes

into it. Our first climax was an Indian

fight, and our second was the end of the

story in the town. There is a great danger

that people will reach for their hats in the

sixth reel. I do not know whether they will

because that reinains to be seen. We played

with that a long time, trying to get all of the

excitement of a final finish in the sixth reel

and yet keep people in the theatre. And
then we go on and give them even a greater

climax.

It is really going back to first principles.

That is all we tried to do in this picture. We
did not try for an}^ significance of content,

no morals, nothing of any kind except good
entertainment, and to go back to first prin-

ciples because to discover new things you
must go back to first principles, to the sound
things in motion picture making.

I will never forget that in screen writing,

as in the theatre, the essence of all story

telling is struggle. You have one person

pitted against another. A prize fight is a

primitive drama. Jacob wrestling with the

Angel of God is primitive drama.

First must be decided where the conflict

lies, it may be between two people, or may
be between two sides, or two groups of

people, as in the case of the Montagues and
the Capulets

;
or, it can be one man against

God, or man against the universe ; all kinds

of problems. You must know where your

conflict lies. As a writer, although you do

not write directly to tliat, unless you feel

that and know where it is, you are going to

get lost.

Then you try to develop it. This is the

kind of pattern back of the writing of the

play itself. I try to develop that in a series

of surges.

As a rule there are no invariable rules.

Here's one way to start. Let us open very

casually and see our people and get to know

them and to know their problems. They are

problems. After you know your people you
discover them in some conflict, and that is

one surge. Let that die down. Then you take

it up again and you bring it up to a crisis.

So nobody knows what is going to happen

out of it. You pick it up again and resolve

honestly or happily, if you can, to conclude

it. Back of all good screen playwriting is

a feeling and an awareness of this struggle

that goes on to make your story interesting.

Without struggle it is not interesting.

I am afraid these are sketchy remarks

about screen writing.

There are a few criticisms I want to

make, and in order to get them correct, I

have written them down.

The sins of Hollywood are not the sins

you read about in the papers. Actually, the

private lives of the people who make films

are exemplary, I think as good as the lives

of any group of people anywhere. But the

real sins of Hollywood concern the pubHc
lives of the makers of films.

The first sin is in the fact that they con-

trol the most exciting medium of dramatic

expression the world has ever seen, and they

do not back up this medium with sufficient

encouragement, courage, knowledge and im-

agination. They are timid beyond belief in

breaking new ground. No new story mate-

rial will be touched until it has already ap-

peared in the old proving ground ; that is,

in fiction magazines, novels and the stage.

Producers wait for writers in other fields of

expression to come forward with the prod-

ucts of their imaginations before they will

dare to venture into the new field. They
rake over the fields of the past endlessly.

They look through their account books for

the successes of the past and wherever there

was a good harvest they sow again. Revival

after revival appears, and then they begin

to have revivals of revivals of revivals and
finally revivals of revivals of revivals of re-

vivals, until Hollywood becomes a mammoth
revival meeting.

I looked in the papers the other day at

some of the other productions, and I saw
Beau Geste, The Hunchback of Notre
Dame, The Three Musketeers, The Man in

the Iron Mask. They are endless, all the old

pictures, because they were successful in
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their time and almost every Western picture

is a reliash of old ideas.

They have to find new material, they have

to stop relying on outside v^^riters writing in

ideas. They have to develop material them-

selves and invade the field of life. It is all

around them. There are stories everywhere.

There are 100 stories right in this room.

The next sin is the practice of putting the

star above the story. The sad truth is that

ultimately this is bad even for the star. The
producers find it much easier, that is, it

requires less energy and imagination to

create a stock in trade for stars than to

create a trade mark that will make a good

and exciting picture wherever you see it.

It is very hard to keep up that trade mark,

but it is easy to create a flock of stars so you

can put their names up. The producer re-

members the good old days of the silent pic-

tures when anything would sell that carried

the names of certain stars. The energy of

both producers and writers goes to building

up the capital stock of stars. Once a studio

has a great array of star names it feels it

can lie back on its oars and sell any kind of

story as long as two or three of these names
can appear on the fronts of the theatres. At
this point they are no longer selling motion

pictures, that is, entertainment of illusion,

but they are selling individuals. They are

not selling actors but the supposed glamor of

human beings. The more important the star

becomes the less he must be an actor. The
very essence of great acting is to submerge

your own personality in the character you

are creating. But when a promising young

actor is a leading man this illusion must be

destroyed. The audience must not be al-

lowed to forget for a moment that they are

seeing Clark Gable, Robert Taylor or

Tyrone Power.

As a matter of fact, I saw a telegram the

other day from a prominent Hollywood pro-

ducer, the head of a great studio, to a direc-

tor. This producer wanted to make a pic-

ture of a historical character. The director

had rejected the assignment because he

wanted to cast a young leading man in his

20s for a noble, historical personality. I

won't name it because I would reveal some-

thing. This director telephoned back and

said, "You cannot use that actor
;
you musi

use a man ilke Walter Huston, or Raymond
Massey, a great actor."

The producer wired back, "Unless the

public sees a young leading man under the

character we won't go big at the box office."

That, to me, is a flagrant violation of the

whole idea of picture making. It is putting

the star above the story.

The third sin is a censorship that Holly-

wood has fashioned for itself. This censor-

ship is largely the result of timidity and bad
taste, in my opinion again. They have al-

lowed it to grow until it stifles every effort

at honest story telling. It is no longer pos-

sible to deal with the every-day scenes of

life around us. This censorship is largely a

moral censorship, yet it seems to me the very

essence of morality is to tell the truth. If

there is a phase of life which becomes ob-

jectionable if you tell the truth about it,

then do not touch it. Let the mOA'ies stay

away, from it, but either tell the truth about

it or deal with it honestly as you can, or do

not mess up with it.

There are thousands of phases of life that

can be dealt with dramatically in the strict-

est truth without offense. It requires cour-

age and imagination to make pictures of

these phases.

I think you people of the National Board
of Review are helping strongly to point the

way when you choose as the best picture

Grand Illusion. It is a picture about

something, it is about the love of man for

man. It moves you. It uncovers new
things, yet things that we all know. But the

old things have to be uncovered and revealed

to us and we have to feel them. I venture

to say that had the script of Grf"d Illusion

been hawked around Hollywood no such

picture would have emerged.

The fourth sin is the failure of Hollywood
to make what I call class pictures. I mean
for class audiences. Your organization has

been classifying pictures for years, but al-

ways every picture is made for a general

audience. The result is that a story aimed

at the adult mind has to be weakened to

make it palatable for a six-year-old child. A
story that should have a direct appeal to chil-

dren must have something injected to attract

the adult mind as well. The result is con-

fusion.

It is plain to see the reason for this gener-
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alizing for all the pictures, it is the high cost

of picture making. Some way should be

found to reduce the cost of pictures which
are aimed at a smaller audience. Producers

must cease thinking purely in terms of the

greatest profit because that is not really the

most profitable thing to do. So great an
industry must think in terms of the future.

I have heard it said that book publishers

are ambassadors to posterity. They accept

that obligation, the best ones always have.

I think in the same sense motion picture

producers are ambassadors to the world.

That is an obligation and they must accept

it.

Unless they make pictures that appeal to

mature intelligences they will not only cease

to draw into their theatres new audiences

but they will lose their old audiences as well

in time.

The stock in trade of the motion picture

industry is not only studios, its stars, pro-

ducers, directors and writers, it is also its

audiences.

And it is to you people here as the repre-

sentatives of all the audiences that I give

these four of the public sins of Hollywood.
They cannot be corrected in a day, but the

time must come when they are corrected if

for no other reason than for profit, which is

the God of Hollywood.

Profit is not a bad motive, but it must be

far-sighted and intelligently guided or else

it will destroy the whole industry. They
must have a future. Every other industry

has a research department. You go up to

General Electric Company, in Schenectady,

and you will find people working in the

laboratory doing research, finding new ways
of doing things. You go to Hollywood and

and there is no research, except perhaps in

the technical side. You will find no forum
where directors can get together and discuss

their problems. You find no forum for

writers to discuss problems of screen writ-

ing. You have never heard it being dis-

cussed.

There should be research there all the

time. There is no way to train a screen

writer in Hollywood except to put him on
the payroll and perhaps have him make a

bad picture, or discover that he is good, and

so he gets a foothold.

There should be a proving ground, a train-

ing school and a research department. They
should experiment, look to the future, try to

get new audiences and hold their own in that

way.

An Ace Publicity Man's Angle on Pictures
By Howard Dietz

Director of Advertising and Publicity, Metro-Goldwyn-Mayer

A press agent enters timidly into discus-

sions at a National Board of Review

meeting. In fact a press agent enters

timidly into any discussions anywhere, since

there has grown up the general idea that he

is trying to sell a gilded brick for pure gold.

But the press agent has come to know that

the gold brick business based as it is on a

He could not survive beyond the hit-and-run

stage. Now the movies, themselves, have

gone beyond the hit and run stage and their

survival rests entirely on their essential posi-

tion in society. The growth and popularity

of the movies in the last ten years furthers

the belief that the movies have fulfilled a

desired function. This function, the role

of the film in society, has been subject to

most severe and interesting criticism, its

severity and interest having multiplied as the

movies have improved. I am confident that

when the movies arrive at that golden age of

merit, which producers dream of, there will

then be an avalanche of disapproval. This

is not said scornfully for this is as it should

be.

For, the critic and the artist are not com-
fortably at one with the popular taste. The
critic and the artist runs against the stream

thus forcing the public to question its own
taste and ultimately improve it as the critic

and artist go on to the next best thing. But
certain of the implications of the artist find

a paradoxical position when dealing with the

popular movie. Consider, for example, the
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medium of satire. Satire is only effective

when it is criticizing something that is popu-

lar. Satire is not a successful method for

making a movie because the author of neces-

sity must take to task that which the public

passionately likes. If I cannot make my
point of view crystal clear, let me at the out-

set make it at least visible through isinglass.

Having been engaged in the business of

films for over- twenty years, my approach

may be regarded as the organic approach,

observations made through long association

with an industry from its architectural

through its structural stages. Certain things

have happened which preclude doing certain

things suggested. Certain phobias have

developed at the same time, which are in

reality a myth. This must not be construed

as an apologetic role for Hollywood. It

is rather a realistic attempt to apply the ad-

vice of criticism, to explain the rejection

of what often seems like very good advice.

Every generalization about films includes a

parallel generaHzation about audiences.

When Mr. Archibald AIcLeish, or Islr. John
Howard Lawson, or ]\Ir. Howard Barnes,

or Mr. Frank Nugent, or the late Harry
Alan Potamkin or the Bureau of Propa-

ganda Analysis demand a certain type of

picture, they are presupposing a certain type

of audience for it. Most of their demands
have been exciting, properh' idealistic but

they often ignore the role of the film in con-

temporary society. Indeed it is difficult for

any individual to be reconciled to the point

of view that the box-office while not exactly

final in its valuations, must nevertheless play

its democratic role somewhat in the manner
of the ballot box. Starting from scratch,

an essential error is made in the very use of

the phrase, "the movies." The movies like

a prism contain every color of the rainbow.

One cannot readily generalize about the

movies without running into many excep-

tions. One might just as well generalize

about "printed matter." Each year the critic

in these generalizations is confronted with so

many of these exceptions that it would be

better for the critic of films to adopt the

position of the critic of other arts and only

discuss the exceptions if he has to round out

a theory. Aside from various attitudes to-

ward taste and the cliche (bad taste and the

cliche prevailing in the majority of all pop-

ular amusements, literary or otherwise
)

there are a few specific kernels of criticism

which come through. They may be listed

as follows

:

Howard Dietz addresses the luncheon of the Sational Board

(Ij The movie producers underate the

audience; (2j All social problems involved

in a film are brought to a solution when the

boy meets the girl
; (3) That the crime prob-

lem is treated in the films as if it is solved

when the criminal is caught: (4j That films

glorify war.

There are several other considerations we
will touch on when we have briefly made
comment about these four points.

( 1 ) There is no evidence to show that the

movies underate its mass audience. In fact

it can be well demonstrated that the growth

of the film in the last ten years, during

which time it has doubled its audience, would

rather suggest that the public is not only

getting what it wants but more of the public

are getting to want it. Each member of the

public is also a critic even if he does not

appear in print. The biggest force for the

acceptance or rejection of a film or of any

idea is propaganda by word of mouth. Not
only in the United States but in foreign

countries, where 73% of the audiences at-
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tend Hollywood films, we find a growing

public acceptance of the film as the movie

makers make it. Had the movies underrated

the intelligence of its audiences, these audi-

ences would have rejected them long ago.

This does not mean that the movie should

not improve, for the essential discussion in

every story conference in Hollywood re-

volves around this point. Can Hollywood
keep the vast audience that it has gotten by

continuing to give it the same thing that it

got it with. In other words, is a mere switch

of background enough ? ]\Iust the same

story be told again or must it be told difter-

ently or is there a new one? That Holly-

wood is attuned to this problem and has

made its own gradual improvement in its

work must come under the head of the pro-

gressive attitude rather than a static one.

Indeed the}' find that when those who revolt

against the conventional film attempt to lift

it from its moorings and to make a work
aspiring to be a unique result of a unique

temperament, Hollywood finds that these

careful students completely overlook the

speed of grasp of the average audience.

Plot points are developed too slowly. This

too is a part of the intelligence aside from
themes.

(2) As for the Boy-:\Ieets-Girl film. Per-

haps the difference between an exclusive and

a popular work may be expressed with this

question. Is the problem of the artist like

that of the mathematician ; is he supposed to

merely state a problem or also to solve it?

AMiile I like it best when he merely states it,

the strange fact persists that most popular

authors in fiction or in film seem to attempt

a solution. The boy does get the girl. Now
there must be more to the coincidence of the

amazing persistence of love, in most nar-

ratiA-e. Does love conquer all ? Perhaps it

does. Perhaps underlying the problems of

life and work that are brought to bear in

the film is the loA-e motif. Perhaps all ac-

quisitiveness, social upheavals are incidents

to the demand of a better sentimental life.

Yet it is not necessarily conclusive that the

bringing of the boy and girl together de-

mands that the audience consider the prob-

lem as solved. In the theatre there is on

Broadwa)' an exceptional play called, "The
White Steed," by Paul Vincent Carroll.

This play poses the problem of "spiritual

book-keeping" as an impossible estimate of

the true human position in the church. 'Mr.

Carroll's problem is not solved except for the

comfort of the conclusion wherein the boy

does seemingly get the girl. I know that the

argument that Air. Carroll has presented goes

on and on. While it has come into the open

more clearly in the last few years, it has

always been there. Actually reverting to the

film, one must bear in mind that if the audi-

ence knows beforehand that the boy is going

to get the girl, the problem of the film

dramatist is made much greater. He has

lost this one essential element of suspense

and the technique of working within this

prescribed limitation cannot be ignored as

a part of the art of the film. And if the

audience is bored with the method used for

the boy to get the girl then the film will be

rejected as an undesirable work.

(3) With regard to the crime problem.

The movies do not deal with the crime prob-

lem, they deal with crim^e, itself. A boy robs

a bank, the shadow of darkness falls upon

other virtuous characters, the criminal is

ultimately caught; he pays his penance and

we are ready for the fade-out. Now in

actual life, the judge on the bench does not

find out about slum conditions that give rise

to the boy's robbery. He must ascertain

whether he did or did not rob the bank. If

he robbed the bank, he gets a punishment

under the law. If he did not rob the bank,

he goes free. Now a responsible school of

thought contends that this is a fallacy of the

law. But if it is, I think we should first

correct the fictions in the law before we
fight the fictions in the film. Indeed most

of the social criticisms against the movie run

onto rocks because of this fact. The critic,

having been used to the play and the book,

the concert and art exhibit, regards the film

similarly as a critic of social habits. He
looks at the film as if it is apart from society

when he should look at it as if it is a part

of society. The film indeed represents a

sort of shadow world and it has built up its

own equities, almost its own social system

which must not be confused too often with

other domains. This platonic world of the

public has almost succeeded in making the

author little more than a ghost writer for

the public, itself. Thus we find on the part

of many a demand for a social revolution in
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the shadow world even before they ask for

one in the real world.

(4) As to the charge that films glorify

war. I do not think it is the intention of the

producers to glorify war, in fact quite the

opposite. A strange psychological result

comes from watching the film that is even

most anti-war. If the hero goes through

the ordeal of war, we say what a marvelous

hero he is to survive all this ordeal. If the

villain gets injured or perhaps killed by the

war, we say what a wonderful thing has hap-

pened. Having watched numberless films

dealing with war that were not documentary,

but were works of suspense, I find this curi-

ous phenomenon to prevail. So naturally the

producer is on the horns of a dilemma. If

this can be true about The Big Parade and

All Quiet on the Western Front, perhaps the

only anti-war film must be written without

showing soldiers in battle or on parade. Per-

haps the intrigues behind the line or before

the war would make the real true anti-war

film.

With regard to other charges. The
movies have been accused of boycotting

thought of contemporary events. Critics

have pointed to the difficulties encountered

by the film Blockade. Regardless of the

issues, the facts remain that a movie pro-

ducer did make Blockade and it was not

the film producers who interfered with it.

Criticism of this kind should be directed

solely against those who are responsible, not

against Hollywood. Yet the position of the

film with regard to broad topical questions

must be examined carefully. First, the in-

dustry is an international one. But more
important than that is the fact that the lack

of opportunity for selecting its audience

makes the theatre a transient forum where

trouble often follows with controversy on

the screen. I, myself, like topicality. The
serial stor}' that I most enjoy means waiting

for tomorrow's newspaper. It is the news,

itself. Yet the film cannot quite cope with

this. To make an analogy-, let us suppose

that the newspaper were like the theatre.

Let us assume that the New York Times
instead of being delivered individuallv to

each of its readers, instead were read from
a platform each day. 750,000 readers of

the Times are asked to gather in Central

Park to hear someone with a good micro-

phone voice read the paper to them. Now
no one would call the Times a highly contro-

versial paper. Yet when the speaker read

the dispatches from Spain by Mr. Carney,

a mild disturbance might be created on the

part of those who were pro-Loyalist and

similarly when the speaker read the opinion

of the news from Spain by Mr. Mathews,
it is possible the pro-Francoites would have

something to say. It is possible also that

the speaker would have something thrown at

him. Each of you has the right to select his

dream speaker to play this part.

We know that in the films we have had

most bitter experiences. A film, The Cal-

lahans and the Murphys was stopped from
exhibition because it created disturbances

and yet the message of this film was little

more than the contention that sometimes

some Irishmen might like to drink and oc-

casionally an Irishman might like to fight.

However, as events get into perspective, the

film makes use of them on the screen. The
best war film was not The Kaiser and the

Beast of Berlin, released during the heat of

the struggle but was either All Quiet on the

Western Front or The Big Parade, both

made almost ten years after the war.

The improvement of the foreign films has

inspired statements that foreign films are

better than Hollywood's films. Some time

ago I had this controversy in print with

Frank Nugent and I have never been satis-

factorily answered in my contention that the

comparison was made with a few very best

foreign films and merely the average Hol-

lywood product. The best of the foreign

films are exceptionally good but when one

considers that the United States makes 400

films and the rest of the world almost 2000.

the number of good foreign films that we
get is ridiculously small. \\^e are also capti-

vated b}' the charm of dififerent atmosphere,

diflr'erent approach which is most observed

by those who have been surfeited with our

own domestic brand. Yet again Hollywood

films entertained 73% of the audiences

abroad and many of our films are regarded

with this attitude of seeing something differ-

ent in those countries where there is a

prevalence of domestic manufacture en-

forced by government edict. In Italy, for

example, where films of all other nations

have been banned, there is a whistling and
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hissing even at the ItaHan trailers announc-

ing the next ItaHan film. This may be con-

strued as the first opportunity the public of

Italy has had to demonstrate a criticism uf a

government policy.

A concluding note on censorship. Holly-

wood has self-imposed restrictions, they are

not censor rules. It does not operate in the

same way, for instance, as the British Cen-

sorship where even a play like "Green

Pastures" cannot be shown. If the author

finds it difficult to create a story under these

rules, it is most important that he speak

against them. At the same time he must

guard against rejecting these voluntary rules

only to get something more statuatory and

worse. Yet I do not find that the author

who complains about Hollywood is always

right. It seems to me that the author who
feels passionately about the film makes very

little efifort to contribute creative work on

his own time. He takes no risk. In the

theatre he writes a finished play and submits

it to the producer. Very few finished scripts

are written bv the author on his farm in

Connecticut when he is not on salary. Per-

haps a finished work is something that he

could more reasonably fight for. Discussing

his work with the producer in the process of

creation, it is only natural that there should

be changes. He often submits to changes

which he does not like because he is on sal-

ary. I have no objection to any one being

on salary, I think it is an awfully good place

to be. But if deep down in his heart, the

author wants to make a movie and is willing

to take a chance just as the early picture

producers did with their investments, then

let him too make the investment of his time

and his thought. So that when the producer

rejects his work or suggests changing it, he

has a position in black and white on which

he can stand. I do not believe six motion

picture scripts written in this fashion by ex-

perienced authors could be trotted out.

Leading one to the suspicion, to distort a

phrase from Deems Taylor, that an attempt

is being made to go on the streets in order

to get money for the trousseau.

Research in the Motion Pictures
By Harold Hendee

Director of Research for RKO Radio Pictures

M'ANY of you have doubtless often

wondered just how a motion picture

compan}' begins one of its produc-

tions and where all the settings, costumes,

furniture and so forth originate. The an-

swer is very simple—all the larger studios

now maintain extensive research depart-

ments, and it is in these departments that the

first steps toward actual production have

their genesis.

Let me tell you briefly how such a depart-

ment functions at RKO Radio Pictures.

We begin our work the moment a story is

purchased for a picture. On all of our

major productions we start weeks or oft-

times months before actual production be-

gins. It is our duty to furnish the Studio

with authentic photographs, illustrations and

data from which all the sets, costumes, fur-

niture and props that you see in the picture

are made.

Naturally, we encounter many difficulties.

Sometimes these are caused because the

author of the story has not been overcareful

in authenticating his material. An author

writes his story primarily for story value,

and his audience, as they read, often do not

visualize his characters and his scenes to an}-

great extent. But as soon as that story is

made into a picture and is shown on the

screen, every scene, character and object is

visualized down to the smallest detail—and

each detail must be correct. Where the

author can slip in a few vague phrases re-

garding locations, costumes, etc., and get

away with it, we have to show them to you

and be absolutely accurate about it. It is

very interesting to me to note that all the

major companies in the picture business have

research departments. Yet I do not know
of a single book or magazine publisher who
maintains one. However, I think it is onlv
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fair to add that a great many of our best

authors do do extensive research before they

write their stories, and inevitably this is

reflected in their work. They are the people

who write the stories that will last.

The general public today, I am sure,

realizes that so-called "costume pictures"

require a great deal of authentication, but it

may interest you to know that my depart-

ment at RKO p.adio Pictures does almost as

much work on films with modern back-

grounds. For instance, a picture with such

a prosaic locale as a small town in the

middle west requires a great deal of work.

It is obvious tliat life in a Kansas town is

very ditferent in many respects from life in

New York or Hollywood.

So my staff gets to work, and we check

on the houses, stores, banks, hotels, streets

and what not, so that when the picture is

made out in California the sets will be ac-

curate. The stories for our pictures may take

place anywhere in the known world. One
day we'll be looking into the matter of tele-

phone calls in Roumania, checking the ex-

change names and numbers that a Rouman-
ian would call, and the type of telephone he

would use. The next day we will be collect-

ing data on life in Nome, Alaska. And when
we are through with that our next assign-

ment may be S}'dney, Paris or Calcutta.

There are a million and one things that

have to be checked both in the modern pic-

ture and in the costume picture. The inter-

esting thing about it is that modern pictures

are sometimes very much more difficult when
it comes to finding the specific matter that

you are interested in than are the costume

pictures. You see costume pictures are very

readily checked in libraries and in museums.

Whatever the location or period, the

method of authenticating a picture is always

the same. We read the original story and

make copious notes of everything in the

stor\' that may be necessary when the film

goes into production : costumes, props and

settings, both exterior and interior. Then
we get photographs of the exact thing called

for. We even check on the dialogue. This

sometimes presents some very interesting-

problems in the way of slang, dialects or

provincialisms. You will find slang appear-

ing in stories of all periods, and checking on

its authenticity reveals the most amazing

facts. Some slang, popular say twenty

years ago, is obsolete and meaningless today

;

other slang in use two decades ago is still

so fresh that you can hardly believe that it

was in use so long ago. Provincialisms also

offer quite a problem : we must always be on

our guard to make sure that an expression

of .speech, current only in the South, does

not creep into a picture where the characters

are all Maine Yankees, or that expressions

peculiar to the doughboy are not used in a

picture of 1910.

The notes made on the stories often run

into hundreds upon hundreds of items, and

each item must be carefully checked. Photo-

graphs of everything necessary must be

found, as well as written material to aug-

ment and explain these photographs. Natu-

rally, this search for pictures and other

material is often extremely involved. Re-
search in the moA-ies, in fact, is often akin

to detective work.

Manners and customs have to be checked.

Of course, any legal procedure, or any medi-

cal procedure in a doctor or hospital picture,

has to be checked A-ery carefully. Every
telephone number and every street address

is checked, the name of every character, the

name of every firm, the name of every man-
ufacturer, of every product. We check the

time for journeys to and from a place, be-

cause a writer may sa}- that one leaves New
York at nine o'clock and the next scene is

in Chicago at half past two. Every news-

paper and every magazine is checked and
permission gotten to use them. We have to

be sure that the text is acceptable to the

newspaper and to the magazine.

Not only when the siovy is supplied to us

do we check but very often we check in ad-

vance and supply the story material. RKO
has a new picture called Boy Slaves that

was supplied entirely through the research

department from actual data that we ob-

tained about the situation in the story.

In matters of authentication, we never

take the statement of one person about a

matter in question. We always tr\' to have

at least six opinions on a subject. One of

the most confusing things to a beginner in

the research field is to discover that the

opinions of several experts are quite often

widely at variance. But if four opinions

out of six manage to agree we feel that the
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majority opinion is fairly safe to follow.

Among the many pictures that I have

authenticated, naturally, certain ones have

met with a more hearty response on the

part of the public than others. It is gratify-

ing to me to have been responsible for the

authentication of such outstanding successes

as Beau Gestc, Cimarron, Little Women and

The Informer, all of which won Gold

^ledals. You might be interested to know
that we worked for seven months on Cimar-

ron before a single scene was shot. Mr.

Howard Estabrook, who wrote the scenario,

was supplied with 100 books and hundreds

and hundreds of photographs which he had

to look at while he was writing his scenario.

He absorbed so much of the locale and the

period that I believe that is one reason why
the picture was so excellent an example of

what can be done. We worked five months

on Little Women. The Informer also de-

manded a great deal of labor because so

little authentic material was available. That,

of course, was because it was a modern pic-

ture and of such relatively recent date that

very little was to be found in the usual

sources of supply. As a matter of fact, most

of our material on The Informer came
directly from Ireland.

To giA'e you an idea of the type of ques-

tions that we have to cover, I will tell you
what we happened to come across as we
checked the scenario on The Age of Inno-

cence, which was laid in 1870. To begin

with the author liad his street cleaners push-

ing snow down manholes on lower Fifth

Avenue. I told him he would have to start

his picture differently because they did not

push snow down manholes in 1870. They
wanted to know if they could have rented

chairs for a funeral in that day. and that was
true, they could. And could they play the

"Blue Danube Waltz" ? Yon see the music

in our pictures is all checked very carefully

too before it is used. This was written in

1867 so they could play it. They referred

to the Brooklyn Bridge. The cornerstone

was laid in 1870, and it was opened in 1883

so you see it was being started at that time

and could be used. They wanted to have

the people at a smart dance place applaud

after a dance. I told them they could not do
that. Anything emotional, you know, was
considered rather bad form at that time so

you did not clap your hands, you stood

there and politely hoped they would play

again.

Thev wanted to know the kind of sugar

that was used. Could they say, "One lump,

or two" in passing a cup of tea. Well, you

could say, "Will you have a lump of sugar?"

It was not the square lump of today ; it was

loaf sugar, in a large piece and you cut

pieces, so it did come off in lumps. Could one

of the characters take pills out of a bottle?

I said, no it would be better to have them in

little round boxes. They wanted to know
if they could use a blotting paper instead of

a sand shaker. They could because blotting

paper had come in by that time. They want-

ed to know if they could have caviar sand-

wiches served. Yes, they liad caviar in those

days. Also, they wanted to know if they

could have hot water bottles, and this they

could because they were in use. I am just

telling you these instances in that picture

to show you how carefully we check and

how much attention is paid to petty details.

Thus you see that each picture has its own
particular problem to be solved by the re-

search department before actual production

starts.

Personally, I feel that the research depart-

ment is one of the most valuable units in the

giant organization of a motion picture com-

pany. Where the research department is

allowed to function at its maximum effici-

ency a better grade of picture is the inevit-

able result, and a company that follows this

method deserves your support.

As you know, there has been a great deal

of discussion of late on the part of the press

and by individuals regarding the need of

more so-called "better pictures." May I say

on behalf of the producers that we are quite

as much interested in the higher grade pic-

tures as some of you are. Unfortunately,

in the past in many instances producing this

type of picture has resulted in heavy losses

for us simply because of lack of patronage

on your part. You as a group can wield a

great influence, if you will, in your various

communities by getting back of good pic-

tures. The public does have it in its power
to control, to a considerable extent, the out-

put of the studios. Therefore, the way to

assure yourselves of high grade pictures is to

support the good ones.
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The Problem of Casting a Motion Picture
By Mariax Robertsox

Talcjit Scout for R.K.O. Radio Pictures

BEFORE I begin with details on the

mechanics of casting, I want to tell

you about a friend of niine. She is

with another film company, and our prob-

lems are much alike. Last month she went

abroad for a vacation. London was her first

stop, and being a well-informed person, she

was looking forward to getting an inside

picture of international affairs. At her first

dinner party she was the guest of a cabinet

minister's wife, and celebrities were all

around her. As they sat down at table, my
friend started to ask about British arma-

ments. But the hostess was ahead of her.

with an even more urgent inquiry. "We're
so glad to have you here," she beamed.

"You're just the person to settle a contro-

versy which has been raging for months.

Tell us. who is going to plav Scarlett

O'Hara?"
My reason for adding this bit to the legend

is that the Scarlett O'Hara fever has cer-

tainly made the world conscious for the first

time how large the casting process looms

as a factor in film production. There are

problems of casting to be met daily. As
many problems as there are dift'erent types

of characters, and actors to play them.

In Hollywood, the process operates on a

huge scale. It may invoh-e anywhere from
several dozen roles to be filled for an inti-

mate type of drama like Jl/a» to Remember,
up to several thousand in a spectacle like

Gunga Din. Each part has been analyzed

as to its importance and length of time ii"

will occupy in the total number of shooting

days. The casting director goes into a hud-

dle with the producer in charge, the director,

and the author. The casting director pro-

vides lists of available players whose work-

is known. Their qualifications are discussed

by the group, and the ones agreed on are

forthwith signed for the parts. The leads

are chosen first, from contract and free lance

actors, then the bit parts are assigned, and

finally the extras for group scenes are sum-
moned through Central Casting. This vast

bureau functions solelv for the benefit of

the extra player, who rarely escapes from

silent roles to speak lines. But from stars

down to extras, ninety percent of the indi-

viduals handled in Hollywood casting are

already known by previous film perform-

ances.

In the East, the talent department func-

tions with a dift'erence. We are dealing

chiefly with newcomers who have never

faced ai camera. They have to be discovered,

groomed, and presented to the producers in

the best possible light. The screen test is

the trick which enables us to show samples

of new talent to our studio 3,000 miles away.

]More than half the newcomers we see in

the East are not actors, but they belong to

closely allied fields of entertainment. \\'e

maintain regular coverage on seven definite

sources in Xew York and eastern key cities

:

Broadway plays and tryouts in nearby cities ;

Touring companies and summer stock the-

atres ; Radio programs, dramatic and mus-

ical
;
Night clubs

;
Community and Little

theatres ;
College and drama school groups

and Commercial models.

You will notice at once that these differ-

ent sources haA-e one element in common.
Every person concerned in them has become

accustomed to facing the public ; has ac-

quired showmanship and a knack of project-

ing a definite personality.

Broadway plays rate first as a source of

possible film talent. And what a lot of plays

there are! People say, 'T do emw you.

seeing all those interesting plays !" -\nd it

is interesting; there's always that one mo-
ment before the curtain rises, when we antic-

ipate something new and exciting. But be-

fore you turn an envious green, bear this in

mind that out of 110 plays produced last

season, employing a total of 2,196 actors and

actresses, 74-% were rank failures. You can

exercise your choice in patronizing hit

shows ; but the talent scouts see every single

play, good, bad, and indift'erent.

In addition to the Broadway productions

there are an equal number of amateur and

dramatic school plays to cover and pre-
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Broadway try-outs must be seen in advance.

Out of town try-outs are rich in unexpected

surprises. There are so many things to go

wrong while a show is being whipped into

shape, it's a wonder a play ever opens on

schedule. In my time I've seen so many
plays close during try-outs that I often won-
der if I'm a Jonah. But I still enjoy them.

I suspect I'm stage-struck, or rather theatre-

struck.

Regardless of dramatic merit, every new
play serves as a showcase for acting ability.

We can't afford to miss anything. Not all

the actors we see can be fitted into picture

jobs immediately, but a full record is kept

of all plays, with comments on each actor's

perfonnance and possible usefulness in

future parts. The requirements of the studio

change with every script which is put in

work. The talent departments get these

scripts before they are completed so that

suggestions for casting can be made in ad-

vance.

Out of the 275 actors in the worst plays

of last season, there were 29 that ran a week
or less, only one girl was given a screen

test. That's close to a 300 to 1 shot. Her
play, incidentally, enjoyed the solitary dis-

tinction of closing after a single perform-

ance. But her unhappy experience had not

been wasted, for she made an impression in

that one performance which we remembered
months later when the right picture part

came along to be filled.

It is not unusual for an actor to be signed

for pictures on the strength of outstanding

stage work as far back as a year previous.

Certain types not only cannot be fitted into

current films
;
they also frequently need to

grow and mature. I should say that fully

two thirds of the promising youngsters we
see in current plays have to be filed away
for future reference.

In addition to watching the actors on

Broadway, and in kss professional groups,

we spend a vast amount of time with aspir-

ants who have had no stage experience what-

ever. Several thousand such tyros are seen

in the New York office every year. They
write or come in from towns all over the

Eastern seaboard. Their unsolicited letters

are always answered ; but in the main they

are far from ready for a screen test. Most
of them, I suspect, ask for an interview out

of curiosity, or because the boy friend has

loudly insisted they ought to be in pictures.

I am referring deliberately now to ambit-

ious girls. They outnumber the boys four

to one, for the same reasons which produce

many more actresses than actors. First,

girls are more likely to escape the economic

pressure which forces boys into jobs in their

teens; second, the female of the species is

more disposed to exhibitionism. There is

entirely too much wishful thinking directed

towards Holl3rwood, without the least prepa-

ration, to back it up. This is partly the result

of the flood of Cinderella stories which the

cheaper columnists hand out. I blame these

syrupy success stories for a lot of heart-

aches. Once the impressionable youngsters

are bitten by the movie bug, each fresh

yarn of a stenog whisked to fame overnight

sends the fever higher. Their youthful egos

readily convince them that Hollywood is

panting for their particular charms.

I grant you, Hollywood is eager for new
faces. They are always needed, and that's

why the film companies maintain talent

scouts. But the new faces must have some-

thing behind those strong brown foreheads

and lovely eyes. They must have brains,

vitality, that indefinable something we call

personality . . . and if .possible, a vestige of

dramatic experience. More and more, as

producers budget their production time as

well as their costs, they are demanding new-

comers with a stage background. Let me
change that to dramatic background, for

radio has also been a grand training ground

for the screen.

Just before Christmas we sent out to Hol-

lywood two newcomers from the radio field.

John Laing and Dorothy Lovett. John had
been heard over the Columbia Broadcasting

system ; Dorothy had done several years of

dramatic work with small stations in New
England. Being an unusually pretty girl,

she turned to modeling in New York. It

was when we interviewed models for sup-

porting parts in The Mad Miss Manton that

she came into my office. She didn't think

her radio work mattered, but it certainly

helped give her confidence when she made
her screen test. Presently you'll see them
both with Lee Tracy in What's a Fixer For.

Along with them will be Ethyl Haworth,
whom we also signed recentl}-. Ethyl is the
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most beautiful fashion model from Hattie

Carnegie's ; she has style and poise and am-
bition, to compensate for her very slight

dramatic background.

Most of the casts, as I said before, are

made up of seasoned film players. A new-
comer with a Hollywood contract is bound
to find himself in discouragingly fast com-
pany, if he has had no acting experience to

give him confi-dence.

Working on a movie set can be pretty

hectic at first, unless your nerves are good.

The lights dazzle you ; the makeup begins

to run ; the prop man shoves a piano against

you; the camera man bellows if you move
one inch from the spot he is trying to light

;

and his assistant rushes out as you begin to

mumble your lines, and puts a tapemeasure

to the tip of your nose. There are hoarse

cries of "Gimme a Mickey in that corner!"

"Take a rifle outside and kill that baby."

Which has to do, innocently enough, with

replacing a baby spotlight with a higher

powered light which can be concentrated in

focus, rather like aiming a rifle. A Mickey,

naturally, is a baby spot with side flaps,

like the ears of Disney's little mouse. All

this seeming confusion, however, is neces-

sary to get the lights set right. Then there

is a final rehearsal, before the camera and
microphone start recording lines and action.

If the actors are letter perfect in the scene

they'll survive the bad half hour, but woe
if they wander from the script.

In addition to making general coverage

tests to show new faces, we often get a

hurry call from the coast to test definite

types. When Gimga Din was getting under

way, we made several tests for the officers'

parts among the Enghsh actors then on

Broadway. We also rounded up an assort-

ment of young Hindus for the title role.

You'd be surprised how many American-

born Hindu lads live in and around New
York. The first day the call went out, we
fine-combed the East Indian shops and
boards of trade. There was a Hindu colony

over in Jersey, but the boys were not pure

Oriental types. The second day, word had

spread that we needed Orientals, and the

waiting room was jammed with them. Most
of them were obviously too young for the

part. Meanwhile a controversy had been

raging as to the exact age of Gunga Din.

Kipling hadn't been very definite in his

poem, but we concluded that the regimental

bhisti was well over boyhood years. So the

lads were sent home, after a good bit of

work for the interpreter ; and the part went
to Sam Jaffee. After his performance as

the Grand Llama in Lost Horizon, he is

certainly ageless.

We also make so-called production tests

in New York. That entails using scenes

from a script which they haven't been able

to cast completely in Hollywood. It has to

be done on very short notice. When we
were making Quality Street, we hung up a

new speed record. Fay Bainter was re-

hearsed, made up and tested as the elder

sister ; the negative was flown to the coast

and developed ; Pandro Berman wired ap-

proval ; Miss Bainter took a plane, and was
working in Hollywood—all within a week's

time.

In. the routine tests, however, there is

more time for preparation, and the process

is much more fair to the people involved.

The public has recently added "screen test"

to its vocabulary without knowing what a

test entails. You'd be surprised how few
people realize the complexity of a test. It's

nothing for some gay young visitor to New
York to bounce into the office and demand
a test, literally between trains. She assumes

that it can be done that very minute, just

like snapping a photograph. This, mind you,

before she has even had an audition!

A good test should be like a section from
a feature picture. It must have long shots,

medium, and close-ups, cutting back and

forth to sustain interest and show the per-

formers from every possible angle. Plenty

of time must be spent at the outset to select

the material. We can use a short scene

from a play, or from a new picture script.

Often material has to be especially written.

This is particularly necessary in testing sing-

ers and dancers. We want to show them in

a simple acting scene, as well as doing their

accustomed routine. So we run up a sketch,

introducing their specialty in a logical way,

instead of saying, "Go ahead and sing!"

Once the material is chosen, a partner has

to be provided. Actors are reahzing that a

supporting part in a test is to their advant-

age. They have less responsibility, and are

less likel}- to become nervous and overplay.
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If a test is any good (and it's a matter of

pride with us to make it good) the scene is

bound to be divided almost fifty-fifty. And
it's very interesting to see the romances

which sometimes blossom during rehearsals

;

as well as to watch the progress the sec-

ondary player makes later on.

While rehearsals are in progress for a

scene, we like to make a preliminary test

;

just .photographing the people to see if there

are any defects to be guarded against. A
still photograph is no help, it can be retouch-

ed, and usually is. The little flaws in posture

and facial tricks, if any, show up only on the

moving film. It is generally accepted that

the camera adds about ten pounds to one's

weight. This is not a hard and fast rule,

but the camera does emphasize broad faces,

close set eyes, lumpy figures. The last han-

dicap is the easiest to remedy, thanks to

exercise and massage. The main thing is to

be forewarned. Small eyes can be appar-

ently enlarged by raising the line of the

brows and extending the outer corners of

the eyes with a dark V filled in with white

greasepaint. Broad faces are the worst

danger spots. You can't alter the bony

structure. But you can shadow the wide

jawbone with dark makeup, and pile up the

hair to lengthen the shape of the skull. I

know one excellent young actress who was

tested and rejected by three picture com-

panies. They all said her face was too

square, her head too flat to be photographed.

So she shaved her hairline to raise her fore-

head nearly an inch, and invested in a very

expensive transformation which built up the

crown of her head to better proportions.

You wouldn't have recognized her. She

took another test, and was signed for a

lead in her first picture.

The day for the test arrives. The first

test is satisfactory, we've remedied whatever

defects it showed ; now everything depends

on acting ability. The actors report at a

New York studio, where we have already

lined up an expert camera man and a crew

of technicians; for lights, properties, and

sound. It's very early in the morning, and

nobody is at his best. This is a foretaste of

Hollywood production work and makeup
calls at seven a.m. While the set is being

dressed and the camera made ready, an hour

is allotted for applying the makeup which

previous experiments have shown will be

the best.

This is the zero hour when temperament,

if any, begins to rear its lovely head. Actors

are accustomed to ungodly hours, but some

of the most experienced can develop a beau-

tiful case of sunrise jitters. It is not un-

common for the individual being tested to

suggest postponing the whole business. That

unfortunately is not feasible, for once a

studio is reserved and crew assembled, their

time has to be paid for. And at no bargain

rates. The average day's test, including

studio rental, camera man and crew, raw
film stock, and laboratory charges, totals

close to $1,000.

Very few film aspirants are nerveless. By
the time they have been made up (and they

do look beautiful when the expert finishes

them) they feel a little better. And actually

getting on the set puts them on their mettle

;

they become accustomed to the confusion

after the first half hour. If they have

worked hard during the weeks of rehearsal

and have ordinary common sense, they end

by giving a very good performance.

If youngsters are too ambitious to be

easily discouraged, and are not afraid of

hard work let them go in for a picture

career. But they must want to act more

than anything else in the world. They must

be willing to take the long route to Holly-

wood. I mean first laying a foundation in

stage work, be it a dramatic school or a col-

lege drama society or a little theatre com-

pany. They can find very satisfying con-

tacts in their local little theatres, as well as

learn the rudnnents of stagecraft, before

storming Broadway. Promising youngsters

are often spotted by a talent scout long be-

fore they leave the home town. Frances

Mercer and Lucille Ball, soon to be seen in

Beauty for the Asking, are products of com-

munity theatres.

Since the big stock companies died out,

the little theatre has become an invaluable

proving ground for Hollywood. And don't

let anyone bring up that ancient fallacy that

acting isn't important in a film career. Look
at the established screen actors who have

flocked back to the theatre this year, to keep

a happy balance between stage and picture

technic|ue ; Sam Jaffee, Frederick March,
(Continued on page 25)
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Stagecoach
Screenplay dy Dudley Nichols from a story

"Stage to Lordsliurg'' hy Ernest Haycox, di-

rected "by John Ford, photographed by Bert

Glennon, musical score by Richard Hageman,

Frank Harling, John Leipold and Leo Shuken.

Produced by Walter Wanger, distributed by

United Artists.

The Cast
Dallas Claire Trevor

Ringo Kid John Wayne
Buck Andy Devine

Hatfield John Carradine

Doc Boone Thomas Mitchell

Cvrly Wilcox George Bancroft

Lucy Mallory Louise Piatt

Mr. Peacock Donald Meek
Mr. Gateivood Burton Churchill

Cavalry Lieiitenant Tim Holt

Chris Chris Martin

Yakeema Elvira Rios

Sgt. Billy Picket Francis Ford
Luke Plummer Tom Tyler

ON another page of this magazine Dud-

ley Nichols tells something of what

he as writer and John Ford as di-

rector were trying for in Stagecoach. They
succeeded brilliantly. It is probably as en-

thralling a picture of the old West as was

ever brought to the screen, because it brings

things that are eternally delightful back out

of the youth of the movies, with a freshness

and vigor of something newly created.

Stagecoaches, Indians, rescuing cavalry, are

the Homeric stuff of the motion picture, and

so are the outcast people of the old saloons,

the gun-fighter, the girl of bedraggled finery,

the gambler, the marshal, the drunkard who
was once somebody. But it seems as though

the proper Homer had never come along to

sing them till the matchless team of Ford
and Nichols. They have the epic swing, the

instinctive poetry of action, above all the

technical mastery-, that create the glamor of

art and revivify once more the broken-down
old horse opera.

Like any first-rate movie, Stagecoach is

something to see and not to write about.

Only in movies can the spectator be snatched

from his seat and carried along with what
he is watching. alwa3'S physically close, with

all his most vivid senses, to the heart of ac-

tion. This movie does that—one is in that

stagecoach, with those people, through that

magnificent panorama of desert and hills, in

dust, in cold, for every minute of the peril-

ous flight to Lordsburg. And it is accomp-
lished by going back to the soundest funda-

mentals of movie-making, always presenting

something for the eye to watch, with words
and musical score to complete the meaning
and the feeling but never to supplant the

visual picture.

That is why Stagecoach is something for

the true movie-lover to see more than once

:

once, perhaps, for the story, again and yet

again for delight in how the story is told.

Skill, taste, artistic sophistication, have

worked unerringly and unobtrusively here

to create cinematic form at its best. And in

the respectable re-birth of Westerns that

seems to be upon us, it is extremely un-

likely that anything nearer perfection in its

line will come along than Stagecoach. Writ-

ing, direction, acting, photography, setting,

music—all excellent, and all merging into

perfect unity.—J.S.H.

Rated Exceptional.

20
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Refugees after the final breakup of Czechoslovakia's di'lcnse

Crisis

Produced and directed hy Herbert Klein,

assisted hy Hans Burger and Alexander Hack-

enschmid; commentary written by Vincent

Slieean and spoJcen by Leif Erickson; musical

score by H. W. Susskind and Jaroslav Harvan.

Distributed by Arthur Mayer.

THIS is an eye-witness film of happen-

ings in Czechoslovakia between Hitler's

seizure of Austria, to add it to his

Great Germany, and the pact made at

Munich which forced the Czechoslovak

Republic to yield to Hitler's demands. Hit-

ler's Mein Kanipf, that Bible of the Nazis

which the Fuehrer is so consistently follow-

ing in his career as saviour of Germany, is

the villain of the drama, as Czechoslovakia

is the heroine, but there is no rescuing hero

at the end and the drama is a tragedy, a ter-

rifically stirring and moving tragedy because

obviously all the people in it are actual

people, in actual places. It is what we have

read in newspapers and heard over the radio,

caught with a camera and put together for

our eyes to see, far more vivid than words,

whether written or spoken, could be.

There is no mistaking the attitude of the

film toward its subject matter, and to that

extent—as a film definitely sympathetic to

one side in a struggle—it is propaganda. It

is also history, or perhaps rather one of the

sources of history as the diary of a man in a

beleaguered city might be a source of his-

tory. It does not go at all into any attempt

to explain the forces that created Hitler and
the Nazi party, or why Chamberlain and

Daladier and Mussolini did what they did

at Munich, or any of the other matters

which, once they are broached, lead to end-

less and passionate confusions of speculation

and controversy. It is simply a record of

how Hitler's intentions, as outlined in his

book, worked out on the people of Czecho-

slovakia when Czechoslovakia's turn came in

the Hitler plan of action. It is as if, in

Macbeth, we were shown the scene Shake-

speare did not write, the actual murder of

Duncan, and none of the rest of the play

except a program. Crisis is a picture of

Czechoslovakia being murdered.

The film begins with showing what Czech-

oslovakia was as a democracy, how it first

felt the repercussions of the Austrian An-
schluss, then how the Nazi technique oper-

ated in the activities of Henlein, on to the

Czech mobilization and defiance of Hitler,

the period of false security when the Ger-
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man menace had been staved off. to the ulti-

mate disilhisionment when alhes failed and

the Czech Republic knew it was doomed.

Most of this is presented through pictures of

ordinary people in their daily lives in the

Sudeten section. A few vivid maps show

what Hitler was after in his progress of

conquest toward the East, and how the Ger-

man minorities in Czechoslovakia fared in

comparison with. German minorities in the

other neighboring countries. There are also

brief newsreel glimpses of figures on the

outside concerned with the fate of the Czech

nation—Hitler making world-shaking utter-

ances, Lord Runciman alighting from Eng-

land on his errand of adjustment, Chamber-

lain mounting the steps for his first interview

with Hitler, the table in Munich on which

was spread the map for Czechoslovakia's

dismemberment.

Pictorially the film is superb, photograph-

ically and in the assembling of scenes. The
musical score is eloquently fitting and effec-

tive. Vincent Sheean's spoken commentary

is eloquent, too, reinforcing the pictures and

sometimes giving that additional touch of

editorial interpretation and emphasis which

is the film's most obvious element of emo-

tional partisanship. Of course there are

emphases of a more subtle kind—the cam-

era's habit, wliich could not have been ac-

cidental, of always catching the most attrac-

tive aspects of Czech childhood and youth,

the sturdiest specimens of manhood, the

most pathetic examples of old age and help-

lessness. Some of the news-shot selections

are pretty pointed, too—Hitler shouting at

his most raucously fanatical, the downy
Lord Runciman emerging like a chicken out

of its shell to decide the fate of nations,

Mussolini's strut, and perhaps most strik-

ingly revealing of all. Hitler's face as he

lays his map before his Munich confreres,

with its '"There it is—so what?" expression.

But those bits are authentic history, for the

history books.

Crisis is certainly one of the most brilliant

and powerful political documentary films yet

made, a proof of what a superlative medium
the motion picture is for handling events of

contemporary history. Considering its sub-

ject matter it is remarkably impersonal, ad-

mirably adapted to presenting a concrete

situation to American audiences in the as-

pects most likely to win American sympath)-

and with the least likelihood of stirring up

any prejudices except those ingrained Amer-
ican prejudices in favor of freedom. It is

beautifully balanced and dramatic in ar-

rangement, maturely restrained in its tone,

whatever emotional overtones its content

cannot escape having, and supremely import-

ant not only for what is objective in it—the

specific series of events it pictures—but even

more so for its implicit warning of what

dangers such events portend for the civiHzed

world. Lovers of peace and justice and

democracy will respond to this film with all

their hearts—they should also study it pro-

foundly with their minds.—J.S.H.

Rated Exceptional.

A Book on the Use of

Motion Pictures

in Education

OUR daily mail indicates on the part of

those outside the distinct province of

education a wide and questioning interest in

the place of the motion picture in educa-

tion. To them we recommend a recent re-

port prepared chiefly for educators but of

equal value to those in the lay field who,

because of their community motion picture

activity, find it of importance to be informed

regarding the film in education as well as the

entertainment and recreational film. This

report is not concerned alone with the edu-

cational film but deals also with the theatri-

cal motion picture as a medium of indirect

education. However the major portion of

the motion picture study is given to the

theory and practice of the non-theatrical

film in the school.

It is one of the publications of The
Regents' Inquiry Into the Character and

Cost of Public Education in the State of

New York entitled "Motion Pictures and

Radio, Modern Technique for Education."

and is the result of a special study made by

Dr. Elizabeth Laine, a member of the re-

search staff' of the Inquir}^ The first half

{Continued on page 25)
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Motion Picture Week

AN idea originated in Chicago last year

for a special Motion Picture Week.
This idea when presented by Mrs.

Richard M. McClure, President of the Bet-

ter Films Council of Chicago, at the 1938

Conference of the National Board, with the

thought that others might like to sponsor

such a Week, was received with interest and

later carried out in several communities

under the sponsorship of local luotion ])ic-

ture organizations.

Other Councils and like groups at the

Conference this year expressed interest in

participating in such an observance this

spring. To aid these we will quote here

from the original statement of Motion Pic-

ture Week as made last year at the Confer-

ence, and list some of the activities carried

out, following this with some suggestions

for this year.

In announcing Motion Picture Week to

the 1938 Conference Mrs. McClure said

:

"The Film As It Influences Life, might well

be chosen as the theme which underlies the

observance of National Motion Picture

Week from April 16th to 23rd. April seems

a particularly significant month in film his-

tory. The first peep show was opened in

New York City on April 14th, 1894. The
real birthday of the motion picture as a form
of entertainment was April 23rd, 1896 in

Koster and Bial's Music Hall in New York.

On April 2nd, 1902 the first motion picture

theatre was opened for business in Los

Angeles. April 14, 1914 noted the opening

of the Strand Theatre in New York, the

forerunner of the present day theatre. It is

not intended that during National Motion

Picture Week emphasis shall be placed upon
motion picture attendance but rather on

making those people who are regular patrons

appreciate the privilege of attending the

movies and at the same time develop a more
discriminating mass audience."

A highlight of the Chicago observance

was a luncheon given by the Council with

John Balaban describing the history of mo-
tion picture theatre development in Chicago

from the days of the first nickelodeons to the

present picture palaces, J. J. Donahue, head

of Chicago distribution for Paramount Pic-

tures, giving some interesting facts in sup-

plying motion picture entertainment, and

Rob Reel, motion picture critic of the Chi-

cago American, telling how it feels to be a

critic. Coincidental with the Week was the

publication of a Chicago recreational survey

by Arthur J. Todd, Chairman of the Depart-

ment of Sociology of Northwestern Univer-

sity. Attention was drawn to the motion

picture by publication of facts from the sur-

vey. Chicago has been making plans for a

two day conference closing with a dinner

this year. The cooperation of the schools,

libraries the museums and the stores has

been received and the program will include

their activity as well as that of the clubs.

There will be exhibits, a radio broadcast, a

display of visual education activity.

The Cleveland Cinema Club arranged a

comprehensive demonstration which served

to bring the work of the Cinema Club as it

touches the many interests of. the public be-

fore the community. The program, in addi-

tion to a meeting of the Cinema Club and a

banquet attended by the mayor and many
other notables in the city, held sessions in

various auditoriums demonstrating the work
of the universities and schools of the city.

Museums and libraries cooperated as did the

churches and department stores.

The Metropolitan Motion Picture Council

of New York City has a Motion Picture

Week Committee and among the suggestions

outlined for 1939 observance by this Council

there may be some practical for use by other

groups and so we give them here :

This Committee in order to be in agree-

ment with the spring date chosen by the

originators of Motion Picture Week, agreed

upon April 17th to 23rd as the week for

their observance.

Emphasis should be put during- this Week
on especially appropriate Saturday morning-

junior programs with as general participa-

tion as possible, since this is the day the

year-around when attention and patronage is

given to such programs, and attention would

thus be called to their importance.

Interest was expressed by members of the
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Committee in having other sample ideal

junior programs including specially recom-

mended features and particularly informa-

tional shorts. It was suggested that pro-

grams might be planned which had both en-

tertainment and educational qualities.

It was suggested that particular stress be

put at this time upon motion picture appre-

ciation courses in the colleges and the

schools, with demonstrations of their activ-

ities. This would include in addition to the

study of motion picture appreciation courses

in motion picture production, motion picture

writing, motion pictures in the foreign

language department, etc. Although all

communities do not have colleges they do

liave schools, and if motion picture apprecia-

tion is not a part of the school activity this

should be the aim.

It was pointed out that the exhibition of

a feature picture followed by a discussion

by school pupils or adult club members had

been made part of a very successful public

program and therefore might be recom-

mended to groups for Motion Picture Week.
Youth's part and interest can be also

emphasized during this Week through secur-

ing the cooperation of the Scouts and other

youth groups.

The libraries have been most cooperative

in tie-up with the motion picture in many
communities and, it was felt, will be more
than willing to give their especial coopera-

tion in Motion Picture Week observances,

such as in the preparing of exhibits, book-

marks, lists of related reading, the showing

of "stills," etc.

Suggestion was made that a model li-

brary of interesting and informative books

and periodicals for study and reading on the

motion picture be compiled.

The clubs of the National Federation of

Music Clubs can be counted upon for active

cooperation. Although the observance comes

a short time before National Music Week, at

which time the Music Clubs throughout the

country stress the films related to music, it

is believed that they will be willing to lend

their support to an}^ tie-up between music

and motion pictures during Motion Picture

Week.
The use of the motion picture in the

church service and in religious education

should be demonstrated through securing the

National Board of Rcviczv Magasine

cooperation of the different church groups.

It was pointed out that many people do

not know the numerous ways in which the

motion picture is used and this Week should

give them information on this—^the use in

business, in the government, etc.

All of the cultural organizations of the

community such as museums and institutions

should be asked to take part by showing at

that time any ways in which motion pictures

are used in their activities.

Lecturers from the various organizations

in the community having a motion picture

interest can be called upon to take part in a

Conference. That is, from the schools, the

churches, the theatres, libraries, newspapers,

civic groups, etc.

Any radio program dealing with motion

pictures might be called upon for help in

iDringing the idea of this Week to public at-

tention.

The Welfare organizations and commun-
ity centers often use motion pictures in

their activity, this could be stressed at this

time.

Some theatres might have "open house"

at an hour when they were not playing a

picture to show interested groups the me-

chanics of the projection booth, screen, etc.

A graphic chart might be made showing

the various educational and entertainment

motion picture services, and their relation

to one another.

The suggestion was made that empty

stores be used for the placing of placards

and broadsides to bring this Week particu-

larly to the attention of passers-by. It was

felt that this was a good idea not only for

IMotion Picture Week but for year-around

use as a means of bringing the work of the

Councils and particularly their support of

children's programs to many parents who
might otherwise fail to get this information.

It was suggested that motion picture

critics and editors be approached about the

Week in expectation of their cooperative

interest. It was stated that they had given

particular help in publicising the very suc-

cessful obsen^ance last year in Cleveland.

The idea was expressed that the purpose

of the Week should be made very clear, as

some communities might be prevented from

successfully putting over any extensive ob-

servance if the various community agencies



March, /pjp 25

misunderstanding the purpose would with-

liold cooperation.

Tlie program can be in the main an in-

tensifying of regular year-around contact ac-

tivity, high-lighted in such a way as to bring

greater attention to the work of the sponsor-

ing group in the community.

The Week will thus serve to indicate the

wide use of the motion picture in the com-
munity and the central clearing-house posi-

tion of the local Council, which makes it

possible for one group to see what another

is doing and offers its continued assistance

in further developing motion picture use and

activity.

A Non-theatrical Film Directory

THE "Directory of U. S. Government
Films" recently compiled by the United

States Film Service Division of the National

Emergenc}^ Council fills a need in giving in

one publication up-to-date information on

the various government films. The listing is

by subject arrangement under each depart-

ment. For example, information on a forest

conservation film will be found under the

Department of Agriculture, Conservation

heading or one on steel under the Bureau of

Mines of the Department of Interior.

Information on whether the films are

sound or silent, 16 or 35mm and the number
of reels is, of course, included with the ad-

dresses of the Washington offices and vari-

ous branch offices whei^e films can be

secured. There is no rental charge for gov-

ernment films but users are asked to pay

transportation charges.

The address of the U. S. Film Service

Division of the National Emergency Council

is Commercial Building, 14th and G Streets,

N. W., Washington, D. C, where other help-

ful service in addition to the directory may
be secured.

IF you have not received a copy of the list-

ing of "Publications and Services" of the

Board, we suggest writing for it, as it lists

a number of items due you with your Maga-

zine subscriptiun if desired and you may
want them.

Casting a Picture

(Contimiecl from page 19)

Franchot Tone, Madge Evans, Vincent

Price, EHnor Linn, Helen Westley, Barry

Fitzgerald, and a dozen more. They'll all

tell you that they owe their success in pic-

tures to their stage experience. It can't be

over-rated.

A Book on Motion Pictures

in Education
{Continued from page 22)

of the book is devoted to the motion picture

and covers such subjects as The Role of the

Motion Picture Theatre, Production, Distri-

bution and Cost of Non-theatrical Motion

Pictures, Adaptation of Motion Pictures in

Education, and Role of the State in an Edu-

cational Motion Picture Program. The lat-

ter half considers the radio.

Published by McGraw-Hill Hook Company. Price $1.75.

SELECTED PICTURES GUIDE
{Continued from page 2)

f LET FREEDOM RING—Nelson Eddy, Vir-

ginia Bruce, Edward Arnold, Lionel Barry-
more. Original screen story by Ben Hecht.
Directed by Jack Conway. A partly his-

torical (perhaps partly allegorical), story
of the ruthless ways of railroad builders
in the earlier western days, stirring in the
melodramatic style of western pictures, and
a distinctly patriotic element, culminating
in a triumph of Americanism over greed
and violence. Metro-Goldwyn-Mayer.

fj LITT'LE PRINCESS, THE—Shirley Temple.
Richard Greene, Anita Louise. Based on
story "Sara Crewe" by Frances Hodgson
Burnett. Directed by Walter Lang. The
children's classic about the little girl who
went from riches to rags in a boarding
school, with the Boer War and Queen Vic-

toria to bring everything out all right in

the end. A nice picture in Technicolor.
20th Century-Fox.

f MADE FOR EACH OTHER—Carole Lom-
bard, James Stewart. Screen story by Jo
Swerling and Rose Franken. Directed by
John Cromwell. A story of young mai'ried
life, amusing and touching, simple and hu-
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man in its incidents, with tlie sort of crisis

that might happen in any family. Particu-
larly moving performances by James Stew-
art and Carole Lombard. United Artists.

f MED FOLKET FOR FOSTERLANDET
(With the People for the Country)—
Sigurd Wallen. Original screen story by
Eric Lindorm. Directed by Sigurd Wallen.
A cavalcade of Sweden, covering the last

thirty years and showing how national and
international events affected the lives of a
group of people. Interesting historically.

In Swedish, with English subtitles. Recom-
mended for schools and libraries. Scan-
dinavian Talking Pictures, Inc.

f MY WIFE'S RELATIVES—James Gleason.
Original screen story by Stuart McGowan.
Directed by Gus Meins. Mr. Higgins finds

life very difficult trying to keep his family
happy. He helps his daughter to marry
the boy she loves and keeps his wife's

father from marrying a designing widow.
Republic.

f NEVER SAY DIE—Martha Raye, Bob Hope.
Based on play by William H. Post. Direct-

ed by Elliott Nugent. An amusing story
of two people who marry each other to

avoid marrying their respective fiances. A
little vulgar in spots, Init entertaining.
Paramount.

f OFF THE RECORD—Pat O'Brien. Joan
Blondell. Bobby Jordan. Screen story by
Saul Elkins and Sally Sandlin. Directed
by James Flood. How a young married
couple gave a kid with a bad record a new
interest and start in life. A combination
of newspaper story and crime story, with
the accent on decent people helping out
someone who hadn't had a fair chance. En-
lightened with plenty of humor. Warner
Bros.

f OKLAHOMA KID. THE—James Cagney.
Humphrey Bogart. Priscilla Lane. Original
screen story by E. E. Parramore and Wally
Klein. Directed by Lloyd Bacon. A supe-
rior Western, concerned with the settling of

Tulsa, and the attempts by the adventurous,
wayward son of its leading citizen to sup-
plement law-enforcement with extra-legal
help. Cagney on horseback is an engaging
figure, and the film is a brisk and exciting
piece of its type. Warner Bros.

f SAINT STRIKES BACK. THE—George-
Sanders, Wendy Barrie, Jerome Cowan. T'he

Saint continues his lively career of helping
the police bring criminals to justice. This
time in San Francisco. RKO Radio.

f SECRET SERVICE OF THE AIR—Ronald
Reagan, John Litel. Original screen story
by Raymond Schrock. Directed by Noel
Smith. An adventure film, based on actual
secret service data, dealing with the smug-

gling of aliens across the Mexican border.
Plenty of action. Warner Bros.

f SOCIETY SMUGGLERS—Preston Foster,
Irene Hervey. Original screen story by
Arthur Herman and Earle Fenton. Di-
rected by Joe May. A story of diamond
smugglers who have a clever and unique
way of bringing diamonds into the country.
The interest is well sustained throughout.
Universal.

fj SPIRIT OF CULVER—Jackie Cooper, Fred-
die Bartholomew. Original screen story by
George Green and Tom Buckingham. Di-
rected by Joseph Santley. A story of a boy
given a scholarship at Culver Military
Academy because of his father's war record.
Hating the discipline the boy rebels until he
finally realizes the advantages. Complica-
tions arise, but the boy overcomes them and
is a hero to his classmates. Universal.

r *STAGECOACH—See Exceptional Photoplay
Dept.. page 20.

f SUDDEN MONEY—Charles Ruggles. Mar-
.iorie Rambeau. Based on play by Milton
Lazarus. Directed by Nick Grinde. An
amusing comedy of what happens to a mid-
dle class family when they win the sweep-
stakes. In the end they lose their money
and are right back where they started
from. Paramount.

f TAIL SPIN—Alice Faye. Constance Ben-
nett. Nancy Kelly. Original screen play by
Frank Mead. Directed by Roy Del Ruth.
Girl airplane racers, among whom a society

girl rivals professionals. Tliey all, after

trouble and disasters, learn a good deal

about human nature regardless of social

distinctions. 20th Centurj'-Fox.

f WIFE HUSBAND AND FRIEND—Loretta
Young, Warner Baxter. Binnie Barnes.
Novel by James M. Cain. Directed by Greg-
ory Ratoff. A young wife thinks she's good
enough to be a great singer—the husbana
with the help of an opera star fights fire

with fire—becomes a singer himself, and in

the end all singing careers are dropped.

Light and amusing. 20tli Century-Fox.

f WINGS OF THE NAVY—George Brent,

John Payne. Olivia de Havilland, Frank Mc-
Hugh. Original screen story by Michael
Fessier. Directed by Lloyd Bacon. A story

of the naval aviation school in Pensacola,

full of the fascination of flying and the

risks of training, with an extremely tense

climax of plane testing by stunt pilots. The
slight but draggy love story could well have
been omitted. Warner Bros.

m YES DARLING DAUGHTER—Jeffrey

Lynn, Priscilla Lane. Fay Bainter. Based
on play by Mark Reed. Directed by Wil-
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liam Keighley. A comedy about a mother
confronted with a daughter's romance
somewhat duplicating lier own, wlilcli con-
ventional married life has made her forget.

Situations that might have been question-
able handled in good taste, and the whole
thing kept on a bright level of comedy.
First National.

fj YOU CAN'T CHEAT AN HONEST MAN—
W. C. Fields, Charlie McCarthy, Edgar
Bergen. Original screen story by Charles
Bogle (W. C. Fields). Directed by George
Marshall. A highly amusing story of a
circus owner's trials and tribulations, not
the least of which is the incorrigible Char-
lie McCarthy who is more like a human
being than a dummy, the love element is

unimportant and then there is "Mortimer"
Charlie's rival dummy. Plenty of good
laughs. Universal.

SHORT SUBJECTS
Informationals

f ANGERMANLAND (The Province of Anger-
manland, Sweden)—An interesting- trip through
the Province of Angei manland in Sweden. Scan-
dinavian Talking Pictures, Inc.

f GOING PLACES NO. 59—WPA project of re-
producing Indian handycraft; Lairo. Universal.

f GOING PLACES NO. 60—The Tennessee Tweet-
sie, a mountain railroad; a collection of armour.
Universal.

f GOING PLACES NO. 61—The beautiful city of
Rio de Janeiro. Universal,

fj GOLD—An interesting account of gold-mining
in the old Western days and today. RKO
Radio.

fj HEROES AT LEISURE—Undersea hunters in
the Pacific, divers who go down for ahalone,
etc. Metro-Goldwvn-Maver.

fj HOLD TOUR BREATH (Grantland Rice Sport-
lisht)—A track-meet under water. Most inter-
esting. Paramount.

fj ICE ANTICS—Skating, exemplified particularly
by some of the superlative young skaters.
Metro-Goldwyn-Mayer.

f I SOL OCfl SNO (In Sun and Snow in Sweden)—A beautiful scenic. Commentary in Swedish.
Scandinavian Talking Pictures, Inc.

fj IMPERIAL DELHI—A good Fitzpatrick Travel-
talk in color. Metro-Goldwyn-Mayer.

fj *MARCH OF TIME NO. 7, THE (5th Series)—
One section discloses the results of President
Cardenas' socialistic ideals and aims in Mexico,
the second how the Boy Scout movement tries
to foster the spirit of democracy. RKO Radio,

f MED K.\NOT TILL LAPPLANDS FJALL
(With Canoe in Lapland Movmtains)—A canoe
trip into the Lapland mountains. Scandinavian
Talking Pictures, Inc.

fj MYSTIC SIAM—An interesting and colorful
Magic Carpet visit to Siam and its temples.
20th Century-Fox.

f PARAMOUNT PICTORIAL NO. 7—A Mexican
rodeo; raising pheasants; the making of accord-
ians. Paramount,

f PARAMOUNT PICTORIAL NO. 8—Making gold
leaf; the annual migration of .sheep to Uncle
Sam's grazing ranges. Paramount.

fj POINTS ON POINTERS—How hunting dogs are
trained. Vitaphone.

f POPULAR SCIENCE NO. 4—A stream-line
hank; household gadgets; study of flood condi-
tions; testing new cars; modern way of growing
grass; training men for the submarine service.
Paramount.

f REPUBLIC OP PANAMA—Color cruises. A
visit to Panama. Paramount.

f SILVER—Silver mining and manufacture in
Sweden. C^ommentary in Swedish. Scandinav-
ian Talking Pictures, Inc.

f SPORTING IRISH, THE (Grantland Rice
Sportlight)—The Tri.sh in such .sports as road
bowling, fox hunting and the game of hurling.
Paramount.

f STORMANNABRUK (Old Swedish Iron and
Sterl Works.—With the commentary all in
Swedish this would interest only those familiar
with the language. Scandinavian Talking Pic-
tures, Inc.

f *STORY OF ALFRED NOBEL, THE (John
Nesbitt's Passing Parade Series)—An unusually
interesting account of the great Swedish scien-
tist, who discovered dynamite and perfected it

for the good of mankind, only to see it put to

the uses of warfare, and his attempts to devote
his fortime to counteracting the effects of his
invention. Recommended for schools and lib-

raries. Metro-Goldwvn-JVTaver.
f STRANGER THAN FICTION NO. 59—Wood

lighter than cork; orange picking by music; a
costly and complete miniature electric railroad;
a doil house erected over the grave of a small
girl; a scientific pipe that even the girls enjoy
smoking. TTnivprsal.

f STRANGER THAN FICTION NO. 60—A small
crippled boy with a mechanical mmd; the only
woman postman; animal .=culpturer ; a private
cat-walk from the second story to the l^ack
fence; a .strong man; the narrow little house
on Bedfoi-d Street, the Village; Table salt used
l3v an artist to make pictiires. Universal.

f STRANGER THAN FICTION NO. 61—A strange
use for burnt matches; a make-up bai'; a
strange job for a woman; a clever young dog
trainer; a big lighthouse in the middle of Key
West; a tailor who aspires to higher things
than pressins: suits. Universal.

f THAT'S AFRICA—A trip through the desert
area of Africa, showing the strange habits of
some of the natives. Paramount,

fj VIKING TRAIL, THE—A Magic Carpet of
Movietone—Interesting and beautiful. 20th
Centurv-Fox.

f WASHINGTON PARADE, THE, NO. 2—Inside
f-r^ Wh'tP House—A trip through the White
House and into the Executive offices. Very
interesting. Columbia.

Musicals, Novelties and Serials

f CIRCUS CO-ED—Showing a school where they
train circus people. Paramount.

f DREAM OF LOVE, A—A gentle and pretty
musical episode, built on how Franz Liszt came
to write his very popular Liebestraum. Metro-
Goldwyn-Mayer.

f HIGH PERII^One of Floyd Gibbons' real-life
adventures, about a worker rescued from a high
chimney. Vitaphone.

fj LONE RANGER RIDES AGAIN, THE (Serial)
NOS. 1-5—Robert Livingston. Screen story by
.Sol Schor and Barry Shipman. Directed by
William Witney and John English. A story of
the early West, and the struggles of the cattle
barons to keep homesteaders from cutting up
the grazing land into small holdings. The Lone
Ranger and his Indian friend and white horse,
.Silver, are on hand in defense of the wronged
and oppressed. Republic.

f SCREEN SNAPSHOTS NO. 5—Film folk at
Catalina Island. Columbia.

Cartoons and Comedies

fj ALWAYS KICKIN'—A cartoon in technicolor.
How a donkey saves a little bird from a vulture.
1 'aramount.

f BIRTH OF A TOOTHPICK, THE—In love with
a tree he calls Sylvia, a man follows the tree to
a toothpick factory just in time to get the fli-st

toothpick which is cut and which he fondly calls
"Sylvia". Universal.

fj CUSTOMERS WANTED (Popeye Cartoon)—
Popeye and his rival have trouble over their
penny arcades. Paramount.

fj ilY FRIEND THE MONKEY (Betty Boop
Cartoon)—Pudgy's nose is ovit of joint when
Bettj'' buvs a monkev for his playfellow. Para.

fj 'POINTER, THE—^A Disney cartoon, in which
Mickey tries to make a hunting dog of Pluto.
RKO Radio.

fj l:OBIN HOOD MAKES GOOD—An anuising car-
toon in color about three squirrels and a fox.
Vitaphone.

f SMALL TOWN IDOL, A—One of Mack Sen-
nett's most famous Kej-stone comedies, short-
ened. It contains such one-time stars as Ben
Turpin, Phillis Haver, :Marie Prevost and
Ramon Novarro. ATtaphone.



NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The National Board of Review of Motion
Pictures is a citizen ljod.\', orjfanized in ipnn by
the People's Institute of New Yoik City as a
medium for rejecting- intelligent public opinion

regarding? a growing art and entertniTinient. This
is still the Board's function, toffethpr with that

of disseminating information on the su'iject of

motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the commimity l>Ptter

films plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agenc.v to encourage and guide th" motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work fhrough various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 100!). It is the
appeal and central advisory committee of the
National Board to v.-hich policies are referred
and to which decisions of the Review Co7ii"iittee
regarding pictures may be carried either by the
producers or by the Review Conim ttee itself

-

The Executive Committee is composed of
members of the General Committee and is the
directing l>ody of the National Board, charged
srith the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Pv.eview Committee is a large group of 300
members carrying on the work of reviewing the
Alms. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

Tlie Memi^ership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed nev\- mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimtilate the organization of
subscription groups to develop audiences for the
support of the creative achievements of the
screen.

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under its National
.Motion Picture Coimcil, through affiliated mom-
liership groups, service contact groups and cor-
respondent..^ throughout the country. The Na-
tional Council assists in the organization and
piogram of work of local groups which are
usually called Councils.

These Co mcils follow a plan initiated by the
National Board in 191 G of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement for community participation in the
development and liest use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
pulilic opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage throu.gh open meetings, foruins,

classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures

being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, througli cooperation with local exhib-

itors.

To endorse and further the use of visual edu-

cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not

normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council

as an aid to the groups carrying out these

objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

.'2.00 a year for individual subscriptions

51.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
S2 50 a year when taken alone, availal.>le at a

special rate of SI. 00 in conjunction with the

ilagazine.

Selected Pictures Catalog (annual) 25c

Special Film Lists — „—10c ea.

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status free

National Board of Review—How It Works free

.10c
A Plan and a Program for Community
Motion Picture Councils



NATIONAL
BOARD " REVIEW

MAGAZINE

Laurence Olivier and Merle Oheron in "Wuthering Heights" (see page 16)

Published monthly except July, August and September

by the National Board of Review of Motion Pictures

70 Fifth Ave.. New York. N. Y.
20 cents a copy $ 2.00 a year



Selected Pictures Guide
This department lists pictures selected iy

the Review Committee of the National Board
of Review as worthy of popular patronage in

the theatres, ivith an indication of the audi-

ence group suitadility for each picture. The
choice of the pictures included is based upon
principles of selection developed through long
study of public preference as to ivhat consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the
basis for the reviews and audience recommend-
ations of the pictures. The Revie^o Committee
consists of approximately 300 trained members
representative of ividely varied interests ivho

volunteer their services.

Key to Audience Suitability

i—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—^Pictures especially worth seeing as above
the average "selected" picture.

fj ALMOST A GENTLEMAN—James Ellison,

Helen Wood. Original screen story by Har-
old Shumate. Directed by Lewis Goodwins.
Mostly about a dog, of mixed breed, who
proved to be better than a thoroughbred.
There is a bit of romance mingled with it,

and a melodramatic finish, but both those
elements are completely overshadowed by
the dog and his master. RKO Radio.

f BLONDIE MEETS THE BOSS—Penny Sin-

gleton. Arthur Lake. Based on comic strip

created by Chic Young. Directed by Frank
R. Strayer. A jolly, light comedy about a
young man and his wife, his baby, his dog
and his job. The job is the crucial thing in

this episode of their life, but much of the
fun comes from the baby and the dog.

Columbia.

f *CHALLENGE, THE—Luis Trenker, Robert
Douglas. Original screen story by Emeric
Pressburger. Directed by Milton Rosmer. A
beautiful and thrilling picture of the first

successful ascent of the Matterhorn. based
on facts but given a personal conflict to

heightea its drama. Recommended for

schools and libraries. (British Production).
Film Alliance of the U. S.

m *DARK VICTORY — Bette Davis, George
Brent, Geraldine Fitzgerald. Play by George
Emerson Brew, Jr., and Bertram Block.

Directed by Edmund Goulding. An unusual
and powerful film about a girl threatened
inescapably with death, and her emotional
and spiritual adjustment to her fate. Su-
premely well done in almost every respect,

but notable most of all for the superb act-

ing of Bette Davis. Referred to the Com-
mittee on Exceptional Photoplays. Warner
Bros.

f DU GAMLA DU FRIA (Sweden, Thou Old,
Thou Free)—Sigurd Wallen, Karin Eke-
lund. Original screen story by Ted Ber-
thels. Directed by Gunnar Olsson. A Swed-
ish-American's return, with his niece, to
the land of his birth—the girl remains
there, but he returns to the land of his
adoption. Entirely in Swedish, it is full

of sentiment and humor for those who
understand the language. Scandinavian
Talking Pictures, Inc.

fj FLYING IRISHMAN, THE—Douglas Cor-
rigan, Paul Kelly, Robert Armstrong. Or-
iginal screen story by Ernest Pagano and
Dalton Trumbo. Directed by Leigh Jason.
How Corrigan, in spite of a lot of discour-
agements and set-backs, made his wrong-
way flight to Ireland to convince an avia-
tion company he was qualified to be a
pilot. Interesting because of what one feels

to be its general truth to facts. RKO Radio.

f *HOUND OF THE BASKERVILLES, THE—
Basil Rathbone, Richard Greene, Wendy
Barrie. Novel by Sir Arthur Conan Doyle.
Directed by Sidney Lanfield. A swell pic-

turing of the Sherlock Holmes story of the
eerie and tragic happenings on the moors
of Dartmoor, excellent in atmosphere, act-

ing and all that a good mystery demands.
Recommended for schools and libraries.

20th Century-Fox.

f I'M FROM MISSOURI—Bob Burns, Gladys
George. Based on stories by Homer Croy
and Julian Street. Directed by Theodore
Reed. Most amusing comedy. A man from
Missouri goes to England to sell mules for

the British army. In London his wife en-

tertains the aristocrats in order to aid her
husband in his business transactions and
to marry her daughter to a title. Clever
dialogue, good acting and altogether a

satisfactory picture. Paramount.

f ICE FOLLIES OF 1939, THE—Joan Crav%'-

ford, James Stewart, Lew Ayres. Original

screen story by Leonard Praskins. Direct-

ed by Reinhold Schunzel. A pleasing com-
bination of ice carnival and love story, the

latter involving two young people whose
careers interfere for a time with their ro-

mance. The skating sequences are both en-

tertaining and attractive, particularly an
ice ballet in color that is exceptionally

lovely. Metro-Goldwyn-Mayer.

LET US LIVE—Henry Fonda, Maureen
O'Sullivan. Alan Baxter. Original screen-

story by Joseph F. Dineen. Directed by
John Brahm. Columbia. See Exceptional

Photoplays Dept. "Murder in Massachu-
setts" page 20.

•tiOVE AFFAIR—See Exceptional Photo-

plays Dept. page 17.

(Continued on page 22)
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The Neely Bill

AT the recent hearing in Washington

on the Neely Bill (S.280 and H.R.

145) before the Senate Interstate

Commerce Sub-committee, the National

Board of Review of Motion Pictures was

represented by Dr. Russell Potter, Associate

Director, Columbia University Extension, in

charge of the Institute of Arts and Sciences,

Division of Film Study, and a member of

the Board's General Committee and Com-
mittee on Exceptional Photoplays. Because

of the interest of many of our readers in

this bill designed to prohibit "compulsory

block-booking" and "Mind selling" we quote

here in part from Dr. Potter's statement,

which gives you the viewpoint of the Na-

tional Board of Review on this subject, as

expressed by one who speaks from an inter-

est and knowledge of the film both in the

theatre and as part of a university study.

"The organization which I represent is

not here to present any case for or against

the trade practices of the industry since we
believe that this is a problem essentially con-

tractual for the industry to settle itself. The

solution of such problems, we are informed

in the press, is now under negotiation by

representative committees of producers, dis-

tributors and exhibitors, or may be adjudi-

cated by the courts.

"But our organization is interested—vital-

ly interested—in the freedom of the screen,

and in the cultural and educational value of

the best possible pictures which can be pro-

duced for the American people. This, and

this only, is what the National Board of

Review has stood for during the past quarter

century and this standard, this tradition, this

belief is what leads the National Board now
to say most emphatically that this Bill will

not contribute one iota to a finer, freer and

more intelligent American screen. In this

Bill there is more than immediately meets

the eye. . . .

"That Senator Neely's Bill is more than it

pretends to be is best indicated by the fol-

lowing passage of his report to the Senate

last year, in referring to the manner in which

the motion picture industry has solved

through self-regulation the problem of

decency and good morals on the screen.

Senator Neely said, and I quote from his

report

:

'The recent reformation is purely volun-

tary and there is no assurance that present

imperfect standards will be maintained if

this legislation is not passed. Experience

teaches that, as a rule, such reforms are

sporadic, induced by outbursts of public in-

dignation and are of short duration. . .
.'

"If this is the position to be adopted by the

Congress of the United States, we might as

well scrap all the processes of democracy in

American industry and American life. If

reformation or self-regulation is to be sus-

pect because it is voluntary, no industry is

safe.

"What you are asked to do is to substitute

the responsibility of industry to keep its own
house in order by legislative "verbotens" and

bureaucracy. No statement could argue

more cynically against the freedom of the

press, the freedom of the air and the free-

(Contimied on page 20)
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Music in the Motion Picture
By David Mendoza

M?: Mendoza who is Musical Director of War-
ner Bros. VitapJione Studios, delivered this

address at the annual Conference of the Na-
tional Board, in the series on "The Making .of

a Motion Picture^."

WHILE coming here I turned over in

my mind just wliat you might be

interested in hearing. It struck me
that the best procedure to follow would be

to go right back to the beginning of movies,

of music in movies.

I presume that most of you here remem-

ber the old nickelette or nickelodeon, where

you paid your nickel and watched the pic-

ture which ran from 15 to 20 minutes.

Then you went out and tried another one. At
least, that was my first experience with

movies. I was taken there by my vioHn

teacher; at the time I think I was about

seven or eight years old.

In these nickelettes there was a pianist, if

you could call him that. He played while

the movie was in progress, hurried music

when there was excitement, in the minor key

when it was sad, and usually a waltz when it

was neutral. Finally, this was augmented

by adding a drum, and then a trumpet, and

eventually the movie orchestra became an

accepted fact.

Later, I became a member of the New
York Symphony Orchestra. I was with

them for about three years. As yet I was
not interested in movies other than to wile

awav an hour or two when I had nothing

better to do.

One day I was walking down Broadway
and I passed the Strand Theatre. It had

been just completed. I saw a huge sign

outside advertising, "25 piece orchestra." I

scofl:ed and said, "That is impossible. They
cannot possibly pay it. It cannot be a suc-

cess. What are they going to do? What
are they going to play?"

It was only two years later that I was

won over to taking a position at the Rialto

Theatre, which was then under the direction

of S. L. Rotliapfel, whom I think you all

remember as Roxy. I went in there as a

violinist, concert master of the orchestra,

and I had my first experience in the movies.

In those days we played an overture, then

the newsreel went on, which was scored, and

finally the feature. There was a library of

music in the theatre which was composed of

agitatos, andantes, pathetiques, and so

forth. Mr. Hugo Riesenfeld was then

musical director. The process of scoring a

picture in those days was quite different

from what we know it to be today.

From there I moved to the Capitol

Theatre. In connection with that I would

like to call to your attention the reason why
I entered the movies. I was born in New
York City, my parents were born here, and

I was born with a love for music. I wanted

to conduct and I wanted to conduct very

badly. There was no place for me to do

this except in a movie house, so I joined the

forces of the Rialto Theatre and eventually

became a conductor.

I think most of you may remember the

history of the music we produced at the

Capitol Theatre. This also brought me into

close contact with Roxy and I began to score

pictures with him and for him. Still, in

those days we were limited to the use of

what we called a printed library of music.

Time went on and there came in what was

then known as the super-special, to wit, pic-

tures like The Big Parade, Ben Hiir; pic-

tures of that magnitude. Of course, we
started then to write original music. This

began to make demands upon us quite

removed from what we had been brought up

to exercise formerly. I was then in associa-

tion with Dr. William Axt who worked with

me at the theatre. We produced one score

after another, Big Parade, Mare Nostrum,

La Boheme, and The Merry Widow; all

outstanding features. Sometimes we would

spend as much as a month in preparation for

one of these scores.

A very amusing incident occurred at that

time which will be a good point to recall

later. The picture La Boheme came in.

What music were we to use? Obviously La
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Bohcmc. We went to see Mr. ]\Iax\vell, the

manager of Ricordi, publisher of all Italian

operas, and explained what we wanted. He
said, "Nothing doing. Not a note. You use

one note and I will sue you for—well, for

enough." There we were with La Boheine

to be scored and we could not use Puccini.

What were we going to do? I knew the

audience was going to expect Puccini's

music. Well, we did use Puccini but no-

body could say anything. Mr. Maxwell

came to the opening night with his secretary

Mr. Mendoza vondurt'ing a recording orchestra

and every once in a while as I was conduct-

ing, as I later found out, he would listen and

say, "Ha?"—then, "No!"
You see there is a way of plagiarizing and

we used it. We took the idiom of Puccini,

we took the "Musette" waltz and we rewrote

it. Puccini would probably not have recog-

nized it, but everybody who heard it said it

was Puccini.

Suddenly there was the advent of sound.

The Jazz Singer was born. Sound pictures

were here. That was the end of everything

for us, as we thought. Then a picture came
in called WJiitc Shadozvs of the Soutli Seas.

It was given to me to score and then to

record. I scored it, and we went to Camden
to the Victor plant, and we recorded it in

the old church in Camden, New Jersey.

In those days when I scored a picture and

conducted it, when the actual performance

came I would shade my music in accordance

with what I felt. In the second or third

reel of that picture there was a shot of a

boat slowly coming into the harbor in a

dimly lighted scene, a very low key of light-

ing, hazy, foggy, and on this boat was noth-

ing but dead bodies. I suppose that some of

you remember that. Naturally, I had a very

eerie type of music, and when I recorded it

I played it as I would in the theatre. The
next day we heard the "rushes" of sound.

When it came to the record of this particu-

lar scene there wasn't a sound on the record.

We were presented with a new problem,

the technical problem of recording music

for pictures. We had to learn not only how
to write and conduct for pictures but how to

record for pictures. At that time the record

was used. We did not know anything about

recording on film. Then the problem of

change-over came. You did not know as

you sat in the theatre those days that the

operator had to watch for a certain point on

that record and when that came he had to

throw a switch to- start the next record going.

If he did not do it in time, or if he did it

too soon, you were auditorily aware that

something had happened.

I did the Don Juan score for Warner
Bros, at that time. At the opening night I

do not know what was wrong with the

operator, but when it came to the end of a

reel my poor music suffered badly.

Finally the talkies came and it seemed

that that was the end of all of my aspira-

tions. By that time I had become very

enthusiastic. I felt that the intensification,

or the dramatization, of human emotions

picturized on the silver screen by the medium
of music, was an art, and I started to write

a book on it. I was argued against by some
of my contemporaries, but I went on.

Then the musical picture began to come
in. Suddenly we found an influx, or an out-

flux, of composers of Tin Pan Alley going

to the Coast—gold had been found. A year
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later I went to the Coast, and a month after

I arrived I was told the gold rush was over,

and there I was in Hollywood. I then began

to realize and to find out what the business

of making motion pictures was comprised

of. There were many periods of discourage-

ment. I was made to feel that music was

not important, as I had f elt it, but I kept on.

A picture eventually was made, called

Outward' Bound. » I imagine most of you

remember it. I had the honor to score that

picture. In it was a scene where the ship

arrives at the Port of Heaven, and there

was a beautiful impressionistic shot. I did

something there I had never done in my life

before, I went to great extremes for some-

thing I felt. I made music with about six

flutes, two harps and a celeste. It wasn't

music, it was a series of harmonies blended

and unblended. I was lucky, the effect was

just what I wanted. I wonder how many of

you remember that.

I began giving very serious thought, then,

to what music really means to the motion pic-

ture. I knew and I felt that importance

every time I went to a theatre, as the open-

ing title music would go on, and would con-

tinue on through the cast of characters, the

credits, and finally in the opening scene. In

many cases, where I had written original

music from the beginning to the end, I would

sit at the preview, shivering and shaking,

wondering whether it was good. Many
times I would meet somebody and I would

ask them, "How did you like the music?"

"Well, I didn't notice it." That was rather

discouraging.

I do not think any of you are conscious of

music in a picture. I finally realized that

you must not be conscious of it. It is not

important, and yet all important.

It is very difficult for me to convey to you

what I feel is the real purpose of music in

the dramatic film. If you notice it, it is

diverting your attention from the picture,

from the story, from the acting. Then again,

if you do not notice it, how do we know it

is good? How do we know it is what it

should be?

Finally, as years went on, men of out-

standing ability as composers began to be at-

tracted to the work of scoring for the mo-
tion picture. There is one young man out on

the Coast right now whom I deem a genius

National Board of Rev'.ezv Magazine

in that work. His name is Max Steiner. To-

day when the name of Max Steiner goes on

the screen it goes on alone in huge letters.

I think he has achieved marvelous results

and success. Do you remember the picture

Jezebelf He did things in there which were
startlingly outstanding.

It still occurs to me occasionly to wonder
whether the amount of work entailed in the

writing and the preparation of a motion pic-

ture score is really worth while, but I keep

on. I am keeping on. I have one very

serious hope; that is that the really, truly

great composing talent in music will some
day be attracted to the work of writing for

the motion picture. Not every motion pic-

turej ofi^ers that opportunity or attractiveness.

Then there remains the question of how
this is to be achieved. How is it to be

handled? What will be my particular rela-

tionship in this particular type of work.

I haye begun to feel like the director of

the picture, and my ambition is to be able to

call upon this or that composer or arranger

and do for the picture what I feel is neces-

sary for it. I am thankful for all the ex-

perience I have had, and I feel conceited

enough to think that I am imbued with the

feeling of what to do for a picture and what

not to do.

There are many times when a picture is

scored and I feel it should not be. Many
times while I was on the Coast a picture

would be made and I would be called in and

asked to score it from beginning to end.

Why? 'Tt is slow, it is dead, it does not

move." There may have been an absence

of dialogue in certain scenes, or the producer

felt the picture died at a certain point, and

therefore he wanted to put music in there.

That is not the purpose of music in pic-

tures. Music cannot make a picture, it can

only help it. I feel music in many cases

should be just a frame, a very thin-like

frame, while in other cases it should be

used to intensify dramatic action, or to

serve the purpose of tying over, bringing

to your unconscious ear a reminiscent idea.

I could go on indefinitely as to what I feel

music should do, and does do, for the picture

if cleverly and capably handled.

Now we come to a point which lies very

close to my heart. Mr. Stokowski is doing

{Continued on page 11)
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The Right and Wrong of Direction
By Dudley Murphy

From an address delivered at the National
Board Annual Conference. Mr. Mzirphy is

director of "The Emperor Jtones," "'One Third of
a Nation" and other films.

BEFORE discussing some of a director's

problems I should like to tell you a

few things about the making of my
picture, The Emperor Jones, one of the few
films that gave me real satisfaction to

direct. I am going to talk about it because I

believe the story of its growth is directly

connected with right and wrong methods of

making a motion picture.

Emperor Jones started from an idea. It

was in the early stages of the sound film, and
I felt that the sound effect—the percussive

effect of a drum beating on the character of

Jones when he is lost in the jungle—was an

idea of sufficient interest to form the nucleus

of a movie. My first move was to get in

touch with the author of the original play,

Mr. O'Neill, and through an introduction

from one of my friends I met him, explained

my idea and secured an option.

The first real problem to be faced was that

Emperor Jones was not a subject that I

could handle with a major studio. I could

not find any producer who was willing to

make it. So I had to promote the produc-

tion much as a stage production is promoted.

I had to find money from someone who had
faith in my subject. I met John Krimsky
and Gifford Cochran who had just been suc-

cessful in their exhibition of the imported

Maedchen in Uniform. They wanted to

make a movie, and we got together.

I got Du Bose Heyward, who wrote Porgy
and Mamha's Daughters, and we sat down
and developed the play. This was neces-

sary because the original was only one act in

length and we were obliged to build back
into the life and character of Jones, taking

him from his start in life as a young negro

in the Gulla country around South Carolina,

showing his career as a Pullman porter, and
bringing him to Harlem where he got into

trouble. Next, his confinement in a chain-

gang and his escape to the island. Then we
got into the play itself.

Dudley Murphy, National Board Conference
speaker

When the manuscript was completed we,

in fear and trepidation, went down to see

Mr. O'Neill. He sat and listened to our

treatment, and when we reached the point

where we started in on the play, he said : "I

hope you have taken as many liberties with

the play itself as you have with the develop-

ment of the first part"— which pleased us

very much. But from there on we had fol-

lowed the play as written.

I have told you all this because it is a case

of one of the most important things in

directing a motion picture-—a chance to de-

velop an idea from the start with the writer.

This is a policy I have tried to follow ever

since, but I have found as a rule one is

forced to accept a manuscript as is, with no

chance for change and development.

The right way to make a picture, the way
the top directors are able to employ, is

briefly this

:

First, an idea comes to the director, an

idea he feels is cinematic and wants to trans-

fer to the screen because he feels it is some-

thing he has to say. Then he must get a

writer, or be given one by the producer, a
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writer who feels along the same lines as

himself and feels equally stimulated by the

idea. Together they develop the story. They
do their best to consult with the photogra-

pher, art director, and sound man, and final-

ly lay out the whole plan exactly as the

director is going to execute it.

Now let us consider the wrong way—the

way usually taken so as to ensure that the

studio's programme is kept up to schedule.

This wrong way means that the director is

handed a script often only a couple of days

before he is to start work on it—a deplorable

method because no time can be spent on the

development of ideas and consultations be-

fore shooting begins. What with his time

limit and the expenses ahead of him, the

director is obliged to go to work without

preliminaries of any kind.

This is one important reason why so many
pictures from major studios bear a stamp of

similarity—^they come out of a mill.

It is the very opposite element, namely

individual style, that makes the work of the

top directors important. These directors

are usually able to follow the procedure I

have described as the right one, and it shows

in everything they turn out. After all, the

director is, or should be, the outstanding

personality in the making of a film, and the

public should be able to know his style just

as it knows the styles of its favorite play-

wrights and noA^eHsts. We connect the name
of Alfred Hitchcock with melodrama, but

melodrama significant for the bold way he

breaks a dramatic scene in the middle by cut-

ting to underplayed comedy and so heighten-

ing the tension when he returns to it. We
know Lubitsch by his weakness for a

Continental setting — smart, sophisticated

and full of comedy. We know his character-

istic handling of this material, his lightness

of touch, his tempo, his indirect underplay-

ing of action, his fondness for using doors

and exits. The same special selection of

material and treatment enables us to recog-

nize directors like Capra, Rene Clair, Renoir

and John Ford.

The sad thing is that these names are so

few. Owing to present production methods
we rarely are able to find any distinctive

style in the large majority of pictures.

It is my belief that independent produc-

tion is the only possible salvation for the

motion picture. Men like Capra and Hitch-

cock are established producer-directors

—

they make their pictures on their own with a

writer. The goal for the future must be

for the big studios to contract directors for

two or three pictures a year and let them

go to work independently—rather than

throw a bunch of them together, fifty at a

time, all working under the same supervision.

Only stereotyped work can result from the

latter method.

My latest film One-Third of a Nation, was

made in Astoria, Long Island, and I would

like to say something about the advantages

of working away from Hollywood. I be-

lieve, on the whole, that one finds more

freshness and originality. Ideas are fresher,

and when the day's work is done, director,

writers and actors have a chance to relax in

everyday surroundings with an ordinary life

going on around them. In Hollywood one

walks out into the same world of movies,

and conversation revolves around the latest

movies and formulae for movies.

One finds it possible also when near New
York to take advantage of the many young

and talented actors playing on the legitimate

stage. These newcomers have no wish to

break up a stage career by going to Holly-

wood, but they have no objection to film

work in the immediate neighborhood and

their presence adds another important ele-

ment of freshness.

Finally, I would remind you that the

United States is the only country in which

pictures are not made in the center of the

legitimate theater. English pictures are

made in London suburbs, and the same ap-

plies in Paris and Berlin. In America, pic-

tures are made 3,000 miles away from the

theater

!

The opening up of such ideas as I have

sketched briefly here will, I am sure, do

much to help a breakaway from the stan-

dardized film. Mr. Dudley Nichols men-

tioned at this Conference* the need for a

fairer deal for the writer, and I believe that

what I have said from the director's point-

of-view echoes the same need for the rem-

edying of defects and staleness in film pro-

duction.

'National Board of Review Magazine, March, 1939.
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Sound in the
By Reeve

This address was made at the annual Confer-
ence -of the National Board of Revietv hy Mr.
Strock, who is Sound Director of the Eastern
Set-vice Studios.

WHEN sound on film was generally

introduced in motion pictures it

changed many things and brought

many new problems. It created an entirely

new department. The most important

change was in the size of the picture. A
place had to be found on the film for the

sound track and it was placed along the

edge of the film between the sprocket holes

and the edge of the picture. In order to

utilize the space provided for the sound track

a means and method had to be evolved for

photographing the sound on the film. For
this, a recording channel consisting of a

microphone, electrical amplifiers and volume

controls and a means of varying the light

which exposes the sound track on the film

was provided. This electrical recording

channel is the tool of the sound man and is

purely a robot that must be guided and di-

rected by the sound man.

Sound is transmitted to the brain tln"ough

the ear, and the ear is only a part of our

sense of hearing. We hear sound with our

two ears and this is called binaural hearing,

or hearing from two sources. Since we col-

lect sotmd from both ears, or through two

sources, the sound that each ear hears is

being picked up and collected from different

reflecting surfaces in the room. If we place

one ear close to a source of sound, most of

the sound picked up by one ear is direct

sound, while that picked up by the other

is reflected sound. By means of this binaural

sound pick-up through two ears we are able

to distinguish and locate the source from

which the sound is coming. In addition, we
all, unconsciously, due to our binaural sense

of hearing, are able to concentrate on the

sounds we want to hear and disregard the

unwanted sounds. In this way we are able

to pick out the voice of just one person talk-

ing in a group of people.

The sound channel with its microphone is

strictly a monaural pick-up of sound. That

Motion Picture
O. Strock

means it picks up from one source, and

cannot discriminate between wanted and un-

wanted sounds. It picks up equally well all

the sounds entering the microphone regard-

less of whether they are required.

There is a certain similarity between

sound pick-up for radio and sound pick-up

for pictures, but this similarity ends with

Reeve 0. Strock addresses the Natiorial Board

the sound pick-up itself. In radio sound

pick-up the sound man lias nothing to worry

about except the pick-up of sound with a

view of what is to come out of your radio

loudspeaker. He has no picture or frame

line tO' contend with ; no lights, or micro-

phone slmdows due to Hghts, to bother him.

For soft sounds he can put the microphone

close to the source of sound. In picture

work the microphone must never appear in

the picture. It must be placed somewhere
outside the picture line. Radio pick-up is

tailored to an entirely different listening

viewpoint than motion picture sound pick-up.

Most of you listen on your radios at a rela-

tively low volume and usually with the set

tuned to "mellow." All of this is taken into

consideration for radio pick-up. In radio
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sound pick-up the illusion is created entirely

by sound. In motion picture sound pick-up

the sound is tailored to theatre reproduction.

The sound must come from its apparent

source in the picture on the screen. It must
be in perspective to the size of the objects

in the picture. In other words, it must have

"long- shot" and "close up" .pick-up and must
sound natural. ^Motion picture sound is

largely a question ^of loudness and perspec-

tive. In normal hearing we obtain perspec-

tive by use of our binaural hearing with the

two ears. Since a microphone and recording

channel are monaural apparatus perspective

must be obtained in other ways.

]\Iotion picture sound offers problems dif-

ferent from those of the legitimate stage.

The people in the picture are usually

shown larger than a living actor on a stage.

In addition, there is a certain psycholog}^

that makes it unconsciously unnecessary for

us to hear CA'ery single word as spoken in a

stage play, but in motion picture work it is

definitely important and required that every-

thing spoken be heard, and in proper relation

with respect to loudness and perspective. In

stage work the actors speak according to the

mood of the scene. The sound man must

take all of this into consideration and guide

his robot accordingly. The sound man on

the recording stage working with the motion

picture director is the brains of the record-

ing channel, and it is up to him to provide

the sound illusion that the director and

cameraman are putting into the scene as

shown on the screen.

Probably the easiest thing that the sound

man does is record direct sounds. His train-

ing has been essentially from the engineer-

ing standpoint and he speaks an odd lan-

guage of decibels, gammas, amplifier g^ain

and other terms which are usually not too

familiar to the motion picture production

people. In order for the sound man to guide

his recording channel properly he must be

famihar with all the other factors that go to

make up the finished product of the motion

picture. Being an engineer he is better able

to understand the problems of the various

other departments.

The making of good sound requires the

cooperation of all the various departments

concerned with the making of the picture.

The set designer must design his sets with

acoustics in mind. The cameran^an and the

director must establish their camera angles

and geography of the picture with sound in

mind. The making of sound for the motion
picture is only a part of the entire job. It

cannot rest on any past laurels, but must
be constantly improved along wath the

quality of the picture, to provide new means
and methods for the director's and produc-

tion men's ideas.

Xow a bit about the mechanics of sound
recording. The studio recording of sound

is made on a different piece of film from the

picture. In the theatres both the sound and
picture appear on one film printed side by
side. This combining of the sound and pic-

ture does not occur until the final printing of

the film for theatre use. It is kept entirely

separate during the recording, editing and
re-recording process. In the making of a

motion picture the action is always shot in

relatively short sequences. It is rarely, if

ever, done in the sequence of the story.

\'ery often the last of the story is photo-

graphed and recorded at the beginning of

shooting, perhaps because of stage space

necessities or because large sets are required

in other parts of the shooting schedule. All

of the sounds appearing in any one scene are

rarely recorded at the time of recording the

dialog. In the scene of a dance hall crowd-

ed with people and perhaps full of commo-
tion, with dialog at one location in the scene,

the dialog is recorded with perhaps some

undercurrent of crowd noise, but any other

sounds which go to make up this scene are

recorded separately on difterent pieces of

film.

When you hear music under a love scene,

this music has always been recorded sepa-

rately. When you see a singer singing a

song on the screen, invariably this sound has

been recorded separately. The recorded

sound is then reproduced on the photograph-

ing stage while the singer moves his lips in

synchronization with the sound he hears

while he is being photographed. This is

necessary to facilitate the obtaining of good

sound while photographing different camera

angles, such as close ups, medium and long

shots, which would be almost impossible if

the sound were recorded at the time of

photographing.

After all the photographing has been
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finished and all of the sound has been re-

corded, the picture and sound is turned

over to the editing department and cut into

sequences, \^'hen this has been done and

the picture is read}- to be printed in its final

form, all of the sound, such as music, dialog

and sound effects, is then put through what

is known as the Re-recording process. The
Re-recording process applies only to sound
and consists of mixing together all of the

sounds pertaining to any one scene in their

proper relation as to loudness, perspective

and tone quality. \'\'e may have as many as

six or more separate sound tracks, each one

having different types of sound. One track

will be dialog, one will be music, one will be

crowd noises, one will have traffic noises,

others fire engines, etc. Each of these vari-

ous sound films is put on a separate repro-

ducer which is very much hke the projection

machine in the theatre except that it does

not show the picture. The sound output

from each of these reproducing machines

is fed through a separate volume control, and
the sounds from each of the films are mixed
together in their proper relation, while the

net result is electrically recorded on a single

track of film which is known as the ]Master

Sound negative. The original picture se-

quences have been patched together in

proper sequence and continuity to make up
the iVIaster Picture negative. The Master
Picture negative and i\Iaster Sound nega-

tive are then printed on the single strip of

positive film which you see and hear in the

theatre. Obviously many prints can be made
from these two master negatives.

The job of making motion picture sound

is not finished until the projectionist in the

theatre gets to work. Obviously if the

theatre volume is much too high or too low,

the effect is un-natural and sometimes gro-

tesque. The projectionist can only do his

job well if be has the full cooperation of the

theatre manager. The loudness of theatre

projection must be different for a full house

than for a relatively empty one, because of

the additional acoustic absorbing properties

of a large audience. For good motion picture

sound it is necessary to have the cooperation

of all parties concerned; the director, the

cameraman, all the departments concerned

with the making of the picture and, in addi-

tion, the theatre projectionists and man-

agers.

Good sound is natural sound tempered by

the perspective and size of the objects in the

picture. Sound is but one portion of a mo-

tion picture and we are all constantly work-

ing to provide and to improve the means for

better motion picture entertainment.

Music in the Motion Picture

{Continued from page 6)

a job now which I think is a great milestone

in the realm of music in pictures. He is

going to make a picture with Mr. Walt
Disney. I imagine that most of you know
about it. It is to be to the music of "Til

Eulenspiegel" by Richard Strauss. I think

this is the first time in the history of motion

pictures that a really great classical work of

music is being developed into a movie.

Knowing the literature as I do, I can tell

you that there are thousands and thousands

of pieces of music, good music, that can be

similarly treated. Whether the opera will

ever come to the screen I do not know. I

doubt it. I do not think that the people who
have good voices usually photograph verv

well.

But I do know that the "Pastorale

Symphony" of Beethoven could be pictur-

ized very beautifully. There are other

works of Strauss that could be taken and

developed into great motion pictures. I will

be very happy when the day comes to serve

in that type of work.

In the meantime we go on and we serve

a purpose in the making of motion pictures

very much like the makeup man. the art

director, the carpenter. We work daily from

nine or nine-thirty in the morning until five

or five-thirty at night, sometimes later, and

sometimes we have to work at night. When
the picture is finished, it goes out. and we are

the only ones who know how hard we have

worked in that picture.

But, as I told you before, I am interested

in the movies and in music and I very ferv-

ently and ardently hope that the day will

come when I may serve in the making of a

picture which is predicated on the work of

some great musical genius.
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Notes From Abroad
(From a Travelling Corrcspoiidoif

)

ENGLAND is blessed with few of the

natural advantages of the United

States—at least from the movie-mak-
er's point of view. There is no state of

eternal sunshine in any section of its length

and breadth, no monthly guarantees of good
weather to help with exterior scenes. When
the Mayflower Company made The Beach-
comber they had to move their headquarters

to the South of France, where palms and
coral reefs were free from greyness and
rain. But when the same company turned

to the making of Jamaica Inn they found
the home climate a perfect setting for this

tale of grey cHlTs, stormy waters and cloudy

nights.

Towards the end of February the picture

was practically completed. There remained
only the shooting of the first sequence in the

script—where the Cornish pirates douse the

beacons on the coast of Cornwall and pillage

the ships that are swept into the rocky bays.

The Elstree cafeteria was filled with

pirates. No ordinary extras these, but a

collection of toughs of the first water, pre-

pared to spend a whole night plunging into

an icy "sea" and breaking one another's

heads. A student of prize-fights would rec-

ognize many of them, despite Miss Molly
McArthur's impressive costumes ; ithere is

King Curtis, British heavy-weight wrestling

champion of 1932; Sid Turner, once an
Army champion, and ex-boxing instructor at

Columbia University Club before he helped

train Tommy Farr. There's "Sir Anthony"
Arpino, whose very Oxford accent didn't

stop him going 15 rounds with Farr, and
many other all-in wrestlers, ex-seamen,
soldiers and hard-faced wanderers from
New Zealand and Australia. As they move
out of the warm cafeteria onto the hus^e

outdoor set, an enthusiastic unit manager
begins a glowing description of the vast

quantities of steaks, sandwiches, noggins of

rum, buns, hot tea, etc. consumed by these

human gorillas. . . .

"Of course" he says "this is one of the

most elaborate sequences of the film. We've
had to build a concrete tank 6,000 square

feet in size to accomodate an exact repro-

duction of a 3-masted West-Indies packet

boat. When the boat's wrecked, 45,000 gal-

lons of water are shot down fifteen 60 foot

chutes, and we've got a few airplane engines

in the background to set up a good stiff

breeze . . . The pirates? Oh, that's most

interesting. Every mother's son of them has

to have a doctor's certificate stating he's

capable of dashing into so much water in

the middle of a February night, and he signs

a document freeing the company of any

responsibility for the consequences. We
pay each pirate five guineas a day and see

he's coated with tallow and dosed with rum
before he takes the plunge. We've got two
doctors standing b}-, as well as a team of

St. John's Ambulance men and nurses.

There's a hot house with dvy clothes await-

ing each pirate. In short, we're doing every-

thing to make them as comfortable as pos-

sible. . .
."

This last comment is open to question.

The night sky is black with clouds and hun-

dreds of people are picking their way gin-

gerly on duckboards through pools of ice-

cold water. (If its warmed in any way it

gives o£f steam, which is not considered cor-

rect). The more famous pirates are striking

postures in the water and having the hair on

their chests photographed for fan magazines.

A noted British thriller-writer, immacu-
lately turned out in a beaver collar and suede

shoes, passes absently under one of the giant

tanks at the moment it decides to overflow.

He is listed as casualty No. I. Harry
Stradling, American cameraman, has set up
his equipment on the huge grey "cliffs" sur-

rounding the set, and beams of light from his

electric batteries weave across the desolation.

A minimum of comfort is provided by three

coke braziers, thickly surrounded by a jam
of shivering humanity : script-girls, bit-play-

ers, prop-men, mechanics, visitors. iNIost

of them have adopted pirate costumes as the

only means of protection, and Erich Pommer
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The Heavenly Twins: Charles Laughton and Alfred Hitchcock in the Elstree Studio Cafeteria

makes a strange bandit as he ^vanders

through the slush in immense Welhngton
boots, talking to Alfred Hitchcock. Robert

Newton, the suave, immaculate Controlleur

in The Beachcomber, looks more like an

escaped lunatic in his new part, with long,

tangled hair and beard. At the moment he

does a good job of holding off death from
exposure by keeping up a running flow of

dry wisecracks and mimicry. A lot of the

men have asked their wives to come and see

the spectacle . . . poor things, in their open-

toed shoes and smart little city coats. Pom-
mer is very sympathetic . . . and soon the

wardrobe manager appears and turns the

shivering little women into warm pirates.

After four hours steady pumping the last

of the 45,000 gallons of water arrives in the

tanks, and a master-mind, known simply as

"George," shouts final instructions to the

workmen perched in the cliff-sides and on

top of the chutes. . . . "All you what's up

there don't forget to test ver tanks and make
sure nobody's got under 'em and keep outer

the way. . . . Shine yer torches when yer

tanks is ready and don't get messin' round
where things is comin' . .

." etc. Hitchcock

—looking strangely out of place as the direc-

tor when one thinks of the simplicity and
neatness that has always distinguished his

previous pictures—takes the microphone
from George and retreats into a little hut

with it to shout his last orders. First he

makes everyone good-humored by drily ask-

ing "Harry" to be good enough to inform
him when he has finished painting his favor-

ite rock. Then he turns to a switchboard

beside him and begins to press its various

buttons for a check on whether all parties

can see the colored lights. . . "yellow for all

clear . . . green for starting shooting . . . blue

for cut." The affirmative shouts come echo-

ing back from the darkness ; the pirates leave

their warm braziers and take their positions

on a ramp ready to rush into the water.

Hitchcock waves his hand, and with an ear-

splitting crash the 'plane engines burst into

action, filling the ship's torn sails with a
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deluge of wind and flattening a few careless

little girls. Everyone is waiting for the

yellow light to flash the all-clear signal, when

a sudden commotion and squabbling starts

ever\-one peering and questioning. It turns

out to be the pirates—on strike for the

fourth time for a raise. Xo one seems to

blame them in the least ; a parley is held and

the result announced by a burst of cheering
" and singing from the pirates who stride back

to their ramp. The ambulance men move
back to the edge of the set, ready to jump
forward as soon as the cameras and waves

have done their worst. Hitchcock goes back

to his switchboard, takes a final glance round

and . . . Flash ! from the yellow light . . .

Flash ! from the green light . . . and tons of

water comes foaming down the chutes (its

been mixed Avith a rheumatism remedy that

wont comfort the pirates but is just grand

for making foam) and the pirates dash mad-

Iv down the ramp and plunge into the deluge.

For thirty-two seconds they battle through

the water and swarm up the ship's sides,

stabbing and cudgelling its crew, while the

boat rocks and sways in the gale from the

'plane propellors and stands out brilliantly

in the glare of Harry Stradling's lights. Just

when one has begun to feel that the awful

din can be endured no longer, the blue sig-

nal flashes, and the propellors sputter into

silence as cameras stop rolling and the last

trickle of water slides against the ship's

sides. One pirate has been washed over

fifteen feet of sand and rocks : the ambu-

lance men dash forward, heave him to his

feet and revive him. His mates stagger oft'

into the darkness to the welcome hot-house,

dry clothes and rum. Everyone else is

beginning to chatter excitedly and applaud.

But Erich Pommer only purses his lips and

shakes his head rather coldly. "Xot enough

water . .
." he says.

The pumps are set going again. It is now
past midnight, but shooting is slated to go

on until seven in the morning. The visitors,

however. haA-e had enough. Bedraggled and

chilled to the bone and with a shiver of

sympathy for the pirates—now liack in the

cafeteria being fatted for the next slaughter

—they climb gratefully into the big companv
cars and sweep off down the road to London
—and wami beds.

Paris

Two new films were making their first

appearances in Paris last month. ]More

than two, actually, but the visitor with

limited time is bound to go straight to his

favorite directors and stars and ignore the

rest. A new Renoir and a new Duvivier,

featuring Jean Gabin and Louis Jouvet

respectively, were the first to take my at-

tention.

Duvivier's La Fin du Jour was packing

them in on its opening night. Whether it

will continue to do so is doubtful, since there

is nothing about this film to place it any-

where near top-ranking. In his previous

films, particularly La Maternelle, Pail de

Carottc and Mcrlusse, Duvivier has revealed

his leaning towards exploiting the weaker

human emotions, and the main charge

brought against him by his critics and

friends is sentimentality. As a rule, how-

ever, he gets by through his real ability to

tell a story as simply and directly as possible,

shining especially in his choice of intimate

personal scenes which tell far more than ap-

pears on the surface.

In La Fin du Jour his sentimentality is

at its worst and his story-telling confused

and laborious. His setting is a charity home
for aged actors to which a one-time matinee

idol (Louis Jouvet) is forced to retire. The
home is full of his one-time female adorers,

and with plenty of disdain and false pride

the old actor sets out to convince them that

he is still the darling of numerous young
girls in the outside world. Perfumed letters

poiu' in by every mail and win him the awe
of the old ladies who believed him .passe

and forgotten. All goes well until he is

discoverer faking the letters, and receives the

derision and laughter of the whole home.

His attempt to stage a come-back by per-

suading a voung ser\-ant girl (^Madeleine

Ozeray) to commit suicide for love of him.

is foiled, and the half-crazed hero is moved
to the nearest lunatic asylum.

This, alone, would be enough to tax the

abilities of anv director in attempting to

make it ring true. But when there are added

various other complications in the lives of

other inmates of the home, less extreme but

equally close to bathos, the story collapses
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into a muddle of sentimental foolishness,

rarely mo\-ing with any firmness and direc-

tion and scarcely ever relieved by fine hand-

ling of individual sequences. Even Jouvet

is uninteresting in his part, and there are no

small fry in the cast capable of giving the

picture any kind of a lift.

Renoir's La Bctc Humaine is quite an-

other story. Here, too, the forces of jeal-

ousy, pride and suspicion are forever coming

to the surface, but always with the telling

plainness that a well told story must always

bring out. Renoir's film is taken from one

of Zola's stories, and his hero (Jean Gabin )

is a simple engineer—the antithesis of Du-

vivier's posing matinee idol. But the en-

gineer is pa}-ing for the sins of his drunken

fathers with spHtting headaches and blind

moments when he becomes murderous, and

against the background of giant expresses,

engine sheds and the homes of railroad

workers, he becomes involved in a tangle of

marital jealousies and quarrels which lead

to his committing murder and, finally,

suicide.

Renoir has sought to weave together the

lives of men with the lives of the machines

they control, and while he does not wholly

succeed in this, there is still the fascination

of a background which deals with the mech-

anism of a man's work. His handling of his

human beings is admirably done and, as is

his wont, he leaves his theme open to every

individual's interpretation. Gabin plays his

part with all the excellence we have come to

expect from him, and Simone Simon is well-

cast and very successful as the selfish, flighty

wife of a station-master, mainly responsible

for the breaking out of "the human beast"

in those around her. While this film has not

the stature of The Lower Depths and G)'and

Illusion it stands well above the average

level and has many really distinguished

moments.

One film that was making its Last rounds

of the smaller Paris mo-\-ie-houses was TJie

Puritan. Based on the novel of the same

name by one of Ireland's finest living writ-

ers. The Puritan is probably one of the best

films ever to come out of France. Be that as

it may, it appears doomed never to come into

the state of New York, having been classed

bv the State Board of Censors as "indecent."

"immoral," "inhuman." "salacious," "lewd,"

and various other categories that have slip-

ped my mind for the moment.

Briefly, the story of The Puritan is based

upon the actions of a fanatical moralist,

whose hatred for all things impure inevitably

leads him to violent acts of re^'enge against

those responsible for impurit}'. Eventually

he is dragged down to his death by the very

elements he has reviled and ruthlessly con-

demned in his fellow men.

This study of the censorial mind is hardly

likely to be appreciated by any censor.

Any psychological study which goes so deep-

ly and penetratingly into the workings of a

human mind is bound to turn up things that

puritans the world over will prefer to

pretend do not exist. But this is one thing

—to describe the film in the adjectives quoted

above is quite another.

It is in the use of such words, however,

that much of the strength of the censor lies.

By describing a film as "lewd," "salacious"

etc. he plays upon one of the strongest fears

present in any community—the fear of being

thought unrespectable by the neighbors. Few
individuals have the independence, or even

the opportunity, to find out for themselves

just what a censor is talking about when he

condemns a film in terms such as these.

And even if people are prepared to find out,

the fear of their neighbor's condemnation

frequently keeps them from changing their

minds.

^^'hat most people forget, however, and
what the censor makes no attempt at all to

remember, is the audience for which such a
film as The Puritan has been made. If The
Puritan were shown in New York it would
run at one of the smaller theatres cater-

ing to a limited audience who don't mind
English sub-titles and are. in general, well

aware of what they are going to see. For a

long time now it has been popular to describe

such theatres as "the arties"—a rather con-

descending way of describing movie-houses

whose appeal is a limited one. Yet. when
it comes to the exhibition of a film in which
precisely such a limited audience is interest-

ed, the censor judges it solely by the stan-

dard applied to the general run of theatres.

\\'hen we add to that that the film contains

some of the finest direction ever seen on the

{Continued on page 20)
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Wuthering Heights
Adapted hy Charles MacArthur and Ben

Heclit from Emily Bronte's novel, directed by
William Wyler. photographed by Gregg Toland.

musical score by Alfred Neicman. Produced by
Samuel G-oldicyn. released by United Artists.

The Cast
Heathcliff Laurence Olivier

Catherine Merle Oberon
Edgar Linton David Niven
Isabella Linton Geraldine Fitzgerald

Ellen Dean Flora Robs.on

Hindley Hugh Williams
Dr. Kenneth Donald Crisp

Joseph Leo G. Carroll

Judge Linton Cecil Humphreys
Lockwood Miles Mander
Robert Romaine Callender

Heathcliff (as a child) Rex Doicning
Cathy (as a child) Sarita Wooden
Hindley (as a child) Douglas Scott

PEOPLE to whom Emily Bronte's only

novel seems uniquely great might natu-

rally have shuddered when the news

came that JJ^utheriug Heights was to be

made into a movie. ]\Iany of them did.

Then came the further news that Samuel

Goldwyn was to do it, and the wise ones

knew they might as well control their shud-

ders till they actually saw it. You never can

tell about Mr. Goldwyn—he has done some
pretty fine things. The waiting is over now,

the shudders unjustified. The picture is the

best that Mr. Goldwyn has ever made.

Moreover, it isn't a picture that only the

serious art-lovers will rave about and the

rest of the public stay away from—it has

dramatic grip and emotional power to catch

and hold any intelligence that looks to the

screen for something besides laughter.

There's no point in comparing the film too

closely with the novel : it's an extremely

difficult novel to dramatize, covering two

generations in time, with practically two
sets of characters and a piling up of violent

passions and incidents tliat no play or movie
could hope to include. The one important

and supremely desirable thing is that the

character of one man be made understand-

able in its atmospheric and emotional setting.

That is the heart of the book, and it has

been made to live again in the movie with

surprising power. Nobody can deny the

cleverness and movie knowingness of

Charles IMacArthur and Ben Hecht, but they

usually content themselves with doing a

quick and easy job, with tongue in cheek

and plenty of solicitude for the lowest in

public taste. Here, with intelligent respect

for their material, they have done their verv-

good best, and wrought a script that has

integrity and superb dramatic effectiveness.

Wuthering Heights was a house on the

Yorkshire moors, where two children, a

brother and sister, lived with their father. A
pleasant house in spite of its austere natural

surroundings, to which the father brought

a dark and g\'psyish orphan boy named
Heathclilt, to make one of the family. But

even as children the three were strangely

bound together by love and hate : between

Heathclift' and the girl Cathy grew an almost

mystical sympathy and oneness of feeling, as

if they were two strings of an instrument

which vibrated equally to any tenderness or

wild violence that touched them, wliile the

brother Hindley from ithe beginning hated

the strange boy intruded into the household

with a bitterness that became an obsession.

Then the father died and Hindley became

master, with full power to work his hatred

upon Heathcliflf, brutalizing him into the

lowest of stable servants. But instead of

16



April, I9S9 17

running away, for love of Cathy Heathcliff

stayed, and so the three grew up.

The torturing ties of love and hate grew

with them, to become dark and terrifying

passions when Heathcliff and Hindley were

men and Cathy a woman. Only death could

still them, only in death could peace come

to those stormy souls. There the film ends,

after Heathcliff has finally fled from his

torture and Cathy turned to the mind calm

of an affectionate marriage with a neighbor's

son, and Heathcliff' returns, rich and venge-

ful, to take a bitter and ultimately unsatis-

fying payment from those who made his

boyhood and youth so miserable. It is a

tragedy of the degrading and brutalizing of

a strong man's personality, and of the fatal

workings of hate usurping the place of love.

An enormously difficult tragedy to portray,

w^hether in words or in pictures, but this

film does it, ^\^th beauty and power and
amazing clarity. Why Heathcliff was what
he was, tortured, torturing himself and

others—why Cathy held fast to him though

a part of her wanted to escape from him
and never could—probably only an Emily
Bronte could ever make that plain. But
Emily Bronte is allowed to speak for herself

on the screen, through writing and directing

and acting and all the instruments of movie
making that makes no condescensions to un-

intelligence but by reaching up to the level

of their material achieve a height that few
pictures of this kind attain.

It is necessary to say of William Wyler's

direction only that it is superbly equal to its

opportunities. And so is the acting. Natu-

rally Laurence Olivier dominates everything.

He has a chance to, and is able to. His

Heathcliff is one of the screen j^erformances

that has to be called great. Rex Downing,

who acts Heathcliff" as a child, sets the key

for Heathcliff as a man (as Sarita Wooden
does for Cathy), and Olivier takes up the

role as youth and plays it on into embittered

manhood with increasing power to a magnifi-

cent climax. Merle Oberon manages Cathy

almost beyond her natural capacity—she just

isn't genius enough to put Cathy on a level

with Heathcliff. But what actress is?

Geraldine Fitzgerald strikes the topmost note

among the women, with a heart-breaking

moment of which even the memory is

poignant. The others fit in beautifully, in

their necessary but subordinate places.

The picture isn't without minor, if neg-

ligible, faults. The musical score is particu-

larly unfortunate, syrupy and banal and

completely missing the feeling it should

heighten. The A'ery ending, of ghosts mov-

ing hand-in-hand through the snow up to

the crag that represented the only moments
of happiness in their mortal lives, is trite

and unimaginative. Some such ending is

necessary—Emily Bronte herself had it

—

but it should have been much better. Inspi-

ration faltered at the final moment.
Probably Samuel Goldwyn is ultimately

responsible for the quality of this picture.

He takes too lively an interest in his produc-

tions simply to have allowed this to be good

of itself, without having a positive hand in

it, and the praise that will come to him from
it ought to make him not only proud but

eager to stay on the high level he has here

reached.

Rated Exceptional. J. S. H.

Love Affair

Screenplay iy Delmer Daves and Donald
Ogden Stewart from a story hy Mildred Cram
and Leo McCarey, produced and directed by
Le.o McCarey. photographed hy Rudolph Mate,
settings hy Van Nest Polglase. musical score hy
Roy Wehh. Released by RKO-Radio.

The Cast
Terry Irene Dunne
Michel Charles Boyer
Grandmother Maria Ouspenskaya
Kenneth Bradley Lee Bowman
Lois Clarke Astrid Alhcyn
Maurice Coubert Maurice Moscovich

NOTHING could be simpler, or even

more machine-made and threadbare,

than the plot of Love Affair. A
smooth, gentlemanly heart-breaker and a

beautiful, apparently sophisticated woman
meet and flirt on a transatlantic liner; they

fall in love, but being fairly experienced in

such matters they decide to see how long

it lasts before venturing into matrimony; it

does last for the appointed time, but on her

way to tell him so, the woman meets with an

accident that makes a cripple of her, and
rather than become a burden to him she lets

him believe that she has forgotten him ; but
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he eventually finds her, sees through her

self-sacrificial pose, and all is well.

But a plot by the time it reaches the screen

can be quite a bit more than he plus she plus

the things that make them they, and Leo

McCarey enters largely and predominantly

into the sum-total of Love Affair. He must

have had goo-d help from the men who wrote

the dialogue, but as part author, as well as

producer and director, he must himself have

been chiefly responsible for as fine a piece

of movie-making as any made-for-the-cus-

tomers thing of this sort is likely to be in

this or any other year.

From the delightful beginning—three

radio gossips of different nationahties hitting

ofif their respective selves and publics in a

broadcast proclamation that a renowned

society-page Lothario is leaving Europe for

America to join his bride-to-be—you are

comfortably aware that a note of comedy
has been struck and is likely to be sustained.

And you are not let down. Personalities are

the medium that carry the comedy, enough

trimmed out with character to make familiar

actors seem a little more than just them-

selves. Sentiment comes into it, a light dust-

ing of sugar to keep the comedy from being

too tart, and occasionally a sweet sort of

sadness—just the sort of combination that

makes dabbing away a tear while munching
a chocolate such an agreeable thing. And it

all flows along with a pleasant, unobtrusive

expertness, and in the end you feel that some

fiction people have stepped out of their

story-book world and been with you as

actual human beings for an hour. Then you

will probably forget all about them except

that you were pleased, as they say, to meet

them.

Many more people than are named in the

cast keep the background of this love story

animated and life-like. They help create the

illusion that this oft-told affair of boy meet-

ing girl is not so cut-and-dried a formula

after all, but something with the perennial

possibility of freshness in it. That, perhaps,

is one of Mr. McCarey's greatest virtues as

a director—his craftily inconspicuous way
of laying a groundwork of plausibility upon
which anything he chooses to erect escapes

banality and achieves the kind of credibility

he is aiming at. J. S. H.
Rated Honorable Mention.

Alexander Nevsky
Written, by Sergei Eisenstein and Peter A.

Pavlenko. directed hy Sergei Eisenstein and D.
I. Vassiliev, photographed by Edward Tisse,

musical score by Sergei Prokofiev. Produced
by Mosfilm, U.8.8.R., distributedi by Amkiruo.

The Cast

Prince Alexander Yaroslavich Nevsky
Nikolai Cherkassav

Yassily Buslai N. P. Okhlopkov
Gavrilo Glexich A. L. Abrikossov
Ignat, Master Arvwrer D. N. Orlov
Pavsha, Governor of Pskov V. K. Novikov
Domash, nobleman of Novgorod. . . .N. N. Arski
Amelfa Timofeyevna, mother of JBuslai

y. 0. Massalitinova
Olga, a Novgorod girl Y. S. Ivasheva
Vassilissa A. S. Danilova
Master of the Teutonic Order. . . .Y. L. Ershov
Tverdillo, traitorous mayor of Pskov

S. K. Blinnikov
Anani, a monk I. I. Lagutin
The Bishop L. A. Fenin
The Black-robed Monk .N. A. Rogozhin

EISENSTEIN, maker of Potemkin and

Ten Days that Shook the World in the

great days of the Russian silent film,

has gone into Russia's past for the first of

his talking films to reach us. Instead of

celebrating the Russian revolution he is pic-

turing a time in the thirteenth century when
the Russians faced and defied encirclement.

Out of ancient battles and knights in armor
he has screened a vivid and picturesque

parallel to the present, with emotional over-

tones that chime eloquently and ominously

with the feelings of today. It isn't hard to

see why Eisenstein received the Order of

Lenin for making the film : he has hit upon
an enemy most of the civiHzed world can

unite in hating, and without liaving to utter

a syllable in defence of Marxian Socialism.

The picture goes back to the twelve hun-

dreds, when the Tartars from the East had

enslaved practically all of Russia and a new
foe, more modem; and more sinister, sudden-

ly threatened from the West : the Order of

Teutonic Knights. Powerfully beset from

without, and with home traitors working

against them from within, the people turned

to a hero who, though still young, had

retired from war and taken up the peaceful

fisherman's trade : Prince Alexander Yaro-

slavich, whose victory over the Swedes on

the Neva River had given him the honorary

surname of Nevsky. Under his leadership

they gloriously defeated the invading G^r-
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mans, driving them out on the frozen Lake
Peipus, where the ice broke under the weight

of their heavy armor and drowned them.

Like so many Russian films, this one sums
up its message with a ringing speech: "Go
home and tell all in foreign lands that Russia

lives. Let them come to us as guests. . . .

But if anyone comes to us with the sword,

he shall perish by the sword. On this the

Russian land stands and will stand."

The picture is in the "grand" tradition, its

most memorable parts done with Eisenstein's

masterly flair for crowds and mass move-

ment and Edward Tisse's camera genius for

horizon figures against a sweeping sky. In-

dividuals are hardly more than symbols : the

princely leader, tall and calm and heroic

;

fair-haired, boy- faced soldiers; home trai-

tors, looking like the very actors who would

be playing villainous kulaks in a post-Lenin

drama; the pretty girl who puts on armor

and who, since she is obviously no good as a

soldier, can only be a prediction of the time

when women work shoulder to' shoulder with

men ; the monk and bishop of the invading

Teutons, whose attitudes and expressions

hint none too subtly at the sinister part the

clergy play in the subjection of the people;

two fighters and an armorer who, having

no point as persons, must represent some-

thing in the way of pre-classlessness classes.

All of these, with no individual character,

are merely broad-stroked masks in what is

essentially a pageant, a vast movement of

masses in a vast land, almost mystical in

scope, in which smaller things are either in-

trusive or only figuratively significant. Their

significance, being so largely figurative, is

even more largely an intrusion : they caper

grotesquely in the foreground, diverting at-

tention from larger and more impressive

things. This is particularly true of a naive

and inept attempt at romance, a rivalry be-

tween two professional soldiers, about as

convincing as figures in a Latin comedy, for

a stufifed-girl who promises to wed the one

who is most valiant in battle. Eisenstein

should avoid love stories and comics.
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Yet these things, and a lot of slipshod de-

tail, are easily forgotten : one inclines readily

enough to a behef that Eisenstein just didn't

bother about such minor matters because he

had something larger in mind. And the

larger things do stick in the memory. The
wide land and its wider skies, the clash and

surge of fighting men, make pictures not

easy to forget, much more indelible than

what the usual he or she thinks and feels.

Most consistently impressive of all is the

musical score that Sergei Prokofiev wrote

for the film, always in its place as an ac-

companiment, never shoving forward as a

show in itself, vitalizing and emotionalizing

the pictures on the screen. J. S. H.

Rated Honorable Mention

"Murder in Massachusetts"

THE honorable name of ]\Iassachusetts

appears nowhere in the film that has

somehow got called Let Us Live, and

with that omission goes one of the chief

points that make the film difllerent from

countless other movies in which an innocent

man has been convicted of murder on

circumstantial evidence and saved from ex-

ecution at the last, last moment. It happens

to have been founded on, and to follow in

many of its essential details, an actual case,

and knowing that there is more truth than

fiction in it helps enormously to freshen up

a plot that would otherwise seem little more
than stale melodrama—if one is thinking

only of plot.

But there are two other things that lift

it out of the plot rut and make it different,

an unusual emphasis and unusual direction.

Stories of this kind invariably reach an

eventual happy ending and pretend that since

an innocent life has been saved all is

supremely well. In this case, though the

life is saved, the ending is tragic, because a

decent, honest man's faith in the security

that his decency and honesty should provide

for him has been completely shattered.

Flaws, not so much in the administration

of law and justice as in the human agents

of that administration, overworked, bound
up in their own special jobs, harried by rush

and weariness, combine with the unintel-

ligence of well-meaning but ordinary persons

called upon to perform unaccustomed duties,

to wreck a man's faith in his fellow-man.

That is a tragedy that has not been put on
the screen in this form before.

And John Brahm, who with every new
picture he makes reveals new capacities as a

director, has done this one for all there is in

it. For his craftsmanship, quite apart from
whatever social implications it contains, this

film is worth every serious movie-lover's

attention. J. S. H.

Notes from Abroad
(Continued from page 15)

screen, as well as incomparable acting by

Jean-Louis Barrault in the title role, it be-

comes apparent how thoroughly arbitrary

and unjustified the action of the censors has

been. The problem of dictatorial blue-

pencilling of films is acute enough in the

field of American films made for general

consumption; now we are seeing that same

dictatorship being carried into a field that

has scarcely no connection at all with the

general audience.

The Neely Bill

(Continued from page 3)

dom of the screen, for all these are main-

tained through the voluntary self-discipline

that seeks to distinguish between freedom

and license. The philosophy that an act of

Congress is necessary to instill decency and

a sense of public service in American in-

dustry belongs to the enemies, not to the

friends, of democracy.

"What is even more astounding is that

such a policy should be urged at a time when
the most carping have ceased to criticize pic-

tures on moral grounds, when constructive

criticism is united on the need of a more
interesting, informative and vital entertain-

ment screen, and when the demand is for

the greatest possible freedom of opportunity

to pioneer with new themes and treatments

in motion picture entertainment."
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Continuing on to take up the written syn-

opsis proviso of the Bill, Dr. Potter stated

:

"Contrary to encouraging a better screen,

even a casual reading of Senator Neely's

Bill indicates that its effect is more likely to

be bad than good.

"For instance, take Section 4 of the meas-

ure before you which provides that a written

synopsis of each film shall be made part of

the lease, and shall include . . . here I quote

verbatim from this section

:

'(a) an outline of the story, incidents and

scenes depicted or to be depicted, and

(b) a statement describing the manner of

treatment of dialogs concerning any

scenes depicting vice, crime or sug-

gestion of sexual passion.'

Dr. Potter then discussed this proviso in

its relation to the i-ealities of motion picture

production, and pointed out the fact that

according to its rules a producer could be

seriously penalized for straying away from
his original synopsis, even when he was do-

ing so for perfectly moral and authentic

reasons which he felt would result in a

cleaner, healthier script. He concluded

—

"Even if such a synopsis were furnished

after the picture had been completed, it is

unlikely that any two minds could agree on

a statement . . . 'describing the manner of

treatment of dialogs concerning any scenes

depicting vice, crime or suggestion of sexual

passion.' Its super-absurdity should be

evident from the fact that even trained re-

viewers of the theatre, after seeing a per-

formance, will rarely agree on matters of

suggestiveness, crime or morals, really or

allegedly projected from the stage.

"It is for the reasons stated and the facts

submitted that the National Board of Review
desires to register itself as firmly as possible

against the passage of Senator Neely's Bill."

THE attention of New York readers is

called to a bill introduced by Assembly-

man Crews before the Assembly of tliat

State, Bill No. 1915, requiring that only li-

censed operators can operate any motion

picture projection machine. This aft'ects the

showing of 16 mm non-inflammable films in

homes, schools, churches, and therefore the

bill is being protested by those interested in

any educational use of the motion pictures.

A Note About the

Conference Activities

Panel

WE are continuing to present in the

Magazine thq talks given at the annual

Conference of the National Board of Re-

view on the subject "The Making of a Mo-
tion Picture," in answer to the request of

those who were present at the Conference,

and others to have this material in perma-

nent fonii for reference and study. The
Conference panel session on community mo-
tion picture activities presented delegates

from more than twenty representative com-

munities telHng of their work in Motion Pic-

ture Councils and other film activity groups.

It was at first planned to run these reports in

different issues of the Magazine, since the

size of the Magazine prevents publishing

them in one issue, but as they furnish from

the various experiences the why and how to

many questions on tliis community interest,

it seems tliat they would be of more service

in one unit, and they will therefore be pub-

lished in the form of a pamphlet supplement

to the next issue of the Magazine.

Publications Reviewed

Educational Production

of Motion Pictures

IF you want to turn to one volume for in-

formation on the film producing activities

of universities and schools, that is now pos-

sible, for the Proceedings of a Conference on

the Educational Production of Motion Pic-

tures, held last November at Ohio State Uni-

versity, have been compiled into a sizable

mimeographed volume of 120 pages. The
Conference was sponsored jointly by the

College of Education and the Department

of Photography of Ohio State University

;

The National Council of Teachers of English

and the Film Project of the American Coun-

cil on Education. And thus many authori-

ties on the subject of the motion picture, as

it is made and used in connection with uni-

versity and school work, took part in the

program.

There are sixteen talks included, some of
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the subjects are "Community Group Activi-

ties" by Miss Eleanor D. Child, Greenwich
High School, Greenwich, Conn. ; "Critical

Problems in the Production, Use, and Dis-

tribution of School and College Films" by
Edgar Dale, Bureau of Educational Re-
search, Ohio State University; "Sound Ac-
companiment for Silent Films" by Donald
A. Eldridge, Director Department of Visual

Instruction, Board of Education, New
Haven, Conn. ; "The Status and Future of

Educationally Produced Films" by Hardy
R. Finch, National Council of Teachers of

English; "School-Made Films for General

Education" by Charles F. Hoban, Jr., Di-

rector, Film Project, American Council on
Education. We suggest to those interested

in the educational film this volume as a text

of helpful reading. It can be secured from
the Publications Office of Ohio State Uni-
versity, Columbus, O., price $1.25.

Cinema and the Young

THE League of Nations Advisory Com-
mittee on Social Questions has issued in

its series of publications a pamphlet on "The
Recreational Cinema and the Young." It

will answer the questions often asked, by
those in community motion picture groups
working with children, concerning what
other countries are learning and doing about

the motion picture attendance of young
people. Here you will read what is done in

providing special children's programs in the

United Kingdom, in France, Bulgaria, in

Japan and elsewhere. It seems to indicate

children's preferences are much the same
the world over. The League of Nations
publications in America can be secured from
Columbia University Press, International

Documents Service, 2960 Broadway, New-
York City.

"\ /ISUAL Aids to Education," a catalog

V of educational 16nim motion picture

films, offered for loan by the University of

California Extension Division, Department

of Visual Instruction, lists so many educa-

tional films in both sound and silent that it

is of interest, even if one is not a borrower,

as an indication, from its subject index, of

how many films there are in various classi-

fications.

SELECTED PICTURES GUIDE
{Continued from page 2)

f MIDNIGHT — Claudette Colbert, Don
Ameclie. Based on story by Charles Brack-
ett and Billy Schulz. Directed by Mitchell
Leiseu. An excellent comedy. The adven-
tures of an attractive American girl in
Paris. Penniless she finds herself involved
in the pursuit of a wealthy husband, but
fate in the garb of a taxi driver saves her
from herself. The entire case is splendid.
Paramount.

f *MIKADO, THE — Kenny Baker, Martyn
Green. From the opera by Gilbert and Sul-
livan. Directed by Victor Schertzinger. An
excellent adaptation of the well known Gil-

bert & Sullivan opera, done in color. The
son of the Mikado disguises himsef as a
minstrel in order to avoid marrying an
elderly woman. He falls in love with Yum
Yum, the ward of the high executioner,
and is willing to be executed if he can
marry Yum Yum for a month. The acting,

direction, color and music are all excellent.

Referred to the Committee on Exceptional
Photoplays. (British Production). Univer-
sal.

m *PRISON WITHOUT BARS—Corinne Lu-
chaire, Edna Best, Barry K. Barnes. Play
by Gina Kaus. Directed by Brian D. Hurst.
An interesting and forceful story of the
reforms which a young woman started as

head of a girls' reformatory in France, and
the incidental complications when her fiance

fell in love with one of the girls. A new
and attractive actress in Corinne Luchaire,
and an altogether good cast. (British pro-

duction). United Artists.

fj RENEGADE TRAIL, THE—William Boyd.
Based on characters created by Clarence
E. Mulford. Directed by Leslie Selerman.
A pleasing western, with nice music and
good riding. Hop-a-long Cassidy comes to

the rescue as usual and helps Windy round
up the rustlers. Paramount.

m RISKY BUSINESS—George Murphy, Doro-
thea Kent. Original screen story by Wil-
liam Anthony McGuire. Directed by Arthur
Lubin. A story of a radio commentator
who acts as a go-between in a kidnaping
case. A little faulty in spots as to plot,

but holds the interest throughout. Univer-
sal.

m SERGEANT MADDEN — Wallace Beery,
Alan Curtis. Tom Brown. Original screen
story by W. A. Ullman, Jr. Directed by
Josef von Sternberg. A father-and-son
story of New York's police department, in

which arises a conflict between the father's

devotion to duty and his love for his son.

Metro-Goldwyn-Mayer.
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m SOCIETY LAWYER—Walter Pidgeon, Vir-
ginia Bruce, Leo Carillo. Story "Fenthouse"
by Arthur Somers Roche. Directed by Ed-
win L. Marin. Romantic melodrama, about
a gifted Park Avenue lawyer whose per-

sonal and professional career was radically
changed by his getting an acquittal for an
underworld client. Fast-moving, amusing
and fairly hard-boiled. Metro-Goldwyn-
Mayer.

f *STORY OF VERNON AND IRENE CAS-
TLE, THE—Fred Astaire, Ginger Rogers
Original screen story by Richard Sherman.
Directed by H. C. Potter. An enjoyable nos-
talgic record, rather romanticized, of the
dancing Castles, their first meeting, their

sensational success, to the war in which
Vernon Castle met a heroic death far from
the battlefield. It contains some heart
warming re-creations of pre-war times, and
lots of old music to stir the memories.
RKO Radio.

f *THREE SMART GIRLS GROW UP—De-
anna Durbin, Nan Grey, Helen Parrish,
Charles Winninger, Robert Cummings. Or-

iginal screen story by Bruce Manning and
Felix Jackson. Directed by Henry Koster.
Deanna's unspoiled charm and high spirits

make a thoroughly delightful and warm-
hearted film out of the story about a young
miss who rearranges her two sisters' ro-

mances so that all turns out happily. Uni-
versal.

fj WILD INNOCENCE—Directed by Ken G.
Hall. The story of a Kangaroo, how he be-

came tamed and was put in a circus. Made
in Australia it has unfamiliar types of

background to give it interest. Herman
Garfield.

f WINNER TAKE ALL^Henry Armetta,
Tony Martin, Gloria Stuart. Original
screen story by Jerry Cady. Directed by
Otto Brower. A pleasant picture about
the Gambini family, and their envolvement
with a cowboy who almost by accident be-

comes a prize-fighter. Well written and well

handled. 20th Century-Fox.

m WITHIN THE LAW—Ruth Hussey. Tom
NeaL Paul Kelly. Play by Bayard Veiller.

Directed by Gusta V. Macnaty. A famous
old melodrama, about a girl wrongly con-

victed of theft, and the revenge she sought
on the man she considered responsible.

TTie direction gives it a new life. Metro-
Goldwyn-Mayer

.

m *WUTHERING HEIGHTS—See Exceptional
Photoplays Department, page 16,
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SHORT SUBJECTS

Informationals

f FISHERMAN'S PLUCK—Zane Grey goes fish-
ing. Ted Husing- as commentator. Beautiful
scenery and a thrilling- ride through the rapids.
Paramount.

f GOOD SKATES (Grantland Rice Sportlight)—
Some marvelous skating by Maribell Vinson and
Guy Owen. Paramovmt.

f HUNTING DOGS (Ed Thorgensen Sports)—Just
what the title says. 20th Century-Fox.

fj KNOW YOUR HISTORY NO. 1—Tells about
how "Yankee Doodle" became a national song,
and how Commodore Perry opened up Japan
when Japan didn't want to be opened up. Co-
lumbia.

f LAPPDANDIA (Lapland, the Interesting North-
ern Province of Sweden)—Skiing above the
Arctic Circle. Scandinavian Talking Pictures,
Inc.

fj MARINE CIRCUS—Fish, in color. Metro-Gold-
wyn-Mayer.

f MASTER'S TOUCH, THE]—Color reproductions
of famous paintings—Rosetti, Vermeer, Van
Gogh, etc. Vitaphone.

f *MARCH OP TIME NO. 8, THE (5th Series)—
Concerning Mussolini's plans for restoring the
Roman Empire in the Mediterranean, according
to his speeches; what he has done to prepare
the way for it, and what France is doing in
self-defence. Recommended for schools and li-

braries. RKO Radio.
f MECHANIX ILLUSTRATED NO. 3—Gold -beat-

ing; cartridge making; trap-shooting; flowers
from wood pulp. Vitaphone.

f MED SOMMARBARN PA SOMMAJRGARD
(Children on their Summer Vacation in Swe-
den).—The English title explains this film.
Scandinavian Talking Pictvires, Inc.

f MONEY TO LOAN^One of the Crime Doesn't
Fay Series, about ;oan slia,i'ks. Metro-Goldwyn-
Mayer.

f SPORTING WINGS—About flying by non-pro-
fessional fliers. RKO Radio,

fj STORY OF DR. JENNER, THE)—One of ,Iohn
Nesbitt's excellent Passing Parade Series: about
the English doctor, Edward Jenner, who dis-
covered the principle of vaccinating against
small-pox. iletro-Goldwyn- Mayer.

Musicals, Novelties and Serials

f AN HOUR FOR LUNCH—One of Robert Bench-
ley's best. Metro-Goldwyn-Mayer.

fj LONE RANGER RIDES AGAIN, THE (Serial)
Nos. 6-9—Robert Livingston. Screen story by
Sol Schor and Barry Shipman. Directed by
William Witney and ,Tohn English. A story of
the early West, and the strug.gles of the cattle
barons to keep homesteaders from cutting up
the grazing land. Further adventures of the
Lone Ranger, his Indian friend and white
horse. Silver. Republic.

f MINUTE FROM DEATH, A—An exciting Floyd
Gibbons adventure from real life. Vitaphone.

f SCREEN SNAPSHOTS No. G—Movie stars in

radio. Columbia.

Cartoons and Comedies

f DAY AT THE ZOO—Amusing cartoon of pic-
tures and punS'—clever. Vitaphone.

f PORKY S MOVIE MYSTERY—The ghost of
The Invisible Man haunts a studio because he
was never starred but once. Amusing. Vita-
phone.

fj SMALL FRY—Color cartoon of a little fish who
wants to be a big fish, but is glad to get back
to his mother after some terrifying experiences.
Paramount.

fj SO DOES AN AUTOMOBILE TBetty Boop Car-
toon)—Betty has a hospital for automobiles.
Paramount,
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The National Board of Review of Motion
Pictures is a citizen body, org-anized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
Is still the Board's function, together with that
of disseminating information on the subject of

motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory coinmittee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration bj^ the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for the
support of the creative achievements of the
screen.

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under its National
Jlotion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists In the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan Initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in ;the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions
551.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a vear when taken alone, available at a
special rate of $100 in conjunction with the

Magazine.

Selected Pictures Catalog (annual)

Special Film Lists 10c ea.

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status ——free

National Board of Review—How It Works ^free

A Plan and a Program for Community
Motion Picture Councils 10c



NATIONAL
BOARD "< REVIEW

MAGAZINE

Edward G. Robinsoji and Francis Lederer in "Confessions of a Nazi Si)y" (see page 13)

Published monthly except July, August and September

by the National Board of Review of Motion Pictures

70 Fifth Ave., New York. N. Y.
20 cents a copy $ 2.00 a year



Selected Pictures Guide
This department lists pictures selected by

the Review Committee of the National Board
of Review as worthy of popular patronage in
the theatres, loith an indication of the audi-
ence group suitadility for each picture. The
choice of the pictures included is based upon
principles of selection developed through long
study of public preference as to . lohat consti-

tutes good screen entertaitiment. The con-
sensxis of the Review Committee forms the
basis for the revieivs and audience recommend-
ations of the pictwres. The Revieio Committee
consists of approximately 300 trained members
representative of icidely varied interests who
volunteer their sej'vices.

Key to Audience Suitability

f—Family audience. Pictures recommended for

tlie family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—Pictures especially worth seeing as above
the average "selected" picture.

m BACK DOOR TO HEAVEN—Wallace Ford,
Patricia Ellis. Original screen story and
direction by William K. Howard. A story

of a small town boy who lived on the wrong
side of the railroad tracks and how this

influences his entire life. The picture holds

the attention, but decidedly leaves a bad
taste in your mouth. Paramount.

f BROADWAY SERENADE—Jeanette Mac-
Donald. Lew Ayres. Original screen story

by Lew Lipton, John Taintor Foote. and
Hans Kraly. Directed by Robert Z. Leon-
ard. A struggling vaudeville pianist steps

aside to give his wife and partner a chaiice

for a Broadway production. Jealous of her
rise to stardom, he determines to make good
in order to win her back after their mis-
understanding. The music is good. Meiro-
Goldwyn-Mayer.

f CALLING DR. KILDARE—Lew Ayres,
Lionel Barrymore, Lana Turner. Original
screen story by Max Brand. Directed by
Harold S. Bucquet. Young Dr. Kildare, still

an interne, gets involved in the results of

a shooting affair. Interesting and amusing
the human nature of the characters giviJig

it a pleasant warmth. Metro-Goldwyn-
Mayer.

m CONFESSIONS OF A NAZI SPY—See Ex-
ceptional Photoplays Dept., page 13. Recom-
mended for schools and libraries.

f *DODGE CITY—Errol Flynn, Olivia de
Havilland. Original screen story by Robert
Buckner. Directed by Michael Curtiz. A
romantic melodrama of the west. At the
close of the Civil War, Dodge City, an up-
and-coming town was a hotbed of lawless-
ness. A young man who was an agent for
steers is elected sheriff and he and hVs

deputies clean up the town. The color is

unusually good and the acting and directing
are excellent. Alan Hale and Errol Flynn
are both outstanding in their roles. War-
ner Bros.

f EAST SIDE OF HEAVEN—Bing Crosby,
Joan Blondell, Mischa Auer. Original
screen story by William Conselman. Di-
rected by David Butler. A humorous story
of a crooner of personal greetings for a
telegraph office who rises to radio fame. He
gets into difficulties with a stolen baby.
Some excellent music and the entire cast is

good, especially Bing and the baby. A good
word should also be said for Mischa Auer.
Universal.

f FAMILY NEXT DOOR—Hugh Herbert.
Original screen story by Mortimer Offner.
Directed by Joseph Santley. An amusing
comedy which would fall rather flat with-
out Hugh Herbert. It concerns a poor
plumber, his ambitious social climbing wife,

a daughter who wants a husband, a son who
thinks he is a money-maker, two small chil-

dren and a dog. Just a series of funny
everyday happenings. Universal.

f FIRST OFFENDERS—Walter Abel, Bev-
erly Roberts. Based on story by J. Edward
Flavin. Directed by Frank McDonald. A
story of a man who starts a farm to teach
boys a useful trade, to make them good
citizens. Columbia.

f FIXER DUGAN—Lee Tracy, Peggy Shan-
non, Virginia Weidler. Based on play
"What's a Fixer For?" by H. C. Potter. Di-
rected by Lew Landers. A circus story,

with a woman lion tamer, a little orphan
girl and a strain of comedy-romance.
Agreeable characters and atmosphere. RKO
Radio.

m *400.000,000, THE—Directed by Joris Ivens
and John Ferno. A documentary film of

China's battle against Japanese aggression.
Photographed in China, showing troop
movements around Taierchwang, which the
Chinese recaptured from the Japanese, ac-

tivities on the Mongolian border, the mil-
itary council in Hankow and Canton just

before the Japanese took it. A commentary
written by Dudley Nichols and spoken by
Fredric March, heightens the pictorial ef-

fectiveness of the film, which is valuable as

an historical document. Recommended for

schools and libraries. Garrison Films.

f GRAND JURY SECRETS—John Howard,
Gail Patrick. Based on story by Davy Reis
and Maxwell Thane. Directed by James
Hogan. A story of conflict between a Dis-

trict Attorney and his brother, a reporter.

The reporter interested in short wave radio,

discloses the secrets of the grand jury.

Holds the interest and that is about all.

Paramount.
{Continued on i)age 22)
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Using the Radio

IT
is now nearly one year since the Na-

tional Board of Review began its weekly

Film Forum radio broadcasts. Thanks

to the cooperation of the New York City

station WNYC these have continued until

now with only a short break during the

winter months.

Our programs have been planned both for

unity and variety. Our opening broadcast

re-stated the National Board's opposition

to censorship of die motion picture with

some reasons for this attitude. From there

we went on to bring as many available au-

thorities as possible before the microphone,

to give our listeners a point-of-view backed

with real experience in the field of motion

pictures.

Directors such as Alfred Hitchcock, John
Brahm, William K. Howard and Dudley

Murphy have discussed the problems of a

director's work and their methods of liand-

ling them. Our cameramen have included

Hal Mohr and Stacey Woodard. The
March of Time and the Fleischer Studios

have sent members of their stafifs to explain

the backgrounds of edited news reels and

cartoons. Otis Ferguson, Frank Nugent and

Howard Barnes have represented the New-

York film critics, and Langdon Post and Dr.

Boris Morkovin have spoken on sociological

values and problems of film study. Other

broadcasts have covered film research work,

talent-scouting, foreign films, scenarios and

biographical films. Actors and actresses of

the screen have been heard on their oc-

casional trips to and from Hollywood.

In these regular broadcasts we are apply-

ing an idea which we have long favored and

\\-hich man}' of our affiliated groups through

the country have put into practice. A num-
ber of groups have broadcast selected films

and talks—Macon, Atlanta, New Orleans,

Chicago, Philadelphia, St. Louis, Memphis,
Emporia, Kansas, Erie, Pa. are some that

have used this medium. From this experi-

ence we are interested now in encouraging

all groups to make use of any opportunities

they may have to utilize their local radio

stations.

We feel sure that the members of many
groups will be interested in doing this. Some
may feel, however, that their facilities are

too limited, or that the problem of a regular

broadcast is too' complicated. It is to these

people that we wish to offer any assistance

they may require. If they are interested and

would like some idea of the lines on which

such a program might be planned, we hope

they will write to us for information. We
have scripts of many different kinds on hand

and will be happy to post them to those who
are uncertain of how they should be pre-

pared. We will be happy to make any sug-

gestions as to topics of possible interest to

their listeners. A carefully planned program

of broadcasts, scheduled in accordance with

the station's available time, entails no cost

and presents few real difficulties. If the

program is not too limited in its ideas, if it

includes interviews, discussions, debates,

with emphasis upon entertainment as well as

education, there is no reason why it should

not prove popular with every kind of listen-

er, and at the same time serve to bring the

work of the group before a public, which

perhaps would otherwise not be reached.
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The Actor's Work
By Fraxchot Tone

A Talk delivered at the last National Board of
Review Conference, in the series on "The Mak-
ing of a Motion Picture."

I
think perhaps of all the activities in the

motion picture industry the actor's are

the least easily analyzed. I know the

results of an actor's activities are the most

quickly apparent—in fact sometimes glaring-

l_v apparent—but the means by which those

results are obtained are quite intangible to

me. There are so many factors which enter

into a performance in motion pictures.

In the first place, it is very hard to define

just what acting is. Between the gurgles of

a Baby Leroy and the highly skilled per-

formance of a ^lotion I^icture Academy
Award winner, there is a wide range, such

a wide range that it is very hard to say just

where acting begins.

Then. too. there is the question of the

scenes ; the situations as laid down by the

planner of the script, by the planner of the

motion picture in general. There are the

particular contributions of the director, the

interpretation, the particular angles and

lights that the cameraman sets up around

a performance. There are the possibilities

of cutting in and out between scenes, be-

tween characters, to such an extent that it

is very difficult to sav just how much of a

performance is an individual contribution

by the actor and how much is something

done for him.

Consequenth', you will forgive me if mv
talk is rather vague. I have never tried

seriously to analyze exactly what acting is.

To begin, perhaps an easy approach would
be to go through a list of the various names
which have evolved in Hollywood to describe

different types of actors.

Let us assume that the script is read\- and
the director prepared to shoot the picture.

The actors have been assigned to their roles.

Let us consider the first contact that an actor

is apt to have with the production.

If the actor is a star, he or she is likely

to know what is going to be done months
beforehand. Stars have a chance to be in

contact with the progress of the growth of

the script. They can talk with the producer
and the director and the writers, and, to a

certain extent, have the chance to prepare

their activities.

But as you may have found out from
listening to talks or from reading about mo-
tion pictures, the building of a motion pic-

ture is such a flowing process that from one

da}' to the next you are not sure what scenes

are in the picture and just what situations

remain. In fact, you cannot really be sure,

even when a picture is started, that what you
are planning to do will hnallv Ije done as

written, or even remain in the picture.

As for the featured players, whether thev

l)e under contract to studios or whether they

be free lance actors who have been signed

up for individual pictures, thev have even

less chance to find out what their activities

are to be.

I have very often gone into a picture the

da}- after I was told that I would be in it. 1

have also been sent a script and told to report

on the set at nine o'clock next morning, and

have been obliged to so do without any
chance of really considering my material, of

knowing what was required of me. or what
possibilities there were in developing a char-

acterization.

Then, there is another classification among
actors: those called "day-players." These

people are hired for specific scenes, some-

times small scenes, sometimes larger scenes.

They are hired on a day-to-day basis, or on

a contract if the scene is long enough. In

general, they are given material concerning

only their particular performance. Some-
times the}- get it a day in advance, or before

that if they are lucky. Sometimes thev get

it onlv when they arrive on the set. This

depends on the size of the scene and the size

of their part. So the}" haven't much time to

find out what they are going to contrilnite

to the motion picture.

Then, below these categories, there are

dress-extras, extras, stunt men. atmosphere

and racial groups. I reallv do not believe
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that these classifications have to know any-

thing about the picture. They sometimes

come around and say, "What kind of a

scene is this? \Miat are we supposed toi be

doing here?", or "It looks kind of interest-

ing. What's the story about?"

Franchot Tone addresses National Board
audience

Perhaps the best way of giving you some

idea of the actor's contribution will be for

me to trace rapidly a typical day of his life.

It is a day that starts, supposedly, at nine

o'clock in the morning. But in many cases

it starts a good deal ahead of that : I have

known cases where makeup required an

actor to arrive at the studio as early as five

o'clock in the morning. Then, sometimes

there are so many actors to be made up that

they have to come at five and stand about

until the makeup man can get around to

them.

Costumes have to be considered. Some
people can walk into the studio wearing the

clothesi for the part and, without any make-

up, simply appear on the set at nine o'clock

and start their day. Therefore, there is a

wide range here, too.

On arriving on the set the first thing that

occurs is a rehearsal for the director. The
director has planned out a scene and he

places the actors in it. Some directors know
exactly how they want the actors to move.

Some leave it up to the actors to sort of fe-^l

their way around the set. The director re-

hearses the scene, plans out which angle the

cameramen will photograph, and the photog-

rapher sets his camera and lights.

All this may take 20 or 30 minutes, so the

actors have a chance to get together on the

side and rehearse their lines between them-

selves. Sometimes they do it with a special

line director, known as a dialogue director.

Sometimes they do it without any help at

all. That is very flattering—when you are

allowed to do it without any assistance what-

soever !

After a little while the photographer says

he would like to rehearse everybody for the

lights, and back you go on the set. The
photographer generally finds something to

be changed, so you go back to the side lines

and he sets his lights again.

Of course, during this time some actors

are allowed to have "stand-ins" ; that is

people who are similar to them in size and

coloring, and who stand in the glare for

them while the photographer sets his lights.

This way the real actors have a chance to

relax or to study their lines.

Finally, when the photographer feels he's

ready, he calls for another rehearsal. For a

little while the actor stands there, while the

photographer puts the finishing touches to

his lights ; then he has a rehearsal for the

director, generally to set everything perfect-

ly. Sometimes the director has to change

the action—in which case the photographer

has to change his lights

!

Finally, there is a rehearsal for the sound

man, and a final rehearsal for the director,

and the scene is shot. That is, the first take

of the scene is shot. After the first take the

cameraman manages to find something

wrong with his lights and generally changes

them a little. Then the director wishes to

improve the action, so there is another re-

hearsal, or a series of them, and then the

scene is shot again. That is take No. 2.

Sometimes that is enough. Sometimes one is

enough, but sometimes ten or twelve are

required. I suppose twelve is a good aver-

age, but I have been in takes that ran as high

as 36 or 40, with various interruptions in

between.

Perhaps I had better give you an idea of

some of the interruptions that may occur.
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There is always a chance that the camera

win run out of fihn. It doesn't happen very

often, but in ;niy case the camera lias to be

reloaded from time to time as there are

only 1,000 feet of film in it. Sometimes

takes run for quite a long time, consuming
two or three hundred feet of film, so, after

three or four, reloading is necessary and the

action has to stop for a few minutes. Some-
times the sound Camera runs out of film, or

the sound track—which is being photo-

graphed in another part of the studio—has

to be reloaded, or the director wishes to

clxange his action, or the cameraman to

change his lights.

Then, there are various external, extrane-

ous factors which may obtrude. An airplane

overhead can ruin the take for sound, or a

truck going by outside the studio, or outside

the sound stage. An actor may even forget

his lines. Also, something funny may hap-

pen
;
somebody may give a peculiar inflection

and the actors cannot control their laughter.

The film inside the camera may buckle. The
camera is A-ery sensitive and buckled film

means a short wait while the camera is

taken apart, put together again and reloaded.

Or the A'alves in the sound machine, wliich

are ver}- delicate instruments, may break

imder the impact of an unusually loud noise.

Or a microphone shadow may appear in the

camera range, if the man at the mike is a

httle late in getting his equipment out of

the way of the moving action.

Also, it is quite possible for an assistant

cameraman to miss the focus. The camera

is a very delicate mechanism, and you can-

not look through it at the time the scene is

being photographed. It has a mechanism on

the side where the focus is measured down
to the last inch, and if by any chance the

assistant cameraman does not have his focus

exactly right, the scene is no good.

Then, of course, the makeup is apt to go

back on you. The star's coiffure is apt to

become disarranged. People need powder
to take the gloss o^^ their faces, because

faces get shiny from perspiration sometimes,

and believe me, the actor does perspire ! I

don't know how many thousand candle pow-
er they throw on some of the scenes, but it

is sufficient to keep you hot and uncomfort-
able.

I might say, and so forth. Oh, I do re-

member one time two sparrows got into the

sound stage. It was impossible to shoot a

scene because the sound man heard the twit-

tering of the sparrows no matter how loudly

the actors talked. Finally, the only expedi-

ent found was to shoot ofif a blank cartridge,

which silenced the sparrows long enough

for the scene to be shot, and during the lunch

hour they opened the doors and tried to shoo

them out. Another time, one of the electri-

cians went to sleep up in the gridiron above,

and his gentle snoring intruded for a long

time before they located him.

Of course, this procedure goes on all day

long, with variations. Very often a director

will set up his first scene in the morning for

what is called a "long shot." That may be

anywhere from 30 feet to an even greater

distance.

The process of shooting such a scene may
perhaps have been explained to you, but for

clarity I would like to go over it. It is done

with the camera moving gradually in toward

the actor from difTerent angles, until the

final result, the closeup. Some scenes do

not require a great many angles, but I have

known one scene to take as many as 30 or 40.

That is one scene of, perhaps, two or three

pages of dialogue.

The procedure varies, of course, with

types of directors. Some directors prefer to

go ver}' fast. Some are satisfied with the

first couple of takes. They would rather

have one of the early takes because they

feel these have a certain spontaneity which

the actor loses in the process of repeating.

There are other directors who are A-ery

anxious to have each detail very precise and

very clear. In that case you can count on

a great many takes.

It varies also with the type of picture. I

have been in some pictures that took four or

five months to shoot, in which case the pace,

the rhythm of production, and the actor's

work were very slow. On the other hand,

thev do make pictures in seven or eight days.

There is no way of telling which is the

best method of production, as, naturally, dif-

ferent pictures require dififerent techniques.

Types of scenes make for variation in pro-

cedure but, in general, what I have described

is the kind of work that the actor does.
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There is one peculiar feature of motion

picture production which seems to interest

people. I am often asked, "How can an

actor keep any sense of continuity when

scenes are shot without any continuity at

all? Sometime you do the beginning of the

picture at the end, and vice versa, and then

you jump around from scene to scene."

Very few people that I know are able to

maintain a sense of continuity, but I am sui-e

directors maintain it. Continuity is some-

thing with which, perhaps, the actor does

not need to bother.

It is a question of necessity, I know, to

jump around from one scene to another,

because the studio has prepared a set, and it

is necessary to get all the scenes on that one

set shot at the same time, no matter where

they may come in the continuity of a picture.

Sometimes an actor is required for some

other picture, and it is necessary to shoot

all of his or her scenes as quickly as possible.

However, the continuity is not one of the

actor's problems, I can assure you.

From all of this you might surmise that

the minimum requirements of an actor are

memory and health. There is another fac-

tor which should be added to that, and that

is recognizability. It used to be quite a

problem, they tell me, in the old days, to find

people who looked the same in any two
scenes. That is what they call being photo-

graphic. These days, with the high fidelity

and high speed films, I do not think this is

such a problem. It might be put in as one

of the minimum requirements of being an

actor.

As for the problems of acting for pic-

tures, here I am getting on a little more in-

definite ground. You will pardon me then

if I get even a little more vague.

The main problem, to my mind, is relaxa-

tion. The eye of the camera is so acute, and
through the camera the eye of the audience

is so close to you at times, that just simply

being there and existing is enough of a prob-

lem in itself. The additional problems of

emotion and timing are, in many cases, gild-

ing the hly as far as motion picture perform-

ance is concerned, because the contributing

factors, the possibilities of cutting, the pos-

sibilities of pruning* the actor's performance

afterwards, makes it sometimes very easy to

register almost anything you want.

I haven't much more to say about the ac-

tor's contribution to motion pictures. Be-

yond this point it gets even more indefinite.

So perhaps I would be allowed to close my
talk and ask if there are any questions any-

body would like to ask on any points that

might be of interest.

Question : Can you tell me whether you

feel more relaxed on the legitimate stage

than you do before the camera ?

Answer : I feel more relaxed on the

legitimate stage because, after all, on the

legitimate stage the actor carries all the

burden of creation at the time of perform-

ance. He need have no fears of what may
happen to his performance, because it is

right there. It is much easier to relax with

the results immediate, than when they are

quite a way off, and in the hands of so many
other people.

Question : If an actor has a strong feel-

ing about the emotion of a picture, is he al-

lowed to express that when it is contrary to

the director's idea? Suppose you were asked

to do a performance in a way that you did

not feel was the right one, would you be al-

lowed to suggest a change?

Answer: Yes, of course. Often scenes

are shot two or three different ways. If a

director feels very strongly that the scene

should be shot as one emotion, and the actor

feels strongly that it should not be, it de-

pends on the bargaining power of the actor.

However, the directors that I have met are

generally very willing to take suggestions

from actors as to their feeling about their

parts. If there is disagreement the directi)r

will very often shoot the scene two difi^erent

ways. One or the other will be junked in

the cutting room.

Question : When a scene appears on the

screen shot from a number of different

angles, was it done on the set with various

cameras shooting simultaneously or did they

use one camera and shoot a few feet from
one angle, then cut, and shoot from another

angle ?

Answer : Both ways are used. Often
two or three cameras cover one scene. But
the general method is to take each individual

angle by itself. It gives the photographer
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much more of a break. He has only one

angle to consider at a time.

Question : Could you tell us something

of the difiference between stage acting and

screen acting?

Answer : Well, I do not think there is

much difference, except in the question of

continuity and the contact with an audience.

The latter is a great stimulation, and may
often cause a variety in performance which

one would not get away from an audience.

The stage has much more of a feeling of

spontaneity about it because of the audience,

because of peculiar factors, of which I know
nothing, but which make themselves appar-

ent in a difference in audiences. For in-

stance, on the stage, a Thursday matinee

audience is an entirely different entity from
a Saturday night audience. This makes you

act differently. You get a feeling from the

audience. You begin to feel what particu-

lar angles of the character they like; what
particular angles of the play they like. It

is sometimes possible to change your per-

formance, to do it minutely, but still import-

antly. As for technique I believe the same

problems apply on both stage and screen.

Question : How much ad libbing are you

Montage and the
By Slavko

An address delivered ty Mr. Yorkapich at the
National Board of Revieiv Conference, inchiding
also the ansicers to some questions put to the
speaker folloioing his address. Mr. Vorkapich
of Metro-Goldwyn-Mayer, is the foremost author-

ity on montage.

A few years ago when I was hired by

one of the major studios to make

certain montage sequences I soon ran

into difficulties with the production manager.

He had the idea that montages were made
out of odds and ends of film found on the

cutting room floor, or scenes shot by the

director, or stock shot scenes from different

news reels, or various bits out of past pic-

tures. When I began demanding actors, and

wanted to shoot some scenes and needed a

pool with about 100 pounds of mercury in

it, and a newspaper front page enlarged and

reproduced on a large sheet of cloth, about

10 X 12 feet, he didn't like it a bit because,

in his opinion, that simply added to the cost

allowed when you are appearing before the

cameras and on the stage? There must be

a difference.

Answer : I would say not. Perhaps

there is more ad libbing for the camera.

Very often in the heat of a performance,

and as a result of quick preparation, the ac-

tor will come out with better lines tlian were

intended, but ver\- often you will find that

the lines, as given, are much better than any-

thing an}-body can ad lib.

Question : Do you hke acting in Xew
York better than in Hollwyood.

Answer: I cannot say I do, no. I would

hate to be cut off from any part of the enter-

tainment business. In fact, what I am look-

ing for is a little bit of variety.

Question: Is there any role that you

played that vou like particularlv well, and

why?
Ans\\"er : Well, I was in Hollywood f ix

years, and made 36 pictures, and it would be

awfully hard to choose one out of those. I

had three or four parts that I liked ver}-

much. I liked Mutiny on the Bounty.

Bengal Lancers and a little number called

Love on the Run. That was really my
favorite picture.

Creative Camera
Vorkapich

of making the picture. He said, "Tf I ever

meet that guy Montage I'll wring his neck."

Lately, I have been getting some fan mail.

I am asked to explain what the word "mont-

age" means. Some writers spell it like

'"montague". Some ask me whether it is a

lens, or the name of the Frenchman who in-

vented the camera. So I have written a

little definition of montage that I usually

send to all who inquire. I will give it to you

now.

"Montage is French for any kind of

mounting, assembling, putting together. Like

many other words, it has a general and a

special meaning. Thus, the making of a

complete picture, the assembling and putting

together of individual strips of film, is

montage in its general meaning. Its special

meaning, with which we are concerned, de-

notes putting together two or more images,

one next to another, one after another, or
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one on top of another—so-called super-

imposed shots—to depict an event, to sug-

gest lapse of time, to convey an idea, to

arouse an emotion, to express a state of

mind or create a mood or atmosphere. This

mounting of images, besides being expres-

sive, must possess a certain visual right."

Now, montage is a form of putting strips

of film together. Well, regular production

editing is montage in a general way, but

there is a slight difference. Production cut-

ting, editing, which is called "continuity

cutting," strives to be as unobtrusive as pos-

sible, unnoticed. It strives to make a story

run smoothly.

I will give a simple example. Suppose we
have a long shot of a man entering a room
and sitting at a desk and picking up a tele-

phone. Now, you would show a long shot

of that in the regular production manner,

and a closer shot of the man at the telephone.

So, gradually coming to the picking up of

the telephone from the long shot you would

cut to the close shot of the man sitting at

the desk; then a closeup of him picking up

the telephone and talking.

By contrast, montage uses cuts as a defi-

nite element in creating an effect. If in

montage you wanted to emphasize the im-

portance of this man telephoning, you would
cut immediately from an extreme long shot

to a very close shot of the man at the tele-

phone, to jar the audience, to get a kick out

of the cut. Comparing it with a sound, I

would say that continuity cutting is like the

roll of a drum. While in. montage it is like

beating of the drum, where you get a sense

of rhythm out of each beat.

The simplest form of montage is that de-

picting an event which usually consists of

very violent physical action or movement.
Earthquakes, wars, riots and so on.

Now, these are done in a so-called analy-

tical way. Our minds when visualizing a

scene are used to visualizing it in a sort of

impersonal way, as though it were someone
singing on a stage.

When you try to think of a scene like a

war scene, your first impulse is to think of it

as an event, seeing it away from you, as

on a stage, impersonal. In order to make
it much more intense it is necessary to be-

come more omnipresent with a camera, to

get into it and list the action from so many
different angles. By putting these together

you get a much more intense effect, rather

than a very impersonal view.

Now, there is a more complicated, so-

called "ideological," montage that tries to

express an idea. When you strike a note on

the piano the note by itself does not mean a

thing. If after that you strike another note,

the second note becomes aft'ected by the first

one. The two notes put together create a

part of a melody, if they are harmoniously

related. Such a thing happens in montage.

Your individual shots may not mean a thing,

but when they are put together each sub-

sequent shot is affected by the preceding one.

A famous Russian director, I believe,

made an interesting experiment. He shot

a scene of a man just staring ahead, just

thinking. I believe he even gave him a

mathematical problem in order to get the

tension there. The problem was, "How
much is three times 295 ?" and while the man
was weighing that, he photographed him.

Then he cut the scene in two, into a first

part and a second part. The scene con-

tained no action, just a man staring ahead

and thinking.

In between the first and second parts he

cut in a thought of a plate of food. So on

the screen we saw first, the man thinking,

second, the cut of the plate of food, and

third, the man thinking again. But the sec-

ond shot had actually introduced something

new. It had been affected by the preceding

shot. You had the impression that the man
was actually hungry, thinking of food.

This is like music; the following note is

affected by the preceding note, and each

subsequent scene is affected by its predeces-

sor.

Then the director used the same closeup

of the man thinking, and cut in between the

first and second part a shot of a very good

looking woman. Now the closeup followed

the picture of the woman and it acquired a

new expression. You felt that the man was

in love with the woman and was thinking

and dreaming about her. That is how shots

affect each other in montage.

He also tried putting a shot between of a

dead body on the floor. At once something

sinister appeared in the following closeup,
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despite the fact that the closeup was the

same one in all three experiments.

Often montage consists of so-called time

lapses. A child grows up to be a man, or

lovers separate, travel separately, and after

ten years they meet again. We are asked to

cover these time lapses by a series of pic-

tures. For that we often use many so-called

camera tricks, laps and so on. They have a

psychological value.

Try to think of the past month of your

life. Certain impressions will come to your

mind. They will be superimposed on each

other and be changed and merge from one

to the other. In fact, the camera offers us

many psychological devices in order to create

very potent effects on the screen.

One can express emotions purely through

filmic means; through images; not merely

by relying upon acting or dialogue.

Now, as to a little theory. A good mont-

age is a very exciting thing to look at if

it is good. Why is this so? From child-

hood our interest in motion, in movement,

is very intense. The child is carried in his

mother's arms arovmd the room. This means

things move and things change, pan around,

and the ceiling changes. He is rocked in a

cradle. He plays on a merry-go-round. His

organisms get used to movement and he

reacts to movement when he sees it on the

screen.

Experience has taught us that certain

movements have very, very strong physio-

logical effects. Sometimes we almost feel

dizzy when we see a very strong movement
on the screen. The movement creates a so-

called kinesthetic reaction in our organism,

because whenever ive move the scene before

us changes, and when we see movement we
react in the same manner.

I have found out that very exciting effects

can be obtained by shooting scenes in such

a manner that movement will create a phys-

ical reaction, and by putting such rythmical

scenes together.

Each art explores its own world. Music

explores the world of tone, painting that of

line and color, sculpture that of solid form.

There is a whole new world to be explored

yet, that of movement, and a wonderful new
instrument has been given to us in the

camera.
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So far the camera has been used mostly

as a passive sort of instrument, as a record-

ing instrument to record an actor's acting or

writer's story, but it has not been used much
in a creative manner, it has not sought those

interesting movements around us, and tried

to build them into a rhythmic picture to ex-

press our emotions. It must learn not to rely

upon words which belong to literature, but

try to express something through movement.

A dance is an example of this, in a limited

way—it shows the movement of the body
on drapery. There is such an infinite variety

of motion around us which, if properly ex-

plored with the camera in a creative manner
and put together will, I think, create a new
art.

And the same, perhaps, applies even to

sound. The sound recording instrument

has also been used in a passive manner so

far; merely to record action, speech, music.

It has explored the world of tone, but there

is a world of noises around us and very

beautiful sounds that could be organized by

means of the sound camera into a really

new art.

Well, these are theories which I like to

play with, but I would rather make films

than talk about them. If I am not very ex-

plicit it is because I am trying to express

myself more in images than in words.

Question : You speak of sound creating

a new art. Mr. Mendoza referred to the

fact that in a certain scene in one of his

films he used a combination of instruments

that he never had used together before, and

he secured an effect that otherwise would

have been lost. It was a celestial scene of

some sort. Is that what you mean?

Answer : I do not mean the use of mus-

ical instruments. There are a lot of natural

sounds that could be emplo3-ed, by means of

distortions, overlapping, and amplifying, and

so forth.

Question : After the shooting of the

film?

Answer : Yes.

Question : In one of the closing scenes

of Three Comrades there are two men stand-

ing by a grave, and in the background is a

city. The men remark that there is firing in

the rear. Would you call tliat a montage

effect?
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Answer: No, that is not a montage.

That is a single scene. A montage is created

through inserted images.

Question : In the picture Made For Each
Other there was a scene of Carole Lombard
running out of a night club. The camera

was in front of her, moving away from her.

She was running toward the camera, there

were balloons and New Year favors, and

men's arms and people's faces that flashed

back and forth in front of her. It gave the

effect almost of montage. Do you think it

is .possible without editing or cutting the film

in any way, by arranging the actual details

and using the one camera to photograph it,

that you can have the effects of montage ?

Answer: I do not believe so. If we get

only one impersonal view we do not get a

strong, intense effect. If we are right in the

midst of an action, if the camera becomes

an omnipresent eye, seeing a scene from

many dift'erent angles, by putting the sepa-

rate shots together you get a much more
intense effect. A single scene does not have

life. A scene on the screen only lasts or

has a life for about three or four seconds

;

after that it goes flat. The first impression

is fresh, new and alive. If you look at it

for a long time it becomes dull. If there

were no story or dialogue to carry it on,

photographically and emotionally it would
become dull. That is why we change angles

continuously. I think an Englishman made
a very interesting experiment with that. He
made charts and diagrams to demonstrate

how long a scene is interesting.

Question : Is it true that stock shots

play a great part in montage?

Answer : Unfortunately ; but they are not

shot in montage technique. They are shot

very impersonally. It has been found that

there should be a lot of movement in a

montage scene. One remembers such excit-

ing montage sequences. Stock shots are

very long shots where you see a caravan

away in the back moving, and nothing hap-

pens, and you have to keep it on the screen

for a long time in order to convey what is

going on. In montage you should see im-

mediately what is happening and you should

get a very graphic impression from it.

Question : In the picture Topper Takes
a Trip you see a figure disappear from the

view of the audience on the screen. I

understand this is done byf covering the per-

son on the film with another piece of film

and gradually blocking them out. Is that

photo montage ?

Answer: No, that is trick work. Mont-
age is the use of the imagination in assem-

bling various shots. Montage uses no cam-

era tricks, but the only secret of montage is

imagination. The shot that you speak about

was explained very interestingly in Life

Magazine. Although montage uses all the

possibilities of the camera, it does not use

them meaninglessly, but onl}^ when it is for

the best. I believe in putting life into inani-

mate objects. I like to remember some of

the scenes I did for a picture called Con-

queror, where you saw coins piling up by

themselves. That was done by letting the

coins fall down, and I reversed the film so

that they came up. But this has nothing to

do with montage.

Question : I think it is a great pity that

we haven't got pictures to illustrate this talk.

I see from the questions that we are not at

all clear as to what montage is. Would
you mind naming the montages you have

done in pictures so that we will really be able

to study the matter on the screen.

Answer: One of the last ones was in the

picture called Sweethearts. Jeanette Mac-
Donald was separated from Nelson Eddy
and they traveled in separate companies all

over the country, singing. That covered a

period of a year or so. I had to express that

in about 250 feet of film. I had to prepare

and make sketches. Thus I got the actors

and the principals in the cast, some shots of

the trains, curtains going up, and scenes

from the shows they were singing" in, and

shot all of those individually, separately.

After that I cut the scenes together and got

my effects by overlaps and superimpositions.

This is done on a so-called optical printer,

not a camera, which rephotographs the film.

For such things I make a very precise dia-

gram with explanatory charts for the nian

who does the optical printing, telling him
how to do it, and where to start to overlap

from one scene to another. Shopzvorn Angel
also has montage examples. In the begin-

ning there is a sequence depicting the entry

of the United States into the war. You
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see the whistles blowing and men in the

factories leaving their work; men being en-

listed. There was a wave of newspapers

engulfing the whole countr3^ That was a

montage scene. Usually when we have to

express a mood of this nature—'battle-scene,

Avars, we do it with montage. Sometimes

we are compelled for economical reasons to

cut in newspaper headlines—to use Avords

instead of pictures. I am very tired of this

method.

Question : You stated the camera has

heretofore been used as a passive medium.

In Eisenstein's picture Potcmkin there is a

scene where the doctor, aa'Iio has refused to

parcel out correct food to the sailors, is cast

overboard and the camera focuses upon the

pince-nez that is caught on the rail.

Answer : That is symbolic montage. In

that film the camera was used creatively

throughout. Unfortunately, we do not see

much of that any more. As a rule the whole

picture relies on dialogue and acting in order

to convey the story. But can you visualize

a whole story told in | images and move-

ment? That would be a creative use of the

camera. That is a creatiA^e assumption.

There is a possibility of a neAv art develop-

ing in the use of the camera, an art that does

not rely on mediums like language or acting,

but elaborates on the example I gave you of

the man simply thinking, with an image cut

into his train of thought. This is creative

camerawork. The man did not have to act.

He merely thought. The camera created

images, inserted them, and gave meaning to

his thoughts.

Question : In a sense you would have the

camera take on a tOAvering significance dis-

placing" the actor and the music and every-

thing else that is there. Does this not mean
laying undue importance on the camera?

Ansaver : Not on the camera, but on the

man Avho uses it. It is not the paint that

matters, it is the painter aa-Iio uses it. There

AAdll always be cameramen Avho can use their

instrument creatively—if there are not, AA-e

can depend, perhaps, on a good writer. You
can photograph a good story in many ways
and it Avill still be pretty good.

Instructional Films at the

New York World's Fair

WE had hoped to give readers of this

issue a carefully detailed descrip-

tion of the documentary movies

shoAving at the Fair. Judging by the lists

of promised showings it seemed an easy

enough job to saunter from one building to

another, sampling the movies and getting a

good idea of Avhat Avas likely to be shown in

the future. But unfortunately the Fair, when
A'isited, was still too much in its preparation

stage to permit any such description, and so,

for the present, Ave can only give you an idea

of AA-'hat is noAv being shown or will be

shoAvn in the national pavilions or industrial

exhibits.

The Federal Government Pavilion hopes

to have started screenings about the time

this goes to press. They will have Federal

and State films. The River and The Plow
Thai Broke the Plain are doAvn ; as Avell as

HollyAvood's special contribution to the Fair,

a film on the history of the United States for

the last 150 years. This will be composed

of extracts from feature pictures made in

HollyAvood.

The British films Avere the only ones show-

ing at regular hours and according to a regu-

lar plan. It seems likely that their theatre

will have about a hundred shorts to draw

on in the course of the summer. Their

program Avill be changed every Aveek, and

there Avill be four shoAvings a day. A very

good selection of films had draAvn a thou-

sand people into the comfortable little theatre

on opening day. There Avas a Paul Rotha

short, Roof Tops; Sheep Dog, an enjoyable

picture of the life of a Welsh shepherd and

his dogs ; Americans in England, shoAving

historic sites in England and their connec-

tion Avith United States personalities and

history ; a study of manouA^ers at sea called

The British Navy; an up-to-date ncAvsreel;

and, finally, a study called Monkeys and

Apes, filmed at the London Zoo under Julian

Huxley's supervision. This is a most fas-

cinating short—Ave see our ancestors in a

\rariety of forms and activities Avith an ex-

cellent sound track to present their cries and

provide a rhythmic accompaniment to their

{Gontinued on page IS)
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Confessions of a Nazi Spy
Screenplay hy Milton Krims and John Wexley

from an original by Leon G. Turrou, directed hy
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duc-ed and distributed by Warner Bras-First Na-
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OH yes, it's propaganda—propaganda

in the sense of expounding or expos-

ing something in such a wa}' that

people's feehngs, or judgment, or both, are

likely to be influenced on the question in-

volved. The word "propaganda"— origin-

ally used for a system of spreading the

Christian faith—has, particularly since the

war, had much vmpleasanter meanings, some

of them even sinister, and we are prone to

apply it mostly to things we don't agree with,

or dislike, or are afraid of. Beneficent

propaganda is more apt to be called "educa-

tive," or something equally eudemonistic.

But Confessions of a Nasi Spy can hardly

escape the term, being as disturbing a film

as the studios have turned out in many a

long day. It will disturb pro-Nazis and

anti-Nazis as well as people who don't want

to be disturbed by anything, including those

who believe in letting sleeping dogs lie, or if

the dogs are not sleeping they are only

barking and not likely to bite, or it they do

bite they won't bite us. It is a remarkable

example of the superior efl^ectiveness of the

screen over any other medium for stirring

emotions for or against something.

The film is based on the records of the

Nazi spy trials of a while back, and its tech-

nique is craftily devised to differentiate the

picture from the usual fiction tale. Without
stoiDping to tell who wrote or directed it or

what actors are playing in it, it swings

straight into its story in March of Time
style. With enough documentary material,

or material given documentary treatment, to

create an efifect of the whole thing being

actual news, it gradually builds up the char-

acters of several people who are related in

one way or another to Nazi propaganda in

America and Nazi espionage in America.

After these people and their activities have

been established, the Federal Bureau of In-

vestigation comes in, the spies are detected

and rounded up, and those who have not

escaped or been shanghaied to Germanv are

brought to trial and convicted. In essence

a fairly simple detective story, but with

implications of stunning force.

The spy business is pretty unimportant in

one way : most of the information forwarded

with so much secrecy to Berlin would seem
to be available to. any enquiring reporter.

But it serves as an authentic frame-work,

undeniable as fact, on which to picture the

really startling structure of the Nazi system

of operating in the United States. This,

too, is hardly to be called a secret : the Nazi

contempt for democracy is well enough

known, and the theory that a German is al-

ways a German wherever he happens to \\\&,

loyal to the Fatherland above everything

else, and we have heard and heard of the

Bunds, and of Nazi terrorization, and a

little thought might reveal to any intelligent

person that Nazi principles must inevitably

13
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penetrate the rest of the world if they are

to survive at home. But all this gets a ter-

rific impact when good movie-makers put it

on the screen, and seeing it in the peculiarly

effective form that has been used in Con-

fessions of a Nasi Spy is like being struck a

sudden and smashing blow. For the film

rushes us through so many things that might

have come out of the newsreels (many of

them did) that wt have no time to think

that the man shouting his Nazi gospel is

after all only Paul Lukas, and we have en-

tirely forgotten that the picture has a star

until well along toward the middle of it we
are suddenly and surprisingly confronted

with Edward G. Robinson at his desk in the

F.B.I. So thoroughly have the actors lost

their familiar screen identities that many
people will not recognize Francis Lederer

at all in the petulant little egomaniac who is

the weak link in the spy chain, whose fan-

tastic plottings supplied the first clue which

led the federal men to their amazing and far-

reaching discoveries.

This novel way of creating screen reality

is what gives the picture its punch, what
makes those who like the film admire it so

enthusiastically, and what makes those who
don't Hke it angry. It's not a film to be in-

different about, and serious people may well

wonder whether it is a good thing or a bad

thing that such a good film on such a subject

should have been made. It is obviously a

hate-breeder, and wlien hate comes in it is

hard to argue calmly. It does no good to

say that the Germans in tlie film are by no

means all detestable monsters, when the hor-

ribleness of the Nazi agents (none of them
so horrible, by the way, as many a Nazi face

we see constantly in the newspapers and

newsreels) makes us forget entirely the far

more numerous people who are simply and

inconspicuously the kind of likeable Germans
we are accustomed to, like the ship captain

and ship engineer, or the returning tourist.

It does no good to point out that it is fanati-

cal Nazism which is the villain of the piece,

not the whole German race. If it stirs up

hatred it stirs up hatred, and there is only

the cpiestion, aren't there some things that

should be hated ? In behalf of our own in-

stitutions, and just as much in behalf of

folks like that scared little man whose

agonized cries not to be sent back to Ger-

many are one of the most terrifying things

in the film. Or are we to be blandly good-

natured about aggressive groups that drape

the American flag and the swastika together,

and wait till their "Heil Hitlers" mean some-

thing more dangerous than telling Herr
Goebbels how many soldiers are in the army
hospitals of the New York area? The film

ends, rather complacently, on just that note,

with the implication that when there is real

danger we shall handle it easily enough.

That, however, is not the impression the

whole film leaves, nothing nearly so mild as

that. Tucked in between the more positive

perils of Nazi penetration are hints of the

equal peril of easy-goingness and indiffer-

ence. The film does cover a lot of ground,

in one way and another, with devastating

competence. x\nd it is Hollywood's first ef-

fective example of a kind of movie that the

dictators have known the value of for some
time in shaping the thoughts and feelings of

their own people. If it shocks anybody into

an unaccustomed violence of emotion, who
was it (as Otis Ferguson has suggested so

pertinently) that started this hate business?

Not, obviously, the Warner Brothers.

Rated Exceptioval . J.S.H.

Juarez
ScreenpJ.ay hy John Huston, Wolfgang Rein-

hardt and Aeneas MacKenzie. based on '^Max-
miUan and Juarez." play by Franz Werfel. and
"The Phantom Crown." novel by Bertita Hard-
ing, directed by William Dieterle. photographed
by Tony Gaudlo. musical score by Erich WO'lf-
gang Korngold. Produced and distributed by
Warner Bros.

The Cast
Benito Juarez Paul Muni
Maximilian Brian Aherne
Carlotta Bette Davis
Porfirio Diaz John Garfield

Alejandro Uradi Joseph Calleia

Napoleon III Claude Rains
Eugenie Gale Sondergaard
Marechale Bazaine Donald Crisp
Col. Miguel Lopez Gilbert Roland
Miguel Miramon Henry O'Neill

Riva Palacio Pedro de Cordoba
Jose de Montares Montagu Love
Dr. Samuel Basch Harry Davenport

WHEN a moATe so sincere and hand-

some and expensive as Juarez

comes along, done with such patent

good intentions and good taste, it is disap-

pointing not to be able to burst into involun-

tary and unreserved applause. There is so
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Jolui Garfield as Diaz and Brian Aher

much to be said for it ! It relates with re-

markable historical truthfulness an authentic

episode of the triumph of the Munroe Doc-
trine over foreign despotism in the Western
world, which fits in teUingiy with the current

exposition of Americanism on the screen,

though its point is somewhat dulled by our

knowledge that tlie ideals of ^Mexico's liberal

president, so eloquently presented in the pic-

ture, were far from being permanently estab-

lished by the execution of MaximiHan.
Howe^-er, against a panorama of impressive

pictorial beauty, a lofty drama of high aspi-

rations in government is presented, well

written and acted by a star-studded cast of

excellent actors.

The picture deals with that period in

Mexico's history when Louis Napoleon,
third Emperor of the French, using the col-

lection of some debts as an excuse, sought

to set up the Austrian Maximihan as a Mex-
ican ruler subservient to French interests

and policy, and the resulting conflict between
the idealistic Hapsburg and the oppositely

idealistic native leader whose principles

7ie as Maximilian in, "Juarez"

paralleled those of Abraham Lincoln. It

was an exciting and colorful period, ani-

mated by characters of heroic tragic stature.

Benito Juarez, the Indian, who dreamed of

a free and enlightened future for !\Iexico

and fought for it against foreign usurpation

and domestic treachery—what we think of

as democracy was his ideal. Pitted against

him the aristocratic and gentle Maximilian,

just as devoted to the well-being of his

adopted country but with the in-bred convic-

tion that benevolent despotism was the onl}^

wise and effective way of rule. His lovely

Empress, Carlotta, whose reason collapsed

at the realization of the fraud practiced upon
her husband by Napoleon. Porfirio Diaz,

the ardent young disciple of Juarez, who was
later to play so great a part in Mexico's de-

velopment as her perpetual president. And
across the ocean the third Napoleon, fitfully

playing with the idea of getting a foothold

in America.

A large canvas, and stirring events of

great magnitude to picture on it. The sur-

prising fact is that these events do not
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emerge as very stirring. Probably that is

because there are two definite and separate

threads of interest, which never quite weave

together. There is Juarez, heroic and im-

pressive and admirable, with his own prob-

lems in his struggle to retain his leadership

and free his people from foreign domination.

There is MaximiHan, equally heroic and im-

pressive and admirable, waking up to the

fact that Napoleon has meant him to be only

a catspaw and determined to see the thing

through on his own high level of nobility.

Each man has his own drama, with its per-

sonal and public elements all entangled,

which would be absorbing if we could follow

it uninterruptedly. But we have to skip

from one to the other, our sympathies divid-

ed and our interest dissipated. The two men
are not antagonistic in ideals or noble inten-

tions, only in methods. If they had come
together each would have seen the worth of

the other, and they must surely have united

to reach their common goal, the good of

Mexico. Their conflict was only factitious,

though history made it so. That, of course,

is the tragedy of it, but that sort of tragedy

is not dramatic in the theatrical sense, which

is the only sense that counts on the screen.

Another thing that makes it all move
slowly, as well as in two lines that never

quite come together, is that both men do' far

more talking than acting. Their speeches

are dignified and they express the noblest of

sentiments, but they make far too much to

listen to and not enough to watch. IMost of

the physical movement of the picture is little

more than by-play, without the principal ac-

tors having any vital part in it.

Most of the acting is on a superlatively

high level. Paul Muni as the stolid Indian

and Brian Aherne as the elegant and refined

Emperor are remarl<ably effective contrasts

in appearance, manner and speech. Bette

Davis subdues her strikingh^ individual char-

acteristics to a portrayal of the Empress

Carlotta that is not only touching but over-

toned w-ith premonitions of her eventual

tragedy, and her final flitting away into tlie

darkness of madness is the most unforget-

table moment in the picture. John Garfield

makes the young Diaz the most lively and

human person of them all, with that curious

vitality that makes you forget that his speech

is pure Bronx, and countless others fill their

places as they should be filled. Only the

scenes in the French court seem bad, particu-

larly the incredible Napoleon of Claude

Rains. The film would have done much bet-

ter without such a Napoleon in the flesh.

William Dieterle's direction is, for him,

dogged rather than inspired. Perhaps he

was hampered by a realization that he was
working with a patriotic pageant instead of

a drama, and saw no way of creating action

with his camera better than moving up to a

speaker with close-up after close-up. But
they are quite lovely close-ups.

It is almost an ungracious thing to say,

in spite of its earnest and painstaking excel-

lencies, that Juarez is more of a duty than a

pleasure.—J.S.H.

Rated Honorable Mention

. Dark Victory
Screenplay by Casey Robinson from a play by

George Emerson Brewer. Jr. and Bertram Block,
directed by Edmund Goulding, produced and
distributed by Warner Bros.

The Cast
Judith Traherne Bette Davis
Dr. Frederick Steele George Brent
Ann King Geraldine Fitzgerald
Michael O'Leary Humphrey Bogart
Alec Ronald Reagan
Dr. Parsons Henry Trovers
Carrie Cora Witherspoon
3Iiss Wainic7-ight Dorothy Peterson
Martha Virginia Brissac
Colonel Mantle Charles Richman
Dr. Carter Leonard Mudie
Miss Dodd Fay Helm
Lucy Lottie Williams

ARK VICTORY is the kind of movie

that will tear 3'ou to pieces if you

give in to that sort of thing, and leave

you wondering, after your emotions have

calmed down, why you ever let yourself be

moved by something so obviously aimed

straight at your tear ducts. It does not take

any long wondering to arrive at Bette Da\as

as the answer. It's her show, her special

kind of show, all the way through.

It has a plot that sounds pretty grim,

about a girl with a brain growth that can be

removed once but is sure to come back again,

fatally. No happy ending possible. But it

is not so grim to watch as it is fascinating,

being managed with a good deal of theatrical

effectiveness and blessed with a perform-
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ance of its chief role that is genuinely hu-

man and moving. At first you are inclined

to think this is just another of those mean
parts with which Miss Davis has made such

a reputation, a spoiled rich girl who drinks

and smokes too much and delights in being

disagreeable. But almost at once you begin

to suspect that it is not a nasty disposition

go through, a thorough ennobling of char-

acter and a slow, sacrificial ending in which

she sends him away and dies alone.

The Camilleish, East Lynnish qualities are

fairly well disguised by a brisk, up-to-date

script and a set of characters that might

have walked in from the generally accepted

Lonof Island of smart fiction. Edmund

Bette Davis in the office of Dr. Steele

but some physical ailment that is wrong with

her, and—though rather tentatively—you

hold yourself ready to extend a bit of

sympathy. For a little while there is the

rather morbid interest of finding out what

is the matter with her, then the more ordi-

nary movie satisfaction of seeing her ap-

parently cured, a new creature all gaiety and

generosity and in love with her doctor. But

!

Soon you and he know that she is doomed

:

the end will come, suddenly but surely and

in no very long time, and she must be kept

ignorant of it, and happy. The doctor, of

course, falls in love too. Then she acci-

dently finds out the true state of things,

and there is bitterness and readjustment to

{George Brent) in "Dark Victory"

Goulding knows how to direct such a script

with slick, quick persuasiveness, though he

could not restrain himself from wringing

the last drop of agony from the ending, and

crowning it with what must have been meant
for a choir of angel voices.

He had a good cast to help him. Such
dependables as Henry Travers and Cora
Witherspoon in their respective specialties,

Ronald Reagan developing abilities in the

line of sympathetic comedy. George Brent

solemnly kindly but with more substance to

him than usual, and Geraldine Fitzgerald

proving that her brilliant acting in Wuther-
ing Heights was no flash in the pan. But
chief of all Bette Davis, whose afamut cor-
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responds with the most minute precision to

tlie requirements of this part. She has never

before seemed to be so entirely inside a

part, with every mannerism and physical

aspect of her suited to its expression. If

she has deserved medals before, in parts of

more dramatic A'alidity, she deserves the

prayerful gratitude of Dark Victory's au-

thors for putting life into something that

must have lookerl pretty improbable on

paper. —J.S.H.

Bated HonoraWe Mention.

Remembering the Alamo

SAM HOUSTON is one of the almost

epic cliaracters of our national expan-

sion, with a picturesqueness and scope

of activity that would supply material

enough for a serial—a mighty good serial,

too. that would dwarf the Lone Ranger into

insignificance. Tn Man of Conquest his ex-

ploits have to be trimmed down to feature

length, which leaves room for only higli-

lights and the broadest kind of motivation,

Tjut there is broad and sweeping action in it.

and vigorous sketches of both the hero and

Andrew Jackson. Most of the story deals

with Jackson's dream of getting Texas into

the Union, and Houston's part—from

motives and bv methods of his own—in mak-
ing that dream come true. The remarkable

thing about it, as history, is the almost

rmique frankness with which our methods

of conc|uest are presented. American ex-

pansion was not accomplished by Sunday-
school tactics, but by resolute and adventur-

ous men who went after what they wanted

without kid gloves. Man of Conquest makes
that plain, and is all the better history for it.

The Screen Mikado
MANY people, no doubt, have looked

forward to seeing Gilbert and Sul-

livan in the movies, and here at last

is their most screenable operetta done by the

D'Oyly Carte people and Kenn}- Baker with

all proper reverence and lovely technicolor.

It is more of a cinematic curio than a real

movie, for no A'ery perceptible eiTort has

been made to do more than photograph the

.settings and costumes prettily, cut down the

acting time to screen proportions, and put

over the words and music clearly and agree-

ably. The physical humor comes ot¥ least

successfully—^the antics of the comedians

don't look very spontaneous, or even funny,

through the eye of the camera. But it

has all the pleasantness of a brand-new

photograph of an old friend, and those who
love it will delight in seeing it.

Instructional Films at the

New York World's Fair
{Continued from page 12)

movements. You should ask for this film if

you don't find it on the week of your visit.

Other famous documentaries such as

A'
i
gilt Mail and North Sea will be shown,

and judging from the list it seems that this

theatre will provide an hour or more of good

entertainment at least four times every day.

The theatre seats 300 very comfortably.

The Australians hope to be under way
with their showings soon, but as they have

no movie house they have decided to show
in the British Pavilion next door. Un-
fortunately this has brought a bit of difficulty

and delay, so it may l>e some while before

these screenings start. Ask at the Austral-

ian desk, as the listed shorts sound full of

color and strange interest.

No information on the French docu-

mentaries was available at their pavillion,

but a French mo^ie-magazine lists a good

selection of French and French-Colonial

shorts. the Streets of Paris, Life of a

Small Toicn, Profiles of France, Young
Girls of France, are some of the titles, and

some of their best directors will be repre-

sented : Rene Clair. Jean Renoir, Jacques

Fevder and others. The auditorium will

hold 500.

Belgium is reported to be sending 21 doc-

umentaries : Switzerland a large nuinber of

studies of local industries and produce. The
Russian Pavihon will have a theatre h dding

700, Siam 250, Belgium 216. Sweden and

Brazil each 200, Switzerland 150 and Cuba
100. Do not be led to think that the exist-

ence of a theatre in a building automatically

means the showing of movies. Many of the

theatres will have stage showings and dem-
onstrations

; many, however, are down for
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travelogues and other films of their coun-

tries. Care should be taken about finding

the hours at which films will be shown, as

there will be few, if any, continuous show-

ings.

When you have had your fih of national

documentaries try going around to some of

the big industrial buildings. You will find

many entertaining and instructive 16 and

35mm. films being shown in them, usually

in a constructive way, without too much
plugging of the particular firm and product

to irritate you. In all those I saw the makers

had tried hard to build an entertaining frame

around their product, and had been fairly

successful in doing so. Johns-jManville, for

example, has some very good studies on the

subjects of heat, insulation and cooling; they

explain the facts simply and comprehens-

ively, with special appeal to the householder.

Coty is showing a twenty minute short on

the way its products are manufactured in

the United States ; Macfadden Publications

haA-e a short feature, with amusing spots in

it, built around advertising. I haven't seen

the Disney cartoon for the National Biscuit

Company, nor the Popeye House, but don't

imagine they'll need much boosting. The
Petroleum Industry Exhibition has also

adopted the cartoon idea with animated oil

drops as characters to tell the story of

petroleum and its uses. This falls short in

many respects of what might have been done

—it tells nothing new and explains still less

—^but the idea is a bright and creditable one.

Coco-Cola Company is also listed in the

animated cartoon field.

There are many other industrial and na-

tional film showings scheduled, and it is

certain that by the time our next issue is

ready many more of the films will be ready

too. So we hope by then to be able to give

you a really detailed summary of what to

see. . X.D.

A Home for the

Motion Picture

THE motion picture, the most modern art

form, has been given an appropriate

home in the superb new Museum of Modern
Art in New York Citv. The Museum estab-

lished a Film Library in 1935, which from
that time to the present has been housed in

separate quarters, but with the opening this

month of the Museum's new six story build-

ing the library is now given generous space

there.

In a beautifully equipped theatre, seating

500, will be shown the various motion pic-

ture programs, assembled by the Film

Library to compose the "Cycle of Seventy

Films," from 1895 to the present decade. At
the special pre-opening show attention was
divided between admiration of the theatre

and amused interest in The Great Train

Robbery, of 1903. The Museum on this day

was somewhat in the state of the World's

Fair, as described above, but in spite of the

last sections of a special lighting tube being

fitted into place, the final placing of exotic

plants against a background of glass walls,

and some of the galleries with their pictures

in place only on the floor, ready to be hung,

we found the motion picture gallery all in

order with its display for the opening ex-

hibit "Art in Our Time."

This includes the work of Georges Melies,

French film pioneer, his various accomplish-

ments in trick photography, in color films,

and even in newsreels—covering the corona-

tion of Edward VII, in 1902. And it may
surprise you, if you are not a well-informed

student of early film days, to learn that

^Melies" film Fairyland, in color, with special-

ly arranged orchestral music, opened simul-

taneously in Paris, Ncav York and London,

in 1903. Melies presided at the second inter-

national congress of film distributors in 1909,

the date, as you know, when the National

Board of Review was formed, making us

particularly conscious this year of 30 years

of motion picture activity.

YJt believe our New York readers and

our out-of-town readers coming to the New
York Fair will want also to visit the

Museum. There will be film showings daily

in the theatre and always a film exhibition

of some liistorical importance in the gallery,

and there is, too, a hall of records, contain-

ing all kinds of materials having to do with

motion picture art, history and technique.

The IMuseum is located at 11 West 53rd

Street. Admission is 25 cents.



Movie Cross Word No. 1

THIS is the first of ichat ice hope iclll he a regular monthly series of Cross-
word Puzzles. Being the first it is difficult for the composer to knoxc if

it is likely to prove too hard or too easy for readers, and we. would icelcome
criticisms or suggestions from any who go to work solving It. Send solutions
and suggestions to the Crossivord Puzzle Editor. The correct solution—and
your name if you got it—icill he listed in our next issue.

ACE0S8

1. John Brahm directed this picture for Col-
umbia and called it Girls' .(6)

4. He keeps the hair well trimmed, but sounds
a bit like the last name of 5 Down. ( 6

)

10. Heroine of The Constant Xymph. (5)
11. Spell it backwards and its what actors and

actresses are in close-ups. (9)
12. The Russians made it lead to life in one of

their pictures. (4)

13. Actress' last name. Her first two names
suggest a wild flower. (3)

14. Often found trailing in costume pictures.

(5)

16. Jackie Cooper was one recently. (Four
words) (15)

19. Famous singer who was in Under Your
Spell and other movies. (Two words)
(15)

24. Put a synonym for smack in front of it to
make it funny. (5)

25. Reverse it for the first name of a past mas-
ter in make-up. (3)

26. Actor's first name. His last suggests he's
a high stepper. (4)

2S. Laughtou scorned coming to gather them
in his last picture. (Three words) (9)

30. First name of famous sister of 26 Across
(0)

31. This actor's name is Edward (6)

32. A famous buster of the silent screen. (6)

Down

1. Part of the build-up in making movies, but
found in tennis too. (4)

2 is made at Night. (7)

20

3. Actor's last name. Did he take his first

from a famous mo\'ie company? (5)
5. See 4 Across. First name. Didn't he go to

town with Eddie Cantor? (3)
6. What every showman wants. (Two words)

(7)

7. This romantic matinee idol's first name
sounds like a retort to mother if you re-

verse it. (5)
S. First name of the founder of Famous Play-

ers Film Co. Now of paramount import-
ance. (6)

9 of the Purple Sage. (6)
14. Heartfelt response to screen emotion. (5)
15 Gance directed Life and Loves of

Beethoven. (4)
17. Would describe Frankenstein's monster or

Dracula. (5)
18. Cataliua Island is a famous for

exteriors. (4)

20. Scripts have to be, but are not always shot
as. (7)

21. Onljf the most high-brow people would say
it was your best entertainment. (6)

22. Who's romance had the fate of a pricked
tire in a famous old silent? (6)

23. Actor's middle name. Suggests endless
devourance. (7)

24. Nimble-footed star's first name. Don't mud-
dle the order of the letters or she'll be-

come a Greek hero. (5)
26. "One of the series of pictures on a iilm" is

how Webster describes it. (5)
27. This mountainous wrestler was in Three

Legionnaires, Big City and other films.

(4)

29. It might have been one of divorcement if

we hadn't beheaded it and left it sick. (3)



Notes from Abroad
THE British Film Institute's publication

'"Sight and Sound" takes us as far away
as ]\Ialaya in their last number to describe

the effect of motion pictures on Incal inhab-

itants. R. H. Wright, author of the article,

arranged for a traveling" showman to give

screenings on an out-of-the-way plantation

where—^^believe it or not—movies are un-

known.

The interesting part of the article is not

so much the eft'ect of the movies on the ig-

norant audience, but rather the problems that

the movie automatically br<iug"lit along with

it. ^Malayan coolies are still taught to believe

that white men and women belong to a

superior race, and the average movie is

bound to contain something that might dis-

courage such a belief. For this reason the

commentator assured his savage audience

that none of the stars in a gangster featm-e

were white at all— just coolies dressed up

;

the pick of American coolies, in fact. This

explained their scheming cleverness as gang-

sters. As for Laurel and Hardy—well, the

commentator explained that Stan was really

Olly's slave, and that was whv their two

figures were so disproportionate. ^Mickey

j\Iouse took some explaining: eventually he

was described as a special superior kind of

mouse fovmd only in England, a real house-

hold pet who was fed on cheese and played

with the children.

We read all this with mixed feelings and

the hope that soon the coolies will catch on

and feed the commentator to the crocodiles.

< < r^IL^MIXDL^'" comes to us from Bom-
* bay with more serious material in

what is reallv the same vein. Thev are sick

and tired of having' India made the home of

screen rascals and traitors, and cite quite a

row of American and European productions

which have capitalized on people's willing-

ness to accept the Indian as a symbol for all

that is bloodthirsty and uncivilized. They
cite Wee JVillie Winkie, Lives of a Bengal

Lancer, Clive of India from the United

States, The Tiger of Esclinapiir from Ger-

many, and Alexander Korda's unscrupulous

Drums. Thev are fighting for the banning

of Giinga Din at present, and woiild like to

21

see other films of this kind refused admis-

sion. The Secretary of State for India is

praised for having caused the British Board
of Film Censors to ban the making of The
Relief of Lucknozv on the grounds of its

being unlikely to further friendly relations

l^etween Great Britain and India. FUrnindia

sees this, of course, more as a need for im-

Ijerial unity in these dangerous times than as

a real change of heart.

jNIany of us in this country must have

wondered how much longer the movies were
going to make revenue out of Indian devilry.

Even setting moral and ethical reasons aside

and viewing the matter simplv from a busi-

ness point-of-view, such productions seem
foolish and short-sighted. India is probably

the second largest potential movie-market in

the world : can we expect its people to wel-

come productions that libel them? What
is, perhaps, the most extraordinary thing of

all is the fact that any company should at-

tempt to show such films in India. How-
can they possibly be welcome in the supposed

place of their original stories?

PRODUCTIOXS from the French stu-

dios, pending or underway, include

:

Christopher Coliiin.bus. directed by Abel

Gance (Life and Loz'es of Beetlwven was

one of hisj, which will be rich in exteriors

shot in Grenada, Toledo, Salamanca and

Cordova. It will open in Grenada in June.

Gance will also direct Paradise Lost, star-

ring Fernand Grave}' and Elvire Popescrj

. . . Andre Maurois' "Edward VII and his

Times" will be screened under the title

Entente Cordiale, with director Marcel

L'Herbier and stars Gaby ]\Iorlay, \"ictor

Francen and Pierre Richard-Willm . . . Jean

Renoir's La Regie de Jen is well underwa}-

. . . Sacha Guitry's lis Etaienf Xeuf Celiba-

taires is in course of preparation. Harry
Baur will appear in Jean Dreville's President

Haudecoeur. Yolande Foldes' prize-winning

novel "The Street of the Fishing' Cat" is in

preparation. . . . Eric von Stroheim will

star in Schastopol, and share acting honors

A\'ith Maurice Chevalier in Piege. , . . The
indefatigable Jean Gabin, who seems to ap-

pear in a new picture every other opening

day, is down for Renwrques, and Danielle

Darrieux for Un fois dans la J^ic. . . . Rene
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Clair, who's work as a director seems to

have disappeared in the last few years, is

coining back with Air Pur .... Jeff Musso,

who made such a brilliant start as a diiector

with Tlie Puritan is going to draw again

from the writings of Liam O'Flaherty, and

make La Fin d'wi Homme from the novel

"Mr. Gilhooley." O'Flaherty will handle

the dialog, and Raimu and Jacqueline Delu-

bac will be the leads. ... A film now in

production that is likely to be awaited with

some eagerness here is La Loi Dii Nord. It

is being directed by Jacques Feyder, who
made Carnival in Flanders, and will star

Michele Morgan and Pierre Richard-Willm.

N.D.

SELECTED PICTURES GUIDE
(Continued from page 2)

f HARDYS RIDE HIGH. THE—Mickey
Roouey. Original screen story by Agnes C.

Johnston, Kay van Ripper, William Ludwig.
Directed by George B. Seitz. The Hardys
nearly inherit two million dollars, with
varying effects on them. Mickey is getting
more precocious with the ladies, and the
series is getting more mechanical. Metro-
Goldwyn-Mayer.

f HERITAGE OF THE DESERT—Donald
Woods, Evelyn Venable. Based on novel by
Zane Grey. Directed by Lesley Selander.
A good western melodrama. A young man
who runs through his fortune in the East
goes West to claim a heritage, and finds a

bad man who is attempting to scare the
settlers from their homesteads; he also

finds plenty of he-man excitement and of

course a lovely girl. Paramount.

f INSPECTOR HORNLEIGH—Gordon Har-
ker, Hugh Williams. Based on character
created by Hans Wolfgang Priwin. Directed
by Eugene Forde. A very satisfying mys-
tery story, quite English in characters and
atmosphere, which plays the game as fairly

with the audience as with the detective, and
is as amusing as it is exciting in its solu-

tion. (British Production.) 20th Century-
Fox.

f *JUAREZ—See Exceptional Photoplays Dept.
page 14. For Schools and Libraries.

m LADY AND THE MOB, THE—Fay Bainter.

Original screen story by George Bradshaw
and Price Day. Directed by Ben Stololf.

A very amusing comedy of an elderly

wealthy woman who cleans out the racket-

eers in her small town. Although the situa-

tions are improbable the entertainment
makes you forget the improbability of the
story. Columbia.

f LADY'S FROM KENTUCKY, THE—George
Raft, Ellen Drew. Based on story by Row-
land Brown. Directed by Alexander Hall.
A gambler wins half interest in a race
horse. He goes to Kentucky to claim his
half, and falls in love with the owner of the
other half. The story holds the interest and
the horses are lovely. Comedy is supplied
by Hugh Herbert and Zasu Pitts. Para-
mount.

f *MAN OF CONQUEST—Richard Dix, Ed-
ward Ellis. Gail Patrick. Original screen
story by Harold Shumate and Wells Root.
Directed by George Nichols. Jr. Recom-
mended for schools and libraries. Republic.
See Exceptional Photoplays Dept. "Re-
membering the Alamo," page 18.

m ON TRIAL—John Litel, Margaret Lindsay.
Stage play by Elmer Rice. Directed by
Terry More. A dramatic story of a man
on trial for murder. His attorney springs
a surprise witness which sways the jury.
Warner Bros.

f RETURN OF THE CISCO KID, THE—
Warner Baxter, Lynn Bari. Screen story
by Milton Sperling. Directed by Herbert
I. Leeds. 0. Henry's romantic hero helps
some Americans get their ranch back. Col-
orful,, full of action. 20th Century-Fox.

f SKANOR-FALSTERBO—Edvard Persson.
Original screen story by Henry Richter.
Directed by Emil A. Pehrsson. The story
of a bank clerk who is accused of embezzl-
ing and disappears into the country, where
he joins the police force. Pull of humor
and comic situations, with the excellent Ed-
vard Persson at his fattest and best. Eng-
lish sub-titles. Scandinavian Talking Pic-

tures, Inc.

f *STORY OF ALEXANDER GRAHAM BELL,
THE—Don Ameche, Henry Fonda, Loretta
Young. Original screen story by Ray Har-
ris. Directed by Irving Cummings. An un-
usual and enjoyable story of the man who
invented the telephone—interesting as im-
portant history, and for its warm human
qualities. The atmosphere, also, is particu-

larly good. Recommended for schools and
libraries. 20th Century-Fox.

f STREETS OF NEW YORK—Jackie Cooper.
Original screen story by Robert Andrews.
Directed by William Nigh. The story of a
newsboy, whose ideal is Lincoln but whose
brother is a racketeer. He is true to his

ideal, with more help from police and courts

than is usual in this sort of melodrama

—

a sort of Horatio Alger tale. Monogram.

f *UNION PACIFIC—Barbara Stanwyck, Joel

McCrea. Based on a story by Ernest Hay-
cox. Directed by Cecil B. DeMille. A saga
of the West. A real melodrama of the
building of the Union Pacific Railroad. The
hardships and privations experienced by
the men who built the railroad, and their

fight against lawlessness caused by the

rival railroad. The production is well di-
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reeled and acted, gruesomeness offset by
bits of real humor. Though the picture is

lengthy it holds the interest to the end.
Referred to Exceptional Photoplays Com-
mittee. Paramount.

m WANTED BY SCOTLAND YARD—James
Stephenson. Betty Lynne. Play by Ralph
Strock. Directed by Norman Lee. An in-

teresting story of a man, known as "Fin-
gers," released from prison continues his
profession of crime until he meets the girl

he loves. The production is nicely handled
and the acting is good. The music also

adds a lot to the picture. Monogram.

f WOMEN IN THE WIND—Kay Francis,
William Gargan. Novel by Francis Walton.
Directed by John Farrow. A woman enters
a women's flying contest, winning in the
face of storm, crack-up and a vicious rival,

to earn the price of an operation for her
brother. Pretty conventional in plot and
details. Warner Bros.

SHORT SUBJECTS
I nformationals

fj BIG LEAGUERS—The Chicago Culis in train-
ing—lots of the plays in baseball shown in slow
motion. RKO Radio.

fj DIAMOAD DI'ST—One of Grantland Rice series,
about some of the fine points of baseball. Para.

fj GOIJS'G PLACES NO, fi2—Graham McNamee as
commentator, showing' how America has become
ski-minded; the making' of skis and some mar-
velous shots of skiing. LTniversal.

fj GOING PLACES NO. 63—The working- of a
planetarium; ancient time pieces and sun dials.
Universal.

fj JAVA JOURNEY—A Fitzpatrick Traveltalk in
color, picturesque and interesting. Metro-Gold-
wyn-Mayer.

fj KNOW YOUR HISTORY NO. 2—High bicycles;
the evolution of the iron horse; the start of
aviation: crazy inventions; the building of the
Panama Canal. Columbia.

fj KNOW YOUR HISTORY NO. 3—The birth of
the National Anthem; showing the trial and
death of Nurse Edith Cavell. Columbia.

fj MARCH OF FREEDOM, THE—This picture is

composed of bits from newsreels and compares
America, the land of liberty with Nations ruled
by dictators. Propaganda but educational. The
main theme is "preparedness." Universal,

f *MARCH OF TIME NO. 9—About how .Japan is

trying to become master of the Orient, and the
difficulties that have stretched this attempt to
two years of undeclared war and the drain of
that war on the little island empire. Recom-
mended for schools and libraries. RKO Radio.

fj NAVY CHAMPIONS—Showing how our nav>'
men are ti-ained for the service, ending with
a good Army and Navy football game. Col-
umbia.

fj ODD SPORTS—Showing strange ways of play-
ing games to amuse sport lovers. Columbia,

f PARAMOUNT PICTORIAL NO. 9—Training
boys for the Coast Guard service; an under-
water photographer; fashion models. Paramount,

f POPULAR SCIENCE NO. 3—-Blind baseball
players; kitchen gadgets; study of spiders;
television. Paramount,

f ROAMING CAMERA NO. 1, THE—Interesting
items done in color. Vitaphone.

fj STRANGER THAN FICTION NO. 62—Fascin-
ating miniatures; a marvel horse trained by a
minister; midget mules; road making in Hol-
land, etc. Pfniversal.

fj STRANGER THAN FICTION NO. 63—A school
boy builds a miniature roller coaster; a clock
collector; learning to etch; a one legged boy
who can play golf, swim and even dance. Uni-
versal.

fj SWANS—Attractive record of the life, during
one season, of two swans. Paramount.

f UNUSUAL OCCUPATIONS NO. 5—Making
skeletons for medical use; the town crier of
Provincetown, Mass. : Jean Parker has a gown
shop and designs all her dresses. Paramount.

f VINTERSEMESTER (Winter Vacation in
Sweden)—What the title says, with fine snow-
capes and good sports shots. Scandinavian
Talking Pictures, Inc.

f j WEATHER WIZARDS—How the weather man
helped people save their orange crops from a
frost. Metro-Goldwyn-Mayer.

f WHILE AMERICA SLEEPS—One of the Crime
Doesn't Pay Series on a particularly timel.y
subject, showing how certain spies operated in
an air-plane factory, and how they were caught.
Metro-Goldwyn-Mayer.

Musicals, Novelties and Serials

f CHAINED—One of the Floyd Gibbons series of
actual adventures, about a boy in danger play-
ing pirate. Vitaphone.

f *FASHION FORECASTS NO. 3—Unusually en-
tertaining fashion show in color, with a bright
commentary and lovely models. 20th Century-
Fox.

fj LONE RANGER RIDES AGAIN, THE (Serial)
Nos. 10-13—Robert Livingston. Screen story by
Sol Schor and Barry Shipman. Directed by
William Witney and .lohn English. A story of
the early West, and the struggles of the cattle
barons to keep homesteaders from cutting up
the grazing land. Republic.

f MR. AND MRS. JESSE CRAWFORD AT
HOME—Good organ playing, with singing and
dancing. Vitaphone.

f MUSCLE MAULERS—Wrestling so rough that
it's funnyi—you have to take Lew Lehr along
with it. 20th Century-Fox.

f ROLLIN' IN RHYTHM—Different roller-skating
acts in an amusing setting. Vitaphone.

fj ALADDIN AND HIS WONDERFUL LAMP—
Popeye cartoon done in technicolor. Popeye
finds the magic lamp which gives him all he
wishes for. Paramount.

fj DONALD'S COUSIN GUS (Walt Disney)—
Donald's cousin, Gus Goose, visits him with a
huge appetite. RKO Radio.

fj LEAVE WELL ENOUGH ALONE (Popeye the
Sailor)—Popeye buys out a pet shop to set the
dogs free, but when the.v are all caught by the
dog catcher, he brings them back to the pet
shop. Paramount

fj WOTTA NITEMARE (Popeye the Sailor)—Pop-
eye has a teri'ible nightmare, but his trusty
spinach saves him even in his sleep. Para-
mount.

Annual Catalog of Selected

Pictures

AS a subscriber to this Magazine you are

entitled to the SELECTED PIC-

TURES CATALOG, 1938-39, so if you

wish it, please let us know. This, the

twenty-fourth annual issue, includes in con-

venient compact form all the pictiu'es select-

ed by the Review Committees of the Na-

tional Board during the past year. To non-

subscribers it is 25c per copy.

This tear-sheet is for your convenience.

I am a subscriber to the Magazine and wish

the Selected Pictures Catalog, 1938-39.

T enclose 25c for the Catalog.

Nauie

Address •



NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The Xational Board of Review of Jlotion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growiri^ art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work fhrough various cojii-

mittees. All members of the committees servo
without pay. Xo member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central ad\isory committee of the
National Board to which policies are referred
and to which decisions of the Preview Committee
regarding pictures may be carried either by the
producers or by the Review Committee itself.

The E.\ecutive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the woj-k of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and sfudents of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
suljscription groups to develop audiences for fhe
support of the creative achievements of the
screen.

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and ci\'ic. so that they typify the original
movement for community participation in the
development and liest use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the stud.v of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of
children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
norniallv be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Coimcil
as an aid to the groups carrying out those
objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

S2.00 a year for individual subscriptions

SI. 00 a year to Council or club groups.

Weekly Guide to Selected Pictures
S2.50 a year when taken alone, available at a
special rate of $100 in conjunction with the
Magazine.

Selected Pictures Catalog (annual) 25c

Special Film Lists 10c ea.

Such as Selected Films for Children's Show-
ings. Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status free

National Board of Review—How It Works free

A Plan and a Program for Community
Motion Picture Councils ..10c
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Selected Pictures Guide
This department lists pictures selected by

the Review Committee of the National Board
of Review as worthy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture. The
choice 'Of the pictures included is based upon
principles of selection developed through long

study of public preference as to lohat consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the revieios and audience recommend-
ations of the pictures. The Revieiv Committee
consists of approximately 300 trained members
representative of loidely var'ied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—^Pictures especially worth seeing as above
the average "selected" picture.

m BLIND ALLEY—Chester Morris, Ralph
Bellamy, Ann Dvorak. Play by James War-
wick. Directed by Charles Vidor. An es-

caping killer, taking refuge in a doctor's

cottage, is psychoanalyzed and the reason
for his criminal conduct discovered. Un-
usual in its material, and tense, though the

scientific part is necessarily very much
simplified. Columbia.

f CAPTAIN FURY—Brian Aherne, Victor

McLaglen. Original screen story by Grover
Jones, Jack Jevne, William De Mille. Di-

rected by Hal Roach. An adventure story

of early Australia days, with escaped con-

victs helping settlers fight the cruel ex-

ploitation of profiteering land-grabbers.

Like a western transplanted to a new set-

ting. United Artists.

f CHAMPS ELYSEES—Sacha Guitry. Story
and direction by Sacha Guitry. An amus-
ing "history" of Paris' famous boulevard
and all the famous people who have
strolled, fought and loved in it during the
past two hundred years. Presented in the
form of a history lesson it is an enjoyable
imaginative travesty of historical facts

with a certain basis of reality. (French
Production). Tri-National Films, Inc.

f CRIME IN THE MAGINOT LINE—Victor
Francen, Vera Korene. Based on Novel by
Pierre Nord. Directed by Felix Gandera.
With the tremendous fortified line between
France and Germany as a setting, a German
spy commits a murder and almost escapes
before he is caught. The novel setting
gives special interest to a well acted melo-
drama. In French with English subtitles.

Tower Pictures, Inc.

m DEAD MEN TELL NO TALES—Emlyn
Williams. Based on story "Norwich Vic-
tims" by Francis Beedings. Directed by
David MacDonald. Emlyn Williams (au-
thor of "Night Must Fall") plays a sinister
but engrossing role in a murder story that
has a good deal of tension. The scene is in
England. (British Production). Alliance
Films Corp.

m ERAVAMO SETTE SORELLE (We Were
Seven Sisters)—Nino Besozzi, Antonio
Gandusio, Sergio Tofano. Story by Aldo
de Benedetti. Directed by Nunzio Mala-
somma. An amusing story of seven show-
girls who convince an elderly Count with
a past that they are his daughters. Trouble
starts when the Count's son comes home
and finds all seven installed in the family
mansion. On the talking side, but can be
followed easily without English titles. Much
better than the average Italian production.
Esperia.

m EXILE EXPRESS—Anna Sten, Alan Mar-
shall. Original screen story by Edwin
Justus Mayer. Directed by Otis Garret. An
alien is convicted as accessory to a murder
and is ordered deported. Innocent and not
wishing to leave America she escapes from
the Exile Express and marries an American.
Grand National.

f GIRL FROM MEXICO, THE—Lupe Velez,
Donald Wood. Leon ErroU. Original screen
story by Lionel Houser. Directed by Leslie
Goodwins. A comedy come-back for Lupe
Velez as a fire-crackering cabaret girl who
comes to New York to get on the radio.
Lively and funny. RKO Radio.

fj *GOODBYE, MR. CHIPS—See Exceptional
Photoplays Dept. page 27.

f GRACIE ALLEN MURDER CASE. THE—
Gracie Allen, Warren William. Novel by
S. S. Van Dine. Directed by Alfred E.
Green. A comedy all about a murder, with
Gracie Allen getting herself and everybody
else into trouble. Gracie seems a bit lost

without her sidekick George Burns. Para.

m *HEART OF PARIS. THE—Raimu, Michele
Morgan. Based on story by Marcel Achard.
Directed by Marc Allegret. A Russian girl

living in Paris escapes being sentenced for

murder through the sympathy of one of ner
jurors. When this juror takes the freed girl

into his own home circumstances almost
involve them in a new tragedy. A fine

study of French life and character with
excellent acting by Raimu. (French Pro-
duction) Tri-National Films, Inc.

f HOUSE OF FEAR—Irene Hervey, William
Gargan. Original screen story by Tliomas
Fallon. Directed by Joe May. An exciting
mystery play. A murder is committed in

a theatre, and is not solved until a year
(Continued on page 24)

Copyright, 1939, The National Board of Review of Motion Pictures
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Dr. Pettit of the Board's Executive Committee

Assumes New Duties

DR.
Walter W.

Pettit, who

has been on

the staff of the New
York School of So-

cial Work for 24

years, and its acting

director for several

months, has recently

been appointed Di-

rector of the School

by the board of

trustees. This
School, founded in

1898 by The Charity

Organization Soci-

ety, was the first

graduate school for

social workers in the

United States.

The National
Board of Review
takes this opportvm-

ity to convey i t s

recognition of Dr.

work in the field of

and as a leader of

Dr. Waiter W. Pettit

Pettit's outstanding

social work training,

ability in the field of

social thinking and social endeavor. He has

been a member of the National Board of

Review since 1921, has served on the Ex-
ecutive Committee and the Committee on

Exceptional Photo-

plays. During a part

of this time he has

held the chairman-

ship of the Board. To
all these associations

he has brought an

understanding and a

helpful interest
which have been of

real value to the

work of the Board.

Dr. Pettit is

known to many of

our members and

readers who have at-

tended Conferences

of the Board through

his part i c i p a t i o n

there as speaker and

presiding ofiicer, and

he has upon occasion,

when his schedule of

activity permitted,

given generously of his time to the field

work of the Board. We thus feel certain

they will join with us in our expression of

good wishes to Dr. Pettit in assuming this

directorship of a school devoted to preparing

students for work which is particularly

important at this time.

Have you asked for the copy of the SELECTED PICTURES CATALOG 1938-1939, due
you with your magazine?

3



4 Nactional Board of Review Magazine

Community Motion Picture Activities

It lias been our custom to publisli the reports

given at the community -activity session of the

annual Conference of the National Board in

various issues of our Magazine, along loith the

talks delivered at 'other sessions, hut this year

we are departing from that custom and have

waited to publish them all in one issue. These

reportings, from various groups throughout the

country, published together furnish a useful

textbook on community motion picture organi-

zation and program, filled with ideas and
achievements, interesting to compare and help-

ful to follow.

Many other communities were represented at

the Conference but the time limit of one session

made it impossible to have more reports. We
trust many of the others will be represented

again next year and will conti'ibute an account

of their activities to the program, and thus to

our Magazine as well. The number of reports

this year was due to the willingness of the

speakers to be limited to a short time and their

ability to say much in that time, and also to

the splendid way in which the session was di-

rected by Dr. Walter W. Pettit of the Board's

Executive Committee, leader of the panel.

The talks are arranged alphabetically accord-

ing to the name of the .'speaker.

Mrs. Frank R. Anderson

President, Cleveland Cinema Club

IN looking back on our past year activities

it is my opinion that the most outstanding

event in our club, was the celebration of Mo-
tion Picture Festival Week, May 16th to the

23rd. This observance was carried out at a

suggestion made at The National Board of

Review Conference one year ago.

The week proved so successful that we
have decided to sponsor such an obsen^ance

again this year, beginning April 12th and

lasting for three days. We have definitely

come to the conclusion that this type of cele-

bration is very beneficial as a means of

awakening the general public to this new
way of regarding" motion pictures.

We had splendid cooperation during our

1938 observance from our Cleveland Public

Library, Art Museum, University, Federa-

tion of Women's Clubs (Motion Picture

Department) and the local motion picture

distributors, as well as all local newspapers

and motion picture magazines. We planned

definite programs for each day, our first

being panel discussions by high school stu-

dents in two of our large high schools. This

program was under the supervision of our

Youth Advisor and we had the cooperation

of the Progressive Education Association of

New York City. We also had a program in

one of our elementary schools. Through
the courtesy of the Erpi Class Room Films
of New York, Dr. Howard Gray was kind

enough to come to Cleveland for this pro-

gram.

Western Reserve University participated

in the week's actiA^ties with an evening

entertainment showing a film that had been

made around the college, called from Pin-

heads to Parades. Invitations were sent to

all colleges nearby Cleveland, and the attend-

ance was most gratifying.

The Amateur Photographers Association

of Cleveland sponsored an evening program
with several of their members showing beau-

tiful films they had made, most of them
travel pictures in technicolor.

The Motion Picture Department of the

Federation of Women's Clubs had as their

part in the week's activities a program which
brought out the thought of music and its

relationship to motion pictures.

Our week, of course, could not be com-

plete without some notables from New York,

and we were most fortunate to have as guest

on our regular Club Day during that week
the Council Secretary of The National

Board of Review, Mrs. Bettina Gunczy.

Her topic was "The American Motion Pic-

tures Abroad." She told the group also

something of the work of the National

Board.

The big climax to our week's activities

was a banquet. Speakers for this were the

Hon. Mayor Harold H. Burton, Mr. A. A.

Trimble, Cleveland's double for our beloved

Will Rogers, Mr. Harry Goldberg, PubHcity

Director, Warner Bros. Theatres, of New
York, Ward Marsh, Motion Picture Critic

for the Cleveland Plain Dealer.

We are very proud in Cleveland of our
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Club Bulletin which is printed five times a

year. We have a very large mailing list and

we feel it has a definite place in our com-

munity.

We are also proud of our accomplishments

in helping to promote and aid groups of

school students in forming motion picture

appreciation classes or clubs. These groups

can be affiliated with our club and are known
as Junior Youth Units. The membership

fee is ten cents per member per year and we
find most groups organize with a minimum
membership of ten.

Mrs. L. R. Andrews

President, Jacksonville (Fla.) Motion
Picture Council

BEFORE coming up here I asked three of

our Chairmen who have been quite ac-

tive in the Motion Picture Council to jot

down some of the things that they thought

were outstanding this year in their work.

The first information I have is from our

Matinee Committee.

On Saturday morning we have a chil-

dren's matinee, sponsored by the Motion

Picture Council, under the direction of a

Chairman with several members as chap-

erons. Up until the last year we have had

special pictures tliat were featured for chil-

dren. This last year the manager has been

gracious in giving us first run pictures, pro-

viding they were acceptable for the chil-

dren's matinee. We also have on this pro-

gram a short picture, and a prologue by a

group from the dilTerent schools in Jackson-

ville, which has proved most successful. The
Council has been hostess to a number of

groups. I suppose during the month we will

average 150 or 200 boys and girls who come
in as our guests. They are from the church

schools, the boys' home and the various

organizations.

Another activity that we feel has been

quite successful this year is that of a group

of junior reviewers. Our Chairman has

succeeded in getting four reviewers from
each high school in the city of Jacksonville.

The theatre management was most coopera-

tive in giving them tickets entitling them to

a picture each week, with the admission

ticket plus 10 cents. They are delighted to

go and then report on these pictures.

Our Chairman of Visual Education is

another who has done quite outstanding

work. In one of the high schools they have

45 or 50 films in a library on science alone

and this is really due to her promotion.

We have one group studying motion pic-

ture appreciation under the direction of an

English teacher who has training in dramatic

arts. We hope to have in our other high

schools groups such as this. This is some
indication of our work with the young
people.

Mrs. Raymond R. Bear

Motion Picture Chairman Pennsylvania

State D.A.R. and Allentown (Pa.)

Woman's Club

THE first thing that we do in this D.A.R.

work is to get a Motion Picture Chair-

man in every Chapter throughout the state.

The number has been greatly increased in

the last six months, I am happy to say.

Some of the regents feel that this work is

overlapping, that there are other organiza-

tions in their towns doing it and they are

not interested. But they are becoming more
and more interested and are appointing local

chairmen.

The chief thing this Chairman does is to

report to every Chapter meeting the rating

of the current pictures in the vicinity. The
next thing is to have one meeting each year

devoted to motion pictures. This activity

too has been increasing this last year. At
that meeting they usually have a speaker

who comes to them from the National Board

of Review, or somebody else who will talk

to them on motion pictures and get them

interested.

They cooperate with any other organiza-

tions that have motion picture committees

in their vicinity and they work with them.

They have the guides and stills which are

distributed to the libraries.

We are featuring this year, more than

anything else, the organization through the

English teachers of photoplay appreciation

clubs in the schools.

In Allentown we have been doing that

work for the last two years. We have no

clubs but we send the guides to our English

teachers in the tenth grade and they have

their discussions with the children. We feel
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that the children should be educated to ap-

preciate and enjoy the good movies and as

they take the word home to their parents

in that way we can reach them.

haA"e a church school in Allentown

that devotes every Friday afternoon and

evening to the showing of motion pictures

for children, regardless of age, race or color

and they liave crowded houses at four, six

and eight. They 'show pictures that are in-

teresting to all children. The local Chapters

of the D.A.R. sponsor one of these pictures

each year for the pastor of the church.

We have our committee that sits in on

previews at the local theatres. Our pictures

change every Friday. On Friday morning

three or four of our members go to our

three largest theatres in Allentown and pre-

view the picture with the manager. Then we
report the pictures to our organizations. At
one time one of the shorts was objectionable

to our women. They took it up with the

manager and he cooperated very nicely and

eliminated this short. We really have had

no complaint to make. The managers have

always cooperated with us in our work.

Mrs. M. Eaton Briggs

Chairman, Photoplay Guide
Burlington (Vt.) Motion Picture Council

THE BurHngton Vermont ^Motion Picture

Council has a representative member-
ship from about twent)'-five Women's Clubs

in the City. The work of the Council can be

divided briefly into three divisions.

First, the Photoplay Guide, which is print-

ed once a week in the Burlington Free Press.

The Guide was first started in 1932 and was
written up by different members in their own
homes. When I took it over two years ago

a box was secured at the community Y. M.
C. A. where all mail pertaining to the work
was sent. Permission was obtained to keep

the files and do the work at the public library.

One afternoon a week the chairman and

helper write up the reviews of the pictures

for the coming week.

The paper allows us one colmnn free of

charge. To keep the reviews within this

space we model our write-ups on those of

the National Board of Review. The Mo-

tion Picture Re\aew Digest, the Catholic

Alumnae and several other reviews also

furnish the information from which our
write-ups are taken.

We divide our pictures into two classifi-

cations : Selected Pictures, ratings above

average ; Reviewed Pictures, ratings average.

One theatre manager objected to our rating

all his pictures as reviewed pictures. I

told him when he gave us better pictures

we would give him better reviews. Within

a few weeks the standard of pictures shown
in that particular theatre was raised, and

now most of his pictures come under the

Selected group.

Al\ Photoplay Guides are kept in a scrap-

book so that they can be used for future

reference. We are endeavoring by the use

of the Photoplay Guide and discussions in

our meetings to have people become more
particular in choosing the pictures they go to

see and the ones they allow their children

to see.

Second, the Educational Film Pool at the

Robert Hull Fleming Museum of the Uni-

versity of \'ermont. This pool was started

by the school department in 1934 and at the

present time there are 71 reels, representing

61 different subjects. Any school in Ver-

mont may purchase one or more 16mm edu-

cational films and place them in the pool.

For each film placed the school may use one

each week. It is required that the school

join the cooperative plan and make a deposit

of $5.00. From this deposit the ^Museum de-

ducts a small amount for running expenses

such as labels, cartons, postage necessary to

send the film to the school requesting it, and

other small expenses. The Council has a

membership which is used by various schools

throughout the state unable to join in the

plan.

The third division is the Children's Christ-

mas Matinee. This year around 1500 chil-

dren enjoyed a two hour program. The
films were donated by the theatre managers

and the admission charged was five cents,

a toy or an article of clothing. The toys

and clothing were distributed among the dif-

ferent charitable organizations in the city,

and some of the money will be used to

purchase a new film for the Educational

Pool. This is done each year.
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Mrs. B. B. Cheney

Secretary, Film League of Nashville, Tenn.

IN May, 1934, Mr. Thomas Mabry was

largely instrumental in organizing the

Film League of Nashville. The purpose of

the league was two-fold, to bring to Nash-

ville certain outstanding classics in film his-

tory and to secure the best foreign films of

the year. The first were for the benefit of

members who were interested in the history

and development of the fihn, and tlie latter

more particularly for the college students at

Vanderbilt University, Ward Belmont and

George Peabody College for Teachers, who
were engaged in the study of French or

German.

Since the season included not more than

twelve meetings, held on Sunday evenings

at a neighborhood theatre, it was easy

enough to secure twelve outstanding films

to be shown at that time. However, in the

past two years it has been increasingly dif-

ficult to secure German films.

Admission has been by membership cards

which could be secured during the season

for groups of four meetings. The interest

displayed by the modern language teachers

was a great help, for they were furnished

with criticisms of the film to be shown which

they discussed with their students before

each meeting. In some cases, the French

and German instructors asked for written

reports on the films instead of another as-

signment from their students.

The group has varied in size from three

hundred to five hundred members and has

always ended the year with enough m the

bank to pay for printing the programs of

the following year. These were usually sent

out the first of October and during the sea-

son members were notified at least three

days before the meetings by a post card,

giving a brief description of the film to be

shown. Very little was done with newspaper

publicity though it was usually possible to

insert a brief notice several days before a

meeting.

No attempt was made to have formal

discussions of the films shown, except that

which took place in the classrooms. How-
ever, members usually stayed around the

lobby after a film and discussed it among
themselves.

We believe a large part of the League's

success has been due to the fact that the

films have been shown in a regular theatre

by an experienced operator, with none of

the drawbacks attendant in trying to use 16

mm versions with an inexperienced operator.

Mrs. Piercy Chestney

President, Macon (Ga.) Better Films

Committee

WE are doing the same thing that we

have been doing for sixteen years.

The delegate from Dallas said that she was

a permanent director of her group, and it

seems I am the permanent president of our

group, having been so for sixteen years.

We are not continuing the regular chil-

dren's matinees we used to have, but every

other Saturday morning we are having

matinees for which the pictures are selected

by the motion picture appreciation groups in

the high schools. We still have our Thanks-

giving matinee, the admission being some-

thing to eat or to wear and the Toy matinee

for Christmas is held the first Saturday in

December. We have a matinee for the

underprivileged children, for which the prin-

cipals of the schools distribute tickets,

printed by the management. The whole

thing is free with all four of our theatres

open, and around 6,000 children in attend-

ance. We also have our regular Mothers'

Matinee on Mothers' Day every year. This

past year the oldest mother, the youngest

mother and the mother with the largest

number of children, all received prizes and

their pictures were published in the paper.

There is not much new that we are are

doing. We have been broadcasting now for

nine years. I compile the broadcast every

week and it is read by a different member
of the Broadcasting Committee. Two of

them have done so well that they are now
on the regular staff of the station. When
the station eliminated all of the sustaining

programs, by telling them they would charge

them $1.00 a minute, they kept us on and we
still have fifteen minutes of time.

Probably the most interesting new thing

I can teU you, since almost everyone seems

to be talking of that picture, is that one of

our group is acting as advisor for the pro-

duction of Gone With The Wind.
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Our Sue Merritt went out to Hollywood,

and is having a glorious and interesting time.

Some of her experience may be interesting

to you. She spent some hours with Leslie

Howard teaching him to talk Southern.

She went one morning to select the neckties

that Clark Gable is to wear as Rhett Butler.

None of us in the South has ever had any

real interest in who was going to play Scar-

lett, because Scarlett is not essentially a

Southern person. Vivian Leigh, Miss ]\Ler-

ritt says, will make a charming Scarlett.

She is beautiful, her voice is lovely and she

is making ever}- effort to be the role. IMiss

Merritt was very much interested in who
was going to be Mammy and who was going

to be Prissy, the young maid, and who was

going to be Aunt Pit-a-Pat. Laura Hope
Crews will be Aunt Pit-a-Pat, and she had

a good many conversations with her. ]Many

days were spent in looking over films of

Negroes, tr^-ing to find somebody who would

be right as ^lamm}-. You here from the

South know the j\Iammy and know she was

loved by her white "chillens." You will not

see this Mammy with a bandana handker-

chief with rabbit ears sticking out. nor will

you see her with a frilly apron.

She had seen the technicolor scenes taken

after they had tried sprinkling brick dust

over the soil to make it look like the red clay

hills of Georgia. They were perfectly sat-

isfactory and now tons of brick dust are

being scattered over the place.

We were fearful that thev were eoing to

make Scarlett's home a Southern mansion
with great columns and a grand stairway.

It is a rambling frame building where any-

body in very moderate circumstances like

Scarlett's people would live.

Another fear was that they were going to

have thousands of people at the barbecue. In

those days if 75 people gathered together

that would have been a crowd. Miss ]\'Ier-

ritt writes two columns a week for the home
papers and a great many letters. She has

said if Gone With The M^ind is not satis-

factory to Southern people it will not be the

fault of the producers. They are making
every effort that it is humanly possible to do
it right.

Mrs. George C. Cleary

Elizabeth (N. J.) Council for Better Films

WE were organized six years ago. I feel

after working with our Council for

six years if I am not able to talk to you for

five minutes and tell you something about

what we are doing that we have not been

very successful. We are composed of repre-

sentatives from the different organizations

in our town, each of the organizations send-

ing us four delegates.

In the beginning we had a very difficult

problem, because it was estimated that 59

per cent of our pictures were recommended
and the other 41 per cent were not. The way
we decide whether or not a picture is to be

recommended by the Council is by having

a contact committee which meets every two
weeks and goes over the published lists of

pictures issued by various groups, to which

we subscribe. We do not make any attempt

to ha\e one, two or three members decide

whether or not a picture should be recom-

mended. ^^'e have many viewpoints and so

we prefer to meet and decide from these

group views.

\\'e publish a list in our Friday night

paper every week. The space is donated by

the Elizabeth Daily Journal and all of the

pictures that are recommended, with their

ratings, are given. We rate them as excel-

lent, ver}' good, good and fair. No un-

recommended picture is listed. We feel that

it is not fair publicity to the manager or to

the newspaper. The newspaper accepts the

managers advertising and should not list un-

recommended pictures. Also we do not be-

lieve in giving too much publicity to the not

recommended pictures. Each month we issue

a bulletin of all the good pictures. It goes

to all who send us self-addressed and stamp-

ed envelopes—to the churches, the library,

recreation centers and the playgrounds.

We are particularly anxious to bring be-

fore the public the question of the family

pictures. We feel that there are two sides

to this problem. A\'e feel that the motion

picture public have a very definite responsi-

bility and that they should support good pic-

tures. We feel that the managers have a

very definite responsibility, too, that they

should give us the kind of pictures the people
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want. The only way they can do that is for

us to tell them what kind we want.

We have two first-run theatres, we have

three second-run theatres, and one theatre

that plays third-run pictures. It takes pic-

tures that are not shown in either of the

other two houses. In the beginning the at-

titude of the managers was one of wonder-

ing just how we would function, whether or

not we were going to interfere in their busi-

ness or W'hether we were going to bring

some very constructive thinking to this job.

They tell us now that they believe we are

going about it in the right way. They do

not always agree with us any more than we
ahva3's agree with them, but we are working

together on a much better basis than when

we started.

To keep ourselves informed of things that

are going on in the motion picture business

we have a discussion group that meets every

two weeks. Topics are assigned and the

people come prepared to discuss and to learn

about the thing that we are so interested in.

Wt feel that we must have a background

if we are going to do a good job. Then we
have our regular meeting at which time we
have a speaker. We have a news letter

which is published once a month. This news
letter tells about the good pictures and the

news for the next month, who our speaker

will be and the discussion groups for the

month. Thus we keep our members in-

formed so that they will be interested.

We have worked very closely with the

school people. They have photoplay appre-

ciation groups in the schools. In the begin-

ning we furnished them with all of their

study guides. Later, when the managers

worked a little more closely with us they

agreed to pay for these study guides, sup-

plied to the schools. We notify the super-

visor of English usually two weeks in ad-

vance. If we can find out earlier we let him
know as soon as we know that a good picture

is coming to town. Then special arrange-

ments are made by the English or the history

classes for the children to attend the pictures.

Sometimes it is at a reduced rate, if the

hours are so that the manager can take care

of them. Usually there are from 500 to

1,000 children visiting these pictures.

Mrs. George E. Cox

President, Wilmington (Del.)

Better Films Council

OUR Council started ten years ago. Per-

haps many of you who have been used

to coming to these meetings may know Mrs.

Edmund M. Barsham who formed the

Council at that time. Out of that forma-

tion I feel that we have a very splendid

organization. We are represented by the

Clubs, the Federated Church groups and in-

dividual memberships.

We have a very happy situation in Wil-

mington in that our ten theatres cooperate

beautifully with us. We have so few bones

of contention that I hardly would know
where to start in the complaint line.

We have one person v/ho does the contact-

ing with the exhibitors. In that way the

exhibitor knows this one woman and she is

much more capable of handling a situation

than I or some other of the various members
of the Council. We deal with the exhibitors

as we do with our friends. We are careful

and we are tactful. Any of us may take

kindly to criticism if given in a nice way,

but we all dislike very much the type of

criticism in which people who know a little

something about a particular activity feel

that they are in a position to talk down to

people who make their living in it. There-

fore we try to handle any situation much as

we would among friends. We are a town

of 130,000 and the Warner chain have six

theatres. There is a new one opening very

shortly. Loews have one. The managers

frequently invite us to a private showing.

The artist at Loews very kindly arranged

the exhibition that I brought here. I think

it speaks rather well for our Council that the

manager was happy to make something

which he thought I would be very proud to

bring to New York and I really am.

We do not always have to show our hand

in public about any objectionable picture

which may be considered for showing, but

just by a little discreet passing out of the

word here and there we are able to accomp-

lish a great many things.

A theatre that had been showing a poor

type of pictures was taken over by a new ex-

hibitor about ten months ago. He is doing

a beautiful job of bringing fine pictures to
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that house. We have had Dark Rapture and
Moonlight Sonata. It goes to prove that, be-

cause a house has been the type where the)-

have shown poor pictures in the past, it does

not mean that an exhibitor cannot bring up
his standard of pictures. The same thing

has happened in another theatre, the oldest

in town. I feel that we are just very fortu-

nate in the type q{ pictures that we do get.

A\ e have tried to work toward a motion
picture appreciation study group with the

pubhc school s}-stem. but that has not gone
through, however, in the private schools they

are studying the motion picture as a supple-

ment to their English and histor}- courses.

Mrs. James A. Craig

Founder. Jacksonville (Fla.) Motion
Picture Council

I
am always interested in the subject of mo-
tion pictures and the work there is in con-

nection with it.

There were two things said this morning
that gaA-e me an idea of what to speak about.

There was the lady avIio spoke of her diffi-

culties in trying to pre-view and the gentle-

men who took exception to the idea of one

person rating a picture.

In Jacksonville for thirteen or fourteen

years I have personally compiled the photo-

play guide, not quite ever}- week but almost

every week in all of that time, for one and

sometimes for both of the papers in Jackson-

ville. That guide has the heading, "Com-
piled by the ^Motion Picture Council of Jack-

sonville from information furnished by the

Xational ]^Iotion Picture Council."

"\A'e use the exact wording that is used on

the film lists which are sent out weekly by
the Xational Board of Review. AA'e do not

mention the theatre or the date. It is simply

a listing of the pictures for the following

week. Ever\-one can read the theatre ad-

vertisements and find out which theatre is

showing which film. A\'e list the audience

suitabilit}- that is given by the Xational

Board in connection with each picture, and.

of cotirse, list only those pictures which are

included in the selected lists of the Board.

In that wa}- we feel that we are giving the

public a service that is fair. It does not

implicate us if they do not happen to like it.

Of course, we do not agree among ourselves.

Frequently I disagree with the X^ational

Board's ideas, but we feel that their Commit-
tees have sufficient representation of a cross

section of the public to give a pretty fair

guide to people.

Some of my friends have told me of sit-

ting in a bus and hearing some girls behind

them discussing pictures. One of them
pulled out a list and said, "Here is a picture

I want to see. This is what it says about it."

The comments by the Xational Board give

a sufficierut idea of the picture to let you
know whether you are interested in that type

or not. Some people like nothing but

comedies and some only serious pictures.

These lists give a clear idea, yet without

giving the entire ston.-, so they do not spoil

your enjoyment of the picture.

Mrs. Clarence Echols

Director, The Motion Picture Council for

Dallas (Texas)

WE have two ]\Iotion Picture Councils

in the State of Texas, in Dallas and in

San Antonio. I had the pleasure of organiz-

ing both of these Councils and I am the

permanent director of the one in Dallas,

which is just two years old.

Our Council meets once a month. We
have a membership of about 50, it could be

250, but there is a reason for that as we be-

lieve that sometimes better work can be done

by smaller groups.

AA'e have a stud}- course. \"\'e had talked

so much about educating the .parents so that

they could select the pictures for their chil-

dren to see, that we came to the conclusion

that we needed to be educated about motion

pictures if we were going to try to educate

the parents.

After hours of work the study course was
prepared. It is very simple but x&ry inter-

esting. I say that because I think that most

ever}- family in Dallas has had copies. It

became as popular as Gone JJ'itli The Wind.

To be read it must be interesting.

We are informing all of Dallas as to what

we are doing. Wt have representatives

from all of the clubs, the Federated Clubs,

the \\'omen"s Forum, the Dallas City Coun-

cil, the Parent-Teachers Association, the

Sunshine Club, all of them are represented

in our group. Each month they are privi-
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leged to invite about ten guests. So we do

have crowds.

We go directly through correspondence

to the producer, whenever we have com-

plaints. We tell him about his pictures. If

we like his pictures we praise them very

much, and we will go to any extent to help

put on the good pictures and to advertise

them.

The Council previews all of the pictures

and keeps a record. The telephone rings

constantly about this and that picture. We
classify them for family, adult and young

people. These classifications appear in the

Saturday morning and in the Sunday news-

papers. That provides word of them right in

the beginning, as our shows are changed on

Saturdays, and thus the mothers know
where their children should go. The Council

and their guests attend each month the best

show in town.

Last year, as I told you, we had a study

course. This year we have changed a little

and are having a lecture each month. The
first lecture was by one of our leading news-

paper critics on the subject, "The Essentials

of a Good Motion Picture." We have fol-

lowed that right on through.

So that our study course will not be for-

gotten, occasionally a list of questions is pre-

pared which makes it necessary to go back

through the study papers of the last year in

order to answer them.

Mrs. F. B. Frear

President, Rutherford (N. J.)

Inter-Club Council

THE Rutherford Better Films Committee

was organized in 1924. We were very

active from the beginning and we went after

all of those ideals of which we think so much.

We are now known as the Inter-Club Coun-

cil.

We have put motion picture appreciation

into the schools as part of the English

course. The junior motion picture apprecia-

tion groups of the Committee eventually be-

came the High School Motion Picture Clubs,

which the young people can join after they

have had sophomore English and motion

picture appreciation. These clubs are so

popular that they have trouble limiting

membership. In doing this we achieved one

of our original aims.

We have the Photoplay Guide in the

newspaper and in the library. We have

library service, with the library cooperating

in various ways, such as a special shelf of

books from which films are made.

Our motion picture theatre has 98 per cent

selected pictures, with a high average of

family week-end pictures. We have had in

the theatre special Saturday junior matinees

but finally gave those up, because the parents

of our town decided that they knew what

was best for their children and sent them to

the usual matinee on Saturday afternoon,

feeling the family week-end program was
good enough. The manager of the theatre

has always been cooperative. The tradition

in that theatre is that the Rutherford people

are fussy and will not take anything. There-

fore, our programs are of a much higher

type than those in some theatres near us.

Cards are sent out for exceptional films

when they come to town. We have a mail-

ing list of about 250. If a real need comes

for an active study group we are there, but

we feel that a study group is not necessary

in our community today.

Mrs. George Holderer

Scarsdale (N. Y.) Motion Picture Council

OUR situation is a little bit difficult be-

cause of the close prominity to White

Plains and New York City. People go to

see the pictures at the first-run houses there

and say to us, "Why do we have to wait so

long to see the picture in Scarsdale?" Of
course, that gives our theatre manager a

problem.

We started out as a Council by having

representatives from all of the various or-

ganizations that were interested in children.

From those representatives quite a number
of us had been selected to do reviewing with

the National Board of Review and with

other preview organizations. We meet at

regular monthly intervals and make out a

list of films which at least one of us has

seen and send that list to our schools.

Some of the schools consider this of suf-

ficient value so that it is mimeographed
and sent out to each home represented in the

school. These pictures we are quite sure

from the general consensus of the preview-

ing oi'ganizations are ones that are of



12 Nation-al Board of Rcviezv Magazine

definite worth. We provide also a column

for our local newspaper which carries a brief

resume and evaluation of the pictures to be

shown the following week.

Another difficulty we have found in our

community is to get the children to go to the

pictures which are shown at the children's

matinee. \Ye tried for a long time to have

an early matinee, with a break in the pro-

gram following i*-. But would the children

go home? No, indeed, they saw their pic-

ture and then stayed through the others.

That has been given up and the management

shows a western with appropriate shorts for

the children Saturday afternoon early and

then the regular film is shown. The chil-

dren go in at one-thirty and come out at a

quarter of six. There does not seem to be

much that we can do about it. The real

trouble is that the parents are not sufficiently

interested to insist that the children come out

of the theatre when the children's program

is over. I am very much afraid that they

feel it is a ver\- convenient nursery.

We are hoping by very careful absence

from the theatre on the part of the people

of Scarsdale we can stop Bank Xight. It

started out with a bang. They had it every

Monday night with poor features, hoping

that Bank Xight would be the bait that

would drag the people in.

So far we have been able to do little in the

way of anv motion picture appreciation work

in our schools. Our superintendent and

Board of Education are very conservative

and they still seem to feel that it is some

woman's notion. \Yt are trying by showing

them what other people are doing, to con-

vince them that the idea is not ours alone

but one that is of A'er\" wide importance. We
are working along slowlv and carefully, hop-

ing that we Avill eventually get from our

schools the kind of cooperation we need.

Mrs. Harold E. Kerwin

Chairman, Better Films Council

New Bedford (Mass.)

OUR Council is five years old. ^^'e have

representatives from forty-two of the

organizations in our community and the sur-

rounding towns. We started off by doing all

of the things we were supposed to do, we
h^d the bi-monthly discussions and all that

sort of thing. Wt kept going along very

well. Today I have heard so many fine

ideas proposed here that we will keep going

in a much finer way than we have the last

year.

Our main idea was to put the ratings in

the paper for the mothers to see and judge

for themselves what picture they wanted

their children to attend, and to make the

people motion picture minded. We use the

prepared ratings. We have to get them in

the Wednesday morning paper as one

theatre program changes on W'ednesday, one

on Thursday and one on Friday. We. were

rather surprised to find that those using

our ratings most were members of the col-

lege club. They could not do without them,

they told us. Our papers have been splen-

didly cooperative and ha^-e given us all of

the publicity we want.

Our managers are rather pleasant. There

is, however, a sort of tepid feeling, they do

not seem to dislike us, but they just don't

like us either. The\' do deserve credit be-

cause the}- started the Saturday morning

children's matinees when they had particu-

larlv fine children's pictures. When they

do it we applaud vigorously. We think

that encourages them. Also, when some of

the finer pictures, like Midsummer Xight's

Dream and Romeo and Juliet came to town

thev called on us to help them, ^^'e thought

that a nice gesture. The College Club made
quite a social event of these and also made
quite a little money for the Club.

We send all of the vacation dates in Xew
Bedford and surrounding towns to our man-

agers so they can prepare better programs

for vacations when the children are free.

They had said many times, "If we had only

known." So we do not let them have that

excuse any more.

I do not believe that we have done many
outstanding things. I think we are like

most of the Xew Englanders, rather con-

ventional. We sort of work along usual

lines and keep going. Someone told us that

we are an army in reserve, if we are needed

we are there to be called on and are ready

to go to work. Perhaps that is just what

we are.
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Dr. James S. Kinder, Professor of Visual

Education, Pennsylvania College for

Women, Pittsburgh

THIS is the first of your fifteen con-

ferences which I liave had the privilege

of attending and I have enjoyed it very

much. If the programs of today and to-

morrow are anything like those of yesterday,

I shall be more than delighted to have been

here. This conference is exceedingly inter-

esting and the work that you are doing is of

tremendous A^alue.

I am Professor of Visual Education and

Director of a Film Library in a private col-

lege, which leads me to say that I am chiefly

interested in instructional films. Of course,

I am also interested in the entertainment

film because I realize that the two cannot be

separated entirely. Instructional films should

be entertaining—they should be interesting

to boys and girls—and I think the entertain-

ment film will, in most cases, perhaps in all

cases, be instructional. In fact I can scarcely

imagine any film which does not have some
instructional value, be it good or bad.

Mrs. Cuthbert, Chairman of the Pitts-

burgh Council, should be here to report on

the work of her organization. I have met
with that organization on a few occasions

and it is doing an excellent piece of work.

The members of this organization have been

working closely with the P.-T.A. and the

principals of the schools, and have sponsored

better movies for children. Quite reasonable

results have been accomplished in at least

four sections of the city.

My own work is more with teachers, that

is the teaching of teachers. A good deal can

be done in the matter of informing teachers

in advance of what they can do with chil-

dren's movie appetites before they get out

into the schools.

You may be interested to know tliat the

Pennsylvania College for Women sponsored

a visual education conference last year for

the teachers of our service area. The con-

ference was so well received that we are re-

peating it this year. The Pittsburgh Public

Schools, through the Director of Visualiza-

tion, Dr. John HoUinger, have assisted us in

planning these conferences. This year the

conference will be held on March 31 and
April 1. The emphasis will be on using all

types of visual teaching aids in the class-

room. Several teachers from the Pittsburgh

and surrounding schools will take part on

the program. For example, there will be

talks and demonstrations on using these aids

in the teaching of elementary science, char-

acter, English, etc. One very interesting

aspect of the program will be to show the

use of school-produced moving pictures to

stimulate the P.-T.A. Miss Louise Milligan,

assistant supervising principal of the Forest

Hills Borough Schools will discuss this sub-

ject and use a film which she produced in her

school. Three out-of-town speakers will ap-

pear on the program; Dr. Howard Gray,

Director of Field Studies of Erpi Classroom

Films, Mr. Arch A. Mercey, Assistant Di-

rector of the United States Film Service,

and Dr. Wilham Gregory, Director of the

Educational Museum of Cleveland. We are

expecting an attendance of about three hun-

dred. The proceedings of the conference

will be mimeographed and sent to interested

parties at the small cost of fifteen cents to

pay for paper and mailing.

Mrs. William J. Massa

Vice President, Staten Island (N. Y.)

Better Film Council

THE Staten Island Better Film Council

was organized under the auspices of the

Richmond County Chapter, Daughters of

the American Revolution and the Federation

of Women's Clubs. It has in its membership
many of the civic organizations on the Is-

land, which are giving us more and more
support, as our aims are more widely under-

stood. The Council President is Richmond
Motion Picture Chairman in the Federation

of Women's Clubs and she has been glad to

confer with the State and City Chairmen of

the Federation.

We have won the cooperation of the local

press and, best of all, the good will and as-

sistance of the theatre managers.

The outstanding feature of our work is

the publication of the Staten Island Motion
Picture Guide, twice a month, in which is

listed, two weeks in advance, all the pictures

which are to be shown at our fourteen mo-
tion picture houses. These pictures are

rated for audience suitability—adults 18

years up, young people 15 to 18 years, fam-
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ily under 18 j^ears. Fifty pictures are about

the minimum on the Hst.

The Guide is placed in the schools, public

libraries, parish houses, and is sent to organ-

izations and individuals who are members.

Our papers publish our list and even our

condemnations. The libraries have set aside

shelves for books, pamphlets and announce-

ments of the motion pictures, and a bulletin

board on which stills are displayed. As
the pictures move to the different houses,

the stills and data are sent to the library

nearest the theatre in which the picture is to

be shown. The producers are most gener-

ous in sending us the stills. These are for

the outstanding pictures and generally relate

to the books on the librar}' shelves. This is

arousing the interest of the young people

and increasing demand for the books.

The High School English classes are

forming motion picture clubs and preview-

ing pictures through the courtesy of the Na-
tional Board of Review. The teachers come
to us for advice and we are more than glad

to be helpful.

When public criticism is made of our

work we try to answer through the press

explaining the whys and wherefores of

what we have done. W^e are always glad of

criticism for we feel this work belongs to

the public. The horse race at one of the

theatres was criticised by the Federation of

Mothers' Clubs, as they felt it was teaching

the cliildren to gamble. At the suggestion

of the Council, the manager immediately

eliminated this. Of course, our aim is to

back the good pictures and publicize them

so that the}^ will be a paying proposition

;

this is all the managers want, as it is their

living and the box-office receipts teU the

story.

We have had three open meetings this

year. Mr. Hal Hode, a Columbia Pictures

Executive, was one of the speakers, giving

us a resume of the picture Tlie Lost Horizon.

He was so impressed with the sincerity and

interest of the audience that he sent The
Lost Horizon books to the libraries. Other

speakers were Mrs. Bettina Gunczy of the

National Board of Review and Mrs. Ruth
Byrne, who directs the motion picture study

work at the Tilden High School in Brooklyn,

and Mr. Louis Moses, one of our independ-

ent theatre owners. The Council pays for

its work through its membership.

AVithout the cooperation of the press and

theatre managers our work would be much
more difficult. We feel that the standard

of pictures shown has been raised and that

the work has proven worthwhile in the

Borough of Richmond.

Mrs. B. L. Meek
President, Knoxville (Tenn. ) Motion

Picture Council

THE outstanding accomplishments this

year of the Knoxville Motion Picture

Council, have been the sponsorship of Na-
tional Book AA'eek activities, the publication

of a weekly Movie Guide, a study depart-

ment in connection with our monthly meet-

ings, library contact and school contact.

During Book Week we placed posters in

all schools, theatres, department and music

stores, Hbraries, the Y.W.C.A. and the

Y.M.C.A. Our city librarian, arranged an

attractive corner for us, with books and

pamphlets pertaining to motion pictures, and

the files of our weekly mOA^ie guide, which

we started July 4th of this past year. This

corner was so enthusiasticalW received that

it is now a permanent feature. Our Council

has recently presented to the corner a sub-

scription to the National Board of Review

Magazine. Persons unable to come to the

library may telephone for information on

current films.

Our theatre manager gave the library and

the Council an attractive "flash" at his larg-

est theatre, in cooperation with Book Week.
He also gave cash and a liberal number of

passes for prizes in an essay contest, spon-

sored by the Council in the junior and

senior schools.

In addition to the essay we conducted a

survey in the public schools in regard to

what books or stories the students would

like to see filmed. Dr. Clark, Superintend-

ent of our city schools, was so pleased with

the essay and survey that he personally

presented them both to all junior and senior

high school pupils. The Book Week pro-

gram was received with so much enthusiasm

by the English teachers and pupils that we
plan to make it an annual event.

At the beginning of this year we organized
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a study department devoted to studying vari-

ous activities concerning motion pictures.

We try to have an inspirational speaker and

an educational speaker at each meeting. We
have two representatives from the Parents

and Teachers Association, D.A.R., U.D.C.,

Pen Women, CathoHc organizations. Busi-

ness and Professional Women's Club, Girl

Scouts, Library, A.A.U.W., Junior League,

Junior Hadassah, Music Clubs, and Church

Auxiliary.

We are working right along with our

policewoman, Mrs. Allen, in cleaning up

obscene entertainment in our theatres. We
only have one house to watch now. We are

given the privilege by the theatre manager

to cut as much from both stage and screen

as we see fit, and we check to make sure this

is done. We found the advertisement in the

newspapers to be worse than the pictures

themselves. However, the newspapers are

now cooperating b}' not running any adver-

tisement on a picture of this type without

either Mrs. Allen's or our Council's endorse-

ment.

Knoxville, as you probably know, stands

third in Visual Education. I would like to

speak briefly about the special motion picture

activity which is called "The Knoxville Pro-

ject" by the Secondary Schools division of

the N.E.A.

On the first Saturday of each month the

junior and senior English students are priv-

ileged to attend special screening of some of

the finer motion pictures of the past four

years. Tickets are sold for only ten cents

in the school on the Friday preceding each

showing. Every one who purchases a ticket

also receives a study guide especially pre-

pared for each picture. Teachers do not

give any special test on the pictures ; we
want the students to enjoy them for what

they are, adaptations of great pieces of

literature or famous stories from history.

There is only one screening of each picture.

Mr. Street, local theatre manager, is owed

a great debt of gratitude from us for his

whole-hearted cooperation in making this

project a success.

In addition to this school activity, the

faculty of our largest junior high school is

privileged to ask for a special showing of

any educational short, which is being shown

in any of the six chain theatres. These
shorts are brought to a theatre within a very

short walking distance of the school, where
certain classes come to see them free of

charge. All our schools have 16mm pro-

jectors and films.

All our better theatres have hearing de-

vices for the deaf.

We have had some very encouraging and
appreciative articles in the newspapers, and

have received many letters on our efforts

and accomplishments.

Mrs. Charles T. Owens

President, Philadelphia (Pa.)

Motion Picture Forum

IT is again a pleasure to be in attendance at

the National Board of Review Annual

Conference and to be able to renew old ac-

quaintances and to make new ones. As well

as to gain a never- failing inspiration.

You will notice that we have a small ex-

hibit here. It shows our main projects. Our
regular monthly Forum meetings are grow-

ing in interest and helpfulness.

We would like particularly to call your

attention to the following achievements for

this year : Our Welfare Committee has been

doing some very fine work. Their activities

included the Christmas canned goods show,

and the matinee at which cheer was provided

for at least 2000. The food collected was
given to the charities that were most in need

of it. There was the toy matinee in Potts-

town at which toys of all kinds were col-

lected, then repaired and afterwards given

where they could do the most good. And
there was the Shriner's Circus to which

about 100 children were taken by our Wel-

fare Chairman. We also have sponsored

matinees for underprivileged mothers.

We have special study class programs.

The eleven o'clock class sees a current

foreign film as the guests of the Studio

Theatre. Then there is the one-thirty class

which has a discussion of that film and

others of current interest as well as news

items, under the capable direction of the

leader, our Mrs. Cupitt. At two-thirty

there are study lectures, one by Dr. John E.

Dugan of Princeton, N. J. High School, an-

other by Dr. Arthur Cleveland, of Temple
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University. We have book reviews on the

subject of motion pictures.

Another Forum actiAdty is stressing the in-

stallation of devices to assist the hard of

hearing. There are six theatres in the

Philadelphia area that now have these de-

vices.

Our Forum publication "Guide to Enter-

tainment" has a distribution of about 5,000

monthly. AVe have a scrap book, which we

find a very worthwhile project.

Also we sponsor as a special thing such

films as The Citadel, Of Human Hearts,

Grand Illusion, The Christmas Carol, Idiot's

Delight, and Pygmalion. We mentioned

Christmas Carol on a broadcast and sent out

letters and post cards on almost all of the

others giving them special mention.

We have organized several worthwhile

groups and joined several others in order to

increase our contacts and influence. We
W'Ork in cooperation with the State Board of

Education and the X. E. A., Department of

Secondary Education, Committee on iVIotion

Pictures, Pennsylvania Regional Director.

We have been included in all worthwhile

events, such as the Constitution Celebration

in Pennsyh-ania.

We have two large luncheons during the

year, at which we try to have nationally

known speakers and guests. Before the

luncheons we are guests at our best theatre.

We make quite an event of each of these

functions. A young women's speaker's

bureau has been started and we find that we
are having many requests from difl:'erent

organizations for this type of service.

Various Committees have been formed to

direct different activities. We have a splen-

did Hostess Committee, for we find that it

helps a lot in the spirit of the meeting to

have the members greeted cordially at the

door. The Program Committee is under the

Chairmanship of Mrs. Raymond R. Bear,

who is Chairman of the D. A. R. State jMo-

tion Picture Committee. AA'e haA^e a Distri-

bution Committee and a Contact Committee,

wliich contacts all of the new organizations

in order to interest them in joining us. W^e
have a Committee that comes over to New-
York frequently to meet with the National

Board and bring back to us inspiration.

Mrs. William Barclay Parsons, Jr.

Schools Motion Pictiire Committee
New York City

Iwill try to tell you how the Schools Mo-
tion Picture Committee started and what

it is doing.

About three years ago Mrs. Alonzo Klaw
who is now' Chairnoan of the Committee,

and I were ver\- anxious to do something

about better pictures for children. I had

been running, with the help of many other

women, a picture house for little children.

The question was asked, Why can't we do

something about the older children?

W't went to an independent house in New-

York, a small house and w-e said, "When
you have a good feature picture if the rest

of your program is not good will you at our

suggestion change your short, and will you

change something in your news that w-e do

not like?" To our surprise he said, "Yes,

I will try." We said, "If the whole program

is good we will gi^-e you publicity in the

schools and in the newspapers, as much as

we can get."

We went to two other houses that year

and they said they would do the same tiling.

We had three houses working with us and

perhaps about fifteen schools. \\'henever

the whole program was good at each of these

houses w-e sent the new-s to the schools, and

said, "These are the picture houses where

there is a full program which is good."

Well, it grew from that. The next year

we had more theatres. Up to this year we
have 300 theatres working with us in New-

York and about 100 schools. That means
that there is a choice of good programs in

perhaps 25 or 30 picture houses every week.

The New- York papers print these lists of

pictures for the week-end.

The idea is that there is a good feature

picture, with the rest of the program good

too. That is what we try to emphasize. It

isn't just one picture but the whole program
that is good. We recommend it only up to

fourteen years old—or rather, from fourteen

years down, perhaps we had better say.

After young people are fourteen they will

go to see an}-thing anyway, we feel.

To the many schools working with us we
send our recommended lists and they put

them on the Bulletin Board, and the parents

can read the lists in the papers. We have
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liad many people write to us and many say,

"We couldn't do without these."

We have had extraordinary cooperation

from the independents. It has taken months

for them to realize that we are not trying to

get something out of it. We now have co-

operation. When there is a picture that we
do not like we do not do anything about it.

There is no negative propaganda at all. It

is all constructive.

The way we secure information for our

activity is that we have a group of about

forty who review with the National Board
of Review. If it were not for their coopera-

tion we would not be able to go on at all.

A list of all the pictures that are approved is

made. The theatres write in or we call up
every week to find out what their programs

are to be. Three people work out from

these programs the lists which the papers get

every Tuesday for pubhcation before the

week-end.

Mrs. Fred B. Ross

Motion Picture Chairman,

Bergen County (N. J.) P.-T.A.

I
am very much afraid I am going to make
you very envious. Our Teaneck Theatre,

in Teaneck, N. J. is running a single feature

program and on every Monday night we are

having an exceptional picture. Among those

that we have had are Moonlight Sonata,

Life and Loves of Beethoven, in French,

and among those to come are Grand Illusion

and Ballerina.

We are very fortunate in having a

Skouras theatre to work with. We have

found—at least I have found in my chair-

manship for the last seven or eight years

—

that Mr. Skouras is striving for the very

finest in motion pictures and he has been

most cooperative, anything that we have

asked for he has very readily given to us.

It is through him that this project has been

made possible.

Our local manager has really done out-

standing work. He spends sometimes two
or three hours going through shorts. Of
course, with a single feature program we
have to have shorts. He has had the Fitz-

patrick series of travelogues and the Un-

finished Symphony and Tannhaiiser and

many other exceptionally fine shorts. People

often tell others that they would not miss

the shorts which he shows.

During the Monday evening special pro-

grams, between the first and second showing
coffee and crackers are served at the back
of the theatre. All of you who belong to

clubs know what refreshments mean. But
this does make for a friendly atmosphere,
especially enjoyed by the teachers who come
together here. We have made this a county
project and not just a local undertaking.

Many of the teachers who meet occasionally

at their conventions, now have this weekly
coming together. They stand around before
and between showings discussing their dif-

ferent school problems. The organizations

cooperating are our Bergen County Parent-
Teacher Association and the Hackensack
and Teaneck Women's Clubs.

This friendly atmosphere is not confined

to the special Monday night program. Dur-
ing the entire week we have a very attractive

lounge upstairs where demi tasse and crack-

ers are served, and there are magazines for

anyone to read. I have found as I have
been there many times that there are a num-
ber of young men, evidently working boys
in their early twenties, who go up there

early and sit around and read the magazines
and smoke. Cigarettes are offered free of

charge, too. It is a fine place for these

young men. They meet and enjoy them-
selves. We really feel that we are doing an
important work for them too.

In Bergen County it is compulsory for the

French students during the year to come in

to New York City to see French pictures.

Now we have special rates for them when
we have the French pictures. The teacher

initials the tickets that are distributed, and
then the students are given the reduced rate.

This eliminates a trip to New York, an ex-

pense which a number of them cannot afford.

It also relieves the teacher of the anxiety of

bringing a group to New York. We have a

special matinee for these French students at

four o'clock and we have found that the

auditorium is practically filled.

We have heard the demand for single

feature programs for the last several years.

Now since we have been running them for

three months we have had to telephone

people and tell them about it in other ways.
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We have contacted personally every princi-

pal throughout Bergen County and they are

helping us for they in turn contact their

teachers. It has been a constant and hard

pull but we are at last realizing the fruits of

our efforts and that people do appreciate the

single feature, especially if these are excep-

tional pictures.

Mr. Vernon Sanders

Vice Chairman, Bronxville (N. Y.)

Motion Picture Council

THE history of our Council goes back to

that point where, for years, a Film Com-
mittee of the Women's Club of Bronxville

had been previewing films and trjdng to co-

operate with the theatre manager. Usually

the attitude was that here was a group of

nosey women ^^-ith too much time on their

hands. To overcome that, about five years

ago a move was started in which around

120 of the citizens of the town, many of

them men, were asked if they would work
with such a Council. Some 100 signed up

and said they would give time and money to

help further the study of the motion picture

problem.

The Council was then organized. It does

its business through an Executive Commit-

tee representing the sen-ice organizations of

the village. On that Executive Committee

there are about as many men as women. So

far we have practically always had a man
for Chairman.

The Council has a very happ)- situation.

It is a one-theatre town. That theatre being

one of the Skouras chain, and you have

heard that they are cooperative. However,

we still have plenty of dragons to kill. We
started out the first year simply to make the

parents and people of the village aware that

there was a motion picture problem. We
did this through newspaper publicity. The
second year we worked a little more on get-

ting better conditions in the theatre, such

as safety, and on( motion picture appreciation.

The next year we "went to town" on the

children's matinee. We are still going and

have not reached town as yet. We sub-

mitted to the parents of the village, some 804

of them—that is 804 homes—a questionnaire

asking them just what they wanted for a

children's matinee. A morning matinee had

been tried without much success, also an

afternoon show at which the children stayed

three or four hours, and that was not good.

So we devised a questionnaire asking the

parents some twenty questions about what
they wanted for the children on Saturday

afternoon. AVe published the results in

pamphlet form "Movie Programs for

Bronxville Children—\Miat 748 Parents

Think." \\t took these answers to the man-
ager and said, "What are you going to do

about it?" He said, "We will cooperate if

you will help us."

We put into effect an afternoon program
which would be not over two hours in length,

a single feature with suitable shorts. Often

the week-end picture was suitable, because

the manager had tried to get family pictures,

so we did not have to use another film. If

the picture was not suitable he would put

in a picture which the Council recommended.
There would be a break in the program after

the children's show and before the Saturday

continuous show, as long as a half hour.

That was fairly successful. About 75

or 80 per cent of the children did get up and
go out. It is our experience that a 15-

minute break will be as valuable as a half

hour and will not cause disgruntled adults.

Children sit in the orchestra only. There

are no trailers and the price is reduced.

The show has not been entirely successful

for several reasons. In the first place, it

was misnamed. It was called a children's

show. At once the older children boycotted

it. It came a little too early at first and the

families could not meet the schedule. That
has been rectified since. The manager is

very much committed to a week-end family

picture and that is what we are trj-ing to get.

We have started to help in selecting the

shorts. Sometimes they are suitable and

sometimes not. Now we are checking every

Saturday afternoon show with a check sheet.

Another problem is that as soon as the

^lotion Picture Council had been organized

and started to function the parents said,

"That problem is all settled. We haven't

anything else to do." I imagine 3'ou have

found the same thing. What we have to do

is to get the parents to believe and to act on

the fact that it is their job, too.

Last year we asked the parents, this year

we are going to ask the children. We have

prepared and are ready to submit in the local
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schools, from the fourth grade to the

twelfth, a simple questionnaire asking the

children just what they want on Saturday

afternoon. Alany of the children are pretty

serious about it and from this we can at least

get their cooperation, when they know that

we are asking them what they would like.

Mrs. Charles W. Swift

President, Motion Picture Council of

Elmira, N. Y.

WE are a small city of 50,000 so perhaps

we can do some things that the larger

cities cannot, we can reach our people with-

out sending out lists.

This is the fourth year of our Elmira

Motion Picture Council. It has a member-

ship of 45 organizations : clubs, civic, religi-

ous and educational groups. We meet once

a month for a business meeting, for discus-

sion and for information which each Chair-

man takes back to her particular group.

We have a very enthusiastic group to

work with. Ten new organizations joined us

this year. We have concentrated on three

main objectives. First, making the people

of our city more motion picture conscious.

Second, interesting the young people in the

study of motion pictures. Third, making

the influence of our Council felt in the

community.

At our April meeting of last year we ob-

served Motion Picture Week, as had been

discussed here at the Conference. The news-

papers and the Association of Commerce
IMagazine gave us very fine writeups to start

it off. The merchants cooperated, showing

stills from the motion pictures, in the depart-

ment stores, dress shops and men's stores.

One store showed exhibits of cameras, pro-

jectors and other photographic equipment.

The music stores displayed music taken from

motion pictures. Book stores and libraries

exhibited books that were used for pictures.

Clubs and organizations showed stills and the

research exhibits sent out by the motion

picture distributors. As it was Easter Week
vacation for the schools and for Elmira

College they could do little except to an-

nounce the program the week before.

We felt that this reached a great many
people and it seemed to make them more
conscious of the influence of the motion pic-

ture, of its educational, as well as entertain-

ment value.

National Book Week was also observed

with posters and exhibits in the schools and

the college and in the libraries and book

stores.

We belong to and cooperate with the Chil-

dren's Theatre Council in bringing outstand-

ing entertainment for children to the city.

We had a program of four entertainments

this year.

Once a year we bring an exceptional

photoplay to our community, something \\-e

would otherwise not see. We sell tickets

in order to earn money to carry on the work
of the Council. Last year we brought

Mayerliiig. This year it was Moonlight

Sonata, with a balanced program of fine

shorts. It played to packed houses for three

days and the general comment was, "Why
can't we have more of this type of picture?"

We received some good newspaper advertis-

ing and some nice writeups. Our three

new^spapers are all owned by one organiza-

tion. The theatres can never get any adver-

tising for which they do not pay. There-

fore, it was quite wonderful to think we
had several columns with no charge what-

ever, devoted to the film that we had brought

to Elmira. It helped us a great deal and we
felt that we had accomplished something in

getting this writeup. We had circulars

printed which we distributed to the Thurs-

day ^Morning Musical and the University

Club. This reached the people who would

enjoy a picture like Moonlight Sonata. The
publicity spread out to the surrounding

towns, which were all represented at the

showing of the picture. We earned over

$100. for our Council work.

We have a Photoplay Club among the

high schools, which meets every Eriday

morning at a quarter of eight. A very en-

thusiastic group started this Club and they

preview pictures quite often and discuss

them. Another high school is ready to have

one formed. The teachers and principals are

interested in beginning photoplay apprecia-

tion in the high schools. We are doing

everything possible to get that started this

spring so that by fall we will have it in many
of the English classes.

We are included in all the community pro-

jects, so that we feel that we are really being;
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recognized as doing something constructive

in the community. We are looking forward

to more accomplishments in another year.

Miss Beatrice R. Tripp,

President, Rochester (N. Y.) Better Films

Council

IN the Rochester schools we have a regular

required course-in motion picture appreci-

ation in the second semester of the third

year's work. It is written into the regular

English schedule.

We have organized a study group in the

Council. It is under the direction of Mrs.

Belinson, a member of the Council and man-

ager of our Little Theatre. There are about

25 members of that group, which I think is

good considering that our total membership

is only about 150.

Just to be a little dififerent, I am going to

tell you about a failure that we have had.

You have been talking about the successes.

'We have had our failures.

For some years we have had, in the Demo-
crat and Chronicle, Rochester's leading

newspaper, a list of the current pictures

with their ratings, which we took largely

from the National Board of Review ratings.

The theatre exhibitors objected, so we had

to discontinue it.

Mr. George David, the motion picture

reviewer on the paper has giA^en us some-

thing of a substitute. He rates the pictures

as family or adult, and gives to the Motion

Picture Council the credit for those ratings.

That is all we have in the paper. We did

not feel that this was enough, so we organ-

ized a bureau which people might call on the

telephone to get more detailed ratings of the

current pictures. That was going along

pretty well, but a difficulty was that we did

not always get the ratings in time to answer

requests that came in on the opening day of

a picture. So we conceived the idea of hav-

ing a member of our Council attend the first

showing of the picture in each downtown
theatre each week, going in about eleven

o'clock when the theatre opened, and after

the completion of the program telephoning

her rating to the Bureau so that for the rest

of the day we would have something to give

to those people who telephoned.

I wrote letters to the two managers of the

downtown theatres asking if they would ad-

mit one of our members at that time. The
representative of the Loew interests in

Rochester was most enthusiastic about it.

He said he thought it would be of mutual

benefit. Our representatives began to go to

the theatre. We had two, a man and a

woman, who went on alternate weeks.

The other manager, controlling three

theatres, did not reply to my letter. I wait-

ed three weeks and then wrote to him again.

His reply then was that he could see nothing

in such a project and would be obliged to

refuse. He did ask me to call on him and

I did that, thinking that perhaps he would

weaken, but he did not. He said he felt that

altogether too many people and too many
organizations were criticizing motion pic-

tures and that he did not see any reason why
we should be rating pictures.

Then he cited this instance; suppose a

mother intends to go to the theatre in the

afternoon and take her child with her. She

will call up our Mrs. Mayer, and perhaps

be told that the Council Ims rated the picture

for adults only, that it is not a family pic-

ture. Then she will not be able to take her

child and she probably will not go herself.

He said, "I would lose two admissions."

I am very sorry because I know that we
were giving a real service to many parents in

Rochester, and I felt that as the news spread

more people would be using it. That is

something that we shall have to work on.

Mrs. A. S. Tucker

Advisory Vice-President,

Louisiana Council for Motion Pictures

I
want to say it is a very great privilege to

be here to attend a Conference that is

devoted entirely to motion pictures, and to

come in contact with community leaders who
haA^e the same purpose and objective in

doing this work. I have traveled 1100 miles

on the train, two nights and a day, to be

here.

We were organized first as the New
Orleans Better Films Committee in 1932.

Feeling that a Better Films Committee was

not quite broad enough for the scope of

motion picture work, the following year we
changed our name to the Louisiana Council
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for Motion Pictures, and set as our main
purpose and objective the development of

motion picture appreciation in tlie schools as

a part of the regular curriculum.

We now have forty organizations affili-

ated with our Council, and over 100 mem-
bers at large. Our membership is composed
of cultural and study clubs, Parent-Teacher

groups, mothers' clubs, parents' clubs, school

groups, Y.W.C.A., Y.M.C.A., the Orleans

Council of Jewish Women ; in fact, I think

we have a very fair representation through-

out the club area of Louisiana.

We are extending our work now as rap-

idly as we can, because expansion comes
with the development of study programs.

We have used Dr. Lewin's monograph on

motion picture appreciation in high schools

as a text book to give to teachers and prin-

cipals and we have used Dr. Dale's book.

We have used the National Board of Review
Magazine. At our monthly meetings in

presenting various articles to the schools we
have encouraged the clubs to use the won-
derfully infoniiative specialized articles on

various phases of the motion pictures as a

part of their club programs.

One of our first achievements was to con-

tact the State Superintendent of Education
in Baton Rouge, to have him look over the

program of work and to ask his endorse-

ment, which after a month's time he gave.

He endorsed it to such an extent that he

sent a circular letter to every superintendent

throughout every parish in the State of

Louisiana.

We approached the superintendent of the

Parish schools. He gave us a letter of

entree into all the schools in New Orleans,

to work with the teachers where they were
willing. We have never forced ourselves

into the schools. We have always tried to

develop so much material and so many good
things to show them that they would be

enthusiastic about the program and would
want to go ahead and oi^ganize it.

The Normal School started working with

us when we were organized. At first it was
extracurricular. Last February, a year ago,

they found a place in their regular course of

study for it. This is very important because

these girls are our future teachers.

The Department of Superintendents of

the N.E.A. met in New Orleans in February

1936, with about 10,000 educators there. We
were fortunate in being able to have a joint

conference with the Department of Second-

ary Education and to bring Dr. Lewin to

New Orleans. We had such fine cooperation

for that meeting. RKO sent down a print of

the March of Time, showing Dr. John
Dewey demonstrating progressive education

among young children.

We are happy to say that an outstanding

educator, who is a member of our Council,

was selected as Regional Director. He has

spent a great deal of time in organizing the

work and has included several members of

the Council on his advisory committee.

I feel that the one thing that a conference

such as this can do is to bring a unified

program among all groups. We all do cer-

tain things, but it seems to me if we would

stress, as a group, the need and the want for

motion picture appreciation in the schools,

then the State Departments of Education

and the N.E.A. will find places in the regular

course of study for it on a par with litera-

ture, music, drawing, and the other arts.

This year a school survey is being taken

in New Orleans of the Orleans parish

schools, that is, the public schools, with the

idea of improving the curriculum. The
Council was interested and through the

Committee of Educators there is to be sub-

mitted a motion picture study. Besides

creating study classes in the schools the

Council is also encouraging and carrying

along with that program the use of the mo-
tion picture projects and educational films

as part of the teaching equipment in the

schools. Where there is no money for the

school to buy it we are encouraging the

Parent-Teacher groups of the schools to

purchase it. Orleans Parish is compiling a

film library. The Louisiana State Univer-

sity has an outstanding one, and the schools

can get the films for the price of transporta-

tion.

We have a Drama Chairman, who was
formerly a Little Theatre member. She has

a round table at our monthly meetings on
current pictures and everybody takes part in

it. Also incorporated in the monthly pro-

grams are the reviews, oral and written,

from the pupils of the various schools work-
ing with us.

We have had very fine contact with the
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theatres and they have been most cooperative

in furnishing us with study charts and study

guides and various materials that would
help the community program.

Twice a year the Council has an open

meeting. At this open meeting we present

a review of a very fine film or of a book that

is made into a film. These open meet-

ings are usually attended by anyw^here from
two to three hundred people. We have 18

affiliated neighborhood picture houses. We
have about 14 independents. We have five

first-run downtown theatres and we have

one or two first-run downtown independents,

who show the outstanding foreign films that

the regular large theatres do not show. We
have not published lists because we use the

National Board of Review lists, and other

published lists that are placed in the public

libraries, in the Y.W.C.A., the Y.M.C.A.,
in some of the high schools and other strate-

gic points.

Dr. Francis D. Tyson
Department of Economics, The University

of Pittsburgh

WHEN I listened to these splendid re-

ports of constructive achievement by

you women leaders through the country, it

seemed to me that we academic people,

should be put to shame. For years some of

tas, Dr. Frederic Thrasher, Dr. Frank Astor,

and many others have been interested in ex-

tending the work of the National Board, so

that a trained Field Secretary might be

available for your service to standardize and

pool the best experience of the country.

I am reminded of an old aphorism of

Bernard Shaw's, "He who can, does; he who
can't, teaches."

I had hoped that there was going to be

time for our Chairman, Dr. Pettit, who is

one of the few real experts on community
organization in the United States, to com-

ment in summary after this interesting dis-

cussion, on some problems of theory and

practice in the organization of Motion Pic-

ture Councils.

There is no doubt that, as perhaps, the

R,ochester experience given today indicates,

the organization of an effective and continu-

ingly operative Council in a large city is dif-

ficult. I must report that to date Pitts-

burgh's efl^ort has been relatively a failure.

We have had several attempts since Prof.

Leroy Bowman and ]\Ir. Barrett came to

Pittsburgh about 1930, just before the un-

fortunate depression. We had all the groups
together and planned a Council. But there

was no responsible executive and the project

did not materialize.

Allowing for the good work of the Feder-

ation of Clubs and the D.A.R., and of the

Parent-Teacher Councils and the Pittsburgfh

school system and local school principals

—

all of whom deserve great credit—I think we
all agree now that there should be a general

coordination of all motion picture commun-
ity activities, to work with the trade and to

attempt the education and guidance of the

audience.

Three years ago, some of you will remem-
ber. Miss Isabel P. Kennedy, the Executive

Director of our Federation of Social Agen-
cies of Allegheny Country, presided at

a session similar to this. We hoped then in

Pittsburgh that we were to go through with

a city-wide setup. At the last moment when
we were going to add the organization of

Motion Picture Council work to the group
work activities of the Federation, an execu-

tive—a sympathetic tycoon in Pittsburgh,

one of our major executives whom we had
forgotten to "fix," that is, to secure his

sympathetic cooperation I should rather say

in more academic terms—got a spasm of

economy, while in the chair, and stubbornly

balked the addition of that function.

However, I can report that we aspire to

renewed effort. Miss Kennedy sent her

regrets at being unable to be here today. I

think we may be able to report next year

that we have been able to add the IMotion

Picture Council setup to our county-wide

community council activity.

Communit}' Councils were set up as an

emergency eitort during the relief emerg-

ency and they are now without adequate con-

structive functions, in the judgment of some ;

motion picture interest should constitute an

important activity in the neighborhoods.

I want to bring a greeting from Dr. John
HoUinger, a member of our National Coun-

cil, who had hoped to be here with Dr.

Kinder and myself.

As to the financial problem, which is of

course basic, if we can get tied up with an

organization such as the Federation of

Social Agencies, which is financed by the
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Community fund, then we have solved or at

least gone a long way towards solving that

problem. We then have a continuing Secre-

tariat and the execution of the work which

has been initiated in the community, it

would seem to me, Mrs. Craig, the real prob-

lem of continuing effective administration,

which you so ably stressed, might perhaps be

permanently solved on a non-commercial

basis.

It is splendid to have heard of this con-

structive work through the reports of you

leaders in the many communities of the

nation.

Do you not feel that the time has come for

the Motion Picture Councils to assert them-

selves? I think we have been rather the

stepchild of many communities, at least we
have in Pittsburgh, in our efforts.

I ihink we need to assume a double meas-

ure of pride and devotion in our work be-

cause it is increasingly apparent from the

testimony this morning that it is well worth

while.

Indeed, the movies are sick. We know
the papers and magazines have been full of

accounts of the sickness. Of course the

developments and the state of affairs in Eu-
rope have complicated the problem by limit-

ing the foreign market for films and the

economics of the industry have so been com-
plicated. Also, the American public seems

to be increasingly skeptical, and recently

even dubious about certain offerings, and the

attendance at pictures has been falling off.

Well, most of us have some suspicion as

to why that is the case. There are too many
banal and stupid films—too vast a gulf be-

tween technique and content—and the part

of the public that is really anxious to see

and appreciate better things, after a few

such experiences, refrains from attending.

(I think the idea of eliminating Bank Night

is a splendid idea, by the way ; it is too obvi-

ous a hoax).

There is a good deal of disillusionment

with the movies and there is an increased

challenge to constructive effort to raise the

level of their performance.

The vast audience is available for organi-

zation to that end. The Renoir film we will

see at this Conference, Grand Illusion, is for

instance running for its seventh or eighth

v/eek at our Art Cinema in Pittsburgh. We

had good advertisement, by the way, regard-

ing its high rating by the National Board,

and learned that it is an exceptional film.

If we base our Council organization on a

city-wide basis, the problem of the coopera-

tion of the trade will solve itself. The pro-

ducers, the distributors, the exhibitors are

business men. They have "public relations

counsels." Their ears are close to the ground.

When a whole community led by the women
representing the clubs, the school system, the

settlements, the Parent-Teacher Councils,

and other leading citizens move in, you may
expect, and you will secure more complete

cooperation in constructive execution of all

of your programs as never before.

To my mind, in America today "the play

is the thing" and the play is the movies. The
National Board and your local groups have

the programs to help redeem the movies

from a ten or eleven year level to adulthood

for a fuller expression of an artistic and

intellectual interpretation of American life.

Mrs. Joseph L. White
Chairman, Montclair (N. J.) Motion

Picture Council

SEVERAL years ago a conscientious

mother was heard to say that she had

solved the motion picture problem for her

children. She had made up her mind that

all of her children, four in number, ranging

from twelve years down, should see only

animal pictures. She thought in this way
she would prevent them from seeing any-

thing that was harmful. One day carrying

out this idea she rose early in the morning

to get the housework done so she could take

them down to see The Animal Kingdom.

She found that it wasn't at all the picture

she thought it would be from the title.

At that stage the Motion Picture Council

was born in Montclair. The first job that

it had on its hands was to interpret the mo-
tion picture titles to the public. We have

maintained that as the heart of our work
ever since we started seven years ago.

We publish a review service twice a

month, that is subscribed to on a private

subscription basis. It is posted in the librar-

ies and in the schools, so that it is read by

a great many people. Whenever we find

that interest is lagging a little, we say now is

the time we have to have a new cover. Then
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the Art Departments of the schools compete

in a contest and a new cover is chosen. In

that way the boy or girl who succeeds in

making the best cover has some publicity,

the Motion Picture Council and its review

service has some publicity and we are all

very happy.

We maintain what we call a still picture

library. There is a set of stills that comes

with every motion-picture. We take the stills

for the outstanding pictures and file them in

a large manila envelope at the library. On
it we have the cast of characters, the name
of the producer, and so forth. These envel-

opes are circulated just like books. They
are used by the schools in the study of the

classics. The women's clubs use those of

costume pictures to study costumes, and they

make good entertainment material for shut-

ins. They are constantly in circulation in

Montclair through the library.

We also through demand act as a speak-

er's bureau. We are called up all the time

by Parent-Teachers Associations in neigh-

boring towns to send somebody to speak.

And we are very glad to fill this need.

We make an effort to have our vacation

programs at the theatre very satisfying. A
survey was made of the Montclair children's

movie habits* and we found that vacation

time was the time when movie attendance

went up by leaps and bounds. The dates of

vacations are given to our exhibitors and we
say, "These are the times we want you to

have some especially outstanding pictures."

We get a great deal of cooperation from the

exhibitors in this.

This year we have established a new cus-

tom, that is to bring to INIontclair some of

the foreign films. We do this in coopera-

tion with the Foreign Language departments

of the schools. Pearls of the Crown was
shown before six or seven hundred high

school children who were studying French.

They came not only from Montclair but

from the neighboring towns by bus. Be-

fore the showing of the film we had sent

press sheets to the Foreign Language de-

partments and the teachers used them, dis-

cussing them in French. We expect to do
the same with Grand Illusion, which we are

hoping to bring soon. We find this not only

gives the French Department something
*"Mantclair Children and the Movies," a survey in 1933,

price 25 cents.

vital and current to talk about, but it devel-

ops in the children some ideas as to the

evaluation of the movies, as they compare
the French and the American films.

We have regular monthly board meetings.

Each year we have a turnover of our mem-
bers so we always have the education of new
members. We try to bring speakers several

times from the Board members.

We are small in Montclair and have only

three theatres but it keeps us busy all the

time and we find it an interesting and chal-

lenging job.

A reading of these reports offers a well-nigh
complete picture of what Motion Picture Coun-
cils and other like groups are doing in their

organized community motion picture activity,

ivitli an indication of its extent.. If those of our
readers in communities where no such groups
exist feel they tcould like to bring the plan
before leading organizations with the thought
of introducing a unified program, of motion
picture activity, helps for this are available

from the National Coun>cil of the National
Board of Revieiv, jmrticularly in "The Outline

of Activity for Motion Picture Councils and
other Film Study Groups", and as well in other
papers devoted to specific activities of a com-
munity motion picture organization. We will

be pleased to hear from and to assist any inter-

ested readers, and ice feel certain those making
these reports will be icilling to give any further
information which may be desired about what
they are doing.

(Continued from page 2)

later when an enterprising police captain
puts on the same show with the original

cast. Well worked out with plenty of sus-

pense. Universal.

f IT'S A WONDERFUL WORLD—Claudette
Colbert, James Stewart. Original screen
story by Ben Hecht and Herman J. Man-
kiewicz. Directed by W. S. Van Dyke II.

A private detective and a poetess on a hunt
for a murderer—farcical, quick moving,
with a lot of laughs. Metro-Goldwyn-Mayer.

f INVITATION TO HAPPINESS — Irene
Dunne. Fred MacMurray. Charles Ruggles.
Based on a story by Mark Jerome. Di-

rected by Wesley Ruggles. An interesting

story of a prize fighter who marries a
wealthy girl and the trouble that ensues
when he neglects his wife and son for his

profession. The direction and acting are

both excellent. Paramount.

f JONES FAMILY IN HOLLYWOOD, THE—
The Jones Family. Original screen story

by Joseph Hoffman and Buster Keaton.
Directed by Malcolm St. Clair. Papa Jones
goes to Hollywood with the American
Legion, and takes the family along—they
try to get into pictures, but in the end are

glad to go back home. 20th Century-Fox.

{Continued on page 30)
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Book Review

Don't Talk Too Much

!

A Plea and a Play. By Welford Beaton. Pub-
lished by the Hollywood Spectator, 6513 Holly-
wood Boulevard, Hollywood, Cal. Price: $1.00.

MR. BEATON, editor of the Hollywood

Spectator, has been known for a long

time as a fighter for the movie in its purest

form. For years he has stressed the im-

portance of telling a screen story in pictures

and damned the tendency to let endless

dialog bear the main burden of spinning the

tale. The average movie, he says, contains

between 1,500 and 2,500 "speeches," when
it might be managed with around 200.

Where proper use of the camera and a care-

ful script fail to do the whole job of reduc-

ing dialog and superfluous sounds to a mini-

mum, Mr. Beaton feels music can help a lot.

Music, he sees as the one hannonious sound

factor in the whole business of making a

movie and one which will adecjuately make
up for any lack of other sounds. To demon-
strate his contentions he has followed up his

"plea" with a "play", a script containing

only 162 set speeches. It is quite a trite

little story, and what dialog it has can only

encourage the reader to do away with dialog

altogether. But one may presume that it

exists solely for purposes of demonstration

—like a corpse up for dissection—and so

forget its content and consider the conclu-

sions to be drawn from it.

I don't think many readers of Mr. Beat-

on's book will have much to say against his

main argument : that dialog should enter

the picture only when the camera is incap-

able of carrying on the story alone. But
they may be more critical of his views on

soimd generally : that it should be brought in

only at strategic moments with the musical

sound track carrying the continuity. Mr.
Beaton believes that the close-up of an angry

man breathing curses and threats should be

photographed, but not recorded ; that a ball

timed to explode on contact with something,

should roll in silence, but may explode at the

top of its voice. This hmiting of sound
would, he feels, increase audience excitement

and not break the silent march of the pic-

tures too badly. In brief, the screen must

25

be kept for the eye alone ; the intellect and

hearing must be ignored whenever possible.

This is carrying the argument further

than is usually done. Most critics draw a

fairly sharp dividing line between dialog

and sound, feeling that the latter is not an

obtrusive thing when properly handled. To
me it seems that sound employed simply for

dramatic effects—as Mr. Beaton wishes it

to be used—would strike a highly unnatural

note, appearing here and there at the whim
of the director and emerging strangely from

a world of images and musical accompani-

ment. Alfred Hitchcock, writing for this

magazine last year, pointed out this danger

of unnatural sound repression. Hitchcock

believes that there should be sound eft'ects of

some kind throughout the film, and that a

dropping of such effects, suddenly, will tend

to let the picture drop too. He opposes, too,

"the toning down of sound to suit the con-

venience of the story," which he considers

introduces unnatural breaks. Mr. Beaton's

contention, however, is that the musical ac-

companiment can take care of these breaks,

without turning the story from a visual affair

into an aural aiTair—as other sounds would

do.

As I have said, most of us will gladly go

along with Mr. Beaton in his plea for less

dialog. But his demand for the restriction

of both dialog and sound does take one back

to a consideration of the old silent film with

its musical accompaniment and printed sub-

titles, and these old films tell us pretty plain-

ly what a valuable adjunct to screen enter-

tainment sound and dialog have become. Mr.

Beaton argues that the old sub-titles were

not disconcerting because they were not

heard : more often than not, I believe, a few

spoken words turn out to be far less dis-

concerting. Furthermore one is apt to for-

get how stilted and unnatural many of the

silents were ; the exaggerated gestures and

grimaces resulting from the impossibility of

speech or sound. What Mr. Beaton calls

"photographed dialog" may be all right in

certain individual scenes, but it is hard to

believe that a feature picture, in which most

of the dialog was lip-reading to the audience,

and a limited amount spoken for their ears

to hear, wottld not only seem unnatural but

upsetting to the general harmony of the pic-

ture. N.D.



Exceptional Photoplays
This department seeks to include all "photoplays of

outstandiing merit in the artistic development of

the screen^ with the object of bnnging such pic-

tures to the attention of discriminating readers,

under the head}ings of Exceptional and Honorable

Mention. The opinions of a committee composed

of trained students and critics of the screen are

combined in a'n impartial review which aims to

convey a comprehensive idea of the picture, cov-

ering both its excellencies and defects.

SECRETARY AND EDITOR, James Shelley Hamilton

COMMITTEE
_ J. K. Paulding, Chairman

Otis Ferguson Richard Griffith John A. McAndrew Frances Taylor Patterson Russell Potter
Robert Giroux Henry Hart Mary B. Miller Virginia Patterson Frederic M. Thrasher

Frank Waud

Young Mr, Lincoln
Writte7i hy Lamar Trotti, directed by John

Ford, photographed by Bert Glennon. music by
Alfred Neivman, associate producer Kenneth
Macgowan. Produced and distributed by Tiven-
tieth Century-Fox.

The Cast
Abraham. Lincoln Henry Fonda
Abigail Clay Alice Brady
Matt Clay Richard CronuveU
Adam Clay Eddie Quillan
Mary Todd Marj.orie Weaver
Ann Rutledge Pauline Moore
Hannah Clay Arleen Whelan
Carrie Sue Doris Bowclon
Judge Herbert A. Bell Spencer Charters
John Felder Donald Meek
Stephan A. Douglas Milburn Stone
Palmer Cass Ward Bond
Scrub White Fred Kohler, Jr.

Efe Eddie Collins

Ninian Edwards Charles Tannen
Mrs. Edivards Kay Linaker
Sheriff Billings Cliff Clark
Juror Robert Loivery
Frank Ford Francis Ford
Barber Harry Tyler
John T. Stuai't Edioin Maxivell
Woolridge Russell Simpson
Hawthorn Charles Halton

PROBABLY no character—even Tarzan

—has been played by more actors on

the screen than Abraham Lincohi.

In the silent-picture days these portrayals

culminated in Joseph Henaberry's shawl-

draped pious figure in The Birth of a Na-
tion. Frank McGlynn, after a good seas-

oning in John Drinkwater's play, lias been

on call for the part for years, and unhke

the case of the boarding-house actor in A
Star is Born, the call has come over and

over again. Walter Huston and John Car-

radine are remembered. Now there is

Henry Fonda—and Raymond Massey on

the way.

Biographers are still working on Lincoln

;

no one has yet put into a book all that

may some day be known and inferred about

him. And the present-day movies do not

tackle him so confidently as of yore, as if

they could cover his whole hfe in a few
thousand feet of film. Young Mr. Lincohi

very sensibly confines itself to what is

implied in its title—the period when he was
becoming enough of a local dignitary to be

called something besides the familiar "xAbe,"

and before he had reached, even in the

eyes of his admirers, what could be called

maturity. The period when he was pain-

fully hesitating, to paraphrase the lines

given to him in the film, about setting him-

self up to know so much that he didn't

know. It is a very much simplified film

—

wherein lies its strength—devoted to his

decision to become a lawyer and to his

handHng of a case that makes a good dra-

matic climax for the picture. The case

used (it was actually the Armstrong case,

using different names, which came a few

years later in Lincoln's career) has been

considerably touched up for dramatic effect,

but it retains his famous use of the almaiiic

to free his client, and the fictionizing is

entirely justified. Lincoln's love for Ann
Rutledge is merely hinted at, but eloquent-

ly ; his wooing of Mary Owens is omitted

entirely, and Mary Todd, as well as

Stephen Douglas, is a mere incidental figu'^e

with no hint of the part she is to play in

his life.

It is an ambling, hesitant sort of film,

very like Lincoln himself, and it is easy to

think that John Ford deliberately made it

that way instead of brisk and hard-hitting,

for his own good reasons. As the pace is

leisurely, so are the incidents pared down to

essentials. His campaign speech at the

26
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beginning, for instance, when he first ran

for tlie state legislature : it actually took

place, as people afterward recalled, at an

auction of farm animals, and before he

spoke Lincoln had to break up a fight in

the crowd ; but in the film he simply says

the words a certain Bill Green has report-

ed, ending "If elected, I shall be thankful;

if not, it will be all the same." So with the

Ann Rutledge episode : just one little talk

by the river with her, and a hint of what
her expectations of him did to spur his

ambition, reinforced by a simple scene later

at her grave. Then his entry into Spring-

field to set up in law practice, and how he

settled out of court a case in which two
farmers were suing each other. Only that

to show how he got started as a lawyer and

what had started him—unsure of himself,

enormously diffident, acutely aware of his

educational shortcomings and depending on

his native common sense, his native wit

and his closeness to the common run of

man to get along. Then his defense of the

Clay boys, first from lynching and then

from hanging. And he is on his way to

his future.

It is deceptively simple, so few things

seem to happen and yet so much is shown.

Not the ribald Lincoln, not the rough-and-

tumble Lincoln, not the Lincoln in love

(what a complicated thing "The Loves of

Abraham Lincoln" would be if some one

had the temerity to try it!), nor the Lin-

coln who was such a superb actor when he

got going before an audience. But, plain

and moving, the Lincoln who became
America's symbol for the man of the

people, the Lincoln whose humanity was his

greatest quality. Which is the essential

and most important thing.

The film would have been improved by

more roughness and uncouthness. The log-

cabin where the Clays lived, the people lis-

tening to the campaign speeches at the

country store, the country people thronging

into Springfield for the parade day, are all

too neat and gentle to prepare for the free-

and-easy courtroom scene, which, mild

though it probably is in comparison with

the realities of Illinois in the eighteen-

thirties, seems over-done and played for

laughs because the key for the behavior

of rough folks hardly emerged from the

backwoods stage has not been set.

This refining has gone a bit into the

portrayal of Lincoln himself. Nature did

a lot to make Henry Fonda a natural choice

for the part—his lankiness, his laziness, his

drawl, SO' that a crafty touch from the

make-up man was enough to re-create any

number of the younger Lincoln portraits.

(The camera-man was fatally conscious of

this—whenever Mr. Fonda got into a typi-

cal Lincoln pose the camera lingered and

lingered over it.) But he is so well-

dressed that when he goes to the Edwards

ball he is no different from when slouching

in his office, and that well-dressed effect

has a way of cropping out in a lot of his

actions and speech.

The other people are largely background,

some of them vivid and colorful, some of

them—like Stephen Douglas—pure phoney.

The Clays, even Alice Brady, don't do a

very convincing job of being log-cabin

people. Their clothes just weren't lived in

-—they came from the wardrobe department,

and brought no- magic with them.

If John Ford couldn't have his Dublin

fog, he could have torch-lights and misty

river vistas to suit his taste for the pictur-

esque. His lovely outdoor scenes do a lot

to create a young America for young Mr.

Lincoln to five in. Combining man with

background he has made one of our best

historical pictures.—J.S.H.

Rated Exceptional

Goodbye Mr. Chips
Adapted by R. C. Sheriff, Claudine West and

Eric Maschioitz from James Hilton's novel,

directed by Sam Wo,od, photographed by F. A.

Young, musical director Louis Levy. Associate

producer Victor Savllle. Produced and distrib-

uted by Metro Goldtcyn Mayer.

The Cast
Mr. Chips Robert D.onat

Katherine Greer Garson
Wetherby Lyn Harding
Staefel Paul Von Hei'nried

Flora Judith Furse

John Colley ")

Peter Colley I { ^ „,„
_ , ^ r Terry Kilburn
Peter Colley II (

"

Peter Colley III

Sir John Colley Soott Sunderland
Peter Colley {as a young man) . . . John Mills
Chatte7-is Milton Rosmer
Marsham Frederick Liester
Ralston Austin Trevor
Jackson David Tree
Colonel Morgan Edmond Breon
Helen Colley Jill Furse
Mrs. Wickett Louise Hampton.
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Ro'bert Donat

as the

elderly

Mr. Chips in

'Gooddye Mr. Chips"

GOODBYE MR. CHIPS will be a

great treat to those who like Go>od-

bye Mr. Chips, and their number
appears to be legion, including Mr. James
Hilton who wrote it and Mr. Alexander
Woolcott whose ecstatic appreciation did

so much to make it a best-seller. Those
sales are probably what made the book
seem a fair bet for the movies, for no un-
likeher book for screening comes easily to

mind, so little story had it, so gentle and
uneventful Mr. Hilton's fond sketch of an
insignificant little English schoolmaster.

That it made a motion picture which so

many people find engrossing is something
of a movie-maker's triumph.

Mr. Chipping was a master in an English

public school (high-toned private school to

us), shy, rather tactless, a bit heavy-witted,

who didn't get along well with the boys

because they had a disconcerting and often

cruel boyish gift of seeing through him

perfectly, missing only a sort of quaint

sweetness in his nature which it took a

charming maiden lady to discover during a

holiday in the Tyrolean Alps. This lady

married him, and by her understanding and

tact and charm she bridged the gulf for

him between him and the boys, so that

when a Httle while later she died he was

already established as "Chips," on his way

to becoming one of the traditions of the

school. That he remained for generations,

till in his old age when all the able-bodied

men were fighting in the war he was

eventually made head-master, a beloved,

twinkling, chirruping oddity who liad be-

come as much a part of the institution as

the ivy chnging to its gray old buildings.

In the picture it is thus that we first meet

him, aiTjd after a flash-back through his

life, thus that we bid him goodbye, thus

that we are made to feel we are meant to
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think of him as going on forever—some-

thing "that is for ever England."

This undramatic material has been pre-

sented in a curiously efifective fashion, due

most!}' to acting and atmosphere. There

is no particular skill -or imagination in

either the writing or the directing. The
devices for skipping from one generation

to another—the scattered remarks among
the boys about the newly-invented tele-

phone, the Boer War, someone flying the

Channel—are entirely stale and perfunctory,

and the reprise of all the boys of all the

generations passing swiftly by like ghosts

had its freshest and most effective incarna-

tion in All Quiet on the Western Front.

But the mere fact that the picture was

made in England has its force, giving it

native background and solid validity, and

several actmg performances put vitality

into a placid narrative that might otherwise

have been pretty tepid.

Robert Donat seems at first sight to be

the most noteworthy, because his is such a

bravura performance, he being so young

and making himself so convincingly old. it

isn't a mere matter of grease-paint wrinkles

and gray hair, or a creaky stiffness of

joints : he has got something slyly senile

into ithe part of him that is behind the

mask, a movement of both mind and face

muscles that is the very essence of great-

uncles who live forever. It is really a

remarkable character creation, a bit comic

instead of pathetic because he so obviously

enjoys having arrived at an age where he

is an institution, without any more need to

make sure his clothes are on straight and
all his buttons buttoned.

But if it were all Mr. Chips it would
have rather too much sugar to it : it needs,

and gets, the tonic saltiness of Kathy, and

the acid veracity of the boys. Kathy might

seem just a nice bread-and-butter lady any-

where else, played by anyone else, but here,

amid so much Chipsiness, it is so downright

refreshing to come across a face and voice

and manner like Greer Garson's, all so

radiantly new, that she seems like a vigor-

ous breeze blowing into a musty roon].

Miss Garson may be just a very good

actress whose talents seem enchanting be-

cause they are unfamiliar, but brief as her

time in the picture is she is the character

who gives the plot its one step forward, the

one bright, positive person in the long

years, to be gratefully and delightedly re-

membered.

And there are the boys, the stream of

boys always flowing endlessly through the

school, with their pert and cheery little

egos, indifferent or contemptuous or polite

to the foginess of Mr. Chips, as the case

may be, the test that Mr. Chips could never

pass till he had become a tradition. They
are very varied and very real, these boys,

all except Terry Kilburn, of whom, un-

fortunately, there is much too much. He
crops up in four generations, always so un-

varyingly the same that he turns the time-

clock backward and you have to look at

Robert Donat's make-up to make sure what
decade you are in.

Probably no one concerned with this pic-

ture had anything much in mind except to

turn out something enjoyably tender and
sentimental, certainly not to stir up anv
serious thought about the state of the

British Empire. Yet, by sticking so com-
fortably in its own little corner, with a sort

of assumption that that corner is the heart

and brains of England, by its aloofness and
lack of reference to anything vital outside,

it does tend to rouse a faint uneasiness. Is

Mr. Chips significant after all, maybe a

symbol ? Mr. Chips whom the boys de-

spised so healthily and heartily, and yet

came back as men to pet and cherish, and

point out to their own boys as a vital force

in their lives?—J.S.H.

Rated Honorable Mention

Movies of the World
LAST summer the Fifth Avenue Play-

house of New York City took the pro-

gressive step of presenting a program of

outstanding international films. This sum-
mer the same theater is repeating such a

program, though the films it will show be-

tween July 1st and September 11th, will

include a large number that were not shown
in the program of last summer. The list of

films includes many excellent productions

that are bound to appeal to our readers.

Special prices are available to clubs and

organizations, and complete information and
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programs are aA-ailable on request. Write
to Miss Augusta Shemin, International Film

Festival, 66 Fifth Avenue, New York City.

We believe that the proposed program, listed

below, will be of interest not only to local

readers but to many living outside the city,

as an example of international selections.

FRAXCE Grand Illusion, Mayerling,

Crime et Chatiiucnt. Club de Femmes, Sous

les Toits de Paris. Le Million, Generals

Without Buttons, Carnct de Bal, Pearls of

the Crozvn, A A^oiis La Liberie, Carnival in

Flanders, Le Dernier Milliardaire. IRE-
LAND Man of Aran. POLAND Halka.

HUNGARY Janos Vites. GER^IANY
(B.H.) M or The Kidnapper, The Captain

of Koepenick. CZECHOSLOVAKIA (B.

H.) Crisis. PALESTINE The Land of

Promise. EGYPT Wedad (Slave Girl).

SPAIN The Spanish Earth. ENGLAND
The Thirty-Ni}ie Steps, The Ghost Goes

West, Moonlight Sonata, To the Victor,

The Edge of the World. The Private Life

of Henry VIII, The Lady Vanishes. MEX-
ICO The Adventures of Chico, The Wave.
ITALY (B.M.) Cabiria.

UNITED STATES Mr. Deeds Goes to

Town, Modern Times, Walt Disney Acad-

cniv Award Reviezv, The Scoundrel, Make
Way For Toniorrozv, Blockade, Night Must
Fall. 100 Men and a Girl, The Good Earth.

SWEDEN The Great John Ericsson.

CHINA The 400 Million. GREECE Pros-

fvgopoula. DENAIARK Sol Over Den-

mark. AUSTRIA (B.H.) ZweiHersenhn
Dreiviertel Takt, Tales From the Vienna

Woiods.

RUSSIA Potemkin, Chapayev, Professor

Mamlock. The Youth of Maxim, Childhood

of Maxim Gork\, The New Gulliver.

SWITZERLAND Eternal Mask. FIN-
LAND Niskavuoren Naiset.

It has been brought to our attention that in

the announcement of the Museum of Modern
Art film showings in our last issue, the 25c

admission might seem to apply to viewing the

films, it is however the price of admission to the

Museum, and the films can be viewed free by
museum visitors.

(Continued from page 24)

rm LUCKY NIGHT—Myrna Loy. Robert Taylor.
Original screen story by Oliver Claxton.
Directed by Norman Taurog. A playful and
chattery comedy about a couple who got
married the same day they met, and after-

wards couldn't decide whether to take life

seriously or irresponsibly. The cast is the
most attractive thing about the picture.
Metro-Goldwyn-Mayer.

m LUCRECE BORGIA — Edwige Feuillere,
Gabrielle Gabrio. Original screen story by
Leopold Marchand. Directed by Abel
Gance. An ornate and somewh8,t gruesome
tale of the famous Borgias, recording
Caesar Borgia's plots against his enemies
and his use of his sister Lucrece to help
him realize his ambitions. Plenty of sus-
tained excitement and highly dramatic
moments. Recommended strictly for ma-
ture audiences on account of theme and
general treatment. (French production).
Gallic Films, Inc.

f NANCY DREW, TROUBLE SHOOTER—
Bonita Granville, Frankie Thomas. Orig-
inal screen story by Kenneth Gamet. Di-
rected by William Clemens. Nancy with
the help of her boy friend solves a murder
mystery and has plenty of thrills while
sleuthing. Warner Bros.

f *OXLY ANGELS HAVE WINGS — Cary
Grant, Jean Arthur, Thomas Mitchell, Rich-
ard Barthelmess. Original screen story by
Jules Furthman. Directed by Howard
Hawks. An air-mail story laid in tropical
America, romantic, human, thrilling, well
directed with an excellent cast and written
with a lot of convincing detail to make its

pattern seem new. It involves heroic fly-

ing and the rehabilitation of a man whose
nerve had once failed him. along with an
engaging love story. Columbia.

m PANAMA LADY—Lucille Ball. Allan Lane.
Original screen story by Garret Fort. Di-

rected by Jack Hivley. Melodrama, at-

tractively acted by its two principals, about
a girl from a cheap cabaret in the tropics

who kept a tough engineer at a distance
until he loved her properly. RKO Radio.

f ROSE OF WASHINGTON SQUARE—Alice
Faye, Tyrone Power. Al Jolson. Original
screen story by John Larkin and Jerry
Horwin. Directed by Gregory Ratoff. The
main story is about a girl who became a
Follies star, and her love for a weak and
handsome lad who eventually went to pris-

on, but there is a lot of detail in the Broad-
way and night life of just-after-the-war, a
handsome collection of favorite old songs,
and Al Jolson repeating his old Winter
Garden self with fine verve. 20th Century.

fj SOUTHWARD HO!—Roy Rogers. Original
screen story by John Rathmell. Directed
by Joseph Kane. An interesting and color-

ful tale of reconstruction days in Texas.
Republic.

m *STOLEN LIFE—Elizabeth Bergner, Michael
Redgrave. Novel by K. J. Benes. Directed
by Paul Czinner. A psychological drama
of twin sisters, in which Miss Bergner
plays the difficult dual role with dramatic
effect. The direction of Czinner is also
effective. (British Production). Referred
to the Committee on Exceptional Photo-
plays. Paramount.
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f TELL NO TALES—Melvyii Douglas. Louise
Piatt, Gene Lockhart. Original screen story
by Pauline London and Alfred Taylor. Di-
rected by Leslie Fenton. The editor saves
his newspaper from going out of business
by solving a kidnapping mystery. Written
and directed with unusual adroitness, with
individuality of characters and intriguing
situations. Metro-Goldwyn-Mayer.

f UNDERCOVER DOCTOR—Lloyd Nolan,
Janice Logan. J. Carrol Naish. From J.

Edgar Hoover's "Persons in Hiding." Di-
rected by Louis King. A G-Men story. A
doctor makes his fortune by operating on
criminals, he also works for the police to
cover up, but the long arm of the law final-

ly catches up with him. Paramount.

m WARE CASE, THE—Clive Brook. Barry
Barnes, Jane Baxter. Original screen story
by George Pleydell Brancroft. Directed by
Robert Stevenson. An excellently handled
crime story with sustained tension and good
acting, especially by Clive Brook. People
involved are mainly upper-class English
people who are very credibly realized.

Sophisticated but dramatic, with very clever

plotting and fine direction. (British Pro-
duction). Gaumont British.

m WIDOWS' ISLAND—Paul Cavanagh, Mar-
celle Chantal. Novel by Mario Fort and
Ralph E. Vanloo. Directed by Maurice El-

vey. At a reunion of Englishmen on a

Belgian battlefield the past comes back and
nearly wrecks the happy marriage of an
English soldier and a Belgian girl. Well
acted, and with a plot that gets out of the
usual movie-rut. (British Production).
Modern Film Corp.

fj WOLF CALL—John Carroll, Movita. Novel
by Jack London. Directed by George
Waggner. Saving a radium deposit from
some tricksters—in the Northwest, with a

good dog and plenty of action. Monogram.

fj *YOUNG MR. LINCOLN—See Exceptional
Photoplays Dept. page 26.

m ZERO HOUR. THE—Frieda Inescort. Otto

Kruger. Original screen story by* Garret
Fort. Directed by Sidney Salkow. The
leisurely, rather sober romance of a lovely

stage star, in which an orphan child plays

a part, with the complications finally re-

solved by the noble suicide of a cripple to

whom the lady feels she owes her devotion.

Republic.

Informationals

f AIR WAVES (Reelisms)—An instructive tour of
a radio station, with the history of a musical
prosrani. RKO Radio,

f DET^'IL DRrV'ERS—Auto racing in places all

over the world. RKO Radio,
f FOR YOUR CONVENIENCE—Covering- making-

of parachutes; growth and preparation of coffee;
weight reducing and concealing black eyes.
Vitaphone.

fj *GOOD NEIGHBORS (Magic Carpet Series)—
Good glimpses of capital cities in South America
but particularly excellent for air-views of the
Andes and traces of pre-Inca civilization. 20th
Centviry-Fox.

fj *INSIDE BASEBALL (Ed Thorgensen Sports)—
How many plays in baseball are made, with

close pictures of a lot of baseball stars in ac-
tion. 20th Century-Fox.

f JAMAICA (Color Cruises)—A trip to interesting
Jamaica done in color. Recommended for
schools and libi-aries. Paramount.

f *MARCH OF TIME NO. 10, THE—Dixie, U.S.A.—a survey of the old South as it is today, with
something of its social and economic problems
and how they are being met. Recommended
for schools and liljraries. RKO Radio

f JIECHANIX ILLUSTRATED NO. 4 (Color
Parade)—Laboratory aid to crime detection;
candy making; rubber goods. Vitaphone

f PARAMOUNT PICTORIAL NO. 10—Gentlemen
at Worki—hired escorts; Oriental Fingers—the
making of vases; The Song of the Year

—

"Thanks for the Memory." Paramount,
fj PICTURESQUE UDAIPUR (Fitzpatrick Travel-

talk;—About one of the native states of India,
in color. Metro-Goldwyn-Mayer.

fj POPULAR SCIENCE NO. 5—A school for old
people; wood cutting; testing anti air-craft
guns; showing how "Popeye the Sailor"
cartoons are made. Paramount,

fj PROPHET WITHOUT HONOR (MGM Minia-
tures)—The life of Mathew Fontaine Maury and
what he did for navigation. Recommended for
schools and libraries. Metro-Goldwvn-Mayer.

f RADIO H.AMS (Pete Smith Specialty)—Show-
ing how amateur radio receiving sets can pick
up calls for help and come to the rescue. Metro-
Goldwvn-Maver.

fj RURAL HUNGARY (Fitzpatrick Travel Talk)—Showing in color Hungary in its more peace-
ful aspects. Metro-Goldwyn-Maver.

fj SAND HOGS (Newsreel Cameraman)—How a
tunnel beneath the Hudson River was built.
20th Century-Fox.

f SMOOTH APPROACH (RKO Pathe Sportscope)—Golf champs, doing expert approaching. RKO.
f SNOW FALLS (RKO Pathe Sportscope)—

Complicated skiing manouevers on the Alps.
P..KO Radio.

f SOi-DIERS OF THE SEA (Reelisms)—How the
Marines are recruited and trained. RKO Radio,

fj *SONS OF LIBERTY (Historical Technicolor
Featurette)'—^The career of Haym Salomon, the
patriotic Jew who did so much for Washington
in the American Revolution. Vitaphone.

f VOODOO FIRES (Floyd Gibbons* "Your True
Adventure")—An American's actual adventure
with Voodoo. Vitaphone.

Musicals, Novelties and Serials

f DAE.K MAGIC—Robert Benchley buys a box
of tricks for his boy—typical Benchley humor.
J\Ietro-Goldwvn-Mayer.

f DEAN OF THE PASTEBOARDS (Vitaphone
Varieties)—Luis Zingone, with card tricks,
shows how gamblers are able to cheat. Vita-
phone.

f HOAGY CARMICHAEI^Jack Teagarden and
his orchestra playing some well known tunes.
Paramount.

f HOME E.\RLY—Robert Benchley gets home
from the office to find a bridge club meeting
with his wife. Funny. Metro-Goldwyn-Mayer.

fj LONE RANGER RIDES AGAIN, THE (Serial)
NOS. 14-15—Robert Livingston. Screen story
by Sol Schor and Barry Shipman. Directed by
William Witney and John English. The end of
the adventures of the Lone Ranger. Republic.

f SCREEN SNAPSHOTS NO 7—Once more—stars
at play. Columbia.

Cartoons and Comedies
fj BARNYARD EGG-CITEMENT (Terry-Toons)—The birth and infant adventure of a chick, in

color Cute. 20th Centurv-Fox.
fj BOLO MOLA LAND (Lantz Cartoon)—A very

funny cartoon of a cruise to queer places.
Universal.

j COUSIN WILBUR (Our Gang)—An Our Gang
comedy, with Alfalfa's bespectacled cousin turn-
ing out to be anything but a sissy. Metro.

fj HOCKEY CHAMP (Walt Disney Cartoon)—
Donald Duck shows determination but little

.'ikill on the ice-hockev field. RKO Radio.
fj LITTLE GOLDFISH, THE (Harmon-Ising

Happy Harmonies)—Aboiit a goldfish's dream.
Done in color. Metro-Gold-^\'y'n-Mayer.

fj SEA SCOUTS (Walt Disney Cartoon)—Donald
Duck training the three youngsters in sea
perils. RKO Radio.

fj THEIR LAST BEAN (Terry-Toons)—An amus-
ing cartoon about how a fox got a good meal
for his family. 20th Century-Fox.



NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a grooving art and entertainment. This
is still the Board's function, together with that
of disseminating Information on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion pictvire industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of t'he various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
Interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for t'he

support of the creative achievements of the
screen.

,

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement' for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding t'he development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of
children, through cooperation with local exhib-
itors.
' To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normallv be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone, available at a
special rate of $1 00 in conjunction with the
Magazine.

Selected Pictures Catalog (annual) 25c

Special Film Lists 10c ea.

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status _ free

National Board of Review—How It Works_...f ree

A Plan and a Program for Community
Motion Picture Councils 10c



NATIONAL
BOARD REVIEW

MAGAZINE
Vol. XIV, No. 7 October, 1939

OFFICIAL STAMP

The Bonaparte family in "Golden Boy" (see page 11)

Published monthly except July, August and September

by the National Board of Review of Motion Pictures

70 Fifth Ave., New York, N. Y.
20 cents a copy $ 2.00 a year



Selected Pictures Guide
This department lists pictures selected ty

the Review Committee of the Natio7ial Board
of Review as worthy of popular patronage in

the theatres, with an indication of the audi-

ence group stcitadility for each picture. The
choice of the picttires included is iased upon
principles of selection developed through long

study of puilic prefereyice as to ichat consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the reviews and audience recommend-
ations of the pictures. The Revieiv Committee
consists of approximately 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—Pictures especially worth seeing as above
the average "selected" picture.

f ADVENTURES OF SHERLOCK HOLMES,
THE—Basil Rathbone, Nigel Bruce. Ida

Lupino. Novel by Sir Arthur Conan Doyle.

Directed by Alfred Werker. Familiar Doyle
characters, with Professor Moriarty as the

villain, in a freshened up mystery, combin-

ing murder with the theft of the crown
jewels from the Tower of London. Well
done. 20th Century-Fox.

f BLONDIE TAKES A VACATION—Penny
Singleton, Arthur Lake, Larry Sims—Orig-

inal screen story by Richard Flournoy.
Directed by Frank R. Strayer. The Bump-
steds finally get their vacation, with Baby
Dumpling and Daisy playing decisive parts

in an adventurous, amusing time. This
series is building nicely in entertainment
value. Columbia.

f DUST BE MY DESTINY—John Garfield.

Priscilla Lane. Alan Hale. Based on novel
by Jerome Odium. Directed by Lewis Seller.

Some interesting characters, attractively

and sympathetically played, give force to a

story about young couple entangled in

the aftermath of an undeserved jail sen-

tence. Warner Bros.

m ELSA MAXWELL'S HOTEL FOR WOMEN—^Ann Sothern, Linda Darnell. James El-

lison, John Halliday, Elsa Maxwell. Based
on a story by Elsa Maxwell and Kathryn
Scola. Directed by Gregory Ratoff. This
hotel is apparently chiefly inhabited by
women on the make—careers, husbands, etc.

—and one particular girl setting out to re-

capture a young man she has. lost. Lively
and bright in the "columnist" style, witjj^

Elsa Maxwell appearing briefly with advice
and wisecracks. 20th Century-Fox. /

f FIFTH AVENUE GIRI^Ginger Rogers,
Walter Connolly, Verree Teasdale. Screen-
play by Allan Scott. Directed by Gregory
La Cava. A light and amusing comedy of
a harried business man who is given a new
lease on life and a reformed family by a
girl he meets in the park. Not as good as
some of Ginger's pictures, with overmuch
dialog, but full of good bits for all its patch-
iness. RKO Radio.

f FLIGHT AT MIDNIGHT—Phil Regan, Jean
Parker, Noah Beery. Jr. Original screen
story by Daniel Moore and Hugh King.
Directed by Sidney Salkow. The career of
a romantic playboy flier, who atones for his
irresponsibility by a heroic sacrifice. Repub-
lic.

m FULL CONFESSION — Victor McLaglen.
Joseph Calleia, Barry Fitzgerald. Original
screen story by Leo Berinski. Directed by
John Farrow. The efforts of a priest to
make a murderer confess his crime so an
innocent man will not be executed. The
problem of a priest bound by the seal of
the confessional makes an unusual drama,
though a sombre one. RKO Radio.

m *GOLDEN BOY—See Exceptional Photoplays
Dept. p. 11.

m *HARVEST—French Cinema Center. See Ex-
ceptional Photoplays Department, page 14.

m IN NAME ONLY—Gary Grant, Carole Lom-
bard, Kay Francis. Based on novel "Mem-
ory of Love" by Bessie Breuer. Directed
by John Cromwell. Eternal triangle story,
unusual in that it brings to the screen a
fairly frank treatment of a husband and
wife in conflict over the husband's desire
for a divorce, which he finally obtains. The
three principals, and Helen Vinson as a
catty gossip, play their dramatic roles with
a good deal of conviction. Good entertain-
ment and direction. RKO Radio.

f IN OLD MONTEREY—Gene Autry. Orig-
inal story by Gerald Geraghty and George
Sherman. Directed by Joseph Kane. The
struggle of some ranchers to keep their

homes which the government wanted to
take over as proving ground in preparations
during a war scare. Republic.

m *JAMAICA INN—Charles Laughton, Leslie
Banks, Emlyn Williams. Maureen O'Hara.
Based on novel by Daphne DuMaurier. Di-

rected by Alfred Hitchcock. An adventure
tale of wi'eckers on the rocky Cornish coast
in the early 18th Century—land pirates
preying on shipwrecks. Cops-and-robbers
in a romantic setting, with excellent char-
acterizations and Hitchcock's directorial

flair for melodrama. (British Production).
Referred to the Committee on Exceptional
Photoplays. Paramount. See page 13.

(Continued on page 18)

Copyright, 1939, The National Board of Review of Motion Pictures
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National Board
Some Motion

THE National Board of Review of Mo-
tion Pictures will hold its 16th annual

Conference on the dates of February 1st-

3rd, 1940, at the Hotel Pennsylvania in New
York City. We give you this word so that

you may make plans to attend and will give

you more details in future issues. Any
ideas or suggestions for the program now in

formation are welcomed.

WITH the autumn comes once again the

study of the motion picture in the

class room and the lecture hall, so let us look

at some of the courses New York City

offers.

At New York University there is to be

given for the 6th year the well established

course entitled "The Motion Picture : Its

Artistic, Educational and Social Aspects,"

in the School of Education under the joint

co-operation of the National Board of Re-

view and the University, and directed by Dr.

Frederic M. Thrasher. The School of Ed-

ucation is also offering two other courses.

"Elementary Film jMaking for Educational

Purposes" is designed for teachers who are

interested in making their own films for

visual instruction purposes ; advisers of

photoplay clubs who are directing student

film-making groups ; teachers of motion

picture appreciation and community motion

picture workers carrying on educational

programs in the film field. "Class-Room and

Educational Use of Motion Pictures," dis-

cusses the sources and availability and the

1940 Conference

Picture Courses

problems of selecting and evaluating educa-

tional films, teaching techniques in the use

of films, etc. "The Cinema As Literary

Art" is being offered in the English Depart-

ment of this University. The historical and
aesthetic development of both the silent and

sound films is presented through lectures

and by class discussion.

Columbia University has two motion pic-

ture courses in its University Extension De-

partment. One in the Dramatic Arts which

has been conducted for many years by Mrs.

Frances Taylor Patterson on "Scenario

Writing and Production." Another in the

Fine Arts, "The Development, Technique

and Appreciation of the Motion Picture,"

by Iris Barr}' and John E. Abbott, of the

Museum of Modern Art Film Library.

The Institute of Arts and Sciences of

Columbia will present in co-operation with

the Division of Motion Picture Study, ten

outstanding motion pictures of the period

1915 to 1935. These showings will take

place in McMillin Academic Theatre on

various Wednesday evenings from October

through February.

Dr. Thrasher, Mrs. Patterson and Mr.

Abbott are all members of Committees of

the National Board and each brings to the

course a wide knowledge of the motion pic-

ture.

Hunter College in its Extension Session,

Department of Art, offers a "Sur\'ey of the

Motion Picture Field," by Mrs. Jeannette

W. Emrich.
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The Make-Up Artist in Hollywood
By MEL ARCHER

All of the procedures in preparation for the film-

ing of a motion picture are of interest to those ivho

study the motion picture, and one tvhich is im-

portant but little knoivn, in, spite of this, is that of

make-up. We believe this description by Mr.
Arclier, icho is Neuu York representative of Holly-

wood's famous House of Wcstmore, taken from a

JVNYC broadcast ^n the Film Forum of the Na-
tional Board, ivill interest our readers.

IN
its own way the House of Westniore

functions rather like the House of

Rothschild: the Rothschilds have a

member of the family in every major

capital, and the AVestmores have a brother

in every major studio. Perc Westmore

is make-up director for Warner Brothers ;

Wally Westmore looks after Paramount;

Buddy Westmore is beauty expert for

Twentieth Century-Fox, and Monte

Westmore is in charge of make-up at

Selznick International—which means he's

been handling Gone tfith the Wind, inci-

dentally.

This family combination is the 1>asis for

the House's claim to have made up about

ninety per cent of Hollywood's stars or

feature players at one time or another.

And lest that seem an impossibility, even

with four brothers to handle it, let me
explain something of the methods em-

ployed. Each of the four brothers con-

centrates on what is the most important

factor in make-up, namely: deciding just

how a star or feature player should be

treated in the make-up room. As an ex-

ample, let's take the make-up room at

Warner Brothers—^niy home-lot and the

studio with which I am most familiar.

I have mentioned that Perc Westmore
is the brother in charge of W arner's.

Under him he has a staff of twenty or

thirty artists, including sculptors, hair-

dressers, wig-workers and plastic men,

everyone of whom is kept busy in a studio

which has some ten films in production

all the time. When a new production

comes up, Perc's first step is to study

the shooting script, and, most important,

size up the type of story, it's period and

background. Then, after the stars and

feature players have been allotted their

roles, he must make the necessary make-

up tests on each one of them in their

various parts. No matter whether the

story is a period or modern one, Perc has

to spend days on character studies of

the time and place involved before he can

test a single actress for her part. Not
until all this is behind him can he even

approach the most important and most
difficult problem of modern make-up—to

handle the star in such a way that per-

sonality and individuality are not de-

stroyed, while the historical likeness and

accuracy are perfect.

Let's take Paul Muni in Juarez as an

example. Perc spent three weeks testing

Muni for the title role. He made a plaster

cast. of his face and individual features.

Then, having obtained from pictures and
data the authentic description of Juarez,

he modelled the latter's characteristics

onto the cast of Muni. From the complete

cast, which combined both men, he took

rubber impressions and pasted them onto

Muni's own face. Cream and powder, ap-

plied in the normal way, hid the rubber

and gave the face a natural appearance.

The make-up for Juarez, is of course

an example of a rather extreme nature.

Perc did Muni's make-up every day,

sometimes having to spend two hours at

a time in getting an exact duplicate of

the maka-up of the day before. As a rule

the procedure is dift'erent: Perc tests the

actor or actress for color and shows the

results to the producer and director.

When they have O.K.'d the tests, he

makes a colored diagram chart of the

face and simply turns the star over to

the make-up chief in charge of the par-

ticular production. The chief is respon-

sible for following the instructions ex-

actly, and he has five or more assistants

to help him. In the case of a strictly

contemporary story everything- is much
simpler ; we have simply to watch out

for one thing—to make up the actress as

subtley as possible, emphasizing her good
features and subduing the poorer ones,
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without detracting- from her individual

charm.

To help us in all this we follow a

certain routine. First, Perc has to ana-

lyze the individual's skin condition and
skin transparency under several different

kinds of lig'hting conditions. When all

the lights employed are turned on at

once, their briiliance is ithe same as that

supplied by two residential city blocks.

In case it may seem to you that two
blocks of ligiht is altogether too much for

a single star, let me point out that you
must be able to detect the smallest flaws

and blemishes. When this star's picture

is projected onto the screen, it is mag-
nified between two and four hundred
times its normal size, and even the tiniest

mistake in the make-up looks pretty big

multiplied by four hundred.

The basis of our routine is our chart

system, a system made absolutely essen-

tial by the enormous increase in film pro-

duction. Through our charts all human
faces are divided into seven basic types.

The first of these is the "Oval", also

known as the "Ideal" type. Bette Davis

is an example. This type needs very little

corrective made-up. Then comes the

"Round" type — like Priscilla Lane —
which appears to be quite full, with

rounded jaw-iline and forehead. Next, the

"Square" type—• like Carol Lombard —
with a broad jaw, square chin line, and
the forehead carrying the same square

line at the temples and across the hair

line. Then the "Oblong" type—^like Lor-

e,tta Young-—a long-, thin face with the

forehead only slightly wider than the

chin. Alice Faye represents the "Tri-

angde" type ; forehead appearing very nar-

row and tapering-, the jaws very broad

and wide. Turn this face upside down
and you get the "Inverted Triangle" type,

like GeraJdine Fitzgerald : forehead very

broad, jaws and chin tapering from the

chin bone to the chin line quite abruptly.

Usualily a pointed chin goes with it. Fi-

nally there is the "Diamond" type, which

you may find hard to imagine. It's repre-

sented by Claudette Colbert; extreme

width to the cheek bones, very narrow
forehead' and pointed chin.

With each of these types a certain

specified routine must be followed. Take
the "Diamond", or Miss Colbert, type.

The make-up artist must make her face

balance more perfectly. He must lessen

its breadth by using a shade darker foun-

dation cream. He must keep her hair

full across the forehead, so as tO' create

an illusion of width where she has a ten-

dency to thinness and hollowness. On
the other hand, with an "Oblong" like

Loretta Young, he must try to counteract

the narrowness of the face, by arching

the eyebrows, giving- very full lips and

doing- the hair full at the sides.

All this is simplified by the charts them-

selves. Each of the seven types has a

corresponding- chart on which an outline

of the type is printed. On the printed

face Perc marks exactly where the make-

up is to go, what shade it requires, and

what highlights and shadows. Every one

of these details must be followed exactly

by the production chief.

I'd like to say a few words about this

production chief and his studio, because

most people have strange ideas about this

department and imagine it full of grease,

bottles, little boxes, -and even dungarees.

Actually the production chief's room is

more like a doctor's laboratory than any-

thing- else. He and his assistants are

dressed in spotless white, and the whole

place is immaculately clean. He must

be at the studio by six a.m., at which

time he supervises the make-up of the

extras and bit-players. Then come the

stars and feature-players, at exact inter-

vals. The whole cast must be completely

made-up by eight o'clock, so that they

can g'O on to the wardrobe department

for fitting between eight and nine. Nine

o'clock they must be on the set, ready for

work. It's this need for precision and

promptness that adds to the make-up
man's difficulties, and when he comes
through it successfully the star realizes

how much she owes to him, and looks

upon him as a firm friend.

And now something about the appli-

cation of makei-up. We no long-er use

the extreme methods of the past: the

days of thick and heavy make-up are gone
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forever. The modern camera film is sen-

sitive to the slightest application of pow-

der and cream. Such .things as eye-brow

shaving are finished with, too : eyebrow

shaving harmed the eyes, and some of

the stars you see to-day wearing colored

glasses are not doing it simply to disguise

themselves. Often they are paying the

penalty of weak eyes caused by eyebrow

shaving. To-dciy, we veiy seldom even

pluck the eyebrows, and then only as

much as is required to give them a clean

form.

We make-up artists found ourselves

faced wi;th many new problems when
technico'lor made its appearance. The dif-

ferences between black-and-white and

technicolor are very great. Black-and-

white, for example, makes it .impossible

for the artist to apply rouge, which cre-

ates a dark shadow, so when we want to

accentuate certain features we use a dark

shade foundation cream. In technicolor,

however, anything but the lightest appli-

cations are tabu. AVe have to remember
that the co'lor camera holds three different

kinds of film, each of which is sensitive

to one of three colors—^red, yellow and

green. So when we make up the lips,

for instance, instead of applying ordinarj^

lip-atick we begin by wiping the lips

clean. Then we apply a very pale lip-

stick, and wipe the lips a second time.

What color remains behind on the lips

is ample for the sensitive color film to

record. Had we used ordinary lip-stick

in the normal way, the mouth would
have appeared smudged and dark on the

screen. What applies to lip-stick applies

to all other technicolor cosmetics. Light-

ness of touch, and careful application,

are the main rules we must follow.

It is my belief that the introduction

of technicolor has caused the greatest

modern advancement in the art of make-
up. Technicolor has forced us to devise

what are known as "Color Filtered Cos-

metics". You know what happens to

everyday make-up when it's caught under
Neon lights, or under the bright reds,

greens, blues and ambers of night chibs

and cafes. The Teflections from the red

lights tend to wash out the rouge on the

cheeks, the lip rouge, and the natural col-

oring. The blue reflections blacken the

lips and smudge the rouge. The same
applies to my lady Avhen she faces the

technicolor camera. AVhen she Avas a

little girl she may have held a buttercup

under her chin and been delighted at the

rich g"olden reflection. The harsh reflec-

tions of to-day's colored lights are a far

and unpleasant cry from the charm of

the buttercup.

We have found that by using a blend

of all the predominating- colors, such as

red. green, blue, yellow, white, we obtain

a basic color which will counteract harsh

reflections. This basic color is brown, a

natural skin tone, and serves as the basic

tone for color filtered cosmetics.

You may have noticed that 1 have laid

great emphasis on similarities between
the screen p'layer and the plain citizen.

This is because the aim of every good
make-up artist should be to make the

star look as natural and normal as the

girl in the stree;t. I cannot emphasize
enough that our aim is naturalness and
individuality, and that the only real dif-

ference between the star and her sister

is that the former has an expert to handle
her make-up and a highly sensitive

camera to record the results.

MISS Susan Myrick of Macon, Georgia,

who has been in Hollywood as an ad-

visor for Gone With the JVind has returned

with much enthusiasm. Mrs. Chestney of

the Macon Better Films Committee writes

to US! that Miss Myrick claims that the out-

standing Hollywood quality is efficiency.

From the assistant director on down to the

"grips" (who move the furniture) each

person not only is right up to the minute' on

what is needed but they are trying to figure

out what the director will call for tomorrow.

Miss Myrick is still wondering how so many
details in movies are right, what with so

much to be seen to—and it all boils down
to the alertness and efficiency of every per-

son on the set. Perhaps instead of looking

for boners, she says, we should marvel at

correct details.
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Amateur Movies in Homes and Schools
By Benjamin F. Farber, Jr.

Mr. Father is editor of Practical Films for

"Movie Makers." His detailed account of /loiv to

make a movie, given in a broadcast under the

auspices of the National Board on WNYC contains

useful information for any organization or individ-

ual ivanting to make their oven.

I
think the first question to come into

the head of the young amateur in re-

gard to making his own movies, is

:

How much wiill it cost? This question

depends for its answer to a certain extent

on whether the prospective amateur is

going to make his movies alone or with

a group of amateurs. Of course, it's much
easier for groups. An amateur movie

club rarely charges more than two or

three dollars a year for membership fees,

so if enough prospective movie-makers get

together, their equipment isn't going to

cost them much.
Prices vary according to lequipment.

For a camera, a projector, and a screen,

the lowest figure would be around twenty-

five dollars. That w^ould be for eight mil-

limeter equipment— the size generally

used by beginners. The more advanced

amateurs, and those who do serious film-

work in educational, medical or industrial

fields, prefer sixteen millimeter. But you
just double your expenses when you
change from eight millimeter to sixteen.

The size used in Hollywood—thirty-five

millimeter—is quite out of the question

for the beginner.

Whether or not you get better value

for your money by using sixteen milli-

meter, in preference to eight, is a point

that's open to a great deal of discussion.

The problem hinges on how you are go-

ing- to use the film when it is made. If it

is to be shown on large screens, then the

eight millimeter film is quite out of the

question. But if your movies are for

personal use in a small room at home or

at school, then eight millimeter is per-

fectly satisfactory. Since amateur screen-

ings are usually of the home or school

variety, eight millimeter has been grow-

ing steadily in popularity.

I am often asked why it as not feasible

to project eight millimeter film in a large

auditorium. The problem is that of en-

larging the image. Eig-ht millimeter film

is half the size of sixteen and must be

magnified four times as much. The great-

er the enlargement, the less sharp is the

projected picture. But on small screens

eight millimeter gives you good focus

and good detail, and is the answer to

those who have not got auditorium

screens in mind. Later, if their ambition

grows, they can shift over to sixteen

easily enough. If the price is holding

them up they should remember there's

always good second-hand equipment

around that will take at least ten dollars

olT the price of a new outfit.

My own recommendation to the be-

ginner is to form or join a club, rather

than go ahead on his own. It's more
economical, more 'fun, and more practical.

A club can use a room at home, or at

school, for its meetings, and can draw
on all its members for work and ideas.

They'll get along all right as long as

they remember a few important thing-s.

First, they shoudn't let a chosen few of

the members hog it over the others and

monopolize all the most exciting job?

The work should be equally divided

among all members. No club is going to

last very long if half its members are

paying dues simply for sitting on the

bench.

What subjects should they film} At

first, the very simplest. By this I don't

mean just odds and ends like baby in

the bath, or Mother Avashing dishes. If

such things are going- to be filmed, they

should be parts of larger and more .gen-

eral subjects., Baby in the bath, for ex-

ample, should be just one part of a whole
film about an average day in the life of

a baby. Mother washing- dishes would
be part of a film made about an evening

at home. In other words, amateurs

should have a theme or a story planned

in advance.
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The first essential is the choosing of a

subject that can be developed into a gen-

uine movie. If the amateur -wants to

introduce his family, let him choose a

family affair that can be developed from
one stage to another. Take a family pic-

nic, for example. The movie should open
with the suggestion of a picnic being
raised by some member of the family,

then on to a family discussion of how the

picnic should be planned, the preparations

for it and finally scenes of the picnic itself

and the trip home again. Nio movie-
maker should start by making static shots

of anything that comes along. Person-
ally, I'd recommend starting with school

activities. Let the club pilan a whole
atory, say of a morning's work in the

lab, or the making of the school maga-
zine, or the training of the football sc^uad.

You will notice that the subjects I

have mentioned are more of a documen-
tary nature than fictitious. This is be-

cause I believe better results are obtained
from starting by making records of every-

day scenes. Not only does this teach the

club a lot technically, but it pleases the

rest of the school, and gives club mem-
bers more prestige and more applicant?

for membership. This means more money
in the club box and opens up the possi-

biliities oi wider activities. Outside or-

ganizations, for instance, such as Cham-
bers of Commerce and the Red Cross,

are often pleased to have films made of

their work.

It is a good thing for a club to start

oflf Avith a few leading- members who know
something- about handling a movie
camera. If there is iio experienced leader,

however, the brig-'htest brains can be de-

tailed to work on (the book of instruc-

tions and amateur guide, and learn the

fundamentals thoroughly. Your local

dealer, by the way, can often be a big

help. And our organization, the Amateur
Cinema League, is always ready to give

assistance, and has pamphlets and infor-

mation on the organization of clubs. Then
there is the school dramatic club, but

movies-makers should be careful about the

kind of assistance they obtain from it.

They must get it into their heads from

the first that the theater is not the same
as the movies. A school movie club is

going to start off all wrong if it tries to

film a play that's been written for the

stage. The result Avill be nothing but
long sequences of staged scenes, full of

dialog, and the camera, with its wonder-
ful advantages of movement and angles,

will simply be wasted. If the movie club

is going to tie in with the dramatic club

it will have to keep a steady head and
learn the difference between the two me-
diums.

Now I would like to say something
about one of the most important factors

in film-making—planning the film. Mem-
bers of the club should get together

around a table and plan exactly how they

are g'oing to go about making- their film.

As I have said, they must first decide on
a subject that will make a film; something

with movement and continuity, and with

a story that is told by the pictures and
not by the sub-titles. They must note

down exactly how every scene is going

to be shot; whether it Avill be a long-

shot, medium or close-up, and what angle

it shall be shot from.

It is best for all the scenes to be shot

as written, but this does not mean that

they have to be shot in the same order

as they are in the script. One of the

advantages of making a moA'ie is that you
can beg-in at the end, or end at the begin-

ing-, if yon like. If some of your scenes

take place in the lab, for example, 3'ou

should do them one after the other if

possible ; don't go off and film the other

scenes until you're absolutely through
with each prepared iset. Then, when
you've done all your shooting, get your

editor and cutter to work, chopping- out

the clumsy, unnecessary bits, putting

everything- in the right order and getting-

the continuity smooth and speedy.

Putting- in the titles is another impor-

tant job that comes at the end of making
the film. Good titles can help a picture

a great deal. They are inot to be used

for telling the story—that's the job of

the camera—but simpty for explaining

things that the camera cannot explain

alone. If this rule is not followed, or the
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titles are not carefully composed, they

spoil the continuity and mood of the

whole picture. Of course, it is possible

to do away with nnost of the titles and

have sound instead. I don't mean real

synchronized sound, as they have in Hol-

lywood movies, but a recorded accompani-
ment. If the club has made a documen-
tary film and would like it to have a

running- commentary, one of their speak-

ers' voices can be 'recorded on a disc,

with music recorded in between his com-
ments. This lis a more reliable way than

having" the same commentator get up
ever}^ time the film is shown and speak

his piece, because once a disc has recorded

the narrative it never hesitates or forgets

its words

!

And now, a word about making- films

in color. Color is a thrill for every ama-
teur, and it can be used perfectly well

in an eight or sixteen millimeter camera.

But it's more of a .problem than black-

and-white, especially in the eight milli-

meter size. Not only does it cost twice

as much as black-and-white, but it has

to be handled much miore carefully. For
exampile, the movie-maker has to avoid

an}^ deep shadows when using color, and

he has to watch his lighting. It is easiest

to keep the lighting flat: back or side

lights present considerable problems. For
these and other reasons I think the be-

g'inner should begin with black-and-white.

It will teach him about the play of light

and shadow, and give him shadow effects

he could never get in color. (Frequent

trips to the movies, to see what Holly-

wood does in these respects, are bound
to be helpful.) And another thing- about
black-and-white—you can make small

mistakes and it won't matter very much.
The developing- machine will automati-

cally correct them. But there is no such

compensation -for color films. Therefore,

it is wise for the amateur to learn how
with black-and-white, saving the glamor
of color film until his experience will in-

sure his making- the most of it.

There are not really any serious prob-

lems that will stump the amateur once

he has had a little experience and made
some study of his camera. Take a mat-

ter such as getting- the subject in proper

focus. Now, focus is a fundamental prob-

lem that some cameras settle automati-

cally by having fixed-focus Jenses that

keep everything- in focus from six feet

to infinity. But on cameras with focus-

sing lenses, everything- depends on how
gfood a judg-e of distance the movie-maker
is. That's where experience counts. And
in the matter of making- exposures, the

amateur must have some sense of dis-

tinguishing- bright lig'ht from shade, and
cloudy, dull light from deep shadows.

Once his decision has been made, a guide,

fastened on the front of most cameras,

will indicate what exposure s'hould be

used.

Books, experience, advice—these must
be the mainstays> of the beg-inner. There
are no schools that train movie-makers,

though there are a few courses in some
colleges. Volumes like the handbook of

the Amateur Cinema League, and indi-

vidual consultations with members of

the League staff, should answer all the

really difficult problems.

There are also certain contests for ama-
teurs, where they can see the work of

contemporaries and get ideas for their

own films, or even send in a prize-winning-

entry themselves. The National Board

has a nation/-wide yearly contest, open to

entries from amateur groups belonging to

the 4-Star Clubs. The Amateur Cinema
League holds a large-scale contest every

year. We get films from all parts of

the world : last year we had over two
hundred entries. We have no age cate-

gories or limitations of any kind : just so

long- as an amateur has a film to send in

he has a chance to win the prize, no mat-

ter if he's just out of the cradle or just

tottering into the grave. Entries are

judged strictly irrespective of age and

nationality.

This may seem a little hard on the

younger entrants. But I would like to

mention that last year the Honorable
Mention prize went to a Los Angeles class

from Lowell Junior High School. The
kids made the entire script and produc-

tion themselves, wijth an adult advising

them but taking no part in the actual
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work. It was their first film, too ! Just

a simple little tale of what happens in the

classroom when the teacher walks out.

And with it they sent a second film, even

more interesting: a documentary showing-

how they made the first one. The two
together were good enough to .rank with

other films executed by experts. The
class wrote to us later and told us why
their films had turned out so well. Thev
Avere the result of whole weeks of re-

search, study and planning; hard work
put in for weeks before the camera was
put into action. And that's really the

only moral one can put before the people

who want to make their own movies. If

they're ready to sit down and find out

what a movie is and what makes it move,
and then plan out a definite story with-

out evading issues and problems—then
they have a good chance of turning out
a reasonably good movie. It's not tech-

nical problems that cause bad films, it's

the lack of unity and planning in the
minds of those who make them.

Book Review
Documentary Film, by Paul Rotha, published

by W. W. Norton & Co., Inc. Illustrated. Price
$3.75.

On the jacket of this book, but not any-
where on or in the book itself, is a sub-title

"How the ]\Iotion Picture Records Our
Civilization" which is a significant clue to

the author's attitude toward his subject.

Documentary films, to ]\[r. Rotha, are not

mere records of fact (like a news reel) but
records of facts with social significance, and
with an interpretation of that significance

implicit in the record. Thus bis book be-

comes a plea, stated witli immense convic-

tion, for a definite objective in the making
of documentary films, as well as a discussion

of the methods of documentary.

Mr. Rotha, to judge by his books, started

as an observer and analyst of films in the

broadest sense—the whole field of cinema

was what he was looking at. His personal

sympathies and ideals have led to a concen-

tration of his interest upon films as a social

medium, and that interest has developed

from mere comment and criticism to actual

production. His book is consequently

something more than mere academic discus-

sion : it is the argument of a practical creator

for what he believes, and believes profound-

ly, to be the most important type of movie
making. He has an almost passionate im-

patience with "entertainment" films unless

they are made for amusement purely and
solely—^the more a fiction movie touches on

actual problems of living, the more ruth-

lessly he examines it for not only docu-

mentary truth but for a definite point of

view and objective back of its documentary

elements, and the more harshly he criticizes

it for its inevitable shortcomings. ]\Ir.

Rotha is a propagandist, in the most
beneficent sense of the word, an idealist in

social relationships who wants his ideals to

prevail, and who believes the movies are

the most effective medium for presenting

and spreading those ideals.

"Documentary Film" is the most carefully

planned and written of ^Iv. Rotha's books.

A mere summar}- of its headings indicates

its trend and scope. Under his "Introduc-

tion to Cinema" he considers social aspects,

economic basis and commercial development,

propaganda, film as an art. and documentary^

Under "The Evolution of Documentary"
there come the naturalist (romantic) tradi-

tion, the realist (continental) tradition, the

news-reel tradition and the propagandist

tradition — Soviet, British, German and

Italian. Then there is a discussion of "Some
Principles of Documentary", followed by

"Documentary in the ^Making", under which

are considered first the function of the pro-

ducer, then the function of the director, with

various details grouped under the headings

of visual, sound and treatment, with con-

clusions derived from the whole exposition.

Finally a general look into the future, and an

extensive appendix of documentary directors

and their principal films. There are in-

numerable good illustrations.

No one who is interested in the social as-

pects of films and film making should neglect

to read this book.—J.S.H.
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Golden Boy
Sc7'eenplay hy Lewis Meltzer, Darnel Tara-

dash, Sarah Y. Mason and Victor Herrman from
the play by Clifford Odets. produced by William
Perlberg under the direction of Rouhen Mamou-
lian, photographed by Nock Musuraca and Karl
Freund. Produced and distributed by Columbia.

The cast
Joe Bonaparte William Holden
Lorna Moon Barbara Stanwyclc
Tom Moody Adolph Menjou
Mr. Bonaparte Lee J. Cobb
Eddie Fuseli Joseph Calleia
Biggie Sam Levene
Anna Beatrice Bllnn
Roxy Lewis Edivard Brophy
Borneo Don Beddoe
Mr. Carp William H. Strauss

FEW plays get transferred from the

stage to the screen so directly and

straightforwardly as Golden Boy has

been. Some tough words which the sound

track is never allowed to utter have been

dropped, some highfalutin speeches about

their souls which the two main characters

gaA^e vent to on the stage to give the play

its spurious air of being a tragedy (as well

as their quite unnecessary killing off at the

end), and a minor character whose function

was not so much dramatic as to provide a

bit of tossed-in social significance. Other-

•wise the translation has been faithful and

complete, even to implications, a proof that

Clifford Odets wrote a good movie to begin

with, which needed only screen treatment

to round it out to its proper dimensions.

Fundamentally there is a struggle between

two ways of life, or perhaps it might be

called between life and non-Hfe—symbolized

quite Hterally in violin playing and prize-

fighting. Joe Bonaparte, a vigorous yovmg

fellow of Italian parentage, has a good deal

of musical talent and a gentle, art-loving

father who wants him to be a great violinist.

But be would also like to live the life of a

successful rich American, ?nd he has picked

up enough boxing skill in the gyms where he

has been playing around to make him believe

he can be a fight champion and get a lot of

money the quick way. Luck gives him his

chance and he takes it, but always with the

other thing pulling at him—the feeling that

his hands were to make music with, not to

fight with. In the end Joe's hand becomes
completely a symbol—it gets broken in the

battle that brings him his big ring victory,

and the violin playing is apparently finished

for good and all. But it kills his opponent:

a mere routine accident of prize-fighting, but

something that wakes Joe up. In the play

it made him think he had lost his soul, and

in a delirium of reckless despair he went off

celebrating with his girl, v\ ho had a mystical

feeling of lostness too, and they got killed

in an auto smash-up. In the film, with less

fuzzy mysticism but much more plausibly,

they decide that there is «till hope for them

and go on living, which is not so much a

compromise with movie-goers' taste as it is

a matter of plain common sense.

Mr. Odets 'has earned acclaim as a play-

wright for very definite talents : he can

dramatize certain types of character vigor-

ously, and put live speech into their mouths.

Still quite young, he hasn't yet found his

way to the bottom of some of the deeper

soul problems of human kind in which he

has a passionate interest, nor a way to ex-

press or discuss those problems in clean-cut

fashion. Most of his characters who make
up the lively background of his plays he
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understands instinctively and presents with
an accuracy that is almost photographic.

But when he comes to characters he has not

so much observed as imagined, he gets to

groping .in a Dostoevskian murk with no
Dostoevsky inner light to guide him. His
literate, soul-searching people haven't learn-

ed much about their souls, or how to talk

about them.

The movie people have had the right in-

stinct about these things, and have known
how to handle them. They keep the Odets
that is genuine and toss out the uncertainties.

So we have on the screen two definite and
vivid backgrounds : the Bonaparte home,
with poppa's pessimistic friend ]\Ir. Carp,
his uxorial daughter Anna and his gabby
son-in-law Siggie, but most of all poppa
himself, serene and wise and all-pervading;

and the world of the prize-ring, crafty, wise-

cracking, impinging closely on gangsterdom,

crowded with sharply drawn flashy person-

alities. The main story. Joe's conflicting

ambitions and his love-story (fairly trite,

that love-story, with its triangular aspect),

gets a lot of sustenance from the back-

grounds, which are human enough to give

colorful warmth to a famdiar plot pattern.

The climax expands to an extent that the

stage could not supply in the fight scenes,

where the passions of the fight game spread

out from the ring and the actual battle to the

roaring crowd with terrifically eloquent

pictorial comment, and there is an added
scene in the dressing room of the dead negro
fighter (traihng clouds of Porgy) that does
more than pages of the most ambitious

Odets dialogue to show how the Golden
Boy saw the end of his gei-rich-quick road.

Rouben Mamoulian has done one of his

best jobs of directing and cast-picking. Wil-
liam Holden is a fresh and agreeable new-
comer, not at all seasoned as an actor but

by mere physical presence and frankness of

personality carrying ofl: the title role ade-

quately. Barbara Stanwyck is herself, a bit

more restrained than of yore, quite right for

the girl, as Adolph Menjon is for the third

point of the triangle. The lesser parts are

the most vivid—Sam Levene and Edward
Brophy, whose presence always brightens

up any cast, Joseph Calleia with an element
of subtle novelty in his gangster, and another

screen new-comer, Lee J. Cobb as Poppa
Bonaparte—a singularly hearty perform-
ance. Curiously, however, though he speaks

with a voice as authentic as Henr}^ Armetta,
there is an inescapable impression of an
Esau somewhere in the background.—^J.S.H.
Rated Honoralile Mention

Summer Films

IT
may be on account of the heat, or the

war, but it isn't easy to remember much
about the pictures that have come along

this summer, any more than it would be easy

to recall what stories one read in the Satur-

day Evening Post. There has been an out-

break of "Kiddie" movies with The Wizard

of Oz setting the pace for elaborateness, one

new starlet bearing the screen name of

Gloria Jean who, properly handled, is likely

to become popular, and Babes in Arms still

to come. The gangster-prison film has been

kept not so much alive as plodding along

under artificial respiration, chiefly to give

actors like James Cagney, John Garfield and

George Raft chances to make repetitons of

former successes, and to get the Dead End
kids out of the Dead End into environments

more acceptable to the family trade. Ed-

w^ard G. Robinson is coming along immedi-

ately in a vigorous and brutal chain-gang

melodrama in wliich he is hero instead of

villain, the villainy supplied by Gene Lock-

art in a modernized sort of Uriah Heep part

that mil probably stand out among the year's

favorite detestables. And there are already

rumblings of war pictures looming ahead,

which are likely to be complicated by efforts

to keep Hollywood neutral.

To go back more definitely, the pictures

one can recall with the most pleasure cover

quite a range in subject matter, with odd

little indications here and there that pre-

production censorship has either been nod-

ding or been remembering that life doesn't

begin and end in a bassinet. Xothing really

revolutionarv', however.

Stanley and Livingstone, by virtue of

Spencer Tracy, some fine African back-

grounds and a recognition that fact has good

feet to stand on without being propped up

bv fiction, makes the familiar "Doctor Liv-

ingstone, I presume" something more than

a phrase, presenting an historic adA-enture
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as something that not only terminated suc-

cessfully as mere adventure but was also an

important step in the development of a man
who became actually great in the opening up

of the African continent. It is probably

the one picture of the summer that ought to

be kept available for showing indefinitely

for its historical value.

At the other end of the scale, having only

some African scenes in it in common with

Stanley and Livingstone, is Four Feathers,

an old story about a boy who was considered

a coward, and came himself to believe he

was a coward, because he didn't like the

idea of killing people even as a soldier. He
got over it, in some exciting adventures, and

was eventually hailed as among the bravest

of the brave, but it would all seem pretty

old-fashioned if the Technicolor cameraman
hadn't provided a lot of extremely lovely

pictures to minimize the triteness of the tale.

Another tale dealing with old but pic-

turesque material is Jamaica Inn, about

smugglers on the Cornish coast back in the

days of George the Fourth. It is a picture

perhaps over-abundantly loaded with talent

—namely Charles Laughton and Alfred

Hitchcock as star and director respectively,

two such weighty and vigorous personalities

that put on a seesaw they can't help tossing

each other up and down, to the utter destruc-

tion of all proper balance. It's a good show,

with its eerie atmosphere and fast action

and vividly costumed types, but neither the

Hitchcock fan nor the Laughton fan is

likely to find complete satisfaction in it.

In the realm of fantasy there has been a

unique sort of thing called On Borrozved

Time, in which death figures in the odd

person of a Mr. Brink, who was compelled

for a time to suspend his activities with

embarrassing effects on the normal course of

nature. It is quite gay for so serious a sub-

ject, and entertainingly novel. But it

reminds one that something ought to be

done to curb the growing Hollywood behef

that an audience is cheered up after a final

death scene by a blast of angel voices from

the sound track.

The more vigorous comedies have been

experimenting in what is sometimes called

sophistication. Ginger Rogers is the leading

star in this line, if only because the summer

has brought two pictures with her in her

capacity of comedienne rather than as mere

Astaire partner. Bachelor Mother is the

better of the two, lively and a refreshing

memory of the hot months. In Name Only

perhaps shouldn't be called comedy, con-

cerned as it is with a marital situation

deeply troublesome to those involved, but the

lighter aspects are what persist when one

tries to recah what it was all about : the like-

ableness of Gary Grant and Garole Lombard

and the possibly perverse dehght of seeing

Kay Francis being venomous instead of

noble for a change. The Women carries

feminine venom to the nth—no, possibly

only the mth—degree. It is a tart and

entertaining exploration of parlor, bedroom

and bath gossip, Park Avenue style, with

man always in the ofl'ing but never in sight.

It is a resplendent and gUttering affair, with

a multitude of stars for which galaxy is a

feeble word. There is more sweetness and

weeping from Norma Shearer than was

really needed to counteract its general acid-

ity, but even with that it is a far cry from

those other Women—the Little ones.

Quite a different hairpin is The Old Maid,

oddly compounded of the age of innocence

and the most unblushing exploitation of un-

married motherhood the screen has ventured

on in many a long day. Just what ground

there is for its astonishing success with the

public is hard to figure out, though its ex-

cellencies are apparent enough. The repro-

duction of the atmosphere and manners and

morals of its genteel period is just about

perfect, and inherent in that perfection is a

quietness, even drabness, strikingly out of

tune with what usually constitutes enter-

tainment these days. The undercover bitter-

ness between the two women in their rival

motherhood is a pretty terrible thing to con-

template seriously, and there's an awful lot

of suffering involved. Maybe it's just far

enough away to have lost its sting, to sor-

row over at a distance gently and comfort-

ably. Maybe, though—in fact, probably

—

it's Bette Davis. With all her Awards she

has never touched the popular heart so

efifectually as she has apparently done here,

and that without the slightest abatement of

the sincerity and histrionic integrity that is

one of her strongest characteristics.—J.S.H.
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Fcmiandel and Gabriel Gahrio discuss the problem of breach-of-promise in "Harvest'

Films from Abroad

THIS summer has brought httle to New-

York in the wa}- of outstanding foreign

lihiis, apart from the foreign sections

in the programs of revivals at the Fifth

Avenue Playhouse and the Museum of Mod-
ern Art. Two new productions, hoAvever,

call for consideration : the French film

Harvest, and the Russian Conquests of
Peter the Great. Completely dissimilar in

theme and technique they are both likely

runners for the foreign Ten Best of 1939.

Whether or not Harvest will be in a posi-

tion to compete is still doubtful at the time

of writing. Banned by the New York
censors, the appeal by the distributors to the

Board of Regents has yet to be decided.

The keynote to Harvest is essentially

simplicit}'—in its characters, story and pro-

duction. Based on the novel "Regain" by

Jean Giono. it is a one-man adaptation, with

Marcel Pagnol as scenarist, director and

producer. Arthur Honegger supplies a suit-

able musical accompaniment. The picture

develops slowly and without effort, and suc-

ceeds throughout in sustaining interest with-

out indulging in unconvincing dramatics.

The theme is regeneration—the trans-

forming of deserted land into a productive

unit, and, with it, the bringing back of life

tc those who do the work. Orane Demazis
plays the part of the peasant woman who
leaves her worthless master (Fernandel)

and goes to live with a simple farmer

(Gabriel Gabrio) who is filled with the urge

to work the barren land and needs the en-

couragement of a help-mate. In plain and

completely unspectacular sequences we are

shown the stages from barrenness to har-

vest : the long trudges from farm to farm

to borrow horses, a plowshare, harness and

seed ; the sowing of the seed and the nour-

ishing of the crop, and the quietly dramatic

climax of the village market where the new
wheat stands in sacks before the buvers. If
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we consider this simple tale from too rigid

a standpoint we may find it nothing but a

deluding pipe-dream; but if we are ready

to grant the sincerity of its cliaracters and

their aims (and few will be able to resist

themj we are likely to find it one of the

most pleasing and satisfying productions of

the year. The complete harmony existing

between its various elements makes it a

spell-binder in the truest sense of the word.

The more one considers this picture the

less reason is apparent for its ban by the

censors. However, the truth is probably

that the average censor is bound to be more

aware than the average film-goer of any

incidental lapse from moral living in a pic-

ture. There is a tendency to examine in-

dividual portions of a film, as opposed to

considering it as a whole. In the case of

Harvest, the censors have singled out some-

thing that the average audience would prob-

ably not consider or notice at all—the fact

that we are not told in as many words that

the peasant girl and the farmer are married.

While the attention of the audience is held

throughout by the raising of crops, the

censor is tensely awaiting a harvest of

orange blossoms.

It is hard to beheve that the Board of

Regents will uphold the ban on Harvest.

So many critics and respectable civic bodies

have attacked the ban that a great deal of

public indigimtion will be aroused by its

sustainment.

{TJie Editors are pleased to announce that
since the time of icriting the ban on:\ ''Harvest"
has lieen raised dy the Board of Regents. The
picture will have its premiere on October 2nd
at the World- Theatre in Neio York City.)

The Conquests of Peter the Great is a

good successor to Peter the First—last year's

Russian competitor for the Ten Best laurels.

It has two distinct elements of appeal : the

spectacular element of Feter's land and sea

battles with the Swedes, and the far

subtler, more poignant element of his battle

with his son Alexis. The picture sets

out to show the link between the national

and personal battles — ' c portray Peter

as a patriot whose determination to benefit

his countrv' led him to brutal extremes in the

treatment of his traitorous son. Whether
we, or history, can entirely agree with the

verdict of the film is a matter of opinion;

certainly we are able to follow the conflicts

that lead up to it with respect for the writ-

ing, directing and character portrayals. As
in Peter the First. Vladimir Petrov directs,

from a novel by Alexei Tolstoy, with

Nikolai Simonov, and Nikolai Cherkassov in

the principal roles.

MISS MURIEL ANGELUS, the Eng-
lish actress who played the feminine

lead in "The Boys From Syracuse" in New
York City, did a good deal of screen-work

in Germany four or five years ago. She
says they wanted the productions done in

three Languages : German, English and
French, so they had three separate casts of

those nationalities. The three casts quar-

reled plenty and agreed very little on their

respective parts, until production was com-
pletely held up by international wrangling.

The producer was a methodical gentleman

and solved the problem in a practical way.

The English cast was told it was not con-

stitutionally fitted to be temperamental, and

was locked up in a separate studio. The
French and Germans were then brought to-

gether and left to fight it out.

ONE can presume thai it will be some

months before the importation of films

from France and England shows signs of

becoming limited. There must still be a

number of films made in both those countries

in the last six months for which exhibition

in the United States has already been ar-

ranged. What we can expect after they

have come and gone is doubtful ; a complete

cessation of French and British imports

seems unlikely. Perhaps we can expect a

number of second-rate productions of an

earlier vintage, together w ith the revival of

many films with a "war interest." What is

most probable is an influx of propaganda

films, the reviewing of which is likely to

raise a good many knotty problems ajnong

reviewing groups.—N.D.
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Some Visual Education

Sessions

THIS is the time of year when many
people are putting to practical use in-

formation on films in education, and we
bring to their attention the proceedings of

two v;3ual education Conferences held

earlier in the year?

One is the Second Annual Audio-Visual

Education Conference, sponsored by the

Pennsylvania College for Women in Pitts-

burgh, with the co-operation of the Carnegie

Institute of Technology, Duquesne Univer-

sity, the Pittsburgh Public Schools, and the

University of Pittsburgh.

Subjects presented were : "Teaching Phys-

ical Science," "Character Education," "Eng-
lish Teachers and Motion Picture Apprecia-

tion Clubs in High Schools," "Vitalizing the

P.T.A. Through the Use of Locally Pro-

duced Motion Pictures," "The Many-Sided-

ness of Education," "Instructional Eflfective-

ness of Sound Film Elements," "Implement-

ing Education with the Motion Picture,"

"A Content Evaluation of Motion Pictures

in Elementary Science," "The Visual Radio

Lesson in Elementary School," "When
Sensory Aids Become Antidotes," "Looking

Toward the Future." Among the speakers

were Howard Gray, Director of Field Stud-

ies Erpi Classroom Films, Inc., New York;
Arch A. Mercey, Assistant Director United

States Film Service Washington, D.C.

;

William M. Gregory, Educational Museum
Cleveland Public Schools ; H. J. Leahy,

Professor of Education, Duquesne Univer-

sity, Pittsburgh; John A. Flollinger, Direc-

tor of Visualization, Pittsburgh Public

Schools.

A copy of the proceedings of tliis Con-

ference may be secured from Dr. James S.

Kinder, Professor of Visual Education,

Pennsylvania College for Women, Pitts-

burgh, for 15c.

The other is the Midwestern Forum on

Visual Teaching Aids which was held in

Chicago May 12th and 13th. Subjects dis-

cussed in the general sessions were : "New
Film Sources and How to Get Information

about Them," Fanning Hearon, Executive

Director, Association of School Film Libra-

National Board of Review Magazine

ries, New York City; "Evaluating Visual
Materials for Specific Teaching Problems,"
Charles F. Hoban, Jr. American Council on
Education Film Project; "Planning Educa-
tional Pictures," B. C. Arnspiger, Erpi
Instructional Films; "Hollywood and Edu-
cational Pictures," Ralph Jester, Vice-Presi-

dent, American Pictures, Inc., formerly of
Paramount Pictures; "How Can We Use
Motion Pictures to Humanize Knowledge?,"
Edgar Dale, Ohio State University. There
was a round table session with authorities

from different universities and schools tak-

ing part and cHnic sessions devoted to the

elementary school, the high school and the

college. The price of this printed proceed-
ing is 50c and it can be secured from the

office of Forum Chairman, Donald P. Bean,
University of Chicago Press.

THE Visual Instruction Section of the

New York Society for the Experimental

Study of Education has been separately re-

printed from the 1939 Yearbook of the So-
ciety. Programs during the past year pre-

sented many phases of experimentation and
research in the production of visual aids and
their use. Two subjects covered here were
presented under the general topic "Building

Morale with Visual Aids" at a joint meeting
of the Mental Hygiene and Visual Instruc-

tion sections, with Dr. Frank Astor, who is

Liason Officer between National Child Wel-
fare Association and the Bureau of Child

Guidance, Board of Education, and a niem-

ber of the Executive Committee of the Na-
tional Board of Review, presiding. They
are "The Contribution of the Motion Picture

to Mental Hygiene" by Rita Hochheimer,

Assistant Director of Visual Instruction,

Board of Education of New York City,

and "Building Morale Through an Assembly
Program," by Mr. Morris Korovin and Mr.
Louis Lewis, teachers in P. S. 89, Manhat-
tan. Two experiments described are "The
Theatrical Motion Picture as an Aid to the

Teaching of Literature" by Sylvia Ryack,

Scarborough School, N. Y., and "The
Marionette" by Miss Emily Amson, report-

ing an experiment undertaken with several

16 millimeter motion pictures developed in

marionette technique.
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THE Audio-Visual Extension Service,

Division of General Extension of the

University of Georgia, has compiled a

catalog of 16mm Educational Motion Pic-

ture Films. The Catalog states that all

schools and colleges are invited to avail

themselves of the advantages of this audio-

visual extension service. The films are both

sound and silent and are graded for various

groups, elementary, junior or senior high

school and college. The Catalog attractively

printed a.nd illustrated lists many films. Any
communications relating to it or to the ser-

vice may be addressed to : J. C. Wardlaw,
Director, Division of General Extension,

University of Georgia, Atlanta.

<<]yyrOTION Pictures in Physical Edu-
V 1 cation" is the subject of a pamphlet

by Professor Thurston Adams, Chairman of

Division of Health and Physical Education,

RoUins College, Winter Park, Florida. It

covers—The Place of the Motion Picture in

Physical Education
;
Producing and Using

the Experimental Films
;
Equipment for

Taking and Projecting Motion Pictures;

Suggestions for Using Motion Pictures. It

is one of the Teachers College, Columbia

University publications and the price is 90c.

Fifty Years of the Motion
Picture

THE motion picture is commemorating
its fiftieth birthday this fall and invites

all to take part in the celebration. So many
important elements were combined in making
the motion picture that it requires more than
a one day birthday celebration, and so the

entire season of 1939-40 is to be noted as

Anniversary Year, but special emphasis is to

be put on the week of October lst-7th, as
the first motion picture came into being
October 6th, 1889.

Councils and other organizations may find

it interesting to build one or more of their

programs of the year around the history of

the motion picture. Many of the sugges-

tions for Motion Picture Week made in the

March 1939 issue of this Magazine, tying

up the variorts community interests will be

applicable to the celebration. The theatre

managers are certain tO' be observing this

anniversary in various ways and will wel-

come co-operation in their activities and be

glad to aid community groups.

If your organization plans to take any

part in such a program we ofl^er assisrance

in suggesting historical data and sources of

material.

THE American Civil Liberties Union
annual report, bearing the title "The

Bill of Rights 150 Years After—The Story

of Civil Liberty 1938-1939" devotes several

paragraphs to censorship, most of which

during the year has concerned the motion

picture.

"SELECTED BOOK-FILMS"

for

Book Week

(see page 19)

<<DEVIEW of Foreign Film Markets
JTv During 1938" is the title of a detail-

ed report released by Nathan D. Golden,

who is Chief of the Motion Picture Division,

United States Bureau of Foreign and

Domestic Commerce. Mr. Golden's ofifice

receives regularly information on the motion

picture situation in foreign countries and the

compilation of this material into one volume

at the end of the year gives a comprehensive

picture of film activity over the world. It

covers theatres, production, number of

American films imported, censorship, educa-

tional developments and other film news of

real interest to the motion picture student

wanting facts and figures on films abroad.

The 380 page volume is available at 25c from
the United States Superintendent of Docu-
ments, Washington, D. C.
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Selected Pictures' Guide
(Continued from page 2)

f MAX ^HO DARED. THE—Jane Bryan,
Charley Grapewin. Based on story by
Lucien Hubbard. Directed by Crane Wil-
bur. Dramatic story of a small-town family
"Who get involved with a gang and are
threatened with death if they don't keep
their mouths shut. Has very outspoken
sequences regarding gangsters and dictators

generally, witlf a strong patriotic theme
throughout. A noisy, sincere defense of

democracy and the right to individual
freedom. Wanier Bros.

f MIRACLES FOR SALE—Robert Young,
Florence Rice, Henry Hull. Based on novel
by Calyton Rawson. Directed by Tod
Browning. A mystery tale, in an enter-

taining atmosphere of professional magi-
cians with their trick paraphernalia. Its

eeriness offset by amusing characters.
Metro-Gold'wyu-Mayer.

fj NANCY DREW AND THE HIDDEN
STAIRCASE—Bonita Granville, Frankie
Thomas, John Litel. Original screen story
by Kenneth Garnet. Directed by William
Clemens. Two youngsters solve an inter-

esting mystery very amusingly-. Warner
Bros.

m *OLD MAID, THE—Bette Davis, Miriam
Hopkins, George Brent. Based on novel by
Edith Wharton. Directed by Edmund
Goulding. A story of New York in the
middle of the last century, its manners and
morals, revolving around the relations of

two cousins toward eacli other and toward
the child of the unmarried one. Dramatic
in its psychology, and produced and acted
with unusual sympathy for its unusual
situations. Warner Bros. See page 13.

f RIDERS OF THE FRONTIER—Tex Ritter.

Original screen story by Jesse Duffey and
Joseph Levering. Directed by Spencer
Gordon Bennett. A straight Western, but
one that shows far more imagination in

treatment and situations than the average.
Has some good songs and a camera that
makes the most of fine scenery. Monogram.

f *STAN"LEY AND LIVINGSTONE-Spencer
Tracy. Sir Cedric Hardwicke, Nancy Kelly.
Original screen story by Philip Dunne and
Julien Josephsou. Directed by Henry King.
An impressive record of Henry M. Stanley's
expedition into darkest Africa to find out
whether the famous explorer and mission-
ary, David Livingstone, was dead or not ; an
expedition with tremendous historical con-
sequences. Spencer Tracy embodies the
reporter who became an explorer with
splendid vitality, and the whole production
is restrained and powerful. Referred to the
Committee on Exceptional Photoplays.
Recommended for schools and libraries.

20th Century-Fox. See page 12.

Xational Board of Review Magazine

f STAR MAKER, THE—Bing Crosby, Louise
Campbell, Linda Ware, Ned Sparks. Origi-
nal screen story by Arthur Caesar and Wil-
liam A. Pierce. Directed by Roy del Ruth.
Suggested by the career of Gus Edwards,
this film shows Bing in the role of a show-
man who organized kid-shows throughout
the continent and the trials and pleasures
that accompany them. Though the story
is poor there are some swell song-and-dance
acts well handled by Bing and a number
of very amusing characters and situations.
Paramount.

f THESE GLAMOUR GIRLS—Lew Ayres,
Lana Turner. Tom Brown. From the Cos-
mopolitan Magazine Story by Jane Hall.
Directed by S. Sylvan Simon. A bright,
even giddy, story of a college house-party
and a pretty taxi-dancer who attends by
mistake, with resultant conflicts with snob-
bery. Several interesting types are sketch-
ed in with a good deal of vividness, and a
certain side of college life lively presented.
Metro-Goldwyn-Mayer.

f TORCHY PLAYS WITH DYNAillTE—Jane
Wyman. Allen Jenkins. Tom Kennedy.
Based on story by Scott Littleton. Directed
by Noel Smith. A lively and amusing
"Torchy" story in which she pretends to be
a crook and goes off with a dangerous gang
in order to expose their leader. Allen
Jenkins and Tom Kennedy provide a great
deal of fun in their detective roles. Warner
Bros.

fj UNDER-PUP. T'HE—Gloria Jean. Robert
Cummings. Nan Grey, C. Aubrey Smith.
Original screen story by I. A. R. Wylie. Di-
rected by Richard Wallace. A cheerful
story, elaborately cast and produced,
launching a new little girl, a sort of com-
bination of Deanna Diirbin and Jane
Withers, who. as a singing tomboy from
the slums, reforms all the snooty people in

an exclusive summer camp. Everything in
it for popular consumption. Universal.

m WHEN TOMORROW COMES — Charles
Boyer, Irene Dunne. Original screen story
by James M. Cain. Directed by John M.
Stahl. These two stars give us another
poignant romance. He a reno'mied pianist,

she a waitress wanting to be a singer, meet,
fall in love and must part in three days.
Boyer's is the kind of understanding per-

formance such a part needs and everj^thing
else about the picture is in keeping. Univ.

fj *WIZARD OF OZ, THE—Judy Garland,
Fi-ank Morgan, Bert Lahr. Ray Bolger.
From the book by L. Frank Baum. Di-

rected by Victor Fleming. The fantastic
adventures of a girl named Dorothy in the
Land of Oz, «*ith TTie Scarecrow, The Tin
Man and The Cowardly Lion, where she
learned there was no place like home.
With its color and special effects it makes
an elaborate fairy-tale. Metro-Goldwyn-
Mayer.
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m WOMEN, THE—Norma Shearer, Joan Craw-
ford, Rosalind Russell. From the play by
Clare Boothe. Directed by George Cukor.
The story of a marriage that was broken
up and put together again, played entirely

by women. A brilliant cast of actresses
portray innumerable characters mostly of

the Park Avenue cat variety, though the
brittle quality of the play from which the
film was made is liberally softened by
sentiment. Metro-Goldwyn-Mayer.

Informationals

fj *ARABIAN BAZ.VAR (World Windows)—Care-
fully selected and beautifully photographed
scenes of an Arabian city. Done in color.
United Artists.

fj *BILL OF RIGHTS, THE (Historical Technicolor
Featurettes)—Excellent historical film of early
America in color. Vitaphone.

fj BIRTHPLACE OF ICEBERGS — A selection
from Father Hubbard's adventures and re-
searches in Alaska and his findings about how
icebergs get started. 20th Century-Fox.

f BREAKING THE NEWS (Paragraphic)—Ted
Husing describes the many varied entertain-
ments of Madison Square Gai-den. Paramoimt.

fj CONQUERING THE COLORADO (Adventures
of the Newsreel Cameraman)—The extremely
dangerous, eleven-hundred-niile trip made by
one man in his boat through the perilous rapids
of the Colorado River. 20th Century-Fox.

fj *EVERGREEN EMPIRE, THE (Magic Carpet
Series)-—Beautifully photographed scenes from
the State of Washington. 20th Century-Fox.

f GUN PLAY (RKO Pathe Sportscope)—How
clay-pigeon shooting trains for hunting. RKO
Radio.

f HYDRO MANIACS (Grantland Rice Sportlight)
—Crazy hydroplane races in Florida. Para.

f INFORMATION PLEASE—A pictorial exhibi-
tion of the famous radio program in operation
with Mr. Fadiman and the most frequent "ex-
perts"—F.P.A., John Kieran and Oscar Levant
—answering the questions. RKO Radio.

f *MARCH OF TIME NO. 13, THE (series 5)—
"Metropolis 1939"—A highly interesting survey
of New York City, its people and its achieve-
ments, with special emphasis on the growing
public safety created by the present Police
Department.

f MECHANIX ILLUSTRATED NO. 6—How play-
ing cards are made; the new San Francisco
Bridge, etc. Vitaphone.

f ONE DAY STAND (Vitaphone Varieties)—How
a circus arrives, sets itself up and moves on.
Vitaphone.

f PACK TRIP (Reelism)—Dude ranchers on the
trail. RKO Radio.

f ROMANCE IN COLOR (Technicolor Specials)—An intei'esting melange of well-known paint-
ings, mostly about love, with flowery commen-
tary. Vitaphone.

fj SOJOURN IN INDIA (Columbia Tour)—Colorful
pictures of Bombay and Calctitta. Columbia.

f TAKE A CUE (Pete Smith specialty)—Charles
Peterson showing how difiicult billiard shots are
made. Metro-Goldwyn-Mayer.

Musicals, Novelties and Serials

f BOY MEETS JOY (Mentone Musical Comedy)
—Pinky Tomlin—Those from six to sixty, sing,
dance and play with Pinky Tomlin's orchestra.
Universal.

fj DICK TRACY'S G-MEN (Serial) NOS. 1-2—
Ralph Byrd. Original screenplay by Barry
Shipman, Ronald Davidson and Walter Miller.
Directed by William Witney and John English.
Tracy's troubles begin when his world famous
prisoner escapes the death house and begins
to carry out his devilish plans for international
sabotage. Republic.

f VERGE OF DISASTER (Floyd Gibbons', "Your
True Adventure)—A cottage nearly carried over
a cliff. Vitaphone.

Cartoons and Comedies
fj ANDY PANDA—A laughable new cartoon char-

acter, with some amusing vocal burlesque in
the other characters. Universal.

fj AUTO ANTICS—Our Gang—The Gang wins an
auto race to save a stray dog. Metro-Goldwyn-
Mayer.

f AUTOGR.4PH HOUND (Walt Disney)-DonaldDuck mvades a Hollywood studio. RKO Radio,
f DETOURING AJVIERICA (Merrie Melody)—Anamusmg burlesque of travelogues in cartoon

form. Vitaphone.
fj OFFICER DUCK (Walt Disney)—Donald adopts

an infant's disguise to round up a tough public
enemj'. RKO Radio.

Selected Book-Films

nPHE National Board of Review of Mo-
1 tion Pictures has coinpiled its annual
"Selected Book-Films," listing the films

from October 1938 to October 1939 which
have been adapted from novels and published
plays, and those with special book value tie-

up. The Board has prepared this list each
year since 1922 in connection with the fall

observance of Book Week. "Books Around
the World" is the slogan for 1939 Book
Week, November 12th-18th, and this list

appropriately includes films around the

world—British, French, ItaHan, Swedish,
etc., in addition to the many American films,

which from their book source, or their rela-

tion to reading, receive special attention from
libraries, schools, motion picture councils and
clubs interested in stressing the study of the

motion picture. The list is priced at 10c and
is available from the National Board of

Review.

NATIONAL BOARD OF REVIEW
70 Fifth Avenue,

New York City

I enclose 10c for Selected Book-Films.

Name

Address

Other publications and details of 1939

BOOK WEEK plan can be secured from
Book Week Headquarters, 62 West 45th St.,

New York City.
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REVIEW OF MOTION
PICTURES

The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelhgent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of

motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

rt carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
(vith the formulation of policies, the election of
.nembers, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of I'he various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
iiiittee.

The Committee on Exceptional Photoplays is

composed of critics and st^idents of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for the
support of the creative achievements of the
screen. •

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under its National
Motion Picture Council, through affiliated mcm-
liership groups, service contact groups and cor-
respondents throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
.specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinee."
of pictures particularly suited to the tastes of
children, through cooperation w-ith local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools

To arrange and promote occasional exhibition.-;

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carr.ving out these
objectives furnished an informational service
through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions
$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone, available at a
special rate of $100 in conjunction with the
Magazine.

Selected Pictures Catalog (annual).- 25c

Special Film Lists _-10c ea.

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status free

National Board of Review—How It Works free

A Plan and a Program for Community
Motion Picture Councils . 10c
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Selected Pictures Guide
This department lists pictures selected by

the Review Committee of the National Board
of Review as ioo7-thy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture. The
choice of the pictures included is based upon
principles of selection developed through long

study of public preference as to what consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the
basis for the reviews and audience recommend-
ations of the pictures. The Review Committee
consists of approximately 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—^Pictures especially worth seeing as above

the average "selected" picture.

m *ALL QUIET ON THE WESTERN FRONT
—Lew Ayres, Louis Wolheim, John Wray,
Slim Summerville. Based on novel by
Erich Maria Remarque. Directed by Lewis
Milestone. Re-issue of Lewis Milestone's

famous picture to which has been added a

commentary and a number of stock shots

and newsreel items of pre-war and post-

war Germ.any. Result gives the picture a

strong topical appeal, sympathetic towards
the Germans as people but strongly anti-

Nazi and anti-militaristic. (Reviewed in

Exceptional Photoplays Department, May,
1930, Magazine). Universal.

f AT THE CIRCUS—Marx Brothers, Kenny
Baker, Florence Rice. Original screen story

by Irving Brecher. Directed by Edward
Buzzell. Harpo at the harp, Chico at the pi-

ano and Groucho leading the hilarious non-

sense as always. When ways and means are

wanted for raising money for the trembling
circus, each brother in there to help in his

own incredible way. A highly amusing pic-

tui-e, occasionally weak in lines and situa-

tions but generally most enjoyable. Metro-
Goldwyn-Mayer.

fj *BABES IN ARMS—Mickey Rooney, Judy
Garland, Charles Winninger. Based on
the play by Richard Rodgers and Lorenz
Hart. Directed by Busby Berkeley. An ex-

cellent musical show about show business,

in which the younger generation step in

to take the places of their parents who
have been driven out of vaudeville by the
movies—lively, amusing and sometimes
touching, with Mickey Rooney showing a
remarkable versatility. Referred to the
Committee on Exceptional Photoplays.
Metro-Goldwyn-Mayer.

f CALL A MESSENGER — Billy Halop,
Huntz Hall, Little Tough Guys. Original
screen .story by Sally Sandlin and Michael
Kraike. Directed by Arthur Lubin. Well-
developed story of a tough bunch of street
kids who are persuaded to try doing a bit

of work for a change and finally succeed
in getting rid of a gang of bank-busters.
Has humor and feeling. Universal.

f CHARLIE CHAN AT TREASURE IS-
LAND—Sidney Toler, Cesar Romero. Or-
iginal screen story by John Larkin. Di-
rected by Norman Foster. An interesting
mystery, laid at the San Francisco Fair
and involving psvchic elements, real and
fake. 20th Century-Fox.

f DANCING CO-ED—Lana Turner, Richard
Carlson, Leon Errol. Original screen story
by Albert Treynor. Directed by S. Sylvan
Simon. A gay, briskly moving comedy
about a scheme to plant a professional
dancer in a college to win a movie contest.

Full of youth and good spirits, with Artie
Shaw's band to provide the swing. Metro-
Goldwyn-Mayer.

f DISPUTED PASSAGE — John Howard,
Akim Tamiroff, Dorothy Lamour. Based on

. novel by Lloyd C. Douglas. Directed by
Frank Borzage. A story of science versus
spiritual values, with a brilliant young sur-
geon who follows the teachings of an older
man till a girl convinces him soul and sci-

ence can go together. Well directed, some
excellent performances, and a stirring cli-

max in war-torn China. Paramount.

f EL CORSARO NERO (The Black Pirate)
—Ciro Verratti. Silvana Jachino. Based on
novel by Emilio Salgari. Directed by
Pelrmi Amleto. A dashing picture in th°
Douglas Fairbanks tradition. The hero sets

out to kill the traitor who has dishonored
and murdered his brother, and roams the
seas as a pirate searching for him. Com-
plications begin when he captures and falls

in love with a lady who tunis out to be
the daughter of his hated enemy. Chonoy
in parts, but colorful and exciting. (Italian
production). Esperia.

r ESCAPE, THE—Kane Richmond, Edward
Norris. Amanda Duff. Original screen
story by Robert Ellis and Helen Logan.
Directed by Ricardo Cortez. A story of
two boys, one growing up to be a police-
man, the otlier a gangster, and how their
lives affected the lives of kids in their
neighborhood. 20th Century-Fox.

f ESPIONAGE AGENT—Joel McCrea. Bren-
da Marshall. Original screen stoi-y by
Robert Henry Buckner. Directed by Lloyd
Bacon. A melodrama about a young diplo-

mat whose wife is involved in a foreign
spv ring, rather exciting, smoothly done,
with home preparedness against espionage
as its theme. Warner Bros.

(Continued on page 20)
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What Is a Good Movie ?

Last mon/// the Editors decided to open their

columns to the question: "What Is a Good Movie f",

and asked members of the Committee on Excep-
tional Photoplays to lurite brief replies. We publish'
beloiu the first of their ansivers; the remainder
will folloiu next month. We would welcome per-
sonal comment and criticism regarding these mem-
bers' opinions from readers of the Magazine for
inclusion in our Correspondence Columns.

Mr. J. K. Paulding,

Chairman of the Committee
on Exceptional Photoplays

ASSUMING the fundamental recfuisites

of good photogTaphy, good direction,

and good acting, it depends upon the ob-

jective sought and the skill with which that

objective is approached.

The most universal of objectives is en-

tertainment, but this will not make a good
movie if it is arrived at in a haphazard
fashion, without regard for the unity of

effect.

Entertainment is of many sorts, ranging

from the farcical to the tragic, and each

sort requires a tempo of its own. It is

hard to think of an effective farce in which
the tempo drags, but easy to imagine a

tragedy running swiftly to its pre-destined

climax.

Is the subject of the essence of a good
movie? I am inclined to think not. Tech-
nique is of more importance in producing
the unity of mood upon which the final ef-

fect will depend. Yet a stirring subject

—

especially one linked to man's consciousness

of his destiny and the problems immiediately

confronting him—if treated with equal tech-

nical efficiency may well be preferred to

one of more trivial content.

' Which is only to say that the movie,

regarded as an art, is subject to the con-

ditions controlling the other arts. Some,

no doubt, may still be found to deny it the

status of an art at all. Well, what is it then ?

Just one of the new "methods of communi-

cation"? From this point of view it must

be judged by its effectiveness in spreading

information—even propaganda. But even

in this field art plays its part, since the best

propaganda is frequently that in which the

intention is most successfully concealed.

Admitting, however, the justices of its

pretensions to be considered one of the arts,

the best movie will be the one that best ex-

emplifies those particular characteristics that

differentiate the movie from other forms of

art. Of these characteristics the kinetic

quality is the most salient with its implied

capacities for rapid extension into realms

for the most part inaccessible to the drama

and the static arts. The technical equipment

necessary to the realization of this quality

is, therefo-re, the ingredient most needed in

the production of the perfect movie, while

never, of course, excluding those human at-

tributes of imiagination and S3anpathy with-

out which it will fail to reach its goal.

.
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Mr. Henry Hart

A poem or jewel from the tomb of Tut-

ankhamen speaks eloquently still, but

a motion picture of ten years ago is gro-

tesque.

Why?
By answering this question I think it pos-

sible to enunciate an adequate definition of

a good motion picture.

The superficial part of the answer con-

cerns the physical part of the motion pic-

ture—the film. Its chemical composition,

the photographic skills and processes entail-

ed in imposing an image on it, and the

physics of light and sound involved in the

subsequent transmission to the screen, de-

pend today upon theoretical knowledge and

mechanical devices which are clumsy and

infantile. In short, the physical substances

and tools of the motion picture are rudi-

mentary. Improvements and refinements

come thick and fast. Today's maximum
achievement is tomorrow's crudity.

In acknowledging this, however, we have

stated only part of the reason why a ten-

year-old motion picture is grotesque. We
have not approached the heart of the prob-

lem of what constitutes a good motion pic-

ture. The core of the problem is in the

realm of esthetics, and is the heart of all

forms of art.

Before making observations about the

nature of art in general and of motion pic-

ture art in particular (which in its tele-

vised phase will become the greatest of all

art forms), it is necessary to recognize that

many different kinds of craftsmanship are

employed in the creation of a motion picture.

The theatre is the mistress of four artists

:

the motion picture of six. Author, actor,

director, photographer, scenic designer and

composer—working harmoniously or antag-

onistically, stupidly or intelligently—create

that portion of a motion picture which is

not the physical film itself. In other words,

the motion picture is a collectiv.e art form,

and as such entails problems absent from
the labor of a solitary painter working upon
a single canvas.

Hokusai, at the age of ninety, said that

could he live another ten years he might

achieve a perfect line. If the individual ar-

tist is ^an apprentice at the end of his life

—and he is—a group of artists working col-

lectively face problems of which they are

not even aw-are. Especially in an epoch

in which collective enterprise is so new. The
art in a collective art form is still to be

learned, and as it is learned a more adequate

conception of a good motion picture will

emerge.

But the real crux of the matter lies be-

neath even this. Let us assume that the

various artists involved—the author, actor

et al—are all men of talent and are learning

to work harmoniously and with mutual in-

spiration. Upon what are their efiforts to

be expended ? Upon ideas, arranged in a

pattern—that is, upon a closed system of

ideas, to borrow a concept from physics?

What kind of ideas, w'hat kind of a totality

of ideas? It is here that we approach the

basic considerations of what constitutes a

good motion picture. And any work of art.

"Universal ideas" are those which are

comprehensible to all men in all times and

places. They are the distillate of much living

and dying, they are the substance and struc-

ture of the funded experience of the race.

And, I would suggest, of art. To be an

artist is to be possessed of them. They are

the essential ingredient, the sine qua non,

of any w-ork of art. In fact, a w^ork of art is

their exemplification, and exemplifying

them, and applying them, is art. They may
be deployed as tragedy or comedy, for en-

tertainment or instruction, according to rules

first formulated by Aristotle. But without

them an intended tragedy is comic, and a

purported comedy tragic.

A good motion picture, then, is one in

which the subject matter—^whioh can be any-

thing whatsoever—is treated in terms of

universal ideas, by craftsmen who know
what these ideas are, and w'ho know the

most about the art of collectively creating a

collective work of art, and who utilize each

technological improvement in the substances

and tools of the physical part of a motion

picture.

Mr. John McAndrew

I
think a good picture is one that makes
you believe what it asks that you be-

lieve, convincingly and absorbingly. Un-
fortunately, the answer, like the question,



November, IQS9 5

is one of those many-faceted things that

just won't be nailed down and ultimately

resolves itself into a lovely poser like how
long is Indian Summer ? and Rudolf Friml's

music is better than Irving Berlin's, but can

you prove it?

So man}^ basic components go to make a

good film—and you can't expect any one

picture to achieve all of them; it must, how-

ever, have a few, one or two of which, re-

freshingl)^ handled, may turn the trick.

The film in its most completely cinematic

form was expressed by Pare Lorentz in

The River: elemental things that are a part

of time in its flight and that simply couldn't

be caught by anything but a camera—in

close-up, raindrops plopping on green leaves

and glistening on stalks of grass and form-

ing ever-widening circles on a luminous

pond ; the plow cleaving the sweet fresh

earth and the plowman on the hilltop .sil-

houetted against a twilight sky. And the

visualized thought of a Hitchcock thriller

—in A Woman Alone, the close-up of a

knife cutting bread, hesitation, a tilt to the

girl's furtive face, back to the knife, her

hand changing to a firmer, more sinister

grip, and pan to the man's eyes compre-

hending her subconscious intent. Again,

the rhythmic cutting in a musical, as in Cliu

Chin. Chow, to blend all movement to the

music and the dance. These things are ex-

clusively filmic and closer to perfection than

you can too often expect.

The director is generally the one respon-

sible for what vou get. "Generally," because

in too many of our films he is nothing but

a sort of stop-gap between the set-up and

the take, with little opportunity to give char-

acter and scope. Occasionally—and surpris-

ingly often to-day—out of the ashes rises

a Let Live or a Blind Alley and the

movie-makers hope they have hit a gusher,

somebody with creative ability, perhaps even

style, who, with better material, fuller rein

and less "collaboration" might be a po-

tential Lubitsch or Hitchcock or King Vidor

or Capra. From this melting-pot have risen

Garson Kanin, Charles Vidor, John Brahm,

John Farrow and George Stevens to chal-

lenge to-morrow.

Some "name" directors who do not or

cannot realize the full cinematic value in

their productions do nevertheless manage
to substitute a highly competent stage ef-

fectiveness which, together with proper at-

mosphere and an intimacy no stage could

supply, can make the vehicle almost inadver-

tently good and even exceptional, such as

Eniile Zola and Night Must Fall. At the

other extreme, the inherent banality and the

Brand of the B's was completely remioved

from Let Us Live by strikingly original use

of camera, development of character and

judicious, expert cutting.

Of course, there are pictures and pictures

... a dizzying array of types—the super-

colossals and Z-minuses ; the same yard-

stick would never do^ for Smozv White, TJic

March of Time, The Blood of a Poet and

Gone With tJie IJ'ind—a North, South, East

and West that defy you to logically classify

anything at all. Nevertheless, somewhere
in the melee between the Stupendous A's

and the mile-a-minute-B's is the Never-

Never Land where good pictures are made
Simplicity, intimacy and authenticity seem

the prime recjuisites of a good film.

Simplicity was never more genuinelv ex-

emplified than in Sing You .Sinners, which

reall_y is a classic of Americana par excel-

lence. Its true merit, perhaps, can be es-

timated only b}' a comparison to the ex-

travagant situations and bizarre character

studies offered in other "family" films in

general and the insistent caricatures of

Mickey Rooney and the infantile colloquial-

isms of our Four Daughters Courageous in

particular.

A warm intimacy seldom found on the

screen was realized between Charles Boyer
and Irene Dunne in Love Affair and it was
probably this quality alone which transported

it from the syntheticall)- sophisticated,

which the deliberately blind insisted upon
calling it, into the realm of a love idyll.

The minutest authenticity of detail neces-

sary to a war-torn village in 1915 Belgium
was observed in / JVas a Spy, and this strict

adherence to setting and characters sans

glamour was not a little responsible for its

being possibly the finest spy film and cer-

tainly one of the foremost war docmnents
ever screened. In it, for instance, Made-
leine Carrol wore exact 1915 period cos-

tumes of singular ugliness that no domestic
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star would consider or her designer permit

—even to a baggy, sackcloth prison gown
with all the line and finish of a potato sack,

her hair pinned straight back in a tight,

uncompromising knot. Yet out of this frame

shone a vivid, cameo-clear beauty that Hol-

lywood has long since shellacked into one

more gilded lily.

The theme should determine the direc-

torial treatment,, and each film should con-

form to the fundamental requirements of

its type : Mystery and adventure stories and

character studies should lean toward the

Hitchcock technique, employing a camera

that roves every nook and crannv and fol-

lows people along dim corridors and up

musty staircases, bringing you up short and

shuddering with terrific impact into the leer-

ing face of death, feeling with you the crash

of the hatchet into the skull and black

oblivion.

American comedies are quite good. Holly-

wood having been weaned on them, but

strangely enough comedy relief is positively

poisonous. Since it is supposed to relieve,

it should bear a much closer resemblance to

everyday life than an out-and-out farce, but

no producer has yet discoA^ered that there

are no mental counterparts of Warren
Hymer, Ed. Brophy or Wallace Beery on

the loose in our police force, family circles

or even chain gangs. They are thoroughly

obnoxious because they masquerade as real-

ism and have no counterpart in fiction or

fact.

Slapstick comedy, which should have an

intellectual renaissance for my money,

Avould do well to employ the Keaton ap-

proach, and sophisticated fun shouldn't be

dependent upon searing bon mots tossed re-

lentlessly like red hot rivets from Punch and

Judy and which no one dares drop. Riding

this tiger ruthlessly were Three Men on a

Horse, Boy Meets Girl and Fifth Az\e. Girl,

with everyone brilliantly outwitting every-

one else, themselves and their audience. Sa-

tire must be deft and devastating, in the

manner of Pygmalion and Carnival in

Flanders and unlike the heavy-handedness

that made Idiot's Delight a fantastic bore.

Screwball families should take after the

Rimpelgars of Tlire.e Cornered Moon and

the Kilborns of Merrily JVe Live, who were

uproariously funny for being casually insane,

not laboring fiendishly at it as they all did

in those just mentioned and A Slight Case

of Murder and It\<; Love Fm After and
some of those Twentieth-Century Fox things

tailored to the talents of Loretta Young,
Don Ameche and Tyrone Power. If it un-

folds as merely preposterous, it has not

been properly done.

Why screen histories should invariably

be a Waterloo I don't know, because they

needn't be. but more casualties occur in

them than on their gigantic battlefields. For

one thing, the producer is usuallv completelv

overawed by the dignity of his canvas and

at the outset weaves around his hero and

heroine a spell of stupefying nobility never

known this side of the river Styx and which

history thoughtlessly omitted, harking back

to the heydey of Griffith and Gish in its

wanton innocence. As a result, all our

Washingtons, Lincolns, Victorias, Napo-
leons and Wellingtons are propelled through

their parts on an invisible dais as if in an

embalmed state they had been resurrected

to roam the world and review their mar-

tyrdom in retrospect. Each succeeding page

of the past, it seems, must dwarf in lavish-

ness all that has gone before ; throw the

characters to the lions, but surpass tenfold

the original splendor of the French Court,

the Roman Empire, the fripperies of the

silk-swathed simpletons and Satans that

Schildkraut elaborated so sneeringly. Romeo
and Juliet, Marie Antoinette, Conquest. Su.es

and others of the genre were such dazzling

cascades of priceless baubles that the light

of mere life blew out. leaving only the over-

stuffed richness that produced an enervating

nausea.

A document with a social message must
deliver it honestly and forcefully and, more

often than not, take sides. It is difficult to

present both sides impartially and withal

remain a rose between two thorns.

Blockade threw a mystifying smoke screen

around itself, pulled all its punches and re-

verted to a watery romance each time it

seemed to be getting off to another start

;

it had the added misfortune of the same
sort of wooden handling that cripped Juarez

and wound up in a dense fog, a master-

piece of evasion. If 'Mr. Wanger had even
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an inkling of tlie half-truth he was ulti-

mately going to have, he might have spared

us in the first place. I would like to admire

his initiative in exploring fresh fields, but

considering the results. . . .

Almost an object lesson to Blockade is

Professor Mamlock, which is emphatically

everything Blockade is not—a smashing in-

dictment in every sense of the word.

Atmosphere is invaluable in efifecting the

right mood, giving substance to the shadow

;

decay and death permeated every foot of

Payment Deferred; a gossamer, dreamy
quahty gave spiritual beauty to the fourth-

dimensional Peter Ibhetson, and without

haloes or heavenly choruses the Stranger

in The Passing of the Third Floor Back
was God.

These were fine examples of good pictures

that weren't too clever for their own good
or too big for their frame, in which the

humor was never labored and pathos never

degenerated to bathos.

Some day, out Hollywood way, they'll

get around to having all of these things in

one picture as an antidote to the double

feature. When they do—well, just duck,

comrade, duck

!

Dr. Russell Potter,

Division of Film Study,

Columbia University.

TO define a good movie is almost as

difficult as to define a good novel, or

a good statue, or a good stage play. I

have seen hundreds of good movies, and

many more bad ones. I think I know a

good movie when I see it ; but I cannot tell

you what a good miovie is!

One reason for this state of things is, of

course, the fact that the motion picture is

a living art-form—and one that is exuber-

antly living at that ! Just as you get your

hands on it to have a good look at it, sip—
and it is out of reach again and you are

once more cliasing it

!

But you want a definition, and not a dis-

course ; so here is my go at one

:

A good movie is one in which a story is

told in terms of what Alfred Hitchcock has

called visiuai sequences and with rigid atten-

tion to that basic double-barreled law of

all truly artistic creation, economy of means

and economy of attention. (Note: the story

may be the factual or semi-factual scenario

of a documentary, an enlarged fairy tale

like Snow White, a fully documented biog-

raphy like Zola, a case history in sociology

like / Am -a Fugitive, an inconsequential

and unimportant piece of fiction like It Hap-
poied One Night or Carnival in Flanders.)

The important thing, of course, is the cinc-

niatic . . . the movement itself. Recognition

of this is what makes a good movie ; failure

to recognize it is what makes merely an-

other illustrated story. For the principle of

visual sequence is not that of narrative se-

quence or of dramatic sequence. Indeed, it

may be very dif¥erent from any logical se-

quence that we can think of. For it is some-

thing new in the world, something" so new
that we are now only learning its a-b-c's.

Now, for the first time in history, the

creative artist is complete master of both

time and space. The motion picture has given

him a new idiom, that oi visual sequence.

A New Quarterly

THIS month will be pubhshed the first

number of a new magazine, "FILMS
—A Quarterly of Discussion and An-

alysis," in which the publishers offer an in-

dependent forum for an exchange of film

ideas, wherein they hope to direct film theory

and film criticism toward the living needs

of the film. Their preliminary announce-

ment says: "FILMS will be issued four

times a year , in a distinguished format.

Every aspect of cinema work will be re-

ported and analyzed, providing material of

vital interest to both the professional film-

maker and the layman. Substantial articles

by well-known technicians of the industry

will be complemented by authoritative

studies from critics in parallel fields of the

fine arts, economics, science and sociology.

Letters from American and European film

centers will provide a quarterly record of

current thought and activity in tlie inter-

national film.

"The main purpose of this forum will be

to aid the film-maker in studying his public,

{Continued on page 17)
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Writing and the Motion Picture
By Fraxces Taylor Patterson

Mrs. Patterson is Instructor in Photoplay Compo-
sition at Columbia University and a manber of tlie

Committee on Exceptional Photoplays of the Na-
tional Board. She is the author of several books

and numerous articles on screen nsriting. This

article is from a radio address delivered over Sta-

tion JVNYC on the fioard's Film Forum.

WHEN it comes to the question of

writing and instruction in writing

for the screen there are alwa\'S

people who assure me that as the majority

of screen-plays are adapted from novels and

stage-plays there is no point in training

writers specially for the screen. But I firmly

believe that the answer to the plea for better

pictures is to be found in the development

of a race of screen writers, of people who
are trained to think and write in terms of

pictures and who recognize the screen as a

medium entirely independent of, and differ-

ent to the short story, the novel and tlie

stage-play. The more we develop these pic-

torially minded people, the less the screen

will have to borrow from best-sellers and

Broadway hits.

I might go so far as to say that prob-

ably the greatest single factor that has

kept the screen from reaching' a stiJi high-

er development is this reliance of pro-

ducers on material that 'has been con-

ceived in a literary, rather than pictorial,

form. After all, can we argue that a

stor}- written to be read should be suit-

able as a sitory that is not read but

photographed?

It is interesting to note that in tlie film

fields in which the screen has shown
its greatest brilliance—-comedy and bi-

ography—the makers have not bothered

with stag'e-plays and books, but have

worked up the material from the outset

in pictorial form. Producers, of course,

say that there is enormous publicity value

in using' well-known books and plays. Yet
some of the outstanding' screen successes,

such as Tlie Story of Louis Pasteur, Tlie

Life of Einile Zola, The Big Parade, and
all the Chaplin films, were composed m
screen language without benefit of Broad-
way or the publishing houses. And this

screen language is the language we are

trying to teach at Columbia.

But as long as adaptation exists the

movie companies must retain a corps of

writers wdio treat books and plays for

filming. These writers have to have the

pictorial slant that the novelist or drama-
tist lacked in the first instance. They
are put under contract, and they are most
important to an industry that depends

on having so much of its material done

over. At Columbia we train students to

make these screen treatments, to do what
corresponds in newspaper work to a re-

write job.

I am often asked why the screen is so

willing to borrow its material from fiction

and the stage. Almost never do novelists

and playwrights use material that has al-

ready appeared in screen form. I think

the answer is mainly a technical one. The
technical side of the screen has developed

more rapidly than its creative abilities. It

is as though you had a factory all set up
and ready for the making of soup—let us

say vegetable soup. But you cannot make
veg'etable soup without a long' prepara-

tion. Someone has to hoe the beans and
weed the beets and water the carrots.

Someone in China has to plant the rice,

perhaps a year in advance. And someone
else out on a ranch has to raise the cattle

to furnish the stock. Then, of course,

there's the can.

The same need for long preparation

exists in writing" the screen story. All

creative writing' is a long process. Ask
any noA'clist, and he will tell you that he

didn't dash oft" his novel in six weeks.

He thought about it and brooded over it.

It is more likely to have taken him six

years.

Xor are time and thoug'ht the only im-

portant elements in the creation of the

story. Our current authors are the result

of the long training' in writing English,

and the long" study of the best literary

examples, that our grade schools, colleges

and universities provide. The average
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person is taught to write a composition

almost as soon as he can hold a pencil

in his hand. He is encouraged to tell

stories, to express himself in the medium
of words.

Even after this long training, however,

there are still many people who can't use

language to tell a story. Thej^ are the

"cannots". Once out of schood they no

long-er try to write compositions. But the

"cans" ultimately arrive at a publishing

house, or at the office of a Broadway pro-

ducer, with a manuscript under their

arms. The publisher or stage producer

has the pick of the talent that results

from the efforts of all the teachers in

schools and colleges, plus the long hours

of studying" literature and the creative

ei?ort on the part of the budding author

who tries to put into practice what he is

taught in the class-room. For the moving
picture, however, there has been no such

preparation. Production facilities sup-

plied a brand-neAV set-up for telling sto-

ries, but they couldn't be allowed ;to lie

idle for six years, or even six months,

while an author developed a iSeries of

pictures that would best tell his story.

They had to have a story right away,

so that the cameras could start grinding"

next day. The simplest procedure Avas

to buy a story already written, and this

is what Avas done. The producers fell

back on literary material, and having once

started to use it they continued the prac-

tice. Precedent is a strong thing.

The schools go right on teaching people

to write in terms of words. They can't

teach them to write in iterms of pictures

because they don't know how to do it

themselves. The film companies do know,

but the}' won't teach. There are sev-

eral reasons for this. First, the com-

panies have very little time. . It is a tre-

mendous task to produce pictures to meet
release dates, without stopping- on the

way to show people how it is done. In

the second place, those who could do the

teaching' are itoo high priced to spend

time on amateurs who may or may not

turn out to be screen geniuses. A direc-

tor who gets three thousand dollars a

week and is in the middle of a million

dollar production isn't going to take time

out ito show a writer that his stuflf is too

psychological ; that he should let his char-

acters reveal themselves by what they

do, and not describe them. The same is

true of all the other studio experts work-

ing at white heat. The scenario writer is

hard pressed because there are stars under

contract and their salaries are adding

huge sums to the overhead as long as

they are Avaiting' for suitable stories. But
he is paid a high salary to find a ready-

made story, not to teach someone ;to write

one.

The tempo of the motion picture in-

dustry is not geared to teaching, and it

is too expensively operated. In a school

or cod'lege the best minds have all the

time in the world ito teach. Nor is it a

matter of being paid three thousand dol-

lars a week ; it is more apt to be three

thousand dollars a year.

The motion picture has yet to develop

its William Lyon Phelps, its George Pierce

Baker, its Charles Copeland. devoting

themselves to the task of inspiring people

to appreciate the best that has been done

on the screen and to try to emulate that

best in original compositions.

Metro-Goldwyn-Mayer once inaugu-

rated a training school for young writers,

Just as Paramovmt did for young actors,

but for various reasons the project Avas

abandoned. One of the reasons Avas that

the results AA'ere not quick enough. But
althoug'h few people in the industry can

stop to teach others, they themselves

''learn by doing". That is Avhy the num-
ber of stories Avritten and dcA'eloped Avith-

in the industry is increasing. The direc-

tor-author combination is especially no-

ticeable. King Vidor, Rene Clair, Eisen-

stein, Chaplin, Lubitsch, John Ford, haA^c

all had their fling' at originals.

AVhen I Avas in HollyAA'ood last summer
I Avas interested ito see hoAv much atten-

tion the Disney Studios gaA^e to discov-

ering and encouraging new talent. They
haA'c regular set times Avhen artists may
come Avith their portfolios of draAAangs

and haA'C a personnel expert go OA'er their

Avork. These artists are by no means
people Avho haA'e Avon places for them-
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selves in the art world. As a matter of

fact the studio doesn't want them to be

successes. It wants to train their (talents

along the special iline of animation, and
it realizes that this can best be done be-

fore the talent has had a chance to crys-

tallize in a certain mold.

What applies to drawing applies equally

,to writing. It might be well if some of

the companies woAild follow Disney's pro-

cedure of being hospitable to new talent

and giving- young authors a chance to

learn to create stories in terms of the

camera. It is a well-known fact that

many of the famous authors who are put

under contract to write for the screen

prove to be flat failures when it comes to

composing in terms of pictures. They
simply can't do it. And, after all. why
should they be able to ? They have skilled

themselves in an entirely different field.

While the screen play has elements of

plot and character in common with the

novel and the stage play, it presents them
by entirel}^ different means.

Sometimes eight or ten authors of es-

tablished reputation will work at princely

salaries to re-write a novel or play that cost

a fortune to buy in the beginning. The
more these authors work on it, the farther

the script gets from the purchased ma-
terial. The authors might just as well

have created an original story a,t the out-

set. The picture Mr. Deeds Goes to Tozvn

only remotely resembled Clarence Bud-
dington Kelland's story "Opera Hat."

One of the great wastes, as I see it, is

that these writers usually are put under
contract for work on a single sitory. When
the script is finished—or rather, when
their version of it is finished—they return

home to go on with their usual vocations

—writing novels or stage plays. What-
ever they may have learned about the

screen in the course of Itheir assignment
is lost to the film conipan}^. Few eminent
authors on special assignments stay to

become staff writers.

Some new system is needed to supple-

ment the present set-up. Perhaps a 55^5-

tem corresponding to the Guggenheim
Fellowsihips. or to the advance royalties

system of the publishing houses. A young
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writer, of whose talent a company is con-

vinced, might become a sort of appren-

tice to the studio, drawing a salary while

he studies the technique and applies it to

his story. The salaries purported to have

been paid on discarded versions of The
Good Earth, would support a group of

promising young apprentices for several

years.

Lft's Go to the Movies. By irilliam Clayton Pryor

and Helen Sloman Pryor. Harcourt, Brace &
Co., $2.50. Illustrated.

THIS is by no means the first book by

W. C. and H. S. Pryor
;
they have writ-

ten brief, instructional works on a dozen

subjects, ranging from trains to cowboys.

Their method is to break down their subject

into its component parts and spend a chapter

discussing and explaining the function of

each, occasionally stopping for criticism or

to warn the reader to be on his guard.

Let's Go to the Movies begins by attempt-

ing to show the young reader that the movies

are not just a scramble of favorite stars, and

that a proper understanding of what goes

into them is likely to increase his appreci-

ation. We are then taken to an imaginar\-

movie-house in time for the newsreel, and

take off a chapter to discuss its making. Then

comes the feature, and with it begins the

body of the book—story, direction, camera-

work, acting, sound, editing, costuming, sets,

etc., each carefully explained and fitted into

its place as part of the completed picture.

Frequent excursions to the Hollywood stu-

dios are made whenever a studio background

is helpful in explaining points. Following on

this come surveys of other aspects of the

movies, such as the star system, block-book-

ing, shorts versus double feature, and censor-

ship (the National Board of Review is not

a producers' censorship organization, Messrs.

Pryor
!
) and a final warning to audiences

that it is their duty to interest themselves

actively and critically in Hollywood produc-

tions. Well illustrated and sensibly written,

this is a most useful book for the young stu-

dent of the movies, who will find its style

and comments both entertaining and instruc-

tive. N. D.
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Ninotchka
Screen play by Charles Brackett, Billy Wilder

and Walter Reisdh, from an original story by Mel-
chior Lengyel, directed by Ernst Liibitscli, director

of photography William Daniels, musical score by

Werner R. Heymann. Produced and distributed by
Metro-Goldivyn-Mayer.

The cast

Ninotchka Greta Ga/bo
Leon Melvyn Douglas
Sivana Ina Claire

Iranoff Sig Rumann
Buljanoff Felix Bressart

Kopalski Alexander Granach
Razinin Bcla Lugosi
Rakonin Gregory Gaye
Hotel manager Rnlfe Sedan
Mercier Edwin Max-zvell

Gaston Richard Carle

WITH SO many winds of controversy

tangling maelstrom-like wherever

people are reacting to world events,

this gay zephyr of a picture is likely to he

taken in some quarters for something more

significant than seems to have heen intended,

something perhaps laden with a message—
and a suhtly malicious one at that. It treats

lightly a suhject that some can contemplate

only with the utmost seriousness, serious

sympathy or serious repugnance : Soviet

Russia. To such seriousness, such light

treatment is like making jokes about religion.

To most people, however, Ninotchka will be

what on the surface it appears to be, a

comedy in which—to put it at its crudest

—

Garbo laughs.

What Garbo means as a box-office asset,

as exploited to attract the mass audiences,

is summed up ^oretty accui-ately by Lewis

Jacobs thus : "the ultra-sophisticated, neu-

rotic woman of the world who lives only for

love." Dramas have been devised or adapted

1

to present her in that aspect, which is prob-

ably the best solution possible to the enor-

mously difficult problem of how to make
her special genius "glamorous" to the num-
ber of paying customers necessary to keep

her on the screen in such expensive pro-

ductions. But genuine caviar remains caviar,

whatever it is labelled for the general, and

whatever package it is sold in. And those

who have admired Garbo for herself and

not for what she was called or for the stories

in which she has been presented, will not

be astonished that she can laugh. To go no

further back than Camillc and Conquest, it

lias been obvious enough that there was
something merry and simple in her waiting

to express itself.

Ninotchka is a girl who is the precise

opposite of sophisticated and neurotic, or

living only for love. She is sincere, straiglit-

forward and honest, completely sensible about

love whether it is romantic love or love for

her fellow-man, and never solemn or pom-
pous about anything, be it love or omelets

or hats. She is capal^le enough to be chosen

by Moscow for a mission to Paris, wise

enough, though in her own world she has

never met them before, to see tlirough the

fripperies and sophistications of Paris, hu-

man enough for her youth to blossom out

in the enchanting air of Paris in springtime.

Paris does not change her—it merely ex-

pands her; she has a good time and falls in

love.

What happens is concerned with some
jewels that had belonged to a Grand Duchess
of the old regime, which had been sent to

Paris to be turned into cash. The three

men entrusted with the business were too
simple to cope with the lures and wiles of
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The Moscov; dinner party scene in "Ninoichka"

the worldly capital, and the transaction hung

fire. IMoreover, the Grand Duchess was
there, with a friend in the sly and charming

person of I\Ieh'}'n Douglas to help her re-

cover her jewels from the naive bargainers

from INIoscov.-. So the incorruptible Xin-

otchka was sent to put an end to the non-

sense and get things done. Business gets

complicated with romance and intrigue, but

in the end the simple maid from ]\Ioscow has

her triumph over the slick duchess.

Probablv nobody but Ernst Lubitsch could

have directed this sort of comedy so lightly

and skillfull}'. He has never in all his years

of directing done anything better. His unique

and clever way of handling an incident in

fresh A-isual terms, his cinematic tropes which

with loftier material would have to be called

poetic ( such as the masterly indirection by

A\-hich he suggests the whole b}- showing

onh' a part, as when we are made completely

aware of what goes on behind the doors of

the royal suite merely by seeing the servants

in the hall outside)—this element of style

which has become commonly known as the

"Lubitsch totich" has never flourished so

richly before. Its richness comes from a sort

of kindliness that is new in Lubitsch. Cer-

tain coarsenesses hitherto characteristic arc

absent. With many temptations to be sharplj

satirical he has used barbs onh' on the Grand

Duchess, and has told his story with the

smiling genialty of someone telling an amus-

ing joke on himself, not laughing at his sub-

ject but with it. Perhaps the whole key

to his attitude is to be found in the little

^Moscow episode, where Xinotchka gives an

omelet dinner in her overpopulated room
to her three friends who have to bring their

own eggs. The Russians themselves once

made a comedy a1)out the rooming situation

in Bed and Sofa : they were not so human
and gently humorous about it as Lubitsch has

been.

But Lubitsch has never had Garbo for his

central figure before, which may well explain

everything. With her to irradiate his tech-

nical skill with a personal glow and meaning
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the corned}' becomes something more than

deft showmanship. Among a most craftily

chosen cast — Melvyn Douglas so smooth

without ever over-doing it, Ina Claire so

brightly capable, the three Moscow emissaries

who are apparently doomed to be label-

ed the Three Karl INIarx Brothers, and all

the adroitly sketched-in minor people—Garbo

keeps things warm and human, steadfast,

with a gay and civilized spirit, to a simple

ideal of human relationships, a lovable

personality expressed through the lovely and
effortless skill of a fine actress. Is she true

to the Party Line? She is "wise and sweet

and witty—let's not say dull things about

her."
'

J.'"S. H.
(Rated Exceptional)

Mr. Smith
Goes to Washington

Screenplay by Sidney Brechman from a story

by Leivis R. Foster. Directed by Frank Capra, di-

rector of photoplay
,

Joseph IValker, musical
score by Dimitri Tiomkin. Produced and distributed

by Columbia Pictures Corporation.

The Cast
Saunders Jean Arthur
Jefferson Smith James Stewart
Senator Joseph Paine Claude Rains
Jim Taylor Edivard Arnold
Governor Hopper Guy Kibhee
Diz Moore Thomas Mitchell
Chick McGann Eugene Pallcttc

Ma Smith Beulah Bondi
Senate Majority Leader //. B. Warner
President of the Senate Harry Carey
Susan Paine Jstrid Alliuyn
Mrs. Hopper Ruth Donnelly
Senator MacPherson Grant Mitchell
Senator Monroe Porter Hall
Senate Minority Leader Pierre JFaikin
Nosey Charles Lane
Bill Griffifh IFilliam Dcmarest
Carl Cook Dick Elliott

I Billy IFatson
VDelmar IFatson

The Hopper Boys ) John Russell

\ Harry IFatson

I Garv ll'atuin

\Baby Dumpling

Aoicture of which politicians disapprove

is not b}' that token necessarily a

good one, but the rumpus stirred up

by Mr. Smith Goes to Wasliiiigton con-

vinces me that the elements of importance I

see in it are really there. Moving pictures,

even those rare ones which deal with the

serious prolilems of democratic goverriment.

generally are not considered worthy of sena-

torial attention. Their inaccuracies are dis-

missed with the graceful shrug reserved for

"entertainment". Therefore when Mr. Smith

succeeds in evoking the capital's ire, we

may safely assume that something more than

mere entertainment is involved, that the

picture has touched a sore spot, that, per-

haps, it has even touched the truth.

The truth partially delineated in Frank

Capra's new film is so obviously true that

it is hard to understand why astute vote-

getters rush into print to deny it. Political

chicanery at some time or another touches

the life of every citizen ; from his own ex-

perience he knows as much as this picture

tells, and more, of the operations of the ma-

chine bosses and their paid stooges. So

when senators tell him that the film is a

libel, my guess is that he will stamp them

fools or knaves or both, if indeed he has

not already done so. It is in any case clear

that official Washington's disapproval of Mr.

Smith will have no effect on the picture's

box-office appeal except to enhance it. The
film grossed the phenomenal sum of $110,000

in its first week at Radio City Music Hall,

and will probably repeat this record on a less-

er scale throughout the nation's cinemas.

Though we laugh out of court the Senate's

objections to its photographic portrait, the

new film has other detractors with a different

base for their objections. They are concerned

for the artistic future of an admired director

who seems to be repeating the formula of his

greatest success, Mr. Deeds Goes to To7tm.

Xo question but that Mr. Deeds and Mr.

Smith are one and the same person. Both
are young idealists who attack the citadels

of corruption and triumph by force of sin-

cerity alone. But the similarity is so open

that it seems intended, and I wonder if the

plot structure of the two pictures can be

dismissed as a formula. It seems more
like an idea, a viewpoint, an avenue ap-

proach to those aspects of the American
scene with which Capra is deeply concerned.

Here is a man who has the facultv of in-

teresting audiences in almost anything he

chooses to show them but who persistently

returns to one set of circumstances which
he peoples with essentially the same char-

acters every time. It looks as tliough Capra
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feels he has something very important to

say about these people. Whether or not

we eventually agree with him about their

importance, it seems imperative to examine

closely an idea into which so much creative

energy has been poured.

The scene he sets in Mr. Smith is a fa-

miliar one—political Washington, where

silver-haired senators proclaim their inde-

pendence of spirit and devotion to duty

while tacitly following the orders of the

man back home who controls the votes.

On the sidelines are equally typical char-

acter.' , a senatorial secretary and a political

reporter
;
they are not exactly corrupt, but

they have had to accjuire a sort of protec-

tive cynicism in order to surviA^e in a world

governed b}- gangster morality. So far the

picture is notably real, a naturalistic portrait

of the surface of modern life superbly acted

by Claude Rains, Edward Arnold, Jean Ar-

thur, Guy Kibbee, Ruth Donnelly, Thomas
Mitchell, the old standbys who lend Capra

the verisimilitude he needs. The first

doubtful note is the appearance of Mr.

Smith himself. Would a naive leader of

Boy Rangers ever get a Senate seat? No.

shout the scoffers, but Capra tells us it's all

an amusing accident, and certainly what hap-

pens to the boy is believable enough. He
is duped by his political superiors and taken

for a ride b}^ tooth-and-claw reporters out

for a sensation at any cost. This is his nat-

ural fate, and it enables Capra to point out

with cruel, ineluctable accuracy that Wash-
ington would make a Zioncheck out of the

sanest of us. Actually, the picture should

have ended with ^Ir. Smith discredited,

made a fool of, relegated to the lunatic fringe

of politics. Had it done so it would have

been the truest and most devastating an-

alysis of representative government yet on

record.

But Air. Smith triumphs, of course. He
persists in the face of criminal calumny,

stages a filibuster to end filibusters, and
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eventually so moves his opponents that they

come over to his side. We're left with the

implication that all will be right with America

now. Now this conclusion, though wholly

unbelievable, is important just because it

couldn't happen. In the middle of his pic-

ture, Capra, as he always does, shifts from

a portrayal of objective reality to that of

psycliological reality. The obvious wish-ful-

filment of the ending is much more than a

movie evasion of the truth. It is a precise

representation of the viewpoint of the av-

erage A'oter, a man often forgotten by those

of us who like thoughtful realism, but whom
Capra never forgets because they think alike.

Both of these interesting people, the director

and his sympathetic auditor, believe passion-

ately in the American way of life and gov-

ernment. Since the depression, they have

been forced to realize that something is

wrong somewhere. But since, by hypothesis,

the system itself is right, then the trouble

must be with tlie Avay it is managed. Many
films of the past ten years (not to mention

other channels of mass opinion) have re-

vealed the bitter conviction of everyday

people that they are being betrayed by the

"men higher up"' whom they have entrusted

with the reins of power. And they are

forced by their own logic to conclude that

the only way to set things right again is to

replace the corrupt leaders with idealists

who, magically, will retain their ideals in the

face of the world, the flesh, and the devil.

This thesis, expounded in Mr. Deeds Goes

to Tozvn, is applied to politics in the new
Capra film. Its significance, it seems to me,

lies not in its truth or falsity but in its per-

sistence as an idea and its popularity with

audiences. Individual idealism is no solution

for any practical problem, but it is the totem

people worship when every other way out

cuts across their thinking habits. A film

which embodies this phenomenon enjoys, to

my mind, an importance beyond itself. It is

to be evaluated less as a mirror of life than

as a document of human psychology, an in-

dex to the temper of the popular mind. Mr.
Smith Goes to Washington is such a film,

and the classic example of its type.

Richard Griffith

(Rated Exceptional)

Le Quai Des Brumes
(Port of Shadows)

From the original story by Pierre Mac Orlan,
directed by Marcel Came. Screenplay by Jacques
Prevert; photographed by Schuftan and Alekkan;
music by Maurice Jaubert. A Cine-Alliance pror
duction, distributed by the Film Alliance of the
United States.

The Cast
Jean Jean Gabin
Zabel Michel Simon
Nelly Michele Morgan
Lucien Pierre Brasseur
Chaujfeur Perez
Doctor Genin
Hotel Keeper Legris
Panama Delmont
I'ittel Aimois
An Artist Lc Vigan

THIS is another of those French pic-

tures that reach us bowed down with

gold medals and awards. It has prizes

for the best direction and prizes for the best

acting, and unofficial halos for France's most

popular player, Jean Gabin. Its directo!-.

Marcel Carne, is still in his twentie-;, and
Port of Shadozvs is the first of his pictures

to be shown in America since Bizarre Bi-

zarre.

Ho^^' it will be received here is hardh'

problematical, though its gloom and concen-

tration on the lowest stratum of human be-

ings may tell against it among moralists

and those who have become tired of the

French passion for the murk and squalor

of human outcasts. On the whole, however,

it is hard not to believe that it will be ranked

along with Harvest as the best French im-

portation since Grand Illusion and a certain

choice for the year's Ten Best.

The full story is easier to grasp on paper

than at first sight on the screen. The central

figure is a deserter from the French army
who is picked up by a friendly trurk-

driver and deposited on the water-front of

Le Havre. Once there his desire to escape

from France becomes hopelessly tangled with

the assortment of derelicts he meets : a trio

of petty gangsters; a young girl whose af-

faire with one of the gang leaders has caused
her perverse and jealous old guardian to mur-
der him in a cellar ; a neurotic artist who
sees his own suicide as the most practical

way of supplying the deserter with civilian

clothes ; and various and sundrv wharf rats
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who pass on and off the screen giving the

final shrug of the shoulders to the necessity'

for living. Between them these hopeless

people, whether the deserter's friends or foes,

succeed in hlocking his path to freedom and

ending his life.

At first sight this bitter story, with its

many ramifications and indirect surveys of

personalities, may seem confused and often

aimless. It has none of the tempo and smart

editing of the American film, nor does it

permit one to grasp all the whys and where-

fores of its plot through clearcut statements

in its opening reels. The reason for this,

puzzling though it may seem to the audience,

lies in the nature of the picture; in its in-

tent to present a study of thv^arted, twisted

living, with each character seeking his own
salvation regardless of the lives of those

around him. If one can grasp this constant

behavior-pattern of checked movement and
personal limitations the lack of straight story-

telling need not be felt and the movie-goer

may adjust his screen sense to watching a

study of derelicts moving endlessly around

the inside of a trap, some searching for es-

cape and some resigning themselves to what
little nourishment they may pick from the

floor.

It is stn^prising how admirably writer, di-

rector and cameraman have managed to share

in the mood of these people and their sur-

roundings. They have produced a picture

that seems to move entirelv under its own
power, as though living circumstances sur-

rounded every action. The camerawork is

lovely, setting the interminable fog of Le
Havre around tlie characters as bleakh' and
finally as prison walls. The variety of scenes

never results in forced and inappropriate

sequences ; tlie ships at the waterfront, the

lonely hut of the scavengers, the gaietv of

the port lair, tie trinket shop where the

tinkling glass bells announce the entrances

and exits of doomed people—all come be-

fore us easily and natural!}- and are combined
in the unit\' of the picture. Even the hu-

morous moments of the dialog manage to

combine amusement with an aftertaste of

bitterness and struggle.

The cast is excellently chosen, from the

leads down to the lowest wharf rats, and is

equally full of variety and individuality. Jean

Gabin—probably the most typed of all

French actors—plays his part with that mix-

ture of qualities we have come to appreciate

so well in him—the easy, non-committal air

that hides a passionate depth of feeling and

suggests always the victim of circumstances,

portrayed with the restraint and perfect tim-

ing of a first-rate actor. IMichel Simon

seems more at home here than in The End
of a Day and fills his perverse role of "the

ugly man who never was loved" with just

the right combination of grimness and pa-

thos. And Michele Morgan is more than

just another of Cabin's women : she falls for

him as inevitably as her many predecessors

in the French film, but shows convincingly

enough why he should have rated her safety

higher than his own. These are but the

leading trio; along with them come the

cask-tapper whose ambition it is to sleep

between clean white sheets ; the mongrel

that runs at Cabin's heels as futilely as his

master runs to safety: the artist who cannot

paint a swimmer without imagining him
washed up dead on the shore ; the owner of

the scavengers' hut di-essed regardless of

weather in the one white suit and straw hat

he l:)ought in Panama twenty }-ears before.

They are all good and as much a part of the

port of shadows as the fogs and crooked

streets and the boats that carry the more
fortunate humans to freedom and sunshine.

(Rated Exceptional) N. D.

La Fin du Jour
(The End of a Day)

From the original story by Charles Spaak anA
JuUen Du-vivier, directed by Julieji Duvi-vier; pho-
tographed by Christian Matras; music by Mauric*
Jaubert. Produced by Regina, distributed by Junt
Films, Inc.

The Cast
Cabrissade Michel Simon
Saint-Clair Louis Jnuvet
Marny Victor Francen
Mmc. Ohabert Gabrielle Dorziat
Jcannette Madeleine Ozeray
M. Lucien -1quilliere

Le Regisseur 4rthur De--ere
Mme. Tusini Sylme
M. Philemon foffre

Deaubonne Granval

ALTHOUCH most of us have a ten-

dency to consider the Callic mind

as absorbed in matters cold and logi-

cal, the French movie-makers are constantly
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reminding us that it has more than a mere
tendency to A^eer off to an entirely opposite

extreme. The French have never, as Evelyn

Gerstein pointed out in these columns a few
years back, "been accorded much leeway as

arbiters of sentiment without sex. Yet the

vein is deep, though it seems casual, and

runs from the lachrymose on the one hand

to the satiric tight-rope of a Rene Clair on

the other." Clair, Duvivier, Pagnol, Benoit-

Levy have always had a weakness for char-

acters whose minds and lives are sadly

twisted and whose best efforts are thwarted

and full of pain. Foil de Garrotte, Mer-
lusse, La Maternelle, Ballerina are but four

examples of a French tradition that aims at

the uncovering of the softer sides and hid-

den wounds of human beings in such a way
as to arouse an almost maternal affection for

them in the hearts of an audience.

La Fin dit Jour is the latest production

in this line of traditional sentiment. Its

characters are aged actors who have re-

tired to a charitable home ("institution"

would be too strong a word) to fill out their

last years in re-living their old triumphs,

failures, jealousies and tragedies, or in sim-

ply waiting quietly for the end to come.

A few of them have a record of real achieve-

ment behind them ; the less fortunate ma-
jority spend their time in imagining they

have one too. Seen together, massed in the

dining hall, the lounge, or crowding to-

gether to discuss a new arrival, they give

simply an impression of pitiful inabilitv in

its last stages—an impression that creates

a real snag in the effectiveness of the pic-

ture. For it is hard to watch these poor

hams without feeling that their exaggerated

posturing and emotionalism is shared by

the screen actors who are portraying them

!

Louis Jouvet, especially, in his part of a

passe matinee idol whose deprivation of

adorers and applause drives him into in-

sanity, suffers personal degradation in play-

ing a part which calls for the very reverse

of his principles of restrained and beauti-

fully timed acting.

Aside from this feeling of staged un-

reality (which may not be sensed at all by

most people) the picture is strong and cer-

tain in its emotions. It is mainly a study

of characters and types, and as such it is

revealing and understanding. En masse

these old people appear almost indistinguish-

able, but when the camera brings them for-

ward one by one we find in each a fascin-

ating individuality. Duvivier has learnt ad-

mirably the art of showing first the surface

and then the reality: by cleverly confronting-

his characters with problems and obstruc-

tions he allows them to reveal their deepest

selves through their reactions. His aim is

directed entirely at the heart of his audience,

to arouse warmth and pity for his struggling

old ones, and if he succeeds it is because

he refrains from making them too obviously

appealing. Old they may be, but they still

have preserved their petty faults and mean-

nesses along with their kindness and humor,

and do not hesitate to exercise them on their

fellows. In eft'ect, the whole individual is

held up for judgment with a frankness to

which an audience cannot fail to respond

and enjoy. The deepest pleasure, one imag-

ines, will be reserved for actors and ac-

tresses, since the theater alone is qualified

to grasp the strange and complicated emo-
tions and vanities of these fading veterans

of their profession.

N. D.

{Rated Honorable Mention)

A New Quarterly
{Continued from page 1)

and allow the film-audience to study the

technique of films under the technicians them-

selves, more with reference to immediate

needs than to any abstract inclusiveness.

Onl}^ by participation in the problems which

face the film-maker, can the film-audience

facilitate the film's growth towards positive,

artistic and social aims."

The first issue will contain articles bv

Sawyer Falk, Harry Alan Potamkin, Al-

berto Cavalcanti, Richard Griffith, Kurt
London, in addition to two scenario adap-

tations, discussion of special films by David
Wolff and John Grierson, and letters from
Hollywood and Paris.

The editors of FILMS are Lincoln Ker-
stein, Jay Leyda, Mary Losey, Robert Steb-

bins and Lee Strasberg. It is issued by Ka-
min Publishers, 15 West 56th St., New York
City, at 60 cents per copy, yearly subscrip-

tion $2.00.
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The Use of the Radio in Community
Motion Picture Activities

EARLIER in the, year the National

Board of Review IMagazine called the

attention of the Board's affiliated

councils and other groups to the possibilities

offered by the radio- in promoting their work
in the community. A number of these coun-

cils have been making such a use of the

radio for some time and we believe their

example may be followed by many odaers

in the future. To this end Ave would like

to give here a brief list of the principal fac-

tors involved in the planning of council

radio programs, together with an outline of

the programs presented by councils already

active in such work. The problems and

difficulties of presenting radio programs

are often exaggerated, and we believe most

of them can be disposed of Aery easily

through co-operation and careful planning.

Radio Facilities

Many communities have one or more lo-

cal radio stations and it is more than likely

that these stations Avill Avelcome suggestions

for regular broadcasts on so popular a subject

as the mOA'ies. The Cleveland Cinema Club

lists no less than four local stations OA-er

Avhich special broadcasts ma}- be heard.

Broadcasts haA-e been arranged by groups

in Memphis, Atlanta. Philadelphia. ^lacon,

NcAv York City, St. Louis, Detroit, Sacra-

mento, San Diego, and RiA-erside. Calif.

;

Emporia, Kansas ; Elmira, X. Y.. and many
other centers. Once council members liaA-e

got together and Avorked out some plan for

a series of broadcasts there is little doubt

that managers of local stations, especially

those stations interested in educational and

instructional programs, Avill provide the op-

portunity to present them, particularly if it

is stressed that they are the AA-ork of a local

community Avith community-Avide interest

and membership.

Program Material

In the selection of film material for broad-

casting the possibilities are endless and must
be guided somcAA-hat by the time alloAA-ed

on the air (fifteen minutes is the usual

time) and the locality of the station. In

XcAv York, for example, it is possible to

draw on the steady flow of actors, directors,

Avriters, etc., passing to and from Hollywood
—an advantage denied to most other com-
munities. The latter Avill have to rely for

guest-speakers on authorities nearer home

:

local film critics, educators or ministers us-

ing the motion picture, libraries, students of

the motion picture, etc. These guest-speak-

ers may be interviewed by one or more
council members on their special subjects

or they may read a prepared paper, or take

part in a debate on some selected aspect of

the moA-ies. As a rule it is best to haA-e more
than one A'oice on the program, a single

speaker being inclined to become monot-

onous to an audience unless he or she has

specially interesting material and is able to

present it superlatively Avell.

In communities Avhere guest-speakers are

hard to find, the regular program may be

devoted to discussions of current films, list-

ings of selected films and suiTimaries of re-

A-icAvers' opinions on current films. The fol-

lowing excerpts from reports seem to sum up

the general idea

:

Macon Better Films Committee . its Pres-

dent, ]^Irs. Piercy Chestney, reports : "We
are noAv in our eighth year of broadcasting.

I compile the broadcast—a fifteen minute

program—CA'ery Aveek, and a different mem-
ber of the committee reads it. Of course

we always giA"e auditions for our broadcast-

ing. "We do not belieA-e it Avould be fair to

the station to send them just any speaker.

We feel that the ucaa-s must be of some
A"alue, because AA'hen the local stations be-

came a part of the Columbia system, out of

fifteen or tAventy sustaining local programs

they dropped every one except the broadcast

of the Better Films Committee. Also, aa-c

have been requested frequenth- to come and

repeat the papers Ave liaA-e giA-en OA-er the

radio in college chapels and A-arious places

of that kind"

—

Better Films Council of East

St. Louis, Illinois: '"Radio Station WT^MV
has been exceedingly generous in donating
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fifteen minutes each Saturday morning since

Noveni/ber 1935 for an informative broad-

cast relative to motion pictures in general

and discussion of pictures booked for show-

ing the following week. We sincerely appre-

ciate their co-operation and recent assurance

to assist us when possible in carrying out

our objectives."

—

Atlanta Better Films Com-

mittee and Board of Review: "(We begin)

with information on advanced pictures and

any other idea of general interest. We
close with comments on the pictures which

come to the theatre the day after the broad-

cast. We broadcast every Thursday night

and the pictures change on Friday. For the

broadcast we use different members of the

Committee to whom we give auditions be-

cause the right personality and the right

voice must be considered."

The Weekly Guide to Selected Pictures

of the National Board suppUes up-to-date

information on current motion pictures and is

an important service to have at hand in pre-

paring picture comments. Articles in the

National Board of Review Magazine can

often be used as the basis for radio discus-

sion programs.

For the council that wishes to include ma-

terial other than current films, or where there

are restrictions against mentioning specific

picture titles, there are many possibilities.

Discussions of the work of prominent act-

ors, directors and producers may be pre-

sented; recent books on the motion picture

or books with a bearing on current movies

may be reviewed or debated. Sometimes the

showing of a film may coincide with the

arrival in town of a person connected with

it, and offers a chance of his joining in a

discussion of it. Travel films can often

make interesting material for discussion by

a council member who knows the countries

concerned. Debates on the motion picture

in relation to education, music, travel, child

guidance, etc., can be included periodically,

as can playlets, or skits, with a motion pic-

ture tie-up. Local or national events and

celebrations can often be used as the basis

of one or more programs: e.g., the cele-

bration this year of the movies' Fiftieth An-

niversary is a good reason for devoting a

few programs to a brief account of their

development. A book-film program can be

arranged in connection with Book Week, an

annual fall event for which the National

Board prepares a list of Selected Book-

Films. Or the local theatre manager might

be interviewed over the air to describe the

changes he has seen as a manager during

the past years. Time and again a day or

week set aside for national or local obser-

vance can well be used as the themie of a

radio program. A number of councils have

in the last two }-ears observed INIotion Pic-

ture Week, as a means of bringing the work

of their organization more widely to the

attention of the community, and have made
especial use of the radio at that time. Chi-

cago, Cleveland and Rochester are examples.

Junior motion picture activity in the high

school classes or in dubs affiliated with the

National Board 4-Star Clubs can provide

some interesting programs. Two reports

of junior radio work are given as examples

:

Photoplay Club of Hiim.es High School,

Memphis, Tenn.—"Both Mayerling and //

/ JJ'ere King furnished subjects for radio

skits. The best skits in the group were

used over our local station. This gave many
students the opportunity to appear on a

radio for the first time and a chance to

see how necessar}' a cultural speech is and

how difficult good diction is without con-

stant work."

—

The Photo Fan Club, Read-

ing, Pa., Senior High School—"Our club

was requested to introduce the series of

broadcasts presented by the Reading School

District over the local station AVEEU. The
material for the broadcast, scheduled for

October 7th, was written by selected mem-
bers from the clubs. AVe presented a dia-

logue which gave the new members a vivid

picture of what our club has been doing.

Included in the script was material concern-

ing the civic committee, the 4-Star Final,

the Group Discussion Guides, and the movie

column in our school paper. Another group

of members, selected by try-outs, presented

the broadcast which was well received by

the radio audience."

Preparing the Program aju! Script

The farther ahead the radio committee

can prepare its i")rograms, the better it will

be for them and for their listeners. This

is espcciallv true of programs in which a
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numl)er of speakers will be participating,

giving' them time to read over their parts

and check on cues, unnecessary words or

over-complicated sentences. It is also es-

sential for advance publicity and the secur-

ing of guest-speakers. Furthermore, your

radio station manager will probably want to

look over the script a day or so before

it is broadcasted. And without time being

allowed for one or even two rehearsals it

be impossible to'gauge the exact length

of the script—an important point when us-

ing a medium in which seconds are quite as

significant as minutes.

It is a good plan for the council to have

a radio committee whose duty it is to draw

up a plan of programs for the coming six

weeks or so. On this committee will fall

also the job of preparing the various scripts

and collecting the required material.

Scripts should he typewritten on paper

that does not crackle when a page is turned.

(What sounds to the reader at the micro-

phone like an ordinary rustle may hit the

ear of the listener hke a whip-crack !) Plenty

of space should be kept between the lines

to ensure eas}^ reading, and the various

speakers' names (in a debate, for instance)

should be written in capital letters in the

margin so that the}^ know exactly when to

come in. "Ad Libbing" should not be de-

pended upon at first ; when done by inexperi-

enced speakers it is likel}- to upset the time

schedule or change the cue of the following-

speaker. For beginners, therefore, it is im-

portant to keep strictly to the script, and care

should be taken to see that any last-minute

changes are marked in the script of each

speaker. These sound like obvious points

but we know they are sometimes overlooked

and thus include them as necessar}^ remin-

ders for the beginners.

Delivery

The choice of speakers must, of course,

depend somewhat upon the availability of

members. Councils might well follow the

plan of holding auditions to select a num-
ber of speakers with good voices. But since

every voice is likely to sound different over

the air, a few dollars might well be spent

in having one or two records made (ask

your local station to do this for you) which
can be studied afterwards by the speakers

and the radio committee. The tenor and

strength of individual voices is not a mat-

ter of great importance, since the sound en-

gineer at the radio station will "test" the

speakers' voices before the program goes on,

and will help "control" them when they

enter the microphone. The main task of

the speakers and the radio committee is to

make sure that the script has been well re-

hearsed prior to the broadcast and to see

that the speakers are all familiar with their

lines and cues. There is no better precau-

tion against confusion and "mike-fright"

than a proper study of the script.

^;

If these general principles are followed

and the radio committee is formed on a co-

operative basis, there is no reason why in-

teresting series of programs should not be

planned and successfully carried out. Fre-

quent discussions -will not only prevent too

much rigidity in planning but will form a

feeling of mutual work. Financial problems

should scarcely arise, the typing of the script

and the entertaining of guest speakers being

the only probable items of expenditure.

7 7 7
• •»

^^'hat makes a motion ])icture entertain-

ing ? Why is so much screen material adapt-

ed from novels and plays? What does

incidental music contribute to a movie?
These three questions are taken from the

One Hundred Questions on the ]\Iotton

Picture recently compiled by the National

Ijoard of Review. If you are interested in

the other questions and the answers, manv
of which suggest topics suitable for group
discussion and stud}', write for them.

SELECTED PICTURES GUIDE
(Conlinued from page 2)

f ETERNALLY YOURS—David Niven, Lor-
etta Young, Hugh Herbert. Original screen
story by Gene Towne and Graham Baker.
Directed by Tay Garnett. A fairly familiar
plot about a marriage almost spoiled by
the husband's career, but there is refresh-
ing novelty in the incidents and characters
(the husband is a prestidigator), bright
dialogue and a generally cheerful and en-
tertaining atmosphere. United Artists.

f HERE I AM A STRANGER—Richard
Greene, Richard Dix, Roland Young,
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Bienda Joyce. Based on a magazine story
by Gordon Malherbe Hillman. Directetl by
Roy Del Ruth. A story laid mostly in

college, about what happened to a nice boy
to stiffen his convictions and make him
make decisions—with a strong father-and-
son element. 20th Century-Fox.

f HOLLYWOOD CAVALCADE—Alice Faye,
Don Ameche. Original screen story by
Hilary Lynn and Brown Holmes. Directed
by Irving Cummings. The ups and downs
of a movie director against a background
extending from early slapstick to the first

talkies, in color. The re-creation of old

Hollywood is vivid and accurate, and the
picture will awaken many nostalgic memo-
ries. Recommended for schools and libra-

ries. 20th Century-Fox.

f HONEYMOON IN BALI—Madeleine Car-
roll, Fred McMurray, Allan Jones. Based on
stories by Grace Sartwell Mason and Kath-
arine Brush. Directed by Edward H. Grif-

fith. A very well produced and directed

romance, with good performances by a well-

chosen cast. Madeleine Carroll in the role

of a top-flight business woman whose peace
of mind and love of her work is turned
upside down by a visitor from Bali. Has
a variety of colorful settings and a high
entertainment value. Paramount.

m *INTERMEZZO, A LOVE STORY—Leslie
Howard, Ingrid Bergman, Edna Best, John
Halliday. Original screen story by Gosta
Stevens and Gustav Molander. Directed
by Gregory Ratoff. The story of a famous
violinist who interi-upts his happy married
life for an idyllic interlude with a lovely,

eager young pianist. Charmingly pro-
duced, it introduces a new actress, Ingrid
Bergman, who has great talent and a most
attractive personality. A lot of excellent
music in it. United Artists.

f KUSTENS GLADA KAVALJERER (Hap-
py Cavaliers)—Oke Soderblom, Carl-Ame
Holmsten, Thor Modeen, Carin Ekclund.
Original screen story by Solve Cederstrand.
Directed by Ragnar Arvidson. A pleasant
comedy in which a Swedish Wheeler and
Woolsey are obliged to enter military ser-

vice and choose the Navy as their field.

Their efforts to adapt themselves to life in

the Service, coupled with their romantic
problems, are presented very amusingly.
English sub-titles. (Swedish production.)
Scandinavian Talking Pictures.

m -LA FIN DU JOUR (The End of a Day)—
See Exceptional Photoplays Dept., p. 16.

m *LE QUAI DES BRUMES (Port of Shad-
ows)—See Exceptional Photoplays Dept.,
page 15.

f LOTTE NELL' OMBRA (Battles in the
Shade)—Antonio Centa, Dria Paola, Ren-
ato Cialente. Written and directed by Do-
menico M. Gambino. An exciting and en-
tertaining picture modelled on American
lines, with foreign agents obtaining secret
foi-mulas and kidnapping the girl who

knows how to use them. Variety of set-

tings; on sea, land and in the air. Good-
looking cast. Recommended for Italian

audiences. (Italian proiluction). Esperia
Films.

f -MR. SMITH GOES TO WASHINGTON—
See Exceptional Photoplays Dept., page 13.

m MUTINY IN THE BIG HOUSE—Charles
Bickford, Barton MacLane, Dennis Moore.
Original screen story by Martin Mooney.
Directed by William Nigh. One of the
cycle of prison stories, having the advan-
tage of being well made and well acted.

When a kid gets jailed for theft, the kindly
prison chaplain befriends him, and is paid
for his kindness when the kid smashes
an attempt to break jail. Technical quali-

ties help it above the average line of prison
dramas. Monogram.

m *NINOTCHKA.—See Exceptional Photo-
plays Dept., page 11.

f *NURSE EDITH CAVELL—Anna Neagle.
Based on story "Dawn" by Captain Regin-
ald Berkeley. Directed by Herbert Wilcox.
A sober and dignified account of the Eng-
lish nurse in Belgium whom the German
ai-my executed in the Great War for giv-

ing aid to the enemy. It obviously tries not

to be one-sided, but the facts are sure to

aggravate feeling against the German mili-

tary forces. Recommended for schools and
libraries. RKO Radio.

f OUR NEIGHBORS THE CARTERS—Fay
Bainter. Frank Craven, Edmund Lowe, Gen-
evieve Tobin. Original screen story by Re-
naud Hoffman. Directed by Ralph Murphy.
A lively family story with small town set-

ting, very well cast and smartly dii-ected.

The head of the family runs the local drug-
store and his children's lives are in danger
of being turned upside down when a
wealthy chain firm moves into town as his

rival. All characters well delineated and
their parts full of humor and feeling. Para-

mount.

m *RAINS CAME, THE — Tyrone Power.
George Brent, Myrna Loy. Based on novel

by Louis Bromfield. Directed by Clarence
Brown. A story of India and a catastrophe

of earthquake and flood that brought re-

birth to some cynical and frivolous English

people. A rich and varied picture, unusual

for its true and sympathetic depiction of

Indian life. Recommended for libraries.

20th Century-Fox.

f *REAL GLORY, THE—Gary Cooper, David
Niven, Andrea Leeds. Based on novel by
Charles L. Clifford. Direr-t'^d by Henry
Hathaway. A vigorous and exciting story

of the Philippine Constabulary in 1906,

trying to train the Philippinos to protect

themselves from a piratical ti-ibe of Moros.
Excellently done, with many unusually
likeable characters, and an ideal part for

Gary Cooper ,as an army doctor. Recom-
mended for schools and libraries. United
Artists.
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f RIO — Basil Rathbone, Victor McLaglen,
Sig-rid Gurie. Original screen story by
Jean Negulesco. Directed by John Brahm.
Another good job of directing by John
Brahm, telling of a financial wizard who
is sent to a French penal settlement for
fraud. His wife and buddy go to Rio to
be near him, but his wife has lost faith in
him by the time he escapes. While the
story does not amount to much, the gen-
eral handling raises it above the average
production. Universal.

f RULERS OF THE SEA—Douglas Fair-
banks, Jr., Will Fyffe, Margaret Lockwood.
Original screen story by Talbot Jennings,
Frank Ca\ etl: and Richard Collins. Directed
by Frank Lloyd. A fine, elaborately pro-
duced story of the beginning of steam in-
stead of sail in crossing the Atlantic, with
excellent Scottish atmosphere in its home
and factory scenes and vivid episodes of
storms at sea. Paramount.

f SCIPIONE L'AFRICANO (Scipio Afri-
canus)—Isa Miranda, Francesca Braggiotti,
Annibale Ninchi, Camillo Pilotto. Original
screen story by C. Gallone, M. Dell'An-
guillara and S. Luciani. Directed by Car-
mine Gallone. One of the most lavish
productions to come out of Italy in recent
years, telling the story of Scipio Africanus'
famous battle against Hannibal and the
Carthaginians. Essentially nationalistic
and marred by wordiness and posturing.
Has very good entertainment value for
Italian audiences, and is impressive in its

use of mass effects and rich setting. (Italian
production). Esperia.

fj SKY PATROL—John Trent, Jackie Coo-
gan. Original screen story by Hal Forrest.
Directed by Howard Bretherton. One of
Tailspin Tommy's adventures, concerned
with catching ammunition smugglers and
teaching Jackie Coogan to get over his
aversion to shooting people. Monogram.

f STOP LOOK AND LOVE—Jean Rogers,
William Frawley, Minna Gombell. Based
on play "The Family Upstairs", by Harry
Delf. Directed by Otto Brower. A pleasant
family comedy centering around the oldest
daughter's first romance. Though there
are no big names in the cast it is a good
one, bubbling with amusing human nature.
20th Century-Fox.

m SUED FOR LIBEL—Kent Taylor, Linda
Hayes, Lilian Bond, Morgan Conway. Or-
iginal screen story by Wolfe Kaufman.
Directed by Leslie Goodwins. An enter-
taining murder story with plenty of sus-
pense. A newspaperman broadcasts, by
mistake, the wrong verdict in a sensational
murder trail and has to save his paper
from the ensuing libel suit. RKO Radio.

m THOSE HIGH GRAY WALLS—Walter
Connolly, Onslow Stevens, Iris Meredith.
Original screen story by William A. Lill-

man. Directed by Charles Vidor. This
prison story would probably be moi'e not-

able if it had not had so many prede-
cessors. Walter Connolly does a splendid
job as the imprisoned doctor trying to help
his fellow convicts without bucking prison
discipline. Though some of the situations

are contrived they are so well handled by
writer and director that the result is thor-
oughly entertaining. Columbia.

f THUNDER AFLOAT — Wallace Beery,
Chester Morris, Virginia Grey. Original
screen story by Ralph Wheelwright and
Commander Harvey Haislip. Directed by
George B. Seitz. A salty adventure story

of 1918, submarine chasers and the ash-can
fieet—exciting and not a bit neutral.

Metro-Goldwyn-Mayer.

f TORPEDOED—H. B. Warner, Noah Beerj%

Richard Cromwell, Hazel Terry. Original

screen story by Bartimeus. Directed by
Norman Walker. An exciting film about a

British destroyer whose officers get in-

volved in a South American revolt which
threatens the British consulate. Made with
Admiralty help, it is a definite plug for

the British navy, but stands up very well

considered as a dramatic thriller (British

Production). Film Alliance of the United
States.

C TWO BRIGHT BOYS—Jackie Cooper,

Freddie Bartholomew. Original screen story

by Val Burton and Edmund L. Haitman.
Directed by Joseph Santley. An amusing
story of an English crook and his son who
come to America posing as rich tourists

and fall into the hands of an oil king who
needs help in scjueezing a poor Irish family

out of their land. Cooper and Bartholo-

mew play very enjoyably against one an-

other. Universal.

f -U-BOAT TWENTY-NINE—Conrad Veidt,

Sebastian Shaw, Valerie Hobson. Based on
novel by J. Storer Coulston. Directed by
Michael" Powell. An excellent spy-melo-

drama of the last war, with interesting

settings near Scapa Flow, full of surprises

and excitement, with a fine cast and di-

rected with an individual style. In spite

of its subject it does not arouse animosity

toward either side. (British production).

Columbia.

SHORT SUBJECTS
IXFOPaiATIOXALS

f ACRES OF PLEXTT—Instructive sur\'ey of a
large model farm in Southern California. RKO
Radio.

fj AGHILEEN PINNACLES—One of the adven-
tures of Father Hubbard, the glacier priest,

exploring the hitherto unsealed pinnacles on
the Alaskan peninsular. Recommended for

schools and libraries. 20th Century-Fox.
fj ASH-CAN FEET, THE CVIGII Miniatures)

—

About David Bushnell, whose inventions in

the time of Washington and the Revolu-
tionary War T\-ere the origins of the modern
submarine and depth bomb. Metro-Goldwyn-
ilayer.

f BAKOM PANSRAD SIDA (Behind Ironclad
Sides)—Interesting study of life within a Swe-
dish naval vessel. Scandinavian Talking Pic-
tures.
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f CATCHING WHOl'PERS (Grantland Kice
faportlight;—Good pictures of deep sea fishing,
i'aramount.

fj CiJ-'l, XMH!—A documentary film, sliowing- the
contrast uetween the ola-tnne sniail town and
its hte, with the slums of a modern industrial
city, which in turn is contrasted with a modern
model community, photographed with unusual
beauty and selective judgment. Kecomi>»eiided
lor schools and libraries. World,

f CLOCKING THE JOCKEYS (Sports Review)—
Interesting film showing the rigid life of train-
ing a jocKey leads. iiOth Century-Fox.

fj DAY ON TREASLTRE ISLAND (i''itzpa trick
Travel Talk)—A color trip through the Inter-
national Golden Gate Fair at San l<'rancisco.
Metro-Goldwyn-Mayer.

f DRUNK DRIVING (Crime Doesn't Fay Series)
—Dramatization of the grewsome results of
mixing liquor and driving. Metro-Goidwyn-
Mayer.

fj ECUADOR (Color Cruises)—An interesting tra-
velogue in color. Paramount,

f EN OSTGOTARESA (Trip to Ostergotland, A)
—A trip by boat up a Swedish canal, full of fine

scenery and items of interest. (Swedish produc-
tion). Scandinavian Talking Pictures.

fj FILMING THE FLEET (Adventures of the
Newsreel Cameraman) — The United States
naval fleet in war manoeuvers. 20th Century-
Fox.

fj *FOOTBALL THRILLS, '38 (Pete Smith Spe-
cialty)^—Some remarkable captures, by the
camera-man, of crucial play in last year's foot-
ball season. Metro-Goldwyn-Mayer.

f GOING PLACES NO. 66—Man Made Jungle-
Famous McKee Tropical forest in Florida. Uni-

f GOIN(? PLACES NO. 67^
—"In the Heart of

Africa"—Instructive account of life in Rhodesia,
full of interest and well photographed. Uni-

f GOING PLACES NO. 6S—Strange Birds of the
America.^—What the title says. Universal.

f HUNTING HOUNDS (RKO Sportscope)—Hunt-
ing wild cats with a special breed of hound.
Exciting. RKO Radio.

f *MARCH OF TIME NO. 1, THE (Series 6)—
"Soldiers with Wings"—An account of the
new and improved air forces of the United
States. RKO Radio.

f *Mj\ItCH OF TIME NO. 2, THE (Series 6)—
Another admirably executed survey of a topical
subject. Discusses the position of the British
Navy today in the North Sea, China Seas and
Mediterranean and shows the dispersion of war-
ships in these seas, their aims and ultra-modern
armament. RKO Radio.

f MECHANIX ILLUSTRATED NO. 1 (Color Par-
ade)—Interesting studies of cutting gems; mak-
ing china; polaroid glass; commercial advertis-
ing signs. Vitaphone.

f MONROE DOCTRINE—Dramatization, in color,

of the shaping of the Monroe Doctrine and its

a.pplication bv later presidents. Vitaphone.
fj MOROCCO (Columbia Tours)—A good travel-

oe-up in color. Columbia.
f N \TTTRAL WONDERS OF WASHINGTON

STATE (Fitzpatrick traveltalk)

—

K travelogue
rich in color and fine scenery. Metro-Goldwyn-
Mayer.

f NEVADA UNLIMITED (Reelism)—Survey of

the State of Nevada with special emnhasis on
mining, gambling find Reno. RKO Radio,

fj *NINTH STATE, THE—An informative as well
p '! entertaining picture about New Hampshirp.
its subject matter selected and arranged excel-
lently, and beautifully photographed in color.

Screen story and direction by Emerson Yorke.
Recommended for schools and libraries. Emer-
.«on Yorke.

f ONE AGAINST THE WORLD (Passing Par-
ndo)—A gripping dramatization of the first ma-
jor surgical oppration. performed by Dr. Eph-
raim McDowell desnite the fury of his own
tnivnsfolk. Metro-Goldwyn-Mayer.

f PERU (Color Cruise*—Interesting travelogue of
this colorful iRnd. Paramount,

fj *PTTBLIC HOBBY NTTMBER ONE—Excellent bit

about stamp collecting, and how U. S. .stamps
nrp made. Paramount.

f POPITL.VR SCIENCE NO. 1—New use of cot-
ton in road-beds: npw kitchen gadgets; a wo-
m.in's medical school in London: etc.

fj *SET 'EAT UP—A Pete Smith Snecialtv. and an
excellent one, alwut bowling, Metro-Goldwyn-
Mayer.

f STRANGER THAN FICTION NOS. 66 AND 67—An entertaining selection of sti-ange events
and personalities, including strange pets, self-
caught fish, a hearse converted into a family
car, a legless skater, a builder in mother-of-
pearl, etc. Universal.

f SWORD FISHING (Bow and Arrow Adven-
tures)'—Exciting shots of Howard Hill shooting-
marlin with a bow and arrow. Vitaphone.

f THINK FIRST—How girls are taught shop-
lifting, and how the police catch them. Inter-
esting and effective. Metro-Goldwyn-Maver.

f 'UNSEEN GUARDIAN (Passing Parade) A
concise and excellent description of the running
of penny-ante rackets; the tests employed by
the Underwriters' Laboratories before approv-
ing a product; the problem of adopting chil-
dren from U. S. orphanages. Unusual and
highly interesting. Metro-Goldwvn-Mayer.

f WARNING, THE—An interesting document of
how England has prepared for air raids. Alli-
ance Film Corp.

MUSICALS, NOVELTIES AND SERIALS
f ARTIE SHAW'S CLASS IN SWING (Head-

hners)—Some of the A B C's of swing furnished
by the commentator while the band provides
illustrations. Paramount.

f BLUE DANUBE, THE—Splendid rendering of
Strauss' famous waltz by the National Phil-
harmonic Orchestra, conducted by Frederick
Feher. Paramount,

fj DICK TRACY"S G-MEN (Serial) Nos. 3-10—
Ralph Byrd. Original screenplay bv Barr.v
Shipman, Ronald Davidson and Walter Miller.
Directed by William Witney and John English.
Tracy's troubles begin when his world famous
prisoner escapes the death house and begins
to carry out his devilish plans for interna-
tional sabotage. Republic.

f FASHION FORECASTS NO. 5—Pretty girls,
new fashions, and Ilka Chase's amusing sassv
comment. 20th Century-Fox.

f ICE FROLICS—Some fine skating appears to a
little girl when she goes to sleep and dreams.
Vitaphone.

f RHUMBA RHYTHM (MGM Miniatures)—Two
girls crash Hollywood's Law Conga to see the
Rhumba contest and the parade of stars.
Metro-Goldwyn-Maver.

f RIDE, COWBOY, RIDE—Western short in vivid
. color. Vitaphone.

f TED FIO-RITO AND HIS ORCHESTRA—Re-
vival of old favorites composed by this pop^ilar
orchestra leader. Paramoimt.

CARTOONS AND COMEDIES
f BOOKWORM, THE—A cartoon fantasy in color,

with characters escaping oat of books to help
a lowly bookworm evade a raven. Metro-Gold-
wyn-Maver.

fj CAPTAIN SPANKY'S SHOWBOAT — Spanky
and his crew give a show. Metro-Goldwyn-
Maver.

f *DAY OF REST, THE—One of Robert Benchley's
better comic satires—about a man's efforts to
rest on Sunday. Metro-Goldwvn-Maver.

f FRESH VEGETABLE MYSTERY, THE (Color
Classics*—An amusing cartoon of night doings
in the Iciichen. Paramount,

f HOOK LINE AND SINKER (Terry-toon)—

A

duck with an Ed Wynn voice and a cat with a
.Jimmy Durante voice, go fishing-—amusing.
20th Century-Fox.

fj L \ND OF THE MIDNIGHT PUN (Merrie Mel-
odies Cartoon)^—An amusing cartoon satire of
,T travelog, with the Northern capes as a set-
tins?. In color. Vitaphone.

fj LITTLE BROTHER RAT (Merrie Melodies Cnr-
toon)—What happen* to little rats who try to
cit/^Ql oi"ls' P^-S'S. Vit«nhone.

fj LITTLE LION HUNTER (Merrie Melodies
Cartoo'T*—I.,ittlP "eerrn hu'"tpr 's saved from
n Uf^n b>- p fripndlv bird. Vitaphone.

I j IVTONKEYS IS THE CWAZIEST PEOPLE (Le—
T.phr*—iVTonke^' antic,=;. so'-'^e of them quite as-
toniqbinsr. 2ntb rpnfnrv-Fox.

fj NATTGHTY NETGHBORS (Looney Tunps Car-
toon)—Porky in a Kentucky farmyard feud.
Vitaphonp.

f ONE MOTHER'S F \MILY (Cartoon)—Amusing
color cartoon of the ti-ials of a mother hen
'-ith chick*. Mptro-GnUlwvn-Maver.

fj OFtPHAN DI^CK. THE (Terrv-Toon) — An
amusing- color cartoon, in which a duckling-
makes good with Mrs. Hen and l\Ir. Rooster.
20th Century-Fox,



NATIONAL BOARD OF ,

REVIEW OF MOTION '

PICTURES

The National Board of Review of Motion
Pictures is a citizen body, org^anized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of

motion pictures and -carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n,ay be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is
composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for the
support of the creative achievements of the
screen.

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows

:

To demonstrate through the education of

public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication

of a Photoplay Guide to the selected pictures

being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-

itors.

To endorse and further the use of visual edu-

cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not

normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council

as an aid to the groups carrying out these

objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

$2 00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures

$2 50 a year when taken alone, available at a
special rate of $1 00 in conjunction with the

Magazine.

Selected Pictures Catalog (annual) 25c

Special Film Lists - - -lOc ea-

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review—Its Background,
Growth and Present Status - free

National Board of Review—How It Works free

A Plan and a Program for Community
Motion Picture Councils 10c



NATIONAL
BOARD REVIEW

MAGAZINE

The beginning of a three-way pa/rtnership that extended through "The Roaring Twenties"

Published monthly except July, August and September

by the National Board of Review of Motion Pictures

70 Fifth Ave., New York, N.Y.
20 cents a copy $ 2.00 a year



Selected Pictures Guide
This department lists pictures selected by

the Revieiv Committee of the National Board
of Revieiv as worthy of popular patronage in
the theatres, with an indication of the audi-
ence group suitability for each picture. The
choice of the pictures included is based upon
principles of selection developed through long
study of public preference as to what consti-
tutes good screen enteHainment. The con-
sensus of the Review Committee forms the
basis for the reviews and audience recommend-
ations of the pictures. The Review Committee
consists of app7~oxiiiiately 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 j^ears up),

m,—Mature audience. Pictures recommended for
the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for
children under 12.

*—-Pictures especially worth seeing as above
the average "selected" picture.

f ALL WOMEN HAVE SECRETS — Jean
Cagney, Joseph Allen, Jr., Virginia Dale.

Based on a story by Dale Eunson. Di-

rected by Kurt Neumann. An entertaining
picture of what happens when college boys
and girls get married while still in college.

A bit overdone in places but on the whole
well acted and directed. Paramount.

fj ALLEGHENY UPRISING—Claire Ti-evor,

John Wayne. Based on novel "The Fii'st

Rebel" by Neil H. Swanson. Directed by
William A. Seiter. The story of James
Smith leader of the British colonists in

Pennsylvania who rise in defense of their

liberty. Plenty of action. RKO Radio.

f AMORE SULLE ALPI (Alpine Passion)—
Simona Bourday, Gustavo Diessl. Original
screen story by Antonio Qupper. Directed
by Serge de Poligny. The story of a lonely

outcast in the Alps—driven there by the
unjust suspicion of the villagers and kept
away until he saves two of them from
death in the mountains. A few technical
faults are well made up for by the splendid
mountain seciuences and beautiful settings,

plus vivid mountaineering thrills. (Italian

production). Espeiia.

f ANOTHER THIN MAN—William Powell,
Myrna Loy. Based on original screen story
by Dashiell Hammett. Directed by W. S.

Van Dyke, II. Another gay and sophisti-
cated comedy of the clever Nick Charles,
his lovely wife Nora, the mischievous dog,
Asta, and the latest comer to the Charles'
household. Both the situations and the dia-

logue are amusing. Metro-Goldwyn-Mayer.

fj BAD LITTLE ANGEI^Virginia Weidler,
Gene Reynolds. Based on novel by Mar-

garet Turnbull. Directed by William Thiele.
A story of the Sunday school type, about
a little orphan girl whose faith reformed
most of the unviituous characters in a
small town. Quite pious and moral. Metro-
Goldwyn-Mayer.

f BLONDIE BRINGS UP BABY — Pennv
Singleton, Arthur Lake. Original screen
story by Robert Chapin. Directed by Frank
R. Stringer. An amusing story of Babv
Dumpling starting school, and "what hap-
pens to Daisy the dog. Columbia.

f COWBOYS FROM TEXAS — The Three
Mesquiteers. Original screen story by Ol-
iver Drake. Directed by George Sherman.
The Three Mesquiteers take a hand in the
struggle between cattle-men and home-
steaders in Texas at the turn of the cen-
tury, bringing peace by driving out the
crooks. Republic.

f DANGER FLIGHT—John Trent. Original
screen story by Hal Forrest. Directed by
Howard Bretherton. A Tailspin Tommy ad-
ventui-e story, in which Tommy turns a
young boy in the right direction during a
crucial episode invohing payroll bandits.
Juvenile in plot and excitement. Monogram.

f DEAD END KIDS ON DRESS PARADE,
THE—Leo Gorcey. Original screen story
by Tom Reed. Directed by William Cle-
mens. A very sentimental picture of what
happens to the Dead End Kids when they
enter military school. Not very well done
but holds the interest. Warner Bros.

f DIAMONDS ARE DANGEROUS—George
Brent, Isa Miranda. Based on story by
Frank O'Connor. Directed by George Fitz-
maurice. An interesting picture of clever
diamond thieves and cleverer detectives.
A beautiful woman taking the rap for her
confederate in crime, is released from
prison to work for the police and of course
falls in love with her partner at detection
and all ends well. Paramount.

f *DRUMS ALONG THE MOHAWK — See
Exceptional Photoplays Dept., page 12.

f *FIRST LOVE—Deanna Durbin — Original
screen story by Bruce Manning and Lionel
House. Dii-ected by Henry Koster. A story

of a modern Cinderella who goes to New
York to live with her wealthy relatives.

Deanna, grown to lovely womanhood finds

her prince and lives happily ever after.

Outstanding in the supporting cast are

Helen Parrish as the spiteful cousin. Lea-
trice Joy as the silly horoscope-reading
aunt, Eugent Pallette as the much haiTass-

ed uncle and Robert Stack as the lucky
prince. In fact the entire cast is excellent

and the dialogue witty. Universal.
{Continued on page 10)

Copyright, 1939, The National Board of Review of Motion Pictures
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THE season of 1939-40 is being ob-

served by the motion picture industry

for celebration of its Fiftieth Anniver-

sary, the fifty years that have passed since

Edison invented his movie-machine. The al-

most incredible advance of this machine since

the 19th century is apparent to us all; many

of us have been fortunate enough actually

to have followed the technical steps from

the near beginnings to the present day.

There remain, however, many advances

and developments in the history of the movies

with which the layman is unfamiliar. The

old-timer in the industry is able to look back

and see them in a fairly accurate order,

while the historian endeavors to evaluate and

classify them for permanent record. The

Fiftieth Anniversary comes at a time when

probings into the past of the movies are at

their height, as a reminder that we must

make haste to record the memories of the

past before they have slipped out of our

reach.

For these reasons it is jfelt by the Na-

tional Board that the coming Annual Con-

ference should recognize the work of the

industry in the past fifty years. No con-

ference can, of course, attempt to present

a detailed history of the motion picture. All

Review Conference
RK City, February 1st-3rd, 1940

it can do is attempt to arouse serious interest

in a great achievement, to discuss certain im-

portant moments in the years of the movies

and impress their significance upon the con-

ference audience. No time could be more ap-

propriate for this than the time set aside by

the industry for celebrating its fiftieth birth-

day.

Such a historical conference presents many

possibilities, a field so wide in fact that it is

not possible at this early date to state with

any accuracy what shall be included and

what shall be left out. All we can do for

the present is tell our readers that an at-

tempt will be made to present authoritative

speakers whose knowledge of the industry's

achievements comes either from personal ex-

perience or careful study. In order to bring

the survey up to date, addresses will range

further than the historic past and the speak-

ers will attempt to discuss the present and

possible future of the motion picture on the

basis of previous experience and present out-

side problems. In short, this coming Con-

ference will discuss the historic trends of

the motion picture—those we know and have

experienced, and those which are still in the

making and can only be generally fore-

shadowed.
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What Is a Good Movie?
This is the second of a series of replies giveri

by members of tJie Committee on Exceptional

Photoplays of the National Board. The third

and last group of replies icill he published next

month.

Miss Mary B. Miller

THE movies hat'e achieved so much com-

petency of late, one director quickly

profiting from another's successes, that a

certain expert manipulation of the various

elements involved in the making of a good

picture should, I think, be taken for granted.

Sequences should move with relevance and

econom}- through the dift'erent situations

that build up around the central plot. Types

should be chosen with imagination. A
rhythm of movement should be established.

There should be fine photography. Dialogue

should have compression and intensity. All

these happy elements combined cannot, how-

ever, constitute what I choose to call a good

picture. Something else is required.

To make a very complicated definition as

simple as possible, let me divide pictures into

two classes ; those I think are bad and those

I find good. In the first class I place all

pictures—no matter how brilliantly executed

—deliberately designed to captivate what the

U. S. Army tests discovered to be the aver-

age adult intelligence—the mind of a child

of twelve. Pictures of this kind move on

the surface of things. They glitter : they

have but one dimension.

In the second class I place those pictures

that do not insult the intelligence of an adult

human being; that have the rare virtue of

fidelity to life and not to daydream. These

move into a second dimension. They have

depths
;
they penetrate the emotions. They

are created by directors who feel profoundly

the essences of the subjects they handle.

It has occurred to me that a scrupulous

concentration upon a single idea is re-

sponsible for some of the finest pictures.

The little French film Merlusse was moving

because it dealt simply with a poignant truth

about boys—that their cruelty is quick to

turn to generosity and kindness when they

are touched by compassion. This picture

never meandered into irrelevancies, never

distracted by the constant use of the cute

and trivial capers usually ascribed to boys

in boarding school. It stuck to its grave

and beautiful mood throughout.

Great books are, on the whole, more likely

to become inferior films. This is due, I

think, to the fact that there is in them too

much great material for the movie to handle

with success. The makers of W iithering

Heights were successful because they con-

fined themselves to the story of Heathcliffe

and Cathy and did not go into the psycho-

logical conclusions evident in the latter por-

tions of this great novel. Keeping to one

facet in a many-faceted work of genius, they

compressed and intensified the emotional

impact of the stor}-. The overwhelming

passion of two violent characters was com-

municated.

Another way to achieve an exceptional pic-

ture is to concentrate on mood. This meth-

od is achieved b}- means of the photograpb.y

rather than through the acting. A striking

example is Port of Shadozi's, where a melo-

dramatic plot is taken from an unimportant

book. ^Melodrama being an integral part of

life, the makers of this remarkable picture

realized that to give this fact beauty and

significance was to make the scenes through

which the plot developed the all important

thing—to let the docks and the bistros, the

narrow, ill-lighted streets of Le Havre, the

mists lifting from the harbor at dawn, the

great ship at the quay preparing for de-

parture, the cranes in action against the un-

certain light emit the very essence of dark,

accumulating tragedy. Anyone who has

responded to the poetry in this picture will

not, I think, ever again find himself around

the docks or in the sordid streets behind the

waterfronts of home or foreign ports without

a sudden identification of the environment

with the mood and climate of melodrama.

Good movies, then, are faithful to life and

not to the manufacture of dreams about life.

They are concentrated and employ a scrupu-

lous economy. I have noticed that the ex-
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ceptional films are rarely—with the excep-

tion of the great Russian films—elaborate

and expensive productions. They are not

loaded with extraneous material. They dc

not use brilliant technical tricks to display

an empty competence. They may occupy

themselves with a single aspect of hum.an

behavior—with mood, with comedy, with

terror or pathos, as the case may be. But

they do not make false statements. They are

at home with life. When they intend you

to be moved they do not descend into the

sloughs of sentimentality. Their tenderness

is delicate. Their tragedy is authentic.

There is a stamp of truth upon them.

Mr. Frank Ward

IRSTLY—the subject matter, the social

content, is important.

Secondly—The story must be told in a

cinematic way to appeal visually to the spec-

tator. It must have movement and not be

static. To merely photograph a good play

does not make it a good movie. The camera

work and the editing of a film, pictorial

qualities, etc., go a long way to making a

movie better than it would be without these

assets.

Thirdly—Intelligent, honest, sincere direc-

tion are very important . Realism, plausi-

bility, documentary background wherever

possible, intelligent research are all essential.

Fourthly—Films should not depend too

much on dialogue—if there is dialogue it

should have a purpose and be well done and

be an integral part of the picture.

Lastly—Good actors go a long way in

making a film seem believable. I think the

director is greatly responsible for good or

bad performances of his actors. It is pos-

sible to have some very good films without

actors, as for instance some of the docu-

mentaries that we have seen. A film to be

good must sustain interest, excite or stimu-

late the audience and entertain them.

Richard Griffith

Film Correspondent, Los Angeles Times

THE two opening shots of Chaplin's

Modern Times show a flock of sheep

coming down a runway and a line of men
entering a factory. In that brief bit of foot-

age the director has revealed the essential

nature of the movie medium. The first fact

about the film is its ability to reproduce views

of the objective world. The second, equally

important fact is its ability to order those

views, not in terms of the time and space re-

lationships which govern real life, but in

terms of theme. Chaplin, in the opening of

his film, is not interested in either the sheep

or the men he shows, but in the idea he ex-

presses by joining the two.

In his editorial capacity the film director

may organize the world of space and time

into relationships which tell a story, point

a moral, recite a fact or build a philosophic

speculation. His primary endeavor in so do-

ing is to destroy the limitations of the hu-

man time sense, to place the arbitrary mo-

ment of the present in proper relation to its

past and future. In fulfilling this human
wish the film recognizes the fact which

Landor cites :
".

. . For the present, like a

note in music, has significance only in re-

lation to what is past and what is to come."

Mrs. Francis Taylor Patterson,

Instructor in Photoplay Composition,

Columbia University.

ONE which uses extensively and compe-

tently the vast technical resources of

the motion picture camera and the sciences

of light, color and sound production, as well

as the richness of the other arts which the

motion picture incorporates in its own com-

posite self.

One in which distinction in acting, imag-

ination in directing, interesting subject

matter and attractive backgrounds are all

present to a marked degree, and no one of

which is noticeably lacking.

One which treats life with realism and

imagination ; which checks with one's experi-

ence of people and conduct and ideas ; one

in which the subject matter springs from

conflict in character, from clash of wills,

from maladjustments and injustices and

people's reaction to them; one which no-

tates human emotions accurately, avoiding

over-ripe sentiment and emotional cliches.

One which stirs the mdnd, satisfies the

heart and pleases the eye.
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One that is essentially pictorial; that tells

its story primarily to the eye ; that makes

use of the flexibility of the camera ; in short,

a moving picture.

Frederic M. Thrasher,

Professor of Education

New York University

THE essentials of a good movie in my
opinion are relatively simple, although

to produce such a movie involves the high-

est degree of training of numerous tech-

nicians and the finest artistry of creative

minds.

The basic essentials are, in my opinion,

technical excellence, artistic worth, and ade-

quate use of cinematic resources.

1. Technical excellence. This involves

the highest standards of mechanical effi-

ciency ; in a word, good photography com-

bined with proper sound reproduction.

A broader conception of technical excel-

lence would include: application of the prin-

ciples of composition to the scene; the

proper and effective synchronization of

sound and photography
;
good continuity

and editing; well planned and appropriate

scenery, props, and costumes ; and authen-

ticity of background, events and characters

in films which need to be historically and so-

ciologically correct.

2. Artistry and creative imagination. It

should be borne in mind that the elements

which are essential to the artistic soundness

of a film vary depending upon the type and

nature of the film. Obviously some of these

elements are basic to all films. Good scen-

ario technique, for example, is required"

whether the film be educational, industrial,

documentary, propaganda, or entertainment.

Each type of film, however, has its own
pecuHar standards of merit. In referring to

the essentials of a good entertainment film,-

for example, story, plot, and scenario, in my
opinion, are the major factors which are nec-

essary to achieve artistic excellence. Good
acting, of course, is essential to bring the

story to life. The major artist, however, is

the director and upon his skill in weaving
the various elements of the production to-

gether, depends the total impression and ar-

tistic worth of the film:. When we say that

excellence of direction is the most impor-

tant factor in making a good movie, we as-

sume of course that the director's work will

not be marred by mediocre actors, a poor

story, inadequate settings or costum.es or

poor photographic technique. All of these

elements are essential in the making of a

good movie.

3. Qualities peculiar to the cinema. There
is a third essential, however, that must not

be overlooked ; that is, the necessity of util-

izing the resources which are peculiar to

the cinematic medium and which are usually

not available to other forms of art. The
essence of pure cinema is movement through

space because the film represents the only

art form which can so well express motion.

The resources of the camera make it possible

for this motion to transcend the limitation

imposed upon the legitimate stage. The mo-
tion picture can take you over the ocean,

through the clouds, down the canyons, into

the earth. It may use a valley or a whole

terrain for its setting. For this reason the

motion picture is peculiarly able to present

certain types of subject matter which are

difficult for other art forms—such as the

conquest of the air, warfare on land and

sea, the chase, the horse race, and other

types of movement. To be able to present

movement the screen bestows upon the cin-

ema the capacity for greatly stimulating an

audience and thus enhancing the power of

the film to entertain.

It has often been said that a motion pic-

ture is something more than a stage play

photographed or a novel in which the at-

tempt is made to translate the material ac-

curately to the screen. In both cases these

forms need to be adapted to the peculiar

requirements and opportunities of the cin-

ematic medium. The stage play needs to be

released from the limits of time and space

which are necessarily imposed upon it. The
motion picture can do a great deal more
with dialogue than is possible on the stage

because the microphones amplify and con-

trol all sounds which the audience hears.

The lover does not have to declaim in a

movie because the microphone picks up his

faintest whisper.

The camera itself gives to the motion
(Continued 'on page 10)



December, ip^Q 7

Fifty Years of Films
By Richard Griffith

Film Correspondent, Los Angeles Times

I

IN
1896* the first public showing of mo-

tion pictures was held in America. In

1939, less than half a century later, a

Film Library exists to tell us that the movies
are getting along in years and that they
exist in great numbers. As if we didn't

know ! Even to those of us who love them,
they are overwhelmingly ubiquitous. The
curator of the Film Library herself has cal-

culated that it would take several thousand
years of seeing films to make any one per-

son a reliable authority, and Miss Barry
should know. Although a film is more ex-

pensive to produce than any other work of

art, the annual output of movies easily ri-

vals the number of plays, paintings, sculp-

tures, or even books which appear in a simi-

lar period. More than five hundred issue

from Hollywood each year, not to mention
the produce of England, France, Russia,

Germany, and the little-known but steadily

working industries of Scandinavia, Italy,

The Balkans, the Low Countries, Central
Europe, Japan, the British Dominions,
South America, and, let's say, Siam. Con-
sidered in terms of quantity, the movies
seem less like a human product than an in-

undating force of nature.

We, or people like us, created the movies,
but within the short space of one man's life-

time they have become bigger than our-
selves. They are perforce part of every-

body's daily routine and, as Senator Carter
Glass put it, life for many Americans con-

sists of little more than eating and sleeping

and going to the movies. Because they are

so many and various, we take them for

granted, no longer wondering at them or

even criticizing them very much, but just

seeing the relatively few which come our
way. How could it be otherwise? Who
takes it upon himself to discriminate, to tag

* The fifty years of the title, and of the in-

dustry's Jubilee, date from Edison's invention
of the movie machine itself in October 1889.

the movies for what they are worth to life

and to us who live it today? The film

scholar tries, but though he is the first of

his kind to assist at the birth of an art, he

is already outdistanced, years behind sched-

ule, left excavating the remote beginnings

like any Egyptologist. And we cannot wait

for him to catch up and tell us what to think.

For meanwhile the movies, an influence as

well as a satisfaction, are a vital part of our

experience. They matter in our lives, and the

realization that fifty years of them have al-

ready passed brings us up with a guilty

start. Somehow, and sometime soon, we
must relate all this inordinate pressure on

our thoughts and feelings, yes and all this

easy pleasure, to a lifelike scale of things.

A reckoning wouldn't be so necessary if

the movies managed to provide each per-

son with something he could use. But even

their vast variety is not infinite enough for

that. Everybody goes to the movies be-

cause they are "wonderfully real and singu-

larly exhilarating," as the New York Times

said of that memorable first night in 1896.

But real and Dionysian as they are, we feel

nevertheless that there is some lack in them,

some incompleteness which no doubt could

easily be filled, if only If only what?

No one knows yet, nor has since 1900 or

thereabouts when the need began to be

felt. Aesthetes blame the producers, pro-

ducers blame the boxoffice, which is a polite

euphemism for the public, and the public

knows not whom to blame, but every five

years or so expresses its general dissatis-

faction with the situation by staying away
from the theatres in great numbers. When-
ever this happens, the producers speedily in-

troduce a technical innovation or a new kind

of subject and announce that this fills the

gap and the movies have once again emerged

from their infancy. Most of us accept the

novelty and are satisfied for awhile, but

presently the aching void is felt once more
and we are back where we started. And
there, I believe, is the trouble. Year after

year the producers and the technicians hang



8 National Board of Review Magazine

new decorations on the movie until the thing

itself has been hidden from sight. We look

at the ornaments and are momentarily

pleased by their glitter, but not for long,

because it is the movie itself we are seeking

and whose burial from sight leaves us dis-

satisfied, restless, and impatient of the sub-

stitute oflfered in its place.

Where then is this ding an sick of the

motion picture which I hypothesize as the

object of our search? No one is very sure,

and certainly I am not, though in company

with other daring members of the Commit-

tee on Exceptional Photoplays I recently

put in the record an answer to the question

:

"What is a good movie?" My answer was
hardly final, even as an opinion, but that

the question should be asked again at this late

date shows that the object we are searching

for is still the same. I believe it always has

been, that the history of the screen is the

story of an efl:ort to discover what the screen

essentially is, and how it can ofifer us full

measure of the pleasure and profit we feel

are potential in it. Whether or not this is

finally true, it is accurate in the widest his-

torical sense. Every time the movies have

lost ground it has been because somebody

has been trying to make them do something

they are not fitted for. Conversely, they

have regained their audience and become

productive again whenever interest in their

essential nature has been restored. Thus
their whole history has been governed by

the development of the conception we have

held of what the movie can and should do.

The first people to be concerned with the

motion picture were its inventors, who very

naturally looked upon it as a contrivance

for recording faithfully whatever occurred

in front of the camera, and were chiefly in-

terested in making it do that job better.

They missed the magic inherent in the thing

;

that remained to be discovered by the small-

time showmen who originally exhibited ir as

a mechanical marvel. These men sensed

that the public liked the thing for itself, for

its essential quality of lifelike movement,

rather than merely as a novelty. Having
perceived that, these business men and their

employees asked themselves what sort of

movement the camera should record, and in

what manner the record should be made.

The first tentative answers to that question

provided early conceptions of the purpose

and right use of the movie, and also estab-

lished the twin tendencies to discover and to

obscure the essential nature of the medium.

Those tendencies have continued ever since,

and remain today very much as they were

in 1900.

Training and instinct led the earliest

American movie makers to film the active

life of city streets, and experience soon

taught them the appeal of the dramas to be

found in the movement-packed activities of

the fire and police departments. Soon they

were telling little stories of daity life, but

though much was faked and re-staged no

one thought to develop a full narrative or to

extend the scope of the film beyond a record

of reality. No one in America, that is ; in

France there was a man who saw something

of the opportunity, and as Lewis Jacobs

points out, George Melies was the father of

the American as well as the French film.

An imaginative and witty young magician

with a theatrical background, he first be-

came fascinated with the intrinsic marvel of

the movie and then discovered by accident

the greater marvel of making the impossible

happen on the screen by trick photography.

Screen magic suggested fantasy, and Melies

borrowed from the theatre he knew the idea

of telling a stor}- in successive scenes. This

was a revolution. Hitherto each film shot

had remained complete in itself
;
hereafter,

Melies and his successors carried the theme

of one shot over into another, and screen

narrative was born.

Besides being an innovator, Melies was

an artist. His numerous films, and particu-

larly the famous Trip To The Moon and

Impossible Voyage were imaginatively fan-

tastic and remarkably witty. In America

they fired the imagination of a young Edi-

son cameraman, Edwin S. Porter, who pro-

vided the next step forward in 1903 with

The Life of an American Fireman and The

Great Train Robbery. Melies had learned to

tell a story, but he told it in the manner of

the stage. Every event occupied exactly as

much time on the screen as it would have to

do in real life, and the camera was moved
only when the story shifted from one lo-

cality to another. Porter saw that the
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camera must also point the significant and

delete the irrelevant. His introduction of

the close-up and long-shot within the single

geographic location brought into being the

editing principle, which is the basis of mo-

tion picture technique. With a free camera

to watch them, events remained on the screen

only as long as they contributed to the narra-

tive ; the Aristotelian unities were destroyed,

and it was possible to place side by side two

happenings physically remote from one an-

other, thus introducing the possibilities of

dramatic contrast, parallelism, irony.

This new subtlety and fluidity made Por-

ter's films vastly popular and his technique

was widely absorbed in America. Porter

and his followers also opened a new source

of popularity : subject. The movies were

then cheap and insignificant, and therefore

appealed almost entirely to the lower classes.

Most of the early directors and cameramen

were of the people themselves, and knew
how to appeal to them. They brought to

the screen the teeming life of the city streets,

expressing popular problems in the idiom

of the hour. Within the first decade of the

new century, these men had created the

beginnings of a new art, an art very close

to the lives of its audiences, above all an

art unique in that it was conceived entirely

in terms of movement and which joined to-

gether separate portions of physical reality

into a whole which had a meaning quite be-

yond that of the sum of its parts.

Not that anyone, in 1906 and 1907, looked

upon it as an art. To the men who were

investing their money in it and the employees

who drew their salaries from it, it was just

a very well-paying thing, a novelty which

magically retained its appeal through the

years and was beginning to look like a

staple commodity. They were too busy to

think beyond that, and no one else in Amer-
ica cared. The newspapers noted the phe-

nomenal profits to be made from films and

the large audiences which attended them, but

their readers saw in the cinematograph show

only a small-time amusement, playing sec-

ond fiddle to vaudeville and ten-twent'-thirt'

stock, and as little to be reckoned with in

the great new era which, everyone was con-

vinced, the twentieth century would inaugu-

rate.

In Europe, they thought of the film very

diflferently. It early became an interest of

the haute bourgeoisie and those who enter-

tained them, and these respectable people

tried hard to find a good use for the new
scientific toy. Like the Americans, the

French realized that Melies had the secret,

but they singled out another element of his

work which Porter had happily passed by.

Melies' idea of "artificially arranged scenes"

was obviously drawn from the theatre and

patterned after it. Ergo the film was a

means of reproducing theatrical performances

without the voice. This was marvellous

!

Now the provinces could see Bernhardt for

a nickel, now Sophocles and Moliere would

be introduced to the lowliest goatherd. A
pretentious company was organized to sow

canned culture through the world, and the

Film d'Art (the name signifies the atmos-

phere in which this conception of the movies

was born) straightway began recording all

the important dramatic performances of the

day. Most Films d'Art were straightfor-

ward records of the latest Comedie Francaise

production, or similar, with the camera set

up at the proscenium, waits between scenes,

and the performers bowing to their unseen

audience at the conclusion. Occasionally

incidents from history or condensations of

famous literary works were filmed in the

same way, but the inodel was always the

theatre, and though the Film d'Art may
have been art to the snobs, it was never

film.

It is hard to condemn these misguided

people, for they were sincere in their desire

to confer prestige and importance on the

film. Nevertheless, the difference between

their approach and that of Porter illustrates

what I have already characterized as the

twin tendencies to obscure and to discover

the movies. Speaking generally France*

focussed upon the movie's ability to repro-

duce a stage performance, an entirely irrele-

vant and secondary quality. America, on

the other hand, had experimented and taken

advantage of w-hat meagre opportunities

were at hand to discover the primary nature

of the medium. Both tendencies, both con-

*And also Italy, where films were not only

theatrical but operatic as well.



10 National Board of Review Magazine

ceptions of the film, stemmed from Melies,

and they were to meet again in the work of

one man, D. W. Griffith, who from 1909 to

1920 bestrode the world of cinema like a

colossus.

Griffith entered the movies as an actor in

1908, personally contemptuous of the me-

dium and professionally fearful that his

association with it would stamp him as a

failure in the theatre. Had there been a

theatrical film tradition in America like that

of the Film d'Art, he might have felt more
comfortable, for his background was that of

the nineteenth century theatre and all its

literary and cultural associations. But he

was put to the task of turning out several

films a month in the now-stereotyped Porter

technicjue, with no opportunity at all to try

to introduce the methods of the theatre. It

soon became apparent that he didn't need

them, that he had a style of his own which
out-Portered Porter and made the entire in-

dustry rub its eyes. Griffith did not intro-

duce many of the technical innovations long

credited to him, but he did use them appio-

priately for the first time. In his hands, the

close-up, the long-shot, trick photography,
and the various forms of editing became in-

struments of imagination all compact. For
several years he turned out little stories

characterized by smooth and constant move-
ment, an interest in themes as well as plot,

and an eye for details which to other direc-

tors would have seemed irrelevant but which
he managed to make into comment. By
1912, a great many people were beginning
to recognize that the movie was something
new in dramatic expression, and that here

was a man who understood and used what
was new about it. Oddly enough, it was the

theatrical influence which he had largely dis-

carded in his own films that moved Griffith

to take the next step toward the movie as

we know it today. The importation from
France of filmed plays like Queen Elicabeth

and from Italy of "historical" spectacles like

Cabiria confirmed Griffith in his belief that

the movies could do big things as well as

little. After experimentmg with a four-reel

picture, Judith of Bethulia, he decided to

take the plunge, and in 1914 began the pro-

duction of The Birth of a Nation.

{To be concluded in our next issue)

What Is a Good Movie ?

{Continued, from, page 6)

picture certain resources which are peculiar

to it. The close-up, the camera angle, the

moving camera which moves the audience

instead of the setting are all vital mechan-
isms which the director may use to make
the movie more interesting and compelling.

In addition there are certain technical

resources of the motion picture growing out

of the fact that the film may be cut and

edited. Thus we get the possibility of mon-
tage effects which represent a powerful in-

strument for the creation of moods and sub-

tle emotional responses from the audience.

Double exposure, dissolves, animation, and

other photographic tricks made it possible

to liberate the creative imagination of the

artist who can now achieve effects hitherto

undreamed of in any art form. In this way
the creative artist has a brush which in

many senses is more versatile than that used

by artists working in other media.

Turning from the entertainment film to

the other types of films, many of the same

considerations apply.

In ni}' opinion a film does not have to be

socially significant to be good. We like a

good mystery story, a good musical, or a

good western for its own sake, although

there is no doubt that the film producers

have neglected an interesting and stimulating

entertainment field in their failure to deal

with social subjects.

SELECTED PICTURES GUIDE
{Continu-ed from page 2)

f GERONIMO—Preston Foster, Andy De-
vine, Ellen Drew. Original screen story and
direction by Paul H. Sloane. A thrilling

and exciting story of the last big Indian
fight. Geronimo, the ciniel Apache leader,

out for revenge, is finally taken prisoner.

The Indians are realistic and the story is

not over-weighted with love episodes. It is

cruel and stark and the acting excellent.

Paramount.

f HONEYMOON'S OVER, THE—Stuart Er-
win, Marjorie Weaver. Based on play
"Six Cylinder Love" by William A. Mc-
Guire. Directed by Eugene Forde. Our old

friends, the newlyweds, living with a fast

set beyond their means till they get wise,

and the little woman helps the man back
to his job. 20th Century-Fox.

{Continued on page 17)
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The Roaring Twenties
Screenplay hy Jerry Wald, Richard Macauley

and Robert Rossen from a story hy Mark
Hellinger, directed by Raoul Walsh, photo-
graphed by Ernie Haller, musical director Leo
F. Forbstein. Produced and distributed by
Wa7~ner Bros.

The cast
Eddie Bartlett James Cagney
Jean Sherman .Priscilla Lane
George Halley Hmnphrey Bogart
Panama Smith Gladys George
Lloyd Hart Jeffrey Lynn
Danny Green Frank McHugh
Nick Brown Paul Kelly
Mrs. Sherman Elizabeth Risdon
Henderson Ed "Keane
The Sergeant Joe Sawyer
Michaels Joseph Crehan
Judge John Hamilton
Masters George Meeker
First Detective Robert Elliott

Second Detective Eddie Chandler
Lefty .Max Wagner
Mrs. Gray Vera Leiois

THE Tw^enties have roared so often on

the screen in the last few years that

you are inclined to listen for some new
note in the noise, some addition to the old

formula to make clearer why those years

were so important and what they did to

America. Or why do it again?

The most immediate and cogent "why" is

that it gives James Cagney a chance to be

his best, and that is always reason enough.

But there is perhaps more than that—other

prohibition-gangster films have been exciting

reminiscences, assumptions that they were

dealing with something safely past and done

with: this one, though directly it seems to

be pointing definitely backward, indirectly it

cannot, in these days of an approaching war
danger, help opening up a prospect of the fu-

ture. Can't it, after all, happen again? Liquor

prohibition can be other things besides it-

self, it can stand for other mistakes. And
what war and its disillusionments do to the

individuals of one generation it is sure to do

the individuals of another. And the desper-

ations of unemployment don't need even a

war to make them profound and fatal.

The Roaring Twenties, being written by

Mark Hellinger, has a bit of the Broadway
columnist's sentimentality about it, an almost

nostalgic regret, under its hard-boiled man-
ner, for the exciting glamor of a past day.

But a March-of-Time commentator sternly

keeps things in line, bridging the time gaps

with cause-and-efifect explanations that the

audience might otherwise have to figure out

for itself, or feel without figuring out. There

are three Americans fighting in France, each

reacting in his own way to the business of

killing, each rushing into or revolting from

the expression of violence for which a gun

in the hand can so easily be a release. Then
the three are back home, and the jobs that

were to be saved for them while they fought

for their country are not there ; and prohibi-

tion has come : and instead of peace-time

restraints upon the violence they have

learned to give vent to, the quickest, easiest,

least hum-drum way to get ahead is to go

on being violent, with shooting as easy as

spitting, and law-breaking smart and fash-

ionable.

Then of course you have the regular

gangster story, so familiar that its meanings

have become as deeply buried in formula

as in any cattle-rustling quickie. It piles up
climax after climax, till it gets exhausting,

and it has all been done so often before that

one forgets these things have happened in

life, not just in movies.

11
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But if you can forget the rest of the

gangster cycle, and look at this with a fresh

eye, you can see that The Roaring Tzventies

is written with a lot of understanding, not

only of people but of what social forces do

to people ; that Raoul Walsh, whose talent

as a director has been frittered away on so

many worthless things, has here found

something he can do his best with ; and that

what was rampant in the Twenties did things

not only to the Careys and Bogarts but to

the Jeffrey Lynns and Rosemary Lanes. For
here, in what might to the casual glance

seem only a bit of love interest, are two de-

cent people who might have been just inno-

cnt bystanders but might as easily, and were,

innocent participants, caught up in the swirl

of things and drifting on it, their own moral

sense curiously blunted by the callousness

about them.

Of course five-per-cent beer and repeal

didn't bring salvation to America, nor did

the wiping out of Nick and George and

Danny and Eddie accomplish any curative

operation on society. Other and deeper

things were wrong, and still are, for all the

triumphant optimism of the commentator.

But where are you going to get a final solu-

tion of such problems—in the movies, the

preachers, the government, or anywhere

else ?

The picture, in addition to good writing

and better than good directing, has—best of

all—a cast that is about perfect. Actors so

easily and so often typed as Humphrey Bo-

gart, Frank McHugh, Joe Sawyer and Paul

Kelly, shed their typiness and become in-

dividuals again. Rosemary Lane, whether

it is impersonation or just being herself, is

inconspicuously exactly right, just as Gladys

George is more conspicuously just right as a

sort of toned down, more sympathetic Texas
Guinan. And Cagney. Once more, and

never so successfully, he takes every line,

every movement, every bit of business, and
makes them so utterly an expression of Eddie

Bartlett that they seem not something he

learned or was told to do but a spontaneous

creation of his own. An eloquent and per-

ceptive critic may sometime succeed in say-

ing all that could be said about James Cag-

ney as one of the great actors of our time,

the unique embodiment of one of our time's

most tragic figures—the toughened (not

tough) city boy who has to fight his wa}'.

But a volume of analysis, though it might

tell more, could not show as much as seeing

him in The Roaring Tzventies.

J. S. H.
{Rated Honorable Mention)

Drums Along the

Mohawk
Adapted by Lamar Tratti and Sonya Levien

from the novel by Walter D. Edmonds, directed

by John Ford, photographed by Bert Glennon.
produced and distributed by Ticentieth Century
Fox.

The cast

Gilbert Martin Henry Fonda
Lana Claudette Colbert
Mrs. MacKlennar Edna May Oliver

Caldicell John Caradine
Reverend Rosenkrantz Arthur Sliields

John Weaver Robert Loivery
General Herkimer Roger Imhof
Joe Boleo : . .Francis Ford
Mrs. Weaver Jessie Ralpli

Mary Reall Doris Boicdon
Adam Helmer Ward Bond
Blue Jack Chief Big Tree
Landlord Spencer Charters
Christian Reall Eddie Collins

MOST movies, when they picture

pioneer life, go to the West, and the

East Coast, where pioneering began

in America, has been pretty well forgotten

on the screen. This film does something to

make up for such neglect, with its fine tale

of settlers up in the ]\Iohawk \'alley in New
York state, trying to build homes for them-

selves in the wilderness and bedeviled by a

war they had little interest in, with the Bri-

tish and their Indian allies raiding them with

torch and tomahawk and no help from the

American congress.

It is a stirring and picturesque time, with

the sturdiest of our forefathers and fore-

mothers doing heroic things every hour of

the day and night, without knowing it. That

was an inescapable condition of their exist-

ence. The novel from which the film was

made is rich in incident, character and at-

mospheric background, and a lot of people

and happenings of course had to be left out

to make a straight and dramatic movie plot

from it. One misses the Indians, chiefly

—



The attack on the f.ort in 'Dricms Al07ig the Mohawk"

those pungent savages so different from

Cooper's noble redskins. But they were an

amoral lot who wouldn't fit into a picture

that otherwise has all of the virtues and

none of the tedium of a school text-book.

The story sticks to Gil Martin and his

young wife, setting out for his farm in the

wilderness and the new house he has built

there for his bride. The swift adventures

that followed give an impression of time

being telescoped : the seasons that in the

novel stretched so long from year to year

manage somehow in the film to make the

war seem much shorter than it was. The
long terror—the long campaigns made by

the men, the long waiting of the women at

home—would have been interminable and

repetitious on the screen, and they have been

mercifully abbreviated. So there is a stir-

ring variety of incident, and a fine variety

of picturesque characters as well, circling

about the central couple. And the young-

couple, for all their hardships, never grow
old!

It's in technicolor, which of course means

that Claudette Colbert's dresses are always

lovely and clean, and the Indian's blanket as

spotless as a cardinal's robe. It means, too,

that the landscapes are beautiful, caught

miraculously in seasonal colors. Some of

John Ford's favorite efifects are missing

—

his mists, and dramatic contrasts of light and

shadow, which he had perfected so efl:ectu-

ally without benefit of pigment. But the

rains, the land in winter, the summer fields,

are a new sign of what color is finding its

way to.

Henry Fonda has become too identified

with the lanky country youth to be any-

thing but effective as the hero, and Claudette

Colbert has just the right air of having

come from a fine mansion in Albany to take

up life as a frontierswoman. Edna May
Oliver, who can clown with the best of them,

stands out ,as a strong eccentric character

under John Ford's direction, and Ford has

also brought one of the best Dublin actors

to be the practical pastor of the wilderness
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flock in a flavorous combination of temporal

and spiritual wisdom.

Drums Along the Mohawk belongs as

American literature alongside Cooper, and

as a film it ought to have a long life as a

vivid picture of early American history,

when a whole countryside were fighting for

national liberty when they thought they were
only fighting for their homes.

(Rated Honoraile Mention.} J. S. H.

Critical Comment
Under this heading pictures icill tie discussed that in the judg-

ment of the Exceptional Photoplays Committee do not gain the

ruting^of Exceptional yet possess qualities that ive have found our

readers are interested in- having talked about.

Queen Bette

QUEEN Elizabeth's greatness as a

ruler of England is one of the fasci-

nating objects in history. But its

fascination lies not in assertion, nor in

description, but in her special personality

—

she the daughter of Henry and Anne Boleyn,

the half-sister of jNIary of England, the

cousin of Mary of Scotland, and all that

those blood relationships meant ; her brilli-

ance of intellect, her deviousness of femin-

inity, her vanity and her health, and above

all her devotion to England. It is such tre-

mendous complexity embodied in one woman
as seen understandingly against the tumultu-

ous dangers of her time, her country and

her enlarging world that makes her everlast-

ingly interesting. Elizabeth as a portrait

may be curious and compelling, but it is flat

and lifeless seen by itself, without the things

she had to fight against all her life, things

outside herself and things within herself.

As in history so in this movie they have

made of her, the figure of Elizabeth is dead

or alive according to the forces that sur-

round her. Essex, Bacon, Raleigh, Burgh-
ley and the younger Cecil—those men who
were so close to the throne and to her

—

must all be vivid and vigorous to strike fire

from her and light up her character. The
Private Lives of Elisabeth and Essex has

Bette Davis, but it has no men to give her

any strength of support. She has brought

a lot of intelligence and talent to under-

standing and delineating the ageing queen in

her love-and-pride conflict with the pride and
love of a handsome lord nearly a quarter-

century younger. It is a tremendously

complex and contradictory character, whose

behavior must seem incredible and bewilder-

ing without knowing what emotions caused

that behavior and what those emotions were
reactions to.

Maxwell Anderson's play about Elizabeth

and Essex was a bit heavy on the stage,

hardly attaining the psychological depths or

the poetic heights it pretended to. Nothing
in the way it has been brought to the screen

has either lightened or illumined it. Every-

body concerned has gone about his business

very earnestly, and the result is handsome,
meticulously authentic in costumes and sets,

but superficial and often dull. Such an age

as Elizabeth's might be pictured inaccur-

ately or crudely, but it would still have truth

in it if it had sweep and fire. Sweep and
fire is what this production lacks completely,

partly from the writing, parth' from the

leaden tempo of the direction, but most of

all because there isn't a single virile character

in the wdiole cast. Elizabeth wouldn't have

been Elizabeth, nor her age the Elizabethan

age, without strong men, and well-meaning

gentlemen with nice enunciations and lovely

costumes cannot serve as substitutes.

So Bette Davis's brave flight, so carefully

thought out and so sympathetically executed,

rarely gets free to reach the heights she

aims at. It is too weighted down by innoc-

uous actors who fail to gi^'e her the vigorous

atmosphere she needed to soar in.

Queen Elizabeth, as a colorful ornament

to a romantic drama, is one thing. As the

center of a great age in English history she

is another, and a picture of her in that aspect

can't avoid being judged by pretty high

standards. Such a picture is still awaiting

some undiscovered Shakespeare or Marlowe
of the screen. J. S. H.
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Of Monks and Men

Two of the recent French importations,

Marseillaise and That They May Live,

have quite a little history behind them.

That They May Live dates right back to

the years immediately following the World
War, when its silent predecessor, /'Accuse,

reached the screen. Abel Gance, then a very

young man, made J'Accitsc a gruesome de-

nunciation of wartime horror, aided by torn

and mutilated actors from the French

trenches. Now, after nearly twenty years,

he has resurrected this forgotten silent and

re-made it into its present form.

As we see it today we think inevitably of

the problem of how far a director can safely

go in the dej^iction of frightfulness without

frightening away his audience or losing the

force of his story in the revulsion of the

movie-goer. That They May Live concerns

itself relatively little with anything outside

the starkest content of the story. Technical-

ities like story-construction, clarity of plot-

development, continuity are given only the

barest consideration. It is as though Gance

were satisfied to let his basic material speak

for itself, without anything but the minimum
of help from its director.

The picture opens with some striking

sequences of a poilu's life in the closing days

of the War, showing vividly a grey and

murky area of mud and destruction peopled

by nerve-wracked, shattered soldiers cling-

ing desperately to the hope that an end must

come soon. Come it does, and with it what

is virtually an end to the picture as a care-

fully planned story. What Gance tries to

go on to tell us is how one soldier, driven

half-mad by his Own sufferings and the cal-

lousness of war profiteers, seeks to call the

mutilated dead from their graves to march

against all who would resort to war again.

What he gives us is a strained, tortured tale

in which emotion and suffering emerge with-

out guidance and control, horrifying and

often impressive in their poignancy, but

dissipated in their lack of direction. It is

Gance's good fortune that Victor Francen is

there to play the leading role ; without him

the picture would fall in pieces like a frame

without a king pin.

71 yTARSEILLAISE is the second pic-

/ yi ture with a history, though the

history is comparatively short.

Renoir began work on it mider the Blum
regime in France and its production was

supported by government subsidies. It was

to be a great revolutionary epic, stressing

the power of the popular will, and France's

leading actors, actresses, directors, writers,

et al., were to collaborate in completing it for

the Paris Exposition.

None of these plans were carried through.

The government subsidies ceased with the

overthrow of the Popular Front, the making

of the picture was taken over by Renoir

alone, and the Exposition never saw it.

What is showing in the United States today

is far from being an epic and far even from

being rated with the best French produc-

tions. Those who go to it expecting a

"great" picture are likely to be disillusioned

into ignoring what qualities the picture has.

For behind its weaknesses of misconstruc-

tion, misplaced emphasis and, often, naivete,

the intention of its makers shines through.

Sometimes the light is weak, often it is vivid

and inspiring. There is enough to let us

see that Renoir has tried to portray the spirit

of a people in arms—to take us to their

towns and villages, show us their homes
and meeting-places, and trace their actions

to simple, primitive sources. Because he is

interested in the people alone he mercifully

spares us the customary pomp and trappings

of the average historical picture : his Court

of Louis XVI is rich indeed, but it is a

court of ro3'al function and not a love-nest

for white-toothed gallants.

Five men—Bourgoin, Douarinou, Maillols,

Alphen and Louis—are credited with the

camerawork and must share praise with

Renoir for the way the camera links its

episodes and scenes with a frequently sweep-

ing eloquence. And the musical background,

cleverly supporting the action with songs

and compositions of the time, adds much to

a picture that seeks the spirit of the revolu-

tion rather than the spectacle of revolt.

Finally, mention must be made of Pierre

Renoir and Louis Jouvet in the parts of

Louis XVI and the Mayor of Paris. They
are the only "names" in the cast and they

are unquestionably the best.
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THE latest version of the life and loves

of Rasputin outranks mere curiosity

attraction simply because of its star,

Harry Baur. Rasputin, directed by Marcel

L'Herbier, is as much a Baur film as a

Laughton film is Lavighton's, and somehow
or other Baur has managed to assume a

physique more aesthetic and monkish than

one would ever have thought possible from

his stouter roles as Beethoven or the priest

in Cornet de Bal. (^This distinction will not

exist, of course, for those who do not visu-

alize monks as thin and priests as fat.) His

Rasputin is not the devilish knave who cost

MGM so much a few years ago, nor is it the

humble, sweetly mystic that Rasputinists

place on a wall between two candles. It is

a mixture of the two that Baur has tried to

portray, satisfying the thrill-seekers on the

one hand and the censors on the other. In

short, the whole is a summing-up of the high-

spots of a double life, shifting smartly from

piety to chorus girls and back again like an

impish shuttle. The result is a series of per-

sonal studies made spectacular, and some-

times impressive, simply by an arrangement

of sharp contrasts. Through it all moves

Mr. Baur, at ease and at home whatever his

activities of the moment—whether curing a

nun of hysterics, strumming a balalaika in a

questionable dive, helping the Tsar delay

the World War, or being finally pushed be-

neath the ice filled to the gills with poisoned

cookies and lead.

N. D.

Books on the Motion
Picture

The Rise of the American Film, ty Lewis
Jacobs. Harcourt, Brace ami Company, $4.50.

MR JACOBS calls this a "Critical His-

tory," and he begins it, as his main
title implies, with the American motion pic-

ture at its first contact with audiences, in-

stead of going back over the long and
troubled question, already so well covered,

of how pictures in motion were conceived

and who invented and perfected the means
of making them and bringing them to view.

Yet there are other things vitally entangled

in the movies besides the mere pictures that

came to the screen. There is the financial

set-up that in its haphazard way resulted in

a new form of mass production becoming
Big Business (though this, too, has already

been presented to a great extent by Terry

Ramsaye : many a body will have to be

buried and many a corpse disinterred, how-
ever, before the whole astounding story is

completely told.) There is the technical

matter of how the way of putting bits

of picture together grew and changed, till

the picture form of narration became the

tremendously efifective means of communica-

tion it is today. There are the social and
moral forces—the customs, prejudices, inter-

ests and ideals—that at any given time were

reflected in the films of the time, and in turn

exercised their potent molding influence on

the audiences.

Involved in all this are personalities, the

directors, actors and obscurer craftsmen

whose talents and energies were the forces

that shaped and guided the development of

the movies. Behind their talents and ener-

gies were their characters and outlooks

which so largely determined the content,

rather than the form, of what they did.

To delve into such complicated matters is

a long and patient drudgery of research, in a

field where the material is extremely difficult

to find, and when it is found is in a thorough-

ly disorganized condition. Old films, records

of old films that can no longer be found, in

catalogues, trade journals, fan magazines and

the erratic memories of individuals—from

such scattered data must be dug the elements

out of which to put together the history of

the American film, and perceptive judgment

must be behind the search. Mr. Jacobs has

done the years-long searching, with an eye

for the details worth bringing to light, and

an excellent sense of how to put those de-

tails together in a significant pattern.

His analyses of directors, who have un-

doubtedly had the most influence on the form

of movies, and even an influence on their

content, are one of the most illuminating

things about his record. For the first time

the important work of Edwin Porter is

pointed out and examined. Such men as

Thomas Ince, Maurice Tourneur and other

forgotten directors are recalled, less in detail
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and with somewhat less appreciation of their

excellencies that some of them deserve

—

probably because their films are next to im-

possible to examine, and entirely impossible

to compare with the other films of their day.

The peculiar significance of Cecil B. DeMille,

whose long career and continued place as a

director work against each other to make him

seem a contemporary without historical im-

portance—this Mr. Jacobs has recognized

and evaluated. The man who has received

the most attention is D. W. Griffith—the

searching, meticulous and lengthy examina-

tion of him and his work makes him bulk

almost disproportionately among the figures

of movie-making, with such an early empha-

sis on hozv he did things and such a final

post-mortem on zvhat he did that he appears

as an angel who turned into a devil : whereas

he was always just D. W. Griffith, one of

the strangest men among all the strange men
who built up the American movie.

To review Mr. Jacobs' book thoroughly

would almost be to write another book, so

wide is its compass and so innumerable are

its implications. A history of the American

film is in many ways a history of America

during the last forty years. That Mr.

Jacobs has made inescapably apparent, and

he has laid down broad lines for such a

history, and in numberless places filled in the

lines with body and color. It is as important

a book about its subject as anyone has writ-

ten, or is likely to write. Other gleaners in

the field may pick up things he did not find,

and others may reach more final judgments,

but he has been a pioneer of invaluable

quality. J. S. H.

America at the Movies, hy Margaret Farrand
Thorpe. Yale University Press, $2.75.

THE bright and engaging style in which

this book is written is no disguise for the

fact that an alert and penetrating intelligence

is probing in all seriousness into the funda-

mental problems of America and its movies.

There is a detached and civilized air, fairly

ironic often, about the author's approach to

the questions she sees at the heart of the mat-

ter, which probably comes froom her efl^ort

to be fair to all sides and look at the whole

thing from all its angles as a social phe-

nomenon, and to keep her personal scale of

values scientifically discreet. Which doesn't

at all lessen the value of her book, which

ought to be read by anyone interested in why
our movies are what they are.

Mrs. Thorpe, fascinated by the idea that

some eighty-five million people go to movies

in a week, has looked into the implications of

that idea, with illuminating results. Why do

so many people go to the movies? How do

they pick what movies they will go to ? What
forces, either natural in people or created in

them by a gigantic system of press-agentry,

determine what they think they want to see ?

What, in turn, does what they see do to

them ? How do the producers come to make
what they do? (It isn't whim or accident.)

What about the people who want to reform

the movies, either on moral or esthetic

grounds or merely because they are cranks,

and what do they accomplish ? What is there

to be taken seriously in the movies, either

hopefully or pessimistically ? How much are

the movies an art, and how much do they

use the other arts, or fit in among them?
What efi^ects have the movies as propa-

ganda ?

It covers a lot, in its deliberately light

way—a deceiving lightness, which makes it

pleasant and easy reading but doesn't prevent

it from provoking some pretty deep thought.

J. S. H.

SELECTED PICTURES GUIDE
(Continued from page 10)

f HOUSEKEEPER'S DAUGHTER, THE —
Joan Bennett, Adolph Menjou, John Hub-
bard. Based on novel by Donald Hender-
son Clark. Directed by Hal Roach. A
sprightly combination of farce and melo-
drama, clowning and poisoning, gangsters
and caricatured newspaper men. Its ap-
peal depends on one's taste in fun. United
Artists.

f IL SIGNOR MAX (Mr. Max)—Vittorio De
Sica, Assia Noris. A bright little comedy
about the Italian owner of a thriving news-
stand whose profits enable him to take a
holiday every year at a fashionable re-
sort, where he plays the part of a society
man-about-town. Recommended for Italian
audiences, as it it not likely that the amus-
ing dialog would be understandable to

American audiences. (Italian production).
Esperia.

f LAW OF THE PAMPAS—William Boyd,
Russell Hayden, Steffi Duna. Based on char-
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acters created by Clarence E. Mulford. Di-
rected by Nate Watt. Distinctly better
than average Western, unusual attention
being given to story, backgrounds, and
characterization. Has fine scenic shots with
Hopalong Cassidy playing a convincing part
in unraveling a South American mystery.
Paramount.

f LIGHT AHEAD, THE — Helen Beverley,
Isidore Casher, David Opotoshu. Adapted
from the works of S. J. Abramowitz. Di-
rected by Edgar G. Ulmer. One of the
best Yiddish-speaking films to be shown
in this country,^ very vi^ell produced and
full of the atmosphere of life as it was in
Jewish-Balkan communities. While the
main story concerns the love of a poor
couple, an excellent picture is given of their
many diverse fellow-citizens. May be too
long and slow for American audiences;
highly recommended for Jewish communi-
ties. Carmel.

f LITTLE ACCIDENT—Baby Sandy, Hugh
Herbert. Based on the play by Floyd Dell

and Thomas Mitchell. Directed by Charles
Lamont. A most amusing story of a baby
that everybody loves but nobody wants.
The baby "Sandy" is the center of attrac-

tion and Hugh Herbert is his usual funny
self. Universal.

f MEET DOCTOR CHRISTIAN—Jean Her-
sholt. Original screen story by Harvey
Gates. Directed by Bernard Vorhaus. The
popular radio character, a small-city doc-

tor whose kindness, sense and skill are a
strong influence in the community. Homey
sort of picture, with likeable people in it.

RKO Radio.

f *MILL ON THE FLOSS, THE—Geraldine
Fitzgerald, Fi-ank Lawton, Victoria Hop-
per, Fay Compton. Based on the novel by
George Eliot. Directed by Tim Whelan. A
remarkable re-creation of George Eliot's

famous novel done with moving simplicity
and fidelity to the spirit of the original.

Geraldine Fitzgerald heads a splendid cast
which is admirably chosen. Recommended
to schools and libraries for the fine picture
it presents of English life in the early
19th Century (British production). Stan-
dard.

m MIRACLE ON MAIN STREET— M,argo,
Walter Abel. Original screen story by Sam-
uel Ornit and Boris Ingster. Dii'ected by
Steve Sekeley. A girl who is wanted by
the police finds safety, courage and finally

happiness when she adopts a baby. Co-
lumbia.

f *0N YOUR TOES—Vera Zorina, Eddie Al-
bert, Alan Hale. Based on musical play by
Richard Rodgers, Lorenz Hart and George
Abbott. Directed by Ray Enright. An un-
usually amusing story about a young vaud-
eville dancer and composer who falls in
love with a Russian ballet dancer and gets
hopelessly involved with her temperamental

colleagues of the ballet. Mixes lightness
with fine dancing quite successfully and re-
sults in being a pleasure to watch and a
good bit of fun to laugh over. Warner
Bros.

f PHANTOM STRIKES, THE—Wilfred Law-
son, Sonnie Hale, Louise Henry. Based on
novel "The Ringer" by Edgar Wallace.
Directed by Walter Forde. A typical Ed-
gar Wallace tale—brisk, dramatic, with
vivid characters—about the efforts of Scot-
land Yard to keep a threatened mui'der
from happening. Good acting and good
suspense. Monogram.

fj PRIDE OF THE BLUE GRASS — Edith
Fellows, James McCallion. Original screen
story by Vincent Sherman. Directed by
William McGann. A human and interesting

(though the interest is largely juvenile)

story of a boy who lived down an unjus-
tified reputation given him by a weak
father by training a blind horse to win
one of the great steeplechases. Warner
Bros.

f ^PRIVATE LIVES OF ELIZABETH AND
ESSEX, THE—Bette Davis, Errol Flynn.

Based on the play by Maxwell Anderson.
Directed by Michael Curtiz. The tragic

story of a love between an aging queen
of England and a lord of her court, in

which pride and ambition and patriotism

fought a battle on which hung the destiny

of the country. Handsomely produced in

technicolor, with another brilliant charac-

terization by Bette Davis. Refei-red to the

Committee on Exceptional Photoplays. Rec-
ommended for schools and libraries. Warner
Bros.

m REMEMBER ?—Robert Taylor, Lew Ayres,

Greer Garson. Original screen story by
Corey Ford, and Noi-man Z. McLeod. Di-

rected by Norman Z. McLeod. A clever

comedy about a young man who stole his

best friend's girl, full of originality and
nonsense. Its success depends on taste

—

some will like it immensely, others will dis-

like it just as heartily. It is done for all

it's worth—everything just right for those
who enjoy its kind of thing. Metro-Gold-
wyn-Mayer.

f RENA RAMA SANNINGEN (Nothing
But the Ti-uth)—Eric Berglund, Ake So-
derblom, Sikan Karlson, Tallie Sellmen.

Based on story by Thorsten Landquist. Di-

rected by Weyler Hildebrand. A Swedish
version of the old story of the man who
bets he can tell the truth for twenty-four
hours, and the terrible complications that
result. While its farcical situations are not
likely to appeal to an American audience,
it should be enjoyed by Swedish peonle.

Direction is neat and snappy after a slow
start. Scandinavian Talking Pictures.

f ROAD BACK, THE—Larry Blake, John
King. Based on novel by Eric Maria Re-
marque. Directed by James Whale. A
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re-issue of the picture showing what hap-
pened to the German boys returning from
the trenches. The picture is brought up-
to-date as a piece of propaganda against
war. Universal.

m ROARING TWENTIES, THE—See Excep-
tional Photoplays Dept., page 11.

m RENO—Richard Dix, Gail Patrick. Based
on story by Ellis St. Joseph. Directed by
John Farrow. A story of a young lawyer
who made Reno famous for quick divorces

and how his own marriage went on the

rocks. Later in life he saves his own
daughter from divorce. RKO Radio.

f SAGA OF DEATH VALLEY—Roy Rogers.
Original screen story by Karen DeWolf
and Stuart Anthony. Directed by Joseph
Kane. His father shot and his younger
brother kidnapped by the murderer, Roy
Rogers returns fifteen years later to get
his revenge and marry his childhood sweet-
heart. Republic.

f SECRET OF DOCTOR KILDAIRE—Lew
Ayres, Lionel Barrymore, Helen Gilbert.

Original screen story by Max Brand. Di-
rected by Harold S. Bucquet. A medical
secret—through which the young doctor
banishes the troubles of an engaged couple.
Pleasant and human, like all of this series.

Metro-Goldwyn-Mayer.

f SHIPYARD SALLY—Grade Fields, Syd-
ney Howard, Morton Selten. Original screen
story by Karl Tunberg and Don Ettlinger.
Directed by Monty Banks. When the ship-
builders are thrown out of work in Scot-
land, they choose a Lancashire gii'l to help
them out. Gracie Fields is the girl and she
does the job with a lot of laughs and some
good songs. Picture is weakened by a
phony "American" character and garbled
Ameiican speech here and there, but pulls
through on the strength of its comedy.
20th Century-Fox.

m SOTTO LA CROCE DEL SUD (Under the
Southern Cross)—Doris Duranti, Antonio
Centa, Enrico Glori, Giovanni Grasso. Based
on story by Jacopo Comin. Directed by
Eugen'io Fontana. The unusual setting of
Ethiopia gives this picture most of its

appeal, good use being made of the natural
background and native actors. The story
is not so new, being mainly the eternal
triangle, but it is given fresh and novel
twists by being laid among characters who
are trying to build a new colonial empire.
(Italian production). Esperia.

f TOO BUSY TO WORK — Jed Prouty,
Spring Byington. Based upon "The Torch-
bearers" by George Kelly and "Your Uncle
Dudley" by Howard Lindsay and Bertrand
Robinson. Directed by Otto Brower. An
amusing comedy of the Jones family who
find outside interests more important than
making money and keeping a home to-

gether. Florence Roberts as Granny Jones
is excellent. 20th Century-Fox.

m TOWER OF LONDON—Basil Rathbone,
Boris Karloff. Original screen story by
Robert N. Lee. Directed by Rowland V.

Lee. A historical melodrama of the ex-

ploits of Richard III, the infamous plotter

who used any means to gain power, and
his right hand henchman. The story is

spotty, but holds the interest. Universal.

f 20,000 MEN A YEAR—Randolph Scott,

Preston Foster, Margaret Lindsay. Original

screen story by Frank Wead. Directed by
Alfred E. Green. A story of one of sev-

eral colleges training men for aviation,

with the idea of turning out 20,000 men a
year. Flying instruction and the men in-

volved rather than romance of the con-

ventional kind is its interest. 20th Century-
Fox.

m *WE ARE NOT ALONE—Paul Muni, Jane
Bryan. Based on novel by James Hilton.

Directed by Edmund Goulding. A gripping

story of a country doctor in England in

1914. Always kind, the doctor with a girl

he has befriended becomes involved in a
scandal and later in a murder trial. The
entire cast is excellent and the production

well directed. Referred to the Committee
on Exceptional Photoplays. Warner Bros.

SHORT SUBJECTS
INFORMATIONALS

fj *AQUA RHYTHM (Grantland Rice Sportlight)—
A lovely and rhythmic exhibition of swimming.
Eighteen girls in perfect unison. Paramount,

f *BOOK OF BOOKS, THE—An admirably made
documentary of instructional value showing
briefly the history of Bible making and, in
clear detail, the involved technical work that
goes into the publishing of a modern Bible.
Recommended for schools and libraries. Co-
lumbia.

f BOWS AND ARROWS—Champion archer How-
ard Hill displays his wonderful dexterity with
the bow. Columbia.

f BUILDING OF BOYS, THE—Excellent sum-
mary of the work of the Boys' Clubs of
America, showing their influence on the health
and welfare of American youth. Columbia.

f DOG IS BORN, A—Interesting brief history
of German Shepherd Dogs from day of bu-th
to maturity, showing the many roles they play.
Paramount.

f FOLK MELLAN F,IALLEN (People of the
Mountains)—An interesting survey of the lives
and crafts of a section of Sweden, with nar-
ration by Prince Wilhelm of Sweden. Scan-
dinavian Talking Pictures,

fj FOOLS WHO MADE HISTORY NO. 1—The
story of how Elias Howe invented the sewing
machine. Columbia.

f GOING PLACES NO. 68—Charlotte Amalie—
Glimpses of the beautiful Virgin Isles. Uni-
versal.

f GOING PLACES NO. 70—Saving the Diamond
Backs—preventing the terrapin from becoming
extinct. Universal.

f GOING PLACES NO. 71—Strange American
Animals^—showing some queer animals of
America. Universal.

f HOLLAND AND THE ZUYDER ZEE—What
the title says, attractively and intelligently pre-
sented. Columbia.

f INFORMATION PLEASE NO. 2—Answers and
questions based on the radio program. RKO
Radio.
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f INFORMATION PLEASE NO. 3—The popular
radio program brought to the screen. Very
amusing. RKO Radio.

f LET'S T^VLK TURKEY (Pete Smith Specialty)—How to carve turltey. Metro-Goldwyn-lIayer.
f MARCH OF TIME NO. 3, THE (6th Series)—

Showing- how the Department of Agriculture
in Washing-ton helps the farmer and what hap-
pens to farms during war time. Instructive
and interesting. RKO Radio.

f QUAINT ST. AUGUSTINE (Fitzpatrick Travel
Talk)—Showing places of interest in the lovely
old town of St. AugTistine. Metro-Goldwyn-
Mayer.

f 'SCREEN SNAPSHOTS NO. 1 (series 19)—

A

very interesting exposition of how movie play-
ers are made up. Columbia.

Ij SKI BIRDS—A Pete Smith Specialty, about
skiing but with ngvel elements in it. Metro-
Goldwy^n-ilayer.

f SPELEN I SPANGA (The Sports of Spanga;—Old-time Swedish games. Scandinavian Talk-
ing Pictures.

f STRANGER THAN FICTION NO. 69, NO. 70,
NO. 71—Strange things, people and hobbies all
over the world. Universal.

f UNUSUAL OCCUPATIONS NO. 1—Showing
youthful girl-ranchers; Doctor -who makes Da-
mascus steel; art patterns made from trash;
Olympe Bradna's hobby; railroad guard in
Java; man who collects war relics. Paramount.

f VALIANT VENEZUELA—A Fitzpatrick Travel-
talk in color. Metro-Goldwyn-Mayer.

f WINTER PLAYGROUND—Fine little short,
showing the province of Quebec in the old days
and comparing- it with the winter playground
for skiers it has become today. RKO Radio.
MUSICALS, NOVELTIES AND SERIALS

f BUSY LITTLE BE.\RS—Charming study of
babv bears at play. Interesting. Paramount.

f COMMUNITY SING NO. 1—The favorite songs
of Bing Crosby. Columbia,

fj DICK TRACrr'S G-MEN (Serial) Nos. 11-15—
Ralph Byrd. Original screenplay by Barr.v
Shipman, Ronald Davidson and Walter Miller.
Directed by William Witney and John Eng-
lish. The G-Men are victorious, the villain is

caught and Dick Tracey gets his reward. Re-
public.

fj ICE CUTTER (Sportscope)—Ice Hockey. RKO
Radio.

f MERRY ^^nr^'ES OF WINDSOR—The National
Philharmonic Society of America's rendition
of The Merry Wives of Windsor conducted by
Fredrick Feher. Paramount.

f *SEE YOUR DOCTOR—Robert Benchley in a
very funny anecdote about a man who got stung
by a bee. Metro-Goldwyn-Mayer.

f SWING HOTEI^Dancing and singing. Light
entertainment. Universal.

f WILLI.AJM TELL—A rendition of "William
Tell" by the National Philharmonic Orchestra
of the T'. S. A. Paramount,

fj ZORRO'S FIGHTING LEGION (Serial) No. 1—
Reed Hadley, Sheila Darcy. Original screen
story by Ronald Davidson, Franklyn Adreon.
Morgan Cox. Sol Shor, Barney Sarecky. Di-
rected by William Witney and John English.
Laid in Mexico when Juarez was trying to keep
the newly born Republic going, this picturesque
serial concerns the efforts of a masked hero
to keep enemies of Juarez from ruining his
administration. Republic.

C.IRTOONS AND COMEDIES
f MOUNTAIN E.\RS—A novel cartoon about hill-

billies. Columbia.
f MOUSE IN A inLLION. A—An amusing- car-

toon, on the Belling the Cat fable. 20th Cen-
tury-Fox.

fj NEVER SOCK A BABY" (Popeye the Sailor
Cartoon)—Popeye has a terrible dream about
his baby. Paramount.

fj SCRAMBLED EGGS—Color cartoon. A mis-
chievous little elf mixes up the birds' eggs and
there is great consternation when the birds
are hatched. Universal.

fj SLEEPING PRINCESS, THE—Color cartoon. A
satire on the old fairy story, very amusing.
I^niversal.

fj -WJCKY-WACKY ROMANCE (Terrytoon Car-
toon)—The pretty mice on a South Sea island
are nearly abducted by pirate mice. 20th Cen-
tury-Fox.

National Board of Review Magazine
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NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The National Board of Review of Motion
Pictures is a citizen body, organized In 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.
It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public -welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of thp
National Board to which policies are referred
K.nd to which decisio'is of the Review Committee
regarding pictures n.ay be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing- body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularlj' in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community g-roups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for fhe
support of the creative achievements of the
screen.
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SELECTED Pictures Guide
This department lists pictures selected ty

the Review Committee of the National Board
of Revieio as ivorthy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture. The
choice of the pictures included is based upon
principles of selection developed through long

study of public preference as to what consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the reviews and audience recommend-
ations of the pictures. The Review Committee
consists of approximately 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m,—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—Pictures especially worth seeing as above

the average "selected" picture.

f AMAZING MR. WILLIAMS, THE—Joan

Blondell, Melvyn Douglas. Original screen

story by Sy Bartlett. Directed by Alex-

ander Hall. A good comedy. Too busy
working with the homicide squad to get

married. Melvyn Douglas gets in wrong
with Joan Blondell until she also gets the

detective bug. Columbia.

f BALALAIKA—Nelson Eddy, Illona Massey,

Fi-ank Morgan, Charles Ruggles. Based on

play by Eric Maschwitz, George Posford,

and Bernard Grun. Directed by Reinhold
Schunzel. A romantic musical story of old

Russia and the prince who fell in love with

a singer. A new attractive star, Illona

Massey. Metro-Goldwyn-Mayer.

f BARRICADE—^Warner Baxter, Alice Faye,

Charles Winninger. Original screen story

by Granville Walker. Directed by Gregory
Ratoff. The siege of an American consulate

in Central China by Mongolian bandits, in

which a man redeems his reputation as a

foreign correspondent in the course of a

romantic, exciting melodrama. 20th Cen-

tury-Fox.

f CISCO KID AND THE LADY, THE—Cesar
Romero. Chris-Pin Martin, Marjorie Weaver,
"Virginia Field. Original screen story by
Stanley Rauh. Directed by Herbert I.

Leeds. O'Henry's gallant and picturesque
adventurer temporarily adopts a baby, and
a delightful one, to whom he leaves a gold-

mine after routing a set of hardy villains.

Lively and amusing. 20th Century-Fox.

m CITADEL OF SILENCE, THE/-Annabella,
Pierre Renoir. Based on th^^ novel by T.

H. Herbert. Directed by Marcel L'Herbier.

Annabella as a Polish patriot in the Poland
of 1913. Having escaped suspicion in an
attempt to assasinate a Russian duke she
marries a prison governor* so as to be near
her imprisoned friends and to plot their
release. Polish liberty is the theme and
is movingly handled despite a weak story
full of unlikely coincidences. (French pro-
duction). Film Alliance of the United
States.

f DAYS OF JESSE JAMES—Roy Rogers,
Pauline Moore, Donald Barry. Original
screen story by Jack Netteford. Directed
by Joseph Kane. A good old melodrama
of the west in the days of the notorious
bandit Jesse James. Republic.

f DESTRY RIDES AGAIN—Marlene Diet-
rich, James Stewart. Original screen story
by Felix Jackson. Directed by George
Marshall. Universal. See Exceptional
Photoplays Dept. page 23.

f EVERYTHING HAPPENS AT NIGHT—
Sonja Henie, Robert Cummings. Ray Mil-
land. Original screen story by Art Arthur
and Robert Harari. Directed by Irving
Cummings. A romantic comedy with a
touch of melodrama and some skating

—

two newspaper men rivals for Miss Henie
in the Swiss Alps. 20th Century-Fox.

f FOUR WIVES—Lane Sisters. Jeffrey Lynn,
Eddie Albert. Original screen story by
Philip J. and Julius G. Epstein. Directed
by Michael Curtiz. The maturer life of the
"Four Daughters," in which babies and
problems arise. Full of humor and senti-

ment and pleasant homey atmosphere, all of

it enhanced by a remarkably effective mus-
ical score. Warner Bros.

m *GONE WITH THE WIND—See Exceptional
Photoplays Dept. page 19.

f *GREAT VICTOR HERBERT, THE—Allan
Jones, Mary Martin, Walter Connolly.
Based on a story by Robert Lively and
Andrew L. Stone. Directed by Andrew L.

Stone. An interesting story of Victor
Herbert whether fictional or true to life.

A story of the stage and the problems of

actors. Beautiful music. Paramount.

fj *GULLIVER'S TRAVELS—Based on Jona-
than Swift's immortal tale. Directed by
Dave Fleischer. A cartoon in technicolor.

The adventures of a shipwrecked boy who
is washed ashore in the land of the Lilli-

putians. Tliere he is first feared and then
loved by the little people, and finally he
brings happiness to them. Recommended
for libraries. Paramount.

fj HENRY GOES ARIZONA—Frank Morgan,
Virginia Weidler. Based on a magazine
story by W. C. Tuttle. Directed by Edwin
L. Marin. The melodramatic adventures,
sprinkled with humor, of a broken-down

{Continued on page 26)

Copyright, 1940, The National Board of Review of Motion Pictures
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Dr. A. A. Brill Elected Chairman of National Board

T
Dr. George W. Kirchwey elected Chairman Emeritus

HE National Board of Review of Mo
tion Pictures takes pleasure in announc

ing the election of Dr. A. A. Brill as

Chairman of the Board. It is also pleased to

announce the election

of its former Chair-

man, Dr. George W.
Kirchwey, as Chair-

man Emeritus.

In assuming this

office Dr. Brill stat-

ed

:

""Sly acceptance of

the Chairmanship of

the National Board

of Review of Motion

Pictures after seven

years on its Execu-

tive Committee is a

further expression of

my interest in the

motion picture itself

and in the Board's

program of activity

dealing with the mo-
tion picture. I feel

that motion pictures

offer not only good

entertainment, pleas-

ure and relaxation,

but also education. To be more explicit, I

firmly believe that the movie is an excellent

medium for mitigating the heavy burdens of

Dr. A. A. Brill

life imposed on us by the struggle for exist-

ence. In the movie we can identify ourselves

with the hero or heroine, and after living^

through their hardships as depicted on the

screen, we attain ful-

fillment. For the time

being we forget the

struggle of inexorable

reality and find sol-

ace, pleasure and
knowledge in almost

any movie house.

"Particularly am I

interested in lending

my support to the

activity of the Na-
tional Board in con-

nection with the work
with young people.

So much of hearsay

and so much of false

belief based upon un-
scientific research lie

behind many of the

statements made re-

garding the effect of

motion pictures on

children, and chil-

dren's reactions to

motion pictures, that

a program designed to obtain true reactions

through informal discussion by young people

themselves deserves heart}^ endorsement.

National Board oj Rcviczv Conference, Feb. \st - 3rd, Hotel Pennsylvania, N. Y. C.

3
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"Likewise, I am in sound agreement with

the National Board in its opposition to cen-

sorship of the motion picture, and as one

interested in the maintenance of a normal

society I have so voiced my opinion. The

normal or average person can read about

law-breaking or see it in a play or picture

without wanting to become a criminal. In

this respect he is really much healthier than

the reformer who wants to suppress every-

thing because he doasn't trust himself. Con-

trary to the belief of some uninformed peo-

ple, the average healthy person has the ca-

pacity to be his own censor. He has an

ideal of conduct which controls his actions.

It is, therefore, a mistake to pass special

legislation under the guise of protecting us

all. The average person can never become

vicious or criminal as a result of moving

pictures. Criminals are born, not made. As
a matter of fact the movies, like plays, are

really a valuable vicarious outlet for our

primitive impulses and help to keep society

healthy. The movies are especially useful

in deterring from crime and cleansing our

emotions because they reach everybody and

reflect the problems of modern life in a way
that everybody can understand.

"The theory and the application of the

Board's field program of organized commu-
nity activity for the study and support of

the motion picture has my full interest, as it

is a constructive program which has accom-

plished results since its inception in 1916.

It gives all people, community leaders and

picture patrons alike an opportunity to ex-

press themselves in a positive way regarding

their attitudes toward and their attendance

at motion pictures. The motion picture is

a mass product and depends more than any

other form of art on mass support. It can

develop only through an organized effort

to promote its development helpfully, fully,

sympathetically, with the emphasis on the

film that attains artistic merit. This is the

belief of the Board behind this program, and

one in which I concur."

Dr. Brill became a member of the Execu-

tive Committee of the Board in 1933 after

seven years of service on the National Coun-
cil. Therefore, he comes to this office with

a clear idea of the Board's work, and he

brings to it a background of experience in

his professional life which will make for un-

derstanding leadership of a program having

to do with people and their attitudes regard-

ing motion pictures as entertainment and

education.

Dr. Brill was born in Austria, but came to

America at an early age and was educated at

the City College of New York, New York
and Columbia Universities. Since 1903 he

has been actively engaged in the practice of

psychiatry and has held numerous important

positions—among them that of chief of the

psychiatric clinic and lecturer on psycho-

analysis, Columbia University ; lecturer on

abnormal psychology- and psychoanalysis.

New York Universit}" ; assistant professor

of psychiatry, Post-Graduate Hospital ; mem-
ber of the Psychiatric Clinic in Zurich,

Switzerland. He has served as President

of the New York Society for Clinical Psy-

chiatr}', the New York and the American

Psychoanalytic Association, and the New
York Psychiatric Society.

DR. KIRCHWEY, Chairman Emeritus

It is fitting indeed that Dr. Kirchwey

should be elected as the first Chairman

Emeritus of the Board, for he has played a

leading role in the afifairs of the organiza-

tion since 1926.

Dr. George JJ\ Kirchzvey
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"I am honored and delighted," said Mr.

Kirchwey, referring to his election. "I have

always had faith in the Board. It seems to

me to have detected long ago the social forces

and their implications that are particularly

related to the motion picture. We early pro-

jected a philosophy, renewed year after

year, to the eifect that any study of the mo-
tion picture must be expressed in a program,

not of control, but of citizen participation

;

not of censorship but of the free enjoyment

of the screen by all the people. To some the

world is a drill ground with the drill-ser-

geant everlastingly in control ; to others,

the world is the field of experience, in which

the winning of character through self-dis-

cipline is the great achievement. To the

former of these, the moving picture, with

its varied interpretations of life, is a constant

menace. To the latter, the moving picture

is a new opportunity for the liberation of

generous emotions for the better understand-

ing of life. Like all the aids to a fuller life,

literature, art, music, religion, the movie has

its defects. But these it is overcoming, and

as it grows in grace, it will grow also in the

strength of its appeal and in its service to the

great community. I have been happy to be

associated with the Board and I look forward

to watching with it the continuing growth

of the motion picture."

Dr. Kirchwey was admitted to the bar in

1882 and practiced for ten years in Albany,

N. Y. He later became Dean of the Albany

Law School and, following this. Dean of the

Law School of Columbia University. He
was Commissioner of Prison Reform, State

of New York, from 1913 to 1914. From
1915 to 1916 he was warden of Sing Sing

Prison. Since 1917 Dr. Kirchwey has been

director of the Department of Criminology

of the New York School of Social Work and

is a member of the Committee on Criminal

Courts of the Charity Organization Society

of the City of New York.

Among the other offices Dr. Kirchwey has

held are : vice-president of the Prison Asso-

ciation of New York ; counsel and director.

Prison Inquiry Commissison of New Jersey

;

federal director, U. S. Employment Service

;

general director, Pennsylvania Commission
on Penal Affairs

;
chairman. Department of

Jurisprudence, International Congress of

Arts and Sciences, St. Louis, 1904; presi-

dent, ^American Peace Society ;
director,

American Society of International Law

;

president, American Institute of Criminal

Law and Criminology
;
president. Welfare

League Association, New York
;

director,

National Society of Penal Information ; mem-
ber, American Bar Association. He was at

one time Editor of Historical [Manuscripts of

the State of New York and is the author of

many books on law and on crime and crim-

inology.

Mrs- Griebe Joins General

Committee

Mrs. Robert E. Griebe

WE are happy to announce the election

of Mrs. Robert E. Griebe to the

General Committee of the National

Board of Review. One of the original mem-
bers of the committee of the Motion Picture

Bureau of the International Federation of

Catholic Alumnae, Mrs. Griebe has been an

active review member of the National Board

since 1925 and for many years a member of

the Board's Membership Committee. Her
election to membership in the General Com-
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mittee assures the Board of the cooperation

of a loyal, hardworking personality.

Mrs. Griebe graduated from St. Joseph's
College for Women, Brooklyn, and in 1922
became active in the Motion Picture Bureau
of the International Federation of Catholic

Alumnae. She served from 1922 to 1935 as

Secretary to this organization. A vice-chair-

man of the Motion Picture Council for

Brooklyn and Educational Supervisor of the

Britannica Junior for the Eastern District of

the Encyclopedia Britannica, Mrs. Griebe is

well known on the lecture platforms of the

Parent-Teacher Associations and school as-

semblies. Believing that the motion picture,

more than any other art, is dominated by the

public, Mrs. Griebe has consistently empha-
sized the importance of discriminate movie-

going. Building her public addresses on the

phrase : "Shopping for Movies," she has tried

to convince her audiences that for their own
good and the good of the general public they

should "buy" the best in movie entertainment

and do their utmost to build up the numbers

of discriminating movie-goers. We are as-

sured that Mrs. Griebe's work and counsel

within the General Committee will be of the

greatest value to the National Board.

What Is a Good Movie?
The replies printed bclozv are tJie last of a

series of responses received from meriibers

of the Committee on Exceptional Photoplays

of the National Board.

Robert Giroux

A good movie, like any good work of art,

has unity. If there are not many good

ones, it is because the movies are the most
difficult of all the arts in which to achieve

unity. Their creator has to fuse so many
elements—writing, acting, decor, music,

speech, sound imagery, lighting, possibly

color, movement, composition, rhythm—to

list haphazardly a few of the "terms of the

cinema" which critics have been discovering

and delineating from good old W. K. L.

Dickinson right up to Mortimer Adler. Fur-

thermore, the movie artist has to wrest these

elements from intricate machines and difficult

temperaments. No wonder a good movie
seems a much greater achievement than al-

most any other work of art.

I have assumed that we can speak of the

""creator" of a movie, by whom I mean the

director. Actually there are few individuals

who control even a majority of the elements

in a movie. Chaplin is unicpe in controlling

every element. Most directors are relegated

to the role of stage managers by the men in

the front office
;
they are told whom to direct

and in what way to direct them
;
they are

assigned writers, photographers, technical

assistants
;

finally their film is taken from

them and "edited" by someone unembar-

rassed by any connection with its making.

Where there is a work of art, there is

always an artist. It is impossible to talk

about the good movie without immediately

facing the fact that the artist in the movies

is prevented from working freely in his art.

When the movies let directors develop, we
shall not only know what a good movie is

;

we shall see one.

Otis Ferguson
Film Critic, The New Republic

TTIERE are more people eager with an-

swers to any such question as "What is

a good movie?" than there are who will try

to tell you what is a good novel, painting,

or bit of music—^possibly because history has

not had time to burn enough fingers. A
good picture uses the resources peculiar to

the form to achieve the same excitement of

eye and ear and imagination that a good book

gives its readers.

But who has defined a good book? As
fast as rules have been laid down in literary

history, someone has come along and blown

them sky-high. We are more wary about

books, and fall sensibly back on saying that

they should have in some proportion the

good, the true and the beautiful; that they

should be honest and interesting and com-

plete in themselves.

The question should be : "A^'hat must a
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good picture have that nothing else has?"

All but the unteachable have been taught that

movies can be real, unreal, half-true or plain

fantastic, that they can take the absurd seri-

ously and vice versa, that they can move at

different levels of intensity and speed, and

even advocate something you have no stom-

ach for. Still, if there is that basic sincerity

and talent in the workmanship which keeps

you awake, and moved to admiration or pity

or wonder in some kind of audience partisan-

ship—they're good, why argue?

I have seen enough pictures by now to

know that I do not know what specifically a

good picture should do or be. I know what

I like and don't like and can say why. But

that is an after-the-fact knowledge, and I am
profoundly sure of only one thing, which is

this : the only rule of what a good picture

should be is written on celluloid by the man
who makes a good picture.

Having admitted which, I can go on to the

didacticisms everybody carries around in his

little black bag. Although successful pic-

tures have been taken from books, plays, his-

tory and legend, the story written for the

screen by someone with a knowledge of its

demands and possibilities is the best bet for a

good picture (the weakest department, in

Hollywood and the world over, is the writing

department—not so much because of weak
writers as of their accepted status as weak
men)

.

And the story with the widest divergence

from the classic Unities—^which is to say the

story that allows this tremendous art-form to

stretch to its full length—will be the Most
Likely to Succeed, other intangibles being

equal.

And the director who has got the con-

fidence and allegiance of his writers, camera-

men, cutters and casting authority (all other

departments follow, of course, but at a dis-

tance) is the director who will make the best

use of this best material.

(And the director who has got himself

a big and awesome name will of course steal

the beat on everybody, though this freedom

to roam as he wills is not guarantee that his

film won't be an artistic turkey, as witness

the case of Capra and Eisenstein.)

And let us keep the actor in the picture as

one of its essentials : in spite of all other

devices and pictorial symbols he is the dra-

matic expression of the human symbol, in

any dramatic sense. By the choice and on-

the-set direction of actors good pictures have

been ruined before this, and incomi3etent ones

made so-so.

Movies are the most highly collaborative

of all the arts. We should always say that

over ten times before giving them a prescrip-

tion. And then we should say it over ten

times. After which we should come to the

main principle about movies.

Movies are the most fabulously expensive

fabrication of all the arts, and thus must ap-

peal to millions of people outside of the im-

mediate family of the producer. By subscrip-

tion, endowment or direct subsidy one or

several small groups may finance a fine

montage study of this or that. But the in-

dustry as a whole—which makes these outer

fringes possible—must sell itself to millions

of common people or go bust in the end.

This highly collaborative machine, in all its

expensive complexity, was built on the plain

principles of mass consumption. Without
that consumption and its inevitable restric-

tions, the machine would slow down and
then stop and then rust and then eventually

movies (except as made by rich amateurs
for friends of the family) would vanish from
the earth.

A good movie should be an amalgam of all

the bright devices of its manifold tributary

arts—the story and the people and the back-

ground of music and sound as recorded, the

scene and action as photographed. Its key
men will be the writer, the director, the

cameraman and cutter, and the key man of

all of these should be the director, though
he often isn't. And the general efi^ect of a

good movie, plainly enough, is motion. Not
only action in its purest sense, from pony
express to the airmail, but a progression of

images in the camera eye—things, people,

and background moods—that will lift the

whole thing into a dramatic life and move-
ment of its own. For while interest and even
patience tire very quickly, the eye never

seems conscious of fatigue. The progress

toward grace and flexibility of the camera
and the cutting room has been a slow trial-

and-error process, yet we accept these won-
ders of illusion today without conscious
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thought. We would not, unless it were a

set task, so much as notice the actual mechan-

ics of picture-action : in the single shot, with

the camera moving forward or hack on a

dolly, up or down on a boom, or up or

around on its own axis ; or people moving

across the focus. We don't notice the mo-
tion achieved in the perspective itself by the

matching of different angles on the same

thing. In the scene as a whole, we are not

consciously aware ^of the constant shift of

image, from the speaking face to the effect of

speech on those listening, from trees to a

fireplace to the drawer a letter lies in, or to

cows across the road, or smoke, or trains

passing. And in the sequence, there is the

unobtrusive effect of contrasts in light, speed,

long, medium and close shots, of sound and
silence and dramatic emphasis, or tension.

As a matter of fact, it takes a whole range of

technical mastery to make even a bad picture.

And when someone comes along to match

his meaning with this proper use of cumula-

tive tradition in art, we get a good picture.

We don't have to worry about whether it is

good, or how : if it is good we know it as a

magic cai-pet. And a magic carpet, by simple

definition, is something beyond the laws of

reason, high and strange.

James Shelley Hamilton

Secretary of the Committee on Exceptional

Photoplays

LET'S see where we will get by trying to

define a moving picture in its simplest,

most literal terms. It may sound obvious,

but perhaps it will cut through unessentials

to what distinguishes a movie from every-

thing else. Back in 1913, before the word
"movie" had grown into respectable usage,

the Century Dictionary didn't try to define

it : it merely spoke of an "optical effect"

called a "moving picture." Let's see.

A moving picture, or motion picture, is a

series of photographs devised to be projected

successively upon a screen to give the illusion

of movement.

That much of a definition is crammed with

implications. It implies the tools employed
—camera and projector—and implies also

that a motion picture is something to be

looked at, which implies a spectator or audi-

ence. And that makes the motion picture a

form of communication.

It happens that the photographs used in a

movie are made and printed on a substance

called film, for convenience in running

through the camera and through the project-

ing machine that throws the photographs

upon a screen where they can be looked at.

Methods have been discovered which make
it possible to record other things on film for

projection, such as color and sound, and

still other things may come in the future,

such as a third dimension, or even smell.

But these are only additions, however im-

portant they may be in widening the com-

municative effect of the pictures to which

they are added. Fundamentally the motion

picture is something to look at, composed of

photographed pictures presented to look like

photographed motion. That is its essential

and permanent difference from other forms

of communication, oral, narrative, dramatic

or lyrical.

What else a moving picture is, depends on

who makes it, and for what purpose. Take
for granted that the mechanical elements are

as perfect as the mechanical tools can pro-

duce, which of course involves a highly com-
plicated equipment. There is an additional

human element, of supreme importance, in

the maker and in the audience.

The maker has his photographs : the cam-
era has supplied them, and all sorts of mate-

rial may have gone into them—people, things,

places, ideas. But they are nothing but

individual and separate photographs (each

by itself would be called a "still") until the

maker—to go back to the definition
—

"de-

vises" the "series" in which they are to suc-

ceed one another. Only when that arrange-

ment of separate pictures has been made can

these lifeless stills be projected on a screen

to look like something alive to an audience.

This process of arrangement, the vital thing

in movie-making, is variously called editing,

cutting or montage. It is what makes a

movie move. It is also the individuality of

its maker.

Movies are made for many purposes—to

entertain, to inform, to instruct, to persuade.

Whatever they purpose to do they must con-

sider their audience—the seeing human ele-
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ment without which a movie is a lifeless roll

of film in a tin can. Being a form of com-

munication a movie must be clear to its audi-

ence, instantaneously clear, because a movie

audience has no time to go back and pick up

lost threads. A movie can risk not being

liked and still be a movie—though it had bet-

ter be liked or it will soon be put back in its

can— but it can never risk not being under-

stood if it wants to get out of its can at all.

When a movie has made itself understand-

able for its audience it has—abstractly speak-

ing—done its job.

Other people have written about what goes

into a movie—the subject matter, the writ-

ing of the script, the actors and their acting,

and all that, and how it is put into a visuable

order for the camera to photograph. These

things, which are so vital to the final result,

are still no part of a movie till they have been

put on a strip of film, and put there in such

a way that every least bit of value in them

counts in its proper place for its effect on

the screen.

And what is a good movie? I would say

it is the movie (as per above) that success-

fully does what it sets out to do. That is,

it must express in movie terms what its

maker means, and interest the audience for

which it is intended. It can entertain, like

the movies most people like best to see ; in-

form, like newsreels and what they call docu-

mentary films; instruct, like films that get

into schools and places of education instead

of into theatres ; or persuade, like films that

openly or indirectly try to sell something

—

motor-cars, social angles, politics or what

not : call them advertising or propaganda.

Beyond being merely good, of course, a

movie can extend itself as far as the maker

of it can extend his abilities in the direction

of his aim, and reach great heights of emo-

tional and philosophical appeal : various as-

pects of what that may be have already been

discussed by other people. Probably it is

from these extensions beyond what is merely

good that movies of some permanent value

come, movies that have in them something

that keeps them alive from one year or one

decade to another, movies that will speak to

the future as meaningly as they do to the

people who see them fresh from their makers'

hands.

9

Book Reviews

Foremost Films of 1938, hy Frank Vreeland.

Pitman Publishing Corporation, $3.50.

THIS book is designed as a standard ref-

erence, to serve for the movies as Burns

Mantle's yearly "Best Plays" does for the

theatre, a rejuvenation of the idea that Rob-

ert Sherwood followed several years ago.

Its year, 1938, is an arresting reminder that

1938 is already not only a year ago, but in

many ways definitely in the far past. Mr.

Vreeland's essays on the year in pictures, on

production in Hollywood and in Europe, al-

ready sound like history, and some of it his-

tory that never really happened.

The book contains detailed synopses of

ten films, with a great deal of their dialogue,

shorter but valuable paragraphs on prac-

tically every other picture of the year, and

information about motion picture awards,

revivals and people in the movie world who
have died. Mr. Vreeland's list of ten is

arbitrary, as he admits, depending on copy-

right and availability of scripts as well as the

author's personal judgment. People seem

to be more and more eager to read movie

scripts and authentic facts about the produc-

tion and content of movies, and this book
inaugurates a record that will become more
and more valuable for the future historian

who needs to look closely at the minutiae of

a year's output before he can move away
from it and see its essentials in perspective.

How They Make a Motion Picture. By Ray
Hoadley and Roman Freulich. Thomas Y.

Crowell Co. $2.00.

Movie Worfcers. By Picture Fact Associates.

Harper. $1.00.

BOTH these books are simple guides for

the film fan who wants a glimpse into

the workshops of Hollywood. Both depend

largely upon photographs to illustrate their

material and are written in a non-technical,

popular manner.

How They Make a Motion Picture is the

more adult of the two books. It can be picked

up and enjoyed by anybody, and while satis-

(Continued on page 25)
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Fifty Years of Films
By Richard Griffith

This is the second and final installment of an

article bv the Film Correspondent of

The Los Angeles Times

II.

TWENTY-FIVE years after its making,

The Birth of a Nation is still a "mys-

tery" film, for Griffith's working meth-

ods were spontaneous and impulsive and it

is a question whether the master knew what

he was doing when he made this film of films.

In those days Griffith used to say that he got

his ideas of narrative structure from the

disjunct novels of Dickens and Thackeray.

But the film technique he inaugurated here is

not only more flexible than the novel but dif-

ferent in kind. Already Griffith had dis-

covered the fact that the fundamental miit

of film construction is the single shot, and to

this discovery he now added the idea that

each shot must apprise the spectator of one

fact, thought, one feeling only. The shot

stayed on the screen only long enough to

communicate its single impression; it was
then succeeded by another at the precise

instant when the attention of the spectator

naturally shifts. The individual shots build

into a "scene," which includes all the action

occurring at one place within a stated length

of time. Scenes build into sequences and
sequences, the longest film units, comprise

the film itself. In The Birth of a Nation the

succession of shots, both zvithin the individual

scene and among the scenes themselves was
governed, not by plot or chronology as in the

play and novel and hitherto in the film, but

by theme. Scenes and sequences were devel-

oped, not one after another, but side by side,

with inter-cutting between two or more
scenes, reference backwards to sequences al-

ready concluded, and even an occasional ref-

erence forward to sequences which had not

yet been developed. The entire film therefore

consisted of a series of themes played contra-

puntally against one another, whose sum was
the theme of the picture itself.

By this basic method the film was ad-

vanced from a means of telling a story to a

medium for historical, social, or philosophic

speculation. In The Birth of a Nation it was

all three of these things. "It is like writing

history with lightning," said Woodrow Wil-

son of the picture, and people all over the

world agreed. To Americans it had a special

meaning, this film which went beyond the

story of a family's experiences in the Civil

War to the totality of the war itself and all

that it meant to America of disintegration

and healing. Griffith had made its powerful

method a vehicle for his passions and

prejudices, and its social viewpoint evoked as

much controversy and condemnation as

praise. This roused Griffith. He felt the

importance of his achievement and believed

in its legitimacy ; the attacks leveled against

him seemed arrant persecution. To set his

accusers at naught, he embarked on an even

vaster theme than that of Tlie Birth of a

Nation. Intolerance (1916), the formal

masterpiece of the movies, was the result.

Tlie Birth of A Nation had dramatized one

event in the world's history. Intolerance,

using the same basic methods, illustrated a

general theme with historic events wherever

and whenever they occurred. The world of

chronology, of physical time and space, was
destroyed in this movie and its director

stood as master of a new universe governed

by the development of an idea. Four stories

of the world's history were told not success-

ively but at once, their relationship to one

another determined by the extent to which

they developed the theme of intolerance. In

the picture, "history pours like a cataract

across the screen", as Iris Barry says, and

the eft'ect was, still is, overpowering. Too

OA'erpowering for audiences unaccustomed to,

and uninterested in, abstract ideas. The pic-

ture was disliked, perhaps just because it

brought the screen to sudden maturity, and

Griffith, frightened at his own audacity in

forsaking public interest, plunged into the

making of potboilers in an effort to recoup

his position as universally recognized master.
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For he had begun to have competitors.

While he was first establishing himself, a

knockabout vaudevillian named Mack Sen-

nett had begun a school and style of movie

making. Based on traditional slapstick, the

Sennett comedy used movie magic to set

aside the laws of the real world and invoke

the world of wash, where a man might steal,

rob, murder, commit all the forms of vio-

lence without ill effects upon himself or

anyone else. Most fine film comedy has

stemmed from Sennett, the style being used

by each director or comedian for his own
purposes but remaining in essence what Sen-

nett had made it — a means of abrogating

natural laws for humorous purposes. The
first to vary and develop it was a comedian

who entered movies under Sennett himself.

Charles Chaplin was at first merely the butt

of slapstick jokes, one laughing stock among
many. Suddenly audiences found him fun-

nier than anyone else in movie comedies,

funnier than anyone in the world. As time

went on their laughter was not so hearty

;

they found this little man who always got

the worst of it more pathetic than funny.

Today the world's comedian is a tragically

enigmatic figure, a man who supremely pos-

sesses the common touch yet feels a barrier

between himself and his fellows.

I say that Chaplin is a tragic figure, yet

his films are not tragedies. With due allow-

ance for advance in photography and light-

ing, they are still Sennett comedies in es-

sential nature. In no important way has

Chaplin advanced film technique ; he has sim-

ply used that technique or a part of it, to

develop and deepen an idea about human
beings. As such, he is the supreme artist

of the screen but not a film pioneer, for he

has contributed nothing to later directors

that was not already inherent in the Sennett

form when he made it his own. Only in-

directly and accidentally has he influenced

the movies, and that in a way he would ncA^er

have consciously intended.

Since it was the figure of Charlie that

people loved, and since that figure was the

central theme of all his pictures, it over-

shadowed and became more important than

the films themselves. It was It is latest pic-

ture that people went to see, regardless of its

title, content, or treatment. He was a star.

Already the star system had been established

by the success of Mary Pickford and others,

and Chaplin's great boxoffice appeal con-

vinced producers that the star was the most

important element in a film, ensuring its

success when all else was doubtful and chan-

cy. By 1918, Chaplin and Pickford reigned

supreme and the star system dominated the

industry. Directors, hitherto the chief crea-

tors of film, were then faced with the prob-

lem of devising a technique which would

give the star full play. The solution they

arrived at was obvious, inevitable, disas-

trous. A star could achieve prominence by

displaying the virtuosity of his acting. Act-

ing, then, was the most important film value,

and its only tradition was that of the thea-

tre. Without more ado, films took the easy

path they have so often wandered into, and

returned to an approximation of stage tech-

nique, glorifying the star and his talent and

suppressing all the talents and values uni-

quely associated with the screen. The policy

was vastly successful — has continued suc-

cessful to this day — but its efifects were

not apparent for awhile. Only, as the 1920's

progressed, people began to realize that no

new figures were rising to match Chaplin

and Griffith, that movies were standardized,

predictable, almost all alike. Despite the

thematic novelties offered by producers —
jazz, sex, the comedy of manners — this

feeling continued, and audiences looked for

a deeper novelty, the recognition of real crea-

tive effort in films.

From 1920 to 1926 they found them in-

creasingly in foreign films. For the Euro-

pean film industry, prostrate during the war,

experienced a spirited revival after 1919.

In Germany and France, the experimental

tendency which then informed all the arts

led men of taste, intelligence, and experience

to take the film seriously, to attempt to dis-

cover its laws, alcove all to say something

through it that could not be said so well

otherwise. France gave us several fine and

brave films during this period, but produc-

tion there was individual, spasmodic. The
German genius for organization and effi-

ciency, on the other hand, speedily produced

a highly centralized film industry equipped

with every technical facility, and ready to con-

quer the world — for the spirit behind the
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German film revival was violent reaction

against the agonies of defeat and determina-

tion to reassert Germany's cultural position.

The historical films made by Lubitscli dur-

ing the early part of this era were obviously

intended to impress the rest of the world

with Germany's technical resources, her in-

ventiveness, her capacity for tasteful spec-

tacle. As the influence of experiment in

painting, literature and the theatre was felt,

new values emerged. The German film of

the early 1920s was" obviously in debt to

painting for its emphasis on pictorial values,

and to literature, German literature, for its

mysticism and fantasy. But the universal

mood inspiriting such various films as The

Cabinet of Dr. Caligari, Warning Sluuhnvs,

The Last Laugh, Faust, and Variety came

not from art but from life itself. Bravely

the German film-makers tried to conquer the

world market and thus achieve a national tri-

umph. But they could not escape the despair

of their own people
;
despair weighted their

films and yet was their life, giving rise to

all their beauty and meaning and forniing

their technique. The moving camera, that

godlike "eye" which meandered through, all

these films, searching the dark places of the

human soul, was a device which could only

have been invented by artists who, as men,

had been driven into themselves by the harsh-

ness of the world outside.

Such pictures could not succeed in the

international market. They didn't appeal to

the jazz age, and the German film industry

tottered toward bankruptcy. But the}^ had

impressed thoughtful Americans, and Holly-

wood, envying their technical facility, bought

up the technicians. Murnau, Lubitsch, Du-
pont came over to forget German darkness

in the California sunlight. Perhaps they

forgot, perhaps they didn't
;
certainly their

films in this country lacked personal passion.

But they did raise the standard of taste, and

out in Hollywood, side by side with the com-

mercial movie which exploited stars, there

developed a kind of international film style

which promised much. It made use of all

the experiments of the past to prodiKC pic-

tures which dramatized simple human themes

with power and insight. As these films at-

tracted attention, the director began to re-

emerge as a factor reciuiring consideration.

Erich von Stroheim became one of Holly-

wood's problems, unable to come to terms

with boxofficialdom or to resolve the struc-

tural problems of his films, but creating un-

even masterpieces along his meteoric way.

Von Sternberg, Vidor, other young men,

began to give promise. The Germans did as

well as could be expected on California soil,

and Mauritz Stiller and Victor Seastroni

brought from Sweden something of the lyric-

ism and moral interest of their nati\-e in-

dustry, which flourished immediately after

the war and declined in the middle tv.^eviiies.

All these influences and tendencies conspired

to force a renewed attempt to rediscover the

film medium itself, and though the eiTort was
rather eclectic it was nevertheless made, even

by the money-minded producers. An espe-

cial stimulus were the important Soviet films

which began to arrive in America in 1927

and 1928. Potemkin, October, Mother, and
The End of St. Petersburg forced upon Hol-

lywood the unpleasant fact that the editing

technique of Griffith, neglected or slighted

all these years, was the basis of the film's

real power. Perhaps this fact was unpleas-

ant because the ideas of the Soviet films did

not please Hollywood, and maybe Hollv-

wood was shrewd enough to see that the

startling impact of the Soviet films, their

thoughtful refinement of Griffith's methods,

derived from an impassioned desire to use

the film to the limit of its capacity for the

glorification of communism. Technique and

purpose were here inextricable, and the faint

of heart shied away. But those who loved

the film realized that these Soviet pictures,

nearly all of them masterpieces, had insti-

gated a deep necessity to re-examine film

technique from beginning to end. Enthus-

iastically the aesthetes set out to do so, and

Hollywood was awaiting the results of their

theorizing and experiment when sound came.

The panic that followed was catastrophic,

and for nearly two years no one in films

knew what he was doing or why. By 1930

the smoke had cleared away and revealed

the carnage — awe-inspiring, horrific. Rep-

utations had vanished, commercial empires

had tumbled, but worst of all the film itself

had disappeared and had been succeeded by

something at first unrecognizable. When
observers looked twice they saw the triumph
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of the Film d'Art conception of the movie,

the photographed play complete with voice,

the film itself reduced to the status of a re-

cording instrument, and the art of the mov-
ing picture, that art which had been fought

for, even died for, gone — entombed.

The feeling of horror which ensued has

never left some of us. Lamenting the silent

eras, two recent historians of the films have

said : 'There were quite ordinary films in

which the extinguishing of a lamp at some

window, a figure emerging from the mist

pale and formless as a drowned body, the

bend of a river revealing a road between

two rows of trees, furnished us with that

unique sensation of shock which a glimpse

of an imknown world provides". This is

lost. The "unique sensation of shock" comes

rarely these days, and never in "quite or-

dinary films." It ain't necessarily so, of

course. A theory, a rationale, of the sound

film has been worked out to the satisfaction

of all, sound has proved a benison in a thou-

sand unexpected ways, and even the virtue

of silence can be recaptured at will when an

individual film requires it. And yet, the pic-

ture is not the same. The extraordinary

hopefulness, the energy, the capacity for ex-

periment which distinguished the earliest and

the latest days of the silent film are with us

no more. No director has risen since the

talkies whose name can be mentioned with,

or near, those of Griffith, Chaplin, Pabst,

Stroheim, Murnau, Eisenstein, Pudovkin and

a host of others long since forgotten. Pictures

still entertain and move us, but their quali-

ties are not the same. They are big films,

or well-acted films, or tastefully lit and pho-

tographed and caparisoned. They are inter-

esting because they touch topics of the day

or catch a current fashion. They are "im-

portant" because they tell us news. But

never any more, and not for ten years now,

are they simply, authentically films.

Those of us who felt this blamed sound

as long as we could. Seen in retrospect, a

deeper reason becomes apparent, a hidden

factor obscured by its coincidence with the

panic of sound. It is standardization. Films

today are turned out by formula, cut to pat-

tern. They resemble plays not because sound

forces them to, it doesn't any more, but be-

cause it is easier to cop)^ the stage than to

dig out film form for }-ourself. They lack

personal passion because no one person has

very much to do with them
;
they are a

product of the conference room, the studio-

factory, where the individual touch is dis-

carded in favor of the tried-and-true device.

They avoid controversy because it is easier

and safer and altogether more pleasant to do

so. In short, they do not matter any more,

either to those who make them or those who
see them.

We need not blame ourselves for this, it is

no particular product of the attitude of our

times. It is the menace that has threatened

films ever since their power to please became

known and their marketability stable. In

early movie days, experiment was common
because it was necessary. Formulas were

stilll young and pliable, they could yield to

the new idea. Griffith could lose a fortune

on Intolerance, von Stroheim could persuade

a studio to film Greed because no one was

sure what would hit and what would flop.

"Take a chance, it might be what the public

wants" was still the motto. But once suc-

cess was stabilized, once a profitable film

could be turned out by the factory method,

experiment was discarded. It was commer-

cially unnecessary, it actually endangered

profit. With the impulse to experiment

went nearly everything else. Technique de

clined, became flat, conventional, familiar.

No one had the urge to find a new way of

saying things in film because nobod}- had

anything new to say. Or if he did, he bat-

tered himself in vain against the machine.

Men who believe in themselves and their

talent have indeed made the effort, tried to

beat the game. They are still trying, but

only a few of the old ones are left. As Paul

Rotha has said, the history of film experi-

ment is a funeral cortege of murdered hopes.

And now, in 1940, what of the audience?

Is it satisfied? Neither Hollywood nor the

Bijou Dream cares much, as long as the

money comes in. But it is harder to keep

the factories running on schedule these da)'s,

and producers are beginning to ponder. The
wisest and most forward-looking of rhem
had reached conclusions similar to mine
long before they were recorded liere. Some
of them know, too, that the eft'ort of ihe

{Continued on page 2o)



This department seeks to incbude all photoplays of

outstandring merit in the artistic development of

the screen, with the object of bringing such pic-

tures to the attention 0]f discriminating readers,

under the headings of Exceptional and Honorable

Mention. The opinions of a committee composed

of trained students an/d critics of the screen are

combined in a*n- impartial review which aims to

convey a comprehensive idea of the picture, cov-

ering both its excellencies and defects.

SECRETARY AND EDITOR, James Shelley Hamilton

Otus Ferguson

Robert Giroux

Richard Griffith

Henry Hart

COMMITTEE
J. K. Paulding, Chairman

John A. McAndrew Frances Taylor Patterson

Mary B. Miller Virginia Pattercon

Frank Ward

Russell Potter

Frederic M. Theasheb

The Year's Best

FOR a great many years the National

Board has prided itself on the fact that

its appraisal of motion pictures is a

matter of collective opinion rather than in-

dividual preference. In its everyday review-

ing of new productions the Board's decisions

are made by a dozen or more committee

members whose opinions are entirely uninflu-

enced by pressure of any kind. When the

time for choosing the "Best" pictures arrives

precisely the same procedure is followed,

with the difference that hundreds and not

dozens of members are participating. The

choosing is done by three separate groups:

The Committee on Exceptional Photoplays,

a group of twelve men and women interested

primarily in the artistic development of the

motion picture ; the Review Committees, con-

sisting of members who seek to reflect as far

as possible the most popular preferences ; and

the 4-Star Clubs, whose choice is representa-

tive of the many junior members of the Na-

tional Board. Artistic, popular and junior

—

these three categories between them should

manage to satisfy the most diversified audi-

ence.

The Committee on Exceptional Photoplays

has again chosen what it considers to be the

best film it has seen during the year (Decem-

ter 15th, 1938—December 15th, 1939), no

matter in what country this film was pro-

duced. This year's choice has been the

American production CONFESSIONS OF
A NAZI SPY. Naturally this same picture

heads the list of the Ten Best English-lan-

guage films—which includes films from the

British studios as well as the American.

The list of the Ten Best English-language

films follows in the order in which they were

ranked :

—

1. Confessions of a Nazi Spy
2. Wuthering Heights

3. Stagecoach

4. Ninotchka

5. Young Mr. Lincoln

6. Crisis

7. Goodbye Mr. Chips

8. Mr. Smith Goes to Washington
9. The Roaring Twenties

10. U-Boat 29

1. CONFESSIONS OF A NAZI SPY,
written by Milton Krims and John Wexley
from an original story by Leon G. Turrou,

was produced by Warner Bros, under the di-

rection of Anatole Litvak. The principal ac-

tors were Edward G. Robinson, Francis

Lederer, George Sanders and Paul Lukas.

The picture was important in many ways,

but chiefly for the brilliant manner in which

factual material of topical importance was
assembled into the shape of a gripping,

dramatic story of our times. Only rarely

does a motion-picture succeed in combining

powerful topical material and cinematic bril-

liance in direction, writing and editing, and
even more rarely does a whole cast so share

in the spirit of the production as to make
their audience forget to think of them as

stars. An achievement of this kind well war-

rants the distinction of being chosen the out-

standing picture of the year.

2. WUTHERING HEIGHTS. Adapt-
ed by Charles MacArthur and Ben Hecht
from Emily Bronte's novel. Directed by

William Wyler, produced by Samuel Gold-

wyn and released by United Artists. Stars

14
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Edivard G. Robinson and Francis Ledcrcr in "Confessions of a A'azi Spy"

best film of 1939

Laurence Olivier, Merle Oberon, David
Niven, Geraldine Fitzgerald. A close run-

ner-up for first place on the list. Reviewed
in the National Board of Review Magazine
as "the best that Mr. Goldwyn has ever

made." It is hard to think of any famous
novel that has been brought to the screen

with greater skill and sensitiveness, having

full respect for the original and yet compre-

hending the need of the screen for intelligent

adaptation. Writing, direction and acting

are all of the same high caliber.

3. STAGECOACH. Written by Dud-
ley Nichols from the story "Stage to Lords-
burg" by Ernest Haycox. Directed by John
Ford, produced by Walter Wanger and
distributed by United Artists. Stars Claire

Trevor, John Wayne, Andy Devine, John
Carradine and Thomas Mitchell. Another
striking success for the team of John Ford
and Dudley Nichols. Using fairly ordinarv

Western material they prove that a re-birth

of Westerns is eminently possible in such

practised hands as theirs. Made with a

sweeping vigor that holds the interest un-

failingly and employs the soundest funda-

mentals of movie-making throughout.

4. NINOTCHKA. Directed by Ernst

Lubitsch, produced and distributed by

Metro-Goldwyn-Mayer. Screen play by

Charles Brackett, Billy Wilder and Walter

Reisch, from an original story by Melchior

Lengyel. The best satire of the year, show-

ing Garbo in a new and delightful light and
full of the wit and cleverness of Ernst

Lubitsch. Free enough of malice to be

humanly entertaining, while full of pointed

humor and polished sophistication.

5. YOUNG MR. LINCOLN. Written

by Lamar Trotti, directed by John Ford.

Produced and distributed ])v Twentieth Cen-
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tury-Fox. Stars Henry Fonda and Alice

Brady. John Ford to the front again, this

time with a moving, human story that he has

handled in the calm, easy manner that the

principal character demands. Despite oc-

casional over-polish the picture presents

young Lincoln's life in Springfield in a fine

and simple way, scarceh- ever losing its

straightforward interpretation of a great

man's youth. Unquestionably Henry Fonda's

outstanding performance.

6. CRISIS. Commentary written by

Vincent Sheean and spoken by Leif Erick-

son. Directed by Herbert Klein. Distrib-

uted by Arthur [Mayer. An e}-e-witness film

of happenings in Czechoslovakia between

Hitler's seizure of Austria and the ^lunich

Agreement. A forceful and tragic docu-

mentary, outstanding among films of its

type.

7. GOODBYE :\IR. CHIPS. James
Hilton's famous novel adapted by R. C.

Sherift, Claudine West and Eric INIaschwitz.

Produced and distributed by ]\Ietro-Gold-

wyn-AIayer. EHrected by Sam ^^'ood and
starring Robert Donat and Greer Garson.

Chosen for its charming portrayal of the

growth of a young, naive schoolmaster into a

mature, beloved institution. While its ap-

peal is almost solely to the heart-strings its

technical qualities are on a high level. Brings

a lovely new star to the screen in the person

of Greer Garson.

8. MR. SAIITH GOES TO WASH-
INGTON. \\'ritten by Sidney Brechman
from a story by Lewis R. Foster. Directed

by Frank Capra. Starring James Stewart.

Jean Arthur and Claude Rains. Produced
and distributed by Columbia Pictures. An
eminent successor to Capra's "Air. Deeds."

exploiting many of the human traits and

foibles that helped make the latter so popular.

Its quahties have a wide, democratic appeal.

9. THE ROARING TWENTIES. Di-

rected by Raoul Walsh from ]Mark Hellin-

ger's original story. Screenplay by Jerry

Wald, Richard Macauley and Robert Rossen.

Starring James Cagney and Priscilla Lane.

Produced and distributed by ^^'arner Bros.

A fresh and exciting studv of the whA" and
wherefore of the bootlegger in the 'Twenties.

Jimm}' Cagney is especial!}' notable as the

"forgotten" soldier of post-war 3'ears swept

into gangsterdom despite himself. A nice

combination of documentary and adventure.

10. U-BOAT 29. An Irving Asher

(English
j

production, distributed by Col-

umbia. Story by J. Storer Clouston. Screen-

play by Emeric Pressburger; scenario by

Roland Pertwee. Directed by ^lichael Pow-
ell. Chosen as one of the year's best melo-

dramas, packing a meaty and thrilling story

of espionage into a compact, splendidly di-

rected picture. Conrad Yeidt is most impres-

sive as spy and U-boat commander.

The Committee on Exceptional Photoplays

also selected the five foreign-language films

that it considered the best of the year. These

were, in order of preference.

1. Port of Shadows.

2. Harvest.

3. Alexander Nevsky

4. The End of a Day
5. Robert Koch

1. PORT OF SHADOWS. Produced

b}' Cine-Alliance, distributed by Film Alli-

ance of the United States. Screenplay by

Jacques Prevert from the story by Pierre

]\Iac Orlan. Directed by ]^Iarcel Carne.

Starring Jean Gabin, ^Michel Simon and

IMichele [Morgan. A grim and tragic history

of a hunted deserter from the army who tries

to flee abroad from a French port. Rich in

the atmosphere and drama of the waterfront

and deeply poignant in its character portray-

als. A splendid cast of unforgettaljle charac-

ters from whom director and cameraman
extract the best.

2. H-\R\'EST. Produced, adapted and

directed b^' [Marcel Pagnol. from the novel

by Jean Giono. Starring Gabriel Gabrio.

Orane Demazis and Fernandel. Distributed

in the United States by the French Cinema

Center. This story of regeneration of land

and of those who till it has a natural beauty

and simplicity that stamp it as an exceptional

picture in the fullest sense of the word. Its

people and its countryside are re-created with

a fluent ease that should delight audiences of

any country.

3. ALEXANDER NE\'SKY. Y'ritten

bv Sergei Eisenstein and Peter A. Pavlenko.
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Directed by Sergei Eisenstein and D. I. Vas-

siliev. Produced by jMosfilm and distributed

by Amkino. The first of Eisenstein's talking

pictures to reach this country. Done in the

"grand" tradition, with individuals little more
than symbols and the camera concentrating

on mass effects and wide open landscapes.

Highly impressive at its best moments.

4. THE END OF A DAY. Original

story by Charles Spaak and Julien Duvivier.

Directed by Julien Duvivier. Produced by

Regina, distributed by Juno Films. Starring

Michel Simon, Louis Jouvet, Victor Francen.

A sympathetic and penetrating study of the

inmates of a home for aged actors. Their

individual failures, ambitions, triumphs and

nostalgic recollections are laid bare with a

frankness and understanding that gives the

picture a strongly human appeal.

5. ROBERT KOCH. Screenplay by

Gerhard IMenzel and Josef Cremers. Di-

rected by Hans Steinhoff. An Emil Jan-

nings-Tobis production, distributed by Ufa.

Starring Emil Jannings and Werner Krauss.

The first German film to reach the "best"

list for some years. The story centers around

the struggles of Dr. Koch, discoverer of the

tuberculosis bacillus, and ranks easily with

the best medical pictures from other coun-

tries. The famous Jannings-Krauss team of

the silent days is here in all its glory.

The Committee considered the following

screen performances worthy of special praise :

(These preferences are listed alphabetically

j

James Cagney in TJic Roaring Tii'cntics

Bette Davis in Darh Victory and The Old

Maid
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Geraldine Fitzgerald in Dark Victory and

JJ'iithcring Heights

Henry F'onda in Young Mr. Lincoln

Jean Gabin in Port of Sliadozvs

Greta Garbo in Ninotchka

Francis Lederer in Confessions of a A^azi

Spy
Paul Lukas in Confessions of a Ahisi Spy
Thomas Mitchell in Stagecoach

Laurence Olivier in Wnthering Heights

Flora Robson in We Are Not Alone

IMichel Simon in Port of Shadozvs and

The End of a Day

The Review Committees of the National

Board, representative of some hundreds of

members, made the following selections on

the basis of popular appeal

:

1. Goodbye Mr. Chips

2. Mr. Smith Goes to Washington

3. Ninotchka

4. Pygmalion

5. The Old Maid
6. Wuthering Heights

7. Dark Victory

8. Juarez

9. The Wizard of Oz
10. Love Affair

The nation-wide 4-Star Clubs, which are

the junior field groups of the National Board,

have made their annual selections for the

year ending December 1st. These groups

invariably make their selections a fortnight

before the adult committees so that there can

be no question of their being influenced by

older people's opinions. Members of the

CIuIds range in age from 9-17 years. Their

choices, in order of preference, follow

:

1. Goodbye Mr. Chips

2. The Old Maid
3. \\'uthering Heights

4. Stanley and Livingstone

5. Pygmalion

6. The Wizard of Oz
7. Dark Victory

8. Mr. Smith Goes to Washington
9. Drums Along the Mohawk

10. Beau Geste

It is no doubt true that with children as

with their elders only the more thoughtful,

or those who through belonging to a club or

association have been made accustomed to

thinking out their reactions and registering

them as judgments, go to the trouble of mak-
ing out such lists as this. But that does not

mean that these boys and girls are essentially

different from other boys and girls of their

age, in their tastes or emotional reactions.

The notable thing about this list, as with sim-

ilar lists in previous years, is that, unless it

were labeled, it could not be distinguished

from a list made by older people. Probably

one reason for this is that children get more

education from movies than grown-ups to

whom the movies do not mean so much, and

education inevitably leads intelligent people,

whether children or not, to more and more

discrimination and to a progressive liking of

better things. The boys and girls who made
these selections are average children with all

sorts of homes and backgrounds. Their pref-

erences indicate something significantly

promising about the movie audiences of the

future.

The following break-down of the vote into

the choices of boys and girls of different age

groups may have a special interest for those

who would like to compare tastes.

BOYS (9-13 years)

The Wizard of Oz
Beau Geste

Drums Along the ]\Iohawk

Goodbye jNIr. Chips

The Old Maid
Stanley and Livingstone

Four Feathers

Gunga Din

\\"uthering Heights

Nurse Edith Cavell

GIRLS (9-13 years)

The Wizard of Oz
The Old Maid
Goodbye Mr. Chips

Stanley and Livingstone

Nurse Edith Cavell

]\Ir. Smith Goes to Washington

Dark \^ictory

The Rains Came
Babes in Arms
Alexander Graham Bell

BOYS (14-17 years)

Goodbye ]\Ir. Chips

(Coyitinued on page 26)
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Gone with the Wind
Screen play hif Sidney Hoioa?-d, from Mar-

garet Mitchell's novel, directed by Victor Flem-
ing, production designed by William Cameron
Menzies, photogroAplied by Ernest Haller, mu-
sical score by Max Steiner. produced by David
0. Selznick, distributed by Metro Goldioyn
Mayer.

The Cast

At Tara, The O'Hara Plantation in Georgia

Brent Tarleton George Reeves
Stuart Tarleton Fred Crane
Scarlett O'Hara Vivien Leigh
Mammy Hattie McDaniel
Big Sam Everett Brown
Elijah Jack Williams
Gerald O'Hara Thomas Mitchell
Pork, Oscar Polk
Ellen O'Hara Barbara O'Neil

Jonas Wilkerson Victor Jory
Snellen O'Hara Evelyn Keyes
Carreen O'Hara Ann Rutherford
Prissy Butterfly McQueen

At Tivelve Oaks, the Nearby Wilkes Plantation;

John Wilkes Hmvard Hickman
India Wilkes Alicia Rhett
Ashley M'ilkes Leslie Hoioard
Melanie Hamilton Olivia de Havilland
Charles Hamilton Rarul Brooks
Frank Kennedy Carroll Nye
Cathleen Calvert Marcella Martin
Rhett Butler Clark Gable

At the Bazaar in Atlanta

Aunt "Pittypat" Hamilton . Laura Hope Creios
Doctor Meade Harry Davenport
Mrs. Meade Leona Roberts
Mrs. Merriwether Jane Darivell
Rene Picard Albert Morin
Maybelle Merriivether .Mary Anderson
Fanny Elsing Terry Shero
Old Levi William McClain

In Aunt "Pittypat's" Home
Uncle Peter Eddie Anderson

Outside the Examiner Office ....

Phil Meade Jakie Moran

At the Hospital

Reminiscent Soldier Cliff Edicards
Belle Watling Ona Munson
The Sergeant Ed. Chandler
A Wounded Soldier in Pain George Hackathorne
A Convalescent Soldier Roscoe Ates
An Amputation Case E7-ic Lindeyi

A Dying Soldier John Arledge

During the Evacuation

A Command'ing Officer To7n Tyler

During the Siege

A Mounted Officer William Bakeivell
The Bartender Lee Phelps

Georgia After Sherman
A Yankee Deserter Paul Hurst
The Carpetbagger's Friend . . Ernest Whitman
A Returning Veteran William Stelling

A Hungry Soldier Louis Jean Heydt
Emmy Slattery Isabel Jewell

During Reconstruction

The Yankee Major Robert Elliott

His Poker-Playing Captains . . . George Meeker
. . wallis Clark

The Corporal Irving Bacon
A Carpetbagger Orator Adrian Morris
Johnny Gallegher J. M. Kerrigan
A Yankee Business Man Olin Hoioland
A Renegade Yakima Canutt
His Companion Blue Washington
Tom, A Yankee Captain Ward Bond
Bonnie Blue Butler Cammie King
Beau W^ilkes Mickey Kuhn
Bonnie's Nurse Lillian Kemble Cooper

THE word about Gone With the Wind
— if you haven't heard it already —
is that it is about on the same level as

the novel from which it was derived. It is

exceptionally long, as the book was, and it

isn't likely to disappoint those who liked the

book, who number so many that no one else

counts very much. If as a book it was a

great novel, as a movie it is a great picture.

Need greatness be defined? Obviously all

the time, ei¥ort, talent and money that have

gone into the making of the picture were em-

ployed to satisfy a certain public, the phe-

nomenal multitude of readers who made the

book one of the astonishing successes of the

century. The movie had to tell the same

story to the eye and ear that the book told

in printed pages, and its success as a pictor-

ial narrative is the only fair thing to judge

it by.

There is an intermission in the middle of

the picture (mercifully, because sitting still

so long is physically onerous no matter how
interested one may be), and there are those

who think the film would have been better

if it had ended just there. That would have
been a logical enough ending in a way, if

the story had been only about what the war
did to Scarlett O'Hara, the determination

that it led her to. But there is another in-

terest than that— how did she carry out her

determination ? And what, on the one hand,

became of her infatuation for Ashley, and on
the other hand what came of that strange

combination of antagonism and attraction be-
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tween her and Rhett Butler? Of course,

after another ten or twelve reels, the end is

still uncertain, but there is nevertheless the

satisfaction of watching that fascinating cat-

and-dog conflict between Scarlett and Rhett

for a while. It was probably never-ending.

The adaptation of so much material to the

screen was a tremendous job. Sidney How-
ard did it remarkably well, keeping the mul-

titude of characters in good perspective, all

in their relation to Scqjlett, yet each one clear

and individual. The story itself, though

Scarlett is always the center of it, has a broad

beginning, with the bitter plight of Georgia

and the Yankee army steadily advancing.

Gradually it converges, its emotion and land-

scape narrowing, till it becames all Scarlett

and Rhett, and the other people closely in-

volved with them. And it always keeps

m.oving.

Victor Fleming, in his direction, has been

content to tell his story as clearly as possible,

with no fancy work or lingering on

"touches". When the story calls for some-

thing impressive he does it, as in the scene

in the railroad yard when Scarlett picking

her way among scores of wounded soldiers

lying on the ground, who look like thousands,

suggests as much of the devastation of war
as a terrific battle scene would have done.

Or when Scarlett shoots the marauding Yan-
kee, or when Mammy (so magnificently

played by Hattie McDaniel) leads Melanie

up the stairs to the room where Rhett is

brooding over his dead child, and in a single

scene sums up all the woe and despair that

has filled the house for days. It is an achieve-

ment to have kept so long a narrative from

never flagging, or getting wearisome.

The casting is another stroke of excellence.

It was an inspiration to give the part of Scar-

let to an unknown actress, unassociated with

other parts, and Vivien Leigh is completely

Scarlett O'Hara, with no aura of other char-

acters about her. Everything abont her is

triumphantly right, just as with Clark Gable,

for whom the part of Rhett Butler might

have been especially written. Olivia De
Haviland embodies the gentleness and nobil-

ity of Melanie without becoming over-sweet,

just as Barbara O'Neill, in her brief appear-

ance as Scarlett's mother, embodies the dig-

nity and aristocratic refinement of a lady who

is the mistress of a great southern plantation.

Hattie McDaniel and Butterfly McQueen
have vividness and depth as two of the

slaves. The whole enormous cast is full of

people who do excellently what they have

to do in filling out the picture.

Faults could be found if one were looking

at this film merely as a motion picture of

Georgia in the war and reconstruction days

;

that it leaves too many important things un-

touched, that it has no historical perspective,

that it provides no ethical or social comment
on its characters or events, finally that it is

still a novel more than it is a motion picture.

But none of those things were intended, or

really to be expected. It is enough that

Margaret Mitchell's novel should have been

put on the screen so satisfyingly for its mil-

lions of readers. J. S. H.

(Rated Exceptional)

We Are Not Alone
Screen play by Milton Krims and James Hil-

ton from James Hilton's novel, directed by Ed-
mund Goulding. photographed by Tony Gaudio,
produced by Hal B. Wallis for Warner Bros.,

distributed by Warner Bros.

The Cast

Dr. David Neivcomb Paul Muni
Jessica Neivcomb Flora Robson
Gerald Newcomb Raymond Severn
Leni Jane Bryan
Susan Una O'Connor
Daivson Henry Daniell
Major Millman Montagu Love
Sir William Clintock James Stephenson
Sir Guy Lockhead Stanley Logan
Judge Cecil Kellaway
Tommy Baker Douglas Scott
Archdeacon Alan Napier
Mrs. Patterson May Beatty

JAMES HILTON, whom so many people

adore and whom some can't abide, has

had a singularly happy time at the hands

of the movie makers. Frank Capra chose

The Lost Hori::oii for his second and most

elaborate venture into films with "signifi-

cance," then Goodbye Mr. Chips was made
into a film so appealingly that, English as it

was, it was taken straight to the bosom of

American movie goers. We Are Not Alone

has fared perhaps best of all.

Probably because it has more substance to

it, in the first place. It touched pretty deeply
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Paid Muni

and

Jane Bryan

in

'We Are Not Alone"

into those springs where ordinary human
living finds its source—those mysterious

interactions of people in a family, a husl^and

and wife, parents and a child, with domestic

forces on the inside and social forces on the

outside working upon them ; the emotions of

friendship and love and jealousy ; and finally

the tragic effects of hate, personal hate and

mass hate. It moves in the mood and pace

of tragedy, because everything happens be-

cause people are what they are : the one for-

tuitous event that turns ordinary troubles

into fatal ones is one of those accidents which

fate, and not a mere novelist's contriving,

seems to shake out of its box because it was

there in the box to be shaken out : if the

mother hadn't hidden the little boy's toy he

wouldn't have broken the bottle of deadly

pills, and if she hadn't made him so scared

of her he wouldn't have put them so hastily

back in her bottle of medicine.

It all happens in a doctor's small household

in an English village, the doctor one of those

friendly, rather fussy men who is always mis-

laying personal things and always aware of

the essential things in other people ; his wife,

with her headaches, her whalebone ideas of

propriety and domestic discipline, and the

singular fatality about her of having petty

things she does with the most respectable of

motives work back on her like a punishment

;

the sensitive little boy, so lovingly under-

stood by his father, so terrified of his stern

mother ; and the grim servant, with her loy-

alty so curiously mingled with suspicion and

malice. Into this household is taken a

pathetic immigrant girl from Austria to be a

companion and nurse for the boy, little more
than a child herself, and she becomes radiant

and happy there till gossip intrudes : she has

been a theatre dancer, she once, when ill and
alone, tried to kill herself. Swift on this



22 National Board of Rcvici^' Magazine

disaster comes the threat of the war, and an

outburst of hatred of foreigners in the vil-

lage : the doctor decides the girl must be

sent home to Austria before war is actually

declared and he hurries her off for a night

train. But those pills the wife is always tak-

ing for her headaches, and the fatal other

pills the little boy has accidentally put in

the wrong bottle—the doctor and the girl

are faced at the station with an accusation ot

murder. >

So all the harmless little incidents of the

doctor's kindness to a friendless girl rear-

range themselves, in the murder trial, into an

iron pattern of guilt and crime, and there is

no last minute explanation, no turning up of

the broken bottle, to clear them.

The picture creates, from the beginning,

the sort of atmosphere that makes you trust

it and give yourself up to it, certain that it

will keep to its quality, without false notes

and mis-steps in its incidents or characters.

Narrative though it essentially is, it has been

written so that it is always visually dramatic,

and directed with an excellent sense of how
to keep it moving in the peculiar way in

w-hich screen stories have to move. Edmund
Goulding knows how to make you sit up

with a start at some arresting arrangement

of the objects before his camera—such as

catching the servant lui^king in some shadow

so that you are sure it must be remembered

for some future significance, or that stunning

instant when the little boy stands up in his

bed and looks at his mother shutting the door

to face him, an instant that sums up to the

eye everything that has gone before and

foretells the essence of everything that is to

come : the high dramatic moment of the film.

All the parts are in more than competent

hands. Paul Muni may give the effect of

over-elaborating his part with fussy little

movements and business, but it all adds up to

something that in the end you find has re-

vealed an inner man. There apparently has

to be a speech at the end, in the Pasteur-

Zola-Muni tradition, touching on cosmic

things, but perhaps that takes some of the

sting out of the futile tragedy of it all, with

some vague intimation that there are more
important things than personal tragedies.

Flora Robson gives a magnificently subtle

performance, somehow conveying the tur-

moil and torture of a woman inescapably im-

prisoned in her own narrowness. And Una
O'Connor is in her way just as good, man-
aging to make you forget a long list of some-

what similar characterizations, in a cockney

servant who is something deeper than voice

and looks. But the pleasantest memory the

picture leaves is Jane Bryan, with the im-

pression she gives of not acting but simply

being, and the sunny way she blossoms under
understanding and kindness. And a word
must be said for the unusually sympathetic

way in which the boy has been presented.

{Rated Honorable Mention) J.S.H.

Robert Koch
Screenplay by Gerhard Menzel and Josef

Cremers. Directed by Hans Steinfioff. A71 Emil
Jannings-Tobis vroductlon. Distributed in the
United States by Ufa Films.

The Cast
Dr. Koch Emil Jannings
Yirchoiv Werner Krauss
Sister Else Tiktoria V. Ballasko
Fritz von Hartivig Raimund Schelcher
Frau Koch Hildegard Grethe
Dr. Gaffky Theodor Loos
Dr. Loefler Otto Graf
Dr. Wetzel Peter Elzholz
Frau Goehrke Hilde Koerber
Goehrke Jo.se/ Sieber
Patient Bernhard Minetti
Kaiser Wilhelm I Dr. Prasch
Herr v. Kossin Paul Bildt
Frau V. Kossin Elisabeth Flickenschildt
Teacher Paul Dahlke
Landrat von Harticig Paul Otto
Rechnungsrat Rudolf Klein-Rogge
Stuebecke Walter Werner
Michalke Jakob Tiedtke
Bismarck Friedrich Otto Fischer
Direktor der Charite Karl Haubenreisser
Professor Bergmann . ^ Eduard v. Winterstein
Frau Paul Lucie Hoeflich
Herdsman Karl Hannemann
Netschmann Bernhard Goetzke
Kruhlke Kai'l Platen
Aktenhelfer Scramni-Dunker
1st. Scrubivoman Gertrud Wolle
2nd. Scrubwoman Charlotte Schultz
Reichstag Attendant Leopold v. Ledeb.our
1st Assista7it to Virchow Josef Reithofer
2nd. Assistant to Virchow . . . Paul Hildebrandt
Menzel K. Wagner

FILMS with a doctor-hero seem to have

proved irresistible to producers the

world over
;
they are part of an almost

international contemporary tendency to glor-



January, 1940 23

ify the triumph of the individual will over

the mockers and skeptics of the herd. This

country has produced a steady stream of

such heroes for a number of years ; scientists,

doctors, writers, explorers, popular leaders,

all framed in solitary glory against the sk)'

and descending to fight the upholders of out-

worn beliefs and dusty traditions. As a rule

these heroes are selected from battles that

^^•ere fought and won in the past ; in this

Avay a "progressive" aura is able to grace the

production, while no offense can be taken by

the reactionaries of today.

Robert Koch follows closely in this tradi-

tion. It was iTiade in Germany, where the

leader-principle is the accepted thing and

lends itself readih" to a story patterned along

Hollywood lines. For the Hollywood influ-

ence is indisputably there ; in the conven-

tional approach to the doctor's trials and

struggles, in the delineation of his virtues

and the pig-headedness of his enemies, in

his unfeeling "shock-cure" of a hysterical

lady, and in the final "trial'" scene in which he

is vindicated and his enemies bowed down.

"\Miere the film dift'ers from the conventional

is in its building up of its chief personali-

ties, its frequent selection of moments and
episodes that really carry significance and

finally in the splendid battle of personalities

between those two old maestros of the Ger-

man film, Emil Jannings and AA^erner

Krauss.

It is Jannings who overshadows the whole
of the first half of the film. As the strug-

gling, obscure country doctor, surrounded

by a poor, ill-fed peasantry by da}- and a mess
of test-tubes by night, he stands like a tower
of strength in e^-ery scene, the big man fight-

ing not so much against enemies as against

his own vast problems. With his assistant

beside him he sits in his drab, lamp-lit room
eternally testing the mixed pigments that will

some da}- blend to reveal the tuberculosis

bacillus ; out in the snow and woods b\- day

he tries to teach the rudiments of health to

the children at the village school. When the

great moment of discover}- arrives at last

the scene changes to Berlin, where the battle

is less against disease than against the en-

trenched opposition of his fellow doctors.

Here is where \\'erner Krauss enters the

picture, a goat-bearded, doddering oldster

who reminds one of the reactionary parlia-

mentarians so beloved by the satirists in the

Soviet film. His characterization is admir-

able, the more so in that his opposition to

Dr. Koch is not of a fighting kind but an

obtuse and deadly stubborness that determ-

ines its possessor to wear blinkers no matter

whether the heavens fall. The resulting con-

flict between the two men is striking and dra-

matic : Koch slowly and relentlessly marshall-

ing new friends around him and blocking his

enem}-'s exits one by one; Virchow stead-

fastly refusing to accept defeat even in the

dramatic climax when the bacillus slides are

laid out under the microscopes for his own
eye to examine.

So many years have passed since a Ger-

man picture rated inclusion in the }-ear's

Foreign Best that it is likel}- only a local

audience will get to see Robert Koch. This

would be a pity, for it is not only Emil Jan-

nings' single Tobis production for 1939, it

is also the best production to come out of

Germany for a long time.

(Rated Honorable Mention) N.D.

Good Old Western

^r>^ESTRY RIDES AGAIN might be

M M the Western to end all Westerns—

•

God forbid ! It sums up so sophisti-

catedly so much of the incident and quality

of AA'esterns, with almost a faint tone of

parody that never, however, drowns out

the essential character and excitement of its

story, that in the end it can be taken as a

delightful joke, or a knowing commentary

on one of the oldest and most persistent

t3^pes of the movie. Or simply, as it will be

taken for the most part, as a rattling good

picture.

AA'hat can be said of a Western except that

it is good, middling or poor? There is the

perennial plot of the least pretentious ones

—

the stranger who comes along to save the

girl's ranch for her. And above that level it

becomes merely a question of what slight new
quirk of plot or characterization can be given
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it, and whether the director is doing a routine

job or having a good time. StagecoacJi was

a superb example of a director and writer

taking familiar material—just a stagecoach

journey with all the trimmings, including

cavalry and Indians—and giving it fresh and

vivid life by peopling it with familiar types

presented as new individuals and keeping the

action interesting and exciting. Destry

Rides Again does something of the same sort

of thing, but dispensing with soldiers,

Indians and even a love story. It is mostly

a dance-hall-saloon story, with its singer,

gamblers and bad men, and a new angle pro-

vided by a young sheriff who doesn't believe

in shooting. It is the old cleaning-up-the-

town idea with a new twist, a Mr. Deeds
sheriff who brings a different approach to

his job, but doing the job with all the effec-

tiveness of a Bill Hart. And perhaps the

tough dancehall queen with a heart not with-

out its streak of gold—perhaps she loved

him. But conventional romance is treated

with refreshing off-handedness in this fast

and uproarious kaleidoscope of action.

Most of the peculiar pic_[uancy of this film

comes from seeing two unfamiliar figures

among all the good old stock types—Marlene
Dietrich doing a gay parody of herself in

The Blue Angel, and James Stewart, a Mr.
Smith going to a rough old-time Bret Harte

town instead of to Washington. Marlene

flounces around with great gusto and sings

in that whiskey sublimation of contralto that

is more fun than any Metropolitan song-

bird. Stewart is drawly and slow-motioned,

and always being bamboozled, but you know
that in the end he is sure to unleash a streak

of cunning and quick action and confound

everybody. In the background such people

as Una Merkle, Mischa Auer, Charles Win-
ninger and Brian Donlevy are stepped up a

notch or two in typiness to make the general

mixture fresher than usual.

It's a movie that is fun partly because the

people who made it seem to have had a lot

of fun doing it. George Marshall is an old

veteran of Westerns, and Joseph Pasternack

(so entirely associated with utterly different

things) seems to have put a new life into him
so that he frisks through the old familiar

paces like a colt. J.S.H.

Hands Across the

Channel

IT
takes at least a war to stir the French

and English into thinking of one another

as spiritual buddies
;
they have spent too

many hundreds of years singing sarcastic

songs about one another's less fortunate gen-

erals and campaigns and have built up quite

a literature and joke-stock probing food, love-

life, morals and capacity for honest thinking

as prevailing across the Channel. So when
a third power becomes their common enemy

and they are obliged uneasily to consider one

another's virtues we must expect to find

the wheels of cordiality a bit rusty from dis-

use and perhaps a little self-conscious at be-

ing asked to function at all. In retrospect it

seems, in fact, that allies, once the storm of

war is gone, are far more ready to give the

sympathies of their art to the enemy than use

it for tightening the bonds with their friends.

We have had our All Quiet on the Western

Front and Grand Illusion, but we have had

to wait a long time for the present offering

Entente Cordiale.

Entente Cordiale has built itself up on the

writings of one Frenchman who has really

believed in an Allied tie — Andre Maurois.

It has chosen as its hero one Englishman who
shared the same belief — Edward VII. No
other English monarch, before or since Ed-

ward, has ever approached France in quite

the same spirit, without thinking of it as a

delectable addition to his own property or

as a convenient refuge from the disapproval

of the Archbishop of Canterbury. Edward

VII went there because he loved it; no one

in Paris ever handed him lists of moral vir-

tues to learn by heart or instructed him in

Teutonic efficiency.

It is this angle of the building up of an

entente cordiale that the French film-makers

have stressed. They have overcome the crit-

icism of making their English hero appear

too French by emphasising that this is what

he wanted to be. Their intention being to

show Edward as virtually the creator of the

allied tie, they have comfortably gone to work

on their subject, using him as an intermediary

whose personality is readily grasped by their

writers, actors and audience.
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The result has many of the drawbacks of a

royal command performance ; one can almost

see behind each sequence a serious confer-

ence of diplomatic experts weeding out the

tiniest suspicion of lese majeste in the script.

Even the fustiest conservatives like Lord

Salisbury and Joseph Chamberlain are built

into more human shape with barely a hint

at their pain-in-the-neck shortcomings. The

French politicians and diplomats are treated

less delicately; one feels they share in the

normal functions of the human mind and

body. The general effect, however, is to-

ward pomposity, of over-exact chalk-lines to

guide the feet of the actors, which occasion-

ally degenerates into the ridiculous when

knee-breeches and silk stockings turn the dig-

nified rams into goats.

The picture's qualities manage to show

through whenever these restrictions are

raised. Edward's journeys to Paris, his

tours of Paris night-life and the many inti-

mate little meetings and conversations be-

tween him and key-people suggest very well

the gradual thawing of the ice. By drama-

tizing such incidents as the Fashoda quarrel

or a rude letter from the Kaiser, a sharpness

is added to the defining of Anglo-French re-

lations. Sometimes a real dignity entirely

ousts the pompous notes and creates a feel-

ing of impressive reality. Gaby Morlay, as

Queen Victoria,is prominent in this respect.

Victor Francen, as Edward, adds tremend-

ousl}' to the stature of the picture, combining

charm and dignity in a manner shared by

none of the other actors. The Parisian

backgrounds of his trips abroad are as good

as anything in the picture, reminiscent of

many canvases by the better painters of the

era.

What value the film has is for schools.

Not only does it give a general, if surface,

presentation of the period, but also the pre-

cise and unhurried French dialog is good

teaching material, helped as it is by the al-

most literal translations of the sub-titles.

N. D.

Fifty Years of Films
(Continued from page 13)

past few years to compensate for standard-

ization by making pictures bigger and louder

and longer will defeat itself in the end. They
have realized that exciting technique derives

from importance of purpose, and that pur-

pose means something people, creators and

audiences, believe in and will fight for. Slow-

ly, steadily and with a persistent courage in

the face of great opposition, purpose is re-

turning to the film. 1939 saw Confessions of

A Nazi Spy amaze audiences with a new
way of film-making, inflame them with a sub-

ject that belongs in the world they know.

1940 will see the release of The Grapes of

Wrath. Beyond an authentic film of that

terrible reality, there is nowhere that the eye

of the camera cannot go.

Book Review
(Continued from page 9)

fying the merely curious it has sensible, un-

spectacular explanations for genuinely inter-

ested readers. Its authors are attached to

Universal studios and draw freely on this

company's background for their photographs

and written material. Their chapters cover

all the important stages in the making of a

movie from story to editing, plus brief sur-

veys of movie history, the modern studio

and the method of film distribution. Their

pages are brightened by an intimate attitude

towards the reader's interests and a number

of stories and anecdotes.

Movie Workers is one of Harper's Picture

Fact books—a series that presents workers

in various activities chiefly by showing photo-

graphs of their instruments and professional

surroundings. It seems to be planned mainly

for youths of High School age who are in-

terested in the movies as a vocation. It re-

views very briefly the early days of the movie

camera, the studio personnel, the training

required for movie work and the uses to

which movies can be put in medicine, edu-

cation, athletics, advertising, etc.

Both books are representative of a grow-

ing tendency to let pictures tell the story,

while words clear up the doubtful points

much as sub-titles or dialog do in the mod-
ern film.
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The Year's Best

{Continued from page 18)

Pygmalion

Mr. Smith Goes to Washington

Stanley and Livingstone

Wuthering Heights

Drums Along the Mohawk
The Wizard of Oz
Beau Geste

Dark Victory ,

Union Pacific

GIRLS (14-17 years)

Goodbye Mr. Chips

The Old Maid
Wuthering Heights

Pygmalion

Stanley and Livingstone

Dark Victory

Mr. Smith Goes to W^ashington

Drums Along the Mohawk
Private Lives of Elizabeth and Essex

The Wizard of Oz

SELECTED PICTURES GUIDE
(Continued from page 2)

vaudeville actor who inherits a ranch, a
small niece and a lot of gun-toting trouble.

The usual Western with a difference. Metro-
Goldwyn-Mayer.

f *HUNCHBACK OF NOTRE DAME, THE—
Charles Laugliton, Maureen O'Hara. Sir

Cedric Hardwicke. Based on the novel by
Victor Hugo. Directed by William Diet-

erle. A remarkably effective adaptation of

the famous novel, especially effective in its

recreation of some of the salient aspects
and issues of French life under Louis XI.
Laughton makes a splendid hunchback and
Maureen O'Hara a lovely foil to his ugliness
and weirdness. Splendid entertainment for

adults and not too gruesome for older chil-

dren. Referred to the Committee on Ex-
ceptional Photoplays. RKO Radio.

f INSPECTOR HORNLEIGH ON HOLIDAY
Gordon Harker, Alastair Sim. Based on the
character "Inspector Hornleigh" by Hans
W. Priwin. Directed by Walter Forde. An
unusually entertaining adventure mystery,
with the inspector and his Scottish assist-

ant plunged into a murder hunt while on
their vacation. English characters, refresh-
ingly novel. 20th Century-Pox.

f JUDGE HARDY AND SON—Mickey Roon-
ey, Lewis Stone. Original screen story by
Carey Wilson. Directed by George B. Seitz.

Mickey has money trouble and girl trouble

(four of them), his mother nearly dies of

pneumonia in a long, tearful interlude, and
the picture is the preachiest of the series

so far. Metro-Goldwyn-Mayer.

f LAMBETH WALK. THE—Lupino Lane,
Alice Grey. Based on musical comedy "Me
and My Girl" by Leslie Arthur Rose and
Douglas Furber. Directed by Albert de
Courville. An English musical show, with
a slight plot about a cockney's inheriting

a dukedom, and bridging the social gulf

between high society and his friends from
Lambeth Walk. Typical English comedy
of its kind. (British production). Metro-
Goldwyn-Mayer.

f LEGION OF THE LAWLESS—George O'-

Brien, Virginia Vale. Original screen story

by Berne Gilen. Directed by David How-
ard. A good old melodrama of the West.
A young lawyer brings order to a lawless

community. RKO Radio.

f *LIGHT THAT FAILED. THE—Ronald Col-

man, Walter Huston, Ida Lupino. Based
on the novel by Rudyard Kipling. Directed
by William A. Wellman. An excellent

portrayal of the novel. Tlie story deals

with a young painter who goes blind. The
acting and direction are both very fine.

Paramount.

f NICK CARTER. MASTER DETECTIVE—
Walter Pidgeon, Rita Johnson. Donald
Meek. Original screen story by Bertram
Millhauser. Directed by Jacques Tourneur.
The famous old detective in a stream-lined
mystery, up to his old cleverness with all

modern improvements. Interesting minor
characters and atmosphere. Metro-Gold-
wyn-Mayer.

f NIGHT OF NIGHTS, THE—Pat O'Brien,
Olympe Bradna. Original screen story by
Donald Ogden Stewart. Directed by Lewis
Milestone. A story of an actor who. parted
from his wife, lives a broken hearted exist-

ence until twenty years later his daughter,
whom he has never seen, brings him love

and happiness. Paramount.

f PAROLE FIXER—William Henry, Virginia
Dale. Based on "Persons in Hiding" by
J. Edgar Hoover. Directed by Robert
Florey. A story of paroles that are fixed

so that the men can return to their lives of

crime and share with the man who fixes the
paroles. Paramount.

fj TWO THOROUGHBREDS—Jimmy Lydon,
Joan Brodel. Original screen story by
Joseph A. Fields. Directed by Jack Hively.
A simple and often touching story of an
orphan boy and a horse. The boy is new
and natural, and the horse excellent. RKO
Radio.
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SHORT SUBJECTS
INFORMATIONALS

fj *AMERICAN ROYAL—Showing- thoroughbred
cattle and horses. Lovely slow motion pictures
of horses jumping and in harness. An excellent
picture for animal lovers and "be kind to ani-
mals" week. RKO Radio,

f AMERICAN SADDLE HORSES — How the
American saddle horse has developed out of the
old-time mustang. An instructive short with
slow motion studies of a horse's action and
clear explanations of inter-breeding. Vita-
phone.

fj BIRTH OP THE MOVIES—A short survey of
the movies from the very start up to the
talkies. Some shots from old pictures. Alliance
Films.

f CHILE—A color cruise showing beautiful scenes
of Chile. Recommended for schools and libra-

ries. Paramount,
fj FOOLS WHO MADE HISTORY NO. 2—How

Charles Goodyear discovered the process of
vulcanizing rubber. Columbia.

f FORGOTTEN VICTORY—About Mark Carleton
and his search for a wheat that would resist
drought and disease. Well done and interesting.
Metro-Goldwyn-Mayer.

f HISTORIC CITIES OF INDIA (Columbia
Tours)—Mostly about Delhi, with a side visit

to the Taj Mahal. Columbia.
f INFORMATION PLEASE NO. 4—The "experts"

in this filming of the famous radio act are
John Kieran, F. P. A., Oscar Levant and
Deems Taylor. It is amusing. RKO Radio.

f JAI ALAI (Special Sport Thrills)—Interesting
description of this famous Spanish-American
game. Columbia.

f JUDO EXPERTS—Grantland Rice Sportlight,
showing the art of judo which is like ju jitsu.

Paramount.
fj KANGAROO COUNTRY, THE—An interesting

reel abovit Australia. 20th Century- Fox.
fj LAND OF ALASKA NELLIE, THE (Fitz-

patrick Traveltalk)—About Alaska and particu-
larly a woman who runs a famous tavern there.
Metro Goldwyn Mayer.

f *MARCH OF TIME NO. 4, THE (Series 6)—

A

splendid compilation of world events during
the momentous year of 1939 and an interesting
survey of the Associated Press. Recommended
for schools and libraries. RKO Radio.

f *MARCH OF TIME NO. 5, THE (Series 6)—
Another splendid exposition of national maneu-
vers in a world at war. Deals with the Pacific
situation, showing the British problems and
concentrating on the plans of the U. S. for the
re-fortification of Guam. Clear and concise as
this series always is. RKO Radio.

f MIRACLES AT LOURDES (MGM Miniatures)
—The story of a paralyzed woman who found
a sudden cure, but whether from the shrine or
from her own emotions in a crisis is not clear.
Metro Goldwvn Mayer.

f POPULAR SCIENCE NO. 2—Showing the new
way of preserving foods and building houses;
picking pineapples; testing safety devices.
Recommended for schools and libraries. Para-
mount.

f POPULAR SCIENCE NO. 3—Mapping remote
places by aeroplanes; bathroom gadgets; crazy
scientist; classifying different kinds of blood
for transfusion. Paramount,

fj ROMANCE OF THE POTATO (Pete Smith
Specialty)—An interesting and humorous his-
tory of how the potato was found and develop-
ed as food. Metro-Goldwvn-Maver.

fj SCREEN SNAPSHOTS NO. 2—A trip to see
some of the famous animals of Hollywood—all

"stars" of many films. Very engaging and well
made. Columbia.

f *SKY FIGHTERS—A particularly fine and vivid
picture of how the American army air corps
are trained. 20th Centurv-Fox.

f TOUCHDOWN REVIEW—Famous touchdowns
in 1939, making good use of the slow motion
and the stop camera. Bill Slater as com-
mentator. Paramount.

f UNUSUAL OCCUPATIONS NO. 2—Odd occupa-
tions such as: a traveling dentist; painting with
colored sand instead of paint, a farm in the
heart of London; etc. Paramount.

f WASHINGTON PARADE NO. 1—An interest-
ing tour through the Smithsonian Institute,
accompanied by a florid commentator. Col.

MUSICALS, CARTOONS AND COMEDIES
j ANDY PANDA GOES FISHINCi—Coloor car-

toon. What happens to a little panda when he
goes fishing. Universal,

fj FIRST ROBIN, THE (Terry-toon Cartoon)—

A

merry cartoon about a robin family and a cat.
20th Century-Fox.

f GREAT KENNEDY, THE--Edgar Kennedy has
some funny mishaps as an amateur magician.
RKO Radio.

f HERE'S HAL (Headliner)—A musical number
with Hal Kemp's orchestra. Some of the old
time tunes pepped up. Paramount,

fj ICE POND, THE (Teri-ytoon Cartoon)—Clever
and amusing, with some rabbits, a pig and a
fox on skates. 20th Century-Fox.

f THAT INFERIOR FEELIN(3—One of Robert
Benchley's funny comedies. Metro-Goldwyn-
Mayer.

NATIONAL BOARD OF REVIEW
CONFERENCE
February 1st - 3rd

New York City, Hotel Pennsylvania

The Conference program is built around
the subject "Fifty Years of Films." Some of

the subjects to be discussed by informed

speakers are: "Story Content of Early

Films," "Development of Social Trends in

the Motion Pictures," "Educational Trends

in the Motion Picture," "The Newsreel and

the War in Europe."

There will be several film showings, and
discussions of organized community and
youth motion picture activities. On Satur-

day, February 3rd, will be held the twenty-

fifth Annual Luncheon.

There is no fee for Conference sessions.

Luncheon is $2.00.

NATIONAL BOARD OF REVIEW
OF MOTION PICTURES
70 Fifth Avenue,

New York City

I plan to attend Conference (Send stamped
envelope for tickets in advance or secure at

the door).

I wish Luncheon tickets ($2.00 each. Res-

ervations in order of check received)

Name

Address

Affiliation



NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating infoftnation on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

:_^The General Committee is a body evolved out
of the original group organized in 1909. It Is the
a'ppeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n.ay be carried either by the
producers or by the Review Committee Itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for the
support of the creative achievements of the
screen.

NATIONAL
MOTION PICTURE

COUNCIL

The community or field work of the National
Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondents throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of
children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures In the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnished an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions
$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone, available at a
special rate of $100 in conjunction with the
Magazine.

Selected Pictures Catalog (annual) 25c

Special Film Lists 10c ea.

Such as Selected Films for Children's Show-
ings, Selected Book-Films, Educational
Films, etc.

National Board of Review— Its Background,
Growth and Present Status free

National Board of Review—How It Works—free

A Plan and a Program for Community
Motion Picture Councils 10c
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Selected Pictures Guide
This department lists pictures selected by

the Revieiv Committee of the national Board
of Revieiv as xvorthy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture. The
choice of the pictures included is based upon
principles of selection developed through long

study of public preference as to what consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the revieivs and audience recommend-
ations of the pictures. The Review Committee
con.iists of approximately 300 trained members
representative of widely, varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—Pictures especially worth seeing as above

the average "selected" picture.

f -ABE LINCOLN IN ILLINOIS- See Excep-

tional Photoplays Dept. page 20.

fj BLUEBIRD. THE—Shirley Temple. Based
on the play by Maurice ilaeterlinck. Di-

rected by Walter Lang. A simple story of

two children who go to look for the blue

bird of happiness, only to find after a night

of searching that the blue bird was right in

their home. Shirley Temple as Mytyl is a

new and more subdued Shirley but as

charming. A color production. 20th Cen-

tury-Fox.

f BROADWAY MELODY OF 1940—Fred As-

taire, Eleanor Powell, George Murphy.
Original screen story by Jack McGowan &
Dore Schary. Directed by Norman Taurog.

Astaire and Murphy, dancing partners, pals

and rivals, get their identities mixed on
the way to fame and love. Some of Astaire's

best dancing, spectacular and beautiful pro-

duction numbers and a mildly pleasant

love story. Metro-Goldwyn-Mayer.

f BROTHER RAT AND A BABY—W^ayne
Morris, Eddie Albert. Priscilla Lane. Jane
Bryan. Original screen story by John Monks.
Jr. and Fred F. Finkelhoffe. Directed by
Ray Enright. A rapid-flre comedy farce,

with a rusli of complications concerned
with getting Bing Edwards a coaching job.

The baby—Peter B. Good—is the innocent
center of much of the trouble, which is all

swift and amusing. Warner Bros.

m CASTLE ON THE HUDSON—John Garfield.

Ann Sheridan, Pat O'Brien. Based on book
by Warden Lewis E. Lawes. Directed by
Anatole Litvak. A prison story, well acted
and directed and with an excellent cast.

How an arrogant gangster makes good in

prison and keeps his word to the warden
even though it meant the chair. Warner
Bros.

f CHARLIE CHAN IN PANAMA—Sidney
Toler, Jean Rogers, Mary Nash. Original
screen story by John Larkin & Lester Ziff-

ren. Directed by Norman Foster. Charlie
Chan prevents the blowing up of the fleet

in the Panama Canal. The identity of the
foreign agent is cleverly hidden till the end.
20th Century-Fox.

f CHASING TROUBLE—Frankie Darro, Mar-
jorie Reynolds. Original screen story by
Mary McCarty. Directed by Howard Breth-
erton. "Cupid" O'Brien, a florist's delivery
boy, tries his hand at matchmaking and gets
involved « itli a gang of crooks. i\Ionogram.

f CONGO MAISIE—Ann Sothern. John Car-
rol. Based on noveF'Congo Landing" by
Wilson Collison. Directed by H. C. Potter.

On an African rubber plantation, among
turbulent natives. Maisie, honest and tough-
minded, helps a young doctor find himself
and a young married couple adjust their

troubles. Metro-Goldwyn-Mayer.

f WEIGHTING 69th, THE—James Cagney, Pat
O'Brien, George Brent. Original screen
story by Norman Reilly Raine, Fred Niblo,
Jr. and Dean Franklin. Directed by Wil-
liam Keigliley. This stirring film re-creates

Father Duffy and the exploits of the famed
69th New York Regiment in the World War.
centering about a tough lad from Brooklyn
who is a disgrace to the regiment till his

heroic death. Emphatically but not nar-
rowly Catholic in atmosphere, the film elo-

quently pleads for tolerance and true patri-

otism. Recommended for schools, libraries

and church use. Warner Bros.

m -GRAPES OF WRATH, THE—See Excep-
tional Photoplays Dept. page 16.

m GREEN HELL—Douglas Fairbanks. Jr..

Joan Bennett. Original screen story by
Francis Marion. Directed by James Whale.
A story of treasure hunting in the jungles.

Seven men who go adventuring in the wilds
of the jungle find not only treasure but
danger and thrills. The picture was too

long and it would have been much more in-

teresting without the love element. Uni-
versal.

m HE MARRIED HIS WIFE—Joel McCrea.
Nancy Kelly, Roland Young. Mary Poland.
Original screen story by Erna Lazarus and
Scott Darling. Directed by Roy Del Ruth.
A young couple, divorced on account of his

passion for horse-racing, are brought to-

gether again in a light, hair-brained farce

comedy. 20th Centruy-Fox.
(Continued on page 22)

Copyright, 1940, The National Board of Review of Motion Pictures
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Wilton A. Barrett 1885-1940

WILTOX AGNEW BARRETT,
who has been Executive Secretary

of the Xational Board of Review

for the last seventeen years, died on Febru-

ary 18th.

Barrett, a young poet just out of the

University of Penn-

sylvania, came to Xew
York in the early days

of the Board, in 1909,

and his interest and

enthusiasm was caught

by the possibilities he

sensed in the motion

picture. Those were

turbulent and crucial

times for the movies,

beset by undiscerning

antagonism from with-

out and violent com-

petitive struggle with-

in. ]\Iovies then were

barely emerging from

the nickelodeon stage,

primitive entertain-

ment that was cheap in

all the other ways be-

sides its price of ad-

mission. Barrett saw

the essence of what it

could become, a uni-

versal popular art, a new means of communi-

cation more potent than anything since the

invention of printing, and a powerful educa-

tive force. That was what aroused his svm-

Wdton A. Barrett

founded by the People's Institute to work
with the picture producers with its guidance

and advice, to help intelligent people to un-

derstand and appreciate the still infantile

movie. He became a member of the Board's

staff, and has worked with it ever since,

finally as the main di-

rector of its efforts,

holding" together with

remarkable energy a

most varied associa-

tion of committees and

individuals working

voluntarily for the ad-

vancement of the mo-
tion picture.

Many of the theories

and practices now fol-

lowed by different

audience groups and

critical groups in their

relation to the motion

picture were first insti-

tuted by the National

I^joard, and Barrett's

intelligent foresight

largely developed those

he did not actually

himself create. The al-

ways increasing influ-

ence of the large re-

viewing committees as representatives of the

intelligent, selective public ; the organizing of

the Young Reviewers groups, which are not

only an active outlet for the interest of boys

pathy for the newly created National Board, and girls in the movies but an important
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check on what young people think about the

movies when they do their own thinking ; the

planning of the Annual Conferences in which
people from far and near can discuss their

interests and problems in connection with the

motion picture and its relation to the home,
the school and the community ; the annual

citation of outstanding films and the people

who made them ; the encouragement of the

study in schools and colleges of the motion

picture as an artistic aud social force—in all

of these things Barrett, working through the

National Board, has been a pioneer.

Closest to his own interest has been the

work of the Committee on Exceptional

Photoplays, because he was primarily an

artist and a poet. He had watched the

movies grow from the crudest beginnings,

and its history fascinated him. He had

worked with Terry Ramsaye in compiling an

iuA-aluable screen record of the movies' de-

velopment. He saw the motion picture most

of all as an art, slowly shaping itself and

struggling toward maturitv, and for that

reason he put great importance on the Com-
mittee whose work was the recognition and

encouragement of films that needed special

attention brought to tliem because they were

breaking new ground and were often outside

the realm of popular entertainment and ap-

preciation. He was fascinated by technical

improvements wherever they came from, and
his profound belief that the screen should be

as free and unhampered as any other form
of artistic expression made him welcome any
extension that the human mind and spirit

could attain in its manifestation on the

screen. He encouraged the appreciation of

the best in foreign films because of what
was intrinsic in them and because of what
American producers could learn about their

art from them. He was immensely proud of

American achievement in motion pictures,

but he saw the motion picture as a universal

force that could eventually accomplish more
than any other one thing in making people

all over the world understand one another,

because it spoke with a universal voice that

was more than mere language.

Ill announcing the deatloj of its Executive
Secretary. Wilton A. Barrett, the Xational
Board of Review of Motion Pictures, Inc.,

desires to put on record its appreciation
of a long career of devoted disinterested
service, marked by high qualities of intel-

lect and character, as well as the deep
sense of loss sustained by its officers and
members.

A. A. Brill. President

J. K. Pauldixg. Secretary

The National Board 1940 Conference

PERHAPS the prevailing impression re-

maining from this year's Conference is

a sense of surprise at the amotmt of

ground it covered—the many }-ears of the

life of the movies and the many fields into

which they have penetrated. This was the

aim of the Conference; to discuss "Fifty

Years of Films" in such a way that the au-

dience would learn something of the impor-

tant years in the life of the movies and some-

ing more about the directions in which the

movie has moved and how and wh}- it has

changed.

Three speakers, Mr. Francis Doublier, ]\Ir.

Richard Griffith and Mr. Albert Howson,
chose to discuss periods in the life of the

movies that were filled with vital develop-

ments. Mr. Doublier, a Frenchman from

Lyons, drew on his experiences of forty-five

3-ears ago, when he was cameraman to the

Lumiere brothers and was given the con-

tinent of Asia as his newsreel assignment.

]\Ir. Howson drew on his experiences as

AA'arner Bros, director of the first sound films

to describe that great technical moment in

film history when the movies changed from

silence to sound. Mr. Griffith took that same

moment from a different angle, showing how
the art of the silent film differed from that

of its successor in sound.

"Personalities" in film history fell to IMiss

Elissa Landi and Mr. Norbert Lusk, she de-

scribing the conditions under which the ac-

tress works, and he the influence of promin-

ent men and women of the screen in the

silent days.
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The remaining addresses can perhaps be

described as of the more social and educa-

tional variety. Mr. Robert Gessner traced the

type of stor}' and narrative used in certain

periods of the film ; Mr. W. W. Whittinghill

discussed both past and present trends in the

use of educational motion pictures. jNIr.

Arthur Mayer pressed for the su]:iport by

groups and individuals of films which dis-

cussed topical and social problems, while Mr.

Hans Burger put in a warning against the

belief that the camera cannot lie, and asked

of Modern Art, and were introduced by Miss

Iris Barry, Curator of the Film Library, fol-

lowing a tour of the JMuseum. A screening

was arranged b}' Twentieth Century-Fox in

their Little Theater of The Grapes of Wrath,

which the delegates viewed in company with

the Committee on Exceptional Photoplays.

Following the screening the delegates unani-

mously and enthusiastically voted that the

Conference and the Committee express its

commendation to the producers of this film.

The following telegram was sent to Mr.

I.. .\ n

Screen guests at the Board's Annual Luncheon (see page 6)

for discretion in the estimation of documen-

tary films.

The Conference was most fortunate in its

choice of film showings. Abe Lincoln in

Illinois was presented in conjunction with the

Motion Picture Course in the School of Edu-

cation at New York University by special

courtesy of RKO Radio Pictures, Lie. Vari-

ous noteworthy films, ranging from Melies'

Trip to the Moon to Three Little Pigs (in

French
!

) filled an evening at the Museum

Darryl Zanuck, Vice-president in charge of

production of Twentieth Century-Fox

:

"That Tw-entieth Century-Fox be espe-

cially congratulated and commended for their

production of The Grapes of Wrath. It is a

great film in all the ways that a film can be

great—in its conception, writing, direction,

acting, photography—all elements unified in

a masterly whole. Most of all is the pro-

ducer to be praised for his courage in making

a film so out of the ordinary, and for the art-
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istic skill and integrity which so forcefully

and beautifully brings an American subject of

so much social importance to the screen. The
National Board of Review will do e^-erything

in its power to make the public aware of so

outstanding a film, and to urge box-office

support of it."

One session was devoted to community
motion picture activities with many delegates

taking part in a discussion under the chair-

manship of ^Irs. Marguerite Schwarzman of

the Executive Committee. Another session

demonstrated to the delegates the Board's

junior activity as carried on by the 4-Star

Clubs. The talks delivered by the juniors

wall appear in the 4-Star Final.

The concluding event of the Conference,

the twenty-fifth annual luncheon was held in

the Banquet Room of the Hotel Pennsyl-

vania, and was attended by more than three

hundred people. Addresses were made b}'

Dr. A. A. Brill, Chairman of the Xational

Board ; Mrs. Alonzo Klaw, Chairman of the

Hostess Committee and Mr. Edward G. Rob-

inson, who expressed his own satisfaction

and that of Warner Bros, in the selection

of Confessions of a N'asi Spy as the best

picture of 1939 by the Committee on Excep-
tional Photoplays of the Board.

The following stars and screen personali-

ties attended the Luncheon : Sara AUgood,

John Beal. Roman Bohnen, Harry Carey,

Donald Cook, Jane Danvell, Betty Field,

Bertita Harding, \"an Hefiin, ]\Iary Howard,
Bert Lytell, Burgess ^Meredith, Ona [Nlunson,

Edmund O'Brien, :\Ir. and ]Mrs. Edward G.

Robinson, Alison Skipworth, Robert Stack,

Ezra Stone.

The various conference and luncheon ad-

dresses will be published in this ^Magazine,

starting with the current issue. It is our

hope that they may serve as interesting and
useful study material. The editors would
welcome comment from readers for publica-

tion in the correspondence columns.

The thanks of the Xational Board are due
to the many delegates and friends of its affi-

liated groups and councils who attended the

conference and luncheon, who sent material

for the exhibit on community activities and
expressed their interest by serving on the

Conference Committee, which was represen-

tative of 54 cities.

Address at the Twenty-fifth Annual Luncheon by
Dr. A A. Brill, Chairman of the National Board

OX"
welcoming you to this 25th annual

luncheon, I wish to express to }-ou

the gratitude of the Committee and

its staff, for your interest in. our VN'ork and

for vour whole-hearted cooperation with our

efforts to keep the motion picture free from

subversive infitiences. I cannot help thinking

of my predecessor. Dr. Kirchwey. \\ hom you

are missing here today. I am sure that 1 ^^m

voicing your feelings when I say that we ha^-e

all deeply appreciated his active, and I might

say, wise cooperation, -\A-hich he has so gen-

erously given us since 1926, and we hope

that he may enjoy good health and c:ontent-

ment as Chairman Emeritus.

This 25th annual Itmcheon mtist be distin-

guished from all the others by the fact that it

marks a half a century of the motion-picture

art. In contradistinction to what is known
as the legitimate stage, which has existed for

mam- centuries or perhaps longer, the mo-
tion picture form of dramatic, musical and

vaudeville entertainment has lived just 50

years.

I am one of those fortunate beings who
has watched the development of the motion-

picture throughout all these years. I saw the

first films bv dropping a penny in a slot-ma-

chine, and thereafter watched their develop-

ment from the most primitive films to their

])reseiit state of auditory and colorful per-

fection. Xow and then, I try to separate

the movies from all the other cultural and

mechanical discoveries which have taken

place during these two generations, and

whenever I succeed I am impressed by the

prodigious development of this art as such,

and its sundiy implications. !My chief in-

terest in life, as most of you know, is normal

and abnormal behavior. I am a psychiatrist.
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so that from the ver}- beginning of the movies

I have observed their effects on the indivi-

dual and society. I think I was the first

psychiatrist wlio spoke and wrote on tlie in-

fluence of the motion picture on tlie mind.

The National Board, I believe, has been ac-

tively interested in motion pictures for about

thirty or thirty-five years. The Board was

organized when the first so-called "photo-

plays" were produced. John Collier of the

Peoples' Institute, who became the Board's

first Secretary, was the first one to interest

me in the photoplays. Everett Dean Martin,

later, as Chairman of the Board, repeatedly

invited me to see some movies, especially

those which treated of sexual and mental

problems, and give my opinion to the Na-

tional Board. I then became a member of

the organization and have been actively in-

terested in its workings ever since. For I

soon came to realize that these serious and

social-minded men and women who com-

posed this organization had the right vision

concerning the social functions of this art. I

was naturally also interested in the psycho-

logical implications of the movies. From their

A'ery first appearance T was repeatedly con-

sulted by mothers and educators about the

effects of motion pictures on the child and

the adult. My views on the influence of the

motion picture are well known, but I feel,

however, that a few of them will bear repeti-

tion.

Of the inventions that have come into exis-

tence during the last 50 years the motion pic-

ture is in my opinion b}' far the most im-

portant. It is the best entertainer, educator

and emotional stabilizer. By virtue of its

wide and easy dissemination it conveys edu-

cation and emotional outlets to millions of

people the world over. No other medium
of expression can equal it in this respect ; it

truly annihilates time and space. All of you,

I know, readily follow me when I speak

of the movies as a medium of entertainment

and education, but some of you may not un-

derstand what I mean when I call them an

emotional stabiliser, by which I mean that

the motion picture also acts as an emotional

purge for the audience.

As a pure entertainer, it often acts as a

medium of escape, but not all movies offer

pure amusement. The Grapes of Jfrath and

Of Mice and Men and many others certainly

do not end with the hero and heroine falling

into each other's arms and living happily

ever after. Last month, I received a ques-

tionnaire which was based on the success

which J\Iiss Bette Davis has achieved in the

past year as Judith Traherne in Dark Vic-

tory, as the Empress Carlotta in Juarez, as

Charlotte in The Old Maid, and as Elizabeth

in The Private Lives of Elisabeth and Essex.

In none of these was there a happy ending;

on the contrary, in one she is a dying young

woman, in another she goes insane, etc. The
questionnaire, however, was based entirely

on the assumption that the movies represent

a medium of escape, and as all the pictures

mentioned above in which Miss Davis dis-

tinguished herself were not only artistic, but

also box-office successes, it was a question

whether we were not witnessing a change in

public taste and emotional response as re-

gards motion pictures. My answer was that

the assumption of the movie as an escape

medium was only partiallv true. The outlet

that one obtains from the movies is due to

the empathy (feeling or reading oneself into

a person or situation) , or identification, that

the person in the audience makes with the

character in the play. But an outlet, which

is a path for pent-up emotions, is not neces-

sarily pleasant. The escape plays rarely

represent reality as it is, for reality is not

always beautiful and does not always end

pleasantl}-. JMoreover, there are manj' peo-

ple who are more or less dominated by tragic

motifs and many to whom this is indispen-

sible. JNIany of the ancient Greek plays are

constructed entirely on this motif. The plays

of Sophocles and others are tragedies of fate

in which the individual is made to bow to

the will of the gods. The success achieved

by Miss Davis was due entirely to her ability

to depict such parts so. skilfully—which

brings us to the functions of the players.

You may not know that the actors and

actresses, the so-called "stars" of whom we
have seen a number today, are realh' scape-

goats for our emotions. Not only do they

live through for us our most ideal phantasies,

but also forbidden desires, which we, as ordi-

nary beings, hardly dare contemplate. That

is Avhy I feel that they are worth everything

that we gi^'e them—all the money, all the
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adulation. They take, as it were, our sins on

themselves. They commit adultery for us,

they die for us, they do everything that we
cannot possibty do. Through identification

with them they disburden us of our sins, of

our drab and monotonous reality, so that we
can live better than we would otherwise.

Mr. Carey* spoke to you about prize fights.

I, too, happen to be a fight fan. I could not

go to last night's fight because I had to pre-

pare this paper. Now, even there the chief

actors, the two fighters, disburden us of a lot

of aggression of which we could not other-

wise rid ourselves. Civilized beings domin-

ated by the morality of the Golden Rule must

control their aggression. Quite often we
would like to kill some of our friends or

enemies, but the best we can do is curse,

which is a very poor substitute. But at a prize

fight, when we see someone knocked cold,

we empathize ourselves into the aggressive

fighter who does the 'knocking out' and we
go home satisfied, no matter how much it

costs.

There is one more subject that I wish to

touch upon. I am referring to the constant

and numerous gibes that some of our intelli-

gentsia hurl at the producers and at the in-

dustry in general. You often read and hear

that Hollywood gives us only viciousness and

trash, slopdoodle, moronic stuff, etc., etc.

Braving the wrath of even some of my
friends who have repeatedly uttered that kind

of stuff, I beg to disagree with thou. I am
convinced that there are very few movies

that come from Hollywood which do not

serve a more beneficial than a vicious pur-

pose. Considering the magnitude of the Jn-

*Mr. Harry Carey, zvJw played the Vice-presidential role

in "Mr. SniitJi Goes to Washington," was also a speaker

at the Luncheon.

dustry and the difficulties of selecting and
dealing with supermen and superwomen, who
are indispensible for the success of the movie,

I feel that the industry, as such, has done
wonders, and has contributed equally as much
as the literateurs and the stars that they dis-

cover or make. It must not be forgotten that

the improvement in the motion picture is due

as much to the improvement of the mechani-

cal techniques as to the animate beings who
participate in their productions. Yet. despite

the enormous mechanical miprovements in

sound and color, I feel that much more will

have to be done before the motion-picture

will be able to carry to the audience that emo-

tional feeling which we call rapport, which

we readily feel on meeting a person face to

face, which we experienced today on seeing

]\Ir. Care}- and the other luminaries, l)ut

which we do not }-et get from the screen. In

other words, what we get now is an empathy

of situation rather than the deeper feelings

which one obtains from the so-called legiti-

mate stage. The producers will in time

surely remedy this.

The National Board of Review has always

stood for the freedom of the screen ; its mem-
bers and staff have worked ^ ery hard that

the motion picture might be what the people

want it to be. In our close contact with the

motion picture industry for over thirty years,

we can say that as a rule, the producers have

been very understanding and cooperative.

AVe hope that they have the same feeling

about us. Instead of joking and reviling we
have every reason to be proud of what the

producers have done. It is through their

wisdom and efforts that the quality of motion

pictures has been constantty improving, and

we are certain that they will go on advancing

as a great and beneficial force for mankind.

The National Board and the Schools Committee
An address at the Annwal Luncheon hy Mrs.

Alonzo Klaw. a member of the National Council
of the Board, ivho loas Chairman of the Confer-
ence Hostess Committee. She is the active
Chairman of the Seliools Motion Picture Com-
mittee of New York City.

THIS is the Twenty-fifth Anniversary

of the National Board of Review's

first Annual Luncheon. As in a mar-

riage, the 25th is a very special anniversary.

The years of adjustment are over, relation-

ships are established, the children are grown

up and on their own, we enjoy them but no

longer have full responsibility for them, ma-
turity is arrived at but there is still youth

enough and enthusiasm for new ways, time

to take on new activities.

This is certainly true of the National
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Board of Review. All over the country, we
—its off-spring, the Better Films Councils

—^are going concerns. Each of us, in our

own fashion, is solving the special problems

of better pictures, but turning back constantly

to the Board for advice, to share experience

and to find help where concerted action is

needed.

This is the 25th anniversary of the whole

better films movement. I think I am right

in saying that the National Board is the

oldest and certainly the most influential of

all such organizations.

Over the course of 25 years, through its

Film Councils, its Reviewing Committees,

its 4-Star Clubs and Junior reviewing

groups, the National Board has raised its

own audience of discrimination. Is it not

significant that year after year the critics'

and the pulilic's lists of the year's ten best

pictures are largely composed of those al-

ready rated exceptional by the National

Board?

All of us are interested ^in the better

motion pictures movement, otherwise we
wouldn't be here. Few of us would deny

that in these past twenty-five years pictures

haA'C developed from the lowest form of

amusement to the greatest of living arts.

It's a far cry from some of those early films

we were privileged to see at the Museum of

Modern Art Film Library during the Con-
ference to such pictures as Mr. Siiiifli Goes

to J^Fashiiigton, Ninotchka. Harvest and the

magnificent Grapes of Wrath.

The National Board has helped us, all

over the country, to make our wishes articu-

late. It is to the industry that we owe the

high type of entertainment we are now get-

ting, but isn't it the National Board that

has in great part created the audience that

makes the showing of these pictures profit-

able? But here am I, a comparative new-
comer to the National Board trying to tell

you how well it serves us when you all know
so much more about it than I do.

I would like to say a few words about the

Schools Motion Picture Committee which
works closely with the National Board. We
dififer from most Better Films Councils since

we concern ourselves not with feature pic-

tures alone but with whole programs and
only with these in their relation to children,

whom we quite arbitrarily define as the 10

to 14's. Our Committee reviews not only

features but shorts, newsreels, and even the

trailers. This means that when you see one

of our week-end lists in the N. Y. Times,

Herald-Tribune, Evening Post or in Cue,

every part of each program has been covered

and approved. Figure out for yourselves the

difficulties involved. Theoretically there are

over 300 theatres in greater Manhattan

which are cooperating with us, actually it is a

good week when we are able to list one-tenth

of these.

That isn't l^ecause there aren't enough

good pictures for us to choose from. It is

really because there are too many pictures.

It is because of that strange policy of the

industry here in New York to cater at one

time, and at one showing, to all tastes. We
are envious of you, in other cities, who tell

us that your local theatres will substitute

a desirable feature for an unapproved one

at your request. We have no such good

fortune. Week after week our lists of ap-

proved and disapproved pictures go to the

two major booking offices to little avail. We
hope that the combination of Mr. Smith

Goes to IVash'ington and Five Little Peppers

resulted from our efiforts. Visualize what

it means to find on one program two fea-

tures and at least four trailers suitable for

our children. This week there are to be

shown these "unheavenly twins," as Frank

Nugent of the N. Y. Times calls them : Sonja

Henie in Everything Happens at Night, with

TJic Return of Dr. X ; Cisco Kid and the

Lady with One Hour to Live; At tlie Cireus

with Barricade. And yet our requirements

are not exacting. We have promised, in our

lists, good entertainment for children, and

with few exceptions, because of subject mat-

ter, what is amusing to adults is amusing

to children. We find our young people from

the affiliated schools often more discriminat-

ing in their choice of entertainment than

their parents. They are the new audience

which the National Board is helping into

existence. Youngsters know what they want

and are willing to shop around to get it.

Nor do they feel, as the majority does, that

every picture with a child star necessarily

furnishes good entertainment for them.

Our reviewers, young and adult, all use
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the same set of flexible standards worked
out by members of the Executive Commit-
tee, teachers from affiliated schools and psy-

chiatrists. We do not believe in any form

of censorship. We want the truth for our

children, the right values. They must live in

this strange world that we are handing on

to them. It is their right to know it as it is.

That is why we list Grapes of JVratli. per-

haps the finest picture yet to come out of

Hollywood, and an adfllt picture if ever there

was one.

Charlie Chaplin in his introduction to Gil-

bert Seldes' "The Movies Come from

America" expresses better than I can the

attitude of the Schools jMotion Picture Com-
mittee in choosing pictures for our children.

He says : "If the element of aesthetic criti-

cism were considered in censoring a film it

might result in a more adequate method of

judging what is moralty fit for the public.

For many films would be banned in their

entirety because of their lack of good taste,

their false standards of life and their vulgar

treatment."

We are as much concerned with taste, with

the wealth of values, as we are with content.

An entireh' innocuous picture, even if prop-

erly presented, does not come up to our

requirements. A picture has to be more

than morall}- clean for us to recommend it.

Our aim is still, as always, pictures made
for children shown in theatres set aside at

certain hours for children and their ac-

companying families.

Each year there are more and l^etter pic-

tures for us to choose from. Were it not

for double billing we would, even now, be

able to recommend week-end programs in

at least one theatre in every neighborhood

of Greater ^lanhattan.

And it isn't the industry's fault that we
can't. The fault is ours, the parents. I am
reliably informed that there are over a

million two thousand children in Greater

^Manhattan forming a potential movie audi-

ence. I am not mathematician enough to

figure out how many families they repre-

sent. But if even a quarter of these par-

ents made themselves articulate, used their

great power at the box-office to show the

industry what we as parents want, we'd get

it, and get it soon.

Let us stand behind the exhibitor Avho

is willing to cooperate, crowd his theatre

when he' shows a program suitable for our

youngsters, instead of sending them around

the corner—regardless of what is playing

there—because it is so easy. Let us stop

blaming the industry for what our children

see at the movies. We get exactly what we
desen-e unless we ask for something better.

We. the parents, must lift our voices, make
ourselves heard, all of us, all the Motion

Picture Councils throughout the country.

Then we'll get Avhat we are asking for.

Travels of a Cameraman in the 90s
By Francis Doublier

Mr. Doublier was cameraman for the Lumiere
brothers from 1894 to 1902 and told of his

experiefvces as such at the Board's Conference.

AS one of the pioneers in the motion

picture industry, I am pleased and

honored to have an opportunity to

talk to you today. I am a little too young,

however, to date my introduction to the

movie quite as far back as the fift}^ 3'ears you

are celebrating. In France, where I began

my career with Monsieur Louis Lumiere at

Lyons in 1894, we do not date the begin-

ning of the film industry from the invention

of ]\Ir. Edison's kinetoscope peepbox—mar-

velous as it was—but from the date when the

movie first was shown on the screen with

tlie Cinematographe, and this was in 1895.

Alost of my family had been employed by

the Lumiere brothers in their great photo-

graphic factor)^ at Monplaisir in L^'ons,

France ,and I went to work there in 1894. As
a boy I was fortunate in working in the lab-

oratory with jMoisson, the chief mechanic of

the Lumiere plant, who built the first Cine-

matographe, and, most importantly, with the

great Louis Lumiere himself, under whose
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immediate direction and supervision we all

worked at that time. I am very proud to

have heen one of the very few to whom he

trusted tlie secret of his great invention in

that early time.

You all know about the first motion pic-

tvtre which ^Monsieur Louis Lumiere photo-

graphed with his newly constructed Cinema-

tographe? Probalil}^ most of you have seen

it. It is called. The ]Vorkers Coming Out

of the Factory at Lyons, Monplaisir. Well,

I was in that picture—one of the workers.

If you see the picture again—as I am sure

you will sometime—you will see me in it, to-

ward the end of the film, riding a bicycle

and wearing a straw hat. You can't miss

me, although you probably won't recognize

me. I have put on considerable weight since

then ! This picture, as you know, was photo-

graphed by INIonsier Louis Lumiere in Sep-

tember, 1894, but was not shown publicly un-

til March 22, 1895, when M. Lumiere

showed it to the Societe d'Encouragement a

rindustrie Nationale in Paris. After that

he exhibited the Cinematographe before sev-

eral other scientific societies in France and

Belgium in that year, all of them private ex-

hibitions, however.

The ofiicial and historic date for the first

commercial showing" of the Cinematographe

movies on the screen is Decemljer 28, 1895.

at the Grand Cafe, Paris, and it is this date

that can be said properly to mark the begin-

nings of the great industry which we see to-

day, with its thousands of great and elab-

orate theatres, and thousands and thousands

of screens, both professional and amateur, in

theatres, schools and colleges, homes and

meeting halls.

It was not only my good fortune to be an

unconscious actor in that first film photo-

graphed by Louis Lumiere for the screen,

as I have told you, but also to have developed

and handled it in the laboratory afterwards

under Monsier Lumiere's supervision. He
told me each step to take in the process.

Later, I was also present, assisting Moisson,

who was the projectionist, and his assistant,

Ducon, who attended to the arc light, at the

historic sho\\ing of the Cinematographe at

the Grand Cafe. I rewound the little sixty

foot reels and did any other odds and ends

that they told me to do. I remember I was

cjuite excited at the time although perhaps

I didn't cpite realize what an important event

was taking place in motion picture history.

As you know, neither Louis nor Auguste

Lumiere wished to become motion picture

producers. They were in the business of

manufacturing photographic supplies. So

they didn't set out to take pictures themselves

after the successful showing of the Cinema-

tographe at the Grand Cafe, where the pic-

tures ran for months after the opening on

December 28, 1895. Instead, they leased

contracts to concessionaires, to use the Cine-

matographe, supplying them with camera raw
stock and finished pictures. In Paris Mon-
sieur Clement Maurice, an old friend of the

Lumieres' father, had the concession. In

London, Monsieur Trewey had it. In

America, Monsieur Mesguiche introduced

the Cinematographe at the Union Square

Theatre a few weeks after Mr. Edison liad

shown his films on Arnat's Vitascope, April

23rd, 1896, at Koster and Bial's Music Hall

on Thirty-fourth Street. But there were also

innumerable other concessionaires, who trav-

eled from country to country, and with each

of them was a Lumiere man doing the photo-

graphing and projecting, checking the re-

ceipts of the showings, and seeing that Lu-

miere's share was duly sent back to him.

You must remember that the Lumiere

Cinematographe was not only a camera and

projector, it was also a printer. It was, in

fact, a complete motion picture factory, with-

in the compass of one small Idox, about the

size of an ordinary hatbox. This box, how-

ever, with its simple but wonderful mechan-

ism was then a great secret. The most im-

portant duty of the Lumiere man who
worked with each concessionaire was to pro-

tect and guard this secret against all the

world. Waking or sleeping the Cinemato-

graphe \vas never supposed to be out of his

possession or sight. I will tell you some in-

teresting things about this later, as I was
the first Lumiere man to be sent out after

the Paris showing. I was sent to Brussels

and then to Amsterdam. Before I left Paris

Louis Lumiere said to me : "Remember,
Francisque, no one must ever see the inside'

of the Cinematographe. You must keep it

with you at all times and guard its secret as

carefully as you would guard a queen." I
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never forgot his instructions, and when one

night in Amsterdam two men in a dark street

tried to steal m_v Cinematographe, I knew
that others were trying to learn its secrets. I

beat them off with the Cinematographe it-

self. It weighed onl}- al)Out eight pounds

and made a formidable weapon. But I

never walked alone with it on dark streets

after that experience. Isly hotel was far from
the showroom, and late at night in the loneh-

streets there was alwa5"s danger to me and
to the Cinematographe that never left lux

side. I^ater an efl'ort was made to bribe me
to show its inner mechanism, but I needn't

sa}' that the elTort was unsuccessful.

After that experience in Amsterdam I got

a room near the exhil^ition, and always had

some one accompan}- me home. From Am-
sterdam I was sent to Berlin and other

places in Germany and Denmark. Then in

]\Ia}-, 1896, I was sent for to join jNIoisson in

^Moscow to photograph the coronation of the

Czar Nicholas II. I had many interesting

experiences there, if I only had time to tell

you about them, besides photographing the

brilliant coronation ceremonies. One photo-

graph we made of a Grand Duke dancing

with the famous danseuse. La Belle Otero,

nearl}' got us into serious trouble, although

we made it by special invitation. Afterward

it suddenly occurred to some official that to

show a Grand Duke dancing with a lady

whose onlv claim to rank was her beauty and

talent as a dancer might be too shocking for

the Russian public. It might cheapen the

Grand Duke's dignity. So we were all ar-

rested and the negative destroyed, although I

think some one paid the concessionaire for it

afterwards.

But the really important event at \\-hicli I

was present was the terrible panic which oc-

curred two days after the coronation in the

Kodinsky Plain, where hundreds of thous-

ands of people from all over Russia were

gathered to do honor to their newh- crowned

Czar. \\'ith ^Moisson I had ol^tained a posi-

tion the dav before, on a small building over-

looking the great plain, from which to photo-

graph the scene. The crowd was so dense I

could hardly get through it and when the

panic started I was still a short distance away
from our post. I A\ as tall and young and some

one lifted me up. happily for me, and I ac-

tually walked on the heads and shoulders of

the crowd to get back to m}- camera stand,

where I was hauled up with difficulty. The
excitement was intense ; the cries and shrieks

and exclamations of the injured and d}ing

being terrible to listen to. I can hear them

still. I believe that more than five thousand

people were crushed or trampled to death in

that dreadful catastrophe and countless others

injured. But I still have two of the souvenirs

for which I unwittingly risked my life on

that da}-. A beautiful enameled souvenir cup

and a banner, commemorative of the corona-

tion, which had been given away by the gov-

ernment to the people, and to obtain which,

I think, was partly the cause of the panic, so

eager was the great crowd to get one of them.

After this I spent nearly three years in

Russia, covering the Balkans. Finland,

Sweden and }\orway. ^^"e would photograph

crov ds in the morning, telling them to come
to see their pictures on the screen in the

e\'ening. but as we only took sixt\- feet of

film, as it was then so expensive, perhaps

not all of them got photographed, although I

always cranked the camera for a couple of

hours. Then the negative had to be de-

veloped and printed to be readv for the

screening in the evening and. with the limited

facilities available, it is needless to sav that as

cameraman, laboratory man and projec-

tionist. I had rather a full day.

In 1899 I was sent to India. China. Persia

and Japan. I wish I could tell you some of

the man\- interesting experiences I had in

these countries. In Xizhni Novgorod, for

instance, the men didn't like to have us photo-

graph them or their women. They had some

superstition or other about it, and one night

they burned down the building wdiere we
showed the pictures. But I had my Cinema-

tographe camera with me in my room so that

it was unharmed. In Elisabethgrad Cit}' we
ran into a pogrom, or uprising of the peas-

ants of some sort, and there was shooting and

rioting on the streets, ^^'e got some pictures

of it. hwt our concessionaire took fright, and

made us leave the city that night. It was all

very exciting.

I recall one incident that I think will in-

terest you. Xo doubt }-ou will all remember

hearing of the Dreyfus case, which at that

{Continued on imge 15)
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Dominant Personalities of the Early Films
By NORBERT LUSK

Mr. Lush, a scenario ivriter of the silent film
days and long a film critic, gave the folloioing
talk at the Conference.

FIRST of all, I should like to pay a trib-

ute to those personalities—dominant and

otherwise—in early films who have suf-

fered the fate of pioneers and path-finders

and early settlers. Time and the progress of

motion pictures have closed in upon their

memory—erased it from the minds of the

majority. Today only the student or the

writer bent on research comes upon names

that once stood for the same values that

cause pla}-ers we know to be admired and

talked about, widely publicized and richly re-

warded.

These early personalities were content

with very much less. They had to be. Ad-
mired, yes, by a limited public and discussed,

too, by those of their audience who were cap-

able of discussing anything. That was all.

Of publicity and riches they had none. The
newspaper columnist had not fixed his all-see-

ing eye upon the keyhole. Newspapers, in-

deed, did not recognize the existence of pic-

tures or their personalities except to publish

someone's concept of them as a menace to

young morals. Or to report a skirmish in

the battle of their tooth-and-claw owners to

crowd each other out. There was not even a

fan magazine for an actor to open for con-

solation. The first of these gushers of in-

formation was not in existence.

Monetary appeasement for this anonymous
but busy creative work was slight though

steady for the fortunate. The first salary ol

Mary Pickford, Mabel Normand, Blanche

Sweet, Lillian and Dorothv Gish was five

dollars a dav before they achieved a weekly

rate of a little less. However, this is not to

be a tabulation of salaries or a chronicle of

privations. As a matter of fact five dollars

went far in the first decade of the century.

Most of those who received it were jubilantly

carefree for the first time. They had not

earned as much on the stage, or posing for

artists, or b}- any of the other precarious

means of making a living open to untrained

youth. Grandest of all, this new movies act-

ing ofl:'ered steady work and was great fun.

Perhaps these early players whr* were mak-
ing history and did not know it, do not de-

serve our tribute, because they were having

such a good time. Perhaps they did not real-

ize that either. Youth is slow to grant kind-

ness to the gods and acting talent of any age

is seldom allied to the gift of perspective.

On this fiftieth anniversary of motion pic-

tures it is my privilege to ofl'er a wreath of

immortelles to the memory of those who
worked in early films. Their youthful ardor,

their fortitude in the face of hardship, their

cleverness in counterfeiting costumes and

finery they could not buy and, most of all,

their acting entitles each and every one to

our appreciation and thanks.

They set a standard of acting from the first

that placed American films ahead of all otners

—made them preferred by audiences all ovtr

the world. Acting on the screen has, of

course, undergone a vast change. The work
of some of these revered pioneers is good for

a gutTaw when it is seen nowadays. But we
must remember it had the vigor of American

attack. Those responsilile for it were fresh

—

enthusiastic. If thev lacked the sophistica-

tion and finesse of the French and the Ita-

lians, they were developing a new technique

while the continentals were either over-doing

stage histrionics or employing the art of

seventeenth century pantomime in place of

something new.

Foremost of early film personalities was
Mary Pickford. D. W. Griffith was the first

to shape the art of story-telling in pictures.

No bow in the direction of earlv days

would be complete without inclusion of them

a step above the rest. Besides showmanship,

]\Tr. Griffith injected poetic feeling into films

at a time when slapstick and crudeness were

preferred. Miss Pickford was first to stylize

screen acting with small, economical gestures

that focused the eye upon her face. Strange

as it mav seem to those who remember her
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as the great star she became, her acting was
often slightly satirical, in films such as The
New York Hat and Who Spilled the Milk?
She was the first actress to be known by
name. Advertisements in the trade concealed

the identity of players who attracted the ex-

hibitor and film-goer. A synopsis of the plot

was all the information that got by. Flaring

posters outside theatres published the title

only. Producers conspired to keep players

in the dark concerning the circulation of their

films. They blacked out any sign of popu-

larity. Otherwise the actors might get big

ideas of their value, might even insist upon
the protection of a contract. It was better

to keep them in a state of gratitude for work.

]\Iiss Pickford changed all this. So

stronglv did she appeal as an actress without

a name that tlie public forced one of its own
making upon her. It was oddly like her own.

The}- dubbed her "Little ]\Iary." Only in-

siders knew her other name. She had been

playing nightly for several years to hundreds

of thousands before her name appeared in a

newspaper. That was forced by the unusual

occurrence of a large company of film players

l^eing sent to Havana and the secret marriage

of ]\Iiss Pickford to Owen ^loore. The Brit-

ish public insisted upon naming American
players to suit English ears. Thev called

]\Iabel Xormand "]\Iuriel Fortescue."

As surely as projection machines lighted up

all over the world just so surely did j\Iiss

Pickford hasten recognition of all pla3^ers in

pictures. I daresav, too, that her vaunted

business abilit}- from the first did much to en-

courage her fellows to forget the fun of act-

ing for the fun of forcing wages higher than

any of them had ever dreamed of getting. But
there were many who valiantly carried on

^^ithout her talent for acting or for aggran-

dizement.

As late as 1915 one of the big personalities

of earliest films was receiving only two hun-

dred and fifty dollars a Aveek for starring as

well as directing. I refer to Arthur Johnson.

He had more talent than business ability. Son
of a ^Massachusetts clergyman he was the

aristocrat of his day, the first romantic idol.

Like all players of that period he was not

typed as stars are today. The flood of single-

reel films did not permit it.

One week a righteous hero, the next week
a clerk led astray by bad company, then a

derelict reclaimed by a Salvation Army las-

sie, even a grandfather up to tricks with the

children, that was the repertory of those first

favorites.

We find such immutable heroines as Nor-
ma Talmadge playing adventuresses in the

old days—disguising her seventeen years

with heavy make-up and not hesitating to

mother a grown daughter. ]\Iiss Pickford

was also not above facing the test of ver-

satility. Her little-girl heroine of later years

was preceded by a wide range of ingenues,

some of them be}-ond the age of adolescence.

All this told us our favorites were actresses

who could play almost anything. They
pitched in and acted for the love of it. They
were imafraid of losing our sympathy if they

happened not to be photographed from the

most flattering angle. They knew they could

win us .back in next week's release before

anyone had a chance to raise the dread cry,

'Ts she slipping?" They did not have careers

to nurse but jobs to hold onto.

However, with the coming of recognition

came also money, big money for some. Pic-

tures gained popularity and prestige but they

lost something too. Prosperity for some
meant the happy, carefree days were over.

Xow they must fight for parts they consid-

ered ' right"—and not seize any opportunity

to face the camera. They could not do as

they pleased any more. Publicity was crowd-

ing out privacy.

Charlie Chaplin was sweeping the country,

packing movie theatres. Newspapers consid-

ered a million-dollar contract worth space

they denied films as mere entertainment. j\Ir.

Chaplin's vogue began with the children.

The^- discovered him first, went wild about

him. In slums and in nice neighborhoods

they imitated his v.-alk on the streets. The}''

dressed as Charlie Chai^lin for parties. Com-
petitions were popular with prizes for those

who could most successfulh* shuffle like

Chaplin and twirl a cane at the same time.

He was the greatest clown the world has

ever known. Then people a great deal older

than children, people who wrote books, dis-

covered something aljout Chaplin which the

kids had not thouglit about at all. Thev called
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him a name that did not mean a thing to

young minds. They said he was a genius,

loaded the woe of the world upon his little

back, insisted that he was a symbol of frustra-

tion and tragedy, not just a funny tramp

with a wiggle. Mr. Chaplin stopped going to

Hollywood parties, stayed home and played

the organ. He became the screen's first great

recluse. As much as anything, that meant

the passing of the old days.

But it pointed the way to progress also.

Discovery of Mr. Chaplin's genius by the

few, led intellectuals to see films for the first

time and decide for themselves. They in-

creased the ever-widening audience. They
aided pictures by their attendance, discussion

and demand for betterment. The}- were part

of the vast, permanent audience that passed

another milestone on the road which takes us

farther and farther away from the old days

and the dominant personalities. With the

whole world, they watched ]Mary Pickford

cut off her curls and decide at thirty-six to

meet the facts of life for the first time on the

screen in Coquette.

I do not think I go too far in pointing to

this as the end of all the dominant personali-

ties in early films. Those who still carried

on w ere few in number, their dav of greatest

glory as stars was done. Other survivors

were found in small parts, a new generation

scarcely seeing them and never guessing that

at one time they were heroes and heroines

without a peer.

Looking down the corridor of years, I can-

not but see the discovery of ]Mr. Chaplin's

genius and the removal of ^Miss Pickford's

ringlets from her head to a golden casket as

two epochs that we should note with a smile

or a tear, whichever comes easier in this

year of commemoration.

Travels of a Camera Man
in the 90s

(Continued from page 12)

time was notorious. Poor Dreyfus was then

a prisoner in Devil's Island, the victim of a

most cruel conspiracy, as we all know now.

While in Europe, many people asked me why
we didn't have pictures of Dreyfus and his

trial, and it struck the concessionaire that it

would be a good idea to get some. It didn't

occur to him that poor Dreyfus had been

tried and condemned before the Cinemato-

graphe was sufficiently perfected to take any

pictures.

But we got together a series of scenes

—

a body of troops marching, a shot of the

Palais de Justice, a battle ship, a court-room

scene and showed them as "Captain Dreyfus,

Marching at the Head of Plis Company Be-

fore His Arrest and Conviction", "The Trial

of Captain Dreyfus", "The Ship Which Took

the Convicted Man to Devil's Island", and so

on. The audiences fairty jumped out of their

seats and asked to have them run again and

again. Tlien one day an elderly man—

a

French professor, I think—came to me after

I had shown the pictures and said : "Why
do you run such a fraud?" He knew they

couldn't be genuine and told me so. I was

ashamed and we never showed the fake

Dreyfus pictures again. But I am told that

to do so was only show business and that

many of those who came after us did much

worse in fooling the public. So I don't feel

so badly about it now. After all, it didn't

hurt poor Dreyfus.

Well, I was traveling for more than five

vears for 11. Lumiere with his Cinemato-

graphe. In 1900, after visiting most every

countr}- in the world, I returned to Paris to

what I thought was the end of tb.e motion

picture business. I had photographed nearly

everything there was to be photographed in

the world and didn't think there was anything

left of importance. That was forty years ago,

yet here I am telling you about it now, and

there still seems to be a great deal remaining

to be photographed before the public and the

world tire of the motion picture. I only wish

I could be here forty or fifty years from now,

to see what great advances the movie will

have made in that time ! And it all had its

beginning in a little magic box—as I told

vou, only a little bigger than an ordinary

hatbox—the Cinematographe.



Exceptional Phi toplays
This department seeks to inclmde all photoplays of

outstanding merit in the artistic development of

the screen, with the object of bringing such pic-

tures to the attention of discriminating readers,

under the headings of Exceptional and Honorable

SECRETARY AND EDITOR,

Mention. Tin opinions of a committee composed

of trained students and critics of. the scre^ are

combined in ti*n impartial review which aims to

convey a comprehenHve idea of the picture, cov-

ering both its excellencies and defects.

James Shelley Hamilton

COMMITTEE
J. K. Paulding, Chairmai.

Otis Ferguson Richard Griffith John A. McAndrew Fran ch> Taylor Patterson Russell Potter
Robert GiRoux Henri'«Hart Mary B, Miller Viiica- i \ Patterson Frederic M. Thrasher

Frank Ward

The Grapes of Wrath
Screenplay by Niinnally Johnson from John

Steinbeck's novel, directed by John Ford, photo-

graphed by Gregg Toland. music by Alfred
Newman. Produced and distributed by Twen-
tietli Century Fox.

The Cast
Tom Joad Henry Fonda
Ma Joad- Jane Daricell

Pa Joad Russell Simpson
Granipa Charles Grapeicin
Granma Zeffie Tilbury
Rosasharn Ijoris Bov:dnn
Al 0. Z. Whitehead
Noah Frank Sully
Ruthle Shirley Mills
Winfield Barryl Ilicknian
Casey . John Carraniuf
Muley John Qualen
Connie Eddie QuiUnn
Uncle John Frank Darien
Camp superintendent Grant MitcV.c'.l

Policeman Ward Bovd
Davis John Arledye

THIS isiT't one of the fihns that need a

lot of explaining to tell why they de-

serve to be called great. Unlike so manv
movies that are now counted among tl:e mas-

terpieces it doesn't have to have footnotes 1o

call attention to its importance or its excel-

lencies. The book from which it was taken

has prepared a lot of ground for what to

look for, and a lot of speculation about

whether Holh-wood would dare to put it on

the screen honestty and sincerely has created

a good deal of curiosity about how it would

turn out. To those who know someiliing

aljout John Steinbeck's novel it is enough to

say- that the picture is way ahead of an^'thing

even the most hopeful had much reason to

expect. To everyone, readers of the novel

or not, one simple statement tells the trutli

:

here is a film that belongs up beside—at

least—the best the screen has ever done. And
} ou haA'e only to see the film to see why.

What it is is as apparent as the sun in the

sky on a clear day. AA'hether you like it or

not is a question of your personal reaction.

It is all beautifully direct and literal, like

clear-cut themes in a symphony. You can

go back and discover new effects in the or-

chestration, which is unobtrusively elaborate,

but the main motifs are announced from the

first and maintained till the end. There is

Tom Joad, on parole from prison, going

back to his family on their farm. The shell

of a farmhouse, deserted, the family blown

out by dust-storms and tractor-farming. The
family, found again, setting out westward in

their junky old truck, for work and a place

to settle on the soil once more. The long

trek west, over the endless inter-state high-

wavs, joining the miserable stream of other

families dri^-en away from their own birth-

right and seeking a promised land of home

and work again. Managing somehow to make

the truck keep holding together, and manag-

ing somehow to eat, the Joad family jolts

through Xew ^lexico, Arizona, at last to

California, dwindling as it goes: Granipa dies,

Granma dies, Xoah just disappears. Connie

gets too discouraged and runs away. And in

California there are thousands just like them,

people looking for work in a place wliere

the workers are too many, the jobs too few.

Xunnally Johnson had to do something

more with Steinbeck's book than cut pages

out of it and paste them together. He had

to dramatize it, which meant concentrating

its essence while he built it to mounting ac-

tion and emotion. -\ lot that Steinlieck

might have done to his novel in the way

16
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of economy and good taste (good taste not

in the parlor, prissy sense but in the sense

of clean cutting instead of haphazard, emo-

tion-driven chopping) has been accomplished

in this dramatization, but no one can say

that Steinbeck's spirit or intention has been

anywhere betrayed. \\'hat shifts in incident

and emphasis ha^-e been made are all to the

good. Some ma}' say, as some have said,

that the picture only scratches the surface of

the truth, or that it would haA'e been more
generally representative if Tom Joad had
been an ordinary decent citizen instead of a

jail-bird. A\*ell, Tom is a decent citizen

—

that he was in jail and came out not hard-

ened into a criminal, not "mean-mad" as his

mother put it. gives him just that special

strength of character above the dead-level

ordinarv. that rock-bottom touch of the

heroic, which puts lift and thrill into the

semi- mystical words he speaks to his mother

in their last farewell ; his renunciation of an

individual life to become a part of the fight

for the hungry, the beaten, the knocked-about

miserable—everywhere. And as for just

scratching the surface, by making the story a

family story, perhaps to some a mere "moth-

er-love*" story, with the final implication

that families—those primal units of mankind

—cannot be crushed and destroyed but go

on generation after generation preserving the

seed and spirit of human life—what audience,

or what indiA-idual, could endure a picture

that told them these families are not endur-

ing and persisting but actually dying off,

that there is no hope at all? Steinbeck told

his tale of hopelessness, eloquent in arousing

pit}- and indignation but pointing no wa}' of

remedy. The picture, in Tom load and ]\Ia

Joad, lets a bit of light in by a hint that the

spirit of man is not to be conquered and

snufifed out. And, less mysticall}-, there is

the government camp, switched toward the

latter part of the picture where its contrast

with the previous wretchedness is more effec-

tive, unobtrusively, and without specific point-

ing, suggesting that there is a way, slow per-

haps and with a long difficult road ahead of

it, to remedy the conditions that blight so

mam- lives. If that be New Deal propa-

ganda, make the most of it—and note, as com-

pensation, that the manager of the camp in

the person of Grant ]\Iitchell is not a stalwart

enough crusader to throw a scare into the

rugged individualists.

If Nunnally Johnson's script narrows the

gist of the story to only what happens to the

Joad family, John Ford in his direction has

spread it wide again, in the way that only a

movie can do. \Y\lh. the magnificent help of

Gregg Toland's camera he has created a
whole vast section of country and a multitude

of people to embank his main stream. Count-

less subtleties of movie photography have
gone into the imiversalizing of the Joad
family's modernized ironic version of a cov-

ered-wagon journey to a new land. One su-

preme example is that entrance to a camp,

shot from the jostling truck, where the

shacks as well as the people seem to be

tumbling and fleeing. Over and over again

the camera has supplied details, of meanness,

brutalitv. misery, pity, human fellowship,

that no narrative or dialogue could possibly

reveal. And the use of sound is as eloquent

as the use of picture—silence filled with

meaning b}" the far-off' sound of a train

whistle, or a rooster crowing in the dawai,

or the eternal theme of the truck coughing

and sputtering and rattling along its endless

road. There is, too. Ford's fondness for mist

and shadows and music—but all in their place

here, integral and rarely mannered.

The chief thing about the acting is that it

almost never seems to be acting at all. Per-

haps John Carradine and Grant ]\Iitchell give

an occasional impression of doing their stuff',

but the rest, from the most casual extra to

the stars, might have been caught, without

costume or make-up, in some episode of ac-

tual life. Henrv Fonda and Jane Darwell

are the most important because they embody
the main spirit of the drama : the}- both fill

their parts with such life, the life that lies

back of mere looking and speaking, that they

are more than mere actors in a movie. Other

people are less important only because they

are less in the foreground, but just as much
an element in the livingness of the picture

—

people like John Qualen and Russell Simpson

and Charles Grapewin and Doris Bowdon, if

it isn't invidious to name a few out of so

many.

One wants to believe that The Grapes of

Jl'^rath is a milestone in movies, that the dar-

ing which went into its production will prove
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something about the theory of what the pubhc
wants that has so restricted the subject mat-
ter of motion pictures. If it is a milestone, by
turning out to be a box-office hit and leading

producers to tackle other important problems

of life with equal honesty and eflfectiveness, it

will go down in the history books. It proves

that Hollywood can lead the world in serious

as well as merely entertaining pictures : it has

done its kind of thing so supremely well that

it is a fair test. If it is a box-office failure

—

which so far it doesn't appear to be—it is a

proof, not that Hollywood is unresponsive to

the times and the needs of the times, but that

movie audiences are indifferent and hostile to

real life on the screen. In that case The
Grapes of IVrafli will not be a milestone but

a magnificent monument over a lost cause.

(Rated exceptional) J.S.H.

Betty Field and Burgess Meredith in ''Of Mice and Men'

Of Mice and Men
Screenplay dy Eugene Solow from John Stein-

heck's novel, directed hy Leiais Milestone, -photo-

graphed by Norhert Brodine, music hy Aaron
Copeland. produced hy Hal Roach, distributed
hy United Artists.

The cast

George Burgess Meredith
Lennie Lon Chaney. Jr.

Mae Betty Field
Slim Charles Bickford
Candy Roman Bohnen
Curley Bob Steel

Whit Noah Beery, Jr.

Carlson Granville Bates
Jackson Oscar O'Shea
Crooks Leigh Whipper

THIS is John Steinbeck month in the

movies, and if The Grapes of Wrath

had not come along at the same time,

Of Mice and Men would be all alone among
pictures of its kind. Can two swallows make

more of a spring than one?

It is natural to compare the two pictures

because of their authorship and because they

are alike in having unfortunate people for
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their characters. But that comparison isn't

necessary, and in some ways it isn't fair, be-

cause their stories dii¥er so much in kind

and in scope. Perhaps it is enough to say

that each has been superlatively done for

what is in it, and that TJic Grapes of Wrath

being a general subject and Of Mice and

Men a very special one they can't be weighed

against each other except in importance. Of
which is more important as a picture and

criticism of life everyone must judge for him-

self.

First a novel, then a play, Of Mice and

Men might have been written with the stage

in mind : it naturally falls into scene divisions,

with a lot of its drama presented in dialogue.

That Lewis Milestone has broken that almost

inevitable mold, rehandled the material and

made it move in the flow-eddy-flow style of

the screen and yet kept the essentials of

events and characters true to their author's

conception, is in itself a director's triumph.

But he has done more than that—he has

put an intensity into it, a tragic sense of

doom, and a prevailing, understanding com-
passion, that Steinbeck, with all his violent

sympathy with his creations, never quite

achieved.

It is a pitiful story, of some unfortunate

men who dreamed a dream of having a home
of their own, with a garden to eat from,

working for themselves with no boss to rout

them out of bed in the morning, the privi-

lege of loafing or going to the circus without

anybody's permission. Just "bindle-stiffs,"

migratory farm workers tramping from job

to job, this dream meant heaven-on-earth

to them, but things happened, those fatal

things that can't be called anyone's particular

fault, and their plans went astray.

It will be a dismal story to many people

because there's no special villain you can

blame, no clear-cut force of evil to stir a

definite indignation and rouse a resolve, how-
ever fleeting, to do something about it. It is

even more dismal because Lennie, the man on

whose peculiar nature everything turns, is

after all just an idiot, a painfully pathetic

creature with whom nothing can be done

except restrain him from himself. Idiots

-aren't sound dramatic material because they

are so unsound in themselves, there's no

possible chance, without maybe a doctor's

help, for them to work out any salvation.

They are simply pathological.

But Milestone has soft-pedalled Lennie to

a considerable degree, and toned down a lot

of Steinbeck's violence, to say nothing of his

profanity. And this, by a miracle of pity and
understanding, without weakening the char-

acters or their miseries. Only once does

something like out-and-out sob-stuff rear its

head, in the prolonged agony of Candy's old

dog being shot. The setting is expansive

with its land and sky and yet curiously inti-

mate, the relation between the men and the

land they work on, and the ranch buildings

in which so much of their working life is

lived, kept close and vivid—a restraining re-

lation with only an occasional escape to some
near-by town for the movies or a night of

ranchman's fun. The men themselves are

shown with a sharp and accurate discernment

of their individualities as well as their com-
mon characteristics : the ranch-boss with his

worries, his boy Curly with his unhappy
jealousy, Slim the mule-skinner, strong and

efficient and wise in the ways of life, Candy
the old man barely able to keep a job clean-

ing up the bunk-house and scared of the

future, the negro Crooks—surely one of the

profoundest all-round pictures of the work-
ing negro the screen has had. There are the

new arrivals at the ranch, Lennie, and
George with his spunky ways and gift for

planning, atoning with patient and protective

friendship for a careless cruelty to Lennie

back in their boyhood. And Curly's young
wife, with her vitality, her loneliness, her

cheap little reachings after prettiness and
tinsel glamor—a much better motivated and
understandable girl than Steinbeck pictured.

Milestone has made them all vividly alive,

helped immeasurably by actors who get into

the skin and spirit of their parts — Betty

Field, Charles Bickford, Burgess Meredith,

Bob Steel, Leigh Whipper, Roman Bohnen,

to name the outstanding ones.

Steinbeck's tragedy was theatrical. Mile-

stone and Eugene Salow's script have given

it dignity, inevitability and an unusual strain

of excitement. If what happens to the people

is outside the universal to the point of being

bizarre, the people themselves are universal

in their humanness. J.S.H.

(Rated Exceptional)
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Posing for a family photograph in '-Ahe Lincoln in Illinois"

Abe Lincoln in Illinois

Screenplay by Robert E. Shericood from his

stage play, directed by John Cromwell, photo-
graphed by James Wong Hoice. music by Roy
Webb, produced by Max Gordon, distributed by
RKO-Radio.

The cast

Abraham Lincoln Raymond Massey
Mary Todd Lincoln Ruth Gordon
Stephen A. Douglas Gene Lockhart
Ann Rutledge Mary Howard
Billy Herndon Alan Baxter
Xinian Edwards Henry Stephens
Elizabeth Edwards Dorothy Tree
Joshua Speed Minor Watson
Jack Armstrong Hoicard de Silva

Judge Bowling Green Aldrich Boicker
Mentor Graham Louis Jean Heydt
Sarah Lincoln Elizabeth Risdon

AXY picture about Abraham Lincoln

done with inherent dignity and sin-

cerity and skill is hard to judge on

its own merits because we bring so much to

it from our own emotions about Lincoln

that the interfusion of our feelings with the

picture itself is apt to make us put aside a

critical viewpoint that we might apply to a

less stirring subject, ^^'ithin a comparatiA-ely

short time there have been two films about

Lincoln that ha^e brought the man to life

with moving vividness. Young Mr. Lincoln^

looking back upon it. seems to have done

something better within the limitations of its

title : it was yoinifj Lincoln in a simple story

that gave Henry Fonda beautiful scope for a

portra}-al of youth feeling its way toward

manhood. Abe Lincoln in Illinois covers

far more detail, and extends to the momen-

tous day when Lincoln took the train from

Springfield to be inaugurated President.

Naturally, as the man develops and comes

closer to his destiny, he grows in stature and

meaning, and we forget that the mouthful

friendship with Ann Rutledge came oft as

hardly more than a pretty and pathetic movie

romance.

It is Lincoln's struggle against his destiny,

and his acceptance of it. with that strange

certainty he seems to have had that it was

also doom, which is the heart of this picture.
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As he grows toward it, pushed b}" his wife,

by his friends, and by something in himself,

while he still remains the same Abe in all

his ordinar\- wa}'S and mannerisms, he begins

to tower in spirit, till his last speech in the

Douglas debates, the assertion of his own
dignity against his wife's h}-steria, and his

farewell to his fellow townsmen at the end,

glow with the simple but tremendously mov-

ing heroism than Lincoln has come to mean
to us.

Robert Sherwood has skillfully put to-

gether a lot of incidents that show Lincoln

briefly but revealingly in the more homely

incidents of his life, as store-keeper and post-

master, as a soldier, as a legislator who is not

being fooled by politics, and they are all

lighted up with the humor that kept Lincoln

so close to the average man. After his mar-

riage the bigger man begins to emerge, and

it is as the big man that he looms at the end.

Raymond ^Nlassey grows as the part grows,

and stands out against the more stereotyped

figures who are sometimes little more than

cartoons surrounding him. ]\Iary Todd
Lincoln may be something of a puzzle, as

she is likely always to be, Stephen Douglas

(made so astonishingly like the photographs

bv Gene Lockhart) may make }"ou wonder

why he was ever called the Little Giant, and

people like Billy Herndon and Horace Gree-

ley little more than illustrations clipped out

of a picture book, but Lincoln himself Ray-

mond Massey has made big and vital, a

splendidly stirring figure to carry away in

memory from the theatre to add to your

permanent inner picture of the man.

{Rated Honorable Mention) J.S.H.

Margaret Sullavan applying for a joh in "The Shop Around the Corner"

The Shop Around the

Corner
Screenplay by Sams.07i Raphaelson from a

play by Nikolaus Laszlo, directed iy Ernest

Luhitsch, photographed by William Daniels,

music by Werner R. Haymann, produced and
distributed by Metro-Goldwyn-Mayer.

The cast

Klara Novak Margaret Sullavan

Alfred Eralik Janves Stewart
Hugo MatuscheTc Frank Morgan
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Pirovitch Felix Bressart
Ferencz Vadas Joseph Schilclkravt
Flora Sara Haden
Pein Katona William Tracy
Ilona I7iez Coui-tney
Woman Custo))ier Sarah Edicards
Doctor Edicin 2Iaxicell
Detective Charles Halton
Rudy Charles Smith

rjIHE SHOP .-JROUXD THE COR-
i NER may be slight, but though after

a }'ear it may 4je remembered vaguely

it will be remembered pleasantly. It has

those warm qualities that Lubitsch seems to

have discovered within himself of late, not

over-sentimentalized and presented with a

humorous kindliness. It is romantic in a

lively, almost jolly way, and its substance is

no newer and no more important than that

familiar plot aljout a fellow and girl who are

in love with each other without knowing it.

But it is housed in a charmingly foreign

—

but not too foreign—leather-goods shop in

a Central European city, and peopled by

such delightful players as jNIargaret Sullavan.

Tames Stewart, Frank Morgan (not clown-

ing) and Felix Bressart, being themselves

as well as the parts thev play with ingratiat-

-ing excellence. It would be a shame to lay

the praise on too thick : it's not pretentious

but it's a beautiful job of picture-making, and

the people who did it seem to have enjoyed

doing it just as much as their audiences will

enjoy seeing it.

{Rated Honorable Mention) J.S.H.

Selected Pictures Guide
{Continued from page 2)

m *HIS GIRL FRIDAY—Gary Grant, Rosalind
Russell. Based on the play "The FrontPage"
by Ben Hecht and Charles MacArthur. Di-

rected by Howard Hawks. A sophisticated
comedy, fast moving and hilarious, of news-
paper life. Splendid acting and clever dia-

logue. Columbia.

f INVISIBLE MAN RETURNS. THE—Cedric
Hardwicke. Vincent Price. Nan Grey. Story
and direction by Joe May. Using the H. G.
Wells formula for invisibility, a man con-
victed for murder escapes execution to hunt
down the man responsible for his unjust
conviction. Novel melodrama, well done,
with fascinating camera tricks. Universal.

m KALLE PA SPANGEN (Charlie The Inn-
keeper)—Edvard Persson, Bullan Wijden,
John Degerberg. Story by Henry Richter
and Ted Berthels. Directed by Emil A.
Pehrsson. A lively, amusing story about
a Swedish innkeeper whose simple life gets
tangled up with the police, a nagging wife,
his hired girls, romance and other complica-
tions. Wliile some of the comedy is weak
there is plenty of laughter and pleasure to

be got from Edvard Persson's antics and
songs. Swedish audiences will get extra
enjoyment from the dialogue. (English
titles) Scandinavian Talking Pictures.

f LION HAS WINGS, THE—Ralph Richard-
son, Merle Oberon. Original screen story
by Ian Dalrymple. Directed by Michael
Powell, Desmond Hurst, and Adrian Bru-
nei. The first document of the war to

reach this country from England. A vivid,

dramatic study of Britain's planes, aircraft
defense, factories, raids over German terri-

tory, methods of plotting and repelling air-

raids, etc. Is frankly propagandistic in at-

titude, but its liveliness, splendid camera-
work and editing are likely to be its most
compelling features. (British Production]
United Artists.

f *LITTLE OLD NEW YORK—Alice Faye.
Fred MacMurray, Richard Greene. Based
on the play by Rida Johnson Young. Di-
rected by Henry King. A picturesque and
entertaining story of Robert Fulton and his

troubles getting people to believe in his

steamboat. The atmosphere of New York
when it was young is carefully reproduced.
Recommended for schools and libraries. 20th
Century-Fox.

m MAN WHO WOULDN'T TALK. THE—
Lloyd Nolan, Onslow Stevens. Jean Rogers.
Based on the play "The Valiant" by
Holworthy Hall and Robert M. Middlemass.
Directed by David Burton. An interesting

melodrama in which a man confesses a

murder but refuses to tell who he is—the

truth about him, and his relations to the
murdered man gradually and excitingly
emerges. 20th Century-Fox.

m MY LITTLE CHICKADEE—Mae West, W.
C. Fields. Original screen story by Mae
West and W. C. J'ields. Directed by Edward
F. Cline. Mae West and W. C. Fields romp
through 10 reels of a good old western melo-
drama, helped out by a competent cast and
the usual clever West and Fields dialogue.
Universal.

f *NORTHWEST PASSAGE—Spencer Tracy.
Robert Young, W^alter Brennan. Based on
the novel by Kenneth Roberts. Directed by
King Vidor. The heroic expedition of

Rogers' Rangers to wipe out an Indian set-

tlement in the French and Indian Wars.
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Done with marvelous care, interesting cliar-

acters and a remarkably effective use of

color. One of the best pictures of American
colonial times. Recommended for schools

and libraries. Metro-Goldwyn-Mayer.

m *0F MICE AND MEN — See Exceptional

Photoplays Dept. page IS.

f OPENED BY MISTAKE—Charles Ruggles,

Janice Logan, Robert Paige. Based on a

story by Hal Hudson and Kenneth Earl. Di-

rected by George Archainbaud. A fast mov-
ing and highly amusing comedy. A reporter

out to get a front page story finds real ad-

venture and romance. Charles Ruggles as

usual is excellent. Paramount.

m REMEMBER THE NIGHT—Barbara Stan-

wyck. Fred MacMurray. Original screen

story by Preston Sturges. Directed by Mit-

chell Leisen. A romantic drama. A dis-

trict attorney falls in love with the girl he
is prosecuting. Rather improbable, but cer-

tainly entertaining. Paramount.

f SAINTS DOUBLE TROUBLE, THE—
George Sanders. Helene Whitney. Based on
Leslie Charteris' character "The Saint."
Directed by ,Jack Hively. The Saint—that
clever, enigmatic is-he-good-or-bad adven-
turer—has a double, who gives him some
highly improbable but entertaining esca-

pades. For those who like fast adventure.
RKO Radio.

f SECRET FOUR, THE—Frank LaAvton, Ann
I^ee, Griffith Jones. Based on novel "Four
Just Men" by Edgar Wallace. Directed by
Walter Forde. Four men righting the
wrongs of the world, in Edgar Wallace's
slick melodramatic style, save the British
Empire in a plot managed with considerable
excitement. In the present European situa-
tion the picture has propaganda overtones.
Monogram.

f *SHOP AROUND THE CORNER, THE—
See Exceptional Photoplays Dept. page 21.

f SIDEWALKS OF LONDON— Charles
Laughton, Vivien Leigh. Original screen
story by Clemence Dane. Directed by Tim
Whelan. A drama of London buskers.
Charles Laughton as a sidewalk entertainer
befriends a young girl, who ruthlessly rises

to fame, leaving the adoring Charles still

on the sidewalks. Laughton's acting car-

ries a weak story along and Vivien Leigh is

good but not too convincing. ( British Pro-
duction) Paramount.

fj SWISS FAMILY ROBINSON—Thomas Mit-
chell, Edna Best, Tim Holt, Freddie Bar-
tholomew. Based on the novel by Johan

David Wyss. Directed by Edward Ludwig.
An elegant version of the juvenile classic,

ill which a family is shipwrecked on a

tropical island. The boys learn manliness
before they are rescued. Storm and hard-
ship make fascinating adventure, though
the characters and much of the incidents are

changed from the book. Recommended for

schools and libraries. RKO Radio.

ni VIGIL IN THE NIGHT—Carole Lombard,
Brian Aherne, Anne Shirley. Based on the

the novel by A. J. Cronin. Directed by
George Stevens. A dramatic story of a
nurse's sacrifice to save her sister from
disgrace. Intensely interesting with excel-

lent acting and direction. Recommended
for Libraries. RKO Radio.

f YOUNG AS YOU FEEL—The Jones Family.
Based on the play "Merry Andrew" by
Lewis Beach. Directed by Malcolm St. Clair.

Father Jones retires from business to play
and rest—and is glad to buy his drug store

back again. 20th Century-Fox.

SHORT SUBJECTS

Informationals

fj AQUAl'OISE (Pathe Sportscope) — Marvelous
aquaplaning, making good use of slow motion.
RKO Radio.

f BEAUTIFUL SWITZERLAND (Columbia Tour)
—A trip through the Alps showing the wonders
of lakes and mountains. Recommended for
schools, libraries and church use. Columbia.

f BOWLING SKILL (Grantland Rice Sportlight)
—Outdoor and indoor bowling, using slow )iiotion

to show expert shots. Paramount.
f COURT FAVORITES (Fathe Sportscope)—Some

very slick tennis, demonstrated by Bill Tilden,
Vin Richards and others. RKO Radio.

f CUBA (Color Cruise)—Showing the beauties of
Cuba. Paramount,

fj FUTURAMA (Cinescope)—An interesting cam-
era trip through one of the New York World's
-Fair's most popular exhitiits. Columbii.

f HUJIAN FISH (Grantland Rice Sportlight)—
Newton Perry, the marvelous under-water
swimmer. Some good shots with slow motion.
Faramount.

f INFORMATION PLEASE No. 5 & 6—The popu-
lar radio program brought to the screen v.'ith

Clifton Fadiman asking the auestions. RKO
Radio.

f ISLE OF COLUMBUS (Color Cruise)—A color
cruise to the lovely island of Columbus in the
AVe.<^t Indies, showing the scenic beauties and
the occupations of the natives. Paramount.

f MAINTAIN THE RIGHT (Pete Smith Spe-
cialty)—How the Royal Canadian ^ilounted is

lecruited and trained. Metro-Goldwyn-Ma.ver.
fj *MARCH OF TIME No. G—The Republic of Fin-

land—an excellent resume of Finland's history,
what sort of country it is, and how she is fight-
ing against Soviet Russia. Intensely sympathe-
tic to the Finns, and an eloquent tribute to that
country. RKO Radio.

f MECHANIX ILLUSTRATED No. 3 (Color
Parade)—Covers salmon canning: light without
fire; liquid silk, etc. Vitaphone.

f MEN OP MUSCLE (Reelism)—Training athletic
instructors at Springfield College. RKO Radio.

f NEW HORIZONS (Color Parade)—Colorful pic-
ture of Alaska. Vitaphone.
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f NIGHT DESCENDS ON TREASURE ISLAND
(Fitzpatrick Traveltalk)—Night scenes, in color,
of the Treasure Island at the San Fi-ancisco
Fair. Metro-Goldwyn -Haver,

fj OLD SOTTH, THE (MGM Miniature)—The in-
fluence of cotton on the history of the southern
states. Metro-Goldwvn-Meyer.

f ORIENTEKINGSLOPNING (Pathfinders) — In-
teresting picture of Swedish runnei-s in the
sport of pathfinding. Scandinavian Talking
Pictures.

f PARAMOUNT PICTORIAL (Paragraphic )—Solo
Flights; training aviators; speaking of hats;
styles for men. I'aramount.

f PARENSKILJNING I AKIC\ (Reindeer Round-
up In Akka. Lapland, Sweden)—Has excellent
studies of huge reindeer herds. Scandinavian
Talking Pictm-es.

£ POPULAR SCIENCE No." 4—Done in color. In-
door chicken raising; how dyes were invented;
kitchen gadgets; how the gbvernment protects
the salmon. Paramount. .

f *SIEGE (Reelism)—Julian Bryan, RKO-Pathe
newscameraman, shows and describes shots he
made while Warsaw was besieged by the Ger-
mans. Grim and highlv impressive; unique of
its kind. RKO Raldio;

-

"

f SKY GAME (Pathe Sportscope)—Fine study of
duck-hunting. RKO Radio,

fj *SUGAR WIND (Para:graphic)—A lovely pic-
ture. .Molasses making in the Barbados. Nice
singing ])y the natives. Recommended for
schools, lil raries and church use. Paramount,

fj TEDDY THE ROUGH RIDER (Historical Tech-
nicolor Featurette)—Simple and vivid resume
of Theodore Roosevelt's life. Vitaphone.

f TOPNOTCH TENNIS (Ed Thorgersen Sports)
—Tennis stars in practice ai^d in crucial games.
20th Centurv-Fox. ,

f UNUSUAL OCCUPATIONS No. 3 — Sti-ange
ways of making money; sipping straws made
into decorations; getting pearls out of the Mlrs-
sippi River; making gadgets out of gourds;
Frank Clark does stunt fl.ving for the films.
Paramount.

f VACATION DIARY (Reelism) — WTiat two
stenographers do to enjoy a two-week vacation
in Bermuda. RKO Radio,

fj VALLEY OP 10,000 SMOKES. THE—One
_
of

Father Hubbard's adventures in Ala.ska. 20th
Century-Fox.

f VI GAR PA LANGTUR (We Take A Long Ski
Trip)—Good action studies against attractive
backgi-ounds. Scandina\-ian Talking Pictures.

f WASHINGTON PARADE No. 2 (Treasury De-
partment)—An interesting and instructive pic-
ture showing how paper money is made and
also what happens to worn out money. Colum-
bia.

f WEST WALL (Reelism)—A survey of the
fighting on the Western Front. Interesting and
instructive. Recommended for schools and li-

braries. RKO Radio.

Musicals, Cartoons and Comedies

f BLUE DANUBE. THE—A pleasant fantasy in
color, a cartoon explanation of why the Danube
is blue. Metro-Goldwvn-Mayer.

fj FISHING BEAR, THE—A delightfully amus-
ing cartoon, -with a new kind of duck. Metro-
Goldw-\-n-Maver.

fj HARVEST TIME (Terry-Toon)—A color car-
toon with a good deal of charm. 20th Century-
Fox.

f JIMMY DORSEY AND HIS ORCHESTRA
(Headliners)—Some good swing music with
Helen O Connell singing. Paramoimt.

f *MAD MAESTRO, THE (Color Cartoon)—.\n
unusually clever and funny cartoon about an
orchestra and its tempera7iiental conductor.
Metro-GoIdwn-n-Maver.

fj MIGHTY HUNTERS (Merrie Melody)—Delight-
ful cartoon of Swinnerton's cliff-dwelling In-
dians. Vitaphone.

fj KITTENS' MITTENS (Color Cartoon)- -The
three little kittens who lost their mittens, with
some variations, and a lesson not to tell lies.
Universal.

f YOU NAZTY SPY-The Three Stooges in an
amusing talce-off of the headmen in a dictator
country. Has some good mimicry and effec-
tively satirizes dictatorial aml^itions. Columbia.

National Board of Rcz'icic Magazine
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NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES

The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carrying on a constructive
program having to do with commimity cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.
It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisio'is of the Review Committee
regarding pictures n.ay be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing l)ody of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per sc'nedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences. It's

pioneer activity has done much to lay the foun-
dation for the Little Photoplay Theatre move-
ment and to stimulate the organization of
subscription groups to develop audiences for fhe
support of the creative achievements of the
screen.
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Selected Pictures Guide
This department lists pictures selected by

the Review Committee of the National Board
of Review as worthy of popular patronage in

the theatres, loith an indication of the audi-

ence group suitability for each picture. The
choice of the pictures included is based upon
principles of selection developed through long

study of public preference as to what consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the reviews and audience recommend-
ations of the pictures. The Review Committee
consists of approximately 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m,—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

*—Pictures especially worth seeing as above

the average "selected" picture.

m BAKER'S WIFE. THE (La Femme du

Boulanger) — See Exceptional Photoplays

Department, page 17.

fj BULLET CODE—George O'Brien, Virginia

Vale. Original screen story by Bennett

Cohen. Directed by David Howard. About a

cowboy who believes he is responsible for

the death of his sweetheart's brother and

tries to save the bereaved family from

border-running rustlers. Somewhat better

than the average Western. RKO-Radio.

f *DR. EHRLICH'S MAGIC BULLET — See

Exceptional Photoplays Dept., page 13.

f DOUBLE ALIBI—^Wayne Morris, Margaret

Lindsay. Based on story by Frederick C.

Davis. Directed by Philip Rosen. The
usual murder mystery Avith the girl re-

porter getting the "scoop." Universal.

f FOLKET PA HOGBOGARDEN (The People

of the Hogbo Farm)—Anna-Lisa Ericsson,

Peter Hoghind. Based on the play by Jeppe

Aakjaer. Directed by Arne Veel. A pretty

little picture about people on a Swedish
farm at the beginning of the century. Has
much of the sort of dated hero-villain-

heroine material that was popular on the

stage at that time, but the charm of its

simple characters and the attractiveness of

its pretty star fit well with the lovely coun-
tryside and natural atmosphere. (English
sub-titles) Swedish production. Scandinav-
ian Talking Pictures.

f GRANNY GET YOUR GUN—May Robson,
Harry Davenport. Original screen story by
Kenneth Gamet. Directed by George Amy.
A melodrama for May Robson fans only

—

in which, as a roaring relic of frontier
days, she tries to shield a grand-daughter
from a murder charge and eventually un-
covers the murderer. Warner Bros.

f HALF A SINNER— Heather Angel, John
King. Original screen story by Dalton
Trumbo. Directed by Al Christie. A very
amusing story of a school teacher who
kicks over the traces for one day, getting
involved in a murder, a stolen car. and find-
ing love and happiness at the end of the
day. Clever dialogue. Universal.

f *HOUSE OF SEVEN GABLES, THE—Vin-
cent Price, Margaret Lindsay. Based on
novel by Nathaniel Hawthorne. Directed by
Joe May. The story of a curse on a family
who occupy a gloomy old home in England.
Betrayed by his brother, an innocent man
goes to prison for twenty years. He is

finally released and returns to the woman
who has waited for him. Nice photoplay.
Recommended for Libraries. Universal.

m HUMAN BEAST, THE (La Bete Humaine)
—See Exceptional Photoplavs Dept.. page
15.

f IL FIGLIO DEL CONTADINO (The Farm-
er's Son) or Voce Lontana (Voice from
Afar)—Giaufranco Giachetti, Sandra Ravel.
A young man on a farm listens to his radio,

hears a girl singing and promptly falls in

love. Tills infatuation nearly wrecks his
life, but at last through his father's help,

he is persuaded to marry a village girl who
can provide him with real happiness. The
action is slow but the photograplij' is good,
and the film will appeal to those who speak
the language. (Italian production) Pied-
mont American Film Exchange Inc.

fj *PINOCCHIO— See Exceptional Photoplays
Dept.. page 10.

f ROAD TO SINGAPORE — Bing Crosby,
Dorothy Lamour, Bob Hope. Charles Co-
burn. Original screen story by Harry Her-
vey. Directed by Victor Schertzinger. An
amusing piece of farce, in which two neer-

do-well sailors, one a wealthy man's heir,

run away to the East and "go native" in the
hope of escaping matrimony at home.
Feminine dangers turn out to be quite as
frequent, of course, in Singapore as they
were at home. Has some pretty songs, but
the comedy is the best feature. Paramount.

(Continued on page 23)

Copyrig-ht, 1940, The National Board of Review of Motion Pictures, Inc.
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James Shelley Hamilton Appointed Executive

Director of the National Board

AFTER nine years on the stafif of the

National Board of Review, Mr. James

Shelley Hamilton has been appointed to suc-

ceed Wilton A. Barrett as Executive Direc-

tor of the organization.

Mr. Hamilton is probably better known to

New York members of the Board than he is

to those from out of town. For nine years

he has served as secretary to the New York
review committees and, in that capacity, has

probably seen more motion pictures than

any other critic or reviewer in the country.

In addition to his work as Review Secretary

he has headed the Committee on Exceptional

Photoplays for many years and most of the

reports on the findings and decisions of this

committee have gone out under his signature.

The large majority of reviews of exceptional

pictures, published in the National Board of

Review Magazine, have been written by him,

along with many articles relating to the mo-
tion picture, all of which have made him

well-known to readers of the magazine every-

where.

Mr. Hamilton was born in Orange,

Massachusetts and educated at Montague
High School and Amherst College, leaving

the latter with A.B. and M.A. degrees. To
Amherst and, indeed, to college glee-clubs

throughout the country, he gave the college

song "Lord JefTery Amherst," now one of

the most widely known songs of its kind.

After leaving college he turned to writing

and wrote magazine fiction, critical articles,

juvenile books and college songs, while do-

ing editorial work with D. Appleton & Co.,

G. J. Putnam's Sons and the Butterick and

Ridgeway magazines. It was at this time

that he first met Wilton Barrett and began

an association that brought him into close

contact with the work of the National Board.

At difi^erent periods he was on the General

Committee and in its earliest days the Com-
mittee on Exceptional Photoplays.

As dramatic critic of "Everybody's" Mr.
Hamilton was one of the first critics to write

about the motion picture in a national mag-
azine and to accord it the prominence he

felt it deserved.

In 1917 he became a member of the A.E.F.

and served two years in France with a medi-

cal unit. After the war he started work in

movies as a writer of serials for Pathe. With
that as an apprenticeship he went to the Fam-
ous Players Studio in Astoria and then to

Hollywood as a scenario writer for Famous
Players-Lasky and Fox Films. Later acti-

vities included the Editorship of "Cinema",

a monthly film journal, and the titling of

such famous Russian silent films as Stoi'in

Over Asia and Arsenal.

Following a visit to France in 1930, he

joined the stafif of the National Board in

1931. He took over the post of Review
Secretary and has remained with the Board
ever since. His appointment is certain to be

a popular one with the review members who
have enjoyed his secretaryship for the past

eight years and with followers of his writing

in the Magazine.
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The Story Content of Early Films

B\ Robert Gessmer

Mr. Gessner is an instructor in English and
teacher of a course on the cinema as literary
art at Neiv York Vniversity, ichere he icill

conduct a class this summer in the technique
of tcriting and screen treatment. He presented
the folloxcing address at the Xational Board
Conference in February.

WE are here today in celebration of

what might be somewhat facetiously

called fifty A^ears of progress. As you

may agree A\ith me, it seems as though the

motion picture has been in for at least a

hundred years of abuse. Consequently, I

do not wish to add my bit of abuse by at-

tempting in the fifteen minutes allotted me
to tell you about the fift}- years of stores-

content.

I should like, however, in this period to

speak about the relationship of the narrative

to the art of the motion picture, and also to

discuss briefly as necessary three or four of

the leading great story-tellers of the screen.

I believe that in attempting to understand

the motion picture as a new form of art it is

essential to understand it primarily as a form

of story telling. Consequently, it might be

said that the motion picture is the twentieth

century way of telling a stor}'. Only from

this type of definition is it possible to explain

the unprecedented popularity of the motion

picture.

There are more people today in one week
seeing movies than the aggregate number

who are reading or seeing pla3's, or reading

novels and short stories. Now, this is an

astounding fact, and it can be explained only

by simply saying that the motion picture

tells a story with more excitement, vitality,

reality, and also with more dreams and fancy,

yet with a semblance of living life, than any

other form of storj- telling ever invented. In

fact, we might sa}' that the most important

invention in the history of culture and of

mankind, since the invention of the printing

press, is the invention of the motion picture

camera.

This interpretation of the motion picture

as a story-telling art may seem peculiar to

some people. It does not seem peculiar to

people who are working in the industry. As
one who has worked in Holly\\-ood, and who
has taught several courses on the motion pic-

ture, I have come through tests and experi-

mentation to the belief that it is primarily a

story-telling medium.

Xow, who are the great story-tellers of

the early screen days? The motion picture

started off as a recording of life. It still is

that. But in making a record of life they

shot scenes as they were, in the early days.

It was what we call "reportage." Lumiere

did it in France, and the first picture that

Edison made was of a sneeze over in the

Oranges.

Incidentally, it makes you realize how
young the motion picture industry is when

} ou think that all of the great men who
contributed to its art and creation are still

alive— with the exception of !Melies. who
died but two years ago. IMelies was a

Frenchman who was directing a theatre in

Paris and who happened to see the news re-

portage that Lumiere had done. He became

so engrossed with the possibility of recording

life and telling stories that he offered ten

thousand francs to Lumiere for a camera.

You have learned from Doublier* how

rare those early cameras were. ^Nlelies bid

twenty thousand, then thirty thousand

francs, his house, his wife—anything for a

camera. The man went insane with his need

for a camera. Lumiere told him that with a

passion of that type he would eventually go

l3roke. Eventually he did.

But at last he succeeded in getting a cam-

era from Paul in London and he proceeded

for the first time to use the camera as a

storv-telling medium. The first magic must

be traced to ]\Ielies, as an impresario; and

being of the stage he knew how to create

* Also a .speaker at the Conference. His talk -n-as

pulilished in the February issue of the Magazine.
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magic with the camera. The early produc-

tions of MeUes are still exciting to us be-

cause of the free use of imagination—the first

imaginative use of the camera.

Secondly, he was the first man to use the

camera for movement as distinct from the

reportage of Lumiere. Hitherto there had

been static pictures of a train coming into

one of the stations in Paris, of a wave break-

ing over the rocks in the North Sea, of a

cavalry charge by a famous brigade of

cavalrymen in the French army. These were

so exciting to people when they were shown

in a hall in Paris (there were no theatres

:

people were seated on platforms) that many
ran out in panic when the waves broke over

the rocks and the horses charged, for fear

they would drown or be crushed under the

horses' hooves.

This element of reality, of being able to

portray life as one saw it, was the thing

that excited Melies.

His early pictures were based upon litera-

ture, upon fairy tales such as Cinderella and

The Arabian Nights. Others came from

fantastic stories, like those of Jules Verne,

or from some of the painters of the day.

Before he went to work pictures were only

three minutes long—-some of them even

shorter. Melies extended their length to a

reel. Where they had had but one scene he

gave them thirty.

One of the most notworthy pictures of the

early days was Cinderella. The idea of a

good fairy suddenly exploding out of mist,

or smoke, was incredible. But Melies' tal-

ent was given full play in A Trip to the

Moon. That was in 1902—the year after

M. Doublier returned to Paris, when he

thought the motion picture was finished. In

1902 people left the earth and went to the

moon, and lived and explored, in Melies'

picture. Queer animals lived in the moon,

and they were photographed exploding out

of trapdoors and coming out from behind

weird-looking rocks and trees. In other

words, pure fantasy was given free play, as

never before in literature or on the stage.

Unfortunately, by the time Melies reached

his maturity other people had taken on the

work where he left ofi^, developing it in terms

of comedy. Another Frenchman, Ferdinand

Zecca, in 1907 inaugurated the first chase; a

horse and wagon dashing through the

streets, running through brick walls, etc.

Alelies was the first to use camera tricks,

stopping the camera and having people leap

into the air, apparently defying the laws of

gravity and nature. Zecca continued that in

a comic tradition.

Now we come to American story-tellers

who exploited the vein of comedy. The first

important one, of course, is Mack Sennett,

who took up the camera tricks and fantastic

comedy where Melies left ofl^. He developed

more varied phases of camera tricks than

the Frenchman did. But his greatest con-

tribution came in the form of the gag—of

making a sharp type of laughter in the midst

of a scene. This came, of course, from his

experience in vaudeville, where the gag is

an essential feature of comedy. Coming
from vaudeville to the motion picture Sen-

nett brought that same important sense of

timing, of telling the joke in a way in which

it could proceed rapidly. He was the first

to cut scenes sharply in terms of audience

reaction, something that Hollywood has not

yet entirely learned in all its aspects.

Sennett's transition from a choir boy to

a great impresario of the screen is one of

the most amusing incidents and sidelights of

the early days. Few people know that he

was a member of the Baptist choir and sang

for no less a personage than John D. Rocke-

feller, Sr., who was one of the supporters of

the church. When Sennett heard that Mr.

Rockefeller was giving millions of dollars to

cure pellagra in the South, he decided it was
a good time to ask for a raise. He was re-

fused, whereupon he denounced Mr. Rocke-

feller, and said if he could give millions of

dollars to the worms and couldn't give a few
more to the choir boy, he would go to the

movies. This he did, and it was our gain

and Mr. Rockefeller's loss, though Mr.

Rockefeller Jr., tried to make up for it by

giving us Radio City and the Music Hall.

Mack Sennett belongs to a very important

triangle in the early history of the American
motion picture. With Griffith and Ince he

formed the Triangle Corporation, which pro-

duced many of the early great movies. These

three men more than anyone else, including
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^Melies, laid the emotional and technical foun-

dation for the motion picture in America. By
that, we ma\- as well say, in the world. By
the end of the decade which ended with the

Treaty of V^ersailles, the technical, structural

and emotional foundation of the cinema was
laid—which might be the only good thing

ever to coincide with the Treaty of Versailles.

Some scholars believe that the early crea-

tive period of any new art form possesses the

greatest creative impetus, and this is curi-

ously true of the drama—the Shakespearean

drama—and similarly true of the motion pic-

ture. If you wish to make a comparison,

you can compare Mack Sennett to the type

of bufifoonery and light comedy of Ben Jon-

son ; D. W. Griffith to the sensitive, human,
and superb craftsmanship of Shakespeare,

and Ince to the bawdy, tough, rough, human-
istic Dekker. I do not advise categorical com-

parisons of that type, because they might be

extended too far. But it is very good for

historical comparison in helping us to un-

derstand the aesthetic background of a new
art form.

]\Iack Sennett brought, also, something in-

to American comedy to which we have a

great debt, and which is particularly Ameri-

can, namely, the scoff, the ability to laugh at

something A-ery serious, to make fun of the

great. For instance, in the days of the very

popular Western films, he made a satire on

westerns called The Bitter Pill, which kidded

the Robert Taylor of that day—William S.

Hart. I think there should be more Ameri-

can comedies today of this type. There

could be an enormously funny comedy bur-

lesque of Gone With the Wind—a very short

skit. There could be a very amusing comedy

burlesquing Robert Taylor, or Clark Gable.

AA"hen the industry kids itself, it means the

industry is young and growing. Now it is

something else ; too self-conscious, too rigid.

Mack Sennett is also important to us as

the god-father of Charlie Chaplin. As a di-

rector he introduced Chaplin to the motion

picture and taught him the importance of

transferring his vaudeville style to the screen,

which Chaplin did very easily. Pantomime

was something in which he felt very much at

home, in London, The sort of skits he did

on the London stage were easily adapted to

the screen. The Boxing Lesson, for in-

stance

—

you can imagine Chaplin doing a

boxing lesson on the stage. Also, the famous
stock one of the drunk going home at night.

These were easily translated to the screen.

Sennett had taken up where Melies had
left off in comedy. Where Sennett left off

on the scoff, Chaplin took up. He extended

burlesque into satire. His early pictures

made fun of serious things, for the first time

in American comedy. He made fun of the

cops and of such important and serious in-

stitutions and people as honeymooners, the

opera, pillars of society, and others who are

deemed important and pompous. As his

satire deepened he also took on the social

tone which today characterizes him as per-

haps the most powerful international voice

on human relations that we have on the

screen. An early picture. The Immigrant,

showed the Statue of Liberty above, and be-

low, a group of immigrants in the steerage

of the boat, being handled like cattle. Tlie

Gold Rush was a thesis to the eft'ect that all

that is gold does not glitter, and that wealth

is an illusion. Another early picture, The
Kid, had a very social title in the beginning
—Her Only Sin JVas Motherhood . which,

when flashed on the screen, brought a laugh

with its biting significance.

To get back to the famous triangle. Ince

A\as a man who started off with wild and

woolly western serials. You might say that

he brought the saloon into parlor conscious-

ness. He threw in a spittoon for good meas-

ure, and he was not afraid to be tough and

rough and realistic. He made the 101 Ranch

of the wild west a famous ranch. You might

even say he placed it, historically speaking,

in a niche beside the Round Table of King

Arthur. He inaugurated the whole cycle of

western and gangster pictures. He, too, had

a social perspective, and made some ver\-

significant pictures about the slums, poverty,

social conditions, the problems of the emigre

—the last entitled The Italian.

To round out this trio there is, of course,

the great man of the screen who still is great

:

D. W. Griffith. Just as ]Melies discovered

a medium three minutes in length which he

made into a whole reel of significance, so

Griffith found the motion picture as an amus-

ing sidelight to vaudeville acts. The motion

{Continued on page 22)
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Filming a European Crisis

By Hans Burger

Mr. Burger, who gave the folloicing address at

the Annual Conference, tvas co-director of the
film "Crisis", whi<^h icas selected as one of the
Ten Best of 1939 by the National Board.

WHEN you open your newspaper to-

day you usually find a small note at

the head of the page warning you

that foreign news is subject to censorship.

In addition to this, every modern reader has

a kind of censorship of his own. He always

has some idea of the kind of paper he is

reading ; he knows something about its back-

ground and, very often, something about the

background of certain of the reporters. If,

for instance, the organ of the German-
American Bund writes about a decisive vic-

tory of the German army, with 23 French

divisions smashed and a hundred British

planes shot down, then almost automatically

the reader plugs in a kind of filter, an inner

censorship, and reminds himself that the

printing press is really a very patient animal

!

It is very different, however, when you

see pictures, newsreels and documentaries.

For some strange reason everything you see

has more authentic value for you than what

you read in print. Maybe our use of lan-

guage is partly to blame. Some fifty years

ago a scientist got the unhappy idea of call-

ing his system of photographic lenses an "Ob-

jectiA^e", and at once people began to confuse

a camera-objective with the idea of impar-

tiality—which is a very loose translation of

the word.

This happened long before Mr. Arthur

Mayer came to us and gave us money, a

camera and film and, as an objective, the

filming of the Czechoslovakian crisis. But

a year later, when we tried to get the finished

picture distributed, the representative of one

of the biggest film companies simply said to

me : "Not a chance ! What d'you think

you've done? This isn't art ! You just went

out and filmed what you saw and then spliced

it together. ..." Well, it is true we filmed

what we saw. We were very honest about

that. There is not a single shot in the pic-

ture Crisis that we didn't make ourselves—

-

with the exception of the ones of Munich
and Berchtesgaden. There are no stock-

shots. Everything is pure, unadulterated

reality, just as we saw it.

Yet this reality, when investigated a little

more carefully, turns out to be the most

complicated thing in the world, and perhaps

you will see why if I give you an example.

Let us suppose there is a big subway crash

somewhere in Queens. Five newsreel com-
panies rush their cameramen to the scene,

five cameras work feverishly at the same
place, with the same "objective", even with

the same type of camera. And the result ?

Five different pictures. Not, astonishingly

enough, because each of the cameras had to

be set up in a slightly different position.

These pictures turn out to be fundamentally

diff'erent
;
they even contradict each other

sometimes. Let us try and discover why.

Let us presume that one of the cameramen
is an optimist who thinks mankind is essen-

tially good. What will his picture show?
Probably passengers and by-standers partic-

ipating feverishly in rescue work and touch-

ing scenes of courageous people helping

others out of the jammed cars. And you sit

in the audience and marvel at the virtues of

the human race.

But the second cameraman is a born scep-

tic. He thinks mankind isn't worth a cent

and will prove his point by shooting faces

which seem to be completely phlegmatic, or

even smiling. Fie will show suffering people,

and others who just don't care. And you sit

in the audience and remind yourself that in

life everyone thinks of his own safety first.

The third cameraman is a special case. Flis
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company is affiliated with the insurance com-
pany that holds a policy on the subway. I

won't say that his employers tell him what to

film. But, even unconsciously, he cannot help

knowing where his weekly pay-check comes
from. On top of that he has an editor to

check his pictures afterwards. So, as you
watch his pictures unreel you are impressed

by the fact that the subway management ap-

parently neglected nothing which could have

secured the life and. health of their passen-

gers.

I think my point is clear enough without

our going into the frailties of the remaining

two cameramen. We can see that all the

photographers were "objective", that all their

pictures were "authentic", and that the

camera cannot lie.

Yet what is the truth? You can't be in

every subway crash in order to check up on

it yourself. And if the subway crash happens

to be something worse, and if it doesn't hap-

pen in Queens but thousands of miles away

—

then the possibility of the pictures being lies

grows with the square of the mileage.

As I have said, the public is experienced

in reading newspapers. Most people allow

for exaggeration and the laws of probability.

But faced by a documentary film, a collection

of "authentic" pictures, they lose all their

critical faculties.

^ ^ ^

Say somebody has filmed the very harm-

less scene of an apple being thrown towards

an apple tree. The camera follows the apple

up to the top of the tree. In editing the

scene the throwing man is cut away, leaving

the realistic picture of an apple flying up into

the branches of a tree.

None will believe that this is the normal

behavior of apples, no matter how honestly

we swear to the authenticity of its flight

!

Nor will it bother us particularly to be

doubted. But when our flying apple is con-

sidered in terms of world crisis, when you

stand with a newsreel camera in a foreign

land, these problems of veracity become ques-

tions of life and death and a grave respon-

sibility. When we first came to North Bo-

hemia (the section of Czechoslovakia for

which the Nazis faked the name "Sudeten-

land") we fell into the hands of Nazi propa-

gandists. They were very clever people and
if our camera crew had been composed only

of Americans I give you my word that you
would have seen apples flying through the

air and never doubted them for an instant!

They showed us an ironworks with deserted

halls, black chimneys, rusted railway tracks.

They showed us a town of seven thousand
starving families, starving because the iron-

Avorks had shut down. They told us that

this town of Rothau was once a prosperous

town, but that the Czechs came and forced

out the owner of the works, bringing starva-

tion. But Hitler was going to put the people

to work again when he came. . . .

We filmed this ironworks. We filmed the

hungry children and the jobless men who
were digging coal out of forgotten pits with

their bare hands, hoping to sell it and make a

few cents for their starving families. But
what was the truth?

The owner of the ironworks was a good
Nazi. ' He was also a member of a trust,

along with a number of Czech ironmen. The
trust figured that they must guard against

over-production by closing down one of the

works. The}^ picked on Rothau. So our

Nazi got three and a half million crowns in

compensation, but he told his workers that

the Czechs had squeezed him out. He still

lives in a nice little palace in Vienna. . . .

This is the truth and consequently you will

find this episode in our picture Crisis not

among the arguments for the Nazi, but as

one of the charges against their stupid chau-

vinism. W^e show the men, together with

the Czech unemployed, peacefully digging

their coals, and we show a 100% Czech

organization bringing food and clothing to

the starving children.

In every German village Ave were invited

to the Nazi headquarters and shown docu-

ments and letters about the behaA^or of the

Czechs. The off.cials Avere alAA'ays sorry

that Ave couldn't have come the day before

—

to see the Czech police beating them and

their children. We used to race hundreds of

miles to catch up with these beatings, but

somehoAv there Avas always perfect peace

Avhen Ave arrived. The Czechs Avere sup-

pressing all German national feelings, we
were told

;
they refused to alloAV celebrations.
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We spent fifty sleepless nights in fruitless

ei¥orts to catch up with the suppressions.

But one morning we didn't arrive too late.

It was two days after the famous May mobi-

lization of 1938. The country was full of

soldiers, the frontier was occupied and the

Reich newspapers printed full-page stories

about the crimes of the Czech soldiery. Ac-

tually, two German spies had been shot while

escaping across the border on motorcycles

with important military documents. We were

informed that tliey would have a funeral in

Eger, a city five miles from the German
border. We raced there at breath-taking

speed and just managed to arrive in time.

We saw—during a period of mobilization,

don't forget !—how the Nazis were allowed

to concentrate all their followers from hun-

dreds of miles away in the city of Eger, to

demonstrate against the country they were

living in. The Nazi party had spent thous-

ands of crowns to ensure a huge turn-out;

they paid car-fares, crammed hundreds into

cars and buses and threatened anybody who
had more important things to do with a

bloody revenge when Hitler came—which

was supposed to be at any moment. This was

the truth about the Czech suppression of Ger-

man national feeling, and thus we filmed it.

One month later we filmed another con-

centration of Germans in the Sudetenland.

This time the democratic Germans had been

invited to a festival in Reichenberg, about

ten miles from the frontier.

Here, too, were thousands of Germans.

But nobody had paid their car-fare, nobody

had requisitioned fancy cars for them : they

came with their own money, on foot and by

bicycle and farm-cart. None of their leaders

checked up to see if they were all there. They

demonstrated for freedom and democracy

and thousands of Czechs came from Prague

to tell them that they wouldn't desert them.

And they didn't. Somebody else did. This

was the truth, and we filmed it.

But if the democratic organizations didn't

check up on their followers, the Nazis did.

Hundreds of blacklists were found in the

homes of Nazi leaders during the martial

law period in September 1938. I remember
that bombs, rifles and dynamite were found

in the home of one group-leader. The Nazi

papers asked scornfully how any country

that was a country could be threatened by a

few rifles and bombs. But I don't have to

tell you how real this threat was. We filmed

it—not as an unusual apple that flew in the

wrong direction, but as a fundamental char-

acteristic of the Nazi movement which was

of such importance that it must be recorded.

Subsequent events proved our judgment

right.

And the blacklists? They were shown to

the British delegation, headed by Lord Run-

ciman who spent all his week-ends in the

castles of various Nazi-Junkers. He saw the

lists, he saw that the Nazis openly threatened

the lives of at least three hundred thousand

democratic Germans and Czechs. Probably

he assessed these figures cautiously, applying

the laws of probability. He knew that

;Nazis rarely keep promises, but that there

was one promise they probably always kept

:

the promise of bloody revenge. He knew it

and his masters knew it too : they knew what

they did when they gave up Czechoslovakia.

. Thai was the truth, and we filmed it as

far as we could.

We know that Crisis has many weak-

nesses. It couldn't be otherwise, for we were

inside a country in which information of

every kind, true and false, came to us every

day. We couldn't be in more than one place

at a time and I am sure we missed a lot. But

what we wanted to get were not incidental

shots of anything that happened. They

might constitute "reality", but we wanted

things which told the truth.

The making of films is very far developed.

There are hundreds of great craftsmen and

artists producing films. There are hundreds

of great cameramen and editors available to

do splendid jobs. We, the crew which made
Crisis, are aware that we could have done

our job better from a filmic point of view—

-

that this or that shot was against the rules,

that we could have returned with a far more

beautiful picture full of castles, streams,

forests, folk-dances and the very beautiful

girls of my native country. But we are very

proud to think that the National Board over-

looked all these shortcomings and understood

that it was a different message we wanted to

bring you.
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Pinocchio

Founded on Carl Callodi's story, produced hy

Walt Disney. Supervising directors Ben Sliarp-

steen, Hamilton Luske; sequence directors Bill

R-oherts, Norman Ferguson, Jack Kinney, Wil-

fred Jackson, T. Hee; Animation directors, Fred

Moore, Milton Kohl. Ward Kimball, Eric Lar-

son, Frankling Thomas, Vladimir Tytla, Arthur

Babbitt, Woolie Reitherman; music and lyrics,

Leigh Harline, New Washington, Paul J. Smith.

Produced and distributed by RKO-Radio.

^ ^ ARTOON," even "animated car-

I toon," doesn't convey any longer

what Walt Disney does, it hasn't

for a long time. Otis Ferguson, looking for

a word for Piiwccliio, had to fall back on

calling it a "Disney," which of course is

condensing into a noun what everybody has

in mind when he thinks of a Disney film, in

fact what a lot of people have been doing.

Maybe it is the inevitable unique word for a

unique thing.

Pinocchio goes far beyond anything Dis-

ney and his studio have done before. The

difference is a tremendous advance partly in

the technique of animation, and even more

remarkably—whether significantly or not

—

in a change toward what might be called a

romantic kind of naturalism. The drawings

are far remo^'ed from the broad and simple

and humorous lines of the early Mickeys and

Silly Symphonies, for which the w^ord "car-

toon" could be aptly used, and have be-

come more and more the careful, serious kind

of picture you find in pretty paintings. Look

at the landscapes, the sea, the fairy : could

Edmond Dulac have done anything in w4iich

fancy and fantasy were more governed by

prettiness ?

To some people the first sight of Pinocchio

gives something of the same kind of shock

—

the shock of diflrerence—that one might feel

if confronted, without any period of adjust-

ment, by an immediate change from silent

films (the best ones) to talkies (also the best

ones). It isn't merely that there is a great

amount of dialogue, an almost inordinate

amount, in Pinocchio. The whole style and

approach seem to have changed, just as

comic strips have changed from being just

comic slapstick to narratives of adventure or

romance. And once more you are confronted

W'ith the question of whether change is neces-

sarilv progress. Or is it a matter of taste?

Comparing Pinocchio with Snon' White

is inevitable : there is nothing else to compare

it with. Snozv White is so old it is ageless,

and all her adventures are a part of racial

memory, happenings we instinctively under-

stand without needing to adjust ourselves to

them at all. Pinocchio is foreign and strange,

localized in Italian tradition and (though

that makes little difference) pretty modern

as folk-lore goes. Snon' White makes an

immense appeal to the sympathies : who cares

whether a puppet becomes a real boy or not?

Snow White is a simple tale of goodness re-

warded and wickedness punished, with no

explicit moral : Pinocchio is as full of morals,

carefully emphasized, as a Sunday school

story.

These comparisons are apt to crop up for-

cibly at the first sight of Pinocchio But at

the second sight they are forgotten, and you

can give yourself up to the extraordinary
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movement and skill of it. The animation has

become something little short of magic. The
details—such details as the clock figures, the

dancing puppets, the under-sea adventures

with all their marine creatures, are superb

examples of the Disney tradition brought to

perfection. The non-human characters are

delightful: Jiminy Cricket, the amiable sa-

tires implicit in Cleo the goldfish and J.

Worthington Foulfellow^ the foxy ham ad-

venturer, the cat, the terrifying whale.

In technique it is hard to imagine how
Disney can go further, though it is one of

the qualities of genius that it can go beyond

the common imagination. But there is

many an admirer of his who wishes he would

leave human characters to human actors, and

give us more animals and bugs and flowers

and fish. What he could do with "The Wind
in the Willows !"

J. H. S.

{Rated Exceptional)

The Fight for Life

U. 8. Film Service release of Pare Lorentz
production.; written and directed hy Pare
Lorentz. Adapted from Paul de Kruif's hook,

"The Fight for Life"; score, Louis Gruenterg

;

camera, Floyd Crosby.

The Cast

Interne Myron McCormick
Dr. Ballou Storrs Haynes
Dr. Hanson Will Geer
Head Doctor Dudley Digges
Young Woman Dorothy Adams
Grandmother Doroth Urban
Receptionist Effie Anderson

PARE LORENTZ'S The Fight For
Life is the first feature-length docu-

mentary film to be released to the

American public in recent years, and is

therefore of great importance not only to the

career of this talented director but also in

the development of the documentary film in

this country. Not that the success of The

Motherhood is the theme of Pare Lorentz s documentary film, "The Fight for Life'
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Fight For Life would cause mass production

of a kind of film which has thrived on in-

dependence, poverty, and careful workman-
ship. Nor would the failure of the new pic-

ture disstiade workers in the field from con-

tinuing their courageous effort to dramatize

the world we live in. The documentary film

movement has already developed too far to

be much aft'ected by the fate of a single film.

Nevertheless, much can be learned from

analyzing this unusiTal picture. Because of

its length, its ambitions, and the importance

of its director, it can be thought of as a sort

of test case, a way of finding out whether

or not the method followed here is an ap-

propriate way for the documentary film to

realize its peculiar aims.

Because they serve a special purpose,

documentary films must be judged by spe-

cial standards. Their first aim is to interest

the public in civic problems, to arouse in

each citizen a sense of his vital stake in pub-

lic affairs. Beyond this general aim, each

individual film has a specific cause to pro-

mote. Lastly and basically, the documen-

taries, like every other form of film, must en-

tertain the public to which they are directed.

The extent to which any individual picture

fulfills these three aims is not only a measure

of its excellence. It is also an indication of

the ideas of the man who made it, a key to

his understanding of the function of the

documentary film.

No one has ever criticized Lorentz's first

two films, The PIozv That Broke The Plains

and The River on the ground that they were

dull. To hundreds of startled audience-

groups, they were the most unexpectedly ex-

citing pictures of recent years. They "en-

tertained" the spectator by making him a

participant in what the film was about. By
the use of familiar music, place names, and

the American landscape itself, the memories

and associations of audiences were stimulated

toward identification with the people who
faced the problems of erosion and flood con-

trol. The weak spot in botli pictures was

the fact that there really were very few peo-

ple in them. Perhaps to fill this lack,

Lorentz's new film is built round people al-

most entirelv. And in order to focus sym-

pathy and interest even more, the people are

also professional actors, skilled in the elo-

quent expression of emotions which you and

I ordinarily hide and only betray at moments
when we are far from cameras and micro-

phones. Their dramatic appeal is further

heightened by the fact that they are placed in

an elementary situation which tears at our

emotions whether we like it or not. For The
Fight for Life is the fight of doctors and

nurses and internes to save mothers and un-

born children from the disease-breeding filth

of the slums. Because this fight takes place

amidst the formidable paraphernalia of hos-

pitals or in the sinister shadows of slum

dwellings, and above all because the medical

routine depicted is in its every detail a race

against time, it cannot help but be exciting.

It is sometimes tragic as well, and curiously

it is always hopeful. Because of this, be-

cause our emotions are enlisted. The Fight

For Life is certainly an entertaining film.

The question remains, however, whether in

achieving entertainment j\Ir. Lorentz has not

sacrificed those other, more important, goals

at which the documentary film aims.

The eft'ort to enlist puljlic interest in pub-

lic problems must be more than the formal

goal of the director of a documentary film.

It must inform his whole approach, be made
manifest in each step in the creation of his

film. And if public interest is to be enlisted

to any purpose, audiences must be made to

feel that what the film is about is real. IMr.

Lorentz's treatment of his problem here, so

successful in eliciting emotion, does not seem

to me to make the problem real at all. His

actors emote skilfully, his ambulance sirens

shriek terrifyingly, the oxygen bag on the

operating table pulsates, Avavers, resumes

feebly. But Hollywood has accustomed us

to this sort of thing, and we are inclined to

look upon it as a trick used to get us excited

rather than a real occurrence. We may even

feel the urge to burlesque the solemnity of

the medicos and the excitement of the tele-

phone operator as she receives and dis-

tributes her news of life and death. IMaybe

we would have believed it more if the doc-

tors had been real doctors and the telephone

girl the one who ignores you for five minutes

while you fidget around the lobby. It is all

a little too slick, and somehow suggests that

what we are seeing is a special case instead
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of the sort of reality we are likely to run

into tomorrow or the next day.

Perhaps the film in general doesn't feel

very real because its specific purpose isn't

as clear as it might be. In fact, I am not at

all sure that what I got out of the picture is

what Mr. Lorentz put in it. If I take him

rightly, the author-director intended to show
how great is the skill and how persistent the

courage and devotion of the medical profes-

sion. That comes through, though, as I said,

it seemed less important than it might have

because it is expressed in Hollywood terms.

But right in the middle of his picture, Mr.

Lorentz includes a sequence—strikingly fine

in itself—which makes the statement that

a doctor's skill and courage and devotion are

powerless to heal when they are opposed by

poverty. This, I take it, is the actvial theme

of the picture, but it is articulated only once,

and then as an interruption, for after the

sequence is over the film goes on showing

skill and courage and devotion over and over

again and ends monotonously on the same

note. The result is rather abstract and re-

mote, a generalization which one recognizes

as true but which offers no springboard for

action.

In short, the tendency of The Fight For

Life is on the whole away from the present

methods of the documentary film. Mr.

Lorentz seems to be going in the direction

of such symbolic fictionizations of fact as

The Grapes of Wrath, rather than following

the down-to-brass-tacks gambit of most

documentaries, which are interested in facing

up to a problem that has a local habitation

and a name—and has, moreover, a tangible

and possible solution. I rather doubt that the

director intended to make this efl^ect ; he

seems to have done it as an expedient to

keep interest alive throughout a full-length

film. And that he does succeed in doing,

precisely in terms of the thinking of the

largest film audience. There, possibly, is

the justification for his method, or at least

an explanation of it. Mr. Lorentz fictionizes

and romanticizes real problems, but so do the

people he is addressing. Acttiallv his view-

point represents very accurately the social

conscience of the average movieeoer in its

present phase of development. Many Ameri-

can documentaries have been more conscien-

tious, specific, and practical than The Fight

For Life. But the very confusion of this

picture is akin to the attitude of the great au-

dience, which has become conscious of basic

social problems only in recent years, is still

tmaccustomed to carrying them in its mind,

and hasn't the faintest idea of what to do

about them. Because he feels with people

like this, Mr. Lorentaz is able to keep their

interest alive, and sometimes he does it mas-

terfully well. The key sequence in the film,

when the camera backs away from a doctor

who has just delivered a slum baby to the

slums themselves, and travels through miles

and miles of desolate streets where every

child is constantly endangered by things

from which medical science can't protect him,

is searchingly bitter and tragic. Perhaps

Mr. Lorentz will next time be able to build

his film round such an idea, instead of graft-

ing it artificially into the middle. Perhaps

he will be able, temperamentally as well as

intellectually, to show us that social prob-

lems are real and have real solutions.

Whether he does or not, there will be many
films to tackle this job, and meanwhile we
must thank him for one which lays the

groundwork surpassingly well.

(Rated Exceptional) R. G.

Dr, Ehrlich's Magic Bullet
Screen i^lay by J,ohn Huston. Heinz Herald

and Norman Burnside from an Idea hy Norman
Burnside, directed by William Diete7-le, photo-

graphed by James Wong H.owe, executive •pro-

ducer Hal B. Wallis, associate producer Wolf-

gang Rheinholcl. Produced and distributed by

Warner Bros.

The Cast

Dr. Paul Ehrlich Edioard G. Robinson

Mrs. Ehrlich Ruth Gordon
Dr. Emil V07i Behring Otto Kruger
Dr. Robert Koch Albert Basserman
Minister Alth.off Donald Crisp

Franziska Speyer Maria Oiispenskaya

Professor Hartmann Montague Love
Dr. Hans Wolfert 8ig Rumann
Dr. Lenz Henry O'Neill

Dr. Morgenroth Edioard Nvrris

Dr. Kraus Theodore von Eltz

Dr. Kinze Louis Jean Heydt
Dr. Brockdcrf Louis Calhern
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Dr. Ehrlich explains his iwohlem lo his co-warkers

IN
these latter years, especially in the last

two, there appears to have been more seri-

ous reading and listening going on than

a while back. More non-fiction books, more
informational radio programs. More people

seem to be more seriously curious, and seri-

ous curiosit}^ can lead anywhere. The same
sort of thing has been happening with the

movies : since things can't be turned away
from, but keep popping into the news, over

the air, from all sort of places, why not face

them and look at them? Looking at them

may mean looking into them, which may
turn out to be interesting.

Dr. Ehrlich and his experiments with

chemicals to kill disease germs isn't what

would have been thought good movie fare

not so long ago. It's in a direct line from

"Pasteur," following closely that successful

pattern of a scientist fighting his slow and

lonely fight against ignorance and conserva-

tism and red tape. The fearful shock that

might have been expected from hearing the

word "s3'philis" on the screen is not very

shattering : the whole thing has been handled

with too much sincerity and dignity and good

taste to be sensational, and the discovery of

Paul Ehrlich's 606 is only one, though the

crowning one, of a remarkable series of in-

valuable successful researches.

It is its fact and documentation that give

this film its fascination, and the spirit in

which the facts are presented. So far as

dramatic plot is concerned this sort of thing

has become a Pasteurized formula, the kind

closely identified with Paul Muni, from

beards and sympathetic helpmates and un-

sympathetic colleagues to court-room scenes

and final appeals for understanding and toler-

ance. For movie audiences this seems to be

a safe and excellent formula, and never be-

fore, in pictures made for popular interest,

has the camera been used so craftily to take

the spectator into the heart of what he is

watching. Where, save through projection

on a screen, could an audience look through

a microscope and watch live germs, in this

instance vivified by color, or see through the
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eyes of a blind man how, as his vision came

back to normal, objects gradually emerged

from darkness to haziness to distinct out-

line, and experience subjectively the restor-

ation of sight? In addition to these special

cinematic devices, the tale of Dr. Ehrlich's

long years of research has been told with re-

markable clarity and remarkably little thea-

trical jockeying, from his first experiments

with dyes and his discovery of how to bring

the tubercle bacillus into the field of micro-

scopic vision, through his successful im-

provement of diptheria serum, to his great

battle to convince the medical world that dis-

ease could be cured with chemicals. It

sounds text-bookish and dry, but they have

presented it in human terms that give it

vivid human interest.

The human interest comes a great deal

from warmly expert characterizations. Above

all Edward G. Robinson, who in this film

escapes at last from his long years of type-

casting in criminal roles into an heroic em-

bodiment of beneficence. In a beard that

is a triumph of the make-up master's art,

and with a voice that is infinitely remote

from Little Caesar, he gives the most admir-

able performance of his screen career. Albert

Basserman and Otto Kruger and Ruth Gor-

don lead a good supporting cast, in which the

only jarring note to be found is the remark-

able diA^ersity of broken English spoken by

some of them. William Dieterle's direction

and James Wong Howe's photography

handle the actors and the settings and prop-

erties with revealing sympathy and skill.

Movies about doctors must be popular or

there wouldn't be so many of them. One of

the best of the fiction type is still Arrozv-

smith, and from that they have gone on to

The Citadel and the Dr. Kildare series,

which is the medical counterpart of the Jones

family. Dr. Ehrlich (the Magic Bullet

seems to be a box-office device to bridge the

gulf between Mr. Robinson as a gangster and

Mr. Robinson as an actually great scientist)

is the best of the American films to get away
from fiction, while still retaining its form,

and attempt to satisfy this popular curiosity

with facts. If it is part of a trend, it is an

interesting trend to watch. J. S. H.

(Rated Honorable i\feiitiou)

The Human Beast
(La Bete Humaine)

Released by Juno Films Inc. Directed by

Jean Renoir; from the novel by Emile Zola.

Photography by Curt. Courant.

Jacques Lantier Jean Gabin

Severine Rovbmid Simone Simon

Roubaud Ledoux

Pequex Garette

Cabuche Jean Renoir

Flore Blanchette Brunoy

Fils Davergne Gerand Landry

Philomene Jenny Helia

Mme. Vicloire Colette Regis

Mme. Misard Germaine Clasis

Grandmorin Berlois

Examining Magistrate Andre Tavenier

Canche Roussel

Employee Perez

JEAN RENOIR has run the gamut in his

choice of material for films ; his subjects

have included such dissimilar themes as

the French Revolution, life in a flop-house,

and the rigors of a prison-camp in wartime.

In essence, however, his films have much in

common
;
through them all run the tradition

of French naturalism and a love of charac-

teristic depiction of the French working man.

So it is hardly surprising that his latest film

should be drawn from Zola's huge work on

the Rougon-Macquart family, and that the

central figure should be a simple engineer, set

against a background of steel tracks, locomo-

tives, smoke, and thunder.

Any film that depicts with passable skill

the mechanics of a trade, is likely to be in-

teresting, especially to the more sedentary

and intellectual movie-goer whose knowledge

of mechanisms is usually nil. The half-

childish desire for flashing pistons and spin-

ning wheels, which is in most of us, is given

many minutes of sweet satisfaction in The

Human Beast, creating a pleasure that often

thrusts the more serious elements of the film

into the background, or covers up even the

more serious flaws by the prevalence of its

dash and exhilaration.

Not that either Zola or Renoir meant the

story of The Human Beast to be an affair

of delightful puff-puffs, for the satisfaction

of our childish emotions. The engineer in
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question is Jacques Lantier — the half-

brother of that far more famous character,

Nana—and on him falls the burden of

drunken living which has killed his forebears

and been transmitted to him in the form of

acute homicidal mania. Now human, now
beast—we see him in both configurations

;

normally a strong, good-hearted personality,

abnormally a raging murderer whose only

respite from mental torture is found at the

throttle of his big locomotive, tearing down
the express run between Paris and Le
Havre.

His end is determined, however, by the

wife of his own station-master. Simone
Simon, who plays this part, is a speaking

embodiment of the old French tradition

which believes every station-master's wife to

be fluffy-minded and entirely unfaithful. Her
husband, fierce and jealous, (Renoir usually

has him embrace his young wife with his

back to the camera, showing up his bald

crown) disposes of her first lover by stabbing

him to death in the train, forcing her to

look on while he does so. The engineer, re-

turning from his run as a passenger, is a

suspected witness to the crime, and it is to

silence him that the wife first begins to make
herself attractive to him, finally deepening

their relationship into adultery, and even try-

ing to force him into murdering her impos-

sible husband. But, with poetic justice, it is

she who pays the penalty, meeting her death

at the hands of her lover in one of his mo-

ments of insanity. To complete the cycle of

human destruction, the engineer throws him-

self from the cab of his engine and brings to

an end a triangle of intense violence and pas-

sion.

Unquestionably the most dramatic and ef-

fective power of the film lies in the relation

between the human personalities and the
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daily workings oi a huge terminus. At no

times does Renoir permit the action to go

beyond the confines of steel rails, mechan-
isms, and the men who look after them : even

the interlude of the dance, in which a tenor

unwittingly sings his song from "Mignon"
as a requiem for the murdered wife, is shown
essentially as a projection of the life of the

railroads. The passions and conflicts flour-

ish in the drab little homes of the station em-
ployees, or emerge from a confusion of for-

gotten freight cars and engine sheds, dimly

lit by station lanterns. When the violence

and agitation of the characters runs high, it

is picked up by the roar of the speeding

trains, with Renoir using his sound effects

as they have rarely been used before—mak-
ing them intrinsic not only with the visual

sequences, but with the whole mood and

tempo of his characters' thoughts and ac-

tions, until the sound ceases to be anything

but a means of illustration and story-telling.

The only uncertainty the audience is likely

to feel is connected with the film's clarity

as a communication. This may be found

a serious problem. Neither the characteriza-

tions nor the aim of the film are clear cut

;

there are moments, indeed, when one's pleas-

ure in its vital atmosphere is checked sud-

denly by the feeling that one is without a

compass. This is partly because there is no

special emphasis on a single theme—is it the

lives of trainmen, the life of a semi-insane

individual, the eflfects of bitter circumstances

in childhood? We are not told very clearly,

though it seems probable that Zola's theme

of hereditary suffering is meant to apply to

more than one of the characters. But where

Zola spun his tale of family tragedy in twenty

volumes, Renoir has but an hour and a half

of pictures to portray a single one of the

twenty; and thus we are dropped into a

world for which we are unprepared, and ripe

for confusion in interpreting it. No blame

can be laid upon the actors
;
they strive with

remarkable success to clarify their blurred

portraits, and this is specially true of Simone

Simon (whose playing will be a revelation

to those who have seen only her Hollywood

productions) and Ledoux, as her husband.

As for Jean Gabin, the engineer, it is rare

to find him falling short in any respect.

"Give me Gabin and a few express trains"

said one critic, "and what else can I ask

for?" N. D.

(Rated Honorable Mention)

The Baker's Wife
(La Femme du Boulanger)

A Marcel Pagmol Production, Uased on an in-

cident in a novel by Jean G-iono. Directed by

Marcel Pagnol. Adaptation and dialogue, Mar-

cel Pagnol. PJwtogravhed by G. Benoit, R.

Ledru, and N. Daries. Music by Vincent Scotto.

English titles by John Erskine. Distributed in

the United States by "The Baker's Wife, Inc."

The Cast

The Baker Raimu
The Baker's Wife Ginette Leclerc

The Handsome Shepherd Charles Moulin

The Priest Robert Vattier

The School Teach Robert Bassac

J'he Marquis , Gharpin

ALL the Frenchman's love of native

scene and type has gone into the

making of The Baker's Wife. The
same affection with which Rene Clair pro-

duces his Parisian street scenes recreates this

village in Provence, favorite locale of Jean

Giono and Marcel Pagnol, the writer-direc-

tor combination which also produced Har-

vest. As in that famous film, the ancient

town, the doorw^.ys, the streets, the brief

shots of the beautiful countryside, a grove

of olive trees, the silhouette of a little hill,

all these details of background are repro-

duced con amore. The tale which adorns and

brings the town to life is also told with de-

light in the creation of character and type. It

is the stor}' of a baker whose beautiful wife

runs off with the Marquis's shepherd. In

the interval of three days and nights during

which the unfaithful girl is absent, the baker

is made the butt—and the darling—of the vil-

lage. The townspeople follow him about.

They watch him drowning his sorrows in

drink. They even present the poor fellow

with a magnificent pair of antlers ! The local
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The townsmen try to get the baker back to his baking

types—a priest, a school teacher, the Mar-

cjuis—are skillfully played off against each

other, each mixing gaily in the scandalous

situation. The village lives. Finally, in a

very broad and witty sequence, the adulteress

is discovered by the priest and the school

teacher. She comes home repentant and

humiliated and finds the baker ready, with a

touching and ludicrous eagerness, to give her

back her self-esteem. He not only forgives

her—he raises her to a new level of virtue

and wifely perfection. The film ends with a

happy baker returning to his oven to give the

villagers "bread the like of which you have

never before seen."

The baker is played by Raimu, whose par-

ticular brilliance lies in his ability to keep

the part moving from the pitiful to the ridi-

culous. In his deep sense of the relationship

between pathos and humor, he reminds you

of Charlie Chaplin—but only in that sense.

For Raimu's acting is wholly French, and
the picture itself could have been made no-

where else in the world but in the Gallic

studios. The source of its comedy is not

the idea of adultery as such, but the fact that

the baker is so unmanned by the loss of his

wife that he can't make any bread. That is

a serious matter for the whole village, and

that is why its inhabitants are so concerned.

A man's private life is his own affair and

that of the gossips, but when it interferes

with public service it becomes a part of the

public domain. Nobody is more serious

about these matters than the French, and

with all its Rabelaisian atmosphere The
Baker's IVifc is really a virtuous film. Its

sauce is scandalous, but underneath is very

sohd meat indeed. M. B. M.
{Rated Honorable Mention)
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Book Reviews
Hollyivoocl Saga. By William C. deMille. Button

$3.50.

MR. DF.MILLE'S Saga isn't an analy-

sis of the motion picture from the

first faint flicker to Gone With the

Wind or an epic of Hollywood's progress

from almost a cow-path to a modern Arabian

Nights, and it is only relatively biographical.

Rather, it culls a little from each and is pri-

marily the reminiscences of a few pioneers

from the autumn day in 1913 when Cecil B.

deMille, Jesse Lasky and the last twenty

thousand dollars in the world went West to

make Tlie Squaw Man in an open barn, to

the cataclysm of the sound film which liter-

ally uprooted the whole industry in the man-

ner of one of C. B's biblical visitations.

Of The Sqiiazv Man, the author says :
".

. .

the story held; it was essentially drama,

the acting restrained and realistic, the emo-

tional climaxes poignant . . . never before had

a motion picture affected me as a depiction

of real people zvith genuine emotions . . . dim-

ly, I began to see the screen's possibilities as

a netv social force, a new medium of broader

appeal than any yet devised; a nezv zvay of

revealing the peoples of the world to one an-

other, not as Americans, Germans or Jap-

anese, but as mothers, fathers, sons, daugh-

ters, lovers. . . .

"

He dallies engagingly over the first few

pioneer years and then jumps a decade to

the momentous birth of the babbling babe.

What the deMilles have done since then is

barely hinted, and the gaps between the two

points are filled for the most part with highly

interesting and amusing anecdotes of their

studios at dift'erent times, and an occasional

glimpse of the rest of the Hollywood of yes-

terday : How quiet little Adolph Zukor de-

feated the one-reel chain that threatened to

nip the feature film in the bud, joined Lasky

and the deMilles and the Paramount Dis-

tributing organization to assure them a dis-

tribution outlet and form the nucleus of the

powerful Paramount of today; C. B's intro-

duction of the sophisticated glamour film and

its immediate efifect on clothing and even

bathroom style (C. B., if for nothing else Avill

go down in History as the Emancipator of

the Bathroom), his later preoccupation with

Biblical spectacle, the author's turning from

writing to direction, and the obstacles he en-

countered.

The highlights are all too briefly sprinkled

with flashes of beloved faces, superimposed

montages that vanish before Memory is fully

awakened ; some that have faded away, others

that died : 'Jerry' Farrar, a grand person

and splendid trouper who didn't need her

great voice to be loved by fellow-workers and

public : she it was who inaugurated the fam-

ous Hollywood party ; Lois Wilson and

Florence Vidor, whose shy reserve all but

cost them their careers
;
Mary Pickford,

whose beauty and charm were surpassed only

by a mathematical mind insistent upon higher

figures than the Paramount comptometers

could supply; Thomas Meighan, in Male and

Female, doing a desert island scene with a

live and lusty leopard draped around his

neck ; Theodore Roberts and James Neill, in

Biblical array, left standing outside the por-

tals of C. B's inner sanctum over an hour,

and finally sending in the message : "Just say

that Moses and Aaron are waiting to see

God."

Sometimes the author indulges in remem-

jjrances that might well be supplanted by

others equally close to mind and more to the

point, but these do not obscure his natural

modesty and charming style. Mtach that is

invaluable to writer, director and actor is dis-

cussed, and the ill-matched blending of stage

and screen in 1928 is thoroughly analyzed and

and a solution, then, now and for the futiu-e

of the talking screen, carefully suggested. Mr.

deMille feels that any industry that can

weather sudden death and complete rebirth

in a short six months, as the film did then,

can accomplish virtually the impossible ; he

sees in it the Will of the People behind the

camera, ceaselessly selecting and rejecting,

and they can do no wrong because theirs is

the first, last and only Court of Appeals. This

I consider a decidedly debatable point, but

this is no debate.

Hollyzvood Saga is bound to evoke pleas-

ant, nostalgic memories for those who love

the movies just for themselves and not alone

for what social significance they can impart.

Perhaps you'll agree with the author that,

with the present factory methods and multi-

ple collaborations in all departments, some of
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the thrill, the color and romance that came
with the pioneers left when the^' went, too.

But where is \Mlliam de]\Iille now ? He is a

fine writer and playwright; he alwa3's was a

good director—and today as much as yester-

day the combination is as rare as it is essen-

tial ; and he believes that

the Jiigliest function of uwtion-picturc

art is to express tJie people to them-

selves. The voice of tlie screen is the

voice of coinmon h ffmanity trying to put

into living -words its thoughts and emo-
tions, its ideals and its dreams.

The man who says this and can do it has

a duty to perform.
j_ \ ]^Ic -\.

Memo on the Movies: War Propaganda. 1914-

1939. By Winifred Johnston. Publisned by
Cooperative Books, Series I, Number 5,

Norman. Oklahoma.

THE title of this pamphlet is too modest

altogether. \Mnifred Johnston's an-

ah'sis of war propaganda in the movies

is much more than a "memo." It is a close-

packed collection of facts, aiming to show
two things : how powerful the movies can

be in creating opinion favorable to war, and

who is interested in creating this opinion.

As such, it should be of maximum interest

to ever}fbod}^ who wants to know what the

movies are really about and what effects

they have beyond passing entertaimnent.

The author points out that films about

war belong to three groups, which usually

develop one into another as world crises

intensify. The first group contents itself

with depicting war itself as "decisive, ro-

mantic, heroic." The second, later, group,

then begins to depict one side of the hypo-

thetical or imminently forthcoming conflict

as "good, brave., a force for righteousness."

And finally, when the nations are already

on the road to war, the third group appears,

showing the "other" side as "brutal, de-

praved, lacking in abilities, decencies, and
charm, a force for evil and barbarism."

The users of this method of creating war
propaganda are. according to I\Iiss Johnston,

the financial powers who control the movie
industry. And these powers are not the pro-

ducers, as most people would be likely to as-

sume, but the financiers and banking insti-

tutions which own controlling interests in

the studios and can direct their policies at

will.

Having assumed this as the essential set-

up of the movie industry, ]\Iiss Johnston

goes on to describe how the financiers haA-e

used the movie to propagandize their own
commercial and industrial interests through-

out the world, wherever these interests are

aided or obstructed by war and nationalism.

Her exposition of the use of propaganda

films in the World War of 1914 is most in-

formative. She herself was an employee of

the govermnent during the ^^'ar, and, be-

tween facts cited from personal experience

and an exceptionally intelligent use of the

research done by other movie historians, she

makes a convincing picture of the deliberate

exploitation of the sentiments and loyalties

of movie audiences during that period. The
second part of her pamphlet, outlining the

growing use of movies for war propaganda

during the past thirteen years, is open to

question. Perhaps her analysis here is less

convincing because the facts are hard to find.

Certainly she has made factual errors, par-

ticularly in her treatment of the develop-

ment of the German film industry and its

suppositious use. before 1933, for Xazi pa-

paganda. But I think there is a deeper reason

why IMiss Johnston fails to make her inter-

retation wholly believable. ]Many writers

have tried to show how the movies serve

the personal interests of their owners, and

most of them have succeeded in revealing a

remarkable correspondence between the

changing fortunes of the owners and the

content of films at any given time. But no

one has yet succeeded in showing just Jiozk.'

—by what process—these persuasions are

inserted into ordinary entertainment films,

much less how audiences are induced to ac-

cept them. Like others before her, ]\Iiss

Johnston evades the issue by assuming that

the audience is completely passive, swallow-

ing anything that is ottered to it under

the hypnotic spell of entertainment. I do not

think anyone has the right to assume this,

because the evidence on what audiences will

or will not accept is still so vague as to be

susceptible of contradictory interpretations.

The question must be set down as an un-

solved problem of movie research, and Miss

Johnston's pamphlet, for all its vitality' and
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factuality, is no contribution toward its so-

lution. It is nevertheless a valuable book,

and I think it should be particularh- useful

to the casual movie-goer. He may not be

convinced by all he reads in it, but he will

iiever again see a movie without realizing

that there is more to its story content than

the advertisements tell. R. G.

Children in the Cinema. By Richard Ford. 230
pages. Geoige Allen & Unwln Ltd.

CHILDREX in the cinema being a sub-

ject of especial interest to the many
active in community motion picture

groups, when a book on it appears it is cer-

tain to receive attention. This book, al-

though it is written from experiences in

England, covers situations \\-hich are fam-

iliar to us here, and thus it makes good read-

ing for those in this countr}-. And then, too,

even if the circumstances are not parallel it

is of interest to know what other countries

are doing in an active way about the motion

picture and the child.

]Mr. Ford is well able to write from ex-

perience, for he is chairman of, and has full

responsibility for, the organization which
plans and directs all the children's matinees

in the Odeon Theatre circuit in London.
This means 150 matinees, with an attend-

ance of 100,000 children. He has brought

to this work a background of education at

Wellington College, and Trinity College,

Cambridge, and training in political and eco-

nomic research, and in the collection of pop-

ulation and social data.

The first of the nine chapters making up
his book deals with "The Social Problem
created by Children in the Cinema." Other

chapters of special interest are "Psychologi-

cal and Physical Aspects" and "Films the

Children Like." AA'hen, in discussing the

latter, the author says "there is one word that

crystallizes the essentials of a film that is

popular with children—action," he is in

agreement with results proved bv the study

of film preferences among the Young Re-

viewers of the National Board. The chil-

dren, we know, want something to happen :

to them continued dialogue is tiresome.

What t}-pes of films are most popular ? was

a question put to 142 managers having chil-

dren's matinees. Their replies summed up

as follows : Western, Adventure (not West-
ern ) . Animal, Comedy, Historical, Alusical,

and Child Stars. Mr. Ford believes this first

place for Westerns is because of their in-

gredients of "action, aggression, and the suc-

cess of right over wrong," which children

favor. The children's preference in shorts

is also noted, and a judgment in accord with

American children is shown when over 80%
of the matinee managers state the cartoon

character liked best is ]\lickey ]\Iouse,

The chapter on organizations of children

matinees, while not in all vrays appropriate

to situations here, shows enough of like prob-

lems to be of interest to those who have

sponsored junior matinees, or wondered why
they have failed to do so successfully. Many
of these matinees, although they are planned

for pure entertainment, manage to have "cer-

tain subjects suitable for child instruction

wrapped inside entertainment." The most

important of these subjects is safety; others

3 re health, thrift, and the treatment of ani-

mals.

]\Ir. Ford expresses some doubt as to the

general acceptance of film appreciation

courses in the English schools, but suggests

some ways in which the reason for opposition

to them might be overcome.

If you want to compare prol:)lems. possi-

bilities and plans in regard to motion pic-

tures and children in England with condi-

tions as \ou know them here, this book will

help you do it. The agent for the Cnited

States is William Salloch. 725 Greenwich

St.. Xew York Citv. Price of book $2.00.

B. G.
Cartoon Production. By Harold Turney.

THIS book is the first in a proposed

series of Film Guide's Handbooks de-

signed to intepret the various and

numerous phases of motion picture produc-

tion, distribution, and exhibitiori.

With the success of the feature length car-

toon

—

Piiioccliio, Gulliver's Travels, Snon'

White and the Seven Dzvarfs—added to the

long interest in animated shorts, this little

book answering the question, How are car-

toons made? is likely to find a hearty recep-

tion. Its developed outline st)'le makes it an

easily usable textbook in the stud}" of car-

toons, but does not prevent it from being in-

teresting simply as reading. The sixty
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pages of text include : Story Selection and

Construction ; Directors ; Animation Record-

ing; Photography; Technicolor; By-Pro-

ducts of Cartoons ; Amateur Cartoon Pro-

duction
;

History of Animated Cartoons

;

Walt Disney and other Contemporary Car-

toonists. There is a thirty page pictorial

section and you may also find Mickey Mouse,

one of the Little Pigs, or Donald Duck, at

any place throughout the book to remind you

of your cartoon favorites as you read about

them and how they came to be.

This Film Guide's Handbook is included

in the regular annual Film Guide subscrip-

tion : $2.00 for twenty issues, or single copies

are 40 cents. Write Film Guide, Taft Build-

ing. Hollywood, Calif. Those who have used

Professor Turney's Guides on specific pic-

tures in their film study will be glad to know
that these Handbooks are to be added to the

service.

Movie Opinions Aired

"WOUTH Goes to the Movies" was the

1 subject of a broadcast in the series

"Let's Face It Together," conducted by

Youthbuilders, Inc., on radio station WNYC
in New York.

This was shortly after the Conference of

the National Board of Review and two con-

ference delegates staying over took part as

guests. Mrs. Frank R. Anderson, President

of the Cleveland Cinema Club, told of the

various youth activities in their Club and

Mrs. Samuel B. Cuthbert described junior

matinees as conducted in Pittsburgh by the

Motion Picture Committee of the Allegheny

County Federation of Women's Clubs.

But as usual on this series of programs

given over to youth expression, adults were

only incidental and the main discussion was

conducted by three 13-year-olds. They com-

mented on the points brought out by the

guest speakers, showing a constructive in-

terest in programs intended to develop in

children a critical appreciation of motion pic-

tures.

A later program in this series was also

devoted to the motion picture. After a re-

view of The Bill of Rights and The Monroe
Doctrine, two films in the Warner Bros.

Living American History series of shorts.

three youths from the Forum groups dis-

cussed the films in a broadcast, unrehearsed,

as are all in this series. Particularly inter-

esting were their comments in applying the

subject matter of the films to conditions to-

day.

Information about these broadcasts as re-

ported in the Youthbuilders regular services

on the recording of young peoples opinions,

may be learned from Youthbuilders, Inc.,

220 Fifth Avenue, New York City.

The Junior Conference Report

THE Junior session of the National Board

of Review annual Conference is reported

in the March number of the "Four-Star

Final." The young people received very fa-

vorable comment on the way in which they

conducted their session and reported their

activities. Those interested in junior mo-
tion picture activities who wish to read the

record ma}' have copies of the Final at 10c.

Story Content of Early Films
(Continued from page 6)

picture had to be apologized for—as a sort

of bootlegged article slipped in between im-

portant juggling feats. Griffith transformed

it into a recognized form, which people

lauded and recognized at that time as a new
art form. This he did with one picture. The
Birtli of a Nation, which still rests, after

twenty-five years, as the Plymouth Rock on

a new shore of exploration. Today it still

contains, technically, artistically, and aesthe-

tically, a cinema -which has rarely been sur-

passed and frequently has not been equalled.

In comparison with it, Gone With the Wind
is but another pebble on the beach. In its

day it was something which, aside from the

problem of racial conflict, explored a new
form of story telling. Griffith became the

greatest story-teller of his day.

It is to be hoped, if we are here celebrat-

ing fifty years hence, that we will have pic-

tures technically as profound and aestheti-

cally as far-reaching as The Birtii of a Na-

tion. Or let us hope, at least, that if we

reach the stage of one hundred years of pro-

gress of the motion picture, we will have in

diminishing returns only fifty years of abuse.
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Selected Pictures Guide
(Continued from page 2)

f SAFARI—Douglas Fairbanks Jr., Madeleine
Carroll. Based on story by Paul Hervey
Fox. Directed by Edward H. Griffith. A
romantic drama of big game hunting In.

Africa. Good photography and excellent

acting on the part of Lynne Overman as a
Scotchman. Paramount.

m *STRANGE CARGO — Clark Gable, Joan
Crawford, Ian Hunter. Based on novel,

"Not Too Narrow, Not Too Deep," by Rich-

ard Sale. Directed by Frank Borzage. A
group of men escaping from a jungle penal
colony, and a girl trying to get away from
the island, come under the influence of a
strange and gentle man, resulting in sur-

prising reformations and salvations. The
brutality that builds up the characters in

their natural state is hardly made up for by
the last-minute repentances, but the inten-

tion is there, and the characters are vigor-

ous and the story full of excitement.
Metro-Goldwyn-Mayer.

f THEY CAME BY NIGHT—Will Fyffe,

Phyllis Calvert, Anthony Hulme. Based on
play by Barre Lyndon. Directed by Harry
Lachman. A rather clever story of a gang
of jewel robbers who use an innocent man
for their pawn only to have him turn them
over to the police. (English production)
20th Century-Fox.

fj *YOUNG TOM EDISON— Mickey Rooney,
Virginia Wiedler, George Bancroft. Original
screen story by Bradbury Foote, Dore
Schary and Hugo Butler. Directed by Nor-
man Taurog. The early life of an American
boy whose unquenchable curiosity about
how things worked or could be made to

work, got him into a lot of trouble but
eventually made a hero of him. Interesting
incidents effectively dramatized. Recom-
mended for schools and libraries. Metro-
Goldwyn-Mayer.

SHORT SUBJECTS
INFORMATIONALS

f CALLING ON COLOMBIA (Fitzpatiick Travel-
talk)—The beauties of Colombia, with emphasis
on Cartagena. (Color) Metro-Goldwyn-Mayer.

f FLYING STEWARDESS (Magic Carpet)—In-
teresting and Instructive study of the work
done by a girl as she rises from assistant
stewardess to hostess on a big airliner. 20th
Century-Fox.

f FLYING TARGETS (Sport Thrill) — Shooting
wild birds. Columbia.

f FOLLOWING THE HOUNDS (Ed. Thorgersen
Sports)—Fox hunting done in technicolor. 20th
Centviry-Fox.

f GOING PLACES No. 72—"The Land of
Rhodes." A trip through Rhodesia in Africa.
Universal.

fj GOING PLACES No. 73 — Science rides the
rails, showing how the railroad tracks are
welded to make smooth riding; a friend of the
family, all about dogs. Universal.
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f GOING PLACES No. 74—A trip to Barbados
which is called "Little England," showing the
natives at work and the tourists at play. Uni-
versal.

f *MARCH OF TIME No. 7, (6th series—"The
Vatican of Pius XII"). Highly interesting sur-
vey of Vatican City, with emphasis on its his-
toric importance in the past and the peace
efforts of the present Pope. Well up to the
usual standard of these productions. RKO-
Fadio.

f NAVAJO LAND (Reelism)—Instructive account
of tho present existence of Navajo Indians in
the capacity of government wards. RKO-Radlo.

f NORTHWARD HO!—A pictorial record of the
filming of "Northwest Passage" In the northern
woods. A super-trailer that is really interest-
ing. Metro-Goldwyn-Mayer.

fj NOT SO DUMB—Training of domestic animals.
Good for "Be Kind To Animals" week. Para-
mount.

f PENNANT CHASERS (Pathe Sportscope)—
Stars of the baseball woiid in action. Swell for
fans. RKO-Radio.

fj SEATTLE, GATEWAY TO THE NORTH-
WE.ST—One of the interesting Fitzpatrick
Traveltalks. Metro-Goldwyn-Mayer.

f SKIING TECHNIQUE (Sport Thrill)—Showing
the technicalities of skiing. Co'nmbia.

f STRANGER THAN FICTION No. 72—Strange
things and people. A most unusual House; a
36 year old race horse; a collection of horse-
shoes; a railroad that runs to Ghost City, owned
and run by one man; a walk from a chvu'ch to
the rectory paved with unclaimed tomli stones
washed up by a flood; a tame duck who goes
swimming with his little master. Uniyertal.

f STRANGER THAN FICTION No. 73— .\ stone
mason who spends his spare time building a
miniature stone castle; a school with only one
pupil; making pictures with inlaid wood; a
trained horse; a photographer who resembles
Abe Lincoln. Ur.iversal.

f STRANGER THAN FICTION No. 74 — The
oldest store in the United States which sells
nothing but drugs and herbs; a man who pre-
serves baby shoes with metal for posterity;
a woman who has spent fifty years making bas-
kets; a miniature steam shovel; an armless girl
who paints pictures with her toes for a living.
Universal.

fj STUFFIE—A Pete Smith Specialty, the story
of a little dog who gets jealous of a big dog,
and gets rescued by the big dog in a fire.

Metro-Goldwyn-Mayer.

f TWO OF .V KIND (Grantland R'ce Sportlight)
Showing- how often brothers and sisters excel in
the same sports. Paramovmt.

f VAR I SKANE (Springtime in Scania, Sweden)—Some lovely glimpses of the Swedish countr.x--
side. Narration in Swedish. Scandinavian
Talking Pictures.

f -WHAT'S YOUR I. Q.?—A Pete Smith Specialty
about a question and answer radio program.
Metro-Goldwyn-Mayer.

MUSICALS, CARTOONS AND COMEDIES
fj HARE AND HOUNDS—An amusing cartoon of

how the rabbits out-smart the dogs. 20th Cen-
tury-Fox.

f HOME MOVIES—One of Robert Benchley's
fimny sketches. Metro-Goldwyn-Mayer.

fj MUCH ADO ABOUT NOTHING (Terry-Toon)—A duckling and a chicken come close to start-
ing a barnyard feud. Plenty of egg-throwing.
Bright and amusing color cartoon. 2()th Centun^-
Fox. .

fj PUSS GETS THE BOOT—A clever cartoon
about a mouse that turned on a cat. Metro-
Goldwyn-Mayer.
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The National Board of Review of Motion
Pictures - is a citizen body, org'anized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing ai-t and entertainment. This
is still the Board's function, together with that
of disseminating information on the suliject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.
It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on Its work fhrough various com-
mittees. AH members of the committees serve
without pay. No member is connected with the
Tiotion picture industry. They are representative
of varied interests and activities and many are
-connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisor.v committee of the
Nafional Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n.ay be carried either by the
producers or by the Review Committee itself.

The Executive Committee Is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and

recommends the names of proposed new mem-
bers for consideration by the Elxecutive Com-
mittee.

The Committee on Exceptional Photoplays is
composed of critics and sfudents of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through aflSliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the .=tudy of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an
through its publications.

informational service

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions
$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
S2..30 a year when taken alone.

SI. 00 in conjunction with the Magazine.

A listing of all publications
available upon reciuest.

and services is
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SELECTED Pictures Guide
This departvient lists pictures selected by

the Review Committee of the National Board

of Eeview as worthy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture. The
choice of the pictures included is based upon
principles of selection developed through long

study of public preference as to ichat consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the reviews and audience recommend-

ations of the pictures. The Review Committee

consists of approximately 300 trained viembers

represeyitative of icidely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j_juvenile audience. Pictures suitable for

children under 12.

*—Pictures especially worth seeing as above

the average "selected" picture.

AND ONE WAS BEAUTIFUL— Laraine

Day, Robert Cummings. Based on the novel

by Alice Duer Miller. Directed by Robert

Sinclair. A girl accidentally kills a man
while driving, and lets a playboy friend go

to prison for her—her sister ferrets out her

secret, gets the man pardoned and marries

him. Quite a strain on the credulity for

anything so unimportant. Metro-Goldwyn-

Mayer.

f BEYOND TOMORROW—Charles Winninger,

Richard Carlson. Original screen story by

Adele Commandini. Directed by A. Edward
Sutherland. This begins as a sort of

Christmas fairy tale,in which three old men
are kind to a boy and girl alone in New
York. Then the three godfathers are killed

in a plane crash, but return in double ex-

posure to watch over the fortunes of their

proteges. Skilfully directed and acted, the

story is rather sentimental and confusing,

and it is reminiscent of many films on the

same subject. RKO Radio.

m BILL OF DIVORCEMENT, A— Adolphe
Menjou, Maureen O'Hara. Based on the

play by Clemence Dane. Directed by John
Farrow. A re-make of the celebrated prob-

lem play in which a wife divorces her in-

sane husband after twenty years' separa-

tion, only to have him recover his reason

as she is about to remarry. Though skilfully

produced and acted, the picture's treatment
of divorce and insanity seems dated to-

day. RKO Radio.

f BISCUIT EAT'ER. THE—Billy Lee. Lester

Matthews. Original screen story by James
Street. Directed by Stuart Heisler. Filmed
entirely on location at Albany. Georgia, this

story of the training of a bird dog by two
boys is startlingly out of the ordinary, far
from the beaten track of films. Without
stars or conventional love interest, it is

nevertheless emotionally absorbing and
gives insight into a way of life and a set

of human values which seldom or never
reach the entertainment screen. Paramount.

fj BUCK BENNY RIDES AGAIN — Jack
Benny, Ellen Drew. Based on a story by
Arthur Stringer. Directed by Mark Sand-
rich. An amusing comedy. Jack Benny
goes through all kinds of antics to impress
the girl he loves. Rochester, Benny's man
of all work, and "Carmichael," the trained
polar bear, are both excellent. Paramount.

fj *FLORIAN — Robert Young, Helen Gilbert.

"Florian." Based on the novel by Felix
Salten. Directed by Edwin L. Marin. An
unusual picture in which the romance be-

tween a Duchess and a servant in the im-
perial stables centers about the handsome
white stallion "Florian," one of the famous
Lippizan breed so dear to the old Emperor
and the nobility. The training and exhibit-

ing of the horses, as well as a charming
ballet danced by Baronova of the Russian
Ballet, give novelty to the film. An excel-

lent picture for "Be Kind to Animals" week.
Metro-Goldwyn-Mayer.

f GOLDEN GLOVES — Richard Denning,
Jean Cagney. Based on story by Maxwell
Shane. Directed by Edward Dmytryk. A
prize-fight picture. A racketeer fight pro-
motor is put out of business by a bunch of

amateurs. Paramount.

f IT ALL CAME TRUE—Ann Sheridan. Jef-

frey Lynn, Humphrey Bogart. Original
screen story by Louis Bromfield. Directed
by Lewis Seller. The title tells the story.

A mother, about to lose the boarding house
she runs, tells herself that her lost son
will return in time to save the situation.

He does return—penniless and bringing a

gangster who must hide from the police.

The gangster tries to frame the boy, then
relents and lets him marry the girl, at the
same time saving the boarding house. The
moral is that wishing will make it true,

and that a gangster can't v/in because a
soft heart won't let him. Warner Bros.

f *IT'S A DATE—Deanna Durbin. Kay Fran-
cis. Walter Pidgeon. Original screen story

by Norman Krasna. Directed by William A.
Seiter. A bright and amusing story
of an actress and her daughter who are
slated for the same role in a play and to

marry the same man. Everything turns
out well when the mother gets the man and
the daughter the part in the play. Uni-
versal.

{Continued on jiage 18)
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You Want Better Movies?

Naturally. Everybody does. That

is, everybody wants more of the kind of

movies he—or she—Hkes best. Each per-

son's preference is usually each person's idea

of a better movie, and not so many people, if

they can get what they want themselves, care

very much about what other people want. So

a man who runs a movie house often has

pressure groups pressing for their own spe-

cial tastes. But the one group he has to sub-

mit to in the long run is that which presses

up to his box-office cash in hand, through

his doors and into the seats of his theatre.

If you have wished that your favorite

movie theatre never showed anything that

you or your family or your friends didn't

like, maybe you have tried to do something

about it. And maybe, in the course of this

attempt to do something, you have heard of

"block booking" and "blind selling." And
you may have heard of the Neely Bill*,

which is concerned with these two trade

practices in the renting of films to movie ex-

hibitors, and heard that this bill will bring

about what you most want— nothing but

good movies at your theatre. That is what

has attracted many people to this bill.

If you are seriously interested in what pic-

tures come to your theatre you ought to look

into this bill very carefully, and make known

* Senate. 8. 280 : Passed the Senate at last

Session. House. H. R. 145: Now pending before
the Committee on Interstate and Foreign Com-
merce in the House.

to your representative in Congress what you

think of it. If better pictures is what you are

after, and you have an idea this bill will give

them to you, you should particularly try to

find out if this idea has any reasonable foun-

dation.

Find out if, with the provisions of this bill

in operation

:

1. The manager of your theatre is going

to book pictures to please you, or to please

somebody else whose tastes may be quite dif-

ferent from yours?

2. If he finds it profitable to please you

and others like you, is he going to be able to

get any more films of the kind you like than

he gets already?

3. Will there be any difference in the

double-feature booking, which is supposed

to supply something for everybody ?

It is well to remember that there are two

things involved in the picture business, the

production end and the audience end. You
have to have a picture, and you have to have

someone to look at it. It is unimaginable in

a democratic country that the kind of pic-

tures made can be decreed by law, or that

laws can make people go to a movie theatre

when they don't want to. You can't create

good movies or big audiences by legislation.

If that is what you are expecting the Neely

Bill to accomplish, think it over.
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The Art of the Silent Film
B\ Richard Griffith

From an address delivered at the Annual
Conjerenee of the National Board of Review.
Mr. Griffith is New York Film Correspondent
for the Los Angeles Times.

TO Speak, in February, 1940, of the art

of the silent falTii is rather a give-away.

In an older man than myself it might

be looked upon as a betrayal of nostalgia for

the things that bring back one's youth. In a

young man, and a young film critic, it is most

often considered an affectation, a mannered

aestheticism, a fuzzy-minded idealization of

the past. I know this because in my ov.m

case it is considered all these things, and my
continued affection for the silent film in che

face of its commercial disappearance has

made me the target of much gcod-nature'l

and rather puzzled ridicule. Perhaps niy

amused critics get that way because my ar-

guments remind them of the great con-

troversy that arose in 1927-28, when sound

first became an immediate possibility. Jr.

those days, the film aesthetes and theorists

were lamenting the death of the film-as-art

because, so it seemed to them, the addition

of dialogue would spoil the "purity" of an

"exclusively visual medium." Xow I am not

at all concerned about the theoretical purity

of the film, except insofar as it contributes

to the making of good movies. What does

concern me very much are the practical ef-

fects of the development of sound, the lesson

to be learned therefrom. Briefly to sum up

that lesson, as I see it : the factor of silence

tended to force the makers of silent films to

discover the nature of film form, while the

factor of sound tends to encourage movie-

makers toda}' to obscure and slight the

medium.

The wav in which silence and sound have

affected the movies is visible from end to

end of film history. A modern instance is

contained in what we have heard here today.

I\Ir. Lusk, in his talk*, reminded us of the fun

of picture-making when films were silent

—

* Published in the Fehruary issue of the

the National Board of Review Magazine.

of the exhilaration, the extraordinary hope-

fulness, the excitement which surrounded

the studios of those days. Think from what

he has told us to ^liss Landi's description*

of the factor}- routine, the assembl}'-line

methods, by which each picture is standard-

ized to a rule-of-thumb formula in Holly-

wood today. The introduction of sound is

certainly one of the things that have influ-

enced this change from experiment to mass

production. To go back to the very begin-

ning of things, I have often wondered

whether there would ever have been an art

of the film at all if sound apparatus had been

perfected simultaneously with the movie

camera and projector. The earliest owners

and manipulators of the movies thought of

them as a means of reproducing a stage per-

formance without the voice. Had they also

been able to record dialogue, the film might

have become merely a recording machine,

with no more independent existence as a

medium of expression than the phonograph

has. Fortunately, the}- were not able to do

so. They had to find other means of ex-

pression to compensate for the absence of

dialogue, and silence forced the early direc-

tors to break down the stage scenes into

shots and film only those details of back-

ground and action which advanced the story.

In doingr so, in establishing the shot instead

of the scene as the basic unit of film con-

struction, they had created a new medium of

expression without meaning to. The camera

was that medium ; the camera had become a

projection of the spectator's mind, its move-

ments corresponding to the natural shifts of

his attention, with the added godlike ability

to focus that attention on am- object in space

and throughout time.

AMien we watch a good film we are cre-

ators as well as spectators ; what happens on

the screen seems to be a reflection of our will

to participate in action and yel at the same

time preserve enough detachment to under-

* To ie puhlished in a forthcoming issue of

the National Board of Reviev: Magazine.
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Stand it. We see a man walk down the

corridor, and all at once we are one with

him, seeing its walls and windows through

his eyes. As he leaves it to go into another

room, we have suddenly jumped ahead and

are there awaiting him. Equally abruptly,

we remove ourselves to the other side of the

world or—most marvelous of all—we hie

ourselves backward into the past to witness

and participate in some event related to what

we have already seen only by the connection

we make with our will. All these abilities

of the movie camera were verv early estab-

lished by experimental directors, and D. W.
Griffith summed them up as early as 1916 in

what is still the formal masterpiece of the

movies, Iiitolcraucc. In this picture, Griffith

told not one but four stories and told them

simultaneously instead of consecutively, and

cutting from one to another with awesome

rapidity so that, as Iris Barry says, "history

seems to pour like a cataract across the

screen." To relate these events, so distant in

time and space, Griffith used every camera de-

vice known before or since and the film, again

to quote ]\IissBarry,"exercisedaconsiderable

influence on the work of other directors, espe-

cially in post-revolutionary Russia, where

Intolerance was widely shown and closely

studied. The very short shots so character-

istic of the Russian school are seen at their

source in Intolerance, and so is the moving-

camera photography generally associated

with the post-war German school." In short,

this extraordinary film contained all the basic

implements of filmcraft and perfecth' illus-

trated film structure. For catholicitv of

method it stands alone, and later workers

have taken from it only what they best could

use.

The German film makers (who ma}- \iSL\t

been imconscious of their debt to Griffith)

developed the technique of the moving

camera because it expressed what they ur-

gently wanted to say in the post-war years

when the German cinema grew great. The
rich profusion of fine film produced in Ber-

lin from 1920 to 1926 was rooted in des-

pair, for it was the product of a defeated

nation, a nation turned in on itself. In

those inflation years, the German film-mak-

ers were increasingly concerned with psy-

chological themes, with the iiuier world of

the mind, and the camera in their hands be-

came less a spectator, ever more a partici-

pant, if not the actual protagonist of the

drama itself. Consequently there were in

these pictures relatively few cuts and rela-

tively many dissolves and moving camera

shots, for the moving camera emphasized

the participation of the spectator in the scene

and the smooth dissolving of one picture in-

to another suggested the dream-like atmos-

phere of an inner world, a world seen

through the eye of the mind. In striking

contrast, the Soviet technicians most fre-

quently employed a stationery camera and

used a direct cut. They found in Griffith's

editing methods a correspondence to the

dialectial method of reasoning to which they

were philosophically committed, and they

strove to emphasize this similarity, to make
it the basis of all film technique. The edit-

ing plan of most of their films followed a

pattern of thesis-antithesis-synthesis, which

built a conclusion out of a series of contrasts

and comparisons, at the same time creating a

shattering emotional efifect. Just as the Ger-

mans and Russians adapted the technique of

hitolcrance to their subjective needs, so did

other countries during the 3'ears of discovery

of the power of the silent film. The short-

lived but important and beautiful Swedish

cinema used the pictorial values of land-

scapes and natural phenomena to express a

deep relationship between man and the soil.

In France, the post-war aesthetes experi-

mented with abstract films, investigating the

mechanics of the medium and theorizing on

its nature. The American movie was less

homogeneous, more contradictory, than the

other national cinemas of the time, but it too

had a character. Broadly speaking, Ameri-
can films embodied the physical optimism of

a growing people set over against a subter-

ranean conflict to which the movies gave a

moral form and a materialistic solution.

In the best of all this work, the capacities

of the movie were fully exploited, its unique

powers defined. Each of the national cine-

mas (to say nothing- of a host of directors

who developed clearly recognizable indivi-

dual styles) explored a part of the total area

which the movies could encompass ; taken

together, they filled that area almost to its

limits. And in Intolerance the silent era had
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produced at least one film employing all the

capacities of the movie at once. The intro-

duction of sound destroyed this tendency to

expand toward the limits of the medium. The
tendency, during the first years of the talkies,

was in just the opposite direction. Early

sound films used as little of the total movie

area as possible. Everything was expressed

through a conversation between actors in

one set that possibly could be expressed that

way, and the rest was generally left out.

After ranging through all time and space

in the silent days, the sound camera was

chained down to the dimensions of the stage.

The film had returned to its early subordi-

nate function of photographing plays.

Optimists and easy marks at first believed

that this "new" method of making films was
a temporary necessity, that with the perfec-

tion of sound recording the camera would be

given back its freedom. And sure enough,

after a few years of the talkies, the tide

seemed to turn. Films ventured off the

sound stages, included sequences of spectacle

or "atmosphere," and the cutting of interior

scenes grew more refined and anah^tical. The
result was not, however, a renewed develop-

ment of film structure but a compromise, an

adaptation of the photographed play idea.

The basic scene was still—is still—the col-

loqu)' between actors in a single set, and the

narrative is still unfolded primarily through

dialogue. The added scenes of landscape and

city streets are mere decorations, with no

organic part in the picture. An opening

shot of New York's skyline sets the local of

a film, a sequence of "montage effects"

clumsily bridges a continuity gap, but fatally

soon and with fatal ease the camera settles

down in front of Clark Gable and Claudette

Colbert, and remains there, a lethargic au-

ditor, through the rest of the picture. In

the German silent films the camera was a

preternaturally sensitive eye, boring through

the physical presentment of things to the

mind's core. In the Soviet pictures it was

a magic carpet, taking us to the ends of the

earth as the theme's logic dictated. In the

modern sound films it is all too often a

literal-minded spectator, chained to one place

and time, seeing nothing, hearing nothing,

but what is on the surface of things. It has

lost its magic power and is a mortal only,

and rather a dim-witted one at that.

The question remains, is sound responsible

for this decline of the movie, and the answer
is yes and no. IMany of the aesthetes who
first denounced the talking film are still de-

nouncing it, though more sadly since it ob-

viously is the only form of film now accept-

able to the public. The temper of their re-

marks is nostalgic. As aesthetes they have

missed the boat, for those master theoreti-

cians of the cinema, Eisenstein and Pudov-
kin, as early as 1928 outlined a method by
which sound would prove a logical addition

to silent film form, if it were used imagina-

tively and imagistically instead of literally.

The question which should have occupied all

of us long before it did was, why has sound
not fulfilled this foreseen function? And the

answer, it is increasingly clear, is something

that is only secondarily related to sound. It

is, in fact, standardization.

The process of commercial standardization

of the film industry was nearly completed !)}

the first years of the talkies. Since then, the

only person who has had much to do with a

film as it passes through the studio-factory

is the producer. He hires several writers

but makes them work separately, and also

sees that they are separated from the direc-

tor, who in turn is not permitted to work in

conjunction with the cutter when the film is

finished. The object of this procedure is to

see to it that each film approximates a tried-

and-true popular formula as closely as pos-

sible. The producer takes from each of the

workers whatever experience has proven to

be his particular contribution to that for-

mula, but at the same time carefully eradi-

cates any contribution stamped with the per-

sonality of the individual.

This sort of standardization is the menace
that has threatened films ever since their

power to please became known and their

marketability stable. In the silent davs, and

even after Intolerance, run-of-the-mill com-

mercial directors still thought of the film as a

means of photographing plays and hewed as

close to the line of theatrical form as they

could. But the absence of the spoken word
acted as a stimulus, forcing them to find

visual ways of saying things and to imitate

the discoveries of the more progressive direc-
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tors. Silence was a factor which operated

against standardization because it minimized

the function of the writer and producer.

Whatever these two concocted between them,

in the end it was the director who had to gft

it said on the screen and who must there-

fore be given a certain amount of freedom.

The more freshly and positively he said it,

the more likely it was that the resultant film

would bear the stamp of his viewpoint and

thereby escape the formula. Sound, on the

other hand, has acted as a factor favoring

standardization, and has played into the

hands of the producer and the factory sys-

tem. Since the narrative can now be told

in terms of dialogue, it is possible to dis-

card the loose scenario and lax control of

the earlv days and substitute a complete

"screen play" which leaves nothing to chance

and still less to the imagination or inspira-

tion of the director. In this connection, the

writer has become a useful tool of the pro-

ducer. Since 1930 most writers, instead of

growing up in the industry as film spe-

cialists, have been imported from Broadway

to serve an unwilling term in the studios at

high salaries. Detesting their jobs, thinking

of themselves as literary men rather than

film-makers, they have made little or no

effort to discover the movies themselves, but

instead have written scripts as much like

plays as possible. How should it be other-

wise? They are trained to express them-

selves through the written word, and it

would require something like a re-orientation

of personality to learn the real technique of

the screen. Therefore their shooting scripts

express everything through dialogue, and

reduce the director to the status of a stage

manager who carries out the writer's in-

structions without contributing anything

himself. Written by bored hacks, directed

by impotent technicians, produced to a for-

mula learned by rote, it is wonderful that

films are alive at all, much less as lively as

they frequently are.

That the movies are still alive, and the

liveliest form of contemporary entertain-

ment, is often taken to mean that the system

by which they are at present produced is a

good one. I believe that the opposite is true,

that the best films are those which somehow
manage to get made against the grain of the

system. To make such films the rule in-

stead of the exception, the system must

somehow be broken through. And this can

only be done if those who write and direct

and act can once more feel that the screen

belongs to them, is a channel for their own
ideas and feelings. Such ideas must be im-

portant, must be worth fighting to express,

otherwise we can hardly expect Hollywood's

well paid workers to risk their jobs on what
is certainly a gamble. For the conscientious

technicians who try to say something in their

work must fight not only the formula sys-

tem but a censorship, both legislative and
internal, which says that important ideas are

"controversial" and therefore tabu. This is

the hardest fight of all, but whenever it has

been won—as already in 1940 it has several

times—the resultant films have testified that

standardization is the real evil and that not

sound but the misuse of sound is its ally.

The Grapes of Wrath jumped back across

the years of desuetude to a camera freedom
as fine as anything the silent era produced.

The Primrose Path used sound as an organic

film device, to heighten imagery. In both

pictures, film technique came alive again be-

cause the people who were using it cared

about what they were trying to say. For the

moment of making these films, at least, they

had recaptured the freedom of the silent

titans whose passionate purpose gave life to

films which are still alive, not alone in

memory, but actually when they are shown
on the screen today.

A Theatre for Silent Films

NEW YORKERS who are interested in

the silent film will find it very much at

home in the Miami Theatre on 6th Avenue
and 47th Street in New York City. Many
of the early silent favorites may be seen

there, along with appropriate piano accom-
paniments. Programs are changed weekly

and include both short and feature length

silent films.



8 National Board of Review Magazine

The Motion Picture from the Silent

Era to Sound
By Albert S. Howson

Mr. Howson, who is scenario editor of Warner
Bros., and loell-knoion to members of the
National Board, delivered this address at the
Conference.

FIFTY 3^ears ago, in the year 1889,

Thomas A. Edison, after much experi-

mentation and research had developed

a certain degree of perfection, showed his

first motion pictures to the pubHc. They
were very crude and primitive things, nat-

urally, and in them moving objects and hu-

man beings appeared to move with incredible

speed. A railroad train would pull into a

station, doors would fly open and people

would emerge, dashing about madly.

The reason for this seeming haste was
that cameras were ground too slowly, and
when I say they were ground, that is exactly

what happened, because all cameras were
Avorked by hand and were not operated with

sufficient rapidity to approximate natural

speed when the pictures were projected. In

other words, too fciv individual pictures were
taken to keep pace with the speed of normal
movement, and wlien they were projected at

the same rate of speed at which they were

photographed, it gave people and objects the

effect of moving very rapidly.

I recall seeing some of those first movies,

which were objects of curiosity more than

anything else. The primitive projection ma-

chines were inadecjuate as to light, which

fluctuated considerably and, as a conse-

quence, made watching motion pictures very

trying to the eyes. They were therefore

commonly known as "flickers". Mr. Edison

and other scientists saw the possibilities of

this precocious infant, and research and im-

provement continued until, in 1896, Mr.

Edison published a pamphlet on the motion

picture and, in a foreword, wrote what

amounted virtually to a prophecy. He said,

in efl^ect, "1 believe that in years to come, as

a result of ni}^ efforts and the efforts of

others who will doubtless enter the field.

that grand opera can be given at the Metro-

politan Opera House with no material change
from the original, and with singers and musi-

cians long since dead." This would seem to

indicate that Mr. Edison envisioned the

sound picture of today. If so, he lived to

see the fulfilment of his prophecy.

By 1900, several commercial companies

had been formed for the manufacture of mo-
tion pictures. One of the largest and most
important of these was Vitagraph, organized

by Commodore J. Stuart Blackton, Albert

E. Smith and William Rock. They estab-

lished a studio in Flatbush, Brooklyn, and I

recall passing their lot on the elevated rail-

road train and seeing actors being photo-

graphed on platforms out of doors. Some
lurid melodramas, as well as comedies and
slapstick farces, were made, mostly in one

reel. Business grew rapidly and soon actors

of the legitimate stage were drafted, although

they entered motion pictures with misgiving

and without any great degree of pride. An
actor would meet his friend, look around

furtively to see that no one was within ear

shot, and then confide in a whisper : 'T'm go-

ing to work in a picture tomorrow."

I was playing in the Proctor Stock Com-
pany at the 5th Avenue Theatre in those

days and, between acts, motion pictures were

shown. They were thrown on a transparent

screen, and could be seen through the screen

as well as from the front. We of the com-

pany used occasionally to watch them. The
propert}^ man stationed himself behind the

screen with a pan full of buckshot, wliich he

used efi^ectively whenever an ocean surf or a

rain storm was shown. For the galloping of

horses, he employed the usual cocoanut

shells to give the effect of hoof beats, and

other devices were used to simulate other

sounds. The orchestra or isianist would

play music appropriate to the situation on the

screen. This was the equivalent of the in-

cidental music always used in years gone by
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for legitimate plays, when, for a love scene,

something tender was played, and when, for

a fight, what was then known as a "hurry"

was emjjloyed.

Some of the more adventurous producers

began to make pictures in two or three reels.

There was a comic song that had its vogue

in which someone invites someone else to

"see Mary Pickford in 3 parts."

Finalh'-, improvement in technique, light-

ing", sensitiveness of film, together with a

realization that speeding up of cameras made
for greater approximation of the speed of

human action, so revolutionized films that

pictures of five and six reels in length were

indulged in. Movie palaces sprang up and

employed not only expensive organs but

large symphony orchestras as well.

Music has always played an important

part in the development of motion pictures.

Years ago, in a summer between theatrical

seasons, I pla}'ed in a couple of silent pic-

tures at the old Famous Players studio,

which was in a loft building in West 27th

Street. There was one big studio floor on

which several units worked at the same time.

Mary Pickford was making a picture there

and that sterling actress Henrietta Crosman
was engaged in her first venture as a motion

picture actress. Miss Crosman rehearsed

and rehearsed her scenes and finally, in dis-

gust, said "I give up, I can't seem to get into

the mood." Then she realized that the one

vital thing lacking that she had been used to

in the theatre was incidental music. That

afternoon a trio of musicians, Anolin, cello

and melodion softlv played selected music

appropriate to the mood of the scene to be

shot during the action. That solved Miss

Crosman's problem.

The infant prodigy, the motion picture,

was fathered by all of the arts, until, though

much maligned, it became one of the arts,

taking rank by right of birth, inheritance

and accomplishment, with the seven fine arts

of tradition : music, drama, painting, terpsi-

chore, poetry, architecture and sculpture.

Walls of prejudice had been surmounted and

levelled by the international appeal of motion

pictures.

They told their own story and made their

story intelligible to all, eliminating the neces-

sity of a trained mind or a glossary.

Nothing yet discovered by the arts and sci-

ences had the potency for international amity

and good will among all peoples of all de-

grees, that had the motion picture, with its

unic[ue capacity for educating and instruct-

ing" while it entertained.

In the year 1560, a woman considered to

be demented or a witch, and known as

Mother Shipton, uttered certain prophecies

in doggerel verse. Among other things, she

said :

"Carriages without liorses shall go

And accidents fill the ivorld zvith zvoe

Round the earth thoughts shall fly

III the tzviiikling of an eye.

In the air, men shall be seen

Iron in the zvatcr shall float

As easily as a zcoodcn boat."

And Mother Shipton was thought to be mad.

But carriages do go without horses
;
thoughts

do fly around the world in the twinkling of

an eye ; men are seen in the air and iron does

float in the water. Had she prophesied "One
day men and women, long since dead, will

walk, and talk and love and hate" she could

not have been thought more mad than she

was, and yet that is just what has come to

pass, as the result of what was realty an acci-

dent.

The scientists of the Bell Telephone Lab-

oratory are constantly working to improve

and perfect the transmission of the spoken

word over wires, and in their endeavors are

sometimes led into by-paths which, if fol-

lowed, lead to interesting developments.

Some years ago such a by-path was encoun-

tered and an appropriation was made by the

parent company, the Western Electric, for its

pursuit. As a result a mechanical device was

developed which would synchronize sound

with motion pictures. Many of the leading

film producers were approached and their in-

terest sought, but all shied from it with the

exception of the late Sam Warner, who saw
its possibilities. Mr. Harry Warner first

considered the instrument as a means of talk-

ing to people in remote localities who other-

wise would never be privileged to see and

hear the personalities and instrumental and

vocal accomplishments of the world's great
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artists and the rendition by fine symphony
orchestras of the world's great musical com-
positions. With that thought in mind, he

acquired rights to the device which, for com-
mercial purposes, was called Vitaphone.

The Warner Brothers were fully aware

that they were revolutionizing the motion

picture industry, although the industry, as

a whole, did not immediately appreciate that

fact. Yet the talking picture was developed

as a practical venture. It meant, of course,

that all re-production, equipment would have

to be replaced by new projection aparatus.

That in itself would be revolutionary, but it

did not deter Warner Brothers. They leased

the Manhattan Opera House on West 34th

Street, put a flooring at stage height over

the entire auditorium, thus making an enor-

mous sound stage, and there, after brief ex-

perimentation at the Vitagraph Studio in

Brooklyn, all the original sound pictures

were made. I was privileged to direct most

of those films, which were all short subjects.

At first, all sound was recorded on discs,

similar in appearance to ordinary phonogra-

phic discs, and synchronization was efi^ected

by having the recording apparatus and the

cameras attached to opposite sides of the

same motor, so that when the motor started,

recording and photography began simul-

taneously. For reproduction, a start mark
was affixed to the film and also to the record,

and when these were correctly adjusted syn-

chronization was assured.

In those early days we had great difficulty

in recording certain sounds. Recordings

were made on four wax discs, simultaneously.

A revolver shot was one of the most difficult

things to record, because the concussion

caused the needles on our waxes to jump and

cut back right through everything that had

been previously recorded, thus destroying the

Avax. All sorts of experiments were tried,

such as removing half of the charge from the

cartridges and firing the revolver in oarrel.

but it was sometime before acceptable record-

ing of a revolver shot was accomplished.

We encountered a similar difficulty when I

was directing Weber and Fields in one of

their sketches. Fields wore an opera hat

and little Weber a regulation high silk beaver

hat. During the course of their conversa-

tion, Fields took off his hat and crushed it

against his side, thereby collapsing it, and
went on with the conversation. Weber
looked enviously at Fields' hat, took his own
off, pressed it against his side, trying to col-

lapse it as Fields had done. Ahev much
fruitless effort he, in disgust, put his hat on
the floor and jumped on it. Again we found

that the concussion, caused by the breaking

of that hat, had caused the needles to cut

back through the waxes, rendering them
useless. We smashed a dozen or more silk

hats that day and spoiled many waxes before

we finally obtained the desired effect.

Strange as it may seem, one of our great-

est recording problems was to try and re-

produce the tonal quality of a piano. Nearly

all the other musical instruments recorded

with great fidelity, but it was a long time be-

fore we finally succeeded in capturing the

true tone of a piano.

On the evening of August 6th, 1926, at

the Warner Theatre, 52nd Street and

Broadway, the first X'itaphone pictures were

shown to the public. To say that they

created a sensation is to put it mildly. That

first program consisted of an address by Mr.

Will H. Hays, numbers by the New York
Philharmonic Orchestra, under the direction

of the late Henry Hadley, selections by

Giovanni Martinelli, Mischa Ellman, Marion

Talley, Efrem Zimbalist, Harold Bauer, and

Anna Case. The feature picture was Don
Juan, starring John Barrymore, and a

beautiful and appropriate musical score had

been synchronized by Mr. Hadley and the

Philharmonic orchestra.

The late Michael I. Pupin. professor of

electro-mechanics at Columbia University,

was one of the guests that first night and

after the performance he said with en-

thusiasm : "Just imagine watching Liszt to-

day playing his piano, as he played it many
years ago, and listening to the music which

onlv his magic art could draw out of his

obedient instrument ! What a heavenly treat

it would be today to look at Demosthenes of

old and listen to his matchless oratory ! I

would give anything to look at Lincoln today

and at the same time listen to his Gettys-

burg speech. No closer approach to resur-

rection has ever been made by science. The

educational value of this achievement is so

obvious that comments are superfluous."



April, 1940 11

The instantaneous success of Vitaphone

began the first revolution of the motion pic-

ture theatre in so far as mechanical equip-

ment was concerned. Gradually the old pro-

jection apparatus gave way to the machine

that would enable the theatre to exhibit the

new sound pictures. A portion of this new
apparatus was a turn table on which the discs

were placed. Now we were dependant on

projectionists, who had been used to the

silent film which made very, few demands
upon them, other than the threading of their

machines. With the new device they were

called upon to fix the start marks accurately

on both film and records. Someone had had

the foresight to realize that when a record

finished playing it was quite likely that in

lifting the needle from the center of the disc

to the outside it might be handled carelessly

and the discs might be scratched and injured.

With this in mind, all Vitaphone recordings

were so made that the start mark appeared

in the center of the disc, and when the needle

had run its course it could be lifted from the

outer edge of the disc without endangering

the record.

In course of time, there was a sufficient

number of installations of the new projection

apparatus to warrant experimentation with

a feature length sound picture. One episode

in The Jazz Singer had been success-

fully synchronized with dialogue and one or

two sequences in subsequent features had

been treated similarly, but the first complete

sound feature picture was Lights of Neiv

York, directed by Bryan Foy. This was

necessarily stilted, because at that time

microphones were stationary and the means
of "travelling" them had not been devised.

In those days, we photographed at the rate

of 75 feet of film a minute and projected at

the same speed. This was thought to ap-

proximate natural action and, to a certain

extent, it did. Soon the majority of thea-

tres were equipped for sound reproduction,

hut then another factor came to light. The
discs were heav}'

;
special containers had to

be devised for their shipment ; their weight

increased the expense of distribution mate-

riallv and sometimes, even with great care

in packing, breakages occurred, necessitating

shipment of replacements.

Experiments in sound on film were going

forward rapidly and in course of time film

recording was developed to a sufficient state

of perfection to warrant the beginning of the

abandonment of discs. This naturally caused

another revolution with regard to projection

apparatus and gradually theatres began to

discard the original sound projectors and in-

stall the new ones for the reproduction of

sound track recording.

For several years after the advent of

sound on film, however, pictures were sup-

plied to exhibitors that could be used on

either device, because many of the smaller

exhibitors found the new apparatus too ex-

pensive and their business did not warrant

installation of the new equipment immedi-

ately.

Today, all theatres throughout the world

(there may be one or two isolated disc equip-

ments still in operation) are equipped for re-

production of sound on film.

Contrary to what may be a common
thought, the sound is not recorded directly

opposite the picture that is visible on the

screen. Because of the law of science, that

light travels faster than sound, we give our

sound a 19 frame head start, so that it

reaches the screen simultaneously with the

image on the film.

I just used the word "frame." By frame

we mean a little individual picture. There

are 16 of these frames to each foot of film.

So that our sound is recorded more than a

foot on the margin of the film before the

scene during which it is heard becomes

visible.

Incidentally, with the coming of the sound

track, we found that we were not accurately

approximating natural action and so we
stepped up our photography to 90 feet of film

a minute and our projection to 90 feet of film

a minute. Anything photographed at a

greater speed than 90 feet a minute, and pro-

jected at the normal rate of 90 feet a minute,

becomes "slow motion". The recording" of

sound on film has had the efifect on the tech-

nique of production of restorino" to the screen

the same pace and rapidity of chanoe from

scene to scene that obtained in the silent era

and which was lost temporarily in the early

sound films.

Great strides have been made in the

(Continued on page IS)
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Lights Out in Europe

Produced and directed by Herbert Kline, as-

sociate producer Peter Mayer, production man-

ager, Rosa Harvan Kline, photographed by

Alexander Hackensclimied. commentary icrit-

ten by James Hilton, spoken by Frederic March,

musical score by Werner Janssen. Distributed

by Burstyn and Mayer.

THIS is probably going to be called a

Documentary filin — that forbidding

term which has become almost a cult

word, which moreover is taking on more and

more special definitive meanings among its

experts that interest nobody but the experts

;

and which, again moreover, if displayed on a

movie house marquee, is enough to send

most of the paying customers hurrying by

to some other place in search of something

not so odorous of dusty files and arid infor-

mation.

So I'm not going to be one of those who
call Lights Out in Europe a Documentary,

and slice it up like a laboratory specimen to

find out if it conforms in this and that detail

of the genus documentarius. because it is far

too alive and moA-ing to be damned by any

such dry-as-dust epithet. It might be called

a super sort of newsreel. since it is con-

cerned with stufif that is news while it is new.

before it gets into bound volumes for librarv

shelves. But even newsreel isn't just the

word : it is more like a letter home from

someone in a far country with a gift for pic-

turing what he has been seeing. It is. in

fact, a picture letter from Herbert Kline and
Alexander Hackensclimied about what thev

saw in England and Poland while war came

nearer and finally struck in those two coun-

tries. It doesn't analyse or argue, at least on

the surface, nor go academically into causes

and effects, or try to assume a historical per-

spective. It simply, but with subtle signi-

ficances, shows what people did and how they

felt and acted under the shadow of approach-

ing war, such people as we all are when we
are being shoved around by forces we don't

understand. Its interest, its tremendous

interest, lies in the fact that those peo-

ple of England and Poland are peo-

ple like ourselves, and its lesson, if there

must be a lesson, is that confusion is fatal

and that we can't let ourselves be shoved

around confusedly if we want to escape dis-

aster. Such disaster is potentially only a few

hours away, these days. If, like a good little

Documentary, Lights Out poses a problem

and points to a solution of it, the problem is

no more specific than that war is war, and

the solution is as universally general as that

the wa}- to stop war is not by more war but

by peace.

Xaturally, since it is human and vivid, this

film has a point of view, an angle of interest

and sympathy. The interest is not so much
in totalitarianism versus democracy or what

German}' or England or France or Russia

are fighting for—there's hardly anything of

that except by implication—as in what hap-

pens to ordinary people who want to do their

work and live their precious unimportant

lives and persist in believing that this is a

world in which they can keep on doing that.

And the S}'mpathy is overwhelminglv with

those ordinary people, as the danger they

hate to see coming and try not to see draws

near, and reluctantly they have to prepare

12
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for it, and eventually are faced with it. There

is a hint of something wrong w ith the leader-

ship that cannot stave off this clanger, the

glimpses of Chamberlain and his wife in

their daily walks "as usual," General Smigly-

Ridz reassuring the Poles that they will be

protected by his fine cavalry while his own
cavorting steed almost throws him, Polish

soldiers being railroaded to the front while

their ammunition is left unmoved on the side-

tracks. But essentially the concentration is on

the people themselves, those who have to suf-

fer the invasion, those who have to fight

against it. To this extent it is like KHne's

Crisis, which made such a fine record of

Czechoslovakia when the Nazis went in.

This picture was made before Finland was

attacked, e^•en before Russia moved into

Poland. It ends when Germany swept into

the Polish Corridor and England declared

war and the blackout came to London. Kline

and Hackenschmied by dividing their work

between Danzig and England were able to

cover the two places simultaneously, and

their picture shifts back and forth as the war
that the English and Polish leaders persisted

in saying would not come gathered itself and

struck. AMiat they were able to photograpli

was signficant for their purpose, and being

photographed so graphically and put together

so expertly it makes a powerful and eloquent

record of the rank and file of two nations

being driven to fight. The commentary,

written with restraint and no hoop-la by

James Hilton and spoken without any melo-

dramatics b}- Frederic March, keeps a level

tone of impersonal observation that is far

more eff'ective than argument or exhortation.

Werner Janssen's music, sometimes self-

consciously descriptive, fits with mathemati-

cal exactness to the pictures it accompanies,

if that is the function of movie music.

Linh\; Out ill Europe is one of those

film;, that like diaries and personal memories
furnish the background for the events that

get into history books, the daily living mark-
ing the pathway to a crisis which is usually

unrecorded and therefore unavailable for the

historian when he is looking for illumination

on his head-line events. For what it is, for

the way it is done, for future reference, it is

a fine and valuable film.

(Rated Exceptional) |. S. H.

Rebecca
Adapted by Robert E. SJierivood and Joan

Harrison from Daphne Du Mauriers novel, di-

rected by Alfred Hitchcock, photographed by-

George Barnes, musical director Franz Wax-
man. Produced by David 0. Selzniclc, distrib-

uted by United Artists.

The cast

Maxim de Winter Laurence Olivier-

Mrs, de Winter Joan Fontaine

Mrs. Danvers Judith Anderson

Major Giles Lacy Nigel Bruce

Beatrice Lacy Gladys Cooper-

Jack Favell George Sanders

Colonel Julyan C. Aubrey Smith
Frank Craivley Reginald Denny-

Mrs. Van Hopper • Florence Bates

Dr. Baker Leo G. Carroll

Tabbs Lumsden Hare
Robert Philip Winter
Ben Leonard Carey

Coroner Melville Cooper

Chalcroft Forrester Harvey
Firth Edward Field ing-

ALFRED HITCHCOCK, the English

genius of melodrama, has made his

first Hollywood picture, a brilliant

screen dramatization of that highly popular

novel Rebecca. Brilliant in the sense of

keeping remarkable faith with the best-seller-

readers of the novel by making the picture-

just what they hoped it would be. Perhaps

that is due to Mr. Selznick. That astute

producer, who had many good and often dis-

tinguished films to his credit before he be-

came a news-headline figure through his

long and finalh" triumphant bout with Gone

With the Wind, has learned better than any-

one else that a popular novel fares much
better with movie audiences if it doesn't dis-

appoint those who liked the book. So, like

the Scarlett O'Hara marathon, the O'Selz-

nick Rebecca sticks close to its author, even

to lasting a bit too long for comfort.

Hitchcock, working according to a dis-

cipline he has never shown signs of submit-

ting to before, will reap the reward of a

larger public than he has ever known, and

will be a bit of a disappointment to that

rather cultish minority who keep revivals of

his earlier English films going in New York.

Rebecca is a twentieth century replica of

Jane Eyre, a crafty melodrama decked out

with quality settings and something vaguely

known as ''psychology." It has a dark and

handsomely brooding hero, obsessed with a

m^'sterious sorrow in the form of a first wife
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whose character is only gradually revealed,

a young, sweet and not too worldly heroine,

an atmosphere of hidden doom fascinatingly

increasing to violence, and even a final cata-

strophe in the form of a fire—the Charlotte

Bronte formula almost to a T.

- The Selznick-Hitchcock production ela-

borates this formula in a handsome style that

will be immensely satisfying to Miss Du
Maurier's readers. They will not mind sit-

ting through the longish period of Maxim de

Winter's courtship and his young bride's

timid embarrassment with the sen^ants in the

ancestral mansion to which she is taken, for

they know what is coming and will be con-

tent to wait for it. Those not in on the secret

of Rebecca, the dead first wife whose pre-

sence haunts the Cornish home of which she

had been such a l:)rilliant mistress, will per-

haps get a jolt when thev finally learn what
the mysterious husband has really been both-

ered about. The question of how much a

secret should be kept from an audience is a

ticklish one, but there is fair reason to sus-

pect that in this case the secret was kept too

closely. The time, in the last part of the

picture, is pretty short for adjusting one's

self to an entirely new feeling toward the

husband's conduct. A plot surprise, in a mys-

tery story, is one thing, a character surprise,

with all its upsetting of emotional attitudes,

is another.

Hitchcock fans will have to put up with a

surprising lack of the characteristic Hitch-

cock improvisations in the way of salty minor

personages and humorous interludes, and

satisfy themselves with a masterly exhibition

of the Hitchcock skill in creating suspense

and shock with his action and his camera.

Hitchcock has always had a way of being at

his best three-quarters of the way through a

picture and getting bored and careless toward

the end—in Rebecca all his most eflfective

efl:orts, those which have brought him his

special fame, have been reserved for the last

reels, in spite of a long stretch of talk neces-

sary to explain the mystery,

The cast (it practically goes without say-

ing) is exactly right. Laurence Olivier is

going to get typed pretty soon if he keeps on
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doing this U'tifhcriug Heights kind of brood-

ing hero, but he does it with a charming kind

of magnificence that is extremely eflfective.

Judith Anderson needs little more than her

grim costume and her grim quietness to con-

jure up the malevolent housekeeper, but it is

enough to display a sinister figure with a

good deal of power. In Joan Fontaine the

discerning ]Mr. Selznick has created }-et an-

other star, an utterly ingratiating embodi-

ment of girlhood and likeableness. Nigel

Bruce and George Sanders stand out

prominently at their vastly dif¥erent best, and

the others are as good as possible. Only one

shouldn't have to see C. Aubrey Smith so

often. His C. Aubreyness has reached such

a towering peak of inevitability that even in

the smallest part he comes trailing clouds of

former stout-fellerism, and instinctively,

whatever is going on, you feel you ought to

stand up, as if a trumpet had suddenly

blown "God Save the King." J. H. S.

(Rated Honorable Mention)

15

The Primrose Path
Screen play by AUan Scott and Gregory La

Cava from the play by Robert L. Buckner and
Walter Hart, based on the novel, "February
Hill," by Victoria Lincoln, directed by Gregory
La Cava, photographed by Joseph H. August.
Produced by Gregory La Cava, clistj-ibuted by
RKO Radio.

The cast

Ellie May Adams Ginger Rogers
Ed Wallace Joel McCrea
Mamie Adams Marjorie Rambeau
Gramp Henry Trovers
Homer Miles Mander
Grandma Queenie Vassar
Honeybell Joan Carroll

Thelma Tivien7ie Osborne
Carmelita Carmen Morales

LOOKING back over ten years, it be-

comes increasingly clear that the best

thing the talkies have done has been to

get next to the surface of the American

scene. Pictures of the 1930's have had a

richness of naturalistic detail which made
them interesting even when they didn't stand

analysis. As Otis Ferguson points out in

Ginger Rogers and Marjorie Rambeau in "The Primrose Path"
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Films, this development has been due to the

fact that Hollywood's people are for the most

part only a few years removed from the life

they are portraying, and only a little effort is

required for them to remember how it all

looked and sounded. In a very deep sense

indeed, Cagney, Blondell, Hymer, Jenkins,

et al. are actually the people they are pre-

tending to be. What they offer is hardly

acting in the tradition of the theatre, but it is

something vastly satisfying because it belongs

integrally to the filni and intimately to our

time. It is probably a new art, and its prac-

titioners are artists in the fullest sense of the

word, because they know what they're doing.

The trouble so far has been that they have

had to practice their art in a vacuum. They
•could give us real people against real back-

grounds, but it all added up to Hans Chris-

tian Andersen because the stories they were

required to illustrate weren't really about

the people who were in them. The goals of

these stories were never the actual goals

which real people would seek, but a sort of

materialistic Valhalla perilously resembling

Hollywood. In short, the naturalism of the

acting jarred against the escapism of the

narrative, and one or the other always

seemed superfluous. The Primrose Path is

one of the few pictures to escape this im-

passe. The acting- makes sense because the

charjicters not only look and sound like real

people but behave like them too. It is all of

a piece. As such, it is something of a mile-

stone.

One's first impulse is to praise the acting,

the direction, and the dialogue most of all.

The dialogue is amazing. It might be a steno-

graphic record of what can be overheard in

any hamburger stand or Blue Bell Tavern

from Atlantic to Pacific. It is spoken by

Ginger Rogers. Joel McCrea, Marjorie

Rambeau and the rest, with a sense of tim-

ing which derives more from a precise un-

derstanding of psychology than any learned

1echnic(ue. But everything in this picture is

drawn from life. Everything the director

and the actors do is calculated to lead you

iDack to your own experience, be it first-hand

experience of the situations displayed or

mere observation of mannerism and dress

and speech. The verisimilitude is more than

photographic. It goes deep enough to stir

up all manner of memories and associations,

so that you are drawn into the picture as a

participant. These people are so closely your

next door neighbors that you move among
them.

All this, wonderful as it is, is simply a re-

finement, a final development, of the intimate

naturalism Hollywood has worked at so long.

What gives it substance for almost the first

time is the validity of the story. Victoria

Lincoln's February Hill was merely "de-

lightful" to many people in its day, but it is

about a situation which is not only exotic-

ally real around the edges but tragically real

at the core. It has the logic of inevitability.

Given a headless household, it was inevitable

that Mame should become the breadwinner

in the only way she knew. Ecjuall}- inexor-

ably, her manner of supporting her daughter

gets between Ellie May and the things she

wants. And there you are : "we live not as

we wish but as we can." The marvel of it

is that Ellie May, instead of entering a

beauty contest or winning the sweepstakes,

works out her problem in terms of the people

and the circumstances involved.

Some have criticized her solution as Holly-

wood's makeshift to provide a happy end-

ing, but it seems to me that not Hollywood

but Miss Lincoln is at fault. Her essential

situation is grimly true, but the plotting

does not come out c| u i t e right. Grant

that Ellie May's boy friend, being the

boy friend he is, might have rejected

her at first had he known about her

mother. Would he also have done so after

becoming her husband and learning the har-

mony of their marriage? It scarcely seems

likely, for that harmony is one of the most

beautifully convincing things in the picture.

What is more probable is that Ellie May's

sense of shame and Grandma's intriguing

might have come between them for awhile.

But not for long. For Ellie May was

stronger than her problem. Its meaning for

her and for the spectator is that she gained

more strength from battling it, and the

"happy ending" is what makes the picture a

believable whole.

It is the wholeness that is most important,

but it's a pleasure to dwell on the details,

from Gregory La Cava's imaginative sound-

track to the acting of ever_yone in the cast.
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Ginger Rogers, communicating a sense of

identity with her character that is deeper

than ever before, and more surely managed

;

Joel McCrea, surprisingly in command of

himself in a role that fits
;
Henry Travers

and Miles Mander, set into the background

as a part of it ; and Marjorie Rambeau, who
needs a special word, for she plays out the

tragic part of the story. It is Mame, who
cried when she wanted to laugh and laughed

when she wanted to cry, who bears the full

burden of the situation that Ellie May mas-

tered, and behind Miss Rambeau's gay vital-

ity there is poignant realization. Equally

important, Queenie Vassar makes of the re-

lationship between Grandma and the child a

terrifying analogy of the fate which awaited

Ellie May if she had given in. It is as tight

a leitmotif as though Ibsen had drawn it, and

through it the whole life of the household is

boldl_\- rendered. These are the details, and

there are man}^ more as rich. The whole is

a picture of human living and loving that is

closer to us than breathing, nearer than

hands and feet. R. G.

(Rated Honorable Mention)

Members' Activities

Dr. A. A. Brill. President of the National

Board, whose address at the last Conference

will be remembered by our delegates, will

be interviewed in the June number of

"Screenland."

Otis Ferguson, member of the Committee
on Exceptional Photoplays, is Film Editor

of "The New Republic." His reviews appear

regularly in "The New Republic," and an ar-

ticle "Life Goes to the Pictures" has just

been published in the spring issue of "Films."

Glen M. Tindall, of the Board's Review
Committee, has included in the series of Edu-
cational and Recreational Study Guides,

several guides on musical films. They in-

clude The Life and Loves of Beethoven,

Moonlight Sonata, They Shall Have Music
and The Mikado. Before coming East Mr.
Tindall was General Manager of the Holly-

wood Bowl and Supervisor of Municipal

Music in Los Angeles. Thus he combines mo-
tion picture and musical interests in his work.

He is at present Public Relations Consultant

of the Hartford, Conn. Symphony Orchestra.

Miss Haael Doten, besides reviewing with

the National Board, is actively interested in

fashion drawing. Her book : "Fashion Draw-
ing and How To Do It," written with Con-

stance Boulard, is being published by Har-

pers.

New York Members to Meet

THE members of the National Board in

and around New York will meet at the

Hotel Pennsylvania on Monday afternoon,

April 29th. The gathering will be partly so-

cial, for members of the Board's various

committees, Review, Executive and General,

to get better accjuainted with one another,

and partly to discuss the relation of review-

ing films to the more general work of the

Board.

"Cinema Hall of Fame"

UNDER this title the Fifth Avenue

Playhouse, near 13th Street in New
York City, is planning a series of film pro-

grams, to run from May 10th to August

23rd. The Playhouse has been mentioned

in these pages before as the go-ahead organi-

zation which has spent the summers of the

last two years in presenting valuable and

entertaining programs of films drawn from

nearly every film-producing country in the

world.

Their program this summer promises to be

equally attractive but with an added interest

regarding the selection of the films. With
the help of "Cue" Magazine the Playhouse

is inviting the man in the street to choose his

own films, both foreign and domestic, either

from a list provided by the management or

entirely according to his own wishes. Under
the headings : Comedy, Musical, Melodrama,

Drama, Documentary, you are asked to write

your choice on a ballot, and it is presumed

that the most popular choices, if available,

will comprise the program. This "Prepare

Your Own Movie Program" scheme is one

which the National Board supports warmly
as an excellent principle of popular selection.

A portion of the box office returns will

go to the Boys' Club of New York.
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Cleveland Motion Picture

Festival

THE Cleveland Cinema Club has again

invited all Cleveland to observe with it

its Third Annual Motion Picture Festival.

April, the anniversary month for so many
forward steps in motion picture history, has

been established as the festival season and so

the Cinema Club asks all cultural groups to

join in a special recognition of the motion

picture during the latter part of the month,

April 28-May 4.

Libraries are to feature motion picture

literature and book-film displays. P.T.A.

groups, junior cinema clubs and motion pic-

ture classes will arrange special appreciation

programs for all schools. Clubs, churches

and forums are invited to use motion picture

material for constructive programs. The
Festival Committee of the Cinema Club is

furnishing suggestions to all groups taking a

part in these activities.

(Continued from, page 11)

quality of tonal reproduction and in uniform-

ity of tonal quality. The sound picture of to-

day would seem to leave little or no room
for improvement, but scientists are con-

stantly working for greater perfection in

every detail, not only of sound, but of photo-

graphy, and there is no doubt that in the not

very distant future, we will have three

dimensional photography perfected to such a

degree that a picture on the screen will have

the same depth that a room now has to the

human e\ e.

I said, in speaking of the first presentation

of Vitaphone to the public, that Mr. Will H.

Hays made a Vitaphonic address. ]\Ir. Hays
said, in part : 'Tt has been said that the

art of the vocalist and instrumentalist is

ephemeral, that he creates but for the mo-
ment. Now, neither the artist nor his art

will ever wholly die."

Catalog of Selected Pictures

THE annual Catalog of Selected Pic-

tures, a yearly compilation of the pic-

tures selected by the Review Committees of

the National Board, will not be published

in 1940. Since the same information ap-

pears in the Weekly Guide to Selected Pic-

tures, and monthly in the Selected Pictures

Guide of the National Board of Review
Magazine, there seems to be no special need

for the Catalog except to provide in alpha-

betical form a list of all selected pictures for

the year. Consequently, in the May issue of

the Magazine there will be supplied such a

list of 1939 pictures, as well as 1940 pictures

to date, with reference to the issue of the

Magazine in which they were reviewed, or

to the Weekly Guide if the}^ appeared in

the summer when the Magazine is not pub-

lished. Thereafter this Catalog will appear

in the December issue of the Magazine.

Selected Pictures Guide
(Continued from page 2)

m JOHNNY APOLLO—-Tyrone Power, Dor-
othy Lamour, Edward Arnold. Original
screen story by Samuel G. Engel and Hal
Long. Directed by Henry Hathaway. Edward
Arnold as a stockbroker sent to prison for

em1)ezzlement and Tyrone Power as his
son. who becomes deeply involved with the
underworld while trying to get his father
paroled. Some of the situations won"t stand
analysis, but the picture is well directed
and acted, and the characters themselves
are unusual and interesting. Twentieth
Century-Fox.

f *LIGHTS OUT IN EUROPE— See Excep-
tional Photoplays Department, page 12.

f MIDNIGHT LIMITED—Marjorie Reynolds,
John King. Original screen story by Har-
rison Carter and C. B. Williams. Directed
by Howard Bretherton. A story about sev-

eral robberies aboard the Midnight Limited
for Montreal and how a young detective not
only caught the gang, but also a wife.

Monogram.
m *MY SON. MY SON—Brian Aherne. Mad-

eleine Carroll, Louis Hayward. Based on
the novel by Howard Spring. Directed by
Charles Vidor. A moving translation to

the screen of a novel concerned with a
father's devotion to his son, and the ques-
tion of what an unworthy son deserves from
a generous and understanding father. A
mature, finely produced and acted film, with
some outstanding performances. United
Art'sts.

m PRIMROSE PATH, THE—See Exceptional
Photoplays Department, page 15.

in *REBECCA — See Exceptional Photoplays
Department, page 13.

C STAR DUST — Linda Darnell, Roland
Young. John Payne—Original screen story
by Jesse Malo, Kenneth Earl, and Ivan
Kahn. Directed by Walter Lang. A more
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than ordinarily intelligent story of Holly-

wood—of the defiant struggle of talented

youngsters to make the grade to stardom,
the bitterness of those who are defeated
and must return home, and the greater

bitterness of those who became stars for

awhile and now linger on the shadowy
fringes of the industry. Centered around
methods of discovering and developing
talent, the story often manages to depart
from routine and gives many an insight

into studio politics. 20th Centui-y-Fox.

f THOSE WERE THE DAYS—William Hol-
den, Bonita Granville. Based on the fam-
ous Siwash stories by George Fitch. Di-

rected by Jay Theodore Reed. An amusing
story of college life at the beginning of

the century. The costumes and background
keep well to the times. Paramount.

f THREE CHEERS FOR THE IRISH—
Thomas Mitchell, Priscilla Lane. Original
screen story by Richard Macauley. Di-

rected by Lloyd Bacon. A homey story of

a policeman and his three daughters. The
father is heart-broken when he is retired

and his daughter elopes with the rookie
who has taken his job. Warner Bros.

m TOO MANY HUSBANDS — Jean Arthur,
Fred MacMurray, Melvyn Douglas. Based
cn the play by W. Somerset Maugham. Di-

rected by Wesley Ruggles. An amusing
comedy with an "Enoch Arden" theme.
Clever and sophisticated dialogue, and
splendid acting. Columbia.

f VIRGINIA CITY — Errol Flynn, Miriam
Hopkins. Orginal screen story by Robert
Buckner. Directed by Michael Curtiz.

Broad-scoped, many-charactered chronicle

of an attempt to save the Confederacy from
financial ruin by smuggling gold bullion

from Nevada to the South. The hazards of

the arduous journey across the intervening
desert are excitingly pictured, though they
are subordinated to the love dual of

Miriam Hopkins and Errol Flynn. Warner
Bros. .

SHORT SUBJECTS
INFORMATIONALS

f ARGENTINA (Color Cruise)—Leisurely, piqu-
ant description of Argentine public buildings,
resorts and natural wonders, photographed in

color. Paramount.
f BLUE STREAK, THE (Grantland Rice Sport-

light)—Migration of the blue goose. Very lovely
pictvue e.xcept for the shooting of the geese.
Paramount.

f FASHION FORECASTS No. 7—Views of forth-
coming spring fashions, naturally staged, beau-
tifully photographed in color, and wittily de-
scribed bv Ilka Chase. 20th Century-Fox.

1"j FLAG SPEAKS, THE—The story of the Ameri-
can flag told by a flag-. Done in technicolor.
Recommended for schools, libraries and church
use. Metro-Goldwyn -Mayer.

f GOING PLACES No. 75—The wonders of Death
Valley. Universal.

f GOING PL.VCES No. 76 — How pretzels are
made, also a model goat farm. Universal.

f GOING PLACES No. 77—A dude ranch. Uni-

f .tack' POT (Crime Does Not Pay)—Gangster-
ism growing out of the slot-machine racket is

brought to bay. Metro-Goldwyn-Mayer.

f KNOW YOUR MONEY (Crime Does Not Pay)
—An interesting survey of how counterfeiting
is detected and the criminals caught. Recom-
mended for schools and libraries. Metro-
Goldwyn-Mayer.

f LIFE IN PARIS (Columbia Tour) — Conven-
tional travelogue of Paris, moderately well pro-
duced and giving considerable emphasis to the
customs of the inhabitants. Columbia.

f MARCH OF TIME No. 8, THE (6th Series)
"Canada At War"—An account of Canada's at-
titude toward the present European war-, and
her preparations for participation in it. RKO
Radio.

f MEN WANTED—A trip through Alaska done
in color. Vitaphone.

i OVER THE SEVEN SEAS (Ed Thorgersen
Sports)—Interesting and well photographed de-
scription of sailing boats and methods of
handling them. 20th Century-Fox.

f STRANGER THAN FICTION No. 75—A collec-
tion of tribal masks; Canadian wild geese; a
cemetery for race horses; a trained wild canary;
a pencil collector; helping salmon over the dam.
Universal.

f STR.ANGER THAN FICTION No. 76—Pottery
making in the primitive way; carving figures
out of laurel roots; a fresh water spring in the
ocean; collecting paper match boxes; animating
figures for music boxes; Gomez, the man with
nine lives. Universal.

f STRANGER THAN FICTION No. 77—An in-
vention to make grass cutting easy; a fox ter-
rier ball catcher; tiny figures made of wax;
bottle caps for decorations. Universal.

f THREADS OF A NATION, THE (Cinescope)—
Interesting Instructional film, showing the pro-
cesses by which cotton Is grown, manufactured
and prepared for the market, and showing its
importance to the world in terms of human
values. Columbia.

f UNUSUAL OCCUPATIONS No. 4—A girl ex-
pert in punching the bag; a dentist builds
Ijridges of toothpicks in his leisure moments;
painting pictures on cobwebs; a basket maker
who makes the foundations for the high fur
hats worn by the King's guard; an old man who
has collected relics of the old Western days.
Paramount.

f WASHINGTON PARADE No. 3 (The Federal
Bureau of Investigation)—A most interesting
and Instructional picture showing how the
P.B.I, works. Recommended for schools and
libraries. Columbia.

MUSICALS, CARTOONS AND COMEDIES
f.i VLI B.VBA BOUND—Looney Tune Cartoon.

Vitaphone.
f ALL'S WELL THAT ENDS WELL (Terry-

Toon)—Cartoon comedy about three orphan
kittens which are adopted by a dog\ 20th Cen-
tury-Fox.

f BLACKBOARD REVIEW (Color Rhapsody)—
Cartoon comedy caricaturing schoolroom life.

Columbia.
f CARL HOFF & HIS ORCHESTRA — Good

music. Y'itaphone.
f COMMUNITY SING No. 5—Tastefully produced

and well sung collection of Russian folk lyr'cs,
with which the audience is supposed to sing
along. Columbia,

f DOUBLE OR NOTHING (Broadway Brevity)—
Comedy played by those who double for stars.
Vitaphone.

f GREYHOUND AND THE RABBIT. THE
(Color Rhapsody)'—Cartoon comedy burlesquing'
tvpical technique of radio sports announcers.
Cohuiibia.

f HOME ON THE RANGE (Color Cartooni—One
of Rudolph Ising's charming cartoons about a
calf's dangerous adventures when it wandered
awav from its mother. Metro-Goldwvn-Mayer.

f IT MUST BE LOVE (Terry-Toon)—Moderatelv
anmsing cartoon of the efforts of a heroic but
dumb duck to save his ladylove from drowning.
20th Century-Fox.

f LABOR SAVERS—Latest item in Lew Lehr's
"Dribble Puss Revue" series, featuring a num-
ber of screwball inventions elaborate enough to
belong in Rube Goldberg's gallery. 20th Cen-
tury-Fox.

fj PILGRIM PORKY—Looney Tune Cartoon. Vita-
phone.

f,i STEALIN' AIN'T HONEST (Popeye Cartoon)
All about a hidden gold mine on an island in
the middle of the ocean. Paramount.
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The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject, of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
Alms plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may be carried either l5y the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election ot
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
corapaniea.

The Membership Committee supervises the
membership list of the Review Committee and

recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
Interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone.

$1.00 in conjunction with the Magazine.

A listing of all publications and services is

available upon request.
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SELECTED Pictures Guide
This department lists pictures selected by

the Review Committee of the National Board
0/ Review as worthy of popular patronage in

the theatres, with an indication of the audi-

ence group suitability for each picture. The
choice of the pictures included is based upon
principles of selection developed through long

study of public preference as to what consti-

tutes good screen entertainment. The con-

sensus of the Review Committee forms the

basis for the reviews and audience recommend-
ations of the pictures. The Review Committee
consists of approximately 300 trained members
representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up),

j—Juvenile audience. Pictures suitable for

children under 12.

—Pictures especially worth seeing as above

the average "selected" picture.

f ALIAS THE DEACON—Bob Burns. Based

on the play by John B. Hyman. Directed by

Christy Cabanne. A most amusing comedy
of a card shark who poses as a deacon and
does well by himself and his friends. Uni-

versal.

f CHARLIE CHAN'S MURDER CRUISE—
Sidney Toler, Marjorie Weaver. Based on

the story "Charlie Chan Carries On", by
Earl Derr Biggers. Directed by Eugene
Forde. A highly entertaining picture of

Charlie Chan, the great detective, who joins

a round-the-world cruise to capture a

strangler. Very exciting. 20th Century-Fox.

f DARK COMMAND — John Wayne, Walter
Pidgeon, Claire Trevor—Based on the novel

by W. R. Burnett. Directed by Raoul
Walsh. A story of the struggle between
northerners and southerners to get control

of Kansas just before and at the outbreak
of the Civil War, with a rivalry for the

banker's daughter between a guerilla

fighter and a marshal. Full of stirring

action. Republic.

m DOCTOR TAKES A WIFE. THE—Loretta
Young, Ray Milland. Original screen story

by Aleen Leslie. Directed by Alexander
Hall. Breezy and pleasantly foolish story

about a young authoress who, after success-

fully selling a book describing the pleasures

of a spinster life, finds her future sales and
reputation threatened by press reports that

she is secretly married to a young doctor.

Most of the picture is a comic jumble of

their efforts to escape into and out of

marriage. Columbia.

f DOWN WENT McGINTY—Brian Donlevy.

Akim Tamiroff, Muriel Angelus. Original
screen story and direction by Preston
Sturges. A story of a grafting governor
who flees to Latin America and becomes a
bartender when his crimes are discovered.
Paramount.

f DR. KILDARE'S STRANGE CASE— Lew
Ayres, Lionel Barrymore, Laraine Day.
Original screen story hy Max Brand and
Willis Goldbeck. Directed by Harold S.

Bucquet. Another hospital story, enter-
taining but highly improbable. Metro-
Goldwyn-Mayer.

f FORTY LITTLE MOTHERS—Eddie Cantor,
Rita Johnson. Original screen story by
Ernest Pagano and Dorothy Yost. Directed
by Busby Berkeley. Eddie Cantor as a
teacher in a fashionable girls' school runs
into difficulties when he adopts a stray
baby. Music is woven into the pictures and
the baby is very cute. Metro-Goldwyn-
Mayer.

f GAUCHO SERENADE—Gene Autry, Smily
Burnette. Original screen story by Betty
Burbridge and Bradford Ropes. Directed
by Frank McDonald. Fresher than most
Westerns on account of a more original plot.

A boy is lured from his school in England
by a fake telegram supposed to come from
his father in California. Attempts to kid-
nap him on arrival in America are foiled

by Autry and his boys. Usual pleasant
singing and speedy action. Republic.

m I CAN'T GIVE YOU ANYTHING BUT
LOVE, BABY — Johnny Downs, Peggy
Moran. Original screen story by Arthur T.

Horman. Directed by Albert S. Rogell. A
nice satire on the gangster films. A
struggling young song writer and his

fiancee get involved with gangsters. Uni-
versal.

m I WAS AN ADVENTURESS—Zorina, Rich-
ard Greene, Erich von Stroheim, Peter
Lorre. Based on an original French film

production by Gregor Rabinovitch. Directed
by Gregory Ratoff. The ever popular theme
of a girl crook who falls in love with her
intended victim and then gets in bad with
her accomplices, is used here with a num-
ber of original twists and plenty of humor-
ous incidents. There is also a handsome
ballet turn by Zorina, but it is strictly sec-

ondary to the fireworks and excitement of

jewel stealing. 20th Century-Fox.

f IF I HAD MY WAY—Ring Crosby, Gloria
Jean. Original screen story by David
Butler, William Conselman and James V.

Kern. Directed by David Butler. An en-

tertaining little picture of bridge workers
who take over and run successfully a New
York restaurant with the aid of old time

{Continued on page 15)
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Tastes and

ONE of the curious things about the

movie business is that it is hard to

think of any other which is so almost

universally assumed to be everybody's busi-

ness. Out of the millions who go to the

movies there are few so humble as not to

tell you confidently, if asked, what picture is

good and what picture bad, and many will

tell you, with the utmost assurance, whether

they are asked or not. This is natural and

healthy, since the movies do, in one sense,

belong to everybody. They are made for

everybody. But the tendency with some

people is to go beyond mere liking or not

liking (and saying so as if uttering a judg-

ment), to wanting to do something besides

talk : to regulate, and regulate not only what

movies people ought to see but what movies

are made, and how they are made, and how
they are sold to the public. It is that very

human }-earning to have a finger in the pie

which more than anything else lies behind all

the local, state and federal measures to regu-

late movies that people are incessantly trying

to get enacted. There aren't many pies you

can put your finger in without getting the

finger nipped, but the movies seem a safe

and easy thing to poke into. Hence censor-

ship, Neely bills, etcetera.

It doesn't occur to people, generally, that

they can make a business of telling their

neighbors they must buy a Packard instead

of a Ford, drink coffee instead of tea, eat

vegetables instead of meat, though they may
have strong personal preferences or convic-

tions in such matters. And yet it's with a

Audiences

definite feeling that something ought to be

done about it that many people wonder why
anybody should want to see certain types of

movies they themselves find distasteful. They
know, or ought to know, that under present

conditions they are as generally safe from

poison on the screen as under pure food prac-

tices they are safe from being poisoned by

what they eat, but when it comes to movie

fare they wander, and sometimes wander far,

away from the democratic principle of each

man to his own taste so long as it doesn't

harm his neighbors.

The problem of satisfying all reasonable

tastes has been tackled with astonishing suc-

cess by the makers of movies. Of course

every picture can't be all things to all people,

and few pictures can please everybody.

There aren't enough people who like every-

thing to support everything, which is where

the element of selection comes in. Not
everyone is selective, but obviously the selec-

tive section of the public is increasing. The
mere fact that the younger generations,

brought up on movies, form their tastes early

and intensify them as they grow older, is

bound to make the audiences of the future

much more selective than they have been

in the past, and it is such selective audiences

that a previewing agency like the National

Board serves with its advance information

about films.

This increasing selectiveness among audi-

ences gives the picture industry, at least the

exhibition side of it, another problem which
(Continued on page 8)
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A Plea for Unpopular Films
By Arthur L. ]\Iayer

Mr. Mayer, director of the Rialto Theater in

New York City, and distributor of many noted
films, gave the following address at the Na-
tional Board Conference in February.

WHEN Miss Olivia DeHavilland ar-

rived in Atlanta recently to attend the

opening of the biggest, if not the best

of all movies, she was met at the station by

a band playing "Dixie." "Oh, goody,

goody!" ]\Iiss DeHavilland is said to have

cried, "Isn't that sweet of them? They're

playing" the music from Gone ]]'ith flic

II 'indr

Some of you may be equall}- surprised at

the naivete of an exhibitor who pleads for the

production of unpopular pictures. By un-

popular pictures I mean, specifically, those

which desert the ancient well-worn bo}"-

meets girl, boy-mates-girl formula and try to

impinge on reality by facing and portraying

with courage and maturity the conditions of

life which surround us. I say that such pic-

tures are unpopular and some of you will, I

trust, disagree very strongly with me. Cer-

tainly, if you have been reading recent books

and articles about motion pictiu'es, you will

have gathered a very different impression.

I, myself, although I know exhibitors are

supposed never to read anything except the

Saturday Evening Post and an occasional

detective story, have recently read quite a

few books about motion pictures. I must

confess that when I did so, I felt not unlike

Alartin Johnson entering into some strange

and forbidding jungle, unattended even by a

native safari, or like Livingstone exploring

the heart of a dark continent where things

of a nature unpredictable and mysterious

could occur at any moment. For in-

stance, there is a thorough and well docu-

mented new book about the movies, "The
Rise of the American Film" by Lewis Jacobs

which, I think, all of you who are interested

in pictures should, without question, read

very carefully. But, although I like Mr.

Jacobs' point of view, I warn you not to be-

lieve everything he tells you. For instance,

he says: "Most people have become social

minded and have developed a more realistic

attitude towards life's problems. The des-

perateness of economic conditions . . . have

produced an intense popular interest in cur-

rent events . . . mo^-ies reveal the change

as it regressed from the suspicion that some-

thing is wrong to an awareness of wide-

spread injustices and economic discrepan-

cies." [Movies have done nothing of the sort,

although I deeply wish that they had done

done so.

In the January. 1939, issue of "Stage Mag-
azine," ]\Ir. Archibald ]\IacLeisch, one of

America's most distinguished poets and

critics, wrote, "Hollyv,-ood is in trouble at

the box office—and the reason its pictures

lack the fourth dimension of life is precise!}'

that they do not know their own time, do nfit

present their own time, do not belong to

their own time, and, therefore, quite nat-

urally, have lost the interest of their own
time." Except for the partial loss of its for-

eign markets, which occurred since Islr.

^lacLeish's articles appeared, Hollywood is

in no trouble at the box office. Loew's, Inc.

last year earned S9,841,531, and Twentieth

Century-Fox also did verv well. I do not

know if ]\Ir. Schenck of Loew's or !Mr. Kent

of Twentieth Century know what ]Mr. ]\Iac-

Leish is talking about when he refers to

"the fourth dimension of life." But whether

they do or they do not, you can be sure

that they waste no time on it. By concen-

trating on escapist themes, the}' have made
big profits for their stockholders and awe-

inspiring salaries for themselves and their

fellow executives. Personally, I question

whether such concentration on immediate

money making is desirable in the long run

even from a strictly business point of view.

^^"ell managed, far-sighted corporations in

other fields, like General Electric, for in-

stance, spend a fortune yearly on experimen-

tation—a veiy large portion of which must,

by its very nature, prove valueless. I am.

personally, inclined to believe that similar

experimentation in the picture field using

"B'' product as a sort of guinea pig would.
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in the final analysis, prove financially pro-

fitable. But, there is no doubt that, immedi-

ately considered, it would impair the financial

returns which the executives believe are

imperative.

I neglected to mention another new book

about pictures, Mrs. Thorp's "America at

the Movies." Stimulating as the book is, I

cannot agree with the writer when she says

:

"A far larger section of the 85 million movie-

goers than the producers have suspected

were interested in other things besides boy-

meets-girl—more and more people are going

to the movies not just to relax or to pass the

time. There are the montage boys interested,

primarily, in the aesthetics of the screen.

There are others whose concern is to have

the movies pay some attention to the prob-

lems of real life." My heart is very strongly

on the side of Jacobs, MacLeisch, Thorp

and company, but my eyes, unfortunately,

are with the executives. Every week, I re-

ceive the reports of some thirty or forty

theatres. They furnish me with a record of

the pictures played, and the receipts on these

pictures. These theatres are in small towns

as well as large, and the}- are located through

the East, Midwest, and South. There is no

indication from them that the public which,

at the present moment, is patronizing motion

picture theatres is anxious to have the mov-

ies pay attention to the problems of real life.

Indeed, they only confirm the position taken

by Frank Ricketson in his new and authori-

tative book "The Management of Motion

Picture Theatres." Mr. Ricketson is one of

the best motion picture circuit operators in

the country. He is, though he does not

know it, a pragmatist, who judges things

only on one basis—do they work. He has

no prejudices except those based on his ex-

perience and that of other showmen. He
represents, I am sorry to tell you, the unani-

mous opinion of exhibitors when he writes,

"Pictures built on themes of special interest

other than pure entertainment are of little

box office value. The photoplay designed

to ride on public issues, be it morals, politics

or any cause, is destined to mediocritv. Pro-

paganda pictures miss the aim of good at-

tractions. Churches, schools and libraries

may educate and moralize. The theatres,

rightly, offer only amusement."

At the close of each season, the motion

picture trade papers publish lists of pic-

tures zchicli exhibitors found the most pro-

fitable. These lists, like AU-American foot-

ball selections, disagree in some slight de-

tails, but they do not vary very radically. I

have before me, at present, the list drawn up

by "Showmen's Trade Review", of the most

successful 25 pictures for 1939. On it. i

cannot find any mention of Confessions of a

Xaz:i Spy, which the National Board of Re-

view, quite properly, called the best picture

of the year. Neither can I find any mention

of Juarez, about which ^Nlrs. Thorp wrote,

"The 85 million flocked to see it and its box

office score mounted steadily."

I hope that none of you are getting the

impression from what I am saying that Con-

fessions of a Nasi Spy or Juarez lost money
for their producers, or that pictures of this

sort should not be produced. All that I

am saying is that unfortunately they did

not do so well at the domestic box office as

typical escapist pictures in which Robinson,

Bette Davis or Muni appear. There is a de-

mand for pictures of a progressive nature, but

it exists primarily on the part of people who
do not regularly attend pictures and who,

when given the opportunity to support ma-
ture pictures with social content, fail to do-

so sufficiently promptly or in sufficient num-
bers to offset the loss in patronage on the

part of the frivolous or the exclusively en-

tertainment minded. Four or five weeks
after you have played and lost money with

an honest realistic picture they call you up

on the phone and seem surprised and con-

siderably peeved that you are no longer

showing the production.

Let me give you a few examples of recent

experiences which only confirm results in

the past. Last year, to everybody's amaze-

ment, RKO hatched an unpretentious "B"
picture entitled Boy Slaves. It showed, in a

somewhat lurid manner, child labor condi-

tions in the turpentine camps of the South.

It was not a million dollar production. It

had no great actors in it. Neither the story

itself nor the direction were distinguished.

Nonetheless, it was a gallant picture. A
thrust at injustice and cruelt}' by men who
risked their jobs in making that thrust—

a

picture which everv social minded man and
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Avoman should welcome with gratitude and
enthusiasm. Xo first run exhibitor in New
York City wanted to show it, so we booked
it into the Rialto Theatre. We screened

it in advance not less than a dozen times,

calling it not only to the attention of the

anti-child labor organizations, but to pro-

gressive groups throughout the metropolitan

area. We begged them to circularize their

membership or to give us a list of members
so that we could circularize them—asking

nothing for ourselfes, but begging that the

picture be made a financial success for RKO
so as to encourage both that company and the

other companies (who invariably imitate suc-

cess) to produce pictures of this nature.

When I showed it to the representatives of

these liberal groups I received some verv

interesting comments on the production. Ap-
parently, they were surprised that RKO had
not cast Cagney, Gable or Errol Flynn as

the bo}' slaves and that they failed to show
the pitiful peonage conditions in techni-

color. We received many suggestions on

how the picture could have been improved,

but little cooperation. Bo\ Slaves was finan-

cially a complete failure and I think it can

be safely predicted that no further produc-

tions dealing with child labor will emanate

for many years from the RKO studios. They
will, henceforth, specialize in such timely

topics as The Hiincliback of A'ofre Dame and

Szi'iss Fainil\ Robinson.

Maybe you will feel that it is a little un-

fair to ask large producers, hamstrung by

heavy overhead expenses and financial obli-

gations to banks or other conserv^ative insti-

tutions, to lead the way in making pic-

tures on controversial subjects. I, my-
self, am inclined to believe that this is a

proper field for smaller and more independ-

ent units. I have tried to make mv prac-

tise concide with this theory. For instance,

this season ^^e imported from France a pic-

ture called. That They May Live. It por-

trayed the horrors of the last war and showed

the dead arising from their graves to prevent

another similar catastrophe. It was made in

France during the period of appeasement,

hut it could not be shown there today or in

practically anv other country in Europe. \\^e

are fortunate that we are still able to show
such pictures in this country and we are

also fortunate in having a group of news-
paper critics in New York City who, invari-

ably, rally to the support of social minded
pictures. Frank Xugent of the Times called

That They May Live "Poignant ! Signifi-

cant ! Performances of dignity, sincerity and
depth. Your eyes will not leave the screen."

Howard Barnes, of the Herald Tribune,

wrote, "Daring, striking, challenging—not to

be missed!" and Archer Winsten, of the

Post, referred to it as, "A soul stirring per-

formance. For the strong at heart.' W"e
opened the picture at the Filmarte which, two
years ago, paid as much as $45,000 for an

artistic picture about the unfortunate love

aft'air of a prince and a beautiful commoner,
l30th long since dead. When the engage-

ment of That They May Live was over,

neither the exhibitor nor the importer was
in a position to live much longer. The thea-

tre has been closed ever since and, after we
had deducted our share of the advertising,

we did not receive a single cent of revenue

for the showing. We have recently played

That They May Live at the Rialto and in

Hollywood. We ha^-e had no other bookings

since then. Xot a single anti-war organiza-

tion has moved a finger to help this picture,

which is the greatest potential anti-war pro-

paganda ever produced.

Apparently, the horrors of war. thotigh

they may be endured on the battlefields, are

too terrifying to be witnessed on the screen.

So let us take, instead, the case of Crisis.

About two years ago, a group raised

enovigh money to send Herbert Kline and

Hans Burger to Europe. With excellent

judgment, they set up their cameras in

Czechoslovakia just a few minutes before the

Hitler assault on that little democracy. They
remained in Czechoslovakia while the Sudet-

anland was overwhelmed bv the invading

Xazi hordes and returned with a picture so

timely and so deeply moving that the Xa-
tional Board of Review^ has placed it sixth

on the list of the year's best motion pictures.

But although it won sixth place for merit,

it was not six hundredth at the box office,

for it took in less money than the average

travelogue. Do not unjustly attribute this

to indifference or hostility on the part of

exhibitors. Both Warners and Loews tried

to show the picture in their theatres and
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only withdrew it after obtaining very unsat-

isfactory results. I have had any number

of nice people say, "I would like to see

Crisis some day." But, pictures, unfortu-

nately, are not like books. They must be

seen when shown, or they proba1)ly will

never be shown again.

TIic City, that grim yet gay indictment of

the modern metropolis, photographed b\-

Ralpli Steiner, is having similarly tough sail-

ing. There is no need to refer back to such

unfortunate fiascoes as Garson Kanin's beau-

tiful Mail To Remember or Paramount's

epic of old age Make Way jor Tomorrozv.

Both made history—tragic history—at the

nation's box offices. The only value in stress-

ing these misfortunes today is to help us

face, more realistically and more resolutely,

the problem of the future.

There have just been released three of the

greatest pictures—socially considered—ever

produced in Hollywood. I refer to Tlic

Grapes of Wrath, Of Alice and Men and

Abe Lincoln in Illinois. There have been

two previous Lincoln pictures, in the silent

days, both of which were failures at the box

office. I don't think I am divulging a state

secret when I tell you that Abe Lincoln in

Illinois has not opened well in Washington.

Is it conceivable that this new and glorious

picturization of the most vital of all Amer-
ican sagas is to be again unsuccessful?

In the field of documentaries Herbert

Kline has just come back from abroad with a

a new picture entitled Lights Out in Europe.

It does not aim, like previous war pictures,

to show men engaged in deadly combat in

trenches, in the air, at sea. Its object is ra-

ther to portray what happens to the man in

the street or the man in the field, when old-

fashioned statesmanship fails and modern

warfare prevails. It seeks to speak for mil-

lions of human being in all lands—kindly,

well intentioned folk harboring no enmity

towards their neighbors, seeking only a mini-

mum of security for themselves and their

children. It shows these inherently peace-

ful people, bewildered by conflicting propa-

gandas, caught in the web of racial and eco-

nomic forces which drive them to death and

disaster. We have an investment in Lights

Out in Europe of approximately $25,000,

which is less than is frecjuently wasted on a

single scene, eventually discarded, in some

gigantic Holl3'wood production. It was not

produced to make a profit, although we are

anxious, of course, to get our money back

because, unless we do, we cannot continue to

finance pictures of this nature. But above

all we want this picture to be widely shown
because it shouts aloud to the heavens the

utter futility and bestiality of modern war-

fare.

To make a bad pun in a good cause, we
want to make pictures with social content

because they can help in bringing social con-

tent to our country. But like most good
things in this world they cannot be obtained

gratuitously and without eft'ort. Let no
amiable author give you the soft impression

that you will not have to fight for them. I

have C|UOted from many writers. In closing,

let me quote from the least distinguished

among them. Six years ago, in Liberty

Magazine, I wrote an article which read in

part as follows: "I believe that there is no

exhibitor who does not greatly desire to be

numbered among the socially useful members
of his community. The reason he does not

show pictures with artistic, social or educa-

tional merit is because the public has thus

far been completely indift'erent to pictures

which fail to conform to the accepted can-

nons of entertainment. If the reformer zeal

could be thrown into campaigns for the sup-

port of meritorious and unusual pictures so

that it would prove even moderately pro-

fitable to produce and exhibit them, the other

problems of the picture industry would
rapidly sink into insignificance."

These words are even truer today than

they were at that time. Do not blame con-

servative producers, or stupid exhibitors, or

block-booking, or circuit owned theatres, if

you do not get the pictures you desire. In

the final analysis, American pictures will be

just as good as the American people demand
and patronize. For many years the National

Board of Review has done yeoman service

in this direction. But neither it nor indi-

vidual exhibitors or importers can carry the

burden unaided. I appeal to you delegates

and, through you, to all the progressive or-

ganizations who complain that pictures are

too conservative, to all the intelligent-

sia, who sit around the dinner table jib-
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ing at their immaturity, to all the parents and

teachers associations who want them less

romantic and more educational, above all to

the countless Americans of every race and

creed who want propaganda pictures—pro-

paganda for democracy and tolerance and

peace and the end of economic injustice—

I

apeal to all these vital and controlling and

effective elements in our national life to sup-

port pictures like Abe Lincoln in Illinois,

Grapes oj Wrath, Lights Out in Europe, so

that they will be "widely shown and widely

appreciated and their success encourage the

production of even more useful pictures in

the years to come.

Mrs. Thorp Replies
Sir:

Mr. Mayer, for the quite legitimate pur-

pose of making a point in his highly interest-

ing article, has credited me with a somewhat
greater optimism than I feel or, I think, ex-

pressed in America at the Movies. I did

not intend to suggest that the "unpopular

films'" were beginning to be the biggest

money makers of the year, but I do think it

a promising sign that commercial producers

feel it worth while to experiment with social

themes at all, that they have frecjuently made
a decent profit from them, and that one finds

exhibitors in small towns in Maine or

Nebraska writing, for instance, of Juarez:

"A very good picture which did above aver-

age business," or : "Big enough for extended

runs in all spots."

Another phase of the problem, on which

I very much wish that Mr. Mayer would
give us his ideas, seems to me to be whether

or not it is possible to introduce into films

with a serious purpose, social or artistic,

enough "glamour" or excitement of the kind

the average moviegoer looks for to make
them really effective at the box office.

Margaret Farrand Thorp

(Continued from page 3)

it has probably been struggling with for

years but which it has not yet solved—how
to make it easy for people of differing tastes

to find what they want without the trouble

of shopping around.

In other words, the old question of differ-

ent kinds of theatres for different kinds of

people. If you want a hamburger or a hot

dog you don't go to an expensive restaurant,

and if you want an ice cream soda you don't

go to a liquor bar. And if your appetite is

all set for something like Paul Muni you

are not going to be pleased by a menu that

has only Jane Withers to offer. While the

picture people are being stormed at by shot

and shell from almost every direction they

are doing well if they just keep riding, but

sometime they will make people more con-

tented if they find a way to make audiences

always reasonably sure of how and where to

find what they want when they want it. And
that would perhaps do something to tap the

vast reservoir of non-movie-goers, who have

never got the movie habit because they refuse

to waste their time taking chances, and so

don't know what they are missing.

Changing the National

Board ofReviewMagazine

IN recent weeks suggestions have been un-

der consideration of ways in which the

National Board of Review Alagazine might

be revised and expanded to meet the growing

needs of film councils and other serious

movie groups throughout the country. It is

recognized that such a publication should not

be simply an organ of the trade, or for high-

brows or fans, but should contain material

which, while being lively and interesting, will

help groups and individuals in their work to

the fullest possible extent.

To this end we wish to ask our readers for

their co-operation. What we are interested

in are suggestions from them as to what

they would like a new magazine to be.

While we cannot say at this early date how
far we shall be able to make use of their

suggestions, it will be of the greatest value

to us to know more exactly the needs and

wishes of both individuals and groups.

^

.Since the majority of members of motion

picture councils are not actively engaged dur-
(Continuecl on page 14)
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An Actress and Her Work
By Elissa Land:

From an address given at the National Board Conference in February 1940.

IT
is my intention to say a few words in

defense of actors. Actors have borne with

a lot of attack, much of it quite justified,

but I wonder how many laymen know
exactly imder what circumstances motion

pictures are made? We know actors are

spoiled. That is to say, they earn a lot of

money when they are successful. When
they are successful, they live in very beautiful

houses and are waited upon. At the same

time, unless they are so successful that they'

are one of the first six in the industry, their

working" hours are anything" from nine to

twelve hours a day, starting exceedingly

early in the morning. They rise around six,

and it takes them an hour and a half to have

makeup put on, and hair dressed, if they are

women. The same often applies to the men.

They go on all day in a very strange atmos-

phere—more strange than uncomfortable.

To begin with, there is the noise in a mo-
tion picture studio. The noise is incessant

and inexorable. Usually one set is being de-

stroyed while another one is being put up.

And in between the hammering and the

spraying of paint, the shouting and the

whistling and the undue musicality of certain

members of the company, during quite short

periods of silence, the actors do their acting.

You all know, perhaps, that a shot infre-

quently lasts longer than two minutes. I

think two minutes is a pretty good average

for the duration of a single shot. Before

that shot is taken there are the camera set-

ups. And while the camera is being set up

and the lights lighted and everything" is going

on to make the picture, the noise is quite

terrifying. It isn't subtle at all. There is

banging, and hammering, and spraying, and

shouting.

In that noise you go over your lines with

your fellow actors. Then a whistle is blown.

You still go on rehearsing (with a little less

noise) and then there is another whistle,

and a tremendous yell. "Quiet ! Can't vou
hear it? We want you to be quiet!" Then
a final rehearsal and the picture is shot. The

minute the whistle blows after the shot the

noise starts over again. That is one of the

things you have to contend with—noise.

Secondly, there are the dust and dirt. I

wonder what you would think if you could

actually see the lily white hands of your

favorite heroine, inevitably filthy in the

lovely scene when she puts her hands on the

hero's face. I have shuddered, when seeing

such affectionate scenes on the screen, and

have thought, "Good heavens, poor fellow!"

However, it does not really matter ; he has

three layers of grease paint on his face, so

she doesn't touch his skin at all.

Then there are the make-ups. For a

woman even the lightest makeup is water-

proof, which means it is oxygen proof. It is

far from comfortable. If the woman is wear-

ing an evening dress, her pores are closed on

the shoulders and on her arms as well as on

her face. If you do not think that would

tend to give you a headache just try it some-

times for twelve hours on end.

However, I am not complaining, I am only

asking you to bear these facts in mind some-

times when you see a bad performance. Also,

bear in mind that you may be watching

"Take 20", that perhaps the twentieth shot

is printed and goes on the screen. That has

something" to do with spontaneity too. I al-

ways loved it when, at the nineteenth take,

the director said, "Come on Landi, a little

more spontaneity."

Then, even on a closed set—a set on which

visitors are not allowed and no one may
enter except on business—you have an au-

dience, possibly an unwilling one, and one

that is certainly not publicized, of at least

twenty-four people. I am not quite sure how
many people are on the set during the shoot-

ing" of a picture that is not closed to the

public or to anyone not on duty.

However, I do know that I once wanted

to give a party for the crew of a picture I

was in. I asked somebody to check up on

everyone in case there were persons I had

forgotten. I thought there would be about
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twenty-five people at my little party, and I

found there were forty-eight. I am talking

now about the first cameraman, and his

operator, and the camera boys, and the

lighting crew, and the sound crew, and the

make-up man, and the hairdresser, and the

wardrobe woman, and the script girl, and so

on, ad infinitum. They all watch the shoot-

ing of a picture. And if you think they are

terribly sympathetic to your art, just let me
correct you. ,

The director says, "Silence, please! This

is a difficult scene. It is an emotional scene.

Will you please be quiet and give her a

break?" And, standing about fifty feet above

the floor is a man doing something to a lamp,

and he turns to his mate, points down with

his thumb and tells him : "He says shut up

—

art."

Also, please remember the gentlemen with

the scissors. I do not believe they use scis-

sors but that is what they are called. You
play a scene and you think you are being

very subtle. You work it up to a certain

climax, and then you hit the high spot at the

end of the scene. The higher-ups look at the

picture, which is intended to run an hour and

thirty-five minutes, and find it runs two

hours, so the man with the scissors comes

along and cuts things out. Unless he is

awfully clever he may cut out the bits that

lead up to the climax. I have seen myself

on the screen suddenly jump from complete

placidity into hysterics without any working

up to it.

If you come from the theatre, as I did un-

fortunatel}' for motion pictures, you work up

slowly. You start the scene 'down", then

work 'up' gradually. By the time the pic-

ture is cut and your performance is about

to hit the high spot—clunk ! there isn't any

high spot at all. That happens too. And
sometimes you even find the 'high' spot com-

ing before the 'low' spot. All of these things

are not in the hands of the actors, they are

largely in the hands of the directors.

Sometimes it happens that the director

and the producers do not agree, and the di-

rector is kicked out and some strav gentle-

man with a completely new slant on the

story puts the picture together. The fault

for a confused picture lies with the pro-

ducers, in that case, but the actors bear the

l^runt of the blame.

This all may sound like complaint, but it

isn't. It is simply a plea for tolerance. I

do not kno\v whether I have a right to plead

like this, because, after all, those who pa}"

their dimes have the right to get their

money's worth and it is not their concern to

know how the picture is made, or whether it

is made under great difficulties. It is our

business, and the business of the producers,

to please the public one way or another, either

to educate them or to entertain them.

I am not here to preach on anything. I

repeat that it is not fair to expect the pul^lic

to be tolerant ; at the same time I could not

resist this opportunity of telling you that we
have our troubles, too, on the other side of

the camera.

(Following her address Miss Landi replied

to questions from the floor. We print belotc a

selection of those questions and answers.)

Q. How much opportunity does the actress

have to do the acting herself and not be in-

structed by the director as to how to act

the part?

A. It rather depends on the situation, the

director, and the story. I think it is Cjuite

possible— not easy but quite possible— to

evolve a perfectly good motion pictiu-e with

an actor who does not know in the least

why he is doing anything or what it means,

providing the director knows all about it. I

think it is quite impossible for an actor to be

good in a motion picture unless the director

is good. I think a very good motion picture

depends on a very good director, although I

suppose a good actor can help.

O. jNIight I ask how they choose films ? In

most large companies do they choose a film

for a particular star, or in the general run

of their pictures do they take a certain script

and then work their cast up to the script? Is

there anv rule on that ?

A. As far as I know, there is no ruling. It

was once m}^ experience that a short story

was bought for the title. The title was

Sonata. Another title was bought. Sisters

Under The Skin. They made the storv of

.Sonata and called it Sisters Under The Skin.

Sometimes they buy a story for a special

star. Sometimes they have a story or a title

sitting around. Thev ma-\- have it for years
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before they put an actor in it. At one studio

they bought a title. She Jl'cars The Pants.

They tried those pants on all of us and we all

refused to wear them.

O. You said that you did not believe that

an actress or actor could make a good pic-

ture without a good director. Do you think

this would be true if the actress, or the actor,

were given a chance to study the whole

scenario ?

A. I think even then, because the cutler

might cut things away, and we are in tlie

hands of the production office ^\'e are not

responsible for retakes. Suddenly a pro-

ducer will get an idea that he feels will im-

prove the story. It may be a very good

idea. On the other hand, it may not really

improve the story, but we have to make the

retakes. Please bear in mind that with a

very few exceptions the actors in the motion

picture business have not much to say about

the stories they do. And they have nothing

to say about what their fellow actors should

or should not do on the screen. I honestly

believe that we are in the hands of the direc-

tors and the front office.

O. \\'hat is your attitude toward the tre-

mendous publicity given to the screen actors .'

A. I hope 3'ou will believe me when I say

that I regret it. However. I think publicity

is important and necessary. It is necessary

to the industry. There is something feeble

in all of us, perhaps, but we do like per-

sonalities. I know I do. I know if I saw

Hedda Gabler written up, I might pass by

the theatre. But if I were to see "So-and-So

in Hedda Gabler," however often I had

seen it, I would go in and see So-and-So do-

ing it. I think that is true and human, so I

have to think publicity is a good thing. But

I do not think it important for the public to

know what toothpaste }'ou use, whom you go

out to lunch with, and what you eat. I think

that is a bad thing. And I do definitely

regret—and I say this with deep feeling

—

the strange subterranean contempt with

which motion picture actors and actresses

are regarded by the public on account of such

publicity. If you have once been on the

screen, the attitude is, "Well, you can't have

any brains, you have been in the movies."

O. Does it take much longer to rehearse

for the moving picture than for a play?

A. You do not rehearse in moving pic-

tures. Frequently the actors never meet each

otlier before they play the scenes. That is

one of the essential differences between

screen and stage. For the stage, you re-

hearse a play for four weeks, you take it out

of town, you often get together after re-

hearsal hours, and if you have a difficult

scene you work it out across the tea table,

and so forth. In motion pictures, if 3'ou

get the script a week before they shoot it.

you are lucky. It is shot out of sequence.

You very often meet the actors you play

with only on the set, and you say, ''Let's do

the lines, shall we?" Perhaps bv the time

you have learnt them somebody arrives with

a sheet of paper and says, "Sorry, there was
something in the script we didn't like. Learn

these lines quickly. We are shooting in half

an hour." You sit down and swallow it

whole. It is awfully like swallowing a din-

ner in five minutes. You learn those words

and do the best you can, and then the

cameras grind on 3'ou. If it is any good it is

because }-ou have a quick grasp of the sit-

uation. It is a very dififerent kind of art

from that of the theatre. It is definitely an
art, I believe, but I would not call it acting.

It would seem to me an art of intuition, of

sympath}'. It is the art of sympathy above

all, of knowing how people feel, but not the

art of acting. I feel acting is definitely pro-

jection— putting something across. You
must not put anything across—I think I may
safely say—on the screen. You simplv have

to know it, or feel it, or believe it. That gets

to the public. After all, your face is con-

stantly under the microscope. It is enlarged

from possibly one hundred and fifty to two

hundred times its normal size. You do not

have to act, in fact you must not act.

I would say that the art of the theatre

is far more difficult. \A'hereas that of mo-
tion pictures is harder work, but it is not as

difficult once you have the initial talent.

Proof of this is that people are taken out of

beauty parlors and made into stars with quite

good results. It is because they have that

inner intensity which will photograph. No-
body could be taken out of a beautv parlor

and put on the stage. The theatre requires

a cultivated technique ; the movie doesn't.
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The Biscuit Eater

Screen play by Stuart Anthony and Lillie Hay-
zvard from a story by James Street, directed by
Stuart Heisler, photographed by Leo Tovcr. Pro-
duced and distributed by Paramount.

The Cast

Lonnie McNeil Billy Lee
Text Cordell Hickman
Harve McNeil Richard Lane
Mrs. McNeil Helene Millard
Mr. Ames '. Lester Matthews
Sermon Snozvflake
Promise (dog) Tiverton-Invadcr

IN
these days of big pictures, The Bis-

cuit Eater stands out for unusual things

that have nothing to do with size or sensa-

tion or names or pretentions. Not many
people will know in advance wliat its title

means, and maybe if they get wind of the fact

that it means nothing but a dog they won't

be attracted. But if they will take a chance

they are pretty sure to be amused, and ex-

cited, and moved, and will take away
memories of a kind of life that will stay with

them when many a more expensive star-

sprinkled film has been forgotten.

It won't be the plot that will be remem-
bered, except as something that's just as well

to forget because it uses such a lot of old

devices. The thing is, you're outdoors most
of the time, racing with boys and dogs, and
the movement is what carries you along,

down in the woods and fields of Georgia

where a white boy and a negro boy are as far

away from the outer world as Chico in the

Woodard brothers' unique picture of the

Mexican country. These two boys want a

clog to train, and they finally get one—the

worthless one of a fine litter, the "biscuit-

eater," the one that was to be thrown away.

And they train it, and it becomes the star

dog of the pack.

It's rather too bad it had to have a plot,

because most of the plot elements seem to

have been taken down from the shelf without

bothering to dust them oft" when the director

came in from a fine day of chasing the boys

and dogs around and after thinking over the

fun he'd had, decided that maybe it had been

too much fun—he'd better tack on some
story. He could have made a lot of story

out of how they turned the little runt puppy
into a champion : all that training would

have been fascinating and exciting. But
after all, the story holds together well

enough, and it allov.'s a lot of people who
seem to lie real to do the things that real

people would do down in that part of Georgia

where noble dogs are bred and brought up
to practice their marvelous art of helping

their masters hunt.

Billv Lee and Cordell Hickman are the

boys, and barring a few lapses in which the

latter is made to attempt humor of the old

vaudeville "coon" style, they are as real and

delightful a pair of kids as you'll want to

find, with play and work all boiled together

in the miraculous energy of youngsters tear-

ing around outdoors. The talk is good, and

the whole atmosphere. Stuart Heisler, a

new figure in directing, knows how to use

liis camera and sound-track to keep the in-

terest always awake, \vith things to watch

and things to look forward to. Which of

course is what makes a movie, and in this

case a movie of a kind that comes along far

too seldom.

(Rated Honorable Mention)
J. S. H.
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The French hostages in a German military jail

The Mayor's Dilemma

Scenario by Leo Mittlcr and V. Trivas from

Leo Mittler's story suggested by August Rodin's

statue. "Citizens of Calais," directed by Raymond
Bernard, photographed by Robert Lefebrve, music

by Darius Milhaud. English titles by Julian Leigh.

Produced by S. Nebanzahl, distributed in America

by Film Alliance of U. S.

The Cast

Beaumont, the mayor Charpin

Annie, his daughter Annie Vernay

de Rossigiiol, a land ozvner Saturnin Fabre

Pierre, his son Jean Paqui

Fabien, the tozvn bailiff Larquey

Ranicau, the barber Labry
Rodilard, the poacher Dorville

Gendarme Florian

Tartagnac
,
fencing master Roqucvert

^ t fHE Mayor's Dilemma has something

more familiar about it than most of

the French fihns we get, partly be-

cause the types of small-town French char-

acters who appear in it are the same we
have seen in quite a lot of recent French

movies, but most of all because the story is

just the sort of things we might have done

ourselves. It has its boy-and-girl love ele-

ment, a gradually cumulative dramatic com-

plication, and a happy ending. It has a lot

of sentiment of the kind we like, a lot of

comedy. Moreover, its French dialogue is so

distinct and easy that an3-one with a smat-

tering of the language can follow it with

prideful satisfaction. It isn't necessary,

though, to know French to enjoy the picture.

The story begins with one of those half-

comic family feuds—a cjuarrel over a right-

of-way upon which the ma}^or's barn stands

and the Romeo and Juliet of the village being

kept apart by the complicated enmity be-

tween their fathers. But their secret mar-

riage leads otherwise than to the family

vault : the war comes, a German force cap-

tures the town and a German officer gets

shot by the young bridegroom on leave for a
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day's stolen honeymoon. He goes back to

his company, unaware that the invaders will

hold the whole village responsible for the

death of the German officer, and demand the

surrender of his killer.

It is here that the mayor's qualities come
to the front at their best, in adjusting

the conflicting temperaments and diiferences

among his fellow townsmen to meet what
in its small local way is a national emer-

gency. And it is liere that in a slight,

rather commonplace story, some of the most
likeable traits in French character loom so

strikingly that they give the picture stature

and distinction. Seeing the film you are

carried along by its humor, its sentiment, its

fine balance between atmosphere and in-

dividuals : remembering it you realize that

in the process of being entertained you have
been brought closer to the human side of

the democratic French people.

(Rated Honorable Mention) J. S. H.

Far to Go
ryjrrRDAY'S CHILDREN is a so-

ciological drama which comes at a

time when the standard of such

drama must be high in appeal and con-

viction. Its story, adapted from j\Iaxwell

Anderson's Pulitzer Prize play, has fre-

quent moments of honesty and frankness, and
its recreation of middle class life in a time

of depression is generally a true and stimu-

lating reflection. The air of unreality, of

hollowness, that so often lurk behind the

beards and noble sa3-ings of the screen's great

men of history are entirely absent from the

people in Saturday's Children, in whom
naturalness and simplicity persist despite

every temptation to pose and postulate. John
Garfield and Anne Shirley, delightfully sup-

ported by Dennie Moore and a capable cast,

have every emotional qualification for hold-

ing an audience with their story of the

hazards of unemployment in the early years

of married life.

However, it is the structure and plan of

this drama that pull it down as a convincing

social commentary. In Saturday's Children

are all the blunders of psychology and situa-

tion which inevitalDly break down any atmos-

phere of real life no matter how capably the

players pla}' their parts. Real as these

players are in their attitude towards poverty

and one another, they are forced by the

script to play cat-and-mouse in a way that

is not onl}' alien to the build-up they have

been given, but seems to exist simply in order

to move the axtion from one stage to another.

Rims and Bobby are natural in their work
and in their courtship, even in their minor

deceits, but when Bobby is driven to the

time-worn maneuver of hiding her preg-

nancy, along with the letter which oft'ers

Rims a good but distant job; or when Rims,

hitherto the soul of loving sympath}'. flies

into the passionate misunderstandings of a

B-movie—then we are let down badl}- and

blame them for what is really the faul; of

lazy writers. Apparently the facts of in-

dustrial depression and its effects on marricci

life were well enough known by the writing

team, but how to make them jive and move
toward a convincing climax was be}"ond

them. And so, as a solution, the best the}-

can contrive is to make a goat of the idealistic

Claude Rains, and send him noljlv to the top

of a high building for a suicide that will give

his struggling youngsters a thick wad of life-

insurance. This is sheer trickery : happy as

we are to see 'Sir. Rains smilingly recuperat-

ing in a hospital bed, while young love for-

gets everything in a glad embrace, we are

still bound to feel that all the main points at

issue have remained unanswered and to walk

away with our pleasant memories confined

entirely to the smaller aspects of the film

—

the give and take of its comic interludes and

the realness of the minor moments of worry

and indecision in the lives of its characters.

N. D.

{Continued from page 8)

ing the summer months, the editors have

decided to publish no June issue of the

magazine, but to have instead a September

number which will appear at the beginning

of that month—a time when our publications

are likely to be of most value to motion pic-

ture groups.
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National Board Conference:

November 14-16, 1940

IT has long been felt that the usual date of

the National Board's Annual Conference

should be changed for a more convenient

time. On requesting the opinions of many
who have attended past Conferences, and

many who have wished to do so but have

been prevented by bad weather, we found

strong support for a Fall date. Con-

sequently we are fixing November 14, 15, 16

as the days for our next annual meeting, and

we believe this time will be found preferable

by the majority of our affiliated groups.

The place of meeting will, as before, be

the Hotel Pennsylvania in New York City.

Selected Pictures Guide
(Continued from page 2)

vaudeville actors. Bing and Gloria are a
good pair of songsters and it affords a
chance for some of the old-timers like

Blanche Ring, Eddie Leonard, Trixie
Friganza to stage a comeback. Well
directed with an excellent supporting cast.

Universal.

f IRENE—Anna Neagle, Ray Milland. Orig-
inal screen story by Alice Duer Miller
based on the play of the same name. Di-
rected by Herbert Wilcox. A musical
comedy, Cinderella type of picture in which
a poor working girl finds her prince. Good
cast and nice music. RKO Radio.

f LA CONGA NIGHT'S — Hugh Herbert,
Dennis O'Keefe, Constance Moore. Original
screen story by Jay Dutler and Harry
Cloak. Directed by Lew Landers. A hilari-

ous comedy with music, song and dance.
Hugh Herbert as a wealthy realtor also
takes the parts of his mother and four
sisters. He comes to the aid of a boarding
house full of songsters and light steppers,

and saves them from being dispossessed.
Universal.

f LIFE OF GIUSEPPI VERDI, THE—Fosco
Giachetti, Gaby Morlay, Beniamino Gigli.

Original screen story by Lucio D'Ambra and
Carmine Gallone. Directed by Carmine
Gallone. Concentrates exclusively on the
works of Verdi and the women who in-

fluenced him when he composed his music.
What it lacks in treatment as a movie it

makes up for in its generous presentation
of Verdi's operas. Essentially a film for

music-lovers. (Italian production with Eng-
lish sub-titles) Esperia.

m MAYOR'S DILEMMA, THE— (See Excep-
tional Photoplays Dept., page 13).

f MIND OF MR. REEDER, THE—Will Fyffe,

Kay Walsh. Based on a story by Edgar
Wallace. Directed by Jack Raymond. A
lively English melodrama built around a

gang of counterfeiters whose members are

hunted down by that quiet, unassuming old

gentleman, Mr. Reeder. Manages to work
in a number of typical British characters

and occasions. Will Fyffe does a capable

job in the title role. (British production)—
Monogram.

m *MY FAVORITE WIFE—Irene Dunne, Cary
Grant. Original screen play by Bella and
Samuel Spewack and Leo McCarey. Di-

rected by Garson Kanin. An absurd and
laughable comedy about a husband who
marries a second time, only to And that his

first wife has not after all been drowned
at sea and expects to go on just the same.

Cary Grant is excellent as the unhappy
'"bigamist" involving himself deeper and
deeper because of his inability to tell the

second wife the truth. Excellently pro-

duced. RKO Radio.

f ON THEIR OWN—Spring Byington, Ken
Howell, George Ernest, June Carlson. Orig-

inal screen story by Val Burton, Jack Jung-
meyer Jr. and Edith Skouras. Directed by
Otto Brower. Due to the illness of the

father, the Jones family are obliged to

go out in the world and fend for them-
selves. In a somewhat questionable way
they manage to raise enough to start a

boarding house, into which they welcome
boarders with huge families, packs of dogs,

musical instruments etc., and soon run
afoul of their neighbors. Far-fetched, but
amusing. 20th Century-Fox.

m OUTSIDER, THE—Mary Maguire, George
Sanders. Based on the novel by Dorothy
Brandon. Directed by Paul L. Stein. Inter-

esting story of a notorious doctor who be-

cause of his medical ethics is a rank out-

sider. Not until he cures the crippled

daughter of a famous English doctor does
he come into his own. Alliance.

f PALS OF THE SILVER SAGE—Tex Ritter.

Original screen story by Robert Emmett.
Directed by Al Herman. Despite having
the same old story of rustlers versus the
law, this Western manages to rise above the
average by virtue of its beautiful back-
grounds. The camera is well-placed through-
out and greatly superior to the dialogue.
Monogram.

m RETURN OF THE FROG, THE— Gordon
Harker, Una O'Connor. Based on the story
by Edgar Wallace. Directed by Maurice
Elvey. Gordon Harker once more in his

popular role as the cockney detective of

Scotland Yard who tracks down the mys-
terious "Frog." Action on the Thames
waterfront; lively and humorous, though
put together in a somewhat haphazard
manner. ( British production ) Select At-
tractions.
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f SAINT TAKES OVER, THE — George
Sanders, Wendy Barrie. Based on the char-
acter by Leslie Charteris. Directed by
Jack Hively. Another picture of the Saint
series. This time the Saint comes to

America to help his detective friend to clear

up a mystery and becomes involved in a
series of murders. RKO Radio.

m SATURDAY'S CHILDREN —( See Excep-
tional Photoplays Dept., page 14).

f SKI PATROL—Lull Deste, Philip Dorn.
Original screen story by Paul Huston. Di-
rected by Lew Landers. A grim picture of

the present war, showing the ski patrol
defending a mountain, the gateway to Fin-
land. Beautiful snow scenes and some
truly marvelous skiing. Universal.

f SUICIDE LEGION — Tullio Carminati,
Lilli Palmer. Directed by Norman Walker. A
romance which opens in Vienna, a few
months before the outbreak of the World
War. A young Italian officer falls in love

with an Austrian girl and takes her home
to Italy—with painful complications result-

ing when Italy enters the war against Aus-
tria. Wliile few of the situations are orig-

inal, the treatment is adequate and the
result entertaining. {British production)
Film Alliance.

f "TIL WE MEET AGAIN — Merle Oberon,
George Brent. Pat O'Brien. Original screen
story by Robert Lord. Directed by Edmund
Goulding. A romance aboard a ship bound
from Hong Kong to San Francisco. Two
people doomed to die, find happiness for

a brief time. Warner Bros.

m 21 DAYS TOGETHER — Vivien Leigh,

Laurence Olivier. Based on a story by
John Galsworthy. Directed by Basil Dean.
Having killed a man accidentally, a youth
spends three weeks with his bride before

giving himself up. Interesting story but
not awfully well done; a little too long.

(British production) Columbia.

f TWO GIRLS ON BROADWAY — George
Murphy, Joan Blondell, Lana Turner. Wal-
lace Ford. Original screen story by Edmund
Goulding. Directed by S. Sylvan Simon.
Two sisters are rivals in love and for a
career in their night club debut on Broad-
way. A story of conflicting emotions and
sacrifice, lightly played with plenty of

music and dancing. Metro-Goldwyn-Mayer.

f WAY OF ALL FLESH, THE—Akim Tami-
roft', Gladys George. Original screen story
by Lajos Birq and Jules Furthman. Directed
by Louis King. A story of a man's gradual
disintegration. Robbed of securities en-
trusted to him by the bank, Paul Kriza
allows his family to believe him dead so as
not to bring disgrace on them. Paramount.

SHORT SUBJECTS
INFORMATIONALS

f CLIMBING THE SPIRITS' HOME (Father

Hubbard Alaskan Adventure)—The .Jesuit priest
leads a party up a glacier to record temperature
variations. Full of splendid snowscapes. Com-
mentary by Lowell Thomas. 20th Centurv-Fox.

f FASHION TAKES A HOLIDAY (Cinescope)—
Sports and travel fashions. What the well
dressed girl will wear on a vacation. Columbia.

f FLYCASTING (Pathe Sportscope)—Casting for
trout in an Idaho stream. Very pretty to
watch. RKO Radio.

f HIDDEN MASTER (Passing Parade)—An in-
teresting picture shoeing what part luck plays
in the lives of human beings. Metro-Goldw>"n-
Mayer.

f HOLLYWOOD. STYLE CENTER OF THE
WORLI>—Starts out to show that Hollywood
sets the style for women all over the world,
turns into an advance trailer of MGM pictures.
iletro-Goldwyn-Mayer.

f INFORMATION PLEASE No. 7—Franklin P.
Adams, Oscar Levant, John Kieran and Clar-
ence Budington Kelland are the amusing ex-
perts on this famous program. RKO P^dio.

f INFORMATION PLEASE No. 8—Starring ex-
perts in this number are Franklin P. Adams,
Oscar Levant, .John Kieran and Ruth Gordon.
Instructional, with plenty of laughs. RKO Radio.

f *ISLES OF THE EAST (Magic Carpets—Pre-
ser.ts an excellent tour of the Dutch posses-
sions in the East Indies, with some splendid
shots of native life and methods of trans-
portation on the inland canals. Recommended
for schools and libraries. 20th Centiu-y-Fox.

f MARCH OF TIME No. 9. THE (6th Series)
"America's Youth—1940"—An interesting study
of the activities of American youth with special
emphasis on unemployment and the steps being
taken to alleviate it. Broadminded and instruc-
tive. RKO Radio.

f *MARCH OF TlilE No. 10. THE (Gth Series)—
An excellent picture covering the Japanese-
Philippino situation. The Philippinos are not
siu-e they want the independence they so bit-
terly struggled for. Recommended for schools
and libraries. RKO Radio.

f SIODERN NEW ORLEANS (Fitzpatrick
Traveltalk)—A trip through the lovel.v city of
New Orleans. Jletro-Goldwvn-Maver.

f NEW HAMPSHIRE (Columbia Tours)—Beau-
t'f'il scenes of '^''^1 N^vr Ha^ip^h're. Columl ia.

f SITKA AND JUNEAU (Fitzpatrick Traveltalk)
—Sitka and Juneau, the old and the new Capi-
tals of Alaska. Recommended for schools,
libraries and church use. Metro-Goldwyn-
Mayer.

f STADEN VID GOTA ALV (The City of Gothen-
burg)—Pleasant views of the city of Gothen-
burg. (Swedish production). Scandinavian Talk-
ing Pictures Inc.

f XXX :\IEDICO (Passing Parade) — Showing
what the radio has done for those stricken at
sea. Interesting and instructional film. Metro-
Goldwyn-Mayer.

MUSICALS, CARTOONS AND COMEDIES

f COMMUNITY SING No. 4 — Dedicated to
Stephen Foster. Singing his songs that have
become so famous. Columbia.

fj DONALD'S DOG LAUNDRY (Walt Disney
Color Cartoon)—Donald Duck tries to wash a
dog liut ends bv washing himself. RKO Radio,

f HAYE YOU MET YYETT? (Headliner)—Paul
Baron's orchestra and the petite song bird of
the radio. Paramount.

fj Jl'ST A LITTLE BULL (Terry-Toon Color
Cartoon)—^When the rustlers stampede the herd
into their corral, the little bull faces up to them
and rescues his mates. 20th Centurv-Fox.

fj KICK IN TIME (Color Classic Cartoon)—All
about a little mule. Paramount.

fj NEW PUPIL, THE (Our Gang Comedy)—
Spanky and Alfalfa are punished for breaking
a date with Darla. Metro-Goldwvn-Maver.

fj 100 PYGMIES AND ANDY PANDA (Lantz
Color Cartune)—Andy Panda has a magic wand
wiiich brings plenty of trouble. Universal,

f SWINGIN' IN THE BARN—Excellent musical
show and clever dancing. Universal.

fj WOT'S ALL TH' SHOOTIN' FER? (Terry-
Toon Cartoon)—A Southern mountaineer feud
starts afresh when one family's cat courts the
enemy's cat. An amusing idea fairly well pre-
sented, with many laughs. 20th Century-Fox.
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List of Selected Pictures:

January-December 1939

The Annual Catalog of Selected Pictures,

a yearly compilation of the pictures selected

by the Review Committees of the National

Board, will not be pubhshed in 1940. Since

the same information appears in the Weekly

Guide to Selected Pictures, and monthly in

the Selected Pictures Guide of the National

Board of Review Magazine, there seems to

be no special need for the Catalog except to

provide in alphabetical form a list of all

selected pictures for the past year. Conse-

quently, we publish below a list of the Se-

lected Pictures of 1939, with reference to

the issue of the Magazine in which they were

reviewed, or to the Weekly Guide if they

appeared in the months when the Magazine

is not published.

Key to Abbreviations

f—Family Audience (12 years up),

m—Mature Audience (18 years up),

j—Juvenile Audience (Under 12 years).
*—Indicates an above-the-average selected pic-

ture.

Exc—Indicates a picture referred to the Com-
mittee on Exceptional Photoplays and rated
Exceptional or Honorable Mention.

WG—Refers to the Weekly Guide for the
months when the Magazine is not published.

FEATURES
f ADVENTURES IN DIAMONDS (Reviewed as—
DIAMONDS ARE DANGEROUS) — Para.—
Dec. '39.

fj *ADVENTURES OF HUCKLEBERRY FINN,
THE—Metro—Mar. '39.

f ADVENTURES OF SHERLOCK HOLMES,
THE—20th Cent.—Oct. '39.

m *ALL QUIET ON THE Vt'ESTERN FRONT—
Univ.—Nov. '39.

f ALL W^OMEN HAVE SECRETS—Para.—Dec.
'39.

fj ALLEGHENY UPRISING—RKO—Dec. '39.

fj ALMOST A GENTLEMAN—RKO—Apr. '39.

f AMAZING MR. WILLIAMS, THE—Col.—Jan.
'40.

f AMORE STEELE ALPI (Alpine Passion) —
Esperia—Dec. '39.

f ANDY HARDY GETS SPRING FEVER—Metro
WG July 22, '39.

f ANOTHER THIN MAN—Metro—Dec. '39.

f AT THE CIRCUS—Metro—Nov. '39.

fj *BABES IN ARMS—Metro—Nov. '39.

f 'BACHELOR MOTHER—RKO—WG July 1, '39.

m BACK DOOR TO HEAVEN—Para.—May '39.

f BAD LANDS—RKO WG July 29, '39.

fj BAD LITTLE ANGEL—Metro.—Dec. '39.

f BALALAIKA—Metro—Jan. '40.

f BARRICADE—20th Cent. Jan. '40.

f BEAU GESTE—Para.—WG July 29, '39.

m BEAUTY FOR THE ASKING—RKO—Mar. '39.

m BLACK LIMELIGHT—AUi.—WG July 22, '39.

m BLACKWELL'S ISLAND—Warner—Mar. '39.

m BLIND ALLEY—Col.—June '39.

f BLONDIE BRINGS UP BABY—Col.—Dec. '39.

f BLONDIE MEETS THE BOSS—Col.—Apr. '39.

f BLONDIE TAKES A VACATION—Col.—Oct.
•39.

f BOY SLAVES—RKO—Feb. '39.

f BOY^ TROUBLE—Para. Feb. '39.

f BROADWAY SERENADE—Metro—May '39.

f BURN 'EM UP O'CONNOR—Metro—Feb. "39.

f CAFE SOCIETY—Para. Mar. '39.

f CALL A MESSENGER—Univ.—Nov. '39.

f CALLING DR. KILDARE—Metro—May '39.

f CAPTAIN FURY—U. A.—June '39.

f CAREER—RKO—WG July 8, '39.

f *CHALLENGE, THE—Film Alii.—Apr. '39.

f CHAMPS ELYSEES—Tri.—June '39.

f CHARLIE CHAN AT TREASURE ISLAND—
20th Cent—Nov. '39.

f CHARLIE CHAN IN HONOLULLT—20th Cent.—
Feb. '39.

f CHARLIE CHAN IN RENO—20th Cent.—WG
June 10, '39.

f CISCO KID AND THE LADY, THE—20th Cent.

Jan. '40.

m CITADEL OF SILENCE, THE]—Film Alii.—
Jan. '40.

f CLOUDS OVER EUROPE—WG June 24, '39.

f CODE OF THE STREETS—Univ.—Mar. '39.

m CONFESSIONS OF A NAZI SPY—Warner-
May '39 (Exc).

f COWBOYS FROM TEXAS—Rep.—Dec. '39.

f CRIME IN THE MAGINOT LINE (Double
Crime in the Maginot Line)—Towei''—June '39.

f *CRISIS—Mayer—Mar. '39. (E.xc).

f DANCING CO-ED—Metro—Nov. '39.

j DANGER FLIGHT—Mono.—Dec. '39.

m *DARK VICTORY—Warner—Apr. '39. (Exc).
f DAUGHTERS COURAGEOUS — Warner—WG

June 24, '39.

f DAYS OF JESSE JAMES—Rep.—.Ian. '40.

f DEAD END KIDS ON DRESS PARADE, THE
—Warnei^Dec. '39.

m DEAD MEN TELL NO TALES—Alii.—June '39.

f DESTRY RIDES AGAIN—Univ.—Jan. '40.

f *DODGE CITY—Warner—May '39.

f DISPUTED PASSAGE—Para.—Nov. '39.

f DRUMS ALONG THE MOHAWK—20th Cent.—
Dec. '39. (Exc).

f DV GAMLA DU FRIA (Sweden, Thou Old,

Thou Free)—Scan.—Apr. '39.

f DUST BE MY DESTINY—Warner—Oct. '39.

m EACH DAWN I DIE—Warner—WG July 22, '39.

f EARL OF CHICAGO—Metro—WG Dec. 30, '39.

f EAST SIDE OF HEAVEN—Univ.—May '39.

f EL CORSARO NERO—(The Black Pirate)—
Esperia—Nov. '39.
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m ELSA M-\XWELL-S HOTEL FOR WOMEN—
20th Cent.—Oct. '39.

m ERAVEMO SETTE SORELLE (We Were Seven
Sisters)—Esperia—June '39.

f ESCAPE, THE—20th Cent.—Nov. '39.

f ESPIONAGE AGENT—Warner—Nov. '39.

f ETERNALLY YOURS—U. A.—Nov. '39.

f EVERYBODY'S B.VBY—20th Cent.—ilar. '39.

f EVER.YTH1NG HAPPENS AT NIGHT—20th
Cent.—Jan. '40.

m EXILE EXPRESS—Grand Nat.—June '39.

f FAMILY NEXT DOOR—Universal—May '39.

f F.\ST AND LOOSE—Metro.—Mar. 'Sb.

f FEDERAL MAN HT'NT—Rep.—Fe'o. '39.

f FIFTH AVENUE GIRI^RKO—Oct. '39.

f FIGHTING THOROUCHBREDS — Rep.—Feb.
•3D.

f =^FIRST LOVE—Univ.—Dec. '39.

f FIRST OFFENDERS—Col.—May '39.

f FIVE C.AJME BACK—RKO—WG June 10, '39.

f FI.XER DUGAN—RKO—May '39.

f FLIGHT AT :\IIDNIGHT—Rep.—Oct. '39.

fj FLYING IRISHM.AJX, THE-RKO—Apr. '39.

£ FORGED PASSPORT—Rep.—Mar. '39.

f FORGOTTEN WOMAN. THE—Univ.—WG July

1, '39.

I *FOUR FEATHERS. THE—U. A.—WG June 24,

39.

m *400. 000,000. THE—Gar.—May '39.

f FOTR WmSS—Warner—Jan. '40.

f FRONTIER MARSHALI^20th Cent.—WG July

29, '39.

m Fl"LL CONFESSION—RKO—Oct. '39.

f GERONIMO—Para.—Dec. '39.

f GIRL FROM MEXICO. THE—RKO—June '39.

m *GOLDEN BOY—Col.—Oct. '39. (E.xc).

m *GONE WITH THE WIND—Metro—Jan. '40.

f GOOD GIRLS GO TO P.\RIS—Col.—WG July 1,

40.

fj *GOODBYE MR. CHIPS — Metro. — June '39.

(E.xc).

f GOING PL.\CES—First Nat.—Feb. '39.

f GRACIE ALLEN ilURDER CASE, THE—Fara.

—June '39.

f GRAND JURY SECRETS—Para—May "39.

f GREAT MAN VOTES. THE—RKO—Feb. '39.

f *GREAT VICTOR HERBERT, THE — Para.—
—Jan. '40.

fj *GULLn'ER'S TRAVELS—Para.—Jan. '40.

f *GUNGA DIN—R.KO--Feb. '39.

f ILVRDYS RIDE HIGH, THE—Metro—May '39.

m ^HARVEST—French—Oct. '39. (Exc.)

fj HENRY GOES ARIZONA—Metro—Jan. '40.

f HERE I a:vI a STRANGER—20th Cent.—Nov.
'39.

f HERITAGE OF THE DESERT—Para.—May
'39.

m *HEART OF PARIS, THE—Tri.—June '39.

f HERO FOR A DAY, A—Univ.—WG July 1, '39.

f HOLLYT\-OOD CAVAL.AJDE—20th Cent.—Nov.
'39.

f HONEYMOON IN B.\LI—Para.-Nov. '39.

f HONEYMOON'S OVER, THE — 20th Cent.—
Dec. '39.

f HONOLULU—Metro—Mar. '39.

f HOUSEKEEPER'S DAUGHTER, THE—U. A.—
Dec. '39.

f *HOUND OF THE BASKERVILLES, THE—20th

Cent.—Apr. '39.

f HOUSE OF FEAR—Univ.—June '39.

f HOUSEMASTER—Alii.—WG Aug-. 5, 39.

f *HUNCHBACK OF NOTRE DAME, THE—RKO
—Jan. '40.

f I STOLE A MILLION—Univ.—WG July 22, '39.

f IL SIG.VOR M.AX (Mr. Max)—Esperia—Dec. '39.

m IN NAME O.VLY—RKO—Oct. '39.

f IN OLD C-\LIENTE—Rep.—WG June 24. '39.

f IN OLD MONTEREY—Rep. Oct. '39.

f INDLA.NAPOLIS SPPIEDWAY — Warner—\\-G
July 22. '39.

f INSIDE INFORMATION—Univ.—WG June 10,

'39.

f INSPECTOR HORNLEIGH — 20th Cent.—ilay
39.

f INSPECTOR HORNLEIGH ON HOLIDAY—
20th Cent.—Jan. 40.

m ^INTERMEZZO, A LOVE STORY—U. A.—Nov.
'39.

f INVITATION TO HAPPINESS — Para.—June
'39.

f I'M FROM MISSOURI—Para.—Apr. '39.

f ICE FOLLIES OF 1939, THE—Metro—Apr. '39.

f "IDIOT'S DELIGHT—Metro—Fe;j. '.39.

f IT'S A WONDERFUL WORLD—Metro—June
'39.

m •J.A.JI.A.ICA INN—Para.—Oct. '39.

f *JESSE JAilES—20th Cent.—Feb. '39.

f JONES F.\:MILY in HOLLYWOOD — 20th

Cent.—June '39.

f *JUAREZ—Warner—May '39. (E.xc).

f JUDGE HARDY AND SON—Metro—Jan. '40.

f JUST LIKE A WOMAN—.Uliance—WG Aug-.

5. '40.

f KING OF THE TURF—U. A.—Mar. '39.

f KUSTENS GLADA KAVAXJERER (Happy
Cavaliers)—Scan.—Nov. '39.

m *L.A. FIN DU JOUR (The End of a Day)—Juno
—Nov. '39. (Exc).

Ill L.\DY AND THE MOB, THE—Col.—May '39.

f L.VDY'S FROM KENTUCKY, THE — Para.-
May '39.

f LA:MBETH W.AJ.K, THE—Metro—Jan. '40.

f LAW OF THE PAMPAS—Para.—Dec. '39.

m *LE QUAI DES BRU^IES (Port of Shado-ns)-
Film Alii.—Nov. '39. (E.xc).

f LEGION OF THE L.A.^\'LESS—RKO—Jan. '40.

f LET FREEDOM RISG—Metro—Mar. '39.

m LET US LR-E—Col.—Apr. '39.

f LIGHT AHE.\D, THE—Carmel—Dec. '39.

f *LIGHT TH.\T FAILED, THE—Para.-Jan. 40.

f LITTLE ACCIDENT—Univ.—Dec. '39.

fj LITTLE PRINCESS. TFIE—20th Cent. — Mar.
'39.

f LOTTE NELL' OMBRA (Battles In The
Shade)—Esperia—Nov. '39.

m *LOVE .\FFAIR—RKO—Apr. '39. (Exc).

m LUCKY NIGHT—Metro—June '39.

m LUCRECE BORGIA—Gallic—June '39.

f MADE FOR EACH OTHER—U. A.—Mar. '39.

f MAGNIFICENT FRAL'D—Para.—WG June 24,

'39.

f MAISIE—Metro—WG June 10, '39.

f MAN ABOUT TOWN—Para.—WG June 24, '39.

fj *iL\N IN THE IRON MASK. THE—U. A.—WG
July 15, '39.

f *1LA.N OF CONQUEST—Rep.—May '39.

f MAN ^HO DARED. THE—Warner—Oct. '39.

f MED FOLKET FOR FOS'TERLAN'DET (With

The People For The Country)—Scan.—Mar. '39.

f MEET DOCTOR CHRISTIAN—RKO—Dec. '39.

f MIDNIGHT—Para.—Apr. '39.

f *MTKADO, THE—Univ.—Apr. '39.
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f *MILL ON THE FLOSS, THE—Stan.—Dec. '39.

m illRACLE OX MAIN STREET—Col.—Dec. '39.

f MIRACLES FOR SALE—Metro—Oct. '39.

f MR. MOTO'S LAST WARNING—20th Cent.—

Feb. '39.

f MR. MOTO TAKES A VACATION—20th Cent.

—WG June 24, '39.

ff *MR. SMITH GOES TO "WASHINGTON—Col.—
Nov. '39. (E.xc).

m IMCTINY IN THE BIG HOUSE—Mono.—Nov.
39.

f I^IUTINY ON THE BLACK HAWK—Univ.—WG
June 24, '39.

f MY WlFE^S REL.\TR"ES—Repub.—Mar. '39.

fj NANCY DREW AND THE HIDDEN STAIR-
CASE—Warner—Oct. '39.

f NANCY DREW, TROUBLE SHOOTER—
Warner—June '39.

f NAUGHTY BUT NICE—Warner—WG June 24.

'39.

f NEVER SAY DIE—Para.—JIar. '39.

f NEWS IS MADE AT NIGHT—20th Cent.—WG
July 15, 39.

f NICK CARTER, MASTER DETECTIVE—
Metro—Jan. 40.

f NIGHT OF NIGHTS. THE—Para.—Jan. '40.

ra *-NINOTCHKA—Metro—Nov. '39. (Exc).

f *NURSE EDITH CAVELL—RKO—Nov. '39.

f OFF THE RECORD—Warner—Mar. '39.

f OKLAHOMA KID, THE—Warner—Mar. '39.

m -OLD MAID, THE—Warner—Oct. '39.

f *ON BORROWED TIME—Metro—^WG Jul.v 8,

'39.

m ON TRIAL—Warner—:\Iaj- '39.

f *ON YOUR TOES—Warner—Dec. '39.

f -ONLY ANGELS HAVE WINGS—Col.—June '39.

f OUR LEADING CITIZEN—Para.

—

'WG July 29,

•39.

f OUR NEIGHBORS THE CARTERS—Para.—
Nov. '39.

m PANA:\IA lady—RKO^June '39.

f PAROLE FIXER—Para.—Jan. '40.

m PERSONS IN HIDING—Para.—Feb. '39.

f PHANTOM STRIKES. THE—Mono.—Dec. '39.

fj PRIDE OF THE BLUE GRASS—Warner—Dec.
'39.

m *PRISON WITHOUT BARS—U. A.—Apr. '39.

f *PRIV.i.TE Ln'ES OF ELIZABETH AND ES-
SEX. THE—Warner—Dec. '39.

f R.AFFLES—U. A.—WG Dec. 30, '39.

m *RAINS CAME, THE—20th Cent.—Nov. '39.

f RANGE AVAR—Para.—WG July 15, '39.

f *REAL GLORY, THE—U. A.—Nov. '39.

m REMEMBER?—Metro—Dec. '39.

f RENA RAMA SANNINGEN (Nothing But the

Truth)—Scan. Dec. '39.

fj RENEGADE TRAIL. THE—Para.—Apr. '39.

m RENO—RKO—Dec. '39.

f RETURN OF THE CISCO KID, THE—20th

Cent.—May '39.

f RIDERS OF THE FRONTIER—Mono. Oct. '39.

f RIO—Univ.—Nov. '39.

PI RISKY BUSINESS—Univ.—Apr. '39.

f ROAD BACK, THE>—Univ.—Dec. '39.

m ROARING TWENTIES, THE—Warner — Dec.
•39. (Exc).

f ROSE OF WASHINGTON SQUARE—20th Cent.

—June '39.

f RULERS OF THE SEA—Para.—Nov. '39.

f SAG.A. OF DEATH VALUEY—Rep.—Dec. '39.

f ST. LOUIS BLUES—Para.—Feb. '39.

f SAINT IN LONDON. THE—RKO—WG July .l,

'39.

f SAINT STRIKES BACK, THE—RKO—Mar. '39.

f SCIPIONE L'AFRICANO (Scipio Africanus)—
Esperia—Nov. '39.

f SECOND FIDDLE—20th Cent.—WG July S, '39.

f SECRET OF DOCTOR KILDARE—Metro—Dec.
'39.

f SECRET SERVICE OF THE AIR—Warner-
Mar. '39.

m SERGEANT MADDEN—iletro—Apr. '39.

f SHIPYARD SALLY—20th Cent.—Dec. '39.

f SKANOR-FALSTERBO—Scan.—ilay '39.

fj SKY PATROL—Mono.—Nov. '39.

ni SOCIETY LAWYER—Metro—Apr. '39.

f SOCIETY SMUGGLERS—Unlv.—Mar. '39.

f SillLING ALONCJ—20th Cent.—Feb. '39.

ni SON OF FRANKENSTEIN—Univ.—Feb. '39.

m SOTTO LA CROCE DEL SUD (Under the

Southern Cross)—Esperia—Dec. '39.

fj SOUTHWARD HO!—Rep.—June '39.

f SPELLBINDER, THE—RKO—WG July 15, '39.

fj SPIRIT OF CULVER—Univ.—Mar. '39.

f SPY OF NAPOLEON—Stan.—WG Aug. 19, '39.

f *STAGECOACH—U. A.—Mar. '39. (Exc).

f ^STANLEY AND LRaNGSTONE—20th Cent.—
Oct. '39.

f STAR :MAKER, THE—I'ara.—Oct. '39.

m *STOLEN LIFE—Para.—June '39.

f STOP LOOK AND LOVE—20th Cent.—Nov. '39.

f *STORY OF ALEXANDER GRAHAAI BELL,
THE—20th Cent.—May '39.

f *STORY OF VERNON AND IRENE CASTLE,
THE—RKO—Apr. '39.

f STREETS OF NEW YORK—Mono.—May '39.

na ^STRONGER THAN DESIRE—iletro—WG July

1, '39.

f SUDDEN MONEY—Para.—Mar. '39.

m SUED FOR LIBEL—RKO—Nov. '39.

f ^-SUN- NEVER SETS. THE—Univ.—WG June
10. '39.

fj SUSANNAH OF THE MOUNTIES—20th Cent.

—WG June 17, '39.

f *SWANEE RR'ER—20th Cent.—WG Dec. 30, '39.

f TAIL SPIN—20th Cent.—Mar. '39.

f TARZAN FINDS A SON—Metro—WG June 17.

'39.

f TELL NO TALES—Metro—June '39.

fj *THEY SHALL HAVE MUSIC—U. A.—WG July

29, '39.

f THESE GLAMOUR GIRLS—Metro—Oct. '39.

f THEY ALL COME OUT^Metro—WG July 15,

•39.

f THEY M.\DE ME A CRnilNAL — Warner—
Feb. '39.

f THIS MAN IS NEWS—Para.—WG July 1, '39.

m THOSE HIGH GRAY WALLS—Col. Nov. '39.

f *THREE SMART GIRLS GROW UP—Univ. Apr.
•39.

f THREE W.A.LTZES—Vedis—WG June 10. '39.

f THUNDER AFLO.^T—Metro—Nov. '39.

f TIAIBER STAMPEDE—RKO^WG June 24, '39.

f TOO BUSY TO WORK—20th Cent.—Dec. '39.

f TORCHY PLAY'S WITH DYN.\MITE—Warner
—Oct. '39.

f TORPEDOED—Film Alii.—Nov. '39.

in TOWER OF LONDON—Univ.—Dec. '39.

f 20,000 :SIEN A YEAR—20th Cent.—Dec. '39.

fj TWO THOROUGHBREDS—RKO—Jan. "40.

f TWO BRIGHT BOYS—Univ.—Nov. '39.

f *U-BOAT TWENTY-NINE—Col.—Nov. '39.

f UNDERCOVER DOCTOR—Para.—June '39.
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fj UNDER-PUP, THE—Univ.—Oct. '39.

f UNEXPECTED FATHER—Univ.—WG July 1.5.

'39.

f *UXIOX PACIFIC—Para.—May '39.

f UXTAMED—Para.—WG Dec. 30, '39.

n WAXTED BY SCOTLAXD YARD—Mono.—May
39.

11 WARE CASE, THE—G. B.—June '39.

f WAY DOWX SOUTH—RKO—WG July 22, '39.

n *V\'E ARE XOT ALOXE—Warner—Dec. '39.

(Exc.j

f WHAT A LIFE!—Para.—WG July 1, *39.

-n WHEX TOMORROW COMES—I.'niv.—Oct. '39.

1 WIDOWS' ISLAND—Mod.—June '39.

f WIFE HUSBAND AND FRIEND—20th Cent.—
Mar. '39.

fj WILD INNOCENCE—Garfield-Apr. '39.

f WIXGS OF THE XAVY—Warner—ilar. '39.

f WIXXER TAKE ALL—20th Cent.—Apr. '39.

f ^^•IXTER CARNIVAI^U. A.—WG July 29, '39.

m WITHIN THE LAW—Metro—Apr. '39.

fj *WIZARD OF OZ, THE—Metro—Oct. '39.

j WOLF CALI^Mono.—June '39.

ni -\\'OMEN, THE—Metro—Oct. '39.

f A^'OMEN IN THE WIND—Warner—May '39.

m *W1:THERIXG HEIGHTS—U. A. — Apr. '39.

(Exc)

fj YOU CAX'T CHEAT AX HOXEST IMAX—Univ.
—Mar. '39.

fj *YOUXG MR LIXCOLX—20th Cent.—June '39.

(E.xc).

m YES MY D.ARLIXG D.VUGHTER—First Nat.—
Mar. '39.

m ZERO HOUR, THE—Rep.—June '39.

CARTOONS
f A HAUXTIXG AVE AVILL GO—Univ.—WG June

24, '39.

fj ALADDIX AXD HIS AVOXDERFUL LAilP—
l ara.—May '39.

fj ALAA'aYS KICKIX'—Para.—Mar. '39.

fj AX13V PAXDA—I"niv.—Oct. '39.

j AXD'' PAXDA GOES FISHING—l"niv.—Jan.
'40.

f AUTOGRAPH HOUXD—RKO—Oct. '39.

f EARXYARD BASEBALL—20th Cent.—AA'G July

8. '39.

fj BARXYARD BRAT, THE—Para.—AA"G July 1,

39.

fj BARXYARD EGG-CITEMEXT — 20th Cent.—
June '39.

fj BEACH PICNIC—RKO—Feb. '39.

fj BEAR TH.A.T COULDN'T SLEEP, THE—Metro
—AA^G July 1, '39.

f BIRD ON NELLIE'S HAT. THE—T-iiiv.—AA'G

June 24, "39.

f BIRTH OF A TOOTHPICK, THE—Univ.—Mar.
'39.

fj EOLO :M0LA LAND—Univ.—June '39.

f BOOKAA'ORM, THE—Metro—Nov. '39.

fj BOY, A GUN AND BIRDS, A—Col.—AA'G Dec.

30, '39.

fj CURIOUS PUPPY, THE—A'ita.—AA'G Dec. 30.

•39.

fj CUSTOMERS WANTED—Para.—Mar. '39.

DANGEROUS DAN McFOO—Vita—WG July 29,

39.

f PAY AT THE ZOO, A—Vita.—Apr. '39.

f DETOURING a:\IERICA—A'ita.—Oct. '39.

fj DOG-GONE IMODERN-A^ita.—Feb. '39.

fj DOXALD'S COT'SIN GL'S—RKO—May '39.

fj FIRST ROBTN. THE—20th Cent.—Jan. '40.

f FRESH VEGETABLE .MYSTERY, THE—Para.
—Nov. '39.

Ij FROZEN FEET—20th Cent.—Feb. '39.

f GHOSKS IS THE BUNK—Para.—WG June 24,

'39.

fj GOLDILOCKS AND THE THREE BEARS

—

Metro—AA'G July l.S, '39.

f HELLO, HOAA' AM l'/-Para.—WG July 15, '39.

fj HOCKEY CHAMP—RKO—June '39.

f HOOK LtXE AXD SIXKER—20th Cent.—Nov.
•39-

fj I'M JUST A JITTERBUG—Univ.—Feb. '39.

fj ICE POXD, THE—20th Cent.—Jan. '40.

j IT'S THE NATURAL THING TO DO—Para.

—

AA'G July 22, '39.

j KRAZY'S SHOE SHOP—Col.—AVG July 8, '39.

fj LAND OF THE MIDNIGHT FUN—A'ita.—Nov.
'39.

fj LEAAE AVELL ENOUGH ALOXE—I'ara—May
•39.

fj LITTI,E BROTHER RAT—Vita.—Xo\-. ^39.

fj LITTLE GOLDFISH. THE—Metro—June ^39.

fj LITTLE LIOX HUXTEFl—AMta.—Xo\-. ^39.

f LOXE MOUXTIE. THE—Col.—Fe'j. '39.

f LOXE STRAXGER AXD PORKY, THE—A'ita.

—Feb. '39.

fj :\IICE AATLL PLAY, THE—A'ita.—Feb. '39.

f MOUXTAIX E.A.RS—Cel.-Dec. '39.

f MOUSE IX A MILLIOX, A—20th Cent.—Dec.
39.

fj MY FRIEXD THE MOXKEY—Para.—Mar. '39.

fj XAUGHTY XEIGHBORS—A'ita.—Xov. '39.

fj XEA'ER SOCK A B.ABY—Para.—Dec. '39.

fj OFFICER DUCK—RKO—Oct. '39.

fj OLD GLORY—A'ita.—AA'G July 15, '39.

f OXE MOTHER'S FAillLY—Metro—Nov. '39.

fj ORPH.A.N DUCK, THE—20th Cent.—Nov. '39.

f OAA'L AXD THE PUSSYCAT, THE—20th Cent.
—Feb. '39.

f PETUXIA NATUP^A.L PARK—Metro—Feb. '39.

fj 'POINTER, THE—RKO—ilar. '39.

f PORKA'-S MOA'IE MYSTERY—A'ita.—Apr. '39.

fj ROBIN HOOD MAKES GOOD—A'ita.—Mar. '39.

fj SCRAMBLED EGGS—Univ.—Dec. '39.

fj SCREAA'BALL FOOTBALI^A'ita.—AA^G Dec. 30,

'39.

fj SE.V SCOUTS—RKO—June '39.

fj SHEEP IX THE :MEAD0AA'—20th Cent.—AA'G
Sept. 23, '39.

fj SLEEPIXG PRIXCESS, THE—Univ.—Dec. '39.

fj SM.AT.L FRY—Para.—Apr. '39.

fj SO DOES AX AUTOMOBILE—Para.—Apr. '39.

fj THEIR L.A.ST BEAN—20th Cent.—June '39.

j AA^\TCHDOG, THE—20th Cent.—AA'G Oct. 14,

'39.

fj AA'ICKY-AA'ACKY ROMANCE—20th Cent.—Dec.
'39.

f WORM'S EYE A'lEAA', A—Col.—WG June 10,

•39.

fj AA'OTTA NITEM.ARE—Para.—May ^39.

COMEDIES
f AN HOUR FOR LUNCH—Metro—Apr. '39.

fj AUTO .ANTICS—Metro—Oct. '39.

fj CAPTAIN SPANKY'S SHOAA'BOAT — Metro
—Nov. '39.

j COUSIN A\T^LBUR—Metro—June '39.

f DARK MAGIC—Metro—June '39.

f *DAY OF REST, THE—Metro—Nov. '39.

fj DOG DAZE—Metro—AA'G July 8, '38.

f *FEATHERED PESTS—RKO—WG July 29, '39.

f GRE.VT KENNEDY, THE—RKO—Jan. '40.
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fj GREENER HILLS, THE—Metro—WG June 3,

39.

f HO:\IE EARLY—Metro—June '39.

f *HOW TO EAT—Metro—WG June 17, '39.

fj JOY SCOUTS—Metro—WG June 17, '39.

tj :\IOXKEYS IS THE CWAZIEST PEOPLE—20th

Cent.—Nov. '39.

f RING MADNESS—RKO—WG June 10, '39.

f S-VLES SLIPS—RKO—WG Oct. 7, '39.

f *SEE YOUR DOCTOR—Metro—Dec. '39.

f SMALL TOWN IDOL,—Vita.—Mai-. '39.

f THAT INFERIOR FEELING—Metro.—Jan. '40.

INFORMATIONALS
f ACRES OF I^LENTY-RKO—Nov. '39.

fj AGHILEEN PINNACLES—20th Cent.—Nov. '39.

f AIR AVAVES—RKO—June '39.

fj *AJIERICAN ROYAL—RKO—Jan. '40.

f AMERICAN SADDLE HORSES — Vita.—Jan.
'40.

fj ANCIENT EGl'PT—Metro—Feb. '.S9.

fj *ANGEL OF MERCY—Metro—WG June 3, '39.

f ANGERMANLAND—Scan.—Mar. '39.

fj *AQTJA RHYTHM—Fara.—Dec. '39.

fj 'ARABIAN BAZAAR—U. A.—Oct. '39.

fj ASH-CAN FLEET, THE—Metro—Nov. '39.

f BAKOM PANSRAD SIDA—Scan.—Nov. '39.

fj BIG LEAGUERS—RKO—May '39.

fj BIG TOWN COMMUTERS—Col.—WG June 10,

'39.

fj *BILL OF RIGHTS, THE—Vita—Oct. '39.

fj BIRTH OF THE MOVIES—AUi.—Jan. '40.

fj BIRTHPLACE OF ICEBERGS — 20th Cent.—
Oct. '39.

f BLUE GRASS—RKO—Feb. '39.

f *BOOK OF BOOKS, THE—Col.—Dec. '39.

fj BOW STRING—RKO—Felx '39.

f BOWS AND ARROWS—Col.—Dec. '39.

f BREAKING THE NEWS—Para.—Oct. '39.

f BUILDING OF BOYS, THE—Col.—Dec. '39.

f CATCHING WHOPPERS—Para.—Nov. '39.

f CHILE—Para.—Jan. '40.

fj '*CITY, THE—World—Nov. '39.

f CLOCKING THE JOCKEYS—20th Cent.—Nov.
'39.

fj COLOMBIA—Para.—WG July 15, '39.

fj COLORFUL CURACAO—Metro—WG June 3.

'39.

fj CONQUERING THE COLORADO—20th Cent.—
Oct. '39.

f CULINARY CARVING—:\Ietro—WG July 8, '39.

fj DAY ON TREASX'RE ISLAND—Metro—Nov.
'39. /

fj DEATH VALLEY THRILLS—Para.—WG June
17, '39.

f DEVIL DRPv^ERS-RKO—June '39.

fj DIAilOND DUST—Para.-]\Iay '39.

fj DIVING RHYTHM—Col.—AVG June 10, '39.

f DOG IS BORN, A—Para.—Dec. '39.

f DOOR V\"ILL OPEN, A—Metro—WG Jan. G, '40.

fj *DOUBLE DIVING—Metro—Feb. '39.

f DRUNK DRIVING—Metro—Nov. '39.

fj ECLTADOR—Para.—Nov. '39.

fj "EVERGREEN EMPIRE, THE — 20th Cent.—
Oct. ',39.

f EN OSTGOTARESA—Scan.—Nov. '39.

fj FILMING THE FLEET—20th Cent.—Nov. '39.

f FISHERMAN'S PLUCK—Para.—Apr. '39.

f FOLK iSIELLAN F,JALLEN—Scan.—Dec. '39.

fj FOOLS WHO MADE HISTORY No. 1 — Col.—
Dec. '39.

fj FOOLS WHO MADE HISTORY No. 2 — Col.—
Jan. -40.

fj *FOOTBALL THRILLS, '38—Metro—Nov. '39.

f FOR YOUR CONVENIENCE—Vita.—June '39.

f FORGOTTEN VICTORY—Metro—Jan. '40.

fj *GIANT OF NORWAY, THE—Metro—WG Julj-

1, '39.

f GOING PLACES No. 59-—Univ. —Mar. '39.

f GOING PLACES No. 60-—Univ.-—Mar. '39.

f GOING I'LACES No. Gl-—Univ.-—Mar. '39.

fj GOING PLACES No. G2--Univ.-—May '39.

fj GOING PLACES No. 63-—Univ.-—May '39.

f GOING PLACES No. 64-—Univ. — WG June 17.

'39.

f GOING PLACES No. 0.5—Univ. — WG June 3 7,

'39.

f GOING PLACES No. GG-—Univ.-—Nov. '39.

f GOING PLACES No. 67--Univ. —Nov. '39.

f GOING PLACES No. 68-—Univ.-—Nov. '39.

f GOING PLACES No. G9-—Univ.-—Dec. '39.

f GOING PLACES No. 70-—Univ.-—Deo. '39.

f GOING PLACES No. 71-—Univ. —Dec. •39.

f GOLD--RKO—Mar. '39.

fj *GOOD NEIGHBORS-20th Cent.—June '39.

f GOOD SKATES—Para.—Apr. '39.

f GREAT HEART, THE—Feb. '39.

f GUN PLAY—RKO—Oct. '39.

f HELP WANTED—]\Ietro—WG June 17, '39.

fj HEROES AT LEISURE—Metro—Mar. '39.

f HISTORIC CITIES OF INDIA—Col.—Jan. '40.

fj HOLD YOUR BREATH—Para.—Mar. '39.

f HOLLAND AND THE ZUYDER ZEE—Col.—
Dec.'39.

f HUNTING DOGS—20th Cent.—Apr. '39.

f HUNTING HOUNDS—RKO—Nov. '39.

f HYDRO T\IANIACS—Para.—Oct. '39.

f I SOL OCH SNO—Scan.—Mar .'39.

fj ICE ANTICS—Meti-o—Mar. '39.

fj ICE CUTTERS—RKO—Dec. '39.

fj IMPERIAL DELHI—Metro—Mar. '39.

f INFORMATION PLEASE^RKO—Oct. '39.

f INFORMATION PLEASE No. 2—RKO — Dec.
'39.

f INFORMATION I'LEASE No. 3—RKO — Dec.
'39.

f INFORMATION PLEASE No. 4—RKO — Jan.
'40.

fj ''INSIDE BASEBALL—20th Cent.—June '39.

f JAI .ALAI—Col.—Jan. '40.

f JAJIAICA—Para.—June '39.

fj JAVA JOURNEY—Metro—May '39.

fj JOCKEY'S UP—Co!.—WG June 10, '39.

f JUDO EXPERTS—Para.—Jan. '40.

fj KANGAROO COUNTRY', THE — 20th Cent.—
Jan. '40.

fj KENNEL KINGS—RKO—WG July 1.5, '39.

f KING VULTURE—Col.—Feb. '39.

fj KNOW YOUR HISTORY No. 1—Col.—Apr. '39.

fj KNOW YOUR HISTORY No. 2—Col.—May '39.

fj KNOW YOUR HISTORY No. 3—Col.—May '39.

f LAND OF INCA MEMORIES—Para.—Feb. '39.

fj LAND OF ALASKA NELLIE, THE—Metro.—
Jan. '40.

f LAPPLANDIA—Scan.—Apr. '39.

f LET'S TALK TURKEY—Metro—Dec. '39.

fj *LINCOLN IN THE WHITE HOUSE — Vita.—
Feb. '39.

f MAN-MADE ISL.\ND—Col.—WG July 29, '39.

fj MARCH OF FREEDOjM, THE—Univ.—May '39.

f *MARCH OF TIME No. G, THE (Serie,s 5)—
RKO—Feb. '39.
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No.
'39.

No.
•39.

No.

11. THE (Series 5)-

12. THE (Series 5)—

13, THE (Series 5)—

*:\rARCH OF TIME No. 7. THE (Series 5)—
RKO—Mar. '39.

'MARCH OF TIME No. S, THE (Series 5J—
RKO—Apr. 39.

*MaRCH of TIJIE No. 9, THE (Series 5)—
RKO—May '39.

•MARCH OF TIME No. Ki, THE (Series .5)—
RKO—June '39.

*MARCH OF TIJIE
RKO—WG June 10,

MARCH OF TIME
RKO—WG July 8,

*MARCH OF TIME
RK(3—Oct. '39.

•MARCH OF TIME No. 1. THE (Series C)—
RKO—Nov. 39.

*M-\RCH OF TIME No. 2, THE (Series 6)—
RKO—Nov. 39.

M-ARCH OF TIME No. 3, THE (Ser es 6) -
RKO—Dec. '39.

*iIARCH OF TIME No. 4, THE (Series 6)—
RKO—Jan. '40.

•MARCH OF TIME
RKO—Jan. '40.

MARINE CIRCUS—:\Ietro—Apr. '39.

MASTER'S TOUCH, THE—Vita.—Apr.
MECHANIX ILLUSTRATED No. 3 —
Apr. '39.

MECHANIX ILLUSTRATED No.

June '39.

MECH.ANIX ILLUSTRATED No.

WG June 10, '39.

MECHANIX ILLUSTRATED No.

Oct. '39.

MECHANIX ILLUSTRATED No. 1 (Color Pa-

rade)

—

Xita..—Nov. '39.

JIECHANIX ILLUSTRATED Xo.

WG Dec. 30, '39.

MED K-^NOT TILL LAPPLAXDS
Scan.—Mar. '39.

MED so:mmarb.vrn pa S0]\IMARGARD—
Scan.—Apr. '39.

MEXICO—I'ara.—Feb. '39.

MIRACLE AT LOURDES—Metro—Jan.

ilODERN IMETHODS—Vita.—WG July

MONEY TO LOAN—Metro—Apr. '39.

:\IONROE DOCTRINE—Vita.—Nov. '39.

MOROCCO—Col.—Nov. '39.

:MYSTIC SIAM—20th cent.—:Mar. '39.

NATURAL AA'ONDERS OF WASHINGTON
STATE—:Metro—Nov. '39.

NAVY CHAMPIONS—Col.—May '39.

NEVADA I'NLIMITED—RKO—Nov. '39.

NEW ROADWAYS—iXIetro—Feb. '39.

NEWSREEI^RKO—Feb. '39.

•NINTH STATE, THE—Yorke—Nov. '39.

ODD SPORTS—Col.—May '39.

OLD HICKORY—Vita.—WG Dec. 30, '39.

OLD NATCHEZ ON THE illSSISSIPPI—Metro
—WG Dec. 30, '39.

ON THE WING—RKO—Feb. '39.

ONE AGAINST THE WORLD—Metro—Nov. '39.

ONE DAY STAND—Vita.—Oct. '39.

PACK TRIP—RKO—Oct. '39.

PARAMOUNT PICTORLVL
Feb. '39.

P.AJt-OIOUNT
Mar. '39.

PARAMOUNT
Mar. '39.

PARAMOUNT
May '39.

THE (.Series O—

'39.

Vita.-

4 — Vita.—

Vita.

—

Vita.-

2 — Vita.-

FJALI^

'40.

29, •39.

No.

PICTORIAL No.

Para.

Para.

PICTORIAL No. S — Para.-

PICTORIAL No. 9 — Para.

P.VR.VMOUNT PICTORLVL No. 10 — Para.-
June '39.

PAR-\]MOUNT r'ICTORL\L No. 11 — Para.—
WG June 24, '39.

I'ARAMOUNT PICTORIAL Xo. 12 — Para.—
WG July 1, '39.

PERU—Para.—Xov. '39.

PICTURESQUE UD,AIPUR—Metro—June '39.

PILOT BOAT—RKO—Feb. '39.

'POETRY' OF NATURE—Metro—WG July 15, '39.

POINTS ON POINTERS—Vita.—Mar. '39.

POUND FOOLISH—Metro—WG Dec. 30, 'SS.

POPULAR SCIENCE No. 3—Para.—May 'ag.

I'OPULAFi SCIEXCE No. 4—Para.—Mar. '39.

POPULAR SCIENCE No. 5—Para.—June '39.

POPUL.VR SCIENCE No. 6—Para. — WG July
15, '39.

POPUL.\R SCIENCE No. 1—Para.—Nov. '39.

POPUL.-VR SCIENCE No. 2—Para.—Jan. '40.

POPULAR SCIENCE No. 3—Para.—Jan. '40.

•PROPHET WITHOUT HONOR — Metro—June
'39.

•PUBLIC HOBBY NUMBER ONE—Para.—Nov.
'39.

QUAINT ST. AUGUSTINE—Metro—Dec. '39.

RADIO H.AMS—Metro—June '39.

REPUBLIC OF PANAilA—Para.—Mar. '39.

RIDING THE CREST—RKO—WG July 15, '39.

ROAilING CA_MERA No. 1, THE—Vita.—Mav
'39.

ROM.A.NCE IN COLOR—Vita.—Oct. '39.

ROilANCE OF THE I'OT.VTO—:\Ietro.—Ja n.

'40.

RUP^AJ^ HUNGARY—Metro—June '39.

SAND HOGS—20th Cent.—June '39.

•SET 'EM UP—Metro—Nov. '39.

SHOOTING FOR PAR—20th Cent.—Feb. '39.

SILVER—Scan.—Mar. '39.

SKI BIRDS—Metro—Dec. '39.

•SKY FIGHTERS—20th Cent.—Jan. '40.

SMOOTH APPROACH—RKO—June '39.

SNOW FALLS—RKO—June '39.

SOJOURN IN INDIA—Col.—Oct. '39.

SOLDIERS OF THE SE.V—RKO—June '39.

•SONS OF LIBERTY—Vita.—June '39.

SPELEN I SPANGA—Scan.—Dec. '39.

SPORTS IMMORT.\LS—20th Cent.—WG June
24, '39.

SPORTING IRISH. THE—Para.—Mar. '39.

SPORTING AVINGS—RKO—Apr. '39.

STORMANNABRUK—Scan.—Mar. '39.

•STORY OF ALFRED NOBEL, THE—Metro-
Mar. '39.

STORY OF DR. JEXNER, THE—:Metro—Apr.
'39.

*STORY THAT COULDN'T BE PRINTED, THE
—:\Ietro—WG July 22, '39.

STRANGER TIL\N FICTION No. 59 — Univ.
—Mar. '39.

STRANGER THAN FICTION No. CO — T^niv.

—Mar. '39.

STPwVNGER THAN FICTION No. CI — Univ.
—Mar. '39.

STRANGER THAX' FICTION No. C2 — Univ.
—May '39.

STRANGER TH.VN FICTION No. C3 — Univ.

—May '39.

STRANGER THAN FICTION No. C4 — Univ.
—WG June 17, '39.

STR.A.NGER THAN FICTION No. 65 — Univ.
—WG June 17, '39.
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f STRANGER THAN FICTION No. 66 — Univ.

—Nov. '39.

f STRANGER THAN FICTION No. 67 — Univ.
—Nov. '39.

f STRANGER THAN FICTION No. 69 — Univ.
—Dec. '39.

f STRANGER THAN FICTION No. 70 — Univ.
—Dec. '39.

£ STRANGER THAN FICTION No. 71 — Univ.
—Dec. '39.

fj SWANS—Para.—INIay '39.

f SWORD FISHING—Vita.—Nov. '39.

f TAKE A CUE—Metro—Oct. '39.

f TECHNIQUE OF TENNIS—Col.—WG June 21,

'39.

f TELEVISION—RKO—WG June 10, '39.

fj '•TEMPEST OVER TUNIS—20th Cent. — WG
June 17, '39.

f TH.\T'S AFRICA—Para.—Mar. '39.

fj THERE GOES RI^STY—Col.—WG July 29, '39.

f THINK FIRST—T\Ietro—Nov. '39.

f TOUCHDOWN REVIEW—Para.—Jan. '40.

f *TTNSEEN Gl^ARDIAN-Metro—Nov. '39.

f UNUSUAL OCCUPATIONS No. 4—Paia.—Feb.
•39.

f UNUSUAL OCCUPATIONS No. 5—Para.— May
'39.

f UNUSUAL OCCUPATIONS No. 6—Para.— WG
June 24, '39.

f UNUSUAL OCCUPATIONS No. 1—Para,— Dec.
'39.

f UNUSUAL OCCUPATIONS No. 2—Para.— Jan.
'40.

(
I

;

I

I

-'^

f VALIANT VENEZUELA—Metro.—Dec. '39.'

fj VIKING TRAIL, THE—20th Cent.—Mar. '39.

f VINTER SEMESTER—Scan.—May '39.

f WARNING, THE—Alii.—Nov. '39.

f WASHINGTON PARADE No. 1, THE — Col.—
Feb. '39.

f WASHINGTON PARADE No. 2, THE — Col.—
I\Iar. '39.

f WASHINGTON PARADE No. 3, THE — Col.—
WG .June 24, '39.

f WASHTNGTO.N PARADE No. 1, (1939-40 series)
—Col.—Jan. '40.

fj W.VTCH TOUR STEP—Para.—WG July 1, '39.

fj WEATHER "WIZARDS-Metro—May '39.

f WHILE AMERICA SLEEPS—Metro—May '39.

f WINTER PL.VYGROUND—RKO—Dec. '39.

fj WORLD OF TOJIORROW, THE — RKO —WG
July 22, '39.

fj *YANKEE DOODLE GOES TO TOWN—Metro—
WG July 15, '39.

fj YOUTH IN THE SADDLE—20th Cent. — WG
July 29, '39.

fj *ZOO—RKO—WG July 29, '39.

MUSICALS

f ARTIE SHAW'S CLASS IN SWING — Para.—
Nov. '39.

f BLUE DANUBE, THE—Para.—Nov. '39.

f BOY MEETS JOY—Univ.—Oct. '39.

f COMMUNITY SING No. 3 (3rd series) — Col.—
Feb. '39.

f COMMUNITY SING No. 4—Col.—Feb. '39.

f COMMUNITY SING No. 8—Col.—WG June 10,

'39.

£ COMMUNITY SING No. 9—Col. — WG July 8,

'39.

f COMMUNITY SING No. 1—Col.—Dec. 39.

f COJIMUNITY SING No. 2—Col.—WG Dec. 30,

'39.

f COMMUNITY SING No. 3—Col.—WG Dec. 30,

'39.

f DREAM OF LOVE, A—Metro—Mar. '39.

f FAREWELL VIENNA—Para.—WG July 1, '39.

£ HERE'S HAL—Para.—Jan. '40.

f HOAGY CARMICHAEL—Para.—June '39.

f MERRY WIVES OF WINDSOR — Para.—Dec.
'39.

f MR. AND MRS. JESSE CRAWFORD AT
HOME—Vita.—May '39.

£ MUSIC THROUGH THE YEARS—Para.—Feb.
'39.

f ORGAN NOVELTY, AN—Vita.—WG Dec. 30,

'39.

f RHUMBA RHYTHM—Metro—Nov. '39.

f SAMOVAR SERENADE—RKO—Feb. '39.

f SWING HOTEL—Univ.—Dec. '39.

fj SWINGUET—RKO—WG July 15, '39.

f TED FIO-RITO AND HIS ORCHESTRA—
Para.—Nov. '39.

f TROPICAL TOPICS—RKO—Feb. '39.

f WILLIAJI TELL—Para.—Dec. '39.

6

-Dec. '39.

-Vita.—June

20th Cent.-

20th Cent.-

20th Cent.

'39.

NOVELTIES
f BUSY LITTLE BEARS—Para,

f CHAINED—Vita.—May '39.

f CIRCUS CO-ED—I'ara.-Mar. '39.

f DEAN OF THE PASTEBOARDS-
'39.

£ *FASHION FORECASTS No.

May '39.

f FASHION FORECASTS No. 4 — 20th Cent.-

WG July 15, '39.

f FASHION FORECASTS No.

Nov. '39.

f FASHION FORECASTS No.

WG Dec. 30, '39.

fj FIVE TIMES FIVE—RKO—WG July S,

f HIGH PERIL—Vita.—Mar. '39.

f ICE FROLICS—Vita.—Nov. '39.

f MINUTE FROM DEATH, A—Vita.—Apr. '39.

£ MUSCLE MAULERS—20th Cent.—May '39.

f RIDE, COWBOY, RIDE—Vita.—Nov. '39.

f ROLLIN' IN RHYTHM—Vita.—May '39.

£j SCREEN SNAPSHOTS No. 4—Col.—Feb.
£ SCREEN SNAPSHOTS No.

f SCREEN SNAPSHOTS No.

f SCREEN SNAPSHOTS No.

fj SCREEN SNAPSHOTS No.

10, '39.

f SCREEN SNAPSHOTS No. 10—Col.—WG July

8, '39.

f "'SCREEN SNAPSHOTS No. 12—Col.—WG July

29, '39.

£ *SCREBN SNAPSHOTS No. 1 (Series 19)—Col.
—Dec. '39.

£j SCREEN SNAPSHOTS No. 2—Col.—Jan. '40.

f VERGE OF DISASTER—Vita.—Oct. '39.

£ VOODOO FIRES—Vita.—June '39.

f WITNESS TROUBLE—Vita.—WG July 29, '39.

SERIALS
£j DICK TRACY'S G-MEN No. 1-15—Rep.—Oct-

Dec. '39.

fj LONE RANGER RIDES AGAIN, THE, No. 1-15

—Univ.—Mar.June '39.

fj SCOUTS TO THE RESCI^E No. 9-12—Univ.—
Feb. '39.

fj ZORRO'S FIGHTING LEGION No. 1—Rep.-^-.

Dec, '39.

5—Col.—Mar.
6—Col.—Apr.
7—Col.—Jvine

8—Col.—WG

'39.

'39.

'39.

June
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The National Board of Review of llotion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
Is still the Board's function, - together with that
of disseminating information on the subject of

motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
Alms plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

Tt is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on Its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n.ay be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and

recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community' groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement' for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an informational service

through its publications.

National Board of Review Magazine (monthly)

J2.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
.$2.50 a year when taken alone.

$1.00 in conjunction Avith the Magazine.

A listing of all publications and services is

available upon request.
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Selected Pictures Guide
This dcparfmciif lists pictures selected by the

Rcviciv Committee of the National Board of Review
as worthy of popular patronage in the theatres, zvith

an indication of the audience group suitability for

each picture. The choice of the pictures included is

based upon principles of selection developed through

long study of public preference as to zvhat consti-

tutes good screen entertainment. The consensus of

the Review Committee forms the basis for the re-

vieivs and audience recommendations of the pic-

tures. The Review Committee consists of appro.vi-

mately 300 trained members representative of

widely varied interests zvho volunteer fhcir scrz'iccs.

Key to Audience Suitcubility

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. I'ictures suitable for children

under 12.

*—Pictures especially worth seeing as above the

average "selected" picture.

From May Wh to August \7th, 1940

Features

fj ALDRICH FAMILY IN LIFE WITH
HENRY, THE—^Jackie Cooper, Leila Ernst.

Original screen story by Clifford Goldsmith and
Don Hartman. Directed by Jay Theodore
Reed. A humorous story of Henry Aldrich.

showing how he earns money to join a group of

boys who are going to Alaska. Paramount.

m *ALL THIS AND HEAVEN TOO—Bette

Davis, Charles Boyer. Based on the novel by
Rachel Field. Directed by Anatole Litvak. A
long and moving adaptation of Rachel Field's

popular novel, concentrating on the frustrated

love of a French duke for his children's gover-

ness and culminating in tragedy for them both.

Is well produced and well cast, developing its

theme slowly and extracting the maximum of

poignant feeling from every situation. Referred

to the Committee on E.xceptional Photoplays.

Warner Bros.

f ANDY HARDY MEETS DEBUTANTE—
Lewis Stone, Mickey Rooney, Cecilia Parker.

Based on the characters created by Aurania
Rouverol. Directed by George B. Seitz. An-
other episode in the life of .\ndy Hardy. Light
and amusing, Metro-Goldwyn-Mayer.

f ANNE OF WINDY POPLARS—Anne Shir-

ley, lames Ellison. Based on the novel by L.

M. Montgomery. Directed by Jack Hively.

The once-popular "Anne" tales are drawn on

here for a stcry about a young schoolmistress

who arrives in a hard-bitten community which
is ruled with a rod of iron by an old-established

family. Her fight against their domination is

told slowly and sympathetically. Apt to be

found too old-fashioned by the present genera-

tion. RKO Radio.

f *BOOM TOWN—Clark Gable, Spencer Tracy.
Claudette Colbert, Hedy Lamarr. Based on the

story "A Lady Comes to Burkburnett" by
James Edward Grant. Directed by Jack Con-
way. Pals, partners, rivals, enemies, pals and
partners again—Gable and Tracy go through

the ups and downs of the oil business, from
wild-catting to fortune to new starts, and with

two women both in love with one of them.

Vivid and vigorous, and some swell stuff in the

oil fields. Metro-Goldwyn-Mayer.

f BOYS FROM SYRACUSE—Allan Jones,

Martha Raye, Joe Penner, Charles Butter-

worth. Based on the stage play by George
Abbott. Directed by A. Edward Sutherland.

A hilarious comedy of life in ancient Greece
modernized. -Ml about two brothers who have

twin servants and what happens to them. Univ.

f BROTHER ORCHID—Edward G. Robinson,

Ann Sothern. Based on the magazine story by

Richard Connell. Directed by Lloyd Bacon. A
gangster comedy. Once the leader of a gang
but dethroned by his lieutenant and shot, Ed-
ward G. Robinson finds sanctuary in a monas-
tery and there learns of brotherly love and

service. Most entertaining with clever dialogue.

Warner Bros.

f CAPTAIN CAUTION — Victor Mature,

Louise Piatt. Based on the novel by Kennetli

Roberts. Directed by Richard Wallace. The
adventures of the crew of an American ship in

the War of 1812. Led by a fiery young woman,
who declares undying hatred of the Engiisli

when they kill her sailor-father, they come up

againft plenty of sea-fighting and internal intri-

gue. The usual triangle romance ensues on

shipboard, but is swept along in exciting adven-

tures and battles. LTnited Artists.

f CAPTAIN IS A LADY, THE—Charles

Coburn, Beulah Bondi. Based on the play,

"Old Lady 31." Directed by Robert B. Sin-

clair. A most amusing story of an old retired

sea captain who goes with his wife to live in an

old ladies' home, and his rebellion against cir-

cumstances. The entire cast is excellent. Metro-
Goldwyn-Mayer.

f CAROLINA MOON—Gene Autry, Smiley

Burnette. Original screen story by Connie Lee
Directed by Frank McDonald. A typical Autry
picture with songs, with the cowboy giving a

helping hand to a Southern family in danger of

losing their plantation. A Western in all but

setting. Republic.

f COMIN' 'ROUND THE MOUNTAIN—Bob
Burns. LTna Merkel, Jerry Colonna. "Uncle

Ezra." Based on a story by Lewis R. Foster.

Directed by George Archainbaud A thoroughlv

farcical story about a comic-strip bunch of

hillliillies who manage to stop feuding long

enou.gh to oust the crooked maver of the town
(Continued on page 17)

Copyrig-ht, 1940, The National Board of Review of Motion Pictures, Tnc.
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What Dr. Gallup Found Out

THE GALLUP POLL is a good deal of

a mystery to people generally. Who has

ever been, or met, one of the "samples" from

whom its opinions are derived? But it is a

kind of oracle, which has been so nearly right

so often that actual money has been known
to be wagered on its findings, and what its

recent survey, made during a week in July,

reveals about movie audience preferences on

the cjuestion of double bills, deserves the care-

ful consideration of anyone interested in that

hotly debated problem. Producers and ex-

hibitors of motion pictures may reasonably be

supposed to have given the problem a pretty

thorough study in their own behalf, not for a

week but for years, since what people care to

pay money for at the box-office is highly im-

portant to their jobs and investments, and it

isn't unfair to presume that they have found

double feature shows more popular than

single feature shows, since double features

are more the rule than the exception. Does

the Gallup Poll show the producers and ex-

hibitors wrong in their estimate of public

preferences ?

Headlining a 57 to 43 vote in favor of

single features seems to indicate a definite

attitude, but it is somewhat misleading. The
vote is far from overwhelming, and a glance

at the sub-divisions of the voting and at some
of the Institute's supplementary conclusions

shows that another kind of investigation

might have arrived at cjuite difl^erent numeri-

cal statistics.

For one thing, the vote for single features

was largely given b}- adults and people with

Ijetter than a low income. At the risk of

generalizing too carelessly, that would mean
that single features were preferred by people

with mature tastes and by people with enough

money to spend for other amusements than

movies when they wanted to. But how much
does that mean in terms of numbers actually

buying tickets at the box-office when you

consider two other facts that Dr. Gallup has

arrived at : that "more than 60 per cent of

the theatre admissions each week throughout

the nation are accounted for by persons under

30 years of age," and that "an estimated total

of 32 million persons, financially able to at-

tend pictures frequently, actually go less than

once a month"? It would be enlightening if

Dr. Gallup could have found out how many
of that 60 per cent of the movie audiences

are adults. It would have been helpful to

the practical business of movie showing if

a person who went to movies once a week
Avere given four votes as against the one

vote of a person who went only once a month.

Another element, that of what are called

"poor pictures," enters importantly into Dr.

Gallup's reckonings. He finds that 66 per

cent would favor double bills if both features

in a double bill were good—a bit more nearly

overwhelming than 57 to 43. Is there any

way of finding out what "good" pictures are?

Even your friends won't tell you, with any

real unanimity. How can you know?
It appears, balancing up these rather in-

determinate figures as well as one can, that

doul:)le features are not really on their wav
out. As Dr. Gallup says, "theatre owners
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have long known that most people say they

prefer single features
;
yet when individual

exhibitors have changed from a double to a

single policy, their business has declined."

Some of the most articulate and sincere

objections to double bills are from those who
are thinking of children, and what they most
object to is that one picture they call "guod"
is so often coupled with one they call "bad."

That, of course, is ci, problem many communi-
ties have solved. They have arranged, in a

perfectly amicable way, with the owner of the

theatre that depends on their patronage, to

Iiave two "suitable" pictures shown on the

same bill on the da3's when young people

make up a large part of the audience. That

is a practical method which may take initia-

tive and vociferation to put into efifect, but

it can operate locally in satisfactory fashion,

and efforts to bring it about are much more
likely to succeed than passing resolutions

about the evils of double features. For, hu-

man nature being what it is, most of us want
to get the most we can for our money. How

many people do you suppose there are who
take the trouble to find out just when cue

picture they want to see begins, and when it

is finished walk out?

Dr. Gallup offers one conclusion which

must be noted. He says that "only l)y

making pictures of greater appeal to those

people who have sufiicient money and who
could attend theatres more often can the rev-

enues of the industry be materially increased
;

and it is precisely these people in the higher

age and income levels who register the

greatest opposition to double features." But

isn't this precisely what the larger part of

the picture industry has been trying to do?

Anybody with pre-vision enough to tell

accurately what this "greater appeal" is

could command any salary he could dream of.

And if every picture made were a generally

acknowledged masterpiece, how many people

would give up their other amusements, or

even just the pleasure of staying quietly at

home, to go and see it? J.S.H.

The Gallup Poll on Double Features
{From the report made public on August Stii, of

the poll wade by the American Institute of Public

Opinion, of ivliicli Dr. George Gallup is the direc-

tor, on the preferences of movie-goers regarding

single and double feature programs.)

The American public by a vote of 57-43

casts its lot against double-bill motion picture

programs—a topic of heated debate in

American homes for the last decade or more.

This fact is revealed in a survey conducted

by the Institute to determine just what the

men, women and children in all the 48 states

of the country think about the much-dis-

cussed problem of double bills. The cross-

section of the population used in the stud}'

was especially drawn up to include children

down to the age of six, since a substantial

portion of motion picture audiences is com-

posed of minors. The question put to per-

sons included in the survey was :

"Would you rather go to a motion picture

theatre showing a single feature or to one

showing a double feature?"

The vote of all groups is

:

For Single Features 57%

For Double Features 43

The reason most frequently given for those

opposing double bills, in order of importance,

are : ( 1 ) that either one or both of the fea-

tures is likely to be a "poor" picture; (2)

that sitting through a double feature is fati-

guing and takes too much time ; and (3) that

seeing two full-length pictures is confusing

because, as one woman put it, "You generally

think about a picture when you get home and

a double feature gets you mixed up."

Those who like double features give as

their chief reasons : ( 1 ) that a double bill

gives movie-goers more for their money : (2

)

if one picture is inferior, the other is likely

to be good and in any event adds variety ; and

(3) a double feature gives those who attend

a chance to "kill more time."

The importance of "poor pictures" as a

reason for opposing double bills is established

bv another question included in the study.

People were asked whether they would

change their attitude toward double feature

programs if both pictures in a double bill
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were good. When this quaHficatioii is added,

the vote for double features become a maj-

ority—66 per cent, to 34 per cent opposed.

One interesting fact brought to Hght by the

survey is a sharp difference of opinion on

double features between persons under 18

years of age and persons over 18. Likewise

there is a wide difference in attitude between

persons in the higher income group and those

in the lower income group.

In general, the double feature is popular

among persons under 18 years and among

persons in the lower income level, as the fol-

lowing tables show

:

Age Groups
FOR FOR

SINGLE double

FEATURES features

Aged 6 to 12 23% 77%
Aged 12 to 17 52 58

Aeed 18 to 24 60 40

Aged 24 and over 68 32

Income Groups

Upper Income Group... 75% 25%
Middle Income Group 63 37

Lower Income Group... 47 53

On Relief 42 58

The result of the poll by sections of the

country is as follows :

FOR for

single double

features features

New England 43% 57%
Middle Atlantic 55 45

East Central 62 38

West Central 57 43

South 58 42

Rockv Mountains 62 33

Pacific Coast 56 44

There is little difference in the attitudes of

the sexes on this question, males voting 56%
for single features and 44% for double fea-

tures, and females voting 58% for single

features and 42% for double features.

Poll Your Own

WE suggest that a poll in your com-

munity might be interesting and en-

lightening. Certainly people everywhere are

heard expressing their opinions, pro and con

National Board of Review
Annual Conference

November 14th46th, 1940

As announced in the last issue of the

Magazine the National Board of Re-

view is planning to hold its Sevenieenth An-

nual Conference in the Fall. This is after

sixteen years of mid-winter Conferences and

the change has been made only after careful

consultation with our readers and leaders of

motion i^icture councils, nearly all of whom
aereed with us that a Fall date would be more

satisfactory.

The dates are Thursday through Satur-

day, November 14th to 16th; the place, the

Hotel Pennsylvania in New York City. We
hope that you will show by your attendance

that we were right in changing the date. A
varied program has been planned, one that

will appeal to all motion picture group leaders

and to everyone interested in the motion pic-

ture. Come for the discussions, the talks, the

screenings, the junior session, and to meet

and chat informally with the many others

who share 3'our interests.

More about the Conference will reach you

in our next issue, but make your plans now
for this important mid-November meeting.

Summer Guide
to Selected Pictures

IN this issue we publish a complete list of

the pictures selected by the National Board

during the summer months. It has not been

our custom to do so in >the past as any pic-

tures missing from the pages of the Magazine

at the end of the year could always be found

in the Annual Catalog. Now that we have

ceased to publish the Annual Catalog, the

Magazine will contain all lists of selected

pictures and, at the end of the year, its issues

will be a useful and complete guide to better

fihns. See page 2.

the double feature. Why not secure a re-

cording of these opinions in your organiza-

tion ? It would prove popular and useful and

the National Board of Review would be

happy to receive your results for publication.
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Trends in the Use of Educational

Motion Pictures
By W. W. Whittinghill

Mr. WhitthighUl is Director of the Department of Visual and Radio Education,
Detroit Board of Education, and President of the Greater Detroit Motion Picture
Council. This address, delivered at the February 1940 Conference of the National
Board of Review, upbears in this Fall is.nie since at Hhat time especic. interest is

centered upon the use of motion pictures in the schools).

THE motion picture industry has a

potential 130,000,000 critics^ in the

United States, and some 18,000 thea-

tres in 9,000 cities. The activities and

responsibilities of the National Board of Re-

A'iew are directly related to the use of motion

pictures shown in these theatres and seen by

large audiences each week. It is also true

that the Public School system in the United

States have a potential 30,000,000 critics in

actual enrollment and perhaps another 100,-

000.000 potential critics at large. The 30,-

000,000 critics are housed in approximately

250,000 school buildings located in every city,

village, town and rural district, under the

direction of approximately 1.000.000 teach-

ers. These data are fundamental and of para-

mount importance to our present existing

social structures in the United States. The
program of motion pictures in the theatres,

the allied program of the National Board of

Re\'iew, and the program involving the use

of educational motion pictures in the public

schools are somewhat comparable in scope

and, generally speaking, are for the same

audiences some of the time. There is of

course a difference in the frequency of attend-

ance and the procedures of operation. The
programs offered and directed in the theatre

are not required or compulsorv on the part

of any audience. The audiences pay before

entering the theatre. The programs directed

and oft'ered in the schools are required and

somewhat compulsory for the audiences. The
audiences sometimes pay before entering the

schools and occasionally have to pay when
they leave. A^^e probably should study also

the direct relationship that Radio Programs
now have created with regard to the so-called

130,000.000 critics. This network of public

relations is larger than its components.

Before discussing the specific subject of the

day, I should like briefly to describe the

activity programs directed by the Department

of Visual and Radio Education. This infor-

mation will give a more comprehenisve plan

of the related activities and will help to inter-

]3ret that phase of the work involving motion

pictures.

The present Department of Visual and

Radio Education includes three major divi-

sions— Visual Section— Radio Section

—

Children's jNIuseum Section. This Depart-

ment is one of ten departments in the Divi-

sion of Instruction, College of Education,

Wayne University. The personnel in the

Division of Instruction are responsible, in co-

operation with all divisions of the system, for

the program of instruction. These people

prepare courses of study, select text books,

and direct a part of the teacher education

program. It is this same personnel who
work with us in carrying out the program of

Visual and Radio Education. The activities

directed by the Department are

:

J^isiial Section

Teacher training ; Teaching Aids Cat-

alog ; Selection of Teaching Aids ; Film

Program ; Slide Program
;
Phonograph

Record Program ; Delivery Program

;

Service Program
;
Equipment Program

;

Exhibit Program
;
Photographic Pro-

gram ; Public Relations Program ; Re-

search Investigations.

CJiildrcn's Museum Section

Lending Service ; Docent Service ; In-

spection and Preservation of Exhibits

;

Records.

Radio .Section

Preparation of Radio Scripts and Con-

tinuities ; Rehearsal of Students ; Pre-

sentation of Radio Broadcasts.

"Trends in the Use of Educational Motion
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Pictures" covers a period of several years.

]\'Iany interesting episodes dot these paths of

exploratorv developments. Publications and

consolidated records are available which give

a cross-section report on the national pro-

gram of Visual Education.

Statements or comments which are to fol-

low will relate specifically to the use of edu-

cational motion pictures in the Detroit Public

School System. These statements may also

be considered as partially typifying the pro-

cedures followed in almost any school sys-

tem, large or small, in the United States. The
present enrollment in the Public Schools in

Detroit is 283,482. This figure includes day

and evening schools, and Wayne University.

* * *

Calling Dr. Millimeter—calling Dr. Milli-

meter—calling—the first 35mm. silent film

to be used in the schools—Trends in the Use

of Educational Motion Pictures—Trends of

the Past—Trends of the Present—^Trends of

the Future—Trends presumably indicate

progress better or worse than the program of

the past, comparable to present programs, or

programs with future positive potentialities.

What's happened? Some twenty-two

years ago, in 1918, the use of educational

motion pictures started in the Detroit Public

Schools. At that time, six buildings were

using silent 35mm. inflammable films. The
films and projector were transported from

building to building. A representative from

the Department of Visual Education took the

projector and films and operated them in

school auditoriums. The films were rented

from local film exchanges. The subject

matter included news reels, travel pictures,

historical short subjects, plant and animal life

and, in all cases, the content of the films was

dressed in "theatrical attire." From 1918

through 1923, the number of school buildings

using films increased to approximately forty-

five. The same mode of procedure was used

relative to the use of equipment and the selec-

tion of films. The equipment was improved

mechanically and the variety of film subject

matter was greater. Several things happened

during that period. A few may be described

here. Reactions on the part of principals,

teachers, children, and some members of

societ}^ were voiced. Some of these reactions

were constructive, destructive, vitriolic, and

perhaps dictatorial.

The general public was somewhat skeptical

from the point of view of fads and frills and

the cost of the programs. A few films caught

fire and created a small panic among the

pupils looking on and the teachers. Following

these experiences, it was necessary to have

fireproof motion picture booths constructed in

school auditoriums. The booths met the re-

quirements of the City codes and from that

time to the present, 35mm. films have been

projected from motion picture booths com-

l^arable to those in the theatres.

In 1924, many different calls and demands

were made on Dr. Millimeter. These ques-

tions concerned subject matter and its rela-

tionship to the courses of study and textbooks

—the general curriculum. Were the films

which had been rented and used in the

schools a vital part of the instructional pro-

gram ? Was the transportation of equipment

expensive? Were the teachers trained?

What type of film was best suited to the local

programs ? Should all available films be used

or should there be a definite selection?

Should films produced for commercial firms

be used in the schools? Should theatrical

feature films and comedies be used ?

Briefly, this is what happened from 1925

to 1929. A film rating card was devised and

given to principals and teachers so that they

could voice their opinions concerning the

suitability of subject matter. Motion picture

projectors were placed in the school buildings

as permanent equipment. The purchase of

films was started and a Board of Education

library was established to supplement those

films which were rented. Teachers began to

use films which were more directly related to

the program of instruction. A definite

teacher training program was placed in oper-

ation. Demonstrations in actual teaching

situations were presented. Principals and

teachers had an opportunity to see how
educational motion pictures could supplement

and enrich the program of instruction.

Teacher training courses were also offered

for the teachers. One more development

occurred but did not last long. A theatrical

feature film and comedy were shown in a high

school auditorium. A protest was filed bv
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the manager of a community theatre located

near the school. From that date, a policy was

declared to be in operation which read,

"Theatrical feature films and comedies are

not to be shown in the Public Schools." The

policy is still effective.

From 1930 to 1939, we have carried on

mau}^ programs of experimentation relating

to equipment and educational motion pic-

tures. With the advent of the sound film the

disc and projector were checked carefully,

perhaps in a comparable manner to that fol-

lowed by the theatres. The Board of Educa-

tion did not purchase this type of equipment.

During this period, 16mm. silent projectors

were purchased for practically all buildings.

The Public Schools are now using 16mm.

sound motion pictures experimentally. From
the results of this experiment, and with suffi-

cient funds available, this program will be

extended throughout the system. Then fol-

lowed an evaluation of the past programs,

Avith regard to both equipment and films.

Producers of educational motion pictures

really launched a production program of

subjects specifically suited for school use.

Equipment manufacturers presented projec-

tors adapted to the schools. Public school

systems now have special departments of

Visual Education to manage this program of

motion pictures in a business-like way.

Libraries of educational films are now owned
by many school systems and universities.

These institutions serve the schools. Many
divisions of government and many industrial

organizations have produced films suitable

for use in the schools.

Use of educational motion pictures in the

Detroit Public Schools is definite. The fol-

lowing information is a brief resume of the

organization and procedure

:

The Department of Visual Education was

organized in the year 1918.

The present, or 1940, program of motion

pictures is as follows :

Part L

To work cooperatively with the motion

picture industry in can-ying out that phase of

motion picture work in which the Public

Schools should participate.

To work cooperatively with the National

Board of Review in their program wherein

the Public Schools may contribute.

To work cooperatively with the Greater

Detroit Motion Picture Council in a program

relating to the school and community.

To work cooperatively with other motion

picture councils and educational institutions

in promoting any program wherein the Pub-

lic Schools may participate.

To work cooperatively with the producers

of educational motion pictures.

To work cooperatively with the manufac-

tiu^ers of school motion picture ec[uipment.

Part II.

Procedure in the Detroit Public School

organization

:

The policy governing the use of educational

films in the Public Schools necessitates that

films be previewed by instructional commit-

tees. These committees determine whether

or not the film content will supplement or en-

rich the program of instruction. Those films

which are approved are classified in a Depart-

ment Catalog according to instructional de-

partments and the catalog is issued to the

schools. Courses of study also carry a

classification according to units of subject

matter. The use of films is voluntary.

To work cooperatively with all divisions of

the school system. Principals, teachers, and

faculty members of Wayne University are

considered as participating members in the

Department of Visual and Radio Education.

To select educational motion pictures

which enrich the program of instruction.

To appraise and evaluate the use of educa-

tional motion pictures in the public schools.

To improve the program of educational

motion pictures in the light of these data.

"Trends in the Use of Educational Motion

Pictures" represents a large and complicated

program of che Public Schools. Evidences

indica.te that the use of motion pictures gives

reality to the pageant of human progress. The
results and improvement of this program in

the future will depend in a large part on the

continued cooperation of the motion picture

industr}', the National Board of Review, the

Public School Systems, and allied and affili-

ated organizations. So we march on with the

time parade.
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Films at the New
MORE than five hundred non-theatrical

fihiis are assembled at the World's

Fair this year. Together they form

a more varied collection of instructional sub-

jects than probably have ever been collected

before. They range in interest from trav-

elogs, which cover practically every part of

the world's surface and the people who live

upon it, to specialized studies of the world's

industries, medical developments, social con-

ditions, and communications. The bulk of

them are shorts and their quality is as varied

as their material, combining" much of the

cream of documentaries with run-of-the-mill,

matter-of-fact productions.

Whether good or bad these films seem to

be attracting a steady flow of visitors. Their

suljject matter is probabl}' one reason for

their popularity—there seems to be no end

to public interest in foreign lands, strange

peoples, and the work of man and his ma-

chines. The second-rate film at the Fair is

accepted with interest and, often, real pleas-

ure, as though the artistry of tlie production

mattered little by comparison with the scenes

it reproduces. And there is a second, and

very pointed reason for the popularity of any

film production at the Fair, as most visitors

will agree—the little theatres with their air-

conditioned atmosphere and comfortable seats

are a blessed change from the heat and glare

of the avenues. Hot, tingling feet rest at last

on a cool floor and tired eyes welcome with

i-elief the waterfalls of New Zealand and the

Greenbelt of the World of Tomorrow. Once
subsided into cool darkness it takes all of a

sixty-minute program to rest the limbs and

restore ambitions to sight-see in the outside

world.

So much for the casual visitor. But for

those who go to the Fair set on seeing some

of the better documentaries there is plenty to

attract and satisfy them. The Little Thea-

tre, for example, in the ever-popular Science

and Education Building, makes its selections

from some fifty films and fits them into daily-

changing programs. These programs include

such famous American documentaries as The
Plozi' that Broke the Plains, The Cifv, and

9

York World's Fair

The River, selected March of Time studies of

social topics, twelve medical films, and a

selection of first-class British documentaries

such as Night Mail, The Transfer of Poiver,

Monkey info Man, Man of Aran, North Sea,

and Housing Problems. Some twenty-three

of the commercial exhibits run 16 and 35mm.

reels on industrial and consumer subjects,

most of them straightforward descriptive

studies of their particular product, be it steel,

oil, candy, or electricity, while others dress

up the advertising in cartoon or comedy form.

The foreign pavilions—which supply the

bulk of the Fair's films—have a number of

shorts of high value. On occasion these for-

eign productions devote an interest and skill

to their subject matter in such a way as to

raise it well out of the average short level.

The Belgium Pavilion, for instance, in one of

its shorts malces a fascinating comparison be-

tween the human types found on the canvases

of the old Flemish masters and contemporary

Belgian men and women. Belgium, too, is

responsible for the striking housing film, Les

Maisons de la Misere, showing at the Little

Theatre. The British Pavilion, which usually

has a queue outside its theatre before every

showing, has about one hundred and twenty-

fi^'e shorts from which to build its daily

changes of program, and probably rates a

higher average in C|uality than any other

theatre at the Fair. Its films include most

of those British productions mentioned al-

ready as appearing at the Little Theatre, as

well as such high-caliber favorites as Song

of Ceylon, Private Life of the Gannets, Ship-

yard, Squadron 992, London River, Men of

Africa, Prelude to Flight—titles which,

though few, give some idea of the general

scope of interest. Special afternoons are set

aside for films dealing with the British Dom-
inions and Colonies, and there is also a fairly

up-to-date British newsreel shown daily. In

the French pavilion you can cover the length

and breadth of France and the French Col-

onial Empire and there is usually enough

charm and beauty in the scenes to make up

for the films' mixed quality. The same can

be said of the Brazilian Pavilion with its
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eighty-odd 16 and 35mni. studies of Brazilian

cities, countryside and products. In general

the foreign pavilions supply the widest range

of film interest at the Fair, hampered though

they are more often than not by commentaries

which were spoken into the microphone in

pre-blitzkrieg days. This is especially no-

ticeable and moving in the French and Bel-

gium pavilions, and in Czechoslovakia's soli-

tary contribution to film entertainment : The
Rape of Csechoslovahia.

For the benefit of those of our readers who
intend to visit the Fair before its final closing

at the end of October, we list below the

various theatres and summaries of their pro-

grams. As all programs and dates are sub-

ject to change without notice this list cannot

be accepted as final, but it will at least give

the prospective visitor some idea of what has

been planned and the breadth and scope of

what the Fair has to ofter in the way of

films. Admission to theatres is free unless

otherwise stated.

Court of States. Daily showing of travelogs

from the States of Arkansas, ^lassachusetts

and New Hampshire.

Tlie Nezu York City Building. Continuous

daily showings of the activities of the follow-

ing offices and departments of the City Ad-
ministration—Board of Education, Civil Ser-

vice, Correction, Comptroller, Fire, Higher

Education, ]Medical Examiner, Metropolitan

Museum of Art, Police. President Borough
of jNIanhattan, Public AA'orks, Sanitation.

Weights and ]\Ieasures ; in all about twentv-

five films, of 16mm. size.

WPA Building. (Federal Works Agency).

About a dozen 35mm. films covering such

subjects as housing, flood control, weather,

highways, land reclamation etc., together

with illustrations of the work of the AA'PA.

Little Theatre. (Science and Education

Building. ) A large and continually changing

program of 35mni. shorts is shown here on

Thursdays, Fridays, Saturdays and Sundavs.

!Monda}'s, Tuesdays and ^^'ednesdays are de-

voted to films from the State of Texas.

There are twelve medical films, certain of

which are shown at 2:55 p.m., and a "fea-

ture" documentary, The City, which is shown
twice daily except on the days of the Texas

showings. The remainder of the films are

divided into fourteen programs under the

heading "Life in Our Times." The follow-

ing remain to be seen during September and

October

—

Program Y. "Industry" (September 12-

15; October 17-20) Industrial illness, mach-

inery, mail service. Four films in all.

Program \'I. "Food and the Consumer"

(September 26-29) Four studies of problems

in nutrition, food production and consump-

tion.

Program IX. "Xatural Science" (October

10-13) Studies of human and animal develop-

ment, of the transfer of power and the forces

exerted upon the earth's surface. Five films.

Program XI. "Films of American Life"

(Special I^abor Day Program: August 29-

September 2). Selected films of appropriate

nature taken from the general list.

Program XII. "Pan America." (Septem-

ber 19-22) Covers Canada, Brazil, ^Mexico

with some four films.

Program XIII. "Peoples of the Earth."

(October 3-16). Peasants and fisherman at

home and abroad. Four films.

Program XR'. "Farming." (October.

24-27). Five films dealing with rural electri-

fication, the Great Plains, the sharecropper,

and the U. .S. farmer.

U. S. Government Building. Nine films of

patriotic, administrative, or Pan-American

interest.

Conunercial Exhibits. The following com-

panies and organizations are exhibiting short

subjects on 16 and 35mm.—Aviation Build-

ing. Chrysler ^Motors Building, Consolidated

Edison Building, Coty Exhibit Building.

Du Pont Tower of Research, Eastman

Kodak Building, Ford IMotor Building. Grey-

hound Exhibit. Household Finance Corpora-

tion, Keystone Manufacturing Co., Lucky
Strike Building. [Maritime Commission, [Met-

ropolitan Life Insurance Co., National Bis-

cuit Co., Official Motion Picture Producers

(Communications Building), Northwest

Yeast Co., Petroleum Industry Exhibition.

Planter's Peanut Exhibit, Railway Svtpply

Industry, RCA Commimications, Refresh-

ments of the Fair Inc., \2. S. Steel Building,

^Yestinghouse Electric Co., Yale and Towne



September, 1940 11

]\lanufacturing Co. Certain of these films

are accompanied by demonstrations.

Amusement Area. 16mm. silent revivals

are shown every evening in a one honr pro-

gram at the Opry Honse. There is a charge

for admission.

Perisphere Auditorium in Theme Center.

70mm. color prints of the World of Tomor-

row.

Foreign Exhibitors. Nine national pavi-

lions show travelogs and documentaries con-

cerning their countries and we list below the

names of these pavilions and the nature of

their productions.

Belgium Pavilion. Daily, 11 a.m. to 12

noon, and 2 p. m. to 7 p. m. Eight historical

and educational films, 35mm., mostly trav-

elogs.

Brazilian Pavilion. Daily, 2 p. m. to 7 p. m.

Shows selections of some eighty films, 16 and

35mm. sound, dealing with a wide variety of

subjects. Apart from man}^ travelogs there

are studies of Brazilian cofifee-growing, in-

dustries, agriculture, gardens, wine-bottling,

vineyards, wild-life, child education, tuber-

culosis prevention, water supply, medical

care etc.

Canadian Pavilion. Daily, 2 p. m. to 8 p. m.

About thirty films in 16 and 35mm. sound,

nearly all travelogs covering most parts of

Canada. Includes a few travelogs of New
Zealand.

Czeehoslovakian Pavilion. Daily, 2 p. m. to

8 :30 p. m. One picture on the conquest of

Czechoslovakia and one travelog. 16mm.
Dominican Pavilion. Irregular schedule.

Two 16mm. color films, one educational, one

travelog, silent.

Finnish Pavilion. Daily, except Monda\',

afternoon and evening. Twelve 16mm. travel,

sport, and educational subjects.

French Pavilion. Daily from 2 p. m. to 7

p. m. A variety of films, all 35mm. sound

;

mostly travelogs covering all parts of France

and the French Empire. Also selected

French newsreels and studies of French in-

dustries, expeditions, tapestries, scientific ex-

periments, and songs and dances of France.

Ten cents admission charge for the benefit of

the P'rench War Relief.

British Pavilion. Films are shown through-

out the day, continuouslv, from 11 a.m. to

8 :30 p. m. with daily changes of program. A
collection of roughly one hundred and twen-

ty-five films, mostly English but including

many from the Dominions and Colonies.

Travelogs, documentaries, natural history

studies, indu.strial and agricultural topics,

studies of life at home and abroad withm the

Empire. All films are 35mm. sound, includ-

ing- British newsreels. There is a Dominion

program daily at 3 p. m. Australia is repre-

sented on Monday and Saturday, Canada on

Tuesday and Friday, New Zealand, South

Africa and Southern Rhodesia on Thursday,

New Zealand and Southern Rhodesia on

alternate Sundays.

Szvifaerland Pavilion. Daily, from 3 :30

p. m. to 7 :30 p. m. Nine 16mm. films, sound

and silent, travelogs and educational sub-

jects.

Titles and descriptions of all films shozving

at the World's Fair are obtainable from
American Film Center, Inc., 45 Rockefeller

Plasa, Nezv York City at 10c a copy. We
hope to be able to give yon information in a

forthcorning issue on the availability of many

of these films for shozvings after the close of

the Fair.

FOR the purpose of getting the best story

on which to base a documentary motion

picture, the Henry George School of So-

cial Science and the Freeman Magazine, 30

East 29th Street, New York City, announce

the following contest

:

In an eft'ort to present to the nation the

values of citizenship in a free society as

opposed to those of a coUectivist State, prizes

will be given for the best scenarios on the

subject "Free Enterprise in a Free Society."

In order to give contestants adequate back-

ground for their stories the Henry George

School of Social Science invites them to en-

roll in the fifteen weeks' free course in

Fundamental Economics and International

Trade beginning September 23 and ending-

January 8. Those living m New York City

have the opportunity to attend class at the

School one evening a week. Others may take

the correspondence course, beginning any

time. There are no charges of any kind.

The entries should not be submitted before

(Continued on page 13)



Exceptional Photoplays
This department seeks to inchide all photoplays of

outstandiing merit in the artistic development of

the screen^ with the object of bringing such pic-

titles to the attention O'f discriminating readers,

under the headHngs of Exceptional and Honorable

Mention. The opinions of a committee composed

of trained students and critics of the screen are

combined in a% impartial review which aims to

convey a comprehensive idea of the picture, cov-

ering both its excellencies and defects.

SECRETARY AND EDITOR, James Shelley Hamilton

COMMITTEE
J. K. Paulding, Chairman

Otis Ferguson Richard Griffith John A. McAndrew Frances Taylor Patterson Russell Potter
Robert Giroui HeRry Hart Mary B. Miller Virginia Patterson Frederic M. Thrasher

Frank Ward

The Summer Films

WHATEVER the reason, there seems

to be no outstanding effect of world

events on the movies that have been

coming along since early summer. If propa-

ganda against the Hitler idea and the Hitler

method is on its way, it isn't yet sweeping

the screens. Maybe the movie houses will

go on being a fairly safe refuge from the

headlines and the radio, for those who would
rather escape for a l^it from the news of

battles.

There have been some frank and earnest

pictures of Nazi terrorism, but they don't

appear to be starting" any cycle. You might

think people know all thev need to know
about such things and have no more curiosity

about them. Certainly there is little of that

appetite for war horrors that was evident

in 1916, and much more suspicion and scep-

ticism toward propaganda.

The Mortal Storm is probably the most

effective film about the Nazis. It knows
whereof it tells, and is much more objective

than emotional and argumentative. But it

has all too familiar an air in the sort of

things that make its plot—stuff of many
a melodrama, which is convincing not in it-

self but because the audience brings to it a

knowledge that fiction-like as it might seem

it after all is essentially true. And my point

is that many people don't care to be stirred by

things they are likely to run into personallv

if they take a trip across the ocean—or

merely around the corner, for that matter.

The best of the summer films—tliose peo-

ple have liked best—have been mostly those

that got away from the present , or the

familiar, or the prosy. There is All This and

Heaven Too, crammed with tears and woe
but all as far away as East i^ynne. Why
Bette Davis and Charles Boyer should be

most beloved when they are most miserable

is one of the mysteries of popular affections,

but here they are, innocent victims of a

most . unhappy love affair in a France in-

finitely far from the present, suffering ter-

ribly without even a moment's reward of

happiness. The "Heaven Too" is all left to

the imagination. Of course it is ideally done

for the kind of thing it is.

Pride and Prejudice goes even farther

afield, back to the pre-Victorian small-town

England of Jane Austen, but it is concerned

witli no greater woes than whether a mother

of five daughters will manage to find hus-

bands for them all. Though it is all conccned
with marriage, sex is discreetly covered with

voluminous petticoats, it is all presented in a

key of comedy not too rarified, and the ulti-

mate satisfaction of it comes from seeing com-

mon-sense triumph over silliness, just as it

should in a Jane Austen story. The charm

of the period is played up nicely, and there

could hardly be two better people than Greer

Garson and Laurence Olivier for the central

figures.

Of a familiar American type is They Drive

B\< NigJit, with the less familiar element of

George Raft being noble without losing his

toughness. It's about truck drivers and their

dangerous life, at least half the way through,

and then veers into a fairly sordid pursuit of

Mr. Raft by a neurotic woman. This lady,

who is one of the most convincingly unprin-

cipled ladies known to the screen, gives Ida
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Lupino her place in the sun, and we'll cer-

tainly be seeing" more of her. Ann Sheridan

is as competent as ever at self-defence in a

rough and grabbing world of males, but here

she is the good-pal type, who has only to wait

to get her man. The picture has all the

Warner Brothers' skill in fast, rowdy action,

with many of the favorite Warner people

in its cast.

Boom Tozvn is also rough, and a literally

four-star piece into the bargain. It goes back

only so far as 1918, but that period, when oil

began to make sudden fortunes and big-

business battles, seems almost as remote as

covered wagon days. Clark Gable and

Spencer Tracy are vigorous figures against a

colorful background, alternately pals and

rivals and enemies and pals again, with

Claudette Colbert in one of her more Griselda

aspects of femininity, and Hedy Lamarr be-

ing exotic without being really dangerous. A
virile picture, with some stirring episodes in

the oil fields that re-create vivid scenes from

America's adventurous past.

Our Tozvn goes into America's past, too,

not very far back but into days that the swift-

moving world seems to have left behind. The
town is in New Hampshire, its people ordi-

nary village people, its events the simple busi-

ness of growing up and marrying and dying.

It is an extraordinary picture in many ways,

of which its remarkable tenderness and in-

sight and intimacy is perhaps the most extra-

ordinary of all. A boy and girl go through

high school, get married, settle on a farm and

have children, and about them people grow up

or grow old. some of them go awav, some of

them die. There are no more complications

in their lives than might happen to anybod}'.

For people who have memories of such a

life it is one of the most moving pictures that

have been put upon the screen, and every-

thing about it, the writing, the directing, the

acting, the music, the settings, could not im-

aginably be improved upon.

And there are good comedies

—

My Fav-

orite Wije, The Ghost Breakers. My Love

Came Back, I Love You Again, The Great

McGinty—what more do you have to know
about a comedy than that it makes you laugh

and have a good time? One of them has

Cary Grant, another William Powell and

Myrna Loy together again : such things are

recommendations enough for any well-made

bit of mirth.

March of Time, elaborating its now
familiar practice of acquainting America with

threatening elements beyond the seas, if not

at home, has finished its first long film. The

Ramparts We Watch. With the avowed

purpose of finding out what we can learn

from our experiences in the last war, it picks

out what it believes to be a typical American

town and follows it through the impacts of

w^orld events upon its people from 1914 till

our finally entering ourselves into the

struggle to save the world. It is an admir-

able re-creation of those days, partly by the

use of old news reels, partly by a careful

reproduction of the life of ordinar)^ people as

the news of other places came into contact

with their own peaceful existence. Their

home life, their amusements, the clothes they

wore, the songs they sang, are verv real. And
the lesson of it—for its aim is definitely to

present a lesson—is that we should be watch-

ful of our ramparts. Just what those ram-

parts are, and how we can best watch them,

it leaves rather indefinite. It comes imder

the general head of preparedness, and the

details are something for wiser people than

\-ou or I or even March of Time to work out.

{Continued from page 11)

January S, when the term closes. The con-

test closes February 15.

Manuscripts must be typewritten, and not

longer than 1,000 words. Do not submit

a continuity. Simply write out in synopsis

form a story of what you believe represents

"Free Enterprise in a Free Society." From
time to time during the course you may get

all the data that the School has available in

the way of books, pamphlets, etc., for the

preparation of your story. (No examina-

tions).

First prize $100, second prize $25, third

prize $15, fourth prize $10.

The winning scenario will be published in

The Freeman, a monthly critical journal of

social and economic affairs.

Address your enrollment and enquiries to

:

Scenario Contest Department, Henry George

School of Social Science, 30 East 29th Street,

New York, New York.
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Comments on Council Activity

'T^HE question is often asked liozv e.vtcji-

sively the selected picture listing pre-

pared by Motion Picture Councils and like

groups is made available to the public. In a

recent re-reading of the report of the com-

innnity activities session of the last National

Board Conference tjiere seemed to be several

good anszvers to this question and tcr print

them beloiv.

Mrs. Frank R. Anderson

President, Cleveland Cinema Club

We call our listing The Cleveland Cinema

Club Bulletin. It is our purpose to aid

Greater Cleveland in selecting fine motion

picture entertainment. We have segregated

or classified the pictures as to subject. We
list them under such headings as "Thoughtful

Drama", "With Emphasis on Music",

"Westerns" and "Miscellaneous Light Enter-

tainment." We rate them also as to whether

they are for adults or children. The Bulletin

is published five times during the club year

and we try to impress upon people the titles

of those pictures of each type that are worth

seeing and remembering.

Mrs. Samuel B. Cuthbert, past

Motion Picture Chairman, Allegheny

County, Pa., Federation of Women's Clubs

The Pittsburgh Press gives us fre; space

each Friday for the list of theatres showing

famil}^ pictures for Saturday morning. We
have a Pul)licity Committee that contacts the

theatres. This Committee calls the theatres,

gets their booking for Saturday, and if they

are sho\ving family pictures they are in this

list in the Pittsburgh Press. It has made the

managers all the more careful in their Satur-

day booking of family pictures because they

do not want the theatre across the street to be

listed and not themselves.

Mrs. Robert E. Griebe

Vice-Chairman, Motion Picture Council

for Brooklyn

We have an Editorial Committee meeting

ever}' Monday morning. It has grown from

a group of four to fifteen or eighteen. At that

time we evaluate the pictures for our pro-

grams, which are sent out every two weeks.

Besides these resumes that go to all members
and to the various organizations, including

the schools, there is a listing in the Brooklyn

Daily Eagle, ten or eleven inches of free space

given every Friday evening, listing the films

for the adult and family classifications along

Avith a short description and the names of the

theatres at which they are being shown.

Mrs. W. L. Gilbert

Motion Picture Chairman, New Century
Club, Schoharie County, N. Y.

Some six years ago I made my first trip to

a National Board Conference. I went home
very much enthused and decided that it would

be good to get a list of recommended pictures

into our newspaper. At that time we had

three papers in our county. The National

Board helped me with the plan, which was

entirely new to me. Today we have five news-

papers with a list of picture evaluations. Our
county is a small one without any cities and

the population in our villages is from 1,000 to

3,500. There are six theatres in the county.

There was a little hesitation in one com-

munity on the part of the theatre manager.

But, finally, he was told by another manager

that it would be better to accept listings. "Be-

cause " he said, "really these women do a fine

piece of work. You may resent that list in the

paper but people like it and they want it. I

belicA'C they are going by it."

Mrs. Curtice N. Hitchcock

Executive Committee, Schools Motion

Picture Committee, New York City

The main job of the Schools Motion Picture

Committee in New York is previewing pic-

tures and recommending whole programs for

week-end showing in New York theatres.

The previewing is done in conjunction with
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the National Board of Review. We recom-

mend pictures for Saturdays, Sundays and

holidays only when the whole program can

be recommended—including the shorts, news-

reels, and even the trailers. Sometimes

trailers can be pretty objectionable.

We have succeeded in getting a great deal

of publicity for these lists. They are pub-

lished in several daily papers every week, in

"Cue" magazine, in the bulletin of the Par-

ents' League, and in a good many other

school and official bulletins of one sort or

another. The libraries of New York cooper-

ate in having our lists there for reference, and

we also receive help from them in getting the

opinion of the children librarians on certain

pictures. Those who do the reviewing are

parents of children between the ages of ap-

proximatelv ten to fourteen. This is the age

that we cover. When we are doubtful we call

in people whose work with children is per-

haps more expert. The Bureau of Child

Guidance has been very nice in cooperating"

with us. They find our lists useful, and we
find their assistance in the reviewing of pic-

tures extremely useful, as well as the advice

of the librarians. We are sufficiently repre-

sented in the daily press and magazines to

make us feel that a great many people are

using our lists to very good effect.

Mrs. Charles T. Owens
President, Philadelphia Motion Picture

Forum

We have a printed outline of our objectives

and a "Guide to Motion Picture Entertain-

ment" in pamphlet form. We stress especially

pictures that we think would not otiierwise be

box office successes. We print 6,000 of these

pamphlets which we give out nine months of

the year. We have decided to include little

notices advising when the National Board of

Review Conference is going to meet, and

items of that sort. These will go at the bot-

tom of the Guide. Our Guides have been re-

quested by the Engineers Chib and the Cen-

tral City Business Center Club. We women
really depend on them regularly, but when
the men ask for five hundred to give out at

their meetings, we think that is recognition

indeed

!

'T^HE jonii of meetings held by different

Motion Picture Councils, bofJi general

meetings and study classes, is another ques-

tioned point to which anszver can be found in

the Conference reportings, as the follozving

excerpts shozv

:

Mrs. Clarence Echols

Director, Dallas Motion Picture Council

There is a distinction between being inter-

ested in motion pictures and being interested

in motion picture work. Motion pictures are

primarily entertainment, and one may be

simply interested in a good piece of entertain-

ment and stop at that. However, being inter-

ested in motion picture work means taking an

active part in all of the activities directed to-

ward better pictures.

With that in mind our Motion Picture

Council in Dallas endeavors to give informa-

tion to the various groups who visit us from

month to month. We are carrying out a plan

this year which we find very successful. Our
meetings last from 10 :30 to 12 :00. The first

hour is devoted to business. We have a Pre-

view Committee whose members are always

present at these meetings. Each of these

members tells of the outstanding picture

which she has previewed.

Two representatives each month from

clubs in Dallas are invited to bring their

groups to these meetings. Consequently, be-

fore the year is over we have had about all of

the important clubs. Sometimes if the group

is not going to be large enough we ask three

or four different groups at one tinie.

Our recording secretary takes notes of

these meetings which she reads at the next

meeting, so that not only those who were

present when the pictures are commented

upon hear about them, but also those present

the following month.

We have a lecture system that is most help-

ful and interesting. The lecture is given at

11:30, when our business is over, and runs

until 12:00. We have some outstanding

speaker who has been invited to taliv on a cer-

tain subject. "The Influence of Talking Pic-

tures on Present Day Speech" was presented

by the head of the English Department at

Southern Methodist University. We had so

many requests for his talk that one hundred
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copies were made and distributed. Or we
have a teacher to speak on "The Artistic

Values of Motion Pictures", and following

that a representative from the Interstate

Theatres who speaks on "Box Office Val-

ues." We feel that we have something inter-

esting in these talks for our members and

guests.

Mrs. Charles W. Swift

President, Elmira, (N. Y.) Better Films

Council

Once a month we have a meeting for gen-

eral information. Then, there are committee

chairmen who carry on the dififerent phases

of work in the city throughout the month.

That makes it much easier than if we had a

system of more general meetings.

We observed a Motion Picture Week in

April, in which the schools, the clubs,

libraries and stores participated. This was
our second Motion Picture Week and we
found that people were more enthusiastic

than ever to see what motion pictures had

done for us in many fields.

We celebrated the Fiftieth Anniversary of

Motion Pictures by bringing Dr. William

Lewin to helj) enthuse the English teachers

about photoplay appreciation in the schools.

Now we have w^ell established photoplay

appreciation classes in all of our high schools.

We have two new Cinema Clubs, a Junior

and a Senior, which are doing fine work as

an extra-currictilar activity. These Clubs

distribute throughout the schools information

about the pictures that are worth seeing.

The)^ have bulletin boards in the main hall-

way w^here they place stills and information

so that all students have a chance to learn

about the pictures, even though they do not

belong to the Cinema Clubs. A Camera
Club is cooperating with the Cinema Club in

making a motion picture for which they will

write the script and supply the actors.

Once a }'ear we bring a foreign picture to

Elmira, something which would otherwise

not be shown there, and we have it at a little

theatre.

We are planning to bring for one day

many of the outstanding pictures, like David

Coppcrficld , Robin Hood, A Talc of Two

Cities, with a program of good shorts, in-

cluding one of the Warner historical shorts,

such as The Bill of Rights, or The Declara-

tion of Independence, and many others which

we feel should be preserved for future use,

especially in the schools. These programs

are going to be sponsored by the Parent-

Teacher groups, therefore each school will

benefit from that, and each school P.-T. A.

will benefit by the performance. They all

haA^e to earn money some \\-a.y in order to

carry on their work and this seesns to be a

good wa\" with a good job being done along

with it.

We have sponsored many good pictures.

The exhibitors have found that if they can say

a picture is sponsored Iby the Council they

do much better business. The Mikado is

one so sponsored and the theatre manager

said that he was sure he would not have had

any success at all with it if he could not have

put our sponsorship into his advertising.

Mrs. Frank R. Anderson

President, Cleveland Cinema Club

This past }ear we inaugurated something

a little different from our regular study group

meeting, namely, a round table discussion

following our business meeting. We found

that there were about 10 or 15 members of

the Club who were really definitely interested

in the study of motion pictures and we felt

that the newer members coming into the Club

needed some of the background of what we
have been trying to do for the past 22 or 23

A'ears. It helps to prepare them for the con-

tacts they make with other groups, churches

or clubs in the way of giving talks or radio

programs. This particular discussion group

has met with a favorable response and we feel

that it has been one of the most worthwhile

things that we have done since the Club was

organized.

Mrs. Charles Miller

Chairman of the Study Class, Philadelphia

Motion Picture Forum

We have conducted our study group pro-

gram along the lines of analysis and criticism.

Each month we discuss about four outstand-

ing motion pictures.
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We have been fortunate in securing as

leader Dr. Beaumont Bruestle, a teacher of

English at Temple University, who has an

excellent background for the work and wnu
has great enthusiasm for the motion picture.

He gives us a very critical and intelligent

analysis of the pictures. About an hour of

our study period is taken up by this, after

which we have a ten or fifteen minute talk by

some member of the group, a different one

each time, on the topics of what is happening

in Hollywood, the pictures in production,

technical problems involved, and all that sort

of thing.

In the morning, before our meeting, wt go

as guests to one of the theatres in Philadel-

phia to see a picture. It is not a first-run

theatre and we have to take whatever picture

happens to be showing. We have a short

discussion of it led each time l^y a different

member of the group. For rating that pic-

ture and other pictures that we see in pre-

views and private showings, to which we are

invited by the exhibitors, we have evaluation

blanks, modeled after the National Board of

Review ballot, with a few variations to suit

our purpose. The blanks are counted and

tallied and from them we get the general im-

pression of the group regarding the pictures.

Selected Pictures .Guide
{Continued from page 2)

of Monotony. Makes no attempt to be convinc-

ing as a story and succeeds amusingly in its

portrayals of varied and crazy types. ."Vs happy
foolishness it is entertaining summer fare.

Paramount.

m CONFESSIONS OF A NAZI SPY, THE—
Edward G. Robinson, Francis Lederer, Paul

Lukas, Dorothy Tree. Original screen story by
Milton Krim and John Wexley. Directed by

Anatole Litvak. This film_ chosen by the

National Board's Committee on Exceptional

Photoplays as the best picture of 1939, not for

its subject but for the super!) fashion in which
screen technique had been applied to factual

material, has been re-issued with certain addi-

tions that point up as well as broaden its signi-

licance. A year ago this film was largely

looked upon as merely a spy picture, not ro-

mantic enough to be thrilling as fiction and per-

haps too remote from real danger to be taken

seriously. Perhaps, too, its implications were
too unpleasant to face. Now time and events

in Europe have given it tremendously in-

creased meaning. It is as effective as ever

purely as a technical screen achievement, but

its plea for defence against alien propaganda
is immeasurably stronger because of its in-

escapable overtones of reality. Not the least

praise-worthy thing about it is its complete

absence of hysteria, and the dignity and com-
mon-sense with which it handles an extremely
hot subject. If this film is to receive the sup-

port its qualities deserve, now is the time to

give it that support. Warner Bros.

f DANCING ON A DIME—Grace McDonald,
Robert Paige. Based on story by Jean Lustig

and Ma.x Kolpe. Directed by Joseph Santley.

A comedy musical in which a group of young
people, when the Federal Theatre funds are

withdrawn, put on the production themselves.

The plot is hard to take but several musical

numbers are amusing enough. Paramount.

m *DATE WITH DESTINY, A—Basil Rathbone,

Ellen Drew. John Howard. Original screen

story by Howard J. Green. Directed by Tim
Whelan. The story, full of suspense, of a doc-

tor with a murder complex, and the way a

newspaper man ferreted out his past and pre-

vented him from carrying on his habit of kill-

ing his wives. The tension keeps interest alive

and keen, and a psychoanalytical element gives

it novelty. Paramount.

f DR. CHRISTIAN MEETS THE WOMEN
—Jean Hersholt, Dorothy Lovett. Original

screen story by Marion Orth. Directed by
William McGann. A comedy drama which
teaches an excellent lesson. 'Pride goeth be-

fore a fair when the women of River's End try

to reduce the quick way and find that they

have lieen bamboozled by a quack traveling pro-

fessor. Dr. Plersholt is excellent as the town
doctor who exposes the quack. RKO Radio.

m EARTHBOUND — Warner Baxter, Andrea
Leeds, Lynn Bari, Charley Grapewin. Original

screen story by Basil King. Directed by Irving

Pichel. The story of how a widow tracks down
the murderer of her husband, aided by his

spiritual presence. In essence, however, it

shows the reformation of the murdered man.
who appears in double exposure to see that

right is done and so atone for the misdeeds of

his life. Good acting and treatment help to

make the fantasy convincing. 20lh Century-

Fox.

fj *EDISON, THE MAN—Spencer Tracy, Rita

Johnson. Original screen stor^f by Dore
Schary and Hugo Butler. Directed by Clar-

ence Brown An excellent portrayal of Thomas
Edison from the time he first came to New
York to sell his inventions. A beautifully acted

and directed production done with sincerity.

Recommended for schools and libraries. Re-
ferred to the Committee on Exceptional Photo-
plays. Metro-Goldwyn-Mayer.

fj FLIGHT ANGELS—Virginia Bruce, Dennis
Morgan. Original screen story by Jerry Wald
and Richard Macauley. Directed by Levids

Seller. A story of air line hostesses and test
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pilots Interesting story for those who are air-

minded. Warner Bros.

f *FOUR SONS—Don Ameche, Eugenie Leonto-
vitch, Mary Beth Hughes. Based upon a story

by I. A. R. Wyhe. Directed by Archie Mayo.
A moving, tragic story about a family of

Sudeten Czechs of German extraction, on whom
the full fury of Hitler's theories and practices is

visited, dividing and destroying them. The pic-

ture has a strongly emotional appeal and por-

trays the harshness and brutality of the Nazi
party system in alHts aspects. Eugenie Leonto-
vitch gives a moving performance as the

bereaved mother. 20th Century-Fox.

f FUGITIVE FROM JUSTICE, A—Roger
Pryor, Lucile Fairbanks. Original screen story

by Leonard Neubauer, Directed by Terry
Morse. A lively story about the representatives

of an insurance company who succeed, through

a series of ingenious tricks, in saving the life of

a gangster who is insured for a million dollars

with their company. Not particularly original,

but speedy and humorous. Warner Bros.

f GAMBLING ON THE HIGH SEAS—
Wayne Morris, Jane Wyman. Based on an idea

by Martin Mooney. Directed by George Amy.
A story of a gambler who is finally caught

through his friendship with a young newspaper
man. Exciting and well acted. Warner Bros.

f GHOST BREAKERS, THE—Bob Hope.
Paulette Goddard. Based on play by Paul
Dicky and Charles W. Goddard. Directed by
George Marshall. A spooky comedy romance.

Left an old haunted castle, a girl decides to go
there and find out about the ghosts and what
evil lurks in the castle. Entertaining and really

eerie in places. Paramount.

f GIRL FROM GOD'S COUNTRY, THE—
Chester Morris, Jane Wyatt. Based on an
original story by Ray Millholland. Directed by
Sidney Salkow. A story of the struggles of a

doctor and a nurse against heavy odds In the

frozen North. Republic.

f GOLD RUSH MAISIE—Ann Sothern, Lee
Bowman, Slim Summerville. Original screen

story bj' Wilson Collison. Directed by Edwin
L. Marin. Maisie hits a ghost-town, inhabited

only by a couple of surly recluses, but finds

them handy to her plans when there is a gold

strike in the neighborhood and the empty town
is packed to overflowing with desperate

"Okies" who hope to strike lucky after months
of wandering. A warm and bright little story

with plenty of fast and witty dialogue. Metro-
Goldwyn-Mayer.

f GOLDEN FLEECING, THE—Lew Ayres,
Rita Johnson. Original screen story by Lynn
Root, Frank Fenton and John Fante. Directed

by Leslie Fenton. Funny farce about a timid

young man who gets into tough company.
Metro-Goldwyn-Mayer.

f I LOVE YOU AGAIN—William Powell,
Myrna Loy. Original screen story by Leon
Gordon and Alaureen VX'atkins. Directed by
W. S. Van Dyke II. A gay and witty comedy
in which a charming rascal has to adjust him-
self to a nine-year's past when in a state of

amnesia he has been a straight-laced stuffed

shirt. There is also a wife to become adjusted
to. Cleverly written, directed and acted.

Metro-Goldwyn-Mayer.

f I MARRIED ADVENTURE—The adven-
tures of Mr. and Mrs. Martin Johnson in

Africa and Borneo. Interesting in spots but
with a good deal of repetition. Columbia.

m I WANT A DIVORCE—Joan Blondell, Dick
Powell. Based on story by Adela Roger St.

John. Directed by Ralph Murphy. An interest-

ing drama showing the complications and heart-

aches caused by divorce. An excellent cast,

well directed. Paramount.

f LILLIAN RUSSELL — Alice Faye, Don
Ameche, Henry Fonda. Original screen story

by ^Villiam Anthony McGuire. Directed by
Irving Cummings. The life and loves of Lillian

Russell, the toast of the town, done in lavish

manner and with an outstanding cast. 20th
Century-Fox.

f LUCKY CISCO KID—Cesar Romero, Mary
Beth Hughes. Original screen story by Julian

Johnson from the character by O. Henry.
Directed by H. Bruce Humberstone. A lively

Western with more than the customary care
given to acting, direction and plot. Story has
all the usual Western ingredients but they are

sharpened up into good entertainment. 20th
Century- Fox.

f MAD MEN OF EUROPE—Edmund Gwenn,
Mary Maguire. Based on the play by Guy du
Maurier. Directed by Albert de Courville.

British made story about a member of the fifth

column who becomes friendh' with an English
household just before war breaks out and uses

their home as a radio center to guide invading
bombers to vital sections of the country. While
the treatment is more emotional than anything
else and concerns itself essentially with Britain,

American audiences may find it a timely re-

minder of the need for preparedness in their

ovv-n country. Columbia.

m *MAN I MARRIED, THE—Joan Bennett,

Francis Lederer, Lloj^d Nolan, Anna Sten.

Based on the story by Oscar Schis.gall. Directed

by Irving Pichel. The stor}' of an American
girl who visits Germany with her German-born
husband and their child, only to have the hus-

band become completely converted to the Nazi
regime. The peak of their mutual disillusion-

ment comes when she tries to return to America
with the child, while the father insists he

be brought up a Nazi. Not only a completely

frank denunciation of Hitler and the Nazi";,

calling a heel a heel throughout, but unusual in

the mockery and satire it pours on the heads of

Nazi leaders. Lloyd Nolan is outstanding with
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his jokes and gibes and is likely to be found

the most popular figure in a good cast. Alto-

gether a well produced, entertaining picture that

is obvioush' out to convince its audiences of

the real nature of Nazi ways and theories.

Referred to the Committee on Exceptional

Photoplays. 20th Century-Fox.

f MAX W HO TALKED TOO MUCH. THE—
George Brent, Virginia Bruce. Based on the

play by Frank J. Collins. Directed by Vincent

Sherman. An interesting story of what happens

to a promising young lawyer after he sends an

innocent man to the electric chair. Warner
Bros.

m MAN WHO W^OULDN'T TALK, THE—
Lloyd Nolan, Onslow Stevens, Jean Rogers.

Based on play "The Valiant'' by Holworthy
Hall and Robert M. Middlemass. Directed by
David Burton. An interesting melodrama in

which a man confesses a murder but refuses to

tell who he is—the truth about him, and his

relations to the murdered man gradually and
excitingly emerge. 20th Century-Fox.

m MANHATTAN HEARTBEAT — Robert
Sterling^ Virginia Gilmore. Based on a novel

by \'ina Delmar. Directed by David Burton.

A story of a young couple who find love and
happiness even on a small budget and the

struggle of the boy to provide medical aid when
the baby comes. 20th Century-Fox.

f *MARYLAND—Walter Brennan. Fay Bainter.

Brenda Joyce, John Payne. Original screen

story by Ethel Hill and Jack Andrews. Directed

by Henry King. The story of a conflict between
a woman who loses her husband in a riding

accident, and her son who has inherited the

family passion for horses and racing. The
most striking features of the picture, however,
are the splendid racing atmosphere and back-
ground, the negro members of the cast, and the

genuine excitement of the track. Alade in tech-

nicolor which draws out the full beauty of the

Alar^'land countryside. Referred to the Com-
mittee on Exceptional Photoplays. 20th Cen-
tury-Fox.

f ^MORTAL STORM, THE—James Stewart.
Margaret Sullavan. Frank Alorgan. Based on
the novel by Phyllis Bottome. Directed by
Frank Borzage. A vivid and gripping adapta-
tion of the best-selling novel. Story centers

around the family of a German-Jewish scientist

and how they are affected by the coming of

Hitler. Alanages to be highly -dramatic in its

tragedy and is a completely frank denunciation
of the Hitler regime. Good all-round cast.

Referred to the Committee on Exceptional
Photoplays. Metro-Goldwyn-]Mayer.

f MURDER IN THE AIR—Ronald Reagan.
John Litel, Lya Lys. Original screen story by
Raymond Srhrock. Directed by Lewis Seller.

Lively melodrama about a gang of international

saboteurs who attempt to destroy vital arma-
ments of the V. S. They are tracked down by

a pair of federal agents who do their job with
plenty of excitement and humor. \\'arner Bros.

f -MY LO\'E CXMY. BACK—Olivia de Havi-
land, Jeffrey Lynn, Charles Winniger. Original

screen story by Walter Reisch. Directed by
Kurt Bernhardt. A romantic comedy full of

agreeable characters and amusing situations, in-

volving the musical career of an attractive girl

in which an embarrasing combination of men
take an interest. It is all held together by a
novel and very pleasing use of music, with
swing stealing in on the classics. W arner Bros.

f AIVSTERY SEA RAIDER—Henry Wil-
coxon, Carole Landis. Based on the story by
Robert Grant. Directed by Edward Dmytryk.
A timely story of a German sea i aider which
is finally destroyed. The love interest is pro-
vided by a young girl who is captured and kept
aboard the raider. Paramount.

f NEW MOON—Jeanette MacDonald, Nelson
Eddy. Based on the musical operetta by Oscar
Hammerstein 2nd, Frank Mandel and Laurence
Schwab. Directed by Robert Z. Leonard. A
lavish production with excellent music. A story
of a French aristocrat who goes to New Or-
leans as a bond servant, to further the cause of
the French Revolution, and his love for the
beautiful young landowner. Metro-Goldwyn-
Mayer.

f OKLAHOMA RENEGADES — Robert Liv-
ingston, Raymond Hatton. Original screen
story by Clark Condon. Directed by Nate
\\'att. A Western story of the fight between
ranchers and homesteaders. Republic.

f ORPHANS OF THE NORTH—Bob Web-
ster, Mary Joyce. Based on an Alaskan tale

of the Taku Valley. Directed by Norman
Dawn. The numerous photographs made by
Director Norman Dawn in his Alaskan travels
form the basis of a story in which a fatherless
child gets lost in the Alaskan wilderness and
is rescued by a kindly old gold-digger. The
story is weak and clumsily assembled but the
picture is recommended by virtue of its beauti-
ful snowscapes and numerous animal studies.

Alonogram.

f *OUR"TOWN—William Holden, Martha Scott.
Frank Craven. Based on the stage play by
Thornton \\'ilder. Directed by Sam ^^'ood. A
deeply moving picture, depicting the every-day
life in a small New Hampshire town in the
years prior to the ^\orId ^\ ar, beautifully told,

fine acting, and unusual in its presentation.
Reconunended to the Committee on Exceptional
Photoplays. L^nited Artists.

f PIER 13—Lynn Bari, Lloyd Nolan. Based on
the story by Barry Conners and Philip Klein.
Directed by Eugene Forde. The adventures of
two daughters of a retired sea captain who live

on the waterfront, one involved with a crook
and the other engaged to a policeman. Lloyd
Nolan is unusually good in the part of the
policeman. 20tli Century-Fox.
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m *PRIDE AND PREJUDICE—Greer Garson,

Laurence Olivier, Mary Boland, Edna May
Oliver. Based on the novel by Jane Austen.

Directed by Robert Z. Leonard. A picture that

is likely to please all those interested in the

Victorian scene and the characters of the fam-

ous original novel. The story of the va/n

mother and her efforts to arrange good mar-
riages for her five daughters is scarcely dated

in entertainment appeal and the performances of

Laurence Olivier and Greer Garson strike a

strongly romantic note. Good sui)porting cast

in a carefully studied productior.. Aletro-

Goldwyn-Mayer. ,

f PRIVATE AFFAIRS—Nancy Kelly, Roland
Young, Hugh Herbert, Robert Cummings.
Based on the story, "One of the Boston Buller-

tons" by Walton Green. Directed by Albert S.

Rogell. A most amusing, nonsensical story of

a black sheep of a prominent Boston family,

who returns after twenty years and irons out

all the family troubles. Universal.

m QUEEN OF THE MOB—Ralph Bellamy^

Jack Carson, Blanche Yurka. Based on ''Per-

sons in Hiding" by J. Edgar Hoover. Directed

by James Hogan. An interesting picture of a

gang with an elderlj' woman as the boss. Shows
that crime does not pay. Very good acting on
the part of Blanche Yurka. Paramount.

fj RAINBOW OVER THE RANGE—Tex
Ritter. Original screen story by Robert Emmet
Directed by Al Herman. Pleasant Western for

those who like action and gunplay. Tex Ritter

handles the usual situation of rustling and out-

lawry against a fine natural background and
some pleasing songs. Monogram.

f *RAMPARTS WE WATCH, THE—Original

screen story by Robert L. Richards and Cedric

R. Worth. Directed by Louis de Rochemont.
The reactions of a typical American small city

to the world events of 1914-18—how we event-

ually got into the war. Done in the March of

Time style, partly actual shots of real events,

partly ordinary people being ordinary people in

the home scenes. Obviously done to promote
prenaredness, it is effective for its purpose as

well as historically interestin,g. Referred to the

Committee on Exceptional Photoplays. Recom-
mended for Schools and libraries. RKO Radio.

fj RANGER AND THE LADY. THE—Roy
Rogers, Jacqueline Wells. Original screen story

by Bernard McConville. Directed by Joseph
Kane. Scene. Texas when it was a republic in

the 1830"s. An empire builder, during Pre'^i-

dent Sam Houston's absence, tries to fteal con-
trol of the vast Lone Star region, but is de-

feated by a ranger Xoy^l to Houston. A wel-
come variation from the usual Western formula.

Republic.

m RASPUTIN—Harry Baur. Based on the

"Tragedie Imperiale" by Albert Neumann. Di-
rected by Marcel L'Herbier. .A vigorous, hearty
portrayal of the Russian monk who became so

influential in the family of the last Romanoff

Czar, done with a certain amount of sympathj-.

A handsome production. French dialogue and
English sub-titles. Concord.

f ^RETURN OF FRANK JAMES, THE—
Henry Fonda, Jackie Cooper, Henry Hull,

Gene Tierney. Original screen story by Sam
Hellman. Directed by Fritz Lang. In this

sequel to "Jesse James'' his brother Frank
avenges h\s death without killing the "cowards"
with his own hand. Brightened by Technicolor

it has several splendid episodes of good western

action, and some vigorous types. Blood and
thunder somewhat toned down by making the

outlaw so uncriminal. 20th Century-I'ox.
,

f RHYTHM ON THE RIVER—Bing Crosby.

Mary Martin, Basil Rathbone, Oscar Levant.

Original screen story by Bill Wilder and
Jacques Thery. Directed by Victor Schert-

zinger. A lively story about two youngsters

who act as ghost-writers for a popular com-
poser who has lost his touch for composition.

Trouble steps in when they break with the great

man and tr\- to set up shop on their own—only

to be rejected as plagiarists of his work. Few
of the situations have originality, liut they are

always bright and tuneful. Paramount

fj SANDY IS A LADY—Baby Sandy. Original

screen story by Charles Grayson. Directed by
Charles Lamont. Hair-raising adventures of

Baby Sandy. A good comedy for Baby Sandy
fans, with a good supporting cast. Universal.

f SCATTERBRAIN—Judy Canova. Alan Mow-
bray. Eddie Foy Jr. Original screen story liy

Jack Townley and Val Burton. Directed by
Gus Meins. A merry piece, about a hillbilly girl

who accidentally gets a Hollywood contract

and whose appearance in the studio creates a

lot of comic woe for the director. Amusing-
situations and amusing songs. Republic.

f *SEA HAW^K, THE—Errol Flynn, Brenda
Marshall, Claude Rains, Flora Roli^on. Based
on the novel by Rafael Sabatini. Directed by
Michael Curtiz. A swashbuckling tale of sea

warfare, romance and royal intrigue in the

year of the sailing of the Spanish Armada
Made in the good old tradition of spectacular

hand to hand fighting for the riches of the In-

dies and national glor}', and led by Errol Flynn
with gusto and agility. Splendid entertainment

of a popular nature. Referred to the Committee
on Exceptional Photoplays. \\'arner Bros.

f SPORTING BLOOD—Original screen story

by Grace Norton Directed by S. Sj-lvan

Simon. A story of horse racing. A yoimg man
returns to his home town after twenty years

and makes good and wins the big race and also

the girl he loves Some good shots of horses.

Metro-Goldyn-Mayer.

f STAGE TO CHINO—George O'Brien. Vir-
ginia Vale. Based on a story by Norton S.

Parker. Directed by Edward Killy. A fresh

and entertaining Western using the ingredients

common to all W^esterns but handling them
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lightly and making the most of a capable cast.

RKO Radio.

m SUSAN AND GOD—Joan Crawford, Frederic

March. Based on the celebrated play by Rachel

Crothers. Directed by George Cukor. A social

satire. A self-centered and frivolous woman
who adopts religion as a fad, wrecks the lives

of her friends by meddling in their affairs .^nd

nearly ruins her own life. Very entertainmg

with an excellent cast and sophisticated dialo-

gue. Metro-Goldwyn-Mayer.

m THEY^ DRIVE BY NIGHT—George Raft,

Humphrey Bogart, Ida Lupino, Ann Sheridan.

Bdsed on the novel by A. I. Bezzerides. Di-
rected by Raoul Walsh. A dramatic story of

the tough life of truck-drivers, and the rise to

success of one of them, complicated by an in-

fatuation of his boss's wife for him, which
])rings in a tragic element. Its humor is as

vigorous as its characters, and it is invariably

interesting. Raft has an entirely sympathetic
role. Warner Bros.

f THREE MEN FROM TEXAS — William
Boyd, Russell Hayden, Andy Clyde. Based on
the story by Clarence E. Mulford. Directed
by Leslie Selendar. A marshal and his two
deputies go to California to clean up a town
which is run by outlaws. Exciting and well
done. Paramount.

f TOM BROWN'S SCHOOL DAYS — Sir

Cedric Hardwicke, Freddie Bartholomew, Jim-
my Lydon. Based on the novel by Thomas
Hughes. Directed by Robert Stevenson. A
good adaptation of the famous novel of Rugby
School with emphasis mainly on the theories
and practices of Doctor Arnold—England's
most famous headmaster. The boys and their

lives are portrayed with liveliness and convic-
tion, and while there are apparent differences
between the novel and the picture the latter has
good entertainment value for admirers of the
original. Recommended for schools and
libraries, RKO Radio.

m TURNABOUT—Carole Landis, John Hub-
bard, Adolphe Menjou. Based on the novel by
Thorne Smith. Directed by Hal Roach. A
most amusing comedy of a married couple who
for one day change places, the wife making
mistakes at her husband's office, and the hus-
band making enemies of his wife's girl friends.

Everybody in the play is bewildered and
muddled at the turn of events except the two
principals. Highly sophisticated dialogue.
United Artists.

f VILLAIN STILL PURSUED HER, THE—
Anita Louise, Richard Cromwell, Alan Mow-
bray, Hugh Herbert. Original screen story by
Elbert Franklin. Directed iDy Edward E. Cline.

A highly amusing burlesque melodrama, with
the curse of drink as the theme, done in the

old time stilted style with gestures and asides.

Well done and entertaining. RKO Radio.

m ^WATERLOO BRIDGE—Vivien Leigh, Rob-
ert Taylor. Based on the play by Robert E.

Sherwood. Directed by Mervyn LeRoy. A story

of an army captain's love for a ballet dancer

during the World War, and the tragic end

caused by the girl's poverty and the belief that

the man she loved was killed. The acting of

both Robert Taylor and Vivien Leigh are

outstanding. Metro-Goldwyn-Mayer.

f WE WHO ARE YOUNG—Lana Turner,

John .Shelton, Henry Armetta. Original screen

story by Dalton Trumbo. Directed by Harold
S.. Bucquet. A simple story of young married
life, with its economic difficulties and the com-
ing of a baby. Excellent New York back-

ground and good subsidiary characters. A new
and effective leading man. Directed with sym-
pathy and imagination. Metro-Goldwyn-Mayer.

f WHEN THE DALTONS RODE—Randolph
Scott, Kay Francis. Based on the story by
Emmitt Dalton. Directed by George Marshall.
An exciting Western of five brothers who be-

come outlaws after they have been falsely ac-

cused of murder and the whole town is against
them. Universal.

m WOMEN IN WAR—Elsie Janis, Wendy
Barrie, Patric Knowles. Original screen story
by F. Hugh Herbert, and Doris Anderson. Di-
rected by John H. Auer. A story of the British

Overseas Nursing Corps. Acquitted of a mur-
der charge, Pamela Starr joins the corps and
amid the horrors of war finds love and happi-
ness. Republic.

f YOU^'RE NOT SO TOUGH—"Dead End
Kids." Original screen story by Maxwell Aley.
Directed by Joe May. A gang of boys find

work on a fruit ranch and make good.
Universal

SHORT SUBJECTS

Informationals

fj ACTION ON ICE (Ed Thorger.son Sport.<^)—Ico
sports of various kinds. Tlirilling. 20th Cen-
tiiry-Fox.

f AIR ARMY (Reelism)—Impressive action shots
of the U. S. air corps. RKO Radio.

f ARROW POINTS (Pathe Sportscope)—Interest-
ing study of dexterity with a bow and arrow.
RKO Radio.

f BERTH OF A QUEEN—Interestins account of
the building and lavmching- of the mammotli
liner Queen Elizabeth. Columbia.

f BLUE STREAK, THE (Grantland Rice Sport-
light) — Migration of the blue goose. "Very
lovely pictm-e except for the shooting of the
geese. Paramount.

f BUYER BEWARE—One of the "Crime Does
Not Pay" series, about stolen goods. Metro-
Goldwyn -Mayer,

fj CAT COLLEGE (Pete Smith Specialty)—

A

seventeen year old girl is taught by Clyde
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Beatty to train wild animals. Metro-Goldwyn-
Mayer.

f CAVALCADE OF ACADEMY AWARDS — A
brief history of Hollywood's famous "Oscars",
with excerpts from prize-winning- films of the
past ten years and special attention for the
leading lights and winners of 1939. Interesting.
Vitaphone.

f CHEEIIIO MY DEARS—A medley of strange
sports, odd people etc. with a comedy commen-
tator. 2Uth Century-Fox.

fj GliADE OF CHAMPIONS (Grantland Rice
Sportlight)—Training very young boys in all
sports. Paramount,

f DANGEROUS DOLLARS—A lesson in how to
detect and what to do about counterfeit money,
made under the authority of the Treasury De-
partment. Paranjount.

fj ESKIMO TRAILS—One of Father Hubbard's
Alaskan adventures, studying the ways and lan-
guage of the Alaskan Eskimos. 20th Century-
i^'ox.

f FASHION FORECASTS No. 8—Vivyan Donner
presents coming styles in dress and footwear,
with Ilka Chase supplying an amusing com-
mentary. 20th Century-Fox.

f GOING PLACES No. 78—Curacao. Showing the
beauties of Curacao, called the Sunny Isle, one
of the big- sea ports of the world. Universal.

f GOING PLACES No. 9—The Coast of Curiosi-
ties. Along the Pacific coast, showing sea lions,
agates, clam diggeis and large balls of stone
which are called Neptune's marbles. Universal.

f GOING PLACES No. 80—Down El Paso Way.
Training American cavalry; the making of cov,

-

boy saddles and boots; cand.v made oi cactus;
goats along the Rio Grande; and the beautiful
city of El Paso and the royal welcome they
give visiting notables. Universal,

fj *GUN DOG LIFE (Color Parade)—Lovely picture
done in color showing how hunting dogs are
trained. As told by a mother dog to her puppies.
Vitaphone.

fj *HURDLE HOPPERS (Pathe Sportscope)—Cav-
alry horses jumping and showing their paces.
Excellent use of slow motion. RKO Radio,

f IN THE LAND OF PAGODAS (Columbia Tour;
—A travel picture showing the various types ot

pagodas in China. Recommended for schools
and libraries. Columbia.

1 INI'ORMATION PLEASE No. 9 — Another in
this excellent series, with the four experts
answering questions. RKO Radio,

f INFORMATION I'LEASE No. 10—An especially
good and amusing edition of this ,<:lever radio
program. RKO Radio,

f INFORMATION PLEASE No. 11—This adapta-
tion of the famous radio program stars Clifton
r'adinian, F. P. Adams, John Kieran, Oscar
Levant and Christopher Morley. Bright and
amusing. RKO Radio,

f INFORMATION PLEASE No. 12—The interest-
ing radio program brought to the screen with
Wendell L. Willkie as the guest. Very timely
right now. RKO Radio.

fj INFORMATION PLEASE No. 13—One of the
most entertaining of the series, with Elmer
Davis as guest expert. RKO Radio,

f *MARCH OF TIME No. 11, THE (6th Series;

—

"The U. S. Navy 1940." This interesting and
comprehensive survey of U. S. naval power,
training and equipment comes at a time when
it is likely to be most popular. As dramatic
and entertaining as most March of Time sub-
jects. RKO Radio.

fj *MARCH OF TIME No. 12, THE (Gth Series)—
"Spoils of War" The Dutch East Indies, how
Holland has made them one of the most valu-
able colonies in the world, what they produce
and its importance, and what they are doing to
prepare against the threat of Japan. RKO
Radio.

f MECHANIX ILLUSTRATED No. 4—How planes
are controlled from the flying field; streamline
designing; testing materials; the use of hot air
to extinguish fires. Vitaphone.

f ODD VACATIONS (Cinescope)—Training lion
cubs; making masks; women's clothes and the
art of make-up. Columbia,

fj PACIFIC PARADISE (Color Cruises) — Color
view of Hawaii. Paramount.

f PARAMOUNT PICTORIAL No. 2—Interesting
studies, with humorous comments, on hair-do's
past and present and the modern construction
of eye glass lenses. Paramount.

fj *PLAYMATES FROM THE WILD (Grantland
Rice Sportlight^—Some adorable tame otters
that belong to a man who is devoted to them.
Good picture for "Be Kind to Animals WeeL."
Ted Husing as commentator. Paramount

f PLEASUREBOUND IN CANADA — A trip
through Canada showing the many rivers and
watei-falls. Recommended for schools and
libraries. Columbia.

fj PONY EXPRESS DAYS (Broadway Brevity)-
Romance of the postal riders during the Civil
War and the coming of Bill Cody. Color. Vita-
phone.

f POPULAR SCIENCE No. 5—Modern dentistrv;
gadgets; Langley Field, showing the use of the
wind tunnels and the training of the air fleet

f POPULAR SCIENCE No. 6—How ducks are
protected from contaminated water in Utah:
electric robot calculators invented by Dr. Brown
of Texas; making nylon yarn; a special splint
used on animals. Paramount,

fj ''SANCTUARY OF THE SE.\LS—A delightful
portrayal of the life of a huge colony of seals on
remote Alaskan islands. The seals are a most
humorous and instructive spectacle and their
behavior should be most appealing to children
and adults alike. 20th Centurv-Fo.x.

fj SERA'ANT OF MANKIND (.MGM Miniature)—
An account of Edison's inventions. Metro-
Goldwyn-Mayer.

f SILENT WINGS ( Sportscope)—An interesting
picture of expert gliders. RKO Radio.

f SINK OR SWIM (Grantland Rice Sportlight)—
Showing the difficult art of saving people from
drowning. Paramount,

fj SPILLS I'OR THRILLS (Broadway Brevity)—

A

thrilling picture showing the stunt men and
women of Hollywood in action. Vitaphone.

f SPORT OF KINGS (Sport Thrills)—Racing at
Hialeah and the training of thoroughbreds.
Columbia.

f STRANGER THAN FICTION No. 78—A man
who is expert walking on his hands; expert
wood carver; a flyer whose hobby is model rail-
roads; a cartoonist who draws blindfolded;
gadgets made of shell first as a hobby and later
as a trade. Universal.

f STRANGER THAN FICTION No. 79—A blind
guide; busses in Japan run by charcoal; pictures
made out of old silk stockings; a strange house;
a tree which supplies spring water; World War
aeroplane models. Universal.

f STRANGER THAN FICTION No. 80- -Eight
year old strong girl; home maae machinery; oiri
inner tubes made into bath mats; a miniature
railroad; clever toys made of toothpicks. Uni-
versal.

f STREAMLINED—Showing how the automobile.-
and aeroplanes put the antiquated railroad out
of commission, but how the railroads made a
comeback with luxurious streamlined trains
RKO Radio.

fj SUWA, PRIDE OF FIJI—A Color Fitzpatrick
Traveltalk. Metro-Goldwyn-Mayer.

fj TELEVISION PREVIEW (Paragraphic) — Ted
Husing explains television and Lanny Ross
sings. Paramount,

fj TOMORROV/'S STARS (Sport Thrills)—Train-
ing baseball players to become big leaguers.
Good picture for bovs. Columbia.

f TRIFLES OF lilPORTANCE — One of John
Nesbitt's "Passing Parade" series — telling a
story based on the figure "7": what dooling
(absent-minded pencil scratchings) indicate;
whence divided coat-tails, lapels and sleeve but-
tons on men's clothes were derived. Interesting
and amusing. Metro-Goldwwn-Mayer.

f TROUBLE SHOOTER (RKO Pathe Sportscope)—Horton Smith shows how difficulties in goif
can be overcome by expert plaver. RKO Radio

f UNUSUAL OCCUPATIONS No. 5 — Pictures
made from bits of nature; stamp collecting:
batik making in Java; Gene Autrey and his
many lovely horses which he trains. Paramount

f UNUSU.\L OCCUPATIONS No. 6 — Raising
sledge dogs; sculpturing with molten lead; re-
deeming damaged money; fleet of model war
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ships handled by remote control: a collection of
all kinds of clocks; mail carried several times
daily six miles by gyroscope plane, from Cam-
den, N. .J. to Philadelphia. Paramount,

f rXVEILIiVG ALGERIA — Columbia Tour
through Algeria. A photographic study of the
old and ne-\v. Recommended for schools and
libraries.

f VACATION TIME (Ed Thorgerson Sports)—
Outdoor sports in Florida, the usual thing given
imusual attractiveness by being done in color.
20th Centurv-Fox.

f VALLEY, THE (Color Parade)—Resettlement
of dustbowl families in Alaska's Matanuska
Valle.v. Most interesting and informative.
Vitaphone.

f WASHINGTON PARADE No. 4, THE—"Social
Security." .\ most interesting account of the
workings of the social security system, enter-
taining both in its social and mechanical
aspects. Columbia.

m "W.VY IN THE T\aLDERNESS, A (Passing
Parade Series)—A doctor devotes his life to
fighting the terrible and unknown disease pella-
gra. Metro-Goldwvn-Mayer.

m WOMEN IN HIDING (Crime Does Not Pay
Series)—Showing up the racketeers who prey
on expectant mothers who wish to hide their
motherhood. :\Ietro-Goldwvn-:\Iaver.

f YOUNG A5IERICA FLIES (Broadway Brevity)—Bright and instructive account of the training
of young pilots at Stamford University. Vita-
phone.

Musicals, Novelties and Serials

f BLUE BARRON AND HIS ORCHESTRA—Nice
dance music, and a good orchestra. Paramount.

f HAWAIIAN RHYTH:\I—Harry Owens and his
orchestra give their version of South Sea music
and dancing. Universal.

f.i JUNIOR G-MEN (Serial) Nos. 1-6. Billy Halop,
Hurtz Hall, Gabriel Dell. Original screen stor.v
by George Plympton and Basil Dickey. Directed
by John Rawlins and Ford Be°be. The Junior
G-JIen are helping the Federal Bureau of In-
vestigation to capture the gang of crooks who
call themselves "The Flaming Torch." The
tough gang of boys who have a run-in with
the Junior G-Men are determined to catch the
gang themselves. Exciting adventure. Universal.

f NATTGHTY NINETIES, THE—Songs and dances
of the gay nineties. Very amusing. Universal.

f PINKY TOMLIN AND HIS ORCHESTRA
(Headliner)—Playing some up to the minute
tunes and some of Tomlin's own compositions.
Paramount.

f SCREEN SNAPSHOTS No. .5—Hollv wood stars
at work and play. It would have been better
if the Three Stooges had been left out. Columbia

f SCREEN SNAPSHOTS No. 6—Seemg Holly-
wood with Harriet Parsons. Popular Hollywood
recreation spots and the stars who visit them.
Columbia.

f SCREEN SNAPSHOTS No. 7—Interesting in-
formation about stars' costumes and the de-
signers who think them up. Columbia.

fj SINGING DT'DE. THE—Lively story of a sing-
ing dude who turns out to be an expert broncho-
buster. Vitaphone.

fj *STR.VY LAMB (Reeli.sm)-The story of a little
lamb who is carried away by an eagle and
rescued by her friend the dog. A skunk, a
racoon and a puma are also in the picture.
RKO Radio.

f WHAT'S YOUR L O.? No. 2 (Pete Smith Spe-
cialty)—.\n amusing quiz prosram of aue.stions
for the audience, some prettv crazy and all
tricky and enjoyable. IMetro-Goldwwn-Maver.

fj YOT' r-A N'T SHOE A HORSE-FLY (Color Cl->s-
sic)—Adventm-es of the venturesome baby jack-
ass with a villainous fly, till his mother rescues
him. Paramount.

Cartoons and Comedies

f BESTED BY A BEARD—Leon Errol in an
amusing comedy which necessitates his dressing
up as an Eastern prophet. RKO Radio,

fj BILLPOSTERS (Walt Disney Cartoon)—Donald
Duck tries his hand at billposting. RKO Radio.

fj *BILLY MOT'SE'S AKWAKADE—Color Cartoon.
Unusual and most entertaining picture of mice
playing in the bathtub. 20th Centur.v-Fox.

fj BONE TROUBLE (Walt Disney Cartoon). Pluto
swipes a bulldog's bone and is saved onl>' liy

.sheltering in a hall of mirrors. Bright and
funny. RKO Radio.

fj CATNIP CAPERS (Terry-Toon Cartoon)—'fhe
mice gans- up on the cat by snaring it with
catnip which carries it off in a whirl of crazy
dreams. 20th Century-Fox.

fj DONALD'S VACATION (Walt Disney Cartoon)
—Donald goes off to the lakes for his holiday in

a self-propelling canoe and meets up with some
frightening wild-life. Thoroughly amusing.
RKO Radio.

fj FIGHTIN' PALS (Poneye Cartoon)—Popeye
goes to Africa to find Bluto. Paramount.

fj LITTLE BLABBERMOLTSE (Merr'e M^lodv
Caj'toon)—The mice go on an aerial railroad trin
and find wonderful novelties—and the cat.
Vitaphone.

fj LOVE IN A COTTAGE—Terrv-Toon Cartoon of
two birds who get married and live happil.v in a
rnttaere. 20th Century-Fox.

fj :^TTLKY WAY. THE

—

Cn\n^- Cf> '•'"oon The three
little kittens visit the Milky Way in a dream.
Metro-Goldwyn-Mayer.

fj MR. DI'CK STEPS OUT (Walt Disney Cartoon)
—Donald and h's nephews go to call on a pretty
girl friend and become frenzied jitterbugs.
Speedy and thoroue-hlv amusing with excellent
synchronization. RKO Radio.

fj ONION P.VCIFIC (Popeye Cartoon)—^Poneye
wins the locomotive race and gets a kiss from
Olive Ovl. Paramount.

fj PLUTO'S DREAM HOUSE (Walt Disnev Car-
toon)—Mickey finds a magic lamp and when he
rubs it the genii builds a magic kennel for
Pluto and a lot of other things not quite a.s

nl.»asine-. RKO Radio.
fj PORKY'S FISH (Looney Tunes Cartoon)—The

fishes in an aquarium decide to gang up on the
cat. Amusins'. Vitaphone.

fj PROF. OFFKEYSKI (Terry-Toon Cartoon)—

A

bright little stoiw about a temperamental lion

who conducts an animal band, and the sHiggish
ape who plays the drum. 20th Century-Fox.

fj PUT PUT TROUBLE (Walt Disnev Cartooni—
Donald Duck has trouble with his outboard
motor. RKO Radio.

fj ROVER'S RESCUE (Terry-Toon Cartoon)—By
reading "How To Win Friends and Influence
Cats," Rover hopes to make friends with the
kitten he takes into his canine home. 20th
Centurv-Fox.

fj RUPERT THE RUNT (Teri-y-Toon Cartoon)—

A

little baby pig gets the worst of it with the
other animals until he learns to take care of
himself. 20tb Centurv-Fox.

fj SNIFFLES TAKES A TRIP (Merrie Melody
Cartoon)—What happens to town mice who go
camping in the countrv. Vitaphone.

fj SNUBBED BY A SNOB (Color Classic)—Color
cartoon of a young donkey snubbed by a thor-
oughbred colt, but they become fast friends
vhen the donkey saves the life of the colt.

Paramount.
fj S'WTSS SKI YODELERS (Terry-Toon Cartoon)
—The adventures of a pig who goes skiing.
20th Centurv-Fox.

fj TA:\IING of the snood, the—Buster Kea-
ton. Keaton in the role of a hatter who gets
involved with diamond smugglers. Good old-
fashioned slapstick. Columbia.

fj TIMID PUP (Color Rhapsodic)-Cartoon of a
little pup who makes friends with a kitten and
learns about life. Columbia.

fj TOM THUMB IN TROUBLE (Aferrie Melodv
Cartoon —How a little bird saved Tom Thumb's
lifp. Vitaphone.

fj WIMMIN HADN'T OUGHTA DRR^E (Popeye
Cartoon)—Popeye teaches Olive Oyl to drive a
ear. Paramount.

fj WfM:\rTN IS A MYSKERY fPopeye Cartoon)--
Olive Oyl has a dream which makes her send
Popp\-e awav. Amusing. Paramount.

fj YE OLDE SWAP SHOPPE (Color Rhapsody)—
The cartoon adventures of threp mice in an
old curiosity shop. Clever in detail and amus-
ing. Columbia.
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The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disaemifiating information on the suhject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
llms plan of placing emphasis upon and building
support for the finer and more worthwhile films.
Tt is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

Tt carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n.'ay be carried either by the
producers or by the Review Committee itself

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and

recommends the names of proposed new mem-
'oers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through aflnliated mem-
liership groups, service contact groups and cor-
respondents throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of

public opinion, the effectiveness of selection and
classification. Instead of censorship, as a means
of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication

of a Photoplay Guide to the selected pictures

being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-

itors.

To endorse and further the use of visual edu-

cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not

normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council

as an aid to the groups carrying out these

objectives furnishes an '

"

through its publications.
informational service

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures

,f2.50 a year when taken alone.

$1.00 in conjunction with the Magazine.

A listing of all publications and services is

available upon request.
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Selected Pictures Guide
This department lists pictures selected by the

Rcviezv Committee of the National Board of Review
as ivorthy of popular patronage in the theatres, with
an indication of the audience group suitability for
each picture. The choice of the pictures included is

based upon principles of selection developed through
long study of public preference as to what consti-

tutes good screen entertainment. The consensus of
the Review Committee forms the basis for the re-

vieivs and audience recommendations of the pic-

tures. The Reviezv Committee consists of approxi-
mately 300 trained members representative of
widely varied interests who volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for children

under 12.

*—Pictures especially worth seeing as above the

average "selected" picture.

f ARGENTINE NIGHTS—Ritz Brothers,
Andrev^f Sisters, Constance Moore, George
Reeves. Original screen story by J. Robert
Bren and Gladys Atwater. Directed by
Albert S. Rogell. An entertaining musical
comedy with never a dull moment. A mu-
sical comedy company forced to flee the
country because of debts, finds romance
and adventure in the Argentine. Universal.

f *BRIGHAM YOUNG—See Exceptional Photo-
plays Dept., page 13.

f CHARLIE CHAN IN THE WAX MU-
SEUM—Sidney Toler, Sen Yung, C. Henry
Gordon. Based on the character of Earl
Derr Biggers. Directed by Lynn Shores.
The impassive Chinese detective continues
his tracking-down of evil-doers, this time
in the spooky atmosphere of a wax museum
filled with the gruesome models of mur-
derers and their victims. Entertaining
enough in its particular way and likel}^ to

be enjoyed by those of the family who
like being scared. 20th Century-Fox.

m DANCE GIRL DANCE—Lucille Ball,

Maureen O'Hara, Louis Hayward, Ralph
Bellamy. Based on the novel by Vicki
Baum. Directed by Dorothy Arzner. The
complicated rivalry of two girls in a danc-
ing troup, one headed for ballet, one for

burlesque. A handsome production, with
a wide variety of characters and action

—

and each girl gets ahead. RKO Radio.

f DR. KILDARE GOES HOME—Lew
Ayres, Lionel Barrymore, Laraine Dd.y. Or-
iginal screen story by Max Brand and

Willis Goldbeck. Directed by Harold S.
Bucquet. Dr. Kildare returns to his own
home town to establish a clinic and to help
his aging father. Aletro-Goldwyn-Mayer.

f FLOWING GOLD—John Garfield, Frances
Farmer, Pat O'Brien. Original screen story
by Kenneth Ganet. Directed by Alfred E.
Green. An old oil gambler makes a last
desperate- bid to strike rich, aided by a
tough crew of workers. The usual triangle
problem arises when the old man's daugh-
ter has to choose between the crew captain
and the fresh young worker who—unknown
to her—is wanted by the police. The pic-
ture is at its best in vivid portrayals of the
drilling of an oil well. Warner Bros.

f ^FOREIGN CORRESPONDENT — See Ex-
ceptional Photoplays Dept., page 11.

f HAUNTED HONEYMOON — Robert
Montgomery, Constance Cummings, Leslie
Banks. Based on the novel, "Busman's Hol-
iday" by Dorothy L. Saj'ers. Directed by
Arthur B. Woods. Smooth and leisurely,

as befits the honei'moon of the amiable Lord
Peter Wimsej', but even there he cannot
escape mystery and the temptation to solve
it. Bright talk and charming characters
and English country atmosphere, and a suf-

ficiently puzzling murder forming the back-
ground of the story. Metro-Goldwyn-
Alayer.

m HE STAYED FOR BREAKFAST—Lor-
etta Young, Melvyn Douglas, Alan Mar-
shall, Una O'Connor. Based on Sydney
Howards adaptation of the French play
"Liberte Provisoire" by Michel Duran. Di-
rected by Alexander Hall. A loquacious
communist takes refuge in a beautiful wo-
man's apartment in Paris after taking some
pot-shots at her banker husband. How he
tries to convert her and ends by being con-
verted himself is told with a good deal of

comedy and drama. Coming after "Nin-
otchka" it is below par and full of soft

spots but has enough of glitter and romance
to provide good entertamment. Columbia.

f *HIRED WIFE—Rosalind Russell, Brian
Aherne. Based on the story by George
Beck. Directed by William Seiter. An
excellent comedy of a man who marries

his secretary for business reasons onh' to

discover that he loves her. Clever and so-

phisticated dialogue and excellent acting by
the entire cast which includes Virginia

Bruce, Robert Benchley and John Carroll.

L'niversal.

f ^HOWARDS OF VIRGINIA, THE—See Ex-
ceptional Pliotoplays Dept., page 13.

{Coiitinued on page 18)

Copyrig^ht, 1940, The National Board of Review of Motion Pictures, Inc.
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The Vagaries of Censorship

THE recent skirmish of The Ramparts

IVe Watch with the Pennsylvania cen-

sors is one of those things that point up

how puzzling and uncertain a business cen-

sorship is. Since the Supreme Court decided

that freedom of speech did not apply to the

screen we have had various bodies here and

there in the country judging, by standards

elastic enough to allow a wide variety of in-

terpretation, what the people of their state or

community may see in the movie houses. In

a country of over a hundred and thirty mil-

lion people there is quite a lot of room for

variety of opinion.

Theoretically, in the places where censor-

ship got a foothold, it was largely to protect

the morals of the public. It got powerful and

sincere backing from people who wanted

clean pictures. It didn't work very well in

that direction. In spite of the labors of the

few and scattered censor boards, pictures

went along on about the same level of clean-

ness or uncleanness they had followed before.

It took a strong and well-organized volume ot

public opinion to persuade picture producers

to adopt a code that would conform to the

general idea of what was unobjectionable in

movie entertainment for the average man and

his family.

You don't hear much about immorality in

the movies nowadays— immorality in the

sense in which it is most generally meant.

Few pictures get banned because they are

called immoral. But every once in a while

some film gets into censorship trouble be-

cause, in the phrase of the censors, it is likely

to "incite" to something or other. The most

inciting things, of course, are ideas, when
they are ideas that arouse emotions. Censors

get terribly heated up about ideas that they

don't like, or that they are afraid of. But

some censors are scared by one thing, some

by another. In one place the public is pro-

tected from something, in another exposed

to it.

Take The Ramparts Wc Watch. It is

avowedly and ardently, with March of Time's

most persuasive ardor, a preachment for pre-

paredness, and with the American state of

mind what it is today you'd expect an over-

whelming public "amen" to what it urges.

Towards the end of the picture, to point up

the dangers against which we are warned to

prepare, is a section of a Nazi film which

Hitler's propaganda department made to cele-

brate the excellence of his armies and to show

how easily and thoroughly he could conquer

an3'one who stood up against him. The cen-

sors in Pennsylvania banned the whole film

because of what the}^ called the "terrorizing"

ei¥ect of that piece of Nazism. Yet in New
York City those who cared to have been able

for months to see a complete film of Hitler's

army conquering Poland—not with the ex-

plicit approval of the New York censors be-

cause they decided to classify the film as a
newsreel that didn't come under their juris-

diction. And out in Chicago, one hears,

people can see this same Hitler film in its en-

tirety—though they were forbidden to see a

powerful anti-Nazi film called Pastor Hall

because—here it is again—it was likely to

"incite—"
When censors fall out

—
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The Cinema in War-Time England
By Eric Estorick

(Eric Estorick, an Instructor in Sociology at Nezv

York University and author of "The Liberal Con-

science in England"—a study of the last fen years

in British politics— is a member of the Reviezi) Com-
mittee of the XationahBoard. He has just returned

from England.)

WHEN Maurice Wilson, chairman

of Grand National Pictures, Ltd.,

declared recently that English film

production was about to cease, he brought

down the wrath both of the British Ministry

of Information and the leading film companies

of England.

Mr. \\'ilson is supposed to have said that

with the completion of two films now in work
in England, no further production could be

expected until Hitler had been taken care of

;

the two films being Gabriel Pascal's Major
Barbara at Denham and the other a Gains-

borough production at the Shepherd's Bush
Studios.

The reply from the British producers was

to the effect that no notice should be taken

of "irresponsible rumors that British films

are folding . . . and that we can't take care

of Hitler and still make movies." The state-

ment goes on to say that big schedules are be-

ing planned and fulfilled with new directors

and new producers replacing "those who have

fled to sunnier climes." Forty films are re-

ported completed since the start of the con-

flict, headed by The Thief of Bagdad, Major
Barbara. Pastor Hall, Over The Moon, The
Fanner's JVife, Bulldog Druniinond's Secret.

The Silver Key, Gaslight, Inspector Horn-
leigh Goes To It. and Convoy. The pro-

ducers say that these films represent a live

industry making films, some of which have

been Ijreaking pre-war box office records.

I do not wish to give the impression that

the British film industry has not been aft'ected

by the war. I think that of all industries the

movies have probably come off the worst, due

in great measure to governmental indecision

to suspend or repeal the Quota Act, causing

panic in an industry already permeated with

production jitters. As one person said to me
late last year, "According to the Govern-

ment's statements—though not according to

their actions—we are at war for freedom and

democracy. The film industry should be

used to devise films showing this to be a fact.

Unfortunately any propaganda on these lines

sponsored by the Government might be taken

literally by the people of the Empire. . . . The
curious thing about the management of such

ordinary things in our daily life as movies,

theatres and newspapers in war is that the

Government entrusts these to people who
have never produced a film, a play or a

newspaper in their lives. The result is that

we at first got no news, we are only just able

to see a play, and film-making is at a stand-

still here."

A great deal of criticism was directed

against the Film Division of the ]\Iinistry of

Information as a result first of impeding the

production of new films, and second the re-

lease of them when completed. As the June.

1940 Documentary News Letter reported.

"The Film Division has yet to shake itself

out of the stately but slow methods of the

peace-time civil service and to gear itself to

the minute-to-minute urgencies of war." This

obstructionism, the Neivs Letter reported,

seemed to be the result of two factors. First,

"the smugness of established civil servants

who, by some psychological abberation, have

refused to adjust themselves to the rapid

tempo and the iconoclastic urgencies of a

total war; this smugness, entrenched behind

a barricade of precedent, procedure and pre-

judice, can do much to hamper, and often to

prevent, the putting into action of plans which

should have immediate priority over the

niggling claims of red-tape and of official

hierarchies." The second obstructive factor

is a characteristic one, the nature of which has

lieen acutely analyzed by J. B. Priestley, who
says, "It is the refuge of the man who hates

democracy, reasonable argument, tolerance,

patience, and a humorous equality . . . Avho

loves bluster and swagger . . . plotting in back
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rooms, shouting and bullying. ... It is not

really a balanced attitude of mind at all. It

belongs to those people who cannot find their

own way out of adolescence, who are really

overgrown, self-tormenting schoolboys, who
may be middle-aged, but are really at heart so

many Dead End Kids."

Perhaps as a direct result of this indict-

ment, or most likely as final recognition of the

systematic delays taking place within the

Bureau, the Ministry of Information quickly

announced the commissioning of a series of

five minute films to be released week by week.

The object was to get across to the public a

specific message. The first list of fourteen

subjects was put into production immediately

and within the month four or five had already

been screened. This plan represented prob-

ably the most ambitious program of short

film-making ever contemplated by any gov-

ernment to provide "information and enlight-

enment" from its viewpoint for the millions

who attend the movies in Britain.

The reason advanced for limiting the run-

ning time of the films to approximately five

minutes is largely that exhibitors will have no

difficulty in fitting them into their normal

programs. If the films were longer there

would be conflict with contracted-for and

paid contracts. The time limitation elimi-

nates any source of friction between the Bu-

reau and the Cinematograph Exhibitors As-

sociation.

The International Film Center informs us

in their broadside, Film Nezvs, that produc-

tion of films primarily for movie theatres is

being made for issue at the rate of one per

week. About 1000 copies of each film are dis-

tributed for exhibition free of charge in nearly

all of Britain's 4,500 movie houses within a

month of issue. This policy of an intimate

film message week by week to the cinema-

goers of Britain is considered the most im-

portant step in "official publicity" in Britain

since the beginning of the war.

Of the films so far released about half have

concentrated on the human and dramatic ele-

ment, the rest being based on the "commen-
tary and music" technique. Priestley's

Britain at Bay, made by the G.P.O. Film
Unit, falls into the latter category ; A Call to

Arms, directed by Brian Desmond Hurst,

and They Also Serve, directed by R. I. Grier-

son, serve best the former category. A Call to

Arms deals with the intense effort required

of munition workers, while They Also Serve

depicts the story of a simple housewife and

her daily routine activities. The round of

simple humanity with which the audience as-

sociates itself in this film—the efifect being

that moral values and direct propaganda val-

ues are intermingled—makes the total mes-

sage a living, gripping reality. Others com-

pleted are Westzvard Ho, 1940, on the evacu-

ation of the children, directed by Thorold

Dickenson ; Food for Thought, on the subject

of diet, directed by Adrien Brunei; and

Miss Grant Goes to the Door.

Man}^ other documentary shorts have been

produced since the war began, most of them

over ten minutes in length. Some, it is feared,

are dated by the rapid course of events, others

will continue to remain valid by reason of

their subjects or their technical quality.

Miss Winifred Holmes, writing in the

1940 Spring number of the English publica-

tion, Sight and Sound, turned the screw to

its proper notch when she declared that "for

propaganda, for building up morale, for creat-

ing a desire to share in defending the good

things, the worthy things, of our culture and
our people, documentary films cannot be

beaten." She goes on to tell us, with cutting

understatement, that while newspapers and
newsreels are concerned chiefly with war, the

people are suspicious of them, feeling that

they're being controlled, that something is be-

ing put over on them. They want to see.

Miss Holmes maintains, their own boys and

husbands, their billets, their wise-cracking,

their domestic life. These people still have

hobbies, they have their neighborliness
;
they

have their own interests, their sports and
their inner problems. It is in this area of

human desire that the documentary film

serves best. Documentaries, Miss Holmes
continues, the kind made in England today,

with their human interest, their suspense and
their reality, are the finest weapon of all.

Examples are :

—

The First Days, Squad-
ron 992, Spring Offensive, Men of the Light-

ships, These Children Are Safe, The Big
City, The Nezv Britain, Empire Round the

Atlantic, The Story of Wool, Unemplo\mcnf
and Money, Vital Service, Fourth Estate.
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There are many other titles of wartime shorts

that indicate their subject matter clearly

;

Ring of Steel, Factory Front, King's Men,
Under Sea Patrol, Bringing It Home, Behind

the Gun, With All Our Might, Feed the

Furnaces, Raw Material is JVar Material,

Brittania is a Woman, SOS, Civilian Front,

Danger Coast of Britain, A Xation Springs

to Arms, J^oiee of the Guns, Home Front,

Leave It To Us, Scaremongers, Sea Fort,

Sonieziliere in Scotland, Young Folks Shozv

the Way, Sailors Without Uniform, and

numerous others. The qualit}- of these films

varies and some must now be out of date,

what with the quick satiation of war time

minuteae by the movie-going public.

A number of these films deserve special at-

tention as a result of their dynamic, incisive

qualities. Squadron 992,*' produced by the

G. P. O. Film Unit, now absorbed into the

Film Bureau of the Ministry, is an exciting

film which removes war from a shadowy ab-

straction and brings it perilously close

to the Enghsh garden. It does not boost or

boast; it treats the public to an intelligent

presentation of the secrets of dive-bombing,

of the real function of the balloon barrage, of

the training of men to look after it, and of the

efficient organization of the R. A. F. that sets

up a new defense as soon as it is found to be

needed. The air raid is a piece of photo-

graphic genius. Moi of the Lightships deals

with the bombing of unprotected lightships

and the merciless exposure to death and

strafing of the seamen. S.O.S. is a simple and

straight-forward story of the constant pre-

paredness of a lifeboat crew. With every

storm on the Cornish coast they stand reach'

for instant action. A distress signal, a fishing

smack in difiiculties, and the coxswain rounds

up the crew from their homes or their fishing

nets. The village streets are alive with run-

ning feet as the men race to the lifeboat house

to launch their vessel. And when the sea is

calm there are other things to do. This film

is made out of the stuff of life ; it does not

engage in flashy heroics but rather in the

everyday activity whose impact on our lives is

little understood in the burly of frenzied

movement. The Big City uses the theme of

London's transport system to specify the

* This film may nozv be seen at the Nczv York
World's Fair.

varied working and living districts of the

metropolis. There is a minimum of diagram.^

and a maximum of human examples. As a

result the film is warm and alive and the con-

trast between the actual structure of the

transport system and the personal stories of

typical Londoners who depend on it, takes on

a significance which is sometimes ironical

and sometimes sympathetic. Behind the

Guns is the story of one section of the re-

served occupation list—of the soldiers with-

out uniform who keep the Forces armed. It

is a picture of the broad and ceaseless work
going on in armament factories all over the

country. Tlie Fourth Estate is about the

London Times as the Times sees itself. It is a

blend of starchy dignity and self-conscious

loyalty to an historic tradition. Ring of Steel.

the third of Paramount's series of features

dealing with the various Services, is an ac-

count of the Navy's work in war-time done

in first class journalistic style. Particularly

striking are the scenes of the Xavy in the

Arctic and the section on minesweeping.

J'ital Service is about hospital service. It

takes us for a few minutes behind the scenes

of a modern hospital and gives us a new angle

on up-to-date methods. One section of the

film, dealing with the especial war-time need

of hotwater and steain, and the integral rela-

tion of the boiler-room to the rest of the hos-

pital, is most graphic. The Story of IVool,

planned primarily for educational use and as

a "backgrovmd" film, deals with the passing

of wool as an early English domestic produc-

tion to the coming of shuttles and water

power in the production of cloth—from riot-

ing weavers robbed of their bread by the new
machines, to today, and the hundreds of

thousands whose livelihood is the weaving in-

dustry The Voice of the Guns is a one-reel

sur^'ey of some of the guns in use in the army.

The Co-Operative ^Movement released in

the first month of the war two short films,

People With a Purpose and The Voice of the

People. The former deals with the educa-

tional work of the Co-Operative Party, how
it came into being, and how it operates today.

It shows the determination of working people

to supplement an inadequate State education.

The latter film shows how ceaseless struggle

against vile conditions and oppression in the

nineteenth centur}- made the co-operative
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Sky-view from Fleet Street, photographed by ike autlior

trade union and political organization pos-

sible ; how all the great advances made in the

last hundred years have been due to cease-

less and self-sacrificing vigilance. In May of

tliis year the Workers Film Association for

the Amalgamated Union of Building Trade

Workers released Tlie Builders, which

prompted Hannen Swaffer, the famed Eng-
lish critic who openly disliked documentary

films, to declare that he made an exception in

favor of this one. The early trade union

struggles, the Chartists, the persecution of the

laboring folk, the Nazi-ish justice meted out,

make this documentary more dramatic than

the many books already published on the sub-

ject.

Additional films in production—according

to latest reports they may have already been

released—are films for the Air Ministry, on

land reclamation, Scotland, the church in

war-time, the merchant navy, the utilization

of raw materials in the war efl:'ort, the police,

welfare of the workers, health services, war-

time cookery, national resources, women in

industry, mother and child, home produced

food, malaria control, the transfer of skill,

British response to the German challenge, the

Air Force, sea power, the civilian in war

time, and others not yet in the shooting

stage. Thovigh this list is by no means the

last word on the subject it will give the

American reader an idea of the breadth and

scope of work in progress.

In the 16mm non-theatrical field there is

immense activity for fall and winter. A
fleet of travelling projector units is being

organized and film production for their spe-

cial use includes twenty-four one-reelers com-

]3leted in September. In the early fall,

according to present plans, sixty-five travel-

ling units, each covering a circuit of six vil-

lages week by week, will be operating, each

giving three shows a clay : morning to children

(educational), afternoon to women (instruc-

tional), evening to mixed adults (entertain-

ment feature and informational shorts). In

addition there will be about fifty Regional

Mobile Units, four to each of twelve Civil Re-

gions, centered in cities, giving two or three

shows a day to clubs and workers' societies.

It is intended also to loan 100 projectors to

libraries, museums, and welfare halls in urban

districts, each to show a different program on

alternate weeks. There will also be occa-

sional special shows in movie theatres outside

the normal opening hours.
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There is a serious hitch in the field of

educational film production so far as school-

room use is concerned. This has been due

chiefly to the inevitable shifting of personnel

and equipment to the needs created by the

war. While a complete collapse of that phase

of film production would be most unfortunate,

there is every reason to believe that the lag

created by the crisis can be overtaken at any
allocated time.

Finally, it would be well to emphasize that

there has been no dearth of entertainment

films since the beginning of the war. If, in

this article, 1 have stressed the activities in

production of documentary and government

sponsored films, it is because these films best

illustrate the changes in British film fare.

But I should not want to give the impression

that the documentary has taken the place of

the entertainment film. In fact it is safe to

say that with a three month leeway at the

outside the English movie-goer has consist-

ently viewed our otTerings : at times before

us.

The British folk are great movie-goers,

even though the price of seats in many thea-

tres is monstrously high. In peacetime

eighteen million persons attend the movies

each w^eek, the figure dropping to approxi-

mately ten million in the summer period and

going above the greater figure during the

holiday season. Where movie schedules have

not been disrupted by bombardments the

peace time ratio remains constant with the

present time.

The one serious break in attendance oc-

curred in the opening weeks of the war, when
all the cinemas were closed

;
probably as a

precautionary measure, to bring home to the

public the inevitable oncoming of indiscrimi-

nate destruction. These weeks of grace made

the film critics both fearful and introspective.

"The balloon barrage," wrote Miss Elizabeth

Young, London film critic, "is for me almost

a suflicient compensation for the lack of other

entertainment. At sunset it resembles noth-

ing so much as one of those lurid paintings of

sheep and cattle in the Highlands. Just now
we are all too occupied to miss the movies,

anyway. But sooner or later the liuman need

for entertainment will reassert itself and we
shall want our movies back."

A hue and cry followed the government's

continued ban on theatre openings. Critics

declared the movies to be less expensive and

certainly more cultural than having to turn to

the pub as the only alternative for entertain-

ment. In big cities the problem was espe-

cially intense as a result of a greatly concen-

trated industrial population and the staffing

of troops—either in barracks or returning on

leave.

By the middle of September the curfew

was off and the showing of American and

English productions proceeded in the normal

way. Of this year's American films, Jl'hcn

Tomorrow Comes, Stanley and Livingstone.

Blackmail, Only Angels Have Wings, Xiirse

Edith Cavell, Golden Boy, Of Mice and Men
and The Grapes of Wratli, received most of

the critics' interest, the latter two being al-

most unanimously hailed as masterworks of

the modern screen. On the English side of

production, A Window in London, Escape to

Happiness, Proud Valley (starring Paul

Robeson), The Arsenal Stadium Mystery,

Poison Pen, and On the Night of the Fire,

have probably been the most noteworthy.

It would be useless palaver to list at lengtli

the American films being shown in England.

A large number are of no interest—in fact, a

London official complained to me that first

he had to fight for the reopening of the thea-

tres, then for the extension of the hours, and

finally for better movies. He added, however,

that even second rate pictures were to be pre-

ferred to a tight Quota law which might cut

aown almost to zero the number of imported

films.

If in the course of this somewhat hasty

chronicle I have dwelt hardly at all on the

public reaction to the films discussed, I hope

that the very nature of many of them will

have indicated the state of tension, labor and

apprehension in which the English common
man finds himself today. If a less discrimi-

nating critical opinion is at work within the

public today, I feel that this is evenly matched

by the breadth of creation forced on the film

makers by the exigencies of war. This is all

of second account, nonetheless, as the Ameri-

can people and publics everywhere owe these

intrepid people in warwork and creation a

warm nod and a tight grasp.
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Notes From Home and Abroad

BARELY nine months ago the National

Board chose Confessions oj a Nasi Spy
as the best picture in 1939. It was a time

vv'nen sucli a picture was frowned on in many
quarters, a time when there were still an

European market and a feeling that neutrality

v\'as something as fine and delicate as thistle-

down, easily destroyed by a script-writer's

careless pencil. Confessions had already been

on the nation's screens for eight months when

the Board picked it as the best of the year, and

in our review of May 1939 it was summed up

as "Hollywood's first effective example of a

kind of movie that the dictators have known

the value of for some time in shaping the

thoughts and feelings of their own people."

It was, in fact, the first screen demand for

preparedness, and for many people it came

too early in the day to be good taste. But

today its message is being echoed by numer-

ous films, none as good and as full of punch

as their predecessor, but all alive to much

the same implications. In a recent issue the

Motion Picture Herald headlined an article

"189 Films on War, Patriotism and Pre-

paredness . .
."—all fdms completed or in

production during the last twelve months. If

Confessions was the trail-breaker. The Mor-
tal Storm gave the go-ahead signal to what

the Herald calls "direct attacks on the Nazi

form of Government," and it was followed by

Fox's Four Sons and The Man I Married,

Warner's SecretArmy, Columbia's Mac? Men
of Europe, and Paramount's Mystery Sea
Raider. Coming along now are United Art-

ist's Pastor Plall and The Great Dictator,

and RKO's release of The Ramparts We
Watch.

Certain of the 189 films are, of course, im-

portations from England and France. The
Herald lists these foreigners as numbering

35, leaving most of the remaining 154 as

Hollywood's own productions. The latter

divide into features and shorts, and some idea

of Hollywood's plunge into the conflict is ob-

tained by the statement that they deal with

"war and the troubles of Europe, national

defense and preparedness, patriotism and

Americanism, dictators and democracies, the

armies and the navies and marines, Nazis,

Fascists, Communists, spies and refugees and

sundry related subjects, besides the topical

subjects of the day as depicted in the news-

reels."

It makes quite a mixed list, and above all

it is a far cry from Warner's bold step of fif-

teen months ago—a time when even "sundry

related subjects" might have sounded too un-

neutral for American audiences.

* * * *

Foreign film fans will be relieved to

read in Variety a long list of celebrated

artists and screen stars now reported "safe"

in France. The list was published a

few weeks ago and cannot be expected to be

entirely accurate at the time we go to press.

We publish it, however, as one of the few bits

of film news to reach this country from a con-

c|uered section of Europe.

Two of the most famous of France's screen

stars have managed to reach the United

States. They are Victor Francen and Made-

leine Ozeray. Undoubtedly there are many
others en route, but delayed in Spain, Por-

tugal and England. Of those who remain in

France, most are in the unoccupied zone, says

Variety's correspondent. Maurice Chevalier,

Gaby Morlay, Danielle Darrieux, Abel Gance

and Marcel L'Herbier are on or around the

Riviera. Louis Jouvet is in Paris, where

Sascha Guitry is planning several produc-

tions. Yvonne Printemps, Pierre Fresnay

and Pierre Dac are at Toulouse
; Jean Coc-

teau at Perpignan, and the famous pianist

Alfred Cortot at Vichy. Others reported safe

are Jean Pierre Aumont, Louis Barrault,

Pierre Brasseur, Armand Bernard, Tristan

Bernard and Pierre Carne. Many of tlie men
listed are newly returned from their regi-

ments and there is as yet no word of those

who are in German prison camps.
^ ^

Also from Variety come reports on the

progress of the filming of Bernard Shaw's

Major Barbara. This is Gabriel Pascal's suc-

cessor to Pygmalion and the producer cables
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that the first print is unlikely to arrive here

before November. Until recently, he says,

production went ahead regardless of air

alarms, but the stepping up of the raids has

caused valuable time to be lost in shelters.

As though this were not enough, adds his

press agent in this country, the company was
faced by a series of production problems that

give us some idea of what film-making must
be like in a small countiy at war. For out-

door shots the company had to travel a hun-

dred miles to avoid the incessant noise of air-

plane engines. It took days to obtain a par-

ticular shot of the Tower of London, and
when this was finally achieved the print

showed part of the Tower's balloon barrage.

(Pascal is leaving this in, says Variefv : even

if it is twenty years out of date for Major
Barbara it is most topical for present-day au-

diences.) After working until 9 p.m. five

or six of the stafif must patrol the studios as

air-raid wardens until 5 a. m., and be back on

production four hours later. The resulting

lack of sleep has slowed the company up
considerably. And as a final source of irri-

tation Pascal's press agent for the United

States comes under alien classification, which
means that she is probably the \\-orld"s only

p. a. who is bound bv law to be in bed bv

10:30.

The Devil's Disciple is next on Pascal's

list, to be followed by The Doctor's Dilemma
and Saint Joan. Production difficulties may
cause these to be made in Hollywood. Major
Barbara will be released in this country

through United Artists.

>I= ^ 5k

We were interested to note in a full-page

ad. in the Canadian Moving Picture Digest

that the Pylon Theatre in Toronto was break-

ing all attendance records and had been

"Positively FORCED to continue for an

entire WEEK to satisfy the demand." The
name of the movie, Pink Pandora, sounded as

strange and unfamiliar as the revival of an old

silent classic—until we examined the ad.

more closely and discovered that no movie was
listed as showing at the Pylon Theatre. Pink
Pandora, in all its loveliness, was a "Dinner

Set Beautiful," to which "nothing oft'ered can

be compared"—not even the nameless movie
^^•hich presumably was given away with it.

N. D.

The Next Conference

TfIE fundamental things about motion pic-

tures, for those who are earnestly inter-

ested in the screen, do not change much from

year to year, but each }'ear, with whatever

changes it brings inside and outside the movie

world, shifts the emphasis of interest. The
purpose of the National Board's annual con-

ferences is always to bring together people

who want to talk over those shifts and inter-

ests, with all their implications, and to hear

what authoritative persons have to say about

them. The Seventeenth Annual Conference,

coming in the fall instead of the mid-winter

this year, will be held at the usual place, the

Hotel Pennsylvania, beginning on Thursday,

November 14th, and continuing through the

next two days. The general subject to be

covered by the talks and picture showings

will be the motion picture in two of its pur-

poses—to entertain and give pleasure, and to

teach and interpret—two purposes which

often overlap and cooperate. jNIr. Estorick's

article in this number of the Magazine shows

illuminatingly what an important part the

fact-film has become in England's fight for

existence. The conference will present in-

formation and opinion from well-known peo-

ple, and others equally competent if not so

well-known, on the motion picture of this

year and these days. There will be showings

of new, important, and in some cases, un-

usual, films. More definite announcements of

specific speakers and guests and topics will

be made in a short time.

This rer.o-<.t'ncd actor is expected to be at the

Conference in a iieze role.
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Foreign Correspondent
H'rittcn by Charles Bennett and Joan Harrison,

-i^'ith additional dialogue by James Hilton and

J<obcrt Bcnchley, directed by Alfred Hitchcock

.

P I'otographed by Rudolph Mate. Produced by

]ViiJtcr ]Vangcr, distributed by United Artists.

The cast

Johnny Jones Joel AlcCrea
Carol Fisher I^araiue Day
Stephen Fisher .Herbert Marshall
ffolliot George Sanders
Van Meer Albert Basserman
S'tebbins Robert Benchley
Rozdey Edmund Givenn
Mr. Powers Harry Davenport
Krug Eduardo Ciannelli

Doreen Barbara Pepper
Latvian diplomat Eddie Conrad
.Issassin Charles Waggcnheim
Tramp Martin Kosleck

ALFRED HITCHCOCK has aban-

doned Daphne dii Maurier—at least

till she writes anothei- best-seller—and

gone back to the kind of picture that makes

him the most revived director in New York's

movie houses. The kind is rather loosely

called melodrama, but Hitchcock's is melo-

drama with a difference : action and humor
and vivid characters and surprise and above

all an absorbing speed that won't allow your

e}-e to wander an instant from the screen, all

combined in a style that no other director

can even imitate. It's a kind of melodrama

that doesn't become stale, because you can

bce it again and even again and still find

something in it that you missed before. When
you have lost the thrill of surprise you have

more than eA-er the thrill of watching expert

skill at work.

^lade in Hollywood, Foreign Correspond-

ent is American only to the extent of having

a l)rief introductory business in an American
newspaper office to start things off, Robert

Benchley as Robert Benchley, and an Ameri-
can hero. Was Hitchcock having a cjuiet

little joke for himself by making that hero

Joel AlcCrea? Straightway we are over the

seas, in Holland and England, wandering

around with Joel, whose sudden transforma-

tion from reporter to foreign correspondent

is the perfect lantern-slide illustration of the

old song

:

" Ciood-bye man.', good-h\c paid
Good-bye mule, witJi your old hee-Jiazc!

I don't know zvJiaf the zcar's about

But you bet. by gosh, I'll soon find out!"

The illusion of always being with this

American reporter, seeing with his eyes and

hearing with his ears, is craftily achieved and

sustained. The screen is continuously alive

with a background of sights and sounds

—

streets, crowds, casual strangers in and out.

going about their business, talking their may-
be foreign talk—and against the hypnotic

realit\- of such a background anything that

happens must, for the moment, be believed.

W'hat happens is a fairly simple spy-adven-

ture business : the American is trying to find

out if there is going to be an outbreak of war,

and when, and some other people whose
identities and connections are part of the

mystery, are trying to find out what Holland

will do, if and when. A lot of it looks as

actual as things the rotogravure sections have

been printing any time these last two years.

And there's a love-story, not very much of

one but almost too much at that. Because

our hero is far more interesting in pursuit of

ne\vs than in pursuit of a maid.

11
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The slioofing doz-Jii of the Clipper in mid-Atlantic

The man who holds the secret ever)-one is

trying to learn is a Dutch diplomat, and it is

around him that all the intrigue and adven-

ture center. The swift rush of events is

something like making a ski-jump over a

rough course with l^umps and hollows in it

that would trip you if you \\ ere not going so

fast. Am- pause to reason wh}-. or how,

might be fatal, and Hitchcock gives his au-

dience no chance to pause, until the crash of

a flying clipper in mid-ocean, fired on by

enemy guns, wrings the last squeeze of excite-

ment out of the plot and the final scene of the

reporter broadcasting from London amid

darkness and falling bombs leaves a last im-

pression of terrifying reality.

Foreign Correspondent is somewhere in

the top brace of Hitchcock's masterpieces.

Different people have different favorites, but

here surely any Hitchcock fan will find

plenty of what he is looking for. The L-at-

vian gentleman whose incomprehensible ap-

pearances and language might be sinister and

certainly are funny, the Great Dane that is

definitelv sinister, the garrulous and inora-

tiating assassin, the Dutch windmill, the mys-
terious tramp, the shooting on the long flight

of steps in The Hague that might have come
right out of a news-reel, the attempted mur-

der in the cathedral tower while a Requiem
Mass is going on, the old woman on the sink-

ing clipper, gentle-seeming people turning out

to be villains, craft\- people turning out to be

solidlv on the side of virtue, and lest this sort

of deception should become too sure a cue,

some people turning out to be just what they

seem to be. Such things as these make
Hitchcock pictures ^\hat they are, along with

such use of natui"al sound and music as

Hitchcock has been a master at, just as he

was a pioneer, ever since a sound-track was

added to movie film.

Into this Hitchcock pattern fits, surpris-

ingh' and patly, Robert Benchley. as Bench-

lev as ever. And of course there is the Hitch-

cock signature, like ^Miistler's butterfly

—

Hitchcock himself bustling unobtrusively

through a scene. Don't confuse him with one

of the taxi-drivers.

(Rated Exceptional) J. S. H.



October, 1940

Screen and History

THE American screen has been turning

with surer foot to x\merican history for

its subjects. We've always had, and

surely always shall have, the outdoors and

close-to-pioneering of Westerns, wnich are so

certain of their public that they can go on 3'ear

after year using the same old plot. But within

a fairly short time a lot of the so-called big

pictures have gone into important American

beginnings for sturdy stories and stirring

action, with more and more attention to true

portraiture of time and character and to some

sort of interpretation to link with what came

after. Americanism, if we have to use that

word in contrast to other isms, isn't some-

thing for campaign speeches alone, and where

is the rough and heart)- spirit of it better to

be expounded than in tales about the early

settling of the country ?

This fall we have BrigJiam Young and T'lr

Hozvards of Virginia, one a big emigration

into the wilderness in flight from savage in-

tolerance, the other the revolt of the colonies

against England. Both are about big be-

ginnings.

Brighaui Young is essentially another

Covered Wagon, including the wagons. The
early story of the J^lormons is a somewhat
ticklish subject for the screen, since it has to

be treated in school-book fashion if it isn't to

arouse some of the same feelings that pursued

the disciples of Joseph Smith across the coun-

try a hundred years ago. Joseph's revelations,

the writing of his Book of Mormon, and espe-

cially his teachings and practices about wives,

would be hard to take sympathetically, so we
have only some of his communal ideas about

industriousness and sharing the fruits of

labor, expressed with a sort of Emersonian
dignity, and his martyr-like death before

Brigham Young stepped into the leadership

of his followers. Then we get a fine parade

of courage and determination pushing west-

ward, over rivers, across plains, through

mountains, overcoming hardships, disloyalty,

fears, dissension, to the final desert stopping

place, which was to be made blooming and
prosperous in the years to come. It is a

stirring business, with lift and excitement to

it, and at the end a beautifully executed

13

miracle (with authentic historical founda-

tion) to save the desperate band from starva-

tion. In spite of the ads there's little sign and

little mention (and that mostly in a comic

vein) of polygam)'. And there's a mild and

routine little love-story.

Tlic Ho7cards of Virginia is a section of

Elizabeth Page's long and carefully historical

novel of the beginnings of the American na-

tion, "The Tree of Liberty." Great person-

ages moved and talked through that novel,

which carried the \''irginia conflict i)etween

tidewater tories and back-country pioneers

on through the Revolution and the more

national conflict between the principles of

Tefi^erson and those of Alexander Hamilton.

In the picture, as in the novel, that conflict is

personified in Matt Howard and his wife and

sons, but it goes only so far as the imminent

surrender of Cornwallis at Yorktown. ]Many

of the scenes were made in \\^illiamsburgh. It

is bv far the best big picture that has been

made of the American Revolution, done with

meticulous heed to setting and dress, and

once the revolt of the colonies is started many
a glimpse of important happenings. Events

in Boston, and among the Continental sol-

diers, are swiftly and vividly pictured in some

of Mr. Vorkapich's best montage style, and

there are stirring scenes in the Virginia

House of Burgesses, with Patrick Henry
making his two ringing speeches against

tyranny. The picture is slow in getting

started, taking a long and not too enlighten-

ing time to get ]\Iatt Howard married to the

fine lady of the tidewater who was to make his

conflict between domesticity and patriotism

so thorn}'. It is only when Matt's sons grow

up enough to take sides that the family life of

the Howards becomes really moving. Most
of the characters, in fact, are stereotyped and

superficial, like figures at a costume part3^

but there is splendid sweep and action to the

events in which these characters lose them-

selves as individuals and become merely a

part of a great movement. As history, so far

as it attempts to go, the picture is accurate

and illuminating, far beyond what most films

of its kind have managed to be before.

It's not often, now, that many people hark

back regretfully to the days of silent films,

but these two pictures do arouse a feeling of
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how much better they might have been with-

out talk. So much of the conversation in the

Howards, for instance, is sheer waste of time,

besides provoking an uncomfortable suspicion

that those people didn't really talk like that.

Brigham Young, because of the words given

liim to say and the way Dean Jagger says

them, is admirable and authentic Yankee, but

iie was never fancy in his language like the

Peyton family into which Matt Howard so

impulsively married. Brigham Young could

much more easil}' be made to seem real in his

talk than Thomas Jefiferson. And the love

scenes ! Outside of comedies, the "I love

you" business is usually embarrassing on the

screen, the moi-e serious the more likely to

produce wrigglings and mental discomfort, if

not actual laughter. Only exceptional writ-

ing can make love articulate and moving at

the same time, for the eavesdropper on what
is after all an extremely private matter.

J. S. H.

In Camera

EVERY master has disciples whose lives

inevitably become tied up with the great

man's living and doing. Usually the disciple's

part is the propagation of his master's ideas

and achievements, but often in the realm of art

this propagation is widened to include actual

]Darticipation in creating the work of art. The
disciple who is permitted to paint the wings

of a background angel may sometimes share

in the glory of the finished picture ; more
often his handiwork is used to excuse his

master's failings. Invariably he is confined

Ijy the master's original sketch and concep-

tion
; he may fill in, touch up and complete,

but he cannot spread himself beyond the al-

ready defined limits of the canvas.

Eisenstein, and his cameraman Tisse, are

the masters who supplied the outline and

materials for Time in the Sun. They shot

thousands of feet of film which they intended

to make into a grandiose history of Mexico,

culminating in the revolt of the peon against

tyrannical landowners. And there they let

the matter drop and returned to Russia, leav-

ing behind them thousands of fragments

—

and an idea. For the disciples who come after

them hoping to assemble these fragments, only

one course of action is possible : they must

follow the original conception to the best of

their ability, and they must do it solely with

the original material. If they fail they are

made the scapegoats ; if they succeed the

name of Eisenstein becomes more glorious

than ever.

We saw one assemblage of these fragments

m Thunder Over Mexico a few years back.

The present attempt is much better than the

first : it makes its own choice from the

original material and employs better judg-

ment not only in selecting l)ut in assembling.

Let us say at once that Marie Seton and Paul

Burnford have done as well as could be ex-

pected of any disciples ; the major flaws in

Time in the Sun were intrinsic in the film be-

fore they began to edit it.

It is a film which bears all the stamps of

a grand conception which was never thought

through to the end. Its story of Mexico is a

series of brief jottings moving only in a very

general way towards a defined end. Its time

sequence and continuity are loose and wa} -

ward, its emphases—when they exist at all

—

are indiscriminate and often without any

adequate preliminary lead-up. Like its pre-

decessor, Thunder Over Mexico, it collapses

as a document of revolution, never going

more than skin deep in its depiction of the

rebellious peon and depending upon the

agony of a tortured face in close-up where the

situation demands careful and subtle develop-

ment of the spirit of revolt. As a symbol of

oppression it chooses a bloated landlord hav-

ing his way Avith an innocent peon girl—

a

symbol reciuiring infinite artistry if it is not to

sink to the entertainment level of the old

gentleman on the cover of Esquire.

One feels that no matter how often these

fragments may be assembled the completed

picture will always present itself as a film

without a director. No disciple, however

gifted, can supply what it lost when its frag-

ments were first abandoned. And where the

director's hand appears it is not in any way to

the advantage of the film. Here we have

only fragments to consider and any credit for

them belongs entirely to the cameraman,

Tisse. There are hundreds of such frag-

( Continued on page 17)
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Comment on Community Activity

Book Week Is Here

!

November 10th to 16th

BOOK WEEK means that the National

Board of Review has prepared its 19th

annual "Selected Book-Films" list. This in-

cludes the selected fihus of the year adapted

from books and published plays, or having

special book tie-up value. The list is priced

at 10c but is free to Magazine subscribers

who write for it.

The dates of Book Week are also those of

Education W^eek, and since the membership

of a Motion Picture Council includes organi-

zations active in these two interests there is

ample opportunity to introduce film features

into the observances. Helps for Book Week
can be secured from Book Week Headquar-

ters, 62 West 45th Street, New York City,

and for American Education Week from the

National Education Association, 1201 Six-

teenth Street, N. W. Washington, D. C.

Book Week slogan for 1940 is "Good

Books — Good Friends." "Good Films"

might appropriately be added predicting the

motion picture interest. For those Councils

who will particularly stress film activity at

this time we offer as suggestions some of the

ideas about community book-film or library

tie-up, during Book Week and the year

around, which have been reported to us :

Mrs. B. L. Meek, President,

Knoxville (Tenn.)

Motion Picture Council

"During Book Week we placed posters in

all schools, theatres, department and music

stores, libraries, the Y.W.C.A. and the

Y.M.C.A. Our city librarian arranged an

attractive corner for us with books and pam-

phlets pertaining to motion pictures and the

files of our weekly movie guide, which is now
a permanent feature. Our Council has pre-

sented to the corner a subscription to the

National Board of Review Magazine. Per-

sons unable to come to the library may tele-

phone for information on current films. Our
theatre manager gave the library and the

Council an attractive "flash" at his largest

theatre."

Mrs. Joseph L. White, President,

Montclair (N. J.)

Motion Picture Council

"We maintain what we call a still picture

library. We take the stills of an outstanding-

picture and file them in a large manila en-

velope at the library. On it we have the cast

of characters, the name of the producer, and
so forth. These envelopes are circulated just

like books. For Mr. Smith Goes To Wash-
ington our library compiled a special pro-

gram : 'Book Route to Washington Fame

—

Behind the Scenes Through Non-Fiction and
Fiction.'

"

Mrs. A. S. Tucker, Advisory
Vice-President, Louisiana Council for

Motion Pictures

"Twice a year the Council has an open

meeting usually attended by two to three hun-

dred people. At this meeting we present a

leview of a very fine film or of a book that

has been made into a film. The National

Board of Review and other published film

lists are placed in our public libraries."

Mrs. Charles W. Swift, President,

Motion Picture Council of Elmira, N. Y.

"In our Motion Picture Week observance

book stores and libraries exhibited books that

were used for pictures. National Book Week
was also observed with posters and exhibits

in the schools and the college and in the

libraries and book stores."

Mr. W. W. Whittinghill, President
Greater Detroit Motion Picture Council

"One of the monthly meetings of the De-

troit Motion Picture Council during the 1939-

40 period was devoted to the subject of 'Film

Work in the Greater Detroit Public

Libraries.' This was presented in the form

of a panel discussion by librarians. We also

had a representative from the library on the

radio in conjunction with the work of our

Council."
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Mrs. Warren Hansen, Chairman
Committee of Motion Pictures,

Iowa Federation of Women's Clubs

"Bookmarks are being used in several

cities and chairmen are making scrap books

of the selected films showing in their com-

munity. Also the history and literature de-

partments are reviewing historical or other

books which have been adapted for the films."

Mrs. Harold I. Spence, Motion Picture

Council for Brooklyn, N. Y.

"We have devised a form for putting our

picture resumes into the libraries. These

are printed in squares, on a large sheet of

paper, and are then cut out and pasted on

3x5 cards and put in a little filing cabinet

placed on the counter at the library. In that

way they are very accessible and make it

easy for people in the library to look up a

film."

Mrs. Walter V. Magee, Vice Chairman,

Motion Picture Department, Cleveland

(Ohio) Federation of Women's Clubs

"The cooperation we get from the Cleve-

land Public Librar}^ in books and films is 103

per cent. These bookmarks, you know,

originated in Cleveland. The library people

preview the films and select the ones they

wish to feature in this Avay. Another film

project of the Cleveland Library has been the

taking of a series of still pictures in Holly-

wood (I think about 200 pictures) showing-

all the difl:'erent steps in the making of a mo-
tion picture. I believe they will be available

soon for circulation, and that arrangements

are being made to put them into book form.

'Tn our Federation book-film cooperation

we devote one program to Book Week. AVe

had one on Driiius Along the Moliazvk, mak-
ing a comparison between the book and the

stor}- as told in the motion picture."

Mrs. M. Eaton Briggs, Chairman,
Photoplay Guide, Burlington (Vt.)

Motion Picture Council

"Our Guide first started in 1932, and was
written up by different members in their own
homes. Later, permission was obtained to

keep the files and do the work at the public

library. There, one afternoon a week, the

chairman and an assistant write up the re-

views of the pictures for the coming week."

Mrs. Harry G. Grover, Honorary
President, Rutherford (N. J.)

Inter-Club Council

"We have had splendid library coopera-

tion. We used to get out a bookmark on

every fine picture. These were paid for by

the theatre and distributed in the theatre and

in the librar}^ For 15 years our library has

had the Photoplay Guide information avail-

able for the public. The library also answers

questions from people wanting to know about

pictures. At times there have been displays

on the center table of books relating to certain

good pictures, and books on motion picture

appreciation are available on special shelves."

Mrs. William J. Massa, Vice-President,

Staten Island (N. Y.)

Better Film Council

"The libraries have set aside shelves for

books, pamphlets and announcements of the

pictures, and a bulletin board on which stills

are displayed. As the pictures move to the

different houses the stills and data are sent to

the library nearest the theatre in which the

picture is to be shown. These are for the

outstanding pictures and generally relate to

books on the library shelves. Our Guide is

also placed in the libraries."

Mrs. Samuel B. Cuthbert, past Motion
Picture Chairman, Allegheny County, Pa.,

Federation of Women's Clubs

"Our experience with libraries is that they

are most cooperative. They are anxious to

have the bulletins of the coming pictures in

their libraries and are also quite willing to put

in bookmarks which have been prepared

ahead of the picture as advance publicity.

Any stills or lithographs that we have of the

coming pictures are also gladly received.

They will order, because of the demand, extra

copies of books that have been filmed."

Write to the National Board for the "Se-

lected Book-Film" (see page 19) or other

helps, and let us know what you plan for

Book Week.
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Pictures at Columbia
University

THE Institute of Arts and Sciences of Co-

lumbia University has announced a series

of eight Monday evenings devoted to the sub-

ject "Life Today and the Film," presenting a

selection of the finer documentary pictures

that have genuine educational and cultural

content. A more detailed announcement of

this series will be given out later. Also

among the talks in the series "The World of

the Arts," will be one by William deMille

on "The Art That Has to Be an Industry,"

on Januar}' 23rd, and one by John Van
Druten on "An Author in Hollywood," on

March 6th.

Motion Picture Courses

THE School of Education of New York
UniA^ersity offers for the seventh year its

well-known course on The Motion Picture,

giA^en by distinguished lecturers imder the

joint auspices of the University and the

National Board of Review. This course is

directed by Dr. Frederic M. Thrasher and

is especially useful to the teacher, the social

worker, and the layman working in com-

munity motion picture programs, because it

discusses practical problems of schools, social

agencies and community organizations in re-

lation to both entertainment and educational

films. One session of the National Board of

Review Conference is held each year in con-

nection with the course, which is given in the

School of Education auditorium, Washington
Square, New York City.

Scenario Writing and Production is one of

the well established courses in Dramatic Arts

again being offered by Columbia University,

University Extension. The course is under
the direction of Mrs. Frances Taylor Patter-

son.

Dr. Thrasher is a member of the Board of

Directors, and JMrs. Patterson a member of

the Exceptional Photoplays Committee of the

National Board of Review.
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Readers - Please Answer!

WHAT would you like our magazine to

be that it isn't, to make it completely

satisfactory as a family magazine for people

who want, for themselves, their families and

their communities, reliable information about

pictures, their values and uses, and the men
and women who make pictures? We are

planning to enlarge and improve the National

Board of Review Magazine, and suggestions

will be welcomed that will help make it uni-

que among periodicals devoted to the best in

entertainment, educational and social films.

In Camera
(Continued from page 14)

ments in Time in tlie Sun, and Tisse's bril-

liance makes the film worth seeing for their

sake alone.

These moments of beauty appear time and

again through the first thirty minutes of the

film, and in themselves they are little master-

pieces. The trees and deserts of Mexico, the

foods and fruits, the brilliant dresses, laces

and headgear, the religious processions and

the incredible masks of the symbolic dancers

—all these present themselves so effectively

and penetratingly that we are often ready to

lose ourselves in their poetry and forget all

such critical considerations as continuity and
tmit}'. Whatever may be said of the film as a

whole, and however it may be assembled and
edited, the artistry of Tisse can never be un-

der-rated and the credit for the great beauty

in Time in the Sun. must be given essentially

to him. N. D.

Remember the Nezv

CONFERENCE DATES

November 14th-16tit, 1940

Hotel Pennsylvania

Nezv York City
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{Continued from page 2)

fj KIT CARSON—Jon Hall, Lynn Bari. Or-
iginal screen story by Evelyn Wells. Di-
rected by George B. Seitz. An exciting

western with Kit Carson, the famous scout,

taking charge of a wagon train and bring-
ing it safely through the Shoshone country
to California. United Artists.

m LADY IN QUESTION, THE — Brian
Aherne, Rita Hayworth. Based on the

story by Marcel Achard. Directed by
Charles Vidor. A kindly and unusual story

about a warm-hearted juror who takes a

destitute girl into his own family after his

influence has won her acquittal on a mur-
der charge. Gradually but inevitably cir-

cumstances set the stage for an almost ex-

act repetition of the tragedy in which he
first found her, but this time with himself
and his own children involved. The set-

ting is French and the film follows exactly

the French production "Heart of Paris,''

shown here a year or two ago. It has the
slow, steady movement of an European
movie, but its sympathy with the charac-
ters and romantic atmosphere make it likely

to appeal to "older minded" members of

the family as well as to adults. Columbia.

f LEATHER PUSHERS — Richard Arlen.
Andy Devine. Original screen story by
Larry Rhine, Ben Chapman and Maxwell
Shane. Directed by John Rawlins. An
amusing comedy of prize fighting for fight

fans. An up and coming fighter is double-
crossed by his manager and raffled off. A
3roung newspaper woman gets the lucky
number and becomes his manager. Uni-
versal.

m *LUCKY PARTNERS — Ronald Colman,
Ginger Rogers. Based on the story "Bonne
Chance" by Sacha Guitrj'. Directed by
Lewis Milestone. A thoroughly frivolous

and delightful story about a young girl

who is given a share in a sweepstake ticket

on the condition that she take a trip with the
donor—an eccentric young artist—if the
horse comes in. It does, and despite be-
ing engaged to a heavyweight business man
she sets off to Niagara with the artist,

ending up in a tangle of misunderstandings,
court proceedings and romantic problems.
Full of witty and absurd situations, with
dialogue to match, and directed with un-
usual deftness. Referred to the Committee
on Exceptional Photoplays. RKO Radio.

f MEN AGAINST THE SKY—Richard
Dix, Wendy Barrie, Kent Taylor, Edmund
Lowe. Original screen story by John Twist.
Directed by Leslie Goodwins. A comedy
drama of aviation from the standpoint of
production. Richard Dix as a ne'er-do-well
aviator plays the hero by a daring feat
which saves the manufacturer from ruin.
RKO Radio.

on the story by James M. Cain. Directed
by William K. Howard. A triangle story
with the heroine married to a bank robber,
and her admirer a bank official who tries to
straighten out the tangle without disgrac-
ing her name. Nothing new in itself, but
smartly directed from a good script. Warner
Bros.

m NO TIME FOR COMEDY—James Stew-
art, Rosalind Russell. Based on the play
by S. N. Behrman. Directed by William
Keighley. The story of a young play-
wright who leaves his wife for a girl he
believes to be his inspiration, only to dis-

cover that his real inspiration is his wife.
An excellent production with sophisticated
and clever dialogue. Warner Bros.

m ='^PASTOR HALL—Wilfred Lawson, Nova
Pilbeam, Seymour Hicks. Based on a play
by Ernst Toller. Directed by Roy Bouli-
ing. A parallel of the case of Parson Nie-
moeller, only here the Christian preacher
who would not accept Nazi principles ends
by being shot instead of in a prison. A
simple, direct and powerful drama, some-
times terrifying in its details and impli-
cations. In a good cast Wilfred Lawson
stands out in a noble performance of the
persecuted minister. A spoken introduction
to the film by Mrs. Roosevelt is a rather
unfortunate and discordant note. The
English actors in a German setting are
soon forgotten in the tense interest of the
story. Recommended for libraries. (Audi-
ence classification on this picture includes
young people of high school age). United
Artists.

f PUBLIC DEB. NO. 1—George Murphy.
Brenda Joyce, Elsa Maxwell. Based on the
story by Karl Tunberg and Don Ettlinger.

Directed by Gregory Ratoff. The pretty
heiress to a huge soup fortune develops
a passion for Communism and it takes
rough treatment at the hands of her rugged
boy-friend to get her back to normal and
put the soup business on its feet again.

Pretty shallow as satire and "Americanism,"
but has plenty of laughs and comic situ-

ations. 20th Century-Fo.x.

f RANGE BUSTERS, THE — John King,
Ray Corrigan, Max Terhune. Original
screen story by John Rathmell. Directed
by Roy Luby. Three rangers capture the
mysterious phantom who is trying to scare
the owners of a ranch to get possession of

it. Phoenix.

f RANGERS OF FORTUNE—Fred Mac-
Murray, Albert Dekker, Patricia Alorison.
Original screen story by Frank Butler. Di-
rected by Sam Wood. A melodrama of

pioneer days. The adventures of three men
who escape from a firing squad. Well
done and above the average Western. Par-
amount.

f MONEY AND THE WOMAN—Jeffrey
Lynn, Brenda Marshall. John Litel. Based

TIME IN THE SUN—See Exceptional Photo-
plays Dept., page 14.
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f TRIPLE JUSTICE — George O'Brien,
Virginia Vale. Original screen story by
Arnold Belgard and Jack Roberts. Directed
by David Howard. Has all the ingredients

of the average Western, but they are well

assembled and the whole production is

handled with a care unusual for this type
of picture. George O'Brien does a good
job as the cow-hand who rounds up the

bank robbers single-handed. RKO Radio.

f WYOMING—Wallace Beery, Ann Ruther-
ford, Leo Carrillo, Marjorie Main. Original
screen story by Jack Jevne. Directed by
Richard Thorpe. Wallace Beery meets up
with General Custer and between them they
rid the Wyoming lands of rustlers and
land-grabbers. Beery plays his usual roie

of the bad man with a heart of gold and
keeps the entertainment value high with a

first-rate mixture of comedy, drama, ro-

mance and snappy gunplay. A picture for

all Beery fans. Metro-Goldwyn-Mayer.

f YOUNG PEOPLE—Shirley Temple, Jack
Oakie, Charlotte Greenwood. Original

screen story by Edwin Blum and Don Ett-

linger. Directed by Allan Dwan. The story
of three vaudeville troupers—mother, father

and young daughter—who decide to leave

the footlights and settle down on a farm
in a small New England community. Their
efforts to liven up the town and get to

know everybody are a dismal failure until

Jack Oakie proves himself a hero in the

recent hurricane. Likely to be entertaining

for Shirley's fans—but not so popular with
New Englanders. 20th Century-Fox.

SHORT SUBJECTS
INFORMATIONALS

f EARON AND THE ROSE, THE (Passing- Par-
ade)—The entertaining- story of "Baron"
Henry Stiegel, the Philadelphia blacksmith
wtio turned glassblower and made and lost

a fortune. A real American story, -well told

and most unusual in its material. Metro-
Goldwyn-Mayer.

f CAPITAL CITY—Traveltalk -with beautiful
vie-ws of Washington. Metro-Gold-wyn-Mayer.

fj ...DIVING DEMONS (Grantland Rice Sportlight)
—A very lovely picture of expert diving^ done
entirely in slow motion, with some comedy
diving thrown in for good measure. Paramount.

fj GOING PLACES NO. 81—A timely picture.

Cruising to South America with the Coast
Guard on their annual training cruise. Uni-

f GOING PLACES NO. 82—"The Valley of Sun-
shine," the Sawtooth country of Idaho. Rec-
ommended for schools, libraries and church
use. Universal.

f GOING PLACES NO. 83—"Tucson Trails," a
trip through Arizona and into Mexico City.
Recommended for schools, libraries and church
use. Universal.

f INFORMATION PLEASE NO. 1 (Second Se-
ries)—The famous radio program brought to
the screen with Anna Neagle as guest. RKO
Radio.

f ISLE OF MYSTERY (Father Hubbard's Al-
askan Adventures)—Showing the activities of
the glacier priest among the sea lions and
liirds of a little known rock in the Aleutian
islands. 20th Century-Fox.

f *MARCH OF TIME NO. 13, THE (6th series)—"Gateways to Panama," an excellently in-
structive picture of the bases in the Atlantic
from which the Canal coiild be defended. Much
detail about Devil's Island in French Guiana.

Directly in line with March of Time's propa-
g-anda for preparedness against Nazi Ger-
many's possible designs on the Western Hemi-
sphere. RKO Radio.

f POPULAR SCIENCE NO. 1—Disaster trucks
fitted for any emergency; the breeding of
small cows which eat less but give as much
milk; the treating of textiles to resist water
and stains; the training- of carrier pigeons for
war service. Paramount.

f QUAIL QUEST (Pathe Sportscope)^-A day's
quail shooting" in Carolina, done with special
attention to the intelligence and ability of the
bird-dogs. RKO Radio.

f SOAK THE OLD (Crime Does Not Pay Series)
-—Exposing an old age pension racket run by
three crooks. Metro-Goldwyn-Mayer.

f STRANGER THAN FICTION Nos. 81, 82, 83—
Strange occupations and hobbies. Universal.

f WASHINGTON PARADE NO. 5—"The Ar-
chives"—An interesting' tour of the building- in
which precious government manuscripts and
original documents of state importance are con-
ditioned and stored. Recommended for schools
and libraries. Columbia.

MUSICALS, NOVELTIES AND SERIALS
f HATS (Reelism)—Sheila Barret in an amusing

travesty—maybe it's realistic—on a woman
buying a hat. RKO Radio,

fj JUNIOR G-MEN (Serial) Nos. 7-12. Billy Ha-
lop, Hurtz Hall, Gabriel Dell. Original screen
story by George I'lympton and Basil Dickey.
Directed by John Rawlins and P^ord Beebe.
The Junior G-Men capture the leader of the
Torch gang and win honor from the F.B.I.
Universal.

f KING OF THE ROYAL MOUNTED (Serial)
Nos. 1-2. Allan Lane. Based on the novel by
Zane Grey. Directed by William Witney and
John English. A promising beginning of a
serial which concerns the efforts of the Can-
adian Mounties to discover and foil the plans
of enemy agents; in the present war. Sergeant
King is the hero who supplies the title. Re-
public.

f PICTURE PEOPLE NO. 1—Hollywood stars,
then- pets and hobbies. RKO Radio.

f PLEASE ANSWER (Pete Smith Specialty)—
An nitelligence test for the motion picture
audience. Metro-Goldwyn-Mayer.

f SCREEN SNAPSHOTS NO. 9—Round-up of
stars as they sit watching the sports in Holly-
wood stadiums. Columbia.

CARTOONS AND COMEDIES
fj LUCKY DUCK, THE (Terry-Toon Cartoon)—

The cock and the hen spurn the baby duck
until he saves their child from drowning.
20th Century-Fox.

fj PUTTIN' ON THE ACT (Popeye Cartoon)—
Popeye and Olive Oyl go in for vaudeville.
Paramount.

Selected Book - Films Wanted

NATIONAL BOARD OF REVIEW
70 Fifth Avenue
New York City

I enclose 10c for Selected Book-Films.

I subscribe, please send me Selected Book-

Films.

Name

Address
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The National Board of Review of Motion
Pictures is a citizen body, org-anized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of

motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work fhrough various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
TOnnected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
eppeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
i-egarding pictures n.ay be carried either by the
producers or by the Review Committee Itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and

recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and st'udents of the cinema
interested particularly In encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondents throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement' for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification. Instead of censorship, as a means
of forwarding the development of the motion
picture and Its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of
children, through cooperation with local exhib-
itors.

To endorse and further the use of vi.'jual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an informational service
through its publications.

National Board of Reviews Magazine (monthly)

$2.00 a year for individual subscriptions
$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone.

$1.00 in conjunction with the Magazine.

A listing of all publications and services is

^ available upon request.
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Selected Pictures Guide
This department lists pictures selected by the

Rcviezi' Committee of the National Board of Review
as zforthy of popular patronage in the theatres, zcith

an indication of the audience group suitability for
each picture. The choice of the pictures included is

based upon principles of selection developed through
long study of public preference as to zvhat consti-

tutes good screen entertainment. The consensus of
the Review Committee forms the basis for the re-

viezvs and audience recommendations of the pic-

tures. The Reviezv Committee consists of appro.vi-

matcly 300 trained members representative of
Zx'idely varied interests icho volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for children

under 12.

*—Pictures especiall}^ worth seeing as above the

average "selected'' picture.

m AXGELS OVER BROADWAY—Douglas
Fairbanks, Jr., Thomas Mitchell. Original
screen stor}^ and direction by Ben Hecht. A
man bent on suicide meets an out-of-work
dancer, a down and out confidence man and a
drunken playwright. All three for different

reasons try to help him out of his difficulties.

Clever plot and amusing dialogue. Mitchell
is excellent as the inebriated dramatist. A
Crooked poker game provides much terror and
suspense. Columbia,

f ARISE i\IV LOVE—Claudette Colbert, Ray
Milland. Original screen storj^ by Ben Glazer
and John S. Tolby. Directed by ]\litchell

Leisen. The romance of a prett}- young col-

umnist and the hoy she saves from the firing

squad, and their adventures in Europe during
the present war. Well acted and amusing in

spots. Paramount.

fj CHEROKEE STRIP—Richard Dix, Florence
Rice. Original screen storj- by Bernard C. Con-
ville. Directed by Lesley Selander. A better
than average western. The story deals with
the settling of the land, known as the Cherokee
Strip, which the government granted the home-
steaders, and the struggle of a United States

marshal to bring law and order to the com-
munit}". Paramount.

f CHRISTilAS IN JULY—Dick Powell, Ellen
Drew. Original screen story and direction by
Preston Sturgess. A victim of a practical joke,

Dick Powell believes he has won a slogan
contest and only finds out how he has been
duped after he spends most of the money.
Paramount.

f CITY FOR COXQUEST—James Cagney,
Ann Sheridan, Arthur Kennedy. Original
screen story by Aben Kandel. Directed by
Anatole Litvak. The theme of this picture is

the rise of the youths of Xew York's East Side
from poverty to stardom, and how they fall

back into poverty again when their brief glory
is over. Cagney, as the rising young boxer,
carries his part as well as ever and gives much
to a picture that is overloaded with senti-

mentality and platitudes. The really entertain-

ing moments, when they come, are vivid and
exciting. \Varner Bros.

f DIAMOXD FROXTIER—Mctor McLaglen,
John Loder. Anne Xagel. Original screen
story by Edmund L. Hartmann and Stanley
Rubin. Directed by Harold Schuster. A
story of the diamond mines in Africa. A man
falsely accused of stealing diamonds is sent to

the penal camp from which he escapes and
returns to prove liis innocence. Universal.

f *DISPATCH FROM REUTERS, A—Edward
G. Robinson, Edna Best. Based on a story
by Valentine Williams and Wolfgang Wilhelm.
Directed by ^^'illiam Dieterle. A fascinating
Ijiographical study of the man who built the
famous news agency. It concentrates on that

part of Renter's life concerned with the strug-

gle to launch his pigeon service, his short-lived

success and his final triumph and vindication.

The picture is beautifully directed and acted
against the charming background of mid-nine-
teenth century Germany and England. It has
thrills, suspense, romance and pathos. Recom-
mended for schools and libraries. Warner
Bros.

f DOWX ARGEXTIXE WAY—Don Ameche.
Betty Grable, Carmen ]\Iiranda, Charlotte
Greenwood. Original screen story by Rian
James and Ralph Spence. Directed b}' Irving
Cummings. A scintillating and highly enter-

taining musical comedy with most of the set-

tings in romantic and beautiful Argentina. A
wealth}" girl goes to the Argentine to buy
horses and there finds love and romance. Ex-
cellent dancing and singing with nice music,
done in Technicolor and a splendid picture for

horse lovers. 20th Century-Fox.

j GAY CABALLERO, THE—Cesar Romero.
Sheila Ryan. Original screen story by ^^'alter

Bullock and Albert Duflfy. Directed by Otto
Brower. A sort of Roliinhood story. The
Cisco Kid protects an Englishman and his

daughter against a scheming woman who wants
to keep her land. 20th Century-Fox.

f GODA VAXXER OCH TROGXA GRAX-
XAR (Good Friends and Peaceful Xeighbors)
—Eric Abrahamson, Ludde Gentbel. Original

screen stor}^ by Torsten Lundquist and Weyler
Hildebrand. Directed by Weyler Hildebrand.

A tailor and a shoemaker live a peaceful life in

Stockholm's Bohemian quarter until interrupted

by their children's falling in love with each

other. A fairh- pleasant liut unimportant family

story, with most of the pleasure in the dialogue

and consequently of little appeal to any but

Swedish audiences. X'o English sub-titles.

Scandinavian Talking Pictures.

{Continued on page 17)

Copyrig-ht, 1940, The National Board of Review of Motion Pictures, Inc.
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New Frontiers for American Movies

IN
other days we entertained the whole

world with our American movies—enter-

tained, and who can tell how much we
taught? For what people learn is by no

means to be measured by what they con-

sciously pack away in their minds from delib-

erate study, or what they can afterwards set

down quantitatively on an examination paper.

Some of the most potent influences in life are

absorbed rather than learned, absorbed when
we are least aware of absorbing, and who can

know what millions of men and women and

children, sitting silent in thousands of dark-

ened movie houses, their minds all relaxed

and receptive, have taken into their inner

picture of life from the light-and-shadow

figures on the movie screen ?

The world has its picture of American life

from our motion pictures, and that must have

its subtle effect. But now we are cut off from

a great deal of the world—it is no longer our

audience. Until there is free movement of

ideas and trade among the nations again, the

motion picture has Httle space outside our

own hemisphere to operate in. What can it

do in this half-a-world—what can it do at

home now we are our own chief audience ?

The cultural relations and interchanges

with Latin-American people will be studied

and guided by specialists selected for that end.

It won't be a matter of just this year, or next,

but a long growth in which the motion pic-

ture will have a very important part. But

what new frontiers are there to be crossed

within our own borders, to keep the picture

business from contracting in the same propor-

tion as our world-trade has contracted?

We are a movie-going country, but every-

one knows people who go to the movies only

once in a while, or not at all. And what

comes and will come over the air to us makes

it more and more easy to be in touch , with

both the gaiety and seriousness of the world

while we are sitting comfortably at home.

But there is a vast audience that can be lured

to the movies. Only they will have to be

lured. And it will take something new to

lure them. The picture people do what they

do extremely well, but there are hordes of

folks who want something besides that : they

are folks who remember plots, and recognize

them no matter what new dress and new
trimmings they appear in, and they are tired

of them. They are not looking particularly

to be edified or uplifted, just to be enter-

tained. It is because they want to be enter-

tained that they don't want to be bored

—

and the same old story-skeletons, for which

they have an x-ray eye, bore them terribly.

It is obvious that a kind of movie which

isn't made for the theatres, merely to enter-

tain, is increasing in number and in scope

—

the fact-film, made by industrialists, by the

government, by social foundations, to inform

and instruct. They are not entertainment

films, though they are so much dead celluloid

if they are not entertaining to the extent of

being interesting. The dramatic films have

time and again, with sometimes sensational

success, gone to the news headlines for their

material. Gangster films, G-men films, came
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as fresh stuff, and people flocked to see them,

till the}' got so repetitious they were tiresome.

In these fact films there is fresh stuff too,

from which dramatic, fascinating and close-

to-our-lives stories can be made for the

screen. In working with that material fresh

talent will emerge, among writers and direc-

tors. Why not try it—as we have been going

Observations
This is not an article, but notes selected from the

stenographic report of an informal talk given by
Garson Kanin at New York University to the stu-

dents of the Motion Picture Course, as an introduc-
tion to a showing of his picture, "Bachelor Mother,"
on October 17, 1940.

I
have been lucky. \^ery often I have been

asked not only by the press but by other

people, how I got started, and the easiest

way is to say that things broke right, and

believe me they did. But I have tried to tell

them what I did to prepare myself for the job

of making a motion picture.

I worked in the theatre for some time, and

I was working for George Abbott who was a

very fine teacher indeed. Mr. Abbott is of-

fered 200 plays a year to direct and he is

unable to do it. People who could not get

Mr. Abbott to direct would turn to me, and

I was able to get some plays to direct. But
shortly after that I was offered a job to work
for Samuel Goldwyn, a fabulous character

who operates on our shores, and I went out

to talk to him about working in his organiza-

tion. One of the first things he told me was
that Sidney Howard tells him that I was a

genius and the second thing he said was "you
look like Irving Thalberg."

And so I went to work for him. Then he

called me in and said "what do you do?" I

said I was a director and he was surprised

and said he could not entrust a large amount
of money to me for a picture. And then it

occurred to me that I could best employ my
time by starting to consume information

about the job. Apparently j\Ir. Goldwyn was
not going to let me do anything, and so I

very systematicall}' started a study of the mo-
tion picture. I tried to learn if there was any
place in Hollywood where cutting and cine-

matography were taught, and there was no

into our past history for the films, why not go
into our living history?

Of course the makers of movies, who are

every bit as alert about their business as any
of their critics or advisers, have already

thought of this. But their need of new
audiences and new material ought to spur

them beyond the point of merely thinking.

of a Director
such place. There was no place to learn

about cutting which is one of the most import-

ant things in assembling material. Cutting

does not mean cutting out but cutting in

—

montage is the word—the mounting, the as-

sembling of film in some balanced sequence

—

the putting together of the small pieces, the

thousands of small pieces, to gain an eitect.

And then I took the next step—learning

how other directors work. I don't believe

you can learn anything about making pictures

b}- watching them made. I do believe you can

learn about motion pictures by watching the

picture when it is finished. You take one

picture that you consider good and see it

enough times and you learn a great deal more
about the film than a director could tell you.

]\Iany directors would be at a loss to tell why
certain shots are as they are ; it seems right,

but none of us can completely describe our

own work as we would like to. But if you

see a work which you think is effective you

can easily see why
;
you can see the shots,

the camera angles, how it is cut, something

about the performances. How to achieve

those eft'ects is not c^uite so important because

you alwa}"S have a great deal of technical help

along those lines.

In the discussion of the film as we know it,

we must be very careful to dififerentiate be-

tween films as a business, between films as an

industry, and films as an art form, films as a

literary medium. Because of the existence of

the living theatre, we find ourselves frequent-

ly entering into a discussion of the theatre

and the movies and I try to make it quite

clear that there are two discussions and not

one. Broadway as opposed to Hollywood—

-

that is one argument, and you must consider
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the film as opposed to the theatre. For my
own purpose I would much rather work on

Broadway than in Hollywood. But on the

other hand I would rather work with film

than in the living theatre. I think the film is

superior as a dramatic literary medium. For

one thing if we are to return to Shakespeare

and the purpose of the theatre, it is to hold

the mirror up to nature, and I insist that

the mirror can be held better by the movies

than by the theatre. You can go further.

Daily lives do resemble more the movies than

the stage play. You sit in a theatre and on

the stage you see life with one of the four

walls removed—that is quite unnatural. With

a camera we can see any scene as it would be

seen by you as if you were part of that scene.

The scope is much more.

But working in the films as opposed to

working in the theatre leads us into a com-

parison of the tw^o industries, and I am led to

believe that I would rather work in the

theatre. The theatre has a greater audience

appreciation. The theatre for another thing

has a complete lack of censorship, and the

third thing is if you do an inferior piece of

work in the theatre, not many people see it,

but a great many people see it in the films.

^ 5*: ^ ^ :Jc ^

Motion picture producers insist that mo-
tion pictures must be entertainment. But I

have often felt that the motion picture even

as an industry to survive must learn to get

beyond "entertainment." I know that an

entertainment medium as such can perish

very easily. We have seen it happen with

vaudeville, which was a greater industry

employing more people and more money, and

vaudeville has become an obsolete form,

because it was only an entertainment form

and something came to take its place. Minia-

ture golf involving millions of dollars and

millions of people, and mah jong are enter-

tainment forms. Instead of thinking of the

motion picture as an entertainment form, it

should be considered as an art form—an art

form cannot perish. If we are able to make
the motion picture an art form rather than

an entertainment form it will live. If it is to

be simply a diversion, I assure you that the

time will come when it will perish. The
question now is television. Many of us will

find ourselves well equipped to work with

television. The need for film will be even

greater when television comes. There is not

enough television to do anything without

film. 50 sets, 25 stations. There would have

to be 25 cameras. Television will be for sport

events but entertainment will be from film.

Even with sport events, a thing that is hap-

pening at the moment has to be seen at that

moment. If we are engaged in our work we
cannot see the Yankees playing the Red Sox,

but if that is put on film and later televised,

we can get the advantage of having been

there.

^ ^ :^ ^ ^ :^

I would say that each director's function

difl^ers. I can tell you something about my
own work and I can tell you something about

the work of other directors, but you must

realize that this has not to do with every

director.

The highest form of picture making is

exemplified by Capra, Ford and McCarey,
who can start with an idea. I had to stop and

not include myself. It has to start with an

idea and working very closely with the writer

in the preparation of the script, and then

shooting, and then putting it together. Of
those three major phases, the first and third

are the most important. Shooting a picture

is a routine job if the script is pretty well

worked out. The putting together of a pic-

ture is very difficult. A scene that looks good

on the set may look bad on the screen.

On the whole I would say that the direc-

tor's function was to tell the story. Not to

write the story, not to conceive the story,

but to tell it. Directors are the story-tellers

of the present generation.

Norman Krasna did the script of Bachelor

Mother, and we worked with a small idea.

Felix Jackson gets the original story credit,

and it is true that Jackson did a story, but

his form was not practical for our purpose.

Norman called me and said he had an idea

—

a girl walks down the street and she sees an

old woman put down a baby and she says

"you can't do that" and the woman disappears

and she takes the baby and everyone thinks

it is her baby. I said 'T think it will be very

funny." I started to talk with him and we
talked for three or four hours and we went to

talk with the producer and we were able to

talk him into it. We worked for five weeks
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and we wrote nine stories and we took part

of one and part of another and after it was
finished the producer thought it was pretty

good and so Norman and I prepared the

script in sixteen days. The preliminary

steps : story, first draft and second draft, were

ehminated because the director and writer

were working closely together. I can't write,

I wish I could, but I cannot. But I can help

a writer by telling him how he can best ex-

press the scene with a motion picture camera.

In line with this, there is this story : Ben
Hecht was working with oNIcCarey on Queer

People. At one part in Air. Hecht's story

the point to be made was that a man begins

to fall out of love with his wife, and he had

written a party sequence for it. The man and

his wife give a partv and during the course

of this scene you learn that the man was fall-

ing out of love with his wife ; but it was too

long and it was not very interesting. He did

a sequence with the man taking his wife out

and in the course of that sequence you learn

that the man was falling out of love, but it

was too expensive, and so Leo did what was
the director's contribution of finding out the

way to do it. He was able to see the way in

which this point could be made clear : the man
and his wife had to go to see someone and
they enter an elevator ; there is no one else

in the elevator; they are going to the 10th

floor ; it stops at the fifth floor and a woman
gets in and the man removes his hat. That
illustrates what the director can do in assist-

ing the author of the story.

^ ^ ^ ^ ^ ^ ^

Film companies like to make pictures that

will be money-makers. Certain studios like

to make original stories and others like to

make pictures from published sources. The
reason they have drawn so much on published

sources is because there are not enougrh

original stories. We have not developed a

writing craft for the film. Our writers are

men who are former stage hands, newspaper
men, actors, short story writers, and very few
have been only film writers. A few young
boys have grown up in the films and are do-

ing a good job. Hemingway has a new book
of 640 pages and he is already asking $160,-

000 for the motion picture rights because it is

good motion picture material. It has a strong

leading male role and a good love story.

Plays on Broadway interest the film com-

panies because they have had an audience.

There is not any particular preference—they

want a clear story easily understood and
which will make a few million dollars.

The motion picture as a story-telling form

can do one of three things—entertain, edu-

cate, inspire. I have no quarrel with enter-

tainment, pure and simple. But even in

Bachelor Mother people have called my at-

tention to a kind of social comment. It is the

Jewish landlady—she is not a bad person and

she is not so good. She is just a human
being. There is the tycoon, he is simply a

human being. And the section manager. 1

have never made a picture with a villain, i

don't think we can label characters good guys

and bad guys.

Even in pure entertainment a certain edu-

cational quality can get into it. I do not

agree on Marie Antoinette, Suez or anv

pictures that garble history even if they are

good. Some films do have an educational ef-

fect and some don't, but all films should at

least try.

Living History

A SERIES of significant and beautiful

documentary motion pictures, pre-

sented by the Association of Documentary

Film Producers and the Institute of Arts and

Sciences of Columbia University, on ten

Alonday evenings in the ]\Ic]\Iillin Academic

Theatre, Broadway at 116th Street.

November -CHOUSING
Films : "Housing Problems," "The

City", "Les IMaisons de la ]\Iisere."

Discussion : Willard \'an Dvke.

November 18 — PEOPLES OF THE
EARTH (1)

Films : "Easter Island" and "The Earth

in Song."

Discussion : Irving Jacoby.

December 2—^^'AR

Films: "China Strikes Back," "Spanish

Earth" and "Siege."

Discussion : Joris Ivens.

December 9—YOUTH
Films : "Wild Boys of the Road," "The

Case of Charlie Gordon'' and "Youth

Gets a Break."

Discussion: John Grierson.

{Continued on page 9)
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The New Disney Film

WALT DISNEY'S new picture, Fan-

tasia, will be specially shown during

the Annual Conference of the Na-

tional Board this year, because it is an im-

portant new step in the use of sound, which

will perhaps be revolutionary in its effects on

movie production. The film will be screened

at the Broadway Theatre, one of the few

theatres in the country equipped to exhibit it.

You may want to know what kind of movie

Fantasia is. Well, we have the word of Mr.

Disney and his staff that "it's just impossible

to describe in the light of any past entertain-

ment." We can, however, get a vague idea

from reports on its contents and on the new

methods that have been created for its projec-

tion.

The title, Fantasia, the final choice of

thousands that had been suggested, was

selected not only because it connoted fantasy

but because as a musical term a "fantasia"

means two things : a composition in which the

composer strayed away from accepted form,

and a potpourri of familiar airs ; in a sense,

both of these definitions fit Fantasia. In it

a new fashion has come into being in musical

interpretation and in the expressiveness of

the cinema ; in it also are presented a group of

contrasting symphonic works which are fairly

familiar to most people who listen to music.

For Fantasia is an orchestra concert syn-

chronized to a visual interpretation in color

and form projected on a screen—a layman's

interpretation, not that of a musicologist.

Walt Disney is that interpreter. By listening

to the music he sought to catch the ideas,

figures and tonalities evoked in his imagina-

tion and to record them on film as animated

color cartoons synchronized to the composi-

tions.

The whole idea began rather modestly.

Originally Disney planned to make a movie

of Dukas' tonepoem, "The Sorcerer's Ap-
prentice," with Mickey Mouse as the hero.

Leopold Stokowski was delighted with the

notion and, with an orchestra of nearly a hun-

dred musicians, he assumed the business of

conducting the score. Soon, however, it was
felt that so interesting a venture was some-

what slighted by being launched as a short

hardly ten minutes long. From all sides came
suggestions urging a more ambitious produc-

tion, and finally it was decided to animate for

the screen an entire symphonic concert.

Stokowski and Disney took the plunge with

enthusiasm and called in Deems Taylor to

help select a program.

The problem they faced was to choose

musical works that would appeal to the huge
movie going public, works keyed to a wide

range of tastes and to various emotional

planes. Deems Taylor's vast experience with

the musical partialities of the American pub-

lic proved valuable here. The program
selected runs a gamut of moods, classical,

whimsical, humorous, modern, pastoral,

romantic and religious. It contains J. S.

Bach's "Toccata and Fugue in B Minor,"

Tchaikowsky's "Nutcracker Suite," Dukas'

"Sorcerer's Apprentice," Stravinsky's "Rite

of Spring," Beethoven's "Sixth Symphony,"
Ponchielli's ballet music "The Dance of the

Hours," Moussorgsky's "A Night on Bald

Mountain," and Schubert's "Ave Maria"—in

all a fairly husky concert.

Between March seventeenth and May fifth,

1938, Stokowski and the Philadelphia Sym-
phony Orchestra recorded over 420,000 feet

of music. In Hollywood the music editors,

selecting the best "takes," reduced this to

18,000 feet, in which, thanks to a marvellous

job of cutting, appears as perfect a recording

of the eight compositions as any orchestra

could possibly make.

Meanwhile Disney and his artists, with a

rough track of the recording for reference

purposes, went to work on the visual interpre-

tations. The demands made on Disney by
so diverse a program of "pure" and program
music evoked a new and rich array of designs

from his fertile imagination. The film syn-

chronized to the Bach "Toccata and Fugue"
was described by Thornton Delehanty of the

Herald-Tribune, who saw the studio preview

in Hollywood, as "a series of abstract pat-

terns and forms, rising and falling, deepening,

widening, narrowing and splashing out in a

fusillade of colors according to the volume

and configurations of the music." To the

other pieces tangible figures are synchro-
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nized
;
flowers, animals, human and mytho-

logical forms, depicting stories, impressions

and patterns. Tricky camerawork is brought

to an unprecedented pitch of virtuosity ; the

audience is whirled 300,000,000 miles

through space, the earth is split open by con-

vulsive earthc|uakes, colors unhampered by

outlines are animated in a fashion heretofore

unknown.

But this does not end the wonders of

Fantasia. The really astonishing and in-

describable part of the production is the al-

together revolutionary type of dimensional

sound worked out by Disney engineers and
RCA Victor. The audience gets the illusion

that the orchestra is actually playing in the

theatre. Besides this the sound is flexible
;

it can be made to issue from any desired part

of the house, it can be followed as it springs

forth from dififerent parts of the screen. For

example, in the final number of Fantasia,

Schubert's "Ave Maria," combining orchestra

and chorus, while the images dwindle and

fade into shadowy gradations on the screen,

the music suddenly sweeps around to the

back of the theatre and envelops the audience.

But really to be appreciated Fantasia must
be experienced. In this New Yorkers and

those visiting the city are fortunate, for the

elaborate and intricate equipment needed to

exhibit this latest creation of Walt Disney's

art, limits the showing of the film to about

a dozen cities of which New York has the

honor of being the first.

For the Movie Student in New York

IF
you drop in on the Museum of Modern

Art about four any afternoon from now
until the first of the year, you can see

movies made by D. W. Griffith covering his

work from 1907 to 1924. This is the most

ambitious of the cinema exhibitions that the

Film Library of the Museum has put on since

it was founded five years ago. It includes

"The Lonely Villa," Mary Pickford's second

picture ; "The Birth of a Nation ;'" "Way
Down East;" and, perhaps to be timely, a

post-war film depicting the tragedies of defeat

and hunger in Central Europe called "Isn't

Life Wonderful?" Besides the movies an

elaborate display of material on Griffith as

actor, producer and director may be seen in

the Museum itself. Included in this is a pro-

jection on the wall of a sequence from his

monumental film "Intolerance." Along with

this exhibition Miss Iris Barry, the Curator

of the Film Library, has just published an

exhaustive book on the life and works of D.

W. which may be purchased in the lobby of

the Museum.
All of which is part of the unique job The

Museum of Modern Art Film Library is do-

ing to salvage the cinema and preserve a body

of famous and representative films. Here
the motion picture is treated as an art, to be

collected and exhibited much as other

museums collect and exhibit paintings and

sculpture. Until the Film Library was

started in 1935 next to nothing had been

done in this direction. Anyone pursuing

research on the movies, an art hardly forty

five years old, heretofore had run up against

almost insuperable difficulties in verifying

material. Unlike students in the other arts

with galleries, museums and libraries at hand

most everywhere, the cinema historian had to

rely mainly on his memory, carrying impres-

sions, in many cases, made years before, or

on descriptions and criticisms surviving in

journals and publications. Consequently the

research staff of the Film Library is handed

many a headache correcting errors in "stan-

dard" works and other critical writings, er-

rors that naturally followed when pictures

important in the development of the film had

either been lost through neglect or early in-

difference or had lain in the vaults of produc-

ers, in most cases quite beyond the means or

influence of the researcher.

The Film Library remedied all this by

making available to those interested four

services : the arrangement of the movies they

possess into series shown daily in the

Museum theatre; the rental of films to

study groups for non-commercial screenings

throughout the country ; the maintenance of a

large librarv of books, periodicals, scripts,

movie stills and related material for the use
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of the public free of charge ; and the employ-

ment of a highly trained staff to supply bib-

liographies and other information on request.

For an altogether different purpose the

Metropolitan Museum of Art maintains

a cinema department as a further extension

of its public education facilities. They make
silent documentary films to be shown in con-

nection with exhibitions in the Museum, and

to be rented or sold. At the present time

showings are held Wednesday and Saturday

afternoons at 3 :30 in the Cloisters, Fort

Tryon Park, because renovations are being

made in the Museum lecture hall. They
cover such subjects as art and life in ancient

and modern Egypt, archeology, armour,

antique firearms, early American interiors,

pottery, stainedglass, tapestry, wrought iron,

bronze sculpture, etching, dry point and

chronical films on American history.

Leaving this we might take a peek at the

more unusual pay-at-the-door movies one can

see in New York during the month of

November. The Miami Theatre, 6th Ave.

and 47th St., purveys to the public a con-

stantly changing program of old films, Pearl

White serials, early Chaplin comedies, Val-

entino and loads of other late famous cine-

mimes. The same is true of the 48th St.

Music Hall which to add to its other virtues

is a beer garden. Then there are the foreign

movies, the much talked of and witty farce,

"The Baker's Wife" (French) , at the World,

49th St. east of Broadway ; the grim little

love story, "Heritage" (French), at the

Belmont, 48th St. east of Broadway ; and

some more of the famous Hapsburg tragedy,

"Mayerling to Sarajevo" (French), at the

Little Carnegie, 57th St. between 6th and 7th

Avenues. For those with a taste for German
films the 5th Avenue Playhouse, 66 5th Ave.

at 12th St., offers the psychopathic murder

study, "M," and the Thalia, 95th St. west of

Broadway, presents "The Dreyfus Case."

Other German movies can be seen at the 86th

Street Casino, 210 E. 86th St., and the 86th

Street Garden, 160 E. 86th St. "Terra di

Nessuna" (Italian) appears at the Cinecitta,

8th Ave. and 44th St., and "Vivere" with Tito

Schipa at the Cine-Roma, Broadway and

52nd St. Revivals of other films domestic

and foreign are always taking place and can

easily be located through the weekly lists

printed in "The New Yorker" or "Cue" on

sale at most news stands.

1940 Book Week coinciding with the dates

of the National Board Conference the

New York Public Library will have three

informal exhibits of material relating to books

and films. Two of them will be in the main

library at 5th Ave. and 42nd St., one in the

lobby and the other in the Circulation Room.
The third will be displayed in the Drama
Room of the 58th St. branch. Conference

guests may wish to visit these between ses-

sions.

Particularly for Conference delegates ar-

rangements have been made to take them

behind the scenes of the National Broadcast-

ing Company at Radio City for a glimpse at

the mysteries of broadcasting and telecasting.

Since many of the delegates make use of local

stations in their Council work this should

prove of some interest during their stay in

New York.

Living History
{Continued from page 6)

January 20—SCIENCE
Films: "White Flood," "Moving X-

rays," "Monkey into Man," and

"Pond Life."

Discussion : Fairfield Osborne.

February 3—FARMING
Films: "Song of Ceylon" and "Land
Without Bread."

Discussion : Jean Lenauer.

February 24—EDUCATION
Films : "And So They Live," "Spanish

ABC," and "One Tenth of a Nation."

Discussion : Alice Keliher.

March 10—AMERICAN NEIGHBORS
Films : "Hot Ice," Herbert Kline's new
Mexican film, Julian Bryan's new
Brazilian film.

Discussion : Iris Barry.

March 2^LABOR
Films : "People of the Cumberland,"

"Valley Town" and "Men and Dust."

Discussion : Paul Strand.

Subscription for the series of ten: $3.50

to members of the Association and Columbia

students, $5.00 to all others. Information

about the availability of these films for other

booking will be given by the National Board

of Review.
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convey a comprehensive idea of the picture, cov-

ering both its excellmcies and defects.

SECRETARY AND EDITOR, James Shelley Hamilton

COMMITTEE

J. K. Paulding, Chairman

Otis Ferguson Richard Griffith John A. McAndrew Frances Taylor Patterson Frederic M. Thrasheb
Robert Girodx Henry Hart Mary B. Miller Russell Potter Frank Ward

The Great Dictator

Produced, zvritteii and directed by Charles Chap-
lin. Photography, Karl Stiiss and Roland Totheroh,

musical direction^ Meredith Wilson. Distributed by

United Artists.

The Cast

People of the Palace

Hynkel, Dictator of Tomania Charles Chaplin

Napaloni, Dictator of Bacteria , Jack Oakie
Schidtz Reginald Gardiner

Garbitsch Henry Daniell

Herring _ Billy Gilbert

Madame Napaloni Grace Hayle
Bacterian Ambassador Carter de Haven

People of the Ghetto

A Jeivish Barber Charles Chaplin

Hannah Paulette Goddard
Mr. Jaeekle Maurice Moskovitch

Mrs. Jaeekle ..Emma Dunn
Mr. Mann _ Bernard Grocey
Mr. Agar Paul Weigel
Also: Chester Conklin, Esther Michelson, Hank
Mann, Florence Wright, Eddie Gribbon, Robert O.

Daz'is, Eddie Dunn, Nita Pyke, Peter Lynn.

ALOT happens in five years these days,

and in that time you can learn a lot

and forget a lot. That is why so

many people who have been waiting for an-

other Chaplin picture, made more and more

impatient for it by delays and rumors, don't

know quite what to think now that The

Great Dictator is here. If it were just a new-

picture, and not a New Chaplin, they would

enjoy it and acclaim it, as thousands upon

thousands will anyway. But if they are

among those who are always solemn about

Chaplin, expecting him to be not only a great

comic but a great tragedian and social com-

mentator as well, they won't be satisfied with

just taking what they get and enjoying it

:

they will have to ponder and analyze about

Art and Meanings and Social Satire, with

all their preconceptions about such things,

and the result of all this searching thought

will perhaps puzzle them by not adding up to

what they thought they were going to get in

the Masterpiece they were all set for. This

will 1)e because of what they have learned,

and even more what they have forgotten, in

the years of waiting.

Movies have developed a good deal since

Modem Times, and the world has changed
even more, and unless you keep that pretty

carefully in mind you don't realize the ex-

tent to which expectation of what a new
Chaplin picture would be has subconsciously

keyed itself up to a point that forgets what
Chaplin has always been. Except for some
of the two-reelers we don't get much chance

to see Chaplin films after their season of new-

ness is over, and so we have no chance to

check our memory of them with all that was
actually there. Chaplin—it's a temptation to

say more than any other man in the world^

—

is a figure that lives mostly in our memories,

and what each remembers is shaped and

colored by a personal reaction to him, all the

more vivid for the personal feeling that in-

fuses the memory. We remember him, and

forget a great deal about his difi^erent pictures

except as the frame in which he himself was

so unforgettable.

TJic Great Dictator is its own kind of

film, a completely Chaplin kind, and no

other kind in the world. It is not only the

climax of Chaplin, so far, but a resume of

Chaplin's whole growth, in his picture-mak-

ing- and in the evolution of his social con-

science—a statement that is practically a

quotation from Terry Ramsaye, who so far

as I know is the only commentator who has

noted this fact, as well as the fact that you
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Chaplin, and Jack Oakie as the rival dictators

must go back to Griffith's Intolerance for an-

other motion picture that is so completely one

man's personal expression of his attitude on

something about whicli he feels deeply and

passionately.

There is practically no plot : a Jewish bar-

ber looks so much like Hynkel (Hitler) that

eventually he is mistaken for the dictator and

finds himself in the dictator's shoes about to

broadcast to the nation. The rest of the pic-

ture is the rambling, episodic sort of thing

that a Chaplin picture has always been.

There's the old Charley, hat, shoes, walk,

with the old-time ragged gentility and gal-

lantry, up against a world of mishap. (Ah,

but here is a world of more than mishap, a

world of colossal evil, and he can't just walk

away from it, over the horizon, swinging his

cane, to some new adventure). There are

the same tumbledown settings, obviously

just painted scenery. The same story-book

girl, the object of his shy adoration. There

are old gags, bobbing up like old friends.

with some new twist to them perhaps but

bringing the same old laugh. All of the bar-

ber episodes are much as Charley has always

been, slithering along on the fine edge be-

tween the funny and the sad, but always

safely funny. From the prologue in the Old
War (it might have been something out of

Shoulder Anns), through the barbershop

days when Hynkel forgot the Jews for a bit,

till his escape from the prison camp in the

uniform that made him mistaken for the

Phooey, the picture might have been made
before talk came to the films—it is, in truth,

a lot like an early talkie.

But without talk Chaplin couldn't have

been Hynkel. The gods in their wisdom made
Chaplin hit upon a make-up from his earliest

clays that destined him to be the inevitable

parody of Hitler in appearance, but some-

thing even higher in the right ordering of

things bestowed on him the gift to conceive

and utter the astonishing, devastating speech

that spurts from his lips when he is Hitler
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vocal. Every move of his as the dictator is

absurd enough to be funny, and sharp

enough to be a cutting exposure of some
trait in the Fuehrer's mania, but the bitterest

venom of his characterization comes out in

the indescribable jargon, utterly untranslat-

able yet completely understandable, which is

the utterance of Hynkel in his greatest furies,

and which is certainly one of the most re-

markable things that the talkies—or anything

else—has ever presented in the form of

speech.

The world-shadowing figure of Hitler

—

did you think it couldn't be brought down to

the dimensions of a movie screen, pinned

there to be laughed at, without lessening its

horror ? It can't be laughed away ? A mad-
man is no subject for farce? Take a look at

Chaplin's Hynkel—and after you've adjusted

it to what you expected, or hoped for, take

another look. You're likely to find that

Chaplin's genius, working subtly and art-

fully, has burned up to its greatest creation in

this—not caricature—portrait. That it can

be laughed at is perhaps useful : it puts this

titanic demon into some proportion with

other men, a creature that somehow, some

time, can be swept aside.

The bit of plot in the picture landed Chap-
lin, the author, in a situation that just

couldn't be resolved. When the little per-

secuted barber had to appear in the dictator's

place before the world, what was there for

him to do ? Anything but a bombshell would
fall flat. The only bombshell was for the

picture to gather itself together—all its mean-

ing and purpose—and speak straight out in

the voice of Chaplin as the man who made
it all. It may not seem in the character of

the barber—it is emphatically in the character

of the whole picture. What seems to so many
an artistic aberration, and perhaps not the

most eloquent oration ever uttered, is ma3'be

the most useful thing about the film : and cer-

tainl)' Chaplin made this film not merely to

amuse, but to stir. In that speech Chariot

—

Charley the little man—really found his

voice, and millions of people will know the

meaning of it.

It is easy to find technical shortcomings in

The Great Dictator, in which it

doesn't line up with the stream-lined slick-

ness of continuity, photographv, sets, lesser

characters, that have become a commonplace
in our studios. As a job of picture-making

Chaplin has been content to do things just

about as he has always done them. He has

been himself, but with a further reach. And
his grasp has equalled his reach. What other

man in motion pictures has put so much
time, so much money, so many gifts, into the

sincerest expression he could achieve of what
he feels about the most important thing in

the world today? That will be remembered
long after all the other pictures of this year

have been forgotten. J.S.H.

{Rated Exceptional)

The Long Voyage Home
Adapted by Dudley Xicliols from four short plays

by Eugene O'Neill, directed by John Ford, photo-

graphed by Gregg Toland, musical score by
Richard Hageman. Produced by Argosy Corpora-
tion, presented by Walter Wanger, distributed by
United Artists.

The Cast
Ole Olson ..John Wayne
Driscoll .....Thomas Mitchell
Smitfy Ian Hunter
Yank , _ _ _ IVard Bond
Cocky Barry Fitzgerald
Donkey Man _ Arthur Shields
Axel - John Oualcn
Davis — _ _ .....Joseph Saz^ycr
Captain _ JJ'ilfred Lazvson
First Mate Cyril McLaglcn
Second Mate Douglas Walton
Limchouse Crimp I. M. Kerrigan
Freda _ _ Mildred Xatzvick

Joe _ Billy Bcvan
Scotty _ David Hughes
Tropical Woman _ _ Rafaela Ottiano

Bumboat Girl ..Carmen Morales
Bumboat Girl Carmen D'.-lntonio

BACK in the days when Eugene O'Xeill

had a middle initial and was writing

little one-act plays instead of week-long

chronicles, he did four short sea pieces about

a British tramp steamer, the Glencairn, not

particularly connected except in having the

same characters in them all, the men of the

ship's crew. In "The ]Moon of the Cari-

bees" the ship was at anchor in a West In-

dian harbor on a moonlight night, some na-

tive women were allowed aboard to sell fruit

and they brought rum hidden in their bas-

kets—there was drinking and dancing and

fighting till the women were thrown off the

boat by the ship's officers, and a man named
Smittv had emerged as someone different
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The coming of the airplanes in "The Long Voyage Home"

from his crew-mates, with some secret he

was trying to forget in drink. In "Bound

East for Cardifif". was a man named Yank
dying of broken ribs that had punctured his

lungs, and as he died he talked with his pal

DriscoU about the place he had always

wanted to settle down in, far inland away
from the sea. In "In the Zone" the ship was

stealing throvigh mine-infested waters (this

was in 1915) and some innocent but puzzHng

doings of Smitty got him suspected of being

a spy, till his bunk-mates got hold of some

old letters of his and found out the secret,

and the tragedy, of his life. In "The Long
Voyage Home" the crew was ashore, and a

young Swede named Oley was leaving the

sea to go back to his old mother and the farm

in Sweden, but was shanghaied on to another

ship.

Sketchy material, with not much of the

stuff of ordinary drama in it, but the kind of

thing that John Ford can put his teeth and
his heart into. He has had the help of his

best collaborator, Dudley Nichols, to whip

these rather talky plays into something

really cinematic, and Gregg Toland's vivid

camera to catch it for the screen.

It would be hard to say whether there is

any definite drama in this inconclusive tale

of homeless men on a ship : is the spell of the

sea so strong that they can never escape it,

though they are always dreaming of settling

down in the homes they left or the homes
they hope to find, or is there some weakness

in themselves they can never shake off that

keeps them always roaming, in one ship or

another, like vagabond flying Dutchmen?
Dudley Nichols has done some clever contriv-

ing to knit episodes together and build up

peaks of interest and tension, but the story

drifts instead of heading for a definite

harbor : chance, however exciting the at-

tendant details, is the final disposer of what-

ever ultimate outcomes there are, and the

voyage, for most of the men, is all to be made
over again—and yet again. Without Oley,
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without Smitty, without Drisc, but essentially

always the same.

But there is a rare lot of characters aboard

the Glencairn, and whatever end they come
to it is their daily lives that give this picture

its unusual c]uality. Down in the focsle, on

wave-swept decks, wherever they are caught,

there's color to them, and real blood in them.

Thomas Mitchell, John Wayne, Ward Bond,

and those three Irishmen Ford uses whenever

he can, Fitzgerald- Shields and Kerrigan

—

they're the right actor stuff for the rough

but sentimental fellows that always come out

so vividly under Ford's direction. Their

fights and loyalties and tempers and easy

tears fill up a day-to-day life that is vigor-

ously human. Other people come in : the

officers (and the Captain, done by Wilfred

Lawson, is another staunchly acted charac-

ter) ; the tropical women who point up briefly

the woman-less world of these men at sea ; the

sinister figures in the port, creeping out of

dark places to prey on the paid-off sailors.

But it is the men of the focsle, whom we
know only by nicknames, so different and so

alike, who make the ship alive, and its voyage

irteresting.

Ford always appears to like getting away

from conventional stories, and every so often

he does it by telling a story without any

M'omen in it. There was Men Without

Women, and Tlie Lost Patrol. In this kind

of story he always goes back more noticeably

to movie fundamentals : action to look at, sup-

plemented wherever it is effective by sound

but with never any more talk than the needs

of plot or the expression of character require.

For Ford learned his mastery before the

sound-track came in, and when he does a pic-

ture for the love of it rather than as an as-

signment, he instinctively makes the camera

the chief instrument of his picture-making.

Rated Exceptional J.S.H.

A draiiiotic iiioiiiciif in "They Kiiczi' What They Wanted'
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They Knew What They
Wanted

Adapted by Robert Ardrey from Sidney Hozv-

ar.d's play, directed by Garson Kanin, photographed

by Harry Stradling, musical score by Alfred Nczv-

man. Produced for RKO-Radio by Erich Pominer,

distributed by RKO-Radio.

The Cast

Amy Carole Lombard
Tony Charles Laughton

Joe William. Gargan
The Doctor - Harry Carey

Father McKee - - Frank Fay
Mildred Janet Fox
The R.F.D - Joe Bernard

Ah Gee Lee Tung-Foo
Red Karl Maiden
The Photographer Victor Killian

THIS play of Sidney Howard's (in its

day it won a Pulitzer prize, which then

made it a desirable movie property)

has been put on the screen twice before, but

never before under its own title, and never

before with such a straight-forward treat-

ment of what gave it its real dramatic

strength on the stage. There's a sex prob-

lem in it, which is probably what made the

former versions of it dodge and detour, and

here is proof that if sex is going to be treated

seriously it is better to treat it honestly : it's

not so likely, treated that way, to be exag-

gerated out of all proportion to other im-

portant things. Treated that way it escapes

the spuriousness of steamed-up romanticism,

and it escapes the comic leer and innuendo.

Being honest about its subject, it's outside

the interest and curiosity of immature peo-

ple. This is a mature picture, and an un-

usual one.

Unusual because it takes the humanness

of c|uite simple people and keeps it warm
and hearty and even gay through some pretty

shattering troubles. It makes big people

out of these little people, by making them

avoid old-fashioned tragedy through grow-

ing to see new values. It takes sin that is

usually treated theatrically and cleans it up

through heightened force of character and

increased spiritual insight.

This all sounds pretty solemn, if not

stuffy, but there is no other way of indicat-

ing how different They Knew What They
Wanted is from the ordinary motion pic-

ture both in what it handles and how it

handles it. The picture is neither solemn

nor stulfy.

There's a fat, down-to-earth, jolly Italian

grape-grower in the California vineyard

country who goes to San Francisco for a

holiday, and in a cheap restaurant he sees a

I^retty girl he wants to marry. But he is too

shy even to try to get acquainted with her.

So he goes home and, because he can't write

himself, gets his slightly more literate fore-

man to write a proposal of marriage to her.

The girl is a waitress, tired of drudgery and

a hopeless life of dreariness, who wants a

home and security. She is even willing to

marry, sight unseen, for that, with every

honest intention of being a good and loyal

wife. But before giving her final "Yes" she

asks Tony for his photograph, and Tony is

so scared his looks will spoil everything

that he sends her, instead of his own, a pic-

ture of Joe the foreman. Joe is good-looking

enough to give the girl a feeling of heart-

interest in the purely business matter she is

entering into. Her final "Yes" is given with

enthusiasm—she is getting what she wanted

with romance added unto it.

So sex comes into it. Joe is a casual but

hot-natured Lothario, used to taking his fun

where he finds it, who doesn't let friendship

interfere too much with his fun, and when
he meets the girl at the station and, mistak-

ing him naturally enough for the man she

is going to marry, she shows how ready she

is to fall in love with him, his natural in-

stincts flare up. The girl is humiliated by

the realization of her mistake, and the result

of it, but Tony's jubilation over his coming

marriage has led him to exhul^erant celebra-

tion and reckless show'ing ofl^, resulting in

falling off a roof and breaking a couple of

legs—miraculously not his neck. So she

can't run away as she wants to, ashamed of

herself, disgusted with Joe, and all her fine

dreams of a nice home spoiled. Not till

Tony is on his way to recovery. And his

insistent demands to get married uncover

everything. The respect and growing love

for Tony that comes to her makes it more
impossible than ever to deceive him. So we
have the wronged man, the sinning woman,
and the lover just slightly on the villainous

side—a pretty conventional theatrical situa-

tion. But does Othello wind it up with an
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orgy of killings? No, it is all settled quite

sensibly, by an understanding padre and

Tony's unquenchable good-heartedness. Amy
does go away, but there's no doubt she will

come back, they will be married, Tony will

have what he wanted and she will have a

better husband than she ever thought she

wanted. Passion is put in its place in rela-

tion to more lasting affections, and one night

of love—that old high-spot of the sex movies

—isn't allowed to "inflame a whole lifetime.

It is Garson Kanin's hand that keeps all

this on a convincing level with an individual

style of his own, constantly warming it with

human qualities, lightening it with humor
and gayety, getting to the bottom of things

without over-emphasis. It is the most seri-

ous picture he has made, and it shows that

his range is much wider, and loftier, than

mere comedy or sentiment. You won't find

any better directorial handling, from the

mass movement with all its by-play of Tony's

fiesta to the searching, revealing moments of

characters confronting themselves. He has

made a new Carole Lombard, a new Frank

Fay, almost a new Charles Laughton. Prob-

ably no director can keep Laughton from

acting at top pitch, and for a lot of people

that is over-acting. In spite of his man-

aging, amazingly, to be Italian.

Inevitably there is something flat and

down-letting in the ending of the picture.

Probably because we are conditioned to

something snappier and more definite in

dramatic endings. It leaves a feeling, too,

that some issue of action has been obscured

in a high flight of words. But how could it

have been more logical, or more moral ?

{Rated Honorable Mention) J. S. H.

Heritage
(Aux Jardins de Murcie)

Adapted by Marcel Gras and Max Joly from the

classic Spanish drama "Maria del Carmen" by
Feliu y Codina, directed by Marcel Gras, photo-

graphed by Nicola Hayer and Marius Roger, music

by Jean Poueigh and Allan Small. Produced by
Marcel Gras, distributed by French Films Import
Co., Inc.

The cast

Maria Juanita Montenegro
Pencho Vital

Xavier Hubert Prclicr

Domingo : Marcel Delaitrc

Fuensantica Annette Doric
The Doctor Georges Mauloy

HERITAGE has a refreshing newness

about it, a welcome addition to the

noted gallery of European landscapes

the foreign film has already presented. It is

not an important film, realh^ although it

shows signs of becoming an al:)Sorbing docu-

ment of Spanish peasantry under the yoke of

a tightening vise that was to lead to the

chaos and ultimate calamity of 1936.

It begins as a vivid panorama of the rich,

crusty soil baking slowly into sterility under

a constantly blazing sun ; the tillers are un-

happy because the water supply allotted them

will not properly nourish the priceless earth,

and rebellion is in the offing when rich land-

owners are suspected of diverting part of the

precious stream to their own uses. The focal

point is the gaunt, blanched young farmer,

popular with everyone, who has cultivated

his bit of land lovingly. With any kind of

luck at all, its rich abundance will buy him

more, and she who loves him would marry

him albeit she is coveted by the richest land-

owner's vmhappy son. The two suitors are

already enemies, but this flares abruptly into

violent hatred when the lover, suspicious of

the acute water shortage, discovers the un-

wanted suitor stopping the flow and stealing

the water. High up in the lonely dark hills

there is a fight to a finish, with thief appar-

ently killed suddenly and unexpectedly.

Fearful, the farmer runs off, but his rival is

not dead : a stiletto-like implement, recogniz-

able as the farmer's, is found on the scene by

the boy's father. Hovering between life and

death, he is nursed back to seeming good

health by the girl as a family friend, but his

father can see that desire for her is what has

brought him back to life. Despite her be-

ing another man's woman, the father is

determined to save his son at all costs and

produces the weapon he found, demanding

she marry his son in exchange for it. Ulti-

mately, the son finds out he can never recover

from his injury and the film ends as the

lovers escape in the opposite direction while

the doomed man, disguised as the other, lures

the police into chasing him to a mountaintop

where they kill him, as he runs from ambush,

believing him to be the farmer.

Unfortunately, from the episode of the
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The girl and her hvo suitors against the Spanish background of "Heritage."

fight, the colorful background begins to fade

and the film settles into a rather commonplace

complication involving four personalities

alone, and while it never becomes altogether

static, it takes on more and more of the

aspects of a movie situation. That it never

quite looks that way is due to the actual

Spanish locale, the entire cast and crew hav-

ing gone to Spain on location and, according

to report, finishing their work only two days

before the outbreak of the war ; to the equally

authentic Spanish types that rarely reach our

screens, certainly not en masse; and to some
notable touches devised by director Marcel

Gras, formerly assistant to Pagnol. There

are suggestions of Pagnol in the development

and inter-relation of the three male charac-

ters, but they remain just that ; there is no

attempt at analysis ; but in tlie earlier

sequences, striving to broaden the canvas and

make his people puppets of a social diagram,

Gras indicates a fluency of scene that Pagnol

often lacks and which, developed throughout,

might easily have produced an exceptional

film. It still remains quite superior to the

usual competent film of the day, with its dif-

ference in scene and pace and unlike anything

seen for many a moon except, perhaps, the

results of Eisenstein's sojourn into Mexico:

Thunder Over Mexico and Time In The
Sun.

Rated Honorable Mention J. McA.

Selected Pictures Guide
(^Continued from page 2)

f =i=GREAT DICTATOR, THE—See Exceptional
Photoplays Dept., page 10.

f GREAT PROEILE, THE—John Barrymore.
Mary Beth Hughes, Gregory Ratof¥. Original
screen story by Mihon Sperling and Hilary
Lynn. Directed by Walter Lang. A matinee
idol who is past his best days is induced to

play the lead in a soulful drama, sponsored by
a wealthy business man who is in love with the

authoress. How he tears her tragedy into

shreds and puts it over as a comedy hit is told

briskly and amusingly. The whole thing, of

course, is written for Barrymore, who sup-
plies most of the entertainment. 20th Century-

Fox.
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m *HERITAGE (Aux Jardins de Murcie)—See
Exceptional Photoplays Dept., page 16.

f HIT PARADE OF 1941, THE—Kenny Baker,

Frances Langford, Hugh Herbert, Mary
Boland. Original screen story by Bradford

Ropes, F. Hugh Herbert and Maurice Leo.

Directed by John H. Auer. A musical replete

with fashion show, television, singing, dancing

and Kenny Baker. Miss Boland and Hugh
Herbert are up to their usual antics, she as the

owner of a department store and he as the

owner of a radio station. Mr. Baker manages

the latter and thg romance with charm and

tunefulness. The picture ends with a fairly

large musical ensemble. Republic.

f *HOWARDS OF VIRGINIA, THE—Gary
Grant, Martha Scott, Sir Cedric Hardwicke.
Based on the novel, "The Tree of Liberty" by
Elizabeth Page. Directed by Frank Lloyd. The
beginning of American liberty as it involved

the lives of a Virginia backwoodsman and his

marriage with an aristocratic girl from the

colonial capitol at Williamsburg. The events

and principles of the Revolution are closely

interwoven with the Howard family. A hand-

some and careful production, with stirring and

moving episodes, in which Jefferson and Pat-

rick Henry bear a part. Vivid as history, and

Gary Grant and Martha Scott excellent in the

personal drama. Recommended for schools,

libraries and church use. Referred to the Com-
mittee on Exceptional Photoplays. Columbia.

f *KNUTE ROCKNE—Pat O'Brien, Gale Page,
Ronald Reagan. Original screen story by
Robert Buckner. Directed by Lloyd Bacon. An
exceptionally fine biographical study of the

famous football coach. Throughout, the picture

maintains a warmth that is never out of taste.

Pat O'Brien looks surprisingly like the original

of his character and turns in an excellent job

of acting. The settings, church ceremonies and
the football shots are beautifully realized. The
music is exceptional ; the humor satisfying ; and
the pace never flags. It's a football movie be-

sides, that doesn't forget colleges are also seats

of learning. Recommended for schools and

libraries. Warner Bros.

fj LITTLE BIT OF HEAVEN, A—Gloria Jean.
Original screen story by Grover Jones.
Directed by Andrew Marton. A charming
little story of a poor girl who rises to fame and
fortune on the radio, only to find that money
doesn't always bring happiness. Universal.

m *LONG VOYAGE HOME, THE—See Excep-
tional Photoplays Dept. page 12.

f NIGHT TRAIN—Margaret Lockwood, Rex
Harrison. Original screen story by Gordon
Wellesely. Directed by Carol Reed. An ex-
citing story of the present war. The English
secret service sends a young man to Germany
disguised as a German officer to help free an
English scientist and his daughter who are
being held by the Germans. Perhaps a bit

improbable but still interesting. (English

f *NORTH WEST MOUNTED POLICE—
Gary Cooper, Madeleine Carroll. Original
screen story by Alan Le May, Jesse Lasky Jr.

and C. Gardner Sullivan. Directed by Cecil

B. DeMille. A super-western done in Techni-
color. The story deals with the war between
the North West Mounted Police and the half

breeds, who resent the coming of law and
order to Canada. The story is interesting, the
acting outstanding and the entire production
lavishly done. Paramount.

f POWER AND THE LAND—Commentary by
Stephen Vincent Benet. Directed by Joris

Ivens. A documentary film describing the ef-

fects of rural electrification on the lives and
work of a typical farming family in Ohio. Mag-
nificent photography and subtle direction have
created out of ordinary farm chores and farm
people a picture as moving in rhythm, color and
lyricism as a tone-poem. It is a government
film telling country people how to get electric

power. Recommended for schools and libraries.

RKO Radio.

fj *SPRING PARADE—Deanna Durbin, Robert
Cummings. Original screen story by Ernst
Marischka. Directed by Henry Koster. A
light and pleasing story of old Vienna during
the reign of Emperor Franz Josef. Ilonka, a
young peasant girl, finds romance and adventure
in the beautiful city of Vienna. The pictures

move rapidly in cadence with the lovely

Viennese waltzes. Miss Durbin is at her best

as the unsophisticated little country girl.

Universal.

m *THEY KNEW WHAT THEY W'ANTED—
See Exceptional Photoplays Dept

,
page 15.

fj THIEF OF BAGDAD—Conrad \'eidt, Sabu,
June Duprez. Original screen story by Lejos
Biro. Directed by Ludwig Berger and Michael
Powell. An Arabian fantasy from the well
known "Thousand and One Nights" done in a
lavish manner in technicolor. The adventures
of a small boy. United Artsist.

f THIRD FINGER, LEFT HAND—Alyrna
Loy, Melvyn Douglas, Lee Bowman. Original

screen story by Lionel Houser. Directed by
Robert Z. Leonard. An attractive and clever

woman who thinks that by having a mythical
husband she is more secure in her job as a

magazine editor, gets into complications when
a man comes along she really wants to marry.

Original in idea and situations, with manj'

laughs. Metro-Goldwyn-^Mayer.

f TOO MANY GIRLS—Lucille Ball, Richard
Carlson, Desi Arnaz, Eddie Bracken. Based
on the stage play of the same name. Directed

by George Abbott. An amusing comedy with a

small western college as background for music
and dancing. RKO Radio.

f TUGBOAT ANNIE SAILS AGAIN—Alar-

jorie Rambeau, Alan Hale, Ronald Reagan.
Based on characters created by Norman Reilly

Rains in Saturday Evening Post stories. Di-

rected by Lewis Seller. A sentimental and
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amusing story. Tugboat Annie tries to avoid

being retired as senior captain because of

alleged incompetence, and comes through with

flying colors. There is a slight love theme that

Ronald Reagan handles well, a good many
laughs and a nice line of snappy dialogue.

W arner Bros.

fj UNDER TEXAS SKIES—The Three Mes-
quiteers—Original screen story by Anthony
Coldewey. Directed by George Sherman. A
lively western, without novelty in theme and
content but liriskly directed and constructed

well enough to raise it above the average of this

type of picture. Republic.

f WESTERNER, THE—Gary Cooper, Walter
Brennan, Doris Davenport. Original screen

story by Stuart Lake. Directed by William
Wyler. Unusual in characterization, plot and
pace—which though tense in effect is often slow

in movement—this story of the violent struggle

between entrenched cattlemen and incoming-

homesteaders in early Texas is full of fas-

cinating detail and stout American humor. A
tough l.iut romantic judge whose idealization

of Lily Langtry gets a town named after her,

heads the lawless cattlemen whom Cooper
defeats with craft and amusing cunning. There
is an attractive and convincing heroine. United

Artists.

f --^'WORLD IN FLAMES—An excellent docu-
mentary film reviewing world events for the

past ten years. Historically interesting and
efTective as promoting preparedness. Recom-
mended for schools and libraries. Paramount.

f YOUNG BILL HICKOK—Roy Rogers,

Original screen story by Norton S. Parker and
Olive Cooper. Directed by Joseph Kane. An
above average western romanticizing the ad-

ventures of Hickok in foiling the schemes of

foreign agents in the West during the last

year of the Civil War. Raids, murders and
holdups are nicely lightened by cowlioy songs

and a not overstressed love interest. Republic.

SHORT SUBJECTS
Informationals

f BOWLING FOR STPJKES (Ed Thorgersen's
Sports)—^The art of bowling is demon-strated in
the hands of experts. 20th Centiirv-Fox.

f CAVALCADE OF SAN FRANCISCO (Fitzpat-
rick Travel-talk)—A bit about San Francisco

—

liut mostly a pageant of one of the shows in the
San Francisco Fair. Metro-Goldwyn-Maver.

fj FAMOUS MOVIE DOGS (Color Pai'ade)—How
dogs are trained for movie parts. Interesting
and amusing; fine for children's inatinees. Vita-
phone.

f FISHING IN HAWAII (Sport Thrills)—A travel
film featuring aspects of native fishing by spear,
hook and net. Columbia,

fj FOOTBALL HIGHLIGHTS (Hollywood Novel-
ties)—Knute Rockne's teachings and how they
ai-e followed at Notre Dame. Most interesting-
slow-motion studies. Vitaphone.

f FITLLBLOD—The training of thoroughbreds in
a Swedish racing stable. Full of handsome
horses. (Swedish language) Scandinavian Talk-
ing- Pictures.

f INFORMATION PLEASE NO. 2 (.second series)—^The "human encyclopaedias" with Ruth Gor-
don as a guest and very witty she is. RKO
Radio.

f .JONKEPING—An interesting study of a famous
Swedish match town and its surrounding
countiyside. (Swedish language) Scandinavian
Talking Pictures.

f KENTUCIvY ROY.VLTY (Pathe Sportscope)—
Thoroughbieds, their home and education.
There are some delightful pictures of a baby
colt. RKO Radio.

f KRING ODENAS SLOTT—A fine old Swedish
castle, its gromids and lovely countryside.
(Swedish language) Scandinavian Talking Pic-
tures.

f LAND OF FLOWERS (Magic Carpet)—Beauti-
ful color scenes of Miami Beach and St. Aug-
ustine. Recommended for schools, libraries and
church use. 20th Century-Fox.

f *MARCH OF TIME NO. 1, THE (7th series)—
"Foreign Newsfronts"—An excellent summary
of the present war from the newspaperman's
angle and the trouble with news censorship.
Recommended for schools, libraries and
churches. RKO Radio.

f M.'VRCH OF TIME NO. 2, THE (7th series)—
"Britain's R. A. F."—A study of the British
air force in its struggle against German\'. Many
thrilling shots of air fights. RKO Radio.

f INIARCH OF TIME NO. 3, THE (7th series)—
"Mexico"—A dramatic sui-vey of the present
political and economic policies of our neighbor
Mexico, with emphasis on her future relations
with the United States. RKO Radio.

f MIDGET MOTOR MANIA—Various aspects of
auto racing in the midget car class. 20th
Centm->^-Fox.

fj *NATURE'S NURSERY (Paragraphic)—A most
amusing and entertaining picture of some ani-
mal babies with a wise old owl as commentator.
Paramoimt.

f SAVING STROKES (Sport Thrill)—Sam Snead
demonsti-ates his style on the golf course. Col-
mn Ilia.

r SERVICE WITH THE COLORS (Technicolor
Productions)—How a fresh rookie is broken in
to .Vrmy life. Vitaphone.

f SPORTING EVERGLADES, THE (Grantland
Rice Sportlight)—Fishing in the Florida Ever-
glades. Paramount.

f ITNUSU.VL OCCUPATIONS NO. 1—Strange
hobbies—the only woman lioot maker: making
toy houses out of match sticks; making pictures
by typewriter: the onl.v woman fire chief; a
well trained penguin. Paramount.

f WASHINGTON PARADE NO. 6—"Our National
Defense"—A survey of the present state of the
armed forces of the United States. Columbia.

f WITH TH:ESE weapons—A direct and ef-
fective informational film about syphilis, empha-
sizing how the disease can be cured and its
spread prevented. Sane and unsensational, it
is a useful film, for its purpose, made imder ex-
cellent auspices. Recommended for schools and
libraries. American Social Hygiene Association.

Musicals, Novelties and Serials

f ACQUITED BY^ THE SEA (Believe It Or Not—
Ripley)—It took the sinking of the Titanic to
vindicate a man who had been convicted and
served a prison term. 20th Century-Fox.

f COMMUNITY SING NO. 7—Concert of current
popular songs. Colimibia.

fj KING OF THE ROYAL IMOUNTED (Serial)
NOS. 4-10. Allan Lane. Based on the novel by
Zane Gre.v. Directed b.v William Witney and
John English. Further adventures of Sergeant
Kin.g and the Canadian Mounties in foiling plans
of enemy agents. Repuljlic.

f INIOMENTS OF CHARM OF 1941—Phil Spitalny
and his all gii'l orchestra. (Technicolor) Para-
mount.

Cartoons and Comedies
fj HOW WET IS MY OCEAN (Terry-Toon Color

Cai-toon)—The experiences of a pig who braves
the ocean waves and goes for a bath. 20th
Centm-y-Fox.

f LANDING OF THE PILGRIMS (Terry-Toon
Cartoon)—A coloi- cartoon treating the May-
flower and its passengers in burlesque fashion.
20th Century-Fox.

f WINDOW CLEANERS (Walt Disney Cartoon)—Donald Duck goes through the terrors of win-
dow washing on a skyscraper. RKO Radio.
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The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisor.v committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n.ay be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and

recommends the names of proposed new mem-
J

\ bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-
gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and Its best uses-

To encourage through open meetings, forums,
classes and other means, the stud.v of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate tlie attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions
$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone.

$1.00 in conjunction with the Magazine.

A listing of all publications and services is

\ available upon request.
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Selected Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of Review
as zvorthy of popular patronage in the theatres, ivith

an indication of the audience group suitability for

each picture. The choice of the pictures included is

based upon principles of selection developed through
long study of public preference as to ivhat consti-

tutes good screen entertainment. The consensus of

the Review Committee forms the basis for the re-

vieivs and audience recommendations of the pic-

tures. The Review Committee consists of approxi-

mately 300 trained members representative of

widely varied interests who volunteer their services.

Key to Audience Suitabilily

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for children

under 12.

*—Pictures especially worth seeing as above the

average "selected" picture.

f *ARIZONA—Jean Arthur, William HoUlen.
Based on the story by Clarence Budington
Kelland. Directed by Wesley Ruggles. An
unusually fine Western telling the story of

civilization coming to Tucson in vivid real-

istic terms. The film is a kind of artistic

triumph on the part of the director who re-

freshens time-honored Western material,
and in 'liis triumph the actors, cameramen,
and set designers iparticipate. Columbia.

f BITTER SWEET — Jeanette MacDonald,
Nelson Eddy. Based on the play by Noel
Coward. Directed by W. S. Van Dyke II.

The Technicolor is marvelous, particularly
in the last fifteen minutes of the film, and
the music, settings and the general produc-
tion are tops. Principals do what they do
in the usual way—and will be liked or
otherwise according to personal taste.

Metro-Goldwyn-Mayer.

f *BLACKOUT — Conrad Veidt. Original
screen story by Emeric Pressburger. Di-

rected by Michael Powell. A spy story that

keeps you on the edge of your seat. Veidt is

magnificent as the Danish sea captain and
is supported by an excellent cast, which in-

cluded a part of the British navy and per-

sonnel. The film is brisk in movement and
full of subtleties in direction and setting,

and the camera does a splendid job, espe-

cially on seascapes. (British production).
United Artists.

f BLONDIE PLAYS CUPID—Penny Single-
ton, Arthur Lake. Original screen story by
Karen de Wolf and Charles M. Brown. Di-

rected by Frank R. Strayer. To avoid the
terrors of the Fourth of July Blondie takes
her family to visit her aunt in the country,

much to the disgust of Dagwood and the
baby who are both partial to firecrackers.
Trains missed, aid given to an eloping
couple, a farmer with a shotgun added to
the peculiar traits of Blondie's spouse, off-

spring and dog make a very entertaining
comedy. Columbia.

fj CHARTER PILOT—Lloyd Nolan, Lynn
Bari.. Original screen story by J. Robert
Bren and Norman Houston. Directed by
Eugene Forde. The adventures of an ace
commercial pilot and his radio actress
heart-beat, establishing an air route in
Honduras. The owner of the rival air
line has a ;German laccent and very
inferior ethics. Snappy dialogue, Mr.
Nolan and a real radio serial plane flight
give this movie lots of thrills and merri-
ment. 20th Century-Fox

m DR. KILDARE'S CRISIS — Lew Ayres,
Lional Barrymore. Original screen story
story by Max Brand and Willis Goldbeck.
Directed by Harold S. Bucquet. Young
Doctor Kildare suspects his fiance's brother
of suffering from hereditary epilepsy, and
his fiance, fearing she may have the same
affliction, hesitates to risk marriage. The
wizard of the wheel-chair takes a hand, and
all is settled to everybody's satisfaction.
Metro Goldwyn-Mayer.

f EAST OF THE RIVER—John Garfield,
Brenda Marshall, Majorie Rambeau. Origi-
nal screen story by John Fante and Ross B.
Willis. Directed by Alfred E. Green. A
story of two boys brought up on the lower
East side under the same conditions, one
leaves home to lead a wild life, the other
makes good, and both fall in love with the
same girl. Warner Bros.

m*ESCAPE—Norma Shearer, Robert Taylor,
Conrad Veidt, Nazimova. Based on the
book by Ethel Vance. Directed by Mervyn
Le Roy. An excellent thrill film about the
escape of a famous actress from a German
concentration camp, photographed against
lovely sets of the Bavarian Alps. Suspense,
pathos, romance and heroism, beautifully
toned, are all present with fine acting, espe-
cially on the part of Philip Dorn and
Conrad Veidt. Metro-Goldwyn-Mayer.

f *FANTASIA— Walt Disney Productions.
(See Exceptional Photoplay Dept. page 11).

f HBNNES LILLA MAJESTAT (Her Little

Highness)—Sonja Wigert, Anders Henrik-
son. Based on the play by Karl Gerhard.
Directed by S. Bauman. A bright and amus-
ing story of a pampered society girl who
accidentally becomes interested in the work
of a young country clergyman. Her presence
at the parsonage occasions much gossip

—

but leads to real happiness when Cupid goes
into action. Good acting and effective photo-

(Continued on page 17)

Copyrig-ht, 1940, The National Board of Review of Motion Pictures, Inc.
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The November Conference

THE Board's Seventeenth Annual Con-

ference was held at the Hotel Penn-

sylvania in New York from November
14th to 16th, with "New Frontiers for Am-
erican Movies" as its theme. The change

from February appears to have been a pop-

ular one. The Conference opened with a

panel on community motion picture activi-

ties, under the Chairmanship of Mrs. Lewis

P. Addoms, of the Motion Picture Council

for Brooklyn, who arranged her program in

the form of a Year Book, to which contribu-

tions were made by Mrs. Frank A. Linzel of

Washington, Mrs. Richard M. McClure of

Chicago, Mrs. Arthur D. Kerwin of Detroit,

Mrs. W. G. Kerr of Pittsburgh, Mrs.

Richard K. Jones of Cleveland, Mrs. Leon-

ard Rogers of Columbus, Mr. Alvin A.

Gresens of Rochester, Mrs. Seth Talcott of

New York, Mrs. Mary I. Baker of Jackson-

ville, Mrs. Charles W. Swift of Elmira, Mrs.

Irma Erath of Staten Island, Mrs. Ralph
Forsyth of Rockville Center, and Mrs. J. A.

Yarbrough of Charlotte, N. C. Many other

communities were represented by the Confer-

ence Committee and the delegates in attend-

ance at the Conference.

On Thursday afternoon the delegates were

guests of Walt Disney at the first public

showing of his new film, Fantasia, at the

Broadway Theatre. In the evening came a

meeting with Dr. Thrasher's Motion Pic-

ture Course at New York University, where
Richard Griffith of the Museum of Modern
Art Film Library introduced presentations

of three documentary films, Joris Ivens'

Power and the Land^ Willard Van Dyke's

Valley Tozmi, and Paul Rotha's Tlie Face of

Britain.

Friday was given over to "The Movies as

Entertainment and as Education," with Dr.

Francis D. Tyson presiding in the morning

and Dr. Walter W. Pettit presiding in the

afternoon. In the morning Judge Stephen

S. Jackson spoke on "Movies and Juvenile

Delinquency," which is reprinted in later

pages of this magazine, along with Oliver T.

Griswold's talk on "Government Films."

Mrs. Ralph T. Edwards spoke on "'Children

and Movies," and Vyvyan Donner started a

discussion of how the films spread fashions

with the emphasis on "Styles are Serious,"

which was resumed in the afternoon by Ilka

Chase, who insisted "Fashions Can Be
Funny." Mr. Mark Starr talked about

"Adult Education Through the Movies,"

Virgil Thomson about "Composing for the

Movies," and Margaret Thorp about "The
Audience Discovers the Director."

Saturday morning came the Junior Ses-

sion, presided over by Dr. Frank Astor,

when Junior Reviewers and members of the

4-Star Clubs enacted, in the form of short

plays, typical meetings of their organizations

and showed movies of their own making.

Among the guests at the Twenty-sixth An-
nual Luncheon, Saturday, were Helen Craig,

Irina Baronova, Judge Jackson, Aaron Cop-
land, Luise Rainer, Dorothy Petersen, Lewis
Milestone, Hal Leroy, Victor Mature,

Vyvyan Donner and Walt Disney.

Mr. Disney, who insisted he couldn't
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make a speech though he proved, deHght-

fully, that he could, had said that he would

rather answer questions if they could be

given to him in advance. Some of his

answers—there was not time for all of them

—are highly interesting. As to whether

Fantasia might eventually be broken up into

parts to be shown separately, he said: "I do

not believe it would be possible to do that.

The equipment is so expensive it would be

impossible to install it in a theatre to show

just one subject. On top of that, I believe

Fantasia is best appreciated when it is pre-

sented on a program of its own. I believe

the audience is in an entirely different mood,

and I think it is very important that the pro-

gram be presented as we have presented it.

I am going to fight hard to keep this music

as it was planned and as it was created. The
quality may not be obvious to a lot of peo-

ple the first time, but I believe they will come
back a second time. The second time you

relax and really enjoy it because the music

that is coming from the screen is the greatest

music that has ever come from any screen.

If the public does not like the pictures they

can close their eyes and still go out satisfied

they have had their money's worth."

In reply to a question, "Do you think

ordinary human beings can ever go so well

in animated pictures as animals and fantastic

creatures?" Mr. Disney said: "That is a

challenge. That is something we cannot

avoid—there are so many things that de-

mand that we have human beings. I know
that at the present time we are more suc-

cessful with the little fantastic creatures be-

cause there isn't comparison. I have no in-

tention of trying to compete with human
beings, but it is necessary that we find a

way to picture human beings on the screen

when they are unavoidable. We are working

on that, and I feel sure that eventually we
will be able to make them as convincing as

anything else.

"Here is a question I would like to

answer : 'Do you consider scenes like those

in A Night on Bald Mountain, and in some
others, terrifying to children?' That is a

great problem, but I cannot design the pic-

tures for a certain age. They have to have

a very broad audience. I know there are

children who come into the theatre who I

feel are a little young for motion pictures of

any sort. I believe there is an age when the

slightest moving object will frighten a child.

"We have had to learn—we are learning.

I never thought that the big bad wolf would

be criticized—but I was criticized and con-

demned for frightening children with the big

bad wolf. The witch in Snou.' White—

I

tried to be very obvious with her. In fact,

we had our tongue in our cheek. We were

sort of kidding, in a way, but it fell flat

—

people took it seriously. If we were doing

Snozv White over we might do it differently.

"As to Night on Bald Mountain, I find

that this thrills and excites. I notice that chil-

dren in the audiences in New York are

thrilled and excited, but I really think they

are not terrified or frightened. It is the

brooms and Alickey Mouse in The Sorccre/s

Apprentice that has that frightening ef-

fect on children—they are afraid Mickey

will be hurt. What really affects them is

when someone they like is in danger. In

Bald Mountain there is no one they care

much about."

In concluding this conference on "New
Frontiers for American Movies" the follow-

ing resolutions were adopted

:

(1) WHEREAS: the Board's continuing

policy and purpose is to seek to bring to

attendance at the movies the large potential

audience of serious and discriminating Am-
erican citizens, who support high standards

in our communitv life,

BE IT RESOLVED: That specifically,

the Board further audience organization and

guidance, and film study, through extension

of its Motion Picture Councils set up

throughout the country, and

BE IT RESOLVED : That this improved

opinion be encouraged to endorse and sup-

port all superior films—including outstand-

ing work in the field of historical Americana

and films in the new area of stimulation of the

social behavior and idealism of our youth

—

and that new worthwhile pictures dealing

powerfully and artistically with challenging

social problems be included in our endorse-

ment.

(2) WHEREAS, an increasing number
of such superior and exceptional pictures

have been appearing on the screen, with

growing audience appreciation,
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BE IT RESOLVED : That the Board's

membership and friends gathered at the

Pennsylvania Hotel on November 16th offer

congratulations to the motion picture pro-

ducers for the fine films presented during

the past year, and direct public attention to

the high quality of this effort.

(3) WHEREAS, national unity and co-

ordination in effort for National Defense are

the order of the day,

BE IT RESOLVED: That the Confer-

ence fully endorse the program of Inter-

American Cultural Relations, and note with

satisfaction consideration of cooperation by

the Motion Picture Industry in forwarding

this significant development, as well as with

other vital phases of the whole National De-

fense Program.

(4) WHEREAS : the future of the screen

as art and education depends upon the inter-

est and discrimination of the young,

BE IT RESOLVED: That the Board
seek to stimulate everywhere the organiza-

tion of young students in the schools, as

illustrated by the constructive work of the

4-Star Clubs of greater New York City and
other communities, to study, understand and

do experimental work in the motion pictures

;

and that such creative effort be encouraged

in American institutions of higher learning.

(5) WHEREAS, the menace of undis-

criminating censorship public and private is

likely to be increased in time of national

stress,

BE IT RESOLVED : That the National

Board of Review of Motion Pictures reas-

sert its continued and downright support of

a free screen, and an untrammelled co-oper-

ative industry, enabled to break new ground

and reach new achievements.

AND BE IT RESOLVED: That the

Board again criticize specifically the inepti-

tude and lack of discernment of politically

motivated and incompetent State Boards of

Motion Picture Censorship, including par-

ticularly the Board of Censors of the Com-
monwealth of Pennsylvania, which, for illus-

tration, unwisely and without adequate public

explanation suppressed the important March
of Time film The Ramparts We Watch
for a period of some three months in arbi-

trary and bureaucratic fashion, characteristic

of such State Boards.

Signed :

Mary I. Baker, Motion Picture

Council of Jacksonville

Carrie F. Kerwin^ Motion Pic-

ture Council of Detroit

Eunice L. McClure, Better Films

Council of Chicago

Francis D. Tyson, of Pittsburgh

Movies and Juvenile Delinquency
By Judge Stephen S. Jackson

Tins talk teas deUvered by Judge Jackson,
recently appointed Director of the Bureau for
Prevention of Juvenile Delinquency, New Yo7-k

City, at the annual conference of the National
Board.

MAY I say to you, as a court expres-

sion, for the record, that I do not

come before you in any sense as an

expert in the field of motion pictures. I am
a Judge of the Domestic Relations Court,

and have been for the past six years.

The Domestic Relations Court of the City

of New York comprises the family court and

the children's court. It has been my duty,

in the past six years, to preside on approxi-

mately 20,000 hearings in the children's court

alone. That means 20,000 scenes enacted in

truth on a stage, a strange stage of life, the

children's court with a cast recruited from
the outposts of society in a teeming metro-

polis.

That means 20,000 scenes freighted with

drama, with pathos, and even tragedy, fre-

quently so stark in its realism that it could

never be presented on the stage or screen. If

some of these scenes were portrayed in the

moving picture, they would be dismissed as

too fantastic, as indeed much stranger than

fiction.

The important part of my experience, how-
ever, has been not the dramatic scene in the
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courtroom so much as the scene and the Hfe

scenario, if you will, behind that courtroom

scene.

It is prescribed in the children's court that

in every serious case of delinquency a com-

plete investigation be made portraying the

complete social background of the child, delv-

ing into the cause of why the child has come

into court. It was from a study of hundreds

of such records that the new Bureau for

Prevention of Delinquency was actually born.

As a result of these numerous glances and

studies into the lives of children, I formu-

lated a report beginning about a year ago

which was submitted to Mayor LaGuardia

last May at his request. As a result of it a

new bureau in this City was set up in the

children's court and I was put in charge of it.

The whole genesis and the whole modus oper-

andi of the new bureau is to seek out the

causes of delinquency and to strike at these

causes, to treat it from the bottom up.

One of the first programs that I inaugur-

ated in the new bureau was a dramatization

through means of the radio of those causes.

The early part of August we started a series

on the New York Municipal Broadcasting

Station, in which each week we dramatized

one of the outstanding causes for delin-

quency. We showed the courtroom scene.

We portrayed this difficult boy who had

gotten into some serious delinquency and

concerning whom the lay person might say,

"Well, he is a bad boy. He ought to be

punished and put away." We moved the boy

out of the scene and portrayed, dramatically,

that background of which I have spoken.

We pointed out each week one outstanding

and important feature of the background

which was wrong and which contributed to

the boy's difficulty.

In that series of broadcasts, the theme of

which was to better understand the delin-

quent, we drew on the greatest reservoir in

the world, perhaps, of human interest and of

real, actual experience in life, the children's

court in the City of New York, the largest

court of its kind in the world.

We hear very frequently the lay person,

experts in the field and professional people,

tell us that the whole problem of delinquency,

and crime or a great part of it, at least, is

due to the movies and the gangster pictures.

The lay people have not thought it out very

carefully, and it is a rather easy handle to

hook a difficult problem to.

Reiterating my opening observation, that

I do not purport to be an expert on moving
pictures, it is, however, my opinion that on

that count, at least, the moving pictures are

not guilty, certainly to the extent to which

the charge is made. I have not found in my
own experience that the sweeping charges of

the prevalence of delinquency is, to any con-

siderable degree, due to the unfavorable

gangster picture.

Not that we should be too complacent from

that observation. I read only last night in

the early edition of TJie Catholic Nezvs that

the Hierarchy have issued a statement that

there is a very lamentable retrogression in

the fine standards that had been made in re-

cent years under the code in the standard of

pictures.

We did find, in our study of causes of de-

linquency, a very striking and very common
situation which is important in the field of de-

linquency and is extremely important in its

relationship to children. Almost invariably

where we found a truant child, a run-away

child, and, in a good many instances where

children had stolen things, the money was
used to go to the movies. The run-away

child was found secluded in that sort of

security that he has in the darkness and

fantasy away from the world, as he thinks,

in the moving picture theatre. I have had a

case of a child who had gone to the movies

at the time they opened and staged there

until late at night, six days in the week.

I bring it out to show in a practical

way what we all know, the tremendous pull,

the tremendous attractiveness that the mov-
ing picture has for the child.

The moving picture as it is modernly pre-

sented has the greatest potential influence on
the mind and conduct of a child of any

secular agency in the community, without

question. The very susceptibility of the

child's mind, the atmosphere of the pictures,

the passiveness of the child into a reception

of the message, or of the theme of the movie,

—he is there at ease, his guard is down, he is

like wax, susceptible to the impressions being

made.

That is so true that it sets up a tremendous

responsibility, it seems to me. Psycholog-

ically we know it to be a fact that imagery is
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impressed on the imaginative memory of the

child with apparently little effect at the time,

but it is stored away there and may come

back at a latter time in association with a

situation to very strongly and forcibly acti-

vate the child's conduct.

I had contemplated work with a large

moving picture production concern on a sub-

ject that I was very deeply concerned with.

I had gone into the matter rather carefully

through certain channels that are not avail-

able generally to the public, and I had first

thought it was highly desirable that we might

make a film concerning an individual in the

community beside whom the kidnaper is a

gentleman. You might make a film to

arouse public interest and stir up some acti-

vity in the lassitude that seems to exist in

certain quarters, both among people gen-

erally and officials in some instances, con-

cerning the individual who makes his living

by peddling dope to children. That seemed

to me to be a very worthy objective.

The question of marihuana and its use

among school children is one that has given

public officials and those interested in delin-

quency quite some concern. I am happy to

say that recent observations, as nearly as I

can ascertain them, are that the practice is

not perhaps as widespread as we had feared.

In any event, after further study of the advis-

ability of such a film I decided that, desirable

as those objectives were, the medium was too

hazardous from the standpoint of just that

factor in the mind of a child. The day might

come when to a child, under the stress of cir-

cumstances, or in the emotional bravado of

seeking a thrill, that picture and that im-

agery might flash back, "What about trying

one of these marihuanas?"

That susceptibility of the child to influence

by the pictures is one that gives rise to a

serious challenge to all those who have any

part in influencing the type of picture that is

presented to children.

We must somewhat adjust our approach

to constitutional rights when we get down to

children. Every day you are exerting cer-

tain inhibitory regulations concerning your

child. Certainly you will not permit your

child to avail himself, or herself, of some of

the so-called magazines and literature that

are flooding the stands in many of our large

cities
;
you won't give your child free access

to liquor; you won't even let him eat too

much candy. The question of control as to

the practices of children is a far different one

than that of adults.

Since this is plain, ordinary, common
sense, and since the motion picture does

have this especial appeal to the child, it

seems to me that it is extremely important

that we direct ourselves even more vigor-

ously to guiding, controlling the type of pic-

ture that win be available for the child.

We get to the question of whether the

motion picture should have any responsibility

in the moral sphere. We are extremely

adverse to using the pictures for preachment

and as a substitute for a sermon, and rightly

so. But we cannot divorce, even in the en-

tertainment field, the drama entirely from

ethics and morality.

The drama purports to portray life, and

life is necessarily a struggle between good

and bad, right and wrong. Our drama in-

variably will represent the hero or the one

that is championing the right as the desir-

able. Even the tragedies of Shakespeare,

and those among the Greeks, in portraying

the very revolting scenes of murder por-

trayed them as things to be avoided.

Literature, which is the basic art of the

stage and the screen, has as its avowed pur-

pose arousing the noble emotions. So that

even in the so-called entertainment field there

is not only the responsibility of keeping

from the child the picture that will motivate

him to bad conduct, but there is the oppor-

tunity and, yes, the responsibility of giving

him the type of picture that will inspire him

to proper and right conduct.

Permit me to read a brief quotation. 'Tn

addition to aft'ording recreation, motion pic-

tures are able to arouse noble ideals of life,

to communicate valuable conceptions, to im-

part better knowledge of history and the

beauties of the fatherland and other coun-

tries, to present truth and virtue under at-

tractive forms, to create at least the flavor of

understanding among nations, social classes

and races, to champion the cause of justice,

to give new life to the claims of virtue, to

contribute positively to the genius of a just

social order in the world."

Those words were written by one who
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knew quite a bit about moral conduct and

who knew a surprising lot about the motion

picture industry. He wrote a little pamphlet

which is formally called an Encyclical. These

are the words of the late Pope Pius XL I

would recommend this Encyclical as an ex-

tremely interesting and forceful document

on the subject that we are discussing.

It is my belief, however, that we cannot

undertake to influence even in the enter-

tainment field, pictures toward right con-

duct without some basic, fundamental guides

and norms in that guidance. We cannot use

some vague platitudinous concept of cultural

attainment as any kind of a thorough-going

norm. We cannot use some subjective scale

which may change with the customs, or with

the attitude of those who are carrying out

this guidance.

Suicide, murder, a lie, beastiality, they can

never be right no matter how many people

might vote for them, no matter how many
people might think they are right. And the

ideals of sacrifice, of love of country, of

tolerance, of respect for authority, or re-

spect for the proper administration of law, of

respect for parents, are necessarily basic and

immutable and certainly cornerstones that

should guide us, in my opinion, in any at-

tempt to inspire motion pictures or their

direction and production in the proper

channels.

I should like to talk to you more especially,

however, concerning the educational film.

Here, again, we are immediately met with the

objection on the part of some that the films

should not be pedagogic and used for teach-

ing purposes. That is a fallacy and a

slander, somewhat, to pedagogy.

One of the basic principles of pedagogy

is that teaching should be interesting. I have

taught both children and adults for many
years, but one of the most striking examples

of the need of interest was when I used to

give instructions to deaf mutes in the sign

language many years ago. For every sign,

of course, whatever the information that is

conveyed, must be gotten by the children

through their eyes. Just as soon as I would

see some youngster in the back looking

down and fiddling with his fingers I knew
he was not getting a thing, he could not.

The necessity of keeping the interest, the

necessity of keeping the pupil's live, active

attention, is a basic consideration in pedagogy

and teaching, and no medium, no matter how
much ingenuity or personal attractiveness or

careful, interesting preparation—no medium
concededly has the ability to catch and con-

tinue the interest of the child as the moving
pictures have.

When this bureau of which I am in charge

was set up. Mayor LaGuardia, in a radio

address outlining its function, discussed the

cjuestion of moving pictures as an aid to the

prevention of delinquency. He specifically

called upon the industry to meet the oppor-

tunity that they had in making a major con-

tribution in this field.

Since the bureau has been set up I have

been attempting to have at least four or five

motion pictures produced for presentation to

children in the schools. As a part of the

plan of operation of this bureau we have

elicited the complete cooperation, certainly on

the part of those at the head, of the system of

education in our program generally.

I do feel that the use of the motion picture

in education has not advanced in our city

—

and I say this without criticism of any one

concerned—to the extent that it should, or

perhaps to the extent that it has in other

cities. But, if I could get the pictures I am
pretty confident that I could get them shown

to the children.

From the experience that I spoke of in the

background of hundreds of cases. I have

selected some—and there are many more

—

specific types of delinquencies that are suffi-

ciently common to warrant treatment.

Take the case of vandalism in the schools.

In the year 1939 in the City of New York

there were 126,698 panes of glass broken,

mostly by children. The cost for materials

and replacement because of destruction of

property in the school system was $161,941

in one year.

However, the cost factor is perhaps the

least important one, because in this destruc-

tion of school property, in this turning on

the instrument which is built for the child, to

give him an idea and an experience in good

citizenship, we see a very serious challenge

to how far good citizenship, perhaps, is being

taught in the schools. Of course, this

represents still a small majority of the chil--
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dren. Nevertheless, it occurred to me that

the proper place to attack this problem is in

the schools.

I have drawn up material for a scenario

that would portra}' the experience of the

early settlers hewing the wood and drawing

the water and building a school, a rustic,

rural school; and then to show the magni-

ficent achievements that have been attained

in our school system in the modern school.

Then to portray these children who, through

no sacrifice or effort of their own, have these

schools available, and then, in turn, attempt

as some of them have, to demolish them.

That is especially, to my mind, unfortunate

at this time when all of us realize the im-

portance of the school as a defense to the

serious threat to democracy.

I have also material for such subjects as

stolen cars, false alarms and the usefulness

of proper recreation in the prevention of

delinquency.

So far, we have been unable to have these

pictures produced because it calls for expen-

diture of money. I would like very much to

have you consider in your session in what

ways that very important field might be

covered.

I would like, also, in closing, to express

what I said at the outset, that there is a

grave responsibility in the moving picture

field, not only in the prevention of delin-

quency but in the development of character,

citizenship and the courageous moral stamina

of our children, who will be our citizens of

tomorrow.

Government Departmental Films
By Oliver T. Griswold

As representative of the U. S. Deimrtment of
Agriculture, Rural Electrification Administra-
tion, Mr. Griswold gave this talk at the Board
conference.

I
HAVE been told that very few people

have an overall view of what the govern-

ment is doing in making motion pictures.

That is not at all surprising. There is, at

the moment, no central organization respon-

sible for making them and no one person,

as far as I know, who could give you the

whole story, no more than any one could tell

you all about the printing that is going on in

the government.

I spent almost two solid hours the other

day trying to get myself up on the latest in

film making. I talked with nine different

people. That may sound confused but it

makes sense because the government organi-

zations use films for certain purposes, just

as they use the printing office.

The Department of Agriculture, for ex-

ample, which, by the way, is the oldest gov-

ernmental film making miit in the world, has

made some 700 pictures. Last year they

made some 4,000 shipments, released 14 new
pictures. But these were not for theatre au-

diences, they were released almost entirely on

16 mm. through the Agricultural Extension

Educational program, through the State Col-

leges of Agriculture, and, in turn, to County

Agents, vocational agricultural classes, and

so forth.

Similarly, the Bureau of Mines has been,

for 25 years, making 16 mm. pictures. The
topics there, which total 85, are like the story

of copper, the story of aluminum, and the

difference in the method of making them is

really one of financing. The industries, like

copper, aluminum, petroleum and so on, pay

for the films. They go to trade schools and

technical schools.

Some of the other departments have a few

films : Interior, Commerce, Bureau of Fish-

eries, U. S. Public Health Service and

Coast Guard. But in the main they are of a

technical nature designed to instruct an au-

dience with a special limited point of view

toward the subject matter.

That is an old history. It is not a whole lot

of film making compared with Hollywood.

The interesting thing for you, I believe,

will be the large amount of that technical

film which is requested by the schools. I da
not know the answer on that, but I believt-

it is because there is so little good film,

primarily designed for school audiences—that

schools, in eft'ect, will use anything they can
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get their hands on whether it is designed for

them or not. I would hke to know the facts

on that myself.

My particular job with the government

has been working in the distribution and

publicizing primarily of documentary films.

I came into the picture in connection with

the one called TJie River. It was the most

successful government film, the most suc-

cessful documentary film so far in this coun-

try, from the point "of view of distribution.

It was shown in 5150 theatres. This would

not have happened except for the support and

backing of your groups and similar organi-

zations. We are very grateful.

I am currently working on the distribu-

tion of a picture called Power and the

Land. That is going to be handled in about

the same way as The River.

This film making by the government is

definitely here to stay. It has a history of a

little more than 25 years. This year it will

see some new additions. The Signal Corps

of the United States Army, which is respon-

sible for the production of training films, is

going to expand its use of films on small arms,

ordnance, first aid, and so on—definitely not

for the theatre, also. A great many of the

pictures will be made on the West Coast in

the studios.

Mr. John Hay Whitney, representing the

Office for Coordination of Commercial and

Cultural Relations between the American

Republics, is either still in Hollywood or has

just returned from making contacts with the

films producing organizations with regard to

pictures on that program.

I doubt if there will be any federal film

production unit, but rather the films will be

produced in connection with the program by

the regular producing companies in Holly-

wood. The Department of Interior has

$12,000 to put Portuguese and Spanish

sound tracks on some of the federal pictures

dealing with natural resources. Those will

be sent to South America in connection with

the cultural relations program.

I think more interesting is the fact that

this year there are five films designed for

the theatre which are in sight. Pozuer and
the Land, which is completed, is being cur-

rently released by RKO-Radio Pictures. A
22-minute picture, produced by the U. S.

Maritime Cominission in connection with the

defense program, containing information on
internal problems, domestic problems, deal-

ing with national defense, has just been com-
pleted. It is part of the educational program
of the Maritime Commission to train mer-
chant marine sailors. It is a very interesting

picture and has some lovely shots in explan-

ation of that old sailing vessel, the Joseph

Conrad.

There is a picture called Power jor De-
fense, a single reel picture which is now be-

ing recorded and probably will be ready in a

week or ten days. That deals with the Ten-

nessee Valley electric power development and
its use in the manufacture of defense pro-

ducts, like aluminum and other metals, that

come out of the Valley.

There is a short picture called Hydro,
about the Bonneville Dam, the Western
power project, that has been made by the

project itself. It is a two-reel picture, but

has been designed for the theatre.

I think all of us who have anything to do

with documentary films will be glad to know
that Robert Flaherty, the dean of all docu-

mentary producers, who made such pictures

as Tabu, Elephant Boy, and a number of

other excellent films, is now making a pic-

ture for the Agricultural Adjustment Ad-
ministration, which is to be a six-reel picture.

It won't be done before January 1st, but I

have great hopes for it. It will be a 'portrait

of agricultural America, something of the

history, something of the causes of the agri-

cultural problems which are of national con-

cern, and, I believe, some suggestions for

solutions. I think you can look for some-

thing very interesting there. I do not know
of a more lovable, or more competent person

in the field than Bob Flaherty.

The point of view of the government film

making units is certainly not one that com-

petes with the Hollywood point of view.

Films are made for educational purposes. W^e

have seen only a few of them dealing with

problems of national interest, problems of

wide enough interest to warrant the very

considerable expenditure that movie making

requires. We have been dealing in terms

of $20,000, $30,000 for a film, which is not

(Continued on page 17)



Exceptional Photoplays
Tlvis department seeks to indaide all photoplays of

outstanding merit in the artistic development of

the screen, with the object of bringi-ng such pic-

tures to the attention of discriminating readers,

under the headings of Exceptional and Honorable

Mention. The opinions of a committee composed

of trained students amd critics of the screen are

combined in a'n impartial review which aims to

convey a comprehensive idea of the picture, cov-

ering both its excellencies and defects.

SECRETAKY AND EDITOR, James Shelley Hamilton

COMMITTEE
J. K. Pauldixg, Chairman

Dorothy Chamberlain Robert Giroux Reginald T. Kennedy Rup.sell Potter
Nigel Dennis Richard Griffith John A. McAndrew John B. Turner
Otis Ferguson Henry Hart Mary B. Miller Frank Ward

Hattie S. Heymann Frances Taylor Patterson

Fantasia

Produced by Walt Disney, 7nusic conducted
hy Leopold Stokowski and played by the Phila-

delphia Orchestra. Commentator, Deems Taylor;
2)roduction supervisor, Ben Sharpsteen; story
directors, Joe Grant and Dick Huemer; musical
director, Edward H. Plumb ; musical film editor,

Stephen Csillag; recording, William E. Garity.

C. 0. Slyfield and J. N.. A. Hatokins. Fantasound
recorded by RCA and reproduced by specially

designed RCA iFantasound theatre equipment
developed in collaboration ivith the Walt Disney
Studio. . Photographed dn Multiplane Techni-
color.

Program
Toccata and Fugue in D Minor

Johann Sebastian Bach
The Nutcracker Suite. Piotr Ilich Tchaikovsky
The Sorcerer's Apprentice Paul Dukas
Rite of Spring Igor Stravinsky
The Pastoral Symphony .Ludicig van Beethoven
Dance of the Hours Amilcare Ponchielli
Night on Bald Mountain. Modeste Moussorgsky
Ave Maria Franz Schubert

IN
spite of unevenness and some fairly dis-

tressing lapses of taste Fantasia is a de-

lightful production. There are times when
you may grow weary (not to use a stronger

word) watching Leopold Stokowski on the

highest podium in the world—and he appears

again and again, close up and at a distance,

in a nimbus of Technicolor—but when Dis-

ney's pictures come on the screen the only

evidence that the Maestro is still with us is

in the superb direction of the musical scores.

Perhaps it won't do any harm to stress

the point that Fantasia is an orchestra con-

cert, that the pieces played govern not only

the visual artist but the constrviction of the

film. Otherwise it is impossible to evaluate

it as a motion picture. For instance, it has

no unity, dramatic or modal ; its component

parts are as distinct from one another as can-

vases lined up side by side in a gallery, or,

more aptly, as the numbers in a ballet con-

cert. To such a work it is useless to apply

the ordinary rules of the cinema. Each part

must be judged on its own merits ; the excel-

lence of the whole film depends on the pre-

ponderence of excellent units in it. The
framework of conductor, commentator and

orchestra, for all its possible charm, is an

obvious mechanical device to afford the only

unity that a picture like Fantasia could have.

The question has arisen : will Fantasia be

broken up and the mdividual parts be shown
separately? Mr. Disney says he doesn't

want this to happen. The reason he gives is

personal—even sentimental—and one can

sympathize or differ with him only on

equally personal grounds. This is all rather

academic but is important in that it suggests

the point of view from which Fantasia should

be criticized. It is not a cinema, it is a series

of cinemas, each drawing its inspiration,

mood and action from a distinct musical

work unrelated to the others in period, au-

thorship and nationality, not to mention the

intrinsic differences of mood and form. Mr.
Disney's work reflects this distinctness : the

setting, action and characters of any one

cartoon do not occur in any of the others.

There is some talk that treating serious

music in this fashion is well nigh desecration.

As I suggested above the nearest thing to

Fantasia as an art form is the ballet, the only

essential difference is that one is performed

by human beings and the other by cartoon

characters. The rest is the same : fanciful

scenery, choreographic action, rhythmic

movement, fantastic plot and unreal and
theatrical color. In answer to those who are
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horrified at the liberties Disney has taken it

can be said that they should view with equal

indignation the Ballet Russe which for years

has used Brahms, Beethoven, Tchaikovsky

and a host of other great and lesser masters

to provide the musical bases of its inventions.

Disney has done no more and has created as

delightful a product.

The faults in Fantasia, considering the

music used, are remarkably few, and these

are inherent in the Unequal excellence of his

designs and the compositions, several of

which are of overpowering greatness. For

one man with unvar}-ing success to match in

his concepts the works of eight accepted mas-

ters is beyond expectation. The marvel is

that he succeeds as well as he does. In the

Bach and Schubert pieces the film falls

pretty low. The "Toccata and Fugue" is a

mighty aftair musically ; the integrated

cartoon is decidedly less than mighty. Be-

ginning with naturalistic shots of parts of the

orchestra (not forgetting i\Ir. Stokowski) as

they are heard playing, it passes into sur-

realistic impressions of such things as the tops

of fiddle bows darting about like fish and

finally into abstract patterns and formalized

natural forms skittering about the screen as

one or another part of the orchestra takes up

the voices of the fugue. Some of these are

impressive enough at the moment you see

them with their own loveliness of movement,

color and form, but others, like the for-

malized snow crystals sweeping down a dark

blue field are unfortunate in recalling the

design on a package of Jack Frost sugar,,

or a sky-writing airplane. Altogether the

Bach number is a trivial jumble of styles.

The style of the "Ave IMaria" is satisfac-

tory enough, but it suffers from the misuse

of the music, the triteness and lack of clarity

of the designs and the hopelessness of Holly-

wood in dealing with a religious theme. Its

implied preachment for our time, similar in

intent to the finale of The Great Dictator,

without the apparent reason that Qiaplin

had, led Disney into intolerable artistic blun-

ders. To begin with, the Schubert piece is a

solo song, not a chorale, and it was set to

the poem of Scott, which for reasons best

known to Hollywood was forsaken for a

potpourri of bible-like phrases about the

"Prince of Peace" etc,, that were not even

justified by clarity. The cartoon to this

thingamajig depicted a procession carrying

lights, presumably of nuns or monks with

lighted candles, that might as well have been

Chinese lanterns. This was bad enough, but

the crowning blow was linking up the Schu-

bert song with IMoussorgsky's "Xight on

Bald Mountain" by a succession of chords.

Not even Deems Taylor, commenting on the

forces of evil as contrasted with ultimate

good, could justify that. It wasn't contrast, it

was a collision, and the cleverness of the

sound, swinging the voices of the choir to

different parts of the house, could not save

it from being an artistic calamity.

Now the worst things have been said, and

I can concentrate on the really pleasant parts

of Fantasia. The charm of the pictures

synchronised with the "Pastoral Symphony"
quite cancels out their inadequacy for the

music. You are not very conscious of the

music ; most of your attention is concentrated

on the' wonderful creatures that Disney takes

from classic legend and sets gamboling to the

Beethoven score. There are tiny unicorns

that prance like puppies ; the majestic

Pegasus and his exquisite wife, happily pro-

A^ded with children ; Bacchus on a little buck-

toothed donkey as tipsy as his master ; fauns

a-piping(one a colored creature with a "hair-

do" like Topsy's ) ; and clouds of pink cupids

working very hard to further romance.

There is Zeus amusing himself with a twi-

light blitz-krieg on poor rain-drenched

Bacchus ; there is Evening bringing darkness

and sleep to the world, and a lovely Diana

shooting stars into the sky from the bow of a

sickle moon. In its humor and beauty this

cartoon justifies the use of a Beethoven score.

The centaurs are the single unfortunate ele-

ment. Disnev has not yet mastered the

problem of drawing young men.

The power of "The Rite of Spring"

grows for the most part from the music.

Here is evolved in terrifying sequences life

from its first throbbing to the death of the

dinosaurs. A great many of the pictures

are rather like postal cards, but syn-

chronized to the crash and rhythms of

Stravinsky's score, they have terrifying

effect. Interest becomes vivid when the

monsters appear. There are beautiful com-

positions of the astounding creatures feeding
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and swimming in the marshes ; there is terror

in the swooping of pteridactyls from the

cHi¥s, and fear in the monumental battle of

Tyrannisaurus Rex. Finally death comes to

these mighty creatures through drought and

starvation; perhaps few things can be more

pathetic than their hopeless march across the

plains in search of food, dropping ofif one by

one into final extinction. There are great

moments in "The Rite of Spring" and

deeper emotions are invoked by it than by

any of the other seven compositions.

Disney has set a "Walpurgisnacht" to

Moussorgsky's "Night on Bald Mountain"
;

the dead rising from their graves, witches

astride broomsticks, grotesc|ue demons flying

to the monstrous figure of Satan who has

summoned them to the mountain for an

obscene revel. One is apt to be worn out by

this time and not capable of being too im-

pressed by the Old Boy for all his malevolent

handsomeness and fine bat wings. Somehow
the thing just misses, although Disney has

done an impressive job; perhaps its fading

into the "Ave Maria" to point up the tri-

umph of good over evil leaves one a trifle

embarrased and unsatisfied.

The most successful pieces in Fantasia are

the "Nut Cracker Suite," "The Dance of the

Hours" and "The Sorcerer's Apprentice"

;

in none of these did the cartoon fall appre-

ciably below the mvisic. Disney's charm and

fantasy, his humor, wit and satire, are ex-

quisitely balanced with the compositions. The
fairies enchanting the leaves and flowers with

dew, color and frost, freeing" milkwood

spores, stilling the brooks with ice ; the three

long lashed goldfish dancing in the shimmer

of their transparent tails ; the Chinese mush-

rooms ; the blossoms whirling like ballerinas

;
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the spirited dance of the thistles and orchids

—these were storybook visions of inefifable

charm and grace that beautifully reflected the

music that inspired them.

The "Sorcerer's Apprentice," of course,

was perfect for Disney's medium ; in it he

had a ready-made scenario and in his im-

mortal Mickey an ideal hero. The story as

told by picture and sound is as close to per-

fection as Disney is likely to come. Shy, gay,

adventurous ^lickey enacts the legend mag-
nificently, slyly poking fun at Stokowski's

peculiar conducting as he directs from a

podium-like point of vantage the labors of

the enchanted broom.

An equal felicity attends "The Dance of

the Hours." For this Disney reser^-ed his

most rollicking satire; the ostrich ballerinas

in pink ballet shoes and Degas stances, the

timid, mischievous elephants, the exquisitely

dainty hippopotamus and her entourage, the

]\Iephistophilean alligators and the shatter-

ing finale that literally brought down the

house. This is unmalicious caricature at a

very high pitch indeed.

As a production Fantasia is de luxe. With
few exceptions the Technicolor is appro-

priate and gorgeous, the sound is the best

ever (particularly its capacity to come from

different parts of the screen), and Disney's

invention has never been surer or more
imaginative. But except for the sound there

is no essential novelty in either its concep-

tion or mechanics. As far back as 1929

Disney integrated music with balletesque

cartoons in TJie Skeleton Dance; since then

other cartoonists have done similar things

and the technicians have added color and

sound. Fantasia is the most ambitious ex-

ploitation of all these devices. Whether this

kind of thing will be made in large quanti-

ties is a moot question because of the enor-

mous expense involved and the elabor-

ateness of the equipment needed, but as

far as the art of entertainment is con-

cerned the cinema has made the vast advance

of bringing the older arts of the dance and the

marionette into the movie theatre as a main

feature. It is an economic question, not an

artistic one, whether it remains there or

not.

(Rated Exceptional) Arthur Beach

Power and the Land
Directed liy Joris Ivens. commentary by

Stephen Vincent Benet. music by Douglas
Moore., photography by Floyd Crosby and
Arthur Ornitz, narrated by William P. Adams,
script by Edicin Locke. Musical director Fritz
Mahler, produced for the Rural Electrification
Administration, United States Depa'rtment of
Agriculture.

The Cast

The William Parkinson Family and other
members of the Belmont Electric Coopera-

tive, St. Clairsville, Ohio.

VERY soon after Fozver and the Land
was finished, the news came that it

was to be distributed nationally by

RKO — the first documentary picture to

reach so far since Lorentz's The River. Just

how joyful this news was is difficult to con-

vey to the casual follower of the movies. ]Most

documentary films are seen in the luxury

projection rooms of the elect, and if anyone

else sees or hears of them it is—or has been

—a matter of accident. About Foiver and

tlie Land, one feels that it had to go beyond

the charmed circle. Xot because a major

company decided to distribute, but because

it is the film it is, it was destined to reach

the largest audience of all, the one that loves

the movies.

For this is Joris Ivens' first film that is

really about America. The Spanish Earth

and 'The 400,000,000 were directed to .Am-

erican audiences, and passionately attempted

to enlist their sympathies for interests which

Ivens felt to be indentified with their own,

but both films dealt with the furthest exten-

sions of these interests and what they said

was a little strange to their audiences. The
onlv strangeness in Power and the Land is

that Ivens, a Dutchman four years in this

country, has come closer to America than

any native has yet managed. From the open-

ing to the closing shot of this film, there is

a familiarity to everything that happens that

reaches the city-dweller as deeply as the

farmer.

This is partly because it is all good func-

tioning movie; because every shot and se-

quence tells the story of farm life in terms of

jobs to be done and needs to be met. Maybe
}-ou never saw a cow or a cornstalk, but if

you are familiar with the pattern the movies
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In the Parkinson household before the coming of electricity.

at their best derive from life, you know how
the Parkinson family make their Hving and

what they get out of it all. This happens

partly because of Iven's great initial sym-

pathy with plain people, and even more

through what he has learned in thirteen

years of itinerant film-making. His first

films were abstractions after the avant-garde,

but even before the golden twenties were

over he had become interested in life as peo-

ple ordinarily live it, and had begun to film

that life wherever it presented pictures to his

camera's eye. Since then he had made
movies in Russia, in Holland and Belgium,

Spain, China, and now the U. S. Like many
of our documentary people, he started out

with theories of the film, but whatever these

theories were, they have been humanized

—

brought to the human level—by so much con-

tact with people.

This process, which is just beginning for

most workers in his field, now has reached

its perfection with Ivens. There is nothing

in Pozver and the Land which savors at all of

the abstract. The lovely shot of horses

nuzzling each other in a misty field at early

morning might in another's film be arty sym-

bolism ; here it is used, as is everything, to

give the quality of a first-hand experience to

a pattern of life which much of America has

forgotten. The Parkinson family works hard

to cultivate its little acres, and you feel with

them the strain and the satisfaction of that

work—feel both so hard that you want
badly to see them get electric power to

lighten the strain and increase the satisfac-

tion. Again because you are so much in the

picture, you feel that they must get it through

working together with their neighbors, form-

ing a cooperative in short. That the gov-

ernment, the REA, should enter into the

experience here is disturbing to many, of

course. One irate lady wrote on the back
of her ballot "Win With Willkie." Yet there

is nothing in the picture to suggest that the

Parkinsons get electricity through anyone's
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efforts but their own. Despite a statistical

sequence in the alien Lorentz manner, show-

ing the spread of rural electrification

throughout the countr)', you feel that the

triumphal finale, power for the Parkinsons, is

something the Parkinsons have brought

about under their own steam.

Alaybe that alien statistical sequence was

necessary to carry conviction to some of the

people at whom the film was directed.

Maybe the various technical disputes con-

cerning the value of the reaping sequence,

the pro and cons of Douglas Moore's music,

have to be decided one way or another for

the sake of the future of the documentary

film. But I cannot find it in me to be im-

pressed by these things. What matters to

me is the wholeness of this picture and the

unity of thought and feeling which exists be-

tween the film maker and the people he puts

on the screen. Many films try to teach

through argument and through the trickery

of movie magic, but you don't feel here that

Ivens is trying to put something over. In-

stead, you feel that there is so much the

film, so much to be learnt from it, that you

must watch again and again in order that

nothing shall escape. That feeling of im-

plicit wisdom is the newest of new departures

for the documentary film, so often strident

and unbelievable in the past. It comes be-

cause Ivens has not tried to persuade the

people to a doctrinal will. He has instead let

them speak through him with the lovely

voice of his genius for the moving picture.

Richard Griffith

(Rated Exccptionad)

Book Reviews
B. II'. Qrijfith: American Film Master. By

Iris Barry. Museum of Modern Art Film Library
Series. No. 1. Published by The Museum of
Modern Art, New York. Price $1.00

THIS handsome volume, small but ex-

traordinarily compact, appears in con-

junction with the excellent historical

exhibit of Griffith's work given by the

Museum of ]\Iodern Art Film Library.

Whatever may be done later in the way of a

more expansive Griffith biography, Miss

Barry's research and critical discrimination

have here laid a ground-work for it that it

would be reckless for any good biographer

to ignore.

The emphasis is naturally on Griffith's

work as a film-maker, those tremendous con-

tributions to the early growth of a fumbling

medium of expression and communication

that made him, as Miss Barry sums it up,

"one of the greatest and most original artists

of our time." Only those details of his pri-

vate life that most obviously influenced his

film-making career are sketched in, with such

hints of his character and temperament as

are also relevant to his work. His youth,

his first days with the old Biograph Studio

where he quickly emerged from mere actor

and story-writer to being a director with re-

volutionary and continually expanding ideas,

lead up, with a summary of his technical in-

novations, to the creation of Tlie Birth of a

Nation, which made not only film history

but entertainment history, for the whole

world. The peak of his career, in aim and
achievement, followed with Intolerance.

After that were more successes, but hardly

anything that was not a repetition in kind of

something he had done before, then gradually

a mere routine of commercial movie-making,

till the talkies came. His first sound-film,

Abraham Lincoln, carried the stamp of the

master, and that was ten years ago. Since

then he has receded into the realm of history.

Briefly but with all its essentials, Miss

Barry has outlined this history, which has

been illustrated with an abundance of reveal-

ing pictures. A very interesting supplemen-

tary note by Beaumont Newhall pays tribute

to G. W. Bitzer, the camera-man whose con-

tributions to the art of the motion picture are

inextricably interwoven with those of the

director with whom he worked so closely for

so many years. J. S. H.

Douglas Fairda^ilcs: The Making of a Screen
Character. By Alistair Cooke. Museum of

Modern Art Film Library Series No. 2. The
Museum of Modern Art, New York. Price $1.00.

KEEX-SIGHTED and knowing, this

essay on the steps through which a

Broadway juvenile comedian evolved

into one of the demi-gods of the post-war

world lights up with something like brilliance

an important niche in the fantastic galler}-

of movie history. The figure of Douglas
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Fairbanks, as it flickered upon the screens of

the whole globe, became one of the most

potent among the almost Olympian hierarchy

who held a universal sway over the mass

imagination and mass affections not so long

ago—the movie stars. When he went forth

among the peoples of different lands (and he

did a lot of traveling) he had all the glamor

of royalty combined with something as

supernatural as if he were a being from an-

other world. This because he moved, and

perfectly at home in it, in the aura that had

been created by his screen personality : the

personality world came to know as "Doug",

whatever part he played.

I\Ir. Cooke has traced this screen person-

ality back to the elements in Fairbanks' own
nature where it had its seeds, and subtly ob-

served and recorded how, in times when star-

dom was not such a product of calculation

and high-powered business methods as it is

now, those seeds grew in the sunshine of suc-

cess and popular adulation till they flowered

into the fabulous phenomenon that was the

Doug, of Zorro, Robin Hood, The Tliicf of

Bagdad and The Black Pirate. Such a

career is not possible any more—already it is

a part of screen mythology.

The volume contains also a chronological

outline of Frainbanks' life, and a chronol-

ogical list of the films in which he appeared,

with more factual material about production

details than one would have thought possible

in an industry where so little record of such

day-by-day matters has surv-ived.

This Film Library Series starts out as

something to look forward to—handsome, in-

teresting, informative and useful little vol-

umes. Moreover, they are likely to become

collectors' items. J.S.H.

THE editors of The March of Time, with

the cooperation of theatre managers

throughout the country have inaugurated a

new service known as ]\IOT's Topical Study

Guide. Each month a Guide is to be issued

based on the March of Time current release,

and local theatre managers will have copies

available when the film is shown.

Here is a timely and convenient aid for

the inclusion of current histon.^ in motion

picture study group programs.
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Government Films
{Cojitinued from page 10)

much in Hollywood terms. However, for

educational material it begins to add up.

Unless we can get these films on the screen

so that they are seen by millions of people,

so that the per capita cost of distributing

educational material gets down, it becomes a

little difficult. In other words, you take

$50,000 for The River, divide it by 50,000-

000 people, and you get down to what? A
cost of less than a mimeographed one-page

statement, which makes sense in the educa-

tional field as far as financing is concerned.

I have one of the most interesting jobs in

the government. I have the opportunity to

know what you feel about films and the use

of films for reporting governmental activities.

1 talk with distributors and I talk with ex-

hibitors. My personal feeling is that there

will be more and more of these films because

I understand that you believe in them, like

them, and think that thev are good things.

Exhibitors like them.

I made a survey after The River had been

shown and I could not find a single ex-

hibitor who did not think it was an excellent

picture. Some of them admitted that it

made them money.

I have that story to tell the distributors

from now on. I think the old idea that the

government is out to compete with screen

time and is going to run the industry ragged

with competition, is pretty well exploded.

Tlie Plow that Broke the Plains was toade

in 1936. Since then there has been The
River, The Fight for Life, Pozver and the

Land, and those other very short ones which

are just about to come out. 1 do not think

that that is going to be much competition.

Selected Pictures Guide
{Continued from page 2)

graphy help to make this flhn pleasing to

Swedish audiences. (English sub-titles).

Scandinavian Talking Pictures.

f HULLABALOO—Frank Morgan, Virginia
Grey, Dan Dailey, Jr., iBillie Burke. Based
on an idea by Bradford Ropes and Val Bur-
ton. Directed by Edwin L. Marin. A light
and amusing story of a ham actor who
breaks into radio. Frank Morgan does a
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very good imitation of Orsou Welles' scare
broadcast. Metro-Goldwyn-Mayer.

f JENNIE—Virginia Gilmore, William
Henry. Based on the story by Jane Eberle.
Directed by David Burton. Extreme
paternal domination of a family of grown
children is the problem tackled by the
heroine who has wed the oldest son. The
picture is slow and rather sentimental, but
the setting and cast are excellent. The
Prussian father is very well played by
Ludwig Stossel who for all his grimness
provides some of the most amusing scenes
in the film. 20th'Century-Fox.

f *LET GEORGE DO IT—George Forniby—
Original screen story by Angus MacPhail.
John Dighton. Basil Deardeu and Austin
Melford. Directed by Marcel Tarnel.
Hilarious comedy about espionage in Ber-
gen, Norway. By mistake a dumb banjo
player is shipped off to Bergen to act as a
British spy in the band of the chief Ger-
man operator. How he finds out the spot

he's in, how he gets the key to the enemy
code, how he is discovered and escapes, sup-

ply some of the funniest slapstick you're
likely to see. It's frankly propaganda but
with a delightful difference. (British pro-
duction). Film Alliance.

m LETTER, THE—Bette Davis. Herbert Mar-
shall. Based on the play by W. Somerset
Maugham. Directed by William Wyler.
The neurotic wife of a planter in the Brit-

ish Indies through jealousy murders her
lover and claims he attacked her. Her hus-
band and friends go to bat for her only to

discover at last her duplicity. It's a hand-
some production with plenty of suspense
and excellent acting, especially by James
Stephenson and Miss Davis. Warner Bros.

f LITTDE NELLIE KELLY—Judy Garland,
George Murphy. Based on the musical com-
edy by George M. Cohan. Directed by Nor-
man Taurog. A delightful musical with
excellent cast, tunes, direction and settings.

Only in a few spots does it slow up and
then only to let Miss Garland do her spe-

cialties, which won't bother those who like

what Judy has to offer. It's sentimental,
but then it's Irish. Mr. Murphy dances
and all told it's an enjoyable show. Metro-
Goldwyu-Mayer.

fj MAGIC IN MUSIC—Allan Jones, Susanna
Foster, Margaret Lindsay. Based on an
idea by Ann Ronell. Original screen story
by Andi'ew L. Stone and Robert Lively.
Directed by Andrew L. Stone. A story of a
musical camp where youthful musicians are
trained. Into this camp comes an ex-bur-
lesque singer who makes good because of

her marvelous voice. Susanna Foster may
become a second Deanna Durbin. Para-
mount.

f MARK OF ZORRO. THE—Tyrone Power,
Linda Darnell, Basil Rathbone. Based on
"The Curse of Capistrano" by Johnston
McCulley. Directed by Rouben Mamoulian.

Tyrone Power is no Douglas Frairbanks,
but then he doesn't try to be. He and
Miss Darnell make a very pretty pair on the
few occasions when they get together.

T'here is a really thrilling duel ending with
Basil Rathbone on the more unpleasant end
of a sword. But all in all, one way or
another, you'll be amused. The camera
work is tops. 20th Century-Fox.

f MELODY RANCH—Gene Autry, Jimmie
Durante. Ann Miller. Original screen story
by Jack Moffitt and F. Hugh Herbert. Di-
rected by Joseph Sautley. Gene, a radio
cowboy, in the big city, is chosen honorary
sheriff for a celebration in his hometown of

Torpedo. He goes only to find three bullies

in complete control of the place. He de-

cides to stay and run for sheriff and after
much gunplay cleans out the rascals.

Durante is his old self and very funny.
There's music, too, and more romance than,

usual. Republic.

f MURDER OVER NEW YORK—Sidney
Toler. Marjorie Weaver. Original screen
story by Lester Ziffren. Directed by Harry
Lachman. Charlie Chan versus plane sab-
oteurs, with usual interference run by his
son and dumbness furnished by local police,

all ironed out with a cost of only three mur-
ders by the patient and sententious wisdom
of ]\Ir. Chan. It's pleasantly exciting and
improbabilities are apt to stand out only
after the picture is over. 20th Century-Fox.

f ONE NIGHT IN THE TROPICS—Allan
Jones, Nancy Kelly, Robert Cummings,
Peggy Moran. Based on '"Love Insurance"
by Earl Derr Biggers. Directed by A.
Edward Sutherland. A romantic musical.
A young insurance salesman who will in-

sure anybody, loses out when he takes out a
love insurance policy for his best friend.

He gets the girl and his friend returns to
an ex-sweetheart. Comedy is supplied by
the radio team. Bud Abbott and Lou Cos-
tello. L'niversal.

f SANDY GETS HER MAN—Baby Sandy.
Stuart Erwin, Una Merkel. Edgar Ken-
nedy. Original screen story by Jane Storm
and Sy Bartlett. Directed by Otis Garrett
and Paul Smith. An amusing comedy of a
fireman and a policeman who are rivals for
the hand of a young widow and how her
small child Sandy solves her mother's prob-
lem as to which she will marry. Universal.

m SEVEN SINNERS—Marlene Dietrich, John.
Wayne. Original screen story by Ladislas
Fodor and Laslo Vadual. Directed b^' Tar
Garnett. A romance of the tropics. Bijou, a.

cafe singer falls in love with a naval lieu-

tenant, but gives him up for his career.
Universal.

f SO YOU WON'T TALK—Joe E. Brown.
Original screen story by Richard Flournoy..
Directed by Edward Sedgwick. A comedy,,
sometimes even a funny comedy, about an
absent-minded author-to-be and his spitting:

image, a newly released gangster. 0£
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course it all hinges on these characters be-

ing mistaken for each other with the ex-

pected complications and the equally ex-

pected happy conclusion. If you are a Joe
E. Brown enthusiast you can get two help-

lugs of him here. Columbia.

f Tlx PAN ALLEY—Alice Faye, Betty
Grable, Jack Oakie, John Payne. Based on
a story by Pamela Harris. Directed by
"Walter Lang. A pleasant story, with many
favorite songs of the period, about two bud-
ding" music publishers and two girls in a

vaudeville sister act, back in 1915. Their
careers meet with good and bad fortune and
with love complications, till the end of the

war brings a happy ending. Snappy lines,

swift pace, handsome sets and swell songs
make this a very enjoyable musical. 20th

Century-Fox.

f WEST OF PINTO BASIN—Ray Corrigan,
John King, Max Terhune. Original screen

story by Elmer Clifton. Directed by S.

Roy Luby. The hardy trio run into a vil-

lainous gang who have tied up the finances

of one of those towns by holding up all

stages bringing money in or out of the

place. Tlie citizenry are starved out of

their land and justice is pretty generally

corrupted. The Range Busters clear all

this up between songs, ventriloquism and
playful romance. Monogram.

f YOU'LL FIND OUT—Kay Kyser. Peter

Lorre, Helen Parrish, Kaj' Kyser's Orches-

tra. Original screen story by David Butler

and James Y. Kern. Directed by David But-
ler. A typical Kay Kyser musical full of non-
sense, and added to this spooks and spirits.

Amusing in spots, but pretty long. RKO
Radio.

SHORT SUBJECTS
Informationals

1" DOGS YOr .SELDOM SEE (Sports Parade)—

A

handsome color .«:hort exhibiting rare breeds in

the canine familv. Vitaplione.
f *EYES OF THE NAVY (Crime Does Not Pay

Serie.';)—Superb film of tlie training- of men for
tlie Naval Air force, made with the help of the
Navy and j;howing fine shots of air maneuvers.
:Metro-Goldwyn-:\Iayer.

r FLAG OF HF.M.VNITY—An historical short
based on the work, disappointments and . final

success of the founder of the Red Cross in

.\merica. Yitaphone.
f FLOATING ELEFH.VNTS (Cine.scopes)—Show-

ing the use of a lialloon liarrage in British de-
fense. Good shots of airplane fighting. Colum-
liia.

f FLY FISHING (Sports Parade)—Dick :\Iiller

shows the art of perfect fi.v casting. Vitaphone.
fj FOOTBALL THRILLS OF 1939 (Pete Smith

Specialty)—High spots in the big games of
irioH, witli good use of the stop camera to show
the various plavs. I\Ietro-Goldw\"n-iIaver.

f IXF0R:MATI0N please no. 3—The famous
radio pi'Ogram with the throe experts and their
guest of honoi-, Miss Alice Marble. RKO
Radio.

f LURE OF THE TROUT (Ed Thorgersen
Sport.-^—Ed Thorgersen with the help of ex-
cellent color photography and expert ll.v caster.-;

demonstrates the art of catching a trout for the
fun of it all. 20th Century-Fox.

f :\IARCH OP" TlilE NO. 4. THE (7th Series)—
"Arms and the ilan—L'.S.A"—An up-to-the-

minute survey of the progress of Uncle Sam's
lirst peace-time draft, emphasizing the ready
response of American \outh to the call to
duty and the plans being made for the co-
operation of industry- as a fiu'ther arm of de-
fense. RKO Radio.

f .MIRACLE OF SOUND—A visit to the sound
studio of ;Metro-Goldwyn-Mayer. Metro-
Goldwyn- Mayer.

f OLD DOMINION STATE — (Magic Carpet
Series;—A pleasant trip in Technicolor through
the more picturesiiue parts of Virginia. 20th
Centurv-Fox.

1 *OLD NEW :menicO (Fitzpatrick Traveltalk)
Travelogue in Technicolor through the more
picturesque parts of the state. Metro-Goldwyn-
Mayor.

f POPULAR science NO. 2—Making a sun
dial: kitchen gadgets; making phonograph rec-
ords. Paramoimt.

fj ^QUICKER -N A AYINK (Pete Smith Specialty)—A demonstration of the fastest camera in
the world, showing the slowest of slow motion.
.\Ietro-Goldwyn-:\Iayer.

fj SNOW FUN (Pathe Sportscope)—An exciting
account of water sports at Lake Placid, inclvid-
ing skiing, skating, jumping and bobsledding.
RKO Radio.

Ij SPORTSMAN'S PARTNER (Pathe Sportscope)
—Another interesting stud\- of bird dogs and how

the.\- are trained to be of great help in locating
the hiding places of quail and partridges and hi
retrieving the game after it has been shot. RKO
Radio.

f STRANGER THAN FICTION NO. S4—Expert
sling shot; how they dispose of old street cars;
miniature tug boat; a prisoner who becomes an
artist; Gus, a trained bird. Universal

f STRANG THAN FICTION NO. S5—Expert
^^ood carver; an ex- bank used as a home; a
strange clock; the only wonian river boat cap-
tain; a prisoner who l)uilds an organ. Universal

f STR.VNGER TH,\N FICTION NO. S6—A Jap-
anese typewriter; a new way to lower hfeboats;
what happens to a tree when it is planted up-
side down; a miniature city; a unique train; a
paralyzed boy who draws pictures with his
teeth. Universal.

f UTOPIA OF DEATH (Passing Parade Series)—A trip to the island of Tiburon off the coast of
Mexico whose inhabitants came there to find
Utopia and are now engaged in race suicide
Metro-Goldwj-n-Majer.

Musicals, Novelties and Serials
r JOE KEICHilAN AND HIS ORCHESTRA

(ilelody Masters.)—A concert of swing music.
Vitaphone.

f KING OF THE ROY'AL MOUNTED (Serial)
Nos. 11-12. The adventures of Sergeant King
and the Canadian Mounties draw to a close
with the foiling of enemy plans, and
the destroying of the submarine on which the
spies were making their escape. (See former
Guides for credit and svnoposis).

r RODEO DOUGH (MGM Miniatures)—Seeing
movie stars with humor at ^ Hollywood rodeo.
Metro-Goldwyn-- Mayer.

Cartoons and Comedies
f GALLOPIN" GALS (Color Cartoon)—Lady

horses being catt.\ and well dressed at a Derbv.
:\Ietro-Goldwvn-Maver.

fj GOOFY'S glider" (Walt Disney Cartoon)—
Goofy's attempts to master the the technique of
gliding provide laughs aplenty and earn for
himself a promising notch in Disney's cartoon
hall of fame. RKO Radio.

fj HOMELESS FLEA. THE—Color cartoon. What
happens to a flea that makes his home on a dog.
Clever and amusing. Metro-Goldwvn-Maver

fj MR. MOUSE TAKES A TRIP (Walt Disney
Cartoon)—Mickey Mouse and Pluto have their
troubles aboard a train. RKO Radio

fj SNEAK, SNOOP AND SNITCH (Animated An-
tics Cartoon)—The king's treasure chest is
stolen but there proves to be nothing in It.
Paramount.

f TANGLED TELEVISION (Color Rhapsodv)—
A color cartoon exploiting the wonders of tele-
vision amusingl.v. Cohimljla.

fj WALDO'S LAST STAND—Our Gang puts on a
floor show to sell lemonade. One of the better
Our Gang commedies. Metro-Goldwyn-:\rayer.
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The National Board of Review of Motion
Pictures is a citizen body, org'anized in 1909 by
the People's Institute of New York City as a
medium for reflecting intellig-ent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation In the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-

ture In developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. AH members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n.ay be carried either by the

producers or by the Review Committee itself

The Executive Committee is composed of

members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of

memliers, the expenditure of fimds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300

members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture

companies.

The Membership Committee supervises the
membership list of the Review Committee and

i
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and stXidents of the cinema
interested particularly In encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondents throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows

:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding fhe development of the motion
picture and Its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone.

$1.00 in conjunction with the Magazine.

A listing of all publications and services is

available upon request.
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Selected Pictures Guide
This department lists pictures selected by the

Revievj Committee of the National Board of Review
as ivorthy of popular patronage in the theatres, ivith

an indication of the audience group suitability for
each picture. The choice of the pictures included is

based upon principles of selection developed through
long study of public preference as to zuhat consti-

tutes good screen entertainment. The consensus of
the Revierv Committee forms the basis for the re-

views and audience recommendations of the pic-

tures. The Reviezv Committee consists of approxi-
mately 300 trained members representative of
widely varied interests'zvho volunteer their services.

Key to Audience Siiitahility

f—Family audience. Pictures recommended for

the family audience (12 years up),

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for childrcTi

under 12.

*—Pictures especially worth seeing as above the

average "selected" picture.

f BEHIND THE NEWS—Lloyd Nolan. Orig-
inal screen story by Dore Schary and Allen
Rivkin. Directed by Joseph Santley. The
crack reporter of a large paper has gone
cynical and spends his time drinking and
being frivolous, when the even tenor of his

ways is disturbed by the arrival of a cub
full of ideals and hero worship of what he
thinks the older man is. Tlie faith of the
cub finally converts his blase senior and be-

tween them both they clean up a nasty poli-

tically racket. A good yarn, well acted.
Republic.

1 BILLY THE KID S GUN JUSTICE—Bob
Steele. Original screen story by Tom Gib-
son. Directed by Peter Stewart. Billy and
his two companions save some home-
steaders from being swindled out of the
land they had bought from a crooked dealer
who had secured the property by murder-
ing the original owners. It's a good western
of the approved pattern and is well cast.

Producers.

i CHAD HANNA—Henry Fonda, Dorothy
Lamour, Linda Darnell. Based on the novel
by Walter D. Edmonds, and serialized in
the Saturday Evening Post under title "Red
Wheels Rolling." Directed by Henry King.
"Red Wheels Rolling" well describes this
bright and entertaining romantic drama
of circus life. The acting is excellent, espe-
cially that of Henry Fonda who plays the
role of a farm boy who runs away to join
the circus. The Technicolor is outstanding
and most appropriate to the gaudy trap-
pings of bygone circus days. 20th Century-
Fox.

f *COMRADE X—Clark Gable. Hedy Lamarr.
Based on an original story by Walter

Reisch. Directed by King Vidor. A rough-
and tumble comedy about an American cor-

respondent in Moscow who smuggles news
out under the title of "Comrade X." Under
threat of her father to expose him he is

maneuvered into taking out of the country
a pretty communist girl, who does not care
to be rescued. The complications that fol-

low, together with dialogue and background
are fast comedy. All 'round this is an ex-

cellent production and propaganda that is

funny and out-spoken. Metro-Goldwyn-
Mayer. See also Exceptional Photoplays
Dept., page 18.

f ELLERY QUEEN, MASTER DETECTIVE
—Ralph Ballamy, Margaret Lindsay. Based
on the detective stories by Manfred B. Lee
and Frederick Danney. Directed by Kurt
Neumann. A good mystery introducing the
smooth sleuthing of Bllery Queen. The
owner of a health school is found with his

throat cut and no weapon present. The
amateur detective goes to work and solves

the business, and incidentally gets himself
a pretty secretary. It's a logical and
amusing film. Columbia.

m ESCAPE TO GLORY—Pat O'Brien. Con-
stance Bennett. Original screen story by
P. J. Wolfson. Directed by John Brahm.
A group of oddly assorted passengers flee-

ing war-threatened England are on a Brit-

ish boat at sea when war is declared. They
are attacked by a submarine which dam-
ages their engine but they escape tem-
porarily in the fog. T'he film is full of

fine character acting and tense and exciting
episodes. Columbia.

f FLIGHT COMMAND—Robert Taylor, Ruth
Hussey. Based on the story by Commander
Harvey Haislip and John Sutherland. Di-

rected by Frank Borzage. The story of a
newly graduated flier who has been ordered
into a crack squadron of the Navy and
how he made good. There is a slight ro-

mantic interest injected, but the picture

deals for the most part with the men and
machines that constitute our naval fighting

force. The fiight photography is splendid
and thrilling, which we owe to the U. S.

Navy which provided the show. Metro-
Goldwyn-Mayer.

f GO WEST—T'he Three Marx Brothers.
Original screen story by Irving Brecher.
Directed by Edward Buzzell. The Marx
Brothers and the Old West meet with hilari-

ous results. They go to find their fortunes
and spend the time in their own peculiar

way aiding two young people to recover a
deed to land wanted by the railroad from
the local villain who had stolen it. Ex-
cellent slapstick with good tunes and a fine

production. Metro-Goldwyn-Mayer.

f HER FIRST ROMANCE—Edith Fellows.
Based on the story by Gene Stratton Porter.

(Continued on page 18)

Copyright, 1941, The National Board of Review of Motion Pictures, Inc.



e. 4

85403

National ]

M
Board (

A y—^ A r'TW TT T" 11

3F Review

Managing Editor

Bettina Gunczy

LAGAZINl
Editorial Staff

James Shelley Hamilton
Arthur Beach

Frances C. Barrett

Vol. XVI, Number 1. JANUARY 1941 20c a copy, $2.00 a year

This Coming Year

WHATEVER we are in politics,

world events are making our motion

picture producers isolationists to the

extent that the business they have to attend

to is pretty much here at home. Our own
audiences, being about all they can con-

veniently reach, are all they have to please.

With some adjustments to counter-balance

the shrinking or vanishing of old-world in-

come, they appear to be going ahead with

schedules as ambitious as ever, which will be

necessary to keep the theatres supplied with

attractive entertainment if the generally ex-

pected boom in earnings among their coun-

trymen makes more, or more frequent, movie-

goers. Unless the trade prophets are

whistling hopefully for their own morale,

we'll have plenty of movies this year, and

movies made chiefly for our own pleasure,

without too many bows, either complimen-

tary or conciliatory, to foreign consumers.

There's the consent-decree to put into

working order, and the results of it in pro-

duction and distribution still to be seen.

What it will mean to the public is all in the

future, with perhaps some disillusionment

among people who think their own private

complaints can be settled by legislation.

Other troubles are sure to spring up : the

picture industry has always been the whip-

ping boy for all sorts of dissatisfactions, and

though it isn't a boy any longer it's still one

of our most convenient scapegoats. The

congenital grandma never realizes when a

little boy has grown up. And the movies are

always at hand for anyone with an axe to

grind or to bury in something.

Already there are fiutterings, likely to fan

themselves into something more violent as

the danger of our being at war increases,

about propaganda. Along with other means

by which men express themselves the movies

may have to struggle for their freedom. But

we find it hard to believe that the excesses

of the last war will be repeated.

Each year is naturally a promise of the

year to come, and the pictures we had in

1940 are an assuring promise for 1941. In-

telligence and respect for intelligence exist

plentifully in Hollywood, and any howler

who denies it just doesn't get around much

among the movie theatres. Look at either

box-office or critics' polls for the last year,

compare the product of the American studios

with the product of any other industry that

depends on mass consumption to keep going,

and no reasonable person has any ground for

complaint. Whether The Grapes of Wrath

or Rebecca is the best, they are both good,

and they are not the only good ones. Or per-

haps a library or a museum is the place to

find what some people are after? If it is,

that's the place for them to go to, not a

motion picture theatre.
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Composing for the Movies
By Virgil Thomson

Mr. Thomson xcho gave this talk at the
National Board annual Conference, was the com-
poser of the music for "The River and ''The

Ploic That Broke the Plains." and is music critic

of the New York Herald Tribune.

IF
you will pardon me for being technical,

I think I shall be ver}- technical. Taking
for granted that the movies are the most

popular art form in the modern world, that

they are a present and potential power of

every kind of the most enormous nature, and
getting right on to the matter of writing

music for the movies and what the movies do

about music and what music does by and for

the movies, there is one thing that I want to

get out of the way first. I personally have

a passionate lack of interest in the dissemina-

tions of musical classics through the movies,

the gramophone, or any agency whatsoever.

I am not opposed to such dissemination. I

am not for such dissemination. It is a mat-

ter that leaves me completely indifferent.

Those things do get disseminated and it is

nice if you are on the receiving end of that

dissemination. If you are living in a small

town, or isolated community, it is nice to

have access to the cultural tradition in every

form. But the function of contemporary

music in the movies is a thing that interests

me a great deal more than that. I am a con-

temporary composer and I have an interest

involved.

I also think that movies have an interest

involved. For no matter how beautiful the

classics are, any contemporary work which is

decently or correctly executed is infinitely

more powerful and more immediate. An-
cient work is beautiful but not powerful.

^Modern work is always questionable as to

beauty. It has sharp qualities and unexpec-

tedness. But when it works it works so in-

credibly well that there cannot be anv pos-

sibility of commercial or even of high class

esthetic organizations making the choice of

contemporary rather than ancient work pro-

vided they can get good contemporary work.

Now, the problem of getting good con-

Copryright, 1941, Tyy Tirgil Thomson.

temporary music for the movies is a fairly

incidental problem. When human beings

work in large numbers at any kind of thing

in the world over a certain length of time,

they automatically get to be good at it. The
problem of quality always takes care of itself

if you have a certain number of intelligent

people working at the problem and a certain

number of intelligent people consuming the

product. The consumer-producer inter-

change of criticism, and pure technical critic-

ism and experiment from the inside, take care

of that. It has taken care of the movies so

far. The esthetic quality and human power

of the movie of today, the visual movie, com-

pared with that of 20 years and 30 years ago,

simply shows you what happens when they

keep at it long enough. As a matter of fact,

it has happened quite rapidly. The same
thing is happening in music. Of course the

actual integration of music and films dates

only from the commercial exploitation of the

sound film. That is about 10 or 12 years at

most. But already it works pretty well.

Xow, there are certain kinds of movies.

And here is where I am going to get techni-

cal about it. There are certain kinds of

movies, only about three or four kinds, and

you have to have a difirerent kind of music

for each.

The documentary film has never presented

any seriously difficult problem about musical

composition. All over the world producers

of documentary films have addressed them-

selves to what you might call high class art

composers who, in many cases, had no pre-

vious experience in working for the movies

at all. That kind of art workman is always

extremely difficult to handle in a medium
that is semi-commercial. But they have all

made extremely good scores without any

trouble whatsoever. The documentary film

needs only to be accompanied by continuous,

vaguely appropriate symphonic music. If it

has a commentary, the commentary can go

above the music and the music does not inter-

fere with it and it does not interfere with the

music. A certain amount of adjustment on
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the dials, as little as possible, I assure you,

is all that is necessary.

The comic movie is not very much more

difficult. All you need there is a lot of

gaity and a certain number of comic musical

effects timed to hit right on the nose certain

comic effects on the screen. The Walt

Disney kind of thing, the Silly Symphonies,

or the animated cartoons, Mickey Mouse, in

general give beautiful musical results on ac-

count of the hand-made quality and techni-

que. They do not require rehearsing be-

tween real actors and the music, and every-

thing can be made absolutely to conform with

everything else.

The esthetic of the animated cartoon is not

a new thing. So far as I can figure it out,

it is identical with that of the Marionette

theatre. Because it presents no new prob-

lems of an esthetic nature at all, the pro-

ducers of aniinated cartoons can produce

masterpiece after masterpiece. They hit the

nail on the head, I should say, probably 97

times out of 100, with a perfectly good and

real wow that pleases intellectuals and dumb-

bells and common people. Everybody loves

Mickey Mouse, everybody loves the Silly

Symphonies. They are beautifully executed

visually and are in conformity with the audi-

tive effects in an extremely interesting way,

rather better than, in many cases, the Rus-

sian Ballet, because they are dealing with

Marionettes that can be handled right on

the dot.

The resemblance to the Marionette

theatre is even carried to the point of the

use of falsified vocal intonations, strained

voice placement in general. Donald Duck
and Mickey Mouse speak in the same kind of

voices that Marionette actors use. It is an

old, old convention that these little dolls need

a certain kind of distorted, slightly inhuman

speech. There is no difference. "The Sor-

cerer's Apprentice," in Fantasia, might just

as well have been done by Tony Sarg. It is

a revival of a classic art under new conditions

of transmission and dissemination, but I see

no esthetic problem involved there whatso-

ever. There is musically involved the techni-

cal problem that applies to all films, that the

film producers have not until quite recently

spent the same amount of time, money, care

and thought on getting a good result in audi-

tive photography that they have on getting a

good result in visual photography. I do not

know the final esthetic value of the whole

film called Fantasia. It has some charming

things in it that some will like and others

won't. And I do not know whether it will

be a commercial success. That, too, leaves

me rather uninterested. An enormous

achievement has been made, due to Mr.

Leopold Stokowski having, for one reason

and another, begged, bullied and forced the

spending of something like $500,000 on the

sound track. The reproduction of music

in it is superb. Perhaps the film will lose

money, but after all in any venture of that

type people often lose money anyway. No
symphony or opera house ever lives without

private or public sub-vention. I am not im-

pressed when people lose money on a good

thing. It is natural and admirable that they

should.

Mr. Walt Disney and Mr. Stokowski have

made something that the movie industry and

the public will not forget. The public will

not forget it because once you have

heard a good thing you will remember it.

The movie industry will not be able to laugh

it off because the public now has heard it.

Consequently, I consider the film from the

point of view of musical technique, or re-

cording technique, a revolutionary one and

very important.

Let me get on now to the real headache in

the matter of movie music, and that is : What
on earth can they do about music in the

naturalistic fiction film? When you have

visual images as in a documentary you can

have a musical accompaniment and it is just

like pantomine or ballet. It is very easy to

arrange. You can even accompany that, as I

say, by a commentator. The commentator

forms a third element that is not really in-

tegrated with the whole thing. He does not

disturb you any more than somebody walking

alongside you and talking to you while you

are looking at the pictures in an art gallery

disturbs you. The comedies present no great

trouble either, because they are comic and
consequently easily stylized. The animated

cartoon is so completely stylized that it fits,

note by note, with the completely stylized

thing that is music. But, naturally, the fic-

tion film with real live actors and real scenery
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and naturalistic dialogue has a hard time

finding just how it can get on with music and

how it can get on without music.

]\Iusic went underneath the silent film very

well and could be pinned on to the silent film

today just as it is pinned on to documentary

films. But the introduction of naturalistic

speech makes a great dift'erence. That trouble

exists in the theatre, too. Either music must

be very incidental, or else it must completely

absorb the show ; and then you have the

opera. If it absorbs the show that way you

have to integrate the dialogue with the music,

prosodize it, intone it to correct speech

values ; and then, of course, you have a verbal

art form again of a highly stylized nature

such as is appropriate to music, which is so

highly stylized itself.

But the fiction film cannot be so stylized as

all that. To begin with, the film is a photo-

graph, and the mere fomiula of photography

and its projection gives you already a visual

stylization that is quite large. Everything is

reduced to black and white, or else every-

thing is reduced to extremely false color ; and

the eye is not unaware of that. The mind

only likes a certain amount of stylization.

only the amount that it can see reality

through; and the amount of st}'lization in-

volved in the mere technique of photography

makes it inevitable, in the long run, that the

fiction film should be in its acting and in its

scenery absolutely as naturalistic as possible.

Naturally, with naturalistic acting, natural-

istic scenery, clothing and story you could

not have high poetic or stylized dialogue.

You have to have simple naturalistic

dialogue.

Then the}- want to use music. They think

they cannot get on without music. You have

to do something at the beginning and end of

the film when people are changing their seats.

You have to have something under the titles

and credits. ]\Iovie cutting, even at its best,

is a pretty delicate and dangerous art, be-

cause the movie by its nature is made up of

ver)^ short elements, you see, and it takes

some pretty skilfull putting together to get

an}^ kind of a visual continuity out of that

essential jerkiness of the movie. They often

need music to smooth over the jerkiness

when they get into a bad spot. Then, of

coin'se, it is impossible to refuse the tempta-

tion to put on a "number" here and there.

When the story goes to a night club, you

have to have night club music.

]\Iusic does not go very well with spoken

speech. It never has historically, and never

will to our d3'ing day and its dying day.

]\Iusic under naturalistic conversation always

turns out to be what is known technically in

music as melodrama, which simply means
music and speech. Our use of the word
"melodrama" to mean a kind of hammy
theatre comes from the hammy nature of

what musical melodrama usually is. That is to

say, mama is dying, and the landlord is com-
ing along somewhere with a mortgage, and

there are a couple of guys down in the musi-

cians' pit playing "Hearts and Flowers."

That is what inevitably happens when you

start putting commentary" music under nat-

uralistic speech. If you are dependent on

realistic pretext, such as cradle songs, wed-

ding marches, political parades, operatic

debuts and such like, you limit enormously

the subject matter of your movies.

My opinion about the straight fiction film

is that you have to cut the music out alto-

gether, except at the beginning where it is

like an overture, and at the end where it is

like a postlude that gets the congregation out

of the house. And, as a matter of fact, in the

last few }-ears—and Grapes of Wrath was
one—a number of films have been done with

practically no music and haA^e been quite suc-

cessful. I think they have to do the same

as the theatre did. For centuries the spoken

theatre thought it could not get along without

an orchestra. Then it was found that it

could. The movies can, too.

The only other possibility is to integrate

the whole business on the ]\Iickey I\Iouse

system, which is just like all the other en-

tertainment forms, the marionettes and the

opera, where music is integrated with

spectacle and with speech. If you do it that

way, your actors, of course. Avill have to act

in a more stylized fashion. They will have

to be moved around in a more statuesque

way, and the text will have to be poetic,

rhymed or something of the kind as it is in

the Mickey Mouses.

Then you would no longer have the nat-

uralistic fiction film about ordinary middle

class life, which is the stock in trade of the
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movies dealing with a public of that social

category and general range of interest which

naturally wants to see things about itself on

the screen realistically. You have the head-

ache that has been a headache in the movies

ever since the talkies became obligatory.

Either they have to get rid of music, or else

they have to do something about it as a tech-

nical job, a very difficult technical job of re-

flection about esthetic principles, possibilities

and trying them all out.

I said to begin with that I was not espe-

cially worried about quality in the movies.

Quality takes care of itself. The writing of

music for the movies, or directing or doing

anything else in the movies is very like giv-

ing concerts or playing tennis. It is not by

thinking yourself inspired, or by advertising

your product afterwards, that you achieve

quality; you do it by taking care of your

technique and form and keeping our eye on

the ball. Quality automatically follows if the

esthetic and technical procedures are correct.

The esthetic procedure about the use of

music in the naturalistic fiction film is, at

present, not correct. And the films are going

to have, as they have been having in the past

ten years, increasing difficulties, even of a

financial nature, due to the fact that the

esthetic problem involved in the combination

of music with naturalistic dialogue has not

vet been solved correctly and that the public

feels the lack of a correct solution.

Children anc
By Mrs. Ralp

As Motion Picture Editor of -'Parents' Mag-

azine" Mrs. Edxcard knoivs aliout parents, aiout
children and about movies, of ivhich she talked

at the recent annual Conference of the National
Board.

WHEN I accepted the invitation to

speak to you, I did so with the sel-

fish purpose of getting information

rather than giving it. As you know, there

are plenty of sources of information about the

movies, not to mention the no uncertain way
the movies have of speaking for themselves.

But it is equally important for the Parents'

Movie Guide to know about parents and

their varying attitudes toward the films. So

we are always eager and grateful for access

to groups such as yours, who are not only

studying the motion pictures, but as com-

munity leaders know what parents feel about

them. I hope you will be able to give me
some good pointers.

However, my plan was changed a little

because of a letter I received from Dr.

Frederic Thrasher, whom I am sure you all

know. So I am going to postpone my ques-

tions and perhaps I can talk to some of you

after the meeting is over.

[ the Movies
T. Edwards

It seems that Dr. Thrasher had received

one of those bits of promotion that magazines

prepare for advertisers to tell them how good

the publication is. I can imagine his interest,

to say nothing about his raised eyebrows,

when he read about some of these families

who "depend upon the Parents' Magazine

Movie Guide to select wholesome and enjoy-

able films for parents and children to see to-

gether." So, in his capacity as Editor of

The Bulletin of the Metropolitan Motion

Picture Council, Dr. Thrasher, very rightly,

asked us the following questions :

First, who selects these pictures ? Second,

how are they rated and why are they re-

garded as good for children and parents to

see together ? Third, what types of pictures

are not included, and why ?

Now, I am exceedingly grateful to Dr.

Thrasher for considering this of interest for

the Bulletin. His letter not only gave me an
excellent outline for a short talk, but it pro-

vided the encouragement to talk to you about

what we are trying to do in the motion pic-

ture field rather than on the general subject

of children and the movies.

I shall discuss here the last question
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first. What types of pictures are not in-

cluded, and why? So far as possible we in-

clude all feature films of the entertainment

variety. We do this because we want to

provide parents with a source of reference

for any film which comes to town. So we
include the good, bad and indifferent. We
add an appraisal as to their interest for adults

and as to their interest, and sometimes suit-

ability, for young people and children. This

seemed to us sufficiently inclusive, but I re-

ceived a letter the other day which made me
wonder if perhaps we needed cross refer-

ences.

A motion picture chairman of the Parent-

Teacher Council from a Midwest city, I

think it was, wrote saying that she had been

asked by the Santa Claus Club, which was

planning to give a free movie to the children

at Christmas time, to give her opinion on a

film called Hop Along Cassidy. She said

she could not find it in the Movie Guide. Of

course, poor Hopalong's name was spelled

as two words which showed that the

arbiter of what the children were to see as

their Christmas treat had not made the

acquaintance of one of childhood's most be-

loved heroes. So we sent her a list of some

of Hopalong's recent films and we hope

she will approve them and not insist on some-

thing more edifying than a Western.

We have a great deal of respect for the

child's ability to choose his own films. We
did not arrive at this by ourselves. All of

you who are parents know that the tendency

in education today is to have the child face

and solve his own problems.

We are very gratified to hear from our

readers that the family movie guide lives up

to its name. That is, it is not kept on a top

shelf, parents do not consult it in secret and

then hand down an edict as to what picture

the children are to see. Instead, they are en-

couraged to consult it along with their par-

ents and have some say in the decision. This

decision has to be made on the basis of an im-

personal guide.

I think you will all agree that we cannot

depend on the advertising or the promotion

about a film. I do think this has improved

tremendously in the last two or three years.

But the advertising is still far behind the pic-

tures themselves. It still does not tell us

what your group and many other groups are

educated to want to know about a film, such

as the photography, the music, the direction,

the background, the characterization. So we
try to provide as much of this information as

we can.

As a matter of fact, we like to feel that we
play a role similar to that of a children's

librarian. In the children's room at the li-

brary they are encouraged to browse and
choose their own books, but the librarian is

always there to be consulted, especially if

there is doubt as to the subject matter of the

book, or its interest for the particular child.

I do not want to give the impression that

we have all satisfied customers. I had a

letter from a 10-year-old boy last winter be-

ginning with "I just wanted to write and

say that you are no good. Whenever a pic-

ture comes to town that is good for 10-year-

old boys, it says 'C—no.' I know it won't do

any good but I just wanted you to know that

you are not liked." Later I received a letter

from the boy's father who proved to be a

minister, asking if I would mind sending a

copy of the boy's letter, that they had not

known he had written to me. I really felt

very happy about it. I felt what a lot of

spleen that boy had got out of his system b}-

writing to me. We feel our shoulders are

very broad and we can take a lot of such

responsibility. Because, after all, the im-

portant thing is to minimize the element of

controversy between parents and children.

One way to make this selection of pictures

a family business with the children having

some say is to have the children pay for

their movies out of their allowance. Of
course that is not original as a suggestion,

but we do find that it does work, because

when they have to pay for their own pictures

they are going to look them over very care-

fully before they decide to spend the money
on a particular film.

Some parents write us that the trial and

error method works best. That is, if the

child is feeling abused because he isn't seeing

some highly publicized adult films now and

then let him have a chance at them. You
will usually find they will admit they enjoyed

them less than pictures that were more in

their normal age range. Since the children

cannot possibly see all the pictures that come
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to town it does not take a great deal of tact

to convince them of the good sense of saving

both time and movie money for films that

they enjoy most.

I realize, of course, that there are pre-

cocious children who will actually prefer

Grapes of Wrath and 0/ Mice and Men to

less adult films. One little girl told me she

Hked those films because they did not seem

so "made up."

I, myself, think that that is a rather whole-

some and encouraging attitude. Dr. Tyson,

chairman of the session, spoke of the desire

that we have for the movies to grow up, and

if children begin demanding films that show
things as they really are I think eventually

somebody will have to do something about it.

Even so, I do think that Alice Miller

Mitchell has expressed the fundamental

rule about movies for children when she said

something like this, "As life and its experi-

ences unfold gradually to children, so should

movie life which is real to them unfold

gradually."

Of course we all know that life does not

always unfold gradually to children. Those of

Europe and China, to say nothing of under-

privileged children in our own country, can

testify to that. At the same time, we, as

parents, feel that while we do not want to

over-protect our children we would like to

keep their experience of the world a little

bit in line with their developing mentality.

Now, although we hope for a cultural by-

product of our work, as I have been saying it

is mainly informational. It is organizations

such as yours who do the groundwork, who
do the educational and the cultural work. It

is our province to report your successes and

sometimes your failures. Because parents,

as parents, have to deal with things as they

are, with the movies as they are, as com-

munity leaders they can work for the ideal.

Before we go on to the next question, I

always, whenever I have anything to say or

write, like to call on parents as my final au-

thority, because we are very sensitive on the

subject of presuming to tell parents what
they should do.

I have here a report of a discussion of

movies and the growing child, which was
held by a group of parents in Lakewood,
Ohio. They devoted two evenings to the sub-

ject with the idea of threshing out the matter

and arriving at some definite conclusions.

They arrived at eight and I shall give you

two of them, il believe one bears me out in

letting the children help decide the family

movie bill of fare.

It says: "Parents must accept the respon-

sibility of knowing what kind of a movie

their children are seeing, and of helping each

child to select intelligently." Then; "The

Parent-Teacher Association should provide"

(and that does not necessarily mean the Par-

ent-Teacher Association but the Motion Pic-

ture Council or any other civic-minded

group) "should provide, through its regular

channels, the best information available

about current movies." The teacher who
wrote the report adds; "Anyone who has

used this procedure with children soon dis-

covers that interested children give a wealth

of intelligent suggestions."

Now for Dr. Thrasher's next question,

"Who selects these pictures?" Theoretically,

the Movie Guide is merely an avenue for the

widest circulation of the appraisals of films

done by a number of organized reviewing

groups, most of them out in Hollywood.

We make a folder for each film. In this

folder we keep all of these reviews, all the

trade paper and newspaper reviews. So we
have a well rounded picture of what different

types of critics have thought of the film. And
although we write our own descriptions, the

appraisals are a composite of what the groups

say. If they always agreed, ours would be

merely a tabulating job. As you know, they

very frequently disagree. So you have to

know the particular slant of each of these

groups. You do get to know it. In fact, I

discovered some of my own prejudices.

For instance, there are some of the groups

that will be particular^ squeamish about

blood and thunder, others about sophistica-

tion, some about ideas which are contrary to

accepted beliefs, some will condemn a film for

children solely on its length because they

consider it too tiring. That is a valid reason

and we usually include that information. We
tell parents to use their own judgment about

it. Then others, and although I have not dis-

cussed your standards with your Reviewing

Committees, I believe you are among them,

lake the stand that the child's comprehension
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and genuine interest are the paramount con-

sideration.

My own personal phobia is against films

in which a brash young man, or even brasher

young couple offend against all the rules for

amicable relations between human beings,

have not a vestige of civilized manners, and

we are supposed to consider them attractive.

I am going to talk a little bit about some
of the disagreements. Take first, blood and

thunder. I think there is more disagreement

on this subject among the groups than on

any other. The same film will be highly

recommended by one group of mothers as

having an interesting historical background

and as being what the children should like

and should have, and then another group will

come along and will say it is much too excit-

ing and that children should not be allowed

to see it.

In that connection, I am often reminded of

Orson Welles' ingenious explanation of why
the country was scared over his Martian

broadcast. He said that through a mistaken

notion and educational theory that horror

was bad for children, the present generation

of grown-ups had been deprived of their

blood and gore, so they were not prepared to

take it in their stride. He said it used

to be that goblins and ghosts played a natural

part in the life of a child and by the time

he was grown the supernatural had no terror

for him. Of course we do not have to be-

lieve a word of this remarkable ahbi. I do not

think that any generation has been deprived

of its Grimm. There is no more or better

source of horror than those fairy tales. I do

think that in his flippant way Mr. Welles has

probably called attention to something that

might happen if parents, in their zeal to pro-

tect children from excitement should give

them a completely de-shivered existence. I

think it might work out that the very shock-

ing things which are apt to happen in adult

life might be too much for them.

That is the stand we take in trying not to

advocate a milk and water movie diet for

children, although, of course, if there is dis-

agreement about a film we usually mark it

"exciting" and leave it up to the parents.

We feel that it is important to have these

appraisals in the hands of the parents when
the films actually come to their theatre. Be-

cause of having to go to press six weeks in

advance, we often have to see the films our-

selves. I sometimes think I have come to be

a composite organized reviewer because with

only three or four exceptions, the appraisals

I have made myself correspond with the ones

that later came in.

Now, for the final question, as to which

films are regarded as good for parents and

children to see together.

We will say that that last phrase is meant

to assure parents that they won't be bored

and does not imply that children should not

go with others of their own age. The matter

of going to the movies with their age mates

is half the fun for children. But, whether or

not they always attend together, we feel that

parents should share their interest in films.

It is only through the community of interest

that they can, through their choice of films,

influence their children's taste for better

films. Parents read their children's books,

either aloud or pick up one to discover what
is going on in the child's mind, what his in-

terest is at the moment
;
they are more or less

forced to share radio programs.

I recently had the privilege of attending

one of the National Board Young Reviewers'

showings. Aside from being very much im-

pressed with their comments on the films, I

liked the stimulation, the fact that so much
really good talk came out of their seeing of

the film and then being allowed to talk about

it afterwards.

On all sides we hear pleas for famihes to

revive free discussion. It is true, families

these days have so many different interests

and so many places to go that that sort of

thing has gradually been disappearing.

Therefore, we do everything we can to

stimulate it. Certainly, the movies do afford

a fruitful source for this type of family dis-

cussion. Moreover they give you a wonder-

ful chance for getting the slant of your child's

mind on a great many things.

Then, as I said, children think we are ter-

ribly dull if we do not know what they are

talking about. I grew up in the era when

there was great controversy over which was

the cuter—and that was the deciding factor,

cuteness—-Mary Pickford or Marguerite

Clark. We had one aunt who came fre-

quently to the house. She loved to stir up an
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argument by insisting that Marguerite Clark

had a more lady-Hke quaHty. Well, we im-

mediately went to bat for Mary, because she

was decidedly our favorite.

Although I think that youngsters these

days have a much more discriminating basis

for their partisanship, even so I can re-

member loving the discussion and feeling

that our parents thought the things we were

interested in were worth discussing.

Then, of course, there is the responsibility

that parents have of patronizing good films if

they expect the local exhibitors to show them.

I feel that that is 3'our more particular job

and you are doing a very good one. In addi-

tion, there is the important aspect of going to

the movies with your children in order to find

out for }'ourself what their reactions are.

I have a friend who is a writer, and a very

busy woman. She has a 10-year-old son. She

does not get out with him very much during

the day because she is busy at her typewriter.

So she sends him to the movies, or the park

or wherever he is going, with the maid. She

happened to see Dnnns Along the Mohawk,
and she thought it was such a good film that

she wanted the pleasure of seeing the picture

with him. So she took him and one of his

playmates. When she was talking with me
she was livid with rage against the

movies. She said, "I thought before we got

out of there that that boy would tear his cap

to shreds and have all of the buttons off his

coat. If I ever have time away from my
novel I am going to talk against the movies

and the things that they provide for our chil-

dren to see." I was too polite to tell her that

after all she had seen that film herself and if

she did not know enough about her child's

capacity for excitement to judge his probable

reaction to the film, then I was afraid she did

not have very much of a case against the

movies.

We believe tliat many group discussions

zvill joUozv Mrs. Edzvard's interesting com-

ments, and we include in this issue as further

basis for discussion viczvpoints expressed by

Mr. Thomas Brahan, Motion Picture Editor

of the Chattanooga Times, in what he has

called "a talk not delivered before a Parents'

group."

11

The Cinema and the

Child
By Thomas Brahan

MADAME President, Parents and

Teachers—The invitation from the

program committee to appear before

you to cliscuss the suitability of moving pic-

tures as entertainment for children gives me
much pleasure and gratification. Quite pos-

sibly I should have jumped at the chance and

inflicted upon you my views orally had I not

learned painfully by making my one and only

public address at chapel at the University of

Chattanooga that it is far, far better for me
to do my speech-making from the safe van-

tage point of this column. That was nearly a

year ago, but the stage fright is still upon me.

It is rare for a bachelor to advise parents

on the rearing of children, and it is rare in-

deed for a poorly educated layman to be in-

vited to lecture teachers on any subject what-

soever. Such an opportunity to impart ad-

vice and counsel I could not pass up
;
for, as

Joseph Conrad remarked of one of his char-

acters : "Like most intensely ignorant people,

he burned with a passion to instruct."

My acquaintance with children, it is re-

gretted, has been slight ; l:iut this fact, I be-

lieve, need not invalidate my observation.

Consciousness of not knowing all about a

child may be helpful in understanding him

;

parents, devoted parents, often believe that

they know their children so thoroughly that

they fail to note their reactions or heed their

comments.

The best advice on the suitability of movies

for children is furnished, I think, by the

children themselves. What they see in a pic-

ture is quite different from what we see ; it is

possible that they get much more out of a

movie than we do, and the value to them is

greater than to us. We do not know how
good a picture is

;
they do not know how

bad it is. Frecjuently a child will be more
thrilled by a third consecutive showing of a

film than we at first blush. I recall the bright

days when no movie was ever dull, or no

book tedious. That was a quarter-century

ago, when movies were vastly inferior to

those of today. Those remembered with
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greatest pleasure were, perhaps, more likely

the worst than the best. The more wicked

the heroine the more fond I was of her. I

had a special weakness for scarlet women

—

whether they were royal wantons or dance

hall queens. Theda Bara, Florence Reed
and Dorothy Dalton were numbered among
my prime favorites. I strongly preferred

these sirens to the sweetness and purity of

Mary Miles Minter or Mary Pickford,

though my appreciation of the latter was en-

hanced by my mother's injunction against

seeing her pictures. The reason : Immorality.

My parent had not seen the picture—movies

in those days were the special province of

children and the hoi polloi—^but she had

heard about "Tess of the Storm Country."

An illegitimate baby had figured in the story

of this offending film. I did not know the

difference between a natural and a proper

baby. It seemed to me that babies were

babies, just as pigs is pigs, and—^for that

matter—it still does.

Considerable concern is felt for the efl^ect

of underworld pictures on the children who
flock to them eagerly. If, however, the Nick

Carter stories, avidly and furtively devoured

by many of our parents, did not produce a

generation of cutthroats and train-robbers, it

is likely that the gangster films of today will

not seriously impair the character of your

children. The influence of such films on

their speech and manners, assuredly, does not

improve. But in the usual movie, the aver-

age child is likely to hear much better English

spoken than he does at home.

Now, in conclusion—as we public speakers

are wont to say—I wish to leave one thought

with you. With all facetiousness aside, I

want to speak a word for the child who is

terror-stricken, who is thrown into a panic

by some of our more violent melodramas, and
even by such juvenile classics as "Pinocchio"

and "Snow White." (The latter was banned
from England as being too frightening to

children who now bravely face death from
the air.)

It seems to me that such pictures are the

occasion, rather than the cause, of their dis-

tress. You may have noticed that children

who are affected so violently are usually

tmder some strain, are usually fearful and
apprehensive. The child's private worries

and uneasiness cause the mock menace on the

screen to seem insupportable. The tears of

fright he sheds are as vicariously activated as

those of his mother's that well from inhibited

personal sorrow, rather than from concern

for the persons in the play. Declaring a holi-

day on scoldings, threats and punishments is

likely to be far more beneficial and reassur-

ing to a child than denying him the pleasure

—and the occasional pains—that the movies

afford.

The Children Speak

THE opinion has been expressed here

that the best advice on movies for chil-

dren is from the children themselves,

so we quote some of their comments brought

out in the discussion of several pictures seen

recently by the Board's Young Reviewers,

age 8-14. The youth viewpoint is valued and

thus we let them have the last word in this

consideration of children and the motion

picture.

In talking about Arizoiia they said: "His-

torically I think the picture was A-ery good

except it was too drawn out." "It is one of

their regular westerns but it is on the top.

It hasn't dry love scenes." "It mixed history

with fiction,, and it was amusing to see Jean
Arthur carr3-ing a gun." "I think those men
and women who had minor parts helped the

picture better than the stars did." "It was
dift'erent, the man does not hold her in his

arms and say "Oh darling." It was not dry

—he kissed her and jumped on his horse and
rode away." "I would like to say something

about the directing. There were several

scenes of mobs, and Wesley Ruggle did a

very fine job of directing them."

Little Nellie Kelly made one girl of 12 say

"America is a land of opportunity." and two

others "I was impressed with the way the

immigrants felt when they saw the Statue of

Liberty, and when they were earnest about

their citizenship." and "I think one thing

worth remembering is that America is a land

of opportunity even without jobs for every-

one." While one bov came in with "I think

America is the onh- land of opportunity, even

without having a lot of money." Talking
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about recommending the picture they said "I

would tell my friends to see it definitely be-

cause it is the kind of picture my friends

would like." "It is all right for everyone be-

cause the story is simple enough for children,

and also adults would enjoy it. "There are

some parts little children couldn't understand,

but the music and the plot make up for it."

The comment "The name Norman Taurog
was familiar" shows again attention to direc-

tors, something older people are apt to ignore.

The Great Dictator was seriously con-

sidered as shown by such comment as, "No
man is good if he thinks other people are

lower than himself. No man is good when
he persecuted others." "That men are human
not machines, that totalitarianism is some-

thing that is not real and that it is a demo-

cracy that is real" "I thought it was a very

interesting, sometimes humorous story. It

taught you very much. I think this is one

of the greatest pictures ever produced." "I

criticize the picture in the sense that there

Avas too much contrast between funny scenes

and sad one and serious ones." One 12 year

old girl said "The comedy was relaxingly en-

joyable." One boy said "What impressed

me most about the picture was 'Chaplin.'
'"

More words about Chaplin and his work
were "It is much more interesting because

Charlie Chaplin talks. I was anxious to see

it to hear him talk." "It is different from his

other pictures because the other pictures were

peaceful but this is about war." "I liked the

picture because it is more or less down to

earth and it shows the suffering of the people

in Europe, and it shows Charlie Chaplin's

true character." "I saw a Charlie Chaplin

picture down our way and he was funny, but

this is more than funn3^" The much dis-

cussed ending of the picture received atten-

tion from the young people in the following

way "I think the end was best." "I enjoyed

the whole picture because if you only had the

end or only had the picture without the end-

ing, it would not be so good." 'T liked it be-

cause in the end Charlie Chaplin expressed

what we all think, that there ought to be no

dictators and only freedom and happiness."

—

and others agreed.

The Trail of tJic Vigilantes comments give

us some opinions on Westerns—"I never

knew a horse could descend and ascend such

steep inclines." "Some horses are equal to

riding down steep inclines and others are

not." "The recklessness of the old west." "I

learned that there are modern hotels in the

west." "Never fall in love with the rancher's

daughter." "The picture was good as a

western picture but not good as any other

picture." But warnings on how to judge this

western were given in the two statements

—

"It was a combined western and farce." "It

ridicules the Western type picture." In talk-

ing about its audience rating they said "Inter-

esting, not so gruesome, therefore good for

children. Acting done very well. Between

B and A." "I don't think it should be recom-

mended." "My father would enjoy it." One
12 year old boy emphatically expressed him-

self. "It is only for young children who like

Andy Devine and Mischa Auer." And one

11 year old girl "I think it is one of the few

western pictures that the girls don't have to

fall asleep over."

Now if you have any opinions in agree-

ment or disagreement zvith the above, or any

otJicr opinions on tliis important topic from
your oivn experiences you zvould like to send

IIS for publication, zve are certain these two

authors and our readers zvould like to hear

thcui, and we zvill welcome them.

Conference of Councils
At the last meeting of the Metropolitan

Motion Picture Council the increased interest

in forming new Councils in nearby commu-
nities showed itself in detailed questions

from the guests, and detailed discussion

about how such organizations are formed,

and how they operate, with particular em-
phasis on the work of the Schools Commit-
tee in New York City, which has become a

highly efficient group in the complicated busi-

ness of listing theatres whose programs can

be recommended for boys and girls of school

age.

For a more thorough discussion of all the

elements that enter into the forming and
running of such groups, the National Board
is arranging a Conference for February 17th.

Experienced leaders in established organiza-

tions will be present to contribute what they

have learned, with suggestions to meet the

special problems of particular localities.



Exceptional Photoplays
DEPARTMENT

This department seeks to include all photoplays of

outstanding merit in the artistic development of

the screen, with the object of bringing such pic-
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The Lists of 1940

JUST about Christmas time the Commit-

tee on Exceptional Photoplays takes off

its gloves and gets out its pencils and

makes its choice of the best pictures of the

year. For 1940, with The Grapes of Wrath

judged the best of all, their choice was :

1. The Grapes of Wrath

2. The Great Dictator

3. Of Alice and Men
4. Our Town
5. Fantasia

6. The Long Voyage Home
7. Foreign Correspondent

8. The Biscuit Eater

9. Gone with the Wind
10. Rebecca

THE GRAPES OF WRATH, adapted by

Nunnally Johnson from John Steinbeck's

novel, directed iby John Ford, photographed

by Gregg Toland, produced by Tiventicth

Century-Fox. A remarkable example of

taking an important novel and putting its

essence into a screen drama of cumulative

action and emotion. It has social significance

as a picture of an important American prob-

lem—that of the economically dispossed

refugees of the dust-bowl areas. It has cine-

matic significance as a vivid demonstration

of how the screen can concentrate and then

spread out in its own dimension the mate-

rial of a long and rambling novel, literally

translating it into another medium. It is a

superb example of the fusing of all the ele-

ments that go into the making of a motion

picture—the writing of it, the physical plan-

ning of it, the directing, the acting, the put-

ting together, the final total of production.

Everyone concerned with it did a superlative

job.

THE GREAT DICTATOR, produced,

zvritten and directed by Charles Chapliu.

photographed by Karl Stuss and Roland

Totheroh, distributed by United Artists.

Remarkable in any year as the product of

one man's genius, his own utterance in screen

form of his personal attitude toward some-

thing of tremendous importance. In chos-

ing a subject that in the last years has

rocked the world with tragedy and working

on it with the tools of satire and slap-stick.

Chaplin ran the greatest risk of his life—he

might have failed to make his point in his

most serious endeavor. His success is all his

own : his conception is embodied in the most

brilliant performance he has ever given. In

some hoped-for future his picture of Hitler

may be more revealing than anything in the

history books.

OF MICE AND MEN—adapted by Eugene

Solozi' from John Steinbeck's novel, directed

by Lewis Milestone, photographed by Nor-

bert Bodine, zvith music by Aaron Copland,

produced by Hal Roach, distributed by

United Artists. Distinguished b}' the tend-

erness and sympathy with which writer and

director and actors have revealed the inner

lives of unusually pitiable people. What it

lacks in universality, being concerned with

folks whom a combination of personaHt}^ and

circumstances put outside the normal stream

of life, it more than makes up for in depth

and power, and in all its technical phases it is

a fine example of motion picture making.

OUR TOWN—/ro/» a play by Thornton

Wilder, directed by Sam JVood, photo-

14
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graphed by Bert Glennon, with music by

Aaron Copland, produced by Sol Lesser, dis-

tributed by United Artists. Taking the

simplest material from the quiet life of a

small town, this is a tender evocation from

America's past, homely and poignant, done

in an effectively novel style, with a memor-
able cast of actors.

FANTASIA

—

conceived and made by Walt
Disney and his artists, with the musical help

of Leopold Stokowski and the Philadelphia

Orchestra. A further exploration by Walt
Disney in his art of animated painting for

the screen, done in the form of pictorial in-

terpretations of a program of classical music.

The music is given superlative reproduction,

a revolution in screen sound, and the pic-

tures come closer and closer to showing what

the brush of the pictorial artist may do for

the screen.

THE LONG VOYAGE HOME—adapted

by Dudley Nichols from short plays by

Eugene O'Neill, directed bv John Ford,

photographed by Gregg Toland, musical

score by Richard Hagcuien, produced by

Argosy Corporation, presented by Walter

Wanger, distributed by United Artists. A
drama of men at sea, homeless wanderers in

ships, whose lives John Ford and a fine cast

have made vivid and close.

FOREIGN CORRESPONDENT—K7-/fff»

by Charles Bennett and Joa)i Harrison, di-

rected by Alfred Hitchcock, photographed by

Rudolph Mate, produced by Walter Wangcr,
distributed by United Artists. Melodrama
of the present war, done by Alfred Hitchcock

in his best st}'le, with splendid management
of action, suspense and colorful characteriza-

tions.

THE BISCUIT EATES.-—adapted by
Stuart Anthony and Lillie Hayzvard from a

story by James Street, directed bv Stunrt

Heisler, photographed by Leo Tover, pro-

duced and distributed by IParamount. Un-
usual and unpretentious, this story of two
boys and a dog, made in its home Georgia

setting, is warmly close to boyhood life and

nature.

GONE WITH THE WIND—adapted by

Sidney Hoivard from Margaret Mitchell's

novel, directed by Victor Fleming, photo-

graphed by Ernest Haller, produced by

David 0. Selsnick, di'Stributed by Metro-

Goldwyn-Mayer. A vivid and handsome

transcription to the screen of a phenominally

popular novel, retaining all of the novel's

popular appeal and distinguished by Vivien

Leigh's remarkable depiction of Scarlett

O'Hara.

REBECCA—adapted by Robert E. Sher-

zvood and Joan Harrison from Daphne Du
Maurier's novel, directed by Alfred Hitch-

cock, photographed by George Barnes, pro-

duced by David 0. Selznick, distributed by

United Artists. Another fine and faithful

screen dramatization of a popular novel,

whose romantic appeal has been given its full

pictorial value.

The best foreign film was considered The

Baker's Wife.

THE BAKER'S WIFE ("La Fcmme du

Boulanger") , based in a novel by Jean Giano,

directed by Marcel Fagnol, photographed by

G. Benoit, R. Ledru and N. Daries, music by

Vincent Scoeto, English titles by John

Erskine. Distributed in the U. S. by "The

Baker's Wife, Jnc." An exceedingly domestic

crisis in the life of a village baker is the core

of a warm, vivid picture of French provincial

people, illumined by sympath}- and insight,

lightened by characteristic humor and pro-

duced with affectionate skill and superb act-

ing. A fine example of French film-making

at its best.

Among documentary films. Pare Lorentz'

Tlic Fight for Life, made for the government

to better the conditions of child-birth among

the poor, was considered the best of the

}-ear, with Honorable Mention given to the

l3eautiful film made also for the government

by Joris Ivens to depict the work of the

Rural Electrification Administration, Power

and the Land.

Among the Exceptional Committee's "Ten

Best," the acting was a vital part of the ex-

cellence of the films, particularly that of

Chaplin in The Great Dictator, so inter-

woven with the other elements that it was

often inseparable from the whole. But many
screen performances were considered memor-

able in themselves, and the following were

chosen for special mention :

Jane Bryan in We Arc Not Alone

Jane Darwell in Grapes of Wrath
Betty Field in Of Mice and Men
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Henry Fonda in Grapes of Wrath and

Return of Frank James

Joan Fontaine in Rebecca

Greer Garson in Pride and Prejudice

William Holden in Oitr Town
Vivien Leigh in Gone with the Wind and

Waterloo Bridge

Thos. Mitchell in The Long Voyage Home
Raimu in The Baker's Wife

Ralph Richardson in The Fugitive

Flora Robson in We Are Not Alone

Ginger Rogers in The Primrose Patli

George Sanders in Rebecca

Martha Scott in Our Town
James Stewart in The Shop Around the

Corner

Conrad Veidt in Escape

Since the motion picture is so inextricably

a combination of art and entertainment—^be-

ing an art that must, in the widest sense of

the word, be also entertaining, in order to

survive, a picture's popular appeal is tre-

mendously important, and the National

Board is as interested in that as in a picture's

artistic qualities. Time appears to be bring-

ing the two things closer and closer together

if there is any significance in the surveys

which the Board each year tries to make
more extensive. On the basis of popular

appeal the Board's Reviewing Committees,

numbering nearly three hundred men and

women, have this year chosen the following

:

1. Rebecca

2. Gone with the Wind
3. The Grapes of Wrath
4. Fantasia

5. Pride and Prejudice

6. Foreign Correspondent

7. The Great Dictator

8. All This and Heaven Too
9. Abe Lincoln in Illinois

10. The Long Vovage Home
This year, for the first time, the Board

has canvassed hundreds of people throughout

the country to discover their favorites

among the year's films, through Motion Pic-

ture Councils, Better Film Councils, Cinema
Clubs, Women's Clubs, teachers' groups, col-

lege classes and museum groups, in Arkan-

sas, California, Florida, Georgia, Illinois,

Maryland, Massachusetts, Michigan, Mis-

souri, New Jersey, New York, Ohio,

Pennsylvania, Rhode Island, South Carolina,

Tennessee, Texas, Vermont and Wisconsin,

with the following results

:

1. Rebecca

2. All This and Heaven Too
3. The Grapes of Wrath
4. Pride and Prejudice

5. Gone with the Wind
6. Knute Rockne—All American

7. Abe Lincoln in Illinois

8. The Howards of Virginia

9. Foreign Correspondent

10. Young Tom Edison

As significant as any other list is that made
by the Board's Young Reviewers and their

associated 4-Star Clubs—^boys and girls

ranging in age from 8 to 18. Their selec-

tions were made in advance of any published

lists made by older groups or critics so that

there can be no question of their being in-

fluenced by older people's opinion. The

voting resulted in the following, listed in

order of preference.

1. Knute Rockne—All .American

2. Foreign Correspondent

3. All This and Heaven Too

4. Boom Town
5. Rebecca

6. The Great Dictator

7. The Sea Hawk
8. Gone with the Wind
9. Strike up the Band

10. The Howards of \^irginia

The surprising thing about this list, to

those who aren't in close touch with the likes

of boys and girls, is that it might have been

made by people of any age. It is another

year's proof of what the National Board has

been learning for a long time, that the tastes

of children in movies is not essentially dift'er-

ent than that of their elders. Their standards

of excellence are just as high—and the only

thing they seem to prefer is plenty of action.

The children of today are not only the au-

diences of tomorrow—they are a genuine

part of the audiences of today, and not a

special section of it that demands something

dift'erent from what appeals to the general

mass of movie-goers.

The following break-down of the vote into

the choices of boys and girls of different age

groups may have a special interest for those

who would like to compare tastes.
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BOYS (8-13 years)

Knute Rockne—All American

The Sea Hawk
The Great Dictator

Boom Town
Foreign Correspondent

Edison the Man
Gone With the ^^'ind

Strike Up the Band
Northwest Passage

Brigham Young, Frontiersman

GIRLS (8-13 years)

Strike Up the Band
All This and Heaven Too
Foreign Correspondent

Rebecca

The Great Dictator

Boom Town
The Biscuit Eater

Knute Rockne—-AH American

The Howards of Virginia

Edison the Man

BOYS (14-18 years)

Knute Rockne—All American

The Sea Hawk
Boom Town
All This and Heaven Too
Foreign Correspondent

Gone With the Wind
The Great Dictator

Rebecca

The Howards of Virginia

Strike Up the Band

GIRLS (14-18 years)

Rebecca

All This and Heaven Too
Foreign Correspondent

Knute Rockne—All American

The Howards of A'irginia

Boom Town
Gone AA^ith the Wind
Pride and Prejudice

The Great Dictator

North West JNIounted Police

Critical Comment
Two Ladies

from Philadelphia

THE City of Brotherly Love and its

class ramifications figure as the basis

for a couple of social studies that have

recently come to the screen

—

The Philadel-

phia Story and Kitty Foyle. How Phila-

delphia may feel about them is a side issue,

because their prmcipal interest for the rest

of the country will be in the ladies who are

their heroines, Katharine Hepburn and

Ginger Rogers. That interest is pretty sure

to repay Hollywood for the pains it has gone

to to investigate the peculiarly local fetiches

about which the plots of these bits of

romantic comedy revolve.

The Philadelphia Story has all the silky

slickness that j\IGM can achieve so super-

latively when it wants to, and the directing

hand of George Cukor, as sure and gentle

and needle-clawed as a pussycat's paw. Un-
derneath its smartness and richesse is a fable

as simple as a Sunday-school stor}^, about a

girl who found out that true hearts are more

than coronets. To put it another way, she

was a snob and a cold-blooded one, who got

wise to herself and the people around her.

The fundamentals of this are of course not

exclusively Philadelphia, which supplies, let

us say, the scenery. It might be merely

amusing, if that, were it not for Miss Hep-
burn. Her qualities as an actress have been

debated vigorously and venomously, and it

must be admitted that she has supplied all

the arguments herself, in roles of such varied

fitness to her gifts and personality that it

would have been a miracle if she her been

perfect in them all. But here, at any rate,

is the right thing for her, or something she

has made herself right for, and inside and
outside and all the way through she is warm
and alive and a human reason for the whole

business. The rest of the people are good,

too, all the way up to excellent, but they

wouldn't be nearly so much without the cen-

trifugal force with which the character she

has created holds them together.

Kitty Foyle has to do with that unex-

plained thing no doubt familiar to natives of

the Keystone metropolis called the "Main
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Line," evidently a section of Philadelphia or

its society into which a stenographer may not

aspire to marry. A gentleman from—or is it

of?—that "Main Line" bedazzled Kitty al-

most to the limit, in spite of a more attrac-

tive and even more sensible young doctor,

unencumbered by any snobbish rich relatives,

who was anxious to marry her. The glamor

that had attracted Kitty to such functions as

the Assembly in the days of her pigtails kept

persisting, and though she never got to the

ball she almost went to South America with

her Prince even if he had to leave a wife be-

hind to take her. Just why in the end she

didn't is not explained, except in seeming

something that Ginger Rogers just wouldn't

do. For Miss Rogers manages to keep Kitty

natural and credible and clear-sighted

through several pretty murky situations (as

well as a prehistoric continuity), and to

emerge as very much Christopher Morley's

heroine with very little of the Morley mate-

rial to work with. Most of the salty stuff

that Morley put into his novel has been

tossed away—some of it necessarily—and

what is left is the stor}^ of a Cinderella who
gave up her Prince for a better man : a story

little blessed with invention or grace of tell-

ing but exceedingly blessed in having Ginger

Rogers to make it plausible and likeable.

Ex-Comrade

Now that no holds are barred some of

the funnier aspects of Stalin's home-

land are available to the screen, and

Comrade X goes at them a good deal as

IN'Iack Sennett used to go after some of his

more solemn contemporaries. Ninotchka,

coming in times when we treated foreign

ideologies more gently, was more subtle, and
for lots of people that much more effective.

Comrade X is far more robust, and the

laughter it stirs comes from lower beneath

the diaphragm. It pokes fun at some pretty

gruesome matters, as gruesome as anything

in The Great Dictator, but for those who
laugh at it many things that were terrifying

when they were merely whispered about will

never seem so threatening again. The New
York stage is making murder funny this sea-

son : the comparison can't be pushed too far,

but maybe something new is proving itself,

that repugnant ideas and customs can be

dealt with just as effectively by making them
ridiculous as by dressing them up as horror

stories. A ridiculous thing is really no more
embraceable than a horrible one. Comrade X
was obviously not conceived as a social docu-

ment, but it has its sharp as well as comic

aspects. And it may ibe the beginning of a

new career for the fabulous Hedy Lamarr

—

that of a dead-pan comedienne.

Selected Pictures Guide
{Contimied from page 2)

Directed by Edward Dmytryk. The most
intelligent but socially the least attractive
girl in the school is transformed, under the
kind attentions of a visiting concert singer,
into a charming and alluring young lady.

And this all happens ih spite of an un-
sympathetic half-sister who makes a play
for the singer herself. It's a tuneful piece,

lack of originality compensated for by good
singing. Monogram.

f HUDSON'S BAY—Paul Muni. Original
screen story by Lamar Trotti. Based on
incidents from the Life of Pierre Esprit
Radisson. Directed by Irving Pichel. A
romanticized history of the founding of the
Hudson's Bay Company under the leader-

ship of a French trapper who had been
adopted by the Indians. Muni is very in-

fectious as Radisson and is supported by a
splendid cast and a costly, ambitious pro-
duction. T'he scenery and sets are beau-
tiful. 20th Century-Fox.

f KEEPING COMPANY—Frank Morgan, Ann
Rutherford, John Shelton. Original screen
story by Herman J. Maukiewicz. Directed
by S. Sylvan Simon. Two youngsters get
married and decide never to have any quar-
rels. Jealousy and misunderstanding cut
through their resolutions despite the good
advice of the parents, and they separate.
When all is blackest they suddenly see the
light and a happy ending is provided. Mor-
gan is very good in the part of the girl's

father and Virginia Weidler as the brat
holds up her role well. Metro-Goldwyn-
Mayer.

m *KITTY FOYLE—Ginger Rogers. Based on
the novel by Christopher Morley. Directed
by Sam Wood. A realistic presentation of

the troubles of a poor girl and a rich young
man in love. Miss Rogers' acting is excel-

lent as is the whole production. RKO Radio.
See also Exceptional Photoplays Dept., p. 17.

f LADY WITH THE RED HAIR, THE—
Miriam Hopkins, Claude Rains. Based on
the memoirs of Mrs. Leslie Carter. Di-
rected by Kurt Bernhardt. A romanticized
biography of Mrs. Leslie Carter from her
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scandalous divorce, and her aspirations to

be an actress, to her triumphant association

with David Belasco. Against a de luxe
background of sets and costumes Miss Hop-
kins makes a creditable delineation of the
great actress's character in its hysteria,

poise and assurance. The rest of the cast

is no less adequate. Warner Bros.

f LITTLE MEN—Jimmy Lydon, Kay Francis.
Jack Oakie. Based on the novel by Louisa
M. Alcott. Directed by Norman Z. McLeod.
A good hearted owner of a medicine show
sends his foster son to a farm school run
by a Swiss and his wife. Tlie boy is rather
intractable at first but is treated so wisely
by Miss Francis that he comes through a
very good lad indeed. The plot is senti-

mental and somewhat improbable, but
Jimmy Lydon, Jack Oakie and ''Elsie" the
cow make it a warm and entertaining
movie. RKO Radio.

f LONE STAR RAIDERS—Tlie Three Mes-
quiteers. Original screen story by Joseph
M. March and Barry Shipman. Directed
by George Sherman. The wrong-righting
trio save the ranch for the old lady who
owns it by training at short notice, and
selling to the U. S. Cavalry, a herd of wild
mustangs they rounded up to increase the
ranch's depleted stock. Tlie usual skull-

duggery is about, but there are sequences
filled with beautiful horses. Republic.

f LONE WOLF KEEPS A DATE, THE—War-
ren William. From the work by Louis
Joseph Vance. Directed by Sidney Salkow.
The Lone Wolf on a stamp hunting trip to

Havana stumbles into a pretty girl whose
finance is in jail on a murder and kid-

napping charge of which he is innocent. He
offers to help the young pair, and after a

good deal of racing around he brings the
villains to justice in spite of obstacles fui'-

nished by the local police. An exciting

melodrama with Eric Blore providing the
comedy. Columbia.

f LOVE THY NEIGHBOR—Jack Benny, Fred
Allen, Mary Martin, "Rochester." Original

screen story by Edmond Beloris. Directed

by Mark Sandrich. Light and amusing
comedy with the well known radio com-
edians Benny and Allen, hating and trying

to outsmart each other. Paramount.

f MICHAEL SHAYNE, PRIVATE DET'EC-
TIVE—Lloyd Nolan, Majorie Weaver. Based
on a novel by Brett Halliday. Directed by
Eugene Forde. A highly amusing murder
mystery with Lloyd Nolan as a private

detective who gets the best of the police at

every turn. One of the best things Nolan
has done and with a good supporting cast.

20th Century-Fox.

f NO, NO, NANETTE—Anna Neagle, Richard
Carlson, Roland Young. Based on the

musical comedy by Prank Mandel, Otto

Harbach, Vincent Youmans and Emil
Nyitray. Directed by Herbert Wilcox. A

gay comedy with music about a girl who
spends her time and almost her romance
pulling her soft-hearted uncle out of girlie

scrapes. The plot is light (some may even
call it silly), but the film is one of the most
graceful and cheering of its kinds. All the
actors deserve praise for putting over this

charming and witty bit of fluff. RKO Radio.

f PHANTOM SUBMARINE, THE — Anita
Louise, Bruce Bennett. Original screen
story by Augustus Muir. Directed by
Charles Barton. A young lady reporter is

employed by the Navy to discover the pos-
sible connection between an expedition to

dive for sunken gold and a submarine re-

ported to be lurking in the vicinity of the
Panama Canal. She stows away on the
treasure-hunting' ship and after a few
brushes with villains discovers that the ap-
proaches to the Canal have been mined.
The Navy appears at the right moment and
all is saved, including her romance with the
leader of the treasure hunt. Columbia.

m *PHILADELPHIA STORY, THE—Katharine
Hepburn, Cary Grant. Based on the play by
Philip Barry. Directed by George Cukor. A
witty, beautifully produced comedy of class
distinction. The heroine is a rich young
lady about to be married for the second
time. Her finance is a mine worker who
has come to the top. Merriment begins
when her first husband, her philandering
father and a pair of reporters show up for

the wedding". The cast, which includes
James Stewart and Roland Young, does a
top flight job all round. Metro-Goldwyn-
Mayer. See also Exceptional Photoplays
Dept., p. 17.

m PLAY GIRL—Kay Francis, James Ellison.

Original screen story by Jerry Cady. Di-
rected by Frank Woodruff. A story of a
sophisticated playgirl who uses her wits
with the aid of a young girl to get money
from gullible men. Only when the girl

falls in love is their partnership desolved.

RKO Radio.

f PRIDE OF THE BOWERY, THE—Leo
Gorcey, Bobby Jordon. Original screen
story by George Plympton. Directed by
Joseph H. Lewis. The young hero who
wants to be a prize fighter is fooled by his

friends into joining a CCC Camp. There
his infiated ego and primitive manners offer

diflaculties, but by dint of wise guidance and
his own essential virtue he wins a place of

respect in the youthful community. The
film presents a fine picture of life in the

CCC and the story, though routine, is en-

tertaining and appealing. Monogram.

f SAINT IN PALM SPRINGS, THE—George
Saunders, Wendy Barrie. Based on the
character by Leslie Charteris. Directed by
Jack Hively. Another of the "Saint" series.

This time the "Saint" comes to America to

aid the police in the capture of a gang of

international crooks. RKO Radio.
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£ *SANTA FE TRAII^Errol Flynn, Olivia de
Haviland, Raymond Massey. Original
screen story by Robert Buckner. Directed
by Michael Curtiz. An intensely interesting
story of the events leading up to the Civil

War. Seven West Point graduates are sent
out to ''bloody" Kansas Territory, as their

first assignment, to capture John Brown the
Kansas abolitionist and his followers. The
building of the railroad over the Santa Fe
Trial, and the romance between the hero
and heroine round out an excellent story.

Warner Bros.

£ SECOND CHORUS—Fred Astaire, Paulette
Goddard. Original screen story by Frank
Cavett. Directed by H. C. Potter. Light
and amusing comedy, with not half as much
dancing in it as there should be with the
Fred Astaire-Paulette Goddard team. Artie
Shaw and his orchestra have a big part in

the picture and most of the comedy is sup-
plied by the wealthy and rather befuddled
music backer played by Charles Butter-
worth. Paramount.

f SHE COULDN'T SAY NO—Roger Pryor,
Eve Arden. Based on the play by Benjamin
M. Kaye. Directed by William Clemens. An
amusing comedy revolving around a breach
of promise suit. Warner Bros.

f SON OF MONTE CRISTO, THE—Louis
Hayward, Joan Bennett. George Sanders.
Based on the novel by Alexander Dumas.
Directed by Rowland V. Lee. It happens
in the Balkans in 1865. The Grand Duchess
of Lichtenburg is practically the prisoner

of her general, who has romantic as well as

political ambitions. Young Monte Cristo,

who has fallen under her charm, comes to

her rescue, and masquerading as the

"Torch," after much sword-play and in-

genuity, brings freedom to the lady and jus-

tice and liberty to her state. Not exactly

a new theme and rather improbable, but
full of dash and color and good acting.

United Artists.

f SOUTH OF SUEZ—George Brent, Brenda
Marshall. Based on a story by Sheridan
Gibney. Directed by Lewis Seller. Accused
of murdering and robbing his partner in

the African diamond country, George Brent
flees to England. Under an assumed name
he falls in love with the dead man's daugh-
ter. Later he is caught, tried and exon-

erated of the crime. Warner Bros.

SHORT SUBJECTS
Informationals

f AMERICAJSr SPOKEN HERE (Passing Parade)
—A clever explanation of some items of Ameri-
can slang. Metro-Goldwyn-Mayer.

f BEAUTIFUL BALI (Fitzpatrick Traveltalk)

—

A lovely color travelogue through Bali showing
its scenery and inhabitants. Metro-Gold'u'yn-
Mayer.

f DREAMS (John Nesbitt's Passing Parade)

—

The presentation of three dreams from ac-
credited records with simple, psychoanalytical
comment. Metro-Goldwyn-Maver.

f *GOING PLACES No. 84—"The Melting Pot of
the Caribees." The people and their homes in
Port of Spain, Trinidad. Universal.

f *GOING PLACES No. 8.5—"Hunting on Top of
the World." An interesting and well photo-
graphed trip with Norse seal hunters into the
Arctic. Universal.

f *GOING PLACES No. 86—"South of the Border."
A beautiful film of old and modern Mexico.
Universal.

f HISTORIC VIRGINIA—A trip to famous places
in Virginia. Instructive and beautiful. Columbia,

f HUNTING WILD DEER (World of Sports)—

A

handsome film explaining the rules of deer
hunting. The animal studies are delightful.
Columbia.

f INFORMATION PLEASE No. 4—The regular
savants with Louis Bromfield. RKO Radio.

f INFORMATION PLEASE No. .5—The experts
solve matters with Wendell Willkie's help. RKO
Radio.

f MARINE ROUND-UP (Grantland Rice Sport-
light)—A good film about the means used to
stock a deep sea aquarium with sharks, rays
and other huge fish. Paramount.

f MASTER OF THE CUE (World of Sports)

—

Willj- Hoppe demonstrates the game of billiards
and a number of difficult and trick shots.
Columbia.

f MOTORCYCLE STUNTING (Sportlight)—Some
wonderful stunt i-iding on motorcycles and also
racing. Paramount.

f RR'ER THAMES, YESTERDAY (Fascinating
Journey Series)—A lovely trip down the
Thames from the country through London and
out to the ocean. Done in Technicolor. Para-
mount.

f SAVOY IN THE ALPS—A travelogue conducted
through this alpine district in France with ex-
cellent pictures of the scenery, the inhabitants
and their activities. Columbia.

f SEEING IS BELIEVING (Paragraphic)—The
first half of this picture is very timely, showing
the modern farm equipment in comparison with
the old time farm tools, and also showing the
great use of steel on farms. The second tiaif
shows five scientists who make a hazardous trip
down a dangerous river in small boats. Para-
mount.

f SNOW EAGLES—A demonstration of excellent
skiing. RKO Radio.

f I'NUSUAL OCCUPATIONS No. 2—Strange oc-
cupations such as using chewing gum to make
pictures Instead of paints; man too ill to work
takes up embroidery as a paying occupation;
how the government takes beavers from places
where they destroy crops and puts them in
rivers to make dams for irrigation purposes and
pools for fish. This last part was most in-
teresting. Paramount.

f WASHINGTON PARADE No. 1—The Mint-

A

descriptive trip through the Philadelphia mint.
Columbia.

f Y^OU, THE PEOPLE (Crime Does Not Pay
Series)—A good expose of election frauds.
Metro-Goldwy-n-Mayer.

Musicals, Novelties and Serials
f COJIMUNITY SING No. 1 (series 5)—A concert

of popular and old songs sung by the Song
Spinners with Don Baker at the organ.
Columbia.

f GROWING XXP—The progress made in the last
six and a half years bv the Dionne Quintuplets.
RKO Radio.

f RIDERS OF DEATH VALLEY (Serial) Nos.
1-2. Dick Foran, Buck Jones. Original story
by Oliver Drake. Directed by Ford Beebe and
Ray Taylor. The villain tries to form a pro-
tective organization and so control all the
claims in Death Valley but is opposed by the
Riders of Death Valley. Universal.

f WEDDING BILLS (Pete Smith Specialty)—
About the troubles of a young man getting
married with a modest bank account. Metro-
Goldwyn-Mayer.

Cartoons and Comedies
f FIRE CHIEF, THE (Walt Disney Cartoon)

—

Donald Duck and his three nephews make
things lively with their fire-flghting equipment.
RKO Radio.

f LONESOME STRANGER (Technicolor Car-
toon)—A parody on the Lone Ranger and his
heroic feats. Jletro-Goldwj-n-Mayer.

f MOUSE MEETS LION (Fable Cartoon)—An
amusing adaptation of the old fable of the
mouse saving the lion's life. Columbia.
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f PANTRY PIRATE (Walt Disney Cartoon)—
Pluto in quest of a roast upsets a box of super-
suds and sneezes himself into difficulties. RKO
Radio.

fj POOPDECK PAPPY (Popeye Cartoon)—Pop-
eye's pappy makes plenty of trouble by not act-
ing his age. Paramount,

f POPEYE PRESENTS EUGENE, THE JEEP
(Popeye Cartoon)—An amusing picture of
Popeye trying to get some sleep with a jeep in
the house. Paramount.

f TIMBER—A Donald Duck cartoon with the re-
doubtable hero in the timber country. RKO
Radio.

f TROUBLE WITH HUSBANDS. THE (Bench-
ley Comedy)—An amusing little skit wherein
Benchley reveals what some housewives have
to endure through the idiosyncrasies of their
husbands. Paramount.

f WISE OWL (Color Rhapsody cartoon)—-An
owl's appetite is sharpened by the prospect of
some cute bats, who between dances foil his en-
deavors rather forcefully. Columbia.

List of Selected Pictures:

January-December 1940

An alphabetical listing of the pictures se-

lected for recommendation as good entertain-

ment by the Review Committees of the Board

from January 1st through December 31st,

1940. This Hsting, Hke that of 1939, is pub-

lished in place of the former Annual Catalog

of Selected Pictures.

Key to Abbreviations

f—Family Audience (12 years up),

m—Mature Audience (18 years up),

j—Juvenile Audience (Under 13 years).
*—An above-the-average picture.

Month following picture refers to the Magazine
Selected Pictures Guide in which reviewed,

ex—-Indicates a review in the Exceptional
Photoplays Department of the Magazine.

FEATURES
f *ABE LINCOLN IN ILLINOIS—RKO—Feb., ex.

fj ALDRICH FAMILY IN LIFE WITH HENRY,
THE—Para.—Sept.

f ALIAS THE DEACON—Univ.—Mav.
in *ALL THIS AND HEA\'EN TOO—Warner-

Sept.
m AND ONE WAS BEAUTIFUL—Metro.—Apr.
f ANDY HARDY MEETS DEBUTANTE—Metro

—Sept.
m ANGELS OVER BROADWAY—Col.—Nov.
f ANNE OF WINDY POPLARS—RKO—Sept.
f ARGENTINE NIGHTS—Univ.—Oct.
f ARISE MY LOVE—Para.—Nov.
f *ARIZONA—Col.—Dec.
m BAKER'S WIFE, THE (LA FEMME DU

BOULANGER) Baker's Wife Inc.—Mar., ex.
f BEHIND THE NEWS-Rep.—Jan. '41.

f BEYOND TOMORROW—RKO—Apr.
m BILL OF DIVORCEMENT, A—RKO—Apr.
f BILLY THE KID'S GUN JUSTICE]—Pro.—Jan.

'41.

f BISCUIT EATER. THE—Para.—May, ex.
f BITTER SWEET—Metro—Dec.
f *BLACKOUT—U.A.—Dec.
f BLONDIE PLAYS CITPID—Col.—Dec.

fj BLUE BIRD. THE—20th Cent.-Feb.
f *BOOM TOWN—Metro—Sept.
f BOYS FROM SYRACUSE—Univ.—Sept.
f *BRIGHAM YOUN(5—20th Cent.—Oct.
f BROADWAY MELODY OF 1940—Metro^Feb.
f BROTHER ORCHID—Warner—Sept.
f BROTHER RAT AND A BABY—Warner—Feb.

fj BUCK BENNY RIDES AGAIN—Para.—Apr.
fj BULLET CODE—RKO—Mar.

f CAPTAIN CAUTION—U.A.—Sept.
f CAPTAIN IS A LADY, THE—Metro—Sept.
f CAROLINA MOON—Rep.—Sept.
m CASTLE ON THE HUDSON—Warner—Feb.
f CHAD HANNA—20th Cent.—Jan. '41.

f CHARLIE CHAN IN PANAMA—20th Cent.

—

Feb.
f CHARLIE CHAN IN THE WAX MUSEUM—

20th Cent.—Oct.
f CHARLIE CHAN'S MURDER CRUISE—20th

Cent.—May.
fj CHARTER PILOT—20th Cent.—Dec.
f CHASING TROUBLE—Mono.—Feb.

fj CHEROKEE STRIP—Para.—Nov.
f CHRISTMAS IN JULY—Para.—Nov.
f CITY FOR CONQUEST—Warner—Nov.
f COMIN' ROUND THE MOUNTAIN—Para.—

Sept.
f *COMR.VDE X^Metro—Jan. '41.

m CONFESSIONS OF A NAZI SPY, THE—
Warnei-'—Sept.

f CONGO MAISIB—Metro—Feb.
m DANCE GIRL DANCE—RKO—Oct.
f DANCING ON A DIME—Para.—Sept.
f DARK COMMAND—Rep.—May.
m *DATE WITH DESTINY, A—Para.—Sept.
f DIAMOND FRONTIER—Univ.—Nov.
f *DISPATCH FROM REUTERS, A—Warner—

Nov.
ni DOCTOR TAKES A WIFE, THE—Col.—May.
f DOUBLE ALIBI—Univ.—Mar.
f DOWN ARGENTINE WAY—20th Cent.—Nov.
f DR. CHRISTIAN MEETS THE WOMEN—RKO—Sept.
f *DR. EHRLICH'S MAGIC BULLETS—Warner-

Mar., ex.
f DR. KILDARB GOES HOME^Metro.—Oct.
m DR. KILDARE'S CRISIS—Metro.—Dec.
f DR. KILDARE'S STRANGE CASE—Metro.

—

May.
m EARTHBOUND—20th Cent.—Sept.
f EAST OF THE RIVER—Warner—Dec.

fj *I5DISON, THE MAN—Metro.—Sept.
f ELLERY QUEEN, MASTER DETECTIVE—

Col.—Jan. '41.

f ELSA MAXWELL'S PUBLIC DEB No. 1—20th
Cent.—Oct.

m «ESCAPE—Metro.—Dec.
m ESCAPE TO GLORY—Col—Jan. '41.

f *FANTASIA—Walt Disnev—Dec, ex.
m FIGHT FOR LIFE—Col.—Mar., ex.
f *FIGHTING 60th, THE—Warner—Feb.

fj FLIGHT ANGELS—Warner—Sept.
f FLIGHT COMMAND—Metro.—Jan. '41.

fj *FLORIAN—Metro.—Apr.
f FLOWING GOLD—Warner—Oct.
f FOLKET PA HOGBOGARDEN (THE PEOPLE

OF THE HOGBO FARM)—Scand.—Mar.
f 'FOREIGN CORRESPONDENT—U.A.—Oct , ex.
f FORTY LITTLE MOTHERS—Metro—Mav.
f *FOUR SONS—20th Cent.—Sept.
f FUGITIVE FROM JUSTICE. A—Warner—Sept.
f GAMBLING ON THE HIGH SEAS—Warner-

Sept.
f GAUCHO SERENADE—Rep.—Mav.
j GAY CABALLERO, THE—20th Cent.—Nov.
f GHOST BREAKERS, THE—Para.—Sept.
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f GIRL PROM GOD'S COUNTRY, THE—Rep.—
Sept. I ; :

.

f GO WEST—Metro.—Jan. '41.

f GODA VANNER OCH TROGNA GRANNAR
(Good Friends and Peaceful Neighbors)—Scand.
—Nov.

f GOLD RUSH MAISIE—Metro.-Sept.
f GOLDEN FLEECING, THE—Metro.—Sept.
f GOLDEN GLOVES—Para.—Apr.
f GRANNY GET YOUR GUN—Warner—Mar.
m *GRAPES OF WRATH, THE 20th Cent.—Feb.,

f *GREAT DICTATOR, THE—U.A.—Nov., ex.
f GREAT McGINTY, THE (Reviewed as DOWN
WENT McGINTY)—Para.—May.

f GREAT PROFILE, THEI—2nth Cent.—Nov.
m GREEN HELL—Univ.—Feb.
f HALF A SINNERrJ^Univ.—Mar.
f HAUNTED HONEYMOON-Metro.—Oct.
m HE MARRIED HIS WIFE—20th Cent.—Feb.
m HE STAYED FOR BREAKFAST—Col.—Oct.
f HENNES LILLA MAJESTAT (HER LITTLE

HIGHNES S)—Scand.—Dec.
f HER FIRST ROMANCE^Mono.—Jan. '41.

m *HERITAGE (AUX JAJR.DINS DE MURCIE)—
French Cinema Center—Nov., ex.

f *HIRED WIFE—Univ.—Oct.
ni *HIS GIRL FRIDAY—Col.—Feb.
f HIT PARADE OF 1941, THE—Rep.—Nov.
f *HOUSE OF SEVEN GABLES—Univ.—Mar.
f ^HOWARDS OF VIRGINIA, THE—Col.—Nov.
f HUDSON'S BAY—20th Cent.—Jan. '41.

f HULLABALOO—Metro.—Dec.
m HUMAN BEAST, THE (LA BETE HUMAINE)

Juno—Mar., ex.
m I CAN'T GIVE YOU ANYTHING BUT LOVE,

BABY—Univ.—May.
f I LOVE YOU AGAIN—Metro.—Sept.
f I MARRIED ADVENTURE—Col.—Sept.
m I WANT A DIVORCE—Para.—Sept.
m I WAS AN ADVENTURBSS--20th Cent.—May.
f IF I HAD MY WAY—Univ.—May.
f IL FIGLTO DEL CONTADINO or VOCE LON-
TANA (THE FARMER'S SON or VOICE FROM
AFAR)—Pied.—Mar.

f INVISIBLE MAN RETURNS, THE—Univ.—
Feb.

f IRENE—RKO—Mav.
f IT ALL CAME TRUE—Warner—Apr.
f *IT'S A DATE—Univ.—Apr.
f JENNIE—20th Cent.—Dec.
m JOHNNY APOLLO—20th Cent.—Apr.
m KALLE PA SPANGEN (CHARLIE THE INN-

KEEPER)—Scand.—Feb.
fj KIT CARSON—U.A.—Oct.
m *KITTY FOYLE—RKO—Jan. '41.

f *KNUTE ROCKNE—ALL AMERICAN—Warner—Nov.
f LA CONGA NIGHTS—Univ.—May.
m LADY IN QUESTION, THE—Col.—Oct.
f LADY WITH THE RED HAIR, THE—Warner
—Jan. '41.

f LEATHER PUSHERS—Univ.—Oct.
f *LET GEORGE DO IT—Film Alliance—Dec.
m LETTER, THE—Warner—Dec.
f LIFE OF GILTSEPPE ^^ERDI, THE—Esperia—

Mav.
f *LIGHTS OUT IN EUROPE^—Mayer & Burstyn
—Apr., ex.

f LILLIAN RUSSELI^20th Cent.—Sept.
f LION HAS WINGS. THE—U.A.—Feb.

fj LITTLE BIT OF HEAVEN, A—Univ.—Nov.
f LITTLE MEN—RKO—Jan. '41.

f LITTLE NELLIE KELLY—Metro.—Dec.
f *LITTLE OLD NEW YORK—20th Cent.—Feb.
f LONE STAR RAIDERS—Rep.—Jan. '41.

f LONE WOLF KEEPS A DATE, THE—Col.—
Jan. '41.

m *LONG VOYAGE HOME. THE—U.A.—Nov., ex.
f LOVE THY NEIGHBOR^Para.—Jan. '41.

f LUCKY CISCO KID—20th Cent.—Sept.m *LUCKY P.ARTNERS—RKO—Oct.
f MAD MEN OF EUROPE—Col.—Sept.

fj MAGIC IN MUSIC—Para.—Dec.m *MAN I MARRIED, THE)—20th Cent.-Sept.
f MAN WHO TAl^KED TOO MUCH, THE—

Warner—Sept.m MAN WHO WOULDN'T TALK, THE—20th
Cent.—Sept.

m MANH.-VTTAN HEARTBEAT—20th Cent.—Sept.
f MARK OF ZORRO, THE—20th Cent.—Dec.
f *MARYLAND—20th Cent.—Sept.
m MAYOR'S DILEMMA, THE—Film Alliance-

May, ex.

f MELODY RANCH—Rep.—Dec.
f MEN AGAINST THE SKY—RKO—Oct.
f MICHAEL SHAYNE, PRIVATE DETECTIVE—

20th Cent.—Jan. '41.

f MIDNIGHT LIMITED—Mono.-Apr.
f MIND OF MR. REEDER, THE—Mono.—May.
f MONEY AND THE WOMAN—Warner—Oct.
f *MORTAL STORM, THE—Metro.—Sept.
f MURDER IN THE AIR^Warner—Sept.
f MURDER OVER NEW YORK—20th Cent.—Dec.
m *MY FAVORITE WIFE—RKO—May.
m MY LITTLE CHICKADEE—Univ.—Feb.
f *MY LOVE CAME BACK—Warner—Sept.
m *MY SON, MY SON—U.A.—Apr.
f MYSTERY SEx\ RAIDER-Para.—Sept.
f NEW MOON—Metro.—Sept.
f NIGHT TRAIN—20th Cent.—Nov.
f NO, NO, NANETTE—RKO—Jan. '41.

m NO TIME FOR COMEDY—Warner—Oct.
f *NORTH WEST MOUNTED POLICE—Para.
—Nov.

f *NORTHWEST PASSAGE—Metro.—Feb.
m *OF MICE AND MEN—U.A.—Feb., ex.
f 0KL.\H:0MA RENEGADES—Rep.—Sept.
f ON THEIR OWN—20th Cent.—May.
f ONE NIGHT IN THE TROPICS—Univ.—Dec.
f OPENED BY MISTAKE—Para.—Feb.

fj ORPHANS OF THE NORTH—Mono.—Sept.
f *OUR TOWN—U.A.—Sept.
m OUTSIDER, THE—Film Alliance—May.
f PALS OF THE SILVER SAGE—Mono.—May

.

m *PASTOR HALI^U.A.—Oct.
f PHANTOM SUBMARINE, THE—Col.—Jan. '41.

m ^PHILADELPHIA STORY, THE—Metro— Jan.
'41.

f PIER 13—20th Cent.—Sept.
fj *PINOCCHIO—RKO—Mar., ex.

f POWER AND THE LAND—RKO—Nov., ex.

m *PRIDE AND PREJUDICE—Metro.—Sept.
f PRIDE OF THE BOWERY, THE—Mono.—Jan.

'41.

m PRIMROSE PATH, THE—RKO—Apr. , ex.

f PRIVATE AFFAIRS—Univ.—Sept.
m QUEEN OF THE MOB—Para.—Sept.
fj RAINBOW 0\ieR THE RANGE—Mono.—Sept.
f -^RAMPARTS WE WATCH, THE—RKO—Sept.
f RANGE BUSTERS. THE—Phoenix—Oct.

fj RANGER AND THE LADY, THE—Rep.—Sept.
f RANGERS OF FORTUNE—Para.—Oct.
m RASPUTIN—Concord—Sept.
m *REBECCA—U.A.—Apr., ex.
m REMEMBER THE NIGHT—Para.—Feb.
f *RETURN OF FRANK JAMES, THE—20th

Cent.—Sept.
m RETURN OF THE FROG, THE—Select—May.
f ROAD TO SING.:\PORE—Para.—Mar.
f RHYTHM ON THE RR'-ER-Para.—Sept.
f S.AFARI—Para.—Mar.
f SAINT'S DOUBLE TROUBLE, THE—RKO—

Feb.
f SAINT TAKES OVER, THE—RKO—May.
f SANDY GETS HER MAN—Univ.—Dec.

fj SANDY IS A LADY—Univ.—Sept.
f *SANTA FE TRAII^Warner—Jan. '41.

m SATURDAY'S CHILDREN—Warner—May.
f SCATTERBRAIN—Rep.—Sept.
f *SEA HAWK, THE—Warner—Sept.
f SECOND CHORUS—Para.—Jan. '41.

f SECRET FOUR, THE—Mono.—Feb.
m SEVEN SINNERS—Univ.—Dec.
f SHE COU"LDN'T SAY NO—Warner—Jan. '41.

f *SHOP AROUND THE CORNER, THE—Metro.
Feb., ex.

f SIDEWALKS OF LONDON—Para.—Feb.
f SKI PATROL—Univ.—May.
f SO YOU WON'T T-ALK—Col.—Dec.
f SON OF MONTE CRISTO, THE—U.A.—Jan. '41.

f SOUTH OF SUEZ—Warner—Jan. '41.

f SPORTING BLOODi—Metro.—Sept.
fj *SPRING PARADE—Univ.—Nov.
f STAGE TO CHINO—RKO—Sept.
f STAR DUST—20th Cent.—Apr.
m *STRANGE CARGO—Metro.—Mar.
f SUICIDE LEGION—Film Alliance—May.
m SUSAN AND GOD—Metro.—Sept.
fj SWISS FAMILY ROBINSON—RKO—Feb.
f THEY CAME BY NIGHT—20th Cent.—Mar.
m THEY DRWE BY NIGHT—Warner—Sept.
m *THEY KNEW WHAT THEY WANTED—RKO
—Nov., ex.

fj THTBF OF BAGDAD—U.A.—Nov.
f THIRD FINGER, LEFT HAND—Metro.—Nov.
f THOSE WERE THE DAYS—Para.—Apr.
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f TTTREE CHEERS FOR THE IRISH—Warner-
Apr.

f THREE MEN FROM TEXAS—Para.—Sept.
f 'TIL WE MEET AGAIN—Warner—May.
m TIME IN THE SUN—World—Oct.
f TIN PAN ALLEY—20th Cent.—Dec.
f TOM BROWN'S SCHOOL DAYS—RKO—Sept.
f TOO MANY GIRLS—RKO—Nov.
m TOO MANY HUSBANDS—Col.—Apr.
f TRIPLE JUSTICE—RKO—Oct.
f TUGBOAT ANNIE SAILS AGjU;N—Warner—

Nov.
m TURNABOUT—U.A.—Sept.
m 21 DAYS TOGETHER—Col.—May.
f TWO GIRLS ON BROADWAY—Metro.—May.

fj UNDER TEXAS SKIES—Rep.—Nov.
ni VIGIL IN THE NIGHT—RKO—Feb.
£ VILLAIN STILL PURSUED HER, THE—RKO
—Sept.

f VIRGINIA CITY-^Warner—Apr.
m *AVATERLOO BRIDGE—Metro.—Sept.
f WAY OF ALL FLESH, THE—Para.—May.
f WE WHO ARE YOUNG—Metro.—Sept.
f WEST OF PINTO BASIN—Mono.—Dec.
f WESTERNER, THE—U.A.—Nov.
f WHEN THE DALTONS RODE—Univ.—Sept.
m WOMEN IN WAR—Rep.—Sept.
f *WORLD IN FL.^JVIES—Para.—Nov.
f WYOMING—Metro.—Oct.
t YOU'RE NOT SO TOUGH—Univ.—Sept.
f YOU'LL FIND OUT—RKO—Dec.
f YOUNG AS YOU FEEL—20th Cent.—Feb.
f YOUNG BILL HICKOK—Rep.—Nov.
f YOUNG PEOPLE—20th Cent.—Oct.

fj *YOUNG TOM EDISON—Metro.—Mar.

CARTOONS
fj ALI BABA BOUND—Vita.—Apr.
f ALL'S WELL THAT ENDS WELL—20th Cent.
—Apr.

fj BILLPOSTERS—RKO—Sept.
fj *BILLY MOUSE'S AKW^VK^VDE—20th Cent.—

Sept.
f BLACKBOARD REVIEW—Col.—Apr.

fj BONE TROUBLE—RKO—Sept.

fi CATNIP CAPERS-20th Cent.—Sept.
fj DONALD'S DOG LAUNDRY—RKO—May.
fj DONALD'S VACATION—RKO—Sept.
fj FIGHTIN' PALS—Para.—Sept.
f FIRE CHIEF, THEl—RKO—Jan. '41.

fj *FISHING BEAR, THE—Metro.—Fe)j.
f GALLOPIN' G.ALS—Metro.—Dec.

fj GOOFY'S GLIDER—RKO—Dec.
f GREYHOUND AND THE RABBIT, THE—Col.

—Apr.
fj HARE AND HOUNDS—20 th Cent.—Mar.
fj HARVEST TIME—20th Cent.—Feb.
f HOME ON THE RANGE—Metro.—Apr.

fj HOMELESS FLEA, THE—Metro.—Dec.
fj HOW WET IS MY OCEAN—20th Cent.—Nov.
f IT MUST BE LOVE—20th Cent.—Apr.

fj JUST A LITTLE BULL—20th Cent.—May.
fj KICK IN TIME—Para.—May.
fj KITTENS' MITTENS—Univ.—Feb.
f LANDING OF THE PILGRIMS—20th Cent.—

Nov.
fj LITTLE BLABBERMOUSE—Vita.—Sept.
fj LOVE IN A COTTAGE—20th Cent.—Sept.
fj LUCKY DUCK, THE—20th Cent.—Oct.
fj MIGHTY HUNTERS—Vita.—Feb.
fj MILKY WAY, THE—Metro.—Sept.
fj MR. DUCK STEPS OUT—RKO—Sept.
fj MR. MOUSE TAKES A TRIP—RKO'—Dec.
f MOUSE MEETS LION—Col.—Jan. '41.

fj MUCH ADO ABOUT NOTHING—^20th Cent.—
Mar.

fj 100 PYGMIES AND ANDY PANDA—Univ.—
Mav.

fj ONION PACIFIC—Para.—Sept.
f PANTRY PIRATE—RKO—Jan. "41.

fj PILGRIM PORKY—Vita.—Apr.
fj PLUTO'S DREAM HOUSE—RKO—Sept.
fj POOPDECK PAPPY—Para.—Jan. '41.

fj PORKY' S POOR FISH—^Vita.—Sept.
fj PROF. OFFKEYSKI—20th Cent.—Sept.
fj PUSS GETS THE BOOT—Metro.—Mar.
fj PUT PUT TROUBLE—RKO—Sept.
fj PUTTIN' ON THE ACT—Para.—Oct.
fj ROVER'S RESCITE—20th Cent.—Sept.
fj RUPERT THE RUNT—20th Cent.—Sept.
fj SNEAK, SNOOP AND SNITCH—Para.—Dec.

fj SNIFFLES TAKES A TRIP—Vita.—Sept.
fj SNUBBED BY A SNOB—Para.—Sept.
fj STEALIN' AIN'T HONEST—Para.—Apr.
fj SWISS SKI YODELERS—20th Cent.—Sept.
f TANGLED TELEVISION—Col.—Dec.
f TIMBER—RKO—Jan. '41.

fj TlillD PUP—Col.—Sept.
fj TOM THUMB IN TROUBLE—Vita.—Sept.
£ WIMMIN HADN'T OUGHTA DRIVE—Para.—

Sept.
fj WIMMIN IS A MYSTERY—Para.—Sept.
f WINDOW CLEANERS—RKO—Nov.
f WISE OWL—Col.—Jan. '41.

fj WOT'S ALL TH' SHOOTIN' FER—20th Cent.—
May.

f j YE OLDE SW.AP SHOPPE—Col.—Sept.
fj YOU CAN'T SHOE A HORSE-FLY—Para.—

Sept.

COMEDIES AND NOVELTIES
f ACQIHTTED BY THE SEA—20th Cent.—Nov.
f BESTED BY A BEARD—RKO—Sept.
f CHEERIO MY DEARS—20th Cent.—Sept.
f DOUBLE OR NOTHING—Vita.—Apr.
f HATS—RKO—Oct.
f HIDDEN MASTER—Metro.—May.
f HOME MOVIES—Metro.—Mar.
f LABOR SAVERS—20th Cent.—Apr.

fj NEW PUPIL, THE—Metro.—May.
f PLEASE ANSWER—Metro.—Oct.

fj SINGING DUDE, THE^Vita.—Sept.
fj '-STRAY LAMB—RKO—Sept.
fj STUFFIE—Metro.—Mar.
fj T.AIMING OF THE SNOOD, THE—Col.—Sept.
f TROUBLE WITH HUSBANDS, THE—Para.—

,Ian. '41.

fj WALDO'S LAST STAND—Metro.-Dec.
f WHAT'S YOUR I. Q.? No. 1—Metro.—Mar.
f WHAT'S YOUR I. Q.? No. 2—Metro.—Sept.
f YOU NAZTY SPY—Col.—Feb.

INFORMATIONALS
f AIR ARMY—RKO—Sept.
f ARGENTINA—Para.—Apr.
f B.ARON AND THE ROSE, THE—Metro.—Oct.
f BEAUTIFUL BALI—Metro.—Jan. '41.

f BEAUTIFUL SWITZERLAND—Col.—Feb.
f BERTH OF A QUEEN—Col.—Sept.
f BLUE STREAK, THE—Para.—Sept.
f BUYER BEWARE-Metro.—Sept.
f CALLING ON COLUMBIA—Metro.—Mar.
f CAPITAL CITY—Metro.—Oct.

fj CAT COLLEGE—Metro.—Sept.
f CAVALCADE OF ACADEMY AWARDS—Vita.—Sept.
f CAVALCADE OF SAN FRANCISCO—Metro.—

Nov.
f CLIMBING THE SPIRITS' HOME—20th Cent.

—May.
f CUBA—Para.—Feb.
f D.VNGEROUS DOLLARS—Para.—Sept.
f DREAMS—Metro.—.Jan. '41.

fj ESKIMO TRAILS—20th Cent.—Sept.
f *EYES OF THE NAVY—Metro.—Dec.
f FASHION FORECASTS Nos. 7, S—20th Cent.—

Apr. -Sept.
f FASHION TAKES A HOLIDAY—Col.—May.
f FLAG OF HTTM.VNITY—Vita.—Dec.

fj FLAG SPE.VKS, THE—Metro.—Apr.
f FLOATING ELEPH.VNTS—Col.—Dec.
f FLYING STEWARDESS—20th Cent.—Mar.
f FULLBLOD—Scand.—Nov.

fj FXTTURAMA—Col.—Feb.
f GOING PLACES No. 72-S3—Univ.—Mar.-Oct.
f *GOING PLACES No. 84-86—Univ.—Jan. '41.

f GROWING UP—RKO—Jan. '41.

fj *GITN DOG LIFE—Vita.—Sept.
f HISTORIC VIRGINIA—Col.—Jan. '41.

f HOLLYWOOD. STYLE CENTER OF THE
WORLD—Metro.—May.

f IN THE L.VND OF PAGODAS—Col.—Sept.
f INFORMATION PLEASE Nos. 5-13, 2nd Series

No.s. 1-3, RKO—Feb.—Dec.
f INFORMATION PLEASE, 2nd series Nos. 4-5—
RKO—.Ian. '41.

f ISLE OF COLTTMBUS—Para.—Feb.
f ISLE OF MYSTERY—20th Cent.—Oct.
f *ISLER OF THE EAST—20th Cent.—May.
f JACK POT—j\Ietro.—Apr.
f .lONKEPING—Scand.—Nov.
f KNOW YOUR MONEY—Metro.—Apr.
f KRING ODENAS SLOTT—Scand.—Nov.
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f LAND OF FLOWERS—20th Cent.—Nov.
f LIFE IN PAKIS—Col.—Apr.

fj *MARCH OF TIME, Gth series, Nos. 6-13; 7th
series, Nos. 1-4—RKO—Feb.—Dec.

f MEN WANTED—Vita.—Apr.
f MIRACLE OF SOUND—Metro.—Dec.
f MODERN NEW ORLEANS—Metro.—May.
f NAVAJO LAND—RKO—Mar.
f NEW HAMPSHIRE—Col.—May.
f NEW HORIZONS—Vita.—Feb.
f NIGHT DESCENDS ON TREASURE ISLAND
—Metro.—Feb.

f NORTHW.ARD HO—Metro.—Mar.
fj NOT SO DUTMB—Para.—Mar
f OLD DOMINION STATE—20th Cent.—Dec.
f *OLD NEW MEXICO—Metro.-Dec.

fj OLD SOUTH, THE—Metro.—Feb.
fj PACIFIC PARADISE—Para.—Sept.
f PARAMOUNT PICSORIAL Nos. 1, 2—Para.—

Feb-. Sept.
f PICTURE PEOPLE No. 1—RKO—Oct.
f PLEASUREBOUND IN CANADA—Col.—Sept.

fj PONY EXPRESS DAYS—Vita.—Sept.
f POPULAR SCIENCE Nos. 4-6; new series Nos.

j[_2 f*a,ra, Fsb Dgc
fj *QUICKER'N A 'wiNK—Metro.—Dec.
f RIVER THAMES, YESTERDAY—Para. — Jan.

'41.

f RODEO DOUGH—Metro.—Dec.
fj *SANCTUARY OF THE SEALS—20th Cent.—

Sept. - -

f SAVOY IN' THE ALPS—Col.—Jan. '41.

f SCREEN SNAPSHOTS Nos. .5-7, 9—Col.—Sept.

-

/,•' Oct.
fj SEATTLE, GATEWAY TO THE NORTHWEST

>'
• —Metro.—Mar.

\( :f SEEING IS BELIEVING—Para.—Jan. '41.

'. '.fj SERVANT OF -MANKIND—Metro.—Sept.
f SERVICE WITH THE COLORS—Vita.—Nov.

-, f *SIEGE—RKO—Feb.
f SITKA AND JUNEAU—Metro.—May.
f SOAK THE OLD—Metro.—Oct.

fj SPILLS FOR THRILLS—Vita.—Sept.
f STADEN "\T:D gotA AR' (THE CITY OF
GOTHENBURG—Scand.—May.

f STRANGER THAN FICTION Nos. 72-86—Univ.
—Mar. -Dec.

f STREAMLINED—RKO—Sept.
fj *SUG.'m WIND—Para.—Feb.
fj Sm^'A PRIDE OF FIJI—Metro.—Sept.
fj TEDDY THE ROUGH RIDER—Vita.—Feb.
fj TELEVISION PREVIEW—Para.—Sept.
f THREADS OF A NATION, THE—Coi.—Apr.
f TRIFLES OF IMPORTANCE—Metro.—Sept.
f UNUSUAL OCCUPATIONS Nos. 3-6; new series

Nos. 1-2—Para.—Feb. -Jan. '41.

f UNVEILING ALGERIA—Col.—Sept.
f UTOPIA OF DEATH—Metro.—Dec.
f VACATION DIARY—RKO—Feb.
f VALLEY, THE—Vita.—Sept.

fj VALLEY OF 10,000 SMOKES. THE—20th Cent.
—Feb.

f VAR I SKANE (SPRINGTIME IN SCANIA,
SWEDEN)—Scand.—Mar.

f WASHINGTON P.AJIADE Nos. 2-6, new series
No. 1—Col.—Feb. -Jan. '41.

m WAY IN THE WILDERNESS, A—Metro.—Sept.
f WEST WALI^RKO—Feb.
f WITH THESE "WEAPONS—American Social

Hygiene Assn.—Nov.
m WOMEN IN HIDIN(3—Metro.—Sept.
f XXX MEDICO—Metro.—May.
f YOUNG .IMERICA FLIES—Vita.—Sept.

MUSICALS

f PINKY TOMLIN AND HIS ORCHESTRA—
I'cLrfl. Sept

f SWINGIN' IN THE BARN—Univ.—May.

SPORTS
fj ACTION ON ICE—20th Cent.—Sept.
fj AQUAPOISE—RKO—Feb.
£ ARROW POINTS—RKO—Sept.
f BOWLING FOR STRIKES—20th Cent.—Nov.
f BOWLING SKILI^Para.-Feb.
f COURT FAVORITES—RKO—Feb.

fj CRADLE OF CHAilPIONS—Para.—Sept.
fj *DTVING DEMONS—Para.-Oct.
f DOGS YOU SELDOM SEE—Vita.—Dec.

fj FAMOUS MOVIE DOGS—Vita.—Nov.
f FISHING IN HAWAII—Col.—Nov.
f FLY FISHING—Vita.—Dec.
f FLYCASTN(3^RKO—May.
f FLYING TARGETS—Col.—Mar.
f FOLLOWING THE HOUNDS—20th Cent.—Mar.

fj FOOTB.-VLL HIGHLIGHTS—Vita.—Nov.
fj FOOTBALL THRILLS OF 1939—Metro.—Dec.
fj GRADE OF CHAMPIONS—Para.—Sept.
f HU1L\N FISH—Para.—Feb.
f HUNTING WILD DEE}R—Col.—Jan. '41.

fj *HURDLE HOPPERS—RKO—Sept.
f KENTUCKY ROYALTY—RKO—Nov.
f LURE OF THE TROUT—20th Cent.—Dec.
f MAINTAIN THE RIGHT—Metro.—Feb.
f MASTER OF THE CUE—Col.—Jan. '41.

f MECHANIX ILLUSTRATED Nos. 3-4—Vita.—
Feb. -Sept.

f MEN OF MUSCLE—RKO—Feb.
f MIDGET MOTOR MANIA—20th Cent.—Nov.
f MOTORCYCLE STUNTING—Para.—Jan. '41.

fj "NATURE'S NURSERY—Para.—Nov.
f ODD VOCATIONS—Col.—Sept.
f ORIENTERINGSLOPNING (PATHFINDERS)

Scand.—Feb.
f OVER THE SEVEN SE.\S—20th Cent.—Apr.
f PA RENSKILJNING I AKKA (REINDEER
ROUNDUP IN AKI-CA, LAPLAND, SWEDEN;—
Scand.—Feb.

f PENNANT CHASERS—RKO—Mar.
fj "PLAYMATES FROM THE WILD—Para.—Sept.
f QUAIL QUEST—RKO—Oct.
f SAVING STROKES—Col.—Nov.
f SILENT WINGS—RKO—Sept.
f SINK OR SWIM—Para.—Sept.
f SKIING TECHNIQUE—Col.—Mar.
f SKY G.IME—RKO—Feb.
f SNOW EAGLES—RKO—Jan. '41.

fj SNOW FUN—RKO—Dec.
f SPORT OF KINGS—Col.—Sept.
f SPORTING E^^RGLADES, THE—Para.—Nov.

fj SPORTSMAN'S PARTNER—RKO—Dec.
f TOINIORROW'S STARS—Col.—Sept.
f TOPNOTCH TENNIS—20th Cent.—Feb.
f TROUBLE SHOOTER^RKO—Sept.
f TWO OF A KINTD—Para.—Mar.
f VACATION TIME—20th Cent.—Sept.
f VI GAR PA LANGTUR (WE TAKE A LONG

SKI TRIP)—Scand.—Feb.

SERIALS
fj JL'NIOR G-MEN Nos. 1-12—Univ.—Sept. -Oct.
f KING OF THE ROY-\L MOUNTED Nos. 1-12—

Rep.—Oct. -Nov. -Dec.
f RIDERS OF DEATH VALLEY Nos. 1-2—Univ.

Jan. '41.

KEY TO DISTRIBUTOR ABBREVATIONS
Col.—Columbia
Film Alliance—Film Alliance of the United States
Juno—Juno Films
Mayer & Burstyn—Arthur Mayer & Joseph Burstyn
Metro.—Metro-Goldwyn-Mayer
Mono.—Monogram
Para.—Paramount
Pied.—Piedmont American Film Exchange, Inc.
Pro.—Producers
Rep.—Republic
RKO—RKO Radio
Scand.—^Scandinavian Talking Pictures
Select—Select Attractions
20th Cent.—20th Century-Fox
U.A.—United Ar-tists
LTniv.—LTniversal
Vita.—^\^itaphone
Walt Disney—^Valt Disney Productions
Warner—Warner Bros.
World—World Pictures

f BLUE BARRON AND HIS ORCHESTRA—
jPg^j»g^ Sept

f BLUE DANUBE, THE—Metro.—Feb.
f CARL HOFF AND HIS ORCHESTRA—Vita.—

Apr.
f COMMUNITY SING Nos. 4-5, 7—Col.—May-

April- Nov.
f COMMUNITY SING No. 1 (series 5)—Col.—Jan.

•41.

f HAVE YOU MET YVETTE—Para.—Mav.
f HAWAIIAN RHYTHM—Univ.—Sept.
f JIMMY DORSEY AND HIS ORCHESTRA—

Para.—Feb.
f JOE REICHMAN AND HIS ORCHESTRA—

Vita.—Dec.
f *MAD MAESTRO, THE—Metro.—Feb.
f MOMENTS OF CHARM OF 1941—Para.—Nov.
f NAUGHTY NINETIES, THE—Univ.—Sept.
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Selected Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of

Revieiv as zvorthy of poptdar patronage in the

theatres, with an indication of the audience group

suitability for each picture. The choice of the

pictures included is based upon principles of selec-

tion developed through long study of public pref-

erence as to what constitutes good screen entertain-

ment. The consensus of the Review Committee
forms the basis for the reviews and audience
recommendations of the pictures. The Review Com-
mittee consists of approximately 300 trained mem-
bers representative of zvidely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up).

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren, under 12.

*—Recommended as above the average "selected"
picture.

Starred Selected Pictures

*m BACK STREET—Margaret Sullavan, Charles
Boyer. Based on the novel by Fannie Hurst.
Directed by Robert Stevenson. This is the

second movie version of Miss Hurst's story of

the tragic lives of two people in love who can-

not marry and who solve the problem by set-

ting up a clandestine menage. The situation

being nothing new and the plot dated, the

salient virtue of the film lies in its elaborate

production, expert direction and excellent cast.

As the unofficial spouse of the banker Miss
Sullavan is lovely, nor, thanks to good make-up,
does time wither her in less than lovely fash-

ion as the years of her devotion roll by.

Through her talent as an actress the somewhat
unreal sentiments of the early nineteen hun-
dreds have effects not readily expected on the

sensibilities of a present day audience. Mr.
Boyer, the rather selfish gentleman of the

piece, also enacts his role with subtlety and
art. On consideration the same difficulty today
could be less painfully taken care of by divorce
with slight prejudice to anyone, and very
likely would be. For a sterner generation such
facility seemed out of the question, so the
tragedy. The film can hardly be interpreted as
sympathetic to irregular living ; both sinners

have an awful time. Universal.

-H COME LIVE WITH ME—Tames Stewart,
Hedy Lamarr. Based on an original story by
Virginia Van Upp. Directed by Clarence
Brown. An improbable, delightful comedy
tailored to James Stewart's charm and Hedy
Lamarr's beauty. It concerns the problem of a

refugee girl who needs a husband to prevent
her deportation. A middle-aged publisher (Ian
Hunter), who loves her but is already married,

is the only available gentleman until she meets
a down-and-out writer (Mr. Stewart) whom
she persuades to marry her in name in exchange
for a stake to enable him to carry on his literary

work. Before long the author gets very dis-

satisfied with the businesslike elements in the
deal and from that point the farcical complica-
tions begin, culminating in a pleasant affirma-

tion of mutual affection between the right

people. Although the picture drags in places,

chiefly in the sequences where Stewart's grand-
mother dispenses sententious wisdom, the gen-
eral effect is light and amusing. Donald Meek,
a tramp of long standing and high attainments
in his line of work, has a short but scintilating

scene wherein he advises Jimmy to examine
the advantages that a lad of his talent would
have in becoming a bum. The others in the
cast, which includes Verree Teasdale, turn in

fine supporting jobs. It is to Stewart and to the
director, Clarence Brown, however, that the
lion's share of credit must be given for trans-
forming a weak and synthetic script into a very
entertaining movie. Metro-Goldwyn-Mayer.

*f FOUR MOTHERS—Claude Rains, Jeffrey
Lynn, Priscilla Lane. Suggested by the book
"Sister Act" by Fannie Hurst. Directed by
William Keighley. The family reunion of the

elderly musician, Adam Lemp (Claude Rains),
is upset by the news that the Florida real estate

project of one of his sons-in-law has been
washed away by a tidal wave and the family

who have invested in it are left not only pen-
niless but overwhelmed with moral obligations

to other townsfolk whom they had allowed
in on the ground floor with them. The crux
of the film is the splendid way the entire clan

rallies round and, though affairs grow fairly

black, by intrinsic honesty and mutual affection

conquer the grievances trouble engenders among
them and finally the graver economic problems.
The film is the latest in the series begun by
"Four Daughters" and carries the domestic
saga of the Lane sisters to that period in their

lives when all but one are provided with adored
offspring (and the final tip-off is she has not

long to wait). Warner Bros.

*f GIRL IN THE NEWS, THE—Margaret
Lockwood, Barry K. Barnes, Emlyn Williams.

Based on the novel by Roy Vickers. Directed

by Carol Reed. The story of a nurse accused

of poisoning a patient and acquitted on the

ground of insufficient evidence. The acquittal

does not suffice to save her career, however,

and she changes her name to get work, only to

find herself faced with a similar charge when
she is blamed for the poisoning of her new
employer, a murder cooked up by his wife and
butler. In spite of a solution that is deus ex

machina with the letters on it written in red.

The Girl in the News is fast, thrilling and ex-

ceedingly good cinema. Emlyn Williams makes
a fine cold-blooded murderer and the two
other principals, Margaret Lockwood as the

accused nurse and Barry K. Barnes as her

{Continued on page 13)

Copyrig-ht, 1941, The National Board of Review of Motion Pictures, Inc.
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Movie Entertainment

ON the ballots which register the opin-

ions of the members of the National

Board's Reviewing Committee when

they look at a picture there are four qualities

that have to be marked for a rating : the pic-

ture's entertainment value, its artistic value,

its instructive value, and its ethical value.

These qualities have a different importance

to different people, but one of them is im-

portant to everybody—the entertainment

quality. A motion picture without that,

wherever it was meant to be shown, might as

well never have been made at all ; it certainly

will be put away in a tin can on a shelf some-

where as soon as possible, never to see the

light of a public movie screen again.

"Entertainment" may be one thing to me
and something a lot different to the person

in the next seat, but for both of us it has to

be something that keeps us sitting there will-

ingly, giving ourselves up to what is happen-

ing on the screen in front of us. It may make
us laugh, it may make us cry, it may thrill us,

anger us, uplift us—but it can't bore us and

still be entertainment. That is a loose word,

entertainment, but it is hard to ifind a better

one in spite of its implications of triviality and

easy laughter. Probably the most essential

element in it is its power to take us out of

ourselves. A movie that can do that from

beginning to end is entertainment in its com-

pletest sense.

Is it important what a thing does to us

when it takes us out of ourselves ? Not many
people would say "No" to such a question.

Perhaps some infinitely delicate instrument

will be found some day to measure what

movies do to their audiences. But so far,

for all the serious and even solemn attempts

that have been made to isolate and analyze

the special effects that motion pictures have

on people,, the results have been meagre and

probably pretty inaccurate. No scientist has

yet put his finger on the subtle psychological

vitamins in movies and lettered them each

with its peculiar nourishment and virtue. The
poisons are easier to guess at, though their

exact effect is hard to separate from other

poisonous elements that aren't characteristic

of movies at all. But one general thing is

safe to assert—good movies are refreshing.

"Refreshment" might be defined and split up

to an infinite degree, but the word itself is as

plain as what it stands for—and pleasure is

its inevitable companion.

"Instructive" and "ethical" values are, in

their positive senses, hard to be sure about.

A girl in a small town may learn how a suc-

cessful beauty does her hair ; a boy with an

inventive streak may learn how Tom Edison,

when he was a boy, got going as an inventor

—they have both been instructed in a way
peculiar to their own needs. Some hero or

heroine may stir something in an onlooker

that does him good in the highest ethical

sense. These things are individual matters

largely, impossible to trace. But they could-

n't happen if the picture didn't really take

hold. Perhaps that's what entertainment

does—it takes hold.

3



4 National Board of Review Magazine

The Audience Dis
By Margaret

Mrs. Thorp, lecturer and author of "America at

the Movies," gave this talk before the delegates at

the last Annual Conference of the National Board.

USUALLY uTien I am permitted to

talk about the movies I have to

begin by apologizing to the audience

for mv too great zeal. I believe that the

motion picture is a great art form, that

watching its advance is the most exciting

artistic experience of our time, and I want

as many people as possible to share that

experience. I talk of it in consequence with

what sometimes seems to the average audi-

ence to be too eager an enthusiasm.

To you, however, I feel that I may talk

without apolog}-. I assume you are all

fellow fanatics, as excited about the movies

as I am, that you are motion picture cru-

saders or, to change the figure so that it

fits better into the New Frontiers title of

this conference, that you are pioneer mothers

of the screen. As pioneer mothers, and fa-

thers, I take it for granted that you are

interested not only in the movies as they

are today but in the movies of tomorrow.

I wonder if in your scanning of the horizon

for portents of the future any of you are

accustomed to consult the movie advertis-

ing pages in the daily papers. Extremely

interesting things are to be found there. In

the last few weeks there have been among
the movie advertisements two portents

which seem to me of really great signifi-

cance. They occurred in the advertisements

for Christmas in July and The Long Voyage

Home. The advertisements for Christinas

in July, as you surely remember, carry a

photograph of Preston Sturges wearing a

white sweater, chewing a cigar, sitting at

a typewriter, obviously working. The le-

gend which accompanies the advertisement

is : "He writes his own ; he directs his own

;

he produces his own." The advertisements

for The Long Voyage Home carry a small

scene from the movie at the bottom of the

advertisement and at the top a fairly large

covers the Director
Farrand Thorp

reproduction of a portrait of John Ford by

Georges Schreiber.

Apparently the publicity men believe that

you can persuade some people to go to a

movie by telling them who directed it. Ap-
parently they believe that the audience is

beginning to discover the director. If that

is so, it seems to me a matter of great hope

for the future of the motion picture as an

art form, because the audience hitherto has

been curiously neglectful of the real artists

of the screen.

I talked last week with a ver\' intelligent

group of young women in Princeton. They
were wives of instructors in the University

and a great many of them are college gradu-

ates. They are not as directly interested in

the movies as most of you are, but they are

people with analytical minds who would not

think they could enjoy a concert, for instance,

without knowing something about musical

form. I asked each of them—there were

perhaps 30—to name 10 movie actors, and

they had no trouble at all in doing it. I

then asked them to name ten movie directors.

Some of them were unable to name even

one. Among them, by pooling their re-

sources, they managed to get five names,

and of those two or three were foreign.

How much better than that could you

do in this group? (Voices from the audi-

ence: Leo McCarey, Preston Sturges, Wil-

liam Wyler, W. S. Van Dyke, Lloyd Bacon,

John Ford, Frank Capra, etc.). That is

fine. I am really delighted. It indicates

to me exactly what I hoped, which is that

a group of this kind is aware of the di-

rector's importance. And if you are aware

of it, you can pass the knowledge on to

the communities in which you are influential.

That is really the thing that I want to

talk about, the matter of making people see

how important a director is, of making them

realize it. Don't you find, that in your

realization of this you are a minority in your

community ? Have you ever tried the Name
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Ten Directors question on anybody else?

Go home and try it on your friends and see

what happens. See also if they do not ask

you, as these young- women asked me, "What
is the difference between a director and a

producer ? What does a director do ?" They
honestly do not know. They have never

thought about it at all.

It seems to me an amazing situation that

when an art is taking itself seriously, when
it has the enormous possibilities of the art

of the motion picture, the existence of the

fundamental worker in that art should be

unknown to the average member of the au-

dience that enjoys what he produces. The
only parallel to the situation that I can sug-

gest is the case of the architects of the medi-

eval cathedrals, the men who planned some
of the most beautiful buildings we know.

Scholars are just beginning to discover who
those men were. It would seem to me a

pity if the motion picture director must wait

six hundred years for his reward.

There are two things that obscure to the

average contemporary audience the impor-

tance of the director. One is the complex,

cooperative nature of any screen enterprise.

No one man can make a movie by himself,

for making a movie is a very elaborate and
expensive business. A director alone can-

not make a movie. He must have cooper-

ation from scores of craftsmen and me-
chanics as well as writers and actors, people

who are important and fine artists in their

own right—but the director is the most im-

portant of all. But what chiefly obscures

the director is, of course, the brilliant efful-

gence of the stars, which blinds the average-

audience to everything else on the screen.

Now, do not be alarmed, I am not going to

try this afternoon to abolish the star sys-

tem. Even if I thought that its destruction

were desirable, it is far too intimately and

intricately intertwined with the whole finan-

cial structure of the movies, too elaborately

interwoven with our whole social life, to be

casually got rid of. And I do not think it

essential to destroy the star system in order

to add a little more lustre to the impor-

tance of the director. Why cannot one

knowledge and interest be added to another ?

I think it is being added little by little,'"

as your response just now indicated. The

National Board in working with its younger

groups is, I understand, constantly stressing,

and urging the teachers in the schools to

stress, ,the importance of those who direct

our pictures. The children are asked : What
do you think of this director's work? What
else do you remember that he has done?

Your children, very probably, know more
about directors than you do. They may even

have taught you what you know.

Another indication of the growing impor-

tance of the director is the practice of using

his picture in the previews of coming attrac-

tions. We are shown a director taking one

of the shots in the film, or rehearsing a

certain scene, or perhaps occasionally talking

to us about the film. This is an increasingly

common practice which seems to indicate

that the industry feels that the public is be-

coming aware of the director as a person

about whom they want to know more, with

whose style and manner they want to fa-

miliarize themselves.

I think the amount of excitement that is

being created at the present moment by both

Fantasia and The Great Dictator is another

interesting portent on the horizon of this

new frontier. People realize that these films

were made primarily by Disney and by

Chaplin. They speak of them in those terms.

They realize that there are individual artists

back of each picture.

Another interesting development in the

same line is the exhibit that is now on at

the Museum of Modern Art here in New
York. It is a very interesting presentation

of the work of the great pioneer director,

D. W, Griffith. There is also an excellent

monograph, brought out by Miss Iris Barry

in connection with the exhibit, which is a

really serious study of a serious artist, one

of the first great artists of the screen.

Another portent is a forthcoming book by

Mr. Lewis Jacobs, author of The Rise of the

American Film. He is now at work on

a book which deals with the most im-

portant directors, their manners and meth-

ods, their styles and ideas. One is ex-

tremely impatient to have that book off the

press. We know it will be valuable for we
know how painstaking and thorough and
authoritative Mr. Jacobs' work is.
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I wish I might say that the motion picture

critic is a portent, an assistant in increasing

the importance of the director, but I do
not think that most of them are. The av-

erage reviewer of the movies in the daily

newspaper does not mention the director.

He may put his name in the fine print at

the top of the column where a list is given

of everj'body concerned, but I can think of

only one or two critics who ever make the

names of the direcfbr an important part of

their reviews, and who comment on him as

though he were an essential part of the per-

formance, as a drama critic will comment
on the playwright in speaking of a play.

If you can do anything to make your local

reviewer mention the director it seems to

me it would be very helpful. If you are the

local critic, or if you can influence him, try

to make the theme of some reviews at least:,

"You will probably be interested in this

film because such and such a man directed

it." Or make a comparison between a di-

rector's work in a current film and the one

that he directed the year before. Do the

same sort of thing that one does with the

actors.

I do not suppose that the average director

wants to compete with the actor, to submit,

himself to the kind of personal publicity,

build-up which the stars are obliged to

undergo. What they really wish is to be

recognized by what they do, by the w^ay in

which they work. At the same time I do

not think that a director could possibly ob-

ject to having an audience more intelligently

interested than most of them are today in

what he is actually trying to accomplish, in

having an audience that knows what they

may legitimately ask of him. For instance,

you would not then find audiences insisting

that a director stick as close to the text of

a novel as possible when he is translating

it to the screen. I think, too, that directors

would like to have an audience that knows
whom to thank for a sound efi:ect; whether

it was simply a wonderful mechanical stunt

for which the technicians should be admired,

or a brilliant combination of sound and mo-
tion for which the director should receive;

the credit.

But, whether the discovery of the direc-

tors by the audience is of use to the director

or not, I am sure it is of use to the audi-

ence. If you could, for instance, not only

name 8 or 10 or 20 directors, but be really

familiar with their styles and manners, their

ideals and ways of w^orking, as you are fa-

miliar with the work of contemporary novel-

ists and composers and painters, you would
vastly increase your intelligent understand-

ing of the whole art of the motion picture.

That is the point towards which I hope you
will direct your attention in some of your
groups this winter: to make further dis-

coveries yourself, and to influence your
friends to discover, the importance of the

director.

Book Reviews
The Best Pictures of 1939-1940

Edited by Jerry Wald & Richard Macaulay, Dodd,
Mead & Co.—534 pages.

IN
an attempt to serve the screen as Burns

Mantle serves the stage, "Best Pictures"

reviews the motion picture season in as

many ways possible, as well as setting down
for anyone's personal use, the scripts of some
of the most memorable movies of the year

covered. In this case, the editors have wisely

avoided the problem of selecting any ten

best films and instead have divided the sea-

son's produce into classes, these being ac-

tion, biography, comedy, comedy-drama,

drama, farce and tragedy. It is a question

whether each year's important films will di-

vide into these several classes as readily,

but for the purposes of this book it works

well. Representing the classes, in the order

given, the stories of Destry Rides Again,

Dr. Ehrllch's Magic Bullet^ Nlnotchka, Mr.

Smith Goes to Washington, Good-bye Mr.

Chips, Bachelor Mother and Rebecca are

given in a very readable form with much
of the original dialogue printed verbatim.

In the back of the book are listed vital

production statistics as well as short syn-

opses of about 200 important films and a

short history of the season, while a listing

of the sundry awards concludes the volume.

By and large, this book should serve de-

votees of the screen just as ably as iVIr.

Mantle's annuals serve the play-goers.
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Night Train
Screen play by Sydney Gilliat and Frank Launder

from an original story by Gordon Wellesley, di-

rected by Carol Reed, photographed by Otto

Kanturek, musical score by Louis Levy, produced

by Gauinont British Studios, London, distributed

by 20th Century-Fox.

The Cast

Anna Bomasch Margaret Lockwood
Gus Bennett Rex Harrison
Karl Marsen, Faul von Hernreid
Charters Basil Radford
Caldicott Naunton Wayne
Axel Bomasch James Harcourt
Dr. Fredericks Felix Aylmer
Dryden Wyndham Goldie

Roberts _ Roland Culver

Schwab Eliot Makehani
Kampcnfeldt Raymond .Huntley

Cap. Prada Austen Trevor
Controller Kenneth Kent
Admiral Hassinger C. V. France
Gestapo Officer Fritz Valk
Teleferic Attendant Morland Graham

IT
is by now common knowledge that Eng-

land has found a successor to its famed

Alfred Hitchcock who acquits himself so

well in Hollywood. For the recent importa-

tion, Night Train, has been catapulted to the

top list by the New York Film Critics, six

of whom have placed it on their ten-best lists.

And deservedly so, for its director, Carol

Reed, has an exciting tale to unfold and every

detail is etched in the bitterest acid and claws

mercilessly at the audience's nerves. Given

a corking spy and counter-spy plot and a

capable group of actors, he has boldly written

in capital letters for all to read, a sinister and
breath-taking and always honestly handled

condemnation of Nazi methods. It is natural

to suspect propaganda, but in this case,

everything declared about Nazidom simply

supplies background and augments the black-

ness of the villain. Had it been done in

peace-time, fictitious countries and rulers

could have been used effectively but for their

purposes here, the makers of Night Train

have staged their thriller very much in the

present and no opportunity is missed to in-

crease the grim horrors and the harrowing

suspense necessary to make the tale move.

If this is propaganda, then it is unnecessary

propaganda for the majority in America has

already obtained the same impression of Nazi

methods. But to this reviewer, the political

undertones of the film merely serve to height-

en to a brutal reality the issues of the drama.

Anna Bomasch and her father are living in

Poland where the latter is conducting experi-

ments on the processing of steel for ship-

building at the time of the siege of Poland

by Hitler. The scientist's results would be

invaluable to either side, so the film, starting

with the attack on Poland, shows the cunning,

amazing methods of the British and German
foreign agents to capture the scientist and, at

the same time, his daughter. Rex Harrison

plays the English agent with considerable wit

and bravado while Paul von Hernreid, in

brilliant contrast, plays his part with a face

of steel, acting the brutal cog in the Hitler

machine. His malevolence is especially grim
and brooding. The action shuttles easily

across the channel, pauses in a concentration

camp, an English seaside resort, momentarily
takes place in a night train to Munich and
winds up on an Alpine peak, and it is all

so swift and unexpected—so teeming with
excitement—that audiences will gasp audibly
if not scream outright.

It is not hard to find wherein the picture
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is made so gripping. The acting is sure but

not outstanding. The story alone was not

enough to make it top-notch. Considerable

use was made of cuttings from news reels to

make parts of the film and two characters at

least are lifted right from The Lady Vanishes,

but all these parts are welded together by a

master hand, Carol Reed's, and meaning is

added on every turn by his relentlessly skill-

ful direction. It would not be fair to give

away the secret of the magnificent opening

sequence which so admirably sets the tone for

the film, but an idea of the type of treatment

Reed ministers can be suggested by recalling

the way in which he has an Englishman
hastily board a moving train. The night is

black and the mountain village strange. The
Englishman is just able to swing his bag up

into the last car, the baggage car, and swing
himself in after, only to find himself face to

face with as many men as the car will hold

—

Hitler's men with stony faces and hungry
eyes staring silently out from under their

steel helmets. Or take the deft touch in a

German bookstore where "Gone With the

Wind" and "Mein Kampf" are given equal

advertising space. These accents have noth-

ing to do with the story but serve unerringly

to chill the audience into a stark realization

of the obstacles besetting the characters. The

narrow veins into which the plot leads are

etched that much more deeply by such touches

and the final outcome becomes that much

more important to the audience.

Rated Exceptional.

High Sierra

Screenplay by John Huston and W. R. Burnett
from the latter s novel, directed by Raoul Walsh,
photographed by Tony Gaudio, music by Adolph
Deutsch, associate producer Mark Hellinger. Pro-
duced and distributed by Warner Bros.

The Cast
Roy Earle Humphrey Bogart
Marie Garson Ida Lupiuo
Babe _ Alan Curtis

Red Arthur Kennedy
Doc Banton Henry Hull
Pa Henry Travers
Velma Joan Leslie

Ma Elizabeth Risden
Mrs. Baughman Minna Gombell
Big Mac Donald MacBride
Louis Mendoza Cornel Wilde
Jake Kranmer Barton MacLane
Blondie Isabel Jewell
Healy _ Jerome Cowa^i
Algernon Willie Best
Pard Zero

IT
isn't Stretching a fancy too far to call

High Sierra the Gotterdammerung of that

Striking cycle of gangster films the War-
ner Brothers started years ago with Public

Enemy and Little Caesar. Old themes, fa-

miliar motifs, weave together toward a tragic

climax, and the end, implicitly and explicitly,

seems actually an end of something, a sum-
ming up and final disposal. In the course of

time these pictures have explored the sur-

faces of gangsterdom too thoroughly to leave

much novelty for a finale like Higii Sierra.

The tough idiom of speech and action hasn't

the bite of something freshly observed and

freshly reproduced, and as a moral lesson

"Crime Doesn't Pay" has lost most of what-

ever edge it may once have had—didn't it

often pay quite handsomely for a while ? But

somehow this last film seems to have gather-

ed up the time-worn material with a surer

hand, invested it with deeper if gloomier color

and shaped it to a theatrical grandeur that

has elements of genuine tragedy in it.

Few people seem able to look at this picture

with impersonal detachment and see it out-

side of a relation to something else. To see

it, for instance, as an extraordinarily able

job of picture-making— plotting, writing,

directing, photographing, acting, final put-

ting-together. Being a gangster picture it

almost inevitably gets itself colored with

memories of other gangster pictures, and all

the emotions, for or against, that those other

pictures stirred up.

With all its incidental likenesses to the

type, High Sierra is different. It isn't a

story of a convict out of prison resolved to

go straight and finding the old life dragging

him back into crime. It isn't a story of a

glamorous criminal having everything his

own way up to the final retribution. It isn't

even a story of a man made criminal by bad
environment, a victim of social conditions.
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We don't know what made Roy Earle a crim-

inal, or even for what crime he was sent to

prison—we know only that he hated prison,

loved freedom better than life, and that some-

how strings were pulled to get him free so he

could help his old boss pull off one big rob-

bery from which his share would enable him

to get far away and stay free. Almost from

the first sight of him we know he is doomed,

not by the formula that every movie criminal

must be punished in the end but by those

things in himself that have made him an out-

cast, that have somehow taken a simple farm

boy and put him on the road that—as one of

his friends says
—

"rushes on toward death."

Doomed he is : all the good things that allure

him are beyond his reach, it is only among
outcasts like himself that he finds contact and

warmth, every decent thing he does is a fatal

thing for his own safety, and there isn't a

moment in his life with enough security or

happiness in it to make that life enviable or

even vv^orth living. His final extinction on

the mountain top is truthfully enough, though

it is pointed up in a singularly maudlin and

repellant anti-climax, as much a release as a

punishment.

It is seldom enough that we get true

tragedy on the screen : that tragedy which

grows out of character instead of out of plot,

and which arouses a sort of awe and terror

along with pity. The tragedy of High Sierra

has an ironic twist—it was the soft side of

Roy Earle that betrayed him : if he had been

completely tough, the perfect bad man, it

would have been a quite different story. But
it is a mistake to think that making him a

figure to be sorry for is giving him a sym-
pathy that glorifies him : he is less likely than

almost any character on the screen to make an
emulative adolescent go out and try to do
likewise.

The picture has almost an overtone of be-

ing the Warner farewell to gangsterdom. The
cycle seems to have run its course : until

there is something new to say about the sub-

ject there's little point in saying anything.

Gangsterdom, as the bed-ridden old Big Shot
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says in this picture, isn't what it used to be.

Lots of things have helped to matce that true,

and probably the gangster movies have had

their part in it. As a farewell, with a sly

incidental air of ironic nostalgia, it sums up
most of the qualities that made this sort of

thing such effective material for the movies,

and as a final sharp comment, in the radio

broadcast that exploits the chase of "Mad
Dog" Earle into the mountains as an unholy

show for a sensation-hungry public, it adds a

postscript to the subject of crime as enter-

tainment that is pretty gruesome. If one

could see—and endure—all the good gangster

films that have been made, and see them as

new. High Sierra might well loom up as one

of the best and most penetrating. Certainly

some of the things in it, particularly the

supremely good acting of Humphrey Bogart,

rank with the most memorable things in this

t}pe of picture.

Rated Honorable Mention.

An Actually

Photographed Play

WITH the excellent purpose of

broadening the audience of the

acted play, a company called

Theatre-on-Film is now engaged in making-

talking movies of selected Broadway plays.

Made on 16 mm. film, the pictures will not

be shown in the usual commercially operated

motion picture theatres hnt will be released

for the use of churches, schools, colleges

and similar educational organizations inter-

ested in the theatre but prevented by their

location or finances from attending stage

productions.

The first film on this new program is

Maxwell Anderson's play on an episode in

the early life of Jesus, called Journey to

Jerusalem, produced in New York last year.

The movie presents the play uncut and with

its original cast and settings. "Theatre-on-

film" is a more accurate term than "movie",

for only in the sense that the drama is pro-

The Family at Nazareth from "Journey to Jerusalem"
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jected on a screen and that close-ups are

employed can it be called a "movie". Actu-

ally the camera functions in almost precisely

the same way as the eyes of someone sitting

in a good seat in the audience. After the

essential program data about the people con-

cerned in the performance, a title describes

the first scene, the actual picture begins with

a curtain rising, and the play starts. At
each scene's close the curtain is lowered

and a title giving the next scene appears,

just as though you had consulted your pro-

gram. It is a photographed play in the

literal sense and makes no pretense of being

cinematic. The settings are stage settings,

the actors move and declaim in the fashion

of the stage, and with the exception of the

close-up the camera is static and the action

of each section is restricted to the limits

of the stage. At first all this is likely to

appear rather stilted to eyes accustomed to

expect extreme realism and mobile pho-

tography on the screen, but the spectator'

becomes adjusted to it in a surprisingly short

time.

This is no place for a critical discussion

of the play itself : the drama critics have

voiced their praise and their dispraise, and

Mr. Anderson's ambitious and thoughtful

work would be relegated to the library shelf

but for this interesting attempt to restore it

to a play's only true life : performance before

an audience. Aside from extending the pleas-

ures of the theatre to people who can't have

them at first hand, Theatre-on-Film pro-

vides an excellent way to see plays ; in fact,

with the addition of color Journey to Jeru-

salem would be perfect theatre in the physi-

cal sense, transferred bodily to a screen

which you can see better, and from which

you can hear better, than is usually possible

in the playhouse itself, and you have the

comfort of saving all the time taken up in

scene-shifting between acts.

If Theatre-on-Film can go on from its

promising beginning, it can preserve and ex-

tend the life of many fine plays in their orig-

inal form, plays lacking in the qualities that

invite cinematic reproduction in the commer-
cial studios but, as a special part of oun

literature, worthy of something more than

the occasional attention of the drama student

in a library.

11

Army Men Movies

'"f"y THAT kind of movies do the

\A/ soldiers like?" It is not surpris-

ing that this question is pondered

now that army camps are being established

near to many communities where there are

Motion Picture Councils. Since the work

of a Council is planned to consider the com-

munity as a whole, the boys at the camps

will get their share of attention as tem-

porarily adopted sons.

One group of soldiers can pretty well

speak for all, as each represents boys with

varied backgrounds coming from cities, vil-

lages and farms, from schools and from jobs.

So to the question we can offer an answer

from opinions given by the soldiers at Gov-

ernor's Island, New York, when following

a talk on the motion picture, they were asked

to say what they themselves thought about

the picture.

And what did they say? Knowing that

their present activities were likely to provide

the background for many screen stories to

come they said they would like pictures about

the various branches of military service to

be realistic not sentimental. In fact they

stressed realism in all kinds of pictures.

They want pictures to be like life. "Now,
Kitty Foyle was a good picture," it was

said, "because it might have happened."

Kitty made them talk about love in pic-

tures, and love pictures, they said, were all

right if the girl was sprightly, like Ginger'

Rogers, but they don't care for mushy girls.

One 6-footer said "Love making is nice in

the movies but it's too short." Still talking

about girls, other actresses rating high with

them were Bette Davis and Claudette Col-

bert. Male stars favored were Cary Grant

and Spencer Tracy. However much they

liked their individual stars there was a united

demand for all-star casts like Gone With the

Wind and Boom Tozvn. They said it was
disappointing to see a star in a picture they

didn't like, using as example Charles

Laughton in Sidezvalks of London.

Plenty of praise was heard for Gone WitJi

the Wind. They thought it was a wonderful

picture "that had everything." Comment on

this film brought out the rather wistful re-
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mark from one boy, that he would Hke to

have The Birth of a Nation made again,

he had heard his father talk so much about

it as a fine motion picture. Next to Gone
With the Wind the picture they liked and

wanted to talk about was Mr. Smith Goes

to Washington. There was appeal for them

in the struggling experiences of the home-

town boy in the Nation's capitol.

They joined the army of cycle-objectors

everywhere in saying that they got bored

with too many films of one kind, but rea-

sonably admitted it was pretty hard to find

variety for every night in the week. The
new, attractive, and very well equipped Fort

Jay Theatre on Governor's Island has a

change of program five times a week, and

they don't want to see a picture on Thurs-

day night that's little dilTerent from the one

they saw on Tuesday. Many of them came

to the discussion from a showing of Dia-

mond Frontier and were looking forward

to seeing City jor Conquest and They Knezv

WJiat They Wanted to follow soon. They
were like other audiences in another way
for they didn't like double features. But

agreeing with the voters in the Gallup

Poll, they said they wouldn't mind so much
if one picture of the two wasn't poor, but

that it usually was. They have double fea-

tures at their theatre on Saturdays only.

They don't feel, surprisingly, that there

is too much talk in pictures, even in the

so-called dialogue pictures. So far they

haven't seen Philadelphia Story, but they

hear "it's very good and with a lot of talk."

They would welcome all pictures in color.

It makes them seem more real. For ex-

ample, they want to know the exact color of

the girl's hair in the movie, they like her

better if they know whether she's a brunette

or red-head.

They vigorously demand accuracy in their

pictures, they don't want to be made to

believe a thing is so if it isn't. How truly

are professions and activities presented on

the screen, they want to know. They ask

if Dr. Kildare's Strange Case could have'

happened, was it possible to do what the

doctor did there, or was it just a plot. They
agreed that service pictures presenting their

activities should be exact and correct in al|

details.

A discussion of biographical films brought

out the statement that the life of King Al-

bert of Belgium would make an inspiring

movie. One khaki clad youth speaking with

a decided foreign accent said that he had
learned much English from the movies. The
audience showed a lack of interest in the

question of motion picture censorship when
some one mentioned it. One objection was

registered to too many killings in pictures.

Tactfully they wouldn't admit when they

went to the movies with a girl whether she

or they chose the picture, but there doesn't

seem to be any doubt about the free dis-

cussion of movies and movie preference

among them when they are on their own

in the army. One soldier drew himself up

and said, 'T have to not talk all day and

do I like this 'shooting my mouth off' about

the movies at night."

Best Pictures Through the Year

IT seems somewhat early in the year to be

thinking of the December vote on the

best pictures of 1941. However, while pic-

tures which may merit this distinction are

just as likely in January or February as Oc-

tober or November, they may not be remem-

bered when other good ones have been com-

ing along for attention.

In order that the Council groups through-

out the country who make up this compilation

of the 10 best may find it easier to recall all

those that should have consideration when

the time of year for the voting arrives, we are

suggesting a plan whereby a selection of the

best pictures each month can be recorded

which will provide a lengthy preferred list

from which final selection can be made.

Councils will hear more by letter about this

soon, but if any other film groups want the

information we will be glad to learn of their

interest.

In the meantime there will be noted in

this issue of the Magazine a new arrange-

ment in the Selected Pictures Guide, in which

those pictures that through the month have

been rated by the Review Committees of the

Board as starred-selected are given longer

reviews and first listing.
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The qualities which justify the recom-

mendation of these pictures for entertaining

theatre attendance also make them the most

interesting pictures for discussion by film

study groups, and thus the special listing is

deserved and we hope will prove helpful.

1941 is of¥ to a good start and we believe

that before the finish there will be a growing

list of best pictures to add interest to movie

going and to movie study.

Selected Pictures Guide
{Continued from page 2)

defense attorney, are sympathetic and adept in

realizing their roles. Carol Reed directs the

film so as to exploit the suspense to the utmost

and in the court scenes has created a wealth of

detail in setting and character revelation not

too often encountered in the movies. (British

Production) 20th Century-Fox.

*{] LAND OF LIBERTY—Edited by Cecil B.

DeMille. For showing at the New York
World's Fair, Cecil B. DeMille and skillful

assistants arranged as the motion picture in-

dustry's contribution to an exposition of

American ideals an exhaustive compilation of

selections from almost countless movies to il-

lustrate the birth and growth of freedom in

this country. It made a film of impracticable

length for ordinary showings, so it has been

cut down to more normal theatre length. The
necessary abbreviation and condensation inevi-

tably puts most of the emphasis on action, with

the result that wars and fighting loom pretty

preponderantly as the chief elements in our

history. Yet one of the most impressive and
memorable episodes is quite another kind of

war—that on yellow fever. The film is a tre-

mendously difficult job well done, and it is

hard to think of anyone who won't find some-
thing in it to enjoy. Recommended for schoods,

libraries and church use. Metro-Goldwyn-
Mayer.

*f TALL, DARK AND HANDSOME— Cesar

Romero, Virginia Gilmore. Original screen

story by Karl Tunberg and Darrell Ware.
Directed by H. Bruce Humberstone. The grim

saga of the American racketeer has never been

used more expertly for the purposes of satire

and comedy than in this film. All the old

gangster material is exhumed and freshened

up. Shep Morrison, the handsome chief of

the shake-down racket, sees a pretty girl em-
ployed in the children's department of a large

store and hires her to be the governess of his

two non-existant little sons. He manages to

get one urchin into his house before she arrives

for duty, but the cat is let out of the bag when
a rival gangster breaks into the place for a

parley. The action of the piece depends on

the antagonism between the two racketeers

for power and the girl ; that everything is

solved comfortably goes without saying. The
farce is maintained at high pitch by the vir-

tuosity of the director and the cast, of which
Romero, who never has been better, takes the

first honors. 20th Century-Fox.

*m THIS THING CALLED LOVE—Rosalind

Russell, Melvyn Douglas. Based on the play

Ijy Edwin Burke. Directed by Alexander Hall.

A breezy little ai¥air fabricated out of the more
salty elements of married life. For mature

people who don't curl up at an amusing sex

angle the picture will be great fun. It's based

on the cross-purposes of a newly wedded
couple the lady of which has ideas about tem-

porary continency as a stabilizer of future mar-
ried life. The complications developing from

this state of afifairs provide the laughs and the

opportunity for the stars to turn in one of their

smoothest and most word-witty performances.

Particularly effective is the musical score fur-

nished by Werner Heyman, which points up

the moods with hilarious results. Columbia.

*f VIRGINIA—Madeleine Carroll, Fred Mac-
Murray, Stirling Hayden. Original screen

story by Edward H. Griffith and Virginia Van
Upp. Directed by Edward H. Griffith. Vir-

ginia here joins the march of the states in the

movies, as handsome a Technicolor background

as any director could want for his story. Ed-

ward H. Griffith should have had everything

as he wanted it in this production, with a

credited hand in the writing as well as the

directing and producing. It is in the two lat-

ter capacities that he comes off most success-

fully. The story is likely to arouse mixed feel-

ings : it is a curious blend of nostalgia, sec-

tional loyalties and bitternesses, romance and
sharp social comment. The return of a lovely

daughter of the state, after so long an absence

that she has been cut off entirely from her

inherited traditions, fans up resentments that

have been smoldering since the war betvifeen

the states, for her intention to sell her ancestral

home to rich and effete Northerners encounters

resistance among her neighbors, and, to her

surprise, in herself. On the whole it is a still

rebellious, unreconstructed South that the story

pictures, whether truthfully is for those who
know to say. For those who are indifferent to

that aspect of it, and who like old fashioned

romance with its glamor contrasted with play-

boy modernity, it has plenty of dramatic inter-

est, some laughter and a pull at the emotions.

Fred MacMurray and Madeleine Carroll are

their familiar selves, and a stalwart blond

young man named Stirling Hayden and a small

girl named Carolyn Lee will make friends who
will want to see them again. Paramount.

*f WESTERN UNION—Randolph Scott, Robert
Young, Dean Jagger. Based on the novel by
Zane Grey. Directed by Fritz Lang. If you
have a friend who disparages that great Amer-
ican institution, the "western," your ideal foil

for his arguments will be Western Union. The
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picture has the correct proportion of Indians
and plainsmen, love and comedy, gunfire and
suspense, horses and thrills, all joined in pleas-

ing harmony and then abetted by stunning color

photography to make the picture one of the

best o£ its kind. In the background is the story

of the frontiersmen in the pay of the Western
Union Telegraph Company forging" their way
across the wastes from Omaha to Salt Lake
City and the constant menaces which balked

their progress. In the foreground is a good
Zane Grey yarn of Randolph Scott, a home-
spun horseman, coping with a wild tribe of

Indians who are fontrolled, through the instru-

ment of rum, by Barton MacLane, an arch

villain. Western Union packs a very sub-

stantial wallop, well above the belt, and much
of it becomes truly memorable because of the

magnificent Technicolor used by Fritz Lang in

telling the tale. 20th Century-Fox.

Selected Pictures of the Month

f AFTER "MEIN KAMPF"—Made in England,

this "story of Adolph Hitler'' covers the prin-

cipal surface facts of the rise of Nazi power, by
means of newsreels and the re-enacting of

certain episodes and elements. Almost savagely

anti-Nazi in tone, it is an interesting piece of

propaganda, very effective in spots. Recom-
mended for schools and libraries.

f BLONDE INSPIRATION — John Shelton,

Virginia Grey. Based on the play by John Cecil

Holm. Directed by Busby Berkeley. Excel-
lent comedy based on the trials of a young and
enthusiastic man of letters making frantic at-

tempt to have his "great American novel" pub-
lished. He is fooled into ghost writing for an
impecunious pulp magazine but there he meets
the girl and in the end all is well. Acting is

good, particularly that of the supporting cast.

Metro-Goldwyn-Mayer.

f BUCK PRIVATES—Bud Abbott, Lou Cos-
tello. Original screen story by Arthur T.
Horman. Directed by Arthur Lubin. A pic-

ture of life among the men drafted for the army,
highly romanticized of course. The comedy
is very good of its kind and there are interest-

ing shots of war games. The Andrew Sisters

provide most of the music. Universal.

f CONVOY—Clive Brook. Original screen story

by Patrick Kirwin and Pen Tennyson. Di-
rected by Pen Tennyson. The story of the

British convoy handsomely staged and enacted
by a fine cast and the Royal Navy on duty in

the English Channel. The battle sequences are

particularly thrilling and a good deal of at-

tention is given to naval detail. There is

romance and propaganda but both these ele-

ments are insignificant beside the brisk action

and stirring qualities of the film. RKO Radio.

f GOLDEN HOOFS—Jane Withers, Charles
(Buddy) Rogers. Original screen story by
Roy Chanslor and Thomas Langan. Directed

by Lynn Shores. Miss Withers, as a Southern
lass interested in pacing horses, has her first

love urge when she persuades a rich Vankee
race horse breeder, who has bought the famous
stables where she grew up, not to sell the trot-

ting thoroughbreds but to give them a share
of the farm to live on, thus saving sulky racing

tradition and her pets. Splendid racing shots

and handsome fillies sunnied o'er with sentiment

and Jane's peculiar vivacity. 20th Century-Fox.

f INVISIBLE WOMAN, THE—John Barry-
more, Virginia Bruce. Original screen story

by Kurt Siodmak and Joe May. Directed by A.
Edward Sutherland. The hero is patron to

an inventor who is working on an experiment
to render people invisible. The first victim is

a girl. The young patron falls for her, sight

unseen, and finally rescues her and the profes-

sor from some gangsters who aim to use the

invention to return to America. Barrymore is

at his comic best and is abetted by Charles
Ruggles and a fine cast in making the film one
of the funniest take-offs on pseudo-scientific

films for a long time. Universal.

f LONE RIDER RIDES ON, THE—George
Houston. Original screen story by Joseph
O'Donnell. Directed by Samuel Newfield. The
Lone Rider hunts down the gang who had
murdered his family when they tried to take

possession of a ranch they had bought. Under
the name of a man they had killed, he finds the

head of the ring and finally destroys it. The
usual Western material is included, with sing-

ing and a rather better than average plot.

Producers.

f MAISIE WAS A LADY—Ann Sothern, Lew
Ayres, Maureen Sullivan, C. Aubrey Smith.

Original screen story by Betty Remlarde and

Myles Connolly. Directed by Edwin L. Marin.

Taking a temporary job as maid, Maisie sets

things right in a very rich mansion of aching

hearts, and appears to have won a husband.

Lively and spirited version of Cinderella get-

ting her prince. Metro-Goldwyn-Mayer.

f MEET THE CHUMP—Hugh Herbert. Orig-

inal screen story by Hal Hudson and Otis

Garett. Directed by Edward Cline. A de-

lightful piece of nonsense cut to Herbert's order

about a financier who had charge of his

nephew's money to hold until the youth is mar-

ried on his twenty-fifth birthday. Meanwhile
the uncle has lost five million of it in philan-

thropies and phoney stock, and attempts to

prove himself insane to avoid prison. Excel-

lent slapstick. Universal.

m MR. AND MRS. SMITH—Robert Mont-
gomery, Carole Lombard, Gene Raymond. Orig-

inal screen story by Norman Krasna. Directed

by Alfred Hitchcock. Good comic idea

stretched a bit long. After three years of

wedded life, Mr. and Mrs. are embarrassed by
a technical flaw in their marriage license.

Humorous Hitchcock management of details

and excellent Montgomery. RKO-Radio.
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f RIDE KELLY RIDE—Eugene Pallette, Mar-
vin Stephens. Based on a story by Peter B.

Kyne. Directed by Norman Foster. An or-

phan, born to the saddle, is adopted by a race-

horse trainer and educated to become an ex-

pert jockey and to adhere to honest racing

rather than accept bribes to pre-determine the

race's results. The training required of a good
jockey is entertainingly told despite a weak
plot. 20th Century-Eox.

f RIDIN' ON A RAINBOW—Gene Autry.

Original screen story by Bradford Ropes.

Directed by Lew Landers. A pleasant Western
with a good many musical numbers provided

by Gene and other members of the cast. The
plot is built around the presence on board a

showboat of a girl whose father helped some
gangsters rob a bank and kill the owner. Gene
believes the girl knows the whereabouts of her

father and of the stolen money and he joins the

show to ferret out the information. Needless
to say by the end of the picture all is set

aright and everyone is satisfied. Republic.

fj SCATTERGOOD BAINES — Guy Kibbee.

Based on the story by Clarence Budington
Kelland. Directed by Christy Cabanne. It's

wholesome with a vengeance. The small town
seer, spreading wise advice and prospering with
no shadow to sully his business escutcheon, puts

to defeat a pair of scheming fellows who would
ruin the community if their enterprise found
reality. Kibbee turns in a solid job and pretty

well dominates the picture with the rest of the

cast providing good background. RKO-Radio.

f VI PA SOLGLANTAN—Dagmar Ebbesen.
Rut Holm. Original screen story by Sven
Zetterstrom. Directed by Eunnar Olsson. A
rich real estate man attempts to buy up the

property of a small suburban settlement devoted
to truck gardening and week-end merriment
for the purpose of erecting a factory and so
furthering progress. Actually he intends it

for a tenement site. His duplicity is discovered
and the plan is foiled. Excellent characteriza-

tions and photography with plenty of local color

and music. (Swedish with English sub-titles)

Scandinavian Talking Pictures.

f VIE TVA—Signe Hasso, Sture Lagerwall.
Original screen story by Ragnar Hylten-
Cavallius. Directed by S. Bauman. A comedy
dealing with an architect's professional troubles

in getting ahead and his marital troubles in

getting a friend's wife out of his mind. The
birth of a son solves both problems. (Swedish
with English sub-titles) Scandinavian Talk-
ing Pictures.

f WILD MAN OE BORNEO, THE—Erank
Morgan, Billie Burke. Based on the play by
Marc Connelly and Herman T. Mankiewicz.
Directed by Robert B. Sinclair. A delightful

story of a grifter who tries to be a great man

for the sake of his daughter whom he has not

seen since she was three, and of the inevitable

exposure of his pretensions. The entire cast

is good, but chief honors go to Frank Morgan
and Billie Burke who never have been better.

Humorous, sentimental in the nice way and

well produced. Metro-Goldwyn-Mayer.

SHORT SUBJECTS
Info rmationals:

f CALIFORNIA THOROUGHBREDS (Sports

Parade)—A handsome film of the training given
a colt to prepare him for the track. Vitaphone.

f DIARY OF A RACING PIGEON, THE (Sports
Parade)—The life of a racing pigeon from birth
to championship. Vitaphone.

fj GREAT MEDDLER, THE (Miniature)—^How the
Society for the Prevention of Cruelty to Animals
came to be founded, back in the ISGO's. Metro-
Goldwyn-Mayer.

f INFORMATION PLEASE NO. 6—The perma-
nent quartet with their search for information
made easier by the presence of Miss Jan
Struther. RKO Radio.

f ISLANDS OF THE WEST INDIES (Tour)—An
interesting trip through the principal ports of

Trinidad, Curacao and Martinique. Columbia.
f MARCH OF TIME, THE, NO. 5 (7th Series)

—

"Labor and Defense, U.S.A." An excellent

resume of the labor movement and the legisla-

tion that fortified its rights up to the present
emergency. The film touches upon the problem
of Labor's internal difficulties in relation to na-
tional defense. RKO-Radio.

f MARCH OF TIME. THE, NO. 6 (7th Series)—
"Uncle Sam, the Non-Belligerant". A study of

the progress of the U. S. A. from the status of

a neutral at the start of the war to its present
position of giving all aid short of war to Britain
and the other democracies. Frankly pro-
British, the film gives a vivid account of the
background and the incidents both at home and
abroad that have changed our position since the
war began. RKO-Radio.

f MARCH ON MARINES (Technicolor Special)

—

An interesting film showing highlights in the
life of U. S. Marines with an added story of the
good-natured rivalry of two brothers who are
fond of the same girl and aiming at a single
Annapolis appointment. Vitaphone.

f MAT MEN (Sportscope)r—The fine points of
amateur wrestling are sharply distinguished
from the crudities of professional wrestling by
a college squad of wrestlers. RKO Radio.

f MEDITERRANEAN PORTS OF CALL (Fitz-
patrick Traveltalk)—A trip in Technicolor to
Algiers and Monaco. Metro-Goldwyn-Mayer.

f MEET THE STARS NO. 2 (1st Series)—Harriet
Parsons takes you to the reception given to the
thirteen new starlets chosen by the directors
this year. Republic.

f MEXICAN JUMPING BEANS (Hollywood Nov-
elty)—A family of Mexican acrobats demon-
strates intricate stunts. Vitaphone.

f MODERN HIGHWAY, THE (Adventures News-
cameraman)—A pictorial record of the devel-
opment of the modern system of highways to
care for the increasing burden they must carry
more safely and easily. 2nth Centurv-Fox.

f MORE ABOUT NOSTRADAMUS—An interest-
ing picturization of the fulfillment of his
prophecies in old and modern times. Metro-
Goldwvn-Maver.

f NICE WORK IP YOU CAN DO IT (Cinescope)—Interesting glimpses of unusual jobs, such as
cartooning, decorating and trick photography.
Columbia.

f OLD AND NEW ARIZONA—A tour through the
state with stops at places of historical and
scenic interest. Handsome photography. Col.

fj* OLD NEW ORLEANS (Fitzpatrick Traveltalks)—Fitzpatrick gives one of his best Traveltalks
on one of our most picturesque American cities.
Metro-Goldwyn -Mayer.
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f PENNY TO THE RESCUE—A young husband
prepares dinner for his fi-iends, helped out al-

most entirely by a good-hearted neighbor.
Metro-Goldwyn-Mayer.

f PICTURE PEOPLE NO. 5—Stars and their

avocations including an amusing bit with John
Barrymore and Rudy Vallee. RKO Radio.

f POPULAR SCIENCE NO. 3—A short in Techni-

color showing new advances in optics, rubber
compounds, hybrid vegetables, etc. Paramount.

f REDMEN ON PARaU3E—A color film dealing

with the annual get-together of our Indians in

New Mexico. Metro-Goldwyn-Mayer.
f RESPECT THE; LAW (Crime Does Not Pay

Series)—A good film of the "Crime Does Not
Pay" series. The picture depicts the dire con-

sequences of carelessness on the' part of the

private individual who disregards the law for

selfish purposes. In this case a plague is let

loose on a community by the unwillingness of

a dock owner to have hia piers rid of rats and
who corrupts an inspector to pass his premises

as sound to save the difference in money. Very
well done. Metro-Goldwyn-Mayer.

f RODEO GOES TO TOWN, THE (Sports Re-
view)—Horses and steers destined to pertorm

in the Rodeo well filmed at their training and
at their final showing in Madison Square Gar-

den. 20th Century-Fox.
f SACRED GANGES, THE (Fascinating Journey)

—A beautifully photographed travelogue along

the Ganges River. Paramount.
f SCREEN SNAPSHOTS NO. 1—Glimpses of

famous old actors taken from their early films.

Columbia.
f SCREEN SNAPSHOTS NO. 2—Picture personal-

ities at the naming of the new mayor of Studio

City. Columbia.
f SCREEN SNAPSHOTS NO. 3—Hollywood folk

at horse shows and ball games. Columbia.
f SEA FOR YOURSELF (Pete Smith Specialty)—

Erratic hobbies of swimmers on and under the

sea. Metro-Goldwyn-Mayer.
f SHARK HUNTING (Hollywood Novelty)—How-

ard Hill shows his excellent style hunting sharks
with bow and arrow. Vitaphone.

f SOJOURN IN HAVANA (Columbia Tour)—

A

film of the sights to be seen in the lovely capitol

of Cuba. Columbia.
f SPOTLIGHT ON INDO-CHINA (Magic Carpet)
—A trip with Lowell Thomas through this color-

ful land of southeast Asia. 20th Century-Fox.
fj TRAINING POLICE HORSES (Adventures

Newscameraman)—An instructional short on the
training and duties of the horses used by the
New York Police Force. 20th Century-Fox.

f UNITED STATES MILITARY ACADEMY,
WEST POINT, THE (Washington Parade)

—

A very good presentation of the work and play
of the cadets. Columbia.

f UNUSUAL CRAFTS (Cinescope)—The arts and
crafts of the inhabitants of the Scillv Islands
off the southwest coast of England. Columbia.

Musicals, Novelties and Serials:

f ALICE IN MOVIELAND (Broadway Brevity)

—

The winner of a beauty contest sets out for

Hollywood for a career in the movies. Vita-
phone.

fj BREEZY LITTLE BEAKS (Paragraphic) A
delightful film of three bear cubs on a voyage
of discovery in a temporarily vacant farm house.
Paramount.

f COMMUNITY SING NO. 4—5th Series—The
Song Spinners give a delightful concert of pop-
ular music. Colvimbia.

f DOG IN THE ORCHARD (Broadway Brevity)
A grim story of a farmer who murdered his
wife in order to marry another woman living
nearby. The dead woman's dog leads the sheriff
to suspect foul play and the victim is found
buried in the orchard. Vitaphone.

f HAPPIEST MAN ON EARTH—A well made film
about a man who has fallen into such severe
poverty in spite of his eagerness to work that
he travels halfway across the country and per-
suades his brother-in-law to give him a job
hauling nitro-glycerin. It is by no means a
gay picture but its poignancy is enormously
effective. Metro-Goldwyn-Mayer.

f HENRY BUSSE AND HIS ORCHESTRA (Mel-
ody Master)—A band with a fine brass section
plays a group of modern tunes. Vitaphone.

f LOVE'S INTRIGUE—^An amusing comedy taken
from the files of the early movies starring Billy
Bevan. Vitaphone,

fj RIDERS OF DEATH VALLEY (serial) NO. 3—
The Plunge of Peril—An ambuscade in which
tha villains come off second best buti rally suf-
ficiently to attack a wagon train and place the
hero in great danger. Universal,

f SKINNAY ENNIS AND HIS ORCHESTRA
(Melody Master)—A delightful program of mixed
popular music. Vitaphone.

fj SKY RAIDERS (Serial) NOS. 1-2-3.—Donald
Wood, Billy Halop, Robert Armstrong. OrTginal
screen story by Eliot Gibbon. Directed by Foi ae
Beebe. This is a better than average serial
•dealing with a miracle plane constructed for the
National Defense. The plane and all characters
involved undergo the vicissitudes peculiar to all
serials but with more logic and attention to
detail than can be said for most serials.

Cartoons and Comedies:

f ALI,, THE GIANT KILLER (Sport Reel)—

A

very funny film of a -wrestling match. Col.
fj BEDTIME FOR SNIFFLES (Merrie Melody

Cartoon)—A mouse tries most heroically to stay
awake till Santa Claus arrives. Vitaphone.

fj GENTLEMEN'S GENTLEMAN (Walt Disney
Cartoon)—Wherein Pluto has difficulty adhering
to the best standards as valet to his master,
Mickey Mouse. RKO-Radio.

fj GOLDEN EGGS (Walt Disney Cartoon)—Donald
Duck is in fine foi-m trying to cope with the in-
mates of the chicken-yard. RKO-Radio.

fj MISSISSIPPI SWING (Terrytoon Cartoon)—All
work is stopped on the plantation because the
Show Boat has come to town. And a clever
show it is, complete with vaudeville acts, sing-
ers and dancers. 20th Century-Fox.

fj MOUSE TRAPPERS (cartoon)—The story of
the vain struggle of a W. C. Fields panda to
capture a mouse. Very amusing. Universal.

fj MRS. LADYBUG (Technicolor Cartoon)—The
legend of the Ladybug and her children with a
hungi-y spider to liven things up. Metro-Gold-
wvn-Maver.

fj* PLUTO'S PLAYMATES (Walt Disney Cartoon)
—An unusually original and bright cartoon
introducing as Pluto's playmates an octopus
and an especially beguiling seal. RKO Radio.

fj PORKY' S HIRED HAND (Looney Tune Car-
toon)—^Porky employs an inefficient pig to guard
his chicken coop against a very efficient fox.
Vitaphone.

fj PROBLEM PAPPY (Popeye Cartoon)—Appar-
ently Popeye is just a chip off the old block for
his father is an incurable fiagpole- sitter, despite
his years. All of which causes Popeye consider-
able trouble. Paramount.

fj RAGGEDY ANN AND RACJGEDY ANDY (Tech-
nicolor cartoon)—A good color cartoon telling

the story of the making and naming of two rag
dolls whom a little girl wanted to part because
she only covild pav for one. Paramount.

fj SNOW MAN, THE (Terrytoon Cartoon)—

A

snow man has fun playing on the ice with three
little rabbits. 20th Century-Fox.

fj SOUR PUSS, THE (Looney Tune Cartoon)—The
trials of a pig and a somewhat stupid cat on
the first day of the fishing season. Vitaphone.

fj TEMPERAMENTAL LION (Terrytoon Cartoon)
—The life of a lion of spirit newly harbored in

a zoo and what he does about it. 20th Century-
Fox.

fj WACKY WILDLIFE (Merrie Melody Cartoon)
—Featuring the denizens of wood and stream
in unexpected attitudes towards life. Vitaphone.

m WAITING FOR BABY (Benchley Comedy)—
This being a plea for more sympathy toward
the expectant father. Robert Benchley enacts
the leading role most feelingly as well as nar-
rating in his best style. Paramount.

fj WES'TERN DAZE (Madcap Model)—This short,

in Technicolor, employs puppets acting on clev-

erly constructed sets to tell a Western fable,

and all set to music by Andre Kostelanetz. Para.
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Selected Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of
Review as ivorthy of popular patronage in the

theatres, with an indication of the audience group
suitability for each picture. The choice of the

pictures included is based upon principles of selec-

tion developed through long study of public pref-
erence as to what constitutes good screen entertain-
ment. The consensus of the Reviezv Committee
forms the basis for tlie reviezvs and audience
'ecommendations of the pictures. The Rcviciv Com-
mittee consists of approximately 300 trained mem-
bers representative of ividely varied interests ivho
volunteer their services.

Key to Audience Suitability

amily audience. Pictures recommended for
the family audience (12 years up).

m—Mature audience. Pictures recommended for
the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-
dren under 12.

*—Recommended as above the average "selected''
picture.

Starred Selected Pictures

CHEERS FOR MISS BISHOP—Martha
Scott, William Gragan. Based on the novel
"Miss Bishop" by Bess Streeter Aldrich.
Directed by Tay Garnett. In line with the
recent books about country this and country
that, Cheers for Miss Bishop proposes to tell

of the career of an English instructress in a
midwestern college from her under-graduate
days through to her retirement from the col-

lege faculty. Since comparison with last year's
faculty biography is inevitable, it mu^t be
stated quite bluntly that this is not a female,
Americanized equal of Mr. Chips. Martha
Scott ages well and tries hard to achieve the
high quality of Robert Donat's performance
but the script-writers have failed to introduce
the needed spark of vitality into the film. It

remains static in spite of fine costuming, docu-
mentation and its moving sentiment. United
Artists.

m* FLIGHT FROM DESTINY — Thomas
Mitchell, Geraldine Fitzgerald, Warner. (See
Exceptional Photoplays Department page 20)

f* FOOTSTEPS IN THE DARK—Errol Flynn,
Brenda Marshall. Based on the play by Lazlo
Fodor, Bernard Merivale and Jeffrey Dell.

Directed by Lloyd Bacon. Errof Flynn as an
active and charming amateur sleuth who writes
detective stories on the side, gets mi.xcd up
with a gang of diamond smugglers and a
burlesque queen when he sets aside the police
opinion that an attempted client of his banking
house is a suicide and goes on the trail of the
murderers. The double life he finds it nec-
essary for himself to lead as a socialite and
a thrill-seeking author is the basis of good
comedy sequences and the kind of dash Mr.

Flynn aft'ects fits in nicely with this plot. The
usual game is made of the official police, their
dunderheadedness and clumsiness, but there
are so many new turns and surprises in the
film as to rank it fairly high for this kind of

movie. The supporting cast, including Brenda
Marshall as the suspicious wife and Ralph
Bellamy as the mysterious dentist, is excellent.

Warner.

P'^ LADY EVE, THE— (See Exceptional Photo-
plays Department page 19)

f* MEET JOHN DOE—Gary Cooper, Barbara
Stanwyck, Edward Arnold, James Gleason

—

Screenplay by Robert Riskin. Directed by
trank Capra. To save her job on a newspaper
Ann Mitchell creates "John Doe," an average
American who threatens to jump off the city

hall roof as a protest against the injustices
that make the struggle tor existence in the
country almost impossible. The stunt creates
such a furor that John Doe has to be found,
and John W'illoughby, a down and out ex-ball
player is chosen by the editor and the young
woman to play the part until Christmas Eve
when he is to disappear. A radio speech com-
posed of platitudes preaching the basic Amer-
ican ideals of good neighborliness and mutual
understanding clinches the mounting popularity
of John Doe and Clubs spring up throughout
the States proclaiming the ideals of the new
idol. The totalitarian-minded publisher of the
paper sees the possibilities of the movement
to bring him into national control and backs
it up with his wealth. His plan is to use the

unsuspecting John Doe to solidify national

sentiment and then to propose him over a

nation-wide hook-up for the presidencJ^ John
finds out the scheme before the speech and the

war is on to save the country, leading to a

grand climax. Cooper is magnificent in the

title role ; the rest of the cast turn in first-class

performances. Typical excellent scene shows
James Gleason, the hard-boiled editor in his

cups, explaining why he goes soft when he
hears the national anthem. The material is

dramatic dynamite, but is handled with consum-
mate skill and taste by Frank Capra and his

writers making a fine picture, imaginative,

rich in detail, fast in pace, and saved by clever

use of dialogue and situation from falling into

mawkish aspects of either sentiment or

patriotism. Warner.

m^' RAGE IN HEAVEN—Robert Montgomery,
Ingrid Bergman. Based on the novel by Tames
Hilton. Directed by W. S. Van Dyke II.

Here is anotlier study in brutality wherein
Robert Montgomery proves his worth, showing
the insane efforts of a congenital paranoiac to

materialize his delusions of persecution in the

world about him by setting all his human
contacts against him artfully and then escaping

them completely by committing suicide in such

a way as to frame his childhood hero as his

murderer. Montgomery hints at the savage

{Continued on page 21)

Copyright, 1941, The National Board of Review of Motion Pictures, Inc.



National Board o F Review
Magazine

Managing Editor .^i^^^^^SSl
Bettina Gunczy

tLaitoriai ^tajj

Arthur Beach
Stephen P. Belcher^ Jr.

James Shelley Hamilton

Vol XVI, Number 3 March 1941 20c a copy, $2.00 a year

The Future of Motion Picture Councils

IT
is exactl}- t\vent\-five \ears—a cjuarter

of a century and a longish time in the

short life of the motion picture as an

American institution — since the National

Board of Review conceived tlie idea and be-

gan putting it into execution of organizing

local groups around the countr}- which were

called Better Fihn Councils, Better Film

Clubs, Motion Picture Study Clubs, or sim-

ilar names with the same purpose implied

in them. The National Board had been

engaged in reviewing pictures and supplying,

for anyone who was interested, advance in-

formation about them. This information,

based on the Board's belief that in selection,

emphasizing the best, and not in censorship,

lay the best hope for the development of the

motion picture in our recreation and culture,

consisted of recommendations of films, rec-

ommendations made by the large and repre-

sentative group of reviewers, and classifi-

cations of films according to their audience

appeal—in short, compiling a weekly list of

the com'.ng pictures most likely to be enjoyed

by the average public, with an indication of

v/hich section of the public—adult, family,

or juvenile—would enjoy them most.

Back in 1916 it had become apparent that

the Board's services and purposes could be

better used and advanced by groups than by

individuals, and representatives of recre-

ational, cultural, educational, religious and

civic bodies began organizing in various

towns and cities to pool their interests in the

motion picture, and particularly to promote

attendance and appreciation of the best pic-

tures as picture-making went on its rapid

way of progress and improvement. The

Board's Annual Conference grew out of these

groups coming together in New York to

exchange opinions and plans. j\Iany of the

pages of this number of our Magazine tell

what some of these Councils are now doing,

and hope to do.

There has been a good deal of variation

in the extent of the aims of different councils.

Some councils have already achieved what

they set out to do and have become less

active than they used to be, because their

program of activity was limited and has

not been expanded with the passing of time.

Cithers, old ones and new ones, are striding

along vigorously. Efficiency and enthusiasm

are accomplishing a lot in bringing about

cooperation between audiences and picture

producers and exhibitors so that legitimate

public wishes can be met. But more could

be done, not (Heaven forbid); by organizing

into a minority pressure group, but by be-

coming an articulate expression of nation-

wide public opinion.

Legislators say that it is a tough job to

get laws concerning the motion picture

passed — an}- laws, whether restrictive oi

liberalizing—because though there are always

plenty of small, active, hard-pushing bodies

fighting for what they personally want, there

is no dependable wide-spread public-opinion

expressing itself as a guide to what the ma-
jority of people want done. The box-office

and public patronage influence the making of

pictures as much as it ever should be influ-
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enced from the outside. But some folks aren't

satisfied with this. What about federal and

state control, censorship—all such things as

that which are continually cropping up ? Isn't

the public that pays its way into the theatres

interested in such matters ? Gallup polls and

other polls may reflect something about what

people think, but they reflect it passively.

Can't there be something active that expresses

a great majority attitude toward how the

^creen is to be allowed to function?

Find out what bills are introduced into

Congress or state legislatures about motion

pictures. Find out what they mean and what

they lead to. Are you indifTerent to such

things? Isn't there something that can be

done about indifTerence, and about the bills,

either for or against them, instead of letting

them slip into the laws just because so few

people care ?

Community Motio

IN
this issue we present a picture of

community motion picture activities as

reported at the last annual Conference

of the National Board. The delegates rep-

resented Motion Picture Councils and like

groups in many cities and towns throughout

the countr\'. Although the program of these

organizations is the same in general prin-

ciple, its application in communities may
show interesting dift'erences, as indicated by

the reports of those who' took part in the

community activities session.

The session was conducted in the form of

a year book, with each one contributing as

an officer or chairman on a special phase

of work. This and the matter of time put

a limit on what might have been reported by

each representative, but the brief parts or

chapters are of value as a cross-section view

of the work.

The leader was Mrs. Lewis P. Addoms.

president of the Motion Picture Council for

Brooklyn (N. Y.), and a member of the

Board's National Advisory Council. The
speakers and what they had to say in this

informal meeting are as follows :

Reporting for Washington

Mrs. Frank A. Linzel, President

District of Columbia Motion Picture

Council

(represent a rather }'Oung Council. Some
four years ago the motion picture became

a matter of community interest and we
gathered together the leading organizations

that you are familiar with, and formed the

n Picture Activities

Council. Our problem may be a little dif-

ferent from others in the field. I would like

to sketch brief!}- what we have done in this

past year. W'e have felt that we have done

a great deal in the question of establishing

discrimination.

W'e wanted to make available to our mem-
bers the things that the government was

doing. We knew that here we had all of

this work right on our doorstep and we felt

that we should take advantage of it. The
government was highly cooperative. We
held metings from month to month in cer-

tain of the departments, familiarizing our-

selves with the extensive work that is being

done in the way of documentary films. This

is true of the Department of Agriculture,

the Public Health Service and elsewhere.

Out of that came some ver)- interesting

things. The members of our organization,

the representatives, went back to their or-

ganizations and in many cases stimulated

legislation that was not at all connected with

motion pictures but with the subjects they

saw presented there. That certainl\- is a

new area. The}- were imbued with the idea

of what their organizations could do to ac-

complish the things that the government was

trying to show in these pictures. I am speak-

ing here particularly of legislation that tends

toward the control of virulent diseases and

that sort of thing.

Then, too, we have had some extremely

interesting cooperation from the exhibitors

and producers. As I went over the list I

found that ever}- single one had done some-
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thing for us. An example of such cooper-

ation was our ability to secure a speaker

from a school in Washington called the

\\'ashington Studios of Animation, ^^'e felt

that here was a grand new field for the

youngsters coming up who are finding it

so hard to orient themselves and to obtain

something to do in a field that isn't over-

crowded. ^^'e went to the vocational high

schools and said "We are going to put on

these things. Will you send the boys and

the girls, particularly those taking draw-

ing?" They did so. The exhibitors let us

have a theatre and some of them gave us

the cartoons, the illustrations. The man
from the school talked to the children and

you haven't any idea how that stimulated

them.

All of this seems a long way from the

purpose for which the Council was started.

Yet we feel that it is doing something to

establish this new trend, and these new areas

of motion picture interest. It takes me back

to what was said not more than a year ago

;

that it is no longer a motion picture prob-

lem, it is a question of a motion picture

program in a community. I have not touch-

ed at all on the things that all of us do but

have tried to tell you just briefly some
things that we feel perhaps we can do, be-

cause our situation is a little bit different in

Washington from what it is in other cities.

Special Activities

Mrs. Richard M. McClure
President, Better Films Council of

Chicagoland

A great many years ago, when I was a

little girl, it was quite the fashion for

women to do their own laiuidry work. My
mother, it seemed to me, led all of our neigh-

bors when she hung her clothes on the line.

On one particular day when she was hang-

ing up her things, I noticed that she hung

all of her sheets on one part of the line, all

of her pillow cases carefully on another, all

of my father's blue shirts together, all of

his white shirts together. I said to her "Oh,

mama, how pretty your clothes look on the

line." And she said this to me, which I

have remembered all these years— I can see

her now as she looked down at me—"I

want you alwa}-s to remember that you can

tell the kind of a housekeeper a woman is

by the way she hangs her clothes on the

line."

And so it is that vou can judge organiza-

tions by the way they hang their clothes on

the line. And what are their clothes The
special activities in which they engage and
the projects which they sponsor. For it is

those things about an organization that sell

that organization to the public, the commu-
nity, and the world at large. It is for that

reason that these special activities are im-

portant to each one of us in our various

organizations.

But it seems to me that one of the most
vital things which we, each one of us as

heads of organizations, should ask ourselves

is, where these special activities fit into our

programs.

It seems to me that first of all we should

determine that these special activities and
projects should have a definite part in the

program, that they should develop the theme

and the objectives for which we are organ-

ized, not simply be hung on as a part of

the program to entertain, to add variety or

space to the program. They should be care-

fully planned to supplement certain steps of

the wa}', to expand certain ideas which shall

become a definite part of a program.

So I should like to mention a few of the

special activities in which the Chicago

Council has engaged in the last two years.

You, each of you, have done these same
things in your particular Councils, and in-

asmuch as each of the representatives who
shall follow me with chapters in the book

will enlarge upon them, I shall only mention

them to you and then, if any of you are

interested, I shall be very glad to tell you

what we did to develop them.

At our earliest meeting of the year, since

our chairmen are the first clothes which we
hang on the line for the world to see and

their understanding of a program either

makes or mars the year's work, it seemed

advisable for us to prepare a very special

exhibit, a display of materials, sources of
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help and information so that the new chair-

men could find the tools to make them ef-

fective in their particular work. May I say

here that it is important that chairmen

should first ascertain and become familiar

with the ordinances which govern the show-

ing of motion pictures in the particular com-

munity in which they are located.

One of the most valuable things which

Ave have done in our area since we are far

from the source of 'supply either in Holly-

wood or New York City and since speakers

are particularly difficult to find who are

informed upon motion picture subjects, has

been to establish a speakers bureau, listing

all of the available speakers, their subject

matter, their fees, and we have made that

available to our member groups.

We have also listed and compiled for dis-

triliution lists of recommended non-theatrical

films, as we are always being asked for rec-

ommended films suitable for club, school and

church programs. It is not easy to find

films to recommend. You can find films

but they are not always suitable after you

see them.

Inasmuch as we are being given more and

more radio time, we have learned that it is

important for us to have on file radio ma-

terial, lists of suitable subject matter which

ma\- be covered over the air. Everybody

can find matter about stars, but to find

source material, valuable educational mate-

rial is not always easy. So over a number

of years we have been compiling this for

radio.

We found that our city libraries, because

of shortage of funds, had very few books on

motion picture subjects. So we have, dur-

ing the last five years, purchased and estab-

lished for distribution all of the fine source

books on motion pictures. These are made
aA^ailable to all of our membership, checked

out and in as any public library would do.

Often school libraries and even public li-

braries are very glad to have trade maga-

zines and film guide subscriptions but they

cannot buy these, and so it is that we spon-

sor and earn money to give a series of these

subscriptions to our libraries. There is also

a great need of stills for use in our schools

and libraries for cooperative work. So, we

have collected and are building a large li-

brary of stills which may be used by them.

One of the most successful projects spon-

sored was a book-made-into-a-film exhibit,

which was established in one of the neigh-

borhood theatres and created there so much
discussion that a number of our other the-

atres borrowed it. It was put together by

one of our large libraries and probably will

become a yearly event in that theatre.

We believe that it is very important for

us to recognize special "weeks" like Educa-
tion Week. Book Week, Drama Week, Mu-
sic W^eek, and to create exhibits pertaining to

those weeks, for the simple reason that the

majority of people think of motion pictures

only in relation to going to the movies. Our
program, our objective is to awaken the

community to the place which motion pic-

tures play in national community life.

One of the things which we are excep-

tionally proud of and which we have carried

to a very fine fulfillment for two }-ears, is

sponsoring a visual education clinic to which
we invite the representatives of all the state

universities and colleges in the 8 midwestern
states. It has been a most successful con-

ference and we will carry it on again this

year. W'e have conducted a city-wide sur-

vey of visual education to ascertain how
many of our schools are really making use

of the outstanding visual aids department

maintained by our city public schools.

A new project this year in our Council

is to stimulate the use of films in our church

and religious education programs. W^e are

having a most interesting and rather sur-

prising reaction to that program of intro-

ducing into a Motion Picture Council a re-

ligious education division for church and

film cooperation.

We have been called upon during these

last two years to prepare in advance selected

programs for junior shows. In order to do

so we have had to take the year's output

of films to find out what it would cost a

manager to, put on a series of pictures. We
have used that as a guide toward building

a complete and well balanced program which

we have made available to our component

groups.

We are compiling and distributing film es-
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timates, of course, as a regular service to

our groups, maintaining our previewing com-

mittees at each of the Loop theatres. We are

assisting always in planning benefits for va-

rious groups. That, I think, is one service

which many of you have not realized is a

service you may render. As an illustracion

of that, one of the Boy Scout groups in our

area sponsored a benefit of "They Driz'.e by

Night." The various churches condemned

the group sponsoring the film because it did

not seem to live up to its advance recom-

mendations. Had they cleared with us they

would have been saved a great deal of em-

barrassment. Not that the film was not

good, but the question was whether it was

such a film as a Boy Scout troop might

sponsor.

Another service which we have called a

special activity is the arranging and com-

piling of guest lists for shows for shut-ins.

You all have done that. But have you ever

tried such a show as a story teller illustrat-

ing her story with stills and victrola rec-

ords? It makes a charming and delightful

program for shut-ins. Have you ever can-

vassed your city for blind people and invited

them to a motion picture show? It is a

rather unusual experience and one that you

will enjoy.

You all sponsor camera clubs and motion

picture appreciation groups, but how many
of you are standing behind a program of

community appreciation, offering to your

young people some sort of recognition for

the slides which they may make from their

most beautiful camera shots, and preparing

a lecture to go with them for use through-

out the schools and clubs in your area?

So we could go on with these special ac-

tivities ! Each of these suggestions that I

have made is very simple and they are the

things that you do. But what seems im-

portant for us to remember is to select the

things that develop the type of program which

gives our organization a standing in the

community. In other words, to dignify this

organization of better films, better under-

standing of the various phases of motion pic-

ture production, distribution and exhibition.

We are the clearing house for motion picture

information. These are the special activities

in which we engage.

Public Relations

Mrs. Arthur D. Kerwin, President

Greater Detroit Motion Picture Council

IT is a pleasure to be here this morning

and to tell you briefly how the Public

Relations chairmanship functions in our or-

ganization.

It was through the efforts of our Public

Relations Committee that we were instri-'-

mental in putting into Wayne University,

under the direction of Professor Scott, a

motion picture appreciation class. This year,

through the Public Relations Committee we
are inaugurating cinema clubs in the public

schools. We have through this Committee

put visual education in our parochial schools.

It is impossible, in contact with the theatre

managers and the distributors, to have every-

one running to them. It causes much con-

fusion. Therefore, the time has come when
the movement for cooperation between local

theatre managers and the organized social-

minded forces in the community interested

in the showing of good films is making in-

telligent headway. In our Council we have

75 organizations representing about 100,000

persons. Their representatives come to our

meetings and report back to the respec-

tive groups. The Public Relations Chair-

man and I as an ex-officio member of that

committee, make the contacts and ask for a

preview. If the picture is worth publicizing

we send out through these representatives,

the information to "patronize that picture,

talk about that picture." In this way we
help the theatre manager, we help the pro-

ducer.

This year a particular piece of construc-

tive work is being done through our Zoning

Committee. We are planning to have spe-

cial Saturday afternoon matinees for chil-

dren in neighborhood theatres. These neigh-

borhood theatre managers when we contact

them tell us their problems, and are very

anxious to cooperate with us.

We feel that we are doing a worthwhile

piece of work and if it were not for our

Public Relations Committee we could not

accomplish the things that we are planning

to do for this coming year.
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Theatre Contact

Mrs. W. G. Kerr

Motion Picture Chairman, Allegheny Co.,

(Pa.) Federation of Women's Clubs

THE Allegheny County setup in Pennsyl-

vania is very much the same as in other

states. We find that the communities sur-

rounding Pittsburgh do not have many the-

atres, therefore there is no problem. They

tell us that their n'ianager is a member of

their church, or his wife is a member of

the Women's Club—and that they have no

problems as are found in a larger community

with many theatres.

In the city we urge our members to con-

tact the theatre managers before they get a

problem, so that they will not have any dif-

ficulty when active measures may seem to

be needed in the theatre. We stress parent

responsibility in the sponsoring of junior

matinees, and the question of balanced pro-

grams. We like them to boycott the picture

if it is not suitable for the young people. We
also urge our members to become acquainted

with their neighborhood managers since such

things as advertising of films and starting

evening shows, so that the beginning and not

the middle of a picture comes at the most

general time of attendance, can often be

settled by this contact—also questions of

discipline at the Saturday shows.

Our press list is in the Friday evening

paper. We have a very fine Publicity Chair-

man and parents in general have that infor-

mation. The members of our organization

come to our meetings and we present there

a list of recommended pictures and ask them

to go to their theatre manager and recom-

mend these pictures for the children. This

combines work for our young people and

the contacting of our theatre managers.

Film Study

Mrs. Richard K. Jones, Jr.

President, Cleveland Cinema Club

THE aim of the Cinema Club like all

progressive Film Councils is to teach

motion picture discrimination so as to choose

films more wisely and evaluate them more
understandingly.

With this end in view, our programs are

set up not only to entertain but also to

arouse constructive criticisms of film work.

Two meetings are held each month, one a

business meeting, the other a study meeting

open to the public. Regarding the latter,

it is my privilege to speak.

During the past years, the study meetings

have been divided into two parts ; the first

devoted to comments and reviews by mem-
bers and the second part dealing with such

subjects as the showing of amateur films

;

the place music plays in motion pictures

;

technicalities of production, such as lighting

and sound ; talks on Hollywood by press

men
;

censorship of films in the state of

Ohio ; discussion of directors
;

study and

showing of documentary films ; symposium
on double features ; demonstration of com-

mercial use of films
;
explanation by accred-

ited authorities on film legislation ; and re-

views of the ten best pictures of the year

by members. Once a year during Book
Week, a book review is given of some out-

standing film. This film is then discussed

from a technical standpoint and compared

with the book from which the screen play

has been taken.

After each study meeting, having recessed

for lunch, a Round Table Discussion class

takes place. During this period an intimate

discussion on all subjects of vital interest

in the study of motion picture appreciation

is carried on by members. Picked films

are the main subjects. Directors and their

special technique, and local problems of the

industry are also studied.

In the spring of each year a i\Iotion Pic-

ture Festival is held to which all organiza-

tions interested in better films are invited.

Nationally known speakers bring a wider

field of vision to those attending the con-

ferences. Panel discussions on such sub-

jects as "What is the Real Influence of Mo-
tion Pictures on our Youth" are carried on

by teachers, professors, students, press wo-
men, city hospital superintendents, members
of police department, etc.

This Festival concludes with a youth pro-

gram similar to that held at the National

Board of Review Conference. We have

Junior Cinema Clubs in Junior and Senior

High Schools. Some of these are held
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after school hours and others are part

of the school curriculum. They follow

the same plan of study as that of the

Senior Cinema Club, their sponsor. The
Junior Advisor visits these groups regularly

furnishing speakers, study materials, secur-

ing invitations to previews at studios and

giving advice when requested.

As part of its public educational policy,

five times a year a Bulletin, compiled by

the review committee, is issued and sent

upon request to schools, clubs and indi-

viduals. This bulletin contains a pithy edi-

torial, recommends new books and maga-
zines dealing with films enumerates and
evaluates outstanding current pictures as to

their specific type. This committee also pub-

lishes each fall a list of motion pictures

adaptable to the noon movie hour in school.

Copies are sent to principals in Cleveland

and outlying suburbs.

The Cinema Club of Cleveland submits

this general plan of educational program to

all progressive film groups. Membership
participation is the success of any good club

meeting. To this end, we advise a continu-

ous study of the motion picture and an
active constructive expression of that study

by all members.

Radio

Mrs. Leonard Rogers,

Columbus (Ohio) Motion Picture Council

SEVERAL years ago, ui fact it was 1932

when I was a student at Ohio State

University, Mrs. Bryan, Chairman of the

Better Films Council of Columbus and
Franklin County, asked us to help out a

little with some programs we were going

to put on the radio. We had a 15-minute

period every Wednesday afternoon all dur-

ing the year. We put on short plays with

the assistance of some of the other students

in the Drama Department at the Univer-

sity. They seemed to be very successful as

we received a lot of favorable comment on
them. The students met once a week and just

a half hour or so before the progranl would
have a brief rehearsal and then put the pro-

gram on the air.

We also gave the motion picture reviews

of the week and suggested lists for children

as well as adults. Frequently, we would

have a short radio discussion regarding

some particular phase of the motion picture.

At present we are not on the air, but we
hope to be very soon.

I have been asked to add a word about

some welfare work we are undertaking

through our Council. It is a project of pre-

senting a series of movies to the Settlement

Houses, through the cooperation of the vari-

ous clubs in the city. We go to these clubs

and ask them if they would like to con-

tribute $3 for an evening's entertainment for

one of the Settlement Houses. With that

money we can secure a film, we have regu-

lar portable equipment and we can present

these film shows to between two and three

hundred children, naturally, they are all

vmderprivileged children. In some of the

communities in addition to contributing the

$3 to the movie plan, light refreshments are

furnished making a party out of it. The
settlement children are very much enthused

over it and we feel the plan is meeting with

success.

Membership

Mr. Alvin A. Gresens, President,

Rochester (N. Y.) Film Council

I
have been asked to tell you about men in

our organization. Our Council does not

limit its membership to women. We cor-

dially invite men of varied occupations to

join with us.

In our 10 years of existence we have had

3 male Presidents. One was the principal

in a grammar school in the city. Another

a teacher in one of the large high schools.

Still another is a social worker connected

with the Children's Court of the City of

Rochester. We also have theatre men, busi-

ness and professional men, and college stu-

dents on the Council.

We are very glad to have these people

in our organization because it gives us dif-

ferent ideas, a more balanced organization

and a more representative field in which to

spread our work.
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Junior Programs

Mrs. Seth Talcott,

Executive Committee,

Schools Motion Picture Committee,

New York City

THE Schools Motion Picture Committee

has two main functions. One is the rec-

ommendation of suitable good programs for

young people over the week-end. The other

is the fostering of educational films for use

in the classroom.

I think, perhaps, where we differ slightly

in our program is that we try to recommend
an entire program for children. That means
we try to see that the main feature is not

spoiled for the child by a poor short or a

bad trailer preview of attractions to come.

I think I can illustrate that by telling of

something that happened a few weeks ago.

About 13 theatres in a chain were showing

Boom Tozi'ii, and with it one of the "Crime

Does Not Pay" series called Women in Hid-

ing, which had to do with unmarried mo-
thers and the racketeers who prey on them

—obviously not movie fare for a 12-year-

old. We called this to the attention of an-

other chain and they, through many changes

in their circuit, substituted another short, so

that in the following weeks we were able

to include their theatres showing this fea-

ture in our list of recommended programs.

You might be interested to know that

when we first started, about five or seven

years ago. there were only four theatres

that would cooperate with us. Now there

are over 350.

Our lists appear in the New York Herald-

Tribune, Times, and Evening Post every

Thursday, in Cue Magazine and in various

other publications, including school bulletins

such as the Horace Mann Bulletin.

Our other activity, that of fostering the

use of educational films comes about be-

cause we are the Schools Motion Picture

Committee. We are supported by private

and public schools. It is to the parents and

faculty groups of these schools that we fur-

nish information, not only about the enter-

tainment films, but the documentary or edu-

cational films in many fields of education.

This information, together with reviews of

new or outstanding documentary films, is

published semi-annually in our bulletin which

is edited by our faculty group. We also

serve as an informal exchange bureau of in-

formation, because where a film has been

used in the classroom we have the teacher's

comments as to whether it has lived up to

expectation or has fallen short of it, and

where it can best be used.

We also try to give to our members, the

schools, a preview of some outstanding film

that would illustrate the progress of motion

pictures in the field of education and teach-

ing.

Ways and Means

Mrs. Mary I. Baker

Review Committee Chairman,

Jacksonville (Fla.) Motion Picture

Council

THE subject that I have this morning no

doubt presents a problem to all of us.

A number of years ago when our Council

inaugurated the junior matinee, it was a

very profitable venture for us. It was the

only theatre that had a 10-cent admission

price for children. Our cut was 50 per cent

of the profits, which was a very nice revenue.

Then there came the time when other shows

put on a 10-cent admission. Sound films

came in and they were very much more ex-

pensive than the silent pictures, so our mar-

gin of profit dropped. The greater part of

our audience today is composed of under-

privileged children from homes and organ-

izations in Jacksonville, and our work in the

junior matinee has become more or less al-

truistic.

Each member of our Council pays $1 for

the National Board of Review Magazine,

which we consider essential to a knowledge

of the work. In addition to that, we have

annual dues of $1. So much for our mone-

tary ways and means.

I do want to mention the interest of our

group in visual education. A speaker at a

recent meeting was Commander Maxwell W.
Wells. Lieutenant-Commander, who has

charge of visual education and radio at the

United States Naval Air Station in Jack-

sonville. As you all know, that is to be

one of the largest air bases in the country.

Because it was pertinent to the times, and
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I think it might be new to you, I wanted

to quote to you just a few lines from some

of the things that he said.

He started his talk by saying that the

Navy is a school and maintains sound motion

picture technician schools in New York, San

Diego and Kavita, in the Philippines.

He went on to say that most persons have

formed some idea of the Naval Service as a

result of knowledge obtained while watching

and listening to a motion picture and to say

that motion pictures play an important part

in maintaining the highest state of morale in

our Navy. "Soundmotion pictures are a part

of every man's recreation aboard ship and

they provide pleasing entertainment which at

the same time is educational." He said that

ainong the buildings at our Naval Air Station

at Jacksonville there is to be an auditorium

"which will be equipped for motion pictures.

The building will seat about 850 men and

will not be open to the public to compete

with local picture shows."

He also called attention to the importance

of visual aids in signalling with flags, and

the use of slides and still pictures, as well

as motion pictures in teaching the men. "Our
purpose will be to give them the most in-

struction in the time allotted so as to

make the graduates more immediately use-

ful to the Naval Air Service."

Educational Activities

Mrs. Charles W. Swift,

President, Elmira (N. Y.) Motion
Picture Council

LAST spring our Elmira ]\Iotion Picture

Council celebrated its fifth anniversary

with a luncheon. As guest speaker we had

our Superintendent of Schools. In his talk

he said that the greatest task facing Ameri-

can educators is not merely to teach children

history, geography or civics on an intellec-

tual basis, but to make them emotionally

conscious of the value of American ideals

and culture. The motion picture is one of

the most powerful media through which this

can be accomplished, he continued, because

it appeals to the heart as well as to the

intellect. Then, urging that Americanism
be sold to American children, he warned

however that films should not depict de-

praved instances in our American life but

rather emphasize the lofty, the spiritual and

cultural aspects of the nation.

We have the backing of our Superin-

tendent of Schools in trying to get photo-

play appreciation started in our English

classes. It is not easy to get the older

teachers to try something new. You perhaps

have all experienced that difficulty. We
were fortunate in one of our high schools

in having a new professor come two years

ago, a young man full of enthusiasm. He
offered to write out a unit if the English

teachers would all use it so that they would

have something uniform. That has worked

out very well and we have photoplay appre-

ciation started in our older high school as

well as our junior-senior high school, which

has more of the younger teachers.

Cinema Clubs which have been established

in both high schools, have done a great deal

to help along this work. The older high

school has its Cinema Club at a quarter of

eight in the morning. You must know that

children who are interested enough to get up

and be at high school at quarter of eight in

the morning are willing to work. They have

an adviser from the English Department

and they do a great many things. The mem-
bership is limited and they have quite rigid

requirements in order to get into the Club.

In that way they feel sure of getting stu-

dents who arc interested and are willing to

do their part.

They have bulletin boards in the main

hallway of the high school, with posters,

stills, and all information needed for them

to know about the pictures that are worth

seeing. They preview pictures occasionally

as a group and use that for discussion.

In the junior-senior high school there are

two Cinema Clubs, one for freshmen and one

for the upper classmen. As you know, upper

classmen resent having freshmen in their

groups, and so we have satisfactorily worked
it out this way. These freshmen by the time

they are seniors have had enough experience

so that they are very valuable as leaders.

We have also formed study groups in

many dififerent parts of the city. The Girls'

Hi-Y groups are always looking for some-

thing that the girls are interested in and
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they are all interested in motion pictures,

so they have formed study groups there.

Also in YW work, there are several dif-

ferent classes of Business Girls who have

formed study groups. They often have a

speaker and they have created a great deal

of interest. They have a bulletin board in

the Y. and are kept posted on pictures worth

seeing.

The school libraries as well as the city

libraries have cooperated with us in having

exhibits and books on all outstanding pic-

tures. It is especially valuable in the high

schools because the}- have a library of stills

and studv guides to refer to in their work.

i\Iany teachers have reported that the in-

terest in history has been stimulated through

this work, as well as a great interest in

reading better books.

I could tell you much more about the work
that we have done, but I think this is per-

haps touching those things that are most
outstanding.

Library

Mrs. William Erath,

Staten Island Better Film Council

I
have worked with books the greater part

of my life, books in every possible way,

but I have never had the unique experience

of being a living chapter in a book.

I am thankful for this opportunity, espe-

cially as the subject matter of the book is

community activity. If there is one thing

librarians in citv branches do, it is to ally

themselves very closely with the work of

their communities.

AA'hen the Staten Island Better Film

Council was organized in 1932 it was in the

neighborhood in which my particular branch

functions, the St. George Branch of the Xew
York Public Library. I was invited to lie-

come a charter member of the Council. You
can imagine how eagerl}- I embraced that

opportunity for another communitv contact.

The early meetings of this Council were
held in the District Attorney's office, ^^'e

were ver\- fortunate in having two men as

members and Presidents of our Council in

the beginning years. Judge Walsh invited

us to use his office for our meetings.

In one of these early meetings I had the

pleasure of hearing a talk on the organiza-

tion and objectives of Better Film Councils.

Then and there I decided that I would do

my share in everj-thing I could through the

medium of books to help in this work of

procuring for our young people the oppor-

tunitv to stud}- motion picture appreciation

and to cultivate a discriminating taste.

The fine objectives of our Better Film

Council to bring to Staten Island the best in

motion pictures, and to work toward the

development and education of an informed

spectator group among the 5,000 high school

students in our district, gave the library a

splendid incentive to build up its collection

of books on the art, the value and the eft'ect

of motion pictures on the life of today.

In addition to books we have developed a

file of clippings, pamphlets, study guides,

and stills of outstanding pictures. Through
the eft'orts of our President, ]\Irs. Orton,

and through the friendly cooperation of our

local theatre managers, we have been re-

ceiving stills, of outstanding motion pictures.

\Yt have not only displayed these but lent

them to the high schools and to other inter-

ested agencies.

\\'e have a special bulletin board on which

are posted stills of current films showing in

our local theatres and the Council's guide

to films, "Talkie Time," which is constantly

referred to.

Since 1932 the Council has held an open

meeting each year at the Library with

speakers of international reputation in the

field of motion pictures. During 1940 the

Council has held its Executive Board meet-

ings and weekly editorial committee meet-

ing at the library.

AA'e have compiled a very fine catalog of

film reviews. The Council subscribes to the

Xational Board of Review ^Magazine, the

D.A.R. and National Legion of Decency

lists, and it knows what is happening in

Hollywood through the weekly review of

motion pictures in production. This mate-

rial is turned over to the library for every-

one's use. As has been said before, the

library is not verv rich these days and we
are very grateful for this help from the

Council in supplying this material.

In 1934 there were no study groups in
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an)' of the Clubs in Staten Island high

schools. That year the Council had Dr.

Lewin of Newark as guest speaker and in-

vited the heads of the English Departments

to participate. As a direct result of this

meeting we had formed two motion picture

clubs and a junior preview group, which

met with the leader in the library. That was

done every Saturday morning until the

schools recognized the importance of their

objectives and took them in where they are

now flourishing.

This phase of the work of the Council

and the library is still active and progres-

sive. That is shown by a recent request

from Wagner College to share in the forma-

tion of motion picture study clubs there.

This will bring new students into the library

who will not only use the material, the books

and the files, but who will bring to us new
points of view and give new direction to

our work.

Parent-Teacher

Mrs. Ralph Forsyth,

Chairman, Rockville Center (N. Y.)

Better Films Committee

OUT in suburban Rockville Center we
have the full cooperation of the Parent-

Teacher Association in our better film work.

In 1926, when our organization was

formed, we did not have any success at all

in getting together with the parent-teacher

organization. It seems the superintendent

then in office was not at all sympathetic with

our group, at least he did not think the work
should be brought into the parent-teacher

work.

However, in a few years a new superin-

tendent came along who was sympathetic and

enthusiastic about the work. Immediately,

standing committees from each of the four

different schools and the high school and

the Central Council were formed with Chair-

men. Also the budget allotted money to

each of these chairmen which provided them
with the National Board of Review Maga-
zine and paid their major expenses to the

conference. So we always have a big dele-

gation from Rockville Center.

No doubt these chairmen have a great

influence on the parents. How much we

cannot exactly tell, but certainly at every

meeting they make their announcements giv-

ing the audience suitability ratings of pic-

tures, and recommend the picture or not

according to its suitability for the children

on Saturday afternoon. So there is reason

to believe that they do create a great deal

of influence in helping these parents, who
in turn help their children to become dis-

criminating moving picture attendants.

We feel that we do effective work, and

the greatest part of it is through the P.-T.A.

chairman.

Telephone and School Publicity

Mrs. J. A. Yarbrough

Treasurer, Charlotte (N. C.) Motion
Picture Council

I
represent the President of our Motion

Picture Council in Charlotte, North Caro-

lina, who was expected to speak on this

program.

One of our ways of informing the public

is through a Telephone Committee in our

Council which, as the name indicates, tele-

phones about good pictures. The com-

mittee takes the names of many different

people and telephones to them, after a pic-

ture has been previewed, telling them about

it and suggesting they see it themselves, and

also asking them to please advertise the

picture among their contacts. The Tele-

phone is one of the important parts of our

organization and we feel that we have

reached man}' people and advertised good

pictures in that way.

We are very much on the alert about ac-

quainting parents in various ways with the

pictures that are especially good for chil-

dren, ones we feel the children will ])e in-

terested in that are not too mature for them.

We have a great deal of publicitv in our

schools in the way of posters and announce-

ments, as well as notices in the school papers.

It so happens that our publicity director is

the daughter of the Superintendent of our

Public Schools, and that, perhaps, is a happy
chance. However, we do not feel it is en-

tirely due to this that we have the privilege

of making our announcements, getting

across to the children and to their families

word of the good pictures.
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Another feature that we are particularly

proud of is that the children of the various

institutions, orphanages and homes in Char-

lotte see certain pictures. They are taken

to the theatres by members of the commit-
tee. We are very careful that they see the

right pictures. These pictures are previewed

and taken up with the managers of the dif-

ferent institutions before the children are

carried there.

In our Council ,we have representatives

who go to the different organizations, as

the D.A.R., the P.-T. A., U. D. C, and
Women's Club. They give a monthly fore-

cast of exceptional pictures expected. They
also report on exceptional pictures that have

been shown since those pictures often come
back.

The point that was brought out this morn-
ing by one of the speakers is that pictures

should not be previewed according to one's

own personal tastes. The Chairman of our

Preview Committee has stressed that with

us, not to write a report from the individual

like or dislike of that particular picture, but

to be fair and just in giving any picture the

attention it deserves for acting, theme de-

veloped, direction and general presentation.

Another thing that I want to say in an-

swer to something that was brought out this

morning, is that we know our theatre men.

Every other month we invite them to a

dinner meeting. On those occasions we have

a special program with a good speaker

someone who is well informed about the

motion picture and its different phases. The
managers come to these meetings. They
make it a point to be there and seldom

miss. W^e feel very happy that we have a

close contact with them and that they know
we are trying to do constructive work all

in a friendly way, that we are their friends

and they can depend upon us to help them
in anything we may do.

Our Council in Charlotte stands high in

the esteem of the public. We are many,
many times telephoned, "Shall I send my
child to this picture?" "My daughter wants

to give a motion picture party, will you
suggest a picture? Is there something in

town that is especially good for that, or

shall we wait vmtil next week?" We feel

that we are rendering a service to the com-
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munity and we have a fortunate place in

the life of the community.

During the question and ansn'cr period folloicing

these reports Mrs. McClure of the Chicago Coun-
cil said that she had been thinking of a sort of

self-analysis for Councils. _lVhen Mrs. Addoms,
the chairman, urged that she share these thoughts

with the audience she did so in the form of ques-

tions. These might zvell serve as one of those

popular scoring questionnaires zvith the Councils

able to say yes to all rating themselves high. Any-
way here arc some of them certain to set us think-

ing.

EVERY now and then all of us would

do well to re-evaluate our own impor-

tance and find out if we are really accom-

plishing the things we had anticipated we
would at the beginning of the year, or at

the beginning of our organization. There

are many questions we can ask ourselves.

First of all, what is our standing in the

community ? Are we well known ! Are we
looked up to as an authority on our par-

ticular subject ? Whom do we seek to serve?

How is our work considered by other groups

that are perhaps interested in motion pic-

tures ? Are conferences of other organiza-

tions attended to find out whether they, too,

are engaged in the study of motion pictures?

Have we made it a point to analyze the pro-

grams of other national organizations to find

out what they are doing in motion pictures?

Are we duplicating in any way the pro-

gram of other organizations in our commu-

nity? Are we following the same line so

that our strength added to the strength of

others will help to accomplish a certain

something which our particular community

may need ? Are we planning our program

just for the day? Do we expect to follow

through to see whether the component

groups have done what we asked them to

do? Do we seek to know whether they are

using the material which comes to them?

Have we ever thought how much it would

aid the organizations sending material if we
would sit down and tell them the exact use-

fulness or uselessness of it? This would

help to get better, more efifective material.

What survey have we ever made to find

out whether or not we are reaching all of

the organizations in the community with our
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program? How many have thought to take

a map of their town and plot on that map
where the various chairmen live or, as in

Chicago where we are composed of 350 dif-

ferent organizations, where the organizations

are located, and thus find out the areas in

the town which have not as yet been reached ?

Then do we see what could be done to

broaden our program of usefulness in those

particular sections of the community which

seem as yet not aware of the fine service

which we render?

One of the tendencies which I think all of

us have is to institute many worthwhile

things and then drop them. I mean by that

we are going to carry out a survey, for ex-

ample, to learn how much our schools are

using visual education. We make the sur-

vey and then lay it away. Has that been

of any value? Not at all. So, if we make
such surveys let's put them at the disposal

of those groups that are especially interested

in visual education. There we come again

to the School Committees and the particular

necessity for the cooperation of the Parent-

Teachers. It can be done. There can be a

most harmonious relationship if we stick to

the field for which we are organized. The
rest will come.

How many make it a point to know the

theatre man's problems ? And to make those

problems ones which we may help him solve ?

Do we approach our program making with

an idea that we must know all there is to be

known about the subject, so that we will be

considered the authority outside of the in-

dustry? How else shall we estabHsh our-

selves as a really valuable asset to this mo-
tion picture business ? Do we have at our

finger tips all the material which is offered

in making our programs effective in the

study of this industry which touches our

lives at every side?

The motion picture is a force that we can-

not fail to recognize as of perhaps more im-

portance even than the home, the church or

the school in the moulding of character.

Therefore, we should study the programs
of other organizations as our work relates

to them and becomes a clearing house of

information that will really be a source of-

fering valuable help and active participation

in the community.

What Do You Want to Do
About Motion Pictures

in Your Community ?

Discussed at New York Meeting

THE extent of interest in general

motion picture subjects and in spe-

cial showings at the Annual Con-

ferences of the National Board is such

that only a single session can be given

to the consideration of community ques-

tions that are to-day problems of the dele-

gates when they are at home. Because

of this a regional get-together for all those

near New York as a sort of follow-up

to the November Conference was ar-

ranged for Monday, February 17th.

The group of 120 delegates met in the

morning as guests of Warner Bros., with

a Review Committee of the Board for a

review and discussion of Flight from Des-

tiny. In the afternoon they gathered at

New York's Hotel Pennsylvania for an

informal talk-it-over session.

In order to make this session helpful

delegates had been asked to check the

following questions and to add others in-

dicating' what they would like to have dis-

cussed. Perhaps these will serve to ofirer

a few suggestions to any groups who wish

to do a little self-searching.

1. What are you doing about motion pic-

tures in your community, and what
would you like to do that you have
found no eft'ective way of doing?

2. If you are working through a local

Motion Picture Council

—

(a) Who are the people you find most
effective in such a Council? Who
else might be advantageously

used?

(b) What are the best elements in a

Council program, and what others

should be added?
(c) How can you get and keep an in-

terested membership?

3. In the matter of cooperation with your
local theatre—
(a) What relations do you have with

the theatre management?
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(b) What measures do you take to

make the public back up the ef-

forts of a cooperative theatre man-
ager? Do you make use of news-

papers, schools, libraries and clubs,

parents' associations, or what?

(c) How successful are you in mak-

ing the theatre manager realize

through the box-office that cooper-

ation with you helps him in his

business ?

4. Do you keep the National Council in-

formed of your activities and ask for

their help when you need it?

5. If you have no local Council are you
interested in starting one?

Many of the points brought up for dis-

cussion by these questions could be an-

swered only by an authority in the busi-

ness of picture distribution and theatres.

Mr. Herman M. Levy, Executive Secre-

tary, of the Motion Picture Theatre Own-
ers of Connecticut, was that authority. In

response to our request he has put down
part of the material he presented to the

audience that day, so that it might be

passed on to those of our readers who
may be asking like questions in their own
theatre contact.

^More Sinned Against . . .

By Herman M. Levy

Executive Secretary, Motion Picture Theatre Oi^niers of Connecticut

THE moving picture theatre exhibitor

has always been the butt of greatest

abuse in the industry. He has been

blamed for everything from tough tur-

keys given away at Thanksgiving to Dor-

othy Lamour's sarongs. He has accepted

his position as scapegoat with good
grace. It has been exceedingly difficult

for him to convince people in general that

his problems are legion, some of them
beyond his control and many insoluble.

His patrons, whose help he needs, sel-

dom lend that degree of understanding

and co-operation that can be of assistance

to him in his community relationships.

He is accused, by both the public and

producers, of being a chronic complainer

who goes to California or to Florida each

year on his losses

!

In the hope of explaining somewhat the

exhibitor's point of view and of pointing

out how patrons, individually and in

groups, can help, this article is being writ-

ten. Let it not be said when it is finished

that it has served to confuse further an

already sufficiently confused situation.

It is difficult to generalize. Conclu-

sions have to be varied in the same de-

gree that local and regional differences re-

quire qualifications. For example, could

it be expected of an exhibitor that he

switch to a policy of single features or

eliminate china night when every other

theatre in the town indulges in double

features and "giveaways" and when those

are practices that theatre-goers in that

town want? He has little opportunity

to be an experimentalist—competition is

too keen. The immutable laws of eco-

nomics and of self-preservation make cer-

tain demands of him which he must
comply with if he wishes his business to

exist as a successful unit. As a matter

of fact, it is this keen competition and
rivalry, rather than legislative ukase,

which has been and will be responsible

for the tremendous growth and advance

of the industry both in its production and

exhibition branches. Please remember,

too, that no producer ever deliberately

sets out to make a "bad'' picture.

Complaint is made that the exhibitor

encourages the so-called "bad" pictures

and smothers the "good ones." This is

unfair criticism. First of all, he has noth-

ing to do with the production end of the

business. That is Hollywood's responsi-

bility, and for Hollywood it must be said
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that it will send forth only those pictures

that you, as patrons, wish to see. Its only

barometer is what you go to see. What
other test may be used? "Why", asks a

patron, "can't there be more pictures like

Disraeli?" The answer is simple : people

will not go to see that type in sufficient

numbers to make its production less than

a colossal financial failure. As a matter

of interest the following statistics* are of-

fered to show that "popular selection of

films is not always of uniformly high

social value."

Pictures Receiving Large Numbers of

Cancellations or Rejections
Number of theatres

cancelling or

Name of Picture rejecting

Music for Madame (Nino Martini) 5,873

Quality Street (Sir James M. Barrie) 4,837

Hitting a Nezu High (Lily Pons) 4,662

The Great Garrick (Life of English

Actor) 3,389

April Romance (Life of Franz Shubert) 3,871

The Saint of Neiv York (Mystery story) 3,756

Wintcrsct (Pulitzer Prize) 3,259

A Midsummer Night's Dream
(Shakespeare) 2,971

Great Expectations (Dickens) 2,730

Under Your Spell (Lawrence Tibbett) 2,135

The Good Fairy (Romantic Comedy) 1,897

Nezv Faces of 1937 (Musical) 1,562

The Green Pastures (Pulitzer Prize) 1,506

Crime and Punishment (Dostoievsky) 1,506

That Girl from Paris (Lily Pons) 1,472

Pictures Receiving Fewer Than 20

Cancellations or Rejections
Lady Be Careful (based on stage play "Sailor

Beware")
The Last Gangster (Al Capone)
The Big City (Taxi Warfare)
Desire (Marlene Dietrich-Gary Cooper)
Alcatras (Prison story)

/ Am the Lazv (Edw. G. Robinson)

They Gave Him a Gtm (War Story)

Saratoga (Jean Harlow)
Her Jungle Love (Dorothy Lamour—South Seas)

The Bad Man of Brimstone (Wallace Beery)

Angels with Dirty Faces (James Cagney)
A Slight Case of Murder (Edw. G. Robinson)
Little Tough Guys (Dead End Kids type)

Dracula (Produced 1931, reissued 1938)

Frankenstein (the same)

The last two pictures were showai in

one season largely on double bills and

played to some 4,400 reissue contracts

with no cancellations.

A theatre that has three changes a week

and runs double features (so many of them

fit into this classification) has very little op-

* Benjamin Werne, "The Neely Anti-Block Booking (md
Blind Selling Bill-—An Analysis," Contemporary Law
Pamphlets, Series 6, No. 1, 1940.

portunity at selection since it has to use

almost all of the pictures produced by the

major companies in order to have available

the large number of over 300 pictures re-

quired by it in a year. Now, since the en-

tering of the Consent Decree, the exhibitor's

life is even more complicated. The Decree

provides no privilege of cancellation except

for moral, racial or religious causes. The
number of pictures fitting into those groups

is neghgible. It is true, that under the De-

cree, the exhibitor will not have to buy

more than 5 pictures at a time instead of

approximately 50, and that, on paper any-

way, he will not be forced to buy another

group of 5 in order to get the group of 5

he wants, and it is also true that all pic-

tures will hereafter have to be "tradeshown."

But what use will it be to him to be able to

see the pictures if he has to buy the entire

group that he sees or none at all, or if he

has to buy them all because his three-

changes-a-week policv requires it ? There is

this one possible advantage, albeit very small

indeed ; he will be able, after seeing the

pictures, to book them with more intelli-

gence and more in keeping with his com-

munity's desires. It may very well be, too,

that local groups may be able to assist the

exhibitor in this task. Keep in mind, that

prior to the Consent Decree the exhibitor

was forced to buy approximately 50 pic-

tures from each of the major distributors

whose products he needed, all in advance

and usually knowing no more about the pic-

tures before they were shown in his theatre

than the audience that came to see them.

It is said that the double feature should

be eliminated. But is that what the public

wants? The pulse of the industry answers

that query in the negative. It is hard to

believe that the exhibitor would adhere to

the policy of double features if that were

not what his patrons desired. His answer

must be that the vast majority of his theatre-

goers want the double-feature. All that he

can suggest is that those who doi not like

it should come to the theatre for only the

one picture they wish to see. Quite inter-

estingly enough, experience shows that pa-

trons who are determined to sit through

only one picture usually stay for the other

as well.
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If you feel that an exhibitor is playing a

picture that is "bad" or that should not be

shown, ask yourself if that is not being con-

sidered "bad" by you because of some per-

sonal prejudice or bias against that type of

picture or against the star or for some other

reason, and whether it is not so that most

of the theatre's patrons did patronize the

picture. Is not the conclusion as to whether

a picture is "bad" or "good" a matter of

individual taste and reaction rather than an

opinion based on broad principles of virtue,

morality and art?

In 1940, in the United States alone, the

average weekly attendance at movie theatres

has been estimated at 80,000,000. Normally,

the weekly attendance in the rest of the

world is 150,000,000, thus making a total of

230,000,000. It is obvious that pictures pro-

duced must cater to the majority.

"The fault, dear Brutus, is," to a very

great degree, in the home. There and in

schools is where missionary work must be

done. If a change comes about in taste it

will soon enough be reflected in the box-

office and, by direct wave, to Hollywood.

Your exhibitor does not want to show a

picture that most of his patrons do not want

to see. This is a statement from the record

of the Senate Committee on the Neely Bill

:

"Gentlemen of this Committee, it was

much harder to sell theater men Disraeli

and Abraham Lincoln than to sell Mae
West. Don't let anybody tell you any-

thing to the contrary. Every man in this

business knows it. A few years ago, for

example, George Arliss in Disraeli and

Walter Huston in Abraham Lincoln—both

grand pictures—drew more than their

share of cancellations. The same year

Mae West pictures broke all existing the-

ater booking records up to that time, and

even including today, because not one of

her first two pictures was cancelled by

an exhibitor in America. Those two Mae
West pictures played more repeat engage-

ments than any other picture in the his-

tory of the business."

It is thought by many good minds in the

industry that the quality of pictures in gen-

eral will be higher under the Consent Decree.

This is based on the fact that since pictures

will not be able to be released in blocks

larger than five, and since all exhibitors do

not have to buy all pictures produced, com-
petition in production will be even keener

and the theatre-going public will be the third

party beneficiary. It is much too early to

prognosticate along these lines.

There are some ways and means that com-
munity groups and individuals, interested in

what they consider to be the better pictures,

can accomplish results. A few are suggested

:

(1) "... be on the job constantly," as

stated by President Wilbur of Stanford Uni-

versity, "to support the good and protest

the inferior." Supporting the good is even

more important because in that support you
indirectly protest the inferior.

(2) Co-operate wholeheartedly with

your local exhibitor at all times and try to

understand his problems. He wants every-

body satisfied, if that is possible. What he

wants least is to incur the wrath of even a

single patron.

(3) Exhibitors are always willing to co-

operate with you as much as it is possible

to, in time-of-the-week playing, in program
arranging, etc. Just remember that there

are certain limitations. In most instances,

for example, your exhibitor is unable to play

pictures until a certain number of days after

they have played elsewhere ; or the theatre

may be a chain or affiliate that has little

power to arrange its program because of

home office planning.

(4) Make your community group a rep-

resentative one, a cross-section of the the-

atre-going public in your locality. The more
representative your group, the greater your

bargaining power.

(5) Devote your time to education in

the schools and at home. Get your family

and your friends to see things your way.

In closing, may I quote from Dr. Erwin
Panofsky, art authority at Princeton Uni-

versity :

"If all lyrical poets, painters and sculp-

tors were forced by law to stop writing

poetry or producing art, a rather small

fraction of the general public would be-

come aware of the fact, and a still smaller

fraction would seriously regret it. But if

the same thing would happen with the

movies, there would be the most gruesome

of revolutions within a week."
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The Lady Eve
Screenplay, derived from Monckton Hoffe, by

Preston Sturges, directed by Preston Sturges,

photographed by Victor Milner. Produced and
distributed by Paramount.

The Cast

Jean Barbara Stanwyck
Charles Henry Fonda
"Colonel'' Harrington Charles Coburn
Mr. Pike Eugene Pallette

Miiggsy William Demurest
Sir Alfred McGlcnnon Keith Eric Blore

Gerald Melville Cooper
Mrs. Pike , Janet Beecher
Chef Luis Alberni

THOUGH any first-rate director has so

much to say about the script of a picture

he makes that he could rightfully claim

part authorship of it, so many people have

a finger in screen stories these days that it

is news when a man both writes and directs

his own film. Preston Sturges sky-rocketed

into Broadway fame some years ago with

"Strictly Dishonorable" on the stage; in the

last year he has soared to an even higher

fame in Hollywood by following the example

of Chaplin and the early Griffith, and em-

bodying the writer-director combination in

his own person. The striking part of it, of

course, is that he has turned out three siz-

able hits in quick succession, and that they

all have an individuality which makes them
definitely Preston Sturges products and

which someone will pretty soon be calling the

Sturges "touch."

Strictly speaking, the story of The Lady
Eve isn't something that Sturges wrote all

brand new for himself—it goes back to some-

thing by Monckton Hoffe or even farther,

but Sturges has trimmed it and re-fashioned

it to his own style. There's a fairly old

idea back of it : a lady card-sharp sets out

to fleece a gullible young millionaire and in

the process falls in love with him. The taste

of a cocktail, however, isn't so much in its

basic ingredients as in the proportions and
finesse with which they are shaken together.

The Lady Eve has the fantastic, the high

comic, the satiric, the farcical and out-and-

out slapstick all mixed up in it, and the result

can't be labelled anything else but a laugh-

show. The whole theme, with all its vari-

ations of keys, is played to one end, to get

laughs, and at several different levels it gets

them.

Mr. Sturges seems to be a dashing kind

of worker — he dashes things off without

much apparent care for polish and inner har-

mony. He goes at it hit or miss, and luckily

—whether through accident or great talent

—

it turns out mostly hit. He hasn't yet reached

the level of Lubitsch or Rene Clair or Capra

at their best, but when he does it will be

in a spot all his own. His gusto sweeps

merrily over the pitfalls he creates for him-

self, and over-doing is probably a better thing

than under-doing.

In his first two pictures Sturges—through

craftiness or budget limitations — worked
vv^ithout big and expensive names in his cast,

so that all the glory of success came to his

direction. Here he has stars who figure po-

tently in the marquee lights, but his directing

hand is as apparent as ever—none of them

are quite what they have been before. Bar-

bara Stanwyck is Barbara Stanwyck with a

bit of difference, and though Henry Fonda
is more Henry Fonda than ever, even that

is something fresh. Such old-timers as

19
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Charles Coburn and Eugene Pallette and

Eric Blore are used with the kind of restraint

that provides just enough of their best and

not too much.

Mr. Sturges seems bent on trying many
kinds of things. Perhaps he has some drama
or tragedy or social significance tucked awa}'

in the back of his head. But it will be a

pity if he lets his versatility keep him from

doing a lot more laugh-provokers. He hasn't

too many rivals in tliis field.

Rated Honorable JSIention.

Critical Comment
A Crime and a Punishment

To evaluate Flight from Destiny properly

will require a separate heading entitled

"deportment" or "attitude," and in this cate-

gory the picture will receive a good big "A."

As pictures go, this one is a fluke, being a

mixture of rather ordinary movie plot mach-

ination with some academic food for thought

drawn straight from a college classroom,

shooting far above what most producers

consider the average movie-goer's intellectual

capacity. It has heretofore been the habit

to consider such mind-stuft' as box-office

poison ; its being in a picture was a deliberate

biting of the hand which feeds the films, but

Flight from Destiny caters to a mature audi-

ence which might enjoy a little tussle with

abstract values and like to see philosophical

syllogisms worked out on paper, or, in this

case, on celluloid. And for this added value

we are praising the film and its makers.

It's rather a pity that the two spheres of

action are of unequal value. First we have

a college professor confecting a tidy murder
which he believed to be justified and then

being unable to convince the authorities of

his guilt. In spite of its humor and suspense,

this phase of the film is pretty theatrical. In

the parallel sphere of action, which takes

place in the professor's mind solely, we have

some juggling of immortality, good and evil

in their most abstract sense. He postulates

a little theory and then attempts to prove it

in real life, only to have its fallacies pointed

out to him most crushingly. This sort of

treatment is new cinema fare and comes off

quite successfully.

That the script-writer dared to inject

philosophy into a film is highly commend-
able; that the producer backed him up is

surprising; that it makes for a good movie
is happy tribute to Thomas Mitchell's acting.

Few are the men who could take such a

character, a traditional excuse for a shabby

gag, and make of him a man of flesh and
bones whose problems become very real to

the audience.

Denicotinized

SUCH a phenomenonally record-breaking

run as the play Tobacco Road has been

having up and down the country these

last }ears—and is still having—must mean
something. Whatever else it means, it proves

a great and evidently abiding public curi-

osity in the people Erskine Caldwell put into

his book that was the foundation of the play,

and that curiosity will probably make a great

many people eager to see the picture.

The picture, somehow, doesn't make very

clear why the play has such a hold on audi-

ences. Or does it ? Is it only those elements

which the picture had to leave out that draw
folks into a theatre to see the play, and shock

them with a frankness allowed to the stage

but not permitted on the screen?

The picture is beautifully photographed

and put together, but unless you bring a lot

more s}-mpathy to the characters than they

evoke in themselves there isn't a great deal

of substance to it. The plot is hardly more
than an episode, in which an iinpoverished

famil}- is temporarily saved from going to

the poor house, by an act of charity that is

quite unlikely to be repeated when the next

rent-day comes around. Somewhere there

must be social and personal roots to these

unfortunate people, reasons for their plight

being what it is, and for stirring pity and

indignation about it. But the picture doesn't

indicate enough of what these may be to

make much ditt'erence, not enough to save

Jeeter Lester and his family and neighbors

from seeming more grotesque than anything

else. Some of the characters are just un-

believable in their clownishness or clod-

dishness, and the rest do little more than

invite an easy laugh or tear. In cleaning

away the dirt that the screen could not stand

m.ost of the native soil has been washed away
as well.
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insanity very subtly while Ingrid Bergman and
George Sanders make a stricking contrast in

the roles of the innocent victims. In all phases
of its production, the picture is logical and
absorbing. Metro-Goldwyn-Mayer.

STRAWBERRY BLOXDE—James Cagney,
Olivia de Havilland. Rita Hayworth. Based
on the play by James Hagan. Directed by
Raoul Walsh. The fact that Mr. Cagney plays

a lug does not prevent The Straicberry Blonde
from being a pleasing bit of film nor ^liss

Hayworth from being an equally pleasing ex-

ample of her type. It opens on a Sunday after-

noon in New York at the turn of the century

^\ith Mr. Cagney. a correspondence-school den-

tist, savoring the immediate prospect of pulling

the tooth of an old enemy ; by means of a throw-
back the film then goes on to the story that

led up to said Sunday' afternoon. The picture

has all the tunes and sentiment of period pieces

of this kind but thanks to Raoul \Valsh, the
director, they are so rigidly controlled that the

most squeamish will almost have as much
pleasure as those partial to a relaxed tearduct.

And Cagney and the rest of the cast, the set

men, photographer and music editor have done
a tasteful, expert job in realizing Mr. W alsh's

nice balance of atmosphere and story. Warners.

THAT UN'CERTAIX EEELIXG — Merle
Oberon, Melvyn Douglas. Based on story by
Donald Ogden Stewart. Directed by Ern^t
Lubitsch. A sparkling domestic comed\' in the

sophisticated Lubitsch manner detailing a crit-

ical phase in the Park Avenue menage of a

brisk and successful insurance executive and
his bored attractive wife, when in a psychi-

atrist's waiting room whither she had gone to

be cured of hiccups the lady meets a young
pianist, slightly nutty who relieves her ennui

—and her hiccups—by being ardent and arty.

The film, expertly paced and scored, exploiting

the drolleries of Melvyn Douglas and the

brilliant farcing of Burgess Aleredith, makes
swell diversion of the foibles of psychiatry and
surrealism. United Artists.

* TOBACCO ROAD—Charley Grapewin, Mar-
jorie Rambeau, Twentieth Century-Fox. (See
Exceptional Photoplays Department page 20)

Selected Pictures of the IMoxth

ADAM HAD FOUR SONS—Ingrid Berg-
man, Warner Baxter, Susan Hayward. Based
on the novel by Charles Bonner. Directed by
Gregory Ratoff. A touching story of a girl's

devotion to four boys for whom she had been
hired as governess and of her unspoken de-

votion to their father. The plot is simple and
not very new and no great tragedy is included

in it, but the skill with which Miss Bergman
makes it live, gives it poetry and warmth,
takes it out of the class of the run-of-the-mill

sentimental movies. Of the cast the most dis-

tinguished performance besides ^liss Bergman's
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was that of Susan Hayward, as poisonous a
lass with an itch for indiscriminate romance
as we've had since Betty Field played the
bored 3'oung wife in Of Mice and Men. Helen.
Westley cavorted amusingly in a role we are-
used to finding her in, a tart and worldly old
lad}- with a taste for gin and an appreciation
for decent folk. The other actors did what
they could with routine parts and made no-
great impression. Besides the charm and
talents of Miss Bergman the picture has the
advantage of fine sets, costumes and Gregory
Ratoflf's sharp and economic direction. Co-
lumbia.

f AXDY HARDY'S PRIVATE SECRETARY
—Lewis Stone. Mickey Rooney, Kathryn Gray-
son. Based on characters created by Aurania
Rouverol. Directed by George B. Seitz. The-
Hardy family prepares to celebrate Andy's
graduation from high school. Andy is pretty

much in charge of everything and employs a

talented young lady to be his secretary. Ylickey

Rooney plays the ups and downs- of an ad-

olescent with the art and vigor we have come-
to expect, and Kathryn Grayson, the secretary,

is loveh'. She possesses a beautiful and highly

trained coloratura voice which she uses very
efifectively in two Italianate arias. Excellent
production and cast. Metro-Goldwyn-]Mayer.

f BLOXDIE GOES LATIN—Penny Singleton,
Arthur Lake, Tito Guizar. Original screen
story by Quinn Alartin. Directed by Frank
R. Strayer. This one is pure Bumstead throug-
out but relieved by a new locale—a cruise
boat sailing for South America, and some
unsuspected talent in its stars—'Blondie's sing-

ing and dancing abilities and Dagwood's talent

on the drums. All this places it on the lists

as wholesome entertainment, the best of the

"Blondie" series. Columbia.

m FREE AND EASY—Robert Cummings, Ruth
Hussey, Judith Anderson. Based on the play

"The Truth Game" by Ivor Novello. Directed

by George Sidney. A swell cast do a lot for

this tale of charming British gentlemen, rich

British ladies and a poor l)Ut beautiful Amer-
ican girl. Fortune hunting is defeated by love

but in the finale wealth is added thereto. Stress

is placed on the glamour of the upper set,

beautiful settings and clothes and the art of the

cast in reading quite bright lines extremely

well. Metro-Goldwyn-^Ia\'er.

fj GREAT MR. NOBODY, THE—Eddie Albert,

Joan Leslie. Original screen story by Harold
Titus. Directed by Ben Stoloff. Eddie Albert,

as Mr. Nobody, is just a tiny cog in a big

machine trying just as hard as he can to be-

come bigger. He wants adventure on the

dream-cruise he intends to take some day, but

he never gets there due to the bigness of his

heart. He just can't avoid giving away every-

thing he has to any poor unfortunate who
comes his wa}'. Fortunately for him, however,
his girl. Miss Leslie, is of more practical turn

and keeps his feet on the ground as much as

she can. At the picture's close, however, his

sundry problems have worked out pretty well.
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The production is very modest and the situ-

actions might have been banal, save for the
refreshing guilelessness of Eddie Albert and
Joan Leslie's candid attractiveness. They are
young and innocent and very pleasant to watch,
Warner.

f GREAT TRAIN ROBBERY, THE — Bob
Steele. Original screen story by Olin Cooper,
Garrett Weston and Robert T. Shannon. Di-
rected by Joseph Kane. The plot is built

around the mysterious disappearance of a train

carrying a gold shipment and the rivalry of

two brothers, one a policeman, a guard on the
train, and the other the man who engineered
the robbery, for the affection of the heroine.

The direction has a good pace, the cast is

adequate and the robbery is neatly executed but
of course it doesn't succeed. Republic.

fj MELODY FOR THREE—Jean Hersholt, Fay
Wray, Walter Woolf King. Original screen
story by Lee Loeb and Walter I-'erris. Directed
by Erie C. Kenton. Dr. Christian forsakes
his country practitioning to aid the cause of

musical America by re-uniting a maestro, his

music-loving wife and their child-prodigy who
were estranged through a misunderstanding.
Realizing the value of good music, well played,

to create a sympathy for the characters and
augment the inherent dramatic interest, this

continuation of the Dr. Christian series gains

in quality. It is especially wholesome fare for

the family audience. RKO Radio.

f MISSING TEN DAYS—Rex Harrison, Karen
Verne. Based on the novel by Bruce Graeme.
Directed by Tim Whelan. A good spTi- mys-
tery about a young Britisher who loses his

memory because of a bullet wound and becomes
involved in a spy ring in Paris. Lots of

suspense and word wit and excellent acting-

draw attention from an occasional lapse of

logic in the plot. Harrison is unusually good.

For those sensitive to that kind of thing, there'll

be an emotional pull seeing the French working
so hard on secret fortifications. (British Pro-

duction) Columbia.

f NICE GIRL?—Deanna Durbin, Robert Bench-
ley, Franchot Tone. Original screen story by
Phyllis Duganne. Directed by William A.

Seiter. A nice little story that somehow got

a triHe out of hand but was blessed by a

melodious performance by Miss Durbin and
the delightful didos of Robert Benchley as her

papa. First love is the theme and Franchot
Tone the glittering, tho' honest gentleman who
stirs it up. Pretty sets, lots of good humor
and a charming cast will make the film seem
better than it is. Universal.

f PENALTY, THE — Edward Arnold, Lionel

Barrymore. Based on a play by Martin
Berekeley. Directed by Harold S. Bucquet.
The gangster film is here carried into the

second generation. Mr. Arnold is a competent
plug-ugly who overlooks nothing in seeing that

his son is properly educated to follow his own
trade. As luck will have it, however, the son

is sent on parole from a reform school to a

farm and when the dramatic choice is to be
made, the son chooses the farm to his father's

more spectacular envirnment. If this sounds
a little obvious, let it be added that Gene Rey-
nolds, on whom the film relies for its impact
as the son, sneers with the worst while holding
the audience's sympathy throughout. Metro-
Goldwyn-Mayer.

f REACHING FOR THE SCN—Joel McCrea,
Ellen Drew, Eddie Bracken. Based on a story
by Wessel Smitter. Directed by V\'illiam A.
Wellman. This is about a very unspectacular
John Doe, played by Joel ^IcCrea. He is a
country boy who turns to the assembly line

of a large automobile plant to pick up a little

cash for an outbuard motor, in the city, he
also picks up a hash-slinger for a wife and
they have a baby as well as some hard battles

with the city's problems, but eventually return

to his rural way of life. It is slow in keeping
with the simple story, but full of quiet, honest
humor and has some original touches to point

up its development. Paramount.

f ROAD TO ZANZIBAR—Bing Crosby, Bob
Hope, Dorothy Lamour. Based on the story

by Don Hurtman and Sy Bartlett. Directed
by Mctor Schertzinger. Messers Crosby and
Flope are led on a crack-pot safari-to-end-all-

safaris in the dark continent to gratify the gold-

digging propensities of the Misses Lamour and
L'Ue Alerkel. The comedy may have a slight

strain to it, but it is all in good fun and it

carries a barb which is aimed in the right

direction. It is still a pity that Miss Lamour
takes herself so seriously when the others

throw themselves so ingratiatingly into the

antics at hand. Paramount.

m SO ENDS OUR NIGHT—Frederic March,
Margaret Sullavan, Francis Dee. Based on
the novel "Flotsam" by Erich Alaria Remarque.
Directed by John Cromwell. Here is an epic

of the refugees from Germany, tracing their

plight of escape, attempted assimilation in a

new country, eventual capture and deportation

to another country, all for the lack of a paper,

a passport. Despite some splendid perfor-

mances, especially by Miss Sullavan and a

new-comer, Glenn Ford, and a beautifully de-

tailed production, the film sags badly from a

super-abundance of melodramatics, scattered

diffusely throughout its length. L^nited Artists.

f THAT NIGHT IX RIO—Alice Faye, Don
Ameche, Carmen Miranda. Based on the

play by Rudolph Lothar and Hans Alder. Di-

rected by Irving Cummings. A lavish musical

show set in Rio enveloping the plot of a rich

South American baron with a beautiful Amer-
ican wife, an American actor who is the

liaron's double, and his sweetheart, a South

American dancer, in a maze of flirtations all

around. The supporting cast provides some
nice comedy bits, but the stress of the film

is placed on the singing and dancing and large

musical ensemliles. 20th Century-Fox.

f TRIAL OF MARY DUGAN, THE—Laraine

Day, Rol-ert Young. Based on the play by
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Bayard Veiller. Directed by Norman Z. Mc-
Leod. The second lilming of the career and
trial of the girl who escaped from a re-

formatory and made good only to be faced

with a murder charge. It's given an elaborate

production and a good cast in this version

and has its tense moments. Metro-Goldwyn-
Mayer.

SHORT SUBJECTS
Informationals

f ACTOBATIC ACES (Grantland Rice Sportlight)

—A visit to see tumblers in training', and later

two troups of professionals performing some
marvelous feats. Ted Husing reads the coni-

mentar.v. Paramount.
fj* ALIVE IN THE DEEP—An exceptionally well

made film of life in the ocean including micro-
scopic animals as well as whales and sea-lions.

Among the more thrilling and unusual episodes

is a fight to the death between a mother oc-

topus and a moray eel who has designs of

making a meal on her eggs. All told it is fine

documentation of an unusual and interesting

subject. Recommended for schools and libraries.

Woodard Prods. Co.
f ALLURING ALASKA (Fitzpatrick traveltalk)

—A tour in color to Fairbanks and the rural

districts of our great northwestern territory.

Some of the scenic shots are quite lovely.

Metro-Goldwyn-Mayer.
f* CABALLERO COLLEGE (Pathe Sportscope)
—A beautiful and dignified presentation of the
work of the Chilean cavalry college which is

affiliated with the army. RKO Radio.
f CANINE SKETCHES (Grantland Rice Sport-

light)— This combines the suitability of dogs for

artists' models with their skilfullness as hunters
in a very clever way. The dogs are splendid
specimens and uncanny in their routine of

helping the bird-hunter. Paramount.
r DELHI (Fascinating Journey;—This travelgue

in technicolor concentrates on the lovely archi-

tecture of native Delhi and then shows its

application to modern needs under the influence
of the English. The older buildings are parti-

cularly well designed and graceful. Paramount.
f FIGHT, FISH, FIGHT—Highlights; in a deep

sea fishing expedition in search of museum
specimens. Vitaphone.

f FORBIDDEN PASSAGE (Crime Does Not Pay
Series)—An expose of the methods used to

smuggle aliens into the United States. Some
of the scenes are rather grim and Its all fairly

exciting. One of the best of this series. Metro-
Goldwyn-Mayer.

f FROM SINGAPORE TO HONG KONG (Co-
lumbia Tour)—An excellent travelogue through
the chief centers of the British Empire in the
Orient. Columbia.

f GOING PLACES No. 87—"The Swankiest Isle

in the World"—This covers the countr.v and
activities of the inhabitants of Mount Desert
Island, Maine. Universal.

f GOING PLACES No. 88—"Deserts of America"
—A visit to deserts in Maine, Michigan, New
Mexico and California. The ihotography is

quite beautiful. Universal.
f MARCH OF TIME, THE No. 7 (7th Series)—

"Americans All!"—Generally, this is a well done
chapter of the series, dealing with the immi-
grants who make up such a large part of our
population. The earlier groups, already as-
similated in various departments of our national
structure, and the newer groups, with their
eager desire for citizenship and occasionally
with their loyalty to their former nationalties,
are all shown as part of the America which is

building for Defense. RKO Radio.
f MEET THE FLEET — An entertaining and

glamorous Technicolor study of the training of
recruits in the United States Navy. A slight

fictionalization of several characters is employed
to point up personal interest in specific activities
of the service and esprit de corp. Vitapho7ie.

fj MEN AND SHIPS—A description of the training
which is being given a large nvunber of specially

selected men from every state to prepare them
for every tjpe of service in our merchant
marine. U. S. Maritime Commission.

r NEW YORK PARADE No. 1 — Manhattan
Island well photographed, with emphasis placed
on the desire for speed that seems to dwell in

the hearts of its inhabitants. Columbia.
f POPULAR SCIENCE No. 4—This installment

of the advances made in science covers modern
raising of quail, new synthetic materials made
in the chemistery laboratory and uniciue equip-
ment found on the modern stratoliner. Para-
mount.

fj POWER FOR DEFENSE—This film shows how
the power from the immense TVA system is

being;^ used in the defense industries for manu-
facturing everything from flannel underwear
and uniforms to airplane housings. National
Defense ,Vdvisor.v Commission in cooperation
with the Tennessee Valley Authoiity.

f QUIZ BIZ, WHAT'S YOUR I. Q. No. 4 (Pete
Smith Specialty)—^With his amusing patter
helped out by movies, Mr. Smith asks questions
of the audience allowing- ten seconds for an-
swers. Metro-Goldwyn-Mayer.

fj RED, A^'H1TE AND BLUUE HAWAII (Para-
graphic)—This picture stresses the size and
importance of the sugar and pineapple industries
ni Hawaii as well as the size and importance
of our military station there. Especially rec-
ommended for schools. Paramount.

f SENTINALS OF THE CARIBEAN (Magic
Carpet Series)—A handsome survey of Puerto
Rico and the defense work going on down there.
20th Centurv-Fox.

f SPLITS, SPARES AND STRIKES (World of
Spoi-ts)—Bowling as played by female cham-
pions. Columbia.

f STRANGER THAN FICTION No. 87—A trip
to various places to see unusual things such as
a city of miniature churches built on a hillside
near a Benedictine Abbey, a flaming natural
fountain and othei- oddities. Universal.

f STRANGER TH.VN FICTION No. 88—Hobbies
of people who have achieved fame and" in some
cases foi-tune out of them. Universal .

f STRANGER THAN' FICTION No. 89—Things
of interest to lie seen in different parts of the
country. There is a remarkable sequence
showing the stunts of a highly trained dog.
Universal.

f TAKE IT OR LEAVE IT No. 3—Bob Hawk
again asks the questions of people eager to
improve their finances. Columbia.

fj TVA—A highly informative picture of the giant
system of dams being built in the entire region,
showing the uses it has been put to in flood
control, soil conservation, navigation, and in
furnishing' power for a great variety of purposes
Tennessee Valley Authority with the cooperation
of the National Defense Commission.

f UNITED STATES NAVAL ACAJ>EM:Y, THE
(Washington Parade)—A handsome and in-

structive tour through Annapolis showing the
places, the routine and the middies themselves.
Columbia.

f I'NUSUAL OCCUPATIONS No. 3—The third
in the series of shorts picking up unique oc-
cupations and showing the people, who are oc-
cupied at them. It certainly is not valuable
information but it is interesting. Paramount.

f UNUSUAL OCCUPATIONS No. 4 — Covering
sundry fields, from the making, of imitation
crown jewels to the fighting of bulls by women,
this sequence is nevertheless entertaining and
effectively handled. Paramount.

f VILL.VGE IN INDIA, A (Fascinating Journey)
—technicolored visit to an argicultural village
in India, stressing the influence of their religion
and the evils of the caste system. Paramount.

f WHISPERS (Passing Parade)—John Nesbitt
demonstrates' in this excellent film the damage
done to individuals, industries, communities and
nations hy vicious whispered gossip. Metro-
Goldwyn-Mayer.

Musicals, Novelties and Serials

f ISIUSIC IN THE MORGAN MANNER—A good
show including songs, dances and imitations
bound together by a fine swing band. Universal.

(Continued on next page)
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fj - RIDERS OF DEATH VALLEY" (Serial) Nos. 4

5-6-7-S-O-lO. Dick P'oran, Buck Jones. Original
story by Oliver Drake. Directed by Ford Eeebe
and Ray Taylor. Containins more valiant ef-

forts of the owners of the gold mine to continue
niinins' and pay back the bank's note, despite
the constant heckling- of a gang of Weslein
meanies. For a serial, this one is well plioto-
graphed and not too illogical.

fj SKY RAIDERS (Serial) No.«. 4-3-G-7-S-0 Donald
Wood, Billy Halop, Robert Armstrong. Original
screen story by Eliot Gibbon. Directed by Forde
Beebe. This is a l>etter than average serial

dealing with a miracle plane constructed for
the National Defense. The plane and all char-
actei'S involved undergo the vicissitudes peculiar
to all serials but with more sanity and attention
to detail than can be said for most serials.

f T.VKE THE AIR—.\n-amusing skit on the trials

of a radio talent scout. Eddie Foy. Jr. supplies
most of the fiui. Vitaphone.

Cartoons and Comedies

fj ABDUL THE BULBUL-AMEER (Color Car-
toon)—The song' of the heroic light between
the Russian and the Turk made into a de-
lightful cartoon. Metro-Goldwyn-ilayei-.

rfj - BAGGAGE BUSTERS (Walt Disney Cartoon)—
The magician's hat bi'ings forth a whole zoo

of strange creatures to fret poor Goofy. RKO
Radio.
THE CAT'S TALE (Merrie :Melody Cartoon)—
A mouse persuades his enemy the cat to give
up chasing him, and furthei- urges him to make
a similar proposal to a bulldog in his own
behalf. The results are not encouraging foi

the pussy. Vitaphone.
CRACKPOT QUAIL (ilerrie Melody Cartoon)
—A moronic hound is given the run-around by
a plump and whimsical quail. Vtiaphone.
OLH'E'S SWEEPSTAKE TICKET (Popeye car-
toon)—Popeye goes through protracted agonies
in search of Olive's sweepstake ticket, only to

find that it definitely was not a foi-tune-winner.
I'aramount.
PROSPECTING BEAR (Rudolf Ising Cartoon)
—On this gold-hunting expedition, there is a
very appealing little mule who has an addiction
for nibbling on dynamite which prevents the
disco\x ry of gold but makes for quite a funny
cartoon. Metro-Goldwyn -Mayer.
TWO FOR THE ZOO (Fleisher "Gabby" Car-
toon)-—Chaos is uni\ ersal when Gabby meets an
exotically fictionalized member of the kangaroo
familv. Paramount.
WILD OYSTERS (Animated .\ntics)—Mom and
Pop, two puppet mice, have to contend with
the villainy of a party of puppet oysters in

their struggle to provide for themselves. Para-
moimt.
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The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 b.v

the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
!s still the Board's function, together with that

of disseminating information on the subject of

motion pictures and carrying on a constructive
progiam having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-

ship and is in favor of the community better

films plan of placing emphasis upon and building

support for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-

ture in developing its possibilities both as

recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve

without pay. No member is connected with the

motion picture industry. They are representative

of varied interests and activities and many are

connected with large public welfare organizations
or educational institutions.

'

The General Committee is a body evolved out

of the original group organized in 1909. It is the

appeal and central advisory committee of the

National Board to which policies are referred

and to which decisions of the Review Committee
regarding pictures n.ay be carried either by the

producers or by the Review Committee itself.

The Executive Committee is compo.-^ed of

members of the CJeneral Committee and is the

directing body of the National Board, charged

with the formulation of policies, the election of

members, the expenditure of funds and super-

vision of all administrative affairs.

The Review Conmiittee is a large group of 300

members carrying on the work of reviewing the

films. It is divided into sub-groups which meet

for review per schedule during each week in the

projection rooms of the various motion picture

companies.

The Membership Committee supervises the

membership list of the Review Conmuttee and

reconmiends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema

interested particularly in encouraging the ar-

tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-

ing of unusual films to special audiences.

PUBLICATIONS

The National Board of Review and its Council

a''; an aid to the groups carrying out these

objectives furnishes an informational service

through its publications.

National Board of Review Magazine (monthly)

$2 00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures

$2 50 a year when taken alone.

?1.00 in conjunction with the Magazine.

A listing of all publications and services is

available upon request.
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Selected Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of

Reviezv as ivorthy of popular patronage in the

theatres, ivith an indication of the audience group
suitability for each picture. The choice of the

pictures included is based upon principles of selec-

tion developed through long study of public pref-

erence as to z\.'hat constitutes good screen entertain-

ment. The co)isensus of the Kevieiv Committee
forms the basis for the rcviczvs and audience
'econiniendations of the pictures. The Rei'ieiv Com-
mittee consists of approximately 300 trained mem-
bers representative of ividely varied interests zcho
volunteer their services."

Key to Audience Suitability

f-—Family audience. Pictures recommended for

the family audience (12 years up).

m—Mature audience. Pictures recommended for
the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren under 12.

*—Recommended as above the average "selected"
picture.

Starred Selected Pictures

f* DEVIL AND MISS JOXES, THE —
Charles Coburn, Jean Arthur. Original
screen story by Norman Krasna. Directed
by Sam \Voocl. A kind of fairy tale with
an eiTort towards social significance, in-

volving a boy and a girl as the spearhead
for an organizing group in a department
store and an old tycoon who owns the store.

He gets a job in his own place to spy out
the radicals, but the young folks uncover
his heart of gold and union and amity are at

last established between employer and em-
ployee. Actually the film is hilariously

funny and beautifully acted by the stars

and the supports. Chief honors go to

Coburn and Jean .Arthur for some of the
best work they have done. As comedy the
piece is far and away above average. RKO
Radio.

m* GREAT LIE, THE—Bette Davis, George
Brent, Mary Astor. Based on the novel by
Polan Banks. Directed by Edmund Gould-
ing. Miss Davis is herein given another
highly dramatic role in a story whicli
admirably suits her peculiar talents. The
plot involves two women fighting for a

man, Miss Davis employing the inethical

stratagem of a lie to carrj^ on the fight.

Although the lie is uncovered, Aliss Davis
happily wins her man. The picture is very
well handled, especially as to musical score,

and will satisfy the already large Davis
following altliough it may not add to it.

Warners.

f- I WANTED WINGS — Ray AliUand,
William Holden, Wayne Morris. Original
screen story by Eleanor Grif¥in and Frank

Wead. Directed by Mitchell Leisen. This
is the flying picture that the others have
tried to be: planes, dives, crashes, heroes,
death-scenes, sirens (both kinds), a heroine
for the Air Corps to tussle over, bright
lines, boyish clowning and all well photo-
graphed with tlie Armj' .\ir Corps flying

fields as a background and using the simu-
lated air attack of Los Angeles most effec-

tiveh^ Paramount.

f* MEN OF BOYS TOWN—Spencer Tracy,
Mickey Rooney. Original screen story by
James Kevin McGuinness. Directed by
Norman Taurog. This is further tribute to

Father Flanagan and the worthy though
difficult career he lias made for himself in

giving a home to countless uncared-for
boys. In the course of its storj-. Father
Flanagan reforms a fictitious State Reform-
atory whose methods of correction are a

vicious contrast to Boys Town's splendid
system. There are many scenes of tearful

eloquence which testify to the ability of

sympathy to get at and correct an other-

wise maladjusted boy. Metro-Goldwyn-
Mayer.

m* THAT HAMILTON WOMAN—\'ivien

Lei.gh. Laurence Olivier, Alan Mowbray.
(See Exceptional Photoplays Department,
page 12.)

Selected Pictl'res of the ]\Ioxth

f GREAT SWINDLE, THE—Jack Holt.

Original screen story by Eric Taylor. Di-
rected by Lewis D. Collins. An insurance
investigator tracks down the criminals in

an arson case that is none too subtle.

Robust manly stufif with just a touch of

romance to leaven the villain}'. Columbia.

f KNOCKOUT—Arthur Kennedy. Original

screen story by Michael Fessier. Directed

b}' William Clemens. The rise and fall of

a Golden Boyish young fighter very well

acted by Arthur Kennedy, but rather too

slow a story to be very thrilling. The fight

scenes are satisfying enough for those who
like the harsher side of life. Warners.

f T ADY FROM CHEYENNE, THE —
Loretta Y^oung, Robert Preston. Based on
a story by Jonathan Finn and Theresa
Oaks. Directed by Frank Lloyd. The lady

in tliis light western period-piece starts off

as an ' nattractive scliool niprm but ends
as the pioneer for Women's Ri.ghts and the

conqueror of that deep-dyed villain. Edward
Arnold, and the winner of his right-hand

man as mate. Sandwiched between this is

a generous supply of good humor and
gentle spoofinc The worst flaw is Miss
Young's inability to be convincingly un-

attractive. Universal.

(Continued on pa/je 18)
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Movies for Defense

JUST as no means have been found for

measuring accurately and incontrover-

tibly what effects movies have on

children, isolating them from all the other

influences that work on them in their daily

lives at home, at school and at play, so there

is no way of knowing how people of all ages,

in all parts of the world, have been subtly

molded by the motion pictures they have

been seeing in the last twenty or thirty years.

No movie so poor or humble that may not

have told some people something they didn't

know before, adding some bit to their expe-

rience. In those relaxed hours in the dark-

ened movie theatre, giving up all their

attention and emotion to the bright move-

ment on the screen, everyone is open to some

effect from what he sees.

In being called on to add their part to

the present defense effort, so likely at some

fatal turn of events to become a war effort,

the movies are of course going to do what

any public-spirited group will do—help all

they can. What they do will be an exten-

sion of what they have always done, but

with more conscious purpose and to meet

more definitely prescribed ends. Of course

there will be films made for purely technical

uses, for training, instruction or what not

—

but unconsciously or deliberately the movies

that are made for the more than ever im-

portant end of providing recreation may

take on the methods and effects of propa-

ganda.

In these days people are more suspicious

of propaganda than they used to be, and

more on the defensive against it. The blatant

and crude rabble-rousing that flourished so

violently in some of the movies during the

last war would be laughed otf the screen

now. Whatever attempts there are to make

audiences more patriotism conscious—even

more war conscious—will have to be more

subtle, with more of an effect of being rea-

sonable, without too much hurrah-boys and

ostentatious flag-waving. Unless we lose our

heads entirely.

But the most important basis for anything

to aid defense is to know what we are de-

fending as well as how to defend it. What

the movies should be doing now, more than

ever before, whether in serious or light

films, is to keep in mind what there is in

our national life that represents what we

most prize in it, the ideals and ways we

have been working out that make our

country the dearest and most important

country to us, the big and the small things

we would fight to keep if they were threat-

ened. They needn't be shouted about or

argued about— but if the movies help keep

them always in our consciousness that will

keep us more alert about the need to defend

them.
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History in the Movies
By Iris Barry

Curator, The Museum of Modern Art Film Library

(Adapted from a lecture delivered before Film Library's and Columbia University's extension

course in the History and Aesthetics of the Motion Picture.)

BEFORE I begin to describe my impres-

sions of the "historical" fihn—on the

wliole adverse'— I feel we should

remind ourselves that the word "history"

has two quite different meanings. It is used

equally to refer to actual events as they

really occurred, and to accounts given of

those events by scholars who lived in a later

period. In the same way, there are two

kinds of historical films. There are films

taken of events a.t the time they occur, such

as the assasination of King Alexander of

Jugoslavia and the bombing of Shanghai,

both of which were photographed by news-

reel cameramen and hence constitute actual

records of historical events. A second group

consists of reconstructions of past events, or

even of present events. These reconstruc-

tions are obviously untrue to some extent.

Frequently they set out to prove a con-

tention, for example that Henry VIII was

a good or a bad man, that his reformation of

the church was right or wrong, that Henry
himself was oversexed

;
they thus become

not simply records of fact, and, in attempting

to put across an idea, may sometimes pervert

the truth of the events they purport to

reconstruct.

To some extent, dramatic necessity dic-

tates this frequent deviation from fact which

we observe in historical films.. To present

all the facts about Henry VIII, it would be

necessary to reconstruct and film every

hour of his life, and that would be as unde-

sirable as it is impractical. But beyond

dramatic necessity, it is obviously impossible

to reconstruct all the historical facts. Some

of them are no longer known, or have been

misrepresented, or would be inacceptable to

the taste of our generation. It is therefore,

for the maker of historical films, almost an

irresistible temptation to slip from fact into

make-believe or folk-lore. When Henry

VIII is mentioned, most of us think of a

man who had a plurality of wives, just as

Washington brings to mind a man who
threw a dollar across a river, neither of

which is an adequate historical conception of

the persons in question. Actually, the facts

which predominate in historical films are

usually of very small historical importance,

however picturesque; merely to depict such

facts does not in any sense recreate history.

Until very recently, it was generally con-

sidered that history had been composed

almost exclusively of uncommon persons

—

cardinals, statesmen, kings, emperors and a

few geniuses. It is now the general feeling

that this was a false attitude, that the great

figures of history were created by circum-

stance, rather than that they were the cre-

ators of circumstance. The 19th century

attitude to history (as being composed

largely of great men) seems curious today,

and almost as meaningless as the painting of

Washington crossing the Delaware, which

had nothing to do with the important things

about Washington, or even the Delaware.

A trul}- historical film about Washington or

Henry \''III would dramatize not only their

private lives and "historic" acts, but also

the conditions which affected them and dic-

tated their policies. Perhaps it would be

even more honest to ignore Washington and

Henry altogether and portray the lives of

quite obscure figures of their periods. That

this is never done is partly due to an archaic

conception of history, but almost equally to

the fact that the famous figures of the past

create subtle and attractive roles for film

stars to play.

Of all these factors which make the his-

torical film so very unhistoric, the most

important is this conception of history in-

herited from the nineteenth century. It has

had a great influence on film-makers from

the time of The Execution of Mary Queen

of Scots (1895) and Queen Elisabeth
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(1912) until now. The historical paintings,

engravings, lithographs, and waxwork-

groups of the late nineteenth century gener-

ally depicted the history of the race in

terms of "Important Events" involving

famous people. The early admirers of the

film were very anxious to make it serve

cultural purposes, and what better purpose

than to reproduce these waxwork groups in

motion, just as they were supposed to look

and act originally? The trouble was that

the moving figures didn't look real, they

seemed very nearly as "symbolic," rigid, and

inhuman as did the wax figures they were

copied after. Nevertheless, we were sup-

posed to admire them and believe in them

because the film-makers went to great pains

-—as they still do—to make every detail of

costume and back-ground "archaeologically

correct." But even this rather pedestrian

accuracy defeated itself. Sarah Bernhardt's

hairdress in Queen Elizabeth was no doubt

absolutely correct in every detail, but she

looked more like a matron of her own period

than a queen of the 16th century. There is

something in the way the hair lies down on

the head which betrays the period. This has

continued to be true in much later films

;

Marion Davies in Little Old New York

looked much more like a Follies girl than

a belle of old New York.

The 19th century conception of history

as a series of world-shaking events brought

about by ennobled effigies carried all before

it until the war of 1914-18. After the war,

as all of us remember, a period of "debunk-

ing" set in. Before 1914, Henry VIII

would have been more or less a stuffed

figure in films. After 1920, he was portrayed

by both Emil Jannings and Charles Laugh-

ton as a man of crude appetites and obsessive

leanings toward the opposite sex. While the

latter portrayal impresses us as more hu-

manly believable, there is little reason to

think that it is more accurate : in both cases,

what is presented is an interpretation of

facts according to the taste of the period in

which the films were produced. Also in

both cases, the backgrounds and settings

were more than a little grandiose, and the

minor characters simply a lot of people in

costume, looking uninteresting and with a

painful air of knowing that they were par-

ticipating in some important event.

Now there is an exception to my personal

opinion about historical films—that they

don't ring true, are boring, and quite con-

tradict everybody's experience of psychology

and behavior. There are some which have

a very convincing air. The significant thing

is that all of these convincing, or more con-

vincing, historical films refer to relatively

recent events which occurred in the time of

our grandfathers or great-grandfathers and
which somebody could remember something

about—a period which is in a sense alive,

not exactly history, but part of the yester-

day of our own time. Such events took

place within the era of photographic docu-

mentation, so that film-makers do not have

to depend upon folk-lore or make-believe,

but can reconstruct the period through the

recollections of people still living and

through documentary records. In The Life

of Emile Zola plenty of photographs, not

only of Zola but of all the actual people who
participated in his story, were reproduced

in the picture and were easily recognizable

there. Take another kind of film, Caval-

cade. A good many people living today

remember all the events that were portrayed

in that film, and of course libraries and
museums are full of documentation on the

period. I, personally, thought Coward's
material rather dishonestly handled for

dramatic reasons, but there is a distinct

difference between the spirit and flavor of

a film such as Cavalcade or Pasteur or The
Life of Emile Zola and the spirit of a film

about happenings of long ago, such as

Queen Elisabeth or Anne Boleyn or even
The Private Life of Henry VIIL The "long

ago" type of film is usually extremely ele-

gant and quite bloodless. The film about
events nearer to us in time is less elegant

and more human, and people go on much
more as we think people do.

One of the reasons why we find the elab-

orate films of long ago so unbelievable is

that the screen has been helping to teach us

what history really looked like when it

happened, and not as painters conventionally

recreated it. I said earlier that there are

two types of historical film : the kind which
reconstructs events and the kind which actu-
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ally records them. The latter type is, of

course, the newsreel, which has played an

incalculahle part in the education of our

generation. We, all of us living' now, have

seen quite a little of real history on the

screen. We have seen in the newsreels all

kinds of potentates ; we have seen Ghandi

and the Duke of Windsor ; we know Musso-

lini's face and manner as well as that of our

best friend ; we have had glimpses of the

Hall of Mirrors and. the signing of the Ver-

sailles Treaty therein ; we know what war
is like, even if we have never approached

the firing line. It is pretty difficult to fool

us about these things, and if anv artist now-
adays tried to paint the World War as

Meissonier, the supposedly "photographic"

artist, painted the Napoleonic Wars, we
W'Ould laugh him out of court. The more

original film-makers, of course, have seized

upon the fact that movie audiences know
what recent history looks like and exploited

it to make their pictures more believable.

When the Soviet director, Eisenstein, under-

took to reconstruct the crucial events of the

Bolshevik Revolution in Ten Days That

Shook The Worhi, he went outside the

studio and used the actual locations of the

Revolution, and as many of the people who
participated in it as he could find. The
result was that audiences all over the world

exclaimed that the picture looked just like a

newsreel taken of the actual events—which

was exactly what Eisenstein wanted them

to feel. It wasn't only that the film retold

recent events which many people living re-

membered and had taken part in, or even

that the director made his backgrounds and

masses of people look as bleak and artless

as they do in a real photograph. Eisenstein

deliberately constructed his film like a

highly intelligent, if heavily interpreted,

newsreel, so that it was closer to the form

of an historical chronicle than to fiction.

The same impression was given even more
abundantly by the battle scenes in The Birth

of a Nation; they look impressively like the

famous Brady photographs of the actual

Civil War.

Films as close to the newsreels as these

are rare, and most of them deal with times

so recent as not to feel strange to us. There

is only one historical film that I can think

of, dealing with older times, that has some

air of conviction — the French film The
Passion of Joan of Arc. There are many
reasons for believing it was not a wholly

good film technically, or not necessarily the

right way to make any kind of film, even

historical ones, but it was more convincing

that most historical films are. Now Joan

of Arc is just the sort of subject which

directors usually feel must be treated with

absolute accuracy of setting and costume.

But instead of trying to represent the

trappings of history, or bothering whether

Joan had an accurate period locket hanging

upon her bosom, Karl Dreyer presented

people in vague, unidentifiable armor or

plain robes. Since the people themselves

were human and believable, it didn't matter

what their costumes were. It is just the

other way round in most historical films

:

they emphasize the accuracy of the costumes

instead of the humanity of the people, and

the worst of them actually stop the narrative

to draw your attention to some particularly

correct triumph of reproduction ; as Gilbert

Seldes points out, Gloria Swanson's Madame
Sans Gene managed to work itself into

complete immobility over Napoleon's actual

snufif boxes. In Joan of Arc, on the other

hand, one's emotions were touched and one

was convinced, not that the picture was a

reconstruction of events just as they had

happened, but as they might have happened.

All the other films of the distant past

seem to me to achieve nothing more than a

dead and dusty grandeur. They have

existed since the beginning of the film's

history, these archaeological resurrections,

full of ermine and velvet, actors in uncom-

fortable clothes which they obviously are

not accustomed to wearing, ^^^ith all their

flourish toward surface accuracy, they are

not half so interested in the reality of human
events as in giving those events a bravura

elegance. Louis XIV, for example, is al-

ways shown in fine attire, whereas in fact

he seldom wore anything but a snuff-brown

suit. The fact that film-makers will not let

him wear one reveals their true interest,

which is that of creating out of the half-

understood materials of historv another kind

of fairy tale. Of this kind of film, Cecil B.

DeMille, technically one of the most able
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directors in America today, is the absolute

master. In his films, accuracy, historicity,

is never to be questioned. It is beside the

point. The films are pageants in costume,

full of action, founded on the values of melo-

drama. It is notable that when DeMille

makes films of recent history, when he

touches material still fresh in memory and

supported by photographic documentation

such as TIic Plainsman, the trappings and

costumes seem to vanish, his characters

become real men and women, and the action

becomes dramatic instead of merely pic-

turesque. Aside from these portrayals of

recent or contemporary history, his films

and those of many others are not historical

but "costume" pictures, offering pleasure

perhaps but not information. As much as

Walt Disney or Alice in Wonderland, they

are fantasy.

An Important New Publication

AMONG the many fine things ac-

complished by the Works Projects

Administration, the first volume of

The Film Index compiled by the New York
City WPA Writers Project and published

by the Museum of Modern Art Film Library

and the H. W. Wilson Company should par-

ticularly please people interested in motion

pictures and take its place as the first part of

a monumental work of reference. This book

"The Film as Art" makes accessible for the

first time the vast accumulation of informa-

tion about films housed in the many libraries

all over the country. It contains listings and

digests of 8,600 books, periodical articles and

film reviews, many of them culled from trade

journals, interviews in fan magazines and the

catalogues of forgotten companies, referring

to 4,300 films and citing 4,200 actors, direc-

tors, scenarists and other film craftsmen. It

covers 3,200 films giving full periodical re-

views, basic production credits, information

on the year and country of production and

film descriptions or synopses. The Index

from these brief points cited is easily seen to

be much more than a bibliography. It offers

3.1 last a simple way to ascertain how many
times a given novel or play has been adapted

to the screen and by what company, to follow

the work of directors, or to discover what the

contemporary opinion was upon some film of

historical importance. The digests adhere to

the accepted bibliographical form, but the

editors have further enriched them by the

addition of critical commentaries. The in-

formation ranges from colorful details on

personalities to abstruse arguments on aes-

thetics. You will find out that the poet

Vachell Lindsay provided an early critical

appreciation of the movies, that the actress

Minnie Maddern Fiske was among the first

to acclaim the art of Charlie Chaplin, that in

1923 Thomas Craven, the art critic, reviewed

Nazimova's "Salome," that Joyce Kilmer

wrote an obituary for John Bunny and that

Jack London in 1915 regarded the movies as

a prime means of universal education.

Until the publication of this fine compen-

dium the enormous need and appetite for in-

formation on the cinema have been somewhat

stinted. The haphazard career of the movies,

beginning in the contempt of its early nickel-

odeon and wandering carnival days and

growing amid the humbug and preposterous-

ness of its development as a big business, has

these latter years with its recognition as an

art piqued the curiosity of thoughtful folk

and brought about a demand for cinema

literature, critical and historical, that has

been supplied in none too satisfactory a

fashion. Many good books have been pub-

lished, excellent work has been done by film

libraries in securing and perpetuating cinema

masterpieces and curiosities, but until the ap-

pearance of The Film Index nothing sub-

stantially was accomplished in bringing to-

gether in one work the vast material that was

scattered through histories, or to be found

in obscure or extinct quarterlies or in short-

lived magazines. Students, writers, research-

ers and historians who desire a systematic

approach to the theory and practice of the art

of the motion picture will have reason to be

grateful for this sturdy work of scholarship.
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Ten Years of Young Reviewers

CONGRATULATIONS are in order

for the Young Reviewers who are now
passing the ten-year mark in their

corporate existence. To be sure, the group

has changed as to personnel many times since

its inception but the frame and the purposes

have remained the same and it has become a

respected and oft-puWicized body of critics

—

one which is definitely not to be passed over

lightly.

Their birth was brought on by the flood of

pseudo-scientific investigations which were

appearing in print to prove that movies were

at the root of all juvenile delinquency and

poor health in the youth of the nation. Many
experiments were being conducted, man}-

bodies rising up in protest against filmdom,

and many parents were carefully harboring

their ofi^spring from this growing menace. But

the Young Reviewers were able to consolidate

an adequate amount of material to show that

the movies are not injurious, that children

are very critical of movies, having much the

same taste as adults and are afl^ected to about

the same degree. Thus, the chief result of

this decade of reviewing has been to vindicate

the cinema. Movies are O.K. The children

can take to them as heartily as any other

group of persons and can accept as little or

as much as their good taste allows.

Originally the Reviewers' ages covered the

major span of childhood but it has since

proved advisable to limit its membership to

boys and girls of the older classes in the

grade-schools, ranging in age from 8 to 14.

These children, picked pretty much at random
from the public and private schools and the

settlement houses of New York, meet every

ten days or so to see some picture—any pic-

ture—upon which their criticism might be of

interest to other film-goers.

In the course of their experience, certain

generalities have appeared though occasional

exceptions accompany every such statement

of trend. A film may have an unpredictable

and perhaps harmful efifect on a particular

child. Or there may be some freak picture

which will strike the children in an entirely

unforeseen way. But in the average run of

criticisms ofl:ered by the children, an interest-

ing light has been thrown upon their canons
of judgement which apply to all the films they

have seen or will see. For example, they dis-

like the mass of romance which is put into the

films, due no doubt to their inability to real-

ize the potency of the attraction between
sexes. Love is an adult experience so it is

natural for them to regard the continual em-
bracing of the stars as ludicrous. They have
also shown a disturbing lack of humor which
traces to the fact that much of the wit of Hol-
lywood is word-wit of a highly sophisticated

sort, in spite of what the more severe critics

may say. There are also adult situations

which involve more knowledge of the vagaries

of society than the children can be expected

to possess. Such situations do not baflfle or

ofl^end them or prey upon them however, but

are simply forgotten. The movie is chalked

down as a dull one.

On the other hand, the youngsters have
shown of late a keen sense for eking out the

propaganda in a picture, for finding the

phoney haphazardness with which some films

are made to move, for distinguishing between

a ham actor and a truly sincere artist who
identifies himself completely with the part he

is playing. They are also very quick to pick

out the technical flaws in a production, often

more so than their learned parents.

Again, the children are eager to break

down a picture, analyzing its motivation and
calibrating the genuineness of its effects.

Adults are prone to accept what is shown
them uncritically when it comes to emotional

situations but the children try to find out what
made them laugh or cry and then determine

whether their laughter was merited by the

incident. Also the Reviewers have shown an

eagerness to learn about a picture's make-up

—to know what part the director contributed,

who the bit players were, how much of the

set was actual and how much confected from

cardboard. This interest in films contrasts

very favorably with the lazier interest mani-

fested by maturer audiences.

To attend one of the Young Reviewer'

meetings is an invigorating experience and
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inspires a great faith in children to pick out

the best for themselves as opposed to accept-

ing the judgments of others. Often the films

are seen by them in advance of national

release so that they come without benefit of

the critics' reviews or the advertisers' pres-

sure, and here they estimate a film's worth

definitely. Before the picture begins there

is much wriggling and squirming and much
whispering, but always about films. During

the showing they give themselves over to it

completely; the laughter comes easily and

loud, the tears are shed willingly, uncon-

strainedly, burbles of exclamations will greet

some daring feat of the hero's, while sharp

words of warning will tell the heroine that

she is being attacked from the rear by a band

of wolves. This is the behavior we are all

familiar with in the Saturday matinees where

westerns throw the entire house into con-

fusion. It is only after the picture has finish-

ed that the revelation appears which makes

the Young Reviewers such an interesting

group. They immediately set to work on

their ballots, never cheating or attempting

to ask their neighbor the name of the director.

Questions like "What is most worth remem-
bering about the picture?" or "What does

this film try to teach?" or "Who was the

best actor?" are weighed with the utmost

seriousness and the answers reveal consider-

able thought.

When the ballots are filled out, a leader is

chosen from among the children who con-

ducts a discussion which dips into every

phase of the production. Straying from the

picture to some more general problem or some
meaty question is known to occur but the

nieeting is never out of__hand. Discipline is

maintained by t-he chairman with little efifort

and competition-runs high as to who can of¥er

the most and the best 'criticism. Arguments
arise, dififerences of taste- and upbringing ap-

pear and are battled over, faulty criticism is

severely rebuked, and what emerges is a

completely just evaluation of the film as it

Courtesy of March of Time, Inc.

Young Reviczvcr's interviciving Mr. Maurice Lancaster of March of Time at recent meeting.
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may affect any group of children of like age.

The Young Reviewers are casting invalu-

able light upon the goodness and badness of

films and are by now an integral part of the

work of the National Board of Review. In

the future it is to be hoped that a general,

nation-wide survey ma}' be made, based on

the experience gained from the Young Re-

viewers' meetings. In the meantime, may we
thank our "critics in knee-pants" (which ap-

pellation they abhor) and congratulate them

on their good ten-years' record. Their future

appears bright and their career distinguished.

May they continue to give and to derive as

much pleasure and interest from their work

as they have done to date.

New Membership of the Board

TWELVE persons have been appointed to

National Advisory Council of the Board.

All are outstanding in various fields of motion

picture activity. They are : Mrs. Lewis P.

Addoms, President, Motion Picture Council

for Brooklyn ; Dr. Campton Bell, Depart-

ment of Speech. UniA'crsity of Denver, Presi-

dent, Denver ]Motion Picture Council ; Mrs.

Samuel B. Cuthbert, former Motion Picture

Chairman, Allegheny County Federation of

Women's Clubs, Pittsburgh, Pa. ; Mrs. Clar-

ence Echols, Director, Dallas Motion Picture

Council ; Mrs. Walter L. Gilbert, Cobleskill,

N. Y. Motion Picture Chairman, Schoharie

County Federation of Women's Clubs ; Mrs.

Arthur D. Kerwin, President, Greater

Detroit Motion Picture Council ; Dr. William

Lewin, Chairman Motion Picture Committee,

Department of Secondary Teachers, National

Educational Association ; Airs. Frank A.

Linzel, President Motion Picture Council of

the District of Columbia; Mrs. Richard M.
McClure, President of the Better Films

Council of Chicagoland ; ]\Irs. Charles W.
Swift, President, Elmira, N. Y., Community
Motion Picture Council; Mr. Harold M.
Turney, Chairman Department of Drama,
Los Angeles Junior College ; Mr. W. W.
Whittinghill, Director, Department of Visual

and Radio Education, Detroit Board of Edu-
cation.

The Board will profit from the closer affil-

iation thus effected and welcomes these repre-

sentatives from many parts of the country.
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Some Older Masterpieces

How to secure many of the older films of

dramatic and educational value for show-

ing to the new audience of young people and

for reshowing to those who have enjoyed

them in the past is often asked. A partial an-

swer may be found in the proposed plan of the

Inter-Museum Conference on Anthropolog-

ical Films which has considered a compilation

of all available ethnological and documentary

films based on authenticity, dramatic appeal

and curricuiar value, that would serve educa-

tional institutions and other organizations.

The fourteen films chosen by the Confer-

ence at its early 1941 meeting include those

made by expeditions, commercial industries

and firms, and by the major motion picture

producers.

A majority of the films have been reviewed

in the Exceptional Photoplays Department

of this Magazine as they were released, for

example

—

Nanook of the North, by Robert J.

Flaherty— (Eskimo) ; Time in tlie Sun, by

S. AI. Eisenstein (edited by Marie Seton

—

Mexico) ; Dark Rapture, by Armand Denis

(Central African natives)
;
Moaua, by Rob-

ert J. Flaherty— (Samoa)
;
Grass, by Merian

C. Cooper and Ernest B. Schoedack (Bakh-

tiari nomads of Persia)
;
Eskimo, by Peter

Freuchen and MGAI— (Eskimos) ; Silent

Enemy, by Douglas Burden— (Ojibway

Indians) ; Man of Aran, by Robert J. Flah-

erty— (Aran Islands)
;

Taboo, by F. W.
IMurnau and Robert J. Flaherty—(South

Seas ) . The interest shown in them at that

time indicates the probability of a hearty

response to the proposal of making such films

available for permanent use.

One member of the Conference group was

Dr. Grace Fisher Ramsey, Associate Curator

of Education, American Museum of Natural

History, who is a member of the General

Committee of the National Board. The

Secretary of the Conference is j\Ir. Frederick

R. Pleasants, Peabody IMuseum, Harvard

University. In making this plan public the

committee hopes that anyone interested in

the program will offer suggestions as to the

types of film, old and new, which can be used

in the various categories of the listing.



DEPARTMENT
r/m department seeks to include all photoplays of

outstanding merit in the artistic development of

the screen, vnth the object of bringing such pic-

tures to the attenticrn of discriminating readers,

under the headings of Exceptional and Honorable

Mention. The opinions of a committee composed

of trained students ctnd critics of the screen are

combined in an impartial review which aims to

convey a comprehensive idea of the picture, cov-

ering both its excellence and defects.

SECRETARY AND EDITOR, Arthur Beach

COMMITTEE
S. Bernard Wortib, Chairman

Dorothy Chamberlain
Alistair Cooke
Oti6 Ferguson
Robert Gessner

Robert Giroux
Richard Griffith
Henry Hart
Hattib S. Heymann

John A, McAndrew
Mart B. Miller
Frances Taylor Patterson
J. K. PAULDrNG

RcsBELL Potter
John B. Turner
Frank Ward

Pepe Le Moko
Screenplay by Henri Jcanson from a novel by

D'Ashelbe, directed by Jitlicn Duvivier, photo-

graphed by Kruger, Marc Fossard and Rovert
Verkay, music by Vincent Scotto and Mohammed
Yguerbuchen. Made in France, distributed in the

U. S. Zi'ith English titles by Arthur Mayer and
Joseph Burstyn.

The Cast

Pepe le Moko Jean Cabin
Gaby JfvUreille Balin

Carlos Gabriel Gabrio
Slimane Lucas Gridou.v

L'Arbi Dalio
Grandpere - Saturnin Fabre
Regis _ , Charpin
Ines : Line Noro
Pierrot Gilbert Gil
Inspector Bergeron
Frehel Tania

ANYONE who saw Algiers a couple

of years or so ago would have a

double reason for seeing Pepe le

Moko—for itself, and for comparison. Walter

Wanger made a copy of the French film

(which has only recently come to the Ameri-

can screen)—a faithfvil and exact copy in

many respects, and it was an excellent pic-

ture. But there were inevitable diilerences

:

the actors were different, and certain bits of

emphasis in characters, situations, and so in

the general effect. Deciding which is the

better film is not easy, nor is it necessary.

Almost everyone who has seen them both

will like certain things better in one, certain

other things in the other. The one thing

that can be stated with certainty is that the

French film is precisely what was intended

and that the American film, besides being a

translation and not the original, adapted the

original intentions to American tastes and

the American production code.

You remember Algiers if you saw it—it's

one of the pictures one does remember.

About the French thief, exiled by his crimes,

who was safe so long as he stayed in the

labyrinthine native quarter of the Algerian

cit}^ where he had taken refuge from the

home police. The plot was mainly a thief-

hunt, with a native officer using psycho-

logical methods to catch his man, and even-

tually succeeding. It was colorful and
exciting, lingering more than a bit on the

romantic elements, and several actors in it

stand out in the memory—Charles Boyer,

Joseph Calleia, Gene Lockhart, Johnny
Downs, and Hedy Lamarr—her first Ameri-
can appearance.

Pepe le Moko is a lot less romantic, much
more real, and that is because Jean Gabin

is Pepe instead of Charles Boyer with his

big brown eyes, and Mireille Balin instead

of the lingeringly photographed Lamarr is

the girl. For this Pepe the girl is not from

some other world but a girl from his old

world of the Paris streets. That gives an

entirely different tang to the whole thing,

and people will like it better or not according

to whether they prefer, say, cafe noir or

coffee with sugar and cream. Not to speak

of stronger potions.

There is not much difference in the other

characters, but there is a difference in the

direction. After all Julien Duvivier was
working on his native heath and John Crom-
well was not, in spite of the excellent model

he followed painstakingly.

People whose interest in movies has a

studious element in it will welcome the

chance to compare Pepe Ic Moko with

Algiers, each so excellent in its way, just as
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they would be glad to compare the two ver-

sions of Intermezzo in which Ingrid Berg-

man appeared, the one made in Sweden and

the one made in Hollywood. J.S.H.

Rated Exceptional.

That Hamilton Woman!
Original screenplay l^y ll'alter Reisch and R. C.

Sherriff; produced and directed by Alexander
Korda; released through United Artists.

The Cast

Ennna, Lady Hamilton Vivien Leigh

Lord Nelson Laurence Olivier

Sir William Hamilton Alan Mowbray
Mrs. Cadogan-Lyon .._ Sara Allgood

Lady Nelson _ Gladys Cooper
Captain Hardy .Henry Wilcoxon
A Street Girl Heather Angel
Reverend Nelson _ Halliwell Hobbes
Lord Spencer Gilbert Emery
Lord Keith Miles Mander
Josiah Ronald Sinclair

King of Atopics Luis Alberni
Queen of Naples Norma Drury
Gavin „ Olaf Hytten
Lady Spencer _ Juliette Compton
Captain Troubridge Guy Kingsford

IN
this hour of Britain's agony, doubtless,

comfort and inspiration must come to

the English and to their friends in con-

templating the glory of England's past, her

traditional love of liberty, the dauntlessness

and the heroism of the men and women who
fashioned her empire and who preserved it

in majesty and power; for such Alexander

Korda in his latest film has unfurled a

thrilling and glamorous part of the proud

tapestry of British history, the story of

Nelson. Of course, Mr. Korda, as someone
remarked, portrays England putting her best

foot forward (and a very good foot it is)
;

all dross is burned away in the fire of his

imagination and his patriotism, and there is

left the gilded romance and the golden devo-

tion to duty that none can deny the great

and tragic admiral who swept Napoleon
from the seas and gave his sight and limbs

and life that England might be free. Thus
the idea. Unfortunately, in That Hamilton
Woman! the realization of it is no decisive

victory.

A great deal is made of the parallel be-

tween Napoleon's threatened invasion of the

British Isles and the present Nazi determi-

nation to do the same thing. Nelson is pre-

sented as the clear headed patriot, whose

warning goes blithely unheeded until it is

almost too late, struggling against the

appeasers of his time. There is a pointed

scene of his exasperation at the fecklessness

and frivolity of his allies who fete him for

his victory on the Nile instead of preparing

to consolidate that triumph. And another

scene equally pointed when the British min-

istry conclude a peace with the Emperor of

the French which Nelson condemns as a

false and perilous peace that will last only

so long as the enemy needs it to prepare the

final assault. One cannot compromise with

dictators, he contends before a politely bored

cabinet, one must destroy them. Events

prove that he is right—Bonaparte masses

a fleet for the invasion. Nelson answers for

England with Trafalgar, and his island

home is safe for more than a hundred years.

There is no escaping the dramatic impli-

cations of the story of Xelson—particularly

today
;

personally he was noble and gen-

erous ; his life was haunted by loneliness and

the drag of a nation's necessity. In Emma
Hart, with her breath-taking loveliness, her

spirit and her devotion to him, and so to his

ideals, he found solace and strength. Thus

we have, added to the great saga of victo-

rious war, romance in the grand manner.

Excellent movie material— all of it ; but

somehow Mr. Korda does not quite bring it

ofi^ ; for all its merits of direction, acting

and production the final impression the film

gives is verv close to theatre and pasteboard.

It has no exceptional acting. Alan ]Mow-

bray reads his lines well and even wittily

;

he is thoroughly satisfactory as the aging,

worldly dilettante who marries the winsome

Emma for much the same reason he acquires

antique sculpture. As Nelson, Laurence

Olivier seems to walk through the film a

good deal of the time ; he can be halting and

testy (as perhaps the original was), but for

all his protestations it is difficult to beheve

he is in love. His great moment is his

death, a scene smacking of historical paint-

ings and a pieta, but quite beautifully

fashioned and definitely affecting. In Miss

Leigh's case it is difficult to comment on her

performance ; she is the light of the film.
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Vivien Leigh and Laurence Olivier in "That Hamilton Woman"!

whether because of her talents as an actress

or her beauty or both it is hard to say. She

looks astonishingly like Lady Hamilton as

Romney painted her. For whatever reason,

however, she is more than satisfactory in

the role in spite of being saddled with a

great many stupid lines to read.

In short the virtue of the movie lies prin-

cipally in its story idea, Vivien Leigh and

the craftsmanship of the others in the cast.

The writing is rarely better than fair and

often worse. Compared with costume films

of the past the lavishness of That Hamilton

Woman often seems meager and tawdry, as

in the fete in Naples and the battle of

Trafalgar. It is an epic with a crippled

rhythm and static episodes and characters

individualized by great names rather than

by personalities. But as a statement of a

great nation's ideals expressed through its

greatest hero, Mr. Korda's movie has its

thrills and emotions. A.B.

Rated Honorable Mention.

Meet John Doe
Screenplay by Robert Riskin from a story by

Richard Connell and Robert Presnell, directed by
Frank Capra, photographed by George Barnes.
Produced by Frank Capra, released by Warner
Bros. - • -

-

. The -Cast

John Willoughby {John Doe) Gary Cooper
Ann Mitchell Barbara Stanwyck
D. B. Norton Edward Arnold
Connel ; James Gleason
The "Colonel". , _ Walter Brennon
Mayor Lovett Gene Lockhart
Bert ..Regis Toomey
Mayor Hawkins- .-. ......Harry Holman
Mrs. Mitchell Spring Byington
Ted Sheldon Rod La Rocqiie
"Sourpuss" - /. Farrell Macdonald

IT
is Frank Capra's own doing that he

has become the object of the most

careful kind of critical scrutiny when he

brings out a new picture. He has made
himself one of the most enjoyable of di-

rectors by putting a lot of American life on

the screen with afifectionate warmth and
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sympathy, and with a remarkable gift for

discerning and expressing the humors and

sentiments and crochets of American char-

acter. His highly individual style as a di-

rector is full of that not too common quality

that we call good natured, and his expert-

ness as a craftsman has put him in the top

rank as a maker of American films. His

success has been enormous, with both critics

and audiences.

For some years now he has been con-

cerning himself wifh something more than

being merely entertaining. His social con-

science has l)een more and more evident,

leading him more and more to consideration

of the lot of the ordinary, the "little," man,

and questions of wealth and poverty and the

workings of democracy. The Lost Horizon

was his first approach to such matters, but

laid in a far-ofif setting with more fantasy

than fact in its set-up. Beginning with Mr.

Deeds he took up a character that has re-

mained practically unchanged ever since,

involved in problems that have become a

pattern—a pattern so little varied that it is

getting almost too apparent. Mr. Deeds and

Mr. Smith, and now Mr. Doe, are easily

interchangeable, and whether they appear in

the person of Gary Cooper or James Stewart

they are always the same—a simple, honest

young man, naive and innocent in worldly

matters, suddenly forced by circumstances to

confront some immense social-political prob-

lem, always coached b}^ a wise-cracking dis-

illusioned girl to whom he gives back her

lost ideals and faith, and alwaA'S. in the

end, confounding the powers of darkness by

his simplicity and honesty.

Meet John Doc follows this formula faith-

fully. The ingenious story that Richard

Connell wrote called "The Life and Death

of John D"^e" provided a parable most per-

tinent to Frank Capra's feelings and phil-

osophy—save for its ending. Starting: with

a faked letter to a newspaper column,

announcing that a certain John Doe is going

to kill himself on a certain date as a protest

against the injustices of living, public in-

terest is so aroused that the paper's editor

has to admit he has been bamboozled or find

a real John Doe to satisfy it. Mr. Deeds-

Smith-Stewart-Cooper, a broken-down ball-

player temporarily being a tramp, gets the

job of being John Doe. The gag becomes a

circulation builder for the paper—John Doe
becomes a public personage, preaching good-

will and neighborliness over the radio as the

cure for all the world's ills. Backed by the

tremendous publicity that money can get

with modern methods, John Doe becomes a

national figure—John Doe Clubs spring up

everywhere. And the owner of the news-

paper, who is a man with fascist ideas and

ambitions to be an American dictator, has

been behind it all, ready to use the immense

John Doe following to put himself in power

when the time is ripe. It is when John Doe
discovers this plot that he becomes the

Deeds-Smith fighter for the common people.

That's where ]\Ir. Capra ran up against

his great problem. How could John Doe
win out, and defeat the evil personified in

the would-be dictator? He is branded

—

justly enough on technical grounds, with all

the proofs—as a fake : he had never in-

tended to jump off any roof as a protest.

His followers desert him because he was a

fake. But he has been won to the ideals he

has been preaching—all supplied by the

girl, who provided them in the cynical pur-

suit of her own job. The only way he can

win back the trust of his followers is actu-

ally to kill himself as threatened in the fake

letter. But every provision has been made

to keep his suicide from getting into the

news, or from ever being known except by

those whose interest is in keeping it hushed

up. How could that be an effective ending,

being merely one man's tragedy and com-

pletely futile as a blow or even a gesture

against the enemies of righteousness? It

would solve nothing— and nobody would

like seeing Gary Cooper killed.

A plot-problem that is the hugest kind of

a headache for any writer or director. The
first solution to reach the public was John

Doe kept from suicide by a plea by the girl

—herself now converted and in love—to

start all over again, and the wicked news-

paper man and his henchmen announcing

they w'ere completely reformed. Since then

the startling reformation of the villains has

been simply lopped oft' from the picture.
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Another ending is reported to have been

made with John Doe Ckibbers repenting of

their distrust and—instead of the girl

—

being the agents to save their hero. Which

sounds as if it might be the best way out.

But the need to experiment with so many
different sokitions is a measure either of

weakness in the plot itself or of an unfor-

tunate timidity in resolving the plot, gam-

bling on audience reaction rather than

tackling the situation firmly one way or

another. Which isn't satisfying in a picture

that means to treat serious problems seri-

ously.

Since J\Ir. Capra has got people into the

habit of seeing meanings and lessons in his

pictures they are sometimes apt to examine

what he does with more probing an eye than

ma\- be called for. Meet John Do.e can

easily be taken for just a dramatic story,

with a powerful and unscrupulous man
plotting to use the sentimentality and gulli-

bilitv of ordinary people for his own ends.

Is it necessary to take this as Mr. Capra's

solemn conviction that sentimentality and

gullibilitv are the chief American character-

istics, and that if they are used in the right

wa\- all will be well with us and with the

world ?

Anyway, Capra is as skilled as ever in

keeping things moving along briskly and

dramatically— though here and there are

some pretty long speeches which for all his

artful manipulation have something of the

effect of a set aria in an opera. He is still

gifted in making characters, particularly

background characters, vivid and alive—
though there is a reporter in this picture

who appears to perform on the principle

that tripping over a spitoon is always funny.

Sentimentalities are neatly balanced with

sharp commentaries on sentimentality. Folk-

ways are brilliantly pictured again and

again, particularly in the small-town ma3'or's

befuddled antics, and in the broadcast of

the John Doe convention. Such a character-

ization as James Gleason's is deep and

revealing.

But it's a pity ]\Ir. Capra, with so much
good stuff to work with, had to fumble the

point of it. J.S.H.

Rated Honorable Mention.
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Rage in Heaven
Screenplay by Christopher Isherzvood and

Robert Thoeren from the novel by James Hilton,

directed by W. S. I'an Dyke H, photographed by

Oliver T. Marsh, A.S.C., music by Bronislau

Kapcr. Distributed by Mctro-Goldzuyn-Maycr.

The Cast

Philip Monrell Robert Montgomery

Stella Bergen Ingrid Bergman

Ward Andrews .— George Sanders

Mrs. Monrell Liicile Watson

Dr. Rameau Oscar Honwlka
Mr. Higgins Philip Merivale

Ramsbothani Alatthezv Boulton

Clark Aubrey Mather

Solicitor-General ;. Frederic Worlock

Bardsley Francis Compton
Mr. Black Gilbert Emery
Durand .-. Ludzvig Hart

INSANITY has been prominent in many
of the great books of this country but

the films would seem to be even better

ecjuipped to handle the topic subjectively

and give it a real treatment. It is rather

disappointing therefore to find that Ameri-

can films to date have been content with

some of the lesser studies and treated them

only as conventional, objective cases of plot-

unfolding. Given this condition, however,

Rage in Heaven comes off as a pretty

gripping story and a vivid picture of the

damage which a paranoiac with homicidal

propensities can easily create among his

sane associates. The way it is handled is

worth the telling.

The picture starts with an obvious de-

scription by a psychiatrist of the behavior

and the reasoning of a paranoiac. Then
Robert Montgomery steps before the camera

to exemplify such a case with a keen feeling

for the study. Some have elected to think

of Montgomery as being unsteady, sluggish,

or just plain bad in the part, missing the

point stressed at the start of the picture that

such a psychopathic case is characterized by
a virtual atrophy of the emotions ; his con-

duct is guided by a tiny knot of illogicality

which is absolutely impenetrable and which
is totally free from any emotional overtones.

IMontgomery materializes the case very well,

playing with a detached suavity and a truly
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Robert Montgomery, Ingrid Bergman and George Sanders in "Rage In Heaven"

hateful superficiality which shows by sug-

gestion the essential weakness underneath

the man. For plot, his normal desire to

interest and influence those around him

turns into a vicious elTort to foist his weak-

ness on them and hold them responsible.

By every artifice he is able, he inflicts pain

on his mother, his wife and his best friend,

finally building an entirely fictitious afifair

between the latter two. He sets himself up

as a victim of their hypothetical persecutions

and then proceeds to wreck their lives by

committing a suicide deliberately planned to

hang this close friend as his murderer, the

motive being love for his wife. The jury

is satisfied with this ruse and the innocent

man is condemned. Thus far, the film is on

a high level and employs ingenious methods

for telling its story.

Then, however, the plot sails away in an

unrelated chase sequence with melodrama

that comes close to being ludicrous in com-

parison with the sound psychological struc-

ture which originally created the situations.

This is short and fairly exciting though

and puts a happy twist to an otherwise grue-

some tale.

The virtue of the film is in the plot built

on insanity and in the performances. Mont-

gomerv is good
;

Ingrid Bergman and

George Sanders enact straight parts with

dignity and sincerity; and smaller parts,

played well by Oscar Homolka and ade-

quately by Lucile Watson and Philip Meri-

vale, contribute to the effectiveness of the

piece. It is a lurid but valid study in

psychological maladjustments and will have

to stand as very good in its field until the

American picture comes along which really

gets inside a warped mind and presents the

case with subjective reality as films are so

manifestly able to do. S.P.B.

Rated Honorable Aleutian.
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LOOKING into the future may not

prove pleasant in every field, but as

far as the production news from

Hollywood goes, there are promising things

in the picture line to look forward to. Here

are a few items among recent announce-

ments which because of the directors or

authors connected with them create antici-

pation and sometimes curiosity.

Alfred Hitchcock, whose reputation in

England was built on mystery thrillers, is

at work on a picture based on "Before the

Fact," a book by Francis lies which is a

pet of murder-story fans. It is a tale of a

woman who married a murderer, and all

tlirough the story in a state of almost hyp-

nosis, is waiting to become his victim. Hitch-

cock can be depended on to keep up the sus-

pense for all it is worth, and to lighten it

with varied action and humor. Gary Grant,

Joan Fontaine, Sir Cedric Hardwicke and

Dame May Whitty will be in it.

Lewis Milestone, whose masterpiece is

still generally considered to be All Quiet

on the Western Front, and who did such

a fine piece of picture-making with Of Mice
and Alen, is turning again to comedy. He
is good at comedy, to anyone who remem-
bers The Captain Hates the Sea. First will

come My Life xvith Caroline, with Ronald

Golman. After that Joan of Paris, with

that lovely French actress who has so far

been seen here only in imported French

films, Michele ]\Iorgan.

Several other first-rate French artists are

now in Hollywood. Jean Gabin, of Grand
Illusion and Pepe le Moko, is scheduled for

a 20th Century-Fox picture. Moon Tide,

with which Mark Hellinger will make his

debut as a director. John O'Hara, the

author of the present New York hit, "Pal

Joey," is working on the script.

Dudley Nichols, one of the master script-

writers, is adapting the Saturday Evening
Post story, "Swamp Water." The director

with whom he has most often worked, John
Ford, is going to do the best-seller, "How
Green Was My Valley."

Samuel Goldwyn is going to end his long

unproductiveness with Lillian Hellman's

play, "The Little Foxes," in which Talulah

Bankhead has been touring the country for

months and months. Bette Davis has been

borrowed from Warner Bros, to head its

cast. William Weyler (Wuthering Heights

and The Letter) will direct it.

That exciting story, "Rogue Male," has

been appropriately re-titled Man Hunt,

about a man who almost killed a dictator

obviously meant for Hitler, and Fritz Lang
is making it. A love-interest that was only

hinted at in the book will vmdoubtedly

emerge prominently in the picture.

P'rank Borzage will turn from the cruel

realism of The Mortal Storm to a re-make

of Smilin' Through. With Jeanette Mac-
Donald in it it will certainly contain some
songs. King Vidor, who does everything

well, will translate "H. M. Pulham Esquire"

to the screen.

Gary Cooper is going to be Sergeant

York in a biographical film Howard Hawkes
has been working on. He is expected to be

in the picture version of Ernest Heming-
way's book "For Whom the Bell Tolls."

Garson Kanin, after he finishes the Ginger

Rogers picture Tom Dick and Harry, is off

to do his hitch in the army.

Herbert Kline, who made those out-

standing documentaries Crisis and Lights

Out in Europe, has just finished a similar

picture in Mexico for which John Steinbeck

did his first writing directly for the screen,

Tile Forgotten Village. M-G-M has signed

Mr. Kline to direct for them.

Since Greta Garbo laughed in Ninotchka
and in so doing created a brand new Amer-
ican audience for herself (her popularity had
been of a rather highbrow sort before, and
much greater in other countries than here)

she is going to do comedy again. She will

play a double role, and it is rumored that she
will even sing. "Garbo sings" may be as sus-

penseful a slogan as "Garbo talks" was years
ago in the days of Anna Christie.

After an absense from the screen of some-
thing like seven years, Gloria Swanson is

scheduled to come back in Father Takes a

Wife. One can only wait and hope—she has
planned come-backs before.
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Selected Pictures Guide
{^Continued from page 2)

i LANDSTORMENS LILLA LOTTA —
Ake Soderblom, Thor Modeen, Sickan

Carlsson. Original screen story by Torsten
Lundquist and Weyler Hildebrand. Di-

rected by Weyler Hildebrand. Swedish
films are especially marked for their joyous

good nature and this is a splendid example.

The story centers around the week's mili-

tary training given 35-year-old men to go
over the tactics they were taught 15 years

earlier. At camp, the women of the towns
serve in the "Lotta" corps, cooking and
doing such chores. With the butcher given

the chance to command the bank director,

and a henpecked husband given a little free-

dom, comic situations are plentiful and the

film does well with all of them. There are

good tunes to this one also. (Swedish with
English sub-titles) Scandia Films.

m MODEL WIFE — Joan Blondell, Dick
Powell. Story and direction by Leigh
Jason. Domestic comedy here has at least

one foot on the bedroom threshold. Miss
Blondell's problem is to keep her job by
retaining as a secret her marriage, but to

keep her husband at the same time through
a series of domestic crises. This state of

affairs produces some humorous situations

and some trying times for the couple but

it turns out happily in the end. Universal.

f MR. DISTRICT ATTORNEY — Dennis
O'Keefe, Peter Lorre, Florence Rice. Based
on the Phillips H. Lord Radio Program of

the same name. Directed by William Mor-
gan. For nicety of balance, this yarn of

murder among the citj'-bosses should be
well-liked. The good humor is on a par

with the tidy murders: the inevitable sus-

pense of the chase is as entertaining as the

troupe of eccentric new suspects which
confuses the District- .\ttorney-to-be. It

would be gratifying to find all who-done-its

as well-blended and inoffensive as this one.

Republic.

f POT O' GOLD—James Stewart, Paulette

Goddard, Charles Winninger. Based on the

radio program of the same name. Directed

by George Marshall. Horace Heidt plays

a swell band and Jimmy Stewart and
Paulette Goddard romance satisfactorily in

this fresh and tuneful musical show. A
country lad comes to town to go into the

health food business of his anti-musical

uncle and falls in love with the daughter of

the uncle's detestation, an old woman who
runs a musical boarding house and who
delights in the swing band that practices

on her roof and makes life a misery for the

health food tj'coon during business hours.

The film has about ever3-thing that could
possibly make it the subtle, bubbling, in-

fectious movie it is. The director, George
Marshall, again shows the talent that made
his Dcstry Rides Again an exceptional motion
picture. United Artists.
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f RIDE ON VAQUERO —Cesar Romero,
Mary Beth Hughes. Suggested by the char-

acter "Cisco Kid" by O. Henry. Directed by
Herbert I. Leeds. This series has produced
superior Westerns and Ride on Vaqiiero is

by no means the least entertaining or adept
of them. The Cisco Kid is called upon this

time to root out a gang of kidnappers who
have been bleeding the ranchers for ransom
and using his name to sign their notes. Mr.
Romero rides, flirts and fights against the
romantic background of old Arizona, and he
does it with the skill and charm we have
come to expect of him. Besides, with Miss
Hughes in his arms, he gives us two Mexican
dances, a real relief after all the vocal cow-
boys that must be endured. 20th Century-Fox.

f ROAD SHOW — Adolphe Menjou, Carole
Landis, John Hubbard. Based on the novel
by Eric Hatch. Directed by Hal Roach. This
is a zany opus which picks up some mild nuts
from an insane hospital and mixes them up
with a traveling carnival, along with a
moneyed young man who finds true love in

the manageress of the show. It has a few
peaks of splendid zanyism, but is pretty rough
in between. United Artists.

f SEA WOLF, THE—Edward G. Robinson,
Ida Lupino, John Garfield. Based on the

novel by Jack London. Directed by Michael
Curtiz. This is Jack London's lurid old yarn,

written as he contemplated a bust of Herman
^Melville, but it is told with the acme of the

Warner's individual touch. Entertaining?

—

No, it's too violent and shocking, but it is

also a masterpiece of commercial art. The
stars are good in complex roles, the supporters
excellent. The dialogue is wizardry when
sufficiently removed from Mr. London. Korn-
gold's music is obtrusive but effective and,
last but not least, the old recipe of ships, sea,

and a fog have been used to get some sting-

ingly beautiful photography. It will please

the male trade especialh'. Warners.

f SIGN OF THE WOLF, THE—Grace Brad-
ley, Alichael \\ halen. Based on a novel by
Jack London. Directed by Howard Brether-

ton. Two shepherd dogs are the protagonists

of this North Country idyll. One is used by
villains to rob fancy fox farms, the other,

while getting most of the blame for the depre-

dation, actually is on the fox raisers' side and
tracks down the thieves. The animals are

beautiful and save a rather old-fashioned story

from a 3fawn. Monogram.

f TOPPER RETURNS—Joan Blondell. Ro-
land Young. Based on the character in the

work of Thorne Smith. Directed by Roy del

Ruth. Inspired by the w'onderful insanities

of Thorne Smith, the film does not quite reach

the comedy level of the earlier episodes in the

life of Mr. Topper. This is a murder mystery,

gloomy old mansions, creepy servants and the

rest of the gadgets of macabre movie melo-
drama. Topper gets into the mixup when the

wayw^ard ghost of the murdered girl fetches

him out of his bed in the w'ee hours to help

her run down the part)' who stabbed her and
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save lier friend \vhose life is in danger. There
are plenty of humorous situations and fine

acting on the part of the principals exploiting

every comedy angle. United Artists.

f LUXE WOLV TAKES A CHA.XCE, THE
—Warren \\'illiam. Based on the work of

Louis Joseph \'ance. Directed by Sidney
Salkow. The Lone \\ olf and his hand}' valet

are blamed for the ileath of a detective who
was killed by a band of thugs in their attempt
to kidnap the young inventor of a railroad car

so equipped that it would be impossible to

open without the combination. The train is

carrying" government plates. To save them-
selves, the Lone Wolf and companion set out

on the trail of the crooks with the police close

behind and after many narrow escapes they

bag the gang and save the plates and the life

of the inventor. There is a shade too much
suspense and a shade too little speed to make
this a first rate adventure film. Columbia.

f SCOTLAND YARD—Xancy Kelly. Edmund
Gwenn. John Loder. Based on the play by
Denison Clift. Directed by Xorman Foster.

\\'ith London at war for background, Mr.
Foster directs a fast but rather improbable

spy story with superb cooperation on the part

of the stars and the supporting cast. The
most impressive parts of the film are the shots

of the city itself and the men at work pro-

tecting and repairing it after the raids. 20th

Century-Fox.

SHORT SUBJECTS
Informationals:

fj BABY SEAL. THE—A cute baby seal frolics

with a scotty and helps him get even with a
dof; who has been bullying him. 20th Century-
Fox.

f FEATHERS — An interesting and amusing
study in color of some of the rare birds in the
Santa Catalina Bird Park. Columbia.

f GLi:\rPSES OF KENTUCKY (Fitzpatrick
Traveltalk) — Quite naturally, this Techni-
colored travelogue features horse breeding and
large stables, with national figures like Man-
O-War for its chief actors. Metro.

f INFORMATION PLEASE NO. 7—The usual
wizaids with Anna Neagle as guest. RKO
Radio.

f INFORMATION PLEASE NO. 6—Boris Karloff,
good-naturedl.v sustaining ribbing for his
monster proclivites, shines to advantage among
the veteran savants in providing information.
RKO Radio.

f M.VRCH OF TniE NO. S. (7th Series) —
••.\ustialia in the War" — An enlightening
surve.v of the war problems facing this large
British possession, showing its might in the
arms of the service and its natural resources
and the way they are being used to defend the
homeland, the Empire and democrac.v. There
are good shots of the campaign the Australians
waged in North Africa. RKO Radio.

f* MEN OF LIGHTSHIP "Gl"—A stunning film
based on an incident in the present war. .V

lightship, imarmed and heretofore immune to
enemy attack, is strafed and sunk by two Nazi
planes and the crew, set adrift in an open
I'oat. perish in their attempt to row to land,
A beautifully made picture, enacted by the
Royal Navy and the men of the lightship
station and having the fog-ridden North Sea
as a setting, it tells a terrifying tale sincerely
and simply and in a fashion as moving as
poetry. It quite transcends the propaganda

in it and remains as a lovely tribute to the
brave men who died maintaining safe for
mariners the ways of the sea. 20th Century-
Fox.

f -MIRACLE OF HYDP^O, THE (Magic Carpet)
—Lowell Thomas comments on a film tour of
the hydro plants on the Columbia River. In-
teresting shots of spawning salmon and the
work progressing on the power plants. 20th
Century-Fox.

f* MORE TRIFLES OF LMPORTANCE (Passing
Parade)—The function of chance in making the
discovery of digitalis as a stimulant, and of

tannic acid as a remedy for burns are pre-
sented in a workman-like and quite dramatic
wav. Me tro-Goldwyn- Mayer.

f 1>LAYING "\\"ITH NEPTUNE (Sports Review)
—A visit to variou.g pools and sea resorts to
see the superb form and ability of water sports
champions. 20th Century-Fox.

f SCREEN SNAPSHOTS NO. 6—Baby Dumpling
takes you to the training camps of the Army
and Navy and shows you how Hollywood per-
sonalities are cheering up the men. Columbia.

f SYMPHONY IN SNOAV—A rather interesting
film of the ways of folk on skis offering some
very prett.v shots indeed of snow clad slopes
and ski champions in thrilling- bits of their
sport. 20th Century-Fox.

f WILD BOAR HUNT (Hollywood Novelty)—
Howard Hill again demonstrates his skill with
the bow and arrow, finally ending an exciting
fight between a boar and three dogs. Vita-
phone.

Musicals, Novelties and Serials:

f FREDDY MARTIN AND ORCHESTRA—This
is not only a good I)and but the film's director
b.as chosen to present it very engagingly with
dancers replacing the usual vocalists. Vita-
phone.

fj RIDERS OF DEATH VALLEY (Serial) Nos.
11-12-13-14-1.5—Dick Foran, Buck Jones, Orig-
inal story by Oliver Drake. Directed by Ford
Beel:)e and Ray Taylor. This winds up the
western pitfalls of the gold mine. It is well-
photographed and not too illogical. L'niversal.

fj SKY RAIDERS (Serial) Nos. 10-11-12—Donald
"Wood. Billy Halop, Robert Armstrong. Orig-
inal screen story by Eliot Gibbon. Directed
by ]-"orrt Beehe. This is a better than average
serial dealing with a mii'acle plane constructed
for the National Defense. The plane and all

characters involved undergo the vicissitudes
peculiar to all serials but with more sanity
.and attention to detail than can be said for
most serials. Universal.

Cartoons and Comedies:

f CRIME CONTROL—Officer Roliert Benchley
inaugurates a campaign against those more
heinous, though inanimate, criminals — the
.gadgets. Shots of ilr. Benchley tracking down
the dastardly bedroom slipper, coping with an
evil pen are good Benchlev. Paramount.

fj DIPSY GYPSY (Madcap Z^Iodels)-Our puppet
hero joins a gypsy band, all for love of the
gypsy princess. Fortunately his swing-violin
saves him and he can fit completely into the
festivities. Paramount.

f GOOFY GROCERIES (Merry Melody Cartoon)—Some of our more familiar trade-marked
animals and characters come to life and dance
an amiable revue until the animal crackers
get loose. Vitaphone.

fj-* .TOE GLOAV, THE FIREFLY (Merrie ]Melody
Cartoon)—.Seeking iiidividuality of expression,
this cartoon uses a black background with
shades of grays outlining the surrounding
objects while a firefiy prowls about in the
ni.ght. Thus, added to the usual humor of a
cartoon, there is splendid artistry comparable
to that of a fine black-and-white print. Vita-
phone.

fj TORTOISE BEATS THE HARE (Merrie
]\Ielody Cartoon)—Yes, the tortoise does beat
the hare, but in a manner all his own. Techni-
color and bright, saucy lines make this cartoon
especially entertainin.g. Vitaphone.

fj WHEN KNIGHTS WERE BOLD (Terrytoon
Cartoon)—An amusing version of the Robin
Hood story with some nice pokes at grand
opera technique. 20th Century-Fox.
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The National Board of Rpview of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected withJarge public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures n.ay be carried either by the
producers or by the Review Committee itself

The Executive Committee is composed of
members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of

members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group jof 300

members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of the various motion picture

companies.

The Membership Committee supervises the
membership list of the Review Committee and

recommends the names of proposed new mem-
'

' 'oers for consideration by the Executive Com-
* mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest
films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondents throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

gious, and civic, so that they typify the original
movement for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a mean.'*

of forwarding the development of the motion
picture and its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-

itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools

To arrange and promote occasional exhibition.*

of exceptional and cultural films that would not

normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an informational service
through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions
$1.00 a year to Coimcil or clnli groups.

Weekly Guide to Selected Pictures
$2.50 a year when taken alone.
$1.00 in conjunction with the Magazine.

A listing of all publications and services i.-^

available upon request.
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SELECTED Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of

Revieiv as worthy of popular patronage in the

theatres, with an indication of the audience group
suitability for each picture. The choice of the

pictures included is based upon principles of selec-

tion developed through long study of public pref-

erence as to 'what constitutes good screen entertain-

ment. The consensus of the Review Committee
forms the basis for the reviezvs and audience
•ecomniendations of the pictures. The Review Com-
mittee consists of approximately 300 trained mem-
bers representative of widely varied interests who
volunteer their services-

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up).

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren, under 12.

*—Recommended as above the average "selected"
picture.

Starred Selected Pictures

m* CITIZEN KANE— (See Exceptional Photo-
plays Department, page 7)

f* MAJOR BARBARA — (See Exceptional
Photoplays Department, page 13)

f* THEY MET ON SKIS—Wissia Dine, Henri
Presles, Charpin. Original screen story by
Fred Schiller. Directed by Henri Sokal. De-
lightful comedy, the lovely scenery of the

French Alps, manificent skiing. The plot

French fluff at best, is expertly woven into

the sport events and as expertly acted and
directed. It seems that nobody, however tepid

his passion for skiing, could see this film with-
out pleasure. (French language with English
subtitles). C. L. M. Corp.

m* UNIVERSITY OF LIFE — N. Valbert, N.
Dorokhin. Original screen story and direction

by M. Donskoy. Against a background which
vividly recreates the old Russian period, this

film continues the life of Maxim Gorki, cover-
ing the period when he tried to get into the

university, at 15, through his early contacts

with the city people until about 25. It is

splendidly acted and full of convincing atmos-
phere although the script is rather undramatic.
One can trace easily the effect this part of his

life had on his writings. (Russian language
with English subtitles). Artkino Pictures.

m* WOMAN'S FACE, A—Joan Crawford, Mel-
vyn Douglas, Conrad Veidt. Based on the

play by Francis de Croisset. Directed bv
George Cukor. This remake of a Swedish film

that starred Ingrid Bergman turns out to be
a gripping and unusually well made film. Miss
Crawford's acting is solid and affecting and
she carries off the dreadful facial disfigure-

ment, injecting a just amount of horror and

piteousness. The rest of the large and notable
cast perform with skill, particularly Mr. Veidt
who is at his villainous best. The picture
presents witnesses in a courtroom who tell

the story of the woman who is on trial for

murder by means of flashbacks. The music
is remarkably good. Metro.

Selected Pictures of the Month
f BIG BOSS — Otto Kruger, Gloria Dickson,

John Litel. Original screen story by Howard
J. Green. Directed by Charles Barton. The
cause of clean government is championed by
an honest governor in spite of the political

"boss" being his long lost brother. Such issues

as lynching, convict labor, and real estate chi-

canery are brought up in the governor's cam-
paign and add value to a rather melodramatic
plot. The picture of city and state political

set-ups is not pretty at the start of the picture

but it is helpful to be shown the forces which
can combat them. Columbia.

f COWBOY AND THE BLONDE, THE —
Mary Beth Hughes, George Montgomery, Alan
Mowbray. Original screen story by Walter
Bullock and William Brent. Directed by Ray
McCarey. A rodeo champion comes to Holly-
wood and falls into a romantic tangle with a

luscious and temperamental star who, under
the impact of his native charm, forgets her tan-

trums. Therewith production speeds up to

such a degree that the studio feels it wise to

give the handsome young ham a good contract

to keep the blonde happy and cooperative.

W^estern ways and Holljrwood didoes are

nicely blended to give good fun in spite of a

drag here and there. 20th Century Fox.

f FLAME OF NEW ORLEANS— (See Ex-
ceptional Photoplays Department page 11)

f GREAT AMERICAN BROADCAST, THE
—Alice Faye, Jack Oakie, John Payne, Cesar
Romero. Original screen story by Don Ett-

linger, Edv,-in Blum, Robert Ellis and Helen
Logan. Directed by Archie Mayo. Alice Faye
and three young men who love her develop

radio broadcasting from its inception right up

to the national hook-up stage. The story of

love and rivalry and broken hearts and dis-

affected friends has been told before, I think
;

it's used here anyway. But the tunes are very

satisfactory and there are some good specialty

numbers. All told, it's a very pleasant film.

20th Century-Fox.

f GREAT COMMANDMENT, THE — John
Beal, Maurice Moscovich, Albert Dekker. Ori-

sinal screen story by Dana Burnet. Directed

by Irving Pichel. Tudea in 30 A.D. provides

place and time for this parable of the struggle-,

of an oppressed people to win freedom from
the conqueror. A band of zealots led by John
Beal plan the forcible overthrow of the Ro-
mans

;
wisely the young leader thinks to unite

his local group with the large bands that are

{Continued on page 15)

Copyright, 1941, The National Board of Review of Motion Pictures, Inc.
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Summer Films

THOUGH Motion Picture Councils for

the most part suspend their regular

meetings during the summer months,

and a lot of people go away from home for

the whole or a part of the summer season,

new movies will continue to be released and

movie lovers, wherever they are, will con-

tinue to see them. Just as the National Board

will continue to review them.

During these next months the producers

will have finished adjusting their releasing

methods to the requirements of the consent

decree. We'll begin to get the first inklings

of how it is going to work. But that won't

necessarily be much of a concern to movie-

goers, who in the vacation time may quite

likely be seeing pictures in more of a holiday

spirit, more for just the fun of it than with

that dutiful air with which so many of them

weigh elements of suitability and constructive

value. That's the pleasantest way to see a

picture, just to enjoy what is enjoyable in

it without having to reckon up how good it

is for other people to see.

Advance reports hint very persuasively

that there are a lot of good films in the mak-

ing. Just how much many of them will be

concerned with our present world problems

remains to be seen, but at least the serious

out-and-out anti-Nazi pictures seem to be on

the wane, for the very adequate reason that

people don't like that kind of movie entertain-

ment well enough to make it profitable.

Nazis, it is reported, will figure more as just

the villains of melodrama—type villains like

Indians and gangsters—instead of carefully

portrayed exponents of a threatening and

hostile ideology. Melodrama is good "escap-

ism," whatever its incidental propaganda

touches. There will probably be a lot of pic-

tures to make us forget things we want to

forget whenever we can.

The National Board is trying this year to

widen its survey of best films—films that are

considered best not by professional critics and
reviewers but by people who pay their money
down at the box-ofiice to see them. So those

of you who are to be a part of this survey are

urged to keep your memory in good working
order, and keep notes if necessary, so that

when fall comes you will remember the pic-

tures that gave you most pleasure during the

summer.

Please Bear In Mind When Making Fall Plans

The Eighteenth Annual Conference
of the

National Board of Review of Motion Pictures

November 13th to 15th Hotel Pennsylvania, N. Y. C.

3
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Everett Dean Martin

THE death of Dr. Everett Dean Martin

on May 10th is the loss of another lead-

ing figure in the early days of the Na-

tional Board of Review. As one of the prom-

inent executives of the People's Institute he

was associated with the founding of the Na-
tional Board in 1909, and he became the

Board's Chairman 'in 1919, a post which he

held for four years, till the press of other

work made it necessary for him to resign.

The statement which Dr. ]\Iartin made on

accepting the Chairmanship of the National

Board is such an excellent summary of the

ideals and purposes of the Board through its

v.'hole existence that we want to reprint it

here.

"It is with a good deal of reluctance that I

have accepted the chairmanship of an organi-

zation which has the responsibility of telling

people in general what sort of pictures it is

good for them to see. It seems to have be-

come necessary for someone in this commer-

cial age to undertake such a job. But at best

it is a rather presumptuous thing to do and

I doubt if anyone is wise enough to do it in

such a way that more good than harm may
result from it all. Certainly no one should

undertake such a task who has not, first of

all, some genuine appreciation of art values

and a sense of the possibilities of the motion

picture as a form of popular art. The task

requires a kind of reflective thinking which

transcends all narrow sectarianism and pro-

vincial prejudice and is at the same time

SA'mpathetic, human, and capable of under-

standing what the average man wants.

"Society to-day is overcrowded with little

people who have more zeal than tolerance,

wl.c^se chief interest seems to be in forcing

their neighbors to give up the things they

really like and accept another man's stan-

dards of taste.

"The National Board of Review has long

been associated with the People's Institute

and rny acquaintance with the spirit of its

work has convinced me that it has gone about

its task in a manner free from those things

which make goodness at once indispensable

and unendurable. The National Board has

had an incalculable influence in raising the

general standard of motion picture art, and

its success has been largely due to the fact

that it is purely advisory and not a coercive

censorship. My sole reason for accepting

this responsibility is the fact that this issue

between the advisory and coercive methods

of human improvement involves the whole

question of whether freedom is possible in

American democracy.

"Something of the spirit of the forum is

essential, I think, to the successful democratic

solution of this as of every other public prob-

lem. People respond best to ideals when
they are permitted to feel they can contribute

something on their own account. An extend-

ed and very close association with popular

assemblies has convinced me that the coercive

method is worse than a failure. People's

opinions, their likes and dislikes, are in no

way changed by having standards forced on

them from without. Any attempt to regulate

popular amusements by law—beyond the pro-

tection of common decency, which is every-

where a regular police function—always

results in resentment, furtiveness, h3-pocrisy,

increased social unrest, the lending of color

to the statements of those agitators who say

that this is no longer a free land. And what
is more, such attempts always destroy per-

sonal responsibility. Individuals under such

a regime naturally feel that standards are set

for them by someone else and consequently

must be all right. The bureaucratic body to

which such responsibility is transferred falls

back upon an arbitrary and unreasoning

formalism which kills both art and morals

and soon becomes only the tool for political

ends.

"It has been said that a legal censorship

would be a blow at civil libertj' quite as seri-

ous and of the same nature as a permanent

censorship of the press. To my mind this is

true. If the American people surrender the

free theatre, they might as well give up free

press, free speech, freedom of assemblage.

The}' will encourage a species of legislation

which in the end will destroy the last vestige

of personal responsibility. Freedom along

any of these lines is liable to abuse, and those

who publish, speak, or produce must be held

responsible. But it is one thing to hold an

agent responsible for these abuses. It is a
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very different thing to try to prevent all

danger of such abuses beforehand by handing

over both freedom and responsibility to a

petty officialism. This latter is absolutely

out of harmony with American ideals and

traditions. It is rank Prussianism, the very

thing whicli we went to war to drive out of

the earth.

"There is no greater menace to the man-

hoodand womanhood of this land than the

growing tendency to treat everyone as if he

were either a moral pervert or a kindergarten

child who needed constant protection against

himself. Surely, with all the safeguards we
now have, people must be trusted in some

measure to have an hour of amusement after

their work, free from the meddlesome inter-

ference of bureaus, secret agents, autocrats,

censors and official regulators.

"The National Board of Review will do its

utmost to help save the theatre-going public

from this most autocratic form of Prussian-

ism, while at the same time lending its aid

and counsel to every effort made in the direc-

tion of higher artistic development. It is not

bureaucracy which will eradicate the evils of

the motion picture but a finer sense of artistic

values, and these two are mutually exclusive.

I trust that in this work the National Board

will continue to enjoy, as it has in the past,

the confidence and cooperation of both the

producers and the public."

The Quality of Propaganda

ABIT of whimsey called One Night

in Lisbon might be named the true

inciter of this article. It was an

extraordinary film, mixing lush romance and

British propaganda in a fashion as unabash-

ed as it was artless. Of course it failed in

its more serious purpose ; even Americans

can hardly take seriously Miss Billie Burke's

statement: "Into every English girl's Hfe a

little American should fall." But it was a

very amusing comedy, whether that was the

intention, or whether the trowel work was

too liberal to escape being ludicrous, I am
not at all sure. The producer took it seri-

ously enough to give it an A production and

to assign to it such stars as Fred MacMur-
ray, Madeleine Carroll, Billie Burke, John

Loder and Edmund Gwenn. Paramount

even went to the expense of building an

elaborate set of a bombed London Street,

which (so the advertisement runs) made
Londoners viewing it affirm that it looked

just like home.

As propaganda however it would make

any American audience howl with amuse-

ment, if not derision, at the puerile stuff that

is to inspire them to great deeds and

large expense. The movie industry ought

to remember America is a burnt child ; the

last war did wonders to destroy its gullibility

about atrocity films and "our cousins across

the sea" gadgets. Does all this mean that

the nation is content to nest itself in its own
isolated security ? No. There are large por-

tions of the citizens who want to avoid hos-

tility at all costs; that we all know. There

are equally large numbers of Americans who,

given valid reasons, are willing to cede their

wealth, their energy and their lives if need

be to protect the traditions of this country

and the civilization of the Western world.

Added to that there is the official determina-

tion of the government of the United States

to aid Britain and her allies in all ways
short of war. A people's congress and a

people's president, duly elected and lawfully

empowered, have pronounced this determina-

tion by due process of law. What then is

ihe need of propaganda, in films or else-

where? Is it a just and effective way to

strengthen the nation against all and every

eventuality?

To the first of these questions the answer

I think is : yes, there is a need. To the

second : it is a just and effective way to

strengthen the nation. Propaganda has got-

ten a bad name; people are instinctively

suspicious that any strident efforts to get

them excited enough to risk their own secur-

ity may turn out to a crook's trick to fleece

them. In this they are not without reason.

The horror stories of the first war with

their resultant antipathies, the dreadfully

un-American things that took place here in



6 National Board of Review Magazine

the name of freedom, democracy and the

rest, on sober recollection appalls them.

They realize that one does not secure

unalienable rights by stoning a dachshund

or breaking a German butcher's window.
"1 hey fought that war to make democracy

i^afe only to find their victorious allies as

equal as the Hun to Hunnish methods of

reprisal and themselves sneered at by

sophisticated Gallic and British statesmen

for the childish "idealism of their president.

Now we are at it again. Now we pray we
will be more tempered. The Wilsonian

principles were not stupid ; the American

reasons for 1917 were not hysterical. The
uses we made of both were a blunder.

j'n this conflict we have facts, such as

Mein Kampf and Das Kapital, such as the

program of the Reich in conquering coun-

tries and in the conquered countries, such

as the jackal valiance of Stalin and the

shoddy victories of Mussolini, such as the

overbearing sorties and under-educated pro-

nouncements of the Japanese. We are not

dealing with a civilized and Western Ger-

many. In Germany now civilization has

taken up its abode in the concentration

camps and the charnal houses. Like Russia

it has raised a new cross that is not the

cross of the West. Europe where every

town yielded a saint is trod from the Arctic

to the Mediterranean by feet brutalized by

anarchy, barbarism and a god fiercer than

Moloch called the State. Like it or not,

Britain alone holds up the principle that the

individual himself is of vastly more value

than any state; that when a state deifies

itself it commits sacrilege to God and

treason to man. The unalienable rights of

the Constitution were not given to us by

anyone. We have them as we have eyes

and faculties ; to protect them we made the

state. When the state infringes them we
have the right, nay we have the moral duty,

to destroy our creation turned monster and

rear a new order wherein our lives, our

fortunes and our sacred honor are safe.

These rights we may suspend in a crisis to

make them safe for those who come after us

and for our own sake if we survive, but they

are the marks of free men which no man or

state justly may infringe without our free

volition.

This can no longer make sense to the

Nazi, the Communist, the Fascist. They
have a new gospel in the spreading of which
mark Poland, France, Austria, the Nether-

lands, Scandinavia, the Balkans. What sins

these nations have to their credit are like

those of a sane man; there is hope that

reason may one day convince them. The
Totalitarians perpetrate the crimes of the

insane; for them there is no hope but death.

The gangrenous is beyond repair.

But there is still a further consideration

:

these bandit nations are not nationalistic, they

are missionary. Therein lies our own danger,

even if we should think fit to abandon to the

fury the few remaining states who profess

the dignity of man. The men we have en-

trusted Avith our destiny know this. They
know how choice a convert we must seem

to those who would mold us to their heart's

desire. We are rich and our influence is

far reaching. We would be the most fabu-

lous loot of the world. To escape that the

government has asked all Americans to

rally round and do their bit, labor to escape

slavery, industry to escape exploitation, all

to maintain our prerogatives as men. The
movie industry has one major role to play

in this nation defense : to make clear to all

and sundry in these United States the bless-

ings we possess and the dangers with which

we are threatened. To do this they must
make films—and such films are propaganda

films.

Now what should such films do in order

to be of service to the nation? First they

should make the man in the street vividly

aware, and the man in the mansion also,

just how precious the rights we have as

Americans are. Nothing of any importance

has been done to show how democracy is

working today, that is democracy at peace,

the drama of what is being built, of refor-

estation, of the rehabilitation of youth after

the great depression, of the hundred and one

things that your government is expending

vour money on for the greater good of all.

If the ground work had been laid in bring-

ing vividly to the people of America the

glory of democracy in action, there would

be little need to rouse up the fires of war
to stimulate the people to rise to the na-

tional emergency.
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Citizen Kane
Written by Herman J. Mankieivicz and Orson

Welles, produced and directed by Orson Welles,

photographed by Gregg Toland, music by Bernard
Herrman. Distributed by RKO-Radio.

The cast

Charles Foster Kane Orson Welles
Kane's mother Agnes Moorehead
Kane's father Harry Shannon
Walter Parks Thatcher George Coulouris

Jedediah Leland Joseph Gotten

Mr. Bernstein Everett Sloan
Emily Norton Ruth Wariuick
Susan Alexander Dorothy Comingore
James W. Gettys Ray Collins

Raymond Paul Steiuart

Thompson William AHand
Herbert Carter Erskine Sanjord
Matiste Foriunio Bonanova
Headiuaiter Gus Schilling

Mr. Rawlston Philip Fan Zandt
Miss Anderson Georgia Backus

IF
it were possible to iind a person who

has not been exposed to all the tow-row

and hullabaloo that preceded the release

of Citisen Kane—better yet if it were pos-

sible to find a person who has never even

heard of Orson Welles—it would be inter-

esting to get the reactions of such a one on

seeing Mr. Welles's new, and first, film.

Only such a person can go to this film

without some bias, for or against, or without

some involuntary curiosity that is on the

lookout for things which have nothing to do

with the faults or virtues of the film itself

—which indeed are no part of the film's

being inherently interesting or not.

However, the Welles gift for showman-
ship being what it is, particularly his gift

for showing ofi^ himself, you have to take

your biases and curiosities along with you
and see if the picture won't make you for-

get them. The chances are it will, at least

for pretty long stretches.

In a season that has had no startling

surprises among its movies, Citisen Kane
has struck most of the reviewers like a

revelation and sent them hunting up all the

dynamite adjectives in the dictionary. A
revelation the picture is, as a matter of

fact, a revelation to those who have for-

gotten, or who have never known, of what

a motion picture can do technically. Welles

is a smart young man and a clever one,

with all his huffing and puifing, and he has

had practical experience of both the stage

and the radio, and has done highly efi^ective

things in both those forms. He knows
what can be usefully carried over from the

theatre and from the air-waves to the

screen. Moreover, he has obviously, and

with intelligence, studied the motion picture

medium in its masterpieces, particularly

some of the silent films made in Germany
and Russia in their great creative days : it

is with these that some of his most striking

eft'ects of camera angles and composition

awake comparison.

Your student of old movies can cite previ-

ous examples of everything Welles (with

that fine cinematic photographer Gregg
Toland) does with his camera, as well as

the way he has built his story, so it would
be a losing argument to assert he has done

anything original or revolutionary along

those lines. What he has done, with all the

fresh force of originality, is to use these

things in his own way for his own purposes,

and to vivid effect. He gets arty now and
then with his picture-making, but for the

most part his pictures are made not for

their own sake but to keep the whole thing

alive and on the move.

Two things are noticeable, in his visual

7



8 National Board of Revievu Magazine

presentation of action, which must have come
from his experience in mounting stage-

plays : a most economical use of closeups,

leaving the nearness or farness of objects to

create their emphasis in relation to the

whole instead of putting the emphasis on

these objects by cutting them off from the

whole; and frequently keeping an entire

scene in view, like a stage naturally lighted

for as far back as it reaches, without focus-

ing the camera at any one distance. Close-

ups and masking? are all very well, but they

have a good deal of the mechanical empha-
sis of italics and capitals in printing : a good
writer can make his points stand out with

their relative value by his arrangement of

words without falling back on style or size of

type to be emphatic, and in the same way Mr.

Welles, by getting away from the determined

cutting back and forth that gave montage its

name and made it the rage for so long, has

arrived at a stjde of visual narration that

has a solidness and unbroken flow which is

enormously potent in creating the illusion

of reality. On the same principle his deep

scenes create reality by their depth of

vision ; an early episode of the picture is a

vivid example, where in the foreground is

the boy's mother dominating what is hap-

pening, back of her her husband and the

lawyer in the background of her thoughts

as well as in the background of the scene,

and farthest back of all, in the action and

purpose of the scene, the boy seen outdoors

through the window playing his happy
solitary game in the falling snow. It is

like a chord making full and sustained har-

mony instead of a solo melody floating by
itself in the empty air. Not till the end of

the picture is it clear what that scene fore-

shadowed—only then is it apparent how
completely right and eloquent it was, done

in just that way.

Like stage sets too are his rooms boxed

in with natural-looking ceilings, which not

only create realistic perspective but give him

reinforcement for some of his most effective

symbolic shots—Kane towering against his

surroundings in a small space, or dwarfed

in the garguantian immensity of his Xanadu
castle. Too much like stage and theatre are

some long scenes with the camera rooted

interminably in one spot, like the one where

he wrecks his wife's room after she 'has

left him. Somehow what must have been

meant for terrific violence dwindles into

mere petulant hurry-scurry that is emotion-

ally static for all its frantic scrambling

about.

Welles must be the first director to bring

something important and valuable from the

radio to the screen. He knows how to build

dramatic effects through the ear alone from
having done it so often on the air, and from
that knowledge he gives sound on the screen

an extended dimension, with echoes and
reverberations, with orchestrations of voices,

that deepen and vivify his scenes for the

hearing in much the same way some of his

sets do for the eye.

There's a lot to study in the way Welles

has made his picture, much more than can

be taken in all at once. Some of it is obvi-

ous but mighty little of it is crude or un-

skillful, and it is subtle where subtlety

counts most powerfully. Above everything

else' it is full of young and vigorous energy.

That must be why some people find it ex-

hausting—some even tiresome.

It's just as well to forget all the strident-

ly circulated rumors about the sources of

the story. Charles Foster Kane is enough

like too many well-known figures to call him

a copy of any single one. Actually, in this

picture, he is a neurotic man who never

really grew up—rather, perhaps, a man who
was neurotic because he never grew up. A
case history. Snatched away from a happy

childhood with his mother to be brought

up in almost limitless wealth, he reached

manhood still wild and undisciplined, grab-

bing here and there and everywhere for

something he never found. A phenomenally

prominent figure in his time, he was a

mystery to his time, and a mysterv to him-

self. It isn't so simple as to say he found

wealth and power not enough-—that easy

moral platitude. The secret of his unhap-

piness and failure and his fabulous doings

went deeper than that. The plot of the pic-

ture is the search for that secret. Perhaps

it was in the last words he spoke before

he died, "Rosebud". A reporter goes to all

the people who knew him best, from his

boyhood to his death, to find out what those

words could have meant. He never found
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out. But the picture tells it, as definitely

as it could without overtelling it.

The story is presented in flashbacks, some

of them overlapping, from the viewpoint of

the lawyer who took Kane from home as a

small boy and built up his enormous for-

tune for him, from that of the business as-

sociate who was with him from his first

newspaper days, from that of the school-

mate and friend who finally broke with him,

from that of the second wife who left him,

and finally from that of the butler who knew
about his last days when there were no
more friends or family. Some of the phases

of his life are little more than hinted at,

some shown in all their important detail.

After a tempestuous youth he settled down
to work and became a dynamic crusading

newspaper publisher, a yellow journalist,

with immense influence and power. He
started promisingly in politics till a scandal

shook public faith in him. He married a

woman of high social standing and had a

son, but the tremendous drive of his

ambition kept him from making his family

happy and at length the same scandal that

wrecked his political career wrecked his

marriage. That scandal was scandalous

only in the way his political rival played it

up : it was a friendship for a childish girl

with not much of a voice whom he made
his protegee and tried to make an opera

singer. Eventually he married her and she

became the center of his life, for whom he

built an opera house where the public would

not listen to her and a huge castle which

he could never make a home. And there,

because being with him was such a miser-

able emptiness, she left him, aging and with

only servants about him till he died alone.

What does it all add up to—what does

it prove? Mostly that Mr. Welles can

write, produce, direct and act a remarkable

motion picture. That Mr. Welles is a

dynamo, which isn't news. At times he is

masterly—in the swift way, for instance, he

covers the years of Kane's first marriage,

packing everything essential into a few

sequences. Also masterly, and curiously so

in a man so stentorian in other ways, is

his gift for dramatic reticence when the lack

of reticence (which most directors would
have been tempted to lest the public miss

what they were driving at) would have

thrown the subtle build-up of his character-

ization out of balance. He has brought

something to the motion picture that is

partly his own personality and the Mercury

Theatre players who are fresh and welcome

people on the screen, and partly a crafts-

manship that adds elements from radio and

stage to cinematic technique it did not have

before. Most of all, probably, he has invig-

orated the movies with a kind of vitality

that is sure to have effect on other movie

makers. Whether Citisen Katie will have

a big appeal in its own right, without bene-

fit of publicity, remains to be seen. People

who like a straightforward story with likable

people in it may find this picture confusing

and unsympathetic, even cold and unpleas-

ant. A psychological study of a very com-

plicated man, told without signposts for the

slow-witted or inattentive, is pretty much of

a gamble. How it will fare will come out

when the picture leaves the haunts of the

highbrows and starts jogging through the

second and third runs.

At any rate Orson Welles has landed in

the movies, with a splash and a loud yell.

J.S.H
Rated Exceptional

The Road to Zanzibar
Producer, Paul Jones. Director, Victor Schertz-

inger. Based on a story by Don Hartman and Sy
Bartlett. Cameraman, Ted Tetzlaff. Produced and
distributed by Paramount Pictures.

The cast

Chuck Bing Crosby
Fearless Bob Hope
Donna Latour Dorothy Lamour
Julia Una Merkel
Charles Kimble Eric Blore

Proprietor—native booth Luis Albertti

Dimples Joan Marsh
Fat Lady Ethel Greer
French Soubrette in cafe Iris Adrian
Saunders Georges Renavent
Monsieur Lebec Lionel Royce
Solomon Jules Strangboiu

THE sight of Bob Hope and Bing Crosby

sitting in huge birdcages where they

are being fattened up by cannibals to be

the main course in an African barbecue is

an experience very close to poetry. And it is

merely one of many delights in this screwy,

joyous, tuneful movie. Let loose on the un-
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offending continent of Africa two Americans

who procure their bread and cheese by pro-

viding daredevil entertainment at carnivals

and fairs, usually ending in public riots, pro-

ceed through a series of hilarious situations

and hand out a line of gags no less laugh

stimulating.

Stuck with a bogus diamond mine, that in

a weak moment Bing had bought with their

joint savings, and two wily young women,
who have sold the boys a bill of goods posing

as maidens in distress. Bob and Bing set out

on a safari across Africa (a chart is provided

showing their somewhat erratic route),

whiling away the tedium of the trek with

here a song—Bing croons a pretty obbligato

to the marching chant of the natives—and

there a romantic moment when Miss Lamour
practices up on the technique she intends to

use on a rich boy-friend (still unmentioned)

whom she is to meet on the end of the jour-

ney. When the boys discover the ruse they

are piqued ; but selfish feelings are set aside

when they find Dorothy's clothes mangled

by leopards and suppose the lady herself sub-

jected to the digestive juices of the big jungle

felines. They hold impromptu obsequies and

bury the torn raiment ; but the truth transpir-

ing that she has merely been swimming (a

scene that offers a leafy variation of the

sarong) they blow up and abandon the safari

to the female chiselers. The most delightful

sequence arrives with the wandering diamond
seekers finding some jungle drums whereon

they joyously beat a tune that apprises can-

nibals that they have visitors. This starts

a controversy : one faction claiming Bob and

Bing as gods, the other regarding them as a

change of diet. A trial by contest is arranged

to find out the truth and Bob Hope is elected

to wrestle a gorilla. Adroitly interesting the

savages in the pleasures of a free-for-all, the

boys escape and find their way back to civili-

zation. The picture closes with their reunion

with the young women who have mended
their ways and are employed under Bing's

supervision as stooges in a sawing-a-girl-in-

half act that Bing has thought up.
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The three quaHties of The Road to Zanzi-

bar that stand out above all others are its

spontaneity, the unaffected fun the stars had
in making it and, of course, Bing Crosby.

There are those who call Mr. Crosby a genius

—a title that is getting handed around a lot

these days—and I do not find myself in the

way to contradict them. Crosby's manner,

like Chaplin's (perhaps we should dare to

say like Orson Welles'), is his in an inalien-

able way. He possesses an overwhelming

good nature, a subtle sophistication, a unique

flair for humor, a droll invention, and all are

fused and balanced by an artistry that in its

perfection is very apt to be missed, leaving

the satisfaction and exaltation of a well con-

structed drink. Stiltedness, pretention, art-

fulness are just not there. He is one of our

most effortless and refreshing entertainers.

Rated Exceptional A.B.

Bruce Cabot meets Alarlene Dietrich's double in "The Flame of Nezv Orleans"

The Flame ofNew Orleans
Original screen story by Norman Krasna. Di-

rected by Rene Clair, photographed by Rudy Mate,
music and lyrics by Charles Previn and Frank
Skinner. Released tlirougli Universal.

Cast

Claire Marlene Dietrich
Robert Bruce Cabot
Giraud Roland Young
Zoloto-v Mischa Auer
1st Sailor Andy Define
2nd Sailor Frank Jenks
3rd Sailor Eddie Quillan

Auntie Laura Hope Creivs

Belloivs Franklin Pangborn
Clementine Theresa Harris

Samuel Clarence Muse
Brother-in-Laiu Melville Cooper

HAVE you ever been to a quilting bee

and, while the others were sipping

raspberry punch, had someone slip

you a zombie on the side which yovi lit into

joyfully? Perhaps no one has but the per-

sonal satisfaction would be akin to the relish

which T1ic Flame of Nezv Orleans affords.
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Rene Clair, late of France and England, has

always been noted for the spritely, un-

expected way he unwinds a simple tale, im-

buing it with an under-current of captivat-

ing satire. That he fumbles a little in his

new surroundings, with x-\merican audiences

to cater to, was perhaps to be expected.

Some of his acutely pointed but good-

natured punches at social conventions are

missing. The appearance of some unrelated

and inexplicable new note is withheld in

this picture, detracting from that bu03-ancy

we hope for. But the picture is a good

initial effort and it is to be hoped that

Clair will feel more and more at home as

his experience in Hollywood grows.

This is a romance in the gallant south

back in the days when a carefully dropped

handkerchief brought results and when a

pirate was not something on its way to a

costume ball. In sumptuous New Orleans,

democratic America nearest approached an

aristocrac}' with its courtly manners and its

facades of leisurely wealth, and incidentally

it nearest approached Clair's native land,

so it is there that he poses his actors in

polite duels and his actresses peeping from

behind their needle-work frames. And yet,

telling of love in this fairy-tale southland,

what could be more impudent than to begin

with a bridal gown floating dow^n the Mis-

sissippi? That is the puckish whimsey that

is Clair's signature and the picture bears the

stamp throughout.

It being spring, all of us feeling a little

younger, and Frenchmen being notorious!}'

well-acquainted with the art of I'amour,

The Flame is a timely lesson to American

directors, actors and audiences alike on the

nature of love. Clair's point is that this love

racket is nothing to go banging one's head

against a stone wall about—tragic sacrifices

at altars of love are so much balderdash

—

yarns of undying love have been barking up

the wrong tree entirely. Actually, love is a

game—a slightly maturer form of cops-and-

robbers—which any number can play though

three make the cosiest party. When sides

have been chosen, he continues, one of the

party gives the signal and the game is on.

The lady immediately lapses into utter limp-

idness (this is of course ]Miss Dietrich's

familiar forte though previously played

straight) with occasional sighing and a

hint of a smile when the others seem to be

losing interest. The men, on the other hand,

are pitted against each other and at once fly

into stances. Since it is all make-believe,

they can go the whole hog if they wish

and the merrier will be the game. From
then on, ordinary acts may be run through

like attending a concert or paying a social

visit but it must be carried out in make-

believe with the rose-colored glasses of

I'amour worn throughout. And if you seem

to be losing, remember there are plenty of

others to play with you in the next town.

If everyone plays his part well, as is done

in this picture, the game is great fun.

This then is what is told in The Flame of

Xezi' Orleans. How it is put onto celluloid

is to have the actors and actresses going

through their lines decked out for all the

world like birthday cakes and with angelic

poker-faces. But lurking underneath the

screen or behind the sofa are the Clair imps

ready to write in little comments between

the lines which shift the meanings and add

delightful twists to the action. Miss Diet-

rich, for example, may be singing a sweet

little ditty about the blush of a rose at morn

and an admiring flotilla representing the

flower of New Orleans' manhood may be

standing by in the height of decorum. But

the imps set to work by introducing Mischa

Auer as a reliably fake count from ]\Ioscow

who starts whispering to his neighbor at

one end of the room. The audience will

never know what he whispered but it is one

of the funniest lines in the show if you judge

by laughs for, as the whisper goes from man
to man, gradually nearing Roland Young

who is the victim of La Dietrich's persecu-

tions at the moment, there is a smacking

of lips and an ogling in the direction of the

singer which leaves nothing to be told. This

innuendo is the old Clair.

Judging from the game she plays, TJie

Flame may have been the guiding star to

all our latter-day gangsters, but as long as

her methods are so disarming and her eyes

so big and wondrous, one can't resist her

appeal. Who could not pity her when the

devilish game she plan's nearly boomerangs
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back at her and she has to invent a hussy-

sister to cover her own misdeeds? Who
could blame her when she finally tosses the

game right into poor Roland Young's face

at the brink of their nuptial altar and runs

off with the dashing pirate, Bruce Cabot?

And lastly, who could fail to smirk unabash-

edly at a picture which closes with a scene

so pregnant with the they-lived-happily-

ever-after spirit as that last glimpse of the

retreating pirate's bark with a Dietrich arm
lazily reaching out the porthole and in-

dolently dropping her bridal gown into the

ever-languid Mississippi ? Oo-la-la !

Apparently Rene Clair can turn out an

entertaining piece of comedy in any lan-

guage but he must get better acquainted

with his new environment and its conven-

tions before we are to get those barbed bits

of kindly satire or those unexpected turns

of Gallic wit which characterize his previous

films.

S.P.B.

Rated Honorable Mention.

Major Barbara

Adapted by Bernard Shaw from his oicn play,

produced and directed by Gabriel Pascal, photo-

graphed by Ronald Neame. Distributed by United

Artists.

The cast

Major Barbara Undershaft Wendy Hiller

Andreiv Undershaft Robert Morley

Lady Britomart Undershaft Marie Lohr

Adolphus Cusins Rex Harrison

Bill Walker Robert Newton
Snobby Price Emlyn Williams

Mrs. Baines, The General Sybil Thorndike

Peter Shirley Donald Calthorp

Rummy Mitehens Marie Ault

Stephen Undershaft '. PValter Hudd
Charles Lomax David Tree

Sarah Undershaft Penelope Dudley-Ward
Jenny Hill Deborah Kerr
Morrison Miles Malleson

71 /TAJOR BARBARA is as important

1 rJt as whatever importance lies in the

ideas of Bernard Shaw's that the

picture may succeed in putting over.

These ideas are presented in a plot that

goes this way : a young professor of Greek

Marie Lohr, Robert Morley, Wendy Hiller and Rex Harrison in "Major Barbara"
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is trying to lecture to some people on the

street but no one listens to him. He moves
along to investigate how a Salvation Army
speaker attracts crowds. This speaker is an

attractive girl known as Major Barbara, he

falls in love with her, and joins the Army as

a bass drum player in order to be near her.

He becomes engaged to her and more or less

joins her family, which is one of the richest

in England. Her father is a munitions maker
named Undershaft, so powerful he controls

the government, wha hasn't lived with his

family for years. He comes back to visit

them, to settle some money matters with his

wife, and finds Barbara the only one of his

children who interests him, and he is not at

all shocked, as her mother was, by Barbara's

joining the Salvation Army and trying to

save souls. She wants to save his, and he

agrees to go to one of her meetings if in

return she will make a visit to his cannon

factory. At the Army shelter he offers to

help her in her work by giving her money,

but she insists that salvation cannot be bought

that way, that his money mustn't be given

without giving himself. The General of the

Army feels differently about it, however, and

accepts a large sum from him in spite of the

cynical spirit in which he makes the gift,

which so disillusions his daughter that she

leaves the Army. But to keep her promise

she goes to see his munitions plant, and is so

impressed by the way his workers are housed

and fed that she decides to live and work

among them. Meantime Undershaft has

been troubled by the problem of finding an

heir to his business, who by tradition must

always be a foundling strong enough to have

made his way up in the world against every

kind of an obstacle. By a device as fantastic

as something b}- AA'. S. Gilbert the Greek

professor cjualifies as the right sort of found-

ling, and everything ends with glee and hap-

piness all round, even for a tough customer

who couldn't be saved by the Salvation Army
but became clean and respectable through

getting a job at Undershaft's factory.

Naturally, in the course of this picture,

Shaw's wit and his boasted ability to see

things as they are take many incidental shots

at such things as education, politics, religion,

government, family life and social distinc-

tions, but the principle dicta that are empha-

sized are that poverty is the worst of crimes

and that handing out bread to starving people

in the name of religion is not much of a way
to save their souls. The final moral victory

of the munitions maker over the Greek pro-

fessor, and the successful argument to per-

suade him to carry on the business, is a chal-

lenge to "fight war with war." Just what
that means is not clear : people in this day

may take it to mean Hitler, though no such

meaning is suggested and is of course some-

thing Shaw couldn't have had in mind when
he wrote the play, back in 1905.

As a matter of fact Shaw hasn't added a

single idea or observ^ation to what he wrote

nearly four decades ago, and whatever time-

liness there is in the picture is purely coinci-

dental. There is a lot in the picture for those

who remember the play, or who enjoy witty

talk and paradox for its own sake. It is

doubtful if even intelligent and quick-minded

persons will have much of an idea what the

picture is all about unless they not only

remember the play but have read the forty-

some pages of introduction to the play which

Shaw found necessary to explain what he was

driving at. Boiling down three acts to a

decent movie length hasn't produced strength

or clarity so far as the main issues are con-

cerned, and has cut out many subtle inter-

relations of characters and events that were

very pleasant and helpful. Only the simpler

people, those who came to the Salvation

shelter, seem complete and live individuals.

Barbara is impressive by her sincerity, but

there is something mystical about her father

that doesn't register, and the Greek professor

is utterly incomprehensible. Unless these

three, the three strong characters, are clear,

where are we ?

There is an impressive list of English play-

ers in the film, all of them capable of being

good under good direction, but here as stagey

as if they were behind footlights. And stagey

is just what the whole picture is, because a

movie doesn't move movie-wise just by hav-

ing some of the scenes shifted around into

dift'erent settings, or keeping the camera

jumping from spot to spot. A motion pic-

ture is written as a motion picture before it

is photographed as one, and Major Barbara

is simply a lot of dialogue snipped from the

play and stuck together and transferred to
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film. ]\Ir. Shaw may have thought that his

work on Pygmalion quahfied him as a script-

writer, but he could not have realized how
much he owed to Anthony Asquith's help in

the writing, and to Asquith and Leslie How-
ard in the direction of that film or he would

have refused to make another without their

help. Gabriel Pascal was little help at all

except in providing sets and actors.

Major Barbara is unusual among pictures

because it contains matter that is food for

the profoundest thought. It is often brilliant-

ly amusing, soinetimes moving. But if it

brings Shaw to many people who do not al-

ready- know him it will do more than seems

likely. J.S.H.
Rated Honorable Mention

NE\^' YORK UNIVERSITY has an-

nounced a new Motion Picture Pro-

gram in the College of Arts and Sciences

to begin in the fall. Colleges and universi-

ties can function in two ways with respect

to the motion picture—they can offer

courses in critical appreciation and thus en-

hance the demand for genuinely artistic films

and they can supply a basic training for

some of the new writers and producers who
will be needed in turning out a constantly

improving supply of films. It is the latter

and more exceptional approach which New
York University is inaugurating at this

time, seeking to provide a cultural training

in the liberal arts and sciences, with empha-

sis in the fields of English composition and

English literature, history and the social

sciences, music and the fine arts, and sec-

ondly an introduction to an orientation in

the technical problems of motion-picture

writing and production.

The motion picture study is to be in

charge of Mr. Robert Gessner, who has

taught various courses in screenplay tech-

nique and motion picture appreciation and

has written for and adapted material for

motion picture production. He is a member
of the Committee on Exceptional Photoplays

of the National Board and "The Story

Content of Early Films", by him appeared

in this Magazine in March, 1940. Further

information about the course may be secured

from Washington Square College of Arts

and Science, New York University, Wash-
ington Square, New York.
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said to follow the lead of a Carpenter of Naz-
areth and sets out to find Him. Instead of a
great warrior the Carpenter turns out to be
a simple Teacher spreading a doctrine of love

of God and one's neighbor. The young zealot

turns to practice the new teaching and alien-

ates his followers. The film was made on a
low budget and uses a none too original or

tasteful script, but many of the sequences are
attractively photographed and the marriage
scene is well made and has a good musical
score. In fact, the music used throughout is

good. The power of the material employed
does a good deal to redeem the work of the
actors and the director, whose native talent

it may be hoped was embarrassed by the
screenplay. Recommended for church use. 20th
Century Fox.

f HERR HUSASSISTENTEN (The House
Assistant)—Elof Ahrle. Original screen story

by Fleminge Lynge. Directed by Ragnar. A
nice little comedy sufi^ering from too much
dialogue but bubbling over with the infectious

fun of Mr. Ahrle. The story concerns itself

with the very successful attempt of a gay and
gifted young man to get even with two chaps
who had swindled him out of his garage.
Scandia Films.

f KISS THE BOYS GOODBYE—Mary Mar-
tin, Don Ameche, Oscar Levant, Rochester.

Based on the play by Clare Boothe. Directed
by Victor Schertzinger. The comedy in this

musical is very smart, presumably it is com-
pounded of part of Clare Boothe' s play and
Mr. Levant's snippy wit. It tells the story

of a girl's ambition to crash the Broadway
stage and her device of planting herself in the
old South where a talent hunting party is

abroad to find a southern belle to portray the
part of a sweet, unsophisticated maid in a
new musical. The music is good and is well
handled by Miss Martin and the Hall John-
son Choir. It is slow in spots but has the
advantage of an A production and a fine cast.

Paramount.

f KING OF THE WHITE ELEPHANTS,
THE — Remu Kritayakorn, Pairin Nilsen.

Story and production supervision by Pridi

Bonomyong. Directed by Sunh Vasudhara. An
historical tale, romantic and simplified, de-
picting a war between two Thailand kings of

the 16th century. The story is naive and
naively acted, but for that very reason has a
charm all its own. The struggles made by the

actors using English for our benefit is both
unfortunate and touching. There are some
fine bits of photography chiefly of elephants

and the battle, and attempts are made to give
local color by the use of native songs and
dances and the locale of Siamese cities. The
film has a message too ; the good king in many
overlong speeches points out the evil to all

men that the lust for power and conquest of

their rulers brings about. The movie stresses

the comedy value of plurality of wives ; evi-

dently Westerners are supposed to think that

very funny. Thailand production distributed

by Louis Bonomyong.
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i LADY FROM LOUISIANA, THE — Ona
Munson, John Wayne. Original screen story

by Edward James and Francis Faragoh. Di-

rected by Bernard Vorhaus. The outfitters

have skipped nothing in recreating scenes of

old New Orleans—the bowered patios with
grill work and cool fountains, the riotous mas-
queraders during Mardi Gras season, the

colorful French quarter, the ravaging Miss-

issippi at high flood tide—but the others work-
ing on this tale of killing the lottery-racket in

the city have been less attentive to their duty.

However, these sights should please the audi-

ences. Republic.

f NURSE'S SECRET, THE—Lee Patrick, Re-
gis Toomey. Based on the story by Mary
Roberts Rinehart. Directed by Noel M. Smith.

A pleasant enough detective story wherein the

police are not made as stupid as usual. The
death by a gun of a young man is thought to

be accident or suicide but a bright young in-

spector smells murder and has his girl friend,

a nurse, planted in the house where the death

occurred to spy out possible clues. She does

and the case is neatly solved. The film could

be a little faster and less complicated. Warner
Bros.

m ONE NIGHT IN LISBON—Madeline Car-

roll, Fred MacMurray, John Loder. Based on
the play by John Van Druten. Directed by
Edward H. Griffith. A romantic comedy with

a large helping of pro-British propaganda. It's

the tale of a shy English girl overwhelmed
by a man from Texas and their jaunt to Lis-

bon with a few spies thrown in. Funny in

places, well acted and possessing fine recon-

structions of London air raids. Paramount.

m PENNY SERENADE — Gary Grant, Irene

Dunne. Original screen story by Martha Clea-

vens. Directed by George Stevens. This is a

radically new kind of thing for Irene Dunne
and Gary Grant to do ;

they play a married
couple who can't have children and adopt a

little girl. Episodic and sentimental, it tells its

story simply and rather realistically and can

be quite moving in spots. The sets and the

camera work are excellent ; Mr. Grant's acting

is distinguished. Columbia.

i PEOPLE VS. DR. KILDARE, THE—Lew
Ayres, Lionel Barryniore, Laraine Day, Bonita

Granville. Original screen story by Lawrence
P. Bachmann and Max Brand. Directed by
Harold S. Bucquet. The question of whether
the paralysis of a skating star's leg was due

to a rush operation by Dr. Kildare goes to

court with considerable at stake, but the jury

eventually settles the case satisfactorily for all

concerned. The series continues to maintain

healthy interest in hospital life and Barrymore
moral doctrine throughout this new crisis. And
incidentally, Kildare is still single. Metro-
Goldwyn-Mayer.

i SINGING HILL, THE—Gene Autry, Smiley
Burnette, Mary Lee. Original screen story by

Jesse Lasky, Jr. and Richard Murphy. Di-

rected by Lew Landers. Friendship and sim-

plicity are all that Gene has to teach the rich

city-bred ranch-owner to make her reconsider
selling the ranch and thereby ousting its old

hands. This western is as innocent as that

but Autry s routine formula is matchless for

homey ease and spontaneous music. Who cares
if the people are cardboard, so long as Gene
and the rolling hills keep on a-singing? Re-
public.

f SIS HOPKINS-Judy Canova, Charles But-
terworth, Susan Hayward, Jerry Colonna. Ori-
ginal screen story by F. McGrew Willis. Di-
rected by Joseph Santley. The trials of coping
with a snobbish aunt and cousin with whom
she has come to live make small impression
on the refreshing good humor and "palliness"

of Miss Canova as she sings and skips through
this latest version of the story. Miss Hayward
is good as the nasty little cousin ; but the best

parts revolve on the comedy which is in the
capable hands of Butterworth and Colonna.
Although a trifle too long and rather a variety
show, it has good tunes and a fine cast and
avoids sentimentality. Republic.

f THEY DARE NOT LOVE—Martha Scott,

George Brent, Paul Lukas. Original screen
story by James Edward Grant. Directed by
James Whale. Dealing with refugees—per-

sons deserving of our greatest sympathy—this

film will find a sympathetic audience. In it, a
prince of former Austria makes a gentlemen's
agreement to give himself up to Gestapo
agents in this country in return for seven
lesser Austrians in German concentration
camps. The agreement is, of course, a trap
and both he and the lady he loves seem doomed
until the happy twist at the end. Deliberate
direction prevents the picture being as great
as the cause it champions. Columbia.

f THIEVES FALL OUT—Eddie Albert, Joan
Leslie, Jane Darwell. Based on a play by
Irving Gaumont and Jack Sobel. Directed
by Ray Enright. Swift pacing and comedy
make this domestic tale of young love and tur-

moil highly entertaining. Actually, upon close

inspection, the plot, taken from an old play,

almost breaks with all its turning but buoyant
performances by all and the "shoot-the-works"
spirit in which they perform redeem it satis-

factorily. Warner Bros.

f STRANGE ALIBI — Arthur Kennedy, Joan
Perry. Original screen story hy Leslie T.
White. Directed by D. Ross Lederman. Scar-
face rides again ! Although the production is

on a budget basis, this political crime thriller

didn't stint itself as to grizzly corpses and wild
chases. Kennedy's acting is equal to all the

torture he goes through and the film is ad-
mirably edited. Ignoring the question of en-

couraging this type of gangster film, let's chalk
this up as sizzling entertainment, if slightly

lurid. Warner Bros.

f TUMBLE-DOWN RANCH IN ARIZONA—
Roy Corrigan, John King, Max Terhune. Orig-
inal story by Milton Raison. Directed by S.

Roy Luby. Because of its shots of the \]m-
versity of Arizona rodeo and the scenic back-
ground which Roy Corrigan s ranch provides,
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this "Range Buster" western stands out. The
routine plot concerns crooked railroad men
buying up property rights unscrupulously un-

til the stalwart threesome rounds them up
before the law, but it moves easily and the

acting is pleasant. It stands up well in its

class. Range Busters.

f WAGONS ROLL AT NIGHT, THE—Hum-
phrey Bogart, Sylvia Sidney, Eddie Albert.

Original screen story by Francis Wallace. Di-

rected by Ray Enright. A circus story, with a

tough boss who is trying to keep his kid sister

from contact with carnival people. But a

young country store-keeper is taken on be-

cause of his skill with animals, to be the lion

tamer, meets the sister and they fall in love.

Jealousy and the unrequited love of a fading

fortune-telling lady, complicate the drama,

which is pretty mixed in motivation but color-

ful and exciting in its circus atmosphere. War-
ner Bros.

i ZIEGFELD GIRL—Jame Stewart, Judy Gar-

land, Hedy Lamarr, Lana Turner. Original

screen story by William Anthony McGuire.
Directed by Robert Z. Leonard. An excep-

tionally long picture telling the tale of the rise

and fall of beauties whom Ziegfeld glorified.

The musical numbers are capable and tuneful

:

particularly nice is "Minnie from Trinidad''

which includes a fine dance routine by Antonio
and Rosario as well as Miss Garland's best

chance to show off her singing. Not by any
means the best musical ever seen though it

has a splendid cast and is mounted well on the

. lavish side. Metro-Goldv, yn-Mayer.

SHORT SUBJECTS
INFORMATIONALS

1 ABROAD AT HOME (New York Parade)—
Showing: amusing- spots in New Yorlc that at
first sight may be talten for foreig^n sliow-
places. New Yorlcers will be amused. Co-
lumbia.

i ,AJ^CTIC SPRING TIME — Father Hubbard
takes his camera on a lovely trip among crags
and landscapes of great beauty in the North
with dramatic shots of the natives and Arctic
wild life. 20th Centurv-Fox.

-f BATTLE OF THE ATLANTIC, THE— Quen-
tin Reynolds comments on this fine film show-
ing the labor and the terrors that beset the
English and the Canadian navies and air force
giving safe conduct to the supply ships that
ply between the New World and England.
Some of the camera work depicting dogfights
and sea warfare is unusually fine and vividly
instructive as to the fashion of modern hero-
ism. 20th Centurv-Fox.

i GLIMPSES OF WASHINGTON STATE (Fitz-
patrick Traveltalk) — This is an up-to-par
traveltalk in Technicolor showing the points
of geographical interest in Washington. Metro-
Goldwvn-Mayer.

-f GOING PLACES No. 90 — "The Modern Way
Down East"—being a review of the old land-
marks of Connecticut now prized as museum
pieces, and concentrating on the pieces relating
to Nathan Hale. Universal.

f GOING PLACES No. 91—"The Trail of Father
Kino"—Good material for a short is found in
this early Jesuit Father who toured the south-
west starting many of the old missions with
the help of his converts. Universal.

-t INDIAN DURBAR (Fascinating Journeys) —
A sumptuous film of the glamour and ritual
of a Hindu prince receiving the formal tribvite
of his subjects. Paramount.

-f INFORMATION PLEASE No. 9—Alice Marble

takes a fling with the regular brain-busters
and shows up very prettily, too. RKO.

m* INTERNATIONAL FORUM—A discussion of
the contemporary situation with special re-
ference to our own duties, now and in the
future, is presented by such eminent author-
ities as Wythe Williams, William L. Shirer,
Linton Wells, and Dorothy Thompson. They
very definitely support the thesis of all-out aid
to Britain as well as make some interesting
prognostications of what the year may bring
forth. Columbia,

f JUNGLE ARCHER (World of Sports)—Hunt-
ing with bow and arrow is the exhibit here,
by Tex and Mrs. Stone, using the wild peccary
and puma of Mexico as targets. Columbia,

f MARCH OF TIME No. 9, THE (7th Series)—
"Men of the F.B.L—1941"—This chapter is up
to par in covering the training of the young
investigators and citing the methods used in
tracking down a hypothetical agent working
in a munitions plant. Needless to say, con-
siderable emphasis is put on the part the F.B.I,
must plav in building for defense. RKO.

f MEET THE STARS No. 5—Interspersed with
shots of sundry celebrities viewing the Long
Beach Naval Base are interludes with Charles
Butterworth and his inventions to aid Defense
in the Butterworth style. Republic,

f ON THE SPOT (Grantland Rice Sportlight)—
Ted Husing answers question on odd terms in
sport. Paramount,

f OUT OF DARKNESS (Passing Parade Series)—Quite a supply of drama is packed into this
short which tells of the inability of the Ger-
mans to stamp out publication of the magazine
"La Libre Belgique" during the last war. To
add to its timeliness, the film closes with the
news report that the paper has been revived
again now. Metro-Goldwyn-Maver.

f POPULAR SCIENCE No. 5 — The usual sci-
entific oddities: photoelectric cell signs, kitchen
gadgets, and methods of biological research
shot in color. Paramount,

f SAN FRANCISO (Columbia Tour)—Althoug;h
there is little continuity connecting them, this
film covers many shots of various aspects of
the metropolis of the West, especially of the
bridges and Chinatown. Columbia,

f STRANGER THAN FICTION No. 90—Among
the many odd and unrelated subjects which
this covers, the g'rotesque animals made of
twisted and gnarled driftwood stand out best,
though all the subjects are interesting. Uni-
versal.

f STRANGER THAN FICTION No. 91—The art
of stained glass window-making is treated in
this chapter together with a cvirb-seiwice bank
and sundry other oddments. Universal.

f STRANGER THAN FICTION No. 92—Strange
is no word for the girl who can write or draw
equally well with either hand, even using both
at the same time. Universal.

f SWORD SOLDIERS (Sportscope)—Some highly
proficient fencing is shown in this short with
the men of a West Point class demonstrating.
The film closes with a display of the saber's
use on dress parade. RKO.

f THIS IS ENGLAND (Cinescope) — Columbia's
London representative, Ed Murrow, has com-
piled a graphic series of scenes of England
designed to convey the British spirit under fire.

This bitter subject is handled with sincerity
and admirable taste. Columbia.

f UNUSUAL OCCUPATIONS No. 5 — Among
other interesting things you'll have John Barry-
more take you throvigh his trophy collection
and make comments. Paramount.

f WASHINGTON P.1RADE No. 4—"The Spirit of
1941"—The camera invades the factories pro-
ducing arms for defense around Washington
with very good shots of machinists at work
on naval and air equipment. Columbia.

fj* WILLY AND THE MOUSE (John Nesbitt's
Passing Parade)—The use of white mice as
tests for determining the methods of learning
are here presented in a completely absorbing
way. This subject and its tie-ups with actual
pupils having troubles with their school-work
are interesting in themselves, but added to
this we have splendid handling of the picture
and beautiful human appeal from the mice,
making a short especially recommended for
schools. Metro-Goldwyn-Mayer.

(Continued on back cover)
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Community Motion Picture Activities

THE effective leadership given by many
Motion Picture Council presidents has

been recognized in their re-election for the

second, third and on to eighth and ninth

term.

Some of those who have been drafted to

continue presidential service are : Mrs. Law-
rence S. Akers, Memphis (Tenn.) Better

Films Council ; Mrs. George C. Cleary, Eliz-

abeth (N. J.) Council for Better Films;

Mrs. Clarence Echols, Dallas (Texas) Mo-
tion Picture Council ; Mrs. Russell C. Evick,

Columbus (Ohio) Motion Picture Council;

Mrs. Joseph E. Friend, Louisiana Council

for Motion Pictures ; Mrs. Elmore Godfrey,

Jr. Knoxville (Tenn.) Motion Picture

Council; Mrs. Frank A. Linzel, Motion

Picture Council of the District of Columbia

;

Mrs. J. W. Livingston, Better Films Coun-
cil of Grand Rapids (Mich.) ; Mrs. George

A. Pedrick, Wilmington (Delaware) Better

Films Council; Mrs. Howard S. Shepard,

Worcester (Mass.) Better Films Council.

Note : There are many new presidents to

be announced, and this reminds us to say

that if your election results have not been

reported please let us have them.

THE Editorial Committee of the Staten

Island (N. Y.) Motion Picture Council

has arranged to have the young people's

groups assist in evaluating the films reports

Mrs. F. B. Balano, Publicity Chairman of

the Council. These groups consist of Camp
Fire Girls, Wagner College students and

junior members of the Staten Island Chap-

ter D.A.R. Another community interested

in having the young people help to prepare

the Photoplay Guide is Caldwell, N. J.

The plan calls for cooperative interest of

the West Essex Motion Picture Council and

the English Department of the High School.

WITH a banquet and special program

The Motion Picture Council of Col-

umbus and Franklin County (Ohio) ob-

served its eleventh anniversary on April

21st. A member of the Juvenile Court

talked on "Juvenile Delinquency," followed

by a panel discussion. Other subjects pre-

sented were "The Teaching of Motion Pic-

ture Appreciation," "Censorship" and "The
Legion of Decency." The Columbus Coun-
cil meetings are always open to the public

which is showing increased interest and
making special contact with the manage-
ment regarding pictures for children, latest

word from Mrs. Grace E. McGuire, Coun-
cil Publicity Chairman reports.

ORGANIZATIONS often observe their

birthdays by banquets and special meet-

ings but the Atlanta Better Films Commit-
tee this year did something different. "In

January," writes their president Mrs. O. D.

Bartlett, "we had a huge birthday party for

ourselves. Each member brought a 'white

elephant' gift. We had 12 tables represent-

ing the 12 months, decorated to carry out

the idea, and each one sat at her birthday

month. Fortunes and prophecies were read

and items told of the famous movie stars

born in each month. I find that as long as

the members themselves are taking some
part in the program they enjoy it much
more and the attendance is much better."

We agree hard working members do

deserve a benefit for themselves occasionally.

MRS. BERNARD A. FOSTER, Chair-

man of the Spartanburg (S. C.) Mo-
tion Picture Council, tells us that through

the efforts of their Council the American

Legion Auxiliary recently sponsored a

showing of the film Land of Liberty with

excellent success. They felt that this was a

very worthwhile effort on their part and of

much benefit particularly to the school stu-

dents in their cit_v.

THE first library interest in book-film

tie-up was evinced by the Cleveland

Public Library in the '20s. The librarian

of the Main Library at that time and until

last year was Miss Marilla Freeman. She

has lectured and w-ritten widely about the

subject, one early article was in this Maga-
zine "Tying Up With the Movies: Why?
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When? How?," September 1929. One
recently noted was in the Pubhshers' Week-
ly where she remarks the incentive given to

the reading of "aids to making the most of

one's self" caused by a motion picture when
she says "The Cleveland Public Libi'ary

devised on its bookmark a short group of

'Books Eliza Should Have Read' in con-

nection with Pygmalion, that enchanting

story of transformation from guttersnipe to

lady, and to this day its shelves have been

swept clean of these."

The Film Yesterday Today and Tomorroiv, by
Walter Spearman, of the Department of Journal-
ism, The University of North Carolina, Chapel
Hill. 36 pages.

YOU might expect one who has been

president of a Motion Picture Council

(Charlotte, N. C. Motion Picture Council,

1934 and 1935) to provide useful study

group material, but when that person later

becomes a university instructor in journal-

ism, including the teaching of motion picturt

appreciation, 3'ou can expect something espe-

cially helpful. Such a pamphlet has recently

been prepared by Professor Walter Spear-

man in the series of Extension Bulletins of

the University of North Carolina as a study

guide for clubs of the state. Under the

headings "How the Movies Grew," "What
the INIovies Are," "Where the Movies Will

Go" are quoted various opinions from pub-

lished sources with a bibliography and sug-

gestions how this material may be used for

discussion. Groups outside the state will

find it practical too. The cost of the bul-

letin is 50c, unless you live in North
Carolina ; then it is 25c.

Hand-Book for Previeivers: prepared by Mrs.

Dean Gray Edwards. 24 pages.

IF you have ever sought in vain for just

the right descriptive word to use in re-

viewing a motion picture you will find this

little pamphlet a useful ready-reference to

have around. It lists 2000 words arranged

tmder their application to type and various

component parts of pictures. Mrs. Edwards
is president of the Motion Picture Council

for Central Queens, Long Island, N. Y.,

and chairman of the Eastern Preview Divis-

ion, Committee on IMotion Pictures of the

General Federation of Women's Clubs, and

from her experience with pictures and

people saw the need for such a service.

Copies can be obtained at 50c each, or 40c

in cjuantity, from Mrs. Edwards at 9 Kew
Gardens Road, Kew Gardens, N. Y.

Survey of Motion-Picture Equipment in Colleges

and Hicih Schools in the United States and Its

Territories, compiled by Nathan D. Golden, Chief,

Motion Picture Division of the Bureau of Foreign

and Domestic Commerce.

MUCH information is available about the

theory of motion pictures as education

but less about their actual use in the class-

room for this purpose. To correct this a

survey was undertaken in the latter part of

1940 by the Bureau of Foreign and Dom-
estic Commerce of the U. S. Department of

Commerce to ascertain the facilities for

showing educational and industrial motion

pictures among the colleges and high schools

of the various states. The results are now
available in statistical charts published in

bound form. The more than 500 of these

provide information which it is believed will

be helpful to educators not only in their

regular teaching work l^ut in the furtherance

of any educational activities in the National

Defense program. Sales copies are available

through the Educational Department, Radio

Corporation of America, Camden, New Jer-

sey, at a cost of $3.00 each.

NEEFA is not a government organiza-

tion. It is the New England Educational

Film Association formed to promote the

intelligent use of motion pictures as teach-

ing aids by acting as a clearing house for

information, by co-operating in previewing,

selecting, and evaluating suitable materials,

and by supplying these materials in a

simplified standardized way for lower and

uniform fees. Mr. R. Haven Falconer,

Director of Audio-Visual Education, Dart-

mouth college, is Chairman. Members of

the Board of Directors represent Harvard

University ; CCC, First Corps Area ; Boston

University
;
University of Maine ; Massa-

chusetts Department of Education and Uni-

versit}' of New Hampshire.



20 National Board of Rct'iczc Magazine

f YOSEinXE, THE ilAGXIFICEXT (Fitzpatrick
Traveltalk)—The subject has been done before,
and perhaps more entertainingly, but rarelv
has Technicolor so beautifully captured the
scenic grandeur of the National Park, iletro-
Goldwyn-Ma\"er.

f YOU CAN'T FOOL A CAMERA — An inter-
esting short introducing top cameramen in the
Metro studios and some shots of forthcomingMGM pictures. There is a fine shot of a sus-
pension bridge being blown down. Metro-Gold-
wyn-Mayer.

MUSICALS
f SHADOWS IN SWING—For those who like the

music of Jan Garber. this well-produced re-
cital should please: the tap dancing will please
everyone. Universal.

CARTOONS AND COMEDIES
fj DIZZY KITTY (Color Cartoon) A pleasant and

spritely adventure in the life of an unusually
unbalanced cat who most effectively refuses to
be bathed in preparation for her appearance In
a cat show. Universal.

fj DOG'S DREAM, THE (Cartoon)—A cute little
dog finds himself in an Alice-in-Wonderland
kind of place and almost gets frightened to
death. But he wakes up and apparently de-
termines to lead a better life. Quite amusing.
20th Centui-v-Fox.

f FORGETTEN MAN. THE — Robert Benchley,
in his way, tells and enacts the sad lole of a
mere father of the bride. Paramount,

fj LITTLE MOLE, THE (Hugh Harmon Cartoon)
—The title role character has, of course, a

NATIONAL BOARD OF
REVIEW OF MOTION

PICTURES, INC.
A. A. Brill, PrciUlrnt

J. K. Pavldixg, Secretarp
Joseph M. Price, Treasurer

BOARD OF DIRECTORS
A. A. Brill, Chairman
Margaret Gray Blaiiton

John R. Davies
George Freedlev
Richard Griffith

Alma Klaw
J. K. Paulding
Walter W. Pettit
Joseph M. Price
Miriam Sutro Price
Marguerite E. Schwarzman
Wilbert B. Smith, Jr.

Frederick M. Thrasher
S. Bernard VTortis

George J. Zehrung

EXECUTIVE DIRECTOR
James Shelley Hamilton

The National Board of Review of Motion
Pictures is a citizen body, organized in 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carr.ving on a constructive
program having to do with community cooper-
ation in the advancement and uses of the motion
picture.

The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.

It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the

great deal of difficulty in seeing in the broad
daylight, which brings all kinds of troubles
down upon him. The pastel Technicolor of this
cartoon is veiy agreeable. Metro-Goldwyn-
Ma.ver.

fj 1-2-3, GO (Our Gang Comedy)—The Gang takes
the opportunity to teach a few first principles
on safet.v in crossing streets which will not be
wasted on any audience, and for which this old
institution in comedy is to be congratulated.
The picture should have a wide showing. Me-
tro-Goldwyn-Mayer.

f READY, WILLING BUT UNABLE (All Star
Comedy)—This is one of the best El Brendel
comedies because it is one of the phoniest. His
problem is to get rid of a corpse which is in
reality a window-dummy, and there are many
laughs before this corpse reaches. Its final rest-
ing place. Columbia.

f SPEAKING OF ANIMALS — DOWN ON THE
FARM (Animated Antics)—For a new twist to
movie magic, this film has some of the more
common domestic animals shown doing typi-
cal things,and speaking their parts, by draw-
ing in by hand their lip motions. Its quite
funny. Paramount.

fj SWING CLEANING (Max Fleisher Gabby Car-
toon) — While cleaning out the king's palace.
Gabby thinks up a few clever stunts to ease
the work, but they prove a boomerang. Para-
mount.

fj UNCLE JOEY (Terrytoon Cartoon) — A cute
cartoon about a mouse and a cat. The cat
isn't as wicked as cartoon cats usually are, but
he .gets worsted an>-way. 20th Century-Fox.

motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of

members of the General Committee and is the
directing body of the National Board, charged
with the formulation of policies, the election of

members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300

members carrying on the work of reviewing the

films. It is divided into sub-groups which meet
for review per schedule during each week in the

projection rooms of the various motion picture

companies.

The Membership Committee supervises the

membership list of the Review Committee and
recommends the names of proposed new mem-
bers for consideration by the Executive Com-
mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-

tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences.

PUBLICATIONS
The National Board of Review and its Council

as an aid to the groups carr.ving out these
objectives furnishes an informational service
thiough its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions
$1.00 a j^ear to Council or club groups.

Weekly Guide to Selected Pictures
§2.50 a year when taken alone.
$1.00 in conjunction with the Magazine.

A listing of all publications and services is

available upon request.
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Selected Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of
Review as worthy of popular patronage in the
theatres, with an indication of the audience group
suitability for each picture. The choice of the
pictures included is based upon principles of selec-
tion developed through long study of public pref-
erence as to what constitutes good screen entertain-
ment. The consensus of the Review Committee
forms the basis for the reviews and audience
•recommendations of the pictures. The Review Com-
mittee consists of approximately 300 trained mem-
bers representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for
the family audience (12 years up).

m—Mature audience. Pictures recommended for
the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-
drer( under 12.

*—Recommended as above the average "selected"
picture.

Starred Selected Pictures
m^-- BLOOD AND SAND—Tyrone Power, Linda

Darnell, Rita Hayworth, Nazimova. Based
on the novel by Vicente Blasco Ibanez. Di-
rected by Rouben Mamoulian. One of the
most magnificent examples of Technicolor yet
made, well directed and elaborately produced.
Mr. Power is good as the illiterate but thrilling
artist of the bull ring, and he is supported by
a well chosen and brilliant cast, the least
effective of which is Miss Darnell. Miss Hay-
worth sings and dances and plays the part of
the siren beautifully. To speak of Nazimova
is difficult without applying to her inter-
pretation all the superlatives used in this re-
port. The scenes in the bull ring are dazzling
in color and beauty and the fight itself is

thrilling, though the sensibilities of an Amer-
ican audience are spared by the deletion of the
sanguinary episodes. The film loses nothing
by comparing it with the famous silent version
starring Rudolph Valentino. Of course Mr.
Power cannot quite approach the passion or
fire of the original. The rest, however—pro-
duction, support, photography, sets—far and
away are superior to those of the first version.
20th Century-Fox.

f *BLOSSOMS IN THF DUST—Greer Garson,
Walter Pidgeon. Felix Bressart. Based on a
story by Ralph Wheehvriglit. Directed by
Mervyn LeRoy. A sumptuous job of color
and production having all the benefits of a fine

cast and an absorbing if somewhat tearful
story. The film records the work of a Texas
ladv who. with great courage and admirable
intelligence, establishes a humane way in which
to deal with foundlings in her own state. Miss
Garson and Mr. Pidgeon are remarkably good
and. considering the length of the picture, the
director deserves some applause for the
adroitness with which he keeps it moving. Re-
commended for schools and libraries. Metro-
Goldwyn-Mayer.

f ^CHARLEY'S AUNT — Jack Benny, Kay
Francis. Based on the play by Brandon
Thomas. Directed by Archie Mayo. A lot
of money and talent went into this aged affair

and happily enough the result is quite de-
lightful. Of course the part sustained by Jack
Benny is a bravura piece but it loses nothing
in having the zany art of the star to project
it for all it is worth. The rest of the cast
play their roles with the proper overstatement
and to hilarious effect. The production itself

leans definitely to the lavish side and is ati

excellent example of period comedy freshened
up by adroit direction. 20th Century-Fox.

m *DR. JEKYLL AND MR. HYDE— Spencer
Tracy, Ingrid Bergman, Lana Turner. Based
on the novel by Robert Louis Ste\ enson. Di-
rected by Victor Fleming. This familiar story
is to the screen what Hamlet is to the stage,
and with some justification. The story is

inevitably interesting and a good vehicle for
any actor. Mr. Tracy plays the split person-
ality to the hilt with fine effect and Ingrid
Bergman makes a splendid Ivy Peterson. The
production is handsome to complement the fine

acting, though considerable cutting might help.

It is only in the literal direction that one can
raise a complaint, but that won't greatly df-

n.inish the pleasure provided by the Stevenson
classic. Metro-Goldwyn-Mayer.

fj *FRANK BUCK'S JUNGLE CAVALCADE
—Narration by Phil Reisman, Jr., spoken by
Frank Buck. Pure Buck and a mile wide

!

This film is composed of the best animal
pictures of Buck's three films made on trips

into the Malayan jungle in search for zoo
specimens. It is mostly populated by tigers,

leopards and pythons, but you also find all

makes of monkeys as well as fanciful birds,

crocodiles, mouse-deer, and honey-bears. The
narration is informative and well-spoken, the
inserted sound-effects realistic, and the many
adventures are completely absorbing. Naturally,

its educational value recommends it for schoor
use. RKO Radio

m *HOLD BACK THE DAWN—Charles Boyer,
Olivia deHavilland, Paulette Goddard. Based
on a story by Kitti Frings. Directed by Mit-
chell Leisen. Essentially this is a love story,

and a good one, but due to very sharp direction

it becomes much more. Mr. Leisen realizes that

love does not imply fancy interiors and a

life-o-Reilly. So Boyer is made a cheap gigolo

refugee from France, trying to cross the Mex-
ican border without much regard for the law.

Miss deHaviland is a plain school-teacher from
the States whom he rushes into a wedding
just to effect his L'.S. entry. Miss Goddard
has been his partner in crime for many seasons.

From this the usual triangle is built, but it is

told with many brittle and ironic twists, and
with the sharp contrasts of cheapness and
wealth, beauty and tawdriness, that charac-
terize life. The top honors go to the director

although everyone does well to make the

picture an unusual and exciting one. Para-
mount.

(Continued on page 19)
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Are Our Movies Making Propaganda?

WE have been seeing how long it takes

a huge country like ours, even in

great emergency, to get together so it

can work together, rapidly and effectively,

toward a single goal. All sides of a question

and all degrees of opinion should, and do,

take their time to express themselves, and

the time that takes makes it so much slower

for the mass effort to get its direction and

move. There has to be unity of thought and

feeling before there is community of action.

What part the motion picture is taking,

and will take, in the national defense effort,

isn't clear yet to the ordinary observer —
maybe not to anyone else. And now it ap-

pears that the industry has got to go through

one of those congressional investigations, to

find out whether Hollywood is or is not

trying to push us into war. To people who
have no axes of their own to grind — who
aren't themselves active or ]X)tential propa-

gandists seeing everything that doesn't ex-

press themselves as propganda against them

—it doesn't seem that the American motion

picture is, or ever has been, trying to force

any particular creed or attitude on the public.

As a general thing—and of course you can

find exceptions — the movies have always

been a fairly accurate representation of the

American people. Not of different sections

or strata, but of the whole mass. Not as to

fact (few movies hold the mirror up to our

daily lives naturalistically) but as a general

picture of what most of us like. The movies

couldn't go on in their successful dependence

on public patronage if the public didn't like

them. They would have to be subsidized if

they were to try consistently to show what

the public doesn't want to see, and billions

of subsidy couldn't drag audiences into thea-

tres to look at things that weren't attractive

in themselves.

Our guess is that any honest and unbiased

investigation will make all this clearer than

ever, and that the motion picture will go on

being mostly the public recreation that is all

it pretends to be—the thrill the laugh, the

easy shedding of a few tears that so many
enjoy as a "good cry," which furnish com-

mon relaxation for nickels and dimes and
quarters.

The incidental educational value, or moral

or patriotic uplift, that gets into pictures

which rise nearer to the levels of truth in-

stead of sheer make-believe, will be more
evident as movies make their most valuable

contribution to national defense by showing
the best things of American life in their

truest form. That might be called propa-

ganda, too, but what politician would dare

to object to it?

The Eighteenth Annual Conference
of the

National Board of Review of Motion Pictures

November 13th to 15th Hotel Pennsylvania, N. Y. C.
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ONE of the screen masterpieces was

about greed, and called Greed. A
highly unsuccessful picture made by

Eric Von Stroheim from Frank Norris's

novel "McTeague," and now to be seen only

in the archives of the Museum of Modern

Art in a form comparable to a well-preserved

ruin surviving from ancient times. Age is

not what made it a ruin but the need of

practical showmanship to cut a huge meticu-

lously detailed adaption of a novel from

something over thirty reels to a length that

audiences could sit through with comfort.

Greed goes on as one of the dominating

passions of life but it has waited seventeen

years to be made the subject of another fine

movie. The Little Foxes has no resemblance

to Greed except in its motivation and in their

both being outstanding motion pictures.

Made from a play instead of a novel it is

compact and stream-lined, with a dramatic

unity that is just as much an advantage on

the screen as on the stage. Lillian Hellman
has taken her own play and done expertly

the things to make it a motion picture —
deepening its background, visually and psy-

chologically, expanding its action from the

confining walls of a room to the whole arena

of house and town in which the life she

pictures is lived, and creating the flow of

action that makes a movie move. She has

also provided a contrast to the grimness of

her original with one of those rare injections

of a young love story that is justified by

more than box-office motives—one that has

dramatic point, and is an integral part of

the theme instead of being a mere orna-

mental frill.

The story is about mean and greedy people

succeeding in their meanness : a family of

modern carpet-baggers building a fortune for

themselves by exploiting cheap labor in a

southern town. The labor element is re-

motelv in the background, and whatever

social significance it has is dwarfed by the

struggle in the foreground—the struggle in

the Hubbard family, between two brothers

and their sister, to corner the wealth they

foresee coming to them—a result of mutual

scheming and effort but to be divided as

tmmutually as possible. They have already

got most of the town's business into their

clutches, but there is much more to get if

only sister Regina can persuade her hus-

band to put his money into an expansive

importation of northern methods. The dif-

ficulty comes from the husband's being a

decent and ungrasping fellow, with no

greedy motives to appeal to and in such a

state of health that he can't be hurried too

roughlv. He is intelligent and clear-sighted,

moreover, and able to face what he can't
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avoid seeing. Regina, as agent for her

brothers, has no easy job.

The plot is intricate and tightly woven,

full of suspense and surprise and clash of

character. In the end the brothers and

sister (and a nephew of extraordinary slim-

iness) get what they were after, but they are

like the two men in Greed handcuffed to-

gether and dying of thirst in the desert —
each with a stranglehold on the other and

facing a prosperous hideous future. The
husband has escaped one way, the daughter

another.

Gruesome and—though no corpses clutter

the stage at the end—tragic. And gripping.

Miss Hellman wrote it that way, and Wil-

liam Wyler directed it in masterly fashion

that wa}'—and Samuel Goldwyn, who as a

producer has a peerless record for worth-

while effort and fine accomplishment, let it

be that way. These vitally necessary figures

are behind it all. and in the foreground most

easy to see is a whole cast of actors suited

to their parts and acting at their best. Some
of them are new to the screen but likely to

be tempted to stay in Hollywood, where they

will be lucky if such good opportunities as

in this picture come often. They make up

most of the Hubbard family, a despicable lot

who are portrayed so skilfulh- that interest

in watching them completely cancels dislike

of them. Patricia Collinge belongs in this

new group though she is only a Hubbard by

marriage, who plays a brutalized southern

lady of the older type in a waA- not easy to

forget, and Teresa Wright is that great

raritv among young actresses, a girl youth-

ful in something more than looks, learning

sensitively about life and growing up before

our eyes as she finds her feet and takes her

own first steps. Herbert ^Marshall emerges

from the dim familiarity of numberless dull

or stickv parts, clear and strong. And of

course Bette Davis, from the dominance of

her part, dominates the picture though
her fellow players are too good to be ob-

scured. Beneath her Gibsonian pompadour
there's a modern, more self-centced Lady
INIacbeth. her mind and her hands full of

daggers. She acts the part superbh'. The
servants, too. must be mentioned, so rare it

is to find such parts not mere stock fio-ures

but living people with their own personality

and human dignity.

The other side, and brighter side, of the

picture is Richard Carlson and what he

represents, loving the young girl, refusing

to tell her what to think but always on hand

to help and back her up. There's a rumor

these two }-oung people are to be carried on

into another picture. It could be a good

picture—but Lillian Hellman ought to have

a hand in writing it, and certainly William

Wyler should direct it. J. S. H.

All That Money Can Buy
Adapted by Dan Totheroh and Stephen Vincent

Benet from Benet's story "The Devil and Daniel

Webster," directed by William Dieterle, photo-

graphed by Joseph August, miisic by Bernard
Herrman. Produced and distributed by RKO-
Radio.

Daniel Webster JIdward Arnold
Mr. Scratch Walter Huston
Jabez Stone : James Craig
Ma Stone Jane Darwell
Mar\ Stone _ Anne Shirley

Belle Simone Simon
Miser Stevens John Qualen
Squire Slosson Gene Lockhart
Justice Hazvthorne H. B. Warner
Daniel Stone Lindy Wade
Sheriff Frank Conlan
Cy Bibber George Cleveland

STEPHEN VINCENT BENET gave a

new flavor to the old myth about a man
selling his soul to the devil when he

re-planted it in New England in his story

"The Devil and Daniel W^ebster." That was

a good ringing title that excited curiosity,

but now they've made a movie of it they

have called it All That Money Can Buy,

which somehow suggests nothing more
myth-like than silk stockings. The picture

deserves something much better to attract

those who would take pleasure in its peculiar

and unusual quality.

The devil, it appears in this tale, spent a

good deal of time in New Hampshire back

in the 1840's, where he went by the in-

diginous name of JNIr. Scratch. The Old
Scratch had his eye on Jabez Stone, and
managed to make so many distressing mis-

fortunes happen to him that the young
farmer was finally ripe to try anything that

would change his luck, even to signing a

compact to give up his soul for all that

money could buy — for a period of seven

years, renewable under certain conditions.

The compact worked, according to its

terms, and mone\- lirought the young farmer
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James Craig and Walter Huston in "All That Money Can Buy"

a great many things he thought he wanted,

including a fabulously grandiose mansion

and the power of the rich over the poor. It

brought something he hadn't foreseen, a cute

she-devil from over the mountains who had

her own feminine streak of the old nick in

her. But it brought no happiness, no peace,

and young Stone became the least satisfied

as well as the meanest man in the country-

side.

Daniel Webster, meanwhile, was becom-

ing more and more one of the great men of

the young United States, and held in great

honor in New Hampshire. Old Mr. Scratch

tried a few wiles on him, but to no satis-

factory effect beyond getting him sleepy

sometimes with too much Melford rum.

Webster had been a great hero to Jabez

Stone before the devil came along, and kept

in touch with the Stones partly because their

little boy was his god-son. So when the

seven years were up, and Mr. Scratch

brought up the contract with demands for

its final fulfillment, to which he added a de-

mand for the little boy, Webster was on hand
to make a legal contest of it, before a court

and jury made up of some of the choicest

spirits among the damned of American his-

tory.

Could Daniel Webster, with his oratorical

splendor and his fervent belief in America

as a free and undivided nation, beat the

devil? Of course, and his speech to those

unhappy ghosts, stirring memories in them
of the more innocent days before their dam-
nation, rings with overtones that mingle

significantly with things people are thinking

about today.

Fantasy is a tricky thing to handle in the

movies, particularly fantasy with such solemn

fundamentals as good and evil in their battle

for human souls. The Faust theme has in-

spired some of the greatest geniuses of liter-

ature, and Mr. Benet put himself into com-
petition with old masters when he set about

adapting it to American soil. It is somewhat
astonishing that a movie producer should

have though it a profitable venture to put
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upon the screen, and the result, in its mo-
ments of highest success, is even more
astonishing. The problem of weaving the

supernatural into such homely naturalness as

an old-fashioned New Hampshire farm-and

-village setting is a ticklish one, challenging

the belief of audiences and tempting them to

the kind of laughter that comes from the

shock of surprise and from suddenly being

confronted with something their common-
sense doesn't instantly accept. One of the

triumphs of this him is that the appearance

of the devil, recognizable as the spirit of evil

and yet with all the outward aspect of a

human, if eccentric, being, always slip in

naturally, and once that is accomplished the

whole foundation for belief is laid. Without
that the weird scene where the girl brings

her ghostly friends from Over the Mountains
to the ball, and dances her eerie death-dance

with the village miser, would seem grotesque

and meaningless, and the final climax, where
the spirits of evil men out of the past troop

into the shadowy barn to decide the outcome

of the fight between Webster and the devil

for Jabez Stone, would have no foundation

at all to rest on.

Two actors and the director must be

credited with the high-spots of this picture.

Walter Huston's devil is an extremely vivid

and persuasive combination of Yankee and
mediaeval demon — amusing but not to be

taken as a joke, sinister but not too horrible.

Edward Arnold's Daniel Webster keeps the

picture's feet on the ground, giving it a solid

basis in American life and creating a portrait,

dignified but never pompous, warm and hu-

man, of a great American. Jane Darwell is

also notable in keeping New Hampshire alive

and admirable. Probably no more difficult

part has come along in a long time than the

young farmer, who turned from such a fine

young chap to the meanest of the mean. It

needs to get pretty detestable, and yet hold

enough sympathy so that you really care

whether he goes permantly to the devil or

not. James Craig looks the part perfectly,

and acts it as well as anyone you could easily

imagine. John Qualen makes a memorable
sketch of a tortured soul that knows it is

lost, and Simone Simon — if you can dis-

associate her from former parts — is pecu-

liarly right for the disturbing girl from far

away. J. S. H.

7

Movies During the

Dog Days

THE heats of the summer were pleas-

antly banished from mind with the

arrival of several very entertaining film

comedies. The most unusual of them was.

the new Walt Disney opus. The Reluctant

Dragon. It is a feature-length picture inter-

spersed with cartoons of which the last, based

on a fable by Kenneth Grahame, gives the

movie its title. Robert Benchley, who pretty

well dominates the screen throughout, starts

for the Disney studios at the persistant

urgings of his wife to sell Mr. Disney the

idea of making the tale of The Reluetant

Dragon into an animated cartoon. There,

in attempting to elude the services of a pesky

youngster with a travel-catalogue mind, into

whose custody he has been placed, Benchley

takes refuge in different departments of the

home of Mickey Mouse and amuses himself

and the audience watching the craftsmen

and the artists working the sound effects and

the cameras, creating new characters and

drawing the plates destined for new films.

As a documentation of the almost infinite

processes needed to make an animated car-

toon the picture is of absorbing interest ; but

added to that we have Benchley's drollery

at its best and some of the wittiest cinema

devices to come out of a studio. The first

section of the film, for instance, is in black

and white, but when Benchley stumbles into

the Technicolor workshop the picture turns

to color from then on. The film is also the

occasion for the debut of several new cartoon

characters, among them Casey Jones Junior,

a locomotive with a personality. Baby
Weems, an infant of staggering cerebral en-

ergy, and finally the gallant Sir Giles and

the poetic Dragon who abhors cruelty and
fighting. The cartoons distributed through

the picture are all neatly worked into the

framework of Benchley's Odvssey in search

of Mr. Disnev through the never-never

world of the film studio. In the sound re-

cording room we find the technicians dub-

bin<7 in the toots and whistles and gurgles

and grinding brakes as Casey Jones Junior

flashes on its journey in a black and white

cartoon. Donald Duck instructs Benchley

in the art of cartoon walking in the animat-
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ing studio; the tale of Baby Weems is told

by means of still drawings in the sanctum
where ideas are thought up; the drafting

studio provides the opportunity for seeing

the side-spHtting film called "How to Ride

a Horse." And when at last Benchley finds

Disney in the preview theatre he sees the

story he has come to sell already finished

and presented in one of the most delightful

animated films Disney has made. The Re-
luctant Dragon has almost everything, orig-

inalty, technical magic, tunefulness, exquisite

wit, instruction and beauty, all molded into a

joyous, integral work of film art.

The Marx Brothers in what is reported

to be their last film tear through the The
Big Store as detectives hired to protect the

life and Hmbs of a young man who has in-

herited a half interest in the business. This

the manager of the store is determined to get

for himself. The villain of the piece suffers

the appalling fate of being sleuthed after by
the mad trio, not to mention the shattered

nerves of everyone else in the cast who
crosses their path. There is a very tricky

scene exploiting Harpo's musicianship.
Dressed in bob-wig and brocaded coat in a

mirrored rococo room he plays a string trio

all by himself, the different instruments be-

ing used by his several supposed reflections.

The brothers have added nothing new to

their bag of tricks but they seem to have

augmented the old standbys and bring tliem

all to a mightv conclusion in the chase

through the store via chandeliers, roller-

skates and single wheel bicycles. The film is

no Marx masterpiece but it packs plenty of

laughs.

Fantasy is admirably used in three other

comedies, All That Money Can Buy, (which

is treated at length elsewhere in this mag-
azine), Tom. Dick and Harry and Here
Comes Mr. Jordan. Tom, Dick and Harry

is a sparkling- bauble for Ginger Rogers to

display her dexterity with, abetted by the

solid talent of George Murphy and Burgess

Meredith. The plot is of the wispiest, con-

sisting of the problem that faces a lass con-

fronted with proposals from three gentlemen

whose respective virtues are dependability,

wealth, and joyous recklessness. The novelty

is the presentation of wedded life with each

of the men in dream sequences which are

excellent in both sets and satire, although

after one has seen a couple of them he may
realize there can be too much of a good thing.

Thanks to fine direction and the superb skill

of the cast—Miss Rogers certainly loses no
prestige as a splendid actress in this movie
—all the pitfalls that threaten a film of this

kind are adroitly avoided.

Here Comes Mr. Jordan uses a super-

natural turn as part of its plot. The film is

rich in humor, poignancy and a fine array

of talent in all departments. Robert Mont-
gomery does a bang-up job playing the part

of a prize-fighter of promise (his body was
in the "pink" as he never tires of pointing

out after his demise) who falls in a plane

crash and finds himself on his way to the

next world because the collector of souls in

his territory, a tyro at the job, has gathered

his soul to Abraham's bosom fifty years too

soon. When it transpires that the original

Montgomery remains have been cremated

before he can get back, Mr. Jordan, the

heavenly supervisor of all this soul garnering

(well played by Claude Rains) tries des-

parately to make things right by getting the

pug another body, to be vacated by a gentle-

man whose time has come, in which to spend

his remaining half century. The hunt for

the satisfactory corpus and the readjustment

of the hero to new situations and old pals

provide hilarious moments alternating with

passages of depth and emotional potency.

This delightful film for all its freshness

and apparent effortlessness is a remarkable

compound of taste, control and cinematic art

which reflects no small glory on Alexander

Hall, its director, the star and the rest of the

people who made it.

We could hardly have expected a season

so fraught with world alarms to get by with-

out a few films inspired by the international

situation. Of the better ones the picture

most serious in content is The Story of the

Vatican, an excellent documentary film of

six reels made by the March of Time. As
an explanation and survey of one of the re-

maining free and sovereign states in Europe

that plays an important part in world

diplomacy and international thought, the pic-

ture is both timely and absorbing. By means

of fine photography and an eloquent nar-

rative bv Monsignior Fulton Sheen of
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Catholic University, the background, history,

points of artistic interest and the current

activities of the earth's smallest principality

are unfolded in enthralling fashion. The

various high personages of the papal house-

hold come before the camera's eye as well

as the libraries, the galleries, and all the

modern departments needed to run the city

and care for the perishable treasures that

enrich it as a center of learning and culture.

Definitely the film has vast value in dissem-

inating a proper picture of a unique mon-

archy which daily plays an important role in

the affairs of war-torn Europe and governs

the spiritual life of so many millions of peo-

ple everywhere.

The best of the out and out propaganda

films were Man Hunt and Sergeant York.

Man Hunt is the grim story of a British

Captain who stalks Adolph Hitler in his

Alpine retreat. He gets caught just as he

draws a bead on the dictator's breast-bone

with a telescopic rifle and his captors demand
he sign a confession implicating the British

government in the attempted assassination.

Since the captain's brother is a high cabinet

officer in the government that was trying

to keep the peace of Europe the results or

such a confession by so highly placed a man
would be disasterous. The captain refuses,

is tortured, escapes and is the victim of a

terrifying man-hunt by the Gestapo througii

Germany and later England. The fascinating

problem of international intrigue and the re-

lentless chase ending in incarceration in a

small cave near Lyme Regis in England,

based on Geofl^rey Household's thriller

"Rogue Male," loses much of its original

force by being diluted with a love interest

written in to supply Joan Bennet with a role

as a cockney doxy who hides the captain in

her flat and is later murdered by the Gestapo

for her complicity. The film was given an

expensive production and good actors but

the swift terror of the book was watered and

slowed down by the director's preoccupation

with patent propaganda and the romantic sop

that it is felt necessary to throw to the

public. The sections of the picture that deal

exclusively with the theme of the film are

always good and cinematic. It has a splendid

opening. And Walter Pidgeon and George

Sanders, who are the antagonists, do a fine

job of characterization as the two sportsmen,

one thrilled by the chase, the other by the

blood, but both ardently devoted to the ideals

and the systems that formed them. The
other characters were taken out of Holly-

wood's files marked "Staunch Britishers"

and "Brutish Nazis" and disposed in the film

like furniture.

Sergeant York spotlights one of the most

spectacular American heroes in the first

World War. He appears as the symbol and

glory of Democratic intrepitude and re-

sourcefulness. Neither talent or money has

been spared to make the film a stirring re-

minder of the national conscience in time of

peril. Throughout, there is implied the

parallel between the present emergency and

the forces that sent our men across the seas

in 1917. Gary Cooper as the star gives the

film life and coherence in spite of a rather

slow and rambling start, fake scenery and

an all too obtrusive musical score. The
painted drops that appear now and then are

the more astonishing when it is realized the

large amount of money devoted to the pro-

duction. But in spite of the faults that may
be found with it, from the time York enters

the army to the end, the film shakes off its

lethargy and becomes quite wonderful in the

splendid battle scenes wherein the Sergeant

performs his amazing capture of a horde of

prisoners. Cooper as the conscience-troubled

pacifist from the mountains of Tennessee

and finally as the efficient strategist and
marksman who is convinced of the rightness

of his cause gives an inspired and character-

istically expert performance.

Turning from the cosmic dreadfulness of

modern fire and sword we have an excep-

tional film brought over from England de-

voted to a social crime in Wales. Grim and

bitter and beautiful by reason of its theme,

its fidelity to human nature and the vast

artistry employed in its making, TJie Stars

Look Dozvn compels the deepest emotions

and a sereing introspection that should be

tonic for the general indifference common to

most of us. It is an unvarnished and un-

relieved parable about a miner and his

educated son who fight for the safety of their

own people working in coal shafts that are

endangered by a nearby body of water.

Neither the Union or the owner will admit
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that the danger exists, and the men, finally

demoralized by want and growing disbelief

in the wisdom of their champions, go back to

work and destruction when the mine caves

in. The story is woven with all the richness

of detail and characterization that is peculiar

to the best British films and is controlled by

a . rigid fidelity to theme that admits of no

unessential businesses to distract or reheve

the over-whelming tragedy brought on by

carelessness, deceit, selfishness and self-de-

lusion of men that nothing can purge but

blood and tears. There is victory in the film

in the midst of the sorrow and the disillu-

sionment, ironic but splendid, as the hero

bereft of everything girds himself to the task

of drawing good out of the evil both the

union and the owner and the confused

miners had brought down on each other and
themselves. Acting and direction and the

other technical crafts have fabricated a film

of this splendid story that unerringly draws
out of its black pitifulness a rich spiritual

beauty. A. B.

Futures

Now that summer is on the wane and it

is too dark to get in some golf or what-

have-you after supper, we will all be turn-

ing to the movies and the coming movies

promise good entertainment for the months

ahead, after reading about some forthcoming

releases. Comedies, especially those taken

from proven Broadway plays, appear often

in the lists, but the producers have everyone

in mind and their announcements will in-

clude many types of films to suit the many
box-office tastes.

On Broadway, Frank Capra is said to be

eyeing the sweet old ladies who pass out

poison so graciously in "Arsenic and Old

Lace," which is a radical shift from his

Deeds-Smith-Doe character. Claudette Col-

bert is to romp through the Gertrude Law-
rence role of "Skylark" under Mark San-

drich's direction. Joseph Von Sternberg is

directing "Shanghai Gesture" which is long

in coming to the films since Florence Reed
played it. Bette Davis will switch over to

comed\' again for "The Man Who Came to

Dinner" which will also include Montv
Wooley from the Broadway cast. Many oF

the musicals, including "Louisiana Pur-

chase," "Panama Hattie," "Lady in the

Dark," the old favorites, "Smilin' Through,"
and "The Chocolate Soldier," and even that

madhouse, "Hellzapoppin" have been bought

by the movies and are in some stage between

footlights and klieg-lights.

King Vidor, who directed The Citadel so

well, is now working on the film version of

John Marquand's "H. M. Pulham, Esq."

Vereen Bell's novel, "Swamp Water," will

star Walter Huston, will boast a screen

adaptation by Dudley Nichols, and will be

under the direction of Jean Reno'r, the emi-

nent French director of Grande Illusion.

Much is to be expected of "The Magnifi-

cent Ambersions" in spite of the age of the

book for, although it won the Pulitzer Prize

for Booth Tarkington as long ago as 1919,

that dynamo, Orson Welles, is directing and

producing it. In light of his Citizen Kane,
this one will certainly be up-to-the-minute.

Then there will be Sam Wood's (Kitty

Fovle and The Devil and Miss Jones)

"King's Row" and Cecil B. DeMille's

"Reap the Wild Wind."
And the nation still eagerly awaits the

new Garbo coiffeur, the Garbo sones. and
the Garbo double role in the untitled picture

with Melvyn Douglas and Constance Ben-
nett. The production enshrouds itself in

mysterv. but every little item that slips out

about it whets our anxietv so much more.

That is ius<- one more reason why the winter
movies will be welcome.

NEW YORK UNIVERSITY, School

of Education in cooperation with the

National Board of Review of Motion Pic-

tures offers for the 8th year its course on
The Motion Picture. Given by well-known

lecturers and richly illustrated with inter-

esting and unusual films this course covers

the whole field of motion pictures—artistic,

technical, educational, and social. It is a

practical course for the teacher, social work-
er, or layman. This year special attention

is to be given to the use of films in national

defense. The class meets Thursday evenings

from 6:15 to 8:00. For complete details

write to Professor Frederic M. Thrasher,

New York Universitv, Washington Square,

New York Citv.



IT has been suggested by several corres-

pondents that Councils might devote some
part of their meetings to the reading of these

reports for the benefit of those members who
may not have access to the Magazine. The
suggestion, of course, is seconded by us for

we feel that it strengthens the belief in the

worthwhileness of the community work to

know that others are doing like work, and
too new ideas may be gained from the dif-

ferent ways of doing things used by different

groups.

THE Cleveland Cinema Club presented

its Fourth Annual Motion Picture Fes-

tival last May 9th and 10th with splendid

support from the community. The morning

of the first day was devoted to a symposium

on the "Effects of Motion Picturi^s on Mod-
ern Problems" Under tlie six subjects were

discussed — "Effect of Boystown on our

Youtli" bv the Cleveland Director of rec-

reation ;
"Influence of Hollywood on Present

Day Styles'" by a representative from one

of the local department stores ; "Films in

Visual Education" by a teacher at the John
Hay High School ; "Motion Pictures and

Life" by a feature writer of the Cleveland

Plain Dealer
;
"Importance of Motion Pic-

tures to College Students" by a senior at

Flora Stone Mather; "Value of News-reels"

by the Manager of the Telenews Theatre.

This last subject was illustrated by a ten-

minute film How A Nctvs-recl Is Made.
Then followed a hmcheon with three

speakers, one of whom was the Division

Manager of Loew's Cleveland Theatres,

showing again the interest of the theatre men
in the Festival. Another was a minister

from one of the local churches who stressed

the need for escape motion pictures with en-

tertainment values not to be overlooked, and

"he complimented the Cinema Club on its

attitude toward censorship," writes Mrs.

Richard K. Jones president of the Club. In

the afternoon there was a showing of the

exceptional documentary film Power and the

Land, a storv of the Ohio Parkinsons, made
by the U.S. Rural Electrification Adminis-

tration. Paramount Studio provided a special

preview of / Wanted Wings for the evening

entertainment. The second day, Saturday,

was youth day, on which nine Playlets dem-
onstrating the work of the Cinema Junior

Clubs were presented by Club members from

the various schools. The Cleveland Public

Library arranged a Library Exhibit and

time was given by four radio stations for

Festival broadcasts.

A summary report on the Springfield

(Mass.) Motion Picture Council from

its corresponding secretary, Mrs. Wesley K.

Simes, interestingly tells of many activities.

We quote from it enough to indicate the

extent of their work : "Our Council has been

organized about ten years. By the spring

of 1940 its 115 delegates represented 85 dif-

ferent clubs. The aim of the Council has

been to stimulate public support of the best

in motion pictures by means of education

and information. Toward this end the Coun-

cil has assisted in the formation of appre-

ciation groups in schools, churches and clubs.

We have kept informed of local affairs that

concern motion pictures. Many of our mem-
bers are attending the Film Series, presented

by the Springfield Adult Education Council,

and we have publicized it through our mem-
bers and radio broadcasts, believing it to be

a worth-while experiment in Adult Visual

Education. The Chairman of the Educa-

tional Committee, besides keeping close

contact with appreciation groups already or-

ganized and assisting in the organization of

new groups, maintains an extensive infor-

mation service. This material supplementing

that in the local libraries, gives last minute

information to those needing it. The Com-
mittee publishes each week in the local Sun-

day paner a list of pictures classified as to

suitabilitv.

"The Council keeps informed of legislation

which throu"-h its effect on the industry

affects the theatre patron. It followed the

Neely Bill with interest, and sponsored three

debate and discussion meetings during which

both sides of the argument were presented.

Through its Telephone Committee it is pos-

sible to contact members on short notice for

11
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special prevues and other matters of im-

portance. Our Contact Committee Chairman,

arranges with local managers for prevues

whenever possible, and through her efforts

and her committee members local theatres

cooperate closely with the work of the Coun-
cil. In a few isolated cases the Council has

asked that certain theatre programs be

changed and the managers have cheerfully

cooperated. Recently there has been little

need for censorship locally, and our emphasis

has been on boosting the best rather than

criticism — and our local situation is as a

whole most satisfactory. Our new Radio
Chairman is presenting an interesting series

of fifteen minute broadcastings during which
late releases are reviewed and topics of film

interest are discussed. Two different Council

members take part each week, and thus the

circle of listeners and friends grows. We
feel our opportunity for growth and service

in these trying times is greater than ever

before."

MRS. ARTHUR D. KERWIN, presi-

dent of the Greater Detroit ]\Iotion

Picture Council, in writing of one phase of

the work of their Council says — ''We are

progressing nicely with our Cinema Clubs

in the schools, and I am happy to report

the interest and enthusiasm these young
people display in the study of motion picture

appreciation."

THERE is increasing interest in the use

of the radio for publicizing in the com-

munity the work of a Council and it is good

to have Mrs. E. H. Kennard, chairman of

the Ithaca (N.Y.) Better Films Council re-

port that in her university town they have

a five to ten minute broadcast every Tuesday

over the local Cornell station.

ONE feature new this year in the meet-

ings of the Communit}^ Film Council

of Chew Chase, (Md.) we learn from ]\Irs.

Elmer Stewart, the president, is a Current

Events report. Airs. W.W. Chapin. who
was previous president, is the chairman. To
provide motion picture items of interest she

uses various kinds of material including

newspapers, educational and trade journals.

When these current events reports were dis-

tributed after a meeting there were requests

for more, so it seems to be a good idea put

to service. We hear often from those in

community work of husband cooperation.

Mrs. Stewart's we pass on as helpful. She

says
—"My husband and I purchased a small

mimeograph machine for his Boy Scout and

Sunday School work and my movie work."

Thus we can see how this material could be

distributed at meetings without great cost,

just willingness to give the time and effort.

MRS. O. D. BARTLETT has been re-

elected president for the fourth year

of the Atlanta Better Films Committee. The

Committee's present membership niunbers

250 men and women active in over 500 civic,

religious, educational, welfare, patriotic and

study groups throughout the city and sur-

rounding towns. Its object briefly re-stated

by ]Mrs. Bartlett covering numerous activi-

ties is to promote clean, stimulating and

educational entertainment by building up

discriminating audiences and to disseminate

information regarding pictures by speakers,

telephone, letters and cards, radio (broad-

casting every Wednesday night at 7 :45 over

local station WATL), as well as library,

church and school cooperation.

THE Philadelphia ^Motion Picture Forum
holds two large luncheons a year at the

Bellevue-Stratford Hotel. For the 1941

spring luncheon the speakers were J\Ir. Hal

Hode, an executive of Columbia Pictures

Corp. talking on "The ]\Iovies and Your

Children" and Mr. Richard Griffith of the

Museum of Modern Art Film Library on

"Pictures That Have Been Milestones in

IMotion Picture Progress." They were intro-

duced by j\Irs. Charles T. Owens, Forum
president and addressed an audience of

several hundred.

TWO Councils in the ^Nletropohtan N.Y.

area also had spring luncheons bringing

their work before large groups at the sea-

son's end. One was the Motion Picture

Council for Brooklyn, of which Mrs. Lewis

P. Addoms is president. The interest of city

officials was shown through the participation

in the program of an Associate Superin-

tendent of Schools and a Judge of the Court

of Special Sessions. A couple of young

screen celebrities provided the glamour
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touch. An attractive souvenir folder told

of the Council, its organization and purposes.

The other was the Motion Picture Council

of Central Queens (Long Island, N.Y.).

This group came into New York City meet-

ing at a hotel on 45th, a leading theatre

street. Representatives of motion picture

companies and national organizations were
guests. Mr. Harold Janecky, New York
District Manager of the Skouras Theatres

Corporation, praised Councils for their con-

structive community work and told of the

exhibits currently appearing in the lobbies of

Skouras Theatres in connection with their

good-neighbor campaign. Here's an idea

worth cooperating with if undertaken by
theatres in other communities, perhaps even
of suggesting. Mrs. Dean Gray Edwards,
president of this Council, was mentioned
in the May issue of the Magazine as author

of "Hand-book for Previewers."

IT is good to pass a job well done on to a

successor and that is what Mrs. Elmer

J. Giesen, retiring from the Better Films

chairmanship of the the Drama Club of

Evanston, (111.) is doing when she writes

—

"Having done this work for the past two
years, and having instigated the movie esti-

mates in our weekly periodical, it is with

keen regret that I am giving it up, but I do
feel I have done my duty, and someone else

should be enjoying the work, and it is en-

joyable to know our movie estimates are

read by the mothers and children before they

attend the picture theatres in Evanston."

A splendid kind of cooperative activity is

reported by Mrs. Elmore Godfrey, Jr.

President of the Knoxville Motion Picture

Council when she writes
—"Our Council has

a membership in the Knoxville-Knox County
Adult Education Council and is participating

in public forums conducted by that Council

on topics of interest to our community."

MRS. A. J. SALEEBY as Motion Pic-

ture Chairman of the Vermont Feder-

ation of Women's Clubs, at the annual con-

vention, May 27th—29th, prepared a table of

helpful literature on motion picture study

for display and distribution. She felt that it

was worthwhile to do this as there had been

a great deal of interest in such material the

year before, with the table emptied and in-

dication throughout the year that it had been

put to use. Speaking of her own community,

Johnson, Vermont, she says
—"The member-

ship of our Women's Club is made up of

representative women—many of them mem-
bers of the faculty of the Normal School or

former teachers. As a town we are movie-

conscious and have opportunity to see the

newest and best pictures."

MRS. HOWARD S. SHEPARD, Presi-

dent of the Worcester (Mass.) Better

Films Council, like many other club leaders

finds hers a year-around job. She writes

that the Movie Digest appearing in two

Worcester papers each week is a compilation

of the opinions of those who have previewed.

It requires about three hours of work each

week and is continued throughout the year

with no time out for vacation.

MRS. W. G. KERR. Motion Picture

Chairman of the Allegheny County

(Pa.) Federation of Women's Clubs, writes

—-"Our list is used in the Pittsburgh Press

and I prepare a little list of titles that I give

to our members. Of course it lacks all des-

criptive material, but I feel that it takes up

less time at the meeting than reading a list

would, and too the women like it." She

further writes
—

"I am happy that you are

listing the starred pictures first in your Mag-
azine and Guide, it simplifies the work as

you can readily see. I ask the women to at

least read the ones with the stars at their

regular club meetings."

IT
might be worthwhile for Councils to con-

sider extending their motion picture ap-

preciation to groups not likely to be reachea

through the various organizations repre-

sented in the Council or through the schools,

where so many Councils are now exerting

their influence and efforts.

This thought is prompted at this time by a

letter from Miss Kathleen Crowley, Director

of the Waterbury (Conn.) Girls' Club, and

a member of the National Advisory Council
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of the Board. Her letter contains comments
made by the girls to some of the teachers

when asked to record their judgments on

pictures. The majority of these girls work
in the factories. Here are a half dozen from
those in the sewing classes: "I don't have

time to go to the movies"—"I go when I

haven't anything else to do"—"Let me see,

I know I saw several good movies but I can't

remember the names"—"I don't care to go

to the movies"
—

"I like them but I soon for-

get them"—"I stayed to see The Philadel-

phia Story twice because I liked the fashions

in it and I noticed more details the second

time." As this is followed up the responses

to come will doubtless show more discern-

ment. Wider questioning into the whv and
what of movie going among groups of this

kind with some thoughtful leadership would
add up to finer audiences.

<
'

'

I
HIS has been the first year of a

1 Motion Picture Committee in the

Montpelier (Vt.) Woman's Club," writes

Mrs. Perley P. Pitkin, chairman, "and I

have had to go rather slowly, as it was all

experimental. I really feel I have made a

step in the right direction, as both theatre

managers and club members are pleased. I

have already asked our theatre manager to

speak at our High School assembly on some

of the ideas he would like to get across. He
hasn't said no !"

SOjME visitors from motion picture groups

to the National Board of Review this

summer were : J\Irs. A. F. Burt, Honorary

President of the Better Films Council of

Greater St. Louis ; Mrs. C. M. Beecher,

member of the Columbus Motion Picture

Council ; Mrs. James A. Craig, founder of

the Jacksonville IMotion Picture Council

;

Mrs. Will Prichett, Treasurer of the Knox-
ville Motion Picture Council ; ]Mrs. Charles

T. Owens, President, Mrs. B. H. Poucher,

2nd Vice president, Mrs. Thomas H. John-

ston, Program Chairman, of the Philadel-

phia Motion Picture Forum ; ]\Irs. H. Ulrich

of the Rochester Better Film Council ; Mrs.

Mina C. Brann. of Cabin John, Maryland;

Mrs. Charles Fox Long, Wilkes Barre,

Pennsylvania. There were not so many
vacationers New York way this summer,

with the World's Fair of 1939 and 1940 no

more. AVe are happy at all times to welcome

Council members when they come to New
York, to talk with them and have them take

part in the work of the Board.

EE page 27 for the announcement of two

new lists.

18th ANNUAL CONFERENCE OF THE NATIONAL BOARD
OF REVIEW

Hotel Pennsylvania, New York City, November 13th to 15th, 1941

THIS conference commemorates the 25th

year of organized community work in

connection with motion pictures, begun by

the Board in 1916, which should give it a

special interest to those of our readers who
have been doing this work as leaders and as-

sociates. We hope many of you will be here

so that you can join in recalling what has

been done in the past and in consulting to-

gether about what ought to be and can be

done in the future. A quarter of a century

has proved the value of this work and the

need for its continuance and further growth.

There will be, as usual, talks on subjects of

current interest related to the motion picture,

film showings, and a luncheon with notable

figures from the movie world as guests, but

for those who are active in the Councils we
put particular emphasis on the community

work, and we trust that a large number of

you are already making plans for being in

New York in the coming mid-November.



Welcome to the Juniors

THE National Board's purpose of unify-

ing an intelligent citizen opinion on films,

and helping this attitude to register at the

box-offices of the country, and of raising the

general critical standards of the public, has

naturally looked a lot toward the fertile

ground of educational institutions. The
Board has always sought to cooperate with

schools in every way possible, and in 1931

it began its meetings of the Young Review-

ers, which gave typical school students in and

around New York an opportunity to voice

their feelings about individual films, feelings

which have been followed by many of our

readers with great interest. Soon after, it

was found that many schools, Hbraries and

community centers were forming clubs for

the study of motion pictures, each one having

dififerent ways of functioning perhaps, but

each being unified by a common purpose. The
Board therefore brought them together under

the banner of the National Association ot

4-Star Clubs and has served as a source of

information and clearing-house for sugges-

tions since then. The association began its

own official publication, the "4-Star Final,"

held an annual conference of its own as well

as participating in the Board's annual con-

ference, and sponsored contests among its

membership which furthered the aims of the

Board as well as the individual clubs. The
Board has been proud of its growing junior

membership, and, with this issue, is giving

it a regular department in the Magazine

wherein its activities and opinions may be

reported upon and which will replace the

"4-Star Final."

It has been found that the tastes of the

students coincided with the adult tastes of the

Review Committee so closely that the reviews

of films printed in the "4-Star Final" had the

same points of departure as were represented

in our Magazine. At the same time, the

student activities are of considerable interest

to all of our subscribers who work with local

Motion Picture Councils or who are actively

or passively following the relations of the

movies with the younger generation. For

these reasons, it should be advantageous to

all to have the "4-Star Final" incorporate it-

self with the Magazine as an operating de-

partment. Welcome, then, to the Juniors!
^ ^ ^

IN this initial appearance of the department,

it would be well to give a brief outline of

the growth and operation of these clubs, so

that our readers may be fully acquainted with

the background of the new department.

They are a spontaneous growth out of the

student body, in answer to the students'

desire to learn more about films. They are

self-governing although generally having

some adult serve in an advisory capacity, and

attempt either to make their own films which

will be of especial use to the school, or to

study the commercial movies with their own
eyes, writing and publishing their own criti-

cism, advertising the worthwhile features

playing in their neighborhood, and studying

the branches of film production as carried on

in Hollywood in order to better equip them-

selves to judge films. In every case, the pur-

pose of the clubs is to work for the improve-

ment of pictures by patronizing only the bet-

ter pictures, thereby making their opinion felt

at the box-office, the most vulnerable sense-

organ of the producers. In this way, the

clubs are closely linked with other branches

of the Board's work.

The students also make an effort to link

movies with their courses of study, tracing

out the efifect of movies on various phases of

civic life, learning from educative properties

which are inherent in many commercial films,

as well as promoting the use of non-enter-

tainment films in the schools as instruments

of visual instruction. Typical samples of

their work will be found in the speeches given

at the last conference which are printed below.

This newly formed junior department of

the Magazine will inevitably bring in mate-

rial pertaining to junior criticism of current

films, which is of great interest to all movie-

goers. It would therefore seem logical from

15
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time to time, to report on the activities of the

Young Reviewers, the Board's group of chil-

dren, aged 8 to 14, who preview a film about

every ten days during the winter and register

their opinions on ballots as well as in a gen-

eral discussion which is led by one of their

own members. This group already has a

backlog of experience in judging films which

commands the respect of all. Certain trends

appear in their reactions to films, but they

also make unlooked-for remarks in certain

instances which reveal much about their view-

point which adult critics may fail to appreci-

ate. The new department will therefore

record their opinion when it is of sufficient

interest, and will welcome any revelant mate-

rial on children's criticism which any of the

Magazine's readers care to submit.

^; ;ic

Two 4'Star Club Contests

Sixth Annual
"Make Your Own Movies Contest"

A S^Y film made during the scholastic year

of 1941-42 by a club affiliated with the

National Association of 4-Star Clubs is elig-

ible for entry in the contest.

There will be a first award of a silver en-

graved cup, and honorable mention.

The closing date of the contest shall be

April 15, 1942, on which day all entries must

be in the office of the National Board of

Review.

The winning entries will be shown at the

Annual Spring Conference of the 4- Star

Clubs in New York City.

"Film Review Contest"

^A^NY 4-Star Club member can submit one

or more reviews of any film or films he

or she sees, from now until the end of the

scholastic year.

As soon as a review is written, it should

be sent to the office of the National Board of

Review.

The best reviews will be printed in the

Magazine and copies will be sent to the auth-

ors of the published reviews.

At the end of the scholastic year, in May
1942, a cash prize will be awarded to the

member who submitted the best review of all.

4--Star Club Conference

^HE following talks were presented by

school representatives at the Fifth Annual

Spring Conference of 4-Star Clubs,, held at

New York University on May 24th, 1941.

They should provide helpful suggestions to

similar groups as well as be of interest to

older readers of the magazine.

"Movies for Enjoyment"

by Paul Garrett, Jr.

White Plains (N. Y.) High School

Motion Picture Club

"^HIS winter the Motion Picture Club of

the White Plains Senior High School has

been presenting a series of short features

during the lunch group periods. Everybody

in our high school has a 25-minute respite

before or after lunch. During the winter we
must sit in the auditorium doing nothing.

Our school of more than 2,000 is too crowd-

ed ; there is not any free room large enough

to allow any activity to go on during lunch

group periods, not even gyms. Thus we sit

in the dreary auditorium for almost half an

hour. To help make the time go faster, the

Motion Picture Club thought of showing
short features. These were all varieties

—

March of Time, popular swing bands, com-

edies, sportlights, cartoons and travelogues.

This is the way we attacked the problem.

We obtained a few dollars from the General

Organization so we could rent five shorts.

One week we presented them to the students

and they were received so very well that we
went ahead and worked out this plan. Dur-

ing a regular assembly we showed a full

feature film, // / Were King. We charged

ten cents admission to am-one who wanted

to come. It was made extremely clear that

all money raised at this program would go

to rent lunch-group pictures for the remain-

ing winter season. We took in $97.05. This

sum was more than adequate.

Many teachers told us how the movies

seemed to quiet the students down for the

afternoon classes. The cafeteria director

said that the table manners improved. We
students liked them for they broke up the

regularity of the school day. Sometimes, in

a pleasant wa}^ we learned something as in

the ]\Iarch of Time pictures, travelogues or
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sports, and even in the musicals. Our idea

was to show only the best movies.

After Easter vacation, the weather per-

mitted us to enjoy the fresh air out-of-doors

on the campus—so ended our movies until

next October.

To see what the students wanted for next

year, we distributed questionnaires to every-

one and obtained some very interesting ans-

wers. Every teacher was also asked to fill

one out. Of the 85 teachers, only six said

positively no. I will quote two of them

:

"Must we entertain the students? Is it too

much to ask them to sit without entertain-

ment for 25 minutes? What educational or

even cultural value do films have?" Every
teacher has at least one free period every

day as well as before and after school. But
some still feel slighted. "The only free min-

utes in the whole school that I have for

relaxation. i\Iust I give it up for some out-

rageous cartoon?"

We also found there was a solid block of

one department opposed to the idea. What
department was it?—the Latin Department.

The principal of our high school and the

General Organization have asked us to take

complete charge of the noon hour program
next fall. I would like to give you some in-

side advice. Before you start, be sure you

want it for there is plenty of work in produc-

ing a satisfactory program, for we already

had the experience.

"The High School Films for
Democracy"

by Tina De Rose

East Side High School Photo Patrons Club,

Newark, N. J. (This club won the 1941

Make Your Own Movies Contest.)

"Y^E, the Photo Patrons of East Side High
School, were indeed flattered when

selected by the Junior Red Cross as a typical

American high school. We made a film for

them, ran a show, and made enough money
to donate this film outright to the Red Cross.

We feel now that the film was a good picture

for Democracy, since it shows the workings

of Democracy in an American high school.

Unfortunately, due to conditions abroad,

the Junior Red Cross was unable to fulfill

their intentions of showing the film in various

European countries. Nevertheless, the film

was a great success wherever shown. The
Red Cross expects to send it throughout the

Americas.

Inspired and confident because of the suc-

cess of our first offering on Democracy, we
immediately began contemplating a plot for

a second one. Desiring an appropriate story

and one of general interest, we unhesitatingly

chose the present European situation as a

background. We made a film showing con-

ditions abroad under a dictatorship contrast-

ing with life under a democracy as tnty are

in America. There is also a love attair woven

through the entire plot. We tried to stress

that Democracy is the best form of govern-

ment, and we hope that we have succeeded.

We also made recordings of the characters

speaking, with music for the background, to

suit the various scenes.

After five months of hard thinking and en-

joyable work with wholehearted cooperation

from all, we finally emerged with a satis-

factory plot and shooting script. Immediately

we were confronted with the production of

this film. It took a great deal of courage

and firm determination to overcome the vari-

ous obstacles that arose.

This morning we are very pleased to show
you the film that secured us first prize : the

Red Cross film, Our High School. We hope

to show you our film on Democracy at the

next Conference.

^ ^ ^

"The Effect of Movies on
American Life"

by Vivian Berlin

St. Mary^s Park Movie Review Club
New York City

"^HE movies play an important part in our

daily life. This is shown in many dift'er-

ent ways : by our clothes, homes, and ideas

in general. Its thoughts and examples all

tend to permeate the minds of the people.

The movies are one of the most popular

forms of entertainment, thus wielding a

great deal of influence. The children today

are almost as movie-educated as school-

educated.

Our fashion trends are affected by the

movies. \A^e all rush to our favorite bargain

counters, soon after a new picture is released,
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to buy all sorts of Hollywood-named objects,

from hairnets to the last form of wearing

apparel. As soon as Gone WitJi the Wind
was released, most of the girls were seen

wearing the Scarlett O'Hara dresses. The
Juliet caps were also made popular through

the movies. Interior decoration also changes

from time to time due to the movies, because

we all like to model our homes after those of

the famous movie stars or after a room we
have seen in the films.

The movies can*also be a source of educa-

tion in the fact that they can leave us with

some very valuable knowledge. The travel-

ogues acc|uaint us with many dift'erent lands,

thus enabling a better understanding of each

other's problems. The picture Ttic Land of

Liberty is an excellent example because it

takes in the history and the development of

the United States from the original thirteen

colonies until our present-day form of living

and governing. It also shows us how we
overcame our struggles and obstacles until

we made a "more perfect union."

The films, if handled by the right people,

can be a great aid to our government. They
can show our people all the resources and

excellent living conditions plus other benefits

that we have, thus uniting the people for a

common cause.

We all know that, as yet, the movies have

not been perfected, but we can try to do all

in our power to see that the caliber of the

films do not go down. It is, therefore, up to

organizations such as ours, the National

Board of Review, to see that the movies be

jealously and zealously guarded.

"Our Movie Project"

by Allen Boornstein

Manhasset (N. Y.) High School

Cinema Club

JN our school all motion picture work is

divided into two different and separate

groups : first, the Audio-Visual Aids Depart-

ment which takes care of the showing of films,

and second, the Cinema Club which takes care

of the making of motion pictures. Let us

first take up the Audio-Visual Aids Depart-

ment.

It is composed of eight or ten well trained

sound and silent operators with assistants

for heavy work. The purpose is to integrate

films, sound and silent, into classroom work.

To do this, we are now starting for next year,

by getting up a tentative schedule which will

be added to and changed as the year pro-

gresses, by the booking and operator students.

Just before a film arrives, it is scheduled,

period by period, by teachers and it is pre-

viewed upon arrival. The teachers are noti-

fied where showings are to be. The booking

manager sees that a projector and operator

are there at the proper time. Before return-

ing the film, a teacher fills out our own
evaluation form which is filed with us and

which is also returned with the film to the

lending library.

This year the Visual Aids has shown very

close to a million feet of film in the four

schools in our area, all of it educational and

95% of it in the classroom, the rest being

used in various assemblies. Well over 80%
of this is sound. All this film is handled by

our small group from the high school in their

headquarters and in the projection room.

The Visual Aids is now a part of the school

curriculum and it is the students' belief that

this new method of teaching is far superior

to any old-fashioned methods.

The Cinema Club this year has taken some

very interesting movies. The first in this

series is entitled Preparing a Dinner. It is

an indoor-Kodachrome 16mm film showing

the Chefs Club preparing dinner all by them-

selves which would be given to the faculty.

It was made under great strain as we had to

take it all in the same afternoon and still not

hinder the industrious chefs.

The second film we have made in the past

month was a long review of the activities of

one of the grade schools in our area. We
chose a student there and asked her to act

as a new pupil, and we followed her around

until she became part of the school itself.

The last of the films that we have taken was
that of a parade of students from our school

to a local theatre to see several patriotic

shorts that may be had only in 35mm. These

movies resulted in a worthwhile investment

to the school board and a great many good

times to the photographers.
:it ^

Other talks at the Junior Conference will

be published in the next issue of the Maga-
zine.
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f *MAIL TRAIN—Gordon Marker, Alistair Sim.

Babed on the character created by Hans VV.

Priwin. Directed by Walter P'orde. A swell

detective story, spoilt a bit by being too long

and not very neat in structure, but beautifully

acted and chock-full of good gags and excel-

lent suspense. The story is built around
hunting down fifth columnists in England. All

the technical and artistic devices far and away
make up for story defects. (British production)
20th Century-Fox.

m *MAJOR BARBARA — Wendy Hiller, Rex
Harrison, Robert Morley, Robert Newton.
Based on the play by George Bernard Shaw.
Directed by Gabriel Pascal. Mr. Shaw's word-
witty movie version of his play is something
of a stunner. The sardonic sentiments of this

early twentieth century work have been refur-

bished and brought up-to-date to a remarkable
degree. Unfortunately the lirilliant strands of

thinking proposed at the start of the film get

so snarled up in the conclusion as to leave the

thing somewhat meaningless. It is very talkj'

as one would expect, but the people who do
the talking, including some of the most dis-

tinguished British actors and actresses, are so

expert in their readings as to make the rather

un-cinematic element very attractive. Nothing
seems to have been spared to make the film

sumptuous. Direction, acting sets, photography
and music are all top notch. The picture

doesn't hang together very well ; that and its

stage play earmarks are the chief defects. Sec-
tions, howe\"er, especially those scenes in the

Salvation Army place are brilliant in their

irony and very moving. United Artists.

£ *MAN HUNT—Weaker Pidgeon, Joan Bennett,

George Sanders. Based on the novel "Rogue
Male" by Geofifrey Household. Directed by
Fritz Lang". An exciting and absorbing film

of the hunt through Germany and around
England by the Gestapo for an English captain

who attempted to kill Hitler with a telescopic

lensed gun. The feeling of the picture is

realistic l)ut the horror is more implied than
explicit. The romantic element does not inter-

fere with the splendid pace and suspense of

the story and quite enhances it. Fancy propa-
ganda woven into a fine tale, well acted and
directed and handsomely mounted. 20th Cen-
tury-Fox.

f *MOON OVER AlIAMI —Betty Grable, Don
Ameche. Robert Cummings. Based on a play
b-s- Stephen Powys. Directed by M'alter Lang.
This is a bright and tuneful musical showing
how two hash-slingers can invent a few thou-
sand in clothes and a suite in Miami and nab
off a counle of idle rich playboys. HaA ing hit

upon a successful formula for these Techni-
colored musicals, the boys and girls involved
repeat their performances : but it is always
entertaining to watch ar'd hear. Song and
dance numbers are eood and the color is

poured onto the sishts of Miami and its en-
virons in hu""e quantities to furnish the back-
ground for the charms of the two blondes.

20th Century-Fox.
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f *PARACHUTE BATTALION—Robert Pres-
ton, Nancy Kelly, Edmond O'Brien, Harry
Carey. Original screen story by John Tv/ist

and Major ^ite. Directed by Leslie Goodwins.
An excellent documentation of the training of

parachute troops at Fort Benning with a pleas-

ant romance of no great strength or novelty
woven in. Focus is placed as per formuli on
a good natured hillbilly, a wealthy ail-Amer-
ican playboy and a serious but frightened youth
who is also the son of the commanding officer.

He turns out to be quite a hero under the gruff

tutelage of Mr. Carey and wins the girl. A
generous share of the footage is devoted to

chute maneuvers and the training of the men.
These sequences are remarkable not only for

interest but for fine photography. The
burden of the comedy falls to Buddy Ebsen
who carries it amusingly and unobtrusively.

Among the pictures made lately devoted to

various arms of the service this film is among
the best technically and for its interest. The
Troops at the Georgia Fort are responsible for

the actual tactics demonstrated. RKO Radio.

fj ^RELUCTANT DRAGON, THE — Robert
Benchley. Based on the story by Kenneth
Grahame. Directed by Alfred Werker. You
follow Robert Benchley through Walt Disney's
studio and strange you are if you don't have
a wonderful time. Benchley' s delightful ami-
ability and the wonder-workers of the Disney
\\ork-shop enthrall and instruct and end up
showing the film that gives the picture its

name. Banal as it may sound, this is one of

the most entertaining products of Disney's
genius ; I'm tempted to say it's the best thing
he's done. Recommended for schools and
libraries. RKO Radio.

f *RUGGLES OF RED GAP—Charles Ruggles,
Charles Laughton, Mary Boland. Based on
the novel by Harry Leon Wilson. Directed by
Leo McCarey. This is a re-issue of the film

made in 1936 and has lost none of the charm
and sentiment and characterizations that made
it so popular then. It's the story of a man
who, reared in a tradition of servitude, found
himself equal to any in the wilds of early
Twentieth Century Washington state. The
picture is a fine example of direction and
acting, provided with humor and a wholesome
democratic spirit which latter may be thought
timely. Paramount.

f *SERGEANT YORK — Gary Cooper, Joan
Leslie, Walter Brennan. Based on the bio-

graphy by Tom Skeyhill. Directed by Howard
Hawks. A well made hero story dramatizing
the spiritual experiences and the military valor
of a Tennessee mountaineer in the World War
I. Neither money nor talent has been spared
to make the film a stirring reminder of the
national conscience and American intrepidity

when faced with the terror of war. Curiously
enough for an obviously top flight picture the
producer did not scruple to use a number
of patentlv painted scenes and the musical
motifs, effectixe for a while, he allowed to
become too blatant. A great deal of footage
is devoted to the formative years of Sergeant
York, following his development from a gayly
violent young man through conversion and
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pacifism to his induction into the army. But
the scenes in France, particularly the battle

sequences, are splendid and are beautifully

wrought by the director and the star. The
role of Sergeant York is one of the best

Cooper has had and needless to say he plays

it for all its worth. Definitely the film is one
of the best of its genre to come out of Holly-
wood since the war. Warner Bros.

m *SHIXIXG VICTORY — James Stephenson,
Geraldine Fitzgerald. Based on a play by
A. J. Cronin. Directed by Irving Rapper. Mr.
Cronin's drama is a taut love story ending in

shattering tragedy, set against a background
of an insane hospital's research into bio-chem-
ical cures for mental diseases. Mr. Stephen-
son is the research doctor so absorbed by his

work that he denies love utterly until his

investigation is complete, at which time his

personal victory is brutally torn from him by
the tragic death of his fiancee. The acting is

sternly convincing, his in particular, and the

direction is sharp and incisive without resort-

ing to melodramatics. Results : a finely ex
ecuted drama. Warner Bros.

f *STARS LOOK DOWN, THE — Michael
Redgrave, Margaret Lockwood, Emlyn Wil-
liams. Based on the novel by A. T. Cronin.

Directed by Carol Reed. This is an unrelieved

British-made drama of Welsh coal mining in-

volving the clash of an idealistic miner's son
with the ethics of his fellow-miners and his

employer. His reward for high ideals only

comes ironically after a tragic mine disaster

when the walls of the mine finally yield to the

force of a near body of water. This is stern

stufl^ taken from the most bitter realities.

Fortunately the excellence of the acting, di-

rection and the background do not let down
for a moment, making for a splendid union
of good documentary with tense entertainment.

Metro-Goldwyn-Mayer.

f *SUNNY—Ray Bolger, Anna Neagle. Based
on the play by Harbach and Hammerstein

;

music by Jerome Kern. Directed by Herbert
Wilcox. A gay and tuneful remake of the

musical stage play and film that starred Mar-
ilyn Miller. The locale is New Orleans at

Mardi Gras where a rich young man and a

dancing girl meet and fall in love. The drama
hinges on the trouble rising out of their dif-

ferent social positions, but love has its way
and all ends happily. The music and the dance
routines are always good, particularly Ray
Bolger's numbers ; the same can fairly be said

of the comed3^ especially a dance by the Hart-
mans to a tune made up of "Who'', and Ravel's

Bolero. All told the film is light and makes
delightful entertainment. RKO Radio.

f *TOM, DICK AND HARRY—Ginger Rogers,

Burgess Meredith, George Murphy. Original

story by laul Jarrico. Directed by Garson
Kanin. The title indicates the plot pretty

much. Ginger has love-dust in her eyes and
clouds on her brain as she works out her
proposal problems, and she is convincing as

ever. But the outstanding quality of the film

is from its direction which is full of delightful

surprises. Mr. Kanin again exhibits his in-

genuity in making the camera and what it

picks up always witty and unexpected. A
cracker-jac'K comedy, this. RKO Radio.

f *UNDERGROUND — Philip Dorn, Karen
Verne, Alona Maris. Original screen story by
Edwin Justus Mayer and Oliver H. P. Garrett.

Directed by A'incent Sherman. In fairly real-

istic terms this film tells the heroic story of

the men and women who operate an illegal

radio in Germany much to the annoyance of

the Gestapo. The parts are played with the

style and efficiency we have come to expect
when Hollywood sets its hand to presenting

Nazis and the men in the Reich who are

attempting by such means as they have to

return their country to the family of civilized

Western nations. Given a good production

and excellent actors and the burning if some-
what familiar story to us now, the picture

provides thrills, pathos and tragedy in a very
effective way. Warner Bros.

f *VOICE IN THE NIGHT, A—Clive Brook,
Diana Wynyard. Based on a story by Wolf-
gang Wilhelm and George Cambell. Directed

by Anthony Asquith. A vivid and terrifying

picture of Germany under the Gestapo and of

the efforts of a high official in the Reich to

convert the people from their approaching
dehumanization by telling them the truth over

a short wave radio transmitter. The hunt for

the station gives the film most of its pace and
suspense. Cast, direction and sets, all are first

rate, and for a film of this type most taste-

fully underplayed. (British Production) Co-
lumbia.

SELECTED PICTURES OF THE SUMMER

fj ADVENTURE IN WASHINGTON — Her-
bert Marshall, Virginia Bruce, Gene Reynolds.
Original screen story by Jeanne Spencer and
Albert Benham. Directed by Alfred E. Green.
The trials and tribulations of a young rough-
neck who has been imported into the Capital

as a Senate page boy because his father, a
former political boss, gave a senator his start

in politics. Because of an unjust ruling on
himself, the hoy sells some knowledge of an
important bill to a lobbyist but later repenting

helps to clear up the matter. Old formula,

with lots of sentiment and fair acting and
direction. Columbia.

f BAD MEN OF MISSOURI—Dennis Morgan,
Jane Wyman, Wayne Morris, Arthur Ken-
nedy. Based on the story by Robert E. Kent.

Directed by Ray Enright. Whether fabricated

of legend or history or a compound of both,

this film has what it takes to capture your
sympathies and hold your interest to the end.

Released from the army after the Civil War
the three Younger brother return to their home
in Missouri only to find their farm and those

of their friends confiscated for taxes at the

hands of ruthless carpetbaggers. Turning out-

law the three bo}'s pla^' the Robin Hood game
of supph'ing the farmers with stolen money
to pay the taxes on their imperiled homes.
The movie has the pace and suspense of a

good western, and for all the gunplay and legal
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outrage it lias a happy ending too. The
Younger boys were well played by the stars

and the supporting cast abetted them well in

maintaining the stress and atmosphere of the

story. Warner Bros.

f BARNACLE BILL—Wallace Beery, Marjorie
Main. Based on an original screen story by
Jack Jevne. Directed by Richard Thorpe.
This continues the "Tugboat Annie" cycle save

for the substitution of Marjorie Main. Again
Wallace Beery is the shiftless captain of a

run-down boat and again he finds rest broken

by occasional jaunts to the local bar as the

best recipe of life until Marjorie and Virginia

Weidler take him in hand. There is lots of

honest water and scenes of tuna fishing which
keep the interest up in a pretty long picture.

Metro-Goldwyn-Mayer.

f BEYOND THE LAW — William Gargan,
June Clyde. Original screen story and direction

by George Waggner. It's all about the troubles

the FBI has when it locks up a man who looks

like a famous criminal and, finding it out, tries

to rectify its mistake. Mr. Gargan makes a

good federal detective in this smooth thriller.

Nothing new has been added to the literature

of the sleuth film, but this opus keeps your
interest and hands out sufficient suspense to

please any audience out after a bit of relax-

ation. L^niversal.

f BIG STORE, THE — The Marx Brothers,

Tony Martin. Original screen story by Nat
Perrin. Directed by Charles Riesner. Lovers
of the Marx Brothers' unique brand of humor
may unite and laugh their lungs out as

Groucho, Chico and Harpo pretend being body-
guards to a young singer who has inadver-

tently inherited a half-interest in a department
store which his co-owner covets completely.

Harpo joins Chico at the piano as well as

performing at his own harp, and everyone
indulges in the wildest of finales with roller-

skates, bikes and even a sneeded camera to

contribute to the hilarity. It's not very dif-

ferent from their previous escapades but will

satisfy the Marx following. Metro-Goldwyn-
Mayer.

f BILLA' THE KID — Robert Taylor, Brian
Donle\'v, Ian Hunter. Suesrested by the book
"The Saea of Billy the Kid" l^y AValter Noble
Burns. Directed by David Miller. Billy in the

handsome person of Robert Taylor is a brave,

dexterous (really he is left handed) wrong-
headed youngster with a rugeed code and a

fabulous shooting ability. He is lured out of

his grm-against-world ethics by a reformed old

friend and a ranching gentleman and turns to

cow punching. When the gang of crooks kills

his benefactor, however, he reverts to his old

ways and executes the culprits. The film is

apt to be slow and the writing not so very
sparkling, but the color is often very handsome
and there are sequences such as the gathering
of the posse that have fine =cope and move-
ment. The scenery of the desert dotted with
mesas and cacti is breathtaking in its beauty.
Humor and romance of the amorous kind play
very slightly in this grim saea of the West on
the last lap of its journev towards civilization

and peace. Metro-Goldwyn-Mayer.

f BLONDIE IN SOCIETY—Penny Singleton,
Arthur Lake. Original screen story by El-
eanore Griftin. Directed by Frank R. Strayer.

One of the most amusing films of the series.

The domestic troubles of Blondie are very
aggravated by her husband's bringing home a
Great Dane in exchange for a fifty dollar loan
he has made to a kennel owner. The picture

has all the advantages of a good production
and a fine cast and keeps you in a merry mood
throughout. The dog-show sequence will please
people who like to look at handsome specimens
of various breeds. Columbia.

f BLYGE ANTON (Bashful Anton)—Edvard
Persson. Manuscript by Ted Berthels and
Henry Richter. Directed by Emil A. Pehrsson.
Swedish dialogue. Anton is a very genial,

middle-aged comic who is driven to a neat
crime to obtain the raise he needs to marry.
Incidentally he straightens the problems of all

the other underlings in the office and complete
happiness results. The comedy is joyful and
the music pleasing although a few more sub-
titles would help. Mr. Persson is beautifully

expressive with each of his many pounds.
(Swedish production — English sub-titles)

Scandia Film, Inc.

f BRIDE CAME C.O.D., THE — Bette Davis,
James Cagney. Original screen story by Ken-
neth Earl and M. M. Musselman. Directed
by William Keighley. A farce with a fair

amount of good gags, routine acting by a fine

cast, and as good direction as so tried a tale

could manage. Miss Davis took some very
rough handling on her jaunt to get married;
Cagney of course handed most of it out to her.

The general effect is a lively series of inanities

that are often well worth a laugh. Warner
Bros.

f BROADWAY LIMITED—Victor McLaglan,
Marjorie Woodworth, Dennis O'Keefe. Ori-
ginal screen story by Rian James. Directed
by Gordon Douglas. A baby adopted at short
notice by a film actress as a publicity stunt
turns out to be a kidnapped child with the
police of the nation hunting it high and low.
When the truth transpires, the film star's party
on board the Broadway Limited bound for
New York is thrown into a panic that provides
most of the comedy. The stars do well by a
stilted and well-worn script, with not too
much help from the director. The baby will

charm people who like babies and some of the
gags are very funny. It's enjoyable but won't
make history. LTnited Artists.

f CAUGHT IN THE DRAFT — Bob Hope,
Dorothy Lamour. Original screen story by
Harry Tugend. Directed by David Butler. It's

a comedy and you get some laughs, (Bob
Hope can be very amusing) but as a piece of
writing and a line of gags one could hope it

had a httle more ginger and a good deal more
wittiness. The tale hangs on the aversion to
noise of a popular movie star who, in at-

ternnting to impress his girl with a phony
enlistment into the new army, actually joins up
because his strategy hits a snag. The rest is

of didoes in the camp where after much dif-

ficulty he becomes a corporal and marries the
young woman. Paramount.



22 National Board of Review Magazine

f DANCE HALL—Cesar Romero, Carole Lan-
dis, J. Edward Bromberg. Based on the novel

"Giant Swing" by W. R. Burnett. Directea
by Irving Pichel. A dance-hall manager and
his star squabble through to a marriage ending,

with a sympathetic 'lawnjeray" salesman on the

side-lines. Cracky dialogue, some songs and
plenty of comedy—the biggest laughs furnished

by a pair of silent extras. 20th Century-Fox.

f DEAD MEN'S SHOES—Leslie Banks, Wil-
fred Lawson, Judy Kelley. Original screen

story by Hans Kafka and S. Jarvis. Directed
by Joseph Bentley. This is a polite English
thriller of mental anguish. A prominent busi-

nessman is accused of being someone else and,

in the course of ?l court trial, he learns that he
was a criminal before the war but, after com-
plete amnesia, he is re-educated as the busi-

ness-man. He is only forced to annihilate the

older-self definitely when the criminal pro-

pensity appears in his son. The ending is rather

contrived but satisfactory. The picture is

well presented and keeps one guessing in the

style of other English productions. Monogram.

f DESERT BANDIT—Don "Red" Barry, Lynn
Merrick. Original screen story by Bennett
Cohen. Directed by George Sherman. This
is an action western covering the heroics of

the Texas Rangers, with Don regaining his

high favor with them after being thrown out

on a misunderstanding. He gets right in with
the law-breaking gang only to double-cross
them and turn them over to the Rangers. It's

short and snappy, with Mr. Barry showing
quite a temper as well as a way with the

women. Republic.

f DRESSED TO KILL — Lloyd Nolan, Mary
Beth Hughes. Based on the novel "The Dead
Take No Bows" by Richard Burke, and the

character created by Brett Halliday. Directed

by Eugene Forde. A good detective yarn
featuring the sleuthing of the happy-go-lucky
private investigator, Michael Shayne. This
time he discovers a double murder on the way
to his own wedding and turns ofif the romantic
stufif to find out who did it and incidently

pick up a few dollars by selling the exclusive

to the paper. The film has a better than
average plot, good direction and loads of sus-

pense. Besides that it has Mr. Nolan in high
gear. 20th Century-Fox.

fj FUGITIVE VALLEY — Ray Corrigan, John
King, Max Terhune. Original screen story by
Oliver Drake. Directed by S. Roy Luby. A
pleasant and well constructed film for a west-
ern that bears favorable comparison with others

of this series. The 1^oys are as coy and tuneful

as ever and the comedy more restrained and
effective. The Busters join up with an outlaw
gang which has proved too smart for the local

marshal and by dint of guile and heroics bring
the bad men to their just deserts. ."Vll told

the movie is a fast action film and as such
quite satisfactory. Range Busters.

f GANGS OF SONORA — Robert Livingston,

Bob Steele, Rufe Davis. Original screen story

by .Albert Demond and Do'-is Schroder. Di-
rected b}^ John F.ncHsh. A neat and lively

Western about the struggle Wyoming folk had
to get into the Union because certain crooked
people found it more profitable for themselves
to keep the territory in their own hands. The
Three Mesquiteers, as we have come to expect,

do and dare on the side of truth and justice

and they turn in as good a job as they have
ever done. Republic.

f GIRL MUST LIVE, A—Margaret Lockwood,
Rene Houston, George Robey. Original screen
story by Emily Bonett. Directed by Carol
Reed. Though the title wouldn't indicate it,

this is ciuite a swift-paced farce dealing with
three chorines and their efforts to nab off an
earl just returned from seven years on a rub-

ber plantation. One of the chorines is just
gold-digging by chance but actually is a suit-

able wife for the earl. But the other two are
real artists in their profession and supply
plenty of good knock-about fun. There are also

one or two jibes at Hollywood in this English
production which are worth a good chuckle,

Universal.

f HOUSE OF MYSTERY — Kenneth Kent,

Judy Kelly, Walter Rilla. Based on a novel by
A. E. W. Mason. Directed by Walter Sum-
mers. This mystery is a British import which
keeps you guessing in elegant style. Inspector
Hanoud's problem is to locate the murderer
who posed as a spirit in killing the rich

dowager during a seance. The movie gives

you every clue in an open way but keeps you
in tantalizing ignorance as to how to put them
together until the end. The photography is

poor but the direction and acting are sound.

Monogram.

f HURRICANE SMITH — Ray Middleton,

Jane Wyatt. Original screen story by Charles
G. Booth. Directed by Bernard A^orhaus. The
tale of a rodeo cowboy who is mistaken for

a murderer and condemned to death. He es-

capes and the real criminal mangled by a train

is thought to be he. Together with his wife
he goes off to a small town and becomes the
big man of the place. Well acted and directed.

The plot is more logical than is usual in a

western. Republic.

f JAIL HOUSE BLUES—Nat Pendleton, Anne
Gwynne. Original screen story by Paul Gerard
Smith. Directed by Albert S. Rogell. A happy
and tuneful take-off on amateur theatricals in

a penitentiary. Nat Pendleton, who has found
his true vocation as a showman refuses to leave

the jail he's in, even though he's pardoned,
until he produces his show. The leading lady
fa dangerous hatchet man) breaks prison and
Nat has to go out to get him. The adventures
involving his mother and her racket and a

pair of young sweethearts and culminating in

the prison musical are side-splitting at times.

.MI in all a zany movie that works, thanks to

good direction and a fine cast. LTniversal.

f LAD^' SCARFACF—Dennis O'Keefe. ludith
Anderson. From the story by Richard Collins

and Arnand D'Usseau. Directed by I'rank

Woodruff. .As might be guessed this is a gang-
ster film with the bad men led by a ruthless

woman who has a livid scar on her left cheek-
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it is not made clear whether she took her

wrong turn because of this disfigurement but
an honest life certainly seems to make her sick.

The bright and forward newspaper girl inter-

fering with the cops is a bit irritating, but
there is some fun in seeing Miss Anderson
looking grimmer if possible. Generally the film

is a pleasant cops-and-robbers picture, though
the suspense is over-done. RKO Radio.

f LOVE CRAZY—Myrna Loy, William Powell.
Original screen story by David Hertz and
William Ludwig. Directed by Jack Conway.
That Powell-Loy affair again survives a storm
of complications with Mr. Powell trying to

prove himself insane and then sane to keep the
affection of his eccentric wife after four years
of wedded life. Some of the situations have
been seen before and there are some moments
of strain^ but there are still spots of delicious

fun in the stars' old sophisticated tempo. The
elevator sequence at least will leave you ex-
hausted from laughter. Metro-Goldwyn Mayer.

f MEDICO OF PAINTED SPRINGS, THE
—Charles Starrett, Terry Walker. Based on
a book by James L. Rubel. Directed by Lam-
bert Hilyer. The idea of putting a doctor into

a western is so simple, it's surprising that this

is its first appearance. It injects a good shot

in the arm of a routine western and makes
quite a taut and original plot possible. This
one has the doctor discovering the guilty party
who is playing the sheepmen against the cattle-

men and plays the doctor as a romantic rival

for the local girl. But the doctor, remaining
neutral in every dispute, leaves the girl to her
first suitor. The mala quartette also furnished
some good music. Columbia.

f MILLION DOLLAR BABY—Priscilla Lane,
Jeffrey Lynn, Ronald Reagan. Original screen
story by Leonard Spigelgass. Directed by
Curtis Bernhardt. A Cinderella story with a
vengeance. Leaving her Swiss castle, a rich

old expatriate comes back to New York to

give a million dollars to the young and pretty
granddaughter of a man whom the wealthy
woman's father swindled out of a fortune. The
drama revolves around the difficulties the new
found riches present to the girl. The film has
tunes, a good cast, swift movement and a plot

to end all improbabilities. Warner Bros.

f MOONLIGHT IN HAWAII — Jane Frazee,
The Merry Macs, Leon Errol, Mischa Auer.
Original screen story by Eve Greene. Directed
by Charles Lamont. The cast and director
conspire in this not too original film to produce
a very amusing and tuneful show. It is all

about a foursome of talented youths cavorting
in Hawaii and attempting to land jobs on the
radio advertising pineapple juice. The sequence
of Leon Errol and the Ming china is not to

be missed. Lots of fun in this film. Universal.

fj NAVAL ACADEMY—Freddie Bartholomew.
Jimmy Lydon. Original screen story by Robert
James Cosgriff. Directed by Erie C. Kenton.
A pleasant little fable of boys in a Naval

Academy and their trials with discipline and
the school code. The spotlight is focused on
three boys, a rich man's son, a lad from a
navy family and a kid from a reform school

who is being given a chance to make good.
The piece is old hat as far as plot goes, but
is attractively played by the youthful cast.

Columbia.

f NEW YORK TOWN — Fred MacMurray,
Mary Martin, Robert Preston, Eric Blore.

Original screen story by Jo Swerling. Directed
by Charles Vidor. A good bit of the pictur-

esqueness of New York has got into this

picture, and some of the haphazard turnings

that romance may take. It's a story of a young
man who thinks he is very practical, with no
use for love and the girl he advises to go out
for a rich husband. Slight enough in plot, but
it keeps up a merry pace with some hilarious

interludes, particularly a "Double or Quits"

quiz broadcast. Also a dachshund that com-
petes for acting honors. Paramount.

f NO GREATER SIN — Leon Ames, Luana
Walters. Original screen story by Mary C.
Ransome. Directed by William Nigh. A re-

markably well made and adroitly handled film

dealing with the conditions that abet the spread

of syphilis in communities, especially in sec-

tions where defense factories and training

camps are situated. It further points out the

means whereby both the state and private in-

dividuals can eradicate the disease, paramount
among these being education and easily avail-

able treatment. All the documentary material

is cleverly presented by means of plot which
dramatizes the situations. In this case the story

does not detract from the film as a docu-
mentary in the least. University Film Pro-
ductions, Inc.

m OUT OF THE FOG — John Garfield, Ida
Lupino, Thomas Mitchell. Based on the play

by Irwin Shaw. Directed by Anatole Litvak.

Mr. Shaw's play. "The Gentle People," in

screen form retains its fascinating locale of the

Brooklyn water-front, and its dramatic plot of

the gangster preying upon some innocent
fisher-folk but eventually losing out by a
natural drowning, but the movie version has
retained too much of the poetic dialogue so

that its characters seem less real than former
film water-front denizens. The climax man-
ages to be quite tense and the final solution is

thoroughly satisfying despite the sluggishly

atmospheric beginning. Warner Bros.

f PARSON OF PANAMINT, THE—Charles
Ruggles, Ellen Drew, Philip Terry. Based on
a story by Peter B. Kyne. Directed by William
McGann. This fable of the rise and fall of a
gold-rush town is original and entertaining, if

not brilliant in any way. The conflict is be-
tween a saloonkeeper and a parson to gain the
favor of the local congregation. The parson is

the winner despite being embroiled in a melo-
dramatic murder while defending one of his

sheep, the saloon's songstress. Its writing,

direction and acting are simple to the point
of being elementary, but Ruggles as the
town mayor and moderator is most satisfying,
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making the parable of Panamint easy to take.

Paramount.

f PEPE-LE-MOKO — Jean Gabin, Mireille

Balin, Charpin. Based on the novel by
D'Ashelbe. Directed by Julien Duvivier. The
final phase in the career of, a famous jewel
thief who had taken refuge in the native

quarters of Algiers. M. Gabin plays the title

role with great awareness and art and is sup-
ported by a most accomplished cast. Rich in

detail and character and directed at good swift

pace. The murder of the stool-pigeon and the
suicide of Pepe are extremely effective.

(French with Tinglish subtitles) Mayer &
Burstyn.

f POISON PEN — Flora Robson. Original
screen story by Richard Llewellyn. Directed
by Paul L. Stein. Great havoc is let loose

in a small English village when a flood of

anonymous letters lying about the virtue of

husbands and wives terrifies the villagers. The
local vicar vainly attempts to quiet his flock

and is forced to call in the police before the

criminal is brought to bay. The story suffers

from want of surprise and too little suspense,

but on the credit side are fine characterizations

by the cast and especially by Flora Robson.
The sets are lovely and apparently quite au-
thentic. (British production) Republic.

f RAWHIDE RANCHER—Johnny Mack Brown,
Fuzzy Knight, Kathryn Adams. Original
screen story by Ed Earl Repp. Directed by
Ray Taylor. This rather routine western has
nevertheless been whipped up with more spirit

than others of its class. A Texas Ranger,
infuriated at the killing of his younger brother,

resigns from the Rangers in order to actually

join the gang which was responsible for the

l)rother's death. _ Needless to say, he finds the

gang's chief, kills him, turns in the gang, and
is reinstated in the Rangers with a promotion.
The music and the comedy have considerable
zip and the camera work is attractively

handled. Universal.

f RINGSIDE MAISIE—Ann Sothern, George
Murphy, Robert Sterling. Original screen
story by Mary C. McCall, Jr. Directed by
Edwin L. Alarin. Poor Maisie is still short

on cash, long on morals, and struggling to

hide that come-hither look in her eye. This
time she gets mixed up with the fighting Irish,

convincingly personfied by Robert Sterling as

the boxer and George Murph)^ as the manager.
After a good, breezy beginning, the picture gets

down to some serious boxing and drama but
it is genuine in either sphere, making another
pretty feather in Alaisie's hat. Metro-Goldwyn-
Mayer.

f SCATTERGOOD PULLS THE STRINGS—^Guy Kibbee, Bobs Watson. Adapted from
the stories of Clarence Budington Kelland. Di-
rected by Christy Cabanne. This is a thor-
oughly homey and wholesome storv of how
Scattergood Baines restores a wandering boy
to his estranged father, helps two youngsters on
their way to the altar and reforms all the sour

personalities of the village with his barrage of

platitudes. Little Bobs Watson with the big

cheeks and eyes so near welling-over does the

best job in the chapter on Scattergood. RKO
Radio.

f SEALED LIPS— see BEYOND THE LAW,
former title.

f SHE KNEW ALL THE ANSWERS —
Joan Bennett, Franchot Tone. Based on a story

by Jane Allen. Directed by Richard Wallace.
The story of a chorus girl who gets a job in

a Wall Street firm to win the approbation of

the owner so she may marry his youthful
protege, a match which the broker opposes. Of
course she wins her employer's heart and this

causes most of the complications. A light

fairly funny farce, with nothing too new in

situation or gag. Columbia.

f SHEPHERD OF THE HILLS, THE—John
Wayne, Betty Field, Harry Carey. Based on
the novel by Harold Bell Wright. Directed
by Henry Hathaway. The Technicolor of the

film is very handsome. This and a fine cast

do wonders for the well used and dated story

of the man who removed the blood curse from
the outcast family of moon-shiners in the Ken-
tucky hills by his own fearlessness and under-
standing. The picture is quite slow in pace
and packed with dialect and strange motivation
which some cutting would help out no end.

Paramount.

fj SIX-GUN GOLD—Tim Holt. Original screen

story by Tom Gibson. Directed by David
Howard. Tim, on a visit to his brother who
is the U.S. marshal in a gold mining district,

finds an impostor posing as his lirother. He
links up the recent raiding of gold shipments
with the false law officer and in proper west-
ern style runs down the villains, finds his

brother and brings safety to the marauded
gold miners. It's wholesome and tuneful but

save for the finale not very fast. RKO Radio.

f SUNSET IN WYOMING — Gene Autry,
Smiley Burnette. Original screen story by
Joe Blair. Directed by William Morgan. Not
one of the best of Gene's films but wholesome
and tuneful as we have come to expect his

work to be. The problem presented is for Gene
to convince the owner of a lumber company
that the wholesale despoiling of a mountain of

its trees causes the floods that periodically

wash out the homes and possessions of ranch-

ers in the valley. This he tries manfully to

do but success comes only when the rich folk

are themselves caught in a flood when at-

tempting to leave the place after turning down
the proposal to preserve the forest and save

the ranches. Republic.

f THEY MEET AGAIN—Jean Hersholt, Ori-
ginal screen stor}^ by Peter Milne. Directed
bv Erie C. Kenton. In this section of Dr.
Christian's career he sa\xs the life of a gifted

little girl whose father is in jail on a charge
of misappropriating bank funds. The singing

of the child is good, but the story goes further
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than usual in exploiting the pathetic and the

homely virtues. Fans of the series will tind

the film satisfactory and perhaps tear-c«m-

pelling, but they won't be startled out of their

seats. RKO Raido.

f THEY MET IN BOMBAY— Clark Gable,

Rosalind Russell. Based on a story by John
Kafka. Directed by Clarence Brown. The
story for this picture is rather garbled, starting

with the two stars indulging in slick thievery

in Bombay but then indulging in army heroics

by Mr. Gable as a fake British officer in the

evacuation of Hong Kong. Despite this strange

mixture. Gable and Miss Russell are consist-

ently amusing and very active and the back-

grounds hold the eye. Also, Peter Lorre, Jessie

Ralph and Reginald Owen come on for in-

teresting bits which satisfy. Metro-Goldwyn-
Mayer.

f 3 SONS O' GUNS—Wayne Morris, Marjorie
Rambeau, Irene Rich, Tom Brown. Original

screen story by Fred Niblo, Jr. Directed by
Ben Stoloff. The Patterson household is as

nimble and noisy as a circus and also good
for some laughs. There are the three un-

grateful boys who are in a frenzy of pointless

activity until the draft gets after them. Then,

of course, they make a scramble for key posi-

tions and seek dependents to support. There
is also Mother who has slaved for the boys
since father's death and is now considering a

marriage for security, and there is Aunt Lottie

to harass them all. The boys are finally drafted

however, and e\ eryone especially Uncle Sam,
is better off. Warner Bros.

f TIGHT SHOES — John Howard, Binnie

Barnes. Based on a story by Damon Runyon.
Directed by Albert S. Rogell. A satire on the

racket game and its political hook-up. A young
shoe salesman in disgust at a street corner
speaker makes accusations of the complicity of

the local machine in the gambling game and
leads a crowd to one of the places. The news-
paper takes him up and he runs for alderman.
There is a deal of fun in the film and a rather

well controlled romance ; all told it's a fairly

good production. Universal.

f WILD GEESE CALLING— Henry Fonda,
Joan Bennett, Warren William. Based on the

novel by Stewart Edward White. Directed by
John Brahm. A beautifully photographed and
directed romance about a young fellow pos-

sessed of the wanderlust. Traveling from
lumbercamp to lumbercamp, from Washington
state to Alaska he picks up a wife in a dance
hall only to find out she had been the over-

intimate girl friend of a pal of his. The dis-

covery hasn't a very pleasant effect on him but
he sticks by her until she has her baby. By
that time love conquers his squeamishness and
the film ends happily. The softening up of the

story at the end mars somewhat a very satis-

factory movie of the northwest variety, but
the shots of fl3dng geese, the fine performances,
the lovely landscapes and the general poetic

flavor of the film make for rather pleasant
watching. 20th Century-Fox.
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SHORT SUBJECTS

INFORMATIONALS
f AQUAPI.AY (The "World of Sports)—The au-

dience's leg muscles will ache just watching
these sportsmen riding the waves behind motor
boats on skies or toboggan. Columbia.

f BATTLE, THE (Carey Wilson Miniature)—An
interesting short, filming the Naval maneuvers
at Panama in a mock battle to conquer the
Black fleet. The camera boards all the types
of ships used for naval defense and offense.
Metro-Goldwyn- Mayer.

f BEAUTIFUL ONTv^IO (Columbia Tour) —
Ontario provides handsome scenery for Techni-
color photography in spite of drawbacks, in the
dialogue for this travel film. Columbia.

f BIG BILL TILDEN (Sports Parade) — The
past-master of the tennis court gives very clear
and helpful pointers on services and back-hand
shots. Vitaphone.

fj CAPITAL SIDELIGHTS (Clnescope) — A trip
through Washington with comments on the
figures in our history at various sites connected
with their careers. It includes a quiz to test
your knowledge of history. Columbia.

f COFFINS ON WHEELS (Crime Does Not Pay
Series)—A violent accident with some young
boys involved proves the point of this short
that any purchaser of a second-hand car should
examine carefully his car and his contract be-
fore making his purchase. Metro-Goldwyn-
Mayer.

f CRAIG WOOD (RKO Pathe Sportscope) — Mr.
Wood is the golfer who, after 20 years of com-
peting, finally won a cup. Here are his in-
structions for golfing. RKO Radio.

f CUBAN RHYTHM (Pete Smith Specialty) —
It is much pleasanter to learn the rhumba and
the conga from this film with Pollard and
Alverez demonstrating the Arthur Murray
method, than to embarrass yourself and. partner
by experimenting on the dance floor. Metro-
Goldwyn-Mayer.

f DIVING THRILLS (World of Sports) — Bill
Stern narrates, to the accompaniment of some
excellent shots of champion divers doing their
water wonders. Columbia.

f EMPIRE IN EXILE (The World Today) — Le-
land Stowe points out the defense measures
taken by the Dutch East Indies and their loy-
alty to the present non-existant free Holland.
20th Century- Fox.

f FIGHTER PILOT (Clnescope) — A very in-
teresting film of the trials of a British fighter
pilot in his duties of defending England from
bombers. Evidently constructed of real news
shots. Columbia,

fj FLTN ON ROLLERS (Sports Review) — A film
demonstrating the jolly time one can have
roller-skating, with a few^ frills for those who
like being clever. 20th Century-Fox.

f G-VRDEN SPOT OF THE EARTH (Variety
Views) — Besides showing the famous gardens
of Victoria, this film also shows scenes of sal-
mon fishing and lumbering and native crafts
of Vancouver. Universal.

f GOING PLACES No. 92—"Mountain Summer"—^A color film showing the sports and scenic
delights to be found in Banff in the Canadian
Rockies. Universal.

f HAITI, LAND OF DARK MAJESTY—A James
A. Fitzpatrick Traveltalk in Technicolor show-
ing the sights natural and historical of the
island. Metro-Goldwyn-Mayer.

f HANDS OF DESTINY — Dr. Joseph Ranald
describes the destiny he read in the palms of
Mussolini, Hitler, Churchill and Roosevelt.
Paramount.

f HARVESTS FOR TOMORROW—This govern-
ment documentary captures well the pastoral
beauties of agrarian New England in its nar-
ration by Frank Craven and especially in its
many handsome pictui-es. It was designed to
encourage farmers to cooperate and accept the
willing help of their local A.A.A. office, and it
briefly traces the sappin.g of the soil by pre-
vious generations and its revitalization by
modern methods. (Distributed gratis by War-
ners and Loews) U. S. Dept. of Agriculture,

fj HOOLA BOOLA (Madcap Models) — That old
smooch, Jim Dandy, is about to be food for
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a cannibal feast until a Hawaiian beauty, im-
personating a local voodoo, comes to his rescue.
The color is splendid in this one. Paramount,

fj HOW GOES CHILE (Special)— A travelogue
through the land of our South American neigh-
bor with time out to show Germans and their
influence. RKO Radio.

f INFORMATION PLEASE No. 10—Louis Brom-
field joins the experts in dishing out learning
with a laugh. RKO Radio.

f INFORMATION PLEASE No. 11—The experts
deal out a few more facts from their limitless
source of supply, with Jan Struther as a
pleasant aid. RKO Radio.

f INFORMATION PLEASE No. 12—Boris Karloff
is the guest of the four savants this time and
all shine as brightly as ever' in supplying the
answers. RKO Radio.

£ INTERNATIONAL FORUM No. 2—"Invasion"
—This is not so much a discussion as a state-
ment of one idga by four experts, the idea
being that Hitler will invade England but
nevertheless, there'll always be an England if

we do our part. The experts are Wythe Wil-
liams, Linton Welles, Major Elliot and Ralph
Ingersoll, and their sentiments parallel most
of our own sentiments so closely that our au-
diences will applaud. ColumViia.

f JOCKEY'S DAY (RKO Pathe Sportscope) —
There is much more than riding in order to
become a good jockey as this will tell you.
Can you tell the mood of your mount from
hour to hour? RKO Radio,

fj 'JUNGLE—An impressive and at times lovely
color film of the Indian jungle, replete with
boas, tigers, monkeys and flowers. The closing
shot of a herd of elephants going to a pool is a
fine presentation of the jungle monarchs in

their strength and majesty. The film has fairly
crude color as a disadvantage, but to offset
this it has a great deal of cinematic poetry.
Paramount.

f LASSO WIZARDS (Grantland Rice Sportlight)
—Examples of plain and fancy rope work by
a group of lasso champions, narrated by Ted
Husing. Paramount.

f LETTER FROM CAIRO, A—A lovely travelogue
through Cairo and its environs showing the
sights that most impressed the Anzac troops
stationed there. 20th Century-Fox.

f LIONS ON THE LOOSE (Pete Smith Specialty)
—Lion cubs are really very entertaining and
lovable when at play, even with a cobra. Metro-
Goldwyn -Mayer.

f MAN WHO CHANGED THE WORLD, THE—
An historical film of the discovery of the prin-
ciple of the spinning jenny by James Hargrave
and the consequent industrial revolution. Metro-
(Joldwyn-Mayer.

f MARCH OF TIME No. 10, THE (7th Series)—
"(^Jrisis in the Atlantic, 11)41" —

• The convoy
system is explained in this issue and the
growing importance of Greenland is covered
quite well, pointing of course to the great help
we could give Britian by assisting with the
convoy. RKO Radio.

f 'MARCH OF TIME No. 11, THE (7th Series)—
"China Fights Back" — The March of Time
Editors have compiled an eloquent statement
of (Thina's case, showing the admirable efforts
of Chiang Kai Shek to revitalize his people,
add to his armaments and keep the Burma
Road open. The stock shots from news reels
and the inevitable sympathy for China's cause
are fused with fine taste and understatement.
RKO Radio.

f MARCH OP TIME No. 12, THE (7th Series)—
"New England's Eight Million Yankees" —

• A
survey of the background, the land and the
determination of New England Yankees to put
their all into fore-stalling Hitler's threat to
American institutions. Made with the usual
facile art of the series . and quite informative.
RKO Radio.

f MARCH OF TIME No. 13, THE (7th Series)—
"Peace by Adolph Hitler" — A comprehensive
survey of the war. laying emphasis on Hitler's
free and easy treatment of nonaggression pacts.
The moral implied being the folly of having
anything to do with Nazi peace overtures.
Some of the shots of the war and the person-
alities involved were very good, but this film
is rather below the usual excellence of the
series. RKO Radio.

f MEET THE STARS No. G — Harriet Parsons
takes us into the lavish homes of Jane Withers
and Cesar Romero. Republic.

f MEET THE STARS No. 7—The celebrities turn
out in force for the opening of Roy Rogers's
new cowbo.v store. Republic.

f MEET THE STARS No. 8—The stars at play
and the dedication of a Republic studio to the
memory of Mabel Normand, featuring the old
stars of silent days, makes up most of the
film. Republic.

f MOBY DICK'S HOME TOWN (Variety Views)—-New Bedford is very well covered is this in-
formational, both in its relics of the whale-
fishing days and in its modern industries.
Universal.

f POPULAR SCIENCE No. 6—We look at the
mushroom industry, Frank Lloyd Wright's
architecture and venom milking on a snake
farm in this one. Paramount.

f ROLLING RHYTHM (Sportscope)—The art of
roller-skating as displayed in such places as
Radio City and Madison Square Garden. RKO
Radio.

f SAGEBRUSH AND SILVER (Magic Carpet)—
Lowell Thomas chatters through the sights of
Nevada, Virginia City, Reno and the loveliness
of its deserts, mountains and waterways. 20th
Century- Fox.

f SAIL HO! (Sports Parade) — Some elemental
advice is offered on controlling the sails on cat-
boats and sloops with lovely shots of boats in
action. Vitaphone.

f SCREEN SNAPSHOTS No. 9 — Apparently
about every celebrity in Hollywood attended,
to judge from this description of the testimonial
dinner given Jack Benny marking his tenth
year on the radio. Columbia.

f SEEING EYE, THE—This tells of the training
required of both the dog and the master in
making the dog serviceable to the blind. Vita-
phone.

f SKY SAILING (Sports Parade) — Sail planing
certainly appears graceful and simple whether
in a home-made glider or a stream-lined two-
seater, with a deluxe cabin. Vitaphone.

f SNOW DOGS (Grantland Rice Sportlight) —
The film exhibits several handsome teams of
Huskies at work dragging sleighs through the
lovely mountains of our northeastern states. It
concludes with a delightful family of Saint
Bernards that will warm any dog lover's heart.
Paramount.

f SO YOU THINK YOU KNOW MUSIC—A radio
quiz program pleasantly filmed and having such
celebrities as Henrik Willem Van Loon and
Jessica Dragonette to give the answers. Co-
lumbia.

f SOLDIERS OF THE SKY — A thrilling and
informative film showing the training and the
tactics of American troops in the parachute
squadron. The finale is particularly exciting.
20th Century-Fox.

f STEEDS AND STEERS (RKO Sportscope) —
A-1 rope-work is demonstrated by Monte Mon-
tanna and all kinds of bronco-busting are done
by some expert rodeo-stars. RKO Radio.

fj STRANGER THAN FICTION No. 93 — The
making of coral oddities; a church opened twice
a year; a goose-stepping dog and the duck
mascot at Camp Stewart make up some of the
unusual things described in the film. Universal.

fj STRANGER THAN FICTION No. 94—Here we
have books being illustrated for the blind; the
manufacture of corn-cob pipes and a sight of
some rare birds brought from the Santa Cata-
lina aviary. Universal.

fj STRANGER THAN FICTION No. 95 — Model
boats. Navy posters and the knitted covers for
Champagne bottles to be used in christening
ships occupy most of the footage in this enter-
taining picture. Universal,

f TAKE IT OR LEAVE IT — Bob Hawk poses
his questions amusingly as is his way over the
radio. Columbia,

f TEE UP (World of Sports)—Bill Stern provides
a running commentary to the presentation of
golf technique by the champion, Patty Berg.
(Tolumbia.

f THIS IS THE BOWERY (John Nesbitt's Pass-
ing Parade)—Filmed entirely on the Bowery
and acted by its horde of completely lost men,
a new high in originality and simplicity is
reached; especially moving is the sequence
dealing with the Bowery Mission which is

happy if it can regenerate one in a hundred
bums. Metro-Gold^\^.'n-Mayer.

f UNUSUAL OCCUPATIONS No. 6 — The film
includes a model circus made for a little girl;
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the making- of antique rifles; a very interesting-

sequence of the care and feeding of fish in a
large salt water aquarium -where the marine
habitat of inmates is carefully copied to keep
them happy. Several shots of rays and turtles

ai-e handsome examples of underwater photo-
graphv. Paramount.

f WINGS OF STEEL—With Technicolor shots of
Air Corps planes in action, this briefly covers
the schooling of an Air Corps Cadet with a plot
development connecting- the whole. Vitaphone.

f WINTER IN ESKIMO LAND (Father Hubbard
Alaskan Adventures)—Father Hubbard does a
fine job of relating the tale of the domestic
life of the Eskimo; particularly nice are the
shots of the native lads boxing and playing
football. If you like animals, there are two
cute seal pups. 20th Century-Fox.

f TOUR LAST ACT (John Nesbitt's Passing
Parade)—This pries into some truly amazing
wills of the past, some of which are humorous,
others bitter, and others noble. But they are
all very interesting. Metro-Goldwyn-Mayer.

MUSICALS

f MUSIC A LA KING — Henry King and his
orchestra provide pleasant enough music but
the real hit is a male quartet singing" Comin'
Thru the Rye," and a couple of other songs.
Universal.

f ONCE UPON A SUMMERTIME — A pleasant
musical short featuring Skinnay Ennis and his
band and a deal of dancing and singing talent.
Universal.

CARTOONS AND COMEDIES

fj ALLEY CAT, THE—The title character woos
a Park Avenue belle of infinite beauty and re-
finement and sweeps her off her feet with his
alley wavs. Metro-Goldwvn-Mayer.

fj BRINGING HOiNtE THE BACON (Terrytoon
Cartoon)—A cute Terrytoon about a bright fo.x

who provides well for his family in spite of
dogs and such. 20th Centurv-Fox.

fj CHILD PSYKOLOJIKY (Popeye Cartoon) —
Popeye demonstrates the way to handle a way-
ward kid scientifically. Paramount.

fj CUCKOO I.Q. (Color Rhapsody Cartoon)—This
is quite a clever burlesque of the many quiz
programs with perfectly sane questions and
answers but some horrible penalties for the
cartoon brain trust. Columbia.

fj DANCE OF THE WEED (MGM Miniature)—

A

lovely pastel-shaded cartoon-ballet with a weed
buffoon courting the woodland flowers. Metro-
Goldwyn-Mayer.

fj DUMB LIKE A FOX—A gay little cartoon of
the troubles of a pup hound-dog in dealing with
a very wily fox. Columbia.

fj EARLY TO BED (Donald Duck Cartoon)—^Poor
Donald certainly makes a nice filling for a
sandwich in his collapsible bed and that isn't
all that happens on just the night when he
had to get up earlv. RKO Radio.

fj HORSE FLY OPERA (Terrytoon)—A cartoon
exploiting the insect world in the manner of
the old-fashioned Western. 20th Century-Fox.

fj MIDNIGHT SNACK, THE (Cartoon)—Another
turn-about tale where mouse beats the cat
roundly and all because of an inviting ice-box
full of food. Metro-Goldwyn-Mayer.

fj NIFTY NINETIES (Mickey Mouse Cartoon)—
Mickey and Minnie are caught courting at the
old vaudeville in the Opery House where
"Father, dear Father" brings tears to the most
callow slicker. RKO Radio.

fj OLD MacDONALD DUCK (Walt Disney Donald
Duck Cartoon) —• Farmer Donald is attacked,
while at his milking, by a vicious fly, the ensu-
ing battle being a savage one. RKO. Radio.

fj OLD OAKEN BUCKET, THE (Terrytoon Car-
toon)—This cute color cartoon busies itself with
the wooing of a bull frog who calls on his lady
frog by using a bucket as an elevator down to
her home in a well. The amusement park
sequence is particularly nice. 20th Century-
Fox.

fj ORPHAN'S BENEFIT (Walt Disney Cartoon)—Mickey is master-of-ceremonies for a vaude-
ville show presented before innumerable little

mouse-orphans, the show including everything
from grand -opera to a bovine apache dance.
RKO Radio.

fj ROOKIE BEAR—A color cartoon about a hiber-
nating bear who dreams he is inducted into the
army and suffers a great deal. Metro-Goldwyn-
Mayer.

fj TOY TROUBLE (Meirie Melody Cartoon)—

A

mouse and caterpillar do some night prowling
in a toy shop which proves far from pleasant
for them. Vitaphone.

fj TRIAL OF MR. WOLF (Merrie Melody Car-
toon)-—That dastard who made off with Red
Riding- Hood's grandmama comes up for re-

trial and confects a magnificent story as alibi,

but the jury is not sucked in. His ahbi is a
corker though. Vitaphone.

fj TRUANT OFFICER DONALD (Donald Duck
Cartoon)—Boy! what a fight when Donala
catches up with the three pupils who are play-
ing hooky—was his face red! RKO Radio.

fj WHAT HAPPENS AT NIGHT (Terrytoon Car-
toon) — Borrowing from "Fantasia," this car-
toon in Technicolor shows fireflies and ima-
ginative creatures of the night assembhng for
revels in an abandoned windmill. 20th Century-
Fox.

fj AVOODY WOODPECKER (Walter Lantz Car-
toon)—A highly Technicolored woodpecker is

violently insane as a cut-up but he has nothing:
on the doctor examining him. Universal.

Books About Films

Books Into Films

HAVE you a library or are you starting

one of books related to your film in-

terests? If so you will find the newly com-

piled list of "Books on the Motion Picture"

helpful. It includes seventy-seven titles and

indicates the ones most useful in a small

library.

The 20th edition of "Selected Book-

Films," the Board's annual compilation of

motion pictures based on published material

will be ready early in October in time to

plan for Book Week.

Each of these lists is priced at 10c but

free to Magazine subscribers, so send for

your copies if you -wish them.

NATIONAL BOARD OF REVIEW
70 Fifth Avenue

New York City

I enclose 10c for Books on the Motion Picture

I enclose 10c for Selected Book-Films

I subscribe, please send me both

Name

Address

Affiliation
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The National Board of Review of Motion
Pictures Is a citizen body, org-anized In 1909 by
the People's Institute of New York City as a
medium for reflecting intelligent public opinion
regarding a growing art and entertainment. This
Is still the Board's function, together with that
of disseminating information on the subject of
motion pictures and carrying on a constructive
program having to do with community cooper-
ation In the advancement and uses of the motion
picture.

'The National Board is opposed to legal censor-
ship and is in favor of the community better
films plan of placing emphasis upon and building
support' for the finer and more worthwhile films.
It is at all times glad to cooperate with any
agency to encourage and guide the motion pic-
ture in developing its possibilities both as
recreation and as entertainment.

It carries on its work through various com-
mittees. All members of the committees serve
without pay. No member is connected with the
motion picture industry. They are representative
of varied interests and activities and many are
connected with large public welfare organizations
or educational institutions.

The General Committee is a body evolved out
of the original group organized in 1909. It is the
appeal and central advisory committee of the
National Board to which policies are referred
and to which decisions of the Review Committee
regarding pictures may be carried either by the
producers or by the Review Committee itself.

The Executive Committee is composed of
members of the General Committee and is the
diirecting body of the National Board, charged
with the formulation of policies, the election of
members, the expenditure of funds and super-
vision of all administrative affairs.

The Review Committee is a large group of 300
members carrying on the work of reviewing the
films. It is divided into sub-groups which meet
for review per schedule during each week in the
projection rooms of t'he various motion picture
companies.

The Membership Committee supervises the
membership list of the Review Committee and
recommends the names of proposed new mem-

, , bers for consideration by the Executive Com-
^ mittee.

The Committee on Exceptional Photoplays is

composed of critics and students of the cinema
interested particularly in encouraging the ar-
tistic development of the motion picture. It

reviews and publishes a critique of the finest

films and assists community groups in the show-
ing of unusual films to special audiences.

NATIONAL
MOTION PICTURE

COUNCIL
The community or field work of the National

Board of Review is conducted under its National
Motion Picture Council, through affiliated mem-
bership groups, service contact groups and cor-
respondent's throughout the country. The Na-
tional Council assists in the organization and
program of work of local groups which are
usually called Councils.

These Councils follow a plan Initiated by the
National Board in 1916 of having a membership
composed of representatives from many organ-
izations, cultural, educational, recreational, reli-

grious, and civic, so that they typify the original
movement' for community participation in the
development and best use of the motion picture
as recreation and education.

The objectives of such organizations are as
follows

:

To demonstrate through the education of
public opinion, the effectiveness of selection and
classification, instead of censorship, as a means
of forwarding the development of the motion
picture and Its best uses.

To encourage through open meetings, forums,
classes and other means, the study of the motion
picture as a medium of entertainment, education
and artistic expression.

To concentrate the attention of the public on
specific worthwhile films through the publication
of a Photoplay Guide to the selected pictures
being currently shown at local theatres.

To arrange family Friday night or week-end
programs of selected films, and junior matinees
of pictures particularly suited to the tastes of

children, through cooperation with local exhib-
itors.

To endorse and further the use of visual edu-
cation through motion pictures in the schools.

To arrange and promote occasional exhibitions

of exceptional and cultural films that would not
normally be shown in the commercial theatres.

PUBLICATIONS

The National Board of Review and its Council
as an aid to the groups carrying out these
objectives furnishes an informational service

through its publications.

National Board of Review Magazine (monthly)

$2.00 a year for individual subscriptions

$1.00 a year to Council or club groups.

Weekly Guide to Selected Pictures

$2.50 a year when taken alone.

$1.00 in conjunction with the Magazine.

A listing of all publications and services is

available upon request.
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Selected Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of

Review as worthy of popular patronage in the

theatres, with an indication of the audience group
suitability for each picture. The choice of the

pictures included is based upon principles of selec-

tion developed through long study of public pref-

erence as to what constitutes good screen entertain-

ment. The consensus of the Review Committee
forms the basis for the reviews and audience
recommendations of the pictures. The Review Com-
mittee consists of approximately 300 trained mem-
bers representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up).

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren under 12.

*—Recommended as above the average "selected"

picture.

Starred Selected Pictures

f *ALL THAT MONEY CAN BUY — Edward
Arnold, Walter Huston, James Craig, Jane
Darwell. Based on the story "The Devil
and Daniel Webster" by Stephen Vincent
Benet. Directed by William Dieterle. A
Faustian legend laid in New Hampshire in the

1840s. A poor farmer who sells his soul to

the Devil for seven years of good luck finally

realizes the bitterness of his fate when Mister
Scratch (as the infernal gentleman likes to be
known in New England) appears to execute;

the contract. Daniel Webster, however, points

out to the unfortunate husbandman that his soul

is worth a fight and undertakes to represent

him in a court whose judge and jury are made
up of the damned spirits of notorious Amer-
icans. On all counts this is a splendid film,

story, direction, camera work and acting. Mr.
Huston makes a delightful Scratch, gay, wily,

debonair, with a sobering maliciousness ap-

pearing on occasion. And Mr. Arnold as Black
Daniel is eloquent and everything we could

wish the statesman to be. He gives a very
natural and human portrayal of the senator

from Massachusetts. A witty, beautiful, moving
movie ; timely and generally strong, sound
cinema. RKO-Radio.

f *BURMA CONVOY — Charles Bickford,

Evelyn Ankers. Original screen story by
Stanley Rubin, Roy Chancelor. Directed by
Noel M. Smith. An excellent, well-knit melo-
drama with the Burma Road for background.
Information on the time and route of trucks
carrying supplies for Chungking has been leak-

ing out and the action consists in tracking
down the official who is selling the schedules.

The photography is unusually good and the

material, otherwise old stuff, has been fresh-

ened and intensified by its application to so

interesting and timely a subject as the supply-

ing of the Chinese over this historic thorough-
fare. The film constructed with remarkable
taste and using comedy and romance most
dexterously never halts or obscures its action.

And one scene is quite unforgetable : Willi
Fung singing "Jeanie with the Light Brown
Hair." Universal.

f *DIVE BOMBER — Errol Flynn, Fred Mac-
Murray, Ralph Bellamy. Original screen story

by Frank Wead. Directed by Michael Curtiz.

This time it's the medical department of the
Naval Air Corps that has its cinematic glori-

fication, and as a good, sound job of docu-
mentation and simple fiction the producer pro-
vides the public an interesting and pleasant

film. The cast particularly deserves praise

:

Mr. Flynn portrays lirightly and sincerely the

medico slaving to find the answer to the health

problems posed by stratosphere flying ; in a

smaller part Mr. Bellamy is very little behind
him in his performance ; and Mr. MacMurray
as the truculent and fast burning out squad
commander who for all his skepticism offers

himself as the guinea-pig for the research

doctors attains almost heroic stature. The
grand thing about the picture, however, is the

marvelous aerial photography in Technicolor
of planes in flight formations and bombing
'tactics that at times takes away your breath.

Not since the horse has the movie camera had
a natural like the airplane, and this film ex-

ploits the composition, movement and fluidity

of soaring aircraft to the utmost. The de-

light obtained in the flight sequences is apt at

the time to obscure the fact that they are not

always needed to carry on the tale of con-

quering the occupational complaints picked up
at an altitude of 40,000 feet, but on reflection

this defect detracts somewhat from the film

as an integral work. Of the new movies de-

voted to acquainting us with the fighting ser-

vices Dive Bomber stands with the others very
favorably indeed. Besides, it's tastefully done,

well cast and is a very handsome affair.

Warner Brothers.

fj *DUMBO—See Exceptional Photoplays Dept.,

page 7.

f *HERE COMES MR. JORDAN — Robert
Montgomery, Claude Rains, Evelyn Keyes,

James Gleason. Based on the play by Harry
Segall. Directed by Alexander Hall. A fan-

tastic comedy using a supernatural turn as part

of its plot, rich in humor, poignancy and a fine

array of talent in all departments. Mr. Mont-
gomery does a bang-up job playing a prize

fighter of promise who falls in a plane wTeck
and finds himself on his way to the next world
fifty years too soon because the collector of his

soul is a novice at the job. Mr. Jordan, the

heavenly supervisor of all this soul garnering,

when it transpires that the original Mont-
gomery corpus has been cremated, tries to make
things right by securing the pug a new body
in which to spend his remaining half century.

{Continued on page 16)

Copyright, 1941, The National Board of Review of Motion Pictures, Inc.
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That Investigation in Washington

THE Board of Directors of the National

Board of Review, at its first regular

meeting since the senatorial sub-com-

mittee began its inquiry into the question of

war-propaganda in American films, voted,

on October 9, 1941, to make record of its

attitude toward this inquiry to the following

effect. The National Board of Review has

always believed and contended that under

the Constitution of the United States the

motion picture should have as much right to

freedom from control as the press or any

other medium of expression, subject only to

the laws concerning decency, libel, etc., that

are in force. Naturally, then, the Board is

opposed to censorship as something funda-

mentally un-American. It is the feeling of

the Board that the senatorial inquiry now

in progress has not only shown itself igno-

rant of the most obvious aspects of the

matter it is investigating, with a tendency to

deviate into complete irrelevancies, but that

its principal object is to impose a kind of

censorship upon the motion picture, an

object which if it were achieved would be

most deplorable, not only in itself but as an

entering wedge for further measures of cen-

sorship in the future.

The National Board of Review, which

has defended the freedom of the screen from

governmental interference and control since

its organization in 1909, wishes once more

to register its emphatic protest against the

present so-called inquiry with its likely

sequel of a renewed campaign to restrict the

free expression of opinion.

The inquiry is referred to as "in prog-

ress," but that is hardly an accurate term.

Little progress has been made, and though

the committee asserts it is going to go on,

what road it will take and where it will

arrive are so hazy that progress in the future

seems as unlikely as in the first weeks. The

chief thing it has accomplished has been to

show the movie industry, through its wit-

nesses, in such an aspect of able, intelligent

dignity as must have astounded and con-

founded its enemies, and to present some of

our senators in a light that is singularly

silly and ineffectual.

The Eighteenth Annual Conference
of the

National Board of Review of Motion Pictures

November 13th to 15th Hotel Pennsylvania, N. Y. C.

3



4 National Board of Review Magazine

The Camera Way Is the Hard Way
By Otis Ferguson

IT
is hard to realize what tedious and back-

breaking work goes into the actual shoot-

ing of any Class A picture—six or eight

weeks' time is more the rule than the ex-

ception, and each t>i those working weeks has

six days, each of the days has at least eight

solid hours, nine to six (often earlier to

later), with a breathing spell only for lunch.

The picture runs a mere hour and a half

when they have finished with it, and you

wonder where all the time goes. It would

seem easy to get at least twenty minutes of

dialogue and action into a day of hard work
with cameras and stuff. And there you are

:

all the shooting washed up in a week, with

a day to spare for retakes and special odds

and ends.

Standing around on one foot and then on

the other for an afternoon, dodging grips,

gafi^ers and the constantly shifting ecjuip-

ment on any set, would probably give you

some idea, certainly leave you dead tired, and

possibly still leave doubts. All this going

over and over the same few lines, the shifting

of half a ton of apparatus in a long wait, the

going over again—isn't this waste motion?

Not in the picture of any good director, not

much of it even in the technique of movies as

we have them today.

That a scene is taken several times before

the thing you actually see afterwards is

selected is a fact merely corresponding with

the rehearsal before performance in plays or

music. That two or three takes of every-

thing are printed is merely acknowledgment

of the fact that the camera does not show
what the eye shows ever, and even the ex-

perienced have to guess. And that many
scenes are shot first from one side, then from

another, then from above, etc., is the ele-

mental fact needed for the camera to keep

shifting to its highest point of emphasis and

interest, while the normal and rightly placed

voices of all those taking part must remain

steady on the film's sound-track as the cam-
era looks away or over them.

Take an afternoon on the set where Wil-

liam Wyler was starting ofif The Little Foxes

—more interesting than many because of the

complexity of the set-up, the size and fine

design of the set itself, and the imminence of

a good director's picture (don't try to catch

a director's "genius" when he is working: it

is in his head if he has it, and in his puttees

or accent if he hasn't). The big stage is

filled clear up to the parallels by three sides

of a square of two-storey buildings, with a

lawn and driveway, bushes and flowers, trees

spreading their branches over everything and

going up out of sight (see stage plan). It

is also filled with people, everybody with

something to do, usually something myste-

rious.

The afternoon is only a detail in the com-

pleted picture, running off before your eyes

in less than a minute, but it carries on the

story. It isn't even the whole of the detail,

which started with trying out effective angles

and maybe the first line or two in the morn-

ing. It is almost at the start of the picture

as we see it now, where Zan is getting out

of the bugg)- at her Aunt Birdie's house in

the morning, her aunt coming to the upstairs

window. If you look down at the set from

above, this window would be at the extreme

left in the back, the carriage at the extreme

right. The only actual changes in position are

Zan's moving three steps toward the left as

the carriage drives off, then to the center

and the aunt's first coming to the window
and leaving it on the last line.

I will give the lines of this scene as nearly

as I can remember them, then the positions

of camera covering each (see cut). Then all

you have to do is to see the picture and

figure it out. You will be on your own, and

you will not want to be a movie director

again.

Zan : Good morning. Aunt Birdie, is your

headache gone?

Birdie : Oh yes, it's all gone, thank you.

Queenie : Good morning. Miss Birdie.
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LINES INCLUDED tN THE FOUR TAKES
ZAN: Good morning. Aunt Birdie, is your headache gonet
BIRDIE: Oh it's all gone, thank you.
SERVANT AND B. : Good morning. Miss Birdie (and reply)
Z.:

2.!

Z.:

B.!

You go along, servent; I'll talk: with Aunt Birdie a minute.
You better hurry, oause your mother's at the house and she

ain't no pusson to be kept waiting, (drives off)
Guess where we went this morning. Aunt Birdie7
To—Lyonett Oh darling was it beautiful? I know it was, it

always is this time of year. I can see the house shining in

a new ooat of paint, and the flowers bloraning in the gardens—
(overlapping on the last of this) Oh Aunt Birdie, I've

learned the Schubert piece, all of it, except the middle part-
Oh Auntie, can't we play it without the middle? Mr. Chalmers
would never know.
Indeed not. I'll come right down and play it through to you.
Now wait, darling.

Birdie : Good morning, Queenie.

Zan : You go along, Queenie, I want to

talk to Aunt Birdie a minute.

Queenie : You better hurry, because your

mother's waiting and she ain't no person to

be kept waiting. (Drives off)

Zan (moving left) : Guess where we went
this morning, Aunt Birdie.

Birdie : To—Lyonnet Oh darling, was it

beautiful? I know it was, it was always

beautiful this time of year. I can see the

house shining in a new coat of paint, and the

flowers blooming in the gardens, and

—

Zan (moving to center, speaking to over-

lap the last of this) Oh Aunt Birdie, I've

learned the Schubert piece, all of it, except

the middle part—Auntie, couldn't we play

it without the middle ? Mr. Chalmers would

never know.

Birdie : Indeed we can not. It's so easy,

I'll come right down and play it through

with you. Now you wait, darling. (She

retreats from window; cut.)

Now for this they had a camera on a

crane, an enormous affair that looks some-

thing like a derrick, carrying the camera and

its attendants up and down and right and

left, forward or back on the wheels of the

base; and the usual camera on the ground.

The first set-up was the crane at the far left

(see fig. I), on a level with and close up to

Birdie's window (up among the trees too:

they had the devil of a time with the trees

and would now and then have to take off a

branch and put it somewhere else.) Second,

the crane was moved a little and the camera

panned to where it could look down at Zan
and the carriage (see fig. II). Third, the

ground camera was far left (see fig. Ill),

closing on Queenie in the carriage. Fourth,

it was center (see fig. IV), looking up at

Aunt Birdie as Zan would look up.

The same microphone on its mobile

boom covered all the speeches except

those of Birdie, who had a high microphone

for herself.
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Xow if }'ou will refer back to the few-

lines of speech, with their minimum of

action, and keep in mind about where the

people are as the camera changes : in the

first position (see fig. I), the close-up of

Birdie in her second story window, they shot

everything from Oueenie's exit speech down
to the end. (And all through here the fact

that the camera is turning means that every-

one involved, whether he can be seen or not,

is there and speaking in his place, the place

his voice should come from. Everybody, the

company.) From the second position (see

fig. II), the crane shifted a Httle, camera

turning to look from the distance of Birdie's

window down in long-shot at the carriage

group, they went through the whole business

from beginning to end. (Director's voice

in patient interruption : "^Miss Collinge,

wasn't that line 'Xow you wait, darling.'

This time you said 'wait right there.' " ^Miss

Collinge: 'T'm sorry." Director: "Again,

please.")

From the third position (see fig. Ill),

down on the ground near the carriage, they

only make the scene as far as Oueenie's exit.

Then an interim of great bustle as all traces

of the boom and paraphernalia are lugged

awav and the camera is got back to center,

looking up at Birdie across the front of the

house. Then they run through the whole

scene again, every line, including the sound

of the carriage being hauled out on the

gravel drive.

Each different take was run over several

times, with waits for adjustments, with

actors getting weary enough of the hun-

dredth "Good morning. Aunt Birdie," to

stumble a little as they went on from there

—usually on what was to have been the

final one. Each different shift of anything

at all, let alone the whole camera, involved

a hundred adjustments down the line, with

all those batteries of great and small lights

on their shaky grotesque stands dragging

their tangle of cables behind, with the micro-

phone equipment and its tangles, screens and

flats and scrims and broads and dobos

enough to start a new language, with car-

penters tacking on a board to cover and

painters putting on a touch to bring up an

outline. If you can imagine just a quarter

of this, you will see where the time goes.

But this business of repetition, changes,

repetition, changes : you don't see it in the

picture but they were not just playing leap-

frog. In fact the very reason you don't see

it is its own justification : you are not con-

scious of camera or effects, for the little bit

flickers past in the final version and you are

only conscious that a story is starting as you

follow. Only ! One of the first things in

making a word effective is in showing its

effect on someone—so after the cutting room
has got through we see Birdie as Zan is

speaking to her, Zan as she hears Birdie.

But the first thing is established : the audi-

ence must know where it is, who is talking

to whom — even what is the mood of the

morning and the place. So as we see Zan
looking up, we instinctively raise our eyes

to see that it is Birdie in the window (that's

just what we think : that was Gregg Toland

looking up). We see Queenie starting to

preach the law and are not conscious that as

her law keeps laA'ing down we have fallen

back to see the whole group, the house and

the morning light and the carriage in the

drive (and the horse).

To carr\- us this way without many strips

of film to intercut is a thing technically im-

possible to plan: a mosaic is a simple thing

in comparison, for it is not made (except

by ^Montgomery Ward) from the starting

point of : "We will take 22 reds, 14 purples,

8 greens, a yellow and whatever is left at the

bottom of the kettle, and make an American

eagle." It hasn't the rhythm in motion

which pictures have and which music has.

The director, like the composer, plans what

he wants, he hears the idea in his head; the

director, like the composer, needs still to trv

it out on his piano.

But this was not what you could hear on

The Little Foxes set along toward six that

hot day. They were bringing in the camera

and the nests of lights into the downstairs

room of the house for the next immediate

following line, as Birdie comes down to run

through the middle of the Schubert. It

wasn't only their busy endurance that killed

me, it was my feet ; and the last line I heard

on the set was "Can you for God's sake

knock some of the heat oft that 5000 so these

white piano keys won't look like they was

biting her hand oft?"



EXCEPTIONAL Photoplays
This department seeks to include all photoplays of Mention. The opinions of a committee composed

outstanding merit in the artistic development of of trained students ctnd critics of the screen are

the screen, with the object of bringing such pic- combined in an impartial review which aims to

tures to the attention of discriminating readers, convey a comprehensive idea of the picture, cov-

under the headings of Exceptional and Honorable ering both its excellence and defects.

SECRETAEY AND EDITOR, Arthuk Beach

COMMITTEE
- S. Bernard Wortis, Chairman

Dorothy Chamberlain Robert Girotjs John A, McAndrew Russell Potter
Alibtair Cooke Richard Griffith Mart B. Miller John B. Turner
Otis Ferguson Hexrt Hart Frances Tatlor Patterson Frank Ward
Robert Gessxer Hattie S. Hetmaxx J. K. Pauldlxg

Dumbo
Feature cartoon made by Walt Disney from

story by Helen Aberson and Harold Pearl, screen

story by Joe Grant and Dick Huemer, supcnnsing

director Ben Sharpsteen, story directing Otto Eng-

lander. Music by Oliver Wallace and Frank

Churchill, lyrics by Ned Washington, voices by

Ed Brophy, Sterling HoUoway, Herman Blng,

Cliff Edwards and Vcrna Felton.

DUMBO is Walt Disney going back to

nis oldest kind of cartoon narrative,

but going forward to a new brilliance

and assurance of technique and to a delight-

ful freshness of fun and charm that he has

rarely reached before. To try to describe it

is to run the risk of simply being dull about

it, which is perhaps why the advance pub-

licity has been more reticent than it was with

Fantasia and The Reluctant Dragon. There
is no Leopold Stokowsky or Robert Bench-

ley as extraneous novelt}^ and no such grand

intentions as a visual interpretation of classic

music. It is just straight Disney, and that

is reason enough for praise and rejoicing.

It is about a little elephant, the problem

child of a sedate, pink-capped Mrs. Jumbo.
Not a problem child in the sense of being

difficult or temperamental, but just in being

an ugly duckhng among elephants, with em-
barrassing huge ears, a pathetic small freak

among the group of conservative circus

animals in which the stork deposited him,

and so great an object of scorn to his

mother's snooty friends that it drove the

poor lady frantic. But like a proper ugly

duckling he became a swan—he learned to

fly with his enormous ears and became the

hit of the show.

The plot is as simple as that, enlivened

with circus music, and clowns, gay songs

and the endearing Disneyness of the animals.

To keep Dumbo's sorrows from being too

distressing he has a mouse to befriend him,

with heart of gold and hard-boiled voice of

Ed Brophy, and a flock of flashy jazzy

crows, the quintessence of negro jollity and
rhythm, who help bring about the miracle

of an elephant able to fly. To keep the

sentiment from being too sweet there is a

fine saltiness of satire in the snobbery of the

lady elephants. And there is another variety

of elephant, the pink ones that come in

alcoholic dreams, in a brilliant bizarre ballet.

Disney appears to be getting well ahead in

his problem of how to cartoon humans with-

out being comic-strippish, or just pretty or

grotesque. There are quite a lot of humans
in this film, the circus audience and the

circus workers, and they fit in among the

animals without any effect of jarring. And
the use of voices is just about perfection.

But the greatest joy of Dumbo is its birds

and animals. The Disney m}-thology has

acquired a new set of delightful characters.

J. S. H.
Rated Exceptional

Critical Comment

Horror from Stage to Screen

AFIRST rate play can be, and often is,

a disappointing movie. One reason

is that people who have seen the

stage version come to the movie with pre-
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conceptions and grow annoyed at liberties

that the director feels must be taken with

the original to make it a good motion picture.

And another, and more important reason, is

that the director all too often does not take

liberties enough to translate stage terms into

cinematic terms, with the result that instead

of a movie you have a photographed play,

static, contemplative, drawing its life and

development from dialogue and restricted

action instead of fjrom significant pantomine

and the fluent stream of telling detail and

rhythmic and contrasting juxtaposition of

dramatic incidents. Ladies in Retirement

suffers on both these counts. If one had not

seen Flora Robson enact the repressed spin-

ster bearing the tragic weight of her two

insane sisters and her almost maniac sense of

responsibility for them, he would not be

apt to carp at the youth of Ida Lupino or

contrast unfavorably her highly intelligent

portrayal, instinct with a hopeless misery

and inflexible dedication to the care of her

unfortunate sisters, with the polished and

terror-invoking craftsmanship of Miss Rob-

son. If the picture has anything noteworthy

about it it is the performances given by the

cast, and of it Miss Lupino deserves the most

applause for presenting the protagonist not

as a chemically pure horror but as a person

of stern character and very human suscepti-

bilities, that break down the natural abhor-

rence of the spectator with a strong sense of

pity. This is the more striking since the

murdered actress, that Isobel Elsom plays

so superbly, is a most attractive, witty

person whose grasp of audience sym-

pathy is immediate. Miss Lupino has

steadily grown to rank with the best

actresses the screen possesses ; she has

variety and the ability to transmute her emo-

tions and thinking with a sureness and

economy of means which lies in the power

of hardly a half dozen women to be found

in the American cinema.

The story itself distinctly is an unpleasant

one. A prematurely old spinster who is the

trusted and affectionately used companion of

a retired variety show singer brings her two

daft sisters on a short visit to her mistress'

home because they have no place to go and

she won't hear of an asylum. The visit pro-

tracts into weeks and the lady of the house,

almost driven crazy herself with the irri-

tating vagaries of the pair of maiden lun-

atics, insists they must leave the house in

spite of the anguished pleas of their pro-

tectress. Driven to the wall the spinster

murders her and buries her body in an old

oven in the hearth and proceeds to carry on

as before, telling everj-one that the owner of

the house left suddenly on a long visit to

town. Things apparently might have gone

on like this for years except that a no-good

nephew of the murderess turns up and wants

to be hidden until a little embezzlement job

he has pulled off at the bank where he was
employed blows over. By dint of snooping

and guesswork he suspects the murder and

attempts to use his knowledge to cut in on

the dead woman's money. His aunt makes

it very clear that he can hang around if he

cares to take a chance on the cooking—as she

suggests, the first murder is the hardest,

after that it falls into a kind of routine. This

suffices to make him settle for a ticket to

Canada. But the conversation is overheard

by the maid servant and she runs for the

police. The murderess gives herself up and

her unfortunate sisters apparently find

refuge in a nearby convent.

The chance for action in such a plot is

small. It is chiefly a study in character and

the clash of personalities, elements native to

the stage, but difficult to render successfully

on the screen when they constitute the whole

of the plot. Some bid for cinematic effect

is made in the sequences devoted to comings

and goings on the moor, but the action

chiefly takes place in the living room of the

murdered lady's house. The outdoor shots

are patently of a fabricated kind, very "arty"

and resembling more than an}'thing else

drops and flies of a 1920 stage production.

Artificial staginess is characteristic of the

sets throughout the whole of the film, degen-

erating into the pretty and the picturesque

in an eft'ort to give quaint atmospheric

effects. These elements and the extensive

dialogue, more than anything else, mar a

well-knit story told by a fine cast whose

power often over-reaches the hamstringing

scenario and direction to produce powerful

scenes of suspense and horror.



Community News-Note;

Seeing Movies Made
Two stories of studio visits. One coming

from the recently returned

—

Mrs. Dean Gray Edwards, President

Motion Picture Council of Central Queens,

Long Island, N. Y., and Chairman,

Committee on Motion Pictures,

Eastern Review Division,

General Federation of Women's Clubs

FOR a long time I have been very much
interested in motion pictures, but not

since the old Vitagraph days, when they

used to take outdoor movies at a spacious

residence near my home, had I actually seen

a picture in the making. It was a rare privi-

lege indeed which was accorded me to see

scenes from such pictures as Szvamp Water
at Twentieth Century-Fox, The Man Who
Came to Dinner, Kings Row, and Captains

in the Clouds, at Warner's, and Air Raids

and others at Paramount.

From the first magic words, "Quiet,

everyone. Let 'er roll, Jack," which sig-

nalized that the actual shooting was about

to begin, to the final "Cut the arc, Joe,"

which signified that the "take" was over,

it was a memorable experience to see such

familiar figures as Walter Brennan, Monte
Wooley, Grant Mitchell, Charles Coburn,
Judith Anderson, Dennis Morgan and
Brenda Marshall going through their lines

and paces, and to watch such brilliant di-

rectors as Jean Renoir, Sam Wood, William
Keighley and Michael Curtiz, and that ex-

pert artist with the camera, James Wong
Howe, guiding to perfection each seemingly

unimportant bit to make the desired whole.

Ever since I have been a previewer I have
been conscious of the credit names of those

behind the scenes in picture making, and as

a chairman I have tried to impress upon
others our obligation to give to these names
more than a cursory reading in our impa-
tient expectation of what we are about to

see on the screen, but I must confess that

with my interest in pictures being so largely

from the audience angle, where the actors

9

loom so preeminent upon the horizon, I was
unprepared for the relatively small number

of actors in comparison with the numbers of

workers who thronged about the sets, each

with his own particular, indispensable part

to play. It is possible that it is the impor-

tance of these less idolized lights in the mo-

tion picture world which keeps the stars

from losing all sense of proportions and

values, for those who act in pictures must

themselves realize how dependent upon

these technicians is their art and reputation,

even if the general public does not. I was

interested to note in the scenes I witnessed

how even the most experienced and skilled

actors deferred to their directors and how
tactfully suggestions were made by these

latter craftsmen.

I was impressed by the meticulous atten-

tion to minute detail and I was amazed at

the hours of rehearsal required to produce

a scene which passes before one on the screen

in but a few moments.

The studios are like little cities within

themselves, with a labyrinth of streets which

would baffle any but the well-informed young

men who were assigned to guide me on my
travels. I saw the carpenter shops, the huge

tanks where seas are created to swamp ad-

venturous ships, the storage rooms where

the background equipment is all catalogued

and filed, and after an hour's talk with Dr.

Lissauer, the head of Warner's Research De-

partment, and a perusal of the encyclopedic

tomes, known as motion picture "Bibles", on

Juarez and Sergeant York, I came away

with the conviction that "if you see it in the

movies, it is so" whether it seems so or not.

The other reporting an earlier-in-the-

season visit made by

—

Mrs. Samuel B. Cuthbert,

former Motion Picture Chairman,

Allegheny County, Pa.,

Federation of Women's Clubs

We were very much impressed with the

reproduction of streets on the sets, such as
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a New England village, streets of Paris,

London, etc. and all so perfect even to the

paving; in an old village there was the dirt

road, while some were paved with bricks,

others with cobblestones, all just right as to

location and period. We were on the porch

of the home of the Four Daughters, and even

were permitted to swing on the famous gate.

Some of the old buildings showed much
traveled and worn steps, seeming to be cen-

turies old. The Anthony Adverse buildings

are still standing* and with some changes

have been used in other pictures. These

buildings are very durable, not just shells of

light material but built so that they last and

can be used many times with certain changes.

The jungles and forest are most realistic.

The wonderful lake of Warner Bros, is

well worth seeing. It is as large as a foot-

ball field and most of the water scenes of not

only Warner Bros, but other pictures are

taken there. We were up on Errol Flynn's

"Sea Hawk" and looked down upon the

making of Out of the Fog. It was very in-

teresting to see the heavy English fog pour-

ing out of a large hose.

The costume department is also a most

interesting place, to see the rows and rows

of all sorts of costumes and also those of the

different stars. From there we went to the

department where furniture of all periods is

kept, very rare and beautiful, some almost

priceless. I wonder how many who see pic-

tures on the screen realize the amount of re-

search behind these pictures. In the re-

search building we saAV thousands of books,,

pictures etc., for reference and information

in making pictures in which everything must

be authentic even to the smallest detail.

The sound and lighting are most impor-

tant also. Hours are spent just to get the

right position and light and to arrange the

sound of voices to the correct and natural

pitch, and then maybe only five minutes of

actual shooting in a whole day. It is indeed

a most wonderful, interesting and educational

trip behind the scenes of the motion pictures.

THE Civic Federation of Dallas, Texas

among the many Institutes and Courses

planned for its thoughtful citizens, will in-

clude again this year a series of motion pic-

ture showings. This series always receives

the serious attention of the Federation's Ex-
ecutive Secretary, Mr. Elmer Scott, for he

fully appreciates the cultural and educational

value of the motion picture and has for many
years, serving since 1917 as a member of

the National Advisory Council of the Na-
tional Board. Foreign and documentary

films are most usually shown with some ex-

ceptional American films. The program for

October offers the French film Generals

Without Buttons; The Scoundrel, (Noel

Coward picture) brought back on request;

Tlie Baker's Wife, exceptional French film

;

Life of Verdi, an Italian film; A Yudame
A Virvir, an Argentine film in the Spanish

language.

LUNCH - HOUR MOVIES" sounds

pretty exciting, something quite pleas-

ant to sandwich between a busy morning and

an afternoon to follow, perhaps still busier.

Not so many people find the time for this

excepting the noon-time crowds at the one-

hour programs in the news-reel theatres of

New York and other cities, where many
people find it convenient and pleasant to keep

up with the world. But the youngsters in

lots of cities are more fortunate, they get

their mid-day features. One of the cities

particularly interested in this plan is Cleve-

land. i\Ir. Samuel E. Davies of the teach-

ing staff of the Emerson Junior High School

has written to us about the activity of a Com-
mittee of which he is a member, that busied

itself this summer in gathering material to be

used in selecting "lunch-hour" pictures. That

is pictures to be shown in the school audi-

torium during the noon recess when the

weather is too bad for the students to play

outside.

Some of the pictures used last year were

To the Victor, The 39 Steps, Good-bye Mr.

Chips, Abe Lincoln in Illinois, Boy's Tozcn,

Szt'iss Family Robinson, Mysterious Mr.

Reeder, Pinocchio, The Shop Around the

Corner, Declaration of Independence, Man
IVithout a Country, Give Me Liberty and

The Biscuit Eater. They expect to keep the

same high standard this year. In this they
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are aided by the Cleveland Cinema Club

which prepared and sent to schools Septem-

ber 1st a list of nearly one hundred and fifty

titles of more recent pictures suitable for this

purpose. Some are suggested for senior,

others for junior high schools, and some
recommended only where supplementary to

school work. A number of reissues of older

features to be made available to schools for

the 1941-42 season are also noted.

Motion pictures are used in the Emerson
School as well during regular school hours,

for Mr. Davies has told us of a series of

motion picture appreciation discussions in

home-room guidance. A comment in con-

nection with this may be appreciated by those

who are interested in children's reactions,

for it indicates a viewpoint that may be dis-

appointing but not altogether surprising.

When they showed The Adventures of Chico

he said, most students rated it very highly

but suggested that "I would not choose to

see it if I could see Blondie, Bing Crosby or

the Ritz Brothers instead."

A concrete evidence of the immediate re-

sults of motion picture study worth
comment has come to our notice. Recently

we reported on the indifferent attitude to

motion pictures of the girls in one of the

sewing classes of young girl workers in the

Waterbury (Conn.) Girls' Club. They were

not particularly interested in what kind of

pictures they saw and could not say whether

they liked them or why. All that is changed

now, says Miss Kathleen Crowley, Director

of the Club, since the classes have been given

an opportunity under interested leadership to

talk over motion pictures and what to look

for in a good picture. Certainly her point is

upheld by their vote received on the best

pictures of the summer, including as it does

such films as Citizen Kane, Here Comes Air.

Jordan and The Little Foxes.

After only a very few months of thought-

ful motion picture attendance and consider-

ation of the pictures seen a group may be-

come discriminating and articulate. Motion
picture appreciation classes need not be

limited to the schools. There are groups of

many kinds doubtless in all cities where talk-

ing about the movies would be welcomed if

Councils would provide some trained leaders.

LETTERS coming to us from Council

officers indicate the prevailing wish of

both individuals and groups to do some ser-

vice for somebody, some material service, in

addition to the ever important work of pro-

viding motion picture information for the

community, so it seems timely to report as a

fall suggestion the annual Toy and Clothing

benefit matinee, sponsored by the Better

Films Council of Greater St. Louis (Mo.)
in cooperation with 42 neighborhood theatres

last October. The theatres and films were
given gratis and the services of the operators,

stage hands and ushers were also donated.

Approximately 35,000 articles of clothing

and 5,000 toys were collected for distribution

to needy children by the Toy Shop Guild of

the Board of Religious Organizations and
the Child Conservation Conference. Re-
viewing committees serving at the cooper-

ating theatres and other Council members
and friends volunteered their services for this

worthy benefit, assisting the managers in as-

sorting and packing the articles for collection

by city, county and trucking companies
donating their services.

The children were not alone beneficiaries

of this Council's attention, for another ser-

vice was a Christmas party for guests from
the Home for the Aged in the metropolitan

area given through the courtesy of Fanchon
and IMarco, at the Missouri Theatre in De-
cember. Members of the Council board and
first-run theatre chairmen served as host-

esses to approximately 500 appreciative

elderly people, reports Mrs. Arretus F. Burt,

organizer and honorary president of the

Council, and the various committee chair-

men working with her.

HOW a club functions as a local unit and
also as part of a larger group is shown

by Mrs. Henry W. Herbst, Child and Home
Chairman of the Northridge (111.) Woman's
Club, when she tells of making reports of

ratings of coming movies at their two sub-

urban theatres using as a reference source

the rating of the Better Films Council of

Chicagoland in which they have membership.
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THE Jacksonville (Fla.) Motion Picture

Council devoted its September meeting

to a study of noted directors, their individual

methods and their characteristics. The mem-
bers of this group will now be able to answer

that question which many people have been

known to fail on—Can you name ten out-

standing motion picture directors ?

LAST month ^ there were reported tlie

visits of various Council members to the

offices of the Board in New York City. A few

more traveHngs are recorded to show how
the motion picture interest is united through

personal contact. Mrs. Elmore Godfrey, Jr.

president of the Knoxville (Tenn.) Motion

Picture Council visited the National Board

and attended a meeting of the Review Com-
mittee. Another office visitor was Air. F. C.

Abraham, president of the Cinema Club of

Lima (Ohio). Mr. H. W. Adams, a mem-
ber of the National Advisory Council of the

Board since 1918, attorney and former

mayor of Beloit, Wisconsin, is planning to

call upon Board contacts in California this

month, as is Mrs. Frank R. Anderson, presi-

dent of the Motion Picture Council of

Greater Cleveland. Earlier in the summer
Mr. Frank S. Phillips, a member of the Ad-
visory Board of the Rochester Film Council,

expressed his wish to talk with Board mem-
bers when stud3-ing motion pictures in Holly-

wood.

Another item about personalities reported

upon last month that can be added to this

month is the re-election of Council presi-

dents. Some of those whose past valuable

service has been recognized through again

being inducted into the presidency are : Mrs.

O. D. Bartlett, Atlanta (Ga.) Better Films

Committee ; Mrs. William A. Burk, South-

ern California Motion Picture Council; Air.

John O. Chapman, Lincoln (Nebraska) Bet-

ter Films Council; Miss Elsie Clanahan,

East St. Louis (111.) Better Films Council;

Mrs. V. J. Guthery, Charlotte (N. C.) Mo-
tion Picture Council ; Mrs. Richard K. Jones,

Cleveland (Ohio) Cinema Club; Mrs. B. F.

Reed, Milwaukee County (Wisconsin) Bet-

ter Films Council ; Mrs. Joseph L. White,

Montclair (N. J.) Motion Picture Council.

Some who have recentlv assumed the

presidency for the first time in their Councils

are: Mrs. William Hanson, Springfield

(Mass.) Motion Picture Council; Dr. O. E.

Harrell, Jacksonville Alotion Picture Coun-
cil; Mrs. Jacob M. Lashly, St. Louis Better

Films Council ; Mrs. Nicholas Lodwick, Cin-

cinnati Motion Picture Council.

A Motion picture study series "Facts and

Opinions About the Motion Picture"

consisting of eight subjects, one each month
October through May, by the National Coun-
cil of the Board, is announced for Councils

and other study groups. The paper "History

of the Motion Picture" is now available. The
series cost is 75c, or if ordered separately

10c each paper.

The 20th annual "Selected Book-Films"
list including the pictures from October 1940

to October 1941 based upon pubHshed
sources or especially related to reading is

now ready in time to plan for Book Week,
November 2nd to 8th.

Alindful of books it may be well to men-
tion again the recently compiled list of

"Books on the Motion Picture," covering

seventy-five titles by subject arrangement.

Each of these lists is priced at 10c, free to

subscribers who request them.

THE Y.M.C.A. Motion Picture Bureau,

distributing films for non-theatrical use

to a wide public for thirty years, has come
to know the difficulties experienced by
those attempting to find the appropriate

film. Mr. George J. Zehrung, Director of

the Bureau, a member of the Board of

Directors of the National Board, has

shown us the Bureau's new "Classified

Film List" which has been arranged in a

way to lessen these difficulties. It com-
bines a list of titles under subjects and

an order form. Here in one line is 3'our

title, reels, space for date required and
price if one. Alany of the films are free.

Some of the subject headings are "Civics

and History," "Fine and Industrial Arts,"

"Health and Safety." There are eight in

all. If you wish a complete set of the

eight they will be sent without charge, Mr.

Zehrung says. Address the Bureau, 347

Aladison Avenue, New York City.



"The Movies as an Aid to Tolerance"

by Joan Kaufman

Evander Childs High School

Motion Picture Club, New York City

ODAY the motion picture plays an im-

portant role in the lives of all of us—^from

very young children to those who saw the ad-

vent of the film industry. It is both a social

and an educational force, and today, when
national defense is so important and so neces-

sary, films should be produced to bring to all

of us the knowledge necessary to enable us to

better fulfill our dut}- in helping our nation.

First and foremost it is our duty to be good
Americans, to be proud of our country and
its traditions, and also to be tolerant of the

many nationalities of which it is made.

If the children are shown certain national-

ities always placed in a ridiculous light, the

children, whose young minds easily absorb

prejudices and yet find them hard to destroy,

will feel in many ways superior to those races.

A\^hen coming in contact with American-born

children of foreign races in school, they will

employ methods of intolerance, un-American
methods, in spreading false ideas given them
by motion pictures. An example of this

would be the Greek race, often derided as an
ignorant race of restaurant proprietors. It

has suddenly become prominent in fighting

for its rights, and only now is the film in-

dustry banning "typing" of the race.

German people are portrayed as a grim,

cruel race, as in the film Four Sons or any

one of scores of other propaganda films. It

is understood that this is a just portrayal of

the Nazi Party, but it is the school child, son

of German parents, who bears the brunt of

unfair torments.

The Italians are often shown as ignorant,

clumsy people, never seeming to be able to

master the English language. Wasn't it an
Italian, ^Michelangelo, who created some of

the most beautiful masterpieces of art in the

world and who was a fervent believer in

democracy? How often are the famous
Italian authors or patriots shown?

The American Indian, who had more of a

right to America than we, is shown as a cruel

heartless race. When the Indians killed

white people, it was known as a massacre,

but when the situation was reversed, the in-

cident was known as a battle.

The Oriental often aroused fear because he

was shown slithering about with a dagger

hidden in his sleeve. Charlie Chan shows

that an Oriental can also be a philosopher,

and today much is being done to alleviate in-

justice to these cultured races.

Two of the more widely discussed preju-

dices in this country are those against the

Negro and the Jew.

The Negro is shown as an eternally fright-

ened foil for a comedian's jokes, or as a lazy,

laugh-provoking porter. A feature film

based on the lives of Booker T. Washington
or George Washington Carver would lead

many to better respect this fine race and per-

haps would help end some of the injustices

in the South.

The Jewish faith in this nation is much
understood since the inception of persecution

in Nazi Germany. Many actors, Maurice

Moskovitch for instance, have recently given

true portrayals of this faith.

A film such as That Night in Rio neglects

all the cultural activities of our Pan-Ameri-

can neighbors in order to accomplish one pur-

pose—earning money and drawing a crowd.

jMusicals accomplish this purpose, and that

is all. The picture was not intended to give

a mistaken idea about our neighbors to the

south. At this time, however, it would have

been to much greater advantage to acquaint

us with the customs, and not only the amuse-

ments of our fellow democracies.

Tolerance must be practiced in order to

become more than theory, and it is to this

purpose that movies should be mobilized.

They should present to us a true picture of

all the nationalities that make up our country

so that the younger generation can carry on

the principles of democracy so important to

the existence of our nation, and so that the

adults may aid their children in becoming

good American citizens.

13
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"Our Club Activities"

by William Foster

Mark Twain Junior High School Club

Brooklyn, N. Y.

^HIS term the Four Star Motion Picture

Club of Mark Twain Junior High School

has reached a membership of 90, under the

leadership of a born comedian and enthusiast

of motion pictures. Our popular president

is aided by the award of eight passes eacli

week provided by our three local theatres.

Each month our club is invited to one of these

theatres, and about sixty members are able

to attend. On membership cards, our efficient

secretary very faithfully records the receiving

of passes and the attendance at the monthly

pictures.

We are able to prove our appreciation of

the help of the local managers in a very ac-

tive, substantial manner. Theatre posters are

placed on our hall bulletin boards and news-

ettes are distributed for posting in each class-

room. For special occasions, announcements

are presented to every pupil in our large

school. We are using increasing care to see

that no material is distributed that a visiting

school official could criticize.

For the pictures, Arizona and Virginia, a

committee judged contest maps and question-

naires, and we are very proud to distribute

the reward passes to the satisfaction of the

theatres and the pupils.

The Young Reviewers on:

"Tanks a Million"

THE Young Reviewers recently gave a

favorable reception to the Hal Roach
featurette. Tanks A Million, although they

sneered a bit at comedies in general and

offered some suggestions for an improved

propaganda. Their ballots rated the pic-

ture as follows : Excellent—9, Very Good
—12, Good—5, and Fair—2. But 21 votes

were cast against there being anything

worth remembering or thinking about in

the picture. The otlier 7 were happy to

learn a little more about army Hfe, regu-

lations and ranks. They found the plot

very funny but with reservations. 'Tm-

possible, but very amusing," said a girl,

As we continue to be thrilled by motion

pictures, we realize that we are developing

greater understanding and keener judgment

in our choice of pictures, that many pupils

are learning to express their ideas before a

friendly group on a subject that is dear to

them, and that our school and community

are looking to us as responsible leaders in the

study of the great art of the motion picture.

A steadfast alumni group carries on after

graduation from our school.

* *

The above talks are a continuation from

the September issue of the reporting of the

Fifth Annual Spring Conference

* * >|:

"Ten Best" Contest

g^VERY 4- Star Club should have each

individual member write down the ten

pictures he or she most enjoyed during the

year; the member's name and age must

appear on the list.

All lists must be in the office of the

National Board of Review by Monday,

December \st.

All lists are then tabulated and the ten

pictures receiving the greatest number of

votes become the junior "Ten Best Pictures

of 1941."

As in other years, the members whose

individual lists come closest to this final list

will be awarded prizes of properties from

the winning films.

11. "It was humorous but unHke actual

camp life," from a girl, 13. A boy, 14,

thought "the plot could have been a little

better—some parts of the film were very

silly. You could see that it's all a script."

This same boy said that the scenery,

which consisted of typical frame barracks

on a treeless plain, "could have been a

little better— it was a little empty." The
majority recommended the film for every-

one although "young children" were singled

out on four ballots.

On the subject of double features, one

boy, 13, spoke for all when he said "When
you go to see a double feature, you see

one good picture and one hammy one."

When the leader suggested that people

generally don't consider this, he admitted
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that it was so. "When I go to a movie,

I like to see one picture that is serious,"

said a girl, 12. "Children like to see two

pictures," said a boy, 14. The leader, a

girl of 13, said that the ordinary public

isn't particular about the kind of pictures

it sees and no one disputed this.

One girl, 12, expressed the wish to see

a picture that had to do with school Avork

so that she might learn from it, but this

brought down a round of criticism. "If

they made regular movies and put school

things in, first of all the things they put

in aren't always agreed with by your

teacher, and grown-ups wouldn't Hke it

and it wouldn't be good for sales," (girl,

12). "When you go to a movie you don't

go to learn about school. You go to forget

about school," (girl, 13). "If you want
to learn, you should go to a museum,"
(girl, 12). They mentioned some of the

films shown them in school but admitted

they were very boring as a rule. But that

was education.

On the subject of acting in comedies,

they had a lot to say. "I would say the

acting was fair. It can't compare to a

real dramatic picture," (girl, 13). "In a

comedy one doesn't usually notice the act-

ing but usually notices the incidents, but

I think in most pictures you will find

better acting," (boy, 13). Then love was
mentioned. "When you go to a picture

and see love connected with a comedy, it

has to be a funny love or else it won't

go," (girl, 12). "The Marx Brothers and

the Ritz Brothers always have a serious

love interest and that spoils it," (girl, 12).

"If they do put love in it, the characters

aren't so good for love, and if they put

people in who can do love, they aren't

good for comedy," (boy, 13). A girl, 11,

noted that "you are less likely to re-

member a comedy."

They then had a little debate as to

whether this film was good propaganda or

not, with the negative side winning by a

shade. In this case, their definition of

propaganda would seem to imply pro-army

or anti-army rather than any more potent

departure. "I think all these pictures make
the draft and the army seem very bad. All

the stuff about a bad sergeant and a tough

Company F and a very strict person like

the general would be bad for boys going

into the army to see. It is not only in

this picture. Caught in the Draft too. I

don't think they make an army look so

good. I think it isn't good propaganda

for the U.S.A., if the U.S.A. wants prop-

aganda," (boy, 11). "I think he is right.

They should have something different. It

is better to make the army more serious,"

(girl, 13). But another girl, 13, said "I

think it would make good propaganda be-

cause it would make the people think that

it isn't so serious and that the draftees

also have some fun but that it is serious

when you have to work." In defense of

the film, a girl, 13, said "I think they

should continue those pictures because why
shouldn't we see what Uncle Sam is doing

to protect us." "I would much rather see

a picture about the draft than about the

army that was fighting—something funny,

not shooting," (boy, 12). "A boy who
sees a picture like this would want to go

(into the army: Ed.) for the humor,"

(girl, 12).

Toward the end of the meeting, the fol-

lowing dialogue occurred: Girl, 12: "I

would like to know how the sergeant got

demoted to a paperpicker because he

angered the colonel. There is no such

law in the army that would let the colonel

do that." Leader: "A colonel is a colonel."

Boy, 11: "I know—and if anybody keeps

pestering a colonel, I'm sure he would at

least be reduced to a private." Girl, 8:

"Sometimes when soldiers don't do the

right thing, something is done to them like

they have to peel apples or potatoes or

something like that." Girl, 12: "I don't

see how the colonel could have the right

to change a man who has been in the

army for twenty years." Leader : "Don't

you know how a movie exaggerates?"

Same girl, 12 : "But after all, such exag-

geration!" Boy, ,11: "You don't know
the army." The Young Reviewers seem

to be concerned about the tendency toward

dictatorship in our own army. As usual

the meeting had to close because of the

hour, although the enthusiasm for discus-

sion of movies was still at a very high

tide.
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Selected Pictures Guide
(Continued from page 2)

The hunt for the body and the readjustment

of the hero to new situations and old friends

provides hilarious moments alternating with,

passages of depth and emotional potency. When
the pitfalls that such a film of its nature has

lying open for it are considered it comes home
to one that this delightful picture for all its

freshness and apparent effortlessness is a re-

markable compound of taste and cinematic art

which reflects no small glory on the director,

the star and thp rest of the people who made
it. Columbia.

f *IT STARTED WITH EVE—Deanna Dur-
bin, Charles Laughton, Robert Cummings. Ori-

ginal screen story by Hans Kraly. Directed by
Henry Koster. Here's a light, happy,

piece in which Miss Durbin gives up some of

her adolescence to become a man-chasing co-

medienne and Mr. Laughton forsakes the evil

sneer to portray a whimsical, crotchety old

tycoon with a propensity for playing Cupid.

She is called on to fill in for Cummings' fian-

cee in the last moments of the tycoon's rich

life. But, upon seeing Deanna, the old gent

has the bad grace to revive, placing his son in

a true dilemma. From there, the picture skips

along at a merry clip until Deanna is installed

as the real fiancee, by dint of Laughton's ef-

forts chiefly. The performances are all joyful

but Laughton stands out for the many eccentric

little mannerisms he thinks up. Koster's di-

rection also contributes in making the film such

an infectious comedy. Universal.

f *KU KL\N—Photographed and written by Rey
Scott. Prologue by Lin Yutang. This is the

very best sort of a travelogue made by an
American correspondent on a trip into the in-<

terior of China with a color camera. The
photography is understandably crude and the
color often unsatisfactory but the unity of his

material and the emergence of a dramatic
theme of China itself, a nation bogged down
by out-moded traditions but making the nec-
essary transition to a modern power engaging
in a long war, is splendid. One feels the birth

of the New China as the small farmers take
up arms or turn to factory work. The deter--

mined effort of the whole country is caught
in the scenes of the constant reconstruction
of the Burma Road by thousands of willing

laborers. Mr. Scott filmed the old China as

well as the new, the men on the battle-front

as well as those in the dim interior, and
climaxes his story with the bombing of Chung-
king which illumines China's plight unforget-
ably. It is very complete and has a definite?

point to make without ever overstepping the
bounds. It would be fortunate indeed if all

non-fictional documentaries of warring nations
could plead a cause with equal scope, elo-

quence and tempered grace. Adventure Films.
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Hellman. Directed by William Wyler. A
film not apt to be helpful when you need

cheering but an unusually fine movie never-

theless. Miss Davis rather outdoes herself as

the selfish, heartless creature bent on getting,

a large corner of this world's goods no matter

who suffers. And the rest of the characters

are all decisivelj' drawn and enacted to give

the film an urgency that is enthralling in spite

of the repellant qualities of the tale itself. But
a guilt-edged production cannot quite cover

over the fact that it is adapted from the stage,

in spots it's very talky. In the sequences,

however, that escape too much dialogue the

film has a fine cinematic sweep. This is one

of the better pictures that afford Miss Davis

the opportunity to show us how terrifying a

lady can be when she makes up her mind.

RKO—Radio.

f =^SMILIN' THROUGH—Jeanette IMacDonald,

Brian Aherne, Gene Raymond, Ian Hunter.

Based on the play by Jane Cowl, Jane Murfin.

Directed by Frank Borzage. A new version

of the tearful period piece dressed to kill in

Technicolor, elaborate sets, songs and a fancy

cast. The film follows rather faithfully the

scenario of the Norma Shearer movie of

several years back, but Aliss Shearer did not

have to take time out so often to deliver a

song. Then, too, this film has inserted in it

several stirring sentiments about Britain, no
doubt with an eye to timeliness. A lavish,

slow moving, well acted movie with fair color,

it will appeal chiefly to folks who like their

romance with no holds barred. Metro-
Goldwyn-Mayer.

f =i=THE STORY OF THE VATICAN—A good
documentation of the civic, religious and
artistic activities of Vatican City made by the

March of Time. By means of fine photog-

raphy and an eloquent narrative by Monsignor
Fulton Sheen of Catholic University the back-

ground, history, points of artistic interest and
the daily life of the people in the smallest

sovereign state in the world are unfolded in

an interesting fashion. The various high per-

sonages in the papal household come before

the camera's eye as well as its precious

libraries and art galleries and all the modern
departments needed to run the city and pre-

serve the perishable treasures that enrich it

as a center of culture and learning. The formal

sight-seeing, familiar enough for those whose
wont it was to trapse about Europe in the

good old days, for all their interest are less

impressive than the workshops, laboratories and
markets—even the tiny bar that offers ver-

mouth as its most potent jollification—of the

modern town. The film has besides these

sights a definite value in drawing a proper

picture of a unique principality which daily

plays an important role in the affairs of war-
torn Europe and governs a spiritual realm of

many millions of souls everywhere. Recom-
mended for schools, libraries and church use.

RKO-Radio.

m *THE LITTLE FOXES—Bette Davis, Her-
bert Marshall. Based on the play by Lillian

f *SUN VALLEY SERENADE—Sonja Henie,

John Payne, Milton Berle. Original screen
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story by Art Arthur and Robert Harari.

Directed by H. Bruce Humberstone. A cheer-

ful comedy romance with gay music by Glenn

Miller's band and skiing and skating lightly

attached to a fragile plot about a perky little

refugee from Norway who sets about stealing

a young musician from the sultry songstress

with whom he thinks he is in love. As fluffy

as an old-fashioned musical comedy, and as

enjoyable. One of the virtues of the picture

is that it gives Miss Henie a chance to do

something else besides skate, and she appears

as a very pleasant acting personality. 20th

Century-Fox.

m ^SUSPICION — Gary Grant, Joan Fontaine,

Nigel Bruce. Based on the novel "Before the

Fact'' by Francis lies. Directed by Alfred

Hitchcock. A handsome and thrilling picture,

enriched by the art of a famous director who
lives up to his reputation of producing start-

ling films and breath-taking cinematic effects.

Air. Grant and Miss Fontaine play their parts

full tilt, aided by a very distinguished support-]

ing cast and the attractive accoutrements and
scenery of the English counties in time of

peace. The plot is the steadily built up suspi-

cion of a lovely young woman for her dashing

irresponsible husband, first, because of a series

of coincidences, that he is involved in the mys-
terious death of his best friend and finally

that he intends to murder her. The story is

so well told that all obviousnesses are swept

from mind by its tautness and suspense and
the gripping fear that Miss Fontaine manages
beautifully to get across. RKO-Radio.

f *TANKS A MILLION — William Tracy,

James Gleason, Noah Beery, Jr., Joe Sawyer.
Original screen story by Paul Gerard Smith,

Warren Wilson, Edward E. Seabrook. Di-

rected by Fred Guiol. A rib-tickling tale of

a bright young man inducted into our new,

army and the alarming effects of his punc-

tilious enthusiasm to become a good soldier.

The writing and direction hark back to thet

classic silent comedies and make this a film

of unwonted freshness and speed. It is the

first of a series of short feature films to be
produced by Hal Roach and bodes well for'

those that are to follow it. Most of the.

action (and it rarely needs dialogue so adroit

is the director in presenting the story in terms
proper to cinema) lies in the ha^ds of Messrs.
Tracy, Gleason and Sawyer and they handle
their parts with intelligence and dexterity. It

is one of the best of the army-inspired films.

United Artists.

f *YOU'LL NEVER GET RICH—Fred Astaire,

Rita Hayworth, Robert Benchley. Original

screen story by Michael Fesslier, Ernest
Pagano. Directed by Sidney Lanfield. A
song and dance film with music by Cole Porter
taking camp life among the selectees of the
army for background and an army show for

the grand finale. Compared with the old

Astaire-Rogers films this lacks the sparkle and
verve we have come to expect, but Fred does
some very nice dance routines and Miss Hay-
worth in a routine role is intelligent, charming

and a delightful dancer. Most of his time in

this very improbable camp Fred spends in the

guard house, chiefly for the usual Hollywood
notions of infraction of army rules, but he is

temporarily released to direct the big musical

that the boys are putting on. He does this to

applause in spite of the difficulties that

Benchley provides for him as the aging

Lothario with a jealous wife. As for the

music—it's very smart. Columbia.

SELECTED PICTURES OF THE MONTH
m AMONG THE LIVING — Albert Dekker,

Susan Hayward, Harry Carey. Original screen

story by Brian Marlow and Lester Cole.

Directed by Stuart Heisler. Handled differ-

ently, this blood-curdling story of murder and
insanity might have been ridiculous, but, with

careful acting and fine direction which wallows

in the terror of the tale, it gains a steam-

roller potency. It seems there were twins,

one of whom has inherited wealth and position

while the other has been kept in a cellar,

insane, with his faked death certificate in the

town registry. The madman escapes and
leaves a wide wake of blood behind which is

ironically blamed on the sane twin. The ending

is satisfactory but the high point is the bril-

liant chase of the madman. Paramount.

fj APACHE KID, THE — Don "Red" Barry,

Lynn Merrick. Original screen story by
Elliot Gibbons and Richard Murphy. Directed

by George Sherman. A good clean western
with the per formula gang of villains and the

enormously resourceful hero to protect the

honest folk. Don does a stimulating job of

clearing up the mess and wins a pretty bride.

Al St. John has sparse comedy bits to do and
does them very well. As usual the riding is

swell and the gunplay remarkably ineffective.

Republic.

f BADLANDS OF DAKOTA—Robert Stack,

Frances Farmer, Ann Rutherford, Richard
Dix. Original screen story by Harold Shumate.
Directed by Alfred E. Green. This is a

bigger western, with quite a well worked out

plot of two brothers in Deadwood, S. Dakota,
during the earliest days of its statehood. After

a fight over a woman, the two take the familiar

paths, one becoming a bad-man in league with
the "Injuns" while the other becomes sheriff.

There is good reconstruction of period sets

and original dialogue, plus a very good per-

formance by Miss Farmer as the backwoods
gun-toter who goes unappreciated. Also, there

is a lot of action, even if it is pretty familiar

stuff. Universal.

f BELLE STARR—Randolph Scott, Gene Tier-
ney, Dana Andrews. Original screen story

by Niven Busch and Cameron Rogers. Di-
rected by Irving Cummings. Laid in Mis-
souri after the Civil War, the story revolves
around a girl who will not admit the Con-
federate cause to be lost, and a Southern
Captain, the leader of guerilla fighters, whom
she marries. The background of carpetbaggers
and unflinching Confederate valor and pride
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are well depicted and the cast does a good
job. The weak point lies chiefly in the

writing. But far and away the production is

excellent in its splendid use of color; it is

one of the most exquisite and successful color

films yet made. And Miss Tierney is almost

breathtaking in her loveliness before the color

camera. A very enjoyable film, having a

quantity of pathos and several very moving
sequences, and a lavish feast for the eyes

besides. 20th-Century-Fox.

f BIRTH OF THE BLUES, THE — Bing
Crosby, Mary Martin, Brian Donlevy. Orig-
inal screen story^by Harry Tugend. Directed

by Victor Schertzinger. Despite good inten-

tions and splendid material, this musical isn't

as fine as it should be. The title is a mis-

nomer for it really traces the white man's
gratuitous adoption of hot jazz and its first

assaults on the respectable niteries of New
Orleans. Nevertheless, there is the folksy

Bing singing old-timers with his peculiar lilt,

there are some hot-licks with a pedigree from
the band, there is Rochester giving as good a

lecture as possible on how to sing the blues,

and, last but not least, there is Ruby Elzy
singing the St. Louis Blues beautifully. It's

good, very good, but not quite as big as the

title. Paramount.

f BOMBAY CLIPPER — William Gargan,
Irene Hervey. Original screen story by Roy
Chansler and Stanley Rubin. Directed by-

John Rawlins. A sustained pace is the most
necessary ingredient of these mystery pictures

which introduce diamonds the size of golf

balls, and this chase keeps moving in fine

fashion. There are one or two tidy murders
and any number of sinister people on the

plane along with the diamonds so that Mr.
Gargan, one of those married reporters who
loves work more than the wife, gets a fine

story. It isn't wholly credible but it enter-

tains. Universal.

f BUY ME THAT TOWN — Lloyd Nolan,
Constance Moore, Albert Dekker, Sheldon
Leonard. Original screen story by Harry Gour-
fain, Murray Bollinos and Arthur Bracken,
Directed by Eugene Forde. Lloyd Nolan buys
a bankrupt town and sets up a good business
of holding people who don't want to be called

up for investigations at the moment in jail at

a boarding fee of a thousand dollars a week.
But a girl wins the hardy racketeer to more
ci\ic ventures arid all ends for the good of

the town and the good of Mr. Nolan's soul.

A pleasant comedy with good performances
all round. Paramount.

f CHARLIE CHAN IN RIO—Sidney Toler,
Mary Beth Hughes, Sen Yung. Based on the
character created by Earl Derr Biggers. Di-
rected by Harry Lachman. A good further
adventure of the series. Charlie, having run
down in Rio a murderess whom he had fol-

lowed from Honolulu, arrives at her house
to find a double murder for him to solve. In
his classic fashion he finesses the criminal into
a confession while his Number 2 son is kept

fairly out of the way by being provided with

a very pretty Chinese maid. Not a very clever

mystery, but right pleasant entertainment in

a light way. 20th-Century-Fox.

f DOCTORS DON'T TELI^John Beal, Flor-

ence Rice, Edward Norris. Original screen

story by Theodore Reeves. Directed by Jacques
Tourneur. Stories of medical ethics wherein

aspiring doctors are tempted by racketeers to

remove a bullet or two but not report it to

the police are fairly common in films but they

still hold the attention as taut dramas. Beal

and Norris are the two doctors in this, the

former contenting himself with an honest but

unspectacular practice while the latter yields

to the lure of gangster money. The ethics of

the situation are well debated herein and the

performances of stereotyped parts are never-

theless sincerely handled. Republic.

f DR. KILDARE'S WEDDING DAY — Lew
Ayres, Lionel Barrymore, Nils Asther,

Laraine Day. Original screen story by Or-
mond Ruthven and Lawrence P. Bachman.
Directed by Harold S. Bucquet. There is a

sad surprise in this episode in young Dr.

Kildare's life, one of the most crucial in his

career. One of the most heart-warming of the

series, with Lionel Barrymore at his mellowest
-—and incidentallj^ revealing himself as a good
composer (in his own person) with a sym-
phonic suite. Music plays an important part

in the picture. Metro.

f DOWN IN SAN DIEGO—Bonita Granville,

Ray McDonald, Dan Dailey, Jr. Based on a

story by Franz G. Spencer. Directed by
Robert B. Sinclair. A group of teen-age kids

turn sleuth in and around the San Diego
marine base to save Bonita's older brother.

It seems that the brother took one bad step

and the rest was easy, getting right in with
awesome foreign agents, but of course he
repents just before a heroic death. In spite

of what this sounds like, the picture is neatly

timed, has some comic snap and is acted by a

bright bunch of juveniles. Metro.

f DUDE COWBOY—Tim Holt, Marjorie Rey-
nolds, Ray Whitley. Original screen story by
Morton Grant. Directed by David Howard.
The western formula is side-stepped a bit by
introducing elements of a mystery with coun-
terfeit bills turning up made by a kidnapped
government engraver. Question : what rela-

tion has this engraver with the owner of the

Silver City Saloon, from which the faked
money is issuing? Cowboy Holt, with a mild
comic and Mr. Whitley's yodeling, uncovers
the villains, of course, in a deserted mine with
a fitting amount of gunplay. It's satisfying

if not epoch-making. RKO Radio.

f FATHER TAKES A WIFE—Gloria Swan-
son, Adolphe Menjou. Original screen story

by Dorothy and Herbert Fields. Directed by
Jack Hively. Seeing this film is as pleasant

a way to spend an evening as you're likely

to find in a movie house. It's no great work
of cinema art, it has a readily recognized plot.
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there are even some spots that let down a bit

after a splendid beginning, but Miss Swanson

retains all her charm and attractiveness and

Mr. Menjou shows again what a good enter-

tainer can do no matter what the part. Besides,

Desi Arnaz sings a few songs prettily and

is amusing in a minor part. RKO Radio.

f FLYING CADETS—Edmund Lowe, William

Gargan, Frank Albertson, Peggy Moran,

Original screen story by Joseph West, Roy
Chanslor, Stanley Rubin. Directed by Erie C.

Kenton. A famous World War aviator helps

out his young brother and his old pal hy

becoming an instructor at their aviation

school. Complications arise when the son he

has never seen becomes a student. The pic-

ture's emphasis is on the training required to

turn out fliers and the glamor of flying itself.

A good picture of its type that keeps a steady

hold on one's interest. Universal.

f GAY FALCON, THE — George Sanders,

Wendy Barrie, Allen Jenkins. Based on the

story by Michael Arlen. Directed by Irving

Reis. George Sanders is casting off the gar-

ments of the Saint to appear as Gay Laurence,

known to his reading public as the Falcon.

He is a devil with the women and a magnet

for murders, as of yore, but in this first of a

new series he has become even more sophis-

ticated to the point of kidding mysteries and

himself delightfully. The story here concerns

murders around the Monsoon Diamond which

was stolen at one of the many parties of

Maxine Wood, professional hostess. It isn't

a great story but is satisfactory for this in-

formal type of picture. RKO Radio.

f GLAMOUR BOY — Jackie Cooper, Susanna
Foster. Original screen story by Bradford

Ropes and Val Burton. Directed by Ralph
Murphy. A very amusing satire on the ways
of Hollywood and picture making and the fate

of a has-been child actor. The cast in general

does a fine job and Miss Foster sings prettily.

It is a fairly fast moving film spiked with

fetching gags and a very funny kidnap episode

that finally puts everything to rights. Neither
particularly original nor top-flight, it has a

sound treatment and an honestly written script

that prove very satisfying. There are several

shots of the first edition of "Skippy" that give

the film a nostalgic note to leaven its hair-

brained moments. Paramount.

f GREAT GUNS—Laurel and Hardy. Original

screen story by Lou Breslow. Directed by
Montague Banks. The sad-faced pair of comics
are back again, this time in a mild service

farce in which they enlist in a cavalry unit

just to be 'near their former employer. The
employer, a wealthy lad of supposedly delicate

constitution, becomes a great devotee of the

army life and together with his two nit-wit

companions he saves the Army Whites in a

practice maneuver. Laurel and Hardy are
good buffoons with very expressive faces but
it is too bad they couldn't receive a little better

script and some speedier direction. Still, it's

good to have them back. 20th Century-Fox.

fj HENRY ALDRICH FOR PRESIDENT —
Jimmy Lydon. Original screen story by Val
Burton, sequel to the Clifford Goldsmith
Henry Aldrich Stories. Directed by Hugh
Bennett. A pleasant juvenile comedy laid in

such a high school as n'er was seen, drawing
its drama from an election for class president

in which the young hero is accused of cheating

and is expelled. The latter sequence dealing

with Henry's first solo plane flight is very

funny and lifts the film out of the ordinary

formula school picture. Jimmy Lydon comes
through with a delightful performance as the

over-imaginative and unlucky youngster whose
innocent projects have such results as may
well whiten his parents' hair before their

time. Paramount.

m HONKY TONK—Clark Gable, Lana Turner,

Frank Morgan. Original screen story by Mar-
guerite Roberts and John Sanford. Directed

by Jack Conway. Gable has the swaggering
Rhett Butler part down pat now and who
cares if he does repeat it—it's still good. In

this, he can make a sucker of anyone west of

the Rockies, including the town in Nevada
which he fleeces thoroughly. But he strikes

a snag with Lana, a Boston blue-blood who
happens to be as smart as himself. It's a

rousing action picture, neatly written, skill-

fully cast and swiftly paced, although Lana
seems just a bit shaky opposite the master.

The one drawback is that a film, so frankly a

Gable show-piece, can't be great art per se.

Metro.

f ICE CAPADES—Dorothy Lewis, James Elli-

son, Jerry Colonna. Original screen story by
Isabel Dawn and Boyce De Gaw. Directed

by Joseph Santley. Actually, this film reduces
to little more than a series of specialty acts

done on the ice, strung together with the sort

of sugary plot one expects of such musicals.

The acts are good, however, introducing many
competent skaters to the screen, and they are
interspersed at times with the breezy antics

of Vera Vague and Mr. Colonna. It is per-

haps just as well to overlook the romance and
plot in this type of picture and concentrate on
the good novelty acts. Republic.

f KID FROM KANSAS, THE—Dick Foran,
Leo Carillo, Andy Devine. Original screen
story by Griffin Jay. Directed by William
Nigh. Murder, dynamite and poison are the

weapons selected by one banana plantation

owner against another in this tropic isle but
Dick Foran, the man mentioned in the title,

uncovers the plot before all the crops are
ruined. The picture seems to have been done
a little haphazardly but this gives it surprising
bounce, and Foran plays and sings in just the
right spirit. The plantation background is of

considerable interest. Universal.

f LADY BE GOOD — Ann Sothern, Robert
Young, Eleanor Powell. Original screen story
by Jack McGowan. Directed by Norman Z:
McLeod. Like most screen musicals, this

film doesn't know when to stop, but it contains
much pleasant and tuneful entertainment, with
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Ann Sothern pepping up the proceedings im-

mensely. It concerns the ups-and-downs in

the marriage of two song writers, he does the

music, she the words. Red Skelton adds a

good deal of comedy, and Eleanor Powell

contributes a couple of dances. New songs

are added to those from the old Broadway
show. Metro.

f LAW OF THE TROPICS — Constance
Bennett, Jeffrey Lynn. Based on the book by
Alice Tisdale Hobart. Directed by Ray En-
right. It all happens on a rubber plantation

in South America. There Mr. Lynn brings

a girl wanted ^ the police (Mr. Lynn does

not know this until later) to act as his wife

after the real girl friend jilted him. The pair>

fall in love but happiness fades as the law
catches up with the young woman and takes

her back to the States. The film is a fairly

good romance with a seasoning of the good
neighbor policy and a social comment on the

loyalty of employees to an impersonal corpo-

ration. The ending is satisfactory. Warner
Bros.

f LIFE BEGINS FOR ANDY HARDY —
Lewis Stone, Mickey Rooney, Judy Garland.

Original screen story by Agnes Christine John-

ston. Directed by George B. Seitz. Andy
comes to New York for a month to get a job

and make up his mind whether to keep it and

be on his own or to go to college and become
a lawyer. Parental grief at losing their boy
is varied with the troubles and timid passions

of Andy in the clutches of the big town, where
the fascinations of a breezy telephone operator

and the homely affection of Judy Garland give

him chills and fevers. The picture has several

inane passages and is entirely too long. But
no one can deny its ethical value in setting

up temptations for the hero to overcome as

indeed he does every time. Incidentally he
goes off to college. So his daddy is quite

happy at the finis. Metro.

m LYDIA — Merle Oberon, Edna May Oliver,

Alan Marshal, Hans Yaray. Original screen

story by L. Bush-Fekete and Julien Duvivier.

Directed by Julien Duvivier. Lydia is an
aging spinster caught by the camera wallowing
in the rich memories of her youth where they
touched on one or another of the four men
in her life. All loved this lovely, tempestuous,
many-faceted girl, but she lost her heart to

the one who forgot her. The faults of the

film are few but large—the make-up, mounting
and the length. The direction, music, camera-
work and a few of the performances, how-
ever, are magnificent. Regarded uncritically,

the film would be captivating but one wishes
Miss Oberon were as many-faceted as the
script indicates. United Artists.

f MR. CELEBRITY — Buzzy Henry, James
Seay, Doris Day. Original screen story by
Martin Mooney and Charles Samuels. Di-
rected by William Beaudine. An unpreten-
tious but surprisingly entertaining story of the
struggle between his grandparents and his

uncle for the guardianship of a small boy

whose passion is horses and horse-racing. In-

teresting episodes are provided by the appear-

ance of Clara Kimball Young, Francis X.

Bushman and Jim Jeffries as themselves, talk-

ing about their days of fame. Producers Re-

leasing Corporation.

f NIAGARA FALLS—Marjorie Woodworth,
Tom Brown, Slim Summerville, ZaSu Pitts.

Original screen story by Paul Gerard Smith,

Hal Yates and Eugene Conrad. Directed by
Gordon Douglas. This is the second Hal
Roach featurette designed for double billing.

It's a speedy, light-weight farce, admirably

acted and directed, about two couples, one
married and one pair of complete strangers

who get registered in bridal suites at a Niagara
Falls hotel. In its cutting and its delight in

disregarding reality, it also harks back to the

classic short comedies of the silent era. United
Artists.

f NIGHT OF JANUARY 16th, THE—Robert

Preston, Ellen Drew, Nils Asther. Based on

the play by Ayn Rand. Directed by William
Clemens. A nice neat murder mystery with

a good cast and a movie-wise director. When
a financier is murdered and dropped from his

pent-house apartment (a suite that's super

even for Hollywood) and 20 million is found
missing from his corporation, all the evidence

points to his pretty young secretary. The
drama hangs on the efforts made by her and
a young man to clear herself and run down
the real murderer and it makes right fast and
amusing adventure. Paramount.

f NINE LIVES ARE NOT ENOUGH —
Ronald Reagan, Joan Perry, James Gleason.

Based on the novel by Jerome Odium. Di-

rected by A. Edward Sutherland. This is a

typical programmer of the mystery school.

Wealthy man is found murdered in a cheap
boarding house next door to a crook's nest.

A chorine, an eerie chauffeur, a nervous land-

lady, a witless brute, and slick financier are

all suspects to be questioned by the cub re-

porter, making good together with Gleason
and Edward Brophy as flatfoot boobies. It's

swift and whenever the story sags a bit there

is injected some traditionally effective slap-

stick. This is good of its kind. Warner Bros.

f NOTHING BUT THE TRUTH—Bob Hope,
Paulette Goddard, Edward Arnold. Based on
the play by James Montgomery. Directed by
Elliott Nugent. A delightful remake of the

play that gets its laugh from the fact that the

hero has bet some ruthless friends of his ten

thousand dollars that he can tell the truth for

twenty-four hours. Mr. Hope is at his best

in this film and is well put upon by his light-

minded (to put it mildly) girl friend. Miss
Goddard, and the conscienceless Mr. Arnold
and his confreres, all of whom have a stake

in the bet and aim to win by fair means or

foul. For a laugh-happy hour and a half this

movie should fill the bill for anyone. Para-

mount.
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f OUR WIFE—Melvyn Douglass, Ruth Hussey,

Ellen Drew, Charles Coburn. Original screen

story by Lillian Day and Lyon Mearson. Di-

rected by John M. Stahl. The film presents

a tug-o-\var between snailpaced direction and
a superb cast with the latter dragging it over

the line as entertainment. The story is not

particularly good either, but the dialogue is

well written and beautifully handled by the

players. Another good point in the film is the

beautiful and costly production it has been
given. With generous cutting the movie would
be enhanced no end. Despite the title. Our
IVife will offend nobody's moral sensibilities.

Columbia.

f PITTSBURGH KID, THE^Billy Conn, Jean
Parker. Based on the novel "Kid Tinsel" by
Octavus Roy Cohen. Directed by Jack Town-
ley. The death of his manager on the day of

his first important fight throws Billy Conn
into the danger of being managed by a rather

reckless gentleman as far as his fighters go.

The scheme is snarled however when Miss
Parker, much against the pug's will, manages
him under the contract she inherited from her
father. There's an accidental death in the

film too that Conn's blamed for but his little

manageress gets him out of that. In the end
he wins the championship and the lady. The
fight sequences will please the fans and are

quite nicely done for those not addicted to

the ring. Mr. Conn is inexpert as an actor

but pleasing enough. Republic.

f QUIET WEDDING — Margaret Lockwood,
Derek Farr. Based on a play by Esther Mc-
Cracken. Directed by Anthony Asquith. In
spite of the bombings England is receiving (a'

prologue tells us the studio was bombed five

times during this production) they still can
turn their efforts to the most airy comedy.
This has nothing for plot but the stupid details

of a church wedding which all but convert
any bride to spinsterhood. Not a relative, not
a gift of cut-glass is left out of the picture and
it becomes a delightful satire. It's just froth

but it makes its point. Lovers take warning.
(British Production) Universal.

f REMARKABLE MR. KIPPS, THE —
Michael Redgrave, Phyllis Calvert, Diana
Wynyard. Based on the novel by H. G. Wells.
Directed by Carol Reed. This movie is a
delicious attack on the snobbery of the English
cast system at the start of the century. Young
Kipps should always have been just a humble
draper but he came into a fortune and tried

to clamber into the upper strata of society,

only to be done out of his money by some
upper-crust fakers. He is returned to his

proper sphere therefore, and to real happiness.
In the picture are witty direction, shrewd char-
acterizations which are a delight, and careful

attention to the ugly period-pieces which
passed as handsome furnishings. The story is

a satire for thinkers but the rapid scene
changes keep it moving. (British Production)
20th Century-Fox.

f RIDERS OF THE PURPLE SAGE—George
Montgomery, Mary Howard. Based on the

novel by Zane Grey. Directed by James Tin-

ling. Many versions of this plot have been

filmed but this edition has fine scenery and

a little more personality than most westerns.

Jim Lassiter is hunting for his niece who had
been kidnapped some years before. He finds

her riding with a band of vigilantes who are

up to no good, although the girl herself is

right-minded. Lassiter captures the gang of

\igilantes, kills the kidnapper and saves the

ranch for his chosen one and the latter's little

niece. 20th Century-Fox.

in SKYLARK—Claudette Colbert, Ray Milland,

Brian Aherne. Based on the play by Samson
Raphaelson. Directed by Mark Sandrich. The
good lines of Raphaelson's play have been
mixed with some entertaining action to make
this drawing-room comedy a very bright

movie. It deals with the plight of a wife,

married five years, discovering that her hus-
band's advertising business has replaced her
as his bosom-companion. But the introduction

of the old third corner of a triangle creates a
situation in which they have things out, and
reach a new, improved understanding. It's

pretty slick, if a little long. Paramount.

f TEXAS—William Holden, Glenn Ford, Claire

Trevor. Original screen story by Michael
Blackford and Lewis Meltzer. Directed by
George Marshall. The title does not intro-

duce an epic eulogy of the state but just

locates the setting. Really, this is just a bigger
western than m.ost, with a familiar plot about
cattle-rustlers cutting in on the large treks to

the railroad where the cattle are to be sold.

But the details are fresh, some of the acting

is first rate, and all of the humor is wise and
brittle. Holden and Ford, the two friends
who adopt different ethical codes but join

hands at the finale, are new to the sagebrush
country and are very real. The 1866 style

of dentistry is unforgettable. Columbia.

f THIS WOMAN IS MINE—Franchot Tone,
John Carroll, Walter Brennan, Carol Bruce.
Based on the novel by Gilbert W. Gabriel.

Directed by Frank Lloyd. In 1810 John
Jacob Astor sends out a fur trading expedi-
tion to Oregon on a ship commanded by a
Captain Thorn and places the business side of

the venture in the hands of his young manager.
All goes well until a girl is found aboard,
lured there by one of the river men. Her
presence causes difficulties on the ship that
finally result in disaster for most of the ex-
pedition. A fine workmanlike job, both in-

structional and dramatic, is the fruit of good
direction and deft acting all round. Particular
praise must go to Mr. Tone and Mr. Brennan
who are at their best. Universal.

f TWO LATINS FROM MANHATTAN —
Joan Davis, Jinx Falkenburg. Original screen
story by Albert Duffy. Directed by Charles
Barton. A very light comedy about two Amer-
ican girls who get their chance singing in a
night club by presenting themselves as a pair
of famous Cuban singers (the real ones had
been kidnaped). The comedy rests principally
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in the hands of Miss Davis and she never dis-

appoints. Several scenes of what goes on in

her mind in moments of stress are very funny.

The rest is routine stuff not too logicaUy

hung together but good enough when seasoned
with the star's antics. Columbia.

fj UNDER FIESTA STARS — Gene Autry,
Smiley Burnett. Based on a story by Karl
Brown. Directed by Frank McDonald. Gene
inherits half a mine together with a young
lady who wants to sell her share; this does
not He in accord with the wishes of their dead
benefactor who wants the mine worked for

the advantage of the ranchers who are em-
ployed in working it, so Gene won't sell. The
girl hires crooked lawyers to find her a way
out and all would come to grief but for the
trusty Gene, his right and his six-gun. A
normal Autry western with the usual tunes,

heroics and sterling virtues. The headstrong
lady finally sees things Gene's way. Republic.

f UNEXPECTED UNCLE — Charles Coburn,
Anne Shirley, James Craig. Based on the

novel by Eric Hatch. Directed by Peter God-
frey. Mr. Coburn is a likeable millionaire

who has renounced his wealth for the happi-

ness of a little man in a trailer camp. The
plot centers around his converting a younger
tycoon to the same philosophy just to unite

him with a shoo girl. The comedy elements
are as light and harmless as the plot. RKO
Radio.

f UNFINISHED BUSINESS — Robert Mont-
gomery, Irene Dunne, Preston Foster, Eugene
Pallette. Original screen story by Eugene
Thackrey. Directed by Gregory La Cava. The
story of a small-town girl whose love for the
charming gentleman she meets on the train to

New York almost ruins her later marriage to

his brother. A rather improbable story, but
so adroitly acted and so smoothly told in a
light sophisticated manner, that it emerges as
appealing screen entertainment. Particularly
fine is Robert Montgomery whose characteri-
zation of the young husband is remarkably
sincere and moving. Universal.

f WE GO FAST — Lynn Bari, Alan Curtis,
Sheila Ryan. Based on a story by Doug
Welch. Directed by William McGann. This
is the tale of the friendly rivalry of two motor-
cycle cops, a pretty waitress in a cofifee em-
porium, and a phony nabob who swindles the
Ipcal tycoon out of fifty thousand dollars. The
film has pep, some good gags and a very ade-
quate cast to balance its weak plot. 20th
Century-Fox.

f WEEK-END IN HAVANA — Alice Faye,
Carmen Miranda, Cesar Romero, John Payne.
Original screen story by Karl Tunberg and
Darrell Ware. Directed by Walter Lang. The
adventures of a Macy sales-girl trying to get
the worth of the money she has saved up for
a tropical cruise. A musical comedy with
laughs, a lot of color and sprightly movement,
and Carmen Miranda supplying a hot dash of
her special kind of flavoring. 20th Century-
Fox.

m WHEN LADIES MEET — Joan Crawford,
Robert Taylor, Greer Garson. Based on the

play by Rachel Crothers. Directed by Robert
Z. Leonard. Miss Crothers' comedy dealt

with four young and rich moderns, two
married and two who wanted to be, and with
their meeting, getting all entangled with love

affairs and then rationally arguing it all out

on a week-end in Connecticut. This filmic

re-make retains all of the dialogue but has

lost much of the comedy. The stars prefer

to take it too seriously. However, there are
lots of super-gowns and a handful of interiors

that are just spectacles. If only they'd stopped
talking, Aletro-Goldwyn-Mayer.

f WHISTLING IN THE DARK—Red Skel-

ton, Conrad Veidt, Ann Rutherford. Based
on the play by Laurence Gross and Edward
Childs Carpenter. Directed by A. Sylvan
Simon. The leader of a cult racket, in danger
of losing a fortune left to him by one of his

rich dupes, kidnaps the writer of radio murder
mysteries and tries to force him to remove
this danger by concocting a "perfect" crime.

A farcical melodrama along familiar lines, en-

livened by Red Skelton, who has comic gifts

much like Bob Hope's. Metro-Goldwyn-
Mayer.

f WORLD PREMIERE — John Barrymore,
Frances Farmer, Sig Rumann. Original screen

story by Earl Felton and Gordon Kahn. Di-
rected by Ted Tetzlaff. Rough-house satirical

farce about the efforts of Axis emissaries to

sabotage an anti-Nazi film being made in

Hollywood, and to prevent the film's world
premiere in Washington. Played in broad
burlesque style, with Barrymore as a tempera-
mental director. Lots of laughs and fast

action, with occasional slow-ups when a bit of

complication involving the personal jealousies

of some of the characters is allowed to intrude
on the main plot. Paramount.

f YANK IN THE R.A.F., A—Tyrone Power,
Betty Grable, John Sutton, Reginald Gardiner.
Original screen story by Melville Grossman.
Directed by Henry King. It's difficult to un-
derstand why American lads who join up with
the British are always so brash and painfully

competent both in war and love. This con-
ception of the American in the staid refine-

ment of England seems to fascinate movie
producers, though most of us would probably
find it very difficult to recall the type in our
own experience. But accepting the creation

as set forth by Mr. Power we have a fast,

exciting and handsomely photographed film

replete with massed flights, tactical formations
and a thrilling reconstruction of the debacle
at Dunkirk. Little attempt is made to detail

the training of RAF flyers, most of the foot-

age is devoted to reconnaisance and bombing
flights and a peppy love triangle wherein
British charm and Yankee vim vie in the,

courting of the delectable Miss Grable, an
American night-club singer cheering up the
lads in besieged London. Tyrone's gay rake-
hood finally wins out. Mr. Gardiner plays
the role of a flying gentleman with wit and
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consummate smoothness ; Mr. Sutton as the

squadron commander has great poise and
charm ; and Mr. Power chews gum, sweeps
the ladies off their feet and makes war dashn
ingly. The film is quite a decent blend of

the activities of the RAF (such parts were
made in Britain) and an adventure-romance
the dialogue of which is much better than the

plot. 20th-Centur}'-Fox.

SHORT SUBJECTS
INFORMATIONALS

f ALUMINUM — How aluminum is made, from
the importation of bauxite through the chem-
ical and engineering processes of changing the
ore to alumina and finally into sheets of alum-
inum. The increase in facilities for making
this metal is shown, and its importance in
national defense. Recommended for schools
and libraries. U. S. Office of Emergency Man-
agement.

f *ARISTOCRATS OF THE KENNEL—Handsome
shots of handsome dogs of all kinds at a huge
show. The film is very nicely put together and
not only gives fine studies of the best animals
in each breed but devotes some amusing shots
to the primping- department where the proud
beauties are clipped and combed and gener-
ally smartened up for the competition. 20th
Century-Fox.

f BEAUTY AND THE BEACH^Some of the
things to see and things to hear at Jones
Beach—it will attract those who like these
things and warn those who want to avoid
them. Paramount.

f BOMBER—Called a "defense report on film"
this picture shows graphically how our army's
crack multimotored bombing planes—the one
called B-26—are made. Carl Sandburg wrote
the commentary which accompanies the pic-
lure. Recommended for schools and libraries.

U. S. Motion Picture Committee Cooperating
for National Defense.

f CITY WITHIN A CITY, THE—A visit through
Radio City in New York with narration by
Hugh James. It offers several interesting views
but for this sort of thing is about an average
film. Columbia,

fj EXPLORING SPACE (Columbia Cinescope) —
A visit to the Hayden Planetarium where
inner and outer space and its sights are ex-
plored, with a narrative by Gregory Abbott.
Columbia.

f GEORGE WASHINGTON, COUNTRY GEN-
TLEMAN (Variety Views) — A pleasant and
instructive tour of Mount Vernon. Universal.

f GHOST TREASURE—Three legends of gold in
Death Valley, and three men who went search-
ing for it. Metro-Goldwyn-Mayer.

fj GLACIER TRAILS — Views and information
about the Rockies in Montana. 20th-Century-
Fox.

f GLIMPSES OF FLORIDA (Fitzpatrick Travel-
talk) —

• This will console those who haven't
been able to get to Florida and see its attrac-
tions, especially those at Silver Springs. Metro-
Goldw>'n-Maver.

f *GUARDIANS OF THE WILDS (Paramount
Paragraphic)'—An unusually complete and in-
formative short of the varied duties of Forest
Rangers in all seasons and in all districts of
the country. Paramount.

f HERE COMES THE CAVALRY (Technicolor
Special) — A romanticized presentation of the
training and technique of the U. S. Cavalry,
with fine displays of men and horses in mock
action. In many places a quite beautiful film.

Vitaphone.
f HUNTING THE HARD WAY (Broadway Brev-

ities)—Tracking- down mountain lions and bears

with lasso and bow and arrow, with the spot
given to the superb archery of Howard Hill.
Vitaphone.

f INSIDE PASSAGE (Fitzpatrick Traveltalk)—
These scenes of the famous Alaskan Inside
Passage are memorable for their i-ealistic color-
ing. Metro-Goldwyn-Mayer.

f INFORMATION PLEASE No. 13—Anna Neagle
seems to embarrass the regulars what with
her charm and her brilliance. RKO Radio.

f INFORMATION PLEASE No. 1 — The usual
group of experts with John Gunther as their
guest, parade their wit and erudition. RKO
Radio.

f IT HAPPENS ON ROLLERS (Sports Parade)
—The art of fancy roller-skating featuring
several artists in the game, with humorous
comment. Vitaphone.

f JOURNEY IN TUNISIA (Columbia Tours) —
An interesting little trip through the chief
towns and sightlier spots in the French north
African colony, with the focus on the pictur-
esque. Columbia.

f JUNGLE FISHING (World of Sports)—A trip
by boat up a Cuban river to do some mackeral
fishing, with Bill Stern providing the narra-
tion. Columbia.

f LIONS FOR SALE (Sports Parade)—An attrac-
tive short showing the methods used to train
lions from the time they are cubs. There are
many fine shots of the beasts in various stages
of development. Vitaphone.

f MARCH OF TIME, THE No. 1 (8th Series)—
"Thumbs Up! Texas" — This is little more
than a lively travelogue with boastful narra-
tion by a native and a number of interesting
points which indicate the unique make-up of
Texans. The many fields of defense work
covered in parts of Texas make the chief point
of this issue. RKO Radio.

f MARCH OF TIME, THE No. 2 (8th Series)^
"Norway in Revolt"—An uneven film in quality
but having many stirring moments in its de-
lineation of the heroic struggles of the Norse
to regain their land and freedom from the in-
vader. There are several sequences that are
posed, such as the sabotage methods used to
destroy useful objects and send news to the
enslaved people. The shots of the youths
escaping to England and picked up on the
seas by a British submarine are thrilling.
RKO Radio.

f MEET THE CHAMPS (Grantland Rice Sport-
light) — The Wilhelm Brothers convince you
beyond a doubt that they are archery champs
of great skill. Paramount.

f NORTHERN NEIGHBORS (Variety Views) —
A brief survey of Canadian hig'lilights, from
Niagara to the quintuplets. Universal.

f *OF PUZZLES AND PUPS (,Iohn Nesbitt's
Passing Parade)—This shows veiT entertain-
ingly how dogs are used by the Ph.Ds in deter-
mining attention reactions, the results of the
experiment aiding personnel directors to pick
the right man for the right job. Metro-Gold-
wvn-Maver.

f PAMPAS PADDOCK (Sportscope)—The breed-
ing, training and racing of blooded horses in
the Argentine and Cliile. There are some
hand.oome studies of the animals. RKO Radio.

f PICTURE PEOPLE No. 1—Stars in Defense-
Helen Broderick introduces various Hollywood
people who are active helping- the government
in the new defense program. RKO Radio.

f QUIZ KIDS, THE No. 1—The five juvenile
savants exhibit their erudition with an almost
perfect score. Paramount.

f SCREEN SNAPSHOTS No. 2 — Hobart Bos-
worth provides the narration for a series of
off-screen shots of some of the well-remem-
bered old stars who have died. Columbia.

f SHOOTING MERMAIDS (Grantland Rice Sport-
light)—There are mermen in it too and the
"shooting" refers to camera work. The lads
and lassies do some handsome underwater
swimming and other submarine didoes with
underwater photographing apparatus taking it

all in. Paramount.
f SHOW DOGS (World of Sports)—Blooded dogs

of all descriptions are featured in their every-
day life and at shows. Some of the shots are
very attractive. Columbia.
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f so YOU THINK YOU KNOW MUSIC No. li—
Peggy Wood, Faith Baldwin, H. V. Kaltenborn
and Johnny Green form the board of experts
for this musical quiz program. Columbia.

f STRANGER THAN FICTION No. 96 — The
Shampoo Springs, where the water has natural
soap minerals in it, are the main feature in

this collection of strange Items. Universal.
f STRANGER THAN FICTION No. 97 — Espe-

cially interesting is the Chinese Junk which a
family of five lives in around New York all

year, and apparently they are very comfortable,
too. Universal.

f STRANGER THAN FICTION No. 98—Sugges-
tions for hobbies are found in this, like carving
peach stones or lion taming in your own back-
yard, if you are in search of a hobby. Uni-

f SUCKER LIST — The methods of racketeers
who supply phoney race-track tips for credu-
lous people anxious to make quick money and
something for nflthing are exposed in this in-
teresting item of the Crime Does Not Pay
Series. Metro-Goldwvn-Maver.

f TRAIL OF THE BUCCANEERS, THE —
(Variety Views)—You start out in St. Peters-
burg, Florida and follow the yacht race to
Havana through waters once infested by-

pirates. Universal.
f UNUSUAL OCCUPATIONS No. 1—This con-

tains a very instructive sequence on the mak-
ing and use of balloons and a very amusing
set of Dr. Seuss' amazing distortions of
animals. Paramount.

£ WATER BUGS (Pete Smith Specialty) — An
amusing survey of the strange contraptions
that water sports lovers invent and how they
work. There's a water ski expert whose antics
are really breathtaking. Metro-Goldwvn-Maver.

f WHAT'S LACROSSE (Grantland Rice Sport-
light)-—-Watching Indians in the Great Smokey
country play a primitive version of Lacrosse
that their ancestors invented and contrasting
it with the smooth variety played by the col-
lege and prep boys makes this film pleasant
watching for the sports minded. Paramount.

f WORLD OF SOUND, THE (Cinescope)—This
offers an infoi'mative explanation of how we
hear, and how devices have been invented to
enable us to hear despite different ailments
of the ear. Columbia.

MUSICALS

m CARNIVAL OF RHYTHM—Great care in di-
rection and the unusual talents of Katherine
Dunham and her group give great artistry to
this short. Around a simple plot are woven
avithentic dances and songs of South America,
and all presented in stunning color. Vitaphone.

f IN THE GROOVE — Freddie Slack and his
Eight Beats put on a very nice song and dance
show in a railroad station. This is an unusu-
ally good example of this series of short musi-
cals and will be especially pleasing to Boogie-
Woogie fans. Universal.

f THOSE GOOD OLD DAYS (Melody Masters)—
An old vaudeville star reminisces on his past
triumphs on the stage. Tuneful and nostalgic.
Vitaphone.

CARTOONS AND COMEDIES
fj ART OF SELF DEFENSE, THE (Walt Disney

Goofy Cartoon) — An amusing study of the
advance of pugilism with Goofy as demon-
strator. RKO Radio.

fj CHEF DONALD (Walt Disney Donald Duck
Cartoon)—This is a splendid film. Donald tries
to make waffles. You niav imagine the rest.
RKO Radio.

fj COY DECOY (Looney Tune Cartoon) — The
ugly duckling escapes the wicked wolf and
takes to wife the decoy duck that almost was
his undoing. Vitaphone.

fj DONALD'S CAMERA (Walt Disney Donald
Duck Cartoon)—A delightful episode in Don-
ald's life wherein he attempts to capture wild
life with a camera instead of a gun. The red-
headed woodpecker is wonderful. RKO Radio.

fj FARM FROLICS (Merrie Melody Cartoon) —
A humorous survey of a typical farm with
emphasis on its animal inhabitants. Vitaphone.

f GENERAL NUISANCE — This introduces
Buster Keaton again, doing the same dead-pan
antics that delighted audiences before. As a
millionaire draftee, alarming things happen to
him but he fights bravely for our enjoiment.
Columbia.

f HAPPY FACES (Broadway Brevities) — A
silent comedy of 20 j'ears ago featuring Ben
Turpin and such old favorites with satiric com-
ments dubbed in. Rather good fun. Vitaphone.

fj HIAWATHA'S RABBIT HUNT (Merrie Melody
Cartoon)—A giddy version of Hiawatha's hunt
for a rabbit and how he did not succeed. Vita-
phone.

fj HOLLYWOOD STEPS OUT (Merrie Melody
Cartoon)—The opening night in a new Holly-
wood night spot with cartoons of famous stars
pointing up their physical and temperamental
idiosvncrasies. Vitaphone.

fj ICE CARNIVAL, THE (Terrytoon Cartoon) —
The race between the tortoise and the hare
done on ice to a delightful musical accompani-
ment. 20th-Centuiv-Fox.

fj I'LL NEVER CROW AG.AJN (Popeye Cartoon)
—Olive sends for Popeye to chase some de-
lightful crows out of her kitchen garden which
he does after suffering several humiliations.
Paramount.

fj INKI AND THE LION (Merrie Melody Car-
toon)—Inki, a cannibal's son, goes through a
sad and macabre sort of polka with a lion and
a macaw with delightful musical accompani-
ment. Vitaphone.

fj LEND A PAW (Walt Disney Mickey Mouse
Cartoon) — Pluto's double-faced conscience is

impersonated by a plutonic angel and devil,

whose argument takes up most of the reelage
in this cartoon. RKO Radio.

fj *DITTLE CESARIO (M.G.M. Cartoon) — The
title character is the lowliest of a clan of life-

saving St. Bernard dogs who live high in the
Alps. However, by a fluke, Ce.sario manages
to rescue giant Brother Alexander, his hero
dog, and all ends happily. It's pure and beau-
tiful fantasy of a quiet kind. Metro-Goldwyn-
Ma\er.

fj MAN'S BEST FRIEND (Walter Lantz Car-
toon)—Pleading the case of the hunter's dog
who has to track all day and then spend a
sleepless night in a cold, crude hunting lodge.
Universal.

fj ONE MAN NAVY (Terrj'toon Cartoon) — Re-
jected by the army, Gandy does some amusing
and highly effective actions on the high seas in
liehalf of his country. In Technicolor. 20th
Centurv-Fox.

fj PORKY'S PRIZE PONY (Looney Tune Car-
toon)—Or, don't judge a horse by its appear-
ance, for the winner of Porky' s race was any-
thing but comely at the start. But he won.
Vitaphone.

fj SUPERMAN (Cartoon)—The marvelous methods
that characterize Superman's approach to
dealing with villains are displayed with vigor
and crackling color. The film follows the line
of the comic strip stories and all the char-
acters are represented by normal voices.
Paramount.

fj UNCLE JOEY COMES TO TOWN (Terry-Toon
Cartoon)—Uncle not only looks like Joe E.
Brown, but plays a great game of baseball
with all his relations in this cartoon. 20th
Centvu-y-Fox.

fj WACKY WORM, THE—The worm, here chased
by a hungry crow, bears a suspicious resem-
blance to Jerry Colonna, but that is flattering
to both, since both are good comics. Vita-
phone.

fj WT3, THE ANIMALS SQUE.AK (Looney Tune
Cartoon)—Kansas City Kitty, intrepid mouse-
catcher, relates her greatest fight for the audi-
ence in which some Kansas mice really are
meanies. Vitaphone.

fj WELCOME LITTLE STRANGER (Terry-Toon
Cartoon)—Another treatment of the Ugly Duck-
ling theme with suicide threatened before the
parental chickens will warm up to the little

black duck. 20th Century-Fox.
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Selected Pictures Guide
This department lists pictures selected by the

Review Committee of the National Board of

Review as worthy of popular patronage in the

theatres, ZL'ith an indication of the audience group
suitability for each picture. The choice of the

pictures included is based upon principles of selec-

tion developed through long study of public pref-
erence as to what constitutes good screen entertain-

ment. The consefisus of the Review Committee
forms the basis for the reviews and audience
recommendations of the pictures. The Review Com-
mittee consists of approximately 300 trained mem-
bers representative of widely varied interests who
volunteer their services.

Key to Audience Suitability

f—Family audience. Pictures recommended for
the family audience (12 years up).

m—Mature audience. Pictures recommended for
the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for chil-

dren under 12.

*—Recommended as above the average "selected"
picture.

Starred Selected Pictures
m* APPOINTAIENT FOR LOVE — Charles

Boyer, Margaret Sullavan. Original screen
story by Ladislaus Bus-Fekete. Directed by
William A. Seiter. Here is a smartly-turned
comedy in which good, honest love presents a
real problem to two otherwise worldly, all-

knowing moderns. She is a top-flight woman
doctor which naturally allows her to be inti-

mate with patients, some of whom are men.
He is a playwright, a business naturally re-
quiring his being familiar with lovely leading
ladies. Obviously, as man and wife, two such
people have to suffer much before reaching a
happy compromise with the other's business
appointments. Jealousy builds into separation
until a comic turn re-unites the pair. Bo}-er
and Miss Sullavan do well in giving credibility

to rather synthetic roles while clever lines

and handsome furnishings redeem the slightly

worn theme. Universal.

fj* DUMBO — Feature cartoon in Technicolor
made by Walt Disney from the story by Helen
Aberson and Harold Pearl. Supervising di-

rector Ben Sharpenstein. What can one say
of it? Dumbo is an experience not easily

reducible to words : it seems like the best
thing Disney has done. Certainly from a tech-

nical point of view, the drawing, the photog-
raphy, the color, the music, the animation, the
film has never been surpassed by Disney's best

work that is unique in the field of cinema. As
a creation, using all the almost magical devices

perfected in the producer's studio to project

it for popular entertainment, it attains a novelty
and delightfulness that make mere description

or criticism embarrassing. You have the circus

sequences and feel that there is the circus

quintessentially revealed. The pink elephant
Walpiirgisnacht is the soul of witty, mad in-

toxication. The crows who finally teach Dumbo
to fly are the quick spirit of negro joyousness

and humor. And these are but parts that come
quickly to mind in the rhjthmic, mounting
stream of color and invention that makes the
movie.

^
Against all these effects are ranged

the inefTably charming characters of birds and
beasts, the elephants, the little mouse who is

Dumbo's mentor and prime friend, the clowns,
the other circus animals and finally the gentle
mother of the little Dumbo. It's' funny, it's

touching, it's witty, it's tuneful, it's exciting.
And being all this and much more, it maintains
an emotional balance that is little short of
incredible and is wholly satisfying. RKO-
Radio.

f* 40,000 HORSEMEN — Grant Taylor, Betty
Br3-ant. Original screen story by Charles
Chauvel. Directed by Charles Chauvel. This
is the thrilling story of the campaign waged
by the Anzac cavalry that resulted in the com-
plete rout of the Imperial German and Turkish
forces in the Holy Land and saved the Suez
Canal in World \\'ar I. The campaign se-

quences are wonderful, especiallj^ so is the

grand charge of the horsemen on Beersheba
which broke the hold of the Central Powers in

the Near East. The story leaves something to

be desired in its hairbreadth escapes and a

patness every now and then that suggests our
own melodramatic Westerns. But that aside,

the film is a splendid example of photo tech-

nique, sincere and moving acting, and exhil-

arating panoramas of fighting men and horses.

For his work the hero particularly sheds glory

on himself. Of course the picture has a strong

anti-German bias that in the characterization

of the enemy gets out of hand occasionally.

The general effect, however, is that of a mighty
saga of warriors who by gallantry, sacrifice

and unquenchable spirits swept clean of the

foe the terrain .ffiven into their care. S. S.

Krellberg. (British production.)

HOW GREEN WAS MY VALLEY— (See
Exceptional Photoplays Dep't, page 10.)

m* MARRIED BACHELOR — Robert Young,
Ruth Hussey. Original screen storj^ bv Manuel
SefT. Directed by^Edward Buzzel'l. The situ-

ation arrived at in the title is part of ^Ir.

Young's efforts to patch up a rather shaky
marriage. Being inherently lazy, he is short

on cash until he goes into the publishing busi-

ness. By accident, his first book and one

which he is credited with writine is "A Bach-
elor Looks at ^Marriage," in which he urges

every married lady to think of herself as more
of a queen bee. The results on his personal

life are obvious. His appearance in the oublic

eye enforces his bachelorhood while his in-

stinctive self craves his wife. The latter

finally fixes him properly by revealing his true

identitv and motivation to the public over a

broadcast. The script is very lively with gags

a-plenty and some thugs whose conversation

is captivating. With smooth performances, it

shanes up very well as a comedy though

cutting might have helped. Metro-Goldwyn-
!Mayer.

(Continued on page IS")

Copyrigrht, 1941, The National Board of Review of Motion Pictures, Inc.
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Movies in a Democracy

A NATION, it has been said and re-

peated, gets the kind of government

it deserves, and someone adapted

that saying into another, that people get the

kind of movies they deserve. If that is true

anywhere it must be particularly true in a

democracy. We think of ourselves as the

democracy, more than ever these days when
everything going on in the world sharpens

our consciousness of what our "way of life"

really is, compared with other—and antag-

onistic—ways of life. Here especially, and

especially in the case of our movies, which—

-

depend so vitally on whether we like them
or not, we ought to be getting what we want,

and if not precisely what we want, certainly

what we tolerate. And that, after all, is what
we deserve.

Tolerance has a negative sound to it, but

also a good-natured sound. It is one of our

national characteristics, and maybe one of

our national virtues. It certainly isn't an

aggressive thing. Movie goers, the mass of

them who look mainly for recreation from
the screen, don't go campaigning for things

they aren't getting: they just go to the

theatres, or stay away, as their instinct for

entertainment moves them, and leave the

campaigning for the vocal minorities who go

in actively for what they think are improve-

ments. Improvements in their fellow men,

for the most part. In the years since the

improvers began to give movies their atten-

tion the only ways in which they have accom-

plished anything have been when they really

represented something general and funda-

mental in the ordinary man and woman.

Movie makers, however high or low their

aims, can't shove anything upon audiences

that audiences do not want, and bodies of

this or that who would like to dictate to the

movie-makers are up against the same thing.

The veto of empty seats in a theatre is

unanswerable.

However much radio talks and meetings

and editorials might make it seem otherwise,

there are a lot of things most of us don't do

a lot of talking about—the daily ways and

thoughts and feelings of an unbossed people.

They are just part of our life, like eating and

working and sleeping. Just how much this

life of ours is reflected in our movies would

be interesting for someone to search out.

But the impression is inescapable, looking

back over the years, that movies and their

audiences do interact upon each other, and

they progress, if they progress at all, to-

gether. A patriotic speech about democracy

in a film means only so much as the echo it

finds in its audience, and an audience often

finds it embarrassing to hear its maybe sub-

conscious ideals orated about, like listening

to a man shouting how much he loves his

mother.

Propagandizing democracy isn't what

creates democracy. Democracy creates and

re-creates itself, as we live it. If our movies

reflect our lives, as we live them or as we
romanticize about them, is there anything

else we can reasonably demand of them? If

they don't, is that anything but what we
deserve ?
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What the Movies Do for Books
and Vice Versa

A Discourse on the Power of Film Adaptations to Increase Book Sales, and

Hollywood's Dependence on Books for Its Screen Stories

By John B. Turner

THE fact that we have just passed

through Book Week (November 2nd

to 8th) a period set aside annually by

pubHshers and booksellers to stimulate in-

terest in their wares through special store

displays, author luncheons, radio programs

and book-fairs, should give the movie-

minded pause to consider the status of books

in their relationship to the screen. It is a

question one aspect of which can be readily

answered in the simplest terms : from the

earliest days of movie-making onward, books

have provided much of the best subject

matter for fikns ; and the movie-going public

continues to purchase vast numbers of books

as a result of seeing adaptations on the

screen.

There are certain definite evidences which

can be called upon in substantial testimony

as to Hollywood's reliance on popular

classics and current best-sellers. Statistics

in themselves cannot always make a clear

case, but what value film production has in

leading the public to read and buy books

that might never otherwise have aroused

their interest constitutes a question to be

answered with abundant evidence in the

book-trade, based upon the primar)^ fact that

for long periods following release of a pic-

ture thousands and thousands of copies of

the book upon which it is based are sold in

the usual reprint editions.

In some cases the figures have reached

staggering proportions, as typified in the

much publicized instance of Gone With the

Wind. After a sale totalling a million copies

of this novel in the regular edition, more
than 1,072.000 copies of popular-priced

motion-picture editions were printed by the

publishers. The first printing of 350.000

copies of the film-edition was exhausted

within ten days after it was put on sale.

directly after the first showing of the pic-

ture in the two cities of Atlanta and New
York. This is easily the most historic ex-

ample of the power the screen has to bring

additional audiences to a book.

An important feature for the book-buyer

is that in almost every instance of movie

tie-up with a book, and this includes Gone
With the Wind, the film edition sells for con-

siderably less than the original edition.

Fiction is usually published originally at

prices ranging from $2 to $3, and in the

great majorit}'- of cases at $2.50. The film

reprint editions commonly range in down-

ward gradations from SI.69 through $1.39,

$1, 75c, 69c, 50c, 39c, down to 25 c. Often

m the instance of titles in very wide demand
there will be editions at two or more reprint

prices, each of which may be sponsored by

a different reprint house. This is especially

the case with such popular merchandise as

the Walt Disney picture-books, where as

many as three or four price ranges may
prevail, beginning with the regularly priced

trade editions and descending in scale to

those costing a dime, to be found on the five-

and-ten cent counters.

Another prominent, and perhaps the most

interesting, publishing project aspiring to

reach new reading audiences is the firm of

Pocket Books Inc., which issues pocket size

volumes bound in semi-stiff jackets and

printed in clear type on good paper at the

surprisingly low price of 25c. Like a large

proportion of the other inexpensive reprints

these books reach a far larger market than

distribution through regular book store

channels alone could achieve for they, as well

as the 39c Triangle Books, are sold in drug

stores, magazine stands, the so-called five-

and-ten cent chains etc. It has been pointed

out by the publisher of Pocket Books that
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in one typical American city—Detroit, popu-

lation 1^ millions—there are only about a

dozen outlets for a $2.50 book while as many
as 1100 outlets for his line of 25c books are

to be found.

Just how widely film production of a

classic can stimulate the sale of these 25c

books is demonstrated by the number of

copies of Wuthering Heights sold in the

course of the two and a half years following

the motion picture release—340,000—in the

Pocket Book edition alone. Pride and
Prejudice issued in this same inexpensive

format a year later has sold about 163,000

copies to date. Both publications were timed

to take full advantage of the movie public's

interest in the original classic. The Pocket

Book edition has to date sold some 285,000

copies of Lost Horizon, a unique follow-up

of the film success. Felix Salten's delicately

charming novel Bamhi has already had a

pre-sale in this edition of 119,000 copies,

though the film is not scheduled for release

till January 1942. The fact that Disney has

selected the story to serve as a film vehicle

has undoubtedly inspired many new pur-

chasers who hitherto would have found the

book for sale only at a considerably higher

price.

Sometimes you find a book which in its

original edition has only sold a bare two
or three thousand copies— scarcely enough
to allow the publisher to break even— will

be purchased for film production, and one

of the reprint houses will usually be on its

toes to have the cheap edition ready in time

for release simultaneously with the film. Tri-

angle Books points out the recent instance

of Hold Back the Dawn, a recent novel by

Ketti Frings, which in its original edition

had a sale of under 3,000 copies, but in its

39c edition in one month alone sold 30,000

copies. A rare experiment is being tried

out by this publisher in bringing out Reap
the Wild Wind by Thelma Strabel in an

original edition at 39c, though the author

had received offers from other reputable

publishers to issue her book at the regular

trade-price of a new novel (usually $2.50) ;

but the fact that the film from her story is

now nearing completion and will soon be

ready for release led both the reprint pub-

lisher and the author to consider this a more

profitable means of distributing the book to

a wide audience; where the trade edition

published first through the usual limited

channels might not have compensated for

the larger royalty per copy sold in a trade

edition. At all events it is an experiment

of considerable importance to those novelists

whose work has been sold to Hollywood
prior to its book publication. Moreover, the

film editions of these two novels by Miss

Frings and Miss Strabel point a good ex-

ample of book sales to be reckoned upon
from low-priced volumes with strong story

interest even though the author's names may
not yet be familiar.

I have alluded above to the vast sales of the

motion picture reprint of Gone With the

Wind and also to the continuous demand in

the public libraries for those books which

have been adapted into films. Motion picture

companies have been led to an increasing

awareness of the potentialities of public li-

brary audiences as proving grounds for reader

interest when the filming of some better or

lesser known classic is being considered in

Hollywood. From time to time the film

producers have asked the public library

stafifs to cooperate in undertaking a survey

of the demands for any classic or standard

works in which the film people may suspect

latent possibilities. The New York Public

Library system was called upon to give a

report on reader-demands for Wuthering
Heights before the picture was undertaken

and has more recently been asked to appraise

reader-interest in Jane Eyre and Wilkie

Collins' eerie novel, The Moonstone. These
two latter-named may well offer popular

screen fare should any producer consider

them potential heirs to the appeal of Pride

and Prejudice and Wuthering Heights re-

spectively. Like all standard works of

classic fiction both stories would have the

added economic advantage of being in the

public domain as regards copyright.

One far-reaching library survey in par-

ticular, begun by the New York Public

Library in November 1939 through its

branch circulation departments, has extra-

ordinary significance in indicating the extent

to which the increase of demand for a book
follows the showing of the motion picture

version. The book chosen was the already
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much-discussed Gone With the Wind,

termed by the Library "the world's record

best-seller." The report makes it clear that

its primary purpose is "securing facts, not

estimates, to support our general knowledge

that film versions of books are a direct

stimulus to reading, particularly if they are

well adapted." (Italics are mine.)

"Before the motion picture was released

(December 1939) there were 480 copies of

Go)ie With the Jflnd in the branch libra-

ries. . . . When we completed the survey

(August 1940) we discovered that there were

640 copies in the system. Thus 160 extra

copies were purchased in response to the

demand created by the film." The report

goes on to state that the total figure for

reservations a month before the opening of

the film was 162, while during the period

of eight months indicated above, the total

reservations increased to 2,501.

The man who adapted Gone With the

Wind for filming, the late Sidney Howard,
one of America's foremost playwrights, was
also noted as a leading adaptor for the

screen. Ser\'ing for some years as head of

the Dramatists Guild and one of the most

successful of Hollywood's craftsmen, he had

ample opportunity to observe the increased

dependence of the motion picture industn,-

upon books and pubHshed material for its

outstanding film productions. Not long be-

fore his untimely death in 1939, Sidney

Howard contributed one section to a sym-

posium entitled "We Make the Movies"

(W. W. Norton & Co., 1937) writing on

the subject "The Story Gets a Treatment,"

and he made this opening observation : "The
screen as we know it draws the vast bulk of

its story material from books, periodicals and

the stage—^^vith a few imaginative excursions

into biography." From this statement it be-

comes clear that film production as he

viewed it depends greatly upon books and

other published material for its source

material.

Now that we have already considered

something of the vast part the movies play

in increasing the interest in books and in

expanding their circulation, we may turn to

ask ourselves : Just what is the extent of the

present-day debt of Hollywood to previously

published material? Basing the answer on

figures computed from the tabulations of

Film Facts, the annual issued by the Motion

Picture Producers and Distributors of

America—popularly termed the Hays Office

— the average yearly total of story-sources

for feature-length pictures derived from pub-

lished material is approximately 35%. This

material comprises novels, biographies, plays

and short stories in published form, as

against the average annual 6% for original,

unpublished screen stories. The averages

are reckoned from figures analyzing the

storjr-sources for the years beginning with

1936 and running through 1940, the only

inclusive figures on the subject available for

any one period.

While that percentage, comparatively small

though it may seem, is drawn from all fea-

ture-length films released from 1936 to 1940

inclusive that were approved by the Produc-

tion Code Administration — and computed

from a total average of approximately 560

pictures produced each year—it can be said

without hesitancy that among outstanding

film productions each year the percentage of

those stemming from previously published

material is far higher, most likely between

50 and 70%. To attain this estimate it is

only necessary to canvas the lists of annual

selections made by the Committee on Excep-

tional Photoplays of the National Board of

Review as well as the choices of the Review
Committees of the National Board, which

are annually polled for their "ten best" selec-

tions. An analysis of these listings from

1936 through 1940 shows that between 50

and 60% of the films chosen were based

upon published material. Likewise, the Film
Daily's annual poll of more than 550 critics

throughout the nation, representing some
485 newspapers and syndicates, reveals a

similar percentage of choices, and in as rep-

resentative a group of the public. The
pictures included in these widely divergent

lists can certainly be considered to represent

a fair sampling or sounding-out of Holly-

wood's trend to draw upon novels, short

stories, biographies and plays for the better

and more memorable motion pictures of the

year. If a census could be taken of those

pictures which are annually revived with

most success, it is not unlikely that the per-

centage of adaptations from books would run
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even higher than the findings quoted above.

At least one-half of the number of pictures

to which the pubHc returns, as well as those

which make the strongest popular impression

during their current runs, can be considered

as owing their basic story to some form of

published literature.

A discourse such as this one on the influ-

ence of movies on books and vice versa, can

only terminate with the comment that the

subject might be approached from any

number of points of view, including that of

the reader who is looking to the screen to

reproduce what he has enjoyed on the

printed page. What, considering the de-

mands of the screen, is he justified in expect-

ing, and what is he justified in resenting in

a film adaptation? But that, to say the

least, is a subject which in itself would
demand lengthy discussion, and the most
that can be said here is that I am sure that

such films as Rebecca and Mr. Chips, both

bringing famous recent novels to the screen,

were so immensely popular because they did

not violate the reader's expectations too

cruelly.

Book Review
A Lady Goes to HoUyivood, by Helen Partridge.

The Macmillan Company, New York, New York.

259 pages, $2.00.

HERE, in an easy-to-read collection of

letters, is a woman's view of Holly-

wood •— or more properly, a lady's

view. Mrs. Partridge found that it made
quite a bit of difl:erence that her husband

was at work on an "A" picture. This is

the mark of distinction — the author is a

lady. Bellamy Partridge is, of course, the

author of the best-seller. Country Lawyer,

and was called west to collaborate on the

movie script for it, his wife coming along to

do a little work herself and also to report

to her friends back East, and now to the

reading public, on everything from beauty-

aids in filmdom to auctioning ofif of the col-

lapsed Trocadero's lavish furnishings. Being

"A"-picture people, the Partridges had to

take up expensive residence, withstand close

scrutiny of their clothes and her hair-dos, be

feted at lavish dinners and be able to chatter

about top-heavy salaries without a quaver.

These were musts in her life. On her own
hook, Mrs. Partridge covered many other

facets of the movie capital. She reports on

the type and condition of gardens, that being

a major interest of hers. She has much to

say of dieting in Hollywood—an important

business—of the private school her daughter

attended where parents are more catered to

than the children, of the library, of the social

habits during filming and after filming, of

the 70c egg she might have ordered for

breakfast at her hotel, of the methods used

in the beauty parlors which contrast with

the New York ways, of Palm Springs and

San Fernando valley, of the studio lot and

Hollywood Boulevard and the San Juan
Capistrano Mission.

Of especial interest to students of the

film are her descriptions of the progress of

her husband's script from stage to stage as

new problems arose for him to cope with,

although fictitious names are used in most

cases, including the names of her husband

and his script. There is a grand re-creation

of a story conference and some commentary
on the working habits. "Hollywood is neither

wicked nor silly. I have never seen a com-

munity of fiercer-working, harder-trying,

more healthy-concerned people." Another

good observation has to do with would-be

glamour girls. "Girls were much nearer a

role in pictures if they stayed at home in the

choir or took part maybe in amateur the-

atricals. Once in Hollywood, you are as

good as lost."

Mrs. Partridge has a quick, easy style

with a sure reportorial sense. More for

personal reasons, the reader assumes, she has

included correspondence on the state of her

Connecticut farm which was pining for her

attention, and her six-year-old daughter who
was not taken west originally. But this

helps to bring out the author's good nature

and her down-to-earth New England back-

ground. She didn't lose her head while

writing and living in Hollywood, (save per-

haps over clothes — one wonders what I.

Mangin's interest in the book might be) so

her book fills a nice gap in documents of

personal reactions to the home of the movies.
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The Forgotten Village

Story by John Steinbeck, photographed by Alex-

ander Hackensmid, music by Professor Hanns
Eisler, narration by Burgess Meredith, produced

and directed by Herbert Kline, acted by the people

of the pueblo of Santiago.

THE latest of the tedious inroads made

on the freedom of the screen by the

censors appears in the pronouncement

of the New York State Censorship Board

that the presence of a Mexican peasant

woman nursing her baby and the presen-

tation of the pHght of the same woman sub-

jected to primitive midwifery make the

beautiful documentary film The Forgotten

Village unfit for public exhibition unless the

scenes are deleted. The producers of the

movie are unwilling to comply on the

grounds that the condemned scenes are

neither "indecent" nor "inhuman" (the

terms are those of the Censorship Board)

and that such cuts would seriously mar an

integral work of film art. People who have

seen the movie might well wonder on what

moral grounds the conclusions of the Board

of Censors are based. How the inclusion of

the scenes could possibly harm what the

scholastic philosophers have so conveniently

termed "the reasonable man" is really quite

beyond anything but an extremely puritan

or an extremely prurient imagination. And
as in the traditional application of law, so in

the traditional application of ethics the con-

scientious artist, as well as the conscientious

jurist, is hardly bound by the notions of right

and wrong maintained by moral or psychol-

ogical invalids. But there it is for our

wonder and despair, and a splendid picture

for the time being is denied the poor, shep-

herded public. The old, perennial problem
of movie censorship by official groups—^un-

official censorship groups are entitled to the

same liberties that are consistent with the

laws governing free speech — presumably

never will be solved until communities make
dollar-a-year jobs for the censors or until

the courts finally establish that the movies

as organs of expression have the same rights

as the press. It is in the pursuit of the latter

happy conclusion that the producers of The
Forgotten Village are willing to make an
issue of the demanded deletions in the courts

of law. And as an example of the kind of

film threatened by official censorship the pro-

ducers are very lucky in the present instance.

The story of The Forgotten Village is a

simple one. It is a picture of backward
Mexican peasants living in the remote pueblo

of Santiago, made actually among the natives

with no professional actors; and it is the

kind of earnest and powerful picture that

might have been expected from the writer

of Grapes of Wrath and the filmer of Crisis

and Lights Out in Europe, warm with sym-
pathy, sturdy in its respect for the human
spirit and energetic in pointing out how cer-

tain tragic social wrongs could be righted.

It centers about a boy, Juan Diego, and his

family in a time of pestilence and how the

boy and the teacher in his school try to bring

modern medical skill to a little town that had
always turned to the local "wise woman"
with her herbs and snakeskin and charms

when sickness came. The death of his little

brother, Paco, and the sickening of his little

sister in spite of the religio-magic of Trini,



November, 1941 9

Little Paco's Funeral in "The Forgotten Village"

the "wise woman," send Juan Diego to the

distant capital for a doctor. He walks the

whole way and returns with a medical truck

but the "wise woman" rouses up the village

against the medical mission and the people

hide their sick youngsters and finally drive

the doctor and his staff from the town. Juan
Diego, however, spirits his sister away in

the night to be innoculated by the doctor

who has camped not far from the village and

thus saves her life. For this his father dis-

owns him as the betrayer of his people and

he goes back to the city with the doctor,

determined to study medicine and engage in

the fight to free his countrymen from the

superstition and ignorance that bring on

them such needless suffering and death. The
film ends on the hopeful note : "The change

will come, is coming, as surely as there are

thousands of Juan Diegos in the villages of

Mexico." A picture of great pictorial beauty,

it is both a document and a moving drama,

fashioned with extraordinary good taste and

an artistry that brings to mind the best of

the Russian folk films as well as the docu-

mentaries of Robert Flaherty.

Now to examine the scenes dubbed by the

censors "indecent" and "inhuman." We find

they are not isolated, unrelated episodes in-

cluded in the film for starthng effect. They
grow out of the story itself. The first occurs

at the end of a sequence in which the mother

passes out the evening meal to all her family,

finally giving her breast to the baby in her

arms. The nursing scene lasts ten seconds.

(It might be interesting to know that accord-

ing to the rules that usually govern the

Board of Censors in its decisions the bare

breast of a woman is objectionable on the

screen only if it is white ! In this case the

woman's skin is dark.) No more emphasis

is placed on feeding the infant than there is

upon handing round the food to the husband

and the other children. It is simply the eve-

ning meal in the house of a Mexican peasant.

The second "indecent" or "inhuman" se-

quence takes place where a premature birth

is brought on by the mother's grief over the
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death of her little boy and the "wise woman"
uses her primitive methods to help the infant

into the world. Here there are no exposures

of person at all. There is no attempt to be

clinical. The mother in her agony of soul

and body is the poignant symbol of life and

death where superstition and ignorance sit

in the seat of power. This scene is the great

climax of the film. Its ultimate effect is to

send Juan Diego to the city to bring medical

aid to the stricken.village. To call the scene

"indecent" is to pervert the meaning of a

good English word as ordinary educated

people understand it. To call it "inhuman"

betrays a sensibility that should make intol-

erable every scene of suffering and death to

be found in countless films heretofore found

tinobjectionable.

As to the scene's artistic necessity in the

film, Garson Kanin, t-he director, sums it up

succinctly thus : "From a technical point of

view, it is my opinion that its (the birth

scene) deletion would be catastrophic. The
removal of this climax would so seriously

injure the form of the whole film, so surely

lessen its impact, and so dangerously inter-

fere with its theme, that I strongly urge you

not to exhibit the picture at all if it is cut. . .

.

This kind of censorship will drive John

Steinbeck away from the medium as it has

already many fine creative artists."

However it comes out, this latest tussle

for the freedom of the screen—and it is to

be hoped that a film so beautiful and

high-minded will survive the supersensitive

scruples of the official watchdogs of our

morals

—

The Forgotten Village must remain

in the memories of those privileged to have

seen it as a splendid example of documentary

cinema, exalting the human spirit in its

heroic search for light and freedom in a

world so confounded by enslavements and

ignorance.

A.B.
Rated Exceptional

How Green Was My
Valley

Screenplay by Philip Dunne from Richard
Llewellyn's novel, directed by John Ford, photo-

graphed by Arthur Miller, music by Alfred Neiv-

man. Produced by Darryl F. Zanuck for 210th

Century-Fox, distributed by 20th Century-Fox.

The cast

Mr. Morgan Donald Crisp

Mrs. Morgan _ Sara Allgood

Huw „ Roddy McDowell
lanto _ John Loder

Ivor Patric Knowles

Angharad „ Maureen O'Hara

Mr. Gruffydd Walter Pidgeon

Bronwen Anna Lee

Cyfartha Barry Fitzgerald

Dai Bando Rhys Williams

Mr. Parry ..Morton Lowry
Ceimven Ann Todd
Davy _ Richard Fraser

Gwilym ...Evan S. Evans

Owen James Monks
Meillyn Levins Eve March

Mrs. Nicholas Ethel Griffies

Ensemble Singer Tudor Williams

The Welsh Singers

OW Green Was My Valley is

technically one of the finest flower-

ings of the sound motion picture.

In the rather rambling memories of a man
recalling his boyhood in a little Welsh min-

ing town, memories as unplotted as might

emerge in anyone's fond recollection, John

Ford has found something to put his best

craftsmanship and feeling into, and no one

has better craftsmanship in movies, nor

sounder and tenderer feeling, than John

Ford at his best.

Huw Morgan, looking back on his child-

hood, remembers his father mostly, the

center of the family back in that green valley

when the growth of the coal mines was begin-

ning to blacken the greenness and the owners

were thinking more and more of money and

the proud miners began to realize that their

independence was sinking into wage-slavery.

The father gives the tale whatever form it

has—his slow adjustment to the changing

times, and to the challenge his own sons

make to his old-fashioned authority. The
memories end when his life ends, in a mine

disaster. Meantime what drama there is is

in episodic conflicts—outside the family the

miners against the mine-owners, within the

family the independent spirit of the sons

against the father whom they love so genu-

inely and so thoroughly respect. There are

six sons in all, and in the end only Huw,
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the baby ©f them, has stuck to the old ways
and the old home. Even more episodic is

Huw's bitter experience at school; the min-

ister's sacrifice of love and marriage, and his

losing fight against the hypocrisy of the

chapel-goers ; and the only daughter's un-

happy love for the minister.

These conflicts are as confused and un-

resolved as life itself when it is looked back

upon in later years, with little of the dra-

matist's attempt to clarify motives and pat-

tern them into clear-cut issues of character

and the destiny that is determined by char-

acter. Why the school-teacher was so brutal

to Huw, why the poisonous deacon was so

persecutingly unChristian—these are unex-

plored incidents that go to sum up into the

kind of thing life is but not into well-knit

drama. Nor is it ever quite clear or con-

vincing why the minister persisted in making
his own life and the life of Morgan's
daughter so wretched, or why she consented

to her unfortunate marriage to the mine-

owner's son. In the novel that Richard
Llewellyn wrote these things may have all

been plain, but in the picture they leave the

impression of lapses and cuts, of too many
plots thrown into the story without unifi-

cation and integration.

But there is, inescapably, a unifying mood,
lyric and nostalgic, and the final, vivid mem-
ory of the picture is of a family which the

pressure of change and changing ways broke

up and scattered. The music does as much
as anything to create and sustain this mood,
along with the device of using the voice of

Huw, grown up, to keep in our mind that

what we see is what he most poignantly

remembers of his boyhood. The Welsh
singers are always in the background, for

atmosphere and the emotional lift, sad or

gay, that such singing gives to the screen's

action.

Looked at coldly—as coldly as one can

with a picture so warm with humanness and
its laughter and tears—the superlative thing

about the film is its technical style, the per-

fection of cinematic narrative that it

achieves. In any such perfection it is impos-

sible to know what the director and the

script-writer individually contributed. Their

work merges so successfully that it is one

work, and masterly. It is surprising to look

back on the film and realize how much of it is

pure visual action, pictures powerfully com-

posed, dramatically photographed, smoothly

and eloquently put together. Dialogue is

used most sparingly, and always for more

reason than just to have some talk going on
— always for carrying on the story, for

illuminating character, for creating atmos-

phere and mood. The lilt of Welsh speech

is predominant enough to give some unity to

the various Irish, American and English

dialects that must have been unavoidable

with so international a cast. The sound-

track, with its voices, its noises from the

mine, its music, is just what it shovild be—

-

artfully contrived and always the helpful

hand-maid of the camera.

Donald Crisp is the backbone of the acting,

a fine player at his best, and Roddy Mc-
Dowell, Sara Algood and the five grown
sons make a family that will live long in

affectionate memory. Walter Pidgeon is

virile and persuasive in a part that is pretty

muddled in its motivation, Rhys Williams

just right in a part that might easily have

seemed caricature, and Eve March and Ethel

Grifiiths vivid in parts that are just bits.

Maureen O'Hara is lovely, but she doesn't

get much below the surface—the writing of

her role may well be to blame for most of

that. The school-master and the deacon are

as overacted as a Dickens character is over-

drawn. Barry Fitzgerald overacts, too, but

he usually slugs a laugh out of you that

justifies it.

Hozv Green Was My Valley inevitably

brings to mind another picture, strangely

neglected by the machinery of exploitation,

and far too seldom called to the movie-goers'

attention —• The Stars Look Dozvn. A
grimmer film in its picture of the miners'

lot, less theatrical, far less handsomely set,

unwarmed by the humor and sentiment that

Ford and Dunne have put into the Welsh
story, but much more skillful in handling its

material, much more real, with a much
clearer point. It has little appeal to the easy

emotions of laughter and tears—^it hits at

something deeper and more troubling. It

shouldn't be forgotten, nor is it likely to be

by those who see it.

J.S.H.
Rated Exceptional
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A Clash of Personalities in "The Maltese Falcon'

The Maltese Falcon
Screenplay by John Huston from Dashiell Hani-

mett's novel, directed by John Huston, photography
by Arthur Edeson. Produced and distributed by
Warner Bros.

The Cast

Samuel Spade Humphrey Bogart
Brigid O'Shaughnessy _ Mary Astor
Iva Archer Gladys George
Joel Cairo Peter Lorre
Lt. Dundy Barton MacLane
Effie Ferine Lee Patrick
Kaspar Guttman ' Sydney Greenstreet
Detective Tom Polhaus Ward Bond
Miles Archer Jerome Cowan
Wilmer Cook Elisha Cook, Jr.

Luke „ James Burke
Frank Richman Murray Alper
Bryan John Hamilton

FOR yet another time Dashiell Hammett's

murder melodrama comes to us on the

screen, and it comes fresh and powerful,

a study in cupidity, lightened by wit and

taut with suspense. The story itself is old

and familiar enough. It's all about three

factions of a gang of thieves who want to

get their hands on a valuable jewelled falcon

that originally belonged to the Knights of

Malta ; it had first been stolen by pirates

and for the last several years had been

knocking around in private collections and

antique shops, its value unknown thanks to

a covering of black enamel. The leader of

the interestingly assorted people who make
up the criminal company is a girthful gentle-

man known as "The Fat Man," an individual

of talent and resourcefulness with a passion

for costly objets d'art and not a care in the

world as to how he gets them. He it was
who discovered the value of the golden bird

and but for a spell of doublecrossing among
his confederates presumably would have had

it. When the film opens the only one who
knows where the treasure is happens to

be a Brigid O'Shaughnessy, an erstwhile

member of the Fat Man's little group and.

c«ie gathers, a lady whose past, present and

presumable future, nice girls would hardly

dream of emulating. She finally pulls down
the house on them all when, in an effort to
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get rid of her partner in cheating the rest

of the gang, she apphes to a private detec-

tive, one Sam Spade, w^ith a cock and bull

story. Spade's partner is murdered while

shadowing the lady's superfluous companion

and the same evening the companion himself

is shot to death. Mr. Spade thereupon digs

into the matter, senses a lot of hard cash

somewhere, makes several deals with all the

factions involved and finally gets hold of the

falcon.

It is a good, sound adventure tale for all

its folderol of medieval treasure and felon-

ious dilettantes. But its virtue as a movie

rests principally on its smart direction and

excellent casting. John Huston keeps it

moving and glib and realistic. So much so

that the obvious plot, the fantastic characters

become quite real and very absorbing. He
makes his film solidly and few detective

movies there are that can stand comparison

with it and not fade into the vapidity of con-

trivement and flossiness. Of course Mr.

Huston fortunately had a cast of unusual

powers. Humphrey Bogart displays neither

swank nor undue erudition. He is a good

hardboiled professional detective with a rea-

sonable amount of education and a warm
healthy respect for money. And that alone

is something to sharpen the jaded appetite

of the movie goer who for so long has been

fed fat on a procession of super-sleuths with

Harvard accents and Bond Street tailors.

His Sam Spade is neither a salon wit, a

moral idealist nor an amateur in solving

knotty problems. He runs his business to

earn a living and when the Maltese falcon

people turn up he rejoices in the prospect of

some rich picking. That prospect plus the

murder of his partner and police suspicion

that he's mixed up in it plus a native curi-

osity drive him with intense vigor through

the dangerous episodes of the plot, holding

the pieces together and giving the whole film

a rare earthiness and a vibrant life. The
others in the cast are no less adroit. Sidney

Greenstreet who plays the Fat Man is as

delightful and arrant a scoundrel as you are

likely to see in a long time. Mary Astor,

who has been doing very nicely in recent

films, makes a fine lusty faker of a wench,

quite beyond salvation even in the none too

squeamish eyes of Mr. Spade. All the rest

in smaller parts act with vitality and subtlety,

Peter Lorre being particularly poisonous.

And Spade is one detective that few people

will dread seeing in a further adventure if

so the commanding spirits of Hollywood

should resolve.

A.B.

Rated Exceptional

Critical Comment

Bright Confusion

As may be gathered from the title,

wide-eyed trust plays a very minor

role in the latest Alfred Hitchcock

film. Suspicion. Taken from the novel

Before the Fact by Francis lies, a grim

study of a husband's attempt to murder his

wife with her growing more and more sus-

picious of what his intention is. Suspicion

is evidently so bothered by the moral

question involved that it attempts to stay

on the fence through most of the picture

and ends up by saying the hero's queer

actions and the plot's strange coincidences

were caused by worry and chance and that

his poor wife was practically frightened out

of her pretty wits for no reason at all. The
fence-sitting and the conclusion leave one

with a confused and unconvinced impression

that appreciably mars a beautiful, smartly

directed and well acted production.

But the pleasure to be gotten out of its

direction, acting and production is by no

means small. If Mr. Hitchcock cheats a bit

here and there he manages a good many
breath-taking sequences and provides a

mounting suspense that gives a fillip to your

viscera more than once. The heart-failure

scene, the whole sequence wherein the wife

suspects her husband of intending to murder

his friend and her frantic efforts to stop him,

and finally the cHmax of the wife and hus-

band in the speeding car on the sea cliff

road, all of these have what people like to

call "the Hitchcock touch." Then there are

the minor touches of his meticulous work-

manship, the fascination of the detective with
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the modern abstract drawing on the wall of

the heroine's house, the horn-rimmed spec-

tacles that she is constantly in need of, the

old general's apprehension that the horse

radish might have come out of a bottle. And
finally the whole briUiant polish of the

story's cinematic presentation. These must

be ranged against the bad logic and false,

over-coincidental leads that irritate and

confuse.

Another grumble may be made about Joan

Fontaine's role which superficially resembles

that which she had in Rebecca. But this is

cavelling. Given this part, whether it be

better or worse, she infuses it with such a

wealth of art and emotion as to make a

rather troublesome woman, considering her

penchant for morbid imaginings, a really

sympathetic character, lovely to behold and

capable as few actresses are to reveal intense

feeling with economy and validity. The three

main roles, those of Miss Fontaine, Gary
Grant and Nigel Bruce, are sincerely and
most intelligently realized. The minor parts

are no less well cast; Auriol Lee is a won-
derful choice for the lady detective story

writer.

But for all this the major flaw in story

logic remains, the sets however lovely, the

acting however skilful and the direction

however thrilling at times, cannot cover it

over. With a more uncompromising solu-

tion, the one indicated in the original story

for instance, all the broken parts could have

been pulled together to form a sound integral

film and the duplicity in presenting the

hero's character, necessitated by the present

ending, could be eliminated. Apparently Mr.
Hitchcock couldn't manage such a solution

and so we have the film, a quite unsatisfying

example of a good director's art.

Mr. Reed Looks Back

A CASE of something good but not quite

good enough is found in the British

production The Remarkable Mr. Kipps,

wherein good intentions seem to be at cross

purposes, leaving a muddy impression. Mr.
Wells' book had some obvious comments on

social snobbery which are good Wells and
a likeable hero full of the human frailties

which is also good. The author liked the

hero and treated him with warmth, so that

the character's eternal mediocrity is accepted

and forgiven. This material, be it noted, is

not the best film material since it relies on

line and character for development. Now,
it seems stodgy and dated, and apparently

Carol Reed realized this as much as anyone.

Reed is the director of the film and he

works hard to remedy the slowness of the

story. To create movement, the scripters

show great inventiveness in making scene

grow out of scene. Reed uses a very man-

nered camera to bring into heightened focus

the colorful characters he is filming. And
his major medicine for the limpness of the

story is to turn to his personal recollections

of the era and load the background with a

wealth of period-piece detail. He brings be-

fore our eyes all the ugly furbelows, the bric-

a-brac, the foppish manners and costumes

and the utterly false conceptions of art in

that time. These are beautifully presented,

with no bitterness or sarcasm but with a

loving nostalgia. They are exaggerated just

a shade—never too much. It is an informal,

even intimate, method of film-making and

contrasts nicely with Reed's direction of

Night Train and The Stars Look Dozvn and

proves his versatility. He is just as

imaginative here but in a subtler, witty way
that is delightful. The pity is that he used

this quaint treatment on the story at hand,

for there is the root of the matter. Wells

and Reed just didn't see eye to eye on

what they were telling and that is what

makes Kipps a stumbling ai¥air in part.

Wells is telling a satire using very human
characters. Reed is filming a nostalgic

comedy. They are both aiming high and

well certainly, but not in the same direction.

As it is, the characters are very sharply

defined, Michael Redgrave standing out for

the sympathy he can draw from the audience

while portraying a decidedly doltish hero.

There are sound scriptwork and some sup-

porting performances of devilish acidity. The
story is good, if dated, and the background

is full of gentle humors. But somehow Wells

and Reed just aren't assisting each other as

they should have been so that the one clutters

up the work of the other. Two goods don't

necessarily make an excellent.



Junior Interests

An Interview with

Walt Disney

HEREWITH is the skeleton of an

interview which Walt Disney granted

the Young Reviewers after a recent

showing and discussion of the new Disney

feature cartoon, Dumbo. A diligent stenog-

rapher took down some of the conversation

but she found it too thick and fast, especially

from the children. Therefore it is under-

standably disconnected. However, 4-Star

Club Members should be able to see a truer

portrait of Mr. Disney's sympathetic and

likeable personality from the material as

presented than any amount of re-writing

could give. The Young Reviewers are, of

course, younger than most 4-Star Club

members, which accounts for the occasional

breaches of formality. Before taking down
the fragments of conversation, the stenog-

rapher laid the scene thus

:

Here is Mr. Disney—quiet, steady gazes.

They are pleased and thrilled to see him
but their faces retain serious dignity. Ice

breaks. A small boy is pushed forward.

Mr. Disney goes close to him to discuss

matters more intimately as the boy is very

shy.

Boy (beaming)—There are lots of things to

say. But, I liked it—I liked it

!

Another Boy—For all the pictures, there

are dolls in the stores. I suppose they

are for publicity, but I don't know — I

don't like the dolls. I like the pictures

but not those dolls !

Disney—I see what you mean, but you
know, sometimes the stores use those dolls

to sell things—dresses and things like that

—and the dolls help that way, too.

Girl—I liked Dumbo better than Fantasia.

I liked Fantasia too, but I like each pic-

ture better. Perhaps I am progressing. I

think the pictures are all good, so it must
be me who is progressing.

Boy (to Disney)—You pronounced it Fan-
tasi-a. Is it that or Fantasia f

Disney—Well, you see I was in South

America and there they pronounce it

Fantasi-a.

Boy—Dumbo is always having help from

the Mouse, just like Pinocchio. He doesn't

seem to do anything on his own, like

Pinocchio had the Cricket to tell him what
to do. I don't know. Why doesn't Dumbo
know what to do himself?

Another Boy—I've noticed that in some of

the pictures, I guess it repeats, doesn't it?

I mean, when you find out something

that's good in one picture, you can use it

in another can't you?
Disney—Yes, that's true. We try out cer-

tain things—techniques. When we find

something that is right, we stick to it. But
we're always trying something new, too.

Boy—How do you work it, when the char-

acter comes right up to something? And
then how do you turn him around again?

Disney—We try all sorts of ways. If nec-

essary, we make them walk backwards to

the thing so they won't have to turn

around again.

Girl—How does your technique work? I

mean, how do you work out all those

separate things and then put them to-

gether ?

Disney—It's sort of like a word. You know
when you're learning it or trying to find

out the meaning, you break it into sylla-

bles. That's what we do with the big,

complicated movements. We break them
into syllables, first.

Child—Don't you find that it's dangerous
sometimes, repeating an idea, like Jiminy
Cricket advising Pinocchio and then the

Mouse advising Dumbo. If that goes on,

maybe it will be repetitious.

Disney—M—m, I see what you mean.
That's an idea

Boy (with rather large ears, himself)—Why
do your characters always have to have
defects? Dumbo, for example?

Disney (being a true diplomat)—Well, we
all have defects. I have big feet

!

Child—Now about that repetition, what
will you do?

15
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Disney—I'm afraid in my new picture,

Bambi, we've got two helpers, a skunk and
a rabbit, as sort of companion-advisers.

You know how it works out, you have the

book, and sometimes you can't translate

everything the same as it is in the book

because you're working in two different

mediums.

Voices—Yes—Yes, of course.

Boy—Sometimes it sounds more real when
you read it. Then you don't like to see it.

Like with the previews—but I like your

previews, you don't tell everything that's

going to be in the picture.

Disney—Sometimes it doesn't hurt when
you read it first. Remember Gone With
the Wind? Lots of people read it and

then wanted to see it, to compare with the

book and their ideas of it.

Child—In your home do you decorate your

walls with those characters? (Disney

figures were painted on the walls of the

office.)

Disney—We live with Mickey Mouse and

the others so much in the studio, we don't

want to live with them at home, too.

Child (Thoughtfully)—In other words, you
don't have fantasy in your home?

Child—After a long run, do you review

your pictures again?

The Young Reviewers on:

"Dumbo" and "It Started With Eve"

IN the past month, the National Board's

Young Reviewers have seen two comedies

and with the same reactions as accorded by
maturer critics. Dumbo was, of course, a

natural and was voted "excellent," while It

Started With Eve, wherein Charles Laugh-
ton exhibits his rug-cutting prowess, was
voted "very good." In both cases, the

Young Reviewers learned very little and
found nothing very worth remembering,

which is typical of their attitude toward
comedies. They considered the plots clever

and amusing although no great shakes as

stories in themselves. They just enjoyed

them as refreshing comedies. The three or

four critics who did learn anything put it

strikingly: from Dumbo they realized that

Disney—^Yes, I saw Snow White two years

after the opening.

Child—When you were young, was there

someone you wanted to be like—just like

some of the characters in your cartoons?

I mean, did you ever want to be like some
of the characters in the cartoon—someone

you dreamed about?

Disney—Yes ! I wanted to be like Charlie

Chaplin.

Child—But you didn't want his big feet

!

Disney—-No, but I would like his money

!

Everyone had a good time at this inter-

view, due in no small part to Mr. Disney's

kindness. The Reviewers were especially

favored when, after the interview, a few of

them were invited to partake in a national

broadcast the following week on the "We
the People" program. The cartoonist spoke

from Hollywood while the Reviewers voiced

their opinions from the New York studios.

The Young Reviewers hope that Mr. Disney

had as enjoyable a time as they did at the

personal meeting, although they can be

pretty assured of this from the reluctance

with which the meeting was ended. Every-

one wanted to continue on with the talk but

that was impossible. It was good to find

Mr. Disney as enjoyable as any of his screen

characters, which is high praise, indeed.

"a mother's love is the greatest thing in the

world in animals, too," (girl, 13) ;
"elephants

are not to be laughed at," (boy, 13) ; and

the "nature of people," (girl, 13). The
platitudes demonstrated in the Durbin film

were, "Don't fall in love with somebody if

you already are," (boy, 12) and "never

pinch a lady," (boy,12). These sample com-

ments may seem to be an irrelevant selection

but the Young Reviewers, like any movie-

going body, find it impossible to point out

the emotional patterns, the social usages and

customs, the lessons in good behavior which

are inherent in every well-made film. That

is matter for the sociologists and psychol-

ogists.

In If Started With Eve the Reviewers

were delighted with Charles Laughton's per-

formance and his "ability to portray comedy
parts which has never before been shown,"
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(girl, 13), but they didn't go all-out for him.

"I think the scene in the night-club was

silly, some of it could be cut out," (girl, 12).

"I think that dancing was a little too silly.

Charles Laughton is an excellent actor and

his part in the picture he played very well,

and then when it got to that scene it made

him slightly cheap, low-class. It sort of

ruined his part," (girl, 13). "I think Charles

Laughton isn't the type to do that type of

acting," (boy, 12). But, said a girl, 13,

"Laughton put it over pretty well which goes

to prove he is a pretty good actor." They

left it at that.

The feeling about Deanna Durbin in her

maturer role was that "she is a good actress

besides singing," (girl, 12). "But she will

never be a Bette Davis," (girl, 14). They

apparently enjoyed Robert Cummings' work,

too
—"when he is acting dumb he does it

very well," (boy, 13). One boy, 11, started

an interesting discussion by saying "maybe if

he had been tried in other types he would be

better." Laughton's assuming a comic role

set them wondering about the star system

and typed characters. "Cummings is still

too young for different roles," (boy, 12).

"If they are good actors it doesn't make any

difference how young they are," (girl, 13).

A girl, 14, put her finger on the real reason

for not putting less experienced actors in

varied roles when she said, "When a studio

puts on a picture, they don't say 'Now Mr.

Cummings, we will see what you can do in

this.' The studio has to be sure of what the

public will think about a picture. Say Uni-

versal was an experimental studio, which no

studio is, and they tried Cummings in some-

thing besides comedy and he was awful. The
public wouldn't like it and it would be a

terrible mark against him. If Charles

Laughton failed, sooner or later people

would go to see him again, but Cummings
would have to be built up all over again."

This is, of course, an unfortunate fact with

the star system and even the wisest sage has

no effective remedy as yet.

Further comments on the film were : "That

scene where she cries at the piano — they

have that scene in practically every Durbin

movie—she starts to sing and then to cry.

It gets a little corny after a while," (boy,

12) . "I think the title was very confusing,"

(boy, 11), to which the leader repHed,

"Sometimes titles don't have anything to do

with a picture."

Like the Exceptional Photoplay Commit-

tee's discussion of Dumbo, the Young Re-

viewers found it hard to talk at length on

the virtues of the film for there is no good

point of attack. Any particular phase of it

that might be mentioned can only be fol-

lowed by superlative adjectives, which is

monotonous. Facing the latest novel cartoon-

feature, one can only wonder, as did a girl,

13, "How many new things can you invent?"

In the course of discussion, however, many
comments were made worth noting. At least

half of the Reviewers selected the pink ele-

phant sequence as the most impressive,

echoing the view of older critics. One girl,

13, noted that "about the pink elephants—

-

that's an expression. When you are supposed

to be drunk they say you see pink elephants."

But this was old stuff to all the others—not

worth talking about because it was so

familiar.

"It's a story about animals but it is more

than about animals," (girl, 13). "The whole

thing was unusual. It was all a caricature

of people," (girl, 13). "The music was a

very clever background," (girl, 13). "The

music helped but the idea was enough with-

out the music," (girl, 13). "The colors

brought out the fantasy," (girl, 13). "The
color added depth to it," (girl, 13). "It was
as if the animals ruled the world as we do

now," (girl, 13). "That's just fantasy,"

(girl, 13)—reply: "That's what I said." "It

was a success story in a way, the way the

elephants looked down on Dumbo and then

he became a success," (boy, 14) . "The story

was for a business man who has an hour to

wait for a train because it takes your mind
off troubles and it's just an hour long," (boy,

12). "I heard one man say to his friend

coming out, 'Didn't it calm your nerves ?'
"

(girl, 13).

There was a little argument over the

human clowns who turned to the bottle after

Dumbo had made a success as a fellow clown.

"I happen to know some clowns ; whenever
they have thrilled the audience they come
out feeling very happy, and Disney brought

them out very well," (girl, 13). "I think

that wasn't a very favorable impression of
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clowns. You saw them behind the scenes

and they drank and were mean," (boy, 13).

But others feh differently. "I don't think

their character was too mean. Everybody

will get excited with success. They drank

up their success and glory and any person

is very conceited when they are successful,"

(girl, 13). "I don't think they meant to be

mean," (boy, 12).

There was also much to say on the pathetic

human ties between the ostracized mother

and the freak child which Disney has made
strike right to the heart with such deep

feeling. "When you feel sorry for Dumbo,
and when Dumbo was so scared, it teaches

you something," (girl, 13). "Children

wouldn't be so rough. It makes me feel

like that, when all the elephants were talking

and he went back and the little mouse came
out and started to make noise and the tears

came down," (boy, 8, referring to the se-

quence preceding the lullaby scene). "I

think it was a httle too sad. Cartoons aren't

meant to be sad. The beginning and the

scene where he goes to his mother were sad,"

(boy, 13). But a girl, 13, did the unusual

thing by frankly admitting her tears knowing
that she enjoyed the cry. "I missed some
of it because I was crying. It really was
beautiful. It reminded me of so many things

—it was just so inspiring." The chances are

that others cried also but that, after all, is

a matter between them individually and the

little misfit. Dumbo.

Selected Pictures Guide
{Continued from page 2)

f* ONE FOOT IN HEAVEN—Frederic March,
Martha Scott. Based on the book by Hartzell
Spence. Directed by Irving Rapper. This
film because of its unusual subject matter—the
pastorate and struggles of a Methodist minister
and his family—deserves a great deal of praise
for its tact and sincerity, praise for the stars
and the rest of the cast and for the director,

all of whom could so easily have fallen into

embarrassing theatricalism. This is avoided
and the fi\m is made an interesting and mov-
ing tale of faith and faithfulness and self-

sacrifice, leavened with a gentle humor. Miss
Scott plays her role with a compelling and
touching sincerity; and Mr. March displays in

his fine interpretation of the minister an under-
standing, a human portrait of inflexible in-

tegrity and warmth. The main weakness in

the film as a movie lies in its slowness, a

circumstance apt to characterize an episodic,

biographical motion piture. All told, however,
the film is a very successful preachment of

liberal faith and decent living with few weak-
nesses as a work of cinematic art. Warners.

SELECTED PICTURES OF THE MONTH
f CHOCOLATE SOLDIER, THE — Nelson

Eddy, Rise Stevens, Nigel Bruce. Based on
"The Guardsman" by Ferenc Molnar. Directed
by Roy Del Ruth. "The film follows the old

Lunt-Fontaine version of "The Guardsman" in-

terlarded with music from Oscar Straus' oper-
etta. The singing of Miss Stevens is the
movie's main fine feature. For the rest it's

slow moving and save for Nigel Bruce rather
ordinarily played and clumsily directed. The
sets run to the lavish side. Metro-Goldwyn-
Mayer.

f DOWN MEXICO WAY—Gene Autry, Smiley
Burnette. Original screen story by Dorrell

and Stuart McGowan. Directed by Joseph
Santley. This is another feather-weight Autry
opus which is quite likeable as a western. The
villains, believe it or not, are some phoney
movie producers who even resort to some of

their actors' tricks by holding up a carload of

money. It seems these producers sell a lot of

stock in a "location" picture which they never
intend to make. But Gene uncovers their plot

when they are about to fleece a Alexican town.
The music is attractively presented and there

is not a breath of reality to it, making a very
pleasant film. Republic.

fj DRIFTIN' KID. THE — Tom Keene, Betty
Miles. Original screen story by Robert Emmett
and Frances Kavanaugh. Directed by Robert
Tansey. A tenderfoot rancher who sells horses

to the Mexican government is being gunned
for by a gang which wants to get hold of his

property. An investigator of that government
crosses the border to find out who rustled

some horses that had been bought and, being
the exact image of the rancher, he poses as

him and thus discovers who the chief villain

is. A rather average western with the usual

fixings. Monogram.

m FEMININE TOUCH, THE—Rosalind
_
Rus-

sell, Don Ameche and Kay Francis. Original

screen story by George Oppenheimer, Edmund
L. Hartmann and Ogden Nash. Directed bv
W. S. \'an Dyke II. The start of this film

is slick comed\% ribbing the border-line literary

set which sits around analyzing emotions in-

stead of experiencing them. Jealousy among
adults is the emotion in question and an author,

publisher, secretary' and wife get messed up in

it. Aliss Russell, as the wife, doesn't talk their

language, however, and her touch is the human
one. Sadly enough, everything sloughs off

into an endlessness that almost vitiates every
other virtue of the picture. Even witty acting

and inventive direction can't save such a
morass of writing. Metro-Goldwyn-Mayer.

fj GUNMAN FROM BODIE, THE — Buck
Jones, Tim McCoy, Ray Hatton. Original

screen story by Jess Bowers. Directed by
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Spencer Bennet. The Rough Riders posing

as an outlaw, a marshal and a cook, track

down and capture a gang of rustlers who have
been murdering and fleecing honest ranchers.

The film has the obviousness peculiar to its

kind, but the tale is told swiftly and with a

fine straight-forwardness that takes it out of

the average class. Monogram.

m HOT SPOT — Betty Grable, Victor Mature,
Carole Landis. Based on the novel "I Wake
Up Screaming" by Steve Fisher. Directed by
H. Bruce Humberstone. The original title of

the novel, "I \\'ake Up Screaming," catches

the spirit nicely, for this is a taut murder-
mysterj- with gruesomeiiess and suspense. The
question is : AVho murdered the glamorized
hash-slinger ? and Alature seems the most likely

suspect. But things work c lerwise, of course.

The script, utilizing flashbacks, is none the

less jolting and the camera-work and assisting

players arouse considerable excitement. Laird
Cregar stands out for his wry romancing.
20th Century-Fox.

f INTERNATIONAL LADY — Ilona Massey,
George Brent. Basil Rathbone. Original screen

story by E. Lloyd Sheldon and Tack DeWitt.
Directed by Tim Whelan. As may be gathered
from the title, the film is all about a beautiful

singer who follows the road made glamorous
in the last war by Mata Hari but winds up
in a much healthier condition. Two men, one
from the FBI and the other from the CID
(Scotland Yard), do the work of running
her down and with her the ring of saboteurs

who are wrecking Flying Fortresses at sea

with the aid of a corroding chemical placed in

gas tanks. Of course they both fall in love

with her and she. staunch spy that she is,

saves the life of the American, much to the

chagrin of her associates. The movie is hand-
somely made up but might have been better

with more cutting and a little more suspense,

iliss Massey sings well and the other members
of the cast abet her charm and talent with

well turned out characterizations of their own.

United Artists.

m :MERCY island — Ray Middleton, Gloria

Dickson and Otto Kruger. Based on the novel

by Theodore Pratt. Directed by William
^Morgan. This is a rather melodramatic film

about a noted lawyer who develops an insane

attitude toward his fellow-fishermen when
their party is marooned on one of the kej^s

of? the coast of Florida. The party has phys-

ical hardships as well, due to the lack of food

and the insects, and their relief does not come
until an alligator kills the insane man. The
film of?ers an instructive description on the

make-up of the keys and the "Conchs" who
inhabit them—a hardy group of old settlers

who have managed to remain apart from the

world. Republic.

f MOON OVER HER SHOULDER — Lynn
Bari and John Sutton. Original screen story

by Helen Vreeland Smith and Eve Golden.

Directed by Alfred AVerker. To judge by

appearances, the Rossiter family is a happy
one with seven years of marriage behind them,
a pair of twins to enliven the house—and with
the father making a success with his book on
Happy Marriage. It is only when he profes-

sionally advises second honeymoons for other

married couples that the Rossiter household

begins to shake. However, after the wife has

had a minor affair with a sea-going young
man, the couple reunites on a much closer

basis. 20th Century-Fox.

f NEVER GIVE A SUCKER AN EVEN
BREAK—W. C. Fields, Gloria Jean. Original

screen story by Otis Criblecoblis. Directed by
Edward Cline. Apparently Mr. Fields was
just let loose in the studio to make this one,

and the results will leave his devotees aching

from laughter. There is just a hint of a plot

in which Fields is selling his script to a film

producer for a little cash with which to sup-

port his niece on a singing career. From that

point, anything goes ! There is a wealth of

good Fieldsiana plus some pleasant bits from

a host of lesser people all joined in an original

surrealistic sort of hodge-podge. One must
overlook some interludes of dullness when the

humor is spread a little thin, knowing it will

brighten in a minute. Universal.

f NEW WINE—Ilona :Massey and Alan Curtis.

Original screen story by Howard Estabrook

and Nicholas Jovy. Directed by Reinhold

Schunzel. A none too inspired recounting of

a romantic episode in the life of Franz Schu-

bert. Fleeing the draft into the Austrian

army, he arrives at a farm in Hungary and

falls in love with its lady manager and carries

her back with him to Vienna. She wants him

to persevere in his composing but leaves him
when he proposes to marry her and take a

job teaching to get a weekly salary. The film

carries over all the operetta tone that seems

to attach to any theatrical depiction of Schu-

bert and really doesn't help to make this ver-

sion very original. The best thing in the

picture is the rendering of several of the more
popular compositions, a few of which Miss

Alassey sings quite nicely. The casting could

be better, the direction much less syrupy, and

the sets more natural. For all this, the film

is so effectively enmeshed in its web of music

that interest does not flag in a story that if

played straight would be quite the boy-meets-

girl stuff with a sad ending. Much of the

pathos and moving quality of the movie depends

on the adroit use of the score. United Artists.

f SHADOW OF THE THIN MAN—William

Powell, Myrna Loy. Based upon characters

created by Dashiell Hammett. Directed by
W. S. Van Dyke II. Nick Charles solves

another murder mystery and exposes a ring

of crooked gamblers. The film never attains

the ease and freshness that distinguished The
Thin Man, but it offers pleasant entertainment

with a plot full of suspense, good acting by
the stars as the suave young couple with their

young son and their dog Asta, and plenty of

amusing comedy. Metro-Goldwj'n-Mayer.
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f SMALL TOWN DEB — Jane Withers, Jane
Darwell and Bruce Edwards. Original screen
story by Jerrie Walters. Directed by Harold
Schuster. Miss Withers is the youngest mem-
ber of a middle-class family which is torn
with rather common problems. The older
sister has a social-climbing complex, the
brother is having date trouble and father has
some taxes looming without the wherewithal
to meet them. However, Jane manages to put
the family interests above her own and
straighten out all these problems—and inci-
dentally she is allowed to take over the
drummer's chores at the big dance which was
her unexpressed wish. 20th Century-Fox.

f SUNDOWN —'Gene Tierney, Bruce Cabot.
George Sanders. Original screen story bv
Barre Lyndon. Directed by Henry Hathaway.
Most of this film is fine escapist adventure
involving handsome pageantry which is beau-
tifully outfitted and filmed. The story is one of
British heroism in British East Africa, where
a supply of guns is being filtered into the
native tribes to create a Nazi-inspired up-
rising.

_
There is an exotic lady mixed up in

the doings and some exciting, fantastic fire-

works before the uprising is quelled. So far
so good. But there are also some efiforts at
timely flag-waving which—well, suffice to sav
that the film still holds considerable interest,
visually. United Artists.

f UNHOLY PARTNERS—Edward G. Robin-
son, Edward Arnold and Laraine Day. Original
screen story by Earl Baldwin, Bartlett Cor-
mack and Lesser Samuels. Directed by Mervyn
LeRoy. A rather well-worn plot about the
estahlishm^ent and growth of a tabloid news-
paper during the prohibition era in New York,
but very well written, acted and directed. The
partnership hinted at in the title is that of the
editor and a rich gambler M-ho furnishes the
money to start the paper in the hope of
muzzling bad publicity. When Robinson won't
play ball, fire-works break out and give the
film a good deal of gun play and such. It's

a good rendering of those quaint days when
drinking was a lark and e\-er3"body was making
money on Wall Street. J^Ietro-Gol'dwyn-Mayer.

m WEEKEND EOR THREE—Dennis O'Keefe,
Jane Wyatt, Philip Reed. Original screen
story by Bud Schulberg. Directed by Irving
Reis.

_
Dorothy Parker and Alan Campbell

have injected some witty turns to this domestic
comedy and the actors are very pleasant to
watch. For these reasons, the familiarity of
many of the situations does not stand out. The
plot centering in the male weekend guest who
overstays his welcome to the point of almost
separating his host and hostess provides a
good lesson on how to bedevil one's host, if

that is what anyone is interested in doing.
RKO-Radio.

SHORT SUBJECTS

Informationals

fj ARMY CHAMPIONS—A Pete Smith Specialty
showing how the selected men are being- trained
and armed to be the best soldiers in the world.

There are many interesting shots of target
practice and tactics. Metro-Goldwvn-Mayer.

f BUENOS AIRES TODAY (Columbia Tour> —
Ghmpses of the progressive metropolis of
Argentina. Columbia.

f DOG OBEDIENCE (RKO Pathe Sportscope)—
Prize dogs strut like professional models in
this exhibition of their talents for obeying
their masters. RKO-Radio.

f FOOTBALL THRILLS, 1940 (Pete Smith Spe-
cialty)—A new season being upon us, this re-
view of last year's high spots, amusingly com-
piled, will warm us up. Metro-Goldwvn-Maver.

f GALLUP POLL, THE (Columbia Panoramic;—
A review of the methods and some of the more
timely findings of Dr. Gallup's statistical survey
of opinion. Columbia.

f HIGITWAY OF FRIENDSHIP (Adventurous
Cameraman')—An inviting picture of the high-
way extending from the U. S. to Buenos Aires,
with an accent on Good Neighborliness. 20th
Century-Fox.

f HOBBIES (Passing Parade)—A well-made re-
view of a few pretty ambitious hobbies which
approach real art. Metro-Goldwj^n-Mayer.

f INFORMATION PLEASE No. 2 — There are
several pantomined questions in this issue
which are especially good for the experts, the
guest being Howard Lindsay. RKO-RADIO.

f INTERNATIONAL FORUM No. 3, THE—"Will
Democracy Survive?" A discussion of the
place of America in the war, decidedly inter-
ventionist in flavor, featuring Fanny Hurst,
Admiral Yarnell, Senator Claude Pepper and
Johannes Steel. Columbia.

f MARCH OF TIME No. 3 — "Sailors With
Wings"—A well made and informative history
of the Navy's interest in flying, with a detailed
account of the functions of naval aircraft at
present. RKO-Radio.

f ROAD IN INDIA, A (Fascinating Journey) —
A colored film of the verj' primitive modes of
travel on a main highway of India. Paramount.

f SCREEN SNAPSHOTS No. 3 — Showing Leo
Carillo's Sunday Services for cowhands on
horseback which are held outdoors, with some
stars. Columbia,

m TELL T-ALE HEART, THE—Poe's short story,
about a murderer who was driven to confes-
sion by the insistent heart-beat he imagined
long al:ter the body was cold, makes an inter-
esting short drama with opportunities for
experiment in technique. Metro-GoldwjTi-
Mayer.

f TRrUlMPH "S^TTHOUT DRUMS (Carey Wilson
Miniature) — An absorbing account of Harvey
Wiley's long years of struggle to make the
Pure Food and Drug Act a law of the land
and thus protect the people from poisoning by
rotten foods. Recommended for school use.
Metro - Gold'5\'yn -Maj-e r.

MUSICALS
f DOIN' THE TOWN — Ozzie Nelson and his

orchestra with Helen Parrish singing. Uni-
versal.

f SKYLINE SERENADE—Ted Fio-Rito and band
accompany some supper-club entertainers quite
pleasantly. Universal.

CARTOONS AND COMEDIES
f COME BACK anSS PIPPS (Our Gang Comedy)

-—The Gang stages a little demonstration of
how good their teacher really is so that the
Board of Education changes its mind about
firing. Metro-Goldwvn-Mayer.

f FLICKER MEMORIES (Pete Smith Specialty)
The old-time screen melodrama, "Passion of
Horse-Pistol-Pete," with wise-cracking com-
mentary. Quite amusing. Metro-Goldwyn-
Mayer.

f HOW TO TAKE A VACATION — Robert
Benchley tells all in this film of four men off

for a good outing in the wilds. Paramount.
fj VILLAGE SMITHY, THE (Walt Disney Donald

Duck Cartoon)—Donald Duck primarily inspired
by Longfellow is reduced to exasperated
Donald-Duckhood attempting to interest a
jennie ass in a pair of new shoes. RKO-Radio.

fj WHAT'S COOKIN' (Walter Lantz Cartoon)—
Woody Woodpecker refuses to believe that
winter is at his door until starvation has all

but set in, btit he manages to survive. Uni-
versal.
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Selected Pictures Guide
This department lists pictures selected by the

Revieiv Committee of the National Board of Review
as 'worthy of popular patronage in the theatres,

luith an indication of the audience group suitability

for each picture. The choice of the pictures in-

cluded is based upon principles of selection de-

veloped through long study of public preference

as to uuhat constitutes good screen entertainment.

The consensus of the Review Committee forms the

basis for the reviews and audience recommendations

of the pictures. The Rcvie^v Committee consists

of approximately 300 trained members representa-

tive of widely varied interests who volunteer tlieir

services.

Key to Audience Suitability

f—Family audience. Pictures recommended for

the family audience (12 years up).

m—Mature audience. Pictures recommended for

the adult audience (18 years up).

j—Juvenile audience. Pictures suitable for children
under 12.

*—Recommended as above the average "selected"
picture.

Starred Selected Pictures
f* EN SJOMAN TILL HAST (A Sailor on

Horseback)—Edvard Persson, Karl-Arne
Holmsten. Scenario by Edvard Persson.
Ted Berthels, Henry Richter. Directed by
Emil A. Pelirsson. A delightful satiric com-
edy that should charm even those who are
ignorant of Swedish. It has fine music, the
exquisite scenery of the southern province
of Scania, the romantic charm of Mr. Holm-
sten and the exuberant jollity of Mr.
Persson. With typical Scandinavian love
of detail and character drawing the film

dawdles perhaps over lovely shots of castles,

farms and animals, hut these are well worth
the time spent. For people who understand
the language the film is pure delight.

(Swedish Dialogue with English sub-titles)

Scandia.

m* H. M. PULHAM, ESQ.—Hedy Lamarr, Rob-
ert Young, Ruth Hussey. Based on the
novel by John P. Marquand. Directed by
King Vidor. Mr. Marquand's novel provides
a romance cloaked in unusual and often
brilliant satire as handled in the films. It

is, of course, the memories of life's high-
points as looked back upon by a middle-
aged Harvard grad about to write his his-

tory for the alumni magazine. As an analy-
sis of just how sticky and cloying Boston
blue-blood can be, especially when in con-
tact with a bit of Greenwich Village, it is

delightful. As a tale of passion and renun-
ciation it takes itself a little more seriously
and bogs a bit. But the stars have never
shown more honest acting ability and the
writers and decorators have thought up
some shrewd and witty comment as they
look back upon life of the past few decades.
Metro-Goldwyn-Mayer.

LAND, THE—U. S. Department of Agri-
culture. See Exceptional Photoplays De-
partment, p. 11.

SWAMP WATER—20th Century-Fox. See
Exceptional Photoplays Department, p. 9.

TARGET FOR TONIGHT — Warner Bros.
See Exceptional Photoplays Department,
p. 10.

TWO-FACED WOMAN—Metro. See Excep-
tional Photoplays Department, p. 13.

Selected Pictures
f BODY DISAPPEARS, THE—Jeffrey Lynn,

Jane Wyman. Original story by Scott
Darling and Erna Lazarus. Directed by
D. Ross Lederman. No, this isn't really a
mystery but another of those comedies
about the invisible body which the experi-
menting scientist can't bring back to visi-

bility at the right time. Edward Everett
Horton is the heckled scientist in this one
and the body is that of a young man about
to be married to the wrong girl. There are
some very amusing situations and always
the trick camera-work which make the film
entertaining unless one has seen too many
of this special type. Warner.

f CADET GIRL — Carole Landis, George
Montgomery. Original screen story by Jack
Andrews and Richard English. Directed by
Ray McCarey. For the patriotic note in

the ending, this film will get by. It tells

of a cadet on furlough who plays a hot
piano in a band and falls in love with the
band's singer. She, however, takes things
into her own hands and applies all the
lures she can plant to send him off her track
and back to West Point. Because he has
the military life in his veins and has an
obligation to carry out to his deceased
father, he does return. Tlie title is a little

misleading since almost all of the action
takes place in the supper club where his

two loves—for country and for girl—are
debated. 20th Century-Fox.

f COME ON DANGER—Tim Holt, Frances
Neal, Ray Whitley. Original screen story

by Norton S. Parker and Bennett Cohen.
Directed by Edward Killy. This should
please not only the Western fan alone, for

it is directed much more smoothly and with
a lighter touch than the usual western.

There's plenty of action in its story of a

Texas Ranger who is sent out to arrest a

girl for murder; the characters are believ-

able, a few cowboy songs are pleasantly in-

troduced, and the humor skilfully handled.
RKO Radio.

f CONFIRM OR DENY—Don Ameche, Joan
Bennett, Roddy McDowall, John Loder.
Based on the story by Henry Wales and
Samuel Fuller. Directed by Archie Mayo.

(Continued on page 17)
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New National Board President

AT its annual meeting last month the

Directors of the National Board of

Review elected Mr. Quincy Howe to

succeed Dr. A. A. Brill as its President. Mr.

Howe will assume his new office after the

December meeting of the Board of Directors.

Mr. Howe is per-

haps best known to the

public for his radio

news commentaries on

WQXR.
Since 1932 he has

been one of the Board

of Directors of the

American Civil Liber-

ties Union, and since

1939 Chairman of the

National Council on

Freedom from Censor-

ship. He has written

several books, the most

recent of them "The

News and How To
Understand It," and

he is head of the edi-

torial department of

the publishing house of

Simon and Schuster,

after an editorial ca- uincy Howe

reer beginning with the Atlantic Monthly

Company, and on the staffs of The Atlantic

Monthly and The Living Age.

Mr. Howe, the son of M. A. DeWoIf
Howe and Fanny Quincy Howe, was born

in Boston on August 17, 1900. He was

educated at St. George's School in Newport,

R. I., at Harvard and at Christ's College,

Cambridge, England.

Mr. Howe's remarks at the Board's An-

nual Luncheon indicate his attitude toward

the principles which

are the basis of the

Board's work. He
said

:

I understand this

conference has as its

subject "Movies in a

Democracy." I would

just take the word

"Democracy" for a

half second as a text

in the same sense that

Humpty-Dumpty used

to use words. You will

remember when he

was quizzed by Alice

on the use of a certain

word he said that if he

used a word it meant

just what he chose it

to mean. That it

would mean so-and-so.

Alice said it was rather

he answered. "It is aa question. "No
question of who is to be the master."

In the case of the word "Democracy" the

meaning that I, at least, choose to give to it

in the work that we have to do—is the ex-

3
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tension and spread of more varied entertain-

ment, more new things on the screen.

My main connection in the past with this

kind of work has been in the fight against

censorship. That, in a sense, is the negative

part of the picture, to prevent the sort of

thing that these censors up in New York
State have been trying to do and have done

—

that finally we, through the Council of ours,

and the Civil Liberties Union, have succeed-

ed in breaking through on one issue.

I think that tltere is something more than

that, something on the positive side, that the

Board should do. Censorship is something

that other organizations have to take care

of and to fight.

What this Board and its groups should do

is to see that the better type of film is pro-

duced and supported and encouraged in every

way, through the public, through the pro-

ducer and the rest. That is our job, to ex-

tend more and different kinds of films, more
and dififerent kinds of pictures that make it

possible for better pictures to be encouraged.

In no sense should it be negative. Censor-

ship can be left to others to oppose.

Our aim—and in-so-far as I shall be con-

nected with it, my aim—certainly will be to

do all that can be done to encourage the

spread of more varied and better ideas

through the screen. It is under a system

that I call democracy in which that kind of

spread of free ideas is permitted. What dis-

tinguishes the man from the beast is the

ability of man to articulate, to explain, to say

things, to express himself. And the screen

is one medium through which we express

ourselves.

If we live in a democracy, as I understand

a democracy, it will be one in which the

screen will speak and talk as freely as any

part of a community. That, to my mind, is

a real Democracy that all of us here would

want to encourage in every way we can. We
will do it in our work on the National Board

through the motion picture screen.

Hollywood as an E>
By BosLEY

Mr. Crowther, motion picture critic of the
New York Times, gave this talk at the recent
annual Conference of the Board.

I
believe the acknowledged way to begin a

talk about motion pictures is to tell a

story about a certain well known Holly-

wood producer who has a reputation for

making very funny slips of the tongue. I

would prefer not to be quite so obvious, but

there is a story that I recently heard Avhich

is appropriate to my position on the panel

of speakers today.

It seems that this gentleman had just

started a new picture. He had hired a writer

to work on it and conferences had begun.

The writer was a man who had never met

the producer, so he was curious to know
whether it was true that the gentleman made
these strange and amusing malapropisms.

All through the discussion of the story,

the writer listened attentively. He did not

hear anything, and was just beginning to

suspect that the gentleman's reputation had

pression of America
Crowther

been highly abused, when the producer

turned to him and said, "Now, we have fin-

ished our story conferences and w'e have

ever}i;hing lined up. You are going to write

your script. Give us a good job, boy, I am
depending on 3-ou. You know you are doing

the writing; you know you are the main
clog in this machine."

Miss Elizabeth Hawes, who is going to

speak to you later on, is a fashion designer.

Mr. Garson Kanin is a film director, and I

am a writer. I hope I am not going to be

the clog in this machine.

I believe you appreciate what I mean
when I say that I was invited to speak with

you today on the subject of "Hollywood as

an Expression of America." That is a

topic which can create probably the most

complete forensic bottleneck that I can

imagine. Shelley Hamilton suggested the

topic to me at luncheon the other day. He
very generously acknowledged that it had

possibilities. It has, indeed.
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I think one of the larger of its possibihties

is that of getting us all into a nice big fight,

which I would enjoy myself after this dis-

cussion, if you care to start slinging the fists

at me.

But, the question of Hollywood's signifi-

cance in the American scene, in American

life, is one of the most hotly discussed topics

outside the halls of Congress now, fortu-

nately.

Please do not get the impression that I

mean to be didactic in the things that I am
going to say. I am merely passing along to

you the observations and the opinions of one

who sees a great many moving pictures in a

year, whose job it is to follow the work of

this vast industry, and who makes an en-

deavor to keep more or less in touch with

the thought and opinion of our times.

It seems to me that the question of Holly-

wood as an expression of America can be

approached from three points of view. The
first is a consideration of the accuracy with

which Hollywood, or the pictures made by

Hollywood, reflect America as it actually is.

This is probably the easiest of the three ap-

proaches to make. For this country, this

America, like Caesar's wife, is many things

to many men.

America is many things to many people,

and it is much too vast to comprehend in one

phrase. Therefore, the question is not how
much does Hollywood express America as

a whole, but how close do the movies come

to a realistic conception of our lives in their

countless detail ? How accurate are individ-

ual pictures in their expositions of the vari-

ous phases of life that they touch upon? I

am speaking now of feature films, of course,

not of documentary.

Ladies and gentlemen, I am not a million-

aire playboy, and I am not married to Irene

Dunne, or Carole Lombard, or Margaret

Sullavan, so I cannot declare from my own
experience that the amazing number of hus-

band-wife comedies which have been turned

out by Hollywood this year do not give an

accurate impression of domestic life among

the smarter sets. They may. Perhaps they

do. But I can assure you that they do not

represent the common experience of the

average American citizen.

I have not been to a training camp, so I

cannot tell you positively that life there is not

quite as jovial as it appears in the numerous
service films which we have seen. Sergeant

Garson Kanin—or now that he has been

mustered out just plain Citizen Kanin—can

probably correct me if I am wrong. But I

doubt very much if you will find around the

training camps a great many Bud Abbotts
and Lou Costellos chasing one another about.

I do not think you will see Bob Hope dash-

ing in and out of the General's office with
Dorothy Lamour in shimmering hose chasing

after him, or in front of him.

I have never worked in a department store,

so I cannot tell you definitely whether the

owners are all like Charlie Coburn in The
Devil and Miss Jones. I have never been a

high voltage lineman so I do not know
whether it is true, as it certainly appeared in

that movie with Eddie Robinson, that some-
one invariably gets killed every time they go

out to fix the wires.

I have never been a Don Juan Ameche so

I do not know what the proper reaction is

when Alice Faye cuddles up to one.

But I do not believe, ladies and gentle-

men, that the motion pictures of today, or of

any time for that matter, have in the major-

ity of cases reflected life as it is actually

lived. I doubt if you believe they have

either.

Last night I made a very careful check on

the pictures which I have been seeing this

year. There were close to 200 of them. I

could not find more than four or five which

I felt gave a true and accurate approximation

of the segments of life which they pretended

to represent.

Literally speaking, therefore, I am con-

vinced that Hollywood does not express

America.

However, this brings us to the second ap-

proach. Does Hollywood represent America,

not as it is but as the majority of people in

this country want to think it is ? Are we in

a mass a nation of day dreamers, of Polly-

annas, of happy enders? Do we all want to

escape from reality? Do motion pictures

express our true psychological patterns?

That is a question.

Recently I was talking to a refugee, a
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young man with a very good brain who goes

a great deal to American movies. I asked

him why, expecting l:iim to say that he goes

to movies to hear the language or to see pic-

tures of places in America, or because he is

interested in the production of pictures, just

to see how they are made. He gave me a

very interesting answer.

He said, "There is still abundant hope in

this country. People still believe that if you

work hard you get ahead and become the

boss of your business. Girls are still con-

fident that some day a Prince Charming will

come along, that he may even be waiting

around the next corner in a shiny roadster,

there to pick them up. j\Iy friend, I like

that."

I have no doubt that the same feeling

resides in the hearts and minds of millions

of our own citizens.

When Mr. Kanin made that very delightful

picture, Tom, Dick and Harry, he knew ex-

actly what he was doing. He knew that young

girls all over the country dream in the self-

same way. ^Millions of women assume that

life could be just as wonderful as it seems

to be on the screen, if Clark Gable were

prowling around the penthouse in his bed-

room slippers.

I do not think that we can deny, as much
as we might like to sometimes, that Holly-

wood has certain formulae which express an

American attitude, the attitude that every-

thing can be rosy if the big break, or the

right man comes along. It is possible, it is

likely in fact, that this attitude is largely

encouraged by the motion pictures them-

selves. People have vague notions that they

are worthy of better things. I am speaking

of the mass of people who have not the better

things, a better way of life. They go to the

movies and they see something of what they

dream. But often they see a little more, so

that little more is added to their store of

beautiful illusions. And thus a snowball is

created and a very happy concept of what

life might be is built up.

Please do not misunderstand me. I am
not saying that this is necessarily healthy, or

that it is tending to create a more solid public

morale. There are a great many things about

this creation of illusion which I think are of

a rather unhealthy nature. I am simply say-

ing that it does exist and that Hollywood in

this respect does express an i\merican at-

titude.

This leads to a third approach, the third

and last. Does Hollywood—meaning the mo-
tion picture industry itself, not the product

now, but the men who control the industry

—does Hollywood express or represent a

true American economic concept today? Is

it justifiable in the light of our history and

experience that this industry should be re-

garded as it is by most of the executives in

it as a business, pure and simple—^mostly

simple.

I am not trying to inject a radical or social-

istic idea into this discussion, nor am I un-

mindful of the many very practical and difii-

cult economic problems in this industry. But
you of the Board of Review have gathered in

this three-day conference to discuss movies

in a democracy. I am simply wondering

whether the industry as it is directed today is

truly mindful of its responsibility in a

democracy.

I have argued long and heatedly with many
people who work in motion pictures, and I

found this generally to be true ; the men who
sell the .pictures, from the production heads

to the lowliest salesman or theatre manager,

are primarily interested in the box ofirce

possibilities, the grosses, and they argue that

so long as they give the public what the pub-

lic will pay to see they are performing a

sufficient public serv'ice.

On the other hand, most of the men who
work in the creative side of the industr}-—

the writers, directors, actors, cameramen,

scene designers, film cutters—are interested

mainly in making better pictures, breaking

away from routines, getting, if you wish,

more reality, more of an expression of

America as it is into their product. They
are in constant conflict with the distribution

side of the industry. And it just happens

that the distribution side has the last word.

I do not pretend to answer this question

today, but I am asking it generally : Does

the present commercial emphasis in this

pecuHarly cultural industry jibe with progres-

sive thought in America today ? Isn't it get-

ting time that Hollywood should make more
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studious attempts to elevate and cultivate the

thinking of the people in this country as well

as the entertainment of the people in this

country ?

I must confess—it is not a confession, it is

an expression of great delight—that many
fine pictures are made. When I say "many"

I do not mean hundreds, but I do mean doz-

ens of very good pictures, very intelligent

and entertaining pictures, are made every

year. I am certainly not belittling the very

fine films that we see, but I do not think

that the quality, the general quality of films

today is at all what it should be. I know that

improvement in this line would probably

lead to different methods of distribution,

would probably mean that pictures would

not be made for every theatre in the country

but for certain theatres, might very well

mean somebody would have to take losses

for a time on some films. But it would

certainly be for the public good if this en-

deavor were made. I think it would be for

the eventual interest of the industry itself.

I certainly do not advocate any sort of

government supervision. Far from it. But

I do feel that the time has come for a lot of

people in Hollywood to spend less of their

time in thinking of the money, large sums of

money, but in taking more satisfaction out

of their work.

A friend of mine recently observed that

there is nothing wrong with Hollywood that

a little less money would not cure. I heartily

agree.

An Important New Book
Hollyioood — The Movie Colony, The Movie

Makers. By Leo C. Rosten. Harcourt, Brace
and Company. Price, $4.00.

SOMEWHERE in the far future there

may be an approximation of perspective

on what the motion picture has done
to mankind, and how it has done it. Even
then it will probably be as hard to isolate the

screen from other potent influences as it is

now, when people try so hopefully and earn-

estly to believe they can halt the whole intri-

cate procession of what they consider harm-
ful in life by hanging on to the movies' tail

and digging in their heels. But then, what-

ever their difficulties, they will be needing

such a book as this one, just as we need it

now, as part of what any real understanding

of the matter has to be based on.

Mr. Rosten has the good fortune to have

had the Carnegie Corporation and the Rocke-

feller Foundation back of him financially, and

therefore independence, plenty of time, and

a large staff of assistants—an impressive

group of people expert at collecting such

data as he wanted. He also has the good

fortune of being a good mixer, and therefore

of being able to get close to his subject in in-

valuable proximities. And he is a clever

writer.

He has avoided the forbidding taint of an

avowed "sociological study" by aiming his

first volume at the most vivid interest that

the movies arouse : the fan interest, which

lurks—acknowledged or not—in all of us.

This is part of his cleverness, and also very

sound. As he says : "Hollywood is an index

of our society and our culture. . . . The aber-

rations of our culture are more vivid, more
conspicuous, and more dramatic in Holly-

wood than in New Bedford or Palo Alto.

Our values are extended to the strident and

the unmistakable in Hollywood's way of

life. ... A study of Hollywood casts the

profile of American society into sharper re-

lief."

Quite obviously, when you come to think

of it, one of the basic things about movies

is the people who make them. Of the many
millions of words written about the movies—

-

and they are not forced on readers : readers

eat them up—several millions are about the

personalities of Hollywood, not about the

pictures. A large percentage of them are

silly or trivial or preposterous or downright

misinformation, but they are an evidence of

the most vital connection between the movies

and their public : the people—exploited or

behind the scenes—who make the movies.

These people are the most paraded equivalent

of American royalty, the demi-gods of our

national fantasies. And our movies can be

no better and no worse than the capabilities

and natures of these people.

In this volume Mr. Rosten has made an

extensive study and analysis of these spot-
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lighted folk, good-humored, clear-eyed and
well proportioned. He gets them into a per-

spective in relation to other American groups

who have been rich, or extravagant, or wildly

publicized. He trims down the exaggera-

tions, winnows the gossip, produces statistical

tables of incomes, marriages and divorces,

living expenses. Stars, directors, producers,

writers, come under his observation in their

public, private and political lives. He ex-

plores their ps^xholog}-, their vanities and
superstitions, their complexes and com-
pulsions, their fears, their pleasures. Also,

to some degree, their love-lives and dissipa-

tions, if any.

This is all much more important than such

a spicy-sounding outline might imply. A
good deal of what Islr. Rosten arrives at has

been thought or said before, but not so com-
prehensively, with such good balance, or so

readably. Some of it is so entertaining that

at first glance it might seem superficial, but

there is a solid basis and scheme of presenta-

tion beneath it.

I\Ir. Rosten has left a tougher task to a

later volume : the economics of picture mak-
ing and distribution, the labor problems, and

the influences of codes and pressure groups

and censorship bodies : the rigidities, obvious

or intangible, within which the Hollywood

people have to work. This will be equally

important, and one hates to have to wait for

it. But meanwhile, either now or a hundred

years hence, anyone who wants to understand

present-day American movies will need to

read this first volume. J.S.H.

The Annual Conference

THE Board's Eighteenth Annual Con-

ference opened at the Hotel Pennsylvania

in Xew York on Thursday, November 13th,

with a meeting of the delegates presided over

by Lester F. Scott, National Executive of

the Campfire Girls. This session was par-

ticularly arranged in celebration of twenty-

five 3-ears of activity of the community

groups which are associated in the Board's

National j\Iotion Picture Council. ]\Irs.

Howard S. Cans, Honorary President of

the Child Study Association, and IVIrs.

IMiriam Sutro Price, of the Public Education

Association, told of the first efforts to estab-

lish country-wide groups carr}-mg on the

Board's work outside Xew York, the pur-

poses for which it was begun and how it

has progressed. In brief but vivid talks,

representatives of eighteen different local

organizations told of their community work.

Thursday afternoon's session began the

various talks on "IMovies in a Democracy"
under the chairmanship of Henrv^ Hart. John
Grierson, Commissioner of the National

Film Board of Canada, reported expertly on
"Cooperation of the Film Industry with the

Government under AA'ar Conditions." ]Mrs.

Rustin ^Mcintosh, Head-mistress of the

Brearley School in New York City, spoke

on the influence of motion pictures on young
people, especially girls. Lars ^loen, sup-

plemented ^Irs. Mcintosh's plea for a more
specialized product for young movie-goers

with a colorful account of the "Children's

!Movie Studio in ^Moscow." Finally Julien

Bryan, speaking on "Understanding Latin

America Through the INIovies," showed
some of the excellent films he has made of

Latin American life, which was a spirited

climax to the afternoon.

On Thursday evening the delegates at-

tended Professor Thrasher's course at New
York University, and heard Louis Nizer,

Executive Secretary of the N. Y. Film Board

of Trade, explain "Trade Practices in the

^Motion Picture Industry."

Friday afternoon, under the chairmanship

of Dr. Russell Potter, Bosley Crowther of

the Nezi' York Times spoke on "Hollywood

as an Expression of America." Elizabeth

Hawes, of PM, discussed movie fashions

and whether or not Hollywood could be

called a world fashion center. Carson Kanin,

fresh from his advancement from a sergeant

in the Signal Corps to an adviser in \\'ash-

ington's Office of Emergency Management,

applied his knowledge of Hollywood produc-

tion to its relation to defense eft"orts. Finally

Robert Flaherty gave a special showing of

his beautiful new film, Tlie Land.

The evening was given to a program of

films that have been made for military in-

struction, with Col. ]\l. E. Gillette, in charge

of the Training Film Laboratory at Fort

IMonmouth, introducing them.
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Swamp Water
Screen play hy Dudley Nichols /rom the story

by Vereen Bell, directed by Jean Renoir, photo-

graphed by Peverell Marley, A.S.C., music by

David Buttolph. Produced by Irving Pichel for

2Qth Century-Fox, distributed by 20th Century-

Fox.
Cast

Tom Reefer Walter Brennan
Thursday Ragan Walter Huston
Julie Anne Baxter
Ben Dana Andrews
Mabel McKenzie Virginia Gilmore

Jesse Wick John Carradine

Hannah Mary Howard
Sheriff Jeb McKane Eugene Pallette

Tim Dorson Ward Bond
Bud Dorson Guinn Williams

Marty McCord Russell Simpson
Hardy Ragan Joseph Saivyer

Tulle McKensie Paul Burns
Barber Dave Morris

Fred Ulm Frank Austin

Miles Tonkin Matt Willis

THE Story of Swamp Water is simple

and no great shakes really as far as

plot goes. A man convicted of murder

in the rural community has escaped into

the great Okefenokee swamp in southern

Georgia and two deputies who have gone in

pursuit of him are drowned. A searching

party finds their overturned canoe and

returns from the forbidding wilderness, but

one of the men loses a favorite hound on the

expedition and next day, against the violent

opposition of his father, he returns to the

swamp to find it. There he is captured and

held prisoner by the hunted man. When,

however, he tries to save the convict's life the

young prisoner is given his liberty to return

home and he and his former captor strike

up a partnership to trap for furs in the

swamp. Through simplicity the young

hunter one day lets slip that he has a partner

in Okefenokee and the townsfolk try to make
him lead a posse to him. But the lad refuses

and is ostracized until by accident he

stumbles on evidence that proves the fugi-

tive innocent and traps the real criminals.

Ordinary enough, contrived, synthetic.

The film however does much more than

merely tell the bald story. It creates out of

the banal material a canvas of gorgeous

color and gripping apprehension. And in

this presentation the picture takes on dis-

tinction. The camera, the only legitimate

narrator the screen really has of its own
and proper right, rises to a rare eloquence

under M. Renoir's direction. There is a

minimum of talk and a maximum of cine-

matic exposition. This thanks in great part

to the very talented and movie-wise Dudley

Nichols who prepared the screen play. The
feeling of enmity between the swamp and

the people who live on its verges and fear

its bogs and reptiles and its unknown menace

is achieved by sight and sound rather than

by literary or theatrical devices. These

means chiefly impart the terror and fascina-

tion of the wild and forbidding places that

offer hospitality only to the outcast who
through fear of his life at the hands of his

kind has mastered the brutality of nature

and made it minister to his needs.

Beautiful and deadly, festooned with

Spanish moss and lush with fantastic growth,

slithery with cottonmouth snakes and alli-

gators, beset with quagmires and certain

slimy death for the uninitiated, the mighty

swamp itself is the true antagonist of the

film. Its presence never once can be for-

gotten, even in the love scenes and the yokel

humor in the general store. By what you
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Waltei- Brennan and Bana Anclreics in Sivamp Watei'."

see and what you hear and what you observe

in the reactions of the men and women who

live near it, you never escape the Swamp's

domination of the mood and drama of the

fihn. In its per\-ading presence it unifies

all the action, all the thought in the picture,

in its opposition to man it projects the spine-

tingling drama of the film. Its conquest is

possible only to the man who fears death

more than itself. Whether the people of

the picture" are interpreted by the over-fine

civilized art of a European or not is beside

the point. ]\I. Renoir has created a film with

elemental power in every foot of its length

and has cast with remarkable clarity and

economy against the appalling majesty and

brutalness of the swamp a tale of primitive

villainy and virtue, instinct with a sense of

the harshness and the tenderness of uncouth

men and the unending drama of good against

evil, both in the realm of morals and in the

realm of nature.

A. B.

Target for Tonight
Original screen story hy Harry Watt and B.

Cooper, directed Tjy Harry JVatt, acted by offi-

cers and men of the Royal Air Force. British

production distributed in this country by
Warner Brothers.

BRITISH documentary films have only

iDCgun to reach this country in quantity

since the war began, so that it may not

be everyone who will realize what this fikn

means in terms of progress. It is consider-

ably more than ten years now since Scotch

John Grierson invented the dour term "doc-

umentarv film" and it is ten years at least

since he set his young journalist film-makers

to dramatize English industry and public

ser\dce in terms the ordinary citizen could

understand. Like other young men before

them, these British boys leaned heavily on

camera angles and aesthetics at first, then

reacted to the other extreme by emphasizing

prosv statistics. They have come out of both

phases now, and this film, following on They

Also Scrz'c and Letter From Home, shows
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their technique in fullest flower. All that

was awkward and difficult in their earlier

use of natural backgrounds and real people

enacting their own lives is now as smooth
and graceful as a fiction film and infinitely

more convincing. This is partly the painful

maturation of an art, but it is also due, to

put it briefly, to the war. To science and
sincerity, the British have added passion.

For reasons which we all know.

Target For Tonight tells the story of an
RAF raid on Germany. The objective is

plotted, the fliers are summoned, the raid

explained, the pilots make ready to go. The
barrack room sounds with accents from all

over the British Empire, and some from
America too. The fliers are young and there

are horseplay and the kind of bad jokes
which go with comradeship—but all of them,
as they get into their heavy harness, are
waiting to take off. In their quarters the
senior officers are more serious, intent on
maps and phones and weather reports—but
they too are waiting. When it comes, w^hen
the planes rise, the moment itself seems all

taken up with mechanics and seeing that

everything goes according to plan, and then
suddenly the planes are in the waste of cloud
and air, each one alone, plunging forward
by chart and compass, not by sight, and the
journey is so long that there is loss of time-
sense and mounting tension. The objective
is abruptly upon them in a hellish and beau-
tiful burst of anti-aircraft fire, the bombs
are dropped, the oil tanks below go up in

catastrophic flame, the planes turn back
but one is hit, the radio operator wounded.
The hurt plane lags behind. Back at the
hangar they wait and wait, the senior officers

go out on the foggy field to listen for the
sound of "F Freddy," the one plane that has
not returned. It comes, finally, joyously, the
ship is safely set down. And that concludes
the operation, gentlemen. I will send in my
report tomorrow, good night.

Target for Tonight may not mean much
in film history; it is just the best of British

documentary so far and will shortly be sur-

passed. But in human history it is a film

for the hour. As propaganda it is on the
tick of time, a perfect development from
London Can Take It at this moment when

passive resistance to the Axis everywhere

gives place to oft'ensive action. And it is

democratic propaganda, because it celebrates

courage, not hate. And moving propaganda,

because it is a link between the many and

the few.

These human things in it will be more
important to you than anything else when
you see it, but the film-making is surpass-

ingly fine. It has St. Exupery's power to

bring the lonely experience of flying near

(interesting that these factual documentaries

usually touch poetrv- too—Grierson always

said that they would). Perhaps you will be

a bit annoyed at the obvious faking of part

of the bombing sequence ; a documentary as

good as this doesn't need spectacular explo-

sions to give it "production value." Perhaps,

too, Americans will be put off a little by

the very British reticence and "underplay-

ing" of some of the fliers and their officers.

But it is well to remember that there are

times and circumstances when a stiff upper

lip is the only way you can keep things under

control

:

Life, to he sure, is nothing much to lose.

But young men think it is, and ice were young.

Richard Griffith

The Land
Directed and narrated hy Rohert -J. Flaherty,

comnientary icritten Tjy Russell Lord, musical
composition hy Richard Arnell. Produced t>y

the Agricultural Administration of the U. S.

Department of Agriculture.

PARE LOREXTZ called Robert J.

Flaherty "a wandering poet," and it is

a simpler and more beautiful description

than any of the encomiums the critics have

thought up. There is the grace of poetry

on everything he has done from Nanook to

Elephant Boy, and of all the screen's master-

pieces these films are freshest and most alive

when seen today. He has been a wanderer

in time as well as in space, for the societies

and customs he has filmed were one and all

left over from the world's primeval past.

But now the fascinating arc of his camera's

voyage of discovery has swung full circle

and Flaherty brings us a film of his own
country-—the United States.
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More specifically it is about the land on

which that country is built, and which has

seemed in the past decade to be falling away
beneath us. For The Land is that new kind

of documentary which other men have built

on the Flaherty form, which does not merely

lyrically celebrate a way of life but marshals

facts about it, raises issues, dramatizes argu-

ments pro and con. Like The River, the

new picture is a sort of government report

on the state of the union—but how much
more dramatic, ho\V much closer to us, than

any written report can ever be

!

It is beginning to seem, in fact, that docu-

mentary is the new democratic art of our

time, a propagandist art, perhaps, but back-

ing up its persuasion by argument and statis-

tics and the consciences of its enthusiastic

makers.

It will seem a pity to some that Flaherty,

in dropping his old form and adopting the

new, should have to begin on material which

previous films have made familiar. Lorentz's

pioneering Plozv That Broke The Plains,

and his masterpiece, The River, have told

us before what wind and rain and wasteful

greed have done to the soil of our country.

The Grapes of Wrath has dramatized with

heartbreaking power the tragic fate of the

thousands of farmers dispossessed by ero-

sion and forced into the serfdom of day

labor on the great fruit and vegetable farms

of California. A hundred films (it seems)

have shown man sacrificed to the jugger-

naut of the machine. So the movies have

made words like erosion, sharecropping, and
technological unemployment come to life for

us before. Now Flaherty does the same job

over again, and he has to treat all three

subjects at once, so that the film falls

abruptly into three parts, with a brief, un-

emphatic coda which tries, not very success-

fully, to show what the government is doing

to check erosion, stabilize farm prices, and
put the farmer himself back on the land he

owns.

In short, the picture lacks that wholeness

and gradual building toward a climax which

have hitherto contributed to the pleasure of

seeing a Flaherty film. This is a fractured

film, its skeleton is awry, the bones stick out

through the skin. But I think Flaherty

meant it that way. Edith Sitwell in her
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poems, Stravinsky in his music, deliberately

adopted a jagged, staccato form to express

the confusion and distress of their vision of

the modern world. And Flaherty, travelling

through his own country for the first time

in many years, forsakes the graceful smooth-

ness of his "primitive" films for a form

which suggests the horror of his broken

journey. "Here we saw this," he says, and

passes on, but not indifferently. If ever there

was a personal film, this is it. It is a cry,

a groan ; it has for me the terrible simplicity

of the Book of Common Prayer, or of the

Book of Job, which Flaherty quotes in the

commentary. "If my land cry against me,

or that the furrows likewise thereof com-

plain; Let thistles grow instead of wheat,

and cockle instead of barley." The images

are equally as beautiful and near and part of

common experience. Flaherty's relentless

camera, Helen Van Dongen's editing (her

part in the film is a great and important one)

make a machine cutting corn into The Ma-
chine,' cutting lives. And we see those lives,

cast off, broken down by the roadside, in the

eyes which one starving woman turns into

the camera. There is a dulled animal curi-

osity in those eyes, and some pain because

she is squinting against the sun, but hardly

anything human any more.

A man who brings his camera to such

sights emerges not the same. It is hardly

strange that the film is little more than a

cry of pain, that Flaherty cannot tell us

what to do to help, can only shout at us at

the end of the film to do something. To
many people the tragic beauty of TJie Land

will not be sufficient to compensate for the

fact that it provides no blueprint. But I

have been thinking for a long time that films

should pose the problem and leave it in the

lap of the audience, for it is we who must

answer for our lives, not our teachers nor

our artists. And I say now that this film

is important and perhaps great because it

means that Flaherty in the fullness of his

years has come back into the modern world,

to work alongside the rest of us. All his

films and his film-making have been a time-

less escape from the terrible vision he thrusts

at us here. But for him who is joined to

all the living, there is hope.

Richard Griffith
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Critical Comment

Personal Triumphs

THE moral aspects of Two Faced

Woman have been discussed widely

and sufficiently; no time need be lost

here in reiterating them or in refuting them

either. Frankly the film is broad burlesque,

we wish we could say biting satire, built on a

synthetic and extravagant plot : a good out-

door girl tries to win back her philandering

husband by posing as her glamorous, worldly,

newly fabricated twin sister to sicken him

with sophisticated and meretricious women
and send him back to her proper skiing self.

The film unfortunately does not live up to its

bright promise. Several considerable stretch-

es are a good deal less than brilliant, and these

include a slowish opening and a ski chase

finale evidently tacked on to whoop up the

ending.

A theme so delicately poised between the

silly and salacious, and so old hat besides,

demands brilliant execution in all depart-

ments—direction, acting, writing and cutting.

In none except acting does such execution

materialize on the screen and that over-

whelmingly in the exquisite, tongue-in-cheek

performance of Greta Garbo. The rest of

the small gilt-edged cast has very little to do.

Melvyn Douglas, who by this time must have

been through more movie boudoirs than any

actor in Hollywood, turns in a routine job of

stooge-lover. Constance Bennett, now turned

character actress, we presume, is amusing in

a small stock part. And Ruth Gordon and

Roland Young bring their considerable talent

to bit roles that are bit roles. That's the

cast, practically. The whole of the film from

start to finish rests on Garbo's shoulders.

Luckily for the film they are very capable

shoulders. If it were not for her the picture

would be considerably less than trivial and

somewhat more than vulgar. The elan and

nuance she brings to her characterization

compel consideration of the film if only to

lament the waste of her art on so negligible

a script. The Garbo way with words and

the Garbo mastery of posture and movement,

whether it is comic as in this case, or tragic.

as we have seen in the past, are enthralling

enough in themselves no matter what the

vehicle. She gives a sparkling exhibition of

her powers in Tivo Faced Woman. In the

nightclub scene where she meets her husband

for the first time in her guise of international

charmer and convinces him she is not his

wife but his wife's younger sister (younger

by fifteen minutes), and where she completely

defeats the poiseful and catty lady play-

wright he is squiring around, demonstrates

the astonishing delicacy and humorous shad-

ing she imparts to speech. The rendezvous

sequence, as bright a burlesque as we've had

since Lynn Fontaine played in The Guards-

man, exploits her genius for comic attitudes

and gestures, if "comic" is not too gross a

word for this bravura performance. The
essential silliness of the sultry fcmme fatale

from Theda Bara down is summed up and

defined once and for all with devastating cari-

cature.

There are other places too that afford

plenty of fun. The parts mentioned are

merely the most developed. But after all a

good movie does not consist in scattered

islands of brightness in a dull dark sea,

especially when the bright spots grow out of

the art and personality of one person.

BY a curious two-way exchange the

Russians have taken a lesson or two

from Hollywood in making Wings of

Victory, but at the same time have presented

a portrait of a man from which Hollywood

might well take a cue. The film, instead of

revelling in the mass like other epics from

Russia, depicts one Soviet air-hero, Valeri

Chklov — possibly a little romantically for

film purposes but not too much so. Begin-

ning with his student days as a devil-may-

care army flier, it shows his dismissal from

the army, his dissatisfaction with more mun-

dane occupations, his bravura as a test-pilot

guiding new models on their maiden flights,

and his eventual acquisition of world-fame

as the leader of an expedition over the Pole

to the United States Oddly enough, Chklov's

subsequent death in line of duty is not in-

cluded — a thing which our script-writers

{Continued on page 17)



Junior Interests

The Junior Ten Best of 1941

THE 4-Star Clubs and the Young Re-
viewers have selected the following films

as their ten best films for 1941.

1. Sergeant York
2. Dr. Jekyll and Mr. Hyde
3. Blossoms "in the Dust
4. How Green Was My Valley

5. A Yank in the R.A.F.

6. The Little Foxes

7. Dumbo
8. Dive Bomber
9. Citizen Kane

10. Meet John Doe

The above list represents the annual ballot-

ting of all of the Board's 4-Star Club mem-
bers, located throughout the country, as well

as of the Young Reviewers, a New York
branch of the Board. The voters range in

age from 8 to 18 and their selections cover
the period Dec. 1st, 1940, to Dec. 1st, 1941.

The poll is made before any other list of

10-Best appears in order that the voters will

not be influenced by any other critics. It

must be said that the list is an array of good
films which indicates considerable thought
and discrimination. It proves once again that

younger audiences have tastes and standards
which closely parallel those of their parents.

Age seems to make but little dift'erence

among film-goers.

The films were picked for their entertain-

ment qualities but one notes the lack of com-
edies, save for Dumbo. The other nine pic-

tures employed an almost documentary ap-

proach to a serious subject, being in part

biographies, travelogues, technical descrip-

tions or rather probing moral conflicts. This
serious purpose in the pictures was appreci-

ated by the voters. Incidentally, Sergeant
York won top honors by a wide margin, hav-
ing been put in first place on 80% of the

ballots. Six of the above pictures were
referred to the Exceptional Photoplays Com-
mittee by the adult Review Committee for

their artistic merit. The Review Committee,
however, did not even recommend the two

Abbott and Costello comedies mentioned on

the list below of the choices of boys, 14-18.

The difference in taste is easily explained and

in no way reflects upon the boys voting.

There is one point, however, upon which

the Review Committee seriously disagrees

with the 4-Star Clubs and Young Reviewers.

Three of the pictures. Dr. Jekyll and Mr.

Hyde, The Little Foxes, and Citizen Kane,

were recommended by them for mature audi-

ences only as it was felt the pictures were too

talky and solemn to be enjoyed by people

under 18. It is in no sense a protective

measure, done with the aim of keeping

younger minds from anything questionable

or problematic. The Review Committee

simply thought younger people wouldn't like

these pictures but they were apparently

wrong. Now, the Board would like to know
why. It is a serious issue with the National

Board and its work, and we would greatly

appreciate clearing up the misunderstanding

on tastes. Reviews and criticisms of these

three pictures with reasons for their selection

on the 10-Best lists are wanted from 4-Star

Clubs. May we hear from you ?

The following break-down of the vote into

age and sex groups will interest those who
enjoy comparing tastes

:

BOYS (8-13)

Sergeant York
Dumbo
Dive Bomber
A Yank in the R.A.F.
Blossoms in the Dust
Dr. Tekvll and Mr.

Hyde
How Green Was My

Valley
Fantasia
The Little Foxes
Citizen Kane

GIRLS (8-13)

Sergeant York
Dumbo
The Little Foxes
Blossoms in the Dust
A Yank in the R..-\.F.

Dr. Jekyll and Mr.
Hyde

How Green Was ]\Iy

Valley
Citizen Kane
Fantasia
The Reluctant Dragon

BOYS (14-18)

Sergeant York
Dr. JekvU and Mr.

Hyd'e
A Yank in the R.A.F.
Dive Bomber
How Green Was My

Valley
Citizen Kane
Hold That Ghost
Shepherd of the Hills

Meet John Doe
In the Navy

GIRLS (14-18)

Sergeant York
Blossoms in the Dust
Dr. Jekyll and Mr.

Hyde
How Green Was My

Valley

The Little Foxes
A Yank in the R.A.F.
Blood and Sand
Shepherd of the Hills

Charley's Aunt
Dive Bomber

14
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The winners of the "Ten-Best" contest

are:

First Place—Albert Bauer

Second Place—James Osborn and Ethelind

Singervaet.

Third Place—Barbara Burris, Louise

Kaye, Natalie Raymond, Margaret

Roethel, Lenore Schwartz, Lila

Simon and E. Strauss.

As announced in the October issue, the

winners of the contest are those members

whose own lists come closest to the "Ten-

Best" appearing above. They will receive as

prizes properties used in the making of the

winning films.

The Young Reviewers on:

"How Green Was My Valley"

THE following is a slightly edited discus-

sion of Hotu Green Was My Valley by

four Young Reviewers. Rose, Joyce and

Richard are 13 years old while Kenneth is

12.

Joyce: Wonderful

Kenneth : Very unusual but also excellent.

Rose : It gave a beautiful example of what

life is with these hard-working Welsh

coal-miners, showing the hardships they

endure.

Joyce : I thought it was wonderful. I still

have a lump in my throat. But besides

all the sadness, they had a few parts that

brightened up the picture — they were

very good and it didn't make the picture

too dull that way.

Rose: I think it will appeal to the average

movie-goer because it's about life that

we're not used to see.

Kenneth : It was instructive, too. I think

they could have put in more detail, even

though it was quite long. The pictures

in the mine were very good photography

and, though they weren't made for that,

were very instructive.

Richard: It was excellent and was very

well directed. There were at least 15

mob scenes and a director has to be un-

usually fine to have one of them after

another and have them come out with

such goodness. When I saw John Ford's

name, I was looking for something won-
derful and I imagine I got it.

Rose : The acting was excellent. I didn't

know many of the leads, but they have

done it very competently.

Richard: I didn't know that Donald Crisp

could take a lead part. He acted best.

Joyce : I didn't particularly care for

Maureen O'Hara. She's very sweet but

nothing out of the ordinary.

Rose: I enjoyed her. She acted shyness

well.

Kenneth : I didn't take particular notice of

her acting but I didn't notice anything

especially. When acting is bad, it stands

out.

Joyce : Her acting wasn't bad, but it didn't

appeal to me.

Richard : What, of course, should naturally

appeal to me and to other boys and girls

was the boy, Huw. I imagine he's a

teen-age boy and I felt not exactly my-
self in his position—but—well, sympathy

for him. I know how he felt, helping

his family by going to the coal mines

—

and the expression on his face ! I have

never seen anything like it before.

Rose : I was most impressed by his deter-

mination and courage when he was being

bullied by teacher and pupils and later

when he was belittled by the boys in the

mine.

Joyce : For a boy who hasn't made much
of a name, he did an exceptional piece

of work. That was a long picture and

the story seemed to center around him.

A boy to do a piece of acting like that

was wonderful. It will be enjoyed by

those people who enjoy sad pictures. I

am one of that group and I certainly

enjoyed it.

Richard : I believe older people would enjov

it more than we would. I didn't under-

stand some of it and I don't think others

our age will.

Rose : I think the younger children wouldn't

enjoy it. They enjoy a picture ending

happily and some grown-ups would like

that kind, too. But this picture had a

classical background. I am not saying

I understand it all but it appealed to me
because of the life so different from that

of the average person.

Joyce : I don't know whether I am right or
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not, but it seemed to me it was sort of

divided—it wasn't joined together. There

was her marriage and Huw's going to

school and other parts, but tliey weren't

well connected.

Rose : I noticed that. It seemed there were

a lot of sequences happening, each one

a story in itself and each a new story

because, as Joyce said, it seemed to be

a lot of separate memories and not a

connected story.

Kenneth : It wasn'J; a picture with a normal

type of plot. It had a general plot but

not a detailed one. The idea was to give

it this broken interest.

Richard: Wasn't it around Huw? In the

beginning, he said, "I will never leave

you," and he was the very last thing

mentioned — the last thing seen and

heard.

Kenneth : Did you see Citizen Kane? It

had a plot like this—a looking back on

his life.

Rose: It gives a certain effectiveness.

Richard: I have hardly ever seen a title

more appropriate

—

How Green Was My
Valley.

The Junior Conference
The Junior Session of the Board's annual

Conference, Mrs. T. Merrill Prentice pre-

siding, was well attended by 4-Star Clubs

and Young Reviewers as well as represen-

tatives of adult film councils over the covni-

try. The following reports were made which

might furnish suggestions for activities on

the part of other 4-Star Clubs

:

The Young Reviewers—a presentation of a

radio script on film criticism which they

had previously broadcast over station

WABC.
White Plains High School—a report on their

club's cooperating with the local chapter

of the Red Cross in projecting defense

films for various local organizations.

Brooklyn Public School No. 217—a discus-

sion objecting to the lack of films ex-

clusively designed for children but prais-

ing our freedom of the screen and of the

use of knowledge as contrasted with the

lack of freedom in other countries.

Manhasset High School—a report of a recent

production showing the schools prepar-

ing for defense. Equipment—16mm
Victor camera with 2 lenses using a

recorded speech for the accompanying

sound. The film cost about $50.00

which was paid by their Board of Edu-
cation and was shown in the local

theatre as a 12 minute short. The school

has a useful tip to pass on to other

schools—if you want to get the funds

for a large project, use a short outdoors

film as your argument. It will convince

the Board of Education of the worth of

funds for such a purpose far better than

verbal argument.

Hunter High School, New York City—

a

clever quiz program to test the average

movie-goer's knowledge of all phases of

the motion picture.

Mark Twain Junior High School, Brooklyn

—a discussion of the manners of movie-

goers in the theatre. Adults and chil-

dren alike have vices which should be

corrected in order that the entire audi-

ence may enjoy the features and this

challenge is being accepted by the club

as a campaign for better manners.

After the formal reports came an open

discussion of current films which proved

very lively. Sergeant York was praised for

its discussion of attitudes toward war and

for the unusually good trailers which pre-

ceded it. A Yank in the R.A.F. was en-

joyed for its documentation of the battle at

Dunkirk though the stars and the highlight-

ing of Miss Grable's legs received unfavor-

able comment. Dive Bomber was liked and

recommended for younger audiences especial-

ly who would appreciate its wealth of infor-

mation regarding the medical branch of avia-

tion. At this point, praise was offered the

general tone of films dealing with the Euro-

pean situation because they make audiences

conscious of the importance of the times and

of the issues at stake. It was admitted,

however, that there can be both good and

bad propaganda and that some distasteful

significance had been injected into a few films

simply to draw people to the box-office. A
few of the recent comedies were criticized
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for presenting a distorted picture of camp

life.

Turning to comedies, Here Comes Mr.

Jordan was lauded for its originality and for

its beautifully comic treatment of a thought-

provoking theme. Lady Be Good was chiefly

remembered for Miss Sothern's singing of

"The Last Time I Saw Paris." The dif-

ficulty of getting a good plot for a musical

was regretted. The delegates appreciated the

chance given Deanna Durbin in It Started

with Eve to change her character but hoped

she was not giving up singing. The Bride

Came C.O.D. was only credited with giving

Bette Davis a change of role which should

lend new life to her more serious character-

izations when she returns to them.

{Continued from page 13)

would have poured their souls into with

massed choric eulogizing and the glistening

of clouds. Does the plot sound familiar?

It would seem that the test-pilot hero has

been tried by nearly every reputable actor in

Hollywood at one time or another and done

into the ground.

But the Russians attack their portraiture

in a different way. Possibly the filmic

Chklov is a matinee-idol to shop-girls in the

Steppes, but to us he seems much more like

a man, violent and full-blooded, homely but

heroic in proportions, rude and impetuous

but always surging toward his ultimate des-

tiny with the savage intensity of a man born

to action. He is a titan but one we can

believe in. No effort was made to turn him

into a wise-crack-king or a parlor-athlete as

well; he's just a great flier. And without

these superfluous trappings, which our

heroes seem to possess such a store of, there

emerges a genuinely heroic figure of a man
—a test-pilot who really wanted his wings

and one who would really die wnth his boots

on.

To be sure, one must pardon technical

imperfections, occasional lapses of structure

and a certain amount of preachment. If one

wishes, one may also overlook the quite

glowing and moving prose about joy-of-

work-with-the-masses which is put into the

mouth of a most beatific Stalin. But you

still have a constantly interesting and often

violently arresting portrait of a hero.

CORRECTION—In the article "What the Movies
Do for Boolis" in the November issue, an error on

page 6 made it appear that 6% of story-source

material is original. It should have been 65%, as

against 35% for published material.

Selected Pictures Guide
{Continued from page 2)

A war melodrama involving an international

news syndicate and the intended invasion
of England in 1940 with romance and pathos
nicely interspersed. The usual brash
American carries on at high pressure in

embattled London and attempts to get out
word of the forthcoming invasion while car-

rying on a high pressure love affair with a
girl in the Bureau of Information. He is

piqued when the censors won't let him
report on the invasion but finally sees the
light when little Roddy dies in the perform-
ance of his duty. Suspense, fine photogra-
phy, good acting generally and a swift pace
give the film an energy that is commendable
iu spite of the absurd picture of a Yank
abroad. Aimed at tears and cheers the
film just misses getting the amount aimed
at, but it has plenty of entertainment. 20th
Century-Fox.

f DATE WITH THE FALCON, A—George
Sanders, Wendy Barrie, James Gleasou.
Based on the character created by Michael
Arlen. Directed by Irving Reis. The sec-

ond adventure of the Falcon to arrive on
the screen and not altogether an over-bril-

liant one. Mr. Sanders is his old charming
self, accent, allure for ladies and all, and
he plays with his usual polish and, we
might add, relish, the elegant sleuth whose
marriage meets constant postponement be-

cause crimes are cropping up for him to

solve. This time he breaks a ring which
has kidnapped the inventor of synthetic

diamonds to use his formula for nefarious
practices. But it won't do if the scripters

don't tighten up their next little fable some-
what more than they have this one. RKO
Radio.

m DESIGN FOR SCANDAL^Rosalind Russell,

Walter Pidgeon. Original screen story by
Lionel Houser. Directed by Norman Taurog.
Here is certainly one of the unwieldy stories

of all time, but it is acted by competent
stars and turned out with considerable pol-

ish so the square wheel of the plot doesn't
stick out. A tycoon, piqued at a judge for

the stiff alimony he is forced to pay an
ex-wife, hires a man to get the judge
removed through a scandal. It so happens
that the judge is a woman, in fact Miss
Russell, so Mr. Pidgeon has a change of
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heart midway through his cooked-up scandal
and really falls in love with said judge. It

is very smart and at times very funny.
Metro-Goldwyn-Mayer.

f DEVIL PAYS OFF, THE—J. Edward Brom-
berg, Osa Massen, William Wright. Orig-
inal screen story by George Worthing Yates
and Julian Zimet. Directed by John H.
Auer. Comedy and melodrama balance
evenly in this rather improbable story of

interferences with the shipping life-line to

Europe in the present situation. Bromberg
has sold a line of boats to the U. S. but
then has made arrangements with a foreign
power to have them intercepted. The story
is nicely acted a'nd the direction has indi-

viduality. Dramatic lighting has often been
substituted for unnecessary detail in back-
ground and proves very effective. The U. S.

investigator's troubles, as to the spies and
two ladies, keep things humming quite sat-

isfactorily. Republic.

f GO WEST YOUNG LADY—Penny Singleton,
Glenn Ford. Original screen story by
Karen De Wolf. Directed by Frank R.
Strayer. A very amusing spoofing of the
old West, scenario replete with Indian
runaways and bandits. The cast does a
fine job, and the director keeps the story
running at a fairly lively pace. The song
and dance routines are quite smart. Col.

f HANNA I SOCIETEN (Hanna in Society)
—Rut Holm, Dagmar Ebbesen. Original
screen story by Sten Tarbeau. Directed by
Gunnar Olssen. Miss Holm is a good
comedienne with a lovely laugh, an awk-
ward bearing and many undoubtedly funny
lines to speak in this film. The story places
her as a servant who inherits her employ-
er's fortune and is then heckled by the
deceased's relatives who try to prove that
poor Hanna is insane and incapable of

handling the money. (Swedish dialogue
with English sub-titles) Scandia.

INTERNATIONAL SQUADRON — Ronald
Reagan, James Stephenson, Olympe Bradna.
Suggested by a play by Frank Wead. Di-
rected by Lewis Seller. A story of the
R. A. F. squadron composed of fliers from
many countries. One of them is a brash
young American—a brilliant aviator, but
more interested in affairs of the heart than
of war. This failing results in a tragedy
for which he atones in a stirring climax.
The story serves as a good framework for
showing how the R. A. F. operates and for

some remarkably vivid and exciting scenes
of air battles. Warner.

KA.THLEEN — Shirley Temple, Herbert
Marshall. Based on a story by Kay Van
Riper. Directed by Harold S. Bucquet.
'Tis sad but Miss Temple returns to us as

the neglected little rich girl whose mother
died when she was a baby and whose father
spends his time making money and doing

the hot spots with lush Gail Patrick. When
a crisis in the house forces father to fire

Shirley's unpleasant governess, replacing
her with Laraine Day, the little girl dreams
up a romance between him and nurse.
Aging has not staled Miss Temple's charm
nor her dimple and she's the film's best
asset. Metro-Goldwyn-Mayer.

f KEEP 'EM FLYING—Abbott & Costello,
Martha Raye. Original screen story by
Edmund L. Hartmann. Directed by Arthur
Lubin. Obviously, this is Abbott and
Costello in the air, or more specifically at a
pilot-training center. They also appear in
the concession area of a traveling fair and
needless to say the tunnel-of-love, etc., offer

splendid props for their brand of humor.
There are also the customary interruptions
of musical numbers and a sub-plot involving
the juvenile romantic interests. The two
comics are still the major element of the
film and they keep up in fine style. Their
pantomime is a joy to see. Universal.

f LOUISIANA PURCHASE—Bob Hope, Vera
Zorina, Victor Moore. Based on the play
by Morrie Ryskind. Music by Irving Berlin.
Directed by Irving Cummings. Taken over
bodily from the stage this fine comedy has
been made into a sumptuous and delightful

show. True it's more a photographed stage
play than a movie but it offers excellent
eye-delighting material for the color camera
which has a field day with fashion shows,
Mardi Gras parades, and marvelous theatri-

cal sets. The color is remarkably good.
The story tells of the invasion of a New
England senator into New Orleans to in-

vestigate the books of the Louisiana Pur-
chasing Co., an outfit run by the political

leaders of the town. The action consists in

getting something on the senator to make
him forget the whole matter. Victor Moore
as the Yankee senator is marvelously funny,
and he has excellent help in Bob Hope and
the beauteous Miss Zorina to put across

this highly diverting show with its catchy
music and its swarms of pretty girls. Para.

f MEN IN HER LIFE, THE—Loretta Young,
Conrad Veidt, Dean Jagger. Based on the
novel "Ballerina" by Lady Eleanor Smith.
Directed by Gregory Ratoff. Miss Young
worked very hard to make this unusual ac-

count of the three loves in a ballerina's

life a success and the film's faults are not
hers. It is laid in the 1860s and many
interesting scenes of a dancer's rehearsals
and performances are either dubbed in or
done by Miss Young herself. Her first hus-

band was her dance instructor, an older
man, while the second was an American
who was tragically out of sympathy with
her career. Sandwiched between, was a
lover who was killed. The three men and
the script are woefully flat but Miss Young's
problems should be of interest to ladies.

Columbia.
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f OBLIGING YOUNG LADY—Joan Carroll,

Edmond 0"Brien, Ruth Warrick. Based on
a story by Arthur T. Horman. Directed by
Richard Wallace. Tlie trifling story for

this comedy just serves as a means of intro-

ducing Joan Carroll, a cute youngster with
ability. For the plot, she is the fought-over
daughter of two wealthy parents who are
about to separate. Until her custody is

settled, she is placed in the hands of a
young stenographer and packed off to the
country. While there, she finds a man for

the stenographer and, after many complica-
tions, re-unites her own parents. Some of

the gags are prolonged but are novel so
help the little girl in carrying the picture.

RKO Radio.

f PLAYMATES—Kay Kyser, John Barrymore,
Lupe Velez. Original screen story by James
V. Kern. Directed by David Butler. Kyser
and Barrymore overplay themselves in this
one, which results in a violent burlesque.
In spite of its rudeness with the people
involved, it is very funny indeed. It seems
that Kyser's and Barrymore's publicity men
hit on the scheme of teaming them in a
Shakespearian festival as a gag for getting
their names on the front page. Neither of

them approve of the idea and resort to the
foulest means for holding off the festival,

but it does take place in a rough sort of

way. We are familiar with Barrymore in
this mood—it is always funny—but Kyser
is something new in the way he doesn't act
but plays himself. It's corking fun, even
the musical numbers being introduced with
unusual originality. RKO Radio.

f RISE AND SHINE—Jack Oakie, George
Murphy, Linda Darnell, Walter Brennan.
Based on the book, "My Life and Hard
Times" by James Thurber. Directed by
Allen Dwau. This is a tale of a football
college that ne'er was seen on land or sea
or even in the movies to date. Jack Oakie
plays the role of the greatest grid star of
all time with an enormous capacity for sleep,

a phobia for bursting dams and a colossal
inability to retain even the simplest shred
of knowledge, yet on his shoulders is placed
the burden of winning all the season's
games or the college folds up. Bumpy
though the film is with its fantastically
silly plot, it's full of good gags, the delight-
ful personality and dance routines of George
Murphy, Linda Darnell's school-girl plastic-

ity and as fine an array of screw-balls as
the movies have packed in one picture. 20th
Century-Fox.

f ROAD AGENT—Dick Foran, Leo Carillo,

Andy Devine. Original screen story by
Sherman Lowe and Arthur St. Clare. Di-
rected by Charles Lamont. As heroes of the
lowly westerns go, Dick Foran is getting
to stand very high indeed. It is his easy,
likable but fighting personality that makes
good for this sagebrush drama. TTie story

is no novelty, being about one Big John
who combines an appetite for sheriffs' lives

with lust for the gold in the local bank.
Foran becomes sheriff and, in some pretty
suspenseful episodes, finally gets his man.
Moreover, Foran has a very pleasing tenor
voice. Universal.

f SIERRA SUE—Gene Autry, Smiley Bur-
nette. Original screen story by Earl Felton
and Julian Zimet. Directed by William
Morgan. Gene is a government authority
on farming in this western, the root of the
evil being a devil weed which is killing off

the cattle. Most of the ranch-owners co-

operate in having their ranges sprayed but
one land-owner is stubborn, creating the
struggle for the plot. Autry's western has
been very modernized here, even to using
tear-gas in the gunflghts at the mountain
pass and using airplanes as mounts for the
men in place of horses. It is a nice depar-
ture, though it doesn't whip up much ex-

citement. Republic.

f TARZAN'S SECRET TREASURE—Johnny
Weismuller, Maureen O'Sullivan. Based on
characters created by Edgar Rice Burroughs.
Directed by Richard Thorpe. As Tarzans
go, this is a humdinger. A group of research
scientists invade Mr. T's jungle home and
introduce the family—Tarzan, Jane and Boy
—to some of the civilized frailties like

jealousy and lust for gold. Two of the
scientists turn into villains at sight of the
nuggets of gold little Tarzan uses in his
slingshot and even turn to murder to pos-
sess the gold. But after a hair-raising
melee of elephants, alligators and humans
in a river, the villains are killed. The
process shots are not wholly effective but
are always fascinating. Metro-Goldwyn-
Mayer.

f THEY DIED WITH THEIR BOOTS ON—
Errol Flynn, Olivia deHavilland. Original
screen story by Wally Klein and Aeneas
Mackenzie. Directed by Raoul Walsh. The
life of General Custer makes fine screen
fare from his entrance into West Point,
through his Civil War exploits, his molding
of the Michigan 7th Cavalry and his final

defeat with 600 men against the 6000
Indians in the Black Hills of Dakota. The
film captures the action splendidly and oc-
casional deviations from history are excus-
able. The film has become over-long in
romanticizing the hero, presenting countless
deep friendships with screen characters who
are constantly giving forth with mystically
prophetic statements about the general's
career and his heroic doom. Flynn con-
tinues with his Robin Hood role as the man
born to the saddle. His character has been
aimed at presenting occasional moral les-
sons regarding warfare and conduct which,
together with the historical reconstructions,
should make the film enjoyable to younger
boys especially. Warner.
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INFORMATIONALS
f ALASKA TOUR — A handsome travelogue

through the southern parts of Alaska touching
upon the scenery of peaks and glaciers, historic
sites and the up-and-coming towns that have
sprung up there. Some of the views are fine.
Columbia.

f ANNAPOLIS SALUTES THE NAVY (Variety
Views J—The historical landmarks as well as
the Naval Academy itself are covered in this
short. Universal.

f AT THE STROKE OF TWELVE—A short gang-
ster film about a thug who is accused and con-
victed of a murder but is released on the
testimony of an aged woman who has faith in
his basic goodness. A nice try at a new form
of short that deserves encouragement. Vita,m CHANGED IDENTITY—Taken from an N.B.C.
radio drama, this murder with a trick ending
makes a very novel short. It takes place in
Kurdapur and i*well acted by Patrick O'Moore.
Metro-Goldwvn-Mayer.

f CRYSTAL FLYERS (Sportscope)—Beautifully
photogi'aphed scenes of skiing, and excellent
shots of the. training which the Swedish ski
patrol receives. RKO Radio.

f FANCY ANSWERS (Pete Smith Specialty)—

A

quiz for the audience with all manner of ideas
used in livening up the usual question-answer
routine. Metro-Goldwyn-Mayer.

f GAUCHO SPORT (Sportscope)—The Argentin-
; ian cowboys do it a lot differently down there,

but thei-e is still just as much kick to watching
them lasso and ride. RKO Radio.

f GEORGETOWN, "PRIDE OF PENANG" (Fitz-
patrick Traveltalk)—In this description of the
Malaj'an city, the strange blending of Chinese
and Mohammedan life is stressed. Metro-
Goldwyn-Mayer.

f HOW WAR CAME (This Changing World)—
Raymond Gram Swing reviews the collapse of
the League and the early incidents of bloodshed
leading to the present conflict, aided by colored
cartoons. Columbia.

f KINGS OF THE TURF—Morty, a pacer, is used
as the subject of a biography in which the train-
ing of a pacer is well told. Vitaphone.

f* LIFE OF A THOROUGHBRED—A delightful
study of the life of a blue-blooded horse from
birth through his training and final glory on the
track. The animal pictures are particularly
handsome. 20th Century-Fox.

f MjVRCH..OF TIME NO. i, THE (8th Series)—
"Main .Street, U. S. A."—This issue presents a
very strong picture of what Main Street, U. S.

A. would be like should Hitler's New Order gain
command of our citizenry. It is not designed to

leave the audience cool and collected, but it is

well done for that type of thing. RKO Radio.
f PEACEFUL QUEBEC AT WAR (Variety

Views)—Quebec seems to be full of old build-
ings or places of historical or religious interest.

Universal.
f* PERILS OF THE JUNGLE—A travelogue of

the search for a museum specimen of the okapi
by Commander Attilio Gatti and a troupe of

pigmies. The bridge-building sequence is

especially instructive. Vitaphone.

f PICTURE PEOPLE NO. 2/—"Hollywood Sports"
—Helen Broderick takes us around to ball

games, tennis matches and other sports events
where stars foregather when they're off the
sets. RKO Radio.

f PICTURE PEOPLE NO. 3—"Hobbies of the
Stars"—Photography, drawing and other ama-
teur interests that keep movie personalities
amused, -with sly remarks by Helen Broderick.
RKO Radio.

f POLO CHAMPIONS—The training of ponies
and the demonstration of some very spectacular
plays in polo. Columbia.

f SCENIC GRANDEUR (Fitzpatrick Traveltalk)
—There is instruction as well as beauty in
this picture of one of our North American
glaciers and its life. Metro-Goldwyn-Mayer.

f STRANGE TESTAMENT (Passing Parade)—
This is a strange tale of the way an early love
affair affected the will of an actual old gentle-
man of New Orleans. Metro-Goldwyn-Mayer.

f STRANGER THAN FICTION NO. 99—"Junior
Battle Fleet"—the title refers to a fleet of
battleships (models) constructed by some chil-

dren. They are but one of the oddities of this
short. Universal.

f TANKS ARE COMIN(3—A very good presenta-
tion of the training of men in the tank corps
and their field tactics. Vitaphone.

f VIVA MEXICO!—James A. Fitzpatrick takes us
on a nice Technicolor trip below the Ria Grande
where we see many dehghtful sights rural and
urban, and the picturesque folk-ways of the
inhabitants. Metro-Goldwyn-Mayer.

f WATER SPORTS (Sports Parade)—Scenes in
rather crude Technicolor of the diving, swim-
ming and surf board riding of champions. Vita.

f WHITE SAILS—A handsome film of the voyage
of a windjammer from Australia to England,
beautifully photographed. Vitaphone.

f WOMEN IN PHOTOGRAPHY (Cinescope)—
Introducing the art and methods of four promi-
nent women photographers. Columbia

f* WONDERS OF THE SEA (Adventurous Cam-
eraman)—The strange forms of marine life to
be found on an Australian sand-bar are photo-
graphed in fascinating and beautiful movement.
20th Century-Fox.

MUSICALS
f FORTY BOYS AND A SONCJ—Lads between

8 and 14 years attending a school founded by
Robert Mitchell display their art as a choral
group singing traditional songs. Vitaphone.

f INIINSTREL DAYS—The big names of the by-
gone minstrel days are re-enacted by a group
of contemporaries and the true flavor of the
minstrel show is captured. Vitaphone.

f UNIVERSITY OF SOUTHERN CALIFORNIA
BAND—The Viand of the L^niversity of Southern
California puts on a concert of varsity songs
and the songs of the armed forces with imagi-
nation and glamor. Vitaphone.

CARTOONS AND COMEDIES
fj ALL THIS AND RABBIT STEW (cartoon)—

A

rather funny adventure in the life of an ir-
•responsible rabbit who has no intention of
providing anyone with dinner. Vitaphone.

fj BIRD TOAVER. THE (TerryToon Cartoon)—
The Bok Tower, a bird haven, is interpreted
as a lavish resort hotel for liird-families in this
cartoon. 20th Century-Fox.

fj BRAVE LITTLE BAT, THE (Merrie Melody
Cartoon)—A nice little dope of a hat saves a
strange mouse when a giant cat invades their
home. Vitaphone.

f FOX AND THE GRAPES, THE—A color Rhap-
sody cartoon about a fox whose happy picnic
was completely spoiled by a designing crow
with a bunch of sour grapes. Colorful and
amusing. Columbia.

fj FLYING BEAR (Cartoon)—The bear's animated
plane is delightful in its arial maneuvers with
Army planes and one pelican. Metro-Goldwyn-
Maver.

fj PLUTO JUNIOR (Walt Disney Cartoon)—Wel-
come to a new screen moppet in the person of
Pluto's meek but over-curious child. His every-
day adventures in a backyard are a delight.
RKO Radio.

fj PORKY'S MIDNIGHT MATINEE (Looney Toon
Cartoon)—Porky inadvertently lets a precious
African pigmy ant out of its cage and spends
a hectic night trying to recapture it. Vitaphone.

fj SADDLE SILLY (Merrie Melody Cartoon)—

A

delightfully funny saga of the pony express
tearing -through thick and thin. In Technicolor.
Vitaphone.

fj SLAP HAPPY HUNTE:RS (TerryToon Cartoon)
—An amusing color cartoon about a duck and
a cat who make life miserable for the jungle
animals until a resourceful mosquito drives
them away. 20th Century-Fox.

fj SNOWTIME for comedy (Cartoon)—Two
dogs after a single bone set to a fine musical
score. In Technicolor. Vitaphone.

fj WHO'S ZOO IN HOLLYWOOD (Color Rhap-
sody)—The cartoonists turn caricaturists of
film stars in this travelogue of the pets at a
zoo. Columbia.

fj YARN ABOUT YARNS, A (TerryToon Cartoon)
—A TerryToon Cartoon which, as its title sug-
gests, combines several themes from juvenile
stories. It's about a black sheep who cries

wolf too often and loses his mother to the wolf
when the villain really comes. The black sheep
rescues her, however, and reforms. Quite cute.

20th Century-Fox.
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REGARDING THE DEPARTMENTS
Exceptional Photoplays

This department reviews photoplays of unusual
merit in the artistic development of the screen,
with the object of bringing: such pictures to the
attention of discriminating readers. Its ratings are:
Exceptional, Honorable Mention and Critical Com-
ment. The opinions of the Committee, composed
of trained students and critics of the screen, are
combined in an impartial review which aims to
convey a coniprehensive idea of the pictures, cov-
ering both their excellence and defects.

Chairman—Richard Griffith

Secretary—Arthvir Beach

Committee
Dorothy Chamberlain John A. McAndrew
Alistair Cooke Mary B. Miller
Otis Ferguson Frances Taylor Patterson
Robert Gessner J. K. Paulding
Robert Giroux Russell Potter
Henry Hart John B. Turner
Hattie S. Heyraann Frank Ward

S. Bernard Wortis

Selected Pictures

This department reviews pictures selected by the
Review Committee of the National Board of Review
as worthy of popular patronage in the theatres,
with an indication of the audience group suitability
for each picture. The choice of the pictures in-
cluded is based upon principles of selection develop-
ed through long- study of public preferences as to
what constitutes good screen entertainment. The
majority opinion of the Review Committee forms

the basis for the reviews and audience recommen-
dations of the pictures. The Review Committee
consists of approximately 300 trained members
representative of widely varied interests who vol-
unteer their services.

Community Councils

This department reports on matters of interest
to those groups conducting community motion pic-
ture programs, initiated by the National Board of
Review and projected under its National Motion
Picture Council, particularly on the activities of
Motion Pictures Councils and similar associations
in their local work.

Junior Department
This department presents material of especial

value to 4-Star Clubs, which are the study or
producing groups devoted to motion pictures in
schools throughout the country. It also records
the opinions expressed by the Board's Young Re-
viewers, a group of t.vpical school children of New
York, aged 8 to 14, who meet from time to time
in projection rooms to preview new films.

Opinions expressed in signed articles are not
necessarily those of the National Board of Review
and do not invariably represent its editorial policy.



Editorially Speaking—
^ PRESIDENT ROOSEVELT, in appointing Mr. Lowell Mellet as the govern-

% ment liaison with all branches of the motion picture industry, wrote to

^ him: "The American motion picture is one of our most effective media in

^ informing and entertaining our citizens. The motion picture must remain free

insofar as national security will permit. I want no censorship of the motion

picture; I want no restrictions placed thereon which will impair the usefulness

of the film other than those very necessary restrictions which the dictates of

safety make imperative."

This is clear and reassuring. A certain amount of censorship is in-

evitably necessary in war-time. But one of the things about censorship, al-

ways, is that once it gets a hold it sticks and grows. And another thing

is that censorship, imposed for one purpose, has a way of being interpreted

to serve other purposes. We can foresee something of this in the reports

that the New York legislature is going to debate, in their coming session,

changes in that section of the Education Law (upon which censorship in New
York is engrafted apparently for all time) that would allow the banning of

such films as the Nazi "Victory in the West." By deciding that these films

were news reels the New York censors gave themselves a reason for not

interfering with their public showing, in spite of wide and vigorous protest.

How are they going to deal with such films in the future—by reviewing all

newsreels.'* And when censorship of newsreels begins, where is it to stop.-^

WHO thinks life in the armed services of the United States is funny Funny
in the stale, vulgar, all-out-of-the-same-mould style of the farces the

movies have been making? Audiences, evidently. For they must be what
make these things seem attractive business ventures for the producers. Maybe
it is the names of the comic stars that get the audiences into the theatres, but,

once there, enough of them, from their guffaws, seem to enjoy it.

It's an old truism that audiences get the pictures they deserve. Is it actu-

ally a fact that in these days we deserve no better pictures of the life our men
in service live? That life, with its countless varieties of Americans rubbing to-

gether in a mortally serious business, is incredibly rich in American character,

striking perpetual sparks of humor which the men themselves are the first to

make the most of, which is what saves them from the deadening boredom of

waiting for action. Can't we have some of that life on the screen? Or are the

only ones who could put it there doing their work far from Hollywood?

THE selection of Citizen Kane as the best film of 1941 by the Board's Commit-
tee on Exceptional Photoplays, and then by the New York Film Critics Circle,

emphasizes one point: the reward that can come to a producer for courage and
persistence. Courage in backing an unpredictable talent in an untried field, and
persistence in vigorously continuing that backing in the face of old traditions and
adverse pressure. Mr. Schaefer of RKO risked a lot when he gave Orson Welles
the chance to be Orson Welles on the screen. In return he has gained enormously

in prestige: we hope he has gained something in financial returns. And the whole
film industry has gained something in the unforeseeable influence an unrestricted

new creative force may have in the growth of the motion picture art.



Exceptional Photoplays

Ten Best 1941

THE Committee on Exceptional Photo-

plays has voted its choice of the

ten best pictures of 1941 and
has made its annual award for the best fic-

tion film, Citizen Kane, and the best docu-

mentary, Target for Tonight. This time

with remarkable' union of judgment the

members of the Committee selected the

following list of fiction films in the order

given

:

1. Citizen Kane
2. How Green Was My Valley

3. The Little Foxes

4. The Stars Look Down
5. Dumbo
6. High Sierra

7. Here Comes Mr. Jordan

8. Tom, Dick and Harry
9. The Road to Zanzibar

10. The Lady Eve

CITIZEN KANE, written by Herman J.

Mankiewicz and Orson Welles, produced
and directed by Orson Welles, photograph-

ed by Gregg Toland, music by Bernard
Herrman. Distributed by RKO-Radio.
This remarkable film, the first made by
Orson Welles, was selected for its splendid

marshalling of cinematic devices. For Mr.

Welles, besides having a good portion of

authentic talent himself, is a canny and
resourceful artist. The methods he uses

to translate his story into movie terms are

methods discovered and employed by a

generation of directors before him, but

rarely in the short history of the photoplay

has anyone brought them in concerted ef-

fectiveness to the full flower of which they

are capable. In the film Welles gives to

the motion picture something that is partly

his own personality and partly a craftsman-

ship that adds elements from the radio and

the stage to cinematic technique that it did

not have before. And by these means he

makes his case history of an American mil-

lionaire a sharp, ironic film, brilliantly ex-

ecuted in all its phases.

HOW GREEN WAS MY VALLEY,
adapted by Philip Dunne from Richard

Llewellyn's novel, directed by John Ford,

photographed by Arthur Miller, music by
Alfred Newman. Produced by Darryl F.

Zanuck for 20th Century-Fox, distributed

by 20th Century-Fox. In the rather ram-
bling memories of a man recalling his boy-

hood in a little Welsh mining town, mem-
ories as unplotted as might emerge in any-

one's fond recollection, John Ford has found

something to put his best craftsmanship

and feeling into, and no one has better

craftsmanship in movies, nor sounder and
tenderer feeling, than John Ford at his

best. It is surprising to look back on the

film and realize how much of it is pure

visual action, pictures powerfully composed,

dramatically photographed, smoothly and
eloquently put together.

THE LITTLE FOXES, adapted from
her play by Lillian Hellman, assisted by
Dorothy Parker, Alan Campbell, and
Arthur Kober, directed by William Wyler,

photographed by Gregg Toland, music by
Meredith Wilson. Produced by Samuel
Goldwyn, distributed by RKO-Radio.
Made from a play the film is compact and
streamlined, with a dramatic unity that is

just as much an advantage on the screen as

on the stage. Lillian Hellman has taken

her own play and done expertly the things

to make it a motion picture—deepening its

background, visually and psychologically,

expanding its action from the confining

walls of a room to the whole area of house

and town in which the life she pictures is

lived, and creating the flow of action that

makes a movie move.

THE STARS LOOK DOWN, adapted

by J. B. Williams from A. J. Cronin's novel,

directed by Carol Reed, photographed by
Mutz Greenbaum. Produced by I. Gold-

smith, distributed by Metro-Goldwyn-
Mayer. Grim and bitter and beautiful by
reason of its theme, its fidelity to human
nature and the vast artistry employed in

its making, the film compels the deepest
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emotions and a searing introspection. The
story, an unvarnished and unreHeved par-

able about a miner and his son who fight

for the protection of their own people work-

ing in the shafts, is woven with all the rich-

ness of detail and characterization peculiar

to the best British films and is controlled

by a rigid faithfulness to theme that admits

no unessential businesses to distract or re-

lieve the overwhelming tragedy brought on

by the carelessness, deceit, selfishness and
self-delusion of men that nothing can purge

but blood and tears. Acting and direction

and the other technical crafts have fabri-

cated a film of this splendid story that un-

erringly draws out of its black pitifulness a

rich spiritual beauty.

DUMBO, feature cartoon made by Walt
Disney from the story by Helen Aberson

and Harold Pearl, adapted by Joe Grant
and Dick Huemer, music by Oliver Wallace

and Frank Churchill, lyrics by Ned Wash-
ington. Distributed by RKO-Radio. In

this exquisite film Disney goes back to his

oldest kind of cartoon narrative but goes

forward to a new brilUance and assurance

of technique and to a delightful freshness

of fun and charm that he has rarely reached

before.

HIGH SIERRA, adapted by John
Huston and W. R. Burnett from the latter's

novel, directed by Raoul Walsh, photo-

graphed by Tony Gaudio, music by Adolph
Deutsch, associate producer Mark Hellin-

ger. Produced and distributed by Warner
Brothers. If one could see—and endure

—

all the good gangster films that have been
made, and see them as new, this picture

might well loom up as one of the best and
most penetrating. Certainly some of the

things in it, particularly the supremely
good acting of Humphrey Bogart, rank with

the most memorable things in this type of

picture.

HERE COMES MR. JORDAN, adapted
by Sidney Buchman and Seton I. Miller

from the play "Heaven Can Wait" by Harry
Segall, directed by Alexander Hall, photo-

graphed by Joseph Walker. Produced by
Everett Riskin, distributed by Columbia.

Rich in humor and poignancy the film for

all its freshness and apparent effortlessness

is a remarkable compound of taste, control

and cinematic art which reflects no small

glory on Alexander Hall, the director, Rob-
ert Montgomery and the rest of the people

who made it.

TOM, DICK AND HARRY, adapted by
Paul Jarrico from his own story, directed

by Garson Kanin, photographed by Merritt

Gerstad, music by Roy Webb. Produced
by Robert Sisk, distributed by RKO-Radio.
With a plot of the wispiest consisting of the

problem that faces a telephone girl con-

fronted with proposals from three gentle-

men whose respective virtues are depend-
ability, wealth and joyous recklessness,

this film, thanks to fine direction and the

superb skill of the cast, turns out to be a
comedy of great verve and originality, es-

pecially in the imaginative dream sequences
wherein wedded life with each of the men
is depicted in fantastic sets and excellent

satire.

THE ROAD TO ZANZIBAR, adapted
from the story by Don Hartman and Sy
Bartlett, directed by Victor Schertzinger,

photographed by Ted Tetzlaff. Produced
by Paul Jones, distributed by Paramount
Pictures. The three qualities that stand

out above all others in this film are its

spontaneity, the unaffected fun the stars

had in making it and, of course, Bing
Crosby. Here his overwhelming good
nature, his subtle sophistication, his unique
flair for humor, his droll invention, are all

fused and blended by an artistry that in its

very perfection is apt to be missed, leaving

only the satisfaction and exaltation of a
well constructed drink.

THE LADY EVE, screenplay, derived

from Monckton Hoffe, by Preston Sturges,

directed by Preston Sturges, photographed
by Victor Milner. Produced and distrib-

uted by Paramount Pictures. Preston

Sturges remounts an antique idea of mixed
identity with such a wealth of creative

energy and such mastery of all the elements
he needed to fashion it into a film as to

make it seem wholly novel and bursting

with comic spirit.
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TARGET FOR TONIGHT, original

screen story by Harry Watt and B. Cooper,

directed by Harry Watt, acted by officers

and men of the Royal Air Force. British

production distributed in this country by
Warner Brothers. This film shows British

documentary technique in fullest flower.

All that was awkward and difficult in their

earlier use of natural backgrounds and
real people enacting their own lives is now
as smooth and graceful as a fiction film

and infinitely more convincing. To science

and sincerity they have added passion.

Besides the above selections the Commit-
tee cited The Forgotten Village for Honor-
able Mention in the documentary class

and singled out as the best of the small

number of foreign language films they saw
in the past year the French picture, Pepe
le Moko, which was the inspiration and
model of the American movie Algiers.

Apart from the general excellence of act-

ing in all the films chosen as the best the

Committee considers the following screen

performances worthy of special praise:

Sara Algood in How Green Was My Valley

Mary Astor in The Great Lie and The
Maltese Falcon

Ingrid Bergman in Rage in Heaven
Humphrey Bogart in High Sierra and The

Maltese Falcon

Gary Cooper in Sergeant York
Donald Crisp in How Green Was My

Valley

Bing Crosby in The Road to Zanzibar and
Birth of the Blues

George Coulouris in Citizen Kane
Patricia Collinge in The Little Foxes

Bette Davis in The Little Foxes
Isobel Elsom in Ladies in Retirement

Joan Fontaine in Suspicion

Greta Garbo in Two-Faced Woman
James Gleason in Meet John Doe and Here

Comes Mr. Jordan

Walter Huston in All That Money Can Buy
Ida Lupino in High Sierra and Ladies in

Retirement

Roddy MacDowell in How Green Was My
Valley

Robert Montgomery in Rage in Heaven
and Here Comes Mr. Jordan

Ginger Rogers in Kitty Foyle and Tom,
Dick and Harry

James Stephenson in The Letter and Shin-

ing Victory

Orson Welles in Citizen Kane

The poll of the Review Committee of

the National Board of Review on the basis

of popular appeal chose the following films

as its ten best in order of preference:

1. How Green Was My Valley

2. Sergeant York
3. Citizen Kane
4. Here Comes Mr. Jordan
5. The Little Foxes

6. Dumbo
7. The Philadelphia Story

8. Blossoms in the Dust
9. Meet John Doe

10. One Foot in Heaven

Sullivan's Travels

Story and adaptation by Preston Sturges, directed

by Prejton Sturges, photographed by John Seitz and
Farciot Edoiiard. Produced by Paul Jones for
Paramount-

Cast

John L. Sullivan Joel McCrea
The Girl Veronica Lake
Mr. LeBrand Robert fVarivick
Mr. Jones IVilliam Demarest
Mr. Casalsis Franklin Pangborn
Mr. Hadrian Porter Hall
Mr. Valdelle Byron Foulger
Secretary Margaret Hayes
Sullivan's Butler Robert Greig
Sullivan's Valet Eric Blore
The Doctor Torben Meyer
Cameraman Victor Botel
Radio Man Richard Webb
Colored Chef Charles Moore

WHEN a movie makes people laugh

it renders a salutary service. This

is the point that Mr. Sturges sets

out to make in Sullivan's Travels. In his

preface to the film he announces that the

picture is dedicated to all the funny men,

clowns and mountebanks who throughout

time have made people laugh. He then

spins his yarn of how a gifted director of

comedies, sick of the gay and successful film

inanities he has made, determines to devote

his talents to movies of social significance,

to a cinema that shows unabashedly the

agonies of men, disease and want and pain.

Taunted as to what he knows about all

these things what with his background of
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private prep school and fancy college and
his present weekly salary that runs into

four figures, he leaves the studio clothed as

a tramp with only a dime in his pocket to

experience at first hand the misery of the

outcast and the dispossessed. As the title

suggests Mr. Sturges seems to have been
more than a little inspired by the Swiftian

technic to drive home a point. That, of

course, is as far as the parallel can go, for

Mr. Sturges has neither the withering

mockery nor the raging despair of the un-

happy Dublin dean. Nor for that matter

has he Swift's scope or mastery. But the

technical device is there: to prove by an
absurd fantasy a deep and moving truth,

in this case the need for laughter among
men.

Few people making movies write as well

as Preston Sturges. His past pictures have

led us to expect that, and in Sullivan's

Travels he equals and possibly exceeds

the excellent record he has set. Crisp, sure

and swift this tragi-comedy leads Sullivan

from the glass and chrome of his studio

down the lanes of human misery and degra-

dation in a series of anti-climaxes that are

convulsingly funny, until replete with the

sight of sordidness and suffering he gives

up his odyssey save for one last round in

which he plans to hand out a thousand dol-

lars in five dollar bills to such riff-raff as he

may meet in an evening's tour of the slums

and "jungles." Had the film ended here it

would have been a bright, witty, cruel

travesty on want and hopelessness, the

more cold-bloodedly repulsive for its bril-

liance and slick triviality.

But Mr. Sullivan's career as a voyeur of

human debasement and pain ends the night

of his dilettant distribution of bakshish with

a crack on the head, and he awakens a

nameless tramp, accused of malicious as-

sault and condemned to the tortures of a

criminal chain gang. There he partakes of

the fortunes of the man-forgotten under
the brutal eye of an overseer. The one

trickle of human kindness that comes to
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him and his companions is an invitation by
the local colored congregation to come to a

movie. It's a Mickey Mouse cartoon. The
convicts laugh. For the first time Sullivan

sees his wretched companions moved by a

happy emotion; the powerful gift of mirth

lifts them for the moment out of their

horror and unhappiness.

On his way back to Hollywood on a

plane (for after all this is a parable and
the good old deus ex machina is as handy
and as at home here as it is cleverly used)

a new and happier Sullivan shocks his em-
ployers by announcing he is not going to

make his epic on human suffering, he is

planning a new comedy. Why? they ask.

"Because I haven't suffered enough."

This is the first time Mr. Sturges has

attempted to employ his delightful talents

on a theme that transcends mere entertain-

ment and he does it with no loss of the

verve, speed and wittiness he displayed in

his earlier films. He has the knack, so rare

in the movies, of seeming to inspire all his

artists with the enthusiasm and energy he

possesses to so high a degree, and to blend

all their art into a single entity. People

who previously have appeared to have no
unusual talent turn up in his films with sur-

prising powers of interpretation and effec-

tiveness. Miss Lake who up to now has

been little more than eye-delightful has

become a charming comedienne; the same
change seems to have come over Joel

McCrea. The ability thus to inspire all

the people who work with him in a picture

to do their best and to do it within and ac-

cording to his design is one of the happiest

talents a director can possess and it is all

too unusual, worse luck for the motion pic-

ture as an art. Chaplin has it, and so has

Orson Welles and several others. The sec-

ret seems to lie in the fact that these men
not only direct their films but write them
too. When the time comes, as one day we
hope it will, that the writer-director will be

the rule rather than the exception in the

movie world, the film will really take its

place among its sister arts and produce in-

tegral works, not only conceived but also

made by their creators, as Mr. Sturges has

conceived and made Sullivan's Travels.

Rated Exceptional. A. B.

Critical Comment

A Comedy of Bad Manners

THE movies being today's household

organ for the spreading of fads of

culture, it was inevitable that that

most lionized of literary mud-slingers,

Sheridan Whiteside, should be photograph-

ed in all his rampant glory for the benefit

of the benighted art-enthusiasts who could-

n't be reached by the road-shows of the

play. The Man Who Came to Dinner. The
play was a scorching portrait of some of

today's theatrical and literary headliners

being very much at home—an intimate

candid-camera view into their backyards

and closets and, though it was treated as

farce rather than instruction, the play

presents some of the most considered and
articulate, the most artfully sculptured and
potent insults of this generation. On stage,

the formula proved highly successful so

little need was seen to alter it for film pur-

poses. Just plunk the camera down in the

living room of the gentle Ernest Stanleys

of Ohio and catch the chips as they fly

from the constant cuttingness of White-

side's poisoned tongue. To be sure, there

are one or two timid little efforts to shift

the scene but the camera always returns

in a joyous rush to the jaded Stanley's

home. And few would have it otherwise for

here is a circus designed to draw raucous

laughter from all whose constitutions can

bear 112 minutes of fancy nose-thumbing.

The film has been well cast, the most

credit going to Monty Woolley since he is

at least half of the total effect (without

raising the point of whether or not the total

effect is palatable). Then, in a number
of little but sharply funny parts we find

hearty playing with a vengeance. Jimmy
Durante's uncompromising earthiness, Reg-

inald Gardner's Paragon of Wit are elegant

farce. Billie Burke's familiar confusion

reaches a high point in one sortie with Mr.
Woolley. From the stage play are drawn
a frenzied nurse verging on an understand-

able state of collapse and a fragile, ethereal

old spinster who floats across the room like
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a stray bit of moon-dust. Also, we have
Ann Sheridan doing what may or may not
be her best as a super-siren. One feels that
she would offer little competition to Kath-
erine Cornell on the stage as the script in-

tended her to do. Her looks (and the ad-
ditions to her looks contributed by ward-
robe and make-up departments) are right,

but one misses the relish and sting in her
shrewd lines which the others, with more
stage experience behind them, put into
their delivery. Lastly, there is another
character to be mentioned though it is a
small and graceless role—being a combina-
tion stooge to Sherry and ingenue lead, to
be played more naturally than the other
parts. It is enacted by none other than
Miss Bette Davis. Here is just a simple,
uncomplicated case of man-trouble. In
her life the years are numbering more and
more but not the beaus. Miss Davis pro-
jects this humanness very nicely, looking
right cute and smiling a healthy, normal
smile. When the right man does ask her
for a date, she behaves just as any average
girl would do which is quite a change for
La Davis. It is usually a boring device to
watch a pair of straight actors getting across
the needed romancing among an assort-

ment of wildly caricatured comics but Miss
Davis and Richard Travis capture the
audience's warmest sympathies.
The fact that a good stage-play has been

written provides little reason to clap the
shoulders of the film personages here in-

volved. The direction, one would guess,
was done to a metronome with a strict ad-
herence to the lead-up beat, the gag beat,
the lead-up beat, the gag beat. Also, the
news that a new high has been reached in

single-handed delivery of scurrilities to

one's fellow-men does not automatically
imply that a record for laughs has been
broken. However, The Man Who Came
to Dinner is diverting work on film and
merits being seen as a new freak on the
Hollywood horizon.

9

Movies and the War

SINCE the crash of war we have be-

come accustomed to vast and radical

changes in points of view. There
is no other course now left to the

people of the United States except to

win through to victory. The President has

been proven right, and, bitter though the

smack of humble pie in their mouths, his

former dissenters rather unanimously have

girded on his sword and set their faces with

him towards the harrowing future. Such a

reversal, however, did not affect the motion

picture industry. All along the folk who
make the movies have faced the issue of

the world menace. They have hated the

powers now arrayed against us and our

allies, hated them so ardently that in spite

of criticism, nay, in spite of the threat of

congressional investigation (a threat which

normally would throw them into a palsy),

they have held their course to damn with

all the resources in their power the evil

that would enslave and destroy our world.

For this wholehearted patriotism through

all the period of confusion that preceded

the seventh of December 1941, patriotism

not only to their country but to the civilized

world, the film industry deserves the deep-

est gratitude of the American people.

The movies, scarred by so many artistic

sins and so apt to hysteria, have in the anti-

Nazi and "propaganda" films been far more

tasteful and level-headed than one would

have suspected. This does not mean that

some of the camp and national emergency

inspired movies were not awful. Many of

them were. One thing, however, that does

the cinema credit above any artistic

triumph is the basic moderation that is true

in practically all the war films. The ele-

ment of hate played a small part in them.

Sympathy and pity rather stole the lion's

share of the emotions projected. Not that

the Nazis were not held up for the brutes

they are, but that the men and women who
held and are holding the ramparts of free-

dom and human dignity are honored for

the meed of blood and sweat and tears

which they have offered in pledge of their
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faith in the perpetuity and holiness of the

cause of free men.

The propaganda pictures have up to now
set forth the spy system and fifth column
activities of the enemy, the plight of the

Jews, Protestants and Catholics in the

Reich, the hopelessness of the refugees

throughout Europe, the high, brave saga

of the "underground" in Germany and the

conquered countries, the bravery and
toughness of the embattled British, and,

with a gusto that at ?imes was embarrassing,

they have told the story of America arming

for war on the land, in the sky and on the

sea. And they have done all this in the

American way, with a lighthearted, bom-
bastic, almost collegiate emotional enthusi-

asm which in reality adds up to a gigantic

generosity, untamed by fear or privation,

young, vigorous, never doubting its destiny.

But all this was before Pearl Harbor,

these were the rallies before the big game
where laughs and tears come easy. Then
came the kick in the groin. The dirty

tricks that had been played in the lands

beyond our two seas were meted out to us.

The boys in the locker room had to get out

there and play a game without rules and
against an adversary without honor. How
will the movies reflect this new America?

The dominant emotion now is not the

grumpy gaiety of army camps, nor is it

pity for the suffering nor is it disgust for the

acts of an abject and brutal way of life.

The dominant emotion now is cold rage.

With treasure and blood we have dedicated

ourselves to finish the fight.

What may we expect in this our hour of

crisis from the men and artists who give us

the movies? Undoubtedly we will have

war stories aplenty; note the titles of

forthcoming films: Pacific Blackout, Spy
Swatters, She's in the Army Now, I'm an

American, Midnight Blackout, Yellow Men-
ace, Hong Kong, Channel Port, Torpedo

Boat, True to the Army, The Fleefs In, To
the Shores of Tripoli, and many others in

similar vein. All of which is very fine. But
something more is needed to keep up the

morale of the nation for those days ahead

that the President has warned us will be

dark and even disappointing. Then the

movies will have to use their far reaching

and incalculably potent influence to com-
fort, relax and inspire us in a fashion proper

for free men who have inherited the high

custodianship of civilization. The enemy
has used film to terrify his victims and to

rouse the black vanity and jungle blood-

lust of his unfortunate people. We may
not do that and keep our sacred resolve to

rid the world forever from fear and hate.

Bloops

IN
whatever other ways the year just

ended has turned out, in the film world

it was, they will tell you, the best yet.

On history's record of glories it will be long

remembered as the great year of the

sweater-girl, her rise and fall; the year

when oomphism went the way of the bustle;

the year of the Gable-Turner kiss, the year

our Bette suffered an honest smile to cross

her erstwhile viperine face and another

actress of the grim-reality school con-

cocted the "chica-choca" for comic purposes,

although we might add that this last has

been interpreted in a different light by
some.

This year writers outdid themselves with

inventions. They evolved an utterly new
type of film by smartening up a bevy of

bedrooms long imused and inhabiting them
with married couples instead of would-be-

weds, which made all the difference in the

world. It was all very modish. Then they

also hit on the answer to critics' complaints

of too many happy endings. As a substi-

tute they offered the Unhappy ending,

which somehow was just as happy. Thus
we had such happy-enders as Mesdames
Scott, Oberon, Young or Colbert being hap-

pily situated in the second reel but having

this happiness snatched away until, having

reached the ripe age of 60 or 70 in the last

reel and the ultimate in craftsmanship from

the House of Westmore, it all resulted in

pretty much the same thing anyway. This

fad was started by Robert Donat, we guess,

and most recently Robert Young was sub-

jected to the same sort of lovelessness. We
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wonder what this will lead audiences to

believe of the familiar final clinches in

forthcoming pictures where the ending finds

a two-day romance consummating in mar-

riage. If another reel had been made would

the hero have turned out to be a listless

lout who forgot about his romance a month
later, like Miss Oberon's big heart-break,

or a sot like Miss Scott's husband? Ah,

these are deep waters.

Screen writing had its nadirs as well as

its zeniths, however; witness the writer with

head away who decreed that Dr. Kildare's

eternal bride be splattered all over the

street by a truck. Another strange affair

resulted when some tear-gas bombs wan-

dered away from the plug-uglies' lot and
popped up in a Gene Autry opus, thereby

upsetting all one's beliefs about the loyalty

of men to guns in the woolly west.

The scenic artists marched on in 1941 as

never before, their greatest triumph being,

we herald, that stream on the M.G.M. lot

which was so delicately attuned as to mute
its ripplings to a dulcet accompaniment

during the exchange of love vows by the

stars, while it changed its voice to a note

of sweet but enigmatic sympathy during

the tryst of the heroine and the 2nd male

lead and just went entirely silent when this

last named man was finally jilted. This

may have been the reason for our Johnny's

resigning from the Boy Scouts, for he rec-

ently complained, after a nice outing, of

the vulgar intonings of a brook au naturel.

The most harrowing news of the year was
the sad report that Ann Sheridan uses arti-

ficial finger-nails for her films. It seems,

though it is a bitter pill to take, that Ann
dislikes overly-long nails. But be cheered,

for it has been announced to the world by
the same source that Olivia de Havilland

can actually sew on a button and even did

it for none other than Elliot Nugent, lucky

fellow! to prove it. For the most depraved

publicity of the year, we nominate an item

on the program of the Surrealist Festival

at the 5th Ave. Playhouse which ran—"We
don't wish to break up your home but if

you do throw light things at one another

because of this show, hold us responsible

—

The Management." What are we coming

to?—substituting frankness for all the time-

honored virtues of the Noble Pressman?

1941 also saw the outcropping of a fas-

cinating new sport to replace miniature

golf. We are playing it all the time and

love it! It was invented in connection with

a picture about the Okefenokee swamp in

the advertising for which the skull and cross

bones are used as a symbol of terror. The
game is, upon receiving one of the publicists'

little blanks, to fill in a square with your

own favorite, personal symbol of terror. "Is

it man—beast—idea? These days there

are symbols for everything. What's yours

for terror?" Thus the little blank hurtles

the challenge right into your lap. The
instructions are, "Draw it or paste in a news

clipping or photo." And they offer tickets

to the movie as a prize, though they warn

that the game is only for "thrill-seekers!"

We like to think of ourselves as in this

class and have a wealth of ideas for our

terrifying symbols. We get them from our

best-loved blurb-artists. For example, pic-

tures of Miss Miranda's headgear composed

of portable truck-farms in glorious Techni-

color make us clutch our collective throat.

The picture we saw in an ad of Humphrey
Bogart on that high sierra, or the one of

Orson Welles towering over a horde of

extras really was terrific and gave us a

genuine taste of the well-known willies.

The mere thought of Gene Tierney (who
is out-Lamouring Dorothy) on the same
screen with Victor Mature, the latter in a

fez to boot, makes our blood run cold. And
as for the nights of wide-awake horror suf-

fered in contemplation of Erroll Flynn

pitted against 6,000 Indians in the re-en-

actment of that famous last stand—well,

we just can't decide which of a thousand

things terrify us the most. The only thing

left for 1942 to contribute will be to have

a chorine jump right off the page adver-

tising, for instance, that Hey-hey in the

Hayloft which Joel McCrea says he direct-

ed in his new film, Sullivan's Travels. She
would be just one of 999 blonde bomb-
shells appearing in the film and she would
pick the innocent reader up by the scruff of

the neck and throw him headlong into the

theatre where her picture was playing.



Community Councils

NOT leaving the field entirely to the

critics, Motion Picture Councils and
other community groups, interested

in motion picture study, recorded their

second annual opinion poll in voting on

the 10 best pictures of 1941.

The result of this vote was, in order of

preference

:

Sergeant York-

Blossoms In the Dust
Here Comes Mr. Jordan
The Little Foxes

Meet John Doe
One Foot in Heaven
The Philadelphia Story

Cheers for Miss Bishop

Fantasia

Citizen Kane
While these 10 pictures received the

greatest number of votes there were several

close runners-up, including Kitty Foyle,

How Green Was My Valley, That Hamil-
ton Woman, Men of Boystown and Land
of Liberty. More than 60 titles were men-
tioned in the various lists received, indicat-

ing the wide variety of judgments on the

best pictures.

These votes coming from communities

large and small in 22 different states, from
clubs, colleges, museums as well as Coun-
cils, form a representative cross section of

opinion from those who patronize and who
study the movies.

A list was sent to the various groups near

the end of the year to aid them in their

voting. This list was made up from the

monthly vote on the five best pictures sent

in by the groups during the year on forms

provided by the National Council. There
is uncertainty about whether to continue

this monthly vote through 1942. Some
groups reported they liked to secure these

current votes, that it centered attention on
the good pictures as they came along, that

it made the group members conscious of

whether they were seeing the best pictures,

and that it aroused interesting discussion at

meetings. On the other hand some report-

ed it was too much work, that they couldn't

get an accurate opinion through a verbal

vote and didn't have time to secure tabu-

lated votes and one or two alas said, "We
don't see the best pictures." Just because
it did arouse these reactions is perhaps
reason it should be continued. Let us know
what you think.

But even if the month by month vote is

not taken there will be, of course, again the

annual vote at the end of the year so we
can be thinking in a comparative way of

the pictures as we see them from January
on. And tell us if you wish to register your
group opinion through the year.

The votes of the Committee on Excep-
tional Photoplays and the Review Commit-
tee of the Board on the 10 best are record-

ed elsewhere in this magazine.

THE annual report of the St Louis Bet-

ter Films Council reports that the

Libraries of Greater St. Louis are most
cooperative in giving space on the bulletin

boards to the approved lists. This Council

also reports progress made in bringing mo-
tion picture appreciation to the students of

the St. Louis Public Schools. This is being

accomplished through the cooperation of

the Superintendent and the Assistant Sup-

erintendent. The Council appreciates the

privilege of working with the youth of the

schools and is impressed with the friendly

spirit of cooperation.

THE Better Films Council of Grand
Rapids (Mich.) conducted as one of

its outstanding 1941 activities "a survey

to give Grand Rapids citizens of all ages

and classes an opportunity to express their

attitude toward motion picture entertain-

ment." At the starting of the survey Mrs.

J. W. Livingston, President of the Council,

wrote: "Since we wanted a cross section of

answers from school children under sixteen

years of age, as well as those of adults from

sixteen up, we made up two questionnaire

forms. The children's questionnaire, with

the approval of the Board of Education, we
distributed through the schools. Each of

our forty-five grade schools was covered,

although not more than two grades in each

12
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school—getting an even distribution of

grades, ages, and residential sections there-

by. The other group covered was made up
of older high school students, college stu-

dents in the various public and parochial

colleges, the Y.M.C.A. and Y.W.C.A., the

church groups and the Parent-Teacher As-

sociations within the city and county, as

well as the civic groups."

The survey was accomplished with a

great deal of interest and resulted in help-

ful findings for the Council on which to

base future programs and activities. "Both
children and adults expressed a decided

preference for the Hardy Family series,

then the Dr. Christian, Dr. Kildare type of

films, detective stories, westerns, musicals,

and comedies in that order. Sophisticated

and what they term marital "stuff" was
definitely not on their preferred list."

Mrs. Livingston reports their Council

helped to publicize Blossoms in the Dust
because they so heartily approved of it, and
had an enthusiastic preview audience for

One Foot in Heaven. She says, "Here is a
film which will make new movie devotees
in our town and which provides excellent

material when speaking to the many church
groups we are called upon to address."

The first of the Council's scheduled din-

ner meetings was devoted to the subject

"Motion Pictures and Morale," and had as

speakers the chaplain of nearby Fort Custer
and the enlisted soldier who manages the

Fort theatres. The next meeting will be
held in a school and the subject will be
"The Motion Pictures' Use in Modern Edu-
cational Methods" and following that will

be "Motion Pictures in the Field of Art."

The Council is buying books and other

material to gradually build up a library for

the use of members and to keep the speak-

ers' bureau up-to-date. As a social project,

they have planned a bridge party and a

show of Hollywood-designed clothes in the

early spring.

THE Atlanta (Ga.) Better Films Com-
mittee planned a different sort of pro-

gram for its first fall luncheon, a clever

radio burlesque, furnishing a travesty on
commercial radio programs. The managers
of the local radio stations served as judges.

With this Committee broadcasting regu-

larly this was just another evidence of com-
munity tie-up.

THE Motion Picture Council of Jackson-

ville (Fla.) honored Charles Coburn,

well known stage and Hollywood character

actor, at one of its fall luncheons. Mr.

Coburn was introduced by Mrs. Fred

Evans, past president of the Council. He
spoke of his early days on the stage and of

his first motion picture experience. He
pointed out the differences between the

stage and the screen from the actor's stand-

point.

THE Cincinnati (Ohio) Motion Picture

Council planned three timely meetings

of the year devoted to films of different

countries, October, Hawaiian films; Febru-

ary, Guatemala films; and May, Mexican

films. Other programs cover a visit to the

Cincinnati Public Library, a study of

"Music and Motion Pictures" and a book

review.

THE Greater Detroit (Mich.) Motion

Picture Council opened its 1941-42

season with a program emphasizing "The

Importance of Motion Pictures in the

Building of Friendly Relations and Better

Understanding Between Nations." Colored

motion pictures of Latin America were

shown and the president of the Detroit

branch of the Pan-American Fellowship

was speaker.

THE Louisiana Council for Motion Pic-

tures sponsored its third annual motion

picture institute in November. The pur-

pose of the institutes, reports Mrs. A. S.

Tucker advisory vice-president, is to bring

together educators and community leaders

interested in promoting a wider use of mo-
tion pictures in education, and also to bring

to the attention of the public the study

program that is carried on in the schools

through the use of such pictures. The in-

stitute was conducted by the regional chair-

man of the Louisiana Committee on Mo-
tion Pictures of the Department of Second-

ary Education of the National Education
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Association, who is second vice-president of

the Louisiana Council. Examples of mo-
tion pictures used in the schools for the

study of literature, art and other subjects,

student reviews, criticisms and discussions

with comments by educators made up the

demonstration program. The luncheon

speaker was the speech director of Louisi-

ana State University.

THE Worcester (Mass.) Better Films

Council noted fts tenth anniversary by
holding a conference on Nov. 6 to which

were invited organizations interested in

promoting the best in motion pictures.

There was a round table for the exchange

of ideas and the discussion of problems

and accomplishments of various film

groups. A luncheon and a panel discussion

continued the day's program on the sub-

ject "Measuring the Movies."

THE Lincoln (Neb.) Better Films Coun-

cil's Oct. program was designed to show

how visual education is used in the schools.

A member of the visual education depart-

ment of the city schools presented the film

"Alaska's Silver Millions" from the uni-

versity extension division.

THE East St. Louis (111.) Better Films

Council had its annual Cinema Break-

fast on Oct. 9 and it was really a breakfast,

service beginning at 9 o'clock and the pro-

gram at 10. Coming together at this early

hour indicates a variety in program plan-

ning as well as a real interest.

FROM time to time Council presidents

elected or reelected are reported. Here
are some others who are continuing to carry

on their services through the current year.

Mrs. Lewis P. Addoms, Motion Picture

Council for Brooklyn; Dr. Campton Bell,

Denver (Col.) Motion Picture Council;

Mrs. Piercy Chestney, Macon (Ga.) Better

Films Committee; Mrs. Douglas W. Cope-
land, Lynchburg (Va.) Film Society; Mrs.

Allen Cox, Phillips Co. (Ark.) Better Films

Council; Mrs. Dean Gray Edwards, Motion
Picture Council of Central Queens (L. I.,

N. Y.); Mrs. Arthur D. Kerwin, Greater

Detroit (Mich.) Motion Picture Council;

Mrs. A. E. Miller, Lima (Ohio) Motion
Picture Council; Mrs. Charles T. Owens,
Philadelphia (Pa.) Motion Picture Forum;
Mrs. Elmer Stewart, Chevy Chase (Md.)
Community Film Council; Mrs. Charles W.
Swift, Elmira (N. Y.) Motion Picture

Council; Mrs. John B. Williams, Toledo
(Ohio) Motion Picture Council.

Those serving as president for the first

time include Mrs. Charles R. Holton, Bet-

ter Films Council of Chicagoland; Mrs. W.
J. Massa, Staten Island (N. Y.) Better

Films Council; Mrs. Clyde B. Moore, Ithaca

(N. Y.) Better Films Council; Mrs. John
R. Schermerhorn, Finer Films Federation

of N. J.; and Mrs. E. D. Snow, Jr., Scars-

dale (N. Y.) Motion Picture Council.

SEVERAL new pamphlets helpful when
seeking information about visual aids

or about government films are available.

"Sources of Visual Aids for Instructional

Use in Schools" (Pamphlet No. 80)
and "Conservation Films in Elementary
Schools" (Bulletin 1941, No. 4) are from
the Federal Security Agency of the U. S.

Office of Education. The first is listed at

15c and the latter at 10c. "Motion Pic-

tures of the United States Department of

Agriculture 1941" (Miscellaneous publica-

tion No. 451) is the title of a 25 page list-

ing of the films distributed by the Motion
Pictures Section, Extension Service of the

Department. These as other government
publications are available from the Super-

intendent of Documents, Washington, D.C.

THE first fall meeting of the Chicago

chapter of the Residence Lighting

Forum had as one of its speakers Mrs.

Richard M. McClure, past president of the

Better Films Council.

MRS. LeRoy Montgomery, former chair-

man of the motion pictures for the

National Society of the Daughters of the

American Revolution was guest speaker at

the first fall meeting of the Staten Island

(N. Y.) Better Films Council at the

Institute of Arts and Sciences. Her sub-

ject was "Motion Pictvire Appreciation."



Junior Department

FOLLOWING release of the 4-Star Clubs'

and Young Reviewers' choices of

the year's Ten Best Films, many news-

paper notices were of interest, giving the

reactions of columnists. A writer for the

Washington Post notes that, "By some
strange quirk of the juvenile mind, Dr.

Jekyll and Mr. Hyde finished second.

Which goes to show. Precisely what, I

wouldn't know."

The comment of Miss Amy H. Crough-

ton, reporting in the Rochester, N. Y.

Times-Union is in a different vein. "There

will always be a mass public for motion

pictures made up of persons who resent

being forced to bring intelligence to bear

on what is shown on the screen. . . . For

them are made the films which make as

much sense seen backwards as forward. . . .

The high caliber of films in the list of "10

Best" voted by the Young Reviewers is a

striking tribute to the work of education in

motion picture appreciation which is being

carried on by schools and libraries all over

the country. Undoubtedly it still is true

that a considerable section of the movie
public has a 12-year-old I.Q. but certainly

these young people in the schools have

little to do with swelling its numbers."

The Young Reviewers on

"SUNDOWN"

The opening of two of Miss Gene
Tierney's films in New York has raised

a rather challenging question in connection

with younger filmgoers. Her pictures were

lavish pretentious films, studded with beau-

tiful scenery and dramatic posing but also

revealing, deep within their structure,

theatricality which today can only be used

successfully in broad burlesque of the old

mellers. The films were sumptuous phonies

and the newspaper reviewers have had a

spirited holiday in conjuring up excoriating

encomiums. Miss Tierney was deemed the

inspiration for the ultimate in weltschmerz

by the "N. Y. Times" and her film, Sun-

down, was singled out as one of the ten

worst offenders in a listing of those films

whose pretentiousness was in remotest pro-

portion to good taste, pictures whose prom-

ise was least fulfilled. The Young Re-

viewers saw the picture Sundown, and the

following report will simply try to show
how much the children were aware of the

phoneyisms and to what extent the movie's

makers were able to take in their audience.

On their ballots, it was voted very good.

Replying to the form questions, they all

appreciated learning the strange tribal

customs and the rough colonial life in

British East Africa. The story, they said,

wasn't flawless but it was exciting enough;

only one voter confessing an inability to

understand all of it. They were also great-

ly impressed with the grand-opera arias of

eloquent flag-waving which were dragged

in rather rudely and highlighted to the hilt.

They called this fine acting—done with

spirit and great force. The message of the

picture, strongly pro-British, was received

with appreciative solemnity by the chil-

dren. In a more routine vein, they also

praised the picture because the love-making

was largely omitted, the fighting was
aplenty, and the hero got killed for a

change. On these counts, they endorsed

the picture.

Nevertheless, the Reviewers did detect

much of the artificiality which so engrossed

the adult critics. The following statements

by various Young Reviewers at the dis-

cussion prove this:

"When Gene Tierney was in her house,

it was overdone; I don't expect a house like

that in the middle of the desert. . . . The
outpost was overdone—they don't have
posts like that. ... I couldn't imagine any-

thing like that big cave and slaves. I

think it was behind the times. . . . The
church was too overdone. It was all right

to show it was bombed, but I thought it

was going to drop any minute. ... In the

advertising to see this movie, it said that

"men fought over her to get a burning kiss

from her lips," and I didn't see any fight-

ing. . . . Gene Tierney looked too dressed-

up—most of the natives had shorts and
she had flowing gowns—and on top she
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had hardly anything. . . . She was the only

one in the picture who didn't do any acting,

you could see how she threw herself down,

it was so movieish. . . . She put on too much
drama, "oh dear! oh dear!" . . . Just because

she is beautiful she sits and looks at you.

Any beautiful girl can do that. . . . Her looks

could be used to better advantage than just

being looked at. . . . She hasn't enough

experience to be a really good movie ac-

tress. The famous actresses in Hollywood

aren't debutantes— they are very well

trained."

In all this, the Young Reviewers saw eye-

to-eye with the mature critics, with the dif-

ference that the former wanted to overlook

the deficiencies. They were attracted visu-

ally to the film and were informed by it so

they were willing to forgive the phonyisms.

They accorded higher acting honors to

Joseph Calleia, who does a magnificent job

in a supporting role, than to the star, Miss

Tierney. They were entertained by the

picture but it is obvious that they also

hoped for more than they got from it.

Politely, they overlook the film's faults

recognizing that entertainment must not be

too divorced from their own sense of good

taste. When they weren't confused, the

Young Reviewers were as critical as the

newspaper reviewers but they humbly ex-

cuse the bad points. The picture will prob-

ably be profitable just because of such

condescension from audiences, but the

Young Reviewers prove that it can't be a

successful recipe for very many pictures.

Selected Pictures

Key to Audience Suitability

f—Family audience (12 years up),

m—Mature audience (18 years up).
j—Juvenile audience (Under 12).
*—Pictures especially worth seeing as above the

average "selected" picture.

Starred Selected Pictures

*THE MAN WHO CAME TO DINNER
/

—

Bctte Davis, Ann Sheridan, Monty JFoollcy.

Based on the play by George S. Kaufman and Moss
Hart. Directed by IFilliam Kcighlcy. IFarner
Bros.

See Critical Comment, p. 8.

REMEMBER THE DAY
/

—

Claudette Colbert, John Payne. Based on the

play by Philo Higley and Philip Dunning. Directed

by Henry King. 20th Century-Fox.

Again, we have a long look at the tragic

love-affairs in a teacher's life told by means
of flash-back. In the spring of her life, she

had been secretly married to another teach-

er in their grammar school but the World
War I made it a short-lived romance. Her
only solace was in a young pupil, a sensitive

boy who was scandalized like the towns-

folk by the secret marriage. He had had a

deep affection for his teacher which was

badly shaken, but years later when the

pupil had risen to be a presidential nom-
inee, the teacher appears before him and he

understands and forgives her early affair.

The past is recreated with considerable

nostalgia, alternately amusing and poig-

nant. Miss Colbert and the young boy are

very moving in what might have been an

overdose of tear-jerking.

SULLIVAN'S TRAVELS
/

—

Paramount.

See Exceptional Photoplays, p. 6.

Selected Pictures

ALL THROUGH THE NIGHT
/

—

Humphrey Bogart, Conrad Veidt, Kaaren
Verne. Original screen story by Leonard O. Ross

and Leonard Spicgelgass. Directed by Fincent

Sherman. JVarner Bros.

As a line puts it, there is indeed more
here than meets the F.B.I. Bogart is in

the familiar role of king-pin in a gangster

ring but accidentally gets embroiled in a

murder which turns out to be but one tiny

facet of the operations of a vast system of

fifth columnists. After many exciting nar-

row escapes, the line is traced up to the
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head of the fifth columnists who are at the

time plotting an explosion in New York
harbor, and Bogart thugs save the city from

annihilation. The build-up is swift and
effective though the final denouement is

rather incredible.

BABES ON BROADWAY
/

—

Mickey Rooney, Judy Garland. Original

screen story by Fred Finklchoffe. Directed by

Busby Berkeley. Metro-Goldivyn-Mayer.

This musical review pays tribute to the

hordes of youngsters who are as yet un-

discovered by the theatrical world but who
are nevertheless capable. The gang of

them gives a show of their own for a benefit

to send some under-privileged kids to the

country. However, the acts are the thing

in this loud affair and they include every-

thing from blackface to Bernhardt and
back. Rooney's exuberance knows no
bounds and the camera never gets off him
for more than seconds, which should gratify

Rooney fans.

BAHAMA PASSAGE
/

—

Stirling Hayden, Madeleine Carroll. Based
on the story by Nelson Hayes. Directed by Ediuard
H. Griffith. Paramount.

Pulchritude, lad-and-lass style, bathed in

the sun of the Caribees and the latest

Technicolor, slowly unfolds an Adam-and-
Eve story with the shadow of an insane

mother and a larcenous father providing

the grim relief. The writing is of the slow

"poetic" kind with innumerable conversa-

tions having their root in love; the direc-

tion dallies in the luxury of the color cam-
era in the islands; the film is long on
photography but short on drama.

BALL OF FIRE
/

—

Gary Cooper, Barbara Stanwyck. Original
screen story by Billy Wilder and Thomas Monroe.
Directed by Howard Hawks. RKO Radio.

A swell idea is embodied in the situation

of eight frowsty old bookworms working on

an encyclopedia and having to refer to a

boogie-wise niterie singer for authoritative

information on slang. The opportunities

were many for developing this, but the

writers chose to drop the theme midway
and devote the story to the battle of an

honest man and a gangster for the girl. It

is moderately funny and original, chiefly

due to a sure performance by Miss Stan-

wyck and some modest buffoonery by the

sages. But they can't quite keep the ball

a-roUing.

BEDTIME STORY
m—Frederick March, Loretta Young, Robert

Benchley. Original screen story by Horace Jackson
and Grant Garrett. Directed by Alexander Hall.

Columbia.

A comedy involving a playwright who
loves the theatre and his wife, a great ac-

tress, who wants a home in the country.

On this issue they quarrel and almost get

a divorce. By a series of devices the hus-

band manages to get his spouse to com-
promise and they have both. Rather talky

and slow for a good while, but the film ends

with a swift riot that is very satisfying.

Throughout the cast does a very nice job.

BLUE, WHITE AND PERFECT
/

—

Lloyd Nolan, Mary Beth Hughes. Based on

the character created by Brett Halliday. Directed
by Herbert I. Leeds. 20th Century-Fox.

The title refers to the diamonds which

are being spirited out of the country by
foreign agents to thwart our production,

since diamonds are allegedly used in dye-

cutting, etc. Detective Michael Shayne is

on their trail, however, and after a hectic

voyage to Honolulu with a dangerous

couturiere, punctuated with shots from a

Maxim Silencer, he finally stops the dia-

mond leakage and accompanying murders.

It's a lively and good-humored mystery.

THE BUGLE SOUNDS
/

—

Wallace Beery. Original screen story by
Lawrence Kimble and Cyril Hume. Directed by
S. Sylvan Simon. Metro-Goldwyn-Mayer.

A good service picture about the mech-
anized cavalry and Wallace Beery playing

the part of an old sergeant with small love

for tanks. The field shots are remarkably

good and the story on which the documen-
tation hangs, if slight, is pleasant enough
and has a swell bang-up ending replete

with saboteurs and Beery heroics. The
star puts over his somewhat sentimental

role with his old precision and all told

makes the film a very enjoyable one.
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THE CORSICAN BROTHERS
/;

—

Douglas Fairbanks Jr., Akim Tamiroff.
Based on the novel by Alexandre Dumas. Directed

by Gregory Ratojf. United Artists.

An expensive filming of a very dated

kind of story but well acted by the leads

and handsomely mounted. The direction

has a good deal of unevenness, slowing

down every now and then, but it achieves

some nicely exciting moments. Chief inter-

est and brilliancy lies in the remarkably

clever trick photegraphy when the two
brothers are together. The bogus science

on which the plot rests is not distressing at

all, in fact it's rather fun.

DR. KILDARE'S VICTORY
/

—

Levj Ay res, Lionel Barrymore, Ann Ayars.
Based upon characters created by Max Brand.
Directed by Major W. S. Van Dyke II. Metro-
Goldivyn-Mayer.

The victory consists in cutting the red

tape that seems to encumber the two hos-

pitals in the town with the necessity of only

accepting patients from the zone which
is proper to each. Kildare runs afoul of

this policy in the case of a young debutante

who needed an emergency operation. She
appears to be the new romantic interest to

come into his life. The people are as pleas-

ant as usual and the film is full of interest-

ing medical items and good performances

but its content is rather trivial.

HELLZAPOPPIN'
/

—

Olsen k Johnson, Martha Raye, Hugh Herbert.
Suggested by the stage play by Olsen & Johnson.
Directed by H. C. Potter. Universal.

All this and Hellzapoppin', too—it's

nerve-wracking but entertaining in a vol-

canic sort of way. Some parts of this

frenzied review will displease a few, but
there is material to tickle the most eclectic

tastes. It makes the old phrase, "covering

the gamut," look pale indeed for added to

a normal musical are the errors of a ham
projectionist, an old western, intrusions of

a zoo, an aquacade, Rosebud, the Hays
label and the quintessence of discontinuity

despite the heavy use of flypaper. A hell-

zapoppinuva good show.

JOHNNY EAGER
m—Robert Taylor, Lana Turner, Edvuard Arnold,

Van Heflin. Original screen story by James Ed-

ivard Grant. Directed by Mervyn LeRoy. Metro-
Goldivyn-Mayer.

A synthetic gangster film freighted with

an unrelieved grimness and an apparently

unending flow of self-sacrifice on the part

of almost everyone in the movie in their

attempt to save Mr. Taylor's soul. A smart

and handsome hoodlum, Johnny has every

one well in hand as he engineers his rackets

from behind the scenes. And certainly ac-

cording to his own definition, Johnny is no
sucker in the way he deals with friend or

foe. That is, not until near the end. The
film is way over long and generally slow.

Handkerchiefs are useful too because

there's a lot of sadness in this picture.

PACIFIC BLACKOUT
/

—

Robert Preston, Martha O'Driscoll. Original
screen story by Franz Spencer and Curt Siodmak.
Directed by Ralph Murphy. Paramount.

A convicted murderer, on his way to

prison, escapes in a test blackout and has

the chance to find out why an unknown
night-club singer had testified falsely

against him. It seems that his murder
would have seriously impaired defense ef-

forts and that fifth columnists might have

won a signal victory over American produc-

tion had the man been convicted. If this

sounds over-wrought, be advised that the

plot is beautifully devised, the hero thwart-

ed at every turn to create suspense, and the

trial blackout and air-raid provide a highly

informative demonstration of effective

civilian protection.

MR. BUG GOES TO TOWN
/;

—

Cartoon Feature produced by Max Fleischer.

Directed by Dave Fleischer. Paramount.

Like all Technicolor feature cartoons,

this one is delightful and should prove a

natural for juvenile audiences. It is about

a community of assorted bugs living on the

last patch of ground left in a busy city.

Finally that property is torn up for a sky-

scraper to be erected and things look black

indeed, especially for Hoppity Bug and his

girl, Honey Bee. But a pent-house proves

the saving of all. It is perhaps a little slow

but it has the warmly amusing insect paral-

lels to human life that are found in "The
Wind in the Willows." The musical scoring

is effective and numerous sub-plots are full

of charm.
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PARIS CALLING
/

—

Elizabeth Bcrgner, Randolph Scott, Basil

Rathbone. Original screen story by John S. Toldy.

Directed by Edivin L. Marin. Universal.

An adventure film with locale in occupied

Paris where a French girl who joins the

underground movement and a stranded

Yankee who flew in the R.A.F. meet, fall

in love and finally defeat the Nazi gang

who try to destroy them. Frankly propa-

ganda, the film after a slow start picks up
momentum and after passages of pathos,

heroism and suspense, ends in swift melo-

drama which if a trifle unlikely is none-the-

less thrilling.

RED RIVER VALLEY
—Roy Rogers. Original screen story by Mal-

colm Stuart Boylan. Directed by Joseph Kane.
Republic.

A nice friendly Western with the time

honored fixin's, a dash of romance and some

very pleasant singing on the part of the

star. Roy, a radio cowboy, comes home to

find his town on the verge of bankruptcy

because of mysterious accidents on a dam
in which the townfolk had sunk most of

their money. He tracks down the criminals

in spite of much opposition and all ends

well.

SOVIET POWER
/

—

A documentary composed of five sections.

Artkino.

A very interesting documentation of

various phases of the activities going on in

the USSR both at war and at peace. The
film obviously is composed of five separate

pieces strung together to make a single

movie. For that reason there is a wide

variance in its quality from a technical

viewpoint. The loveliest part deals with

Armenia, its progress and education under

Soviet rule. Two sections entitled Russia's

Millions Mobilize and For Freedom, Honor
and Country deal with Russia in the present

war. The other two concern the ordering

of life in the Soviet, one. Path of the

Future, outlines the education of the young

from birth to adolescence and the other.

The Soviet Woman, explains and pictures

the position of women in the political and

economic life of the country. The film

has a strong propaganda intent but a large

part of it has beautiful camera work and all

possesses material of general interest.

TUXEDO JUNCTION
/

—

The IVeaver Brothers and Elviry. Original
screen story by Dorrell McGoivan and Stuart

McGoivan. Directed by Frank McDonald. Repub-
lic.

An overdrawn caricature of a poor man
who befriends transient boys to protect

them from a rich neighbor who wants them
put in institutions. There is plenty of

music in the film and no end of the Weaver
wit and kindliness, but the picture could be

whittled down to its own advantage.

THE VANISHING VIRGINIAN
/

—

Frank Morgan, Kathryn Grayson, Spring
Byington. Based on the book by Rebecca Yancey
JVilliams. Directed by Frank Borzage. Metro-
Goldivyn-Mayer.

A frankly biographical film well played

by all the cast, covering the domestic and
political career of a Virginian blueblood.

Nostalgic and tender, it has the kind of

appeal, humorous and touching, that Frank
Morgan can project so well. The type of

film, episodic and chiefly concerned with

character drawing, militates against swift-

ness of presentation but its leisureliness is

rarely draggy.

SELECTED SHORT
SUBJECTS
INFORMATIONALS

CALL, OP CANADA, THE—f—(Magic Carpet)—
A somewhat disconnected but factually interesting
view of parts of Canada and its work for war
production. 20th Centurv-Fox.
*CAVALCADE OF AVIATION—f—A compilation

of newsreel shots of aviation's history in the mak-
ing, showing its hei'oes, its frequent comic inter-
ludes with weird new inventions, and its occasional
tragedies. Universal.
HEDDA HOPPER'S HOLLYWOOD NO. 2—f—

Both at home with William Farnum and in a
Hollywood night-spot. Miss Hopper entertains,
contrasting the old and the new. Paramount.
HERE IS TOMORROW—f—With well documented

information and very little synthetic exaltation,
this short film presents the Cooperative movement
in operation as a possible blueprint for the future.
It describes the factories, buying agencies, research
and kitchen testing bureaus, the insurance and the
credit bvireaus which are all operated as Coopera-
tives, eliminating the middleman. The advantages
of the system are shown as well as the safeguards
preventing its exploitation. Resembling advertising,
it nevertheless stimulates the audience to make
further inquiries about the movement which is

perhaps the highest purpose it could strive for.

Recommended to schools for instructional use. The
Cooperative League of the U.S.A.
KEYS TO ADVENTURE—f—A color short that

takes one through the urban and rural sights of the
Florida Keys. Universal.



20 National Board oi Review Magazine

MARCH OF TIME, THE, NO. 5 (Series S)—f—
"Our .\nierica at War"—Taken from the film, The
Ramparts We Watch, this new issue tells of our
last unification when we declared war in 1917 and
urges harmony for today. Timely but rather heavy
Hag- waving:, too. RKO Radio.
MINNESOTA, LAND OF PLENTT—f—A James

A. Fitzpatrick Traveltalk in Technicolor through
the fertile state of Minnesota providing interesting
views of town and country and unusual historic
landmarks. Metro-Goldwyn-Mayer.
PLAYTIME IN HAWAII—f—( Sport Review)—

Despite its untimeliness, this short shows some
very novel sports events of the natives of Hawaii.
20th Century-Fox.
POPULAR SCIENCE NO. 2—f—The kitchen gad-

gets will stir the ladies while the men will be held
by a complex electronic microscope. Paramount.
QUICK RETURNS—f—(Grantland Rice Sport-

light)—The speed anS. dexterity of modern bad-
minton and table tennis champions interestingly
presented. Paramount.
QUIZ KIDS, THE, NO. 2—f—A learned session

with the junior geniuses ending with a free-for-all
to get three puppies. Paramount.
SITTIN' PRETTY—f—(Grantland Rice Sport-

light;—Lessons on the correct way to sit in a
saddle for everyone from side-saddlers through
jockeys to circus performers. Paramount.
STRANGE FACTS —f— Sea shell ornaments,

cocoanut sculpture and a freak school of shad.
Columbia.
UNUSUAL OCCUlPATIONS NO. 2—f—A group is

presented who have strange jobs, the most fascinat-
ing is a woman keeper of a zoo, most colorful the
man who raises goldfish. Paramount.
WAR CLOUDS IN THE PACIFIC—f—A docu-

mentation of Chinese, Dutch, Soviet, British and

U. S. defenses in the Pacific and the threat of
Japanese attack. Unfortunately the film is like
last fall's newspaper now that war has really come.
Some of the sequences are interesting however.
Me tro -Cioldwyn -Mayer.
WE ilUST HAVE MUSIC—f—An interesting

visit to the part of M-G-M's studio that provides
the music we hear in films. Metro-Goldwyn-Mayer.

MUSICALS

COMMUNITY SING NO. 4 (6th Series)—f—

A

concert of popular songs with Dick Liebert at the
organ. Columbia.
RHUMBA RHYTHM, THE—f—Authentic South

American flavor is provided by Carlos Molina's
band and a troupe of singing and dancing enter-
tainers. Universal.

CARTOONS AND COMEDIES

NIGHT BEFORE CHRISTMAS. THE—fj—(Color
Cartoon)—The Christmas feud of Tom and Jerry,
a cat and mouse respectively, that ends on a peace-
ful and affectionate note worthy of the theme.
Metro-Goldwvn-Maver.
SYMPHONY HOUTl—fj—(Mickey Mouse Cartoon)

—Pluto had a mishap in bringing the instruments
up in an elevator for the Sunday Evening Hour so
the orchestra had to improvise on make-shift horns.
The results are novel, if not good symphony. RKO
Radio.
UNDER THE SPRE.AX)ING BLACKSMITH SHOP
—fj—(Color Cartune)—.Vndy Panda has very amus-
ing troubles shoeing an old gray costume mare
rented from a theatrical agency. Universal.

List of Selected Pictures:

January-December 1941

An alphabetical listing of the pictures

selected for recommendation as good en-

tertainment by the Review Committees of

the Board from January 1st through De-
cember 31st, 1941. This listing, like that

for 1939 and 1940, is published in place of

the former Annual Catalog of Selected

Pictures.

Key to Abbreviations

f—Family Audience (12 years up),

m—Mature Audience (18 years up),

j—Juvenile Audience (Under 12 years).

—An above-the-average picture.

Month following picture refers to the Mag-
azine Selected Pictures Guide in which

reviewed.

ex—Indicates a review in the Exceptional

Photoplays Department of the Maga-
zine.

FEATURES

m .ADAM HAD FOUR SONS—Col.—Mar.
fj ADVENTURE IN WASHINGTON—Col.—Sept.
f ,AJ^TER "ilEIN K.4:MPF"—Crystal—Feb.
f *-\LL THAT MON'FIY CAN BUY—RKO—Sept.,

ex.
f .\LL THROUGH THE NIGHT—Warner—Jan.

'12

m .OIONG THE LH'INC^—Para.—Oct.
f ANDY H.AJIDY'S PRR'ATE SECRETARY—

Metro—Mar.
fj -APACHE KID, THE—Rep.—Oct.
m 'APPOINTMENT FOR LOVE—Univ.—Nov.
f B-AJBES ON BROADWAY—Metro—Jan. '42

m *BACK STREET—Univ.—Feb.
f BAD MEN OF MISSOURI—Warner—Sept.
f BADLANDS OF D-\KOTA—Univ.—Oct.
f BAH-\JiL\ PASSAGE—Para.—Jan. '42

f BALL OF FIRE—RKO—Jan. '42

f BARNACLE BILI^Metro—Sept.
m BEDTIME STORY—Col. Jan. '42

f BELLE STARR—20th Cent.—Oct.
BEYOND THE L-A_W (see "Sealed Lips")

f BIG BOSS—Col.—May
f BIG STORE, THE—Metro—Sept.

f BILLY THE KID—Metro—Sept.

f BIRTH OF THE BLUES, THE—Para.—Oct.
f BLONDE INSPIRATION—Metro—Feb.
f BLONDIE GOES LATIN—Col.—Mar.
f BLONDIE IN SOCIETY—Col.—Sept.
m *BLOOD AND SAND—20th Cent.—Sept.
f *BLOSSOMS IN THE DUST—iletro—Sept.
f BLLT:, WHITE AND PERFECT—20th Cent.

—

Jan. '42
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f BLYGE ANTON (Bashful Anton)—Scandia—
Sept.

f BODY DISAPPEARS, THE--Warner—Dec.
f BOMBAY CLIPPER—Univ.—Oct.
f BRIDE CAME C.O.D., THE—Warner—Sept.
f BROADWAY LIMITED—U.A.—Sept.
f BUCK PRIVATES—Univ.—Feb.
f *BURMA CONVOY—Univ.—Oct.
f BUY ME THAT TOWN—Para.-Oct.
f CADET GIRL—20th Cent.—Dec.
f CAUGHT IN THE DRAFT—Para.—Sept.
f *CHARLEY'S AUNT—20th Cent.—Sept.
f CHARLIE CHAN IN RIO—20th Cent.—Oct.
f *CHEERS FOR MISS BISHOP—U.A.—Mar.
f CHOCOLATE SOLDIER, THE—Metro—Nov.
m *CITIZEN KANE^RKO—May, ex.
f *COME LIVE WITH ME—Metro—Feb.
f COME ON DANGER—RKO—Dec.
f CONFIRM OR DENY—20th Cent.—Dec.
f CONVOY—RKO—Feb.

fj CORSICAN BROTHERS, THE—LT.A.—Jan. '42

f COWBOY AND THE BLONDE, THE—20th
Cent.—May

f DANCE HALI^20th Cent.—Sept.
f DATE WITH THE FALCON, A—RKO—Dec.
f DE.\D MEN'S SHOES—Mono.—Sept.
f DESERT BANDIT—Rep.—Sept.
m DESIGN FOR SCANDAI^Metro—Dec.
f *DEVIL AND MISS JONES, THE—RKO—Apr.

,

f DEVIL PAYS OFF, THE—Rep.—Dec.
f *DIVE BOMBER^Warner-Oct.
f DOCTORS DON'T TELI^Rep.—Oct.
m *DR. JEKYLL AND MR. HYDE—Metro-Sept.
f DR. KILDARE'S VICTORY—Metro—Jan. '42

f DR. KILDARE'S WEDDING DAY—Metro—Oct.
f DOWN IN SAN DIEGO—Metro—Oct.
f DOWN MEXICO WAY—Rep.—Nov.
f DRESSED TO KILL—20th Cent.—Sept.

fj DRIFTIN' KID, THE—Mono.—Nov.
f DUDE COWBOY—RKO^Oct.

fj »DUMBO—RKO—Oct., ex.

f EN SJOMAN TILL HAST (A Sailor on Horse-
back)—Scandia—Dec.

f FATHER TAKES A WIFE—RKO—Oct.
m FEMININE TOUCH, THE—Metro—Nov.
f *FLAME OF NEW ORLEANS—Univ.—May, ex.
m *FLIGHT FROM DESTINY—Warner—Mar., ex.
f FLYING C.\DETS—Univ.—Oct.
f *FOOTSTEPS IN THE DARK—Warner—Mar.
f »40,000 HORSEMEN—S. S. Krellberg:-Nov.
f *FOUR MOTHERS—Warner—Feb.

fj *FRANK BUCK'S JUNGLE CAVALCADE—
RKO—Sept.

m FREE AND EASY—Metro—Mar.
fj FUGITIVE VALLEY—Range Busters—Sept.
f GANGS OF SONORA—Rep.—Sept.
f GAY F.AJ^CON, THE—RKO—Oct.
f *GIRL IN THE NEWS, THE—20th Cent.—Feb.
f GIRL MUST Ln^E. A—Univ.—Sept.
f GLAMOUR BOY—Para.—Oct.
f GO WEST YOUNG LADY—Col.—Dec.
f GOLDEN HOOFS—20th Cent.—Feb.
f GREAT AMERICAN BROADCAST, THE—20th

Cent.—^May
f GREAT COMMANDMENT, THEi—20th Cent.—

May
f GREAT GUNS—20th Cent.—Oct.
m 'GREAT LIE, THE—Warner—Apr.
fj GREAT MR. NOBODY, THE—Warner—Mar.
f GREAT SWINDLE, THE—Col.—Apr.
f GREAT TRAIN ROBBERY, THE^Rep.—Mar.

fj GUNMAN FROM BODIE, THE—Mono.-Nov.
m *H. M. PULHAM, ESQ.—Metro—Dec.
f HANNA I SOCIETEN (Hanna in Society)-

Scandia—^Dec.
f HELLZAPOPPIN'—Univ.—Jan. '42

fj—HENRY ALDRICH FOR PRESIDENT—Para.
—Oct.

f *HERE COMES MR. JORDAN—Col.—Oct., ex.

HERR HUSASSISTENTEN (see "Kokskaval-
jeren")

m HIGH SIERRA—Warner—Feb., ex.

m *HOLD BACK THE DAWN—Para.—Sept.
m HONKY TONK—Metro—Oct.

HOT SPOT (see "I Wake Up Screaming")
f HOUSE OF MYSTERY—Mono.—Sept.
f *HOW GREEN WAS MY" VALLEY—20th Cent.

Fox—Nov., ex.

f HURRICANE SMITH—Rep.—Sept.
m I WAKE UP SCREjVMIN(3—20th Cent.—Nov.

f *I WANTED WINGS—Para.—Apr.
f ICE CAPADES—Rep.—Oct.
f INTERNATIONAL LADY—U. A.—Nov.
f INTERNATIONAL SQUADRON—Warner—Dec.
f INVISIBLE WOMAN, THE—Univ.—Feb.
f *IT STARTED WITH EVE^-Univ.—Oct.
f JAIL HOUSE BLUES—Univ.—Sept.
m JOHNNY EAGER—Metro—Jan. '42

f KATHLEEN—Metro—Dec.
f KEEP 'EM FLYING—Univ.—Dec.
f KEEPING COMPANY—Metro—Jan.
f KID FROM KANSAS, THE—Univ.—Oct.
f KING OF THE WHITE ELEPHANT, THE^

Louis Bonomyong—May
f KISS THE BOYS GOODBYE—Para.—May
f KNOCKOUT—Warner—Apr.
f KOKSKAVALJEREN (The Kitchen Cavalier)—Scandia—May
f *KUKAN—Adventure Films (Herbert Edwards)

—Oct.
m 'LADIES IN RETIREMENT—Col.—Oct., ex.
f LADY BE GOOD—Metro—Oct.
f LADY EVE, THE)—Para.—Mar., ex.
f LADY FROM CHEYENNE, THE—Univ.—Apr.
f LADY FROM LOUISIANA, THE^Rep.—May
f LADY SCARFACE>—RKO—Sept.
f LAND, THE—U.S. Dept. of Agriculture—Dec,

ex.
fj 'LAND OF LIBERTY—Metro—Feb.
f LANDSTORMENS LILLA LOTTA (The Sol-

diers' Little Lotta)—Scandiaj—Apr.
f LAW OF THE TROPICS—Warner—Oct.
f LIFE BEGINS FOR ANDY HARDY—Metro—

Oct.
m *LITTLE FOXES, THE>—RKO—Sept., ex.
f LONE RIDER RIDES ON, THE—Pro.—Feb.
f LONE WOLF TAKES A CHANCE, THE—Col.—Apr.
f LOUISIANA PURCHASE—Para.—Dec.
f LOVE CRAZY—Metro—Sept.
m LYDIA—U.A.—Oct.
f MAIL TRAIN—20th Cent.—Sept.
f MAISIE WAS A LADY—Metro—Feb.
m MAJOR BARBARA—U.A.—Mav, ex.
m MALTESE FALCON, THE—Warner^Nov., ex.
f *MAN HUNT—20th Cent.—Sept.
f MAN WHO CAME TO DINNER, THE—Warner

—Jan. '42

m '•MARRIED BACHELOR—Metro—Nov.
f MEDICO OF P.\JNTED SPRINGS, THE—Col.

—Sept.
f MEET JOHN DOE—Warner—Apr., ex.
f MEET THE CHUMP—Univ.—Feb.

fj MELODY FOR THREE—RKO—Mar.
f MEN IN HER LIFE, THEi—Col.—Dec.
f MEN OP BOYS TOWN—Metro—Apr.
m MERCY ISLAND—Rep.—Nov.

MIDNIGHT ANGEL (see "Pacific Blackout")
f MILLION DOLLAR BABY—Warner—Sept.
f MISSING TEN DAYS—Col.—Mar.
m MODEL WIFE—Univ.—Apr.
f MOON OVER HER SHOULDER—20th Cent.—

Nov.
f MOON OVER MIAMI—20th Cent.—Sept.
f MOONLIGHT IN HAWAII—Univ.—Sept.
m MR. AND MRS. SMITH—RKO—Feb.
fj MR. BUG GOES TO TOWN—Para.—Jan. '42

f MR. CELEBRITY—Pro.—Oct.
f MR. DISTRICT ATTORNEY—Rep.—Apr.

fj NAVAL ACADEMY—Col.—Sept.
f NEVER GIVE A SUCKER AN EVEN BREAK—Univ.—-Nov.
f NEW WINE—U.A.—Nov.
f NEW YORK TOWN—Para.—Sept.
f NIAGARA FALLS—U.A.—Oct.
f NICE GIRL?—Univ.—Mar.
f NIGHT OF JANUARY 16th, THE—Para.—Oct.
f NINE LIVES ARE NOT ENOUGH—Warner-

Oct.
f NO GREATER SIN—University Film Produc-

tions, Inc.^—Sept.
f NOTHING BUT THE TRUTH—Para.—Oct
f NURSE'S SECRET. THE—Warner—May
f OBLIGING YOUNG LADY—RKO—Dec.
f *ONE FOOT IN HEAVEN—Warner—Nov.
f ONE NIGHT IN LISBON—Para.—May
f OUR WIFE>—Col.—Oct.
m OUT OF THE FOG—Warner—Sept.
f PACIFIC BLACKOUT—Para.—Jan. '42
f *PARACHUTE BATTALION—RKO—Sept.
f PARIS CALLING—Univ.—Jan. '42
f PARSON OF PANAMINT, THE)—Para.—Sept
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f PENALTY, THE—Metro—Mar.
m PENNY SERENADE—Col.—May
f PEOPLE VS. Dr. KILDARE, THE—Metro-

May
f PEPE-LE-MOKO—Mayer & Burstyn—Apr., ex.

f PITTSBURGH KID, THE—Rep.—Oct.
m PLAY GIRI^RKO—Jan.
f PLAYMATES—RKO—Dec.
f POISON PEN—Rep.—Sept.
f 'POT O' GOLD—U.A.—Apr.
f QUIET WEDDING—Univ.—Oct.
m *RAGE IN HEAVEN'—Metro—Mar., ex.

f RAWHIDE RANGER—Univ.—Sept.
f REACHING FOR THE SUN—Para.—Mar.

fj RED RIVER VALLEY—Rep.—Jan. '42

fj 'RELUCTANT DRAGON, THE—RKO—Sept., ex.

f REMARKABLE MR. KIPPS, THE—20th Cent.—^Nov., ex.
f 'REMEMBER THE DAY—20th Cent.—Jan. '42

f RIDE KELLY RID'fe—20th Cent.—Feb.
f RIDE ON VAQUERO—20th Cent.—Apr.
f RIDERS OF THE PURPLE SAGE—20th Cent.

—Oct.
f RIDIN' ON A RAINBOW—Rep.—Feb.
f RINGSIDE MAISIE—Metro—Sept.

f RISE AND SHINE—20th Cent.—Dec.
f ROAD AGENT—Univ.—Dec.
f ROAD SHOW—U.A.—Apr.
f ROAD TO ZANZIBAR—Para.—Mar., ex.

f *RUGGLES OF RED GAP—Para.—Sept.
f SAINT IN PALM SPRINGS, THE—RKO—Jan.

fj SCATTERGOOD BAINES—RKO—Feb.
f SCATTERGOOD PULLS THE STRINGS—RKO

—Sept.
f SEA WOLF, THE—Warner—Apr.
f SCOTLAND YARD—20th Cent.—Apr.
t SEALED LIPS—Univ.—Sept.
f 'SERGEANT YORK—Warner—Sept.. ex.

f SHADOW OF THE THIN MAN—Metro—Nov.
f SHE KNEW ALL THE ANSWERS—Col.—Sept.
f SHEPHERD OF THE HILLS, THE—Para.—

Sept.
m 'SHINING VICTORY—Warner—Sept., ex.

f SIERRA SUEU-Rep.—Dec.
f SIGN OF THE WOLF, THE—Mono.—Apr.
f SINGING HILL, THE—Rep.—May
f SIS HOPKINS—Rep.—May

fj SIX-GUN GOLD—RKO—Sept.
m SKYLARK—Para.—Oct.
f SMALL TOWN DEB^20th Cent.—Nov.
f 'SMILIN' THROUGH—Metro—Oct.
m SO ENDS OUR NIGHT—U.A.—Mar.
f SOVIET POWER—Artltino—Jan. '42

f 'STARS LOOK DOWN, THE—Metro—Sept., ex.

f 'STORY OF THE VATICAN, THE—RKO—Oct.
f STRANGE ALIBI—Warner—May
f 'STRAWBERRY BLONDE, THE^Warner—Mar.
f 'SULLIVAN'S TRAVELS—Para.—Jan. '42, ex.

f 'SUN VALLEY SERENADE—20th Cent.—Oct.
f SUNDOWN—U.A.—Nov.
f 'SUNNY—RKO—Sept.
f SUNSET IN WYOMING—Rep.—Sept.
m 'SUSPICION—RKO—Nov., ex.
f 'SWAMP WATER—20th Cent.—Dec, ex.

f 'TALL, DARK AND HANDSOMEL-20th Cent.
—Feb.

f 'TANKS A MILLION—U.A.—Oct.
f 'TARGET FOR TONIGHT—Warner—Dec, ex.
f TARZAN'S SECRET TREASURE—Metro—Dec.
f TEXAS—Col.—Oct.
m 'THAT HAMILTON WOMAN—U.A.—Apr., ex.

f THAT NIGHT IN RIO—20th Cent.—Mar.
f 'THAT UNCERTAIN FEELING—U.A.—Mar.
f THEY DARE NOT LOVE—Col.—May
f THEY DIED WITH THEIR BOOTS ON—

Warner—^Dec.

f THEY MEET AGAIN—RKO—Sept.
f THEY MET IN BOMBAY—Metro—Sept.
f 'THEY MET ON SKIS—C.L.M. Import Corp.—
May

f THIEVES FALL OUT—Warner—May
m 'THIS THING CALLED LOVE—Col.—Feb.
f THIS WOMAN IS MINE—Univ.—Oct.
f 3 SONS O'GUNS—Warner—Sept.
f TIGHT SHOES—Univ.—Sept.
m 'TOBACCO ROAD—20th Cent.—Mar.
f 'TOM, DICK AND HARRY—RKO—Sept., ex.

f TOPPER RETURNS—U.A.—Apr.
f TRIAL OF MARY DUGAN, THE—Metro—Mar.
f TUMBLE-DOWN RANCH IN ARIZONA —

Range Busters—May

f TUXEDO JUNCTION—Rep.—Jan. '42

m 'TWO-FACED WOMAN—Metro—Dec, ex.
f TWO LATINS FROM MANHATTAN—Col.—Oct.
fj UNDER FIESTA STARS—Rep. Oct.
f *UNDERGROUND—Warner—Sept.
f UNEXPECTED UNCLE—RKO—Oct.
f UNFINISHED BUSINESS—Univ.—Oct.
f UNHOLY PARTNERS—Metro—Nov.
m 'UNIVERSITY OF LIFEi—Artkino—May
f VANISHING VIRGINLIN, THE—Metro—Jan.

'42

f VI PA SOLGLANTAN (We and Our Little
Farm )—.Scandia—Feb.

f VIE TVA (We Two)—Scandia—Feb.
f 'VIRGINIA—Para.—Feb.
f 'VOICE IN THE NIGHT, A—Col.—Sept.
f WAGONS ROLL AT NIGHT, THE—Warner-

May
f WE GO FAST—20th Cent.—Oct.
m WEEK-END FOR THREE—RKO—Nov.
f WEEK-END IN HAVANA—20th Cent.—Oct.
f 'WESTERN UNION—20th Cent—Feb.
m WHEN LADIES MEET—Metro—Oct.
f WHISTLING IN THE DARK—Metro—Oct.
f WILD GEESE CALLING—20th Cent.—Sept.
f WILD MAN OF BORNEO, THE^Metro—Feb.
m *WOMAN'S FACE, A—Metro—May
f WORLD PREMIERE—Para.—Oct.
f YANK IN THE R.A.F., A—20th Cent.—Oct.
f 'YOU'LL NEVER GET RICH—Col.—Oct.
f ZIEGFIELD GIRL—Metro—May

INFORMATIONALS

f ABROAD AT HOME—Col.—May
f ALASKA TOUR—Col.—Dec.

fj 'ALIVE IN THE DEEP—Woodard Prods. Co.—
Mar.

f ALLURING ALASKA—Metro.—Mar.
f ALUMINUM—U. S. Office of Emergency Man-

agement—Oct.
f AMERICAN SPOKEN HERE—Metro—Jan.
f ANNAPOLIS SALUTES THE NAVY—Univ.—

Dec.
f AQUAPLAY—Col.—Sept.
f ARCTIC SPRING TIME—20th Cent.—May
f 'ARISTOCRATS OF THE KENNEI^20th Cent.

—Oct.
fj ARMY CHAMPIONS—Metro—Nov.
f AT THE STROKE OF TWELVE—^Vita.—Dec.

fj BABY SEAL, THE—20th Cent.—Apr.
f BATTLE, THE—Metro—Sept.
f BATTLE OF THE ATLANTIC, THE—20th

Cent.—May
f BEAUTIFUL ONTARIO—Col.—Sept.
f BEAUTY AND THE BEACH—Para.—Oct.
f BIG BILL TILDEN—Vita.—Sept.
f BOMBER—U. S. Motion Picture Committee—

Oct.
f BUENOS AIRES TODAY—Col.—Nov.
f 'CABALLERO COLLEGE—RKO-—Mar.
f CALL OF CANADA, THE—20th Cent.—Jan.

•42

f 'CAVALCADE OF AVIATION—Univ.—Jan. '42

f CANINE SKETCHES—Para.—Mar.
fj CAPITAL SIDELIGHTS—Col.—Sept.
m CHANGED IDENTITY—Metro—Dec.
f COFFINS ON WHEELS—Metro—Sept.
f DELHI—Para.—Mar.
f DIARY OF A RACING PIGEON, THE—Vita.—

Feb.
f DOG OBEDIENCE—RKO—Nov.
f EMPIRE IN EXILE—20th Cent.—Sept.

fj EXPLORING SPACE—Col.—Oct.
f FANCY ANSWERS—Metro—Dec.
f FEATHERS—Col.—Apr.
f FIGHTER PILOT—Col.—Sept.
f 'FORBIDDEN PASSAGE—Metro—Mar.
f FROM SINGAPORE TO HONG KONG—Col.—

Mar.
f GALLUP POLL, THE—Col.—Nov.
f GARDEN SPOT OF THE EARTH^Univ.—Sept.
f GEORGE WASHINGTON, COUNTRY
GENTLEMAN—Univ.—Oct.

f GEORGETOWN, "PRIDE OF PENANG"—
Metro—Dec.

f GHOST TREASURE—Metro—Oct.
fj GLACIER TRAILS—20th Cent.—Oct.
f GLIMPSES OF FLORIDA—Metro—Oct.
f GLIMPSES OF KENTUCKY—Metro—Apr.
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f GLIMPSES OF WASHINGTON STATE—Metro
—May

f GOING PLACES NO. 87-92—Univ.—Mar. -Sept.
fj GREAT MEDDLER, THE]—Metro—Feb.
f 'GUARDIANS OF THE WILDS—Para.—Oct.
f HAITI, LAND OF DARK MAJESTY—Metro—

Sept.
f HANDS OF DESTINY-Para.—Sept.
f HARVESTS FOR TOMORROW—U. S. Dept. of

Agriculture—Sept.
f HEDDA HOPPER'S HOLLYWOOD NO. 2—

f HERE COMES THE CAVALRY—Vita.—Oct.
f HERE IS TOMORROW — The Cooperative

League of U.S.A.—Jan. '42

f HIGHWAY OF FRIENDSHIP^20th Cent.—
Nov.

f HOBBIES—Metro—Nov.
fj HOOLA BOOLA—Para.—Sept.
fj HOW GOES CHILE—RKO—Sept.
f HOW WAR CAME—Col.—Dec.
f HUNTING THE HARD WAY—Vita.—Oct.
f INDIAN DURBAR—Para.—Mav
f INFORMATION PLEASE NO. 6-13—RKO—

Feb. -Oct.
f INFORMATION PLEASE NO. 1-2—RKO—Oct.

-

Nov.
f INTERNATIONAL FORUM NO. 1-3—Col.—

May- Nov.
f INSIDE PASSAGE—Metro—Oct.
f ISLANDS OF THE WEST INDIES—Col.—Feb.
f JOURNEY IN TUNISIA^Col.—Oct.

fj *JUNGLE3—Para.—Sept.
f KEYS TO ADVENTURE—Univ.—Jan. '42

f KINGS OF THE TURF—Vita.—Dec.
f LETTER FROM CAIRO, A—20th Cent.—Sept.
f LIONS ON THE LOOSE—Metro—Sept.
f MAN WHO CHANGED THE WORLD, THE—

Metro—Sept.
f MARCH ON MARINES—Vita.—Feb.
f MARCH OF TIME, THE, 7th series, Nos. 5-13;

8th series, Nos. 1-.5—RKO—Feb.-Jan. '42

f MEDITERRANEAN PORTS OF CALL—Metro—
Feb.

f MEET THE FLEET—Vita.—Mar.
f MEET THE STARS Nos. 2, 5-8—Rep.—Feb.-

Sept.
fj MEN AND SHIPS—U. S. Maritime Commission
—Mar.

f *MEN OF LIGHTSHIP "61"—20th Cent.—Apr.
f MEXICAN JUMPING BEANS—Vita.—Feb.
f MINNESOTA, LAND OF PLENTY-Metro-

Jan. '42

f MIRACLE OF HYDRO, THE—20th Cent.—Apr.
f MOBY DICK'S HOME TOWN—Univ.—Sect,
f MODERN HIGHWAY, THE—20th Cent.—Feb.
f MORE ABOUT NOSTRADAMUS—Metro—Feb.
f *MORE TRIFLES OF IMPORTANCE—Metro-

Apr.
f NEW YORK PARADE No. 1—Col.—Mar.
f NICE WORK IF YOU CAN DO IT—Col.—Feb.
f NORTHERN NEIGHBORS—Univ.—Oct.
f *OF PUPS AND PUZZLES—Metro—Oct.
f OLD AND NEW ARIZONA—Col.—Feb.

fj *OLD NEW ORLEANS—Metro—Feb.
fj 1-2-3, GO—Metro—Mav
f OUT OF DARKNESS—Metro—May
f PAMPAS PADDOCK—RKO—Oct.
f PEACEFUL QUEBEC AT WAR—Univ.—Dec.
f *PERILS OF THE JUNGLE—Vita.—Dec.
f PICTURE PEOPLE No. 5—RKO—Feb.
f PICTURE PEOPLE, Nos. 1-^RKO—Oct.-Dec.
f POPULAR SCIENCE, Nos. 3-6—Para.—Feb,

-

Sept.
f POPULAR SCIENCE No. 2—Para.—Jan. '42

fj POWER FOR DEFENSE—Natl. Defense Advis-
ory Commission—Mar.

f QUIZ BIZ, WHAT'S YOUR I.Q. No. 4—Metro—Mar.
f QUIZ KIDS, THE, Nos. 1-2—Para.—Oct.-Jan.

'42

fj RED, WHITE AND BLUE HAWAII—Para.—
Mar.

f REDMEN ON PARADE—Metro—Feb.
f RESPECT THE LAW—Metro—Feb.
f ROAD TO INDIA, A—Para.—Nov.
f SACRED GANGES, THE—Para.—Feb.
f SAGEBRUSH AND SILVER—20th Cent.—Sept.
f SAN FRANCISCO^Col.—May
f SCENIC GRANDEUR—Metro—Dec.

f SCREEN SNAPSHOTS, Nos. 1-3, 6, 9—Col.—
B^eb.-Sept.

f SCREEN SNAPSHOTS, Nos. 2-3—Col.—Oct.

-

Nov.
f SEA FOR YOURSELF—Metro—Feb.
f SENTINELS OF THE CARIBBEAN—20th Cent.—Mar.
f SEEING EYE, THE—Vita.—Sept.
f SHARK HUNTING—Vita.—Feb.
f SO YOU THINK YOU KNOW MUSIC—Col.—

Sept.
f SO YOU THINK YOU KNOW MUSIC No. 1—

Col.—Oct.
f SOJOURN IN HAVANA—Col.—Feb.
f SOLDIERS OF THE SKY—20th Cent.—Feb.
f STRANGE FACTS—Col.—Jan. '42

f STRANGE TESTAMENT—Metro—Dec.
f STRANGER THAN FICTION, Nos. 87-99—

Univ.—Mar. -Dec.
f SUCKER LIST—Metro—Oct.
n SWING CLEANING—Para.—May
fj SYMPHONY HOUR—RKO—Jan. '42

f TAKE IT OR LEAVE IT No. 3—Col.—Mar.
f TAKE IT OR LEAVE IT—Col.—Sept.
f TAKE THE AIR—Vita.—Mar.
f TANKS ARE COMING—Vita.—Dec.
m TELL TALE HEART, THE—Metro—Nov.
f THIS IS ENGLAND—Col.—May
f THIS IS THE BOWERY—Metro—Sept.
f TRAIL OF THE BUCCANEERS, THE—Univ.—

Oct.
fj TRAINING POLICE HORSES—20th Cent.—Feb.
f TRIUMPH WITHOUT DRUMS—Metro—Nov.

fj TVA—Tennessee Valley Authority—Mar.
f UNITED STATES MILITARY ACADEMY,
WEST POINT, THE—Col.—Feb.

f UNITED STATES NAVAL ACADEMY, THEi—
Col.—Mar.

f UNUSUAL CRAFTS—Col.—Feb.
f UNUSUAL OCCUPATIONS Nos. 3-6; new series

Nos. 1-2—Para.—Mar.-Jan. '42

f VILLAGE IN INDIA, A—Para.—Mar.
f VIVA MEXICO!—Metro—Dec.
f WAR CLOUDS IN THE PACIFIC—Metro—Jan.

'42

f WASHINGTON PARADE No. 4—Col.—May
f WHISPERS—Metro—Mar.
f WHITE SAILS—Vita.—Dec.
f WILD BOAR HUNT—Vita.—Apr.

fj *WILLY AND THE MOUSE—Metro—May
f WINGS OF STEEL—Vita.—Sept.
f WINTER IN ESKIMO LAND—20th Cent.—Sept.
f WOMEN IN PHOTOGRAPHY—Col.—Dec.
f *WONDERS OF THE SEA—20th Cent.—Dec.
f WORLD OF SOUND, THE—Col.—Oct.
f YOSEMITE, THE MAGNIFICENT—Metro-

May
f YOU CAN'T FOOL A CAMERA—Metro—May
f YOU, THE PEOPLE—Metro—Jan.
f YOUR LAST ACT—Metro—Sept.

MUSICALS

m 'CARNIVAL OF RHYTHM—Vita.—Oct.
f COMMUNITY SING No. 4 (5th series)—Col.—

Feb.
f COMMUNITY SING No. 4 (6th series)-Col.—

Jan. '42

f CUBAN RHYTHM—Metro—Sept.
f DOIN' THE TOWN—Univ.—Nov.
f FORTY BOYS AND A SONG—Vita.—Dec.
f FREDDY MARTIN AND ORCHESTRA-Vita.
—Apr.

f HENRY BUSSE AND HIS ORCHESTRA—Vita.
—Fel3.

f IN THE GROOVE—Univ.—Oct.
f MINSTREL DAYS—Vita.—Dec.
f MUSIC A LA KIN(3—Univ.—Sept.
f MUSIC IN THE MORGAN MANNER—Univ.—

Mar.
f ONCE UPON A SUMMERTIME—Univ.—Sept.
f RHUMBA RHYTHM, THE—Univ.-Jan. '42

f SHADOWS IN SWING—Univ.—May
f SKINNAY ENNIS AND HIS' ORCHESTRA—

Vita.—Feb.
f SKYLINE SERENADE—Univ.—Nov.
f THOSE GOOD OLD DAYS—Vita.—Oct.
f UNIVERSITY OF SOUTHERN CALIFORNIA
BAND—Vita.—Dec.

f WE MUST HAVE MUSIC—Metro—Jan. '42
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SPORTS

f ACROBATIC ACES—Para.—Mar.
f CALIFORNIA THOROUGHBREDS — Vita. —

Feb.
f CRAIG- WOOI>-RKO—Sept.
f CRYSTAL FLYERS—RKO—Dec.
f DIVING THRILLS—Col.—Sept.
f FIGHT, FISH, FIGHT—Vita.—Mar.
f FOOTBALL THRILLS, 1940—Metro—Nov.

fj FUN ON ROLLERS—20th Cent.—Sept.
f GAUCHO SPORT—RKO—Dec.
f IT HAPPENS ON ROLLERS—Vita.—Oct.
f JOCKEY'S DAY—RKO—Sept.
f JUNGLE ARCHER—Col.—May
f JUNGLE FISHING—Col.—Oct.
f LASSO WIZARDS—Para.—Sept.
f 'LIFE OF A THOROUGHBRED—20th Cent.—

Dec. ,
f LIONS FOR SALE—Vita.—Oct.
f MARINE ROUND-UP—Para.—Jan.
f MAT MEN—RKO—Feb.
f MEET THE CHAMPS—Para.—Oct.
f ON THE SPOT—Para.—May
f PLAYING WITH NEPTUNE—20th Cent.—Apr.
f PLAYTIME IN HAWAII—20th Cent.—Jan. '42

f POLO CHAMPIONS—Col.—Dec.
f QUICK RETURNS—Para.—Jan. '42

f RODEO GOES TO TOWN, THE—20th Cent.—
Feb.

f ROLLING RHYTHM—RKO—Sept.
f SAIL HO!—Vita.—Sept.
f SHOOTING MERMAIDS—Para.—Oct.
f SITTIN' PRETTY—Para.—Jan. '42

f SKY SAILING—Vita.—Sept.
f SNOW DOGS—Para.—Sept.
f SHOW DOGS—Col.—Oct.
f SPLITS, SPARES AND STRIKES—Col.—Mar.
f STEEDS AND STEERS—RKO—Sept.
f SWORD SOLDIERS—RKO—May
f SYMPHONY IN SNOW—20th Cent.—Apr.
f TEE UP—Col.—Sept.
f WATER BUGS—Metro—Oct.
f WATER SPORTS—Vita.—Dec.
f WHAT'S LACROSSE—Para.—Oct.

SERIALS

f RIDERS OF DEATH VALLEY Nos. 3-15—
Univ.—Feb. Apr.

f SKY RAIDERS Nos. 1-12—Univ.—Feb. -Apr.
fj TOY TROUBLE—Vita.—Sept.
fj TRIAL OF MR. WOLF—Vita.—Sept.
fj TRUANT OFFICER DONALD—RKO- Sept.
f TWO FOR THE ZOO—Para—.Mar.

fj UNCLE JOEY—20th Cent.—May
fj UNCLE JOEY COMES TO TOWN—20th Cent.

—Oct.
fj UNDER THE SPREADING BLACKSMITH

SHOP—Univ.—Jan. '42

fj VILLAGE SMITHY. THE—RKO—Nov.
f WACKY wildlife:—Vita.—Feb.

fi WACKY WORM, THE—Vita.—Oct.
fj WE, THE ANIMALS SQUEAK—Vita.—Oct.
fj WELCOME LITTLE STRANGER—20th Cent.

—Oct.
f WESTERN daze:—Para,—Feb.

fj WHAT HAPPENS AT NIGHT—20th Cent.—
Sept.

fj WHAT'S COOKIN'—Univ.—Nov.
fj WHEN KNIGHTS WERE BOLD—20th Cent.—

Apr.
fj WHO'S ZOO IN HOLLYWOOD—Col.—Dec.
fj WILD OYSTERS—Para.—Mar.
fj WOODY WOODPECKER—Univ.—Sept.
fj YARN ABOUT YARNS, A—20th Cent.—Dec.

COMEDIES AND NOVELTIES

f ALI, THE GIANT KILLER—Col.—Feb.
f ALICE IN MOVIELAND—Vita.—Feb.
f BREEZY LITTLE BEARS—Para.—Feb.
f COME BACK MISS PIPPS—Metro—Nov.
f CRIME CONTROI^Para.—Apr.
f DOG IN THE ORCHARD—Vita.—Feb.
f FLICKER MEMORIES—Metro—Nov.

f FORGOTTEN MAN, THE—Para.-May
f GENERAL NUISANCE—Col.—Oct.
f HAPPIEST MAN ON EARTH^Metro—Feb.
£ HAPPY FACES—Vita.—Oct.
f HELPING HANDS—Metro—Oct.
f HOW TO TAKE A VACATION—Para.—Nov.
f LOVE'S INTRIGUE>-Vita.—Feb.
f MISSISSIPPI SWING—20th Cent.—Feb.
f PENNY TO THE RESCUE:—Metro—Feb.
f READY, WILLING BUT UNABLE—Col.—Maym WAITING FOR BABY—Para.—Feb.
f WEDDING BILLS—Metro—Jan.

CARTOONS
fj ABDUL THE BULBUL-AMEER—Metro—Mar.
fj ALL THIS AND RABBIT STEW—Vita.—Dec.
fj ALLEY CAT, THE—Metro—Sept.
fj ART OF SELF DEFENSE, THE—RKO—Oct.
fj BAGGAGE BUSTERS—RKO—Mar.
f BEDTIME FOR SNIFFLES—Vita.—Feb.

fj BIRD TOWER, THE^20th Cent.—Dec.
fj BRAVE LITTLE BAT, THEJ—Vita. Dec.
fj BRINGING HOME THE BACON—20 th Cent.—

Sept.
fj CAT'S TALE, THE—Vita.—Mar.
fj CHEJF DONALD—RKO—Oct.
fj CHILD PSYKOLOJIKY—Para.—Sept.
fj COY DECOY—Vita.—Oct.
fj CRACKPOT QUAIL—Vita.—Mar.
fj CUCKOO I.Q.—Col.—Sept.
fj DANCE OP THE WEED—Metro—Sept.
fj DIPSY GYPSY—Para.—Apr.
fj DIZZY KITTY—Univ.—Mav
fj DOG'S DREAM, THE:—20th Cent.—May
fj DONALD'S CAMERA—RKO—Oct.
fj DUMB LIKE A FOX—Col.—Sept.
fj EARLY TO BED—RKO—Sept.
fj FARM FROLICS—Vita.—Oct.
fj FLYING BEAR—Metro—Dec.
fj FOX AND THE GRAPES, THE—Col.—Dec.
fj GENTLEMEN'S GENTLEMAN—RKO—Feb.
fj GOLDEN EGGS—RKO^Feb.
f GOOFY GROCERIES—Vita.—Apr.

fj HIAWATHA'S RABBIT HUNT—Vita.—Oct.
fj HOLLYWOOD STEPS OUT—Vita.—Oct.
fj HORSE FLY OPERA—20th Cent.—Sept.
fj ICE CARNIVAL, THE—20th Cent.—Oct.
fj I'LL NEVER CROW AGAIN—Para.—Oct.
fj INKI AND THE LION—Vita.—Oct.
fj *JOE GLOW, THE FIREFLY—Vita.—Apr.
fj LEND A PAW—RKO—Oct.
fj *LITTLE CESARIO—Metro—Oct.
fj LITTLE MOLE, THE—Metro—May
f LONESOME STRANGER—Metro—Jan.

fj MAN'S BEST FRIEND^Univ.—Oct.
fj MIDNIGHT SNACK, THE—Metro—Sept.
f MOUSE TRAPPERS—Univ.—Feb.
f MRS. LADYBUG—Metro—Feb.

fj NIFTY NINETIES—RKO—Sept.
fj OLD MacDONALD DUCK—RKO—Sept.
fj OLD OAKEN Bl'CKET. THE—20th Cent.—Sept.
fj OLIVE'S SWEEPSTAKE TICKET—Para.—Mar.
fj ONE MAN NAVY—20th Cent.—Oct.
fj ORPHAN'S BENEFIT—RKO—Sept.
fj PLUTO JUNIOR—RKO—Dec.
fj *PLUTO'S PLAYMATES—RKO^Feb.
f POPEYE PRESENTS EUGENE, THE JEEP—

f PORKY' S HIRED HAND—Vita.—Feb.
fj PORKY'S MIDNIGHT MATINEE—Vita.—Dec.
fj PORKY'S PRIZE PONY—Vita.—Oct.
f PROBLEM PAPPY—Para.—E"eb.

fj PROSPECTING BEAR—Metro—Mar.
f RAGGEDY ANN AND RAGGEDY ANDY—

Pai-a.—Feb.
fj ROOKIE BEAR—Metro—Sept.
fj SADDLE SILLY—Vita.—Dec.
fj SLAP H^VPPY HTTNTERS-20th Cent.—Dec.
f SNOW MAN, THE—20th Cent—Feb.

fj SNOWTIME FOR COMEDY—Vita.—Dec.
f SOUR PUSS, THE—Vita.—Feb.
f SPEAKING OF ANIMALS—DOWN ON THE
FARM—Para.—May

fj SUPERMAN—Para.—Oct.
f TEMPERAMENTAL LION—20th Cent.—Feb.

fj TORTOISE BEATS THE HARE—Vita.—Apr.
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